eISSN 2587-9731

CoBpeMeHHBbIE MPOO0I€eMbI

MY3bIKO3HAHMUSA

Contemporary Musicology
Tom 1) Ne 2

Vol.




eISSN 2587-9731

’ ( Ministry of Culture

R—

Q‘ of the Russian Federation

Gnesin Russian Academy of Music

Contemporary
Musicology

PEER-REVIEWED OPEN-ACCESS SCHOLARLY ONLINE JOURNAL

A T O

R & P
EN E
P ER
o T A

2026/10(2)

@ DOI: https://doi.org/10.56620/2587-9731-2026-2




eISSN 2587-9731
MUHHCTEPCTBO KYJAbTYPbI
Poccuriickon ®enepanmumu

Poccuiickas akageMus My3bIKH
nMeHu I'HecuHBIX

CoBpeMeHHBbIE
MpoO0JIEeMbI
MY3bIKO3HAHUA

PEHEHS’I/IPYEMOE HEPUOIUYECKOE HAYYHOE U3[JAHUE

2026/ 10()

DOI: https://doi.org/10.56620/2587-9731-2026-2




Contemporary Musicology is an open-access peer-reviewed scholarly online journal.

Founded: 2017.

The Journal publishes research studies in the field of music history and theory, music performance,
as well as the methodology of music studies in interdisciplinary contexts. The Journal’s scope
corresponds to the subject categorie of 5.10.3. Types of Art (Musical Art) (Art History).

Languages of publication: Russian and English.

The Editorial Team is guided by the Core Practices developed by the Committee on Publication
Ethics (COPE).

Only original and previously unpublished materials are accepted for consideration of publication
and peer review. The Journal publishes original research and review articles, translations of foreign
studies with commentaries, analysis of historical documents, and book reviews.

Contemporary Musicology is included in the List of Peer-Reviewed Scientific Journals
recommended by the Higher Attestation Commission (VAK), in which major research results from
the dissertations of Candidates of Sciences (Cand. Sci.) and Doctor of Science (Dr.Sci.) degrees are
to be published.

The Journal is indexed in the RINTS scientific database; all publications are deposited in the
Scientific Electronic Library eLIBRARY.RU.

The Journal is indexed in database Scopus.

The Journal is indexed in Directory of Open Access Journals (DOAJ).

The Journal is registered in the Federal Service for Supervision of Communications, Information
Technology, and Mass Communications.

Certificate of Registration: 3JI Ne ®C 77 - 86261 27.10.2023.

eISSN 2587-9731

FOUNDER AND PUBLISHER: Gnesin Russian Academy of Music.

The journal is published by the Gnesin Russian Academy of Music — the member of the Association
of Science Editors and Publishers (ASEP) and the Publishers’ International Linking Association
(PILA).

Periodicity: Quarterly.

No fee is charged from the authors for the submission, peer review, and publication process.

Authors retain copyright and grant Contemporary Musicology right of first publication with the
work simultaneously licensed under a Creative Commons Attribution 4.0 license (CC BY-NC).

E-mail address: gnesinsjournal@gnesin-academy.ru

g

-

Crossref
)' ® DOAJ &,
AS E P POCCUNCKNIA MHOEKC
HAYYHOI O UUTUPOBAHNA

Association of Science SCience Index

Editors and Publishers

& ~s%) BbICIIAA ATTECTALMOHHAA
<\t KoMuccHA (BAK)
\ G d i MHHHCTEpCTBe 06Pa30BaHMs M HAYKH
v Wt\@ chcuﬁcxoﬁ d>peaepauu;l)4 Y

[oNolel

HAYYHAA SNEKTPOHHASA
BUBJNTMOTEKA

LIBRARY.RU




P S 1

3J“1ﬁ__,-_f}i elSSN 2587-9731
'm 2 == | Coppemenbie npoﬁJIeMbl MY3bIKO3HAHHS

oTr 7:‘;7 e ._?_f_,*

L)
r & PN S === TR e iR TR TR At 1 -
\ ,i,:_. I .:I.‘.'h._.‘_...._ 2 — L == It m;!g
e i | LM = — - =2l i S e e £
FER - T —— TIEe= s A

e ——— T —..f_'f!-:%
e e i T N

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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CETEBOE IIEPUOAHNYECCKOE

YUPEAUTEJIb 1 U3JJATEJIb: ®enepaspHOe rocylapcTBEHHOE OIOMKETHOE 00PA30BATEIHHOE
yupesk/ieHHe BoIciiero oopa3oBanus « Poccunickas akajeMusa My3bIKU UMeHU 'HeCHHBIX».

U3sparenp — Poccuiickas akaieMus My3bIKU UIMEHU ['HECHHBIX — ABJISAETCS YWIEHOM ACCOMAIUHI
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).

Astpec 3JIeKTPOHHOU MOYTHL: gnesinsjournal@gnesin-academy.ru
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Dear friends!

The journal Contemporary Musicology has been ranked in the first quartile (Q1) of
the SCImago Journal & Country Rank (2025), a global ranking of scholarly journals. This
achievement has been made possible through our collaborative work, above all the high quality
of articles contributed by authors from many countries, as well as the professionalism of our
reviewers and members of the Editorial Board. Scholarly collaboration, the free exchange of
ideas,and discussion of currentissuesin musicology remain the highest priorities of ourjournal.
The Editorial Team extends its sincere congratulations to all scholars whose contributions
have made this achievement possible and looks forward to continuing productive academic
exchange.

Irina Susidko

Hoporue py3b!

Kypnan «CoBpemMeHHbIE ITPOOIEMbI MY3bIKO3HAHUS» B MUPOBOM PEUTHHTE HAYUYHBIX U3-
maaui SCImago Journal & Country Rank (2025) Boiiiest B mepBbIii KBapTiiib (Q1). DTO cTaio
BO3MOXKHBIM OJ1arojiapsi HaIei COBMeCTHOHN paboTe, Ipesk/ie BCET0 BBICOKOMY KaueCTBY CTa-
Tel, HaIlMCAaHHBIX aBTOPaMU M3 PAa3HbBIX CTPaH, a TakyKe MPodecCHOHATbHON paboTe pereH-
3€HTOB U WIEHOB PEJAaKIIMOHHOU KoJuternu. HaydHoe cOTpy/ITHUYEeCTBO, CBOOOHBIN 0OMEH
MHEHUSIMU, O0CYK/IEHHEe aKTyaJIbHBIX ITPO0JIEM MY3bIKOBEJIEHHs OCTAIOTCS TJIAaBHBIM ITPH-
OPHUTETOM /I HAIlleTO M3/laHusA. Pegaknus KypHaia MO3ApaBiseT BCeX YUEHbBIX, BHECIITUX
BKJIQJ] B JIOCTH)KE€HUE BBICOKOTO pe3ysIbTaTa, U HA/IeeTCs Ha IPOOJIKEHHE MPOyKTUBHOU
TBOPUYECKOH PabOTHI.

Wpuna IlerpoBra Cycuzko

Contemporary Musicology

Arts and
Humanities
(miscellaneous)
best quartile
SJR 2025 /'

powered by scimagojr.com
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I. Jlamamu D.D. 1llocmaKosuua

IMTocrakoBuu u bax:

O TeMax (byr BCETOHAJIBHBIX MAKPOIIUKIIOB. . ciciuiiitiiieiiiaieiteinetienternteensccnatonasecnscanncnes

Kupa Hocughoena IOxicax
I1. Hcmopus My3biKU 6 NUCLMAX, U OOKYMEHMAX,

doprenuanHas «Ayasb» ®@. JIucra u C. Tanpbepra
B KOHTEKCTE BOCIIPUATUSA COBPEMEHHUKAMU:

110 MaTepuagaM (PppaHIy3CKUX MEPUOANIECKUX U3TAHUN XIX BEKA....ccevrrrureeeennnne

Tamvana Huxoaaesna I'yaas
Oavea Baadumuposena 2Kecmxoea

IT1. MysviKaAvHbLil meamp

«Yetsipe MepTBena Poamertor» H. H. EBpennosa:

13 MCTOPUY TAHTOMUMBI B Te€ATPE MUHHUATIOP « KDUBOE 3EPKATIO».....uveereurreeannrennne

Hamoaaa Hcudopoena Enyxkudse

deHOMEH MouapTa B IIOCTMOJAEPHHUCTCKOM NHTEPbLEPE:

tesieoniepa Maiikia HaiimaHa «[THCbMa, 3aTAJIKA T FICKHP ..veererurreeeessnreeeeessnneeeeans

Examepuna I'ypvesna OxyHnesa

IV, DMHOMY3bIKOA02USL

O capmoHuke u 38YyKopside MPAOUUUOHHO20 MAHOYD ....ccccueeereeeeeeireeeeeeirrreeeenennnns

A60yesaau A60yamadxicudosuu A60ypawuudos

Penepryap nanuaii-6adixca B Henase:

XPOHOTOII IIPOIIJIOTO U HACTOAMIETO (HA QHTJL. f13.).ceeeruuunreeeernnneeeeennnneeeeeennnnnns

JIxynou Padxc Hupyaa
Buwmny IIpacad Jaxaa
Yxao6u Pam Bapaa
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Annortanua. Onyc 87 co3gan IlloctakoBuuem B cepenyde XX CTOJETHUA MO,
sSpYaNIINM BIledaTJIeHUEM OT My3bIKU baxa 1, ¢ O/THOU CTOPOHBI, IEMOHCTPUPYET
CTpeMJIeHHEe MaKCHUMAaJIbHO COOJIFOCTH TPAJAUIIUH U HOPMBI OapoyHOU —
Tpek/ie Bcero 6axXoBCKOM — ¢yru, ¢ APYrou K€ CTOPOHBI, OOHAPYKUBAET, YTO
HaMepeHHe «JieJlaTh, Kak bax» OOBIYHO peayiu3yeTcsi OTHIO/b He I0-0aXOBCKH.

© Oxak K. 1., 2026
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B nByx Tomax XTK baxa ¢yru crposarcsa pasnuuno, a B Op. 87 IllocrakoBuua —
OTHOTUITHO, pIYeM TeMbI (YT BO BCEX TPEX MAKPOIMKJIAaX BEChMa Pa3HOOOPa3HBI.
[IpUurHBI TaKOTO TIOJIOXKEHHUsA HYKHO HCKaTh B KOHKDETHBIX OCOOEHHOCTSX
MY3BIKQJIBHOTO $3bIKA M KOMIIO3UTOPCKON TexXHHUKH. IIpemmtaraemas pabota
MIOCBSAIIEHA CPABHUTEIBHOMY HCC/IEIOBAHUIO TeM (YT BO BCEX TPEX MAKPOIMKJIaX.
AHann3 mokasajl 3aMeTHbIEe PACXOXK/EHUA TI0 PAJTy IapaMeTpoB. [lepBble CBS3aHbI
¢ BpeMeHHOU cdepoii: B ¢yrax [IlocrakoBruua TeMbl HACTPOEHBI HA OTHOCUTEIHHO
YKECTKHE TaKTOBbIE Pa3Mepbl — IPOCThIE U HETPaJUIMOHHbIe HedeTHble (%, ¢, #,

% ), a B pyrax Baxa — Ha cioxkubIe (rmpeobstaiaer pazmep € ). Cpeu MeIoanIecKux
npeobpazoBanuii y IllocTrakoBuya JHAMPYIOT TEMIIOPUTMHYECKHE — CTPOTOE
U CBOOOZIHOE yBeJIMYeHUe/yMeHbIIeHe, BKII0Yas ITPOIOPIHMOHAIbHbIE KAaHOHBI.
B oTHOIIIEHNY 1MaTIa30HOB (AMOUTYCOB) 1 J1a/I03BYKOPAIHBIX (MOTATBHBIX) CTPYKTYP
tembl IllocTakoBmuya pasHooOpasHee 0axOBCKUX. B3amMopelicTBue TapMOHUHM U
cuHTaKcuca B Temax lllocrakoBrua HEpEIKO MPUBOJIUT K OKOHUAHHUIO UX HA CJTa00M
BpeMEeHU, BCJIEJICTBUE YET0 CTAHOBUTCSA HeaKTyaIbHA ITpobiieMa TOHAJIbHOTO OTBETA.
I'maBHOe: 3aBepIieHre TeMbI (YT Ha CHJIBHOU WJIH CJ1a00H METPHUYECKOU ITO3UITUU
MOKeT OBITh MPU3HAKOM IIPOTUBOIIOJIOKHBIX KOHIIENIIUN TeMbl, GyTU U BOOOIIE
Xy/I0’KECTBEHHOTO CMbICJIa MY3bIKaJIbHON (HOPMBI. YOEIUTETbHO 3aMKHYTasA TeMa
0axoBCKOU (pyru ycroumBa K MpeoOpa30OBaHHUAM M ITOC/IE BCIYECKUX HCIBITAHUN
MOKeT OBITh YTBEpXKZeHA B CBOEM OCHOBHOM Buje. Tema ke ¢yru IlloctakoBuya,
OTKpBITasi IIPEBPATHOCTSAM KOHTEKCTa, HEPEAKO IMpPeTepIIeBaeT B UTOTe 3HAUNMBIE
U3MeEHEHHU.

Kiawouesbie ciaosa: [[. lllocrakosuu, MW.C.Dbax, Op.87, Xopomio
temmepupoBaHHbIi ki1aBup (XTK), 24 npenoanu u Gyru, KOMIO3UITMOHHBIN THII
dyrH, Tema dyru, npeodpazoBaHus TEMBI B pyre

baaropapHocru. Hacrosamas crarbd, Kak U Jiermas B €e OCHOBY JIEKIIUA
Ha VI MexayHapoaHou koHdepeHIUHN «TexHWKa My3bIKAaJIbHONW KOMIIO3HUIINU:
Teopus U TpaKTUKa», nocesamenHon namsaTtu /1. /1. llloctakoBuua (Poccuiickas
aKajieMus My3bIKU UMeHU ['HECHHBIX, 2025), COCTOSIUCH O1arofgapsi HEYTOJTUMOU
J1I0603HATEJIBHOCTU U HEYCHIITHOU Jpy:KecKkod omeke Asuibl ipMeHOBHBI fAHKYC.
Eii, B mpoluioM Moel yueHuIle, a HbIHe KOJLIlere U COPaTHUKY, — IepBenInas Mos
6siarozapHocTh. biiarogapio Takke oT Beeit ayiu Maputo JIbBoBHY MOHUY — TOXKe
B IIPOIIJIOM MO0 YYEHHUITY, & HbIHE HA/IEXKHYIO IIOMOIITHUITY B PabOTe, /IETUKATHYIO
U YyTKYI0 coOeceHUILy, B OOCY>K/IEHUAX C KOTOPOU TaK XOPOIIO OOJyMbIBAeTCS
U OTTAUYMBAETCA MBICJIb, BHUMATEJbHYI0 U JOTOIIHYK) YUTATEJIBHUIY HOBBIX
tekcroB. Cepaeuno 6s1arozapio [lerpa PeitnoBuua Jlaysia — Mmy3bikaHTa oT ['ocioa
Bora, Bpiiaromeroca nuaHucTa, BHyka Moero yuuressa Anekcagzpa Hukosaesnua
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Jl0JKaHCKOTO — 3a TMPEJIOCTaBJIEHHYI0 BO3MOXKHOCTh pa3bupaTrhes B ero Oymarax,
CBSI3AaHHBIX C JUCCEepTalled W IIpeaIosarasiieiics opomropoi o ¢yrax baxa. 3a
0e30TKa3HYIO U ONIEPATUBHYIO IIOMOIIb B 0(pOPMJIEHNH HOTHBIX IIPUMEPOB, IIOPOU
OYeHb CJIOKHOM JIJII MeHs, OT Beed y1u 6s1arozapio [lerpa IOpreBuua TpyOuHOBa,
3HATOKa WM 3aMeuvaTeJIbHOIO MacTepa HOTHOTO ¥ KHIJKHOTO Habopa, u fHy
BastepreBHy ['opbaTOBCKYI0, OBIBIIIYIO MOIO CTYZIEHTKY U IaBHO YK€ HE3aMEeHHUMYIO
TTIOMOIITHHITY.

Joa murupoBaHus: FOxcax K. M. IlocrakoBuy u bax: o Temax ¢yr
BCETOHATBHBIX MaKpOIUKIIOB // CoBpeMeHHbIe MPOOJIEMbl My3bIKO3HAHHA. 2026.
T. 10, N¢ 2. C. 11—44. https://doi.org/10.56620/2587-9731-2026-2-011-044
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Shostakovich in Memoriam

Original article

Shostakovich and Bach:
On the fugue subjects of omnitonal macrocycles

Kira I. Yuzhak

Saint Petersburg Rimsky-Korsakov State Conservatory,
Saint Petersburg, Russian Federation,
Mkyuzhak@mail.ru,
https://orcid.org/0000-0002-7579-9617

Abstract. Opus 87 was composed by Shostakovich in the mid-twentieth
century under the profound impression of Bach’s music. On the one hand, it
demonstrates an aspiration to strictly adhere to the traditions and norms of the
Baroque—primarily Bachian—fugue; on the other hand, it reveals that the intention
to “do as Bach did” is usually realized in a fundamentally non-Bachian manner.
While the fugues in the two volumes of Bach’s Well-Tempered Clavier are
constructed in different ways, those in Shostakovich’s Op. 87 are built according
to a single compositional type, even though the fugue subjects across all three
macrocycles are highly varied. The reasons for this should be sought in the
specific features of musical language and compositional technique. This paper
offers a comparative study of the fugue subjects in all three macrocycles.
The analysis reveals notable discrepancies across several parameters. The first
group of differences concerns the temporal sphere: in Shostakovich’s fugues,
the subjects are associated with relatively rigid meters—simple and non-traditional
odd (asymmetric) time signatures (%,¢, %, 3), whereas Bach’s fugues
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lean toward compound meters (with common time ¢ predominating). Among
melodic transformations, Shostakovich prioritizes tempororhythmic ones: strict
and free augmentation/diminution, including proportional canons. In terms of
pitch ranges (ambituses) and modal structures, Shostakovich’s subjects exhibit
greater diversity than those of Bach. The interaction of harmony and syntax in
Shostakovich’s subjects frequently causes them to terminate on a weak beat,
thereby rendering the issue of tonal answer irrelevant. Most importantly, the
conclusion of a fugue subject on a strong or weak metric position can indicate
opposing concepts of the subject, the fugue, and the overall artistic meaning of the
musical form. The convincingly self-contained subject of a Bach fugue remains
resistant to transformation and, after various trials, can be reaffirmed in its
primary form. Conversely, the subject of a Shostakovich fugue, being open to the
vicissitudes of the context, often undergoes significant eventual modifications.

Keywords: Dmitri Shostakovich, Johann Sebastian Bach, Op. 87, The Well-
Tempered Clavier (WTC), 24 Preludes and Fugues, compositional type of fugue,
fugue subject, transformations of the fugue subject
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BgedeHue

auvHy C IIUTAThl U3 MOeH coOCTBEHHOU cTaThul « 00 BBOIOIUH Xy 0Ke-
CTBEHHOTO CMbICJIa TTOJTUMOHNUECKON KOMITIO3UITHU »

B To BpeMs kak 6axoBckue Gy OTIMYAET TUIIOJIOTHYecKoe 60-
raTCTBO U MaTe€pHasjia, 1 KOMIIOSHUIIMOHHbIX CTPYKTYD, (I)YI‘I/I H_[OCTaI{OBI/I‘-Ia, Impe-
€MCTBEHHO CBSI3aHHBbIE ¢ 0AXOBCKHMM, XapaKTEPU3YET THUIIOJOTUYECKOE DPA3HO-
obpasue Marepuajia ¥ 0JHO00pasre KOMIIO3UI[HOHHBIX CTPYKTYp. Eciiu cxoncTBo
U pa3ymuus B Matepuase Qyr Jerko oObsACHIIOTCA KaK CJIEICTBUE DBOJIIOIUHN MY-
3bIKAJIbBHOT'O A3bIKa, TO AJIA O6’I>HCH€HI/IH MHOFOO6paSI/IH NI OAHOTUITHOCTHU KOM-
IIO3UITMOHHOT'O CTpOGHI/IH TakKoro O6’I)HCH€HI/IH HEeJO0CTAaTOYHO. HO-BI/I,Z[I/IMOMy,
IIPHUYHHBI CTOJIb PE3KOI'0 PACXOXKAECHUA HOCAT HHOfI, (I)YHKHHOH&JIBHbIﬁ XapakKTep

[1, c. 34].

ATa craThsa OblyIa OIyOJIMKOBAaHA 40 JIET TOMY Ha3aJl v ITlepern3/iaHa B aBTOPCKOM
JIByXTOMHUKE CIIyCTS 20 JIeT. B Te rojbl Kazajaochk, YTO TaKOe BUAECHHE COOTHOIIE-
Hus ¢yr [llocrakoBuua u baxa crpaBeAInBO U yIOBJIETBOPUTENHHO. [IyOmuKamus
Op. 87 IllocrakoBuua usaareabctBoM DSCH (2015), onmuparomasicsa Ha TIATEb-
HBIW aHa/IU3 aBTOrpad OB, 3aCTABJISET CHOBA BEPHYTHCS K BOIPOCAM MY3bIKaJIbHOTO
sI3pIKA U TEXHUKU KOMIIO3uTOpa. /J[06aBHMM, YTO OTHOCHUTEJIFHO HEJaBHO B OTKPbI-
TOM JIOCTyIle TOSIBUJIOCh HcciaefioBaHue Asiekcanapa HaymoBuua JlomkaHCKOTO
0 TeMax MHCTpyMeHTaabHbIX pyr Baxa'. [To-BuguMoMy, CXOACTBO U PAa3/IMYKsA B Ma-
tepuasie ¢yr IlloctakoBuua u baxa nmopa uccieoBaTh I0-HOBOMY. ATOMY U IOCBSI-
I[eHa Impejyiaraemas pabora.

B cTatbe MpUHATHI YCJIOBHBIE COKPAIIEHUS:

1) It o6o3HaYeHus1 (pyT UCIOIH30BAHBI JIBA UIEHTH(MUIIUPYIOIIUX UX MPHU-
3HaKa: MOHA1bHOCMb (JTAaTHHUIIEH, MaXKOP C IPOMUCHOM OYKBBI, MUHOP — CO CTPOY-
HoW) u maxkpoyuxa (bax — Homep Toma XTK pumckoii mudpoi, [llocrakoBuu — HO-
mep Omyca). Hanmpumep: C, oznavaet ¢yry C-dur I toma XTK, fis,; — dyry fis-moll
IT Toma; hg, — ¢yry h-moll Op. 87.

! loaocarckuit A. H. O HEKOTOPBIX KOMIIO3UITUOHHBIX OCOOEHHOCTSX WHCTPYMEHTAJIbHBIX
dyr baxa: quc. ... KaHA. UCKyccTBOBeZleHUs / JIeHMHTpaICKasi roc. KOHcepBaTopus. TalllkeHT,
1942. OcHOBoOITOJIATAIOIIE TE3UCHI 3TOU PAOOTHI CO3BYYHBI OTHOW U3 OPUTHHAIBHBIX UIEH
nocenHen uerBepTu XX Beka: CmupHos U. I1. Xyn0KeCTBEHHBIN CMBICII M 9BOJIIOIUSA T103-
Tuueckux cucreMm. M.: Hayka, 1977.
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2) [ToCKOJIBKY B CTaThe aHAJTU3UPYIOTCA TOJIBKO TEMBI (PyT, — BMECTO ITOJITHBIX
BBIPAJKEHUH «TeMa TaKOU-TO PYyru» YIOTPEOSIOTCS KpPaTKHUeE: «TeMa TaKasi-TO»;
TEMBbI CJIOKHBIX QYT OTMEUYEeHbl HH/IEKCOM BBEPXY CJIEBA OT TOHAJIbHOCTU. Hampu-
mep: mema Ejr o3navaer temy dyru E-dur XTK-II, mema 1Fisg, — Temy dyru
Fis-dur Op. 87, mema fis;r — nepsyio TeMmy byru fis-moll XTK-1I; mema 2eg, —
BTOpPYIO Temy dyru e-moll Op. 87.

IIpedsapumenvHble pasmvlilieHUs

T'oBopuTh 0 pyrax u ux TemMax B 24 npearodusx u ¢gyeax /. . [llocrakoBu-
ya 6e3 corocraBieHus ux ¢ pyramu u TeMaMu Gyr Xopowo memnepuposaHHo20
kaasupa U. C. baxa (manee — XTK) manonpoayktuBHO. He TOJIBKO MOTOMY, UTO
¢yru baxa KuUBYT B CJIyXOBOM CO3HAHHUU UEJI0OBEUECTBA y:Ke OOJIBbIIE TPEX CTOJIETUH
¥ IOMHMO HaIlllel BOJIM BCTYMAIOT B TUAJIOT € JIIOOBIM ITOJTU(MOHUUECKUM MaTepHra-
JioM, — TeM OoJiee, uTo Ba ToMa XTK ciry»kaT HellpepekaeMbIM 3TaJI0HOM (PyroBOTO
nucbma. Jleso B ToMm, uto IllocrakoBuy coszziaBas cBou Op. 87 mocsie JeUIUrcKux
TOP3KECTB 1950 T0/1a, HAXOACH IO/l HEMOCPEACTBEHHBIM — sIpUaUIIUM — BII€YaT-
JIEHHEeM OT MY3bIKU baxa U 1moji MOIIHEUIIINM BO3/IEMCTBUEM ero MacrepcTsa. Jpyr
[MTocrakoBuua Mcaak JaBunosud I'yinkman nvcadt:

JleToM 1950 rojia Mbl 4acTo BcTpevaiuch ¢ Jlmurpuem JImutpueBuueM B Ko-
MapoBe, I7le OH CHUMAJI Jlavy, CJIEJICTBEHHO B IEPENUCKe HYXbl He ObUIO. B Ty
IIOPY OH HaXOAWJICA 110 CUJIbHBIM BII€YATJICHHEM OT baxoBckux TOPXKECTB, HA KO-
TOPBIX HeZJaBHO MpucyTcTBOBa B Jlelniure. [llocrakoBuy 6e3 ycTaiu ¢ ropsdei
J1060BBI0 TOBOpWJI MHe O baxe, HEOOBIKHOBEHHOM ueJioBeKe, (heHOMEeHAIbHOM
MacTepOBOM, HMMEHHO MAaCTEpPOBOM, 1 TEHHAJIBHOM KOMIIO3HUTOpPE. <...> Taxkum 00-
pasoMm, 3TUM JIETOM 1950 rojia BO3HHUK y JmMutpus JIMuTpreBrUYa 3aMbIces 24-X
npesmoauii u gyr2.

HeykoCcHUTENBHOCTD, ¢ KAKOW B 3TOM COUMHEHUH BBIMOJIHAIOTCA UJIU Hapy-
IIIAIOTCS TPAJUIIMOHHBIE COOTHOIIIEHUS MheC B MaJIOM ITUKJIE npearodus u ¢yaa
U IpaBWJIa MOCTPOeHUs1 GyTrH, CBUETEICTBYET 00 ydyeTe KOMIIO3UTOPOM HUCTOPHU-
YeCKU CJIOXKUBIITUXCSA HOPMATHUBOB U O €ro CTPEMJIEHUH MaKCHMaJIbHO COOJII0/IaTh
HX — €CTeCTBEHHO, He U3MEHss CBOUM COOCTBEHHBIM yCTAHOBKAM.

IIepBoe, uTo nopakaet B ¢pyrax Op. 87, — To, UTO Bce OHU NOCTPOEHBI 110 eU-
HOMY KOMIIO3UIIUOHHOMY ILJIaHY.

2 [Tucema K apyry: I[Tucema /1. /1. [llocrakouya k U. [I. T'mukmany. M.; CI16.: DSCH; Kom-
o3uTop, 1993. C. 91, KOMMeHTapui 3 OT 31.10.1950.
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Bo Bcex aBajimaTy yeTbipex ¢yrax KOMIO3UIMOHHAsA CXeMa, JOCTATOYHO IIPO-
CTast U TPAUIIMOHHAS, OCTAeTCS MPAKTUYECKU OJHOM M TOMH Ke: cTporas KCIO-
3ULHSA, B KOTOPOH MPOTHUBOCJIOXKEHHUS YAEPKUBAIOTCA, 00pasys BMECTe C TeMOU
«OCHOBHOE TEMATHYECKOE ITOCTPOEHHE», PA3BUBAIOIINI Pa3ziesl C TOHAJIBHBIM pa3-
BUTHEM 10 €ITUHOMY IIPUHITUILY (BHaUaJIe « MHOJIA/I0BblE TOHAJIbHOCTH OJIN3KOU CcTe-
TIEHU POJICTBA, 3aTeM — JajieKue» ), 00sA3aTeIbHble UHTEPMEANN — TOXKeE y/lepKaH-
HbIE, C TIOBTOPSIEMBIM MATEPHUAJIOM T'OJIOCOB, B Py KOTOPHIX IEHTPAILHOE MECTO
3aHUMAaeT KyJIbMUHAIIMOHHAsA pPa3paboToYHas MHTepMeU Ilepe/ HauaJIoM 3aKJTI0-
YUTEJIBHOTO paszesa Gyry, U caM 3TOT pas/iesl, HEU3MEeHHO CO/IEPKAIHUI CTPETTHI
Y, KaK [MPaBUJIO, HAYMHAIOIIUNCA CO CTPETTHI. B /1ByX /IBOMHBIX dyrax (NO 4 e-moll
u N 24 d-moll) 3TOT ke MPUHIIHII OCYIIeCTBJIEH 00Jiee MOHYMEHTAJIBHO.

Takoe camoorpanmyeHnme, Io-BUANMOMY, ObLIIO ecTecTBeHHBIM 7715 [1locTako-
BHYa, OTHAKO TPYAHO HAWUTH APYTOU ITUKJI, IasKe CO 3HAUUTEIbHO MEHBIITNM YHC-
JioM ¢yT, B KOTOPOM OTCYTCTBOBaJsIa ObI UJiest OOHOBJIEHUS U YCJIOXKHEHU 1OIUGO-
Huueckou TexHuku. Cou. 87 lllocTakoBrua — cBOEro pozia “mckyccTBo Gyru®, rae
Heu3MeHHA He TeMa, 8 KOHCTPYKIUA. B 35TOM OTHOIIEHUM MIPeTIoANU, OTINYAIOII-

ecs pa3HOOOpa3reM KOMIIO3UIIMOHHBIX PellleHNH, IPOTUBOCTOAT pyram [2, c. 253].

OnmcanHasa cxeMa Qyru HACTOJIBKO €CTeCTBEHHA U JIOTUYHA, UTO KaXKETCA BIIOJI-
He OOBIYHOU U TPAINITMOHHOU. Ecii He B/IaBaThCA B JI€TAIH, TOBOPSIIHE O BHICOKOM
yYPOBHE KOMITO3UTOPCKOT'O MacTepCTBa (HaKOIUIEHUE U y/leprKaHe KOMILJIEKTOB IIPOTHU-
BOCJIO’KEHUW U MHOTOTOJIOCUSI THTEPMEIH, TIOCTPOEeHME PA3HBIX CTPETT, IIMPOKO pas-
BEPHYTOE TOHAJIBHOE JIBIKEHNE, 000CHOBAHHAsI KYJIbMUHAIUS), cxeMa Oy/IeT COOTBET-
CTBOBATb THUITUYHOU IIKOILHOHN (yTe [3]. Ecyin ske mpuHATH B pacueT repevrcieHHbIe
JleTaJIi ¥ J00AaBUTh K HUM YOEITUTEIbHYI0 MHTOHAITUOHHYIO CBA3b ITPOTHBOCJIOKEHUT
Y MTHTEPME/IUH C TEMOU U ee pa3HOOOPa3HYIO CTPYKTYPHO-MEJIOJIUMUECKYIO IIPOPabOTKY,
TO HOJIYYUTCA UJleasibHasA cTporas pyra, uCKycHas, MacTepckas gyra, pyra-puuepkara
1o Mapmypry. 3ToT ¢pparMeHT ITUTUPYET U niepeBoauT AHatosui [1aBmosuy Musika:

C Touku 3peHUs ocobeHHOCTeU pa3BUTHUA (yra ObIBAET JIBOSIKOTO poja —
crporas u cBobosmHas. a) Crporas ¢yra, fuga obligata, — 3To Takas, B KOTOpOU
COUYMHEHMe ITOCTPOEHO HU HAa YeM MHOM, KaK Ha TeMe, TO eCTh IIepBOM ee IIpoBe-
JIeHUH, HO B KoTopoil (dpyre. — A. M.) oHa (tema. — A. M.) He IPOBOAUTCA TIO-
CTOSIHHO I€JINKOM, a, CJIOBHO OJITHO BBITEKAET U3 JIPyroro, U TakuM obpas3om, Bce
BBITEKAET U3 TEMbBI WJIU MEPBOTO €€ MOBTOPEHHUS, TO €CTh OTBETA, BCE OOBIYHBIE
MPOTUBOCJIOXKEHUSI U WHTEPMEJINU [BO3HHUKAIOT| IIyTeM BBIYJIEHEHUS, YBEJIU-
YeHUsl, YMEHbBIIIEHUS, PA3JIMYHBIX MPeo0pa30BaHUM, M BCE IIEJI0€ JIOJIPKHO Ha-
XOJIUThCA MeXAy coO0i BO B3aUMOCBA3U U rapmoHuu. Eciau noymo6Hasa crporas
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¢dyra geranpHO pazpaboTaHa, TO B HEH [IPUMEHEHBI] ellle MHOTHE JIpyTue mpre-
MbI [Kunststiicke], B KOTOPBIX UCIIOJIB3YIOTCSA PAa3JIMYHbIE BUbI HMUTUPOBAHUS,
JIBOMHOTO KOHTPAIyHKTa, KAHOHOB M MOJYJIMPOBAHUSA: TOT/Ia MO00HOE COYH-
HEHMe Ha3bIBAIOT UTAJIbSIHCKUM TepMHUHOM Ricercare wim Ricercata, uckycHas
¢dyra, macrepckas ¢yra. TakoBo 60JbIINHCTBO GYT, CO3JaHHBIX TOKOWHBIM TO-
CIIOZUHOM KarllesbMeiicrepom Baxoms.

Ecnu Takasa dyra, pazpaboTaHHas BO BCeX CBOUX COCTABJISIONIUX, IIPECTaB-
Jisiach Mapmypry ujieayibHOM, TO HeaIbHBIM aBTOpOoM GyT A1 Hero ObL1 MloranH
Cebactpsu bax c ero 6orareimumM GyroBbIM HacaeIEM, IPAarOIeHHYIO CePIIeBUHY
KoToporo obpasoBasnu ABa Toma XTK; oHU HecyT JII0/IsIM CBET U PaZlOCTh — IEePBHIN
yke 00Jiee Tpex CTOJIETHI, a BTOPOH OTCTaeT OT HETO JIUIIIb Ha J[BA JIECSTUIETU.

Ho, 4yTo mpumeyaTesbHO, ONMCAHHAS TOJBKO UTO MOJIENb (hyTu He 3aHUMAET
B XTK HU ompe/iesifioniero, HAU 3Ha4UMMOro MecTa. J1j1s1 y0euTeIbHOCTH — HECKOJIb-
KO (DaKTOB.

IIpocmasa sxkcno3uyus nMeetcss MeHbliie ueM B nosoBuHe ¢yr XTK (B mep-
BOM TOMe — 9 ¢yT, BO BTopoM — 10)%. B ocTaspHbIX (hyrax (cpeau HUX /IBE ABOUHBIE
U OiHA TpouHas ¢GyTH, TaK UTO SKCIO3UINU HE 24, a 28) 5KCHO3UITUN PaCIINPEHbI
OJTHUM WJIM HECKOJIBKUMMU JIOTIOJTHUTEJIbHBIMH IIPOBEEHUAMH, JUOO KOHTPIKCIIO-
gurneit. Tak uto B XTK mpocTas sKcno3unus HOpMbI HE COCTaBJIsET.

YOepocarHbvle npomusocaoiceHuUs TOXKe TOSBIIAIOTCA OTHIOAb HE B KaXK/IOU
¢yre baxa u, ecrecTBeHHO, HeOOsA3aTEJIPHO B OOJIBIIIUX KOJIMUECTBaX. BaxoBCKOM
TeMe, KaK ITOKa3bIBAET aHAJTUTUUECKUU OMBIT, IOCTATOYHO CTAOMIIBHOU MOEPIKKU
OJTHUM KOHTPAITYHKTOM, OYyZlb TO y/iEp>KaHHOE ITPOTUBOCIOKEHNE WU TEMa-PUCIIO-
cra B crpeTTe (cM. 00 3TOM [4]). To 7K€ OTHOCUTCS B K UHMepMeOusiM: UX KOJTHIECTBO,
BeJIMYMHA, MECTOIIOJIOKEHUE, TTO001e WIIN Y/IePKAaHHOCTh MEHSIOTCA B IIMPOKUX
npeziesiaXx. B uTore KOJTM4ECTBO U yAEPKAHHOCTD MIPOTUBOCIOKEHUN U HHTEPMEUI
B HOpMAaTUBBI (PyTH HE BXOAT.

¥ IllocrakoBu4a ke JAeUCTBUTEILHO HECOMHEHHBI TEH/IEHITUA K y/IEPKAHUIO
BCeX IIPOTHBOCJIOKEHUH, HAKOIUIEHHBIX B dKcro3unuu (a B dyre Ne 13, Fis-dur

3 Muaxa A. I1. «My3bikanbHoe puHoiieHue» WM. C. baxa. K peKoHCTpYKITUM U UHTEPIIPETA-
nuu. M.: My3sika, 1999. C. 183—-184; [Marpurg F. W.] Abhandlung von der Fuge... Berlin:
A. Haude und J. C. Spener, 1753. Bd. I. S. 19—20.

4 B XTK mnpoctsie sxcriosunuu umetot ¢yru: Cy, cy, dy, ey, fis;, Gr, g1, ai, by, Cy, Dy, Esy,

disiy, Er, er, fir, G arg, by
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IIPEBBIIIIEH B 3TOT MAKCUMYM), 1 OJITHOTUITHO-IIAHOMepHas pabora ¢ MaTepuaaoM
IIEPBOM K€ JBYXT'OJIOCHON HHTEPMEIUH II0CJIE OTBETA .

CeobodHas uacmsb ¢pyru B XTK MoxkeT comepskaTh €IMHCTBEHHOE MHOJIA0-
Boe mmpoBejieHue (Kak B dyrax cy, Fisy u Hy) nim 060UTHCH coBceM 6e3 TaKOBBIX (Kak
B ¢yrax dr u fisy, dir u Es;r v Ap.). 3aTO OHA MOXKET CTPOUTHCSA HAa Pa3/IMUHBIX
IIpeobpa30BaHUAX TEMbI, MHOI/IA JJa’Ke BMECTE C YZlepP>KaHHBIM IIPOTHBOC/IOKEHIEM
(xak B dyrax Gy u byj), wim Ha cTpeTTHOH ee mpopaborke (kak B ¢pyrax Cy, Fr u aj,
Djr n Esyy) u 1. . Takum o6pasom, CIocoObl TEMaTUYECKOH pabOThI B CBOOOTHOU
yacTu Qyru U ee KOMIIO3UIIIOHHBIN THUII — BHE PeIrJIaMeHTa, TPAJIUINH 3Ke — BOIIPOC
OT/IeIbHBIM 1 MHOTOACIIEKTHBIM.

YTo 2Ke 10 TPeXUaCTHON MOJieu (9KCIO3UIUA — Pa3BUBAIOIIUI pa3aes — 3a-
KJIIOUUTEIbHBIN paszeit), xapakrepHou ajs ¢yr IllocrakoBrya, TO OHA ILJIOXO CO-
ryacyeTrcs ¢ 6apOYHBIMH KOMIIO3UIIMOHHBIMU U B IIEJIOM 3CTETHYECKUMHU HJlealaMuy
U cTepeoTUIaMu®; BO BCAKOM cJIyduae, OHA MPOTHBOPEUUT ABYUACTHOI IIPUPOE Ta-
KHX APKO-IIpe/ICTaBUTEIbHBIX OaxoBckux dyr, kak Cru dy, cy1, Dy, di1, Esir v np.”

[To umcity rosiocoB Op. 87 MOJTHOCTBIO COOTBETCTBYET nmpuMepy XTK: mo ogHOM
JIByX- U IIATUTOJIOCHOU (yTe, ocTabHbIE (IIOPOBHY) — TpPeX- M YETHIPEXTOJIOCHBIE.
Yaep:kaHHbBIE IIPOTHBOCIOKEHUA U UHTEPMENN COXPAHSIOTCA BILUIOTH /0 3aKJIIO-
YHUTEJILHOTO pas/iesia IIPU MEHSIOIEMCs KOJIMYECTBE TOJIOCOB B BEPTHKAIBHBIX ITe-
pecraHoBKax. Hampumep, B 4eThIpexroocHoi ¢yre As-dur copMHUpPOBAINCH JBa
YeTBepHbIX KOHTPAIYHKTA: B IIPOBE/IEHUAXS U B HHTEpMeAuaxY. CTPETTHI BHIIIOIHS-
IOTCS 110 Pa3JIMYHBIM ITapaMeTpaM U MOTYT COZepKaTh Pa3Hble TEMIIOPUTMUUECKIE

5 UmenHO nostomy A. H. JloykaHCKUI BBeJI NMOHATHE OCHOBHOe memamuyeckoe nocmpo-
eHue [5, c. 217], a JI. JI. 'epBep mpunuioch pasbuparbcs ¢ UGPOBBIMH KOHCTPYKIIUAMU
B pykomucsix Op. 87 [6, c. 287; 7, c. 71—79].

6006 aToMm elne mosiBeKa ToMy Hazay nucanu fAkoB McaakoBud MusbIiTeliH U AJIeKCaHAD
l'eoprueBuu Yyraes [8, c.16; 9, c.7], a B Hauasie HbIHeNIHero crosetus — A. I1. Muika
[10, c. 197—202].

7 [IppMedaTeTIbHO TAKKE, UTO B HUX BTOPYIO ITOJIOBHUHY (BTOPYIO YacTh) HAYMHAIOT IIPOBE/Ie-
HHs B OCHOBHOUW TOHAJIbHOCTH.

8 Tema U TpH yJiep>KaHHBIX IPOTUBOCIOXKeHU (TT. 15—18 1 25—-28).

9Cp. TT. 19—20 u TT. 20—30. B cienyomeii ¢pyre, ba-MUHOPHOH, Tak:ke GOPMUPYIOTCA
JIBA YEPTHIPEXTOJIOCHBIX KOMIJIEKCA — TEMA C TPeMsI IIPOTHUBOCIOKEHUAMH U YETHIPEXTO-
JIOCHAsI UHTEPME/IHST; HO CaMble CJIOKHBIE TIEPECTAHOBKH 000X KOMILIEKCOB (IIpOBEJIEHHE
B CH BOJIMUCKOM, OT T. 114, U HavaJibHasA ¢a3a 5- UHTEPMEIUH, OT T. 122) OKA3bIBAIOTCSA
YeThIPeX- ¥ MATUIIAPHBIMH: X , X
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Y UHTOHAIMOHHbBIE Tpeobpa3oBanusi. [loxkanyit, Omycy 87 He OUeHb ITOBE3JIO C yUa-
CTHEM MPOTUBOJIBMIKEHUS: OHO HCIIOJIb30BAHO CHCTEMHO TOJIBKO B JIByXTOJIOCHOU
dyre N2 9 E-dur'®. B io60M cityuae n3MeHeHH O (OHNIECKON TEXHUKH CBA3aHbI
B IIEPBYIO OUEPeb C TEMATHUECKON paboTON U MOTYT IIPOUCXOJUTH B «Pa3BUBAIO-
II[eM pasiesie», He BJIUss Ha OOIIYI0 cXeMy CTPOeHUs (PyTu.

Komnosunmonnas mozeinb ¢yru IllocrakoBuya — 3TO0 0600wWeHue, cuHmes
PasauyHwvlx modesell gyau: mpek/ie Bcero 6aXoBCKUX, TOJIBKO UTO BOCIIPUHATHIX U
JTaBHO 3HAKOMBIX, & TaK)Ke YCBOEHHBIX B rojibl yuebbl. Yumicsa Murs [IlocrakoBuu
HCTOBO; B YaCTHOCTU, OYKBAJIbHO JIOMOTAJICSI YPOKOB I10 KOHTPAIYHKTY U yTe, He
nlaBasi ceoeMy nezarory Hukosaro Asekcanpouyy COKOJIOBY OTJIBIHUBATH OT 3aHS-
tuii. KpoMe TOTO, OH 3HaJI ¥ TIOMHUJI TPOMATHOE KOJIMYECTBO MY3bIKH PA3HbBIX TIOX.
3a 5TOU MOJIeJTBI0 CTOUT UHTEHCUBHBIN UHTEJUIEKTYAILHBIN TPY/I: IepepaboTKa pas-
HOOOpa3HeIell MHOTOJIeTHEN nH(pOPMAIIMU U MacCChl CBEKUX BIIeYaTIEHUH.

Eciu aia cobtofieHUst TpagUIUU OCTATOYHO MTPOCTOU SKCIIO3UIINHU, TO JJIsS
MTOPOXK/IEHUST KOMILJIEKTA YePKaHHBIX IMPOTUBOCJIOKEHUN TeMe HeOOXOAUMBbI He-
MaJible MHTOHAIIMOHHBbIE U KOHCTPYKTUBHbBIE PECYPCHI, ellle OOJIBIINE JJIsl TOCIIeNy-
IOIUX MeJIOAUUYECKUX U3MEHEHUH U CTPETTHBIX NMPOBEJEeHUN: B oT/indyue oT baxa,
y IllocrakoBu4Ya CTpeTTa — 3TO AJIA TeMbl TUCKOMOPT, a 3ayactyio crpecc. To,
YTO 00CyK7aemMasi MOJieJib JierJia B OCHOBY BceX (hyT MaKpOIMKIIA, CJIeJIaio ee HOP-
MOM, cucreMoi orcuera. Ho ciokuBIIasicsi HOpMa OOBIYHO BOCIPUHUMAETCS Kak
HEUTO YHBLIO-TPAJIMIIMOHHOE, KaK BCErO JIUIIIb TOUKA oTcueTa. MOKHO mpezIoia-
raTh, YTO COKPOBEHHas IeJIb KOMIIO3UTOpa 3aKjouajach BOBCe He B pa3zHOoOpa-
3UM WU OPUTUHAIBHOCTU OOJiee WU MeHee CJIOKHBIX KOHCTPYKTHUBHBIX PeIeHUH
Y KOHTPAIyHKTUYECKUX IIPUEMOB, a B IIOUCKE UMEHHO TaKOW KOHCTPYKTHBHOHN MO-
JleJIN, KOTOpasi OKasKeTcsl IMPUTO/IHA /IS BCEX BUIOB pabOTHI C TeMaMU JII00OTO Xa-
paKTepa M CTPOEHUs.

AHanm3upys exxeaHeBHUKU KoMmIiio3dutopa, Onbra BukropoBna JloMOpoBcKas
nuiiet: « IMeHHO HeEM3MEeHHOCTh ITPUEMOB, CTPOTOCTh CJI€JIOBAaHUs pa3 U HaBceraa
n30paHHBIM crocobam 3alucu — enHOooOpasue B (OPMYJIHMPOBKAX, YCTOMUMBBIE
COKpAII[eHUs] — YacTO MOMOTAeT B CJIOMKHBIX Caydasax» [11, c. 68]. Jlymaercs, Takas

1© 3nrech mapa IpoBeleHU cBoOomHON 4dactu B H-dur w E-dur, TT.21-26, mipeobpasyer
U TEMY, U IPOTUBOCJIO}KEHNE B 00paIlleHNH; aHAJIOTUYHO B IEPBOM TPEXTAKTe 3-1 HHTEpMe-
JINY 3epKaJIbHO oOpallieH MaTepuaj BTOPOi — cp. TT. 17—20 u 37—39.
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IIPUBEPKEHHOCTD K COOJIIOZIEHUIO HaliIEHHOT'O IIPUHIIUIIA CKa3aach B e IHHO0Opas-
Ho¥ Kommo3unuu ¢yr IlloctakoBruua, TeM 0ojiee YTO HEKOTOPHIE ee 3BHAUNMbIE CO-
CTaBJISIIOIIKE OH y»Ke alrpoOMpPOBaI B paHHUX dyrax. ITO 00BSICHUMO C TOYKHU 3pe-
HHS SKOHOMUHU CUJI 1 KOMMOPTHBIX yeJI0BUU Tpyaa. Ho 371ech mpocMaTpuBaeTcs elne
OJIH aCIIeKT, IJTYyOUHHBIN U Ky/1a 60Jiee TOHKHI.
B OGecemax o IllocrakoBuue [[OJKAHCKUM HEOJHOKPATHO BCIOMHUHAJ, KakK
Ha BOIIPOC 0 HEOOBIYHOM TOHAJIbHOM ILTaHe I wactu JlecsiToit cuM@OHUN KOMITO3UTOPD
OTBETWJI, UTO XOTeJI HallUCaTh KJIACCUYECKYI0 COHATHYI0 (POpMYy, U MHOTHE MMOCYH-
TaJId TaKoe 00bsICHEHHE ITapaIoKCcaIbHBIM. B cTaTthe «3 HaOIIOAeHUHN Ha/| CTUJIEM
[ITocrakoBuya» J[oyKaHCKUH yOeIMTEIbHO II0Ka3aJI, YTO 3TO HaMepeHHeE BBITIOJTHE-
HO CpejicTBaMU COOCTBEHHOM JIaJIOTOHAJIBHOM CHCTEMBI KOMITO3uTOpa [12, ¢. 77—83].
[Toxosxke, uto u pyru Op. 87 cozgaBasrch MO HEKUM 000OIIAOIIINM 0AXOBCKUM «JIe-
KajlaM», OTKpucTajuin3oBaBiuMcs y IlloctakoBuya B Xo/ie JIEUMITUTCKUX TOP3KECTB.
Ciymarenu — ayMaeTrcs, B MePBYIO ouepenb IpodeccruoHa/IbHbIE MYy3bIKAHTHI —
U JI0 CUX IIOP OCTPO pearupyroT Ha TO, B ueM IIlocTakoBUY OTKJIOHAETCA OT KJIaCCH-
YyecKHUX MoJieJied, TOT/Ia KaKk Ha caMOM JieJie OH, BEPOsITHO, CJIE0BAJl UM TaK U B TOU
Mepe, HACKOJIbKO I1I03BOJIAJIN €0 CTHUJIb U A3BIK.
HemasioBaskHO, 4TO K OKTAOPIO 1950 roja, koraa IllocrakoBud Hayaa paboTy
Ha/l COOPHUKOM, CpeIl 0OHAPOI0BAaHHBIX €I0 COYMHEHUH 3HAUMIHNCh BCETO TPU (YTH:
[Ipemtoaus e-moll op. 34, BTopas yactb PopTennaHHOTO KBUHTETAa U (DUHAJI OPATOPUH
«ITecHs o 1ecax». Ha 3T0 06cTOATEIBCTBO OOpaIaer BHUMaHUe J[0KaHCKUH:
JIBa Toma XTK cozmeprkat MpUMEPHO JAECATYIO YacTh QyT, HAITMCAHHBIX baxoMm 3a
BcIO ero ku3Hb. Hanpotus, CoopHuK I1locTakoBrYa coAep:KUT QyT MpUOIU3UTETHHO
B decaamb pa3 60ble, 9eM UX BCTPEUAETCS B €r0 MPEbIIyIINX Iponu3BeeHusX. OTHO

U TO K€ TBOPUYECKOE 3a/JaHUE, ObIBIIIee 1151 baxa XOTs 1 CJIOKHBIM, U TPYIHBIM, HO €CTe-
CTBEHHBIM, IBIJIOCH JiU1s1 ITlocTakoBUYA COBEPIIIEHHO UCKITIOUUTEIBLHBIM [5, C. 206].

IT0 OOBEKTUBHO BEPHOE CPAaBHEHUE HE CBOOOJHO OT ICHXOJIOTUYECKHU JIyKa-
BOM MOAMEHBI: OHO MPOTUBOIIOCTABJISAET ONBIT [IlocTakoBHYa K MOMEHTY CO3aHUA
Op. 87 u Bce Hacnenue baxa. CripaBeAInBOCTH Paivl HA/I0 IPU3HATD, BO-IIEPBBIX, UTO
1 KO BpeMeHH paboThl HafL tepBbiM ToMoM XTK (1722) 37-merHuit bax Hamucas Ha-
MHOTrO0 00J1bIIIe Tpex ¢yr'', a BO-BTOPBIX, UTO 00IIee KOJHMIECTBO (DYT B COUMHEHUAX
[ITocrakoBuya (MpuMepHO BABOe Oosblie, yeM B Op. 87) HUCKOJIBKO HE MMPEyMeHb-
IIaeT COOTHOIIIEHU s, TIPUBeIeHHbIe J[0/IPKaHCKUM.

1 Cyzs1 IO COBPEMEHHBIM KaTayioraM, 00JIbIllee KOJTMYeCTBO (hyT COUMHUII K Hadary paboThI
Haz nukiaom u IllocrakoBud.
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[ToHayasly KOMIIO3UTOP COOMPAJICA TPOCTO UCHBITATH CeOs B cieluPUIecKoM
TEXHUUYECKOM 3a7aHuu. [10/100HyI0 paboTy OH yKe IMpeAnpuHUMAal B 1934 oAy, MO
3aBepIIeHUH COOPHUKA MTPEJTIOINI BO BCEX TOHATBHOCTSX.

OpmHako 1po06JieMbI ¢ TOCTAaHOBKOU «JIleau MakbeT» U Bce, YTO 32 ITOCTAHOBKOM
IIOCJIEIOBAJIO, TIOJTHOCTHIO BBITECHUJIA 3TO HAUMHAHUE U3 ITOBECTKU JTHSA KOMIIO3UTO-
pa. Tenepb ke OH, TPEUCIIOTHEHHBIN TBOPUYECKOTO SHTY3Wa3Ma, OUYeHb CKOPO 0CO3-
HaJI, YTO MOCTaBUJI cebe He Y3KOTEXHUUECKYIO, a CEPhE3HEHIITYIO XY/I0KECTBEHHYIO
3azauy, u Tpyauiaca Hag Op. 87 npakTuyecku HellpepblBHO. KpaTkocpouyHsble moes-
KU, a TaKKe MapasuiejibHas pabora Haz /[ecamvio noamamu 0aa xopa a cappella
Ha TEMII COUMHEHUsI CyIECTBEHHO He moBtusin'>. Co3nanne COOpHUKA 3aHSIO BCe-
'O YeThIpe C IOJIOBUHOM Mecsa's,

TonanvHble apku

Mesxay MakpOIIUKJIaMU U UX COCTaBJISIIOIIIUME OOHAPYKUBAIOTCS U CXO/CTBO,
Y Pa3Inuusd, PeXk/e BCero — caMmble yoeUTeTbHO-«BellleCTBEHHbIE» : TOHAJIbHBIE.

ITpemooduu C-dur u Fis-dur. B nepByio ouepeb IIPETIOINH, HO U B IIEJIOM
MaJible ITUKJIbI, OTKPBIBAIOIINE KaXkAbIk 3 ToMOB Op. 87, 10 xapakTepy W HacTpPO-
eHUIO OTKJIMKAIOTCA Ha npesoaun U ¢yru us I toma XTK B Tex ke TOHAJIBHOCTSIX.
Jo-maxopHble ukiabl U IlllocrakoBrya, 1 baxa mpoHU3aHbI OLIYIIeHUEM Hadasia
Yero-To HOBOTO U CBETJIOTO: SICHOTO JTHsI, UJIU J0OPOTO Jiesia, Uik 0J1aroro *Ku3HeH-
uoro srana (IIpumep 1 a, b)'4.

20 mapauienbHOW pabore Haxa JlecsaTtonr cuMdoOHHer muIIeT Jau3aber YWiIcoH [13,
c. 203—294]. JlatupoBka counHeHUs JlecATor cuM(MOHUM 00CYK/TaeTCsA B 3TOM U3JaHUU Ha
OCHOBe Psi/ia UCCIEe0BAaHUH [Tam ke, c. 303].

13 Hauasio paboThl — 10.10.1950 — O3HAMEHOBaHO co3manueM mnpesoauu C-dur [2, c. 217].
O szaBepmennu COopHHKa 25.02.1951 IlloctakoBuy coobimraer B nucbkMe . JI. I'mukmany
(ITucwpma k apyry: ITucema /1. /1. IllocrakoBuua k U. /1. I'mukmany. C. 92).

4 [Ipumepst u3 Op. 87 npusogsarcs no: /1. /1. [llocrakosuy. HoBoe cobpanne counHeHUA. M.:
DSCH, 2015. T. 113. 24 npemtoauu u ¢yru. [Ipumepst u3 XTK npuBogsarces mo: Joh. Seb. Bach.
Das Wohltemperierte Klavier. Miinchen: G. Henle Verlag, o. J. Teill / hrsg. von E.-G.
Heinemann; Joh. Seb. Bach. Das Wohltemperierte Klavier. Miinchen: G. Henle Verlag, o. J.
Teil IT / hrsg. von O. von Irmer.
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IIpumep 1. /1. J1. llocrakosuy. IIpemoaust Cg,, TT. 1-7 (a);
U. C. bax. ITpentoaus C;, T1. 1—2 (b)

AHaJIoTMUYHOE HaCTpOoeHue npucyile U Qa-amue3-MaKOPHBIM IIPeJIIoIuAM
(IIpumep 2 a, b); HO ux cOMMKaeT U O0Jlee KOHKPETHOE, KaHPOBOE POJICTBO: 3TO
caMble IPKO BbIpaK€HHbIE ITACTOPAIN B MOHYMEHTAIbHBIX MOJTN(GOHNYECKUX cobpa-
uusx [llocrakosuua u Baxa®.

«HenpasuavHbte» memut fis-moll. ToHasbHOE CXO/ICTBO WJIN KOHTPACT
CBA3BIBAET U TeMbl HEKOTOPBIX Pyr. Hanmpumep, eJUHCTBEHHBIE TEMBI, HapyIllalo-
I1ie UCTOPUYECKH CJIOKUBIINECA HOPMATHUBBI, HAXOAATCA B (pa-Aue3-MUHOPHBIX
nukiaax op. 87 u Il roma XTK (IIpumep 3 a, b; y baxa — 3 b — BTopas TemMa TpOMHOU
(byrI/I16). B 0b6oux ciryuasx TeMmbl HaunHaOTeA He ¢ I mtu V, a ¢ I11 crynenm.

15 O mpu3HaKax macTopaiu B npesoauu Fis-dur ynomunaer u JI. O. Akorsia [14, 301]. ITomu-
MO HECOMHEHHO OII[yTHMOTI'0 XapaKTepa My3bIKU, 00€ MPeJToiuu 00HAPYKUBAIOT HEKOTOPYIO
6J1M30CTh K macTopasissm 0apounoit smoxu. Kak murner FOpuit CemenoBuu Bouapos, o6pas-
HBI MHD [ACTOPaJId «B IEPBYIO OUepe/ib ObLI CBA3aH C POKAECTBEHCKOW TEMAaTHKOH <...>
“YKaHpOBOMY CTHJIIO” TIACTOPAJTH MIPUCYIIH HETOPOILIMBBIN TEMII, PUTM CUIIMJIMAHBI, pa3Me-
pBI 6/8 wau 12/8, MeIoANYECKOe JBUKEHHE BEPXHUX T'OJIOCOB MapaslIe/IbHbIMU TEPIUAMH,
“BOJIBIHOYHBIE” Oyp/IOHHBIE 6achl. JIajT, Kak MPaBUJI0, Ma’KOPHBIH, IPEATIOYTHTETbHBIE (XOTS
U He obs3aTesbHble) TOHANMbHOCTH — F-dur, G-dur u C-dur» [15, c. 129].

16 TTepBblii pasnaest Gbyru fisyy 3aBepInaeTcs KagaucoM B A-dur, 4To MpOBOIUPYET U OIIPAB/IbI-
BaeT HECTAH/IAPTHOE HAYai0 BTOPOI TEMBI.
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ITpumep 3. 1. J1. lllocrakoBuy. Tema ﬁ587 (a);
U. C. Bax. 2 a rema fisyy (b)
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Temwvt G-dur. Conb-makopHas Tema IIlocTrakoBrYa BBI3BIBAET YCTONYUBBIE
accoIMaly ¢ TeMaMu 00enx cosib-MaxkopHbIX ¢yr XTK (ITpumep 4 a, b, c).

Allegro molto J.=126
>

IIpumep 4. 1. /1. llocrakosuy. Tema Gg, (a); N. C. bax. Tems1 Gy (b) u Gz (¢)

B nanHoMm cityyae, ogHako, ByMsa TemaMu XTK €X0/ICTBO He OrpaHUYUBAET-
csA. B aTOT psAfi BKIIIOYAIOTCS TaK:Ke TEMBI COJIb-Ma*KOPHBIX MHBEHITUHN U CUH(DOHUH,
3-ro nayata u3 Clavier Ubung III (BWV 804), sxur uz I1aTbix ®paHIy3CKOH CIOUTHI
u KitaBupHo# naptuthl U [IepBoii COJIbHOU BHOJIOHUEIbHOHN CIOUTHI (COOTBETCTBEH-
Ho BWV 816, 829 u 1007), a Takxke Allegro n3 xinaBupHOU TOKKaThl (BWV 916)
U T. 7. BosbIuHCTBO 3THX TeM (M QyT Ha HUX), KaK IIPaBUJIO, TPEXAOJIbHBI U IIPO-
HU3aHbI BCEBO3MOXKHBIMU KPYTOBBIMH B KeHUAMU'/. OObsACHEHHE 3/1eCh IIPOCTOE:
BCe OHHM OPHEHTHPOBaHbI Ha xopas Allein Gott in der Hoh’ sei Ehr’ — JII0OTEpaHCKYIO
Iopwto (em. ITpumep 5).

B BWV? 3HauaTcsa 10 OpraHHbBIX 06paboTOK 3TOro Xopasia (He cunuTas paHHUX
Bepcuii): Tpu obpaboTku B BocemHasmaTu xopasiax JIEUIIIUICKONH OPUTHHAIBHOMN
pykomucu (BWV 662-664) u tpu B Clavier Ubung III (BWV 675-677) 06pasyioT
pasHOTOHAIbHBIE TUKJIIBI (A—G—A-dur u F—G—A-dur cOOTBETCTBEHHO); BCE OCTaJIb-
uble (BWV 711, 715—717, a Tak:ke Bapuanuu na Allein Gott... BWV 771, aBTopoM Ko-

TOPBIX MOT 6BIT He Bax, a Auapeac Huxomayc detTep) — cob-MakOpHBIe'S,

7 9TH 4ePTHI, KaK KaKkeTcs, Tpucymu G-dur ¥ moJyJaloT OTPaKeHHE B My3bIKe HE TOJIBKO
HeMeIlKuX aBTopoB. 00 aToM muiiet, Haipumep, A. 1. fAukyc [16, c. 495].

8 Cm. BWV3 — Thematisch-systematisches Verzeichnis der musikalischen Werke von Johann
Sebastian Bach. Dritte, erweiterte Neuausgabe / bearb. von Christine Blanken, Christoph
Wolff, Peter Wollny. [Wiesbaden]: Breitkopf & Hartel, 2022. XLIV. S. 451, 453, 461,463, 486.
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IIpumep 5. Das Gloria in excelsis (Allein Gott in der Hoh sei Ehr)

ATU TPUMeEPHI JEMOHCTPUPYIOT TeHE3UC M KOHTEKCT 0aXOBCKUX COJIb-MAaKOP-
HBIX TeM; TeMa ke Gg, (IIpumep 4 a), ckopee Bcero, of0OHOTO POAA IPeJKOB He
npeanosaraia. OT 6axoBCKOW TeMbl G7 OHA BOCIIPHHSIJIA TOHAJIBHOCTb, TAKTOBBIH
pasmep, TEMII U XapaKTep JABHKEHUS, a TAaK)Ke MOAXBaTHIa HEOXKUTAHHYI0 HHTOHA-
IIUOHHYIO U/IEI0 ¥ HEOXKUAHHO K€, II0-CBOEMY, ee peaTn30Baa.

B Teme Gt ocTkeHMe KYyJIbMHUHAIIMU CBA3aHO CO CIIEIJIEHHUEM JIBYX CEITHM,
taroTeomux K [ u 111 cTynmeHaM — K TOHUYeCKOH TepIuu, ITOTOMY YTO 00€ CENTHUMBI
IpUHAJJIeKAT eAMHON JOMMHAHTOBOU rapMoHuu. Tema Gg, Toxe OCHOBaHA HA CIie-
IUIEHUH JBYX CENTUM — HO IO IMapaMeTpaM U3J/I00JIeHHOW KOMIIO3UTOPOM KBapT-
CENITUMOBOU KOHCTPYKIUMU.

B pesysbraTte B 6aXOBCKOU TeMe, BO-TIEPBBIX, TO3UIIUH PETYJISPHO MOSIBJISIO-
I[eHCs B HEUETHBIX («CHUJIBHBIX») TAKTaX TOHUKH HACTOJIBKO BECOMBI, YTO 3aBEPIIIA0-
1mas TeMy V CTyIIeHb YBEPEHHO BOCIIPUHUMAETCH KaK KBUHTA TOHUKH'Y. BO-BTOPBIX,
B TeMe G JiBa TaKTa KpsAy HAUMHAIOTCA OJWHAKOBBIM IPOOEroM MO TOHUYECKOU
TEPIIUU, U3-3a YEr0 B CTPETTaX IPUXOIUTCA OJUH U3 TAKTOB U3HATHC.

Tema xe Gg, okasbIBaeTcs MOAyIUpyoliel (eIMHCTBEHHOU B MaKpOIUKJIIE),
OHA CKJIAJ[bIBAETCs U3 CHMMETPHUYHOTO CIEIVIEHUS ABYX CEIITUM; KaXK|asi — 110 CyTH,
AZIpO MeJioanyeckon ¢a3bl — HAUMHAET CBOIO MOJIOBUHY TEMBI CO CBOEN HACTpPOU-
koii: mepBasg — ToHnveckas (I-VII crynenn G-dur), Bropas — «OKOJOTOHHUYECKAST»
(VII-VI crynenn D-dur)?*.

19 B remax dj 1 ASy 4eTKas MOCJIE0BATEIBHOCTh TOHNYECKUX U CyO/IOMUHAHTOBBIX CTYII€HEN
IIPOBOIIUPYeT BOCIIPUATHE 3aBepllamlleil V cTylleHU KaK JIOMUHAHTBI, XOTs U He IPOTUBO-
PEeYNT CJIBIIIAHUIO €€ U KaK KBUHTBI B TOHUYeCKOU rapMOHUH

20 B cTperTax 3TOU (pyru KOOPAMHATHI BCTYILJIEHUS — OKTaBa (B IIEPBOU CTPETTE BEPXHAS,
BO BTOPOU — HIDKHSAS) U PACCTOSTHHE B 1 TAKT; €CJIM IPOBOAUTH TEMY B 000UX TOJI0CaX I[eJTH-
KOM, B T. 3 CTPETTHI NIOABATCA NapaJsiiesibHble OKTABBI.

21 O nepBo# centuMe Jlosskanckui nmumiet: « CuyibHOe 3aBepiienue Ha centume (VII cryme-
HH JIa/ia) IPUAET 3TOH CTYIIeHU HeOOBIUHYIO YCTOMYNBOCTD, 3HaUEHHE “BepXHEU TOHUKU »

[5, c. 25].
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[TepBy0o cenTUMy CTPOUT TaMMa, CaMbIH JIMHHBIA TOCTYIIEHHBIN IIpoOer
B TeMax ¢yr Op. 87. Bropas centuma 6epeTcsi OJITHUM XOZ0M, B 3TO TOKE CaMbIH
ITUPOKUH cKavyoK B TeMax ¢yr COOpHUKA, BCTPEUAIOIIHUICS €Ille TOJIHBKO B TeMe
B-dur. Ilocie cTosb pa3HO YCTPOEHHBIX MHUIIMYMOB (ha3bl pa3BepThIBAHUS Opra-
HU3YIOTCS TOXKE ITPOTUBOIIOJIOKHBIM 00pa3oM: spO-TaMMy COIPOBOKIAIOT PaBHO-
MEPHO Cy’KamlIlyuecsi pa3HOHAIPaBJeHHbIe CKAYKHU, a 3a SIJPOM-CKAYKOM CJIEYET
IOYTHU HCKJIIOUUTESIFHO IUIaBHOE U3BUJIMCTOE U CEKBEHIMOHHOe JiBrkeHHe. Oba
pa3BepThIBaHUS 00pa3yloT CXO/HbIE 3Ur3aru, U 00e Meaoauueckue (asbl KaJaHCH-
pytoT Ha III cTyTeHsaX CBOUX — OCHOBHOM M JOMUHAHTOBOM — TOHAJILHOCTEN.

B uTore CHHTAKCUUYECKYIO CTPYKTYPY TEMbI MOKHO CUECTh U ITPOCTOU IEPUO-
JINYHOCTHIO, ¥ AP0 IEPUOJIMYHOCTEN — HO B JIIOOOM CiTy4yae epuoUUYHOCTEH IIPo-
TUBOIIOJIOKHBIX.

Menoduueckoe cxo0cmeo u KoHmpacm.
Tembl-aHmazoHucmbwl

Temut hyz 60 6MOPBIX MAABIX UUKAAX: A8 U C[. BTOPbIE 1IO cueTy Ma-
Jible IUKJIBI npearodus u gyza B Op. 87 u B XTK, 110 CyTH, BHIOJHAIOT OJHY U TY
’Ke TeHepaJIbHYI0 (PYHKITUIO: KKIABIH U3 IHUKJIOB JIEKJIapUPYeT JIaJ0TOHATbHBIN
pacnopsiok cBoero makponukiaa. B XTK ToHaIbHOCTh, OTHOMMEHHAS K CTAPTOBOM,
HACTpaMBaeT Ha JIAaZl0BOE OCBOEHHE CTyIIEHEeH XpOMAaTHYECKOTO 3BYKOpsAa>Z.
B Op. 87 napasnenbpHas TOHAJIBHOCTSD (TeM OoJtee riocse mpesntoauii [llonena u Ckps-
O6uHa, He ToBOPs1 00 Op. 34 camoro [IlocTakoBuya) — 3asBKa Ha 0XBAT Ma*kKOPHO-MHU-
HOPHOU CHCTEMBI 110 KBUHTOBOMY KpyTy (cM. IIpumepsnt 6 a, b).

[TpoTUBOIIOJIOKHAST HAIPABJIEHHOCTh POJICTBEHHBIX PUTMHYECKUX CTPYK-
TYP B TeMax CJ U ag; (CM. puTMUYeCKyIo cxemy B IIpumepe 6) BOCHpUHUMAETCA KaK
JIeMOHCTpAIUs MMPUHIUITHAJIPHON WHAKoCcTU. Y baxa cTpykTypa CyMMHpPOBaHUSA
yCcTpeMJIeHa BIIEPE/T, K aKIIEHTY — 3TO aHaIleCT, IIPOIoJIKeHHbIH siMboM; y [llocTako-
BHYa OHA C aKI[eHTa HAYUHAETCs, 3TO JAKTUIb, OAAEPKAaHHBINA XOpeeM.

TeMbI IPOTUBOTIOJIOKHBI APYT ZIPYTY BO BceM. baxoBckast porKaeTcs B CJI0KHOM
pasMepe C, B pa3HOYPOBHEBBIX IIPOCTOPAX KOTOPOTO U3 CyOMOTHUBHBIX CTPYKTYP KOH-
JIeHCUPYeTCs PUTMHUYECKOE /PO TeMbl .. + ,a U3 HEro IJIACTUYHO (popMUpyeTcs
ee CTPYKTypa B I1eJIOM — CyMMHPOBaHue 060j1ee BEICOKOTO paHTa. CKPBITOE ABYXTOJIOCHE
00pasyroT GurypupoBaHHasi BCIIOMOTaTeIbHBIMUA 000POTaMH TOHHUKA ¥ METPUYECKH-

22 CpaBHHUTEJIBHO C 15 00IIEYIIOTPEOUTETLHBIMI TOHAJIBHOCTSIMH 3II0XH BBICOKOTO 6APOKKO,
HanpuMep, B MHBeHIUAX U cuHdoHuax baxa.
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IIpumep 6. /1. /1. lllocrakosuu. Tema ag, (a), Y. C. bax. Tema c; (b)
U JIBE METPUYECKHE MHTEPIIPETAIINU OOIIEH /IS ATUX TeEM PUTMOGOPMYJIBI (C)

onopHas yimHus (manee cokpaineHHo: MOJI) ot VI k III erynenn. Teme ke IllocTako-
BHYa N3HAYAILHO 33/JaHBI JKECTKHE YCJIOBUSA IIPOCTOTO pa3zMepa % U 4-TaKTOBOT'O KBa-
Jipara, yMEeCTUTBHCS B KOTOPBIE TeMa He MOKeT HUKakK. OHa TOKe CKPBITO-/IBYXT'0JIOCHA,
HO 00a roJjioca JBHIKYTCS — KayKeTCs, UTO ITapaUIeIbHO (IT0I00HO pa3BePTHIBAHHIO
B TeMe CiSy), Ha CaMOM JKe JieJIe C «3allMHKaMU», a B pe3yJIbTaTe 3aBePIIAOIIUA TeEMY
KaJIaHC OKa3bIBAETCS OKTABOM HUIKe ITIePBOHAYAIBHO 3a5BJIEHHOTO PETUCTPA.

IIpumeyaTesnbHO, 4TO dyra ag, — €AUHCTBEHHAsdA M3 TPeX, 3aKOHYEHHBIX
B 1934 roxay, kotopywo IllocTrakoBHY HCIOJIB30BajI CIyCcTsA OoJiee IOJIyTOopa Jiecs-
TrIeTu. XoTs ¢yraMu, HalTMCAHHBIMU TOT/a, KaK YK€ YIIOMHHAJIOCh, aBTOP ObLI
pPEeNIUTETbHO HEOBOJIEH, JII-MHHOPHYIO OH IIOYTH CPa3y Ke HEMHOTO epepadoTast
JULs OYEPETHOIO OIEPHOI0 3aMbICJIa, OCTABIIErocs HepeaJM30BaHHBIM>S, U B 9TOM
Bujie (HO /11 (hopTennaHo) BKIIOYMII B Op. 87.

Temut ¢hy2 6 0OOHOUMEHHBIX MOHANBLHOCMAX U3 NAMbBIX NaAp ma-
Abix yukaoe: Eg- u ey. ToHasibHbIE IJIaHBI MAKPOIMKJIOB OCHOBAHBI HA PA3HOM
WHTEPBAJBHOM IIIare OT Iapbl K mape MaJibix MUKI0B (B XTK — Bocxoasmuii 1mo-
JyToH, B Op. 87 — BoCXoAIasA KBUHTA) U HA PA3HOM TOHAJIBHOM COOTHOIIIEHHUU

23 Onmcano Osbro#t 'eoprueBHOM JIMTOHCKOI [17, €. 49].
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Ma)KOPHOTO M MUHOPHOT'O ITMKJIOB HAa CMEKXHBIX HEUETHOU U YETHOU IMO3UIUAX
(B8 XTK — ogHOMMeHHBIe TOHAJILHOCTH, B Op. 87 — mapasienbHbie). [loaTomy To-
HaJIbHbIE COBIIQ/IEHUS BO3HUKAIOT TOJBKO MEXK/Y MAJIBIMH IIUKJIAMHU — Makop-
HBIMHU U OJJHOUMEHHBIM MUHOPHBIM B XTK — B KaK/10il TpeThell UxX nape (TOHOM
BbIe): C/Cxmic, D/ dxmic; E/ €xmics F1S/fiSxmie AS/ASxmuc U B/ by

®yrH IATOH Maphl IUKJIOB IO/, CMEKHBIMU HoMepaMu [X—X, ¢ 0O6II[UM TOHATb-
HBIM IIeHTpoM E/e, — OlTHOMMeHHBbIE, TO €CTh Pa3HOJIAZIOBBIE; a K UX COIIOCTABJIEHHIO
OOy K/Ia€eT elle U TO, YTO 00e OHH JIBYXTOJIOCHBIE, KaXKasd — €JUHCTBEHHAS B CBOEM
OMHHUTOHAIbHOM 1iesioM (IIpumep 7 a, b).

Allegro non troppo e =126
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Ipumep 7. /1. 1. llocrakosud. Tema Eg, (a); Y. C. Bax. Tema e; (b)

B 00eux Temax HaJIMIO CKPBITOE JBYXT'OJIOCHE: MOBTOPSIEMBIA BbIIEPIKAH-
HbBIN TOH (HO He GUTYPUPOBAHHBIN, KaK B TeMe cj, a mysibcupytomuiil) u MOJI, u ux
IIPOTUBOIIOJIOKHOE COOTHOoIIeHue B TeMmax. ¥ IllocTrakoBuua BbIJIEP;KaHHBIN TOJIOC
— HIWKHUU, IePBbIA HAIpaBjeH OT HEro BBEPX; B 0aXOBCKOUN TeMe HeIO/[BUKHBIH
rojiIoCc — BEPXHUM, BTOPON HampapiyieH OT Hero BHu3. Y IllocrakoBudya Bce mpo-
M3HECEeHUs] TOHUKU MPUXOMATCS Ha CUJIbHBIE U OTHOCUTEJIPHO CUJIbHbIE (HeueT-
Hble) BpeMeHa, y baxa — Ha ciabeiimue (uetHbie). B Teme [llocTakoBruua BEpXHUU
r'0JIOC MOJTHUMAETCS 110 JUATOHUYECKUM CTYIIeHAM, Y baxa HU3KHUH T0JI0C CITyCKaeT-
s IO XpPOMaTUYECKUM CTYIIEHSM, 1 00a yCIeBaloT c/leJiaTh OJMHAKOBOE YHCJIO IIa-
roB (TOJIBKO MH-MarKOpHasl JINHUS epeJl BEPITUHON YyTh 3ara3/[bIBaer).
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Temvt 00HOT NPUPOObL

Temwvt muna Cantus Firmus: Fisg, u Ejf. JlomkaHCKUl nucal, 4To
B Coopnuke [llocTakoBUYa «OTCYTCTBYIOT TEMBI TUIA KaHTyca pupmyca» [5, c. 215],
U cerofiHs 5TO He TpebyeT oObscHeHuu. Cmycrs 9 JieT (HakaHyHe Nepeu3/IaHusd
kuuru Jloymxanckoro) BeeBosios BeeBostozoBuu 3ajeparnkuii 3aMeTUsI, YTO TeMa
Fisg; «“ackeTHYHOCTBIO” 3By4aHHUA W JIJAKOHU3MOM BBIDA’KEHHS HAIIOMHHAET TEMY
dbyru mu maxkop u3 II Toma W. KI. Baxa» [18, c. 194]. JTakoHU3M, CAEPKAHHOCTB, OT-
CYTCTBHUE JleTajiell — CBOMCTBA, OUEeHb UACTO IIPUCYIIIMe HAalleBaM TUIla KaHTyC pup-
Mmyca, 1 B XTK TtakoBbI TeMbl cisy, Er7, Hyy, a Tak:Ke f7, HeB3upas Ha XpOMaTHYECKOe
3aIl0JIHEHHE TOYTH BCEro HIKHEro (KBMHTOBOIO) JafoBoro 3seHa>4. B COopHuKe
[lTocrakoBHYa eIMHCTBEHHAA TEMa THIIA KaHTyc pupmyca — Fisgs.

Tewmer Fisg,u Erf (IIpumep 8 a, b) He TOJIBKO yMeIIIalOTCA B Ma>KOPHBIH TeTpa-
XOP/I, HO M CXOJTHBI HHTOHAITMOHHO. B 00eux IV cTymeHsb socTUraeTcss BOCXOAAIINM
ckaukoM ot II cTynenu, Tak uTo nociueaytomuii cuoyck K I11 crynenu ienaet Bech 000-
POT — 1O KpaiiHel Mepe, JIJIs1 Ma>KOPHO-MUHOPHO HACTPOEHHOTO CJIyXa — OIE€BaHU-
eM ToHm4Yeckou Tepriun. B Teme IllocTakoBrYa OHA OKa3bIBAETCS K TOMY K€ U CAMBIM
MIPOTSKEHHBIM 3BYKOM, UTO YCHJIUBAET €€ MEJIOIMIECKYI0 3HAUUMOCTb.

Adagio « =72
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ITIpumep 8. 1. 1. locrakosuu. Tema Fisg, (a); 1. C. bax. Tema Epy (b)

Ho siy1s1 Baxa Takast mHTepIipeTanusa MIU-MaKOPHOU TeMbI Bpsi/ Jiu ObLIa euH-
ctBeHHOU. CKOpee BCero, OH MOAXBaTHII TeMy OT Ariadne-Musica U. K. @. ®uepa,
HO MOT (f10JKeH ObIT) 3HATD ee U IO [PYTHM BOILIOIeHUAM, XoTs 651 M. . ®pobep-
repa u W. A. Peiiakena. CaMa IOCJI€I0BATEIFHOCTD BOCXO/ISINX HAYATHHBIX IIIATOB

24 OOBIYHAsI 30HA XpOMAaTU3AI[UH 3BYKOPs/Ia — BEPXHUU TeTpaxop/. B HeM cocecTBYIOT He-
ycroruuBbie VI u VII cTymieHH, a ©BMeHeHHe UX BBICOTHI BeJleT K 00pa30BaHUI0 BAPUAHTOB
Jaza. Bo3aMoKHO, IMEHHO B 3TOH CBA3UW porkaaercs 3¢GeEKT eTamn3aud My3bIKaJIbHOTO
BbIpaskeHUs. Tema ke f7, MOX0Ke, eTUHCTBEHHAs B MHCTPYMEHTAJTLHOM (DYyTOBOM HACJIETUU
Baxa, B KOTOpO# XpoMaTHUUYeCKU ITpopabaThIBaeTCs HUKHEE — OCHOBHOE — 3BEHO JIaJI0BOTO
3BYKOPsI/1a, YTO BOCIIPUHUMAETCS KaK CyIIeCTBEHHAs XapaKTepPUCTUKa MaTepHuaa.
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(mpuxopd e xeapme) cOOTBETCTBYeT UMHUIILYMaM TPeX U3 BOCHBMH JIaJIOB TPETOPU-
QHUKU U HalleJieHa Ha 3aKpeIrieHre JIOCTUTHYTON BBICOTHI KaK PElepKycChl U Me-
JIOIMYECKOH BEPIIUHBIZY. FIMEHHO 5TO IPOUCXOAUT B (pyre (TT. 23—26), Korja TeMa
pacreBaeTcs B IIape CTPETT (BepXHUE Trojioca, 3aTeM HIKHUE; B [Ipumepe 9 mokasa-
HO FOPU30HTAJIbHBIMU CKOOKaMM), IMOJ00HO KOJIOPUPOBAHHOMY XOPaJIy: TEPIIOBBIH
CKAYOK 3aI0JIHAETCs], a PUTM CTAaHOBUTCS HEPABHOMEDPHBIM.

EctecTBeHHO, UTO OT TeMbI EJ CBA3YIOIE HUTU IMPOTATHUBAIOTCSA K TEME CIS] —
O6s1aromaps u o0Iell XOpaJIbHOU MPHUPOJIE, U Y30CTU UX AUANAa30HOB. [[o-aue3-mu-
HOpHas TeMa, ele OoJiee cxkaTasi, CTyIlleHHO-MUHOPHAas, ¢ HaIPsKEHHBIM oOpamJie-
HHUEM Bocxozsiiero saltus duriusculus OTTATUBAIOIIUMHA BHU3 MaIOCEKYH/IOBBIMU
WHTOHAITUSAMU, PE3KO OTJIMYAETCSA OT JUATOHUUYECKH HEBO3MYTUMOU MHU-MaKOPHOM.
Ecnu no-aue3-muHopHas dyra, SIUYecKr pa3MaxHyBIIascs Ha 115 TAKTOB, 00pasy-
€T CBOEro pojia MHCTPYMEHTAJIbHBINA ITAaCCUOH, TO MU-Ma)KOPHAs, C €€ HalIOPUCTHIM,
MOXKHO CKa3aTh, CTPEMHTEIBHBIM Pa3BOPOTOM CTPETTHBIX COOBITHIZ® cTponTes Kak
KoMmIakTHoe Credo ¥ 3aHMMAaEeT COOTBETCTBEHHO reMaTPHUH 9TOTO CJIOBa 43 TakTa>’.

HeynusurenpHo, 4To @yra Fisg,, IpHU BCell IeBy4eCTH U HaWBHOW IIPOCTOTE
ee Ma)KOpHOH TeMbl, 00HAPYKUBAET 001111e 4epThl ¢ 00eMMU Ha3BaHHBIMU (hyTamMu
Bbaxa. ITogo6HO J10-11e3-MHUHOPHOM, OHA pa3BepHYTa Upe3BhIUAHO IIIUPOKO (163 T.),

%5 Liber usualis N°567. Missa et Officii pro Dominicis et Festis duplicibus cum canto
gregoriano. Romee; Tornaci: S. Sedis Apostolica et S. Rit. Congregationis Typographi, 1904.
P. 59-60, 62. Ha Tpuxop/ie B KBapTe OCHOBAaHbI HMHUIIMYMBI ILJIaraJIbHOrO BTOporo (c—d—f;
periepkycca f), aBTEHTUYECKOTO TPEThETO U IJIaraJIbHOTO BOCHMOTO (g—a—c; penepkycca c)
nagos (Ibid. P. 59—60, 62).

26 B ¢yre Ej OT CTPETT CBOOOIHA TOJIBKO DKCIIO3UIUA (TT. 1—9); 3aTO BCIO CBOOOIHYIO YaCTh
(TT. 9—43) MOXKHO paccMaTpHUBaTh KaK CTPETTHYIO (Pyry MeHbIIIero o0bemMa, BCTPOEHHYIO B
00JTpIITYI0. DKCIIO3UIIMOHHBIN pa3/iesl 3TOH MeHbIed ¢yru obpas3yer Iellb CTPETT, IOCTPO-
€HHas 10 IUIAHY CTPOTOM KOHTPAKCIO3UIUU (TT. 9—16); Ha 3TOM Ke Marepuaje CTPOUTCS
¥ MOIIHO pa3pacTaeTcs 3aKJIIOUUTEIbHBIN paszen ¢yru (TT. 35—43). [logpobuee o dyrax,
IIOCTPOEHHBIX 10 IPUHITUITY «MaTPeIIeK», U B 4acTHOCTH 0 ¢yre Efy, cm. [19].

270 My3BIKQIBHON CHUMBOJIUKE, TeMaTpuH, MU(PPOBBIX adaBUTaX U T. I CM., HAIIPUMED,
[20, c. 329—400]. Bo3mozkHO, B mtepuo, pabotsl Haz I Tomom XTK Bax nHTepecoBasics mpo-
6sieMaMU My3bIKaJIbHOW CHMBOJIMKY Y TeMaTPUUECKHUMH pacueTaMu He CTOJIb TJIyDOKO U ce-
PbE3HO, KaK B IOCJIeAyolre roibl. TeM He MeHee 00beM ¢yTH cisy (115 T.) TOYTH COBIIAIAeT
c remarpuent ciioBa Kruzifix — pacnsamue (n3o0pa’keHue): eCTu UCXOAUTH U3 HATYPaJIbHOTO
JIATHHCKOTO I pOBOTO ayidaBuTa, reMaTpus Kruzifix COCTaBUT 117.
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IIpumep 9. U. C. bax. ®yra Ejj, TT. 23—26: CTpeTTsl

IATHTOJIOCHA U 6oraTa yepsKaHHBIMHM INIPOTHBOCJIOKEHUAMHZS. TemaTudeckas
’Ke paboTa 37ech OTKJIMKaeTcs B OOJIbIIIEH Mepe Ha CTPeTTHhIEe IIpeoOpa3oBaHUS
B MHU-Ma>KOpHOH (pyre, pa3dHOOOpa3HbIe, B TOM UHCJIe PpUTMUYECKHE (YMeHbIIEHNe
TE€MbI ¥ IIPOTUBOIIOCTABJIEHIE €T0 TEME B OCHOBHOM BH7E B (PYHKIIMH KaHTyC GUpP-
Myca), a Takxke yaBoeHUA>. ®yry Fisg, BeHUaeT 57-TAKTOBBIH 3aKJIIOUUTETbHBIN
paszen ¢ TpeMs IBOMHBIMH CTPETTHBIMU IIPOBEAEHUSAMU HA TEMY B OCHOBHOM BH/IE
1 B YMEHbBIIIEHHUU, BCTPOEHHBIMHU B apKy U3 JIBYX (PAKTYPHO CaMBbIX PeIbeHBIX, PUT-
MHYECKH CAMBIX IIJIACTUYHBIX U IIPUTOM CAMBIX 3aTA€HHO-THXUX IIPOBEIEHUII TEMBI:
B Y/IBOEHUH U ¢ 3aMeJJIEHHEM, a Ha BTOPOU pa3 — MPU OKOHYAHUH QYyTH — HOAAEp-
»KaHHOH CTPETTHO.

Pacneenwvle (xopaavHble u neceHHvte) memwvl: Cg, u 1fisyr. Ha
ceil pa3 COIlOCTaBJIE€HHE TEM HEe CBA3AHO HHM C TOHAJIBHOCTAMH (yr, HU C UX

28 JIBa y/iep>KaHHbBIX POTUBOCJIOKEHUS B CPEJTHEM U OTUYACTU B 3aKJIIOUUTETHHOM (/10 T. 94)
paszenax Qyru cisy Tak SIPKO KOHTPACTHUPYIOT TeMe, YTO UX 3a4aCTyI0 IPUHUMAIOT 32 BTOPYIO
U TPETHIO TEMBI (XOTS OHU HEe UMEIOT HU COOCTBEHHBIX SKCIIO3UIUN, HU COBMECTHOH). B pyre
Fisg, nATh yiep:kaHHBIX IPOTUBOC/IOKEHUH (HEKOHTPACTHHIX — TeM OoJjiee B yCIOBHUAX MPO-
CTOTO pa3Mepa 3 U CKPOMHOH MIKaJIbl JUINTEJIbHOCTEH) CTPYNIHUPOBAHBI B IBA KOMILJIEKTA:
60 TIepBbIe TPU (TPEThe — PUTMUYECKHU 3a0CTPEHHBIN U PACTSHYTHIH BAPUAHT T€MBbI), THOO
Bce Oe3 TpeThero.

29 TemIo-puTMuYecKre mpeobpaszoBanus TeMbl y baxa oueHb pesiky, a IllocTakoBUY UCTIOTH-
3yeT UX Jalle APYTUX U B Pa3HBIX CUTYaIlUsX, B TOM YHCJIE B CTPETTAaX, — IIPEK/Ie BCErO B IIPO-
MIOPIMOHAIBHBIX KaHOHaX (byru H-, Fis- Des-dur, c-moll), no6aBiisiss K HUM pa3HOTO Pojia
ocoOble TEXHUYECKUE 3aJlaHus, Hanpumep, (akrtypuble (B ¢yre Des-dur) wim macmrrab-
HO-cuHTaKcuyeckue (B ¢pyre As-dur). CTpeTThl ¢ IPOTUBOIIOCTaBJIEHHEM TEMBI B YMEHbIIIe-
HUH TeMe B OCHOBHOM BH/Ie KaK KaHTyC (pupMycy OOHApYKHBAIOT CIIeN(HUIECKOe BhIPa3U-
TeJIbHO-CMBICJIOBOE POZACTBO GyT Fisg, u Epy.
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II0JIOJKEHUEM B MaKPOIIUKJIaX, HU C HHTOHAITMOHHBIM CXOJ[CTBOM HJIM Pa3JIMYUEM
camux TeM Cg, u fisyy (IIpumep 10 a, b)3°. Ha nepenHuii iaH 37ieCh BBICTYIIAET
IapamMeTp, Ype3BbIYaiiHO ITOKA3aTeJIbHBIN JJIs1 CDAaBHEHUS MYy3bIKaJIbHOTO MaTEPHU-
asa [llocrakoBuua u baxa: moBeseHue cTyneHeH j1ajia.

Moderato J =92

IIpumep 10. J1. JI. llocrakosuy. Tema Cg; (a);
U. C. bax. ITepBas tema fisyy (b)

O06e TeMBbI CKPBITO-TPEXTOJIOCHBI; OCHOBHBIE MEJIOIUYECKUE COOBITUS CBSI3aHbI
¢ MOJI u pa3BepThIBAIOTCA B IIEHTPAJILHOU 30HE 3BYKOPsi/Ia, PAMKY KOTOPOTO 0Opa-
3ytoT I u VIII ctynenu. Y1 o6a komIioHeHTa TeM (Kak uX TOHUKH, Tak 1 MOJI) GpyHK-
IIMOHUPYIOT IIPOTUBOIIOJIOKHBIM 00pPa3oM.

Tema IIocrakoBHYa HauYMHAETCA XOJIOM C 3aTakTa OT TOHUKU K V CTylle-
HM, PACTAHYTOM Ha IIOJITOpA TaKTa; 3TOT MOTUB Cpa3y K€ MOBTOPSETCSA, IPUTOM
V crynens pacneBaercs. Jlajiee ITOKa3bIBAETCA BEPXHAA TOHUKA, U OT Hee MeJIOAUsA
TOKe IIaraeT K JOMUHAHTE; HO Tellepb TeMa y:Ke HacTpoeHa Ha JiBmxkeHue, MOJI
HAQUMHAET CIyCK, M TIOCJe OYEePeIHOTO KacaHWs TOHUKM JIOUJeT A0 KajJlaHca Ha
III crynenu. Bce uyeThIpe IOABJIEHUS TOHUKU METPOPUTMHUYECKU UIAEHTUYHBI,
a B QYHKIIMOHAJIbHOM OTHOIIIEHUU — IOMAaPHO-IPOTUBOIIOJIOKHBI: HUKHAA TOHUKA
MOOY?K/TaeT K IBUKEHUIO BBEPX, K PACIIEBY, BEPXHSIS JKe €ro IPUTOPMAaKUBAET U CBO-
pauyuBaer.

baxoBcKy10 TeMy OTKpBIBaeT CIyCK II0 TOHAM TPE3BY4YUA OT KBUHTHI K IIPU-
Me — 00e MPUXoJATCA Ha ciabeiiue BpeMeHa, OT mepBoil 6eper Hauaso MOJI,

3° O003HaYEHUsI TAKTOBOTO pa3Mepa 1 (s dyrax e-, b- u c-moll) 3ameHeHsI Ha C, a 3

(B pyrax C-, A- u F-dur) — Ha ¢. OTKa3 OT aBTOPCKUX 0003HaYeHUH C U ¢ B 3aMedaTeIbHOM,
TIIATEJTHbHO BhIBEpeHHOM HOBOM COOpaHHHU COYMHEHHUH MPECTABISAETCS MPUHITUITNATIBHO
HEKOPPEKTHBIM: 3TH 0003HAUYEHHUI — HECOMHEHHOE CBU/IETEIHCTBO IIyOHHHOM cBsizu Op. 87
C JIEHIIIUTCKUMU BIIEYATIEHHUSAMH M TBOPUECKUM HTy3na3mMoMm [llocrakoBuya.
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oT Bropou — simasor ToHuk. MOJI ot VI g0 I cTyneHu ABUKETCS IIUPOKO U ITPUBOJIb-
HO, pacrieBas IoouepeHO IVIAaBHO U CKAUKAMHU KaK/IyIo CTYIIEHb: IVIABHO — QUTYPHU-
POBaHHO pa3pelrias 3a/iep>KaHus-CUHKOIIbI, CKaUKaMH1 — OTTaJIKUBasiCh OT TOHUKHU TO
CHUBY, TO cBepXy. Kaxk/ioe MpUKOCHOBEHUE K TOHUKE POXK/IaeT HOBYIO (pa3y pa3Bep-
THIBaHUS MEJIOJIUM.

[To mepe ABMXKEHUSA pa3MaxX CKAYKOB YMEHBIIIAETCS, HO TJIABHOE BUJIUTCA
B ZIpyroM. Bpemsi Mexkay MOsIBJIEHUsIMU TOHUKH, IMO-IIPEKHEMY Ha CJIa0eUIux J0-
JISIX, TOXKE IIJIABHO COKPAIIlAeTCs: OT MEPBOTO B3SITUS BHU3Y JI0 BTOPOT'O BBEPXY —
4 4YeTBEPTHBIE, OT HETO JI0 TPETHETO, CHOBA BHU3Y — 3 U /IO 3aBEPIIAIOIIETO TEMY — 2.
ATO TOYTH HEe3aMETHOE, HO MOJICIYZHO OIIyIlaeMoe PEeryJIsIPHOE CiKaTHe IoJIyda-
€T CHayvasia YaCTUYHBIN BBIXOJ B COKPAIEHUAX U MOAYJIAIMOHHBIX U3rUbAX TEMBI
(B TT. 12—14 — BcryIUieHHe B A-dur W He3aBepIIIEHHBIH ITOBOPOT B cis-moll), a 3a-
TEM YIIPOIIIEHHOE M YKOPOUYEHHOEe ITPOBEIeHUE, MOJIYJIUPYIOIlee U3 cis- B fis-moll
(TT. 14—16). Ho B T. 20 mosiBjisgeTcsa BTopas TeMa (cM. Boiie IIpumep 3 b) — sHep-
rUYHas, IpsAMOJIMHEHAsA, KpaTKas U — He3aBepineHHas. [10j06HO pa3BepHYBIIIEH-
cs1 MOIIIHOM MPY?KUHE, OHA CTPETTHO U3JIaraeTcs HACTUTAIOIUMU APYT Apyra rojo-
caMu, OecpernsaTCTBEHHO, MPOJIOJIKasi CEKBEHITUIO, IIEPEMEIAETCS U3 SKCIIO3UITUU
B cBOOOAHYIO YacTh (fis—h—e—A), rie, HakoHell, 00peTeT KazjaHe (TT. 23—25), COeIu-
HUTCS C IEPBOY TeMoH (TT. 28—31) U IIOZTOTOBUT BCTYILJIEHHE TpeThel (T. 36).

I'nybuHHble UHMOHAYUOHHDBLE C8A3U

Mexnay temamu Op. 87 u XTK, HajiesleHHBIMY COBEPIIIEHHO PAa3JINUYHBIMU ITPU-
3HAKaMU KaHpa U YepTaMU XapaKTepa, He TOBOPsI Y?Ke O TAKTOBBIX pa3zMepax, MOK-
HO HAWUTH CKPBITOE CXO/ICTBO U Jlaske POACTBO. Takoro posa 6JIU30CTh MMOPOKIAETCS
Cyry00 BHYTPEHHUMH, YHUCTO KOHCTPYKTHBHBIMHU HMILYJIbCAMH, (POPMUPYIOITUMHU
He cCaMO€ MeJIOZIUIO BO BCe ee JKMBOUM KOHKPETHOCTH, a 00II[1e HAITPpaBJIEHUsI €€ JIBU-
»KEeHUsI, MOXKHO CKa3aTh, ee MeA0mun.

Temvt gg»u Dy (IIpumep 11 a, b)

[TepBast TOJIOBUHA 3JIETUYHOM, KaK Obl BAJIbCUPYIOIIEN COJTb-MUHOPHOMN TEMBI
[ITocTakoBMYa — KOPOTKUH KPYTOU MOBEM U JIOJITOE, 3aMeJIEHHOE BO3BpaIlleHre —
yIUBUTEJIBHBIM 00pa30M IOUTH TOYHO COBIIafiaeT ¢ 6axoBckoil Temou Dy. Ee crpe-
MUTEJIBHBIA B3JIET-TUPATa U HMapsIIHQ CIIyCK — 3TO, IO cJioBaM Bau b1 JIaHA0BCKOM,
«byecTsAIasn u MIyTauBas ouverture a la francaise! VctioHsAsa ee, HE0OXOAUMO, CO-
ry1acHO (PPAHITY3CKOUM TPAJIUIMU TOTO BpEMEHH, CIIeIUaTIbHO MOAYEPKHYTH OCTPOTY
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IIpumep 11. 1. J1. Iocrakosua. Tema gg,, (a); U. C. bax. Tema Dy (b)

ee IMyHKTUPHOTO puTMa» [21, c. 176]. I'. Beccesiep, roBopsi 0 CX0/ICTBE pe-MaKOPHOU
dyru ¢ dpaHIy3cKoll yBEPTIOPOH, OTMeUaeT 0COO0YI0 POJIb HAUaIbHOU TUPATHI, IPU-
JIAIoIIeN TeMe « pUUepKapHBIN» XapakKTep:
...B (pyre D-dur (BWV850) u3 «Xopoimo TeMIeprupoBaHHOTO KJIABUPA» OH
[bax] ciemyeT 06pasity ¢ppaHIily3cKoll yBepTIOpbl. Ee 0CHOBHOM PUTM U3 MyHKTUPO-
BAHHBIX BOCBMBIX JIOTIOJTHEH KOHTPACTUPYIOIIeN GUTYypOi U3 32-X, TAK UTO CJIEAyeT
TOBOPUTH O XapaKTePHOU «pUYepKapHOU TemMe» [22, ¢. 93].
OO1re cocTaBIIAIOIIME HHUIMAIBHBIX (PAarMEeHTOB B 00eUX TeMax — HX Ca-
Mble MHTOHAITIOHHO aKTUBHbIE 3JIeMeHThI. B 6aX0BCKO MMEHHO THpaTa pa3pabaTs-
BaeTCsA B UHTEPMeUAX: B HUX HEOJJHOKPATHO U C YePeIyIOIUMUCA BEPTUKAIbHBIMU
IepecTaHOBKAaMU BO3HHUKAET HAIPSKEHHBIN HeNOoJM(GOHUUYECKUN qUAJIOT MEXK-
Zly TIOJTHOW TUPATOW U ee BTOPOU IOJIOBUHOU B YBEJIUUYEHUU U C «EIUHOTJIACHOMN»
TIOJIJIEP?KKOU cpe/IHUX rosiocoB. A B TeMe IllocTakoBrUa MMEHHO NMEPBOHAYATIBLHBIN
pacrieB TOHUKU BBI3bIBAET UMUTAIIUOHHBIE OTKJIUKU TOJIOCOB YK€ B SKCIIO3UIUU
(cm. T. 15), ¥ Bcst TeMaTUuecKkas pabora B ¢yre, Kak KaXKeTcsl, yCTpeMJIEHA K ITIOCTPO-
€HHUIO TIOJTHONM MHOTOTOJIOCHOM CTPETThI, UTO TaK U OCTAETCS HEBBIIIOJTHEHHBIM.
Temwvt Hy, Efu Fg (Ilpumep 12 a, b, ¢)
KombuHamusa u3 ByX KBapT, MpAMas WIA 3UTr3aroo0pa3HO W3JIOMaHHAsA, Jie-
’KUT B OCHOBe TeM Fg, Bg, 1 fg,. Y baxa nojo06Hble KOHCTPYKIIUU B IUIABHOM J[BU-
J)KEHUH, HO COXPaHAIIUE MeTPUYECKHE MO3UIUU OIOPHBIX TOHOB, BCTPEYAIOTCA
1 B UHUITUAIBHBIX (PparMeHTaX, U B Pa3BePThIBAHUSAX (2 CEKBEHITHS U3 KBAPTOBBIX
IIIarOB HEPEJIKO HACTpOeHa Ha uX peyibepHBINA MOKA3 — KakK, HaIpuMep, B TeMax
C1, Aru g17). B npuBoauMoii 31echk TeMe H IIpo6er 1o ormopamM CTapTyeT OT OKOHYAHUS
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MOTHBA, KOTOPBIU B oTBeTe OyeT usmMeHeHs". B teme Ef pasBepThIBaHUE IIPECTABIIsA-
eT co00M 3aI0THEHE U 3aBePIIIEHEe CEKBEHIINU U3 KBAPT.
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IIpumep 12. W. C. Bax. Temsr Hy (a) u Ey (b);
. /1. locrakoud. Hauano Temsr Fg, (c)

Temwt Dg~, Crr u disyyr (IIpumep 13 a, b, c)

B ocHoBe MHOrux teM XTK JieskuT ToHHWUYecKas KBHUHTA C BCIIOMOTAaTeJIbHOU
VI crynenpo. CoOCTBEHHO, TPAAUIIMOHHOE TpeOOBaHHE HAYUHATH TeMy GyTH
¢ I 160 V cryneHu u HeOOXOIMMOCTh YETKO BBISIBUTH OCHOBHYIO TOHAJILHOCTH 00Oec-
MEeYUBAIOT IIPUCYTCTBHE TOHUYECKON KBUHTHI U €€ OIeBaHUs BO MHOKECTBE TEM —
B CAMOM Pa3HOM IIOPSA/IKE U B OecCUeTHBIX KOMOMHAIIUIX.

JlymaeTrcsi, IpuBeeHHbBIN IPUMep yOeaUTETbHO II0Ka3bIBaeT, HACKOJIBKO IITH-
POK MOKET OBITH CIIEKTP TEMIIOBBIX, *KAHPOBBIX, SMOIIMOHAJIFHBIX HHTEPIPETAIUN
JIAHHOI MeJtoandeckoi uaen. I 5To ecrecTBeHHO: 6apOYHBIN HOPMATUB IOIEePKU-
BaJICA IIpHUeMaMHU 5KOHOMHOT'O MEJIOIUYECKOTO TOJI0COBE/IEHHUA:

BrIcouaiiIiiasi cTereHb OnpeaeIeHHOCTH 1 JIOTHYECKOH CBA3HOCTH JOCTUTAET-

ca baxom y»xe B caMOM HadaJie TeEMBI ITyTeM HEMEJIJIEHHOTO BBISIBJIEHUS MOHA/1b-
HOCMu, a CJIeI0M U JIaja.

3t HamoMHUM: TeMa H TOHaJIbHOTO OTBeTa He TpebyeT, HO bax mocTpous TOHAJIbHBIN OTBET
Ha Hee, BbI/IEJIUB B KauecTBe «JJOMUHAHTOBOIO MOTHBa» 2—5-U 3BYKH U OITyCTHUB UX HA Ce-
kyHzy. [IpumeuaresnbHo, uTo B [Ipemoauu, ¢yre u annerpo in Es BWV 998 (BWV3, S. 567)
Ha TEMY TOT'O K€ PUCYHKA, HO B POBHOM /IBU>KEHUU BOCBMBIMU U 3aKaHYUBAIOIIYIOCA Ha Iep-
BOH JI0JIE 2-T0 TaKTa, CAeJIaH TAaKOH K€ TOHAJIbHBIN OTBET.
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ITpumep 13. Y. C. Bax. Temsr Cy7 (a) u disy (¢);
J. /1. Hlocrakosuu. Tema Dg, (b)

[TosTomy (MO?KHO cKazaTb, 011 3TOT0) IOJABJIsAIONIee OOJIBIIMHCTBO paccMa-
TPUBAEMBIX TeM (IIPUMEPHO JIBE TPETH ) HAUNMHAETCSA C TOHUKH, CPA3y yCTaHABJINBA-
IOIIeN TOHAJIbHBIUA IEHTP. <...>

[ToaToMy, ecii TeMa HAUMHAETCSA C JOMUHAHTHI, TO JIJIT TOHAJIBHOUN SICHOCTH
B JlaJIbHEHIIIEM JBM)KEHHUH HeoOXOJIMMO I0Ka3aTh, YTO 3TO MMEHHO JIOMHHAHTA,
a He TOHUKA. bax JieslaeT 3TO HEMeJIEHHO, Pa3/IMYHBIMU ciiocobamu. Hanbostee
yA0OHBIM JIJISL 9TOU 11€JIN 3BYKOM, CJIEAYIONUM 32 Ha4aJIbHOU IOMUHAHTOU, SBJISA-
etcs IV cTymens. <...> JIpyrum criocoboM sBsseTcs 3a7ieBanue VI cTynieHu B MUHO-
pe. <...> To ke (3ageBanue VI cTyrieHr) BO3MOKHO U B MayKope, HO HEIOCTaTOYHO,
<...>. [lToaromy B maxxope bax Totuac 3a VI 3azeBaer u IV cTynieHb 80 8cex makux
cayuasx 6e3 uckaovenuas® (KypcuBOM B I[UTAaTe 3aMEHEHa I1eYaTh IPOIUCHBIMU
oykBamu. — K. FO.).

O ToM K€, HO B aclieKTe BbIpa3uTeabHOro 3ddeKTa U B CBA3U UMEHHO C TEMa-
mu ¢yt [llocTakoBuYa — nuileT 3aepanKkuii:

W3mr061eHHAsA MHTOHAIUSA, YaCTO JIOKAIIASACS B OCHOBY JIUPUYECKUX MEJIOAUN
[ITocTakoBHUYa, — KBUHTOBBIN XOJT OT JOMHUHAHTHI K TOHUKE (M HA000POT) IIpH
YCJIOBUU MEJIOAUYECKOTO OTIEBAHUS JIOMHUHAHTBI CEKCTOM Jiaa. Takou memoauye-
CKUU 000pOT 3BYYUT HANPSKEHHO U CKOPOHO B MUHOPE, a B MayKOpPe OH POKAAeT
SICHBIN, CBETJIBI U CIIOKOWHBIA 00pa3. Ty XapaKTEPHYIO ITOMEBKY MOXKHO BCTpe-
tuTh y [llocTakoBrya B TeMaTHU3Me He TOJIBKO MPeTIoIni U QyT, HO M1 MHOTHUX JIPY-
TUX Mpou3BeaeHui [18, c. 187].

32 Jloascanckuil A. H. O HEKOTOPBIX KOMIIO3UITMOHHBIX OCOOEHHOCTAX MHCTPYMEHTATbHBIX
¢yr baxa. C. 23—24.
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BrieuaTsdroliie sipkue, a TaK»Ke CKPbIThle KOHCTPYKTHUBHbBIE HHTOHAIIMOHHO-Me-
JIOAUYEeCKUe CBA3HU, CXOJICTBO M KOHTpACT Mexay Temamu yr Op. 87 1 IByX TOMOB
XTK, o KOTOpBIX UJIET 3/leCh peub, OOpalalT Ha cebsA BHUMaHUE U CIIylIaTesiel,
Y UCIIOJIHUTEJIEN, U YUEHBIX B MEPBYI0 ouepenb. OHAKO IpU Bcell yOeuTeIbHO-
CTU U HECOMHEHHOCTH UCTOPUKO-CTUJIEBBIX U A3BIKOBBIX Pa3INIUU Mexy Gyramu
[ITocrakoBuya u baxa, Ha Bompoc O XOTs Obl OJHOU — IyCTh Y3KON, HO KOHKPET-
HOM, COOCTBEHHO TEXHUYECKOU — cdepe MopokAeHUsA Mog00HOTO pojia OTIMYUI
Takoe HccJIe/loBaHue OTBeTa He jiaeT. [I[pUuuHON 5TOro MOJIOKEHUSA MOYKHO CUM-
TaTh, BO-IIEPBBIX, MPUHAJIJIEXKHOCTh (PYTrOBBIX TE€M BO BCEX TPeX MaKPOIMKIIAX
K eIMHON MHOTOBEKOBOU TPAJIMIINU MOCTpoeHus Ppyru. Bo-BTOPHIX, BAXKHYIO POJIb
B IO00HOM CUTyaluU, BEPOSITHO, UTPAIOT IIPUBBIUHBIE HACTPOUKH aHAIN3a HA TO-
HaJIbHO-TAPMOHHUYECKOE CJIbIIIaHue U oco3Hanne My3biku XVIII-XX croseTuii.

Ilymaetcs, ciiefyeT HAIPpaBUTh IMOUCK B WHOE PYCJIO0, KYJIBTYPHO-HUCTOpUYe-
CKU W CJIyXOBO OoJjiee IMIHUPOKOe, MeHee Mpejickazyemoe. Bo BTopoii wactu paboThl
OyAyT pacCMOTpEHBI TJIaBHBIM 00pa3oM JiaJi0-3BYKOPS/IHbIE CBOMCTBA (HDyTOBBIX
TeM — eCTeCTBEeHHO, Ipexkze Bcero IllocrakoBuya, MOCKOJIBKY JIaJI0Bass COCTABJIS-
I0Il1as BhIpaKeHa B ero MoJn(OHUN 3HAUUTEJIBHO CHUJIbHEe, HexKeTu B OJIU(MOHUN
baxa.
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AnHoTanus. B cratbe paccMaTpUBaOTCA Pa3INYHbIE ACIIEKTHI COTIEPHIYECTBA
JIBYX KPYIHEHIINX MHUAHUCTOB mepBod mosoBuHbI XIX Beka — ®epenma Jlucra
u Curusmynnaa Tansbepra. boppba BUPTY030B ObLIa CIIPOBOIIMPOBAHA OJIHO3HOM
cratbel Jlucra, HampaBjieHHONW TIpOoTUB Tasnpbepra U €ro IOKJIOHHHUKOB,
K IIOCJIETHUM IIPUMKHYJI M MHOTHE ITIOYUTATEN caMoro JIucTa, pasouapoBaHHBIE
€ro MocTynKkoM. [Taprskckue pereH3€eHThI YBJIEUeHHO CPAaBHUBAJIU UCIIOTHUTEIbCKIE
JIOCTOMHCTBA MMHAHUCTOB — dYalle He B Moyb3y Jlncra. @oprenuanHas «JIys/ib»
JIBYX BUPTYO30B CTajia IJIABHBIM COOBITHEM IapPUKCKOTO KOHIIEPTHOTO CEe30Ha
1837 roga u mpHUBJEKIa MPUCTAJIbHOE BHUMAHUE €BPOIEHCKONW apHUCTOKPATHH,
TBOPUYECKOH 3JIUTHI U ITpecchl. O0a nmuaHucTa 6pUTH 00bSIBIEHBI TOOETUTEIISIMHE, UTO
3a(pUKCHPOBAHO B MHOTOYHMCJIEHHBIX MCTOPUYECKUX CBUJIETETHCTBAX. B Kaxkmoil
pelleH3UH, OIyOJIMKOBAHHON J0 U TIOCEe «JIydJI», CTPACTHOE, IOPBIBUCTOE,
3JIEKTpU3YIollee HUCIoHeHne JIUcTa MPOTHUBOIOCTAB/ISAIIOCh TPOHUKHOBEHHOMY
KaHTHWIeHHOMY MeJyiofu3my uUrpbl Tansbepra. [Ipu 5ToM MaciiTab ux JapoBaHUs
U TEXHUYECKOE COBEPIIEHCTBO EAUHOMAYIIHO IPU3HABAJINCH PaBHOBEJIHUKUMHU.
OnHako My3bIKaIbHAsA ucTOopuorpadusa XX CTOJIETHUS IepecMOTpesia OIEHKY
9TOTO BMHu30/a B MOJB3y Jlucra, Hamoaro BbITecHUB ¢urypy Tampbepra us
doKyca MCKyCcCTBOBEUECKOTO JUCKYpPCa M TEM CAMBIM HCKA3UB IIPEJICTABIEHUSA O
Ba)KHeMIIeM aTarne pa3BuTHs GOPTENHAHHOTO HMCKyccTBA B 3amajiHod EBporie u
Poccuu. QyeKTpoHHAs JOCTYITHOCTDH OOJIBIIIOTO YKCJIA UCTOPUUECKUX UCTOYHUKOB
(raser, ;KypHaJIOB, IIHCEM OYEBHUIIEB) MO3BOJIMIA Oojiee eTAJIbHO PacCMOTPETH
apTUCTUYECKYI0 WHAUBHU/IyaJbHOCTh OOOMX BHUPTYO30B W TMPHUUTH K BBIBOAY,
yro muaHu3M Taspbepra okazajsics OJIMKe K SCTETUUYECKUM HjieajiaM CBOeH
SIIOXW U CYIIECTBEHHO IOBJIMSJI Ha /JajbHelIllee pa3BUTHE (HOPTENHAHHOTO
HCIIOJTHUTEJIHCTBA.

KiaroueBbie ciaoBa: ®Ppanr Jluct, Curusamyns Tansbepr, dboprenmanHoe
HCKYCCTBO, MAPMIKCKas My0JInKa, UCIIOJIHUTEIBCKUH CTHIb, KPUTHKA, IIpecca

BoarogapHocTH: ABTOPHI BBIPAXKAIOT HCKPEHHIOKW 0J1aro/IapHOCTh
COTpyIHUKAM OMOJIUOTEK, OIU(POBABIINM MMEPUOTUYECKUE U IPYTHE U3TAHUS
XIX Beka, a Taxkke camuMm Oubsmorekam (Bibliotheque nationale de France,
Bayerischen Staatsbibliothek u s1p.) u s;1exTpoHHBIM pecypcam, TpeI0CTaBUBIINM
K OTUM U3IaHUSM OTKPBITBIH TOCTYII.

s nutupoBanua: I'yinaa T. H., Kecrkosa O. B. @oprennanHasn «ya3b»
®. Jlucra u C. Tanpbepra B KOHTEKCTE BOCIPUATHS COBPEMEHHHKAMU:
o MartepuajgaM @QpaHIily3ckux Iepuoguueckux wusganul XIX Beka //
CoBpeMeHHbIe TIpOOJEMBl My3bIKO3HaHMA. 2026. T. 10, N° 2. 45-84.
https://doi.org/10.56620/2587-9731-2026-2-045-084
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Abstract. The article examines various aspects of the rivalry between two
of the greatest pianists of the first half of the 19th century, Franz Liszt and
Sigismond Thalberg. The virtuosos’ conflict was triggered by Liszt’s notorious
article directed against Thalberg and his admirers. Many of Liszt’s own followers,
who were disappointed by his actions, also sided with Thalberg. Parisian
reviewers enthusiastically compared the pianists’ artistic qualities, often to
Liszt’s disadvantage. The piano “duel” between the two virtuosos became
the central event of the 1837 Parisian concert season, attracting the close
attention of the European aristocracy, the creative elite, and the press. Both
pianists were declared winners, as documented in numerous contemporary
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accounts. Every review published before and after the “duel” contrasted Liszt’s
passionate, impetuous, and electrifying performance with the lyrical cantabile
style of Thalberg’s playing. At the same time, their artistic talent and technical
perfection were unanimously acknowledged to be equal. However, 20th-
century musical historiography reinterpreted this episode in Liszt’s favour, for
many years displacing Thalberg from the focus of musicological discourse and
thereby distorting the understanding of a crucial stage in the development of
piano art in Western Europe and Russia. The digital availability of numerous
historical sources (newspapers, journals, eyewitness letters) allowed for a more
detailed examination of the artistic individuality of both virtuosos, leading to the
conclusion that Thalberg’s pianism was closer to the aesthetic ideals of his era
and significantly influenced the further development of piano performance.

Keywords: Franz Liszt, Sigismond Thalberg, piano art, Parisian audience,
performance style, criticism, the press
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Bsedenue

CTOpUS MY3BbIKAJIBHOTO MCKYCCTBA COXPAaHWJIA HEMAJIO IPHUMEPOB HC-
IIOJTHUTEJIbCKUX «JIydJIel» MeXKAy KPYITHEHIINMH BUPTYO3aMH CBO-
nx snox. B Hauasie XVIII Beka B Pume cocrasanuch 'eopr Opuapux

T'ennens u Jlomennko CKapJiaTTy, OJTUIETBOPSIS KOHTPACT IEPKOBHOTO U U3SIITHOTO

npuaBopHOro crusei. [IporuBocrosinue Mynuo Knementu u Bosbdranra Amazes

Mormapra B Bene B 1781 rojiy BbIABUIO KOHKYPEHTHbIE aMOUITUYM aHTJIMACKON U BEH-

CKOH KJIaBHPHBIX 1KoI. CocTasanue Jlroapura BaH Berxosena u Mozeda Bénpdiisa

B BEHCKOM casioHe OapoHa Betryiapa (1799) mMpOTHBONOCTaBUJIO CTUXUIHOE, OyH-

TapCKOe Havaio QUJINTPAHHON KJIaCCMYeCKOW BUPTYO3HOCTH. KOHIEPT-IIOeIMHOK

Hukkosio [Taranwmuwm u Ilapaa Jladona B Mwiane (1816) mpojieMOHCTPHUPOBAI

CTOJIKHOBEHUE OJIECTAIIEeH UTAThTHCKON CKPUITMYHOU IIIKOJIBI 1 aDUCTOKPATUUECKH

aJIeTaHTHOU dpaHIty3ckoi (cp. [1, p. 21]). Kaxkmoe u3 3Tux «eIHHOOOPCTB» OBLIO He

IIPOCTO KOH(MJIUKTOM JINYHBIX aMOUIINH, a MaHudecTaruell CTUIeBbIX U Gutocod-

CKUX IIPOTUBOPEYNH CBOETO BpeMeHHU. B 3TOM psiiy ocoboe MecTo 3aHMMaeT 3HaMe-

HUTast «Ayasib» @epenna Jlucra u Curuamynia Tansbepra.

doprenuanHoe coctsazanue Jlucra m Tanbbepra, cocrosiBiieecs B Ilaprmke

31 mapTa 1837 rojia, OCBEIAJI0Ch B PA3/INYHBIX KHUTAX, ITOCBSIIEHHBIX BEHT€PCKO-

My MTHAHUCTY U KOMIIO3UTOPY (cM., Harmpumep, [2, p. 237; 3, p- 174; 4, p. 86—90;

5, p. 131—142]). Kak noyiuepkuBaet Posaspaa Arpecra, aBTOp HOBEHIIEN U HA CEro/i-

HAITHUU JIeHb eJUHCTBEHHOU MOoHorpaduu o Tanpbepre, «Bce buorpaduu Jlucra,

€CTECTBEHHO, COZIEPKaT OTChLIKU K 3TOMY COOBITHIO, M1 caMa “IyaJib~ CTajla OJTHUM U3

CaMbIX U3BECTHBIX 3TIU30/10B B ucTopuu poprenuano XIX Beka» [1, p. 21]. ['oBopsi 006

OIleHKAaX MCXO0/a DTOU «Iy3JIM», OHA TaK)KE YKa3bIBAET, UTO B 3aMaIHOEBPOIIEHCKOMI

JINTEpPATYpPE CJIOKUINCh HA STOT CUET Pa3Hble MHEHUSI:

...OJTHU aBTOPBI TPOBO3IIaniawT Jiucra mobeauresiem, pyrue 60jee 0CMOTpH-

TEJIbHO MPUXOJAT K BBIBOY O HUYbEH; TPETbU K€, ONMMPASACh HA aHAJIN3 BKYCOB
MMapUKCKOU MyOJIMKU, CYUTAIOT UCTUHHBIM nobenuresieM Tanpbepra [1, p. 21—22].
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Jlpyras cuTyarusi CJI0OKUIach B pocCUMCKOU jiutepatype o Jlucre. ['umHOTH-
yeckoe obassHUe 3HAMEHUTOr'0 KOMIIO3UTOPA U MMHAHUCTa 0Ka3a0Ch CTOJIb BEJIUKO,
YTO IMOUTH Bce OMorpadnl XapaKTepU30BaJIU €ro Kak beccriopHoro nobeauress. XoTs
HMCTOPUYECKUE CBUJIETEILCTBA HE IaBaJId OCHOBAaHUU /I TTO0OHOTO BBIBO/IA, MHO-

r've aBTOPbI UX NTHOPHUPOBAJIX UJIX Ha3bIBAJIN «B3JOPHBIMH » 1, OoTpaxKarolIIrMHU JINIIb

BKYCBI «ITaPHKCKOTO CBETCKOTO 0bIIecTBa»2, B JIydllleM cIyJae «He BaXKHBIMU» .

CuMIaTuu MHOTHX PYCCKHUX MY3bIKAHTOB M KOMIIO3UTOPOB TaKKe ObLIM Ha
cropone Jlucra. Ile3aps Krou, ycibimas B 1839 roay B IlerepOypre urpy Tannbep-
ra, a TPU roJia CIyCTs BBICTYIUIEHU:A JIucTa, craj 6€30TOBOPOYHBIM IMOKJIOHHUKOM
noceiHero. EnuHoMbinieHHukamMu Kiou B aToM Borpoce 6puti Biiagumup Bacu-
apeBuu CracoB, Asekcanyip HukosaeBuu CepoB, Muinii AsekceeBuu banakupes,
AntoH I'puropreBuu PyounmreiiH. ITo muenuto lMipana CepreeBuua Kysiuroeckoro,
OHU OT/AAJIU MPEANIOUYTEHNE BEHT€PCKOMY IMTUAHUCTY U3-3a «IVIyOOKOU cBsi3u Jlucra
C PYCCKOU KYJIBTYPOU», €T0 HeEyCTaHHOU IIPOoNaraH;/ibl IpOU3BeeHNI KOMIIO3UTOPOB
BajrakpeBCKOro Kpy»kKa [6, c. 106].

OueBUIHO, UX CYK€HU MOBJUAIN U Ha POCCUMCKUX UCCIefoBaTeed. B pe-
gyJsibTaTe purypa u Hacaeaue Tanp0epra oka3aauch B TEHU, a IIPEJCTaBJIEHUS O €ro
HCTOPUYECKOU POJIU B Pa3BUTUM (POPTENHAHHOTO UCKYCCTBA UCKaKeHbI. Ll esib HacTo-
sied paboThl — BOCCO3/IaTh MHOTOCTOPOHHIOIO KAPTHUHY BOCIPUATHS BBICTYIIEHUN
Jlucra u Tanpbepra coBpeMeHHUKaMU, B TOM 4ucye B Poccuu, BRISIBUTH KJIIOUEBbIE
OTJINYUSA UX UCIIOJTHUTEIHCKUX CTUJIEU U IPOAHAIM3UPOBAThH XY/I0KECTBEHHO-ICTe-
TUYeCcKoe 3HaueHue (POpPTENNAaHHON «Iyain» 1837 roja.

IIpedvicmopus

Jluct 66Ut n3BecTeH B Ilapuske ¢ Hayasa 1830-X TOZ0B KaK KPYIMHEHIINHT Mra-
HUCT coBpeMeHHOocTU (HMarrocmpayus 1). PerieH3eHThI MapUKCKUX Ta3eT, XapaKTepH-
3ys1 ero Urpy, 6e30roBOPOYHO OTABAIH EMY «IIAJIbMY IIEPBEHCTBA» JaXKe B CPAaBHEHUU

! Anexcandposa B. H., Meiinux E. H. JTuct 1811—1886: KpaTKuii OYEPK KU3HU U TBOPUYECTBA.
JI.: My3bIKa, 1963. C. 57.

2 Aayipeii EBrenpeBud ByAsiIKOBCKHI IpU3HABAJ, YTO CHUMIIATUHM MAPYIKCKOU MyOJIUKH
6N Ha cTopoHe Tanpbepra, HO HaMeKasI, YTO 3TO KaCcaJI0Ch TOJILKO BBICIIIETO CBETA, KOTO-
PBIU OBLT 1aJIeK OT «HauboJiee pa3BUTON M MPOTPECCUBHOM YACTH MAPHKCKOTO O0IIEeCTBA»
(byosaxosckuil A. E. [Tuanuctudeckas aesateabHocts JIucra. JI.: My3ssika, 1986. C. 19).

3 Muavwmeltin A. . Juct: B 2 T. M.: My3srus, 1956. T. 1. C. 132.
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Hanroempayus 1. A. Jlemas. [Toptper ®epenna Jlucra. 1839 r. Xoscr, macio.
Myseit Kapnasaste, [1apuxk.
URL: https://www.parismuseescollections.paris.fr/en/node/152744#infos-principales
(maTa obpaieHusi: 24.04.2026)
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¢ ®penepuxom Illonenom, ®epaunangom I'mtepom u Aupu Beprunn?. Oxmakxo
JlaJIEKO He BCe KPUTHUKHU OBLIIN €JUHOYIITHBI. ABTOPUTETHBIN MY3bIKaJIbHBIN TEOpe-
THUK, UICTOPUK U KpUTHUK Ppancya-Kozed Petunc, Bo3aaBas JOKHOE TAIAHTY U TPY-
ny JIucra, mepruogudecKy OTMeYasl Y Hero HeJIOCTaTOYHBIA KOHTPOJIb CIIEHMYECKOTO
TOBE/IEHUS:
Mpbl He pa3 BBICKA3bIBAIHN CyKJ€HUE O MPUPOJie TaJaHTa rocnoauHa JIucra;

C TE€X IIOp OHO HE€ HM3MEHHJIOCh, 1 HAIl B3IJVIAJ Ha BEIIW OCTaJICA IIPEKHKMM. On

OBbLT OBl BEJTMYAUIIIUM W3 WCIOJHUTEJIEH, ecTd Obl YMeJI JIydllle BJIaJieTh COOOM.

3ayacTyio OH [TO3BOJISIET YyBCTBAM YBJIEKATh cebsi 60JIbIIe, YeM eMy XOTeJIOCh Obl,

U B TAKUX CJIy4asx €ro Urpa CTAaHOBUTCS HE CTOJIb KPACOYHOM, KaK OH, BO3MOKHO,

ee cebe TIpe/CTaBJIsAET, a CKopee OJIeKION. B OTAeIbHBIX Maccaykax MCIIOTHEHHO-

T'O UM TPEKPaCcHOro Ipou3Be/ieHrsi Bebepa oH MPOsIBIII BhICOYATAIIee MacTEPCTBO,

OHAKO He BC€ MOMEHTLI €TI0 BBICTYIIJICHHA BbI3bIBAJIN Y HAC paBHBIﬁ BOCTOPF...5

B 1835 rozy, korga JIucty uCIoJTHIIOCH BCETo 24 rofa, B Gazette Musicale 6pu1a
omybJyiImKOBaHa ero nepsas buorpadus, mpuHajiexamnas nepy »Koseda a’'Oprtura —
TaJIaHTJIUBOTO ITyOJIMIIMCTAa U CTPACTHOTO MOKJIOHHHMKA Jlucra. O4epk, BhIJepKaH-
HBIN B BOCTOP>KEHHO-TIO3TUYECKOM TOHE, MIPEJCTABIsA MY3bIKaHTa B UCKITIOUUTEb-
HO BBITOJIHOM cBeTe. TeM He MeHee fake 1 OpTUT HE MOT 0OOUTU CTOPOHOU U3BSIHBI
B €ro MCIIOJTHEHUH, OTMeuYasl IPeyBEJINUYEeHHYI0 5SMOIIUOHAIbHOCTD, IOCIYKUBIIIYIO
IIOBOZIOM OOBUHEHHU B «IIIApJIaTAHCTBE», U PUTMHUYECKYIO BOJIHLHOCTD, HEJIOITYCTH-
MyI0, I0 MHEHUIO KPUTHKA, B IIpOU3BeIeHUAX berxoBeHa. [lepByio mpobiemMy aBTOp
Ha3BaJl «IPEKPACHBIM HEJIOCTATKOM, ITPOUCTEKAIOIIUM OT OOJIBIIIOTO yIIEBHOTO
’)Kapa M CKJIOHHOCTH K TBLJIKOMY HCIIOJTHEHUIO 3a4acCTYI0 XOJOAHOU KOMIIO3UITUH»,
a BTOPYIO OOBACHUI TeM, 4To JIMCT «CJIMIIKOM OT/aeTcs CBOMM IOphIBaM»®.

OO6pa3s cTpacTHOTO, UMITYJIbCUBHOTO BUPTYO3a-ITMAHUCTA JIOTIOJIHSAJICA €T0 /Iy-
XOBHOU CBsI3bI0 ¢ BeTXOBEeHOM, IIPOU3BEEHUS KOTOPOTO MY3BbIKAHT BJOXHOBEHHO
HCIIOJTHSJI ¥ apaHKUPpoBasl. HemMastyio poJib B €ro pemnyTaIiuy chirpasia ImyoJTuIucTy-
yeckas aKkTUBHOCTb. He3amomro 1o nosBiieHus 6uorpaduueckoro ouepka g Optura

4 Cm. Guémer A. Exécution musicale: Liszt, Ferd. Hiller, Chopin et Bertini // Revue et gazette
musicale de Paris. 1834. 5janv. N2 1. P. 5.

5 Concert donné au bénéfice des indigens du 2 arrondissement, par MM. Liszt et Garcia fils //
Revue musicale. 1833. 16 mars. Tome XIII, N° 7. P. 55.

¢ D’Ortigue J. Etudes biographiques. I. Franz Listz // Gazette musicale de Paris. 1835. 14 juin.
No 24. P. 203.
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Ha CTPaHHUIIAX TOTO Ke U3/IaHusA ObLIa omybinkoBaHa cTtaThsa «O MOJI0KEHUU apTH-
CTOB B 0O0IIECTBE», B KOTOPOU JIMCT 3aTPOHYJI )KUBOTPEMENTYIINE BOIIPOCHI COIHAIb-
HOU HECIIPaBEe/JINBOCTU U CHUCXOJUTEJBLHOTO OTHOIIEHUs Oyp Kya3HOTO 00IIecTBa
K MacTepam uckyccta. Kpome Toro, muaHucra cBs3blBajia TeIvias Jipy»k0a c JuTe-
patopamu Toro BpeMeHu: AnbdoHcoM e Jlamaptuaowm, Illapiaem ge Cent-bérom,
Bukropom I'toro, Ansdpenom ae Bunbu, Kop:xk Canz. IIpOHUKHOBEHHOE U TeEMIIE-
paMeHTHOe UCIOJTHEHUE MY3bIKH beTxoBeHa, OOIleHre ¢ MPeICTaBUTEISIMU JINTe-
PaTypHBIX KPYTOB U COOCTBEHHbBIE ITyOJIMIIMCTAUECKHE OIBITHI MPUIaBaIu QUrype
Jlucra poMaHTUYECKUU OpPe0Ji, KOTOPBI TaApMOHHUPOBAJI C «IIOPBIBUCTOCTHIO» (DOP-
TenuaHHOU UTpbl. HecMOTpsA Ha OT/iesIbHbIE KpUTUYECKUE OIleHKU, BO PpaHIu aB-
toputeT JIucTa Kak muaHucTa ObLJT HEOCIIOPHM.

B auBape 1836 roma B Ilapmke BmepBbie BbicTynua Curusmysp Tanbbepr
(1812-1871) — BeHCKHMI NMHAHUCT, O KOTOPOM MECTHas IyOJIMKA TPEXK/Ee HUYEro
He 3HaMa (Manrocmpauus 2). Iloutu poBecHuk Jlucra, Tansbepr poawmiics B JKe-
HeBe U ObLI BHEOPAUHBIM CBIHOM aBCTpHiickoro npuHna ®panmna-Hoszeda don JTu-
TpuxiTeiina u 6aponeccel Beryiap. B gecATuiieTHeM Bo3pacTe MaTh IIPUBE3JIa €TI0
B BeHy, r/1e 10oHOIIA MOJIydUJI OJIecTslee My3blKaJIbHOEe 0Opa3oBaHUe U IIPUOOpeT
cBeTcKkul Jiock. [ToMumMo marepu, ero HaCTaBHUKAMH ObLIM IPEBOCXOMHBIN MHA-
HHUCT U (ParoTUCT MPU/IBOPHOTO OPKECTPa aBCTPUMICKOTO mMIlepaTtopa 'eHpux AsB-
ryct Mutrar (1795-1867), a TakKe KOMIIO3UTOP B MY3bIKaJIbHbIH TeopeTuk CUMOH
3extep (1788-1867); kpoMe TOro, OH IIPEAIIOIOKUTEIHHO Opas ypoku ¢GOpTEHAHO
y Uraamna Mommeseca, Kapsia Yepnu u Moranna bantucra Kpamepa [7]. C Tpunan-
raTtu JyieT Tanbpbepr Hauasl BRICTYIIATh B aDUCTOKPATUUECKUX CAJIOHAX aBCTPUUCKOU
cToyIUIIbI. B mocsieytoiiee iecATUIETHE OH CHUCKAJI PEITYyTAIlHIO PECIIEKTabeTbHOTO
JKEHTJIbMEHA U OJIapeHHOIr0 apTUCTa, YMEIOIIETro JIep>KaTbCA CKPOMHO, HO C JIOCTO-
UHCTBOM. FIMEHHO B 3TOM cTaTyce B KOHIIe 1835 roga oH npubsu1 B [lapuik.

Kounept Tanbbepra cocrosiyics B [Tapu:kcKkoil KOHCEPBATOPUHU U IIIMPOKO OCBe-
IaJICST My3bIKaJIbHBIMU 0003p€eBaTe/IIMU PA3JIUUHBIX Ta3eT U KypHasioB. Ha aToMm
BBICTYILJIEHUH TIpucyTcTBOBas ['ekTop Bepsinosd — 6uskuii apyr Jlucra, y:ke HaTU-
CaBIIINHN O HEM PsAJ, BOCTOP?KEHHBIX cTaTel. TeM He MeHee B cBOoel pelleH3uu bepsu-
03 XapakTepusoBasi urpy Tasbbepra Kak TpyTHOOObsICHUMBIN, CBEPXhECTECTBEHHBIH
¢deHomeH:

T'ocrionua Tasb6epr ¢ mepBbIX JKe TAKTOB IOKa3aJ1 cebs1 OTHUM U3 TPEX FJIH YEThI-

pex BEJIMYAKNIIINX THIAHNCTOB EBpOl'II)I; I1I0CJI€ HECKOJIbKUX PAa3BHUBAIOIIUX PA3€JI0B
OH ITO/THOCTBIO 3aBJIaZI€JI BHUMAHHNEM 3aTaWBIIEr0 AbIXaHHE 3ajia X BEJI CIyILIATELA
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Hanroempayus 2. Curusamysy; Tansbepr B Bo3pacre 24 JieT
(mo murorpacdun I1. JI. A. I'peBentona; Breitkopf & Hartel, 1880-1914 rr.).
I/ICTO‘-IHI/IK SJIeKTpOHHaH 61/16111/10Te1<a Gallica (BnF) URL https://gallica.bnf.

de. t1tle%2oall%20%22S1glsmund%2OThalberg%20%20d%2zapr%C3%A85%201a%
lithogr%22%29&keywords=Sigismund%20Thalberg%20%20d%27apr%C3%A8s%20la%20
lithogr&suggest=1 (;1aTa obpareHus: 24.04.2026)
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OT OZTHOTO Yy/la K APYTOMY BILIOTH /10 (pUHAJIBHOTO aKKOpZa. Toraa orpoMHBIN BOC-
TOPT, CTOJIb MYyUUTEJIBHO C/EP>KUBAaeMbIil, HAKOHEI[ BBIPBAJICS HAPYKy — 3aJl OyK-
BAJIBHO COZIPOTHYJICA. fl HUKOT/Ia He BUZE, YTOOBI 1T0/TI0OHBIN 3P HEKT MPON3BOIT
Jluct. Bupouem, MeXy UX TAJIAHTAMU HET HUYETO OOIIETO, UTO TO3BOJIUIIO OBI IIPO-
BECTH CEPbE3HOE CPaBHEHHE .

Penien3umn Ipyrux KpUTHUKOB OBLIIM CXOKHU 110 CTUJIUCTUKE U CO/IEPIKAHUIO, O~
HAKO UMEHHO KOMMeHTapuil bepsnosa cozep:kaj KII04eByl0 MbICJIb O HEYMECTHO-
CTH COTIOCTABJIEHUS UCIOJHUTEIhCKUX MaHep JIucra u Taympbepra. Bee ke mpoTuBo-
II0CTaBJIEHHE JIBYX BUPTYO30B, Ha4aBIlIeecs ¢ 3TOr0 KOHIEPTa, CTaJI0 HelIPeMeHHbIM
BIIU30/I0M K3K/IOTO MY3bIKQJIBHOTO 0003pEHMs B MAPIIKCKUX razeTax. Eciau crarhs
MOCBAIAJIACh OJHOMY IIMAHUCTY, TO IIOYTH BCer/ja YIIOMUHAJICA UIN OApa3yMeBaJl-
¢ BTOpOU. 3a4acTyi0 KpUTUKU paccMaTpuBain Tanpbepra B 0JHOM Py € APYTUMU
coBpeMeHHUKamu. Tak, aHOHUMHBIN aBTOp Le Ménestrel ormeuas:

Momesnec, Kanpkbpennep, Illonen, Jlucr, Iepry 6btn U Beerza OyayT Juis

MEHS BEJINKUMHU apTUCTAMU, KaK/IbIHF IT0-CBOEMY 00ECTIEUHJT CBOEMY HCKYCCTBY HE-

COMHEHHBIH mporpecc. <...> Ho rocrogus Tanpbepr — co3aaTesib HOBOTO HaIpaB-

JIEHUA, KOTOPO€E A HEe MOIr'Y CPaBHHUTDb HU C YEM, CYII€CTBOBABIINM paHeeS.

B o101 3xe nybukanuu Tanpbepr 661 HA3BaH «IEPBBIM MTUAHUCTOM MUPA».

Jlucr Haxoawica B Kenese, korga Tanbbepr ne6i0THpPOBal HA MAPUKCKOU
cieHe. J[o Hero JOILIN CIyXU O HOBOM BUPTY03€, COBEPIIMBIIEM (PYpPOp B CTOIHUIIE
(opTenuanHON My3BbIKU TOTO BpeMeHU. TpeBory apTrcTa BbI3BAJIO TO, YTO CPEU OT-
3bIBOB O KOJLJIeTe He BCTPEYAIOCh OTPUIIATEIbHBIX MM HEOJHO3HAUYHBIX: Tanbbep-
TOM BOCXMIIIAJIUCH AXKe caMble MpeaHHble TOKJIOHHUKU €r0 COOCTBEHHOTO CTHJIS.
B mae 1836 ropa Jluct BepHysica Bo Ilapuxk, HamepeBasAch MOCIYIIATh UTPY HEOKU-
JTAHHOTO COIIEPHUKA, HO TOT y>Ke MTOKUHYJT PPaHITy3CKYIO CTOJIUILY.

JlueT panm aBa KOHIEpTa Ui M30paHHOW MyOJIMKA B 3ajie dpapa, BKIIOYUB
B IIPOTPaMMy, IIOMHUMO COOCTBEHHBIX Ibec, BosbIyto conary B-dur op. 106 («Xam-
MepkJiaBup») berxoBena. [lo3unmonupys cebs1 Kak mporarasiucta 6eTXOBeHCKON My-
3BIKU U IPOTUBOIIOCTABJISASA CBOM «CEPhE3HBIN» penepTyap OlePHBIM TPAHCKPUIITUAM
Tanpbepra, muaHucT 6pocajl eMy CBOEro Pojia Xy/I0KeCTBEHHbBIN BhI30B. DTOU cTpare-
THU OH IPUEPKUBAJICA U MOCJIE «Iyd3JIN», BKIIOYas B KOHIIEPTHbIE IIPOrPaMMbI He
TOJIbKO MacIITabHble, HO U MaJIOU3BECTHbIE COUMHEHUSI BEHCKOTOo Kyiaccuka. OlHaKo

7 Berlioz H. Premier concert du Conservatoire // Revue et gazette musicale de Paris. 1836.
31janv. N2 5. P. 38—-309.
8 M. Thalberg // Le Ménestrel: Journal de musique. 1836. 13 mars. N 15. P. 1.
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u Tasipbepr He ocTaBaJICs B JIOJTY: HAYMHASA ¢ 1837 rofja OH PeryJsspHO HUCIIOTHSI KaK
doprenuannbie coHATHI beTxOBeHa, Tak ¥ COOCTBEHHBIE MEPETOKEHMS €r0 CUM(MOHHUH.
bepsino3 mocBATUI MaliCKUM BBICTYILIEHHAM JlncTa oT/ieIbHYIO0 cTaThio. Oc-
HOBHasl ee Hjesl 3aK/JI0Yaaach B TOM, YTO B 3TOT pa3 mepej IMyOJUKOU IIpecTa
«HOBBIN» JIMCT, KOTOPBIU 3HAUUTEIbHO BHIPOC U B UCIOJIHUTETBCKOM OTHOIIIEHUU
IIPEB30IIIETT ce0s MPEKHETO: «...BCEM, KTO He CJIBIIIAJ €ro B IIOCJIeTHUN pa3, MOXK-
HO CMEJIO CKa3aTh: BbI He 3HaeTe JIucra»®. bepino3 ckpoMHO J00aBHI, YTO €My He
I10/1I00AeT CyTUTh O TEXHHYECKOM COBEPIIIEHCTBE UTPhI, TAK KaK CaM OH «€e/IBa JIN HC-
IIOJTHUT Ha (GOPTEIMHAHO TaMMYy JI0 MasKop IIpaBoii pykoii»'°. 3aBepiuas craThio, OH
HazBaJ1 JIucTra «ITMaHuCTOM OYyIIero». ATO BICKa3blBaHHE [UTHPOBAJIOCH B JIECST-
Kax MoHorpaduid, HO KpailHe peJIKO OHO IIPHUBOAUJIOCH IIOJTHOCThIO. bepimo3 ObLt
IIOTPSICEH BEJIMKOJIEITHOM, TJIyOOKON MHTEpIpeTaIiei coHaThl beTxoBeHa — «3TOH
BO3BBIIIEHHON IT09MBbI, KOTOPAs IIOUTH JIJIs BCeX ITMAHUCTOB JI0 CUX ITOp ObLIa He 60-
Jiee ueM 3arajikoit ChuHKca»:
HoBbl# Dauit, JIMCT, UCIIOJIHUI €€ TaK, YTO aBTOP, €CJIr ObI OH MOT €€ CJIBIIIATH,
JTOJIKeH OBbLI ObI COIPOTHYTHCS B MOTHJIE OT PaZiOCTH U ropjocti. Hu omHa HoTa
He ObLIa IpOMyIleHa uiu JobaBsieHa (s cyieIuyI 10 HOTaM), HU OJTHA hjiesl He ObLia
ocstabyieHa WM OTKJIOHEHA OT OPUTMHAIBHOrO 3ambicia. OcobeHHO B Adagio,
B BOCIPOHU3BEJIEHUH S5TOTO HEBEPOSTHOIO THMMHA, KOTOPHIA TeHUHM beTxoBeHa
CJIOBHO TIeJ1 TIpo cebs, mapsi B HEOObSITHOM OJIMHOYECTBE, OH HEM3MEHHO COXpa-
HsJI BEDHOCTh MBIC/IH TBOpPIIa. BoJiblile cka3aTh HEUYEro — s 3Hal0, HO M MEHbIIIE
CKa3aTh HeJIb3s, IOTOMY YTO 3TO IIpaB/ia. DTO ObLIO HU/leaIbHOE ITPOUTEHHE TIPOU3-
BeJIEHUS, CUNTABIIIET0CsS HEUCIIOJTHUMBIM. JIUCT, IIPe/ICTABUB B TAKOM CBETE HEIIO-
HATHOE JI0CeJIe TBOPEHHE, JI0KA3aJl, YTO OH IMHaHuCT Oyayero. Yecrs emy! '

VICKpeHHE BOCXUIIASCh HCIIOJHEHUEM OETXOBEHCKOU COHAaThl, bepsno3 He
CpaBHMBAJI ¥ He IPOTUBOITOCTaBJIsAI JIncra Tampbepry v COBEPIIEHHO TOYHO HE CBsI-
3BIBAJT IUXOTOMHUIO «OyIyIliee — IPOIIIOE» C UX UCIIOTHUTEbCKUMHU CTUIAMH. [pu
5TOM GOJIbIIIAS YaCTh CTAThU ObLa MOCBAIEHA aHAINU3Y apTUCTUYECKOTO TeMIIepa-
menTa JIucra: aBTOp CJIOBHO IBITAJICSA OOBSACHUTH IMOTEHIIMAIBHBIM OIITOHEHTaM
U3BAHBI €70 UTPHI «JINXOPAOUYHBIM BJOXHOBEHUEM» U «CTPACTHBIM UYBCTBOM, KO-
TOPOE OH HaMepeH BO3OYIUTH B IPYTUX» 2.

9 Berlioz H. Berlioz H. Liszt // Revue et gazette musicale de Paris. 1836. 12 juin. N¢ 24. P. 198.
10 Thid. P. 199.

1 Tbid. P. 199—200.

2 Thid. P. 199.
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Cmampuwsa Jlucma u ee nocaedcmaeus

[Tocsne sTux KOoHIEPTOB JlvicT yexan u3 Ilapuka u BepHyJICA TOJIBKO B JieKa-
6pe 1836 rojsia, B mpeBEPUU 3UMHEr0 KOHIIEPTHOTO Ce30Ha, B KOTOPOM Y4acCTBO-
BaJIU caMble KPyHHbIE NMHUAHUCTHI TeX JieT. Tanpbepr npubsut B [lapu:k B Hauasie
deBpasia 1837 roga 1 moceTUsI O MeHbIIIEN Mepe OINH U3 YeThIpeX KaMePHbBIX KOH-
neprtoB Jlucra, OopraHnu30BaHHBIX COBMECTHO CO cKpuitauoM KperbeHOM YpaHOM
1 BHOJIOHYeIHCTOM AstekcauapoM Barroii's. IIporpaMMbl STHX BEYEPOB COCTOSIIN
IJIaBHBIM 00pa30M U3 UHCTPYMEHTAJIbHBIX COUMHEeHNN beTxoBeHa, MPUBJIEKIITNX ca-
MYIO B3bICKATEJIbHYIO IMyOJINKY.

B cBoio ouepensn, JIluct Takke NPUCYTCTBOBAJI HA OJITHOM W3 BBICTYILJIEHUUN
KOHKypEeHTa, KOTopoe mpouwio 19 ¢espanda B cryquu [Ivepa llummepmana, mpo-
(eccopa ITapmxckoit kKoHcepBaTopuu. 1o BocmomuHanusaM Jlucra, OH HaXOAUJICSA
B 3asie BMecTe ¢ [[loneHoM u 3ameTs1 eMmy: Tasnbbepr — «HeyAaBIINMICA apUCTOKPAT
u eime Oosiee HeyaaBIIniics aptucT»'4. Ota dpasa MOXKeT MOKa3aThCsA HE CaMOU
pe3koi Ha (POHE JIPYTUX XapaKTEPUCTUK, KOTOPBIMU JIMCT Harpakjaa KoJjIery mod-
TH B KaKI0M IrcbMe Kk Mapu 1’Ary'® B peBpasie 1837 roza.

CkenTuyeckoe OTHOIIIEHHUE K CONEPHUKY MOATBEPIKIAETCA TOHOM U COZEepIKa-
HueM craTei JIucra'® or 8 sHBaps 1837 roza B xxypHae Revue et gazette musicale.
Texct popmasbHO TpecTaBIIsAI cOb0U perieH3uio Ha bosbiryto danTaszuro Tanpbepra

3B ogHoM u3 muceM K Mapwu g Ary Jluct onuckiBas peaknuio Tayipbepra Ha CBOe BBICTY-
wienne: «Tanpbepr 66U omesomyieH. OH BO BCEYCIIBIIIIAHNE 3aSBUJI TIePe]T HECKOJIBKUMU
MPUCYTCTBYIOIINMU, YTO HUKOT/IA HUUYEro nmofobHoro He cibiman. OH Jlaxke T06aBUII, YTO
“OH He cMOT OBI ChITPATh U YETHIPEX CTPOK MOeH Ibechl . Eciin 51 He ommbaioch, OH, JOJKHO
ObITh, OUeHb omeuasien». Liszt F., d’Agoult M. Correspondance de Liszt et de la comtesse
d’Agoult / publ. par M. Daniel Ollivier. Paris: B. Grasset, 1933. Vol. 1. P. 180.

4 Tbid. P. 190.

15 B yactHOU mepenucke Jluct 6bL1 eme 6osee kateropuueH. Tak, 13 ¢deBpaisi OH HMHUCAI:
«Tanpbepr — oueHb C/Ia0BIN U BIIEUATIUTETHLHBIN MOJIOJION YesIOBeK. J[py3bs y HETO BECh-
Ma IOCpe/icTBeHHbIe, kainb ero» (Ibid. P. 187). B cieayromem nucbmMe JIUCT pe3oMHPO-
BaI: «ToJbpko uTO mocstymian Tanpbepra: 4eCTHO TOBOPs, 9TO MOJTHENIAass MUCTU(DUKATIHSA.
W3 Bcero, 4To cynMTaeTcs BBIAAIOIIMMCSA, 9TO, O€3yC/IOBHO, caMoe mocpeacTBeHHoe» (Ibid.
P. 190). B mocnegnem ¢eBpabCKOM NHCHME OH PE3IOMUPOBAIL: «[OBOpSAT, KOHIEPT
Tanpbepra nepeneciu! Boxke Mo, kakas ke 9T0 epyHza! ATOT UUOT HAYUHAET YTOMJIATH
MeHs 710 cMepT. Ho B 0/TvH TpeKpacHbIi Beuep urpa Bce paBHO 3akoHuuTcs» (Ibid. P. 196).
16 Pa muccyieoBaTeNIEN CUMTAET, UTO CTaThs ObLIa HammucaHa rpaduHel A /Ary [5, p. 131] win
BMeECTe C Helo [1, p. 23].
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op. 22 u Kamnpuce! op. 15 u 19. Jlomyckas, yto Tansbepr — «BechbMa 3aMEeTHBIH ITHA-
HUCT», JIUCT IpU 3TOM J1aJ1 IOHATD, YTO UCTUHHAA IPUYMHA €r0 yCIleXa KPOeTC B «KOC-
BEHHOM POJICTBE CO 3HATHOU CEMbEN» U B €TI0 MPUBUJIETHPOBAHHOM CTaTyce «ITMaHU-
cra Ero BesmmuecrBa umneparopa Ascrpuiickoro»'’. Kpome toro, JIMCT He yaep:xaiics
OT S3BUTEJIBHOTO €/IKO CPABHEHMS OIIIOHEHTA C «IIPUBOPHBIMU IITyTaM1», KOTOPBIM,
B or/iaue oT Tanpbepra, «MHOT/A yAaBaIoch Pa3BesiTh CBETIIEHIIIYIO CKyKy» 2.

OcHOBHOe cojieprkaHue cTaTtbu Jlncra cocrapisuia KpuTuka bosbmon dan-
ta3uu Tanpbepra. ABTOp oxapaKTepHU30BaJI ee KaK «HE TOJIbKO OJHO U3 CaMbIX
MIPETEHIIUO3HO IYCTHhIX U IOCPEJCTBEHHBIX NMPOU3BEAEHUN, KaKhue HaM U3BECT-
HbI, HO U HEUTO B BBICIIIEN CTEIIEHH MOHOTOHHOE, a IOTOMY — B BBICIIIEU CTere-
HU CKyuHOe»'9, ®aHTasusa op. 22, IeNCTBUTEIBHO, He ObLIa JIyJIIUM COYHHEHUEM
Tansbepra. BupTyos B To Bpems yallle UCIOJIHAI cBO0 ®aHTa3UI0 HA TEMbI OIEPhI
Poccunu «Mouceii», op. 33. [loctpoeHHas Ha Mesoauu MoIuTBel Mouces Dal tuo
stellato soglio, aTa beca BBITJIA/IESIa HOBATOPCKOH KakK II0 CTPYKType (aBTOp OTKa-
3ajics oT GJiecTsiero ¢dpuHasma), Tak U M0 (PakTypHBIM pellleHusM. B Hell BliepBbie
ObL71a MpUMeHeHAa TEXHUKA OOJIBIINX MMaJIbIlEB, I0OOUEPETHO TPOBOIUBIINUX B CPE/I-
HEM To0JI0Ce MeJIOINI0, OKPY?KEHHYIO I1accakaMu apIlie/[?>KU0 B BepXHeM U HUXKHEM
perucrpax. YMBIIUIEHHO WU HeT, JIuCT He yIIOMAHYJI 3TO COUMHEeHHe. 3aMeTuM,
YTO U CaM OH K TOMY BpeMeHU ObLJI aBTOPOM JIUIITh HECKOJIBKUX PAHHUX OIIyCOB —
a UMeHHO, Bosipioii 6iecrameii danTasuu Ha TeMbl [laranunau (1834)2°, danra-
3uii Ha TeMblI oriep «ynetika» ®pomanTasns 'anesu (1835) u « Huoba» /[:xkoBaHHU
[Taunnu (1836)2L.

[Toskastyii, rytaBHOU omInOKoU JIvcra ObLT pe3KHUi BBINAJ B aipec ayaUuTOPHUH,
npuBeTcTBOBaBIEH Tanbpbepra. Kak y:xe oTMeuanoch, K Hell IpUMKHYJIH JaKe aJlerl-
Thl BEHT'€PCKOT'0 MUAHMUCTA, B TOM umciie bepanos. OquH U3 macca)keu cTaTbu OCO-
OEeHHO eIKO BhICMENBaJI BKYChl (DPaHITy3CKOH MyOJIUKH U BCEX, KTO CUMITATU3UPOBAJT
Tans0epry:

7 Liszt F. M. Thalberg. Grande Fantaisie, Oeuvre 22. 1er et 2e Caprices, Oeuvres 15 et 19
(Revue critique) // Revue et gazette musicale de Paris. 1837. 8 janv. N2 2. P. 18.

18 Tbid. P. 18.

19 Tbid. P. 19.

20 B 1851 roay Jluct nepepaborai 3ty (anrtazuio B Ation La Campanella, Bomeammii moz
No 3 B nuka «Bosbimme atioabt mo Ilaranuam» (S. 141). Cm. Searle H. The Music of Liszt.
London: Williams & Norgate, 1954. P. 165 (Catalogue number S. 141).

21 O sxaHpe (oprennanHoi panraszuu B TBopuectBe @. JIucra u C. Tanpbepra cm. [8].
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BKyc Wi, TOYHEe roBopAa, UCKJIIOYHUTEIbHOE IIPUCTPACTUE HY6JII/IKI/I K ITOCpEA-
CTBEHHOCTU M3BE€CTHO HAM C APEBHHUX BPEMEH, 9TO IIpaBJAad, OJHAKO /IO CUX IIOPD MbI
abCOJIFOTHO OIIMOOYHO I10JIaTaJIH, YTO 32 HEUMEHHEM HCKYCCTBA CYIIECTBYET, 110
KpaliHel Mepe, TOTPeOHOCTD B U3BECTHOM pPa3BjledyeHUHU U YTO IIPOU3BeleHUs, 6e3-
YCJIOBHO IIpUHAJJIEXKAaIe K KaHpPy CKy4YHOMY, HUKOI/IA He II0JIb30BaJIUCh CIIPO-
coM y (ppaHIly3CcKOH myOauK. Mbl CMUPEHHO [IPU3HAEM, UTO 3a0IyKJaIUCh...>>

Takum o6pazom, elle 10 Hadaa «Ayaju» JIMCT HAaCTPOMJI MPOTUB ceOs 3Ha-
YUTEIbHYIO0 YaCTh MAPUKCKOU ayAuTOpUn. Ero yHUUm»KuTeabHble OT3bIBBI O Tasb-
Oepre OBLTM COUTEHBI ATUUYECKU HENPHUEMJIEMBIMU, & KDUTHKA B aJIpeC COMIEPHUKA
3acTaBWJIa PEIEH3EHTOB 0OJIee MPUCTATBLHO OIEHUTh OPUTUHAJIBHOCTh COUMHEHUN
CaMOT0 aBTOPA CTaThU. XOTS COMOCTABJIEHUE JIBYX APTUCTOB B IMMAPUKCKUX PelleH3U-
SIX Y2Ke MOJITOTOBUJIO TTIOYBY JIJIS1 UX COIIEPHUYECTBA, MMEHHO TEeH/IEHIINO3HAA CTaThs
CIIPOBOIIMPOBasIa OyAYIIYIO «Ay3Jib». Tambpbepr Bo3/iep:Kaics OT IyOJTUIHOTO OTBETA
Ha 3TOT BBINA/IL, JINCT e BILJIOTH JI0 UI0JiA 1837 rofja mpoA0JKasl BHICTYyIaTh B Ipecce
C OCY’K/IEHUEM IUIOXUX BKYCOB COBpeMeHHHKOB?S. TeM He MeHee 3ajibl HA MHOTO-
YHCJIEHHBIX KOHIEpPTaxX JIucTa HEM3MEHHO OCTaBAJINCH MTOJTHBIMU. TO 0OCTOATEh-
CTBO CBU/IETEIBCTBYET O TOM, UTO BOIIPEKH yIIpeKaM MMHUAHUCTA MapUKcKas my0inka
MO-TIpeXKHEMY IIEHUJIa U ero TAJIaHT, U My3bIKy beTxoBeHa, KOTOPYIO OH UCIIOJIHSLI.

[Tockosbky Hamazku Jlucra jgoiaro ocraBaauch 0e3 orBera, ®Pervc, mo-BU-
IIUMOMY, Cuesl HeOOXOIMMBIM BCTYHNUThCS 3a Tanbbepra. B ampese Toro ke roaa
OH OIyOJIMKOBaJI MPOCTPaHHYyIO cTaThio «JIucr u Tansbepr». Bymyuu spyaupo-
BAaHHBIM HCTOPUKOM My3bIku, PeTrc Hauas ¢ o630pa (popTENHaHHOTO MCKYCCTBA,
B KOTOPOM BBIJIEJIWJI JIBe TPAJIUIIUU: KAHMU/1eHHY10, TipefcTaBieHHyto [lloneHowM,
u O1ecmawyro, B KOTOPoH (OPTENUAHO CIYKHUJIO «apEHOW MAacTepCTBa U JIOBKO-
ctu»?4, JIucT, He 3HABIINNA TEXHUYECKUX MPErpaj B Urpe, 6€CCIOPHO MPHUHAIe-
KauT K moceHed. Tampbepr sxe ObUT MUAHUCTOM-HOBAaTOPOM, CYMEBIIIUM «00he/TH-
HUTDH B OJIHOU CHCTEME MPEUMYIIECTBA ABYX MIKOJI: KAHTUJIEHHON U OJIeCTAIEH» >0,

22 [iszt F. M. Thalberg... P. 18.

23 TpeTbsi, 3aKJIIOUNTEIbHAS CTaThs JIucTa U3 cepuu OTKPHITHIX muceM K JK. CaHz, mozske
o0beIMHEHHBIX MO, OOIMM Ha3BaHueM «IlucbMa OakaynaBpa My3blku» (Lettres dun
bachelier es musique), 6pu1a oryb1nKOBaHa 16 uioss 1837 roaa, korza Tansbepr y:ke OKU-
HyJ1 [Tapwk. Cwm. Liszt F. Lettre d’'un voyageur a M. George Sand // Revue et Gazette musicale
de Paris. 1837. 16 juill. N@ 29. P. 339—343.

24 Fétis F.-J. MM. Thalberg et Liszt // Revue et Gazette musicale de Paris. 1837. 23 avr. N 17.
P. 140.

25 Tbid. P. 140.
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deTHC MOAUYEPKHYJI, UTO cunTaeT Jlucra « CUJIbHENIIIUM MHAHKUCTOM B MCIIOJTHEHUU
IIPOU3BEJeHUN JII0O0U CII0KHOCTHU» U TTOBTOPUJI HabsoaeHne bepsmosa 06 omu-
6ounocTHu cpaBHeHUs ctuseit Jlucra u Tanpbepra: « HUKTO 13 MOMX 3HAKOMBIX He
JlyMaJl IPOBO/INTD NTapaJsljiesib MeX/1y TAJIAaHTaMU 3TUX JIBYX aPTUCTOB, J]a 3TO OBLIO
¥ HEBO3MO3KHO, IIOCKOJIBKY OHH CJIEIYIOT COBEPIIEHHO Pa3HBIMHE MyTaMu»2%. Cypo-
BO PACKPUTHKOBAB IMyOJIUITUCTUYECKYIO HEBO3/IEP:KaHHOCTh TMAHUCTA U PACIIEHUB
ero peleH3UI0 KaK «CJIeICTBUE UejoBeuecKkou ciaaboctu», PeTuc 3aBepins cBOU
oTBeT, obpalasch HanpsAMyIo K Jluery:
BbI BeJIMKUU apTHCT, Balll TAJIAHT OIPOMEH, Balla CIIOCOOHOCTH IIpeo/ioJie-
BaTh JII0ObIE TPYAHOCTU HE 3HAET PABHBIX; BbI IPO/IBUHYJINCH HACTOIBKO JJAJIEKO,
HACKOJIBKO 3TO OBLIO BO3MOXKHO B PEIH3AIUU CHUCTEMBI, YCTAHOBJIEHHOH, KaK
Bbl 3HAETE, APYTUMHU. O]_IHaKO BbI OCTAJIUCh B paMKax 5TOU CHUCTEMBI, USMECHUB
ee JINIIb B AeTayisAax. Hukakas HoBas ujes He MpHU/iajia BOIIIeOCTBY Balllel UTPhI
XapaKTep TBOPEHUA U OTKPBITHA. ITO He O3Ha4YaeT, YTO OAHaK /bl KaKaH-HI/I6YI[B
CYACT/INBAs MBICJIb He IIPUJIET BaM B TOJIOBY U HE 03aPUT Balll Pa3yM OTHOCUTEJb-
HO HOBOTO IPUMEHEHU BAaIlIUX PEJIKUX CIOCOOHOCTEN; HO HA CETONHANIHUN JIEHb
9TO He TaK. BbI BbIJIAIONIUIICS IPEACTABUTEb YXOSAIIEHN IIIKOJIbI, KOTOPOU OoJiee
HeYero IPeJIJIOKUTD, ...Bbl He UeJI0BEK HOBOU IIKOJIbI. Tasibbepr — UMeHHO TaKoU
YEJIOBEK, U B HTOM 3aKJIIOUAETCsI PA3HUIIA MEKIY BaMu~’.
BrpoueMm, crathsa ®eruca BbIlIIA yKe IIOCJIE «AYydJIHU», COCTOSBIIEHCS
31 mapra 1837 roga. O6paTuMcsi K XPOHOJIOTUHM COOBITHH, MPEAIIEeCTBOBABIINX
ATOMY MOEINHKY. 12 MapTa mpoies KoHiept Tams0epra B ITapukckoil KoHcep-
BaTOPUU, 3aJ1 KOTOPOU BMeIllaJ OKOJIO YeThIPEXCOT uesoBeK. [[naHuCT MCHoTHUII
cBou Haubosiee 3ddekTHBIE counHeHUs: bospiryo ¢anTasuio Ha Temy «Boxe,
XpaHu Kopossa» op. 27, @PanTasuio op. 22 u Panra3uio Ha TeMbl «Moucea» [[:xo-
akkuHO Poccunu op. 33. JIuct ke apengoBas 3ai [lapukckoi Oniepsl, pacCuuTaH-
HBII IIOUTH HA JiBE THICAYHU CIIyIIaTesiel. 19 MapTa OH BKJIIOUMJI B IPOTPAMMY CBOU
camble yCIlellIHble KOHIIepTHbIE HOMepa — cobcTBeHHYI0 PaHTa3uio Ha TeMmy « Hu-
00b1» [Taunau U «KoHIEPTHITIOK 111 GOPTENNAHO ¢ OpKecTpomM» op. 79 Kapsa
Mapumn ¢on Bebepa. Kak u mpex/ie, 00a BBICTYIJIEHUS BbI3BUIN MMIUPOKUI OTKJIMK
B IIpecce.

26 Tbid. P. 141.
27 Ibid. P. 142.
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Jlysawb: omavievl ouesudues

Xotsi Petuc yTBep:KIaa, UTO comocTaBiaAaTh Jlucrta u Tanpbepra kak mnua-
HHUCTOB M KOMIIO3UTOPOB HEYMECTHO, aHAJIOTMU HAIMpalluBINCh caMu cODOOM:
B JII000U pereH3uU Ha KOHIEPT OJHOTO YIIOMHUHAJICS WIM TOoApasyMeBasics JIpy-
roil. Y:ke B epBble MecAIbl 1837 rojia y KaKJ0ro apTrucra copMupoBaiach rpyi-
[1a aJIenTOB, KOTOpble IMyOJNKOBAJIN CTaThbU U OOMEHUBAJINCh CBOUMH MHEHUSAMU
B MaPMKCKUX cajioHaX. OJIUH U3 TaKUX IEHTPOB CBETCKOU KMU3HU IPUHAJIJIEKAT
kusaruHe Kpuctune TpuBynbiuo benpmxoiio3o (1808-1871). bauskas moapyra
Jlucta m ogHa U3 camMbIx OOBOPOKUTEIBHBIX CBETCKUX fam Ilapuka Toro Bpeme-
HU, OHa ObUIa MBUIKOW matpuoTko Wranuu, apyxuia ¢ [[xysenne 'apubanbau
u [>xyzenne Maji3uHu, nojijiep:KuBas ux B 00phOe 3a HE3aBUCUMOCTh U O0BE/U-
HeHUe POAMHBIZS. B KOHIle MapTa KHATHHSA OPTaHU30BaJIa B CBOEM OCOOHSIKE TpexX-
JTHEBHYIO CEpUIO 0JIarOTBOPUTEJIBHBIX BEUEPOB /i cOOpa CpeJICTB B IOJIb3Yy UTa-
JIbSTHCKUX TOJIMTUYECKUX OerkeHlleB. IMeHHO Ha MOC/IeHEM U3 3TUX KOHIIEPTOB
COCTOSIIACh 3HAMEHHTAs «Aya/ib» Tanpbepra u Jlucra.

CHauaJjia B KauecTBe yYaCTHUKOB ObLIU 3asaBjeHbl Jluct, Tanbbepr, [llomneH,
I'epu, Kapn Yepnu u Moraun Iletep Ilukcuc: mpeamosaragoch, YTO KaKAbId U3
HUX MPEJCTAaBUT CBOU Bapualuu Ha TeMy u3 onepsl Bunuenno bennuun «Ilypu-
TaHe». OJIHAKO 3TA YaCTh IIPOrpaMMbl ObLJIa OTMeHeHa, JIucer u Tansbepr octaauch
eIMHCTBEHHBIMHU yJacTHUKaMU Beuepa®®. KHATHHE yay0Cch IPO/aTh OUJIETHI 110
40 OpaHKOB — UpPE3BBIYAHO BHICOKOU Il€HE, JOCTYITHOMN JIUIIb BBICIIEN apHCTO-
kpatuu3®. Taspbepr B TOT BeYep UCIOJIHWI CBOIO Bosblinyio GaHTa3uio HA TEMBI
«Moumucesi», a Jluct — ®anrazuio Ha TeMbl «HruobObi». [Io MHEHHIO cobpaBIIencs
yOJINKY, HU OZIH W3 IHAaHUCTOB He 0/iepKajl Bepx, 1 oba ObLIN MpU3HaHbI 00e-
JTUTEJIIMH.

28 [TogpobHee o muuHocTH Kprcrunbl bebakoiios3o cMm. [2, p. 238—239].

20 CoBMECTHbIE YCHUJIMSA IIIECTH MY3BbIKAHTOB, OZ[HAKO, He ObLIM HAIpacHbI: B 1839 roay ux
Bapuanuu ObLIM OMyOJIMKOBaHBI 10/ HazBaHueM «I'ekcamepon» (Hexaméron, morceau de
concert: Grandes Variations de bravoure sur la marche des Puritains de Bellini / composées
par MM. Liszt, Thalberg, Pixis, Henri Herz, Czerny et Chopin. Wien: Tobias Haslinger, 1839.
[S 392D.

30 JIJ1s1 cpaBHEHWS: B T€ TO/IbI MeCsUHAas 3apIuiaTa MyKUHHbI-pabouero B [Tapuske cocraBisiia
0T 30 710 60 ¢paHKOB, a OwieT Ha criekTakab B Onepy — 3—10 ¢ppankos. Cm. 2Kecmkosa O. B.
dpaHIy3ckas 6osbIas Omepa KaK Xy/0KECTBEHHO-3CTETUYECKOE U COIHAIbHO-TIOITUTHYE-
ckoe siBieHne (1820—-1830-e rozpl): AuUC. ... I-pa UCKyccTBoBeAeHu:A. Kazansp, 2017. C. 70.
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dta «JaysJsib» CcTajla, MOXKaJIyd, HawboJiee JIeTaJbHO 3aJ[0KyMEHTHPOBAH-
HbIM (opTrenuaHHbIM cocTA3aHueM XIX crosietusa. Bece oueBUALIBI €JUHOAYIIIHO
MPU3HAIU B 00OMX YyYACTHUKAX BBIJIAIONINXCS MAacTepPOB M BUPTYO30B, IPEJCTaB-
JIABIINX, OJHAKO, COBEPIIEHHO pa3Hble TBOpPYECKUe HampasjeHud. llpusenem
JIBa HanOoJiee penpe3eHTaTUBHBIX OT3hIBA U3 MAPHUIKCKOU ITPECCHI: EPBBIN TPUHA/I-
nexur Koo JKaneny, koppecrionaenty Journal des Débats, BTOpoii — KPUTHKY

U JipamMaTypry ODpHecrty Jleryse:

Jlucr HuKorza He ObLT OoJlee clEep:KaHHBIM, BAYMUYHUBBIM, 5HEPTUYHBIM
u crpacTHbIM; Taspbepr HUKOT 1A He IeJT ¢ TAKUM BOOZYIIIEBJIEHNEM U HEXKHOCTHIO.
Kax/1p1i1 13 THAaHUCTOB MY PO OCTaBAJICA B CBOEU My3bIKaJIbHOU cdepe, IIpU 3TOM
MaKCUMAaJIbHO UCHOJIb3Ysl COOCTBEHHBIE BO3MOXKHOCTU. JTO OBLI BEJIMKOJIEITHBIHN
TypHUp. bBiiaroposnas apena norpysusiach B IIyOOKyI0 TUIINHY. B utore u Jlucr,
u Tanpbepr 6bUTM TPOBO3TJIAIIEHBI TOOEIUTENAMU STUM OJIECTAIUM U YMHBIM
cobpanuem. HecoMHEHHO, cOCTSA3aHUE MOTJIO COCTOSTHCA TOJIBKO B IPUCYTCTBUU
Takoro Apeomnara. Utak, iBoe mobeauTesieil u Hy OHOTO TOGEXKIEHHOTO...3"

Al nmen npUBWIIETHIO CIIYIIATh JBYX BEJIUKUX aPTUCTOB B OJIUH U TOT K€ JIeHb,
B OJTHOM U TOM K€ CAJIOHE, ¢ IATHA/AIATUMUHYTHBIM IIPOMEKYTKOM — Ha KOHIIEPTE,
OpTraHN30BaHHOM KHATUHEN besb/koiio30. IMeHHO 3/1eCh 1 BIIEPBBIE OCSA3a€MO U
SICHO OIIYTHJI IPUHITUIINAIBHYIO PA3HUITY B UX AapoBaHUAX. JIuct, 6eccriopHO, OBLIT
6osiee apTUCTUYHBIM, MACIITAOHBIM, «HA’JIEKTPU30BAaHHBIM» UCIIOJIHUTEAEM. Ero
TOHYAMNIIINE HHTOHAIINY HAIIOMUHAJIU €/[Ba PA3/IMYNMBbIH IIeJIECT KPOILIIEYHBIX OJ1e-
CTOK WU cy1abble BCOBIIIKY UCKP. HUKOT/1a elrfe masbIibl He IOPXasIu Ha KJIaBHAType
Tak Jjierko. Ho B TO ke BpeMs HEPBO3HOCTb 3aCTaBJIsyIa €ro MpuberaTh K TAKE0-
BECHBIM WJIH KeCTKUM dddekram. <...> Tanmpbepr HUKOT/Ia HE OBET IO KJIABUIIIAM.
B ueMm 3aKII09aJI0Ch €T0 ITPEBOCXOICTBO, UTO JIEJIAJIO €T0 UTPY POCKOIIBIO JJIs YIIeH
— TaK 9TO YUCTOTa 3ByKa. fl HUKOT/1a 60J1ee He CIIBIIIAI TAKOTO IIOJIHOTO, OKPYTJIOTO,
MSATKOT0, 6aPXaTUCTOTO U B TO ke BpeMs MoIHoro ToHa! Kak 066l 3TO OOBACHUTH?
Kak rosioc Ans6onu. Ha aTOM KOHIIEpTe, cirymas JIucra, s ourymast cebst B aTMocde-
pe, 3apsyKeHHOU 3JIEKTPUYECTBOM U COZpOTaleiics oT yaapoB MoaHui. Coyias
Tanpbepra, s TyBCTBOBAJ cebs IUTBIBYIIINM B MOPe UHcTelIero ceera. KoHTpacr B ux
XapakTepax ObUT He MeHee Pa3UTEeIbHBIM, YeM B UX TaJlaHTax...5

[ToMuMO 5THUX KOMMEHTAapueB ObUIM COTHU JAPYTUX; NPUBOAUTH BCE BBI-

CKAa3bIBAHUA HET HeO6XO,Z[I/IMOCTI/I, IIOCKOJIBKY OCHOBHOU BBIBO/], OB NJAECHTUYECH:
3t Janin J. [J. J.] Feuilleton du Journal des Débats // Journal des Débats politiques et
littéraires. 1837. 3 avr. P. 1.

32 [Tut. mo: Huneker J. Franz Liszt. New York: Charles Scribner’s sons, AMS Press Inc., 1971.
P. 286—287. (Reprinted from the edition of 1924, New York).
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006a BUPTy03a IIPU BCEM Pa3IMUNH UX TEMIIEPAMEHTOB U CTHJIEH UCIIOJTHEHUS B PABHOU
CTEIEeHU JIOCTOMHBI 3BaHUs mobeauTesis. [Ipoune HI0aHCHI pelleH3ul ObLTU 00YCI0B-
JIEHBI JIUIIIb SCTEeTUYECKUMU MIPEATIOYTEHUAMU AaBTOPOB U MEPOU UX JINTEPATYPHOTO
napoBaHusa. OAHAKO M3yUeHHEe 5TOTO OOIIMPHOTO IIaCTa MaTepUaJIOB IPEJICTaBIIA-
€TCs1 UpEe3BhIYaiHO BaXKHBIM, TaK KaK IIO3BOJISIET MPOCIEAUTh Hanubosiee yCTONYHBhIE
XapaKTEPUCTUKU HCIIOJIHUTEIBCTBA TOTO BpeMeHU. Eciu Ge3yKopu3HEHHOE COBEp-
IIIeHCTBO (POpPTENUAaHHON TEXHUKH ObLIO CBOMCTBEHHO O0OOMM BHPTY03aM, TO B UTPe
Tanpbepra oueBUAIBI OTMEYAIN 0COObINM, KAHTUJIEHHBIN XapaKTep 3ByYaHUs, TOT/a
Kak JIucT Brieuatsis myOIuKy SKCIIpeccrell 1 HeCpaBHEHHBIM JIPAMATU3MOM.
«HoBuszHna» maHepbl Tasipbepra 3akouaniach B YMEHUHU BbIJEATh MEJIOUIO U3
OypHOTro ITOTOKa apremkuo u duryparuii. OH He 6bLT IEPBOOTKPBIBATEIEM «IIEBYUETO
TOHA», KOTOPBIM Byiaziesiu Kpamep, Jl:xon @unz, I1loneH 1 KOTOPbI BOCIIPOU3BOAUIICA
IIOCPeZICTBOM legato, BEIBEPEHHOU alILIUKATyphI U ppasupoku. HampoTtus, Tanboepr,
Cy/is1 TI0 JUHAMUYECKUM YKA3aHUSIM B €r0 COOCTBEHHBIX ITPOU3BE/IEHUAX, AaKIIEHTUPO-
BaJI IVIaBHYIO MEJIOZIHIO ¢ TTIOMOIIbI0 bien marcato. Kpome Toro, oH He ObLT H300peTa-
TeJIEM TaK HAa3bIBAEMOM «TEXHUKH TPEX PyK»33, 0 KoTopoi nucay OeTuc B yoMsIHyTOM
cratbe «Tanp0epr u JIucr». B 1es1om mocsie mepBoro maprKCKOro KOHIEpTa MAaHUCTa
KPUTUKU OBLTH COCPEZIOTOUYEHBI HE HA TEXHUYECKUX MPUeMax, a Ha 00X BreJaTie-
HUSIX €r0 HEMPUBBIYHOTO TOHA, CPABHUBAEMOTO C YEJIOBEYECKUM T'0JI0COM. «BbI 3a0bI-
BaeTe CyXOCThb 3TOI'0 MEXaHNYeCKOI0 MHCTPYMEHTA U COBEPILIEHHO U3YMJIEHBI, CJIbIIIa
3BYK C/lep>KaHHBIH, ITOIOIIUH, IIauyIui, kak y ['pusu, Manmubpau-bepuo wiu Pyou-
HU... HUKTO HUKOT/Ia He eyl Ha GOopTenruaHo Tak, kKak Taisbepr», — oTMeuas AHpU
bianmap34. B npuBemenHom paHee komMmeHTapuu Jleryse 3Byk Tanpbepra Taxske
CPaBHHUBAJICA C TOJIOCOM OIIEPHOM MEBUITHI (KOHTPaIbTO) MapueTTsl AJTOOHH.
YMmeHmue «neTh Ha GOopTeNHnaHo», KOTOpoMy Tab0epr mmo3Hee MOCBATHII IU/TaK-
THYECKUU TPY/I5°, CTAJIO OIPEIEJISIONIEN YEPTOU €ro apTUCTHUECKOU MH/IUBU/YJIbHO-
cty. OHO JIOCTUTAJIOCh HE TOJIBKO JIOBKOCTBIO IAJIBIIEB U MAaCTEPCTBOM HeJaIN3aliu,
33 CogmaresieM 5TOM (AKTYypHOU MOJENTN CUUTAETCA AHTJIMHUCKUU ap@uCT-BUPTyO03 Iiuac
[Tspumi-AsnBape (1808-1849), ubsi UCHIOJTHUTEIIbCKAS IEATEIBHOCTh OblIa HAaIIpaBJIeHa Ha
YTBEDPXKAEHUE ap(i)I)I KaK COJIbHOT'O KOHIEPTHOI'O MHCTPYMEHTA. Taﬂb6epr, BIIeUAT/IEHHBIH
HOBAaTOPCKUMU HaxoAkamu [Ispumi-AsiBapca, alaiTUpoBajl U pa3BUJI UX B CBOUX (popTenu-
AHHBbIX COUYMHEHUAX. CBI/I,ZIeTe]II:CTBOM TBOPYECKHUX cBA3eH MY3bIKAHTOB CJIYKHUT danrazusa
Jutst apdbl costo c-moll op. 35 (1838), mocesmenHas [1apumni-AsnBapcom Tansbepry.
34 Blanchard H. Thalberg // Revue et Gazette musicale de Paris. 1836. 8 mai. N2 19. P. 153.

35 Thalberg S. L’art du chant appliqué au piano: op. 70. 1re série. Paris: Heugel & Cie, 1853.
Préface.
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Ha KOTOPOE YKa3bIBAJIM MHOTHE COBPEMEHHHKH, HO 1 OOraTCTBOM, HACHIIIEHHOCTHIO
MHOTOYPOBHEBOI (haKTyphlI B €ro cOOCTBEHHBIX (paHTa3usaX. KaHTHIEHHbIE ONEpPHbIE
TEeMbI He TEPSIHCH B IVIOTHBIX CJIOSX (DOPTEMUAaHHbBIX (PUTYPAIUH, PAa3THBAIOIIIXCS 10
BceMy /iManasoHy nHeTpyMeHTa3. I10106HO uesloBedecKUM ToI0caM OHH MOTJIH 3BY-
YyaTh B JIIOOOM pErucrpe, He IIPOTHUBOIIOCTABJIAACH ITaccaskaM, a CJIOBHO BO3HUKASA U3
HX TOJIIIHA. XapaKTepu3ysi « BOKaJIbHBIN ToH» Tasp0epra, KpUTUKYA HEU3MEHHO ITPHUMe-
HSUJIN BIIUTEThI «IIOJTHBIA», «CBETJIBIN», « MATKUN», «CHUJIbHBIN», «3BYyUHbIN». Takum
00pa3oM, UCIIOJTHUTETCKUN CTHJIh THAHKCTA HEPA3PhIBHO aCCOIUMPOBAJICS C OIIEPOI
Y OTIEPHBIM IIEHHEM.

Ha cBs3b ¢ onepoi yka3bIBaId HE TOJIBKO BOKAJIbHBIE TEMBI, JIEJKAIIIFE B OCHOBE
ero (popTenuaHHbIX PaHTA3UHA, HO U TVIyOOKUI ITPAKTUYECKUH HHTEPEC K BOKAJIBHOMY
HCKYCCTBY. B TeueHre HecKoJIbKUX JieT Tanp0epr 6pan ypoku nenus y Manyassa 'ap-
CHH-MJIJILIEro, IpenoAasasiiero B [Tapukckoil koHcepBaTopuus’. B cBoeM TpakTare
MMUAHUCT, OCO3HAaBast MeTaOPUYHOCTh CAMOTO 3aryiaBusi — «VICKycCTBO MEHUs B IIPHU-
MeHeHHUHU K GOPTENNHAaHO», — IIPEJIEILHO SICHO M3JI1arajl 3a71ady HaCTOSIIEro apTUCTa:

ITockosbKy opTENHAaHO, PacCy Aas PalMOHAILHO, HE MOXKeT Iepenarh Ipe-
KpacHOEe MCKYCCTBO IIEHUs BO BCEH ero COBEPIIEHHOHN (hopMe (II0CKOJIBKY He CII0co6-
HO IIPOJIJIEBATH 3BYKH ), HEOOXOIUMO IIOCPECTBOM MACTEPCTBA U UCKYCCTBA IIPEOZI0-
JIETb 3TO HECOBEPIIIEHCTBO. CJIeI[yeT CTPEMHUTBCA K TOMY, tITO6I>I CO031aTh NJIJIKO3UIO
He TOJIBKO HeNPepbi8HbIX F NPOO0ANCUMENbHBIX BBYKOB, HO U HAPACMAHUS 3BYKa3S,

Kpome Toro, Tasnipbepr mpu3biBaj MUAHUCTOB YUUTHCA y IEBIIOB MeJIOJINYe-
CKOMY CJIBIIIIAHUIO ¥ JUHAMUYECKOMY OasaHcy: « BokasibHas MeJIoIus JOJKHA OBITh
gce20a BHATHO U SICHO apTUKYJIMPOBAHA U 3ByUYaTh TaK K€ OTUETIINBO, KAaK KPAaCUBBIN
YyeIOBEUECKUi rosioc Ha (OHE OYeHb MATKOTO OPKECTPOBOTO COIIPOBOKIEHU»3Y,
B moAoOHBIX WHCTPYKIUAX 3aKIIOYAINCH KJIIOUEBBIE TOJIOXKEeHUA (opTenrnaHHOU
acretuku Tanp6epra. aes «kpacuBoro rosioca Ha ¢GoHe OUeHb MATKOTO OPKECTPOBOTO
COIIPOBOXK/IEHNUS» BOILIOIIIEHA B KAXK/IOM €r0 COUMHEHUHU, XOTS 3TO OTHIOAb He O3Ha-
YyaJio, YTO BCAKAS My3bIKa JOJIKHA TPAKTOBATHCS KaK apUs ¢ akKoMITaHeMeHToM. [Tua-
HUCT PEKOMEH/I0BaJl BADbUPOBATH TUIIBI TYIIIE B 3aBUCUMOCTH OT XapaKTepa MeJIOJUU:

36 AHAJTM3 UCIIOJTHUTEJIbCKOTO cTuis Tanpbepra Ha Matepuase ero «®anrasuu s Gopre-
MIMaHO Ha JIIoOUMbIe TeMbl oniepbl Meiiepbepa Pobepm-/[b601» TIpeficTaBJIeH B cTaThe: [9].
37 Hominick I. G. Sigismund Thalberg (1811-1871), forgotten piano virtuoso: His career and
musical contributions: Doctoral dissertation. Columbus: The Ohio State University, 1991. P. 45.
38 Thalberg S. L’art du chant appliqué au piano... Préface.

39 Ibid.
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JIpaMaTHYHBIE TEMBI «IIETh TPYZIbI0» (TO €CTh UTPATh IOJIHBIM, CHJIBHBIM U «TETLTHIM »
3BYKOM, HO HUKOT/Ia HE y/IaPATH 110 KJIABUIIIAM), 4 HEXKHbIE U U3SAIHbIE — UCIIOJTHATH
«Kak ObI 6€CKOCTHOM PYKOH M OapXaTHBIMM IaIbIaMu»+°,

VcnosHuTeIbCKOE aMIuTya Jlucra 6a3upoBajioch HA JIPYTHX SCTETHYECKUX
npuHnunax. Ecim B or3piBax o Tanbbepre TeXHUUECKOE COBEPIIEHCTBO YIIOMHHA-
JIOCh KaK KaudecTBO, MOJYMHEHHOEe TJIaBHOU XY/I0’KECTBEHHOW HJlee — BOKAJIBHO-
CTH MEJIOJIUYECKOHN IO/Ia4yH, TO B XapaKTepUcTUkax JIucra sipkocTb, OETJIOCTh UTPHI,
JIOBKOE IIPe0/I0oJIEHNEe HCIIOJHUTEIBCKUX TPYAHOCTEW MOAYEPKUBAJINCh KAK TIJIaB-
Hble JJOCTOMHCTBA BUPTyo3a. Cy/s 1Mo oT3bIBaM oueBUAIEB, JIUCT He 00s1a/1a1 Kpa-
CUBBIM U r1y00okuM 3ByKoM. I'eHpu Yopsiu, ObIBIINE ropsuuM mouurtaTesiem Jlu-
cTa, He MOT O0OOUTHM MOJITMAaHHEM 3TOT HEAOCTATOK: «BO3MOXKHO, B OJTHOPOJHOM
OorarcTBe M HEKHOCTU TOHA OH ObUT IIPeB30ieH»* . AHOHUMHBIN KPUTUK aHTJIMH-
ckoui razetbl Norwich Mercury ormeuas, 94To TOH Jlucra «ycrymnaet 3ByKy Tanbbep-
ra, BCe CpeJiCTBa KOTOPOTO IPeCeyI0T OJHY 1leJlb — MAaKCUMaJIbHO 3 (HEKTUBHO
HCII0JIb30BATh CBOM MHCTPYMEHT» 42,

[MpuHnUnUasbHOEe paszyuyue urpbl Tanpbepra u Jlucra MOXKHO IIpeJicCTa-
BUTbH, €CJIU CPABHUTHh MaHePY UCIIOJIHEHUS UMHU CBOUX (PaHTA3UM HA TEMBbI ONEPHI
Boabdranra Amazes Monapra «/loH 2Kyan». BeHCKHI KOPPECIIOH/IEHT HapUKCKOU
Gazette musicale eme B 1834 roay mucays o0 yauBHTeIbHOU MaHepe Taibbepra
HMUTUPOBATh YeJjioBeueCcKuu rosoc: «Korga oH ucnosHsAeT HA GOpPTENUaHO TeMy
La ci darem la mano, HEBOJIBHO BEPHUIIlb, YTO CJIBIIIUIIG CAMy apHi0; HapacTaHHe
3BYKOB, 3aTaeHHasA CTPACTh, Iadoc CJI0B, MHUMOE COIlpoTuBJeHue llepsnHbl u ee
CKOpO€e TIOpakeHWe — UHCTPYMEHT BbIpakaeT BCE 3TO TAK, CJIOBHO 3BYYHUT CAMBIN
JpaMaTUYHBIN TOJI0C» 43,

B unTepniperanuu Jlncra, ucronHasiero cBou « Bociommuuanusa o Jlon 2Kyane»,
COBPEMEHHHUKOB IOpaskajia CIIoCOOHOCTD MMMAHKCTA BOCCO3/IaBaTh XapaKTePhI ITEPCOHA-
»KeH Tak, YTO mepe;i CIIyIIaTesIsIMU CJIOBHO OXKUBAJIU ClieHU4Yeckue 06paspl. Hemernkuit
nuriomat Kypa ¢own In€nep, yeabimas urpy Jlucra B 1841 roay, ormeuasnt: «Bcee, 9To
OH JleJ1aJl Ha KJIaBUATyPe, OTPaKaIOCh B UepTax ero JIuiia, Ipo0JIeCKUBAJIO B €70 IJ1a3ax
U 3apspKajioch BCEMH €ro JBIKeHUsIMU; ocobeHHO B ayaTte [loH JKyana u IlepsuHsl,

40 Tbid.

# Yopsiu IeTMKATHO Pa3MECTHII 9TOT KoMMeHTapuii B cHocke: Chorley H. Music and Manners
in France and Germany. London, 1844. Vol. 3. P. 45.

42 The concerts // The Norwich Mercury. 1840. 26 Sept. N2 5704. P. 2.

43 A. X. Correspondance particuliere // Gazette musicale de Paris. 1834. 26 oct. N¢ 43. P. 347.
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BO BpeMsI KOTOPOTO OH TO BBITJISZIET KPOTKHUM, TO C PA/IOCTBIO ITOJCKAKHUBAJI CO CBOETO
cTys1a B BO3AyX» (IUT. 110: [ 10, p. 29]). HekoTopbhIM Ka3ajiock, 4To JINCT nmepeaBall apa-
MAaTHYECKUH 3aMbIcesI aXke 60J1ee BbIpa3uTesIbHO, YeM B OIlEpHOM opuruHasie: «Her,
BBl HUKOT/IA TIPEXK/Ie He CJIBIIIAIN MOTUB AydTa La ci darem la mano, uCoJTHEHHBIHA
C TaKOU JIyIION M HEXKHOCTBIO, Wk apuio Fin ch’han d’'al vino — ¢ TakuM BeceIbeM U
crpactbio»*4, — ormeuas ITosib Cmur B 1844 romy.

Tanpbepr co3zaBajl CBOEH UTPOHM HUJLIIO3UIO «IPAaMaTHYHOTO T0JIoca», TOTAa
kak JIucT nepeBomiomasicss B caMux nepcoHaskeil. MHoOrre 0603peBareyii OTMedasiu
OOJIBIITYIO POJIb MUMUKH, KECTUKYJISAIINN U PA3JIUYHBIX TEJIO/IBUKEHUH B €r0 BBICTY-
IieHus1X. JlaHHas 0COOEHHOCTh XapaKTepU30Baia He TOJbKO HCIIOJIHEHUE OIEPHBIX
(aHTa3u ¥ TPAHCKPUIIIHUHN, HO U MaHEPY €Tr0 CIEHNYECKOTO TOBEJIEHUS B I[€JIOM.
I'enpux I'eitHe Ha3bIBas JInucTa « ByJIKAHUUECKUM, IIJIAMEHHBIM» apTUCTOM, I1O/TUep-
KUBasi IIPU 5TOM OTPOMHYIO U TTOIaBJISIONIYIO CHUJIYy €r0 BU3YaJIbHOTO BO3/I€CTBUSA:

...JacTo OH sIPOCTHO OPOCAETCs HA KJIABUIIIH [[BETA CJIOHOBOU KOCTH, CO3/1aBast
BEJINYECTBEHHBIA Xa0C COMBUMBBIX MBICJIEH, CPEM KOTOPBIX 0JIATOYXAIOT I[BETHI
cnam{af/’lmnx YYyBCTB. On OOHOBPEMEHHO IIOAABJIAECT U BOCIVIAMEHAET, HO 9yBCTBO
[IOZIABJIEHHOCTH TIpeobiazaer. IIpusHaoch, HECMOTPsI Ha MO0 Apy»K0y ¢ JIucrom,
€ro My3blKa HE€ IIPOU3BOAUT HA MEHA IIPDUATHOIO BII€EUYATJIEHUA — TEM boJiee 4YTO
51, K CO’KaJIeHUI0, 00J1a/1a10 3pUTETBHBIM CKJIQZIOM YMa U BHKY (DaHTOMBI, KOTOPHIE
ZIPYTHE CIIOCOOHBI JIMIITH CIIBINIATH,

Passmure CIIEHUYECKOTO TIOBEIEHUsI OIpPeNlesisiIo Jaxke Oojlee 3amer-
HyI0 TPaHHIy B HCIIOJHUTEIbCKOM cTuie Jlucra m Tanbbepra, HexKesln Xapak-
Tep 3ByKa. COBpeMEeHHHUKU ObLIM €IWHOAYIIHBI B OIMHMCAHUM «3JIEKTPUYECKU 3a-
PSIPKEHHBIX» BBICTYIUIEHUHM IIEPBOTO U aKaJeMHYECKOH CTPOTOCTH HIPHI BTOPOTO.
Cruennueckuii o06simk TaynpOepra mpejicTaBisa coOOM coueTaHHE CIEPKUBAEMOTO
BOOJIYIIIEBJIEHUS U allOJUIOHUYECKOTO CIIOKOUCTBHUSA, B TO BpEMSA KaK TeMIIepaMeHT
Jlucra accoruupoBasIcsa ¢ JUOHUCUUCKUM, SKCTATHYECKHUM HavyaaIoM:

PazHas mo3a KaXJOTO W3 HUX SACHO yKa3blBaeT Ha pasjMyue HMX HaTYyp.
Brl momHuTeE HCCTYIVIEHHOE HaIIpAXEHHE JIMIa U Tejia Jlucra — cuMBOJI ILjIa-
MEHHOTO HAaCJIaXKIEHUsI, JOXOJAIIEro 10 My4YuTeJbHON 6Gosim. Tambbepr ke,
HAIIPOTUB, CUJUT CIIOKONWHO U IPAMO: €ro HIUPOKUU J100 CKJIOHEH K KJIaBUIIIAM,

44 P, S[mith]. Concert au Bénéfice de Mme Bérton // Revue et Gazette musicale de Paris.
1844. 30 juin. N@ 26. P. 223.

4 Heine H. Lettres Confidentielles II // Revue et Gazette musicale de Paris. 1838. 4 févr.
Ne 5. P. 42.
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KOTOPBbIE OH JEPKUT B IIOJIE 3PEHHUS: 3TO CUMBOJI IJIyOOKOH, HO CIIOKOWHOM
yOekIEeHHOCTH, ITBTKOTO, HO COCPEIOTOUEHHOT'0 DHTY31a3Ma — OTH:A 6e3 IbIMa, HO
He 6e3 xapats.

JI'Oprtura takke Bocxuinaia y Tanpbepra «CIOKOWHAsA CHjia, HEBO3MYTHMOE
MOTYIIIECTBO, BOOAYIIIEBJIEHNE YMEPEHHOE B B TO K€ BpeMs 6e3001aunoe»?’. Buer-
Hee criokorictBue Tanpbepra He 03HAYAJIO XOJIOHOTO PAaBHOAYIIUSA WA OTCYTCTBUS
BHYTPEHHUX SMOITUI: TBOPUYECKOE IJIaMsI aPTUCTA, II0 METKOMY 3aMeUaHUI0 KPUTHUKA,
OBLIIO JIUIIIEHO «JIBIMAa», HO He «»Kapa». Taspbepr He IT03BOJISJI SMOLUAM YIIPABJISTH
€ro TeJIOM U BCerjla COXpPaHsAJI UJleaJIbHO POBHOE M BeJIMUECTBEHHOE II0JIOKEHUE 3a
WHCTPpYMEHTOM. HarpoTuB, B HCIIOJHUTEIHCKON MaHepe JIucra JUuHAMHKa >KECTOB
1 MUMUKA He IMPOCTO JOMIOJIHSIN BO3J/IENCTBHE MY3bIKH, HO CTaJIU HEOTHEMJIEMbBIM
KOMIIOHEHTOM €T'0 CIIEHUYECKOT0 aMILTya. JIFoOoImbITHOE HaOII0/IeHIe OTHOCUTEILHO
ATOr0 BU3YaJIbHOT'O KOHTpAcTa OcTaBuI JleryBe, CTaBIINN CBUAETEJIEM JIET€HIAPHOTO
MoeINHKA B cayioHe besibaK01030:

[To3za JIucra 3a popTenraHo, HalOMHUHAIIasA TU(UI0, OTMeYaIach HEOTHO-
KpatHO. IToCcTOSTHHO OTKU/IbIBasi Ha3a/[ JJIMHHBIE BOJIOCHI, C IPOKAIIUMH TyOaMu
U TPEIEeNyIMMH HO3/IPSIMU, OH 0OBOJWJI 3aJ1 B3IJIAZAOM TOPIKECTBYIOIIET0 Ma-
crepa... Huuero nomobuoro He 65110 y Taspbepra. OH ObLI AKEHTIIBMEHOM-ap-
THCTOM, HJI€AJIbHBIM BOILIOIIEHWEM TaJlaHTA M BOCHHUTaHHOCTU. Kaszasoch, OH
B3I 32 MPaBUJIO OBITH ITOJITHOM ITPOTHBOIIOJIOKHOCTHIO CBOEMY comepHuKy. OH
BoImes1 OeciryMHO — 51 ObI Jake ckasasl, He Hapylasa atMmocdepsl. [locie Top-
’KECTBEHHOTO IIPUBETCTBUS, KOTOPOE MOKa3aJI0Ch HEMHOT'O XOJIOTHBIM, OH CeJI 3a
dbopTenuano, cJIOBHO Ha OOBIYHBIN cTyJ1. [Ibeca HaYasIach — HHU JKeCcTa, HU U3Me-
HEHUs JINIA, HU B3TJIA/AA B CTOPOHY myOnuku! Ecom anmogucMeHThl ObLIU BOC-
TOpP>KEHHBIMH, €r0 €IMHCTBEHHOU peaKIMell OCTAaBaJICA MOYTUTEIbHBIA KHUBOK.
Ero BosiHEHME, KOTOPOE OBLIIO OUEHb TJIyOOKHUM (B 4eM 5 He pa3 yoeKaacs), BbI-
JlaBajio ce0s JIUIb CHJIBHBIM IIPUJIMBOM KPOBH K T0OJIOBE, OKPAIIMBABIINM €ro
VILIH, JIUIO U men?.

ATO pa3yinumre OTYETIMBO IIPOCJIEKMUBAETCA B IOPTPETAX U KapUKaTypax HA MH-
AQHHCTOB, ITyOJIMKOBABIIIHXCS B PA3IMYHBIX JKypHasax. JINCT HEU3MEHHO U300parkaics

46 E. M. Thalberg. Expliqué par Dantan // Revue et Gazette musicale de Paris. 1836. 29 mai.
No 22. P. 180.

47 d’Ortigue J. Concert de M. Sigismond Thalberg // Revue et Gazette musicale de Paris. 1837.
19 mars. N9 12. P. 98.

48 ITut. no: Huneker J. Franz Liszt. P. 285.
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B BKCTAaTUUECKOM MOPBIBE: C OTKUHYTOU Ha3a/1 T0JI0BOU UJIU, HAIIPOTUB, HU3KO CKJIO-
HEHHOU HaJ KiaBuaTypoi. Ha kxapukartype noji HazBanueMm Galop chromatique xy-
JIO’KHUK B T'DOTECKHOM I[IpEYBEJIMUYEHUM 3aledaryes 3KCIEeHTPUYHbIE JBUKEHUA
Jlucra Bo BpeMms BoicTyILieHus (Maatocmpayus 3). CoBepiiieHHbIM KOHTPACTOM BbI-
IAAUT n3obpakenue Tanpbepra, He TOMYCKAIOIMIETO HUKAKUX JIMIITHUX JTBUKEHUH
KOpIIyca, ToJIOBBI WK PyK (Manrocmpauus 4). KapukaTypucT HapucoBasI THAHUCTA
HE C IByMs, a C BOCEMbIO PyKaMU (JiBe U3 HUX B KApMaHax CIOPTYKa), TOCKOJIBKY MHO-
rve OTMEeYaJId, YTO €T0 UCIIOJIHEHUE POK/IAJI0 NITIO3UI0 CTPOMHOU U NTOJTHO3BYUYHOMN
UTPbI aHCaMOJIs WM 11eJI0TO opKecTpa. ®paHiry3ckuii ckyabpnTop Kau-IIvep lanTan
nipesicraBus Tasnbpbepra ¢ AByMs pyKaMu, HO Ha KaK/I0U U3 HUX — 10 JIeCATh MaJIbIeB
(HManrocmpauus 5).

[To-BuuMOMYy, TeXHUUYECKOe MacTepcTBO Taypbepra, MO3BOJISABIIIEE UTPATh
JIByMs PYKaMU KakK IIeCThI0, Ka3aJIOCh COBpPEMEHHUKAM CBepXbecTeCTBeHHbIM. Kor-
Jla OH HCIIOJIHSJI CBOIO TpaHckpumiuio Ilsaroit cumdonum beTxoBeHa, ciymarenu
CPaBHUBAJIU €ro UTpy ¢ opkecTpoM [lapmkckoil KOHCEpBATOPUU:

HeB03MOKHO IIepe/iaTh CJI0BaMU, ¢ KAKUM O4apOBaHUEM ITIyOOKO MeJIaHXOINY-
HBIE U cTpacTHbIe Menoauu Andante ucrovatores us dpoprenuano Taasbepra. Mox-
HO 3371aThCsl BOIPpOcoM, 00s1aaeT i opkecTp KoHcepBaTOpyu WIM YeI0BEYECKUI
rosioc 60Jiee UTHTUMHOUN BBIPa3UTEIbHOCTBIO, 60JIee TPaBAYBBIM, TPOTATEIbHBIM aK-
eaToM™.

3ameTuM, 4YTO OpKecTp IlapmiKCKOW KOHCEPBATOPHU IO/ PYKOBOACTBOM
®pancya AHTyaHa AOeHeKa TPOCIaBUICA TJIyODOKOW WHTepIpeTanueid cuMpOHUN
berxoBeHa u npu3HaBasicA JydiiuM B EBporne fake TaKUM B3bICKATEJIbHBIM KPUTH-
KoM, Kak Puxapy Baruep°.

Urpy JIucra Takke CBA3bIBAJIN CO 3BYYaHUEM LIEJIOT0 OPKECTPA, HO B CHJLY JPYTUX
KadecTB. [I[MaHHUCT YaCTO MCIOJIHSIT COOCTBEHHBIE TPAHCKPUIIINY ITOCJIETHIX YaCTeH
[MTecroii («IlacTopanbHOii») cuMmdbonnu beTxoBeHa, mopakas ciyiiaresiei paHTacTH-
YECKOH CITOCOOHOCTHIO TIEPE/IaBATh HA (DOPTEMHAHO OPKECTPOBBIE TEMOPHI:

...ITocymatite JIucra — 3TOT OpKecTp Ha doprenuano! B kax1om ero nasblie —
MOIIIb IEJION TPYIIIBI JTIoei! <...> Kak MacTepcku OH BOCCO3/IaeT BO BCEM BEJIMKO-
Jienmuu Bce (PUTYPBI: TPAHIMO3HBIE MOHOJIOTH JYXOBBIX, J€MOHUUYECKUE MHIIIAKA-
TO KOHTPabacoB — OT TPENETHOTO MUAaHKUCCUMO JI0 Tpo30Boro dopruccumo! 1 BbI

49 E. M. Concert donné par S. Thalberg // Revue et Gazette musicale de Paris. 1838. 25 mars.
No 12. P. 131.
50 [TompoGHee 06 opkectpe ITapiKkcKoil KOHCEPBATOPHUU cM. [11].
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Hanrocmpayua 3. «XpoMaTuyecKui rajoll, UCIIOJTHAEMbI My3bIKQJIbHBIM JbsBOJIOM».
AnonuMHas kapukarypa Ha ©. JIucra. 1843. bubsmoreka-myseit Onepsl, [Taprxk.

Hcrounuk: BnF. URL: https://classes.bnf.fr/essentiels/grand/ess_2479.htm

(maTa obOpaleHus: 24.04.2026)
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Hanmocmpayus 4. HeusBectusii xynoxxHUK. [Toptper Curusmynza Tanbpbepra.
I'paBropa. Oxk. 1840 roga. Mcrounuk: Gallica: Bibliotheque nationale de France.
URL:https://gallica.bnf.fr/ark: /12148 /btvib84271679.r=Sigismond %20Thalberg%20
caricature?rk=42918;4
(maTa obparneHusi: 24.04.2026)
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Hanroempayus 5. ’Kan-I1vep lantan (JlanTan-miiaammi).
ITopTpert-1map:x Curusmysa Tanbbepra.
Cratyatka. Ok. 1836. Myseii «KapuaBase», [lapmxk. TuB. N2 S1013.
Ucrounmk: https://www.parismuseescollections.paris.fr/fr/musee-carnavalet/oeuvres/

portrait-charge-de-sigismond-thalberg-1812-1871-pianiste-allemand
(maTa obpameHus: 24.04.2026)
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COTJIACHUTECH, uTO JIKCT nmpeobpasut popTenuaHo, IPeBPaTHII €T0 B OPKECTD, YBEJIH-
YIJI €70 MOIIIb BO CTO Kpat>'.

Teoduns I'oThe emme TOUuHee OOBACHAT «OPKECTPATIBHOCTb» JIUCTOBCKOTO
ctuisi: «He To 94TOOBI OH W3BJIEKAT U3 CBOEro (GopTEmraHO TPOMKOCTh, PAaBHYIO
3By4aHHUIO BCeX MHCTPYMEHTOB, HO OH apTUKYJIUPOBAJI BCE MEJIOJUU, BOCCO3/1aBal
TOHUYAUIIIME HI0AHCHI 1 MUMOJIETHBIE HHTEHITUU C HEBEPOSTHBIM IIIAPMOM, peJibed-
HOCTBIO U IPOHUKHOBEHHOCTBIO» "2, 113 MOMOOHBIX OIMCAHUI CTAHOBUTCS OUYEBH/I-
HO, 4TO JIucT TpakToBas QOPTENHAHO HE KaK CPeACTBO MOIIHOTO TOMOTE€HHOTO
3BYYaHUS, a KAK HHCTPYMEHT, CIIOCOOHBIU ITepeiaTh KOJIOPUTHYIO0 KOHTPACTHOCTb,
JIpaMaTUYEeCKyI0 BBIPA3UTEILHOCTb PA3JIUYHBIX OPKECTPOBBIX TEMOPOB, JUHAMU-
yecKux 1 (HhaKTYPHBIX IJIACTOB.

KOMJweHmapuu nuaHucmos

Jlns dopMUpOBaHUsS MHOTOTPAHHOTO IPEACTaBJIEHUs 00 HUCIIOJHUTETbCKOM
HCKYCCTBE JIBYX apTUCTOB HauboJiee IeHHBIMU IIPE/ICTABIISIOTCSA OT3BIBBI IPYTUX ITH-
aQHHUCTOB, HEOJHOKPATHO IocelaBmux BoicTymienus Jlucra u Tanpbepra. PoGepT
[IIymaH, ubsi MHAHUCTUUECKASA Kapbepa BHE3AaITHO 000pBajiach U3-3a TPABMbI PYKH,
OBbLT MBUIKUM TPOIATraHAUCTOM My3bIKU JIKMCTa, XOTs MHOTZA MATKO KPUTHKOBAJI
ero paHHUe MPOU3BeIeHNS 32 U30bITOK BUPTYO3HBIX IPUEMOB, OCJIA0IAIONINX I1€JTh-
HOCTb (pOpMBI. B KOHTEKCTE UCTIOTHUTEIBCKOTO MacTePCTBA O/HO Habsoenue [ly-
MaHa IOJITBEPK/IaeT OTPOMHYIO POJIb BHEIITHEHN, TeJIeCHOU sKcrpeccuu B urpe Jlu-
CTa: «...BCE ATO HAJIO CJIBIIATD, @ TAKXKE BUJIETh. JIMCT HU B KOEM CJIy4yae He J0JIKEH
UrpaTh 3a KyJIUCAMU: 3HAUNUTEJIbHASA J0JIS II093MH ObLIa ObI P 5TOM yTpadueHa»°3,
WHabIME cjioBaMU, JIUCT BO3/1efiCTBOBAJ HE TOJIBKO Ha CJIYXOBOE, HO U Ha 3PUTEIbHOE
BOCIIPUATHE CIIyIIaTeNEe.

K counnenusim Tanbbepra [llyman oTHOCHIICA OCTPO KpUTHYecKu. Jlake eciv oH
IIpU3HaBaJl HEKOTOPbIE yIauHbIe UieH, Kak B bosbioi ¢hanTazum Ha TeMbl « Mouces »
wiu B Tpex HOKTIOpHAX Op. 21, — TO JIeJIaI 5TO C ABHBIM paspakeHrneM>*, 0co6eHHO

5t Franz Liszt: [apres son premier concert du 19 décembre 1839, a Vienne] // Revue et Gazette
musicale de Paris. 1839. 12 déc. N2 67. P. 531.

52 Gautier T. Feuilleton // La Presse. 1844. 13 mai. P. 1.

53 [[Tyman P. ®panr Jlucr // O My3bIke U My3bIKaHTaxX: cOOp. CT.: B 2 T.; COCT., TEKCTOJIOT.
pen., kommedT. /. B. JKutomupckoro. M.: My3sbika, 1978. T. 2-A. C. 225.

54 Tak, ogHy u3 perieHsuit 1837 roza Illlyman Havan cioBaMu: «3HAKOMSACH C COUMHEHUSMU
Tanpbepra, s Bcerzia HaXoAuICs B KAKOM-TO HanpsizkeHuw». Tam xke. C. 43.
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B KOHIIe 1830-X I0/I0B, B IEPUOJ] COIEPHUYECTBA JIBYX My3bIKaHTOB. B 1843 roxy Illy-
MaH, HECKOJIbKO OXJIaJIeB K TBOPYECTBY IOCJIEAHEr0 U CMATYUBIINCH B OTHOIIIEHUU
Tanbbepra, cTas yaiie YIIOMHUHATDh UX B OJJHOM PSJy: «...epBOMY U3 HUX [JIlucTy. —
T. I'., O. ?K.] HUKTO He OTKa)KeT B T€HUAJTbHOM KOMOWHUPOBAHUHU TEXHUYECKUX
TPYZTHOCTEH, B NU300pETEHNHU JEUCTBUTEIFHO HOBBIX HHCTPYMEHTAJIBHBIX 3(P(eKToB
U T. II., paBHO Kak u BropoMy [Tansbepry. — T. I'., O. 2K.] — B caJIOHHOM U3SIIECTBE,
B pacuere 1 3HaHUU 3(PEHEKTOB U T. I1.»25,

®puspux Buk u ero ous Kiiapa nckpeHHe BOCXUINAINCH apTUCTU3MOM JIncTa,
BCTpeua ¢ KOTOpbIM B BeHe B amnpesie 1838 rozja mosio:kusia Havyaso II0J0TBOPHOMY
TBOopueckoMy obienuto. Ha cienyromutii iedp @. Buk 3amucas BrieyaTieHUus B CBO-
eM JHeBHUKe: «Ero Hesb3sl CPAaBHUTH HU C OJIHUM JIDYTHUM HCIIOJTHUTEEM, UO60 OH
yHuKaseH. OH IOpaskaeT ¥ U3yMJIAET, ¥ OH — OueHb IPHATHBIN apTucT»5°, OnHako
KaK OIBITHBIN IleJiaror, BUKk He MOT He OTMETUTD UYpe3MepHylo addekranuio Jlucra:
«OH He 3HaeT rPaHuI] CBOEHN CTPACTU U HEPEIKO OCKOPOJIsieT YyBCTBO IPEKPACHOTO,
Tep3as MeJIOAUU U CJIUIIIKOM YacTO 3JI0YIOTPEOIsAS HeAaTbio»°7.

Cama Kiapa or3piBasiach B paBHOU CTENIEHU YBAYKUTEIBHO O KOKAOM U3 MHAHU-
croB. B srekabpe 1838 rozma B muchMe Oyaymiemy My»ky u3 Jledniura oHa 3aMeTHIA:
«Buepa npuexan Taspbepr 1 urpas 371ech Ba vaca, Iorpy»kas Hac B HellpeKpalao-
1eecsi U3yMJIEHHE; OH MOXKET MHOTO€e — 0O0JIblIIle, UeM Bce MbI (KpoMme JIucra) — B 3TOM
BbI IIpaBbI; U He Gy/Ib 5 JKEHIIUHO, 5 ObI JABHO PACIIPOIIAIACH C BUPTYO3HOCTBIO. .. »5S,

Terutas npy:x6a [loneHa ¢ Jlucrom — dakT oOIen3BeCTHBIH, TOT/IAa KaK I10-
HSTh €r0 OTHOIIIeHNE K TuaHu3My Tasibbepra Ha OCHOBAaHUM €JUHCTBEHHOTO JIOCTO-
BEPHOT'0 BBICKA3bIBAHUA 3aTPYAHUTEILHO. B 1830 rozy B nmucbMe K Jpyry KOMIIO3U-
TOp OTMeYdaJI:

...Tampbepr OTJIMYHO UTpAaEeT, HO YeJIOBEK OH He B MoeM BKyce. OH MOJIOXKe

MeHsl, HpaBUTCsA 1amam, u3 Hemoii®® feaer nonyppu, piano — meaaislo, a He py-
KOW, JIEITUMBI OEPET, KaK 51 OKTaBbl, HA COPOUYKAX Yy HET0 OPUJLTMAHTOBBIE ITYTOBKH,

55 [I[Tyman P. Kommosumuu st poprenuano // O My3blKe U My3bIKaHTax: coOp. CT.: B 2 T.;
COCT., TEKCTOJIOT. pefi., koMMeHT. [I. B. 2 Kutomupckoro. M.: My3bika, 1979. T. 2-b. C. 147.

56 [Tut. mo: Burk J. N. Clara Schumann: A Romantic Biography. New York: Random House,
1940. P. 149.

57 Ibid.

58 Litzmann B. Clara Schumann: An Artist’s Wife. Based on material found in Diaries and
letters / transl. by G. E. Hadow. London: MacMillan, 1913. Vol. 1. P. 179.

5 «Hewmas u3 [Moptuuu» (bp. La muette de Portici, 1828) — onepa Jlanuansa-®pancya-Ic-
ipu O6epa Ha inOpeTTo AKeHa Ckpuba u YKepmeHa JlesaBuHs.
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Moriesiec He TOpa)kaeT e€ro, U MO3TOMY HE JIMBO, YTO €My IIOHPABUJIUCH TOJIBKO
tutti u3 Moero KOHI_IepTa>>6O.

Eciu ocrtaBuUTh B CTOPOHE HUPOHMIO II0 IIOBOAY IIYTOBOK U MOMYJIAPHOCTHU
Tanpbepra y »KeHIIHH, TO, MO CYIIECTBY, OCTalOTCS IPU3HAHUE TEXHHYECKOTO
MIPEBOCXOJICTBA B HCIIOJIHEHUU JElUM, yKa3aHue Ha chnenuduky Ieaajin3anuu
U ckpbiTas oouya IllomeHa u3-3a TOro, YTo B €ro Npou3BeieHUuU Tarp0epr OmeHmT
JIUIIb OPKECTPOBBIE PA3/IEJIbL.

®enmkec MeHebCOH MHOTOKPATHO NPHUCYTCTBOBAJI HA KOHIepTax Jlncra
u Tanpbepra m He pa3 OT/aBaJl JOKHOE KaKIOMYy U3 HUX. Ilocie mapr:KcKom
«JTy3JIN», KOT/Ia IIOYTH BCE MY3bIKAHTBI, CJIBIIIIABIINE UTPY JIBYX BUPTY030B, CHUTAIA
CBOUM JI0JITOM BBICKA3aThCA, OH PE3IOMUPOBAJI CBOE MHEHUE:

Jluct mpoObLT 37ech 1B HEAE U U BBI3BAJI CPeAY HAC HACTOAIINN MapOKCU3M
BOJIHEHUS, KaK B XOPOIIIEM, TaK U B J[ypPHOM CMBICJIE. fI cCUUTAIO €ro B IEHCTBUTETh-
HOCTH JTIIOOE€3HBIM, CepAEeYHBIM UeJIOBEKOM U BOCXUTUTEJIBHBIM apTUCTOM. To, 4TO
OH Urpaet 6osiee TEXHUIHO, YEM BCE OCTAJIBHBIE, HE MOJJIEKUT COMHEHUIO; OTHAKO
Tanbbepr, ¢ ero CIOKOKWCTBUEM U B Mpefieyiax cBoel 0osiee y3Kou cdepsl, bimxe
K COBEPIIIEHCTBY KaK HACTOSIIUN BUPTY03; B KOHIIE KOHIIOB, UMEHHO B 3TUX paM-

Kax cJIeayeT CyauTh U o JIucre, mOO ero COUMHEHUS YCTYIAIOT €r0 Urpe M, 1o CyTH,

paccYUTAHbI HCKJIIOUUTEIHHO Ha BUPTY030B%,

Bce 3T OT3BIBBI MOATBEPIKAAIOT, UTO IPEAIIOUTEHUS B MOJIb3Y OJHOTO HWJIN
JIDYTOTO THAHWUCTa BOBCe He OBLIM CBSI3aHBI C MPOTUBOIIOCTABJIEHHUEM «CTapOro»
1 «HOBOTO», KJIACCHYECKOTO ¥ POMAaHTUUECKOTO, «TJIyDOKOTO» M «IIOBEPXHOCTHOTO».
BOJIBIIMHCTBO Cy:KeHUH Tak)Ke HeJlb3sl 00BACHUTD JINIIh UHAUBUIYATbHBIMU XY-
JIO>KECTBEHHBIMU WJIM YeJIOBEUeCKMMU HpucTpactTusMu. HamomuuMm, uto bepanos
CUMIIaTU3UPOBas JIVCTy, UTO He Mellajio eMy IO JIOCTOMHCTBY OIleHUBATh MacTep-
ctBo Tanbbepra. Petuc, moguepkuBas MaciiTad TajanTa Jlucra, CAUTa YMECTHBIM
yKa3bIBaTh 1 HA €TI0 UCIIOJTHUTEIbCKIE HETOCTATKH.

CouuanvHblil npodurs ayoumopuu NUAHUCNOS

HexoTopble oTeuecTBeHHbIE U 3apyDekHbIe UCCile/loBaTe I 00bACHAIN GOop-
MasTbHYI0 T00ey Taspbepra mpek/ie Bcero ero NpuHaJIesKHOCThIO K CBETCKOM 3JIU-
te. K npumepy, A. E. ByzisikoBckuil nucas:

¢ Jllonen @. ITuckbMma: B 2 T. / COCT., KOMMEHT., BeTyIl. cT. I'. C. Kyxapckoro; nep. I'. C. Kyxap-
ckoro, C. A. CemenoBckoro. M.: My3sika, 1976. T. 1. C. 204.
¢ Mendelssohn Felix: Letters. Edited by G. Seldon Goth. New York: Pantheon, 1945. P. 289.
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...B cBoeobpazHOM apTucTHYecKOM copeBHOBaHuU Jlucra ¢ Tanpbeprom B 1837
TOZTy ITapHKCKOE CBETCKOE OOIIECTBO 0KA3aJI0Ch HA CTOPOHE MocyIeHero. <...> Ilo-
nieH, 'eitne, Bepsnos u Apyrue Xy0KHUKYU, BRIPAXKABIIIE BKYyChl U MHEHHS HaU-
6oJ1ee pa3BUTOMN U MPOTPECCUBHOM YACTH IMAPUKCKOT0O 00II[ecTBa, OBLIM HA CTOPO-
He JIucra u naBamu Taap6epry coBepIIeHHO JPYTYIo oneHKy 2 [2, ¢. 19].

B Tom ke myxe BrickasbiBasiuch B. H. Anekcanzposa u E. Y. Meiiux, TobKO
«BBICIINI cBeT» Ilapuka OHU CBA3BIBAIM He C APUCTOKPaTHedi, a ¢ Gyp:xyasueii®s,
B cBow ouepenps Panbd JIOKK yTBep»kaajl, YTO «KpaTKOBPeMeHHas, HO SAPOCTHas
HenpusA3Hb Jlucra k Tanpbepry OpLIa ABHO OKpallleHa KJIACCOBBIMU ITPOTHBOPEYH-
SIMH», TIOCKOJIBKY TIOCJIEJTHEMY ITOKPOBUTEIHCTBOBAJIA 3HATH, a y JIucra sikoObI Ipo-
CJIEXKUBAJIACH «IyXOBHASA CBA3D ¢ paboumMm Kiaccom» [12, p. 67]. IloBogom A5 Tako-
r'0 3aKJIFOYEHUST MOT MOCIY>KHUTh Pa3Be YTo 0JIarOTBOPUTEIHHBIN KOHIIEPT B MOJIb3Y
6e3paboTHbIX B JInoHE 3 aBrycra 1837 roga, B KOTOpoM, moMuMo JIucra, yaacTBOBa-
JI ¥ IpyTHE apTUCTBHIL.

HNana T'yiu B cBOEM MHOTOCTOPDOHHEM HCCJIEOBAHHUU IIPECTaBUiIA OoJiee
IyOOKYIO, COIMAIIbHO OPHUEHTUPOBAHHYIO KOHIIEMITUIO collepHuYecTBa Tanbpbepra
u Jlucra. IlepBoro oHa kinaccudunpoBaga Kak apTUCTUUECKUN CUMBOJI «apPUCTO-
KpaTuU II0 POXKJEHUIO», a BTOPOTr0 — KaK BBIPA3UTeJsl «aPUCTOKPATHUU TaJaHTa»,
00beTUHSIONIEH JIUTEPATOPOB U XyAOKHUKOB [10, p. 59—70]. I[10/100HBIN B3TJIsA
MIpeJICTaBJIsIeTCs BIOJIHE 0OOCHOBAHHBIM, YIUTHIBAsA TECHBIE CBA3U Jlucra c muca-
TeJIIMHU-POMaHTHKaMH, PY*k0y 1 coTpyzmHmdectBo ¢ bepanosom, Illymanom, lo-
mmeHoM, MeiiepOepoM. B oTHomenuun Tanpbepra 3Ta KOHIENIUSA TAK)Ke BBITJISIUT
BIIOJIHE yOEUTESTbHON: apUCTOKPATUYECKOE MPOUCXOXKAEHUE, BUPTYO3HAs WIPA,
yMEHHE JI€PKATHCS €CTECTBEHHO U C JOCTOMHCTBOM BBI3BIBAJIM K HEMY TJIyOOKYTO
CUMIIATUIO BEJIbMOXK, a MPOTEKIUA aBCcTpUiickoro auiiomara B [Tapuke rpada An-
tasa Pynonbda AlnoHbU OTKPBIBAJIA IBEPU B CaMble IIPECTUKHbBIE CAJIOHBI.

OnHako Tpu OsIMPKAMIIIeM PacCMOTPEHHU BBISACHSETCS, YTO CAMYI0 CHJIHHYIO
O/IZIEPKKY JIMCTY OKa3bIBAI BOBCE HE MPECTABUTETN TBOPUYECKOU AJTUTHI (XOTS OHU
Y BBITIOJTHSLTA BRKHYIO QYHKITUIO B (POPMIPOBAHUY €TO PEITyTAIINH), a 3KEHIIIMHBI 3HAT-
HOT'O ITPOUCXO3K/IEHUs — CBETCKUE JIbBUIIBI, IPUHAJJIEXKABIIINE K aPUCTOKPATUUECKOU
Kacre naprxkckux npeamectuii CeHT-OHope u Cen-KepmeH: KHATUHA besbx011030,
Mapkwu3a Jie JIa Mor Jle Baiie, reprioruss AaTyanerra e Po3as, rpaduns g 'Ary.

2 Byodsxosckuil A. E. [Tnanucrtudeckas gesaTesbHocTb JIucra. C. 19.
% Anexcandposa B. H., Metiaux E. 1. Juct 1811-1886: KpaTKHil OYePK KU3HU U TBOPUECTBA.

C.57-58
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Bespakoii030 ObLIa HE IIPOCTO IIOKPOBUTEJIbHUIIEH My3BbIKaHTa, HO U €ro
CTPACTHOU 3aIlIUTHUIIEW, 0COOEHHO B KYJIbMHUHAIIMOHHBIN ITEPUO/I COIIEPHUYECTBA.
«Jlyasib» B ee 0COOHSIKE, OUEBU/THO, 3a/TlyMbIBAJIach C TEM, YTOOBI 00ecIIeuuTsh JIucTy
IICUXOJIOTUYECKOE MMPEUMYIIECTBO 3a CUET BBICTYIIEHHUS B MPUBBIYHOU cpefie II0-
yuTtaTeser. Ha aTo nmpsMo ykasay aBTOp cTaTbu B razere Vert-Vert, coxpaHsBIlen
HEUTPAJIUTET B OTHOIIIEHUHU JBYX IIMAHUCTOB U OTKJIUKHYBIIIENCS HA «y3J1b» JIUIIb
HeOOJIBIIION 3aMeTKOM:

ArtutoziricMeHThI ObLTH OyPHBIMU /1711 000uX. JIMCT He CITUIITKOM O€3yMCTBOBAJI.
Tanbbepr, Kak 00bIYHO, ObLI CIIOKOEH. TPYAHO CKa3aTh, B KAKYI0 CTOPOHY CKJIOHHU-
Jlach 4Jaimia BecoB. YacTph myOMKU OTAasa Mpeanoutrerue JInucery, ocrajbHble BbI-
CKasaJiuch B mosib3y Tasmbbepra, Tak 4To BO3TJIAChl «OpaBO» pas/ieIuIuCh TOPOBHY.

U 37ech Ke OTMETHM: eCJId U ObLIIO KaKoe-TO IMPENMYIIECTBO, TO OHO OKa3a-
JIOCh Ha CTOpOHE rocrouaa Taapbepra, KOTOPBIi HE MOT PACCYUTHIBATH Ha 0COOYI0
6J1arOCKJIOHHOCTD ITyOJTUKH, COCTOSIBIIIEH ITOUTH MCKJIIOUMTEBHO U3 MPEeIaHHbIX
IOKJIOHHUKOB rocroauHa JIncra®4,

[To-Bumiumomy, JIucT ocTpo HysKZajicsi B TaKOW IIOJI/IEp:KKe M3-3a IIKBajia
BCTPEUHOU KPUTHKHU, OOPYIIUBIINENCA Ha HETO IIOcjie MyOJIMKAIUU 3JI0TOJIYYHOMH
cTatbu. beb/3K01030 IPUMTHUCHIBAIOT aOPU3M, IKOOBI IIPON3HECEHHBIH €10 B Kaue-
CTBE BePJUKTA IT0 OKOHYAHUU cocTsA3aHus: « Tamp0epr — mepBhIii MUAHUCT B MUPE,
a JIucr — eIMHCTBEHHBIN ». ATO BhICKa3bIBaHHE YACTO IIUTHPOBAIOCH OrorpadaMu
JIvcra Kak A0Ka3aTeibCTBO ero IMPeBOCX0/CTBa, HO IIPU 3TOM HUKOT/IAa HE YIIOMU-
HaJIOCh MPU3HAHUE KHATUHU B MUChMe K HEMY, HAIlMCAHHOM B HOs0pe 1841 roja:
«fI gyacTo roBop cebe, YTO ObLIa HeCIpaBeJIMBa IO OTHOIIEHHIO K Tampbepry
H YTO BOCXHIIIEHHe BaMu 3aTyMaHUIO MOe cyx/eHnex» %5,

B 1832—-1833 rogax Jlucr 4acTto BbICTYIIAJl B CAJIOHE JAPYTON CBOEUN IMOKPOBU-
TeJIbHUITBI — MapKu3sel Jle Baiie. IMeHHO B ee POCKOIITHOM OCOOHSIKE B IIPEIMECThE
Cen-’KepMeH MHaHUCT ITO3HAKOMIICA ¢ TpaduHed 1’ Ary. I'eprioruss e Po3aH Takke
peryJIsipHO mpurJjamasa JIucra He TOJIbKO 1A (GOPTENMUaHHBIX BBICTYIUIEHUHA, HO U
JUIST y9aCTUSA B JINTEPATYPHBIX U PHIIOCOPCKUX TUCKYCCUIX. Bee 5TO CBUIETETLCTBY-
eT 0 TOM, 4TO JIHCT, ITO3UITMOHUPOBABIINU cebsl IIpeJICTABUTEIEM «apPHUCTOKPATHH
JlyXa» WA «apPUCTOKPATHH TaJIaHTa», MPEAIIOYNTAI BpaIaThCs B KPyrax «apHCTO-
KpaTHH I10 POXKIAEHUI0», a BOBCE He cpeaiu Oyp:Kya3uu WId TeM OoJjiee mpoJieTapuara.

4 Concert de bienfesance // Vert-vert: Gazette de Paris. 1837. 1 avr. N2 91. P. 2.
% ITut. mo: Autour de Mme d’Agoult et de Liszt (Alfred de Vigny, Emile Ollivier, Princesse
de Belgiojoso): lettres. Paris: B. Grasset, 1941. P. 184.
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Ha 5T0 yKa3bIBAIOT U GeCIIpele/leHTHO OPOrue GIIIeTH Ha ero KOHIepTs®®. Bol-
COKHME IIEHBI CIYKUJIM COIMATBHBIM (DUIBTPOM, OTCEUBAIOIIUM JaKe 3a3KUTOUYHBIX
napmkaH. Ecoiu B 1837 rogy OmieT Ha Beuep KaMepPHOU MYy3bIKH CTOHJI JIBEHAIIATh
dpankos®’, uTo cunTaIOCH €/1BA JIU IPHEMJIEMOI CYMMOI, TO 3a MOCEIeHIe CBOETO
KOHIIepTa 27 MapTa 1841 roga JIucT ycTaHOBUII IJIATy B pa3Mepe ABazlaTu GpaH-
koB. M3maTenb Revue et Gazette musicale Mopuc I1lne3uHrep IpeyioKul CHU3UTh
eny®®, Ho B pe3ysbTaTe U YTPATIII 6JIATOCKIOHHOCTD apTrcTa’?.

Tanpbepr, Oyaydu HPOTEKE BIMATEIBHON CeMbH AIIOHBH, HEOTHOKPATHO
BBICTYIIAJI HA Beuepax B UX JAoMe. B pasrap conepHuyectBa JIUCT kasoBasics ' ATy:
«ATITIOHBY IJIETYT UHTPUTH (MMEHHO TaK 3TO HaszbIBaeTcsA) 3a Tanpbepra v MpOTUB
MeHA»7°. DTOT TOPbKUM YIPEK IIPEACTABIAETCS ellle OZHUM TSAKeJIbIM MOPaIbHbIM
IIOCJIE/ICTBHEM cTaThH JIrcTa, B KOTOPOH OH MHOABEPT MyOJIUYHOMY OCMESHUIO HE
TOJIBKO KOHKYPEHTa, HO U ero ayautopuio. CTouT 106aBuUTh, uTo rpad Pymonsd Am-
IIOHBH, aBCTPUICKUH ITOCJIaHHUK B [Tapuike, 6;1aroBosiii1 JIMCTY 1 4acTo IpUIJIAIIa
€ro B CBOM casioH. Korjia ke CIopbl 10 IMOBOY «/Iy2JIM» YTUXJIH, OH CIIOCOOCTBOBAI
HarpakJeHUIo IHaHucTa opieHoM IloueTHoro sierroHa (cM. [10, p. 63]).

C gpyro#t croponbl, B 1837 roxy Tanmp0epr yacrto BBICTYIIaJl Ha Bedyepax
y cynpyroB dmuiasa u Jlenbdunbl ae KupapzieH — IIpeacTaBUTEIEH TBOPUYECKOM
BJINTHI, YbH «CPEJbI» CUMTAJIMCh UPE3BBIYAMHO IIPECTHXKHBIMH. B pasrap cormep-
HHyecTBa ux rasera La Presse (3. me KupapjeH ObLI ee IJIaBHBIM PEIaKTOPOM)
3aHsJIa TBEP/YIO IPOTAIL0EPTOBCKYIO IIO3UIUIO ¥ CYPOBO KpUuTHKOBaja JIucra’l, ko-
TOPBIN, BHPOYEM, ITO3/THEE CTAJ KEJTAHHBIM IT'OCTEM B HX JIOME.

% Bo3mM0o:KHO, IleHOBasA crparerus Jlucra onpezaensiach UM ¢ orsaakoi Ha Tans6epra. I1o
KpaliHell Mepe ero mucbMa kK Mapu ATy cozep:kaT CBU/IETEIHCTBA PEBHOCTHOTO TOZICUeTa
TOHOPAPOB CONIEPHUKA. J[a)Ke CIIYCTs TPU T'O/Ia IOCJIE «Iy3JIn», B Mae 1840 roJia, OH IMUCAIT:
«Tanpbepr He 3apaboTaj U TPETU OT TOTO, UTO IPUHATO CUYUTATh. Sl 3HAI0 TOUHBIE ITUQPHL.
OHH /1aJIeK0 He TaK BBICOKH, KaK s AymMasl. OH IOJIyJas BCero JIBaillaTh ruHel (MaKkCHMyM)
3a KOHIIepT. MHe ’Ke JIal0T TPUAIATh, YTO 3/1eCch HecsibixaHHO». Correspondance de Liszt et de
la comtesse d’Agoult. Vol. 1. P. 439.

¢ Baungarten Ch. Douze francs par billet // Gazette des salons: Journal de Musique,
de Littérature et de Modes. 1837. 8 févr. P. 497—498.

% Nouvelles // Revue et Gazette musicale de Paris. 1841. 21 mars. N2 24. P. 183-184.

% ITogpobHee cMm. [13, p. 11].

70 Correspondance de Liszt et de la comtesse d’Agoult. Vol. 1. P. 198.

7t Hapumep, B craThe iuTeparopa Openepuka Cymiawe, cm. Soulié F. Feuilleton // La Presse.
1837. 10 avr. N2 270. P. 1.
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[TpuBenenuble GakThl MPOTUBOpPEUAT KOHIENNIUU O JIucTe Kak BbIpa3uTesie
H71eaJioOB «IIPOTPECCUBHOU YacTU oO0IecTBa» B MpoTHBOBec Tanbbepry, aBoputy
HCKJIIOUHATETHHO apucTokparuu. O6a BUPTy03a BBICTYHAJIN TEPE] apUCTOKpaTHYe-
CKOU IMyOJIUKOM, a BJIUATEIbHBIX IOKPOBUTEJIEH y JIncTa ObLIO HE MEHBIIIE, YEM Y €T0
COTIEpHUKA.

OmnpenenieHne «IuaHuCT OyAylero» 6bUIO UCIOJIb30BAaHO bepno3om B kaue-
cTBe KoMIUTIMeHTa JIucry, OGsecTsine uCoJHUBIIIEMY cOHaTy beTxoBeHa, a BOBCe
He B KOHTEKCTe IIPOTUBOIIOCTABIEHNUA KJIACCUYECKOTO MPOIILIOTO U POMaHTUYECKOTO
Oyayiero. B 1ies10M XxapaKTepUCTUKU « HOBU3HA» WJIN «HOBBIN» Yallle BCTPEUAIOTCA
B KOMMeHTapusAx o nuanusme TanpOepra, Hexxenu Jlucra. To ke kacaeTcs ¥ Tpak-
TOBKU UX TBOPUECKON UHAWUBU/IYaJIbHOCTU KaK « DOMAaHTUYECKOU ».

Cratbsa ¢ KpUTHUKOU coumHeHui Tanpbepra oOHaXKWIa yA3BUMOCTh COOCTBEH-
HBIX ITpou3BeZieHu JIucra, HallMCAaHHBIX W UCIIOJIHEHHBIX UM K Haudaty 1837 roza.
B pesysibrate HeKOTOpBIE ounTaTe M JIMcTa IepeluIi Ha CTOPOHY ero COIepHUKA 110
MOPAJIBHO-3TUYECKUM COOOPa’KEHUAM, XOTS I03/[HEE OHU BEPHYJIU apTHUCTY CBOE pac-
MIOJIO}KEHWEe U MPOJIOJIKIIN TOCellaTh ero BhicTyIuieHus. ITucbma Jlucra K Apy3bsam
IIOKA3bIBAIOT, KAK PEBHOCTHO OH CJIEAWJI 32 MOJIJIEPKKOU CTOPOHHUKOB B MOCJIENYIO-
mrye roawl. Tak, mocse cepuu ycnemnrHbx KOHIEpPTOB B BeHe B 1838 roay o nucas:

Bce MeHst 0002Ka10T, IPEBO3HOCAT U BOCXBAJIAIOT, 32 UCKJIIOUEHUEM IOJIYII0-
JKHUHBI IOBOJIBHO BJIMATEJ/IBHBIX IIEPCOH, KOTOPHBIE B APOCTH OT MOEr0 ycCiexa <...>

Tanp0epr 6oJIbIIIe MOXOAUT STUM JIIOAsIM. Ho OHH B pacTEPSIHHOCTH — BEb CTOJIb
MHOTHE €JUHO/YIIIHO BBICKA3aJIUCh B MOIO I10JIb3Y!7?

[TpumeuaTesibHO, UTO JIUCT MIPOOIKAT OT3BIBATHCSA O KOHKYPEHTE B HETATUB-
HOM KJTIOUeE Jlaske TI0cJIe TOro, Kak Tasnpbepr czesas mar K IpUMUPEHUI0, IPU3HAaB:
«ITo cpaBHEHMIO ¢ BAMU B BeHe s1 Bceryia HUMeJ yeIieX TOJIbKO U3 YBayKEHUS» /S,

K 1839 roay Bpaxiebubie uyBcTBa K Tanbbepry Hauasnu yracaThb: JIMCT morpy-
3WJICS B KOMIIO3UTOPCKOE TBOPUECTBO U BCEPhE3 MOJIyMBIBAJI O 3aBEPIIIEHUN Kaphbe-
pbl BupTyo3a. Ilpu3Hanue, c/ieJlaHHOE B OJHOM U3 IHUCEM K ATy, CBU/IETE/ILCTBYET
O TIepeoIleHKe ero apTUCTUUECKOTo cTaTyca: «Kak uesoBek, HUKOI/Ia HU HA YTO HE
IIpeTeH/I0BABIIINH, s O0Jiee ueM JIOBOJIEH TE€M, UTO B IJIa3ax BCEr0 MHUPA 5 BTOPOU WJIn
10 KpaliHell Mepe HAIIOJIOBUHY MEePBBIN — 3TO IJIaBHAs HArpajia, KOTOPYIO MBI JIEJTUM
¢ Tamp6eprom»74,

72 Correspondance de Liszt et de la comtesse d’Agoult. Vol. 1. P. 228.

73 Ibid. P. 225.

74 Agoult M., d’. Mémoires (1833-1854). Ecrits autobiographiques: 2éme volume / éd. par
Daniel Stern. Bourlapapey: bibliothéque numérique romande, 1927. P. 233—234.
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JlanbHelIee pa3putue (GOPTENHAHHOTO HCKyccTBa BO PpaHIUM MMOKa3aslo,
yTo 3cTeTrka Tanpbepra, oOCHOBaHHAasI Ha IJIyOOKOU CBSI3U C OIIEPHOM KAaHTHJIEHOU,
okaszajiach OoJiee CO3By4YHa HjieajlaM TOTO BPEMEHH, UYeM «OpKecTpaJibHas» KOH-
nennus Jlucra. Hanbosiee TajaHTINBBIX U yCHENIHBIX MOJIOJBIX ITHAHHUCTOB, BbI-
crynasmux B [lapuike B mocsesyrolue rojibl, — Takux kKak Jlenep, Knapa Illyman,
Avuib Ilprogan, Anekcadgap J[padilok — KPUTUKH HA3BIBAJIH IIPECTABUTEIISIMU,
IIOCJIeIOBATEISIMUA WU IIPEeeMHUKAMH IIKOJIbl Tanbpbepra, 4To 3By4aso Kak IIPU-
3HAHHE BBICOKOT'O apTUCTHUUYECKOTO craTyca. OlHAKO Korja B 1840 roay Ha IapHK-
CKOM crieHe JebrTupoBas AHpHU JIuToabd, pereH3eHThl OTMeYaId He TOJBKO TeX-
HUYECKOE COBEPIIIEHCTBO €r0 UTPHI, HO U IIPU3HAKH MoapakaHus JIucry: «ocroguH
Jlutosbd — MOJIOMOM, TAJAHTIUBBINA IHAHUCT, KOTOPBHIA, K COMKAJIEHUI0, UMEET
IIPUBBIYKY CJIHMIIKOM CHJIBHO HampsraThcsA Ha ImyOJimke. 3aueM 3TU 3aKaTbIBaHUS
IJ1a3, 3TH MOBOPOTHI T'OJIOBBI, 3TH B3Max{ CBETJIBIX BOJIOC, 3aKPBIBAIOIIUX €r0
uno?» (murt. mo: [10, p. 58]). 3HaunmocTs Tanbbepra npu3HaBaaach U AeCATUIETHS
ciyctsa. Tak, aHOHUMHBIH KoppecnoH/ieHT Revue et Gazette musicale, OTKJINKHYB-
IIUHCA Ha JIOHJIOHCKOE BHICTYILJIEHHE ITIHAaHNUCTa B 1862 rojy, oTMevast:

Tanb0epry efdCTBUTENBHO OAPAXKAIN, KAK HUKOMY JPYrOMY; €r0 MaHepy Ia-
POAMPOBAIH, IPEYBETUUYMBAIY, UCKAXKAJIU, U, BO3MOKHO, KaXKJOMYy U3 HAC He pas
NPUXOJUIOCH IIPOKJIMHATD 3Ty IIKOJIy, MOPOJAUBIIYIO JIABUHY HOT, BOCXOJAIIUX
U HUCXOJAIINX apIle/KUO0 ¢ BOKAJIBHOU Meso/inel — a vaie Bcero u 0e3 Hee.
AITOCTOJTBI MCKA3WJIN CJIOBA MacTepa. Ho Koryia Mbl BO3BpaIlaeMcsi K KCTOKY, MbI
IpUMUPAEMCS C HUM U CHOBA IPEKJIOHAEMCH — KakK JIBAALIATh JIET Ha3a/l, Kak
B IIOPY IOHOCTH M DHTYy3Ua3Ma’>,

Pe3stome

[TogBOZIsT UTOT, CJIEAYET OUEPTUTH HUCTOPUUYECKYIO M XYy/I0?KECTBEHHYIO POJIb
conepunyectBa Tanpbepra u Jlucra. MHOTOUUC/IEHHBIE CBUETEIHCTBA YOEK/AIOT
B TOM, uTo JlucT He ObLT mobemuTesieM QOpTEMUAaHHON «AyaJi» B Mapre 1837
roJla: OYEBU/IIHI TIPU3HAIN TaJIAHTHl APTHUCTOB COBEPIIEHHO pa3HOHAIIPAaBJIEHHBI-
MH, HO paBHOBeJIMKUMU. [Tocie mapukckoi cxBaTku Tanbbepr mMpoao/IKUI CBOU
Os1ecTsAIME BBICTYIUIEHUs IO KPymHbIM roposamM EBpomb u CIIIA, JIuct ke He 10-
sBsiics B [lapuke 10 1840 roga. OueBUIHO, TPEOI0JIEB Pa3/ipakKeHNe U PEBHOCTb,
OH IePEeCMOTpEJI OTHOIIIEHHE K 3aMeUaHUAM MapHKCKUX KPUTUKOB — B YaCTHOCTH,
K KOHCTPYKTHUBHBIM coBeTaM Detwuca.

75 B. S. Correspondence // Revue et Gazette musicale de Paris. 1862. 15 juin. N2 24. P. 195.
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JIucT morpy3usicsl B 3aHATUSA KOMITO3UIIMEN U ITOCTEIIEHHO Havasl U30aBJIsITh-
cs1 OT YHCTO BHeIIHero 6GJiecka, BbIpabaThIBass COOCTBEHHBIN CTWIH OpTENUaHHO-
ro IHChbMa, KOTOPHIM OTYACTH HPOSBUWICA Y:Ke B «AJILOOME IyTelleCTBEHHUKA»
1 «TpaHCIleHIeHTHBIX 9TIofax»7°. ConepHudecTBo ¢ TaIp0eproM OCTABUIIO B [YIIE
apTHCTa TOPBKUM 0OCAZI0K, HO CHITPAJIO MTO3UTUBHYIO U, BO3MOXKHO, CYyZIOOHOCHYIO
poJib B ero ku3Hu. C OAHOU CTOPOHBI, OHO ITOKA3aJI0 XPYIIKOCTh CJIaBbl TUAHUCTA,
YbU MMOKJIOHHUKHU MOTYT OBITh IIEPEMEHUYNBBI B CBOUX CUMITATUSX U TIO/IBEPKEHBI Uy-
»)koMy MHeHU10. C Apyrol — MepeKUTHIN OIMBIT MPUAAJI TBOPUECKUM HUCKAHUAM Xy-
JIO’KHUKA ITyOUHY, pa3dMax U ClIoCOOHOCTh K CAMOKPHUTHUKE.

TBopueckas cyapba Tasmbpbepra cy10Kuaach IPOTHUBOIIOIOKHBIM 00pa3om. IIpo-
JIOJKUB TFacTPOJIU 110 BCEMY MUPY B CTaTyce HEIIPEB30M/IEHHOTO0 BUPTY03a, OH pacTpa-
THUJI TBOPYECKHE CIJIbI Ha MOJiiepKaHre 0e3yKOPU3HEHHOU UCIOJIHUTEIBCKON hop-
MBI, OZTHAKO a0COJIFOTHO He BOJIIOIIMOHUPOBAJI KAK KOMIIO3UTOP. B CBOMX Ibecax OH
OECKOHEUYHO TOBTOPSIJI OHU U Te Ke (PaKTypHbIe IMPUEMBbI, YTO IOCTEIIEHHO CTaJIOo
IIpUeIaThCsA MyOJINKe U MO/IBepraThes KpuTuke. THbIMU ciioBaMu, Tasb0epr He cTast
KOMITO3UTOPOM-TBOPIIOM 1107I06HO JIKUCTY, B IOJTHOM U TJTyOOKOM CMBICJIE 3TOTO CJIO-
Ba. OZHAKO 3TOT (PAKT BOBCE HE JIaeT MMOBOJA OCHApUBATh WM IIPUHUKATh €ro UCTO-
PUYECKYIO POJIb B Pa3BUTHU (DOPTENMHUAHHOTO UCKYCCTBA, B TOM YUCJIE U PYCCKOU MHUA-
HUCTUYECKOU IIKOJIBI.

Bnausinue Tanpbepra Ha TBOPUECTBO MHOTHX COBPEMEHHHKOB HEOCIIOPUMO.
AcTeTUYecKue mapajjiesy ¢ ero UCKyCCTBOM IIPOCJIeKUBAIOTCA B counHeHuAx 1ly-
maHa (Tpu pomaHca, op. 28), Menaennscona (I[Ipentogus u ¢yra e-moll, WoO 13;
Aton b-moll, op. 104, N2 1), Illonena (dtioabl op. 25, N2 1 u 5) u camoro Jlu-
cra (KouneptHsiii atiof Un sospiro, S 144, NO 3). Psag BUPTYy030B — TaKHUX Kak
[Iprogan, I'epir, Jlenep, Jleonoaba I'ogoBckuit — cosaBanu hoprenruaHHblie ¢paH-
Ta3UU U TPAHCKPUNILIUY, IPOHUKHYThIE XapaKTePHbIMU IIPU3HAKAMU CTUJIA TaJIb-
6eproeckoro mucbma’’. IIpuMepbl «TEXHUKH TPeX PYK» BCTPEYAIOTCS B IIPOU3BE-
nenussx Mopuca Pasess, Kitoza Jlebroccu, a OTros10cku ero (pakTypHBIX HAaXOJIOK
MOKHO pacciblmaTth B [leppoM doprenuanHoM koHnepre Cepres IIpokodsena’s.

76 PeTHC TOPAYO MPUBETCTBOBAJ 3TH COYMHEHUs JIMCTa U «PEBOJIIOIUIO, KOTOpas IPOU-
3011712 B €70 TBOPYECKOM /IapOBAHHH 34 T€ HECKOJIBKO JIET, YTO OH IPOBEJI B YEAUHEHUM ».
Fétis F.-J. (pére). Etudes d’exécution transcendante pour le piano, par F. Liszt // Revue et
Gazette musicale de Paris. 1841. 9 mai. N2 32. P. 263.

77 Tloppobuee cM. Hominick I. G. Sigismund Thalberg ... P. 84—90.

78 O BaussHUM T Tabbepra Ha My3bIKy PYCCKHUX KOMIIO3UTOPOB CM. [6, c. 107].
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Counnenus TayspOepra BK/IIOYAJIM B CBOUM pellepTyap Bblziaromiyecss mMacrepa XIX
Beka: Kitapa Illyman, Cezap ®pank, begp:xkux Cmerana, MoranHec bpamc, AHHa
EcurnioBa, Yunbsam MelicoH, JIlyu Mopo l'oTinasnbk u, pasymeercs, cam Jlucr. Bocru-
TaHHUKH Tayis0epra BhICTynaIu B KpynHBIX 3aj1ax EBporsl, Poccuu u CIIIA, ctaHO-
BIWINCH KOMIIO3UTOPAMU, MY3bIKQJIbHBIMU KPUTHUKAMH, YCIIEIIHBIMU IIeJaroraMu,
3aJI0’KUB OCHOBBI MHOTHX HAI[HOHAIbHBIX MMAHUCTUYECKUX IIIKOJI/9.

Beupsimuuo Yesu, ouH U3 MOCTIEIHUX yueHUKOB Tanbbepra, ¢ 1885 mo 1891
roJi Bes1 poprenuaHHbIi kiaace B [leTepOyprckoil KOHCEPBATOPHH, TiepeaaBasl pyc-
CKUM CTyJIEHTaM «JIyX U HJIEM CBOEro yuuTeyisi — 0JIaropojiCTBO, C/ep>KaHHOCTD,
TOHKHUH BKyC» [6, . 104]. IMEHHO 3TU apTHUCTUUYECKUE KauecTBa ObLIN ITPUCYIIN
U BeJIMUAWIIMM NuaHuctam XX Beka, cpeau KoTopbix — Cepreil PaxmaHUHOB,
Amuib ['unensce, AkoB @auep u CBaTocaas Puxrep.
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79 Cpenu Haubosiee KpyIHBIX HazoBeM Turto Marreu, Koncrantuno Ilamym60, AnbgoHco
Pennano, Anekcanzipa I'opua, ['enpuxa Jdpimxa, Anousa Taysura (orma Kapsa Tayswura),
Jlionsura Pakemana, dnyapyaa 'anma, Apabesty 'ognap, Buisrensma Kys, Mapu Ilnetiens,
ITonsa bepuapa, lllapis Ilyacco, beupamuuo Yesn.
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AnHOoTanmmuA. JlpamaTtuueckasd IIaHTOMHMA, CTHUMYJIOM K Pa3BUTHIO
KOTOpOM cTajla mnocTaHoBKa BceBosoga  AmuiabeBuua  Meliepxosbpaa
«[Ilapdp Komombuusl» («JloM uHTEpMenuii», 1910), B pemepTyape TeaTpa
MuHHaTOp «KpuBoe 3epkano» 3aHANA MyCTh He JUAUPYIOIIee, HO 3HAYUMOE
Mmecrto. IlepBasg «macouHasg» KpHUBO3epKajlbHAad MOAaHTOMUMa — «YeTwIpe
MmepTBenia Poamertsi» Hwukonasa HwuxkonaeBuua EBpennoBa — yBujesna
CBeT paMmIibl B 1911 roAy W, IO MHEHHUIO TeaTpoBena Baguma AHaTosibeBHUa
[Ilepb6akoBa, cBOUM IMOsIBJIEHHEM Oblla 00s3aHa CIEeKTaka Melepxosb/a.

© Enykunse H. ., 2026
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Bmecre ¢ TeM npembepe IpeAlIecTBOBAIN IIPOrPaMMHBIE CTaTbU O IIAHTOMUME
XyZI0’)KECTBEHHOTO PYKOBOJIMTeNA TeaTpa Asekcanzapa Padawmnosuua Kyrens,
onyOJIMKOBAaHHBIE Ha CTpaHUIAX KypHajta «TeaTp M HMCKyCcCTBO», a TaKKe
HeOOJIBIIINE «ITPEAIMIaHTOMUMHBIE» KCIEPUMEHTHI, B TOM UHCJIe MHCI[EHUPOBKA
apabckoii ckazku «QO TIIecTH KpacaBUIlaX, He IOXOXKUX JAPYyr Ha Jpyrar.
Hacrosamasa crartbsad MOCBAIEHA aHAJINU3y CIOKETHBIX MOTHUBOB «YeTbIpex
MepTBenoB ObaMeTThI» U ux cBiA3u ¢ «Illapdpom KosombOGuuBI». B KauecTBe
JIOTIOJTHUTEIPHOT'O UCTOYHUKA PAaCCMOTPEH «3TIO/, B 1 AelcTBUN» «JlekamepoHa
yac, JIroboBHas Tparukomenus mpo llemnmo gu MuHO», moctaBieHHBIN B « KpuBom
3epkajsie» 24 sSHBapsA 1911 royia. B 3axtoueHnu pabOThI KPATKO MPECTaBJIEHBI
Jipyrue KpUBO3€pKaJIbHble IMaHTOMUMBI, B TOM 4YHCJIe MMaHTOMUMa EBpenHOBa
«KosiombuHa cero gHA».

Kiarouessbie ciaoBa: A. P. Kyrens, H. H. EBpennos, Bc. 9. Meliepxoib/,
TeaTp MuHHATIOP « KpuBoe 3epkaso», «HeTtbipe MepTBenia ®bameTTo», «1lapd
Kosnombunsbl», «KosiomOuHa cero fHA», ApaMaTHUecKasi IaHTOMUMA

baarogapaocTu: Ilonbp3ysch cjaydaeM, aBTOP BBIPpAXKaeT TJIyOOKYIO
MMPU3HATEILHOCTh CTAapIieMy HaydHOMY cOTpyaHukKy CaHKT-IleTepOyprckoro
TOCYyZJapCTBEHHOTO My3esl TeaTPaJlbHOTO ¢  MYy3BbIKQJIBHOTO  HMCKYCCTBA
(CII6T’MTuMU), xpaHUTENIO OTHAeNa pykonmuced U AOKyMeHTOB Ouibre
AnekcannpoBHe KpaeBoll 3a HOCTOAHHYI0O UH(POPMAIUOHHYIO MOJJEPKKY
U IeATEbHYI0 KOHCYJIbTATUBHYIO IIOMOIIIb.

Oas murupoBaHusi: Enykudse H. H. «Yerpipe MeprBena ®PbaMerThI»
H. H. EBpenHoBa: u3 HCTOpUM IIAHTOMHUMBI B TeaTpe MUHUATIOp «Kpusoe
3epkano» // CoBpeMeHHBble TpOOJIEMBbI My3bIKO3HAHUA. 2026. T.10, NO 2.
C. 85-104. https://doi.org/10.56620/2587-9731-2026-2-085-104
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Original article

Fiametta’s Four Dead Men by Nikolai Evreinov:
From the History of Pantomime
at the Crooked Mirror Miniature Theatre
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Mdekan-itkf@gnesin-academy.ru,
https://orcid.org/0000-0003-0487-7371

Abstract. Dramatic pantomime, shaped in large part by Vsevolod Meyerhold’s
1910 production of Columbine’s Scarf at the House of Interludes, held a modest
yet meaningful place in the repertoire of the Crooked Mirror Miniature Theatre
(St. Petersburg). Nikolai Evreinov’s Fiametta’s Four Dead Men, the theatre’s
first commedia dell’arte pantomime, premiered in 1911 and, as theatre historian
Vadim Shcherbakov notes, grew out of this same experiment. The premiere was
preceded by Alexander Kugel’s programmatic essays on pantomime in Teatr
i Iskusstvo [Theatre and Art] and by several small-scale exploratory productions,
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including a staged adaptation of The Tale of the Six Beauties Who Were Not Like
One Another. This article analyzes the narrative motifs of Fiametta’s Four Dead
Men and their relationship to Columbine’s Scarf. The article also examines the
étude in one act, An Hour of the Decameron: A Love Tragicomedy about Zeppo
di Mino, staged at the Crooked Mirror on 24 January 1911. The conclusion briefly
surveys other pantomimes produced at the Crooked Mirror, including Evreinov’s
Columbine of Today.

Keywords: Alexander Kugel, Nikolai Evreinov, Vsevolod Meyerhold, Crooked
Mirror Miniature Theatre, Fiametta’s Four Dead Men, Columbine’s Scarf,
Columbine of Today, dramatic pantomime
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Bsedenue

HCTOPUHU APAMaTUYECKON MTAaHTOMUMBI — KaHPa, BOCTPEOOBAaHHOTO B PyC-

CKOH TeaTpaJibHOH Ky/bType CepeOpstHOTO BeKa', — UCCI/IEI0BATENH BbIjIe-

JISIOT, KaK IPaBUJIO, /IBa 3HAKOBBIX crnekTakisa: «Illapd KomomOuHBI»
B IMocTaHOBKe BceBosioyia OmuiabeBnua Metiepxosbaa (1910, «JJoM UHTEPMETUHA »)
u «ITokpeiBasio [IbeperTsi» Astekcansipa AxosieBrnua Tauposa (1913, CBOOO/IHBIIH Te-
aTp). B ocHOBY 06€erX MOCTaHOBOK OBLIO MOJIOKEHO counHenue Aprypa [Iuuiyepa?,
B 000UX CJIy4asix UCIIOJIb30BaIach My3blka DpHecTa JJoHaHbU.

C «IlIapdom KomombuHBI», IO MHEHUIO TeaTpoBesia Baguma AHaTosbeBHUYA
[Ilep6akoBa, CBA3aHO MOABJIIEHNE MAaCOYHON MAHTOMUMBI B PellepTyape TeaTpa-Ka-
6ape «KpuBoe 3epkasio» — muHHaTIoOpbl Hukonas Hukonaesmua EBpennoBa «Ye-
ThIpe MepTBenia ObAMETTHI».

Bmecre ¢ Tem k ee mocraHOBKe «KpuBoe 3epkasio» IMOJOLLIO IOCTEIEHHO,
HAKOIIUB HEKOTOPBHIA COOCTBEHHBIA OMBIT — B TBOPYECKOM Oarake TeaTpa yKe
CYIIIECTBOBAJI HOMEPA, BBITIOJTHEHHBIE B TEXHUKE CHJIyaTa, MUMoipaMa « BitobsieH-
Hbll [Ibepo» U MHCIIEHMPOBKA apabckoil cka3ku «O IIecTH KpacaBUIlaX, HE TOXO-
JKUX JIPYT Ha Apyra»3. A mosiBieHue MeiepxosbaoBckoro «Illapda KomoMOuHbI»*
1 er0 HECOMHEHHBIN ycrex CTUMYJIMPOBAIN TBOPUYECKYI0 (PaHTA3UIO Xy/I03KECTBEH-
HOTO pyKoBoauTesd Teatpa Kyresa u pexxuccepa EBperHoBa.

OnHAaKO, HACKOJIBKO MOXKHO CYZUTh, HU TOT, HU APYrod 00 3TON MOCTAaHOBKE
B 1910 TOjly IyOJIMYHO He BBICKA3bIBAJIMCH’. A Ha CTpaHHIAX KypHaysa «TeaTp
U UCKyCCTBO» (COOCTBEHHAs] KpUTUYECKAs «TpubyHa» Kyress) ecTb eIMHCTBEHHBIN
OT3BIB O cIleKTaksie Meiiepxosib/ia, MOANMNCAHHBINA HHUTIHAIaMUu «NN»:

1 O 3HaYeHUH MACKH B KysbType CepeOpsiHOro BeKa cM. [1, ¢. 77—93].

2 laTepec k TBopuecTBy IIIHUIIEpa OBLT OZ[HOM 13 XapaKTepHBIX TpuMeT CepebpsAHOro BeKa.
Ero npamaTuyeckye mbechbl He TOJBKO CTAaBIJINCh B PYCCKUX TeaTpax, HO U HEOJHOKpAT-
HO HCIIOJIb30BAJINCH B KaUeCTBe OCHOBHI /IS OllepHBIX nbperTo. CM. 06 3TOM [2, €. 1-13;
3, €. 115—133; 4, ¢. 50—67].

3 [TonpoGHee 06 3THX MOCTAaHOBKAX « KpuBoro 3epkasia», a TAKKe 0 TEOPUU TAHTOMUMBI, pa3-
pabaTpIBaeMoOM XyZ[03KeCTBEHHBIM pyKoBojiuTesieM Tearpa A. P. Kyresnewm cwm. [5, c. 54—74].

4 [Togpo6HO o criektakie Be. 9. Meliepxosp/a cMm. [6, ¢. 49—76; 7, ¢. 96—105].

5 H. H. EBpenHOB 0TZja71 JOJKHOE CIIEKTAKITI0 Meliepxosib/ia MHOTO JIET CITyCTsI, B CBOMX BOC-
IIOMHUHAHUAX 0 Teatpe « KpruBoe 3epkano» [8, c. 122].
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IleaTp crmekrakis [«/loma wHTepMenuii». — H.E.] 3aHMMaer maHTOMUMA

Tuaumepa «lapd KosoMOuHbBI», MHCIIEHUPOBAHHASA HEKUM, KaK 3HAUUTCS B IIPO-
rpamMme, «J1okTropoMm Jlamepryrro». JlokTop JlameptyTro u ecTh, COOCTBEHHO, aBTOD
IIAHTOMUMBI, Tak Kak oT IlIHuiyiepa ocranock 3xech Masno. [lanHTomuma sra nwia
¢ 6OJIBIIIM yCIIEXOM B KOPOJIEBCKOM TeaTpe B Jlpe3zieHe U HaBessHa, O4EBUIHO, TPa-
repueii [[Tauiyiepa «IlokpeiBasio beaTpucki». [y TOro 4TOOBI IPUCYTCTBOBABIIIIE
Ha CIIeKTakse «J[oMa MHTepMe/Iiii» MOTJIN CYIUTH O TOM, HACKOJIBKO U300pasKEHHOE
pasHuTcA OT maHtoMuMsbl IITHUIIEpa, pacCKaskeM B HECKOJIBKUX CJIOBAxX COJlepsKa-
HUe XOTs ObI BTOpo¥ KapTuHbl. [leppo orpaBmwicsa. KosomOuHa TaHIyeT, crapasch
OTOTHATh OT cebs cTpallHOoe BOCIOMUHAHUe. BApyT mmocpesiu Becesbss MEPKHYT Ha-
MIOJIOBUHY CBeYH, U Ilepe/ Helo B BUle Tpu3paka nossisierca [leppo. biaenubrii, He-
MIO/ABI>KHBIN, OH IPUCTAILHO CMOTPUT Ha Hee, HEBUINMBIH 7171 Apyrux. OHA B yKace
6exxuT K OydeTy, UTOObI BBITIUTH CTAKaH BUHA U MPUIATH cebe My»KecTBa, HO BMECTO
OydeTtunka nepey Heto BeraeT durypa [leppo. CrakaH majiaer U3 ee pyku u pa3ou-
Baercs Bapebesru. CoOpaB MocsiefHue CUIIbI, OHA CHOBA ITyCKAETCs B IUIAC, HO U TYT
Tleppo MosABJIAETCA EePe/] HEelo, U Ha STOT Pas ¢ ee ByasIbio B pyKax, u mmp.°

V3noxxeHue crozkera BTopod KapTuHbl «Illapda KosoMOUHBI» B II€JI0M CO-
OTBETCTBYET J€UCTBUTETBHOCTH, OJTHAKO B TEKCTE CKBO3UT CKPBHITOE HEOJ0OPEHHE.
AHOHUMHBIU PEIEeH3eHT KaK Oy TO MPU3bIBAET UUTATEJISA PA3JAETUTh C HUM Bech ab-
CYPZ, 9TOTO CIOKeTa U B 3aKJII0YEeHUEe Pe3IOMUPYeT:

1 BoOO111€, MBICIIb TOCTABUTH 3TY IAHTOMUMY Ha KPOIIIEYHOMU CII€HE I10]T POSLIb
C HEOIIBITHOIO MUMUCTKOIO, XOTA OY€Hb HEAYPHO TaHIYIOIEHU, UCIIOJIHUTEJIbHU-
nen (r->xka [EBrennsa AnekcangpoBHa] XoBaHcKasi) — OoJiee cMmestasi, HEXKEJIH OC-
HOoBaTtesbHas. He MOTYT CIIaCTH HU OY€Hb KpAaCHBbI€ 1 OPUTHHAJIBHbBIE AEKOpa-
oUuunr. CaHYHOBa, HU OYE€HBb MUJIbIE U3AIIIHbIE KOCTIOMBI7.

Paspensia nu pegaknusa « Tearpa u HCKyCCTBa» MHEHME PEIlEH3E€HTAa, Mbl BPAJ
Jn yke y3HaeM. OTHaKO Bce »Ke YIUBUTEILHO MOSBJIEHHE STOU HE CIUIITKOM-TO MO-
JIOKUTEIHbHOU PEIeH3UN UMEHHO B KyT'€JIeBCKOM U3/IaHUM.

«IIlapg Koarombunwvl» u «Mepmeeuwvt Dvsaimemmusl»:
obwee u ocobeHHoe

Wrak, o cinenam «Illapda Kosmom6uubl» B 1911 roay « KprBoe 3epkaio» Tak-
»Ke 00paTU/IOCh K « MACOUHOU » ITAaHTOMUME.

®[H. H.] Jom untepmenuii // TeaTp u ucKyccTBO. 1910. N2 42. C. 774. 31ech U Jjajiee coxpa-
HeHbI opdorpadus U MyHKTyalus IepBOUCTOUHUKA.
7 TaMm xe.
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KpaTkuil 1mepeckas clieHapusi eBPEMHOBCKOTO CIIEKTaKJIs MPUBOAUT Mapus
KacmaposHa }IpouKa;IS.

Benenus — kapHaBaJj. B 6eiHOM KOMHATE Ha CYHYKEe CUIUT CTAPUK-TIOPTHOM,
y OKHA MOJIO/Ias >KeHa. YXO/isl, CTapUK 3alupaeT JABepb Ha Kiwo4d. ObsMerTa OT-
KpBIBAE€T OKHO, BPBIBAETCA KapHaBaJIbHAA MYy3bIKa, Ha IPU3bIB PbAMETTH B OKHO
BIIPBITMBAIOT TpH apJiekuHa’. Haunnaercs Becesibe U TaHIbl. HO cTapuk yre KITo-
YoM celuac OTKPOET IBEPbD, MTOJI0KEeHNE Oe3BBIXO/THOE, U FOHOIIIN OJUH 3a IPYTUM
NpsYyTes B cyHAYKe. UTOOBI OHU He 33/I0XHYJIHUCHh, ObsIMETTa yCIIeBaeT BJIOXKUTH
KaMeIlleK I10/] KPBIIIKY cyHayKa. CTapuK, BOI/s, 3all003PHUB YTO-TO HEJIAHOE,
nputsaruBaetr PbaAMeTTy K cebe Ha CYHYK U, 3aMETHB IIleJIb, BRIOpachIBaeT KaMeHb
U TOPKECTBYIOIIE YXO/IUT, 3ariepeB ABepb. B y:kace Obsamerra yOexaercs, 4To B
CyHAyKe TpU MepTBelLa.

B OKHO OHa BHJWUT HUIIIETO, CO6J13.3HHeT €ro JeHbraMu, YMOJIHeT BBI6pOCI/ITb
MEPTBBIX B KaHAJI, HUIIIUHA BhIOpAChIBAET TAKIKE W BXOJISAIIETO B IBEPh cTapuka. Ciie-
Hy 3aKaHunBaeT ObsAMeTTa TapaHTesUIon .

[TepeceueHnss ¢ MeHEPXOJIbJOBCKUM CIEKTAKJIEM OYEBHUIHBI IPEXKIE BCETO
B TPAKTOBKe IepCOHa)kel, nb0, coryiacHo crieHaputo, PbssMerra ObL1a ofieTa B KO-
criom KosioMOuHBI, a ee My>k — B KocTioM IIbepo. Hameuasicss n3BeUHbIN JIFOO0B-
HbIHN TpeyroabHUK — [Ibepo, Apsiekun u KomomOuHa, Kak, COOCTBEHHO, 3TO U OBLIO
B «Illapde». OmHako EBpenHOB, MCTUHHBIN a/IENT Te€aTPATIbHOCTH, IIEPEBOPAYNBAIT
ATOT TPEYTOJIbHUK C HOT Ha TOJIOBY: BCe TpOe JIIDOOBHUKOB PbsIMETTHI TaKKe ObLIH
obJraueHbl B KOCTIOMBI [1bepo, U, cjieloBaTeIbHO, KOJTUUECTBO 3TUX MEPCOHAKEN
«y4eTBepuioch» (Maatocmpauus 1).

Erte oHO 06CTOATENBCTBO COJIKAET 00€ TAHTOMUMBI: TPAarUYeCcKue COOBITHS
B JKU3HU TJIABHBIX ITEPCOHAKEH MPOUCXOAAT HAa (POHE MCKPOMETHOTO ITpa3HUKA.

8 Apouxas M. K. [TaHTOMUMBI, IIOCTaBJIEHHbIE B JIOPEBOJIIOIIMOHHBIN IEpHo TeaTpa «Kpu-
Boe 3epKajio» // PykomucHbI oT/ies I'ocy1apcTBEHHOTO IEHTPAILHOTO TEATPAIBHOTO My3est
uM. A. A. Baxpymuna (PO T'LITM). ®@. 396. JI. 2.

9 3/1ech MeMyapHUCTKy, IO-BHAVMMOMY, IIOJ[Besia IIaMATb. B cocraBiieHHOU ero «Jletomnu-
CH...» YKa3aHbl He TpU apjieKunHa, a Tpu nbepo. Cm.: Apoukas M. K. Jletonuchk Tearpa
«KpuBoe 3epkano». COOpPHHUK BBICKA3bIBAHHUI IIPECCHI, TEATPAIBHBIX JeATeJIed O TeaTpe,
[IPOTrpaMMBbI CIIEKTAKJIEN TeaTpa, COCTAB TPYIIIIHI 32 epuo/ ¢ 1908 1o 1918 rr. // Poccuiickuii
rOCyZJapCTBEHHBIN apXuB JIUTepaTypbl U HcKyccTBa (PTAJIN). ®. 2352. Om. 1. Ex. xp. 62.J1. 1.
1© Bosiee TOAPOOHO C CIOXKETOM IAHTOMUMBI MOKHO O3HAKOMUTBHCS B HCCJIEZIOBAaHUU
B. A. Illepb6akoBa «ITanTtomuma CepeOpsIHOTO BeKa», IEPECKA3aBIIIETO €ro B OTIOPE Ha CIleHa-
puii, xpausmuiics B ponax CaHkT-IleTepOyprekoii rocyiapcTBeHHOM TeaTpaJTbHOU OUOIHO-
Texu. Cwm. [6, c. 82—93].
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Hanrocmpauus 1. «Yetsipe MepTBena Obsamertoi». Puc. A. M. JIrobumoBga.
TeaTp u uckyccrtBo. 1911. N2 39. C. 726

B «IlTapde KosombuHBI» 3TO cBazieOHOE TOPKECTBO I10 cryyaro Opakocouetanus Ko-
JIOMOWHBI 1 ApJieknHa, B « MepTBelax» — BeHEeIIMaHCKUU KapHaBaj. BripoueMm, sTu
MIPa3/IHUKU TPAKTOBAHBI PeXKUCCepaMU Mo-pa3HoMy. MeliepxoJib/i TOKa3bIBaeT Oas
Ha clieHe, BOPSAMYIO CTaJIKUBas Tparuueckyio dabysay ¢ KoMuyeckuM (HOHOM U JI0-
CTUTasA STUM MOIIHOTO SMOIIMOHAIBHOTO 3(pdekTa — Hemapom oH cHabamn «IIlapd
KosioMOUHBI» TI0/13aTOJIOBKOM «Tparudeckuil basaran». B mocranoBke EBpenHoBa
KapHaBaJl OyIIlyeT 3a CIIEHON — KaK CUMBOJI PaJIOCTH KU3HU U CBOOObI, MAHAIIEN
K cebe KomoMmbuny-®ObsamerrTy.

EcTp u eme oAHO cBA3YyIOIEe 3BEHO — OBITh MOXKET, CIy4aliHOe, HO SIBHO
cuMmrnromatuuHoe. I[laptum MelepxoaboBckol KosIoMOMHBI UM €BPEMHOBCKOU
®pAMETTBI UCIIOJIHIIIA O/JHA U TA JKE aKTpHca — Ta caMasi « HEeOIIbITHAA MUMUCTKA»
EBrenusa XoBaHckas, 0 KOTOPOU yIIOMUHAJI aHOHUMHBIN penieH3eHT «Illapda Ko-
JIOMOUHBI» B )KypHaJsie «TeaTp U UCKYCCTBO».
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[Tpsimblie napasuienu «ObamerTs» ¢ «IIlapdhom KosroMOMHBI» cOYeTarTCs C Ba-
pbupoBaHHBIMU. Tak, B mocTraHOBKe Meiiepxosbaa [Ibepo ObLT MOKHUHYTHIM BO3JIIO-
0J1eHHBIM, ApJIEKUH — MY>KeM-POTroHocIieM. Y EBperHOBa pOrOHOCIIEM OKa3bIBAeTCs,
HA000pOT, ouH u3 IIbepo — HEeHAaBUCTHBINA cTapbli MyK. B pedysbrate Tpu IIbepo
(siro60BHUKYN PbAMeTTHI JIopeHIo, /kakoMo U AH[pea) TUOHYT OT PYKU YETBEPTOTO
(crapuka CuabBHO), a €ro, B CBOIO Ouepe/lb, yOUBAET «IIOCTOPOHHUI» MEPCOHAK —
Huruii, oneTsiil, OJHAKO JKe, B KOCTIOM ApJsiekuHa. TakuM 06pa3oM, «Becesiass» Urpa
EBpenHOBa U ¢ MACOUYHOU TpaJUIEN, U CO cIieKTakIeM Meliepxosibaa 0bopauynBaeTcs
0JIM30CTHIO HE TOJIBKO K hapcy, HO TAK:Ke K YeEPHOMY IOMOPY U K aHEK/IOTY, a Tparnyeckast
cMepTh KostoMOUHBI — PajIoCTHBIM 0CBOOOKIeHEM ObsIMETTHI U OT CTAPOTO MY3Ka, U
OT Tpex JII0OOBHUKOB. Hesb3s, cieoBaTeIbHO, He coriacuThes ¢ Bagumowm Illepba-
KOBBIM B TOM, YTO B3aMOCBs3b «PbsamerToI» ¢ «I1lapdom KosromOuHbBI» HOCHIIA TTO-
JIEMUYECKUU XapaKTep, U XPOHOJIOTUUECKU BTOPasi IOCTAHOBKA CTAJIa «PEIJIMKON» —
B IIEPBYIO OUY€EPE/Ib IVIACTUUECKON — I10 OTHOIIIEHUIO K IIEPBOM.

«/lexamepoHa uac»:
0 0ONO/NHUMEAbHOM UCTOYHUKE CIOHCETHBIX MOMUB08 «DbsimemmublL»

OpHako oTAesbHbIe MOTHBBI «UeThIpex mMeprTBeroB», momuMo «Illapdpa Ko-
JIOMOUHBI», BOCXOJSAT, IIO-BUAUMOMY, K €Ille OJJHOMY HCTOUHUKY — «JleKamepoHy»
JI>xoBanHUu Bokkayyo. Ha 5T0 yka3bIBaeT B IIEPBYIO OUepe/ib UMs IJTABHOU repOUHU —
®pamerral, o1MH U3 CKBO3HBIX IIEPCOHAMKEN B TBOPUYECTBE UTAIBAHCKOIO IIHCATEIS
1 noasta. Ee uMeHeM Ha3BaHa IIOBECTbh, €1 MOCBAIIeHbI « Tezenaa» u « DPUI0CTpaTO»,
OHA IOABJISIETCS B COHETaX U, pasymeercs, B «J[ekaMepoHe» — B Ka4eCTBe OJHOTO U3
JIECATH PACCKA3YUKOB 2,

[IpuMeuaTesIbHO COBNAJIEHHE HEKOTOPBHIX MOTHBOB ITAHTOMHMBI EBpernHOBa
€ BOCbMOHU HOBEJIJIOM BOCBMOTO JTHA.

1 Qpsimerta (Puamerra) — B pycCKOH TeaTpasbHOU KysbType XIX — Havyanma XX Beka UM
He Takoe YK pefikoe. OHO BCTpevaeTcs B HOIMyJIIpHOM daHTacTHUeckoM Oasere JlroaBura
Munkyca «IInamsa a068u, win Canamanapa (Puamerra)», JpaMaTuyeckod HoBeslle ppas-
y3ckoro nucarensa Kationa Menneca «Koposiea ®uamerra» (pycckuil mepeBoj paspeliex
IIeH3ypOH B 1903 roay), oneperre @panria gpox 3yre « Bokkaudo» ¥ APYTUX TPOU3BEICHUAX.
12 CyIiecTByeT TUIIOTe3a, 4To PbsaMeTTa OblyIa HCTOPUYECKON JIMYHOCTHIO, 60J1ee TOT0 — BO3-
snrobsieHHON Bokkaywo. OmHAKO HUKAKUX (PAKTOB €€ PeasbHOTO CYIECTBOBAHHUS, IIOMHMO
TeX, UTO cofiep:KaTcs B JINTEPATYPHOM TBOPUECTBE CaMOTro IHcaTesis, /10 CUX II0p He 00Hapy-
JKEHO.
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Peub B 5TOI HOBeJIIE UJET O JBYX Apy3bsax u3 Ceenbl — llenmo®3 au Muno
u CrimHe u10uubo. [TpemaB apy:x0y, COHHEI0UYbh0 CTAHOBUTCS JIIOOOBHUKOM KEHBI
Ilemnmo, a mocaeIHUM, y3HAaB 00 3TOM, IIPUAYMbIBAEeT ILJIaH aJleKBaTHOU MecTu. VH-
CTPYMEHTOM OTMIIIEHHSI B 3TOA HOBEJIJIE BBICTYIIAeT CyHJIyK. FIMeHHO B HeM, OJia-
rogaps uHtpure llenmno, okaszpiBaerca 3anepT CIUHEIOUYbO, U UMEHHO HAa HEM
(Ha cyHIYKE) CBEpIAeTCs MEeCTh — COMTHE OOMXKEHHOTO C KeHOH obuaunka. I'1as-
HBIMH 3JIEMEHTAMH UHTPUTH, TAKUM 00pa30M, OKa3bIBAIOTCS M3MeHa U MeCTh IIPHU
IIOMOIIM CyHyKa'4,

[Tapasuiesin ¢ eBpEMHOBCKOM IAHTOMHMOW O4YeBUAHBLI. Hanuio u u3MeHa
(ma eme ¢ Tpems JIOOOBHHUKAMHM), 1 MeCTh — ropasjio 0ojiee cTpaliiHasi, 4eM B HO-
BeJie bokkaudo, Bce IepCOHAXKHU KOTOPOU OCTaInCh »KUBbl. HO ryIaBHBIM MOTUB —
CYH/IYK, KOTOPBIH HAKpEIKO CBSA3BIBAET 00a TEKCTAa M KOTOPHIN clieHOrpadHuIecKu
MIPOaKIeHTUPOBaH pexkuccepoMm. OmnuchiBasgs MecTo AeucTBus «PbAMETTHI» MO CO-
XpaHUBIIEMYCS clieHapuio, IllepOakoB yKa3bIBaeT:

OOcTaHOBKa KPOXOTHOM KOMHATHI OT/IMYAJIACh HPSIMO-TaKU CUMBOJIMYECKHM
JIAKOHU3MOM: CIIpaBa — BXOJ[HAs JIBEPH, CJIeBA — MaJIeHbKOE OKOIIKO B Ilepe-
VJI0K, IIOCpeIHE — OOJIBITIOE OKHO, BBIXOZAIIEee HAa OAJIKOH, IT0/T KOTOPBIM OypJIUT
KapHaBaJIbHOE TYJsAHBE. <...> V3 mMebenn B KOMHATe OOpeTasics JIUIIb HEeOOBbIK-
HOBEHHOU BEJIMYUHBI CYH/IYK, B KOTOPOM XO35HH [My:K ®bsIMETTHI, CTAPUK-TIOPT-
Hout CwibBHmo. — H. E.], mo-BHAWMOMY, XPAaHUT CBOIO MPOAYKOHIO [6, c.84]
(HUanrocmpauus 2).

[Toyo6HOE coBITaZiIeHUE TIPECTABIISIETCSA HECTIyYallHbIM. 24 sSHBapA 1911 Tojia,
B IlIecTOU mporpaMMe « KpuBoro 3epkajia», MOYTH 3a II0JITO/IA O IPEMbEPHI €Bpe-
MHOBCKOM ITAHTOMUMBI, OblyIa IIpejicTaB/IeHa WHCIIEHUPOBKA 3TOU HOBEJUIBI BOK-
Kauyo — «“J/[ekamepoHa yac”, 3TIoj B 1 A[eiictBuu ], mHCI eHupoBKa] C. JIrobomuir.
JIro6oBHas Tparukomeus mpo Llemrmo qu Muno» .

3 B «/lekamepone» bokkauuo — Ilemnmna.

4 ECTp U ellle OJIVH 3JIEMEHT, KOTOPHIU Ha Cell pa3 CBA3bIBAaeT HOBEJLTY U3 «/lekamepoHa» He
¢ «YerbippMs MepTBeniaMu ObsiMeTThI», a ¢ «IIlapdom Kostom6uHbI». 9TO cBajiIeOHAs Byasib
Konombuns! y Meliepxosbzia u couBmasicsa ¢arta Ha rosioBe xeHbl Llenmnsl 7u MuHO, KOTO-
PYIO OHA IOIIPABJIAET MOCJIe CBUIAHUSA C JJIOOOBHUKOM B IIPUCYTCTBUU MYy’Ka U KOTOpas, Ta-
KM 00pa3oM, CTAHOBUTCS BeIlleCTBEHHBIM /I0Ka3aTeIbCTBOM a/II0JIbTEPA.

5 Apouxas M. K. Jleronuch Teatpa «KpuBoe zepkano» ... // PTAJIA. ®.2352. Om. 1.
Ex. xp. 62.JI. 107.

94



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(2)

Hanrocmpayus 2. «Hersipe MepTBenia ObsimeTThl». ClleHa U3 CIIEKTAKIIA.
Opamerta — E. A. XoBaHckasi, CunsBuo — JI. A. ®eHuH.
TeaTp u uckyccrso. 1911. N2 39. C. 725

* K ¥

HackosbpKO BO3MOKHO Cy/INTh, IAHTOMMMAa-apJieKnHazia EBpenHoBa He BbI3Ba-
Jia 0COOBIX OTKJIMKOB B ITpecce — B «Jleronucu “KpuBoro 3epkayia’» ¢pparMeHTapHO
TIPUBE/IEH JIUIITH OJUH OT3bIB. EBreHuii AsekcaHipoBuY 3HOCKO-BopoBckuii mucait:
[TanToMuMa «YHetrsipe MepTBena PuamMeTTsI» Oropumnsia TeM, YTO IIPEeBOCXO/-
HBIU CIO’KET CKOMKaH, (paHTa3usa pekuccepa u OajeTmelicrepa Oblia MmpecedyeHa.
U1 He okazasioch JOCTATOYHOTO MaTepuasia JJis r[ocmo |»ku X0BaHCKOH, KOTOpasi Cy-

Mesia ObI 1aTh YBJIEKATeJIbHOE U 3aXBaThIBAIOIIEE 3peJII/IHlel6.

16 AmoJuToH. Pycckast XyiokecTBeHHasI JIeTonuch. 1911. N0 15. [Tut. mo: Apouxas M. K. Jleto-
nuch Teatpa « Kpupoe 3epkasio» ... // PTAJIN. ®. 2352. Om. 1. Ex. xp. 62. JI. 121.
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MaJjio 3ameyeHHasA KpUTHKAMU, apjieknHaia « KpuBoro 3epkajia» Bce Ke IIPo-
JKUJIa JOJITYIO CIIEeHUYECKYIO0 Ku3Hb. CoryiacHO «JleTonucu...», 0Ha IIOBTOPSJIACH JI0
1916 roza'’ BKJIIOUMTEIHHO, a 3HAUNT — ObLIa-TakW olleHeHa 3pureasaMu. Co Bpe-
MeHeM HCIOJIHUTEJbHUILY TJIaBHON poJid XOBaHCKYIO 3aMeHmIa Aponkasi, mapTus
’)ke CHJIbBHO, CTapUKa-IIOPTHOTO, IO-IIPEKHEMY OCTaBaIach 32 OJITHUM U3 BeAYIUX
akTepoB « KpuBoro 3epkana» — JIbBoM AsiekcaHapoBruueM PeHNHBIM.

OTKpBITBIM Ha CETOAHSAIIHUH JIEeHb OcTaeTcsa oauH Bompoc. [llepbakoB B cBO-
€M HCC/Ie/IoBaHUHM MaHTOMHUMBI CepeOpsIHOTO BeKa YTBEPIKIAA€eT, UTO IPH CO3JaHUU
CIIEKTaKJs «1 XoJMmcKasi, 1 Kyrenb, u EBpenHOB <...> OTKa3aJiuch OT IIPOTOPEHHON
KPUBO3€EPKAJIbHON JJOPOKKU — MAPOUU ».

Opnnaxo xke B «Jleronmcu “KpuBoro 3epkasna”» fpoikas IpUBOAUT BbICKA3bI-
BaHHE — COOCTBEHHOE HJIM KOT'0-TO U3 He HA3BAHHBIX €10 KPUTHKOB:

«Yetpipe mepTBena ObaAMeTTh» (BO300HOBIEHKE). — ITaHTOMMMA, My3bIKa
[Amutpuss Akumosuua?] burgaii. [Taposusa Ha TUOPETTO MTAHTOMUM C OOBIYHBIM
HATPOMOJK/IEHIEM POMAHTHIECKHX YKACOB,

ATOT BOIIPOC, K COXKAJIEHUIO, I0OKa ocTaeTcs 6e3 oTBera. BmpoueM, coesimHeHne
y?KaCHO CTPAIITHOTO C y?KaCHO CMEIITHBIM ObLJIO OJTHOH M3 XapaKTePHBIX IIPHUMET Tea-
TpaJIbHOU MpakTuKU CepeOpsAHOro BeKa.

06 asmopax my3viku « Yemwvipex mepmaeeyos8 Ovsimemmusl»

«Yetpipe MepTBenia PbAMETTBI» — €JUHCTBEHHAA ITaHTOMUMA « KpuBOTO 3€p-
KaJia», My3bIKa KOTOPOU COXpPaHUJIACh.

OpHako ecTh HIOaHCBHI. Ha nepBoii cTpaHuIle MallIMHOMUCHOTO ClleHApHUs, Xpa-
HsiIerocs B poHzie ApaMaTudeckoi nmen3ypsl CaHkT-I1eTepOyprckoii rocy/1apcTBeH-
HOU TeaTpasibHON OMOJIMOTEKH, UMsI aBTOPA T'YCTO 3a4ePKHYTO YePHBIM 1epoM (?).
[IpounTaTh 3aUePKHYTHIA TEKCT IOYTH HEBO3MOKHO, HO MOXKHO MPEIIOI0KUTD, UTO
W3HavyaJabHO ObLIO HamucaHo: «Mysbika B. Kapateirnaa». [loka moaTBep:KAeHUS
9TOU BEPCUU HET.

Tem ke yepHBIM IIEPOM UYyTh HUKE OT PyKHU BrucaHo «/I. A. burgaii». Ero ke
(pamminio B KauecTBe aBTOPA MYy3bIKJIBHOT'O 0(DOPMJIEHUA TAHTOMUMBI YIIOMUHAET
Aporkas B «JleTonucu Teatpa “KpuBoe 3epkajo”...».

7 [Ilep6bakoB B cBOel MOHOTpadUu MPUBOAUT 1917 TO7, [6, c. 82].
8 Ipouxas M. K. Jleronuch Teatpa «Kpupoe 3sepkano» .. // PTAJIN. ®.2352. Om. 1.
En. xp. 62. JI. 281.
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AtpubytupoBath ¢urypy burmas B Hacrosiiiee BpeMs TPyZHO. BeposTHO,
peub UJIET O ChIHE JOBOJIBHO M3BECTHOTO KyOaHCKOro ¢oabkaopucta Akuma JIvu-
Tpuesuua burpaa — Jmutpun AkumosBuue. K coxxaseHnio, HEU3BECTHBI 'O/l €r0
’KU3HU, HET CBUJIETEJILCTB O MTOJIy4eHHOM UM oOpa3oBaHuU. EAMHCTBEHHASA JOCTYTI-
Has nHdOpMaIus CBsA3aHa C JIeITETbHOCThIO «MacTepcKoi JieTckoro TeaTtpa B Kpac-
HOZlape» B KOHIIE 1920-X r'0/I0B, pYKOBOJIUTEJIEM U 3aBEAYIOLINM XyA03KECTBEHHOU
yacTbio KoTopor oH ObUI. O cBsa3sx burgas ¢ «KpuBeIM 3epKajioM», IOMHUMO My-
3bIkd K «MepTBenam ®bAMETTBI», TaKKe HUYEro He W3BecTHO. KiaBup u/miau
MapTUTYPa, €CJIN OHU CYIIeCTBOBAJIN, ITOKA He OOHAPYKEHBDI.

Bwmecre ¢ Tem B dpoHze «Pykomnucu u 1okyMmeHTbI» CaHKT-IIeTepOyprckoro ro-
CYZIAPCTBEHHOTO My3es TeaTpaJbHOI0 U MY3bIKAJIBHOI'O HMCKYCCTBA XPAHUTCSA KJla-
BUD K CIIEKTAKIIO-TTaHTOMUME «YeTbIpe MepTBena ®uamerter» (. 270, om. 1, 1. 5).
B nnBeHTapHOI KapTOYKe B KauecTBe aBTOpa ykasaH [murpuii bopucosuu Acrtpa-
JlaHIeB (1904—1945) — PYCCKUH COBETCKUI KOMIIO3UTOP U TUAHUCT, OTUH U3 IIEPBBIX
KUHOKOMNO3UTOPOB CoBerckoro Corwsa, aBTOP MY3BIKU K DALY Xy[OKECTBEHHBIX
U JIOKYMEHTAJIbHBIX (PUJIBMOB, B TOM 4ucje o Os0kamHOoM JleHmHrpaze. B 1920-e
ro/ibl OH BBICTYIIAJl KaK 3CTPAJIHBI IMUAHUCT-UMIIPOBU3ATOpP, paboTajl TarepoM.
Torza ke 3aHAJ OJIKHOCTh MY3bIKQJIBHOTO PYKOBOZIUTEJIA TeaTpa MUHUATIOP « Kpu-
BO€e 3epKayio». BeposATHO, /1yii BO30OHOBJIEHUSA NMAHTOMUMBI B COBETCKHUU IEPUO],
OH 3aHOBO HamWcaJ MY3bIKy K CIEKTakIio (ckopee Bcero, opopmyeHue burpas
OBLIO yTEPSAHO), XOTS APYTUX CBUETEIHCTB 3TOTO, KPOMeE CaMOro KJIaBUPa, HeT.

KitaBup cocraBsisieT Bcero 15 CTpaHUI], PYKOIIMCHOTO TEKCTA, IO/IeJICHHBIX Ha
HoMepa. K coxkaneHnuio, He Bce HOMepa 0003HauUeHbI B PYKOIUCH; €CTh TOJIBKO Iep-
BBIA, BTOPOU, TpeTHH U NATHI. HO 0COOYI0 CITI0KHOCTD IIPE/ICTABIISET OTCYTCTBUE
CIOKETHBIX PEMAPOK (32 MCKIIOUYEHHEM YKa3aHUU Ha CMEHY TEMIIA), KOTOPbIe ObI
II0O3BOJIMJIN «IIPUBA3aTh» MYy3bIKJIbHOE O(opMiIeHHe K BepOaJIbHOMY ClieHapHUIo.
[IoaTOMY B OTHOLIEHHUU MY3BIK&JIBHOTO PAZAa MOCTAHOBKU MOKHO CZles1aTh JIWIIb
caMble OOIIHe U IIPeIeJIbHO KpaTKHe HaOJTI0/IeHuS.

HaunboJsiee ApKO IMpU3HAKU TAHIEBAIBHOCTH — a WMEHHO BaJIbCOBOCTU —
JleMOHCTpUpyeT Haudaao maHtoMumbl (N2 1). Banbcom MapkupyeTcs, BepOSTHO,
3BYKOBOU 00pa3 BEHEIIMAHCKOTO KapHAaBasia, a BCTYIUIEHHE K HEMY UYeM-TO HEYJIO-
BHMMO HAIIOMHUHAaeT BCTyIUIeHHe K Baibcy U3 «EBrenusa Oneruna» Ilerpa Mabuua
YaiikoBckoro (IIpumep 1).
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IIpumep 1. 1. b. Acrpagantes (?). «YeTrsipe MmepTBeria ®psimerTh». NO 1.
Bceryrienne k Basibey (77 TAaKTOB 10 IHQPHI 1)

EcTh u emmie ozHa, ejie yJoBUMasi aJUTIO3Us: OCHOBHYIO TEMY Bajibca CMeEHsI-
€T MOTHB, OTJaJIEHHO HAIIOMHHAIOIIMI TO Jiu h-moll'Hyo, To 11 e-moll'Hyio mpe-
goauto ®penepuka Illonena (IIpumep 2). Keratu, ob6e 3TH TEMBI MOSBIISIOTCS
B KJIaBUPE HE €IMHOXKbI, U IO3TOMY MOKHO IIPE/IIIOJIOKUTh, UYTO OHU HUMEIOT
CTaTyC CBOET0 Po/ia IEKTMOTHUBOB WJIH, 110 KpallHEN Mepe, CBA3aHbI C OIpeieIEHHbI-
MH ITIACTUYECKUMHU JINOO CIO?KETHBIMU 00pa3aMy ITaHTOMUMBL.
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IIpumep 2. 1. b. Actpananrnes (?). «HeTrbipe MepTBeria ObaMETTHI».
N© 2 (6 TakTOB 710 ITUPPHI 12)
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C TpyZ10M, HO MOKHO paccCJIbIIIATh B (DMHAJIE K1 HAMEK Ha TapaHTEJLTy, O KOTO-
poii ynomuHaet fAponxkas (IIpumep 3).
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IIpumep 3. 1. B. Actpanannes (?). «HeTrsipe mepTBena ®vamertoi». [{udpst 75—76

i
i
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TaHI1eBaJIbHOCTh, KOHEYHO, IMPUCYTCTBYET U B JPYTUX MeCTax KJIaBHpPa, O/I-
HAKO ee SIBHOMY ITPOSIBJIEHHUIO MEIIAIOT /IOBOJIBHO YaCThle CMEHBI pa3Mepa U Me-
Tpa, COIPOBOXKJAEMbIE CTOJIb K€ YAaCTOU CMeHON (aKTYpHBIX (OpPMYyJI, arOTUKHU
u Temmna. [TogobHass ”3MEHUYUBOCTD, BEPOSATHO, OIIPEIEIAETCSA THOKUM CJIeJIOBaHUEM
MY3BIKU 32 Pa3BUTHEM IJITACTUYECKOTO CIOJKETA.

* K% %

HecmoTtps Ha TO uTo «DbsAMETTa» HE OIPaB/iajia BO3JIOKEHHBIX Ha Hee HaJIexXK] I,
ITIAaHTOMHMBI CTaBIJINCh B « KprBoM 3epkasie» u mozxke. Cpeau HUX — TPHU CIIEKTa-
KJIs ¢ My3bIikod Biagumupa I'eoprueBuua dpenbepra: «CymypyH», « Kpyr »KU3HH
OJIHOT'O 3aBoeBaTesisA» (IAaHTOMUMA-IAPOAUS Ha IPYCCKOro Koposisa Buisreabma II),
a TaK»Ke «MHMO-MeJIO-Tparu-apama» «Korma peliiapy ObLIH OTBaXKHBI».

B mocsiemHel mOCTaHOBKE KOMIIO3UTOP HM300pes 0coObIM M300pa3uTeTbHbIN
IIPUEM, B UEM-TO MPEABOCXUINAIOIINN YePThl OYAYIIEero MHCTPYMEHTAIBHOTO Tea-
Tpa. Bce mepcoHaku mbechl 03BYUYUBAINCH OTAEIbHBIMU MY3bIKaJIbHBIMH HHCTPY-
MeHTaMH [9, ¢. 42—43].

B ueM-TO aHaIOTMYHBIM IPUEMOM BOCIOJIb30BasICA EBPEHOB B CBOEH ITAHTO-
MuMe «KosiombOuHa cero gas» (1915).
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Ato ObLIa BapuaIlysA Ha « MACOUYHYIO» TEMY, HO B HECKOJIBKO HEOKUTAHHOU WH-
tTepruperanuu. [1aTe nepcoHakeii — KosiomOuHa u ee nokinonuuku (IIsepo, Ape-
KUH, AMepuKkaHel 1 Herp) — pa3pIrpbIBaloT UCTOPUIO HA COBPEMEHHBIH JIas;:

JTomuk KostoMbuHBI — 3TO ee KpacHoe ceptle. KosiomOrHa repej HaMu B 4 CTa-
JIUSIX: HEBUHHOCTH, OTBEPraolel MeJoOMy/I[PeHHYI0 i CEHTUMEHTAIbHYIO JTI000Bb
I1pepo; MIAJOBJIUBOM PE3BYIIKHU, PACIIATUBIIECHCS ¢ APJIEKWHOM, TIOXUTUBIIUM Y
Hee KJII0Y K JJOMUKY-CEP/IIY; KyPTH3aHKH, IIPOJaoIelicss 60raToMy aMepuKaHILy
U, HaKOHeIl, 0eCCThITHON OJJAJTMCKU, «OIIyCTUBIIEHCS» IO CJIYTH aMepPUKaHIia, Oe-
300pasHoro "Herpa'® (Mamocmpayuu 3, 4, 5).
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Hantocmpauusa 3. «Kosiom6uHa cero usi». Jlekopanus Mucc®.
TeaTp u uckyccrso. 1915. N2 47. C. 879

19 H. H-B. KpuBoe 3epkasio // TeaTp u uCKyccTBO. 1915. N2 47. C. 875.
20 PemusoBa-BacuibeBa AnHa BitamummupoBHa (mceBmonum Muce; mexxay 1880 u 1890—
1928) — pycckas Xy/I0KHULA, TpaduK, yieH oobenuHeHus « Mup uckycersa». B 1908—-1914
rozax mybankoBasiach B « HoBom Catupukone» u «CostHile Poccum».
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Hanroempayus 4. Hanrwoempauyus 5.
«KoysiombuHa cero gHsi». ICKU3 T'ocnioyia JIuxmapckuii u B. I'paHoBckuii
kocTioMa Kosom6uubI paboTsl Mucc. B mantomume « Kosmom6uHa cero THA».
TeaTp u uckycctBo. 1915. N2 47. C. 881 Puc. 0. II. AuHeHKOBaA.

Teatp u uckycctBo. 1915. N2 48. C. 902

My3bIKaJIbHOE COITPOBOXK/IEHWE MTAHTOMUMBI OBbLJIO HAIIMCAHO JJIs ABYX GOp-
TeINaHo, IPUYEM OJTHO «03ByYnBasio» KosloMOuHY, Ipyroe — «rojoca» ee MOKJI0H-
HUKOB. KpUTHKU COUYIN TPUEM OCTPOYMHBIM, a CaMy MY3bIKy — «MHJIOU, HEXKHOU,
KpacuBOU U 3a0pHOL» >, CoryiacHO HaOII0IEHUSAM OZHOTO U3 PELIEH3eHTOB, OHA CO-
yeTrasia B ce0e pa3InIHble CTUJIEBbIE MOJIETH

...Komombuna u tanro, IIsepo u ¢yrbos — Bce 3TO OCTPO U B y/AUBUTEIIb-
HOM u3dAllecTBe (POpPMbI IIPENOJHECEHO 3PUTENI0 II0J aKKOMIIAHEMEHT eBpeu-
HOBCKOfI MY3bIKH, COG].II/IHHIOIIII/Iﬁ MYBBIKaﬂbeIﬁ IIPUMHATHUB IIPOIIJIBIX CTOJ'IeTI/Iﬁ
C KYINVIETHBIM PUTMOM COBpGMGHHGﬁIHHX AMEPHUKAHCKUX Y€YETOK U TYyCTOIIIOB.
<.> A 6I>I CKa3aJl TOJIbKO, YTO OTCTYKHBaHMWE€ HOTaMH B HETPDUTAHCKOM TaH-
e HE HYXKHO. 10 HaTypa.TII/ICTI/I‘-IeCKI/Iﬁ MOMEHT, HE BHX(YMHﬁCH C 6633BY‘-IHOﬁ

2t TaMm Ke.
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CTHJIM3AIMEeN TAHTOMUMBI U KaK-TO HaPYIIAIONUH ee JIACKAIOIIYI0 THIITHHY. JTOT
CTYK, €70 PUTM, €r0 MEXaHUKa €CTh B My3bIKe U 0€33ByJqHas1 4yedyeTKa... OyzeT 00Ib-
IIe B CTUJIE 3TOU BEeIUIIbI>>.

Pe3tome

«ITaHTOMUMHBIN SKCIIEpUMEHT» « KpUBOTO 3epKajia» 3aBepIIWICA B 1916 Toay
«BeuHoU TaHIOBIIUIEN» B MOCTAaHOBKe U ¢ My3bikoll EBpemHoBa. Ilbeca HOCUIA
BechbMa IaTeTUYECKUH I0/3ar0JIOBOK — «XopeorpaduyecKkas MUCTEPUS» — U Ipe-
TeH/I0BaJIa Ha HeKoe PHIocodCKoe, « HAJIMUPHOE» OCMBICTIEHHE OBITHS.

Hu oquH 13 9TUX CIIEKTaK/Ied He UMEJT TOT0, Ja’Ke BeChMa CKPOMHOTO, ycIexa,
Kako# ObLIT Y «PbsiMeTThI». K TOMY K€ My3bIKaJIbHBIX PYKOIIHCEX HE COXPAaHUJIOCH,
U COCTaBUTD O HUX IIPEJICTaBJIEHNE MOKHO TOJIBKO 10 BTOPUYHBIM MCTOUHUKAM.

BbU1 T «ITAHTOMUMHBIN SKcIIEpUMeHT» « KpuBOTo 3epKajsa» COBCEM YK Ha-
npacHbpIM? [Ioka Ha 3TOT BOIIPOC OTBeTa HeT. B 0JTHOM TOJIBKO MOKHO COTJIACUTbHCS
Cc MHEHHEM COBPEMEHHHKA: B CBOUX JIYUIIIUX 0Opas3max maHTOMUMA U BIIPSAMb ObLIa
«PaZiOCTHIO IS TJ1a3, HACTAKIEHUEM JIJISI CIyXa»3..,
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EDN NASJKK

®enomeH Mounapra
B IIOCTMOJEPHUCTCKOM MHTEpbeEpe:
Teseonepa Mankiaa Harimana
«IIucbma, 3araikvu U UCKH»

Examepuna I ypvesta OKynesa

[TeTpo3aBojickas rocyiapcTBeHHAs KOHCEPBATOPHUS
nMmenu A. K. I'stazyHOBa,
2. I[lemposasodck, Poccutickas Pedepauus,
Mokunevaeg @yandex.ru,
https://orcid.org/0000-0001-5253-8863

AxHoTanusa. OOBEKTOM WCCIENOBAHUSA CTAaThbU BBICTYIIAET TeJieolepa
Maiikna Haiimana «Ilucema, 3aralku U HCKH», CO3JaHHAsg B 1991 TOay
B corpygHuuectBe ¢ JI:xepemu Hproconom u IIatom I'sBuHOM 1o ciydaro
JIByXCOTJIETHEN TOAOBIIMHBI cO AHA cMeptu Monapra. OHa ABWJIACh YacCThIO
sKcrepuMeHTasibHOro mnpoekta BBC Not Mozart, oOTpa3uBIIEr0 CHCTEMY
IIEHHOCTEH ITOCTMOJIEPHUCTCKON KyJbTYphl. JIUOpeTTOo oOmepbl 06a3mpoBaIOCh

© Oxkynena E. I'., 2026
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Ha JIOKYMEHTaJIbHbIX HCTOUHHKAX — d¢parmMeHtax mnuceMm Momapra 4 ero
«KapHaBaJIbHBIX» 3arajikax. B cTaTbe paccMaTpUBaeTcs Xy/I0KeCTBEHHast
KOHIIEMIUS COYMHEHUSA, KOTOPYIO OIpe/leSInIN JBe Beayiiue uaeu. IlepBas
ObLJIa MHUITUUPOBAHA MICUX0AHAJTUTHIYECKUMH HCCIEAOBAHUSAMU aMEPUKAHCKOTO
My3bIKOBesla MeliHapsia CosioMOHA UM Kacajlach B3aMMOOTHOIIeHUN Moiapra
¢ otmoMm. Bropass ObLia cBs3aHa C BOIPOCAMH TBOPYECKOH camopediekcud,
3aTparuBajia IpoOJIeMbl IJIardaTa, a TaKKe CYIIECTBOBAHUA KJIACCHUKH
B YCJIOBUSIX MYJbTUKYJIbTypanu3ama. OTAeibHOe BHUMaHUE B CTaThe YIesseTcs
KOMITO3UITMOHHBIM OCOOEHHOCTSIM OIlephl U mpueMaMm paborsl Haiimana
C 3aMMCTBOBAHHBIM MY3bIKAJIbHBIM MaTepUaJiOM, KOTOpblE€ OIMpaJHCh Ha
MPUHITUIT JAEeKOHCTPYKIMU. B Xojae wuccieqoBaHus Jeal0TCA BBIBOABI, UYTO
OITEPHBIH KaHP OPUTAHCKUN KOMIIO3UTOP Ha/eJIseT YepTaMUd MeTaKOMIIO3UIIUH,
IpeBpaiiasi ero OJTHOBPEMEHHO U B ICUXOJIOTUUYECKOE HCCIe/IOBAHUE JTUYHOCTU
XyJIO’KHUKA, U B TBOPUYECKYI0 CaMOJIMAaTHOCTUKY. JlomMas OJHU CTepPeOTHIIbI
U cosjaBas Jipyrue, HaliMaH moAYepKUBAaeT OTHOCUTEJIBHOCTh HAIIUX
IpejicTaBJIeHu 0 MonapTe 1 uX 00yCJIOBJIEHHOCTDb KYJIbTYPHBIM KOHTEKCTOM.

KiroueBbie cjioBa: My3bIKaJbHBIM TeaTp XX Beka, Maikn HaiimaH,
«ITucpma, 3aragkm U ucku», Bombdranr Amanmeir Momapt, Jleomosnpa Momapr,
IMOCTMO/IEPHU3M, IEKOHCTPYKITHSA, TJIaTAaT

Jia murupoBanus: Oxyresa E. I'. ®enomen Monapra B HOCTMO/IEPHUCTCKOM
uHTephepe: Teneonepa Marikima Hatimana «Ilucbma, 3aragku w  UCKH» //
CoBpemeHHbIE TIPOOJIEMBI My3bIKO3HaHHA. 2026. T.10, N22. 105-133.
https://doi.org/10.56620/2587-9731-2026-2-105-133
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The Mozart phenomenon
in the Postmodern interior:
Michael Nyman’s television opera
Letters, Riddles and Writs
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Abstract. This article examines Michael Nyman’s 1991 television opera
Letters, Riddles, and Writs, created in collaboration with Jeremy Newson
and Pat Gavin to commemorate the bicentennial of Mozart’s death. It
was part of the BBC’s experimental project Not Mozart, which reflected
the values of postmodern culture. The libretto of the opera was based on
documentary sources—fragments of Mozart’s letters and his “carnival” riddles.
This article examines the artistic concept of the work, which was shaped
by two central ideas. The first, inspired by the psychoanalytic research of
American musicologist Maynard Solomon, concerned Mozart’s relationship
with his father. The second engages with issues of creative self-reflection,
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plagiarism, and the place of classical music in a multicultural context. Special
attention in the article is paid to the compositional features of the opera and
Nyman’s methods of treating borrowed musical material, which were based on
the principle of deconstruction. The study concludes that the British composer
invests the opera genre with the qualities of a metacomposition, transforming it
simultaneously into both a psychological exploration of the artist’s identity and
a form of artistic self-diagnosis. By breaking some stereotypes and creating
others, Nyman emphasizes the relative nature of our ideas about Mozart and the
fact that they are shaped by cultural context.

Keywords: musical theater of the 20th century, Michael Nyman, Letters,
Riddles and Writs, Wolfgang Amadeus Mozart, Leopold Mozart, postmodernism,
deconstruction, plagiarism

For citation: Okuneva, E. G. (2026). The Mozart phenomenon in the
Postmodern interior: Michael Nyman’s television opera Letters, Riddles and
Writs. Contemporary Musicology, 10(2), 105—133.
https://doi.org/10.56620/2587-9731-2026-2-105-133

108



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(2)

Bsedenue

2026 rojy, 277 THBapsi, UCIOJHUJIOCH 270 JIET CO JIHA PokaeHus Boyibg-

raura Amazies Momapra. Jta 3HaMeHaTeJIbHAs /laTa He TOJIBKO CIIYKUT

IIOBOJ/IOM K ITPOBEJIEHHI0 MHOTOUHCJIEHHBIX TOPKECTB, HO U IIPUTJIAIIIAeT
K OCMBICJIEHUIO TBOPYECKOTO HACJIEAUsI aBCTPUUCKOTO TeHUS B KOHTEKCTE IeHHO-
CTell COBpEMEHHOU KyJIbTYphl. CTaThsl HE CTABUT CBOEH 3aj/1auell MPOCIeqUTh U3Me-
HEHUs B IpeJCTaBIeHusaX o (peHoMeHe MomapTa, CJI0KUBIIUXCSA B 00IIECTBEHHOM
co3Hannu B XX u XXI Bekax, HO Ipecsie/iyeT 6ojiee CKDOMHYIO IIeJib — Ha MPUMepe
OT/IeJIBHOTO apTedaKTa BbIIBUTh 0COOEHHOCTH [IEHHOCTHBIX OPUEHTHPOB B IIOHUMAa-
HUHU TBOPYECKOU JIMYHOCTH U OTHOIIEHUH K TPAJUIIUN Y KOMIIO3UTOPOB, Xy/I0XKe-
CTBEHHOE MBIIIJIEHHE KOTOPHIX Pa3BHUBAJIOCH 110/ 3HAKOM ITOCTMO/iepHa. B kauecTBe
Takoro obpasiia n3bpaHa TeJieBU3HOHHAsA onlepa Matikia Hatimana Letters, Riddles,
and Writs («IlucbMa, 3arafiku 1 UCKH», 1991), IIPEACTABJISIONAA cOO0N B HEKOTO-
POM pPOJie TeEPMEHEBTUUECKYIO IMOIBITKY IICUX0AHATUTUYECKOTO UCCIIEIOBAHUS MO-
IIAPTOBCKOM JINYHOCTH.

HaiiMaH n3BecTeH POCCUMCKOMY CJIYIIIATEITIO MIPEK/Ie BCETO KaK KMHOKOMIIO-
BUTOP, XOTS Ba)KHEHUIIYI0 YaCTh €ro TBOPUYECKOTO 0Oaraka COCTaBJIIOT COYMHEHWUS
B aKaJ[eMHUYECKUX KaHpax (omepsl, OaseThl, KBAPTETHI U T. II.). VIHTEpeC K My3bIKe
OpPUTAHCKOTO MacTepa B OT€YECTBEHHOM MY3bIKO3HAHUU 3a TOCJIE/THEE JeCATHUIIETHE
3HAYUTEIHHO BBIPOC, O U€M CBU/IETEIHCTBYET PSJT HAYYHBIX IIyOJTUKAITUI, ITOCBSIIEH-
HBIX crieluUKe ero KOMIIO3UTOPCKOTO MeTo/a [1; 2] 1 mpobsieMaM My3bIKaIbHO-Te-
aTpaJIbHOTO TBOpYecTBa [3; 4; 5]. [Ipemyaraemast K pacCMOTPEHHUIO OTlepa BIIEPBbBIE
CTAaHOBHTCS IIPEAMETOM CIIEIIUATPHOTO MYy3bIKOBETUECKOTO BHUMAHUS.

Hcmopus cozdanus u xydoxcecmeeHHas KOHUenuus

«Ilucpma, 3araZiku U1 UCKU» — YaCTh IIPOEKTA, IPUYPOUYEHHOT'O K JIBYXCOTJIET-
Hell romoBIIMHE co MHA cMeptu Momapra. Ero ujes 3axioyanach B TOM, YTOOBI,
C OZTHOU CTOPOHBI, TI0Ka3aTh, KAKHE UMITYJIbChI JJIs1 BAOXHOBEHUS JaeT My3bIKa BeJIH-
KOTO aBCTPHUIIla COBPEMEHHBIM KOMIIO3UTOPAM, a ¢ APYroH, MOJUYepKHYTh HEOHO-
3HAYHOCTh BOCHPUATHSA U TPAKTOBKHU JINYHOCTU U HACJIEeUSA TeHNEB B UCTOPUYECKON
nepcrnektuBe. [lomumo HaiimaHa, B MpOeKTe y4acTBOBAJIM KOMIIO3UTOPHI JIXKyAauT
Yup, JIyu Aagpucces, Muiira Menrennbepr, Xatian Kaps I'pybep u Matuac Pioarr.
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[{ukJ1, IpOBOKAIIMOHHO o3arsiaBiaeHHbIi Not Mozart («He Momapt» ), COCTOSLI
U3 IIECTH KOPOTKOMETPAKHBIX (DUIBMOB:

1. M Is for Man, Music, Mozart («M 3Ha4uT My>K4HHa, My3biKa, Mo-
apt», pexkuccep [Turtep I'punysii).

2. Bring Me the Head of Amadeus («IIpuHecuTe MHe TOJIOBY AMaziesi»,
pesxuccep bappu I'spun).

3. Letters, Riddles and Writs («IIucbMa, 3arajIkl U UCKH», PEKUCCEPDI
J>xepemu HerocoH u I1at ['aBuH).

4. Not Mozart («<He Monapt», pexkuccep IpHCT I'pasguir).

5. W. A. M. Limited («B. A. M.», pexkuccep utonu I'apuep).

6. Scipio’s Dream («Con CuunuoHa», pexkrccep Mapraper YUIbsMc).

[IpoekT OBLT MOATOTOBJIEH JJIsl AHTJIMUCKOTO TesieBuaeHuss BBC u oTHOCHII-
¢ K KaTeropum 5KCIEPUMEHTAJIbHOTO KUHO. BujeociokeTsl B OOJIBIITUHCTBE CBO-
€M HOCWIU CIOppeaTMCTUYECKUN XapakTep (Hampumep, B jieHTe bappu ['sBuHa ue-
pent Momapta myTemnecTBOBaj 1o ABCTPUH), a My3bIKa KOMIIO3UTOPA MO/IBEpraiach
pPa3HOOOpa3HBIM, «OCOBpEMEHEHHBIM» 00paboTkaM (Hampumep, B ¢puIbMe JpHCTA
I'panguna mysbsikauThl Vienna Art Orchestra ucmosHsiiu /Pka30Bble (haHTA3WU HA
TeMbI MOIIAPTOBCKUX cOUMHEHUM). B 1iesiom riuks Not Mozart oTpa3usi CUCTEMY TIeH-
HOCTeN IOCTMOJIEPHUCTCKOU KYJIBTYPhI, B PAMKaX KOTOPOU (peHOMEH TBOPYECKOU
sumyHocTu Morapra obpacTtayi pa3jimyHbIMU MUQOIOTEMaMU U UMeJl K peaibHON
¢durype BecbMa omnocpesioBaHHOe oTHoIeHHe. PakTueckn BO Bcex ¢uapmax 00-
pa3 KOMIIO3UTOpA TaK WJIM UHAUE CBA3BIBAJICA ¢ OOIECTBOM IOTpeOJIeHUs: Molap-
TOBCKas MY3bIKa, C OJHOU CTOPOHBI, IEPEHOCUIACh B UHOU KYJIbTYPHBIA KOHTEKCT,
COeUHAACH C IXKa30M, POKOM, aBAHTap/0M, a ¢ JIpyroll — OKa3bIBaJIach TOBAPHBIM
OpeHJIOM U, COOTBETCTBEHHO, UCTOUHUKOM MPUOBUIN (TaK, OTHUM U3 BayKHEUITHUX
JIENTMOTHUBOB KapTUHBI ApHcTa I'panuiia cTaam mokosagable KoHpeTh « Monapt»,
CUUTAIOIIHECS BUBUTHONM KaPTOUKON BeHbI).

JIubperro (crieHapuii) k Tesneonepe Haiimana manucan JIxxepemu Hplocon!,
¥ OH e coBMecTHO ¢ ITaToM 'sBUHOM? OCYIIECTBUII IIOCTAHOBKY, OHAKO uzes «ITu-
CeM...» LEeJUKOM HOpUHAJIekasa KoMHo3uTopy. CIoKeT OCHOBBIBaeTCS Ha CEepUu

1 Isxkepemu Hplocon (Jeremy Newson, 1947-2020) — aHIVIMACKUHA aKTep, PeKUCCED
u npoprocep. Ilosyuns U3BeCTHOCTb B 1990-€ TOAbl KaK aBTOP JOKYMEHTAJIbHOTO KHHO
0 MHUPe MOJbl U UH/YCTPUU Pa3BIedeHU .

2 [1at I'sBuH (Pat Gavin) — aHTJIMICKUN XyZ0KHUK, PEXKUCCED, aKTep. YeThIpeKbl yA0CTau-
Basica npemun BAFTA kak jiydmuii iu3aiiHep U pexxrccep aHUMaIyiH.
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(hanTacMaropuueckux BUJIEHUH, ABJIAIOINUXCA Monapty Ha cmepTHOM oxape. ITosty-
yacoBasi Tejieoliepa CI0’KeTHO pa3duTa Ha JiBe yacTu. IlepBas cokycrupoBaHa Ha B3a-
MMOOTHOIIEHHUAX KOMIIO3UTOPA ¢ OTLIOM, KOTOPBIi IIPe/icTaeT TO My/IPBIM 3apacTpo’,
TO MEPKAHTWJIBHBIM CKPSITOM, IMPOTHUBOIIOCTABJISIONINM BHYIIHTEJIbHBIM J10XOJaM
ChIHA TIEpeYeHb CKPYIIYJIE3HO MOJACYUTAHHBIX PACXO/IOB, TO A€CIOTUYHBIM TUPAHOM,
KOHTPOJIMPYIOIIIUM BCe acCIIeKThI *KU3HU MolapTa, BKJIIOYasa ero »KeHUTH0y Ha KoH-
craHile. Heyb3s1, BmpoueM, cKa3aTh, YTO IMOJI0O0OHAs XapaKTEPHUCTUKA CTOJIb VK J1ajie-
Ka OT UCTUHBI. K mpuMepy, B My3bIKOBEJUECKUX HCCIeI0BaHUAX Jleomoapa Monapt
HEPEJIKO OIMHChIBAETCS KaK PacueTIUBBINA YeJIOBEK, KOTOPBIM «Bcerja 3Hajl, Ha YTO
U CKOJIBKO IIOTPATHJI, yMeJ CBOOOHO OPUEHTHPOBATHCS B PA3HBIX €BPOIEHCKHUX Ba-
JIIOTaX, IOMHIJI, CKOJIPKO CTOHT Ta WJIY MHasI BeIllb B Pa3HBIX CTPaHax <...>, TPeOOBAJ
IIOCTOSTHHBIX OTUYETOB O MIOTPaYeHHbIX CpeJicTBax» [6, ¢. 62—63], He MPOBOAYIT YETKOM
TPaHUIBI «MEXK/Ty JOJITOM U MaTepUaJIbHBIMH HMHTEepecaMu» [7, ¢. 30], HO B TO Ke
BpeMms «ObLI yuutesieM ot bora» [8, c. 136].

CoObITHSA BTOPOU ITOJIOBHHBI OIlEPhl Pa3BOPAYMBAIOTCA B 3aJie Cy/a, I/ie Be-
JleTcs mporecc Haa Mavikiom HalimanoM, 0OBUHSIEMBIM B BOITHIOIIEH MHTEJLIEKTY-
aJIbHOH Kpaske® — IylaruaTe MOIApTOBCKOH My3BIKH. Pazob6iiaunTesieM BBICTyIIAeT
Opanig rose(b IatigH, 3amuTHUKOM — JltoaBur BaH berxoBeH (TouHee, UX OIOCTHI,
coryiacHO (paHTAaCTHYECKOU IIPUUYAJIUBOCTH Ope/IOBBIX CHOBHIeHUI ). B x0/1e 3acesa-
HUS TPUABOPHBIN ITMAHUCT, POJIb KOTOPOTO UCIIOJIHI caM HalimaH, UrpaeT OTpbIB-
KU U3 IIbEC, ITOCTYKUBIIINUX ITPEIMETOM Cy/ieOHOro pasbuparesbcTBa (pparMeHT us
I vactu momaproBckoro Ksaprera KV 428 u Bcrymienue necHu I am an unusual
thing («fI HeoObIYHOE CylIecTBO») U3 onephl «IIuchbMa, 3arafKu U UcKu»°). CBuUie-
TeJIb 3alUThI — IIBeUIapckul My3bikoBe XIX Beka I'anc ['eopr Herenu® — anesu-
pyeT Kk coBeTy I'aiijlTHa COUMHATH B COOTBETCTBUU C BBIOPAaHHBIMU MOZEIAMU. OUITEM
3aBepllaeTcs necHeu, B KOTOpou MolapT mpeiuyBCTBYET CBOIO CKOPYIO CMEPTb.

3 OceHbIO 1791 T'0J1a, 32 HECKOJIBKO MECSAIIEB /10 KOHUMHBI, MoapT cam AupuKupoBai «Bosi-
mebHoU ¢ueiiToii» B BeHe, u aTOoT OHUOrpadmyeckuii pakT cBoeoOpPa3HO OOBITPHIBAETCS CO-
3parensaMu puibMma.

4 Perutmka I"aliziHa, BeICTynaoIiero 0OBUHUTEIEM Ha Cy/IeOHOM 3ace/laHuM.

5 OTMETUM, YTO B JAHHOM CJIyyae BO3HUKAET TUIIMYHBIN /IJI1 TOCTMOJIEPHUCTCKOTO HUCKYC-
CTBa IpueM mise en abyme, IPpUAAIOIINN XyI0KECTBEHHOMY TEKCTY OII€PBI YEPTHI METaHaP-
parusa.

¢ Jlekriuu Heresm 0 My3bIKe MOJIB30BTHCH O0JIBIION MOy sspHOCTHIO B XIX Beke. IToka3za-
TEJILHO, UTO OH mojiBepraj MomapTa kputuke (rmogpobHee cm. [9]).
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ABTOpBI TIOPYYMJIU TJIABHYIO POJIb B KAPTUHE HEMEIKOU MeBUIle U aKTpuce YTe
Jlemriep, czieyiaB akIeHT HAa aHIPOTUHHOM 0Opase kommno3uTopa. C 07lHOU CTOPOHBI,
TaKOe pellleHUe CTAJIO CJIE[ACTBHEM penpe3eHTATUBHBIX IMPAKTHUK MaCcCOBOU KYJIb-
TYpbl, OTPAa3UBIINX reH/IEPHbIE U3MEHEHHUs B CTPYKTyPe COBPEMEHHOTO OOIIECTBa,
a ¢ pyrou, mpujano o6pasy BEHCKOTO KJIACCHKA YEPThI UCKIIOUYUTETHHOCTH U HEIIO-
BTopuMocTu. Ponu I'atiina u berxoBeHna ucniosinwiu Jxynuan I'mosep u Tonu Pop,
napTus Jleonmosbzia 6p11a mopydeHa nesiy asumy Tomacy.

TekcThl meceH U Ay3TOB OIlepbl OCHOBBIBAJIUCH HA MOJAJIUHHBIX JOKYMEHTAJIb-
HBIX MaTepuajax, a UMEeHHO — Ha Ilepenucke Monapra ¢ OTIIOM U Ha TaK Ha3bIBaeMbIX
«KapHABAJIbHBIX» WJIM 30POACTPUUCKUX 3arajzikax. [locseaHue ObLINM TPUAYMAaHbI
KOMIIO3UTOPOM B 1786 roZly BO BpeMs BEHCKOI'0 KapHaBaJsia U II0CJIaHbl JIeomoabay
MonapTy Ha OT/ieJIbHOM JIMCTE I10/T 3arjlaBueM «Bplziepkku u3 ¢pparMmeHToB 30poa-
cTpa» [10, p. 345]. Zlojiroe BpeMsi OHU CUMTAINCH YTEPSHHBIMHE, HO B 1970 TOY ObLITH
oOHapy»keHbI B BepJIMHCKOM rocyiapcTBeHHOU OubInoTeke [11].

Bcero Mormapt cocraBu 8 3arafiok. /[Be u3 HUX ObLIU 3aMa3aHbl YePHUJIAMH
I'eoprom Huccenom, BTopbiM mMy:keM KoHcrtannbl Monapt. [IpyynHO# Takoro Io-
CTYIIKQ, BEPOATHO, IMOCIY>KUJIO UX COAEPKUMOe, KOTOPOE TOT cUeJl HellpueMJIeMbIM
T10 IEH3YPHBIM COOOPaKEHUSM.

3araJikv CTaJIv IpeIMeTOM CIIEIUATIBHOTO U3YyUYeHUA aMEPUKAHCKOTO MY3bIKO-
Besta Metinapza CosioMOHA, U3BBECTHOTO CBOMM IICUXOAHATUTUYECKUM IOX0/I0M K UH-
TepripeTanuu 6norpaduil U3BECTHBIX My3bIKaHTOB. B 1985 rosy B kypHasie American
Imago 6pU1a OIYyOJIMKOBAaHA €r0 CTaThsl, B KOTOPOU 3araJki pacCMaTPUBAJIUCh B pa-
Kypce HeIIPOCThIX B3aMMOOTHOIIIEHU MolapTa ¢ OTIIOM U TPAKTOBAJIUCh KAK BHI30B
aBTopuTeTy nocseHero. [1o Mpicsin My3bIKOBE]a, KOMIIO3UTOP B CUJIy SMOIIMOHAJIb-
HOH IIPUBA3aHHOCTH BCET/IA »KeJIajl J0OUThes omobpenus JIeomnosbaa’ 1 0JHOBpeMeH-
HO U30aBUTHCSA OT IIOCTOSTHHOTO KOHTPOJISI ¢ €ro CTOPOHBI. OZTHAKO «HU PACCTOSTHUE,
HU MOJTUYaHHE He MOTJIM OCBOOOAMTh MorapTa OT OTIIOBCKOT'O T'OCIIOJICTBA, 00J1a/1aB-
IIIeTO BCEMOTJIOIAIOIIEN CUIoN, — KoOHcTaTupoBas CosioMOH. — B KakoM-TO cMmbIciie
o6uorpadus Mouapra — 3T0O UCTOPHS CJIOKHBIX MEXAaHU3MOB U MAHEBPOB, C TIOMOIIHIO
KOTOPBIX OH IBITAETCA JOCTUYD COIJIACHUSA C UeJIOBEKOM, ABJIABIIUMCA €My He TOJIbKO
OTILIOM, HO U IJIaBHBIM HAaCTaBHUKOM BO BCEX BOIIPOCAX, U CTPEMUBIIUMCH KOHTPOJIU-
pOBaTh KaXKJ[0€ €T0 JIEHCTBUE TTOCPEACTBOM ITOCTOSHHOTO MCUXOJIOTMYECKOTO J1aBJie-
HU, YepeayIoIerocs ¢ cobia3HUTETLHOM 106poToii» [10, p. 357].

7 « Bair nokopHeNIUH ChIH» WIN « Balll moc/IynHe NIl CbIH» — TaKUMU CJIOBAaMU 3aKaHUU-
BaJI MonapT GOJIBIIMHCTBO CBOUX ITHCEM K OTILY.
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B nmporpaMmHBIX 3aMeTKax K omepe, OnmyOJIMKOBaHHBIX Ha caite Wise Music
Classical®, HaifimaH yka3bIBajl, YTO IMEHHO cTaTha COJIOMOHA OIpe/e/Ina OfHY U3
KJIIOUEBBIX UJIEN Omepbl — MCCIEI0BAHME XapaKTepa B3auMOOTHOIIeHu Morapra
C OTIIOM, KOTOPBIE TPAKTOBAIMCH B IICUXOAHAJIUTUUECKOM KITIOYE.

Hatiman 1 HprocoH omupasiich Ha TPEXTOMHOE H3JJaHUE ITUCEM, OIyOJIMKO-
BaHHOE Ha aHIVIMHACKOM f3bIKe IOJ pejakiuell DMuiau Axzepcon’. XapakTepHO,
YTO (pparMeHTHl, JIETIINE B OCHOBY JINOPETTO, IIUTHPOBAIUCH U B cTaThe COI0MO-
Ha. 3HAUMTEeIbHAA YacTh UX ObLIa B3ATa U3 nuceM Jleomnospaa 1778 rofia u mmuceM
Morapra 1781-10, B IEPUO/I, KOT/IA MEKAY OTIIOM M ChIHOM HAKaILJIUBAJIUCH ITPOTH-
Bopeuns. Huke mpuBoguM pparMeHThI JTUOPETTO CO CChIKAMU HA IEPEIHUCKY:

LEOPOLD

Oh, my dear Son! When you were a child,
I gave up all my time so that you could not
only to provide later on for yourself, but
also that I might enjoy a comfortable old
age, devote myself to the welfare of my soul
and be enabled to meet my death in peace.
(Leopold Mozart to his Son,

February 5th, 1778'°)

If you stay away, I'll die much sooner.
If T could have you live with me, I'll live
several years longer.

(Leopold Mozart to his Son,

August 3th, 1778™)

You must not lose sight of your main
objective in life, which is to make money.

(Leopold Mozart to his Son,
October 15th, 1777'2)

8 URL: https: .
obpaieHus: 11.05.2026).

JIEOITOJIB/],

O, MOIi IOPOTO¥ ChIH, KOTZA ThI ObLI PEOEHKOM, 51
OT/IaBaJI BCE CBOE BPEMsI TOMY, UTOOBI ThI MOT He
TOJIKO 00ecreuuTh cebsi B Oy/IyIneM, HO U UTO-
OBI s1 MOT HaCJIAXK/1aThCsl 0e30€JHOI CTapOCThIO,
MIOCBATUTD ce0s 3a00TaM O 0GJIArOIOJIyYHH CBO-
eli IyIIIH U CIIOKOMHO BCTPETUTH CBOIO CMEPTb.
(M3 nucvma Jleonoavda Mouapma CbiHY
om 5 ¢pespans 1778 2.)

Ecnu Tl ocraHemibcsi B OTAAJIEHUU, S YMPY
ropaszio pasblie. Ecii ObI THI JKHJI CO MHOH,
S TIPOKUJT ObI HA HECKOJIBKO JIET JIOJIBIIIE.

(M3 nucvma Jleonoavoa Mouapma CbiHY
om 3 aseycma 1778 2.)

Thl He JOJI’KEH YIIyCKaTh U3 BUAY CBOIO IJIaB-

HYI0 IIeJIb B JKU3HH, KOTOpAas 3aKJII0YaeTcs
B 3apabaThIBAaHUU JI€HET.

(M3 nucvma Jleonoavda Mouapma CblHY
om 15 okmsabps 1777 2.)

9 The Letters of Mozart and His Family / ed. by Emily Anderson. London: Macmillam and

Co., 1938. Vols. I-III.
10 Tbid. P. 685-686.

1 Tbid. P. 877.

2 Tbid. P. 467.
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When you make new acquaintances,
you immediately wish to give your life
and property to them.

(Leopold Mozart to his Son,

August 27th, 1778'3)

I say nothing about women, for where
they’re concerned the greatest reserve
and prudence are really necessary.
(Leopold Mozart to his Son,

February 5th, 1778'%)

You really must consider first the welfare
of your parents or else your soul will go to
the devil.

(Leopold Mozart to his Son,

February 11th-12th, 1778')

MOZART

Dearest Papa, He knows that my sole aim
is to help you and to help us all. Must
I repeat to you a hundred times that I can
be of no use to you? Here is Vienna than
there in Salzburg. I implore you, dearest,
most beloved father, spare me such letters.
I entreat you to do so, for they only irritate
my mind and disturb my heart and spirit;
and I, who must keep composing, need
a cheerful...

(Mozart to his Father,
June oth, 1781'°)

13 Tbid. P. 896.
4 Ibid. P. 687.
15 Ibid. P. 709.
16 Tbid. P. 1103.

Korza Th1 3aBoAUIIb HOBBIX 3HAKOMBIX, CPa3y
’Ke X04Jelllb OTZIaTh UM CBOIO KU3Hb U UMYIIle-
CTBO.

(M3 nucvma Jleonoavoa Mouapma CblHY
om 27 agaycma 1778 2.)

A y>x He TOBOPIO 0 JKEHIIMHAX, 0O B KX OTHO-
IIEHUN JIeHCTBUTEIbHO HEOOXOIMMBI BEJIU-
YyaiIas ciep>kaHHOCTh U OJ1aropazyMue.

(U3 nucvma Jleonoavoa Mouapma coiHy

om 5 ¢pespans 1778 2.)

Thl OKEH TpEeXZEe BCEro ayMmarh O Ojare
CBOMX POJUTEJIEH, NHAYE TBOS AyIIa MOMAJET
K JIbSIBOJLY.

(M3 nucvma Jleonoavda Moyapma cuiHy

om 11-12 ¢pespansn 1778 2.)

MOLAPT

Jpakanmuii nana, OH 3HaeT, YTO MO€ eUH-
CTBEHHOE HaMepeHUe — IIoMOoYb Bam u Bcem
HaM. Heyxesn B COTBIA pa3 HA/IOOHO MOBTO-
paTh Bam, uto s cmory ObITh Bam mosiezeH?
3nech, B Bene, a He Tam, B 3ajbI0ypre. YMo-
a0 Bac, apakadmuii M HawIl0OMMeHN I
oTel, U30aBbTe MEHS OT TAKHX IIHCEM. 3aKJIH-
Hato Bac, n60o OHU JIMIb pa3aApa’kal0T MOU
pa3ymM U IIPUBOJAT B CMSATEHHE MOE Cepjlle
U Aylly. A MHe, KOMY IPUXO/IUTCS ITOCTOSTHHO
COUYUHSATD, Hy>KHA siICHas TOJIOBA...

(M3 nucbma Mouapma xk omuy

om 9 uroHa 1781 2.)
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Dearest Papa, I intend to marry. You are /[pakaiimuii mama, s HAMepeH KeHUThCs. Bac
horrified at the idea. But I entreat you to myraer srta mbicib. Ho ymossio Bac, mociy-
listen to me the voice of nature speaks as 11aliTe MeHs: IpUPOJiIa TOBOPUT BO MHE TaK
loud in me as in other men louder perhaps ke rpoMKo, Kak 1 B Ka3KJI0M YeJI0OBEKE, MOKET
than in many a big strong lout a fellow. 6wITh, make TpomMue, yeM BO MHOTHUX KpYyI-
I cannot think of anything more necessary HbIx u cribHBIX IU1€6GesX. fI He MOTy TIpezcTa-
than a wife... But who is the object of BuTbH cebe Huuero 6osiee HEOOXOAUMOTO, YEM
my love? Not Sophie, not Josepha, it is kxena... Ho KTo e mnpeamMeT MOeH JIOOBH?

Constanze. He Codu, ve Kozeda, sto Korcranna.
(Mozart to his Father, (M3 nucoma Mouyapma xk omuyy
December 15th, 1781'7) om 15 dexabps 1781 2.)

[To 3ambIiciy aBTOpOB (pusibMa, 3apactpo U Heresn cCUMBOJIM3UPOBAIN pa3-
Hble urocracu Jleomosbaa, oTpakas JIBOUCTBEHHOCTb €r0 HaTyphbl, UTO YCUJIUBAJIO
IICUXOAHAJIUTUYECKUH MOATEKCT. B 00pase MoIapToBCKOro 3apacTpo BOILIOTHIACH
uaes «IIPOCBEMIeHHOr0 MOHapXa», UJleaJlbHOTO MpaBUTeaA-puaocoda, UCTOUHUKA
3HAHUS KU3HU [12, ¢. 40]. UpeHTUdUKAaIMA JIeomosibaa ¢ HUM yKa3blBasia Ha Mpe/I-
CTaBJIEHUA 00 OTIIe KaK O My/IPOM HACTaBHUKE, TPOBOHUKE B TAWHBI My3bIKaJIbHOT'O
HCKYCCTBa, TAJIAHTJIMBOM Ilefjarore, 6arojapss kKoropomy BosbdraHr cras ByHAEP-
kuHA0M. OTOXK7JecTBiaeHne ¢ Herenmu, HampoTUB, JEMOHCTPUPOBAJIO HETaTUBHbBIE
yepThl — BBICOKOMEpPHE, HEOJIOOpEHUE, 3aBUCTh, HelToHuMaHue. [IlokazaTebHO, 4YTO
Herenu Ha cyziebHOM mpoliecce B GuIbMe IIMHUYHO CTaBUJI 3HAK PAaBEHCTBA MEXK-
Jly KOMITO3UITMOHHOM IIpaKTUKOU 3anMcTBOBaHUM XVIII Beka U «KaHHHOATH3AIU-
el» KJIacCH4ecKUX UoM Beka XX, o0opadnBas cioBa OOBUHUTES [aliiHa TpOTHUB
HEero caMoro.

[To muenuio CosloMOHA, MOIIAPTOBCKUE KapHaBaJIbHbIE 3araJIKN CTaJIX CIIOCO-
OOM «CBECTH CYETBI» C OTIIOM H BBIABUTH €r0 HENMPUA3Hb [10, p. 347]. [IcuxoaHa-
JINTUYECKUH acIlekT Iapaj B «Ilucbmax, 3arajikax U MCKax» IOUepKUBaI beTxo-
BEH, yTBep:k/1as, 4To MomapT nbITaeTcsA YTO-TO CKa3aTh OTILY, YTO-TO TaKoe, YTO OH
He MOXKET BbICKa3aTh IpsAMoO. ITokazaTeIbHO, UTO IOCJIE KaXK/I0M U3 3araiok 3ByJain
IecHU, OCHOBaHHbIE HA (parMmeHTax nuceM Momnapra K Jleomosiply, KOTOpbIEe KaK
ObI pacirgpOBHIBAIN CKPBITHIH CMBICIT IIIapa/i,.

HaiimaH BBIOpaUI Z/IA OIIEPHI [iBe 3arafku. VX cojepskaHue cieayomee's:

7 Ibid. P. 1167.
8 1IuT. 1O: https:
(mara obparieHus: 11.05.2026).
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Ne 1
We are many sisters; it is painful for us
to unite as well as to separate. We live in
a palace, yet we would rather call it
a prison, for we are securely locked up and
must work for the sustenance of men. The
most remarkable thing is that the doors
are opened for us quite often, both day and
night, and we still do not come out, except
when one pulls out by force.

Ne 2
I am an unusual thing; I have no soul
and no body; one cannot see me but can
hear me; I do not exist for myself; only
a human being can give me life, as often
as they he wishes, and my life is only of
short duration, for I die almost at the
moment in which I am born. And so, in
accordance with men’s caprice, I may
live and die untold times a day. To whose
we give life I do nothing — but those on
whose account I am born I leave with
painful sensations for the short duration
of my life until I depart.

No1
Hac mMHOro cecrep; HaM Tak e OOJIBHO CO-
eUHATHCSA, KaK U pasyydaTbcs. MBI KUBEM
BO /IBOpIIE, HO CKOpee 30BEM €ro TIOPHMOH,
IIOTOMY UTO MbI HA/I€3KHO 3aIIePTHI U JIOJIKHBI
paborarh, YTOOBI MPOKOPMHUTH Jitosiei. [1pu-
MeuaTeJIbHO, UTO JIBEPH HaM OTBOPAIOT J0-
BOJIBHO YaCTO, U JIHEM, U HOYBIO, HO MBI BCE
PaBHO He BBIXOJUM, Pa3Be YTO KOT/Ia HAC BbI-
TAaCKUBAIOT CUJIOM.
Ne 2

{1 HeOOBIYHOE CYIIIECTBO; Y MEHS HET HU JYIIIH,
HU TeJia; MeHs HesIb35 BUJIETb, HO MOXKHO CJIbI-
IIaTh; 51 CYIIECTBYIO He ]I cebsl; TOJIBKO de-
JIOBEK MOKET JJapOBaTh MHE JKHU3Hb TaK YacTo,
KaK OH TOTO IIOKeJIaeT, U MOSI KU3Hb KOPOTKa,
IIOTOMY YTO f YMHPAIO MOYTH B TOT K€ MO-
MEHT, KOTI/Ia pOKZaioch. 11 BOT, B COOTBETCTBUU
C JIIOZICKUM KaIrpu30M, 1 MOTY KUTb U YMUPATh
HecueTHOE YMCJIO pa3 3a JieHb. TeM, KTo JlaeT
MHe JKU3Hb, s HUIUEro He JIejialo, a TeX, paju
KOT'O I POXKJIEH, 51 OCTaBJIAIO ¢ 60JIE3HEHHBIMU
OIIYII[EHUSMU Ha KOPOTKUU CPOK MOEH KU3-
HU, TIOKA 5 He YUy.

MorapToBCKHeE Iapabl MPUHAAJIEKATN K TPATUIINN HEITPUCTONHBIX 3arajioK.
VIMeHHO UX IBYCMBICJIEHHOCTD, KaK Iosiaraj CoJI0MOH, OTpazkajia IPOTHBOPEUHBEIE

YyBCTBAa KOMIIO3HUTOpPA K OTIY.

B niepBoii mapasie 3arayianel 3yOnl. B ricuxoaHainse 3TOT 00pa3 0ObIYHO TPAKTY-
eTcs1 JTN00 KaK IMO/ICO3HATEIPHOE JKeJIaHNEe CMEPTH OTHOMY U3 pojicTBeHHUKOB (FOHT),
b0 Kak IojaBiieHne cekcyasbHoCTH (®Ppeiin). ABTOPHI Teleonephbl SKCILUIUITUPOBa-
JI CKPBIThIE CMBICJIBI TEKCTA, IIOMECTHUB YMeHbIleHHyIo purypy Morapra B pot Jle-
OTIOJIB/IA U BU3YaJIU3UPOBAB TAaKUM 00pa30M HCIBITHIBAEMOE UM OIIyII[eHHe 3aTode-
Hua'’. Heo/jHO3HAYHOCTH TIEPBOIA IIapazibl 00YCIOBJIEHA TeM, YTO B HEMEIKOM fA3bIKe

1 TTo ciioBam CoJIOMOHa, JIBOPEIl, 0 KOTOPOM HZIET PeUb B 3aTaJIKe, «HA CAaMOM JieJie SBJISET-
cs1 TIOPBMOH, T71e oH [Mornaprt] goypkeH paborath Ha 6J1aro Apyrux, a He JiIsi COOCTBEHHOTO
V/IOBJIETBOPEHHUS WJIM CaMOpeaTn3aIuu» [10, p. 350].
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Zahn (3y0) Ha >XaproHHOM HapeYnH O03HAYAeT TAKXKE «I[BIIIOYKA», IOITOMY 3/I€Ch
COZIEP?KUTCS M HaMeK Ha Oopzenb. Ves mo/ilaBJIeHHOU CeKCyaJIbHOCTH U IPOTECTa
IIPOTUB OTIIA TTOATBEPIKAAETCS MOCJIEAYIONTUME cyioBamu berxoBena («HTak, y ero
oTI[a OBLIO BCETOTJIONIAOIIEE KeJIaHWe KOHTPOJIUPOBaTh 1oHOro Mornapra. Heyu-
BUTEJIBHO, YTO OH IONAJI B OOBSATHSA *KEHIITUHBI» ) U iecHer Dearest Papa («Jloporoi
marma»), OCHOBAaHHOH Ha parMeHTax IMMUChMa K OTITy OT 15 Jiekabps 1781 roza, B KO-
TOPOM KOMITIO3UTOP PAaCKPhIBAET CBOU IJIaHBI OTHOCUTEJIBHO 3KeHUTHOBI Ha KoHCTaH-
1e. JIroboBHOE TOMyIeHMEe HaliMaH TPy 5TOM IMOYEPKUBAET HA My3bIKAJIBHOM YPOBHE
ayumo3usaMu K «Tpucrany u M3osbae» Baraepa, anesiupyst Takum 00pa3oM K TeMe
3aMpeTHON MJIN HEBO3MOXKHOM JIIOOBH.

BeposiTHBIN OTBET HA BTOPYIO 3arajiky — 3BYK. Ee JBOHCTBEHHBIA CMBICIT 00Y-
CJIOBJIEH OITMICAHUEM, KOTOPOE B PABHOU CTEIIEHH ITOIXO/IUT U /I 3armaxa. B aTom ciry-
yae 3arajika MprodpeTaeT IOMOPUCTUYECKUN OTTEHOK M3-32 KOMPOJIOTHYECKUX aCCO-
IUAIUIH, YTO OBLIO BEChMa XapaKTePHO Jisl anucTossipus Monapra. OnHako Hatiman
1 HbI0COH UTHOPUPYIOT JIAHHBIN acIleKT U Beies, 3a COJIOMOHOM WHTEPIIPETUPYIOT
3arajIKy B IICMXOAQHAJIUTUUECKOM paKypce, Jejiasi akIeHT Ha crpaxe cMmeptu. OHU OT-
TAJIKUBAIOTCS OT TEKCTa, B KOTOPOM JIOMHUHHPYIOIIMMU BhIPA*KEHUSIMH OKAa3bIBAIOT-
cs1 Gpaspl 0 KPATKOBPEMEHHOCTH KU3HHU U HACTYIUIEHUU cMepTu: my life is only of
short duration («Mos1 3KU3Hb KOPOTKa» ), I die («s1 ymuparo»), I may live and die untold
times a day («s1 MOTy KUTh U yMUPATh HECUETHOE UHCJIO Pa3 3a JiIeHb»), the short
duration of my life («<KOpOTKHI CPOK MOeH KU3HU» ). Kak ObI B ITOATBEPKAEHNE 3TOMH
TPAKTOBKH JIajiee CJIe/lyeT IECHS, B KOTOPo MolapT mpeIdyBCTBYeT CBOIO CMePTh. Ee
BepOaIbHON OCHOBOU CTaJIA CJI0BA KOMITO3UTOPA, IKOOBI IIPOU3HECEHHBIE 32 TPU THSA
70 KOHYUHBI. 3/1eCh aBTOPHI TeJIEOIIEPhI OOPATHJ/INCH K IIyTEBBIM JTHEBHIUKAM BuHceH-
ta 1 Mapu HoBesuto, KoTopble B 1829 roy HaBecTWIH BIOBY MormapTa B 3aabI0yp-
re. [To cctoBam KoHCTaHITHI, KOT/IJa yMUPAOIINN MYy>K Y3HAJI O CBOEM Ha3zHAUEHUH HA
TocT KamnenabMelicrepa cobopa CB. Ctedana, OH TOpecTHO BOCKJIMKHYJI: «fl Ha3HAUYeH
Ha JIOJI’KHOCTD, KOTOPAs IMPEIOCTaBUT MHE BO3MOKHOCTD ITHCATh MY3bIKY ITPOCTO IS
COOCTBEHHOTO YI0BOJIbCTBUS. U 51 UyBCTBYIO, UTO CIIOCOOEH C/I€IaTh UTO-TO JJOCTOMHOE
TOM CJ1aBbI, KOTOPYIO A Iprobpest. Bmecto 3Toro s omkeH yMepeTb»2). ViIMeHHO 3TH
CJIOBA U JIETJIA B OCHOBY TIECHH.

IIo cupaBepsmBoMy yTBepkAeHUI0 Kapsio YeHubsapessu, npusatue repme-
HeBTHYeCKOW mo3unuu CoJIoMOHa O0YCJIOBHUJIO TPAKTOBKY (PUIYPHI KOMIIO3UTO-
pa B Tesneomnepe. HaiimaH co3man obpas «auoHucuiickoro Momapra» [13, p. 28],

20 A Mozart pilgrimage: being the travel diaries of Vincent & Mary Novello in the year 1829.
London: Eulenburg Books, 1975. P. 126.
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TBOPILIA, pa3ZINPAeMOro AyLIEBHbIMU KOH(PJIMKTAMU, B IIPOTUBOBEC JPYTUM UHTEP-
IIPETAIHAM, TOCIIOACTBYIOIINM B MAaCCOBOM CO3HAHUHU (HAIPUMeEDP, all0JIJIOHNYECKO-
ro T€HUS WIN «TYJISKU MIPa3/IHOT0», BOIJIOIIEHHOTO B MajieHbKOU Tpareauu Ilyii-
kuHa «Morapt u Canbepu» u B usbme «AMmazeii» Musoria ®opmaHna).

[ToMuMO ceMeNHBIX B3aUMOOTHOIIIEHUU, IIPE/ICTABJIEHHBIX B IICUXOaHAJIU-
TUYECKOM cBeTe, B «lIncpMax, 3arajgkax M MCKax» 3aTparuBajIdCh TAKXKE BOIIPOCHI
aBTOPCKOTO IIpaBa, IOJAHHBIE C U3PAAHON Jloselt mpoHun. OOBUHEHUS B WUHTEJ-
JIEKTyaJIbHOM BOPOBCTBE, IIperbsiBiisieMble HaliMaHy B Xxojie cy/ieOHOTO 3acemaHus,
OTIpEeIEIMIN BTOPYIO BAXKHEUIITYIO UJIEI0 OMEPHI, KACABIIYIOCS HE TOJIBKO COOCTBEH-
HO TBOpUeCcKoU camopedieKCru, HO TaKKe MPO0JIeMbI CYIIIECTBOBAHUS KJIaCCUUECKOU
TPAJIUITAUA B YCJIOBUSIX MYJIBTHKYJIbTypasim3dMa. OcTpoTa 3THX BOIPOCOB TeM Oosiee
OUYEBU/IHA, UTO My3bIKa BCEH omephl He ObLIa OPUTUHAJIBHON aBTOPCKOMU, a IPe/ICTaB-
Jisiy1a cOOOM MCKJIFOUUTEIIHBHO «IIePEIEIKY» MOIIAPTOBCKOTO MaTepHaJia.

Bo3HukHOBeHUE TEMBI IIJIaTUATA B Ollepe, MOCBAIlleHHOU MonapTy, OTHIOAb He
CJIy4aiHO. «fI MOTy yCBOUTH MOUTH JIFOOOU PO/ U CTHUJIb KOMIIO3UIIMU U TIOAPa*kaTh
MM», — 3asBJIAJI aBCTPUICKUI MacTep?!.

JleICTBUTEIbHO, B €r0 TBOPYECTBE SIBHO OIIYIIAIOTCA BJIUSHUSA, 3aUMCTBO-
BaHUsA, IlepeceueHusi, IUAJIOTU C MY3bIKOU APYTUX KOMIIO3UTOPOB, YTO HEOHO-
KpPaTHO OTMeYaJIoCh B MCCJIEOBATEIbCKON JIUTEepaType, MWHULIMUPYSA IOCTAHOBKY
BOIIPOCA O MOIIAPTOBCKON OPUTHHAJIBHOCTH. JTa IMpobieMa JOCTaTOYHO SICHO paspe-
meHa B moHorpadwuu I1. B. Jlynkepa u U. I1. Cycuako, npoOHUIIATETBHO 3aMETHUBIIIHNX:
«B KoHeuHOM cueTe, BO BpeMeHa Mormapra ObLIO ropaszio 0osiee BaXKHO TO, KAK
KOMITO3UTOP OOXOIUTCS ¢ TEMOH, YEM TO, HACKOJIBKO caMa OHAa OPUTHMHAJIbHA U a0-
COJIIOTHO HemnoBTopuMa. /la M KyJa HHTEpeCHee CerofHA OCMBICJIUTDH pe3yJIbTaT,
HEXKeJU TMPOCTO — 0e3 KOMMEHTapueB — KOHCTAaTUPOBATh WCXOAHBIA HMITYJIbC»
[6, c. 413]. DTu cyioBa, XapaKTepHU3yIOIe KOMIIO3UITMOHHYIO TpakTUKy XVIII Beka,
IIOPa3UTEIbHO TOYHO OOPUCOBBIBAIOT U CUTYAITUIO KOHIIA XX CTOJIETUS, a 0COOEHHO
no3uruio HaiiMaHa, OTKPBITO 3asBJIABIIETO B PA3JIUUYHBIX MHTEPBBIO «fl He CKpBHI-
BAIO, YTO Kpajly...»>? U paccCMaTPUBABIIETO CBOH TBOPYECKMI METOJ KAK BO3MOXK-
HOCTh II0-HOBOMY B3IJIAHYTh Ha 3HAKOMBIM MaTepUasl. YUHHEHHOE B omepe cyzeo-
HOe pa30upaTresibCTBO, KaK U €ro BEPAUKT, OIpaBAbIBAIOIIMU ycramMu beTxoBeHa

2 The Letters of Mozart and His Family. Vol. II. P. 692.
22 Qpasa, ckazanHas HaiilmanoM B UHTEPBBIO ¢ [IMUTpUeM YXOBBIM B 1998 rozy.

118



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(2)

COYMHEHHE B COOTBETCTBUHU C BI)I6paHHbIMI/I MO/IGIIHMI/IB, BEPOATHO, CTaJI0O OTBETOM

OpPHUTAaHCKOTO KOMIIO3UTOPA HAa KPUTUKY 3apyOesKHBIX MY3bIKOBEJIOB, CUUTABIIHIX
€ro KOMIIO3UTOPCKYIO IIPAKTUKY IOKa3aTeJeM «KOMMEPUYECKOTO OIIOPTyHH3Ma»
[14, p. 344].

YacTtu TeJIeolepsl, UCCIIEYIOIe B3aUMOOTHOIIEHHA MoriapTa ¢ OTIIOM U BO-
IIPOCHI IIaruaTa, O0ObeAUHSAET ellle OfHA IIPo0JeMa, KOTOPYIO MOXKHO 0003HAUNUTh KaK
«CTpax BJIUSAHUS» — KOHIIEMIUA, pa3paboTaHHAsE aMEPUKAHCKUM JIMTEPATYPOBEIOM
T'apospiom birymoM [15]. B ee ocHOBe, cy10:KUBIIIElCS IO/ BO3IeicTBHEM Hjiei @petisia,
Huriiire 1 OMepcoHa, JIeXKaT IIpeCTaBJIEHNs O IICUX0JIOTHYeCKOM Oapbhepe, HCIThIThIBA-
€MOM ITHCATE/IIMU B CBA3HU C KOHCEPBATUBHBIM JIaBJIEHUEM JINTEPATYPHOU TPaTUIINH.
CorsacHo Birymy, BiiusiHUE BeJIMKUX MPEAIIECTBEHHUKOB HEN30€KHO, HO MX OPHUTH-
HaJIBHOCTD MEITIAaeT CAMOYTBEPK/IEHUIO HOBBIX IT03TOB, BHI3bIBASI B HUX CTPaX BJIVSHHUSA.
Ero npeozoJieHe OCyIecTBIAETCS 3a CUET «OyHTa» IPOTUB KJIACCUKOB, IIPOSIBJIAIOIIE-
rocs B ¢popMe CO3HATEILHOTO IEPEOCMBIC/IEHHA UX Hacaeausi. « CHIbHbIEe» ITHCATEIH,
yTOOBI peayim30BaTh COOCTBEHHOE BUJIEHHE, IIPEJEIbHO MCKAXKal0T MAaCTEPOB, TOT/A
KaK «cJ1abple» JIUIIb OBTOPSIOT UX H/IEH, CO3/iaBas BTOPUYHBIE ITPOU3BE/IEHUS.

KoHnemnmus «crpaxa BJIUSHUSA» BBICTyIaeT OTpakeHHueM GpeluCcTCKOro J/Iu-
II0Ba KOMILJIEKCA, M B 3TOM OTHOIIIeHHH 0be yactu omnepbl HalimaHa ujieaIlbHO CMBbI-
KalOTCs JIPYT ¢ ZipyroM. IlueTeT u BocxuileHHe, 000paYHUBaIOIIECs] CKPBITHIM OYH-
TOM IIPOTHB TOT'O, YTO JIOPOT0, IIPHOOPETAIOT 371ech (DYHKITUIO TOIIOCA, PEATU3YEMOTO,
C OJTHOM CTOPOHBI, B 3arajikax W IHUchbMax MolapTa, a ¢ JIpyroi — B «IIepeeiKe»
ero my3biku Hatimanom. IlepeceueHue ujiedl mogyepKUBaeTcss Ha CJIyXOBOM U BU3Y-
aJIbHOM ypPOBHsIX. Tak, B IIepBOU IOJIOBUHE OIlePhl BarHEPOBCKAS AJUTIO3HSA, IIPOHU-
3bIBatoIas IecHio Dearest Papa, Ha caMoM jiejie oKa3biBaercs pparmentom II ya-
CTH MoOILApTOBCcKOro kBapTera KV 42824 Tak uTo 0OBMHEHUA B HUHTE/UIEKTYaJIbHOM

23 IHTEpeCcHO, YTO B JAHHOM CJIyJae BO3BHHUKAET CJIOXKHAS CHCTEMA OTChUIOK. beTxoBeH amesuu-
pyer k ciioBaM Herenu, murupytomiero YepHu, KOTOPBIH, B CBOIO OU€epe/ib, cchbliaeTcs Ha ['aiiy-
Ha. Peus uziet o Tpakrare Kapsia Yepun «IlIkosia mpakKTUYECKOH KOMITO3UIIUI» . ABTOPHI OTIEPHI
BKJIFOUAIOT B JINOPETTO OTPHIBOK M3 IIECTOM IVIaBbI: «JIydIuii MeTo/, HECOMHEHHO, TOT, KOTO-
peiit Mosed TaiiH pekoMeH10BaI CBOMM YJeHHKAM: HeOOXOMMMO COUMHATH B COOTBETCTBUM
¢ BBIOpAaHHBIMU MOJIEJISIMU, B35IB TY K€ TOHAJIBHOCTD, Pa3Mep, CTPYKTYpY $pasbl, KOJIMIECTBO
TAKTOB M JIa’Ke MOJYJISIIH, cTporo cieays um...» (Czerny C. School of Practical Composition;
or, Complete Treatise on the Composition of all Kinds of Music / transl. by John Bishop. London:
R. Cocks & Co., 1848. Vol. 1. P. 36).

24 Ha cBA3b 9TOTO OTPBIBKA C BATHEPOBCKUM JIEHTMOTUBOM ToMyIeHUs U3 «Tpucrana u M3o-
JIBIBI» YKa3bIBaJI B cBoe Bpems . Unyepun. Cwm. [16, c. 195].
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BOPOBCTBE MOKHO IIPEIbABUTH HE TOJIBKO aBTOpy «Ilucem, 3arajok ¥ HCKOB»,
HO u Baraepy. Bo Bropoii wactu ¢pribma Herenu BoicTynaer B 3alIUTy HailMaHOB-
CKOI'0 «CTpaxa BJAUAHUA», JETUTUMUPYH €ro KOMIIO3UTOPCKYIO IIPAaKTUKY, OCHOBaH-
HYIO Ha JICKOHCTPYKIIMU MOLIAPTOBCKOTO MaTepuasia.

2KaHposble U KoMNo3uyUuoOHHblEe 0COOEHHOCTU,
paboma ¢ My3vlKAAbHbIM MAMEPUAIOM

7Ka"HpOBO-KOMIIO3UITMOHHAA CTPYKTYpa OIEPhl YaCTUYHO alleJUIUPYeT K TPau-
IIUSIM 3UHTTIITIJISA, OCOOEHHO B TOM BapUAHTE, KaK OH CJIOKIJICA B TBOpuecTBe Momap-
Ta: HaliMan uepezyeT ecHU>> U y3ThI ¢ PA3rOBOPHBIMHU JiaoraMu. C 3MHTIIIIIEM
«IlucpMma, 3araJIku U UCKU» POAHUT TaKke (PaHTACTUUECKUI XapaKTep IMOBeCTBOBA-
Hus (mpaBza, 371ECh CIOXKET TPAHCPOPMUPYETCS U3 CKA30YHOTO B CIOPPEIHCTHYE-
ckuii), kputuueckoe (y HalimaHa — MPOHHYHOE) OTHOIIIEHUE K JIEHCTBUTEIHLHOCTH,
KOMMYHOCTb CUTYaIlUii M IUAJI0roB2S, coce/icTByIOImAs ¢ IpaMaTUYHOCTbIO, He6OIb-
I1I0€ KOJTMYECTBO MY3BIKJIBHBIX HOMEPOB, OBICTPAs CMeHa CIleH, MPUBOAIIAA K -
(pexTy XpOHUKAIBHOCTH, OPUEHTAIINA Ha MOIYJIIPHYIO My3bIKY, K KOTOPOU MacCOBO€
CO3HaHUe NIPUYUCJIAET Cero/iHA counHeHusa Monapra.

«ITucpma, 3arafikyu ¥ UCKU» IPUHAJJIEKAT K KAHPY TeJIeoNnepbl, 4TO I03BO-
JIsIeT UCII0JIb30BaTh OOTaTEUIIE PECYPChI TEJIEBU3UOHHBIX TEXHOJIOTHH, ITPEA0CTaB-
JII1 BO3MOXKHOCTU YepeJOBAHUA U COBMeEIeHU KPYIIHbIX U IAaHOPAMHBIX ILJIAHOB,
MOHTa’Ka, 0COOBIX Xy/10KeCTBEHHBIX 3(P(PeKTOB, Oa3UpyIONTUXCS HA TOIUGOHUHN BU-
3yanbHBIX pAZoB. Crenad@eKTs! Teseonepsl, PUM, KOCTIOMBI IOPAXKAIOT 3PeJIUIIL-
HOCTBIO ¥ UCKYCHOCTBIO, a IIPOJYMAaHHOCTb BU3yaJIbHON 5CTETHUKU KAXKJOTO Kajpa
JIMIIb HEMHOTHM YCTyNaeT XyZO0>KECTBEHHOMY CTWJII0 3HaMmeHuToro llurtepa I'pu-
Hy34, ¢ KOTopbIM HaitmaH cotpyaHuyai ¢ 1976 roja.

25 CostbHBIE HOMepa HaliMaH Ha3bIBaeT MECHSIMU, HO, YUUTHIBAsT JpaMaTUUECKUU XapaKTep
MY3BIKH, B COOTBETCTBUU C TPAAUIIUSIMU CTAPUHHON OIEPHI, HAa HAIIl B3IJIA/I, UX MOKHO 000-
3HaYaTh U APUSAMU.

26 910 KacaeTcs Mpek/ie Bcero auanoros laiiHa u berxoBeHa, He pa3 BBI3BIBAIOIIUX YIIbIO-
Ky. TakoBa, HampuMep, peluiuKa ['aiijiHa B OTBET HA BO3MYyIlleHHe beTxoBeHa OTHOCUTEIFHO
MEPKaHTUIbHOCTH JIeomosip/ia, CUNTABIIETO, UTO TJIaBHAA KU3HEHHAs IeJb €ro ChlHa 3a-
KJTI09YaeTcs B 3apabarpiBaHuM fieHer: « OH He ObLI Xy/T0KHUKOM. fl He 6L XyA0KHUKOM. Xy-
JIO?KHUKOM OBLT TOJIBKO ThI, JItoBuT. OcTayibHbIE U3 HAC ITOApPa0daThIBAIN, COUUHSAST MY3bIKY
U TIBITAsICh CBECTU KOHIIBI ¢ KOHIaMU». OTMETHUM, UTO KOMU3M 3a4acTyi0 00ecIIeunBaeTCs
MHOTOYHC/IEHHBIMY aHAXPOHU3MAaMH, HEPEJKO ITPOBOIUPYIOITUMH HEeT0OYMEHHBIE BOITPOCHI
BEHCKHUX KJaccuKoB («YUTo Takoe mosap?» — crparnubaeT ['aiiiH y betxoBeHa; «UTo Takoe
aBTOPCKOE MMPaBo?» — B CBOIO OUEPEb YAUBIIsAETCS beTXxoBeH).
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BusyasibHbIE IpHEMBI, KAK OTMEUYaI0Ch BBIIIIE, HEPEIKO IIOMOTal0T aBTOPAM BBI-
BECTH CKPBIThIE CMBICJIBI HAa IOBEPXHOCTD. Tak, moKa3aTeJIbHO, YTO HE TOJIBKO IMEPBYIO
3aragiky We are many sisters, HO U CJIEAYIOIIYIO 3a Hel necHio Dearest Papa, B KO-
TOPOI 03ByUYEeHO HaMepeHHe KeHUThCA Ha KoHcraHIle, 60sie3HeHHOro Bujia Momapr
1oeT, Haxo/AsACh BO pry Jleononpaa (HMaarocmpauus 1). CoelMHEHNE TEKCTA ITHChMa
C IMOJIOOHBIM BUBYAJIBHBIM PSAOM YCHJIMBA€T YYBCTBO 0€3BICXOIHOCTH M IIOMOTaeT
3PUTEJII0 HHTEPIIPETUPOBATh PEIIeHNEe O KeHUThOE He TOJBKO KaK COIPOTHBJIEHHE
OTIIOBCKOMY aBTOPHUTETY, HO U KaK IpUOOpETeHHe JIOJITOK/IaHHON cBoOObI. U neri-
CTBHUTEJILHO, IOSBUBIINKCSA B IIPOCBeTe 3y0OB ITOpTpeT KoHCTaHIIbI, HEYKJIOHHO ITPH-
OIMZKAOIIUICS K 3DUTEJTIO M COITPOBOXK/Ia€MbI CMEHOU TEMHOM IIBETOBOU MAJIUTPHI
Ha APKYIO, a TaK)Ke U3MeHEeHHeM MHHOPHOTO KOJIOPUTAa MY3bIKA Ha Ma*KOPHBIH, KaK
OBI CITIOCOOCTBYET BBHIXOJTy Teposl M3 3aToueHusA. I[Ipu MCHOJHEHUH BTOPOH 3arajku
B Kaj[pe IOMHUHHUPYET JIKI0 MolapTa KpPyIIHbIM IIAHOM, IIPH 3TOM €ro oOJIMK BIep-
Bble IIpHOOpeTaeT TPaaUIIMOHHBIE YepThl (aKkTprca obJlaueHa B MapHK, JJIUMHHBIN
JIO KOJIeH KapTaH, pacIIUThIN KaM30JI, KIOJIOTHI, IIIEJIKOBBIE UYJIKH, Kab0 1 MaHKe-
Thl (HManrocmpauus 2)). baarogapsi 3ToMy TEKCT IIapajibl CBA3BIBAETCA HE CTOJIBKO
CO 3BYKOM BOOOIIIEe, CKOJIBKO ¢ My3BhIKOI MoIjapTa HelmoCcpeiCTBEHHO.

Hanoempayusa 1. Kaap u3 Teseonepol
«ITucema, 3aragxu u ucku» (1991)
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Hanrwoempayus 2. Kagp u3 teseonepsl
«Ilucpma, 3arajiKu U UCKU» (1991)

Ormepa coIEp>KUT I11eCTh MYy3bIKaJIbHBIX HOMEPOB — JIBa JyaTa MoliapTa ¢ OTIIOM
1 YeThIpe ITeCHH (J[Be C TEKCTOM 3araJiok U ABe ¢ ¢pparMeHTamMu u3 muceM). Bee oHu
OTIMPAIOTCS HA 3aMMCTBOBAaHHBIN MaTepHasl U ero nepepadorky. Tak, OCHOBY MePBO-
ro JyaTa cocTaBiisieT apus 3apactpo us I getictBus «BosmebHo# duteitel» (O Isis
und Osiris). VIcxogHbIM MaTepuayioM BTOPOTO /y3Ta BBICTYIIAeT apus Jlemopesuio u3s
I neiicrBus «Jlon MKyauna». [lecust Dearest Papa 6a3upyetcs Ha ¢pparmeHTax II yactu
kBaprera KV 428, B mecHe I am an unusual thing coequaeHbl (pparMeHThI KBAPTETOB
KV 428 (I yactp) u KV 465 (II wacts). MaTepuasioM 3aKJIIOYUTEILHONU HecHu I am
appointed to a situation («fI Ha3HaYEH HA JIOJI?KHOCTb» ) CJIY?KUT OTPHIBOK U3 I yacTu
kBapTera KV 428.

Pabora HaiimaHa ¢ My3bIKQJIbHBIM MAaTEPHAJIOM JIOCTATOYHO Pa3HOOOpa3Ha.
Taxk, B mepBOM /1yaTe apusi 3apacTpo, 3BydJalnas, Kak u y Mouapra, B F-dur, ucnoyb3o-
BaHa MOYTHU IeJIMKOM. KOMIIO3UTOp MCKIFOUIJI M3 HEe JIUIIb HeOOJIBIIION (pparMeHT,
CBAA3aHHBIH ¢ OTKIOHeHUAMHU B g-moll u C-dur?’. Bee mpodee — rapMOHMIO, MeJIOH-

YecKyIo JIMHUIO, PUTM?® — OH ocTaBuyI (paKTHUECKH HeM3MEHHBIM, 33 UCKII0UeHHeM

27’y MomapTa 3TOT OTPBIBOK COIIPOBOKAeTcs cyioBaMu ,,Lasst sie der Priifung Friichte sehen:
doch sollten sie zu Grabe gehen®.

28 B cBs3U ¢ TeM, uTO apus 3apactpo y HalimaHa coeiuHsETCS C HOBBIM TeKcToM (dparmeH-
TaMU U3 mucbMa JIeomnosib/ia K ChIHY), PUTM I10/IBEPTaeTCs HE3HAYUTEIbHOU KOPPEKTUPOBKE
COTJIACHO MPaBMJIaM MPOCO/INH.
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TeMITa. XOTsI MOI[aPTOBCKAs apysi HallMCaHa B IOCTaTOYHO Me/lyIeHHOM TeMmrie (Adagio),
HaiimaH 3amezyisiet ero elrie 60s1bIIIe (B Ba pasa). KpyIHble IJIUTeTbHOCTH CYIIECTBEH-
HO MEHSIIOT XapaKTep MYy3bIKH, IIPUIaBasi €l YepThI IPY3HOCTU U TSXKEJIOBECHOCTH, UTO
HECBOMCTBEHHO BEHCKOMY KJIACCHYECKOMY CTHTIO.

[Taptus Monapra counHeHa camuM HaiimanoMm. OHa KOHTPAIyHKTHPYET C Me-
Jlonuel 3apacTpo U BhIKcaHa OoJiee MEJIKUMHU JTUTeTbHOCTAMU. Ee 0CHOBY cocTaB-
JIsieT HaYaJIbHBIM KBaPTOBBIM MOTHB apuu 3apactpo. FimMiiepaTiBHAasi WHTOHAIIMS XOTS
¥ CHMBOJIMBUPYET B JAHHOM KOHTEKCTE POIIOT U CONPOTUBJIEHHUE, OHAKO, ITOJaHHAS
B 00JIee CyeT/IMBOM PUTMeE, OHA «TOHET» Ha (hOHE «BEJIUUYMSA» MYy3bIKAJIbHOIO BBICKA-
3bIBaHMA JIEOIoIb/1a, YTO BU3YaIbHO IIO/TYUEPKUBAETCS COBMEIIEHUEM B OJTHOM Kajipe
JIUIT OTIIA M ChIHA, JAHHBIX B Pa3HbIX pakypcax — aHdac (JIeomosiba), aKIeHTHPYIO-
II[EM CHJTY ¥ YBEPEHHOCTD, U B ITpodwib (MorapT), OTpasKarIineM CKPHITHOCTh U 3aM-
KHyTOCTb (Mamocmpauus 3).

Hanmocmpayua 3. Kagp us Tesieonepsl
«ITucema, 3aragku 1 ucku» (1991)
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OcHOBOU BTOPOTO JIyaTa CIIY:KUT «apus co cruckom» Jlemopesuio us I aericTBus
«JTon ?Kyana». BpIOOp MCTOUHHKA 3aUMCTBOBAaHUSA 00YCJIOBJIEH HPOHUYHBIMU YUCJIO-
BBIMU aCCOITUAITASIMHE: B 000MX C/TyJassx BOSHUKAET IlepedncyeHre, Ho eciu Jlernopesio
(ukcupyert kosraectBo J1ir000BHBIX 100 JloH JKyana (640 xeHiuH B Utanum, 231 —
B 'epmanmu, 100 — Bo ®panium, 1003 — B Mcnaaumn), To MomapT ¢ OTIIOM BeyT HO/I-
CUeT KOJIMUecTBa 3apab0TaHHBIX U MTOTPAYEHHBIX JIeHeT (Tpu KOoHIepTa B ByprreaTpe
npuHecsr 800 GI0pUHOB, ucoaHeHe «CBaibObI PHUrapo» — 1000, HO apeH/1a KBap-
tupsbl Ha [llysutemtpacce obornuiack B 480, myrerniectBue B [Ipary cromio 280 u T. 11.).

HailimaH npu0eraer He TOJIBKO K IUTUPOBAHUIO, HO U K CAMOITUTHPOBAHUIO, T10-
CKOJIBKY OPKECTPOBOE COITPOBOXKeHNE Oa3upyeTcst Ha ero paHHed nbece In Re Don
Giovanni (1977). MonapToBCKHi TEKCT (HavaJIbHbIE 15 TAKTOB apUU) J€KOHCTPYHUPY-
eTCsA KOMIIO3UTOPOM Ha OT/eJIbHbIe (PAKTYPHBIE 3JIEMEHTBI: peYUTaTUBHAA MEJIOAUA
Jlenopesnso, 6ac, UMUTAIIUA B BEPXHUX T'0JIOCAX, CPEAHHE T0JI0CA, BHIMOJTHSAIONINE
(pyHKIIUIO TADMOHUYECKOHN MOJeP>KKU. PazbATas Ha YacTU My3blKa pa3BepPTHIBAET-
csl OT «PeAyIMPOBAHHOIO BapuaHTa K IOJIHOLIEHHOMY» [1, c¢. 38]. OpkecTpoBoe co-
IIPOBOKJIeHUE BKJIIOYAET YeThIpe MPOBEJIEeHNA MOIJAPTOBCKOTO Marepuasa. Ilepsoe
penpe3eHTUpYyeT JIUIIb TAPMOHUYECKUU OCTOB 3aMMCTBOBAHHOTO (pparmMeHTa, UC-
IIOJIHSIEMOTO CTPYHHBIMH, BO BTOPOM K HEMY Z00aBJIsieTcs JUHUSA 6ACOBOTO rojoca
(cakcodoHbI), TPETHE MPOBEJIEHUE JOIOTHAETCSA UMUTAINEN y (PJIeHT, a B 3aK/TI0UH-
TeJIbHOM HAaKOHEI[ MOSBJIsIeTCS] MaTepual BOKAJIbHOU napTun Jlemopesio (BaiTop-
HbBI, TPYOBI 1 TPOMOOHBI). Menoauio Ajs maptuii Monapra u Jleonospma Hatimau
JIOCOUMHAET caM, HO, 110 CYIIIeCTBY, U3BJIEKAeT €€ N3 TapMOHUYECKOTO KOHTEKCTA.

JIpyrre cTpaTeruu UCIoJIb3yIOTCs B ecHsX. B My3bike mecHu I am an unusual
thing coenuHsAOTCA (parMeHThl PA3HBIX MOIAPTOBCKUX coumHeHUl. Ee mepBas
ctpoda ocHOBaHA HA MOBTOPEHUM TAapPMOHUYECKOU (POPMYJIbI, 3aMMCTBOBAHHON U3
TT. 75—96 TepBoii yactu kpaprera KV 428%° (ITpumep 1).

20 Bp1Oop Marepuasia 37iech Takke HecaydaeH. KBaprersl KV 428 u KV 465 BXOAAT B UK
TaK Ha3bIBAEMBIX «TAaHHOBCKUX» KBapTeToB. OHM ObLIM HammcaHbl MonapToM B TedeHHe
1782-1785 roioB U mocBsAlleHbl 'aiiHy. @parMeHTBl U3 3TOTO0 MUCBMEHHOTO IIOCBAIIle-
HUA BolLIU B jubperto «Ilucem, 3araziok U uckoB»: «Ilockutato Bam, Mo# mpaskaiImia
ZIPYT U NPOCJIABJIEHHENINHA YeJIOBEK, IECTh MOUX ChIHOBeH. JleTu 5TH Korza-Hubyzap Oy-
oyT yreuieHneM MouM. Ilokasryiicra, MUJIOCTUBO NMPUMHTE UX M OyJbTe UM OTIIOM, Ha-
CTaBHUKOM U AipyroM. C 3Toro MoMeHTa s Bpy4ato Bam, I'aliiH, Moii Apaskaiuii Apyr, Bce
IpaBa Ha HUX». 'alilH ycsblmajg KBapTeThl B Hauasie 1785 roza Ha BCTpede B JIOMe
MomapTa u, obpaTuBIIHCh K Jleomosbay MomapTy, ckazas o ero cbiHe: «OH BeTHJanIni
KOMIIO3UTOP CBOET0 BpeMeHU» (3T CJIOBA TaKKe ObLIN BKJIIOUEHBI B INOPETTO).
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ITpumep 1. B. A. Monaprt. Ctpyunbiii kBapreT Es-dur. KV 428. I gacts, TT. 75-100
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KazeHIus 1mepe/1 MOBTOPHBIM IIPOBEZIeHHEM BUou3MeHeHa HaiimanoM s
MOJIYJIAIIAM B UCXOAHYIO TOHATIBHOCTD c-moll (IIpumep 2).
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Ilpumep 2. M. Hatiman. «IIucbMa, 3arajiku U UCKU».
I am an unusual thing (rapMoHHUYecKas cxeMa)

[TapTHs cosircTa COYMHEHA C HUCIIOJIb30BAaHUEM IEPEKOMOMHAIIUN CETMEHTOB
MomapToBckoii TeMbl (IIpumep 3). Ilocse atoro co ciop “if my life is only of short
duration” cieayet pparMeHT, B3ATHIN U3 TT. 97—100. OH BHITIOJIHAET B ITIeCHE QYHK-
ITUIO IIPUITIEBA, TAK KaK B COKPAIIeHHOM BH/Ie IIOSIBUTCSA B 3aBepiiieHnH. [[apMoHuUe-
CKYIO IOCJIe/IOBAaTeIbHOCTh HaliMaH ocTaBiisieT 6e3 U3MEeHEHUH, a MEJIOJTUIO TIEPBOU
CKPHIIKU IIEPEHOCUT B BOKAJIBHYIO IIAPTHIO.

CpaBHeHUE C MTEPBOUCTOYHUKOM IOKA3bIBAET, UTO KOMIIO3UTOP 3aUMCTBYET
JIVIIITB TIOCJIEZIOBATEIFHOCTh aKKOP/IOB U OT/eJIbHbIE MOTUBBI. OH IIpejjiaraeT HHOe
daxTypHOe pelienne, 60Jiee «TeMHYI0» OPKECTPOBKY (HU3KHE CTPYHHBIE U JYXOBBIE)
U TaK ’Ke, KaK B cJIy4yae ¢ apuei 3apacTpo, CyIllleCTBEHHO 3aMeJisgeT TeMil. Bece aTo
BJIMSIET HA XapaKTep My3bIKH, COOOIIAeT el JpaMaTUUeCKre YEPTHI.

Bropas crpoda (co cioB “And so, according to men’s caprice”) BbICTpanBa-
eTcs Ha coenHeHuH JIByX pparmentoB u3 II wactu kBaprera KV 465 — TT. 13—-19
U TT. 57—67 (IIpumepwl 4a u 46).
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I am an un - u-su-al thing; I have no soul and no bo - dy;

Haiiman M. I am an unusual thing

IIpumep 3. M. Haitman. «ITucema, 3aragku u ucku». I am an unusual Thing.
[Tpon3BOAHOCTb CETMEHTOB BOKAJILHOM MAapTHUU OT MOTHUBOB KBapTeTa Morapra
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IIpumep 4a. B. A. Monapt. KBapret KV 465. II yactsp, TT. 13-19

B mepBoM ciiydyae OCHOBY BOKaJIbHOU IAPTHU COCTABJISIET MEJOAUsS IEPBOU
CKPUIIKU, OPKECTPOBOE COIMPOBOXK/IEHNE OIIUPAETCsS Ha TY K€ TapMOHUIO, HO KOMIIO-
3UTOP HCKJIIOYAET U3 (PaKkTypbl PUTMHUUYECKYIO IMYJILCAIIMIO U BUOJIOHUYETbHbIE UMU-
TaI[UH, IIPU 3TOM AyOJINPYS TOJI0C OTAEIbHBIMH HHCTPYMeHTaMu. Bo BTopoM cirydae
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IIpumep 46. B. A. Mouaprt. KBapret KV 465. II uacts, TT. 57-64

naptuTypa HaliMaHa oka3biBaeTcsl OJIMIKe K ITEPBOMCTOYHHUKY: BOKAJIbHASI MAPTUS
CKJIQ/IBIBAETCs U3 CETMEHTOB BHOJIOHYEIH, a 3aTeM II€EPBOU CKPUITKHM, PUTMHYECKAs
myJIbcarus QaKkTyphl U UMUATAIIUN COXPAHSIOTCS.

Ha aHajiornuHbIe IPUEMBI OITUPAETCS U My3bIKaJIbHBIH TEKCT IPYTUX HOMEPOB
(We are many sisters, Dearest Papa, I am appointed to a situation). «Ilepenei-
Ka» MOIIAPTOBCKUX TEM B I1€JIOM OOHApY:KHUBAET OTUYET/IMBbIE CJIEIbl XapaKTEPHOU
JIUTSI IIOCTMOZIEPHUCTCKOTO MBIIILIEHUSA JeKOHCTpyKIuu: HaliMaH cHavasia mpemnapu-
pyeT UCXOAHBbIN MaTepuasl, pa3dupasi ero Ha COCTaBHbIE YaCTU (BBIWIEHSET ToJioca
dakTyphl, OT/EIbHBIE TADMOHHYECKHE O00OPOTHI, MOTHBHI), a 3aT€M IOCPEICTBOM
3aMeJIJIEeHUsT TeMIla, OOHOBJIEeHHA (HaKTypbhl U UHCTPYMEHTOBKHU, COKPAIEHUA WU
ITIOBTOPEHMUS 3JIEMEHTOB, UX MEPEKOMOWHAIINY U KaHPOBOI TpaHChHOPMAIUH CyIIie-
CTBEHHO MEHSET BOCIIPHUSATHE MOIIAPTOBCKOU My3bIKH. IHBIMHU CJIOBaMH, OH 0OHApY-
’KMBaeT B 3aMMCTBOBAaHHOM MaTepHaJie HOBbIE BhIPa3UTEIbHbIE BO3MOKHOCTH.

3axaroueHue

Ananus KOMHOSHHHOHHOﬁ TEXHUKH II03BOJIAECT CAE/IaTb BbIBOJ, YTO BMEIIIA-
TEJIbCTBO B IIEPBONCTOYHHK, C OI[HOfl CTOPOHBI, ITPHU3BAHO, II0 BEPHOMY 3aM€YaHUIO
qu‘-Ipre.TUII/I, cOTUBUTH Pa3Hbl€ CTUJIMCTUYECKHUE KOAbI U ITPEACTABUTD (He 0e3 A0
I/IpOHI/II/I) BEJIMKOI'O BEHCKOI'O KOMIIO3HUTOPA KaK IIpeAIIeCTBEHHNKA MHWHHUMAJIN3MaA,
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YyTO HanboJIee OYEBH/THO B Iy9Te, OCHOBAaHHOM Ha Marepuasie apuu Jlemopesuio. «bia-
rofiaps 3TUM CTHJTUCTHUECKHUM KOHBEPTeHITUSAM, — 3aMevaeT Uccie/oBaTesib, — Haii-
MaH IIpeJiIaraeT ueaabHOe POACTBO MeXKAy MoIapToM 1 MUHUMATU3MOM, POZICTBO,
OCHOBAHHOE HA COBOKYITHOCTH 3CTETHYECKHX IMPHU3HAKOB, TAKUX KaK “IPOCTOTA”, “JIer-
KOCTh~ Y “YHUBEPCAJIBHOCTH . DT MapKephl, HESIBHO OIHUPAIOIIHECS Ha 3HAKOMEIE Uep-
ThI My3BIKOBETUECKHX M TOIYJIIPHBIX 00pa3oB MorapTa, UcIoib3yoTes HarimaHoM
JUIs TIpeBpaineHus Molapra B UieaIbHOTO CTOPOHHUKA CBOEW aHTUMOJIEPHUCTCKOM
IIPOTPAMMBL...» [13], — IporpaMmbl, KOTOpas CTPEMHTCS HHBEJIMPOBATh IIPOIACTh
MEK/y aKaJ[EMUYEeCKHM HCKYCCTBOM M MaCCOBOM KyJIBTYpPOM. I10/T0OHBIN OIXO/, T10-
3BOJISIET TPAKTOBATh Xy/I0’KECTBEHHBIA TEKCT OIEePHhI KAaK METaKOMIIO3UIIHIO, IIOCKOJIb-
Ky U ee TeMaTHKa, U My3bIKAJIbHBIA MaTepHasl HEITOCPEJCTBEHHO CBA3AHBI C KYJIbTYP-
HO-COITMAJIbHON ITPAKTUKON CO37[aHUs MTPOU3BENEHUN HCKyccTBa. Tak, yUMHEHHBIN
Hay; HalimaHOM cy/1e0HBIN IIPOIlecc 3acTaBJIseT 3ayMaThCsl O TOHKON TPaHU MEXKIY
IIPAKTHUKOH TBOPYECKOTO IEPEOCMBICJIEHHS M ILJIATUATOM, KOTOPBI B XX CTOJIETHUU
B JIEWCTBUTEILHOCTH YTPAYUBAET CBOU CMBICI, HO, B OTJIMYKE OT MOITAPTOBCKOM AIIOXH,
y’Ke 10 MHBIM ITPUYUHAM: He TOJIbKO M3-3a IIOCTMO/IEPHUCTCKOH BCES/THOCTH, HO U U3-
3a IIPO0JIEMBI Y3HABAEMOCTH aBTOPCKOTO CTIJISI Y TEX KOMIIO3UTOPOB, KOTOPBIE BO3BO-
JIAT «HEIIPEOA0INMbIe OaphePhl MEK/Ty CBOMM IIPOU3BEAEHUEM U CITYIIATEIhCKIM BOC-
nmpusATHeM» [17, c. 45]. Takum obpaszom, «IIuchbMa, 3aTaiKK U UCKH» — 5TO My3bIKa
0 My3bIKe, My3bIKa KOHTEKCTa 1 My3bIKa IIO/ITEKCTA.

C Apyroii CTOPOHBI, YCHJIUBAsI B Ps/ie My3bIKAJIbHBIX HOMEPOB JpaMaTHU3M
MOIIAaPTOBCKOW My3bIku, HaliMaH paspyliaeT CJIO0KHBIINECS B COBPEMEHHBIX
IIpeICTaBJIEHUSX CTEPEOTHUIIHI (TIpeske Bcero o Momapre v ero My3bIKe KaK Hujea-
JINBUPOBAHHBIX U BHEBPEMEHHBIX (DEHOMEHAX) U, alleJUTUPYs K IICUXOaHATUTHYUE-
CKOU IIpAKTHUKeE, IBITAIIIENCA CBECTU BCe MU(MBI K KATETOPUUHOMY UMIIEPATUBY
«a Temepb Kak 9TO OBLJIO HA CaMOM JieJie», CO3JlaeT BIIOJIHE PeaJbHbIM M J0CTa-
TOYHO TparudyecKuii obpa3 obObluHO20 uenogexa ¢ HAOOPOM IICHXOJIOTUYECKUX
npo6sieM. B aToM cirydyae My3bika yrojio0ssiercs: 6uorpaduke M, B COOTBETCTBUU
C TPAAUIUAMHE «pa300Jiavaioniei» repMeHeBTHKHY [18], 10cTaTOYHO MOy IAPHOH
B 3aIa/THOM MYy3bIKO3HAHHU U, TBOPUECKUH aKT HAUMHAET TPAKTOBAThCA KaK CyOJIH-
Marusi, a MOIIAPTOBCKUE COUYMHEHHs BOCIIPUHUMATHCA KaK OTPa’KeHHE JIETCKUX
KOMILJIEKCOB U ITO/IaBJIEHHBIX JKEJIAaHUH KOMIO3UTOopa (Tasmuecs 3a «dacagom»
BHEIITHUX 3JIEMEHTOB CKPBIThIE CMBICJIBI IEMACKUPYIOTCS € IIOMOIIBIO IIpHEeMa Jie-
KOHCTPYKITUH).
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Kak TemaTHKa, Tak ¥ MPUEMbl KOMIIO3UITMOHHON paboTel «Ilucem, 3arajiok
¥ HWCKOB» MMEIT HeMaJyio o0Iero c mepBoii omepoii Hatimana «YesoBek, KOTO-
PBIF OPUHSI CBOIO keHy 3a nuiamny» (The Man Who Mistook His Wife for a Hat,
1986), CO37JaHHON Ha CIO’KET OJTHOMMEHHOTO paccka3a aMePUKAHCKOTO HEBPOJIOTa
u nucatessa OnuBepa Cakca. B 060ux ciTydasx OIepHBIH KaHP MpeBpaIaeTcs: OIHO-
BPEMEHHO U B IICXOJIOTUUECKOE UCC/1e008aHUe TUYHOCTH XY OKHUKA, U B TBOpUE-
CKYIO CAMO/IMaTHOCTHUKY, IIOCKOJIbKY B BUPTYyaJIbHOM JiHajiore ¢ Tpaaunueir Halimax
IIBITAETCS YTBEPAUTD COOCTBEHHYIO 3CTETUYECKYIO ITO3UIIHIO.

HaxoHell, HeJIb35l He OTMETUTD, 4TO omepa «IIuchMa, 3arafku U NCKU» — CBU-
JIeTeJIbCTBO IVIyOOKMX Io3HaHWM HailimaHa B o0siactu MomapTtoBefeHusA. OTpuras
OJIHU My3BIKOBeauecKre MU(bl U OJJTHOBPEMEHHO CO37[aBasi JpyTHe, OHA, IO CyTH,
BCKPBIBAET MpeJCTaBIeHuss 0 MoIlapre B COBpeMEHHOM HAayYHOM IIPOCTPAHCTBE,
a Tak’Ke XapaKTepHbIE TeH/IEHITUH B €r0 N3yYeHUH, 00YCIOBJIEHHbIE 0COOEHHOCTSIMU
IIOCTMO/IEPHUCTCKOU KyJIbTYphl. Coe/TnHsAA, Ka3a0Ch Obl, HECOETUHUMOE — CTPEM-
JIEHUE K JIOCTOBEPHOCTH (OTpaKeHHEM Yero CIYKHUT OIopa Ha JJOKYMEHTATUCTHUKY)
1 HeoMHU(OJIOTH3M, BBICOKOE U HU3KOE, CEPhe3HOE U KOMUYHOE, CTapOe U HOBOE —
onepa HailimaHa OJHOBpEMEHHO 3aCTaBJISIET YCOMHUTHCSA HE TOJIBKO B UCTUHHOCTH,
HO U B aJIEKBaTHOCTH JIFOOBIX WHTEPIpPETANNi JIMYHOCTH U TBOpYecTBa Morapra,
BBIHOCSI HEYTEIIUTETbHBIN BEPAUKT BCEM HAIIIM HECOCTOSITEIBHBIM ITOIBITKAM T10-
cTu4b npupoay reausa — Not Mozart.
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dopMmupyoIUMICca Ha €ro MeJOJUYEeCKOU CTpyHe, YTO IO3BOJIUJIO BBIABUTH
TOYHBIE 3aKOHOMEDHOCTH BBICOTHBIX OTHOIIEHHNA W OCOOEHHOCTU HACTPOUKHU
WHCTPYMEHTa. BrepBble 3BYKOpPAA TPaJHUIIMOHHOTO TaHOypa aHAJIN3UPYEeTCs
BO B3aUMMOCBAABH C €ro aKyCTUYeCKUMH XapaKTepUCTUKAMU U UCTOPUKO-
KYJIPTYPHBIMH OCOOEHHOCTSIMH HWCIIOJTHEHHsS MAaKOMOB. YCTaHOBJIEHO, YTO
3BYKOpSJT MHCTPYMEHTA HMeeT CEeMUCTYIIEHHYI0 JAMATOHUYECKYI0 CTPYKTYpY,
He SABJIAIIIYIOCS PAaBHOMEPHO TEeMIIEDUPOBAHHOW, a BBICOTHBIE OTKJIOHEHUS
3BYKOB PETyJIUPYIOTCS IIOCPEICTBOM IPHKATUA MEJIOJUUECKON CTPYHBI K BBICOKO
HaBA3AHHBIM U3 KW JaakaMm. ONucaHbl pasjuuusa MeXAy HaTypaJbHBIM
3BYKOPSAJIOM U NPAKTUKOU HCHOJHEHUS MaKOMOB, UTO MO3BOJIAET BBIABUTH
rUOKOCTh TPAJUIIMOHHOTO WHCTPYMEHTAa B a[aliTallud K PA3IUIHBIM JIaJOBHIM
cucreMam. Pe3yabTaThl MccieJOBAaHUSA O3BOJIAIOT PACKPBITH JIOTUKY ITIOCTPOEHUA
3ByKOps/a TaHOypa ¢ Hay4YHO-NPAKTUYECKOW TOUKH 3PEHHs, YTOUHSIOT €ro
aKyCTUYeCKyl0 NPUPOJY W JAI0T TEOPETUYECKYI0 OCHOBY JJiA JajbHEUIIero
U3YyUeHUs TPAJUIMOHHBIX MY3bIKAJIbHBIX UHCTPYMEHTOB lleHTpasibHOUI
Asuu. IlpencraByiieHHBIE BBIBOABI MOTYT OBITh IIOJIE3HBI KakK My3bIKAHTAM
U MHCTPYMEHTAJINCTAM, TaK U HUCCJIe/I0BATEIAM 3THOMY3bIKOJIOTUU U aKyCTUKU
MY3bIKaJIbHBIX UHCTPYMEHTOB.

KiaroueBbie cjioBa: TaHOyp, 3BYKOPSJ, aKyCTHKa, TaPMOHUKH, JIaZ0oBas
cucrema, IllammMakoMm, My3bIKaJIbHble HWHCTPYMeHTHl lleHTpasibHOU A3um,
STHOMY3bIKOJIOTHA, TPAAUIMOHHAA My3bIKa

BiarogapHocTi: Bripaxkalo UCKpeHHIOIO 0J1aro/IapHOCTh pelleH3eHTy 3a
BHUMATEJIPHOE PACCMOTPEHUE CTaThU U IIEHHbIE 3aMEUYaHUs, CIIOCOOCTBOBABIIINE
YJIYUIIIEHUIO COZIEPIKAHUS U KAYEeCTBA UCCIIEOBAHUS.
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Abstract. This article examines the principles underlying the pitch
system of the traditional tanbir, a string instrument widely used in Central
Asia, particularly in Tajikistan and Uzbekistan. The study aims to identify the
mechanisms governing the formation of the instrument’s pitch organization.
A comparative method is employed, juxtaposing the tones of the tanbir scale
with the harmonics produced on its melody string, thereby revealing consistent
patterns in pitch relationships and specific features of the instrument’s tuning.
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For the first time, the pitch system of the traditional tanbir is analyzed in
relation to its acoustic characteristics and the historical and cultural context of
maqgam performance practice. It is demonstrated that the instrument’s pitch
system has a heptatonic, non-equal-tempered diatonic structure, in which pitch
deviations are regulated by stopping the melody string against tightly tied gut frets.
Differences between the natural harmonic series and maqam performance practice
are examined, highlighting the flexibility of the instrument in adapting to various
modal systems. The findings contribute to a clearer understanding of the principles
governing the tanbfir’s pitch system from both scientific and practical perspectives,
clarify its acoustic nature, and provide a theoretical foundation for further research
on traditional musical instruments of Central Asia. The results may be of interest
to performers, instrument makers, and scholars in ethnomusicology and musical
acoustics.

Keywords: tanbiir, pitch system, acoustics, harmonics, modal system,
Shashmaqom, Central Asian musical instruments, ethnomusicology, traditional
music
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Beederue

aHOyp — JpeBHUN CTPYHHO-IITUIKOBBIN XOP/I0(POH, paclpocTpaHeHHbIN

B cTpaHax lleHTtpasbHON A3um, 0coObIll cTratyc OH uMmeer B CpemHeit

Asum — Tapxukucrane u Ysbekucrane. Kak u ipyrue TpaguilioHHbIE
My3bIKaJIbHble UHCTPYMEHTHI Hapo/ioB BocToka, OH mpejicTaBiiseT coOO0M YHUKAIb-
HYI0 3BYKOBYIO cHCTeMy, C(DOPMUPOBABIIYIOCA HAa OCHOBE YCTOMUMBBIX aKyCTHUe-
CKUX MPUHITUIIOB ¥ MHOTOBEKOBOU HCIIOJIHUTENIhCKON mpakTuku. OiHa U3 KJIoue-
BBIX IIp0O0OJIeM — BbISIBJIEHHE 3aKOHOMepHOCTel (popMUPOBaHUSA 3BYKOPsA/AA 3TUX
WHCTPYMEHTOB U €r0 COOTBETCTBUE IIPUPOJAHBIM IPUHIIUIIAM ITOCTPOEHMS 3ByKOBBI-
COTHBIX CTPYKTYP.

AxycTuueckas cucTeMa WHCTPYMEHTOB TPAJUIIMOHHO BXOAUT B cdepy HH-
TepeCcoB JUCHUIUINH, U3y4YaroIux (GU3NUECKyI0 NPUPOy 3ByKa. JlaHHas mpobie-
MaTHKa TOJIy4Yua Pa3BUTHE B TPyAax BUAHBIX YUEHBIX', B KOTOPHIX pas3paboTaH
IITUPOKUI KPYT BOIPOCOB, KACAIOMIUXCA KOMILJIEKCHOTO aHAIN3a aKyCTUYECKUX OC-
HOB MY3bIKQJIBHOTO WUCIOJHEHUS, WCCJIe/IOBAaHUSA BIUAHUA OOEPTOHOB HAa CTPOU
1 TeMOp My3bIKQIbHBIX HHCTPYMEHTOB, a TaKKe BBIABJIEHUS (PU3NUECKUX 3aKOHO-
MEPHOCTeN U3BJIeueHU (BJIa*K0JIETOB.

B nentpe BHUMaHuA Hameld paboThl HAXOAUTCS B3aUMOCBA3b MEXKY CTPYK-
TYpOU 3BYKOpsiJla UHCTPYMEHTA U OCOOEHHOCTAMHU €ro TapMOHUYECKUX COCTaBJIS-
fomux. Panee Mbl aHAIM3UPOBAIN PA3HOBUIHOCTHU CTPOSI TaHOYPA, UCIIOJIb3yeMble
B HCIIOJTHUTEILCKON mpakTuke Illammvakoma [1], TIOPSA/IOK MOCTPOEHUs PETUCTPOB
Y MCXO/IHBIX OKTaBHBIX JIA/I03BYKOPSA/IOB 3TOTO MHCTPYMEHTA [2], HACTPOUKY MeH3Y-
pbI TaHOYpa Ha OCHOBE CJIyXOBOU OIEHKU COOTHOIIIEHUU ero CTPYKTYPHBIX dJIeMeH-
TOB [3], @ TakKe CBA3b KAHOHOB MOCTPOeHUs KoMmmo3uiuu Illammakom 1 3ByKOBBI-
COTHOTO CTPOs1 TaHOypa [4].

3BYKOpPS/ TPAJIMITUOHHOTO TaHOypa MOXKHO pacCMaTpUBATh C YUYETOM JIBYX OC-
HOBHBIX (DaKTOpOB. I1epBhlil 13 HUX CBA3aH ¢ POPMUPOBAHUEM HATYyPATBLHOTO 3BYKO-
pana — 06epTOHOB, BO3HUKAIOIIUX IIPU 3BYyYaHUUN OTKPBITOU MEJIOIMYECKON U TpeX

! Fletcher N. H., Rossing T. D. The Physics of Musical Instruments. New York: Springer,
1998; Helmholtz H. von. On the Sensations of Tone as a Physiological Basis for the Theory
of Music. New York: Dover Publications, 1954; Benade A. H. Fundamentals of Musical
Acoustics. Stuttgart: Birkhduser, 1979; Meyer J. Acoustics and Musical Practice. Frankfurt
am Main: Verlag Das Musikinstrument, 1972; Bach M. Fingerboards & Overtones: Images,
Foundations and Designs of a New Approach to Cello Playing. Munich: Spangenberg, 1991.
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OypAoHUpPYOMUX (PE30HUPYIOIIUX) CTPYH. JIagKU-TIepeMbIYKN U3 TOJICTBIX JKUJI HA
rpude nHecTpyMeHTa (GOPMHUPYIOT HEPABHOMEPHBIN TMATOHUYECKUU CTPOU U TTO3BO-
JISTIOT U3MEHSATH BBICOTY 3BYKa B ITpeiesiax /10 MOoJIyTOHA. BypioHupYIoIye CTPYHbI UC-
MIOJIB3YIOTCA JJTsl U3BJIEUEHUS MeJaIbHBIX TOHOB, UTO MOJYEPKUBAET UX 3HAUNMOCTH
B CO3/IaHUM OOIIEro 3ByKOBOT'O KOJIOpHTa [5, ¢. 770—771]. Bropoii dakTop onpezes-
ercss 0COOEHHOCTAMU HCIIOJIHAEMOI Ha TaHOype Mysblku (Hampumep, Illammakom?),
B KOTOPOU MPUMEHSIOTCS Pa3IMUHBIE JIa/Ibl, TPEOYIOIINE IEPECTPOUKHN HHCTPYMEHTA.
VIrHOpHpOBaHUE STUX ITapAMETPOB 3aTPYAHIET ITIOHUMAaHUE CTPOs 3BYKOPS/Ia TPAJIH-
IIMOHHOTO TaHOypa.

B mceetoBaHusAX, MOCBSINEHHBIX MCIIOJIHUTEILCTBY Ha TaHOype [8]3, B Tom
YUcJie aHIVIOSA3BIYHBIX [9; 10], CHCTEMATU3UPYIOTCS MPaKTUYECKHe 3HAHUS O 3BY-
KOBOM CTPO€ MHCTPYMEHTA B 0COOEHHOCTSIX ero npuMeHeHus. OCHOBHOE BHUMAaHUE
yZiesIseTCs PAa3HOBUIHOCTSIM CTPOEB, HACTPOUKE CTPYH, XapaKTePUCTUKAM JUATOHU-
YeCKOTO CTPOsI U IPYTUM CTPYKTYPHBIM napamerpam. OJTHAKO 3TU UCCII€/IOBAHUS HO-
CAT IPEUMYIIECTBEHHO OIMCATEIHbHBIN XapaKTep U BO MHOTOM BOCIIPOU3BOIAT yKe
M3BECTHbBIE TOJIOKEeHUsI. AKycThueckas crenuduka TanHbypa — ClieKTpaJbHbIE Xa-
PaKTEPUCTUKH 3ByKa, PE30HAHCHO-TADMOHHUYECKHUE CBOHCTBA, TEMOPOBbIE 0COOEH-
HOCTU — /IO HACTOSIIEr0 BpEMEHU He MO/IBeprajiach CUCTEMHOMY M KOMILJIEKCHOMY
a”anuzy. Bce aTu mapameTpbl HY»KJAOTCSA B JaJIbHEHIIIEM yTIyOJIEHHOM HCCIeI0Ba-
HHUU B KOHTEKCTE 3BYKOBBICOTHOW OpPraHU3aIlui UHCTPYMEHTA, YTO OIpeesIsieT aK-
TYyaJIbHOCTh U HOBU3HY IIpe/IyIaraeMoro MoaXo/a.

FapMOHlD{eCKaﬂ ocHos8a 36yK06bl00mHOﬁ cucmembul maH6ypa

[TpoGaiema cTpoeB TaHOypa W UX TEPMUHOJIOTUYECKOHN (pUKcAIUU OTpaskeHa
B PsiJie HAYYHBIX UCCIIEAOBAHUM, B TOM YHCJI€ B HEKOTOPBIX PAHHUX ITyOJIMKAIUAX 110
aTou Teme [11, ¢. 13; 12, €. 192, 13, . 35]. BMecTe ¢ TeM yka3aHHBIN BOITPOC ObLII CIIEIH-
aJIbHO PACCMOTPEH M B HaIlled NpeabiayIed pabore [1], rae, TOMUMO OCHOBHOTO

2 [ITanmMakoM — Ha3BaHUE I[eJIOCTHOTO ITUKJIA, PACIIPOCTPAHEHHOTO B My3bIKaJIbHBIX KYJIBTYPax
Tamxukucrana u Y3bekucrana. [llarmvakoM cocTouT u3 1mecTu MakomMoB: Poct, HaBo, Bysypr,
Hyrox, Cerox u Fpok. O HacTpolike TaHOypa B cBsi3u ¢ ucnosHenueM Illammakoma cm. [6; 7].

3 Cm. Takke aBTOpedepaTsl aucceprainuii: A6aykapumos M. TauOyp, caTo U ceTop B My-
3bIKAJIPHON Tpajgunuu Y3bekucrana u Tajpkukucrana: aBroped. JUC. ... KaHJ. UCKYCCTBO-
BeieHUsA. TalikeHT, 1997; 3ydapos A. M. 9BosonusA pa3BUTHA CUCTEMBI JIaZJ0B B MaKOMe
«HaBo»: aBToped. auc. ... 1-pa ¢wiocoduu (PhD) no cnenmasbHOCTH UCKYCCTBOBEIEHHUE.
Tamkenrt, 2025. C. 25—47.
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KBapPTOBOTO cTposi by3ype, ObLIN IpOaHAJIM3UPOBAHBI MCKYCCTBEHHO CKOHCTPYHU-
pOBaHHBIE KBUHTOBBIN cTpoii Pocm u ceKyHZI0BbIN cTpoii Haso. B uccienoBanum
000CHOBBIBAETCS, YTO OOpaIlleHne K 3TUM CTPOSM OIpeziesisieTcsl He TOJTbKO TeXHU-
YeCKUMHU 3aJ/lauaM¥ HCIIOJTHUTEBCTBA, HO U TpaHchOpMalel 3ByKOBBICOTHOM Op-
raHu3aIyy UHCTPYMEHTA B paMKax MHOU MHTOHAITMOHHO-JIa/IOBOU Mmapagurmel. Mx
BHEJ[PEHUE UHTEPIIPETUPYETCS KaK 3aKOHOMEPHBIHN 3TAll HBOJIIOIUN HCIIOTHUTEIb-
CKOM IMPaKTUKH, OPUEHTUPOBAHHOUW HA paCIIMpPEHUE aKyCTUKO-MHTOHAIIMOHHOTO
¥ BBIPA3UTEJIPHOTO MOTEHIIMaIa TaHOypa 3a IpeJIesibl €r0 HAaTypPaJIbHOU CHUCTEMBI.
Oco0yr0 3HAYUMOCTH JAHHBIH MPoIecc TPUOOPETAET B KOHTEKCTE PAa3BUTHSA TPaAJIU-
IIUU UCIIOJTHEHUs UKJIa «IIlarmmvakoM», IpeIosiaramlieil BApuaTUBHOCTh OPraHU-
3aIUU CTPOS U €e COOTBETCTBUE PA3JIUUHBIM MO/IAIbHO-UHTOHAITMOHHBIM MOJIEJISIM.

TpamuIoHHbIE UCIIOJTHUTEIN UHTYUTUBHO OIIYIIAIOT Ba?KHOCTh TAaPMOHUYE-
CKOM OCHOBBI B OpraHU3aIlMU 3BYKOBBICOTHOM cucTeMbl TaHOypa. HacTporika 3ByKo-
ps/la THCTPYMEHTA OCYIIECTBJISIETCS BO B3AUMOCBS3H JIBYX TapaMeTPOB — aKyCTHYe-
CKOTO U MCIIOJIHUTEILCKOTO,

HatypasbHbIH 3BYKOPsi/l, KAK U3BECTHO, COCTOUT U3 OCHOBHOT'O TOHA U €ro rap-
MOHHYECKNX 00epTOHOB. KarK/IbIi 5JIeMEHT 3TOH ITOCJIeI0BATETLHOCTH KJIaCCUDUIIH-
pyeTrcs Kak rapMOHHUKa, 00pasyrolias eUHbI TapMOHUYECKUH crieKTp. Tauoyp, Oy-
JTlydy UTHCTPYMEHTOM C OTKPBITBIMU MEJIOANYECKOU U OYP/IOHUPYIOIINUMHU CTPYHAMHU,
OTJIMYaeTCss HEMOBTOPUMBIM TEMOPOM MMEHHO 3a CYET B3aUMOJIEHCTBUSI OCHOBHOTO
TOHA ¥ MHO?KECTBA TAPMOHUK, BOSHUKAIOIINX IIPU KoJiebaHuu cTpyH. O6epTOHBI ITPH-
JIAIOT 3BYKY HACBHIIIEHHOCTh U SPKOCTh, YTO ONpeAesAeT UHANBUAYAIBHOCTh TEMOpa
Jlaske TIPU HCIIOJIHEHUM OJIHUX U TeX K€ HOT Ha pPa3HbIX MHCTpyMeHTax. Ha crektp
00epTOHOB TaHOYpa BJIUSAIOT KOHCTPYKITHS KOPILyca, MaTEPUAJL, IJIMHA U HATsIKEHUE
CTPYH, CO3/1aBasi TEM CAMbIM XapaKTEPHOE JJIS 3TOT0 HHCTPYMEHTA 3ByYaHUeE.

OCHOBHOU TOH MeJIOITYECKOH CTPYHBI TAaHOypa COOTBETCTBYET 3BYKY G, 0Opa-
3ysl HaTypaJIbHbIHA 3ByKOpPs (cM. [Tpumep 1).

HexkoTopble 06epTOHBI, BOSHUKAIOIINE IIPU 3ByYaHUU CTPYH TaHOypa, UMEIOT
OoJiee BayKHOE 3HaUEHME, 3Ta U30MPATETLHOCTD UTPAET PEIIAIOIIYI0 POJib B YopMU-
POBaHUY YHUKAJIBHON CTPYKTYPBI 3BYKOpsJla 3TOTO MHCTpyMeHTa. K yuciry Takux
TapMOHHK OTHOCATCS 3BYKU ¢, d, h, f (IIpumep 2), koTopble HanbOJIee OTYETIUBO
BOCIIPUHUMAIOTCS Y€JIOBEYECKUM CIIyXOM. ITU 3BYKH CJIY>KAT OPUEHTHUPOM ISl MY-
3bIKAHTOB IIPU HACTPOMKE NHCTPYMEHTA.

4 O cnenudurKe UCIIOJTHEHUSA HA MPAHCKOM TamMOype cM. [14], Ha TyperkoM — cM. [10].
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IIpumep 1. HaTypaibHBIH 3BYKOPSiZl, 0OpPa3ymIIUACsI IpU KoJiebaHUu
MeJIOJIUYECKOU CTPYHBI TaHOypa
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IIpumep 2. TapMoHUKH, 00pa3yIOIIHE 3BYKU
G,g,gl;d,d; H,huf, f! B mkase tanbypa

B HaposiHON My3BIKQJIBHON TPajiuliuU i 0003HAUYEHUs HATyPaAJIbHBIX CTY-
IIeHeH HUCIOJIB3YETCS MOHATHE mabuu napda (B MepeBojie C TAKUKCKOTO — «eCTe-
CTBEeHHBIEe (HaTypaJibHbIE) CTYIIEHH» WJIN «eCTeCTBEHHBbIe 3BYKH»). [loy aTM Tep-
MHWHOM MOHUMAIOT JIQJIKU, BU3YJIbHO KaXKyIlliecss pABHOMEPHO PaCIIOJIOKEHHBIMU
Ha rpude Tanbypa. OpHako ¢paxkTUUIecKu OHU (GOPMUPYIOT OCOOBIN 3BYKOPs/, KOTO-
PBII He COBIAJIAET C MOJIHBIM HAaTyPaJIbHBIM PSAIOM, TaK KaK BKJIIOYAET JIUIIb YaCTh
HATYPaJIbHBIX UHTEPBAJIOB. BRIOOp UMEHHO 3TUX CTyleHel 0OyCI0BJIEH He TOJIbKO
BCTETUYECKUMU U UCIOJTHUTEIHCKUMU COOOPaKEHUAMH, HO U aKyCTUYeCKHUMU 3a-
KOHOMEPHOCTSAAMU 00ePTOHOBOTO Psi/ia: OT/AeIbHbIe TADMOHUKYU CTAHOBATCH OCHOBOU
(gopMupoBaHUs J1aJI0BOU CUCTEMBI, ONIPeesisis XapaKTepHble UHTEPBAJIbHBIE COOT-
HomeHus. Takum o6pasom, cucrema maduu napda OTpa’kaeT TPATUITUOHHOE MYy3bI-
KaJIbHOE BOCIIPUATHE BHICOTHI 3BYKA U 00ecrieunBaeT celuduuecKyio BbIpa3uTelb-
HOCTb TaHOYPa, COXpaHss IPU 3TOM y100CTBO HACTPOUKU U UCIIOJTHEHUS Ha CITyX.

YacTh TOHOB IPUBEJIEHHOU BBIIIE IIKAJIBI BCE K€ COOTBETCTBYET aHAJIOTHY-
HBIM CTYyII€HSIM HaTypaJIbHOTO 3ByKOpsa (Hampumep, ceIbMOU U YeThIPHAAIATbII).
AHayn3 rapMOHUK U UHTEPBAJIOB B HEW MOKA3bIBAET, YTO, HECMOTPSI HA HEKOTOPbIE
OTKJIOHEHU I, UHCTPYMEHT COXPaHsAET OCHOBHbIE 3aKOHOMEPHOCTU FAPMOHUYECKOTO
cTposi. ATO obecrieurBaeT y3HaBaeMOCTh U OOTATCTBO TeMOpA, MPUCYIIe 3ByYaHUIO
TPaJUITMOHHOTO TaHOYpa.
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Bmecre ¢ Tem, kak nmokasaHo B [Ipumepe 2, 3Byku h u f 10 cpaBHeHUI0 ¢ g u d
HECKOJIPKO 3aHMKEHBI. B KOHTEKCTEe TaKOTO IIOCTPOEHHUSA B IITKajie TApMOHHK B IIpe-
JleJlax MaJjIoro CeNTaKKOp/la MeXK/y 3ByKaMHu g, d U JIByMsI 3aHUKEHHBIMU 3BYKaMHU
h u f popMupyroTcsa Tepuuu pa3HOro Xxapakrepa: Oosibiias Tepius (0. 3) — cyKeH-
Hasl, Majiasd Teprusa (M. 3) — paciIdpeHHas U Mayas Tepiua (M. 3) — cy:KeHHasd,
a KpaliHue 3ByKU 00pa3ylT UHTEPBAJ MaJIOH CEITUMBI (M. 77), KOTOpasi TAKIKe CyKe-
Ha (IIpumep 3).

CyxeHHasn
M.7.

® -
& = M.3
~— M.3. Cyxennan

0.3. PacmupenHaa
CyaxeHHan

N>
\
g
\
.9l
o

ITpumep 3. CooTHOIIEHE OOEPTOHOB
C pacIIMPEHHBIMHU U CY>KEHHBIMU UHTEPBAJIAMH

B My3bIKQJIbHOU MpaKTUKE MPOMEKYTOUHbIE 3BYKH, PACIIOJIOKEHHBIE MEXK/TY
OCHOBHBIMH WHTEpPBAJIaMU, TPAAUIMOHHO OIPEE/IS/IUCh HA CJIyX — IMpeuMylie-
CTBEHHO ITyTEM IIepeMeIeHus JIAAKOB 0 rpudy mHCTpyMeHTa. Takum obpasom,
OHU OOpeTayi CBOE BBHICOTHOE ITOJIOKEHUE MEKY Y3Ke ONpPeAeTUBIINMHUCS TapMo-
HUYeCKUMU TOHaMU. [Ipu cpaBHEHUH ¢ TEMIIEPUPOBAHHBIM CTPOEM HEKOTOPbBIE U3
ATUX 3BYKOB OKa3bIBAIOTCS ITOHHMKEHHBIMU WJIU TOBBIIIEHHBIMU, YTO ITPUBOJIUT
K 00pa30BaHUIO PA3IMUYHBIX CY?KEHHBIX JINOO PACIIMPEHHBIX HHTEPBAJIOB.

CorylacHO aKyCTUYECKHUM 3aKOHOMEPHOCTSAM, ITPOSBIISIONIUMCS B 3BYKOPS/IE
TaHOypa, YUCTHIMU WHTEPBAJIAMU OCTAIOTCS TOJIPKO OKTaBa, KBUHTA U KBAapTa, B TO
BpeMs KaK CEKyH/|a, TEPIUA, CEKCTA U CEeNTHMa XapaKTEPU3YIOTCA KaK Cy>KeHHbIE
WIN pacimmpeHHble. Takoe pacrpeziesieHre 00ycIoBIeHO crienuduKoi rapMoHUYe-
CKOT'O CTPOsI MHCTPYMEHTa, OTpakalollell MPUPOHbIE 3aKOHOMEPHOCTU 3BYyUaHHUS
CTPYH U COOTBETCTBYIOIIINE UM aKyCTUUECKUE ITPOIIOPIIHH.

B cBsA3U ¢ 3TUM U3 ceMU rapMOHUK, BO3HUKAIOIIUX B IPe/ieiax OKTAaBbl, TOJIb-
KO 3BYKH g U d B Pa3JINYHBIX COYETAHUAX 00pA3YIOT YMCThle HHTEPBAJIbI — OKTaBY,
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KBapTy 1 KBUHTY. OcTaJIbHbIE 3BYKH, B TOM YHCJIE OIIpe/ieJIeHHBbIE Ha CIIyX a, h, e u f,
CTPOSAITCS HECKOJIBKO 3aHMKEHHO, TOT/Ia KaK 3BYK C, HAIIPOTUB, 3aBhIIIEH. B pe3ysbra-
Te MEXKIY STUMU 3ByKaMH (DOPMUPYIOTCSA Cy>KEHHbIE U PaCIIUpEeHHbIe MHTEPBAJIbI —
CBOEOOpa3HbIN «HATypaJIbHbIM» 3BYKOPSJ ¢ HEPABHOMEPHO TEMIIEPUPOBAHHBIM
CTPOEM.

B kauectBe mpuMepa pacCMOTPHUM 3HKCIEPUMEHTAJIPHO II0/ITOTOBJIEHHBIN
MHOIO TaHOYp, JIAJIKKM KOTOPOTO OBLINM HACTPOEHBI B COOTBETCTBUH C TAPMOHUKAMU
OTKPBITON MEJIOINUECKON CTPYHBI, a TAK}KE C IOTIOJTHUTEIbHO YCTAaHOBJIEHHBIMU Ha
rpude jgagkamMu, GOpMUPYIOIINMYU ITPOMEKYTOUHbBIE 3BYKU Mekay HuMu. Takas Ha-
CTPOMKa, 10 CyTH, IIPEACTABJISET COOOM 3BYKOPs/A TaHOYpa ¢ HaTypaJbHON MHTOHA-

Iued U TPAAUIIMOHHO HEPaBHOMEPHBIM cTpoeM (HMaarocmpayus 1).

Iy 98 109.3 1212 132 146,8 162 173,2 196 2182 2436 2632 2037 3247 3472392435487.3 530557
- - + - -

- - =+
B f G A B ¢ d e f g a b cd elfg'abicd

Hanrocmpauus 1. 3ByKopsL TaHOypad®

Jlnsa ¢pukcanuy BHICOTHBIX ITOKa3aTesIed 3ByKOpsAAa B MPEACTABIEHHOM IIpU-
Mepe 3HaueHUs 3BYKOB OJITHOBPEMEHHO YKa3bIBAIOTCA B repliax, YTo MO3BOJIAET Ha-
TJISI/THO OIEHUTD CTEIIeHb UX 3aHMKEHUS WIH 3aBbIIIEHUS OTHOCUTEIBHO PABHOMEp-
HO TeMIlepupoBaHHOTO cTpos (Tabauua 1).

Tabauya 1. ComocTaBjieHre 3aHUKEHHBIX U 3aBBIIIEHHBIX 3BYKOB HaTypaJbHOTO
HEepaBHOMEPHOTO 3BYKOPs/ia, H3BJIEKAEMOT0 Ha TaHOype cOo 3ByKaMH PaBHOMEPHO TEM-
IIEPUPOBAHHOTO CTPOSI

Natural seale produced on tanbiir

+ - - — -_ +
el At el Fl [ at ! 2 &
253, 293, 3, 7, o2 435 487, 530 587
2 7

L] 1 1z 13 14 15 % 17 15

] ] 4 g 3
98 109 121, 132 145, 182 173, 196 218,
2 2
L] 8

He
Fret

B
\IQF‘U|

T

Equally tempered scale
G A (i1 © d L] i E a b = ot el Fl g al ! it &
98 | 10 | 123, 130, 146, 164, 174, | 196 | 220 246, 261, 293, | 1325, 345, | 392 | 440 493, 523, 587,
He 47 £ £3 &1 &1 sl &3 &7 83 yil 58 25 33

Difference | o 0. S +1, {1, 2, -, [ -1, -3, +2, +, A, 2, [ =] <, o, 4,
7 27 10 a3 &1 4 8 34 4 o7 5 o3 54 75 33

5 I/I]I.HI-OCTpaI_II/I}I IIOArOoTOBJIEHA aBTOPOM.
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YucTble UHTEPBAJIBI B TIpeJiesiax OHONU OKTaBbl MOTYT (DOPMUPOBATHCA JTUOO
Ha OCHOBE COOTHOIIIEHUS] KBUHTHI ¥ KBAPThI, JIN0O KBAPThI 1 KBUHTHI (IIpumep 4).

KBapra -+
KBHHTA T — ; - LQ'
—q‘ < j— & [#] & -
. — - " [ ] "
,f Pl — > ’ =
KBapTa

IIpumep 4. KBUHTO-KBapTOBbIE U KBAPTO-KBHHTOBbIE UHTEPBAJIbHbBIE
COOTHOIIIEHUSI, IPOSIBJIAIOIIECS B HATyPAJIbHOU
WHTOHAIIMHU 3ByKOPs/ia TAaHOypa

l'apMoHUYeckuil CTpoli HHCTPYMeHTa (pOpMUPYeTCs Yepe3 COOTHOIIIEHUE IBYX
CTyIleHel — U3BJIEKaeMbIX 3ByKOB g 1 d — ¢ OypAOHUPYIOIUMH cTpyHamu. [1o cyTH,
ATOT CTPOM MOKHO OXapaKTepU30BaTh KaK KBAPTOBBIN: OYpP/IOHUPYIOIIHE CTPYHBI
00pa3yoT ycTOMUYNBOE KBAPTOBOE COOTHOIIIEHUE I10 BEPTUKAJIM, a CTyleHu g u d
COOTHOCATCA C HUM I10 TOPU30HTAIN HA PA3HBIX PETrUCTPOBBIX YPOBHAX, POPMUPYH
KBApTO-KBUHTOBbBIE OTHOIIIEHUA. B TpaIMIIMOHHON UCIIOJTHUTEIHCKOM IIPAaKTUKE Ta-
Kasi HacTpoliKa Ha3biBaeTcsa by3ype (OyKB. — «BEJIUKHU», «OOJIBIION» ). Peus uyer
O KBapTOBOUM HACTPOMKE MEJOAUUYECKOU M OYpPAOHUPYIOIIUX CTPYH TaHOypa (cMm.
IIpumep 5).

KBapTa

KBHHTA /"T\
KBapTa — o o Z
KBHHTA i o ® —
g e &~
/ — L=
o §E iz tlz ‘o

IIpumep 5. 3ByKOpsA TaHOYpa ¢ HATYpPaJbHON HHTOHAITUEN
IIPY KBaPTOBOM CTPO€ B COUETAHUH C YUCTHIMH HHTEPBAJIAMHU
KBapThI 1 KBUHTBI

Takum 0b6pa3om, TapMOHHUUYECKAsS CTPYKTypa HHCTPYMEHTA, eCTeCTBEHHbIE MH-
TepBaJIbl U crieludUKa MPOMEKYTOUHBIX 3BYKOB (DOPMUPYIOT YHUKAIBHBIN 3BYKO-
BOU XapakTep TaHOypa, o0eclieunBasi TOUHOCTbh HHTOHAIIMU U BRIPA3UTEIbHOCTH 3BY-
YaHUS.
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38yxops0 mpaduuuoHHo20 maHbypa

MeJstoguueckas CTpyHa TaHOYpa BOCIIPOU3BOAUT U IEPEAET TOPU30HTATbHBIN
aCIIeKT ITKaJIbl HHCTPYMEHTA, a UMEHHO: 3BYKOPS/I C OIPeIeJIEHHOU CHCTEMOM CTPOS
U TIpeJIeJIbHBIM irnana3oHoM. [1oaToMy cTpolt 3ByKOps/ia Ha TaHOype OmpesiessieTcs
IIPY TIOCJIEA0BATETLHOM MEPE/IBHUKEHHH 110 JIaJIKaM BBEPX U BHU3: CKOJIBKO JIAJIKOB,
CTOJIPKO U 3BYKOB-CTyIIeHel. B pesysbTaTe jtagku (16 OCHOBHBIX — acanapoa u 4 J0-
IIOJIHUTEJILHBIX — Xacnapoa) Ha rpude TpaJuIoOHHOTO TaHOypa, ¢ OTHOU CTOPOHHI,
OIIPEJIEeJIAIOT TIPeeIbHBIN TUana30H HHCTPYMEHTA OT JIBYX C HMOJIOBUHOH JI0 TPeX
okTaB®, a ¢ Ipyroii, yKa3bIBaIOT HAa HAJIMYHE B HEM OIIPe/IeJIEHHOTO 3BYKOBBICOTHOTO
CTposi — 3BYKOpsAja [15, c. 27] (Maarocmpauusa 2).

- — 4 -t ——F -
G A H ¢ d e f g a h cde!flglathicde

10 11 1213 141516 171819
| | | Il I
OKTaBa OKTaBa CCKCTa

Hanrocmpauus 2. Jluana3oH U 3ByKOPS/T TPAAUIIIOHHOTO TaHOypa’

Kak BuauM, Ha rpude TpaguIMOHHOTO TaHOYpa JIAIKU MeXay co0oii, 3a uc-
KJIIOUEHUEM TPEThETO, PACIIOJI0KEHBI OTHOCUTEJIBHO paBHOMepPHO. I1o mepe mpu-
O>KeHUsI K KOPITyCy MHTEPBAJIbI MEXK/y HUMH IOCTEIeHHO cy:KaroTcsA. [Toaromy
OIIPE/IeJINTh BU3YaTIbHO, K KAKOMY CTPOIO 3TOT 3BYKOPS/T OTHOCUTCS, 3aTPYHUTEI b~
HO. OZTHAKO IIPU U3BJIEUEHUU 3BYKOB CTAHOBUTCSA SICHO, YTO B IpefiejiaX OKTaBbl UX
ceMb. OHHI 00Pa3yIOT CEMHUCTYIIEHHBIN JUATOHUYECKUU 3BYKOPsI/l, HO Oe3 paBHOMEP-
HOU TemIiepanuu. Takas CTpyKTypa obecrieunBaeT cruenu@uIecKyo MeJ0oInIecKy0
Y TApMOHUYECKYIO BHIPA3UTEILHOCTh TAaHOYPAa.

BakHO OTUEPKHYTH, UTO HAPAAY C YUCTBIMU MHTEPBAJIaMHU OKTaBbI, KBUH-
THl U KBapThl B COOTHOIIIEHUH CO 3ByKaMu d U g BCTPEUAIOTCSA U JAPYrue — Cy-
>)KEHHble U paclHIMpeHHble — HUHTEPBAJIBbI: CEKYH/bI, TEPIIUHU, KBAPThI, CEKCTHI,

¢ CaMblii HUBKHH 3BYK g MaJIOW OKTABbI U CAMBIH BEPXHUH — 3BYK f2 BTOPOH OKTaBHI.

7 umroctpanus MOATOTOBJIEHA aBTOpPOM. IIpuBereHHBIH Ha Hel TPAAUIIMOHHBIA TaHOYD
MIPUHA/UJIE’KAJT U3BECTHOMY IEBIy-HUCIOJHUTENIO Klaccuueckod Mysbiku [llammvakom, Ha-
poxHomy apructy Tamxukucrana [Iloxnazapy Coxu6oBy (1903-1973). MacTep-U3rotToBu-
TeJib 3Toro TaHbypa — Ycero Toup (1883-1953) u3 byxapsl. Keratu, Ha TaHOype y HEro 1o
HEU3BECTHBIM IIPUYHHAM OTCYTCTBYET IIOCJIETHHIH JIOTIOJTHUTEIIbHBIN J1a/I0K (xacnapda).
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cenTuMbl. OHH 00pa3yIOTCs B COUETAHUHM C 3aHMKEHHBIMU 3BYKaMH d, h, e 1 3aBbIIIIeH-
HbIMH f ¥ c. [TosTOMY IMAaTOHHYECKHUI 3BYKOPs Ha TPAAUIIMOHHOM TaHOYpe IIPOsB-
JISIETCSI UMEHHO B TAKOM CBO€OOpPAa3HOM HEPABHOMEPHOM TEMIIEPHPOBAHHOM CTPOE.
YT0OBI YIOCTOBEPUTHCSA B BTOM, IIPUBEJIEM B KauecTBe IIPUMEPOB HECKOJIBKO TPaIH-
IIMOHHBIX TAHOYPOB, IIPUHAJIEKAIIMX MacTepaM MaKOMHOTO HcKyceTBa — Pucku Paj-
»kabu (1887-1977), Pacysnkopu MamananueBy (1928—1976), Bobokyny PaiizysioeBy
(1899-1964) u Pazmuaauny lllaxo60By (1911-1974) (Manocmpayuu 3—-6)8.

Ha npuBeieHHBIX WJLTIOCTPAIIMAX BHU/IHO, YTO JIaJIKA Ha BCEX BapHaHTaX Tpa-
JUITMOHHOTO TaHOypa pPacIiOJIOKEeHbI IPUMEPHO OJAWHAKOBO M, COOTBETCTBEHHO,
3BYKOPS/T CTPOUTCS II0 CXOAHOMY IPUHIMITY. PaccMaTpuBasi 3TH 3BYKOPSIAbI B CO-
IIOCTABJIEHUU C HATyPaJbHBIM, MOKHO MPUUTH K BBIBOAY O HAJTUYHU MEXKIAY HUMU
OIIpeJieJIEHHON B3aUMOCBA3H. UTOOBI IIOATBEPAUTD 3TO IIPEANOJIOKEHHE, PACCMO-
TPUM IIOJITOTOBJIEHHBIH HAMU 0Opaser] TaHOypa, HACTPOEHHBIH B COOTBETCTBHU C aKy-
CTUYECKMMH 0COOEHHOCTSIMHU HHCTPYMEHTA U 3BYKOPSAIOM TPAAUIIIOHHOTO TaHOypa

5

Hamocmpayua 3. Hanmocmpayus 4.
Pucku Pamxabu Pacynkopu Mamananues

8 Bce Q)OTOHHJIIOCTpaHI/II/I 3aUMCTBOBAHbI U3 PA3JIMYHbIX HCTOYHUKOB, B TOM 4YUCJI€ U3 JINY-
HBIX apXHWBOB POJHBIX U OJIM3KUX UCIIOIHUTEIEH.
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Hanmrocmpayus 5. Hamocmpayus 6.
Boboxya Paiizynnoes dazymmaaun [laxo60B

HapoAHOro aprucra TamxukucraHa, macrepa-ucnonnuresnda llammakoma HloxHa-
3apa CoxuboBa (HMarrocmpauuu 7-8).
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Hanrocempayus 7. 3ByKOpPAJL 9KCIIEpUMEHTaIbHOTO TaHOypa
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Hanrocmpayus 8. 3Bykopsa tpaguiinonHoro tanoypa 1. Coxubosa

B pesynbraTe comocTaBiieHUs 3TUX 3BYKOPSAAOB OOHApY»KMBaeM Ppa3Iuyvus
JIVITITH 3BYKOB C U f MaJIOW OKTaBbl, 00PA3YIONTUXCSA HA TPETHEM U IIIECTOM JIAJTKAX
TaHOypa. B ogHOM ciiydae 5TU J1aZIKu 3aHUMAIOT HUKHEe I0JI0XKeHUe, B [PYTOM —
BepXHee, I03TOMY U 3BYKH U3BJIEKAIOTCS COOTBETCTBEHHO MIO-PAa3HOMY.

38yxu, uzsnexaemvle Ha OCHOBe
mpemuve20 u wecmoz0 1adka maHbypa

Tperuii nayiok Ha rpude TpagunroHHoro tTanoypa CoxuboBa 0 CpaBHEHUIO
C IPYTUMU JIaJITKaM¥1 HEMHOTO TIEPEABUHYT BHU3 U TIO/ICTPOEH TO/T 3BYK C MAJIOU OK-
TaBBI, TOT/IA KaK, IO U7ee, OJHKEH HAXOUThCS ITOCEPEUHE MEKITY BTOPBIM U YeT-
BEPTHIM JIQJIKAMU U U3BJIEKATh €CTECTBEHHBIN 3aBBIINIEHHBIN 3BYK C MAJIOM OKTaBbI
(Uanrocmpayuu 7, 8). B oboux Bupax 3ByKOps/Aa B BBICOKMX Perucrpax taHbypa
10-1 U 17-1 JIaJIKU PACIIOJIaraloTCs B BEPXHEM I0JIOKEHUHN U aHAJIOTUYHBIM 06pa3oM
BOCITPOUBBO/IAT HECKOJIHPKO 3aBHIIIIEHHBIE 3BYKH C IIEPBOI U BTOPOIi OKTaB®.

Mps1 mpezriosiaraeM, YT0 OCHOBHOUM NMPUYMHOU MEPEBUKKU TPETHETO JIAJIKa
Ha TaHOYpe CTaJI0 BBeIeHEe HOBOTO TapMOHHYECKOTO CTPOsi. IMEHHO TpUMeHeHUe
KBUHTOBOTO CTPOS MOTPEOOBAJIO IEPEABIIKKYI TPETHETO JIaJIKa BHU3, UTOOBI yCTAHO-
BUTbH 3BYK C MAQJIOU OKTABbI B KAUECTBE IIEHTPAIIHHOTO TOHA TAaHOYpa.

B oZ1THOM 13 BapUAHTOB 3ByKOPs/1a TPAIUIIMOHHOTO TaHOYPa, UCII0Ib3yEMOTO MAaCTEPOM HC-
kyccrBa IlTamvakom Pucku Pajpxabu, 3aBBIIIEHHBIHN 3BYK ¢ HAOTI0/IaeTCsA BO BCEX PETUCTPAX
WHCTPYMEHTA, BKJIIOYas MaJIyI0 OKTaBy. To ecTh B TPAKTHKE HCIIOJTHEHHUSI MAaKOMOB BCTpeYa-
IOTCSA ¥ Takue 00pasIbl TAHOYPOB, 3BYKOPS/T KOTOPBIX CTPOUTCA MAKCHMAJIPHO TPUOJIIKEH-
HO K HaTypaJIbHOMY 3BYKODSLY.
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[Tpu nepecTpoiike CTPYH Ha KBUHTY B 3BYKOBOU crcTeMe TaHOypa IPOUCXOUT
TpaHchopMaIysa OCHOBHBIX 3BYKO-CTyTIEHEH M UX B3aMMHOTO PACIOJIOKEHUs. 3BYKH
¢ ¥ g MPUOOPETAIOT CTaTyC CTYIEHEeH, Ha OCHOBE KOTOPBIX, B COUETAaHUM ¢ OYp/OHU-
PYIOIIIUMH CTpyHaMU, GOPMHPYIOTCA BepTUKaIbHbIe co3Byursa. OiHako d ocTaercs
CaMBbIM CJIBIIIITMBIM 00€PTOHOM MHCTPYMEHTA, 6J1aro/iapsi pe30HaHCy ¢ TapMOHUYe-
CKMMU MMPU3BYKAMU OTKPHITOU MEJIOJUYECKON CTPYHBI, M MPOJIOJIXKAET BBICTYIIATH
B POJIH ONIOPHOTO TOoHA. TakuM 06pa3oM, B KBUHTOBOM CTPOE 3BYK C II0 3HAUNMOCTHU
COTIOCTaBHUM CO CTYIEHAMU, POPMUPYIOIIUMU BEPTUKAILHOE CO3BYUHE.

[Ilectoit yaiok Ha rpude TPATUIUOHHOTO TAaHOYpa OTHOCHUTCSA K KaTErOpUH
MTOJBMKHBIX. ET0 m0/103KEHNE 3aBUCUT OT MCIIOJIHIEMOT0 MaKOMa: 3TOT JIAJIOK Iepe-
JIBUTAeTCs BBEPX-BHU3 HA TOJITOHA (WM Jla’ke MEHBIIINNA UHTEPBAJI), YCTaHABINBAS
Ha rpude UHCTPYMEHTA 3ByKU ¢ KOHKPETHBIM BBICOTHBIM ypoBHeEM. Ilepe/iBrskeHe
IIIECTOTO JIJIKA BBITIOJIHAETCS HA TPEX YPOBHSAX: HHUKHEM, HEUTPAJILHOM B BEPXHEM.
HuxHUM ypOBEeHb OIpeiesiseT 3BYK f MJIU 3aHUKEHHbBIA er0 BU/T; HEUTPaIbHBIN YPO-
BEeHb YCTAaHABJIMBAET 3BYK f 3aBBIIIEHHbIH (MHaue TOBOPs, ¢a-noayoues); BepXHUU
YPOBEHb OTIpe/iesisieT 3aHMKEeHHbIN 3BYK fis. Ha Bcex BH/1ax TpaIUIIMOHHOTO TaHOYPa,
KaK 3TO BU/THO Ha mpuMepe nHeTpyMeHTa CoxuboBa, I1eCTOH JIa/IoK MPENMYIIeCTBEH-
HO HaXOJIUTCSI B HEUTPAJIHLHOM IIOJIOKEHUH, TOT/Ia KaK HAa TaHOype C HaTypabHbIM
3BYKOPSZIOM III€CTOM JIa/i HAaXOJIUTCS B HIKHEM IIOJIOXKEHUU. BepxHee moJioKeHHe
TaK>Ke YCIIEITHO MPUMEHSIETCS B TPAIUIINHU UCIIOJTHEHUS MAaKOMOB.

B pesysnbraTe MOHMIKEHUs U IMOBBINIEHUs] TPETHErO JIaJKa Ha TaHOype 3BYK
C MaJIOU OKTaBBbI WJIU €ro 3aBbIIIEHHBIN BaPUAHT B COOTHOIIIEHUH C OCHOBHBIM TO-
HOM G OOJIBIIION OKTaBbI OTKPHITOU MEJIOJINYECKON CTPYHBI COCTABJISIET HHTEPBAJIBI
YHUCTOU U paciiupeHHo KBapThl. [llecToll mepeaBUraomIuics JagoK, BbICTyas Ha
TpeX YPOBHAX (IIOHUKEHHBIH f, IOBBIIIIEHHBIH f ¥ MTOHWKEHHBIH fiS MaJIOH OKTaBBI),
B COUETAHUM C OCHOBHBIM TOHOM 00pa3yeT Cy:KeHHbIE U PACITUPEHHBIN HHTEPBAJIBI
MaJIO! CENITUMBI, & TAKXKe Cy>KEHHBI NHTEPBaJI OOJIBIIION CETITHUMBI.

3axaroueHue

Ha ocHOBaHUM ITPOBEZIEHHOTO MCC/IEIOBAHUSA BBISBIEHO, YTO CTPOU 3ByKOPsIa
TPaIUITIOHHOTO TaHOypa GOpPMUPYETCs IO/, OTHOBPEMEHHBIM BJIUSTHUEM aKyCTHYe-
CKHX 0cOOEHHOCTEeH NMHCTPYMEHTA, B YACTHOCTU €TI0 TapDMOHUK, U My3bIKJIbHOH ITPaK-
tuku [[larmvakom. Takoe B3auMoieicTBre 00bsCHSIET BHYTPEHHIOKO JIOTUKY ITOCTPOe-
HUS 3BYKOPS/Ia 1 0COOEHHOCTHU €T0 3ByJaHU s, TIOJITBEPKAasi TUIIOTE3Y O TECHOM CBS3U
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CTPYKTYPbI HHCTPYMEHTA C ero (pU3n4IecKOr MPUPOJION U My3bIKaJIbHBIM Ha3HAUEHHU-
€M, YTO IIO3BOJISIET C/IeJIaTh CIIEYIOIIE BHIBOBI:

e TaDMOHHKH, BO3HUKAIOIUE HA OTKPBITONH MEJIOAUUYECKOU CTpyHE WH-
CTpyMeHTa TaHOypa, HAIPSAMYIO BIUSAIOT HA OPTaHU3AIUIO €r0 3BYKOBBICOT-
HOU CHCTEMBI;

e 3BYKOPSJT TPaAUIMOHHOTO TaHOypa, chOpPMUPOBABIINICA HA OCHO-
B€ HCIOJHSIEMON HAa HEM Kjaccuueckou My3biku IllamMakoMm, uMeeT ecTe-
CTBEHHYIO CBSI3b C aKyCTUYECKUMU CBOUCTBAMU UHCTPYMEHTA;

 HUCIOJTHUTEJISIM U HCCJIeIOBATENIsIM KJylaccuueckoi My3biku Illamrma-
KOM MPU U3yYEHUU U COCTABJIEHUU HAYYHBIX U METOUYECKUX PAbOT peKo-
MEH/IyeTCsl YUYUThIBATh 0COOEHHOCTh TAKOTO MOCTPOEHU 3BYKOPs/ia Ha Tpa-
JTUITMOHHOM OyXapCKOM TaHOype.
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AnHOTanuA: B craThe paccMaTpUBaeTCs pa3BUTHE pelepTyapa naHuail-
b6aodxca (pancai baja) — HeMaJbCKOTO aHCAMOJIA W3 ISATH MY3bIKAJTbHBIX
WHCTPYMEHTOB, COCTOSIIIIETO W3 3YPHBI, JINTABP, TapeJIOK, HaTYypaJIbHBIX TPYO
u OGapabana. B mpomwioMm, korjia HemajibCcKoe OOIIECTBO ObLIO arpapHBIM
U TPAJAUIMOHHBIM II0 CBOUM XapaKTepPUCTUKaM, aHCaAaMOJb COCTaBJISIIN
HUCKJIIOUUTEIFHO TPEJCTABUTENN KacThl /l[amau, KOTOpble mpodecCuOHATBLHO
WUCIIOJIHSUTH perepTyap naHuaii-6adxca 1mo ocoObIM ciaydasM — BO BpeMs
PUTYaJIOB U IlepeMoHui. OTHAKO B COBPEMEHHYIO AII0XY 3Ta KacTa U3MEHUJIA PO/T
3aHATUH. MUTpaIMOHHbBIE ITPOIECCHI, IOCTYI K 00pa30BaHUIO, MOJIEPHU3AIIS
ObITa, BO3MOJKHOCTH TPYAOYCTPOWCTBA 3a TpPaHUIIEH U OTCYTCTBHUE
caMOYBa’KeHHsI CTaJId OJHUMHU U3 HNPUYUH CMeHbI npodeccuu. B Hammu gHU
MOTHBHPOBAaHHbBIE KOMMEPIIVEHN TaK Ha3bIBAEMbIE ITPE/ICTABUTETN BBICIITUX KACT
dopMupyloT rpynnbsl nanuaii-6adica B TOPOJCKOM MeCTHOCTH. B pesyibraTe
obmHa /lamMau IIOCTENEHHO TepsieT KOHTPOJb HaJ HacjequeM naHuail-
6aodxca, 4TO COCTaBJsIeT HAIIMOHAJIBbHO-KYJIBTYPHYIO IIpoOseMy. MeToosorust
HCCJIEOBAHUS My3bIKaJIbHOTO perepTyapa naHuaii-6adxca B cTaThbe OUPaeTCst
Ha TeopuIo XpoHoTona Muxania Muxaiiosnua baxtunHa, pazpaboTaHHYIO /1151
aHaJIN3a JIUTEPATyPHbBIX NMPOU3BENEHNH, Ha KOHIIEIIUIO aHTPOIIOJIOTUYECKOH
MEPCIIEKTUBBI B U3ydeHUH My3bIKH AsiaHa I1. Meppuama u MoHsATHE rabuTyca
I[Irepa Bypap€. B xome wm3ydeHUsA XPOHOTOIIA TPAAUIMU naHuail-b6adxca
MBI HCIOJIb30BAJIM CMEIIAHHBIA METOJl, BKJIIOUABIIUN B3aUMOEHCTBUE
C pa3JINYHBIMU PECIIOHAEHTAMU U KJIIOUEBBIMU HH(QOPMAHTAMHU, OCYII€CTBUIN
I[eJIEBYI0O BBIOOPKY C WCIOJIb30BAaHWEM KOHTEHT-aHaimu3a. Kpome TOTO,
MPOBEJIEHO cepbe3Hoe Oubsnorpaduueckoe wuccaeqoBaHue s cbOopa
¥ 0000IIIeHNST HAYYHOU JINTEPATyPhI O TPAAUIIUN naHyuaii-6aoxca.

KiaioueBble cJjoBa: XpOHOTON, rabutyc, naHuaii-baodixca, pemnepryap,
kacra /lamau, ancambsb, Hemasr, TpaguiinoHHast My3bIKaJIbHAA KyJIBTypa
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Abstract. This study attempts to shed light on the changing dynamics of
the pancai baja from past to present, particularly with regard to performance
occasions, performing communities, ritual functions, and professional practice.
The study draws on Bakhtin’s theory of the chronotope in literature and
cultural performance, Alan P. Merriam’s anthropological approach to music
studies, and Pierre Bourdieu’s concept of habitus as analytical frameworks in
examining the pancai baja musical repertoire. Together, these approaches
provide a systematic theoretical framework. In the past, when Nepali society
was predominantly agrarian and traditional, Damain community performed
the pancai baja repertoire professionally on special occasions and rituals.
However, today the Damain community has largely shifted to other occupations.
Internal migration, access to education opportunities, modernization, foreign
employment opportunities and declining social prestige are among the reasons
behind their profession shift. These days, commercially motivated so-called
upper caste people form pancai baja bands in urban areas. As a result, the
Damain community is gradually losing control over this musical heritage.
In the course of studying the chronotope of pancai baja tradition, we have
employed a mixed-methods approach, including interviews with different
respondents and key informants. Purposive sampling with observation and
content analysis are other methods applied in this research. Moreover, the
study is based on extensive library and archival research on the pancai baja
tradition. The term pancati baja refers to a traditional Nepali mixed ensemble
consisting of shawms, kettledrums, cymbals, natural trumpets and drum
traditionally played by the Damain community.

Keywords: chronotope, habitus, pancai baja, repertoire, Damain
community, ensemble

For citation: Niroula, D. R., Dahal, B. P., & Baral, C. R. (2026). The past and
the present chronotope of the pancai baja repertoire in Nepal. Contemporary
Musicology, 10(2), 154—190. https://doi.org/10.56620/2587-9731-2026-2-154-190
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Introduction

he term pancai baja literally means “five instruments.” Pancai baja

I is a collective term for a traditional Nepali mixed ensemble consisting

of shawm, cymbals, kettledrums, natural trumpets and drum. The

Nepali names for the pancai baja are sahanai (a conical-bore double-reed shawm),

dholaki (a double-headed barrel drum), damaha (a large unpitched copper

kettledrum played with a thick stick), tyamko (a small unpitched kettledrum made

of either copper, iron or wood) and narsinga (a conical-bore natural horn

with integral mouthpiece made of finely beaten copper). More broadly, the pancai

baja is a mixed ensemble of wind instruments (sahanai, narsinga, karnal), drums
(damaha, dholaki, tyamko) and cymbals (jhyali and jhyamta).

Traditionally, Damain community, a scheduled caste in Nepal, has
carried on the legacy of performing the pancai baja over the centuries.
Dhrubesh Chandra Regmi discusses the contribution of the Shudra community,
including Damain, in nurturing the folk music of Nepal. He claims, “...whether
or not music is their principal source of income ... Sudras and the ‘lower’ castes
within the caste hierarchy have nurtured Nepal’s great musical tradition, even
though music as profession has failed to provide them with a stable income,
or bring lasting positive changes in the quality of their lives” (Regmi, 2023,
p. 30). Even though there is no inherent relationship between caste status
and occupation, the society allocated the duty of tailoring and the pancai baja
performance to the craftspeople of the Damain community. The depressed Damain
community has a limited access to land and modern job opportunities. The majority
of them rely on alternative sources of income such as foreign employment, portering
and farming. Their traditional occupation does not sustain their economy.

This article addresses three main research questions. Firstly, it explores
the cultural significance of pancai baja in the Nepali social matrix. The
second question is why the pancai baja playing tradition has been
transforming in recent decades. And the question concerns how temporal and
spatial dimensions of the pancai baja performance practices are being altered in
relation to modernization process.

Bakhtin’s essay Forms of Time and of the Chronotope in the Novel: Notes
toward a Historical Poetics introduces the concept of chronotope to refer to the
intrinsic relationship between time and space. His theoretical formulation was
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originally composed in the 1930s and was published in 1975 in the Russian language®;
however, its English translation appeared only in 1981.% These days, scholars across
a wide range of disciplines apply the concept to interpret issues in art, literature,
anthropology, film, advertisement, culture and so on. Bemong and Borghart put forth,
“Initially designed as an analytical instrument for establishing generic divisions in
the history of the western novel, chronotopic analysis has recently been proposed as
a conceptual tool for enriching ... diverse fields...” (2010, p. 3). Bakhtin’s theory of the
chronotope is not formalist in its orientation. Instead of referring to the emotional
and referential aspects of art, culture and literature, it points to the spatial and
temporal embedding of human activities.

In Bakhtin’s definition, chronotope is the intrinsic connectedness between the
temporal and the spatial dimensions in a work of art. Although the term originated in
the natural sciences, Bakhtin adapted it for literary criticism. Chronotope is a dynamic
entity in which time and space mutually shape each other in a narrative. Extending
its scope of application, we can analyze the transformation of the pancai baja,
a cultural entity, in its use and ownership, taking the dimensions of time and space
into consideration. As a cultural phenomenon situated within the semiosphere, Pancai
baja can be examined through the lens of the chronotope, which brings together
the time and space dynamics. In the initial phase, Bakhtin’s theory was relatively
undeveloped; however, it contained abundant impulses to function as an analytical
tool to interpret cultural phenomena and components. The concept of the chronotope
provides a productive framework for examining transformations in the pancai baja
tradition.

We have explored the social context and knowledge about the pancai baja from
an epistemological perspective. Another focus of the article is the ontology of both
the instruments and the Damain community. The study also explores shifts in the
axiology of the pancai baja tradition over time. Therefore, the research is concerned
with the knowledge, existence and socio-cultural value related to the repertoire

tBakhtin, M. M. (1975). Formy vremeni i khronotopa v romane. Ocherki po
istoricheskoi poetike [Forms of Time and of the Chronotope in the Novel: Notes
toward a Historical Poetics]. In Bakhtin M. M. Voprosy literatury i estetiki [Issues of
Literature and Aesthetics] (pp. 234—407). Khudozhestvennaya literatura. (In Russ.).
> Bakhtin, M. (1981). Forms of Time and of the Chronotope in the Novel. In The
Dialogic Imagination (pp. 84—258). University of Texas Press.
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of the pancai baja instruments. The central concern of the study is to examine how
the pancai baja tradition has changed across time and space. The pancai baja playing
tradition extended from rituals to shrines, social occasions and the royal palace.
In this context, Regmi states “... at the Gorkha Palace and Hanumandhoka Palace
the tradition of playing pancai baja and naumati baja, which was started during the
reign of Prithvi Narayan, continues to this day” (2023, p. 77). Documenting the Nepali
pancai baja tradition has become increasingly urgent in the context of globalization
and the growing influence of Western culture. In this context, our cultural heritage,
including ethno-musicological tradition, require preservation, documentation and
promotion. We need to explore the spatial and temporal dimensions of the pancai
baja repertoire from the past to the present. The chronotopic analysis of the musical
ensemble reflects the changes over the decades.

The key informants’ response reveals the deplorable decline of this once rich
and dynamic tradition within the Damain community. The Damain tailor-musician
community traditionally supplies the pancai baja ritual music at various shrines
and on several occasions. About the expanding scope of chronotope in the analysis
of literature and culture, Bemong and Borghart assert, “Lately, a number of scholars
have hypothesized that some chronotopic configuration underlies every kind of
narrative, however minimal, including jokes, strip cartoons, fairy tales, animal
stories, narrative poetry and the like” (Bemong & Borghart, 2010, p. 9). Applying
chronotopic analysis to the pancai baja tradition expands the methodological tools
available for the study of musical and acoustic culture.

Theoretical Framework

Beforeapplyingthetheoretical approachesadoptedin thisstudy,itisimportant
to understand local perspectives on society through an examination of the pancai
baja tradition, which offers valuable insights into the practices and experiences
of Nepali society, both past and present. It is also important to understand the
complex and indeterminate relationship between the creation of cultural sound
(pancai baja) and the cultural sense-making processes in specific social contexts.
Likewise, music should be understood with particular attention to its diverse forms
and functions across different communities, including the Damain community in
Nepal.

The anthropology of music explores music as a fundamental human cultural
phenomenon, analyzing its creation, performance, and social functions within
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various societies. Key aspects include understanding the connection of music to
cultural values, identity, and beliefs, using both anthropological and musicological
approaches to study the complex relationship between sound and meaning in
cultural contexts. Pioneering scholars like Franz Boas emphasized the importance
of studying music, and Alan Merriam’s work The Anthropology of Music (1964)
defined it as the “study of music in culture.” It combines methods and theories from
anthropology and musicology to provide a comprehensive understanding of music
in its societal context. Influenced by figures like Boas, it emphasizes the importance
of understanding cultures and their musical expressions from their own internal
standards and values, rather than imposing external judgments.

The sounds of the pancai baja music are not merely acoustic phenomena, but
a product of the social behavior of Nepali people and their cultural processes. The
theory investigates how pancai baja reflects and shapes Nepali cultural aspects like
social relations, community and society, Nepali belief system, socio-cultural values,
and collective Nepali identity. Merriam touches on Hood’s emphasis on bi-musicality.
Hood fundamentally believes that only by being immersed can one accurately describe
and understand another musical culture (Hood, 1960). Hood, along with Seeger (1987)
and Herzog (1946), reacts quite strongly against the universalizing interpretations
of early comparative musicologists and ethnologists (Hood, 1960). Therefore, this
research paper aims to explore how the pancai baja tradition musically expresses
Nepali cultural values and belief system in the context of chronotopic changes and
transformations in habitus as termed by Pierre Bourdieu.

In the course of studying ethnomusicology of the pancai baja, “the problems
of ethnomusicology are neither exclusively technical, nor exclusively behavioral”
(Merriam, 1964, p. 15), and in technical aspect (sound structure), it is the “internal”
study of the pancai baja as a discipline, in which study focuses on what the pancai
baja is “at hand,” how it is constructed, and what its structure is. In behavioral
science, conceptual behavior, ideation, or cultural behavior is the entire process
of determination of a system of “musts” and “should” associated with the pancai
baja, as well as the system of normative and existential concepts in which
socio-cultural behavior, and learning behavior, i.e. interaction, communication
and transmission are studied across Nepali society.

This study brings together the concepts of Bakhtin’s chronotope, Seeger’s
ethnomusicology and Bourdieu’s habitus. However, these three concepts converge
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at one point. Bakhtin’s concept of the chronotope provides a framework for literary
and narrative analysis of the pancai baja; while Seeger’s musicological work focuses
on the nature and study of the pancai baja itself, and Bourdieu’s ideas explain
changes in habitus and how pancai baja works as the structure of the everyday
life and cultural pattern of Nepali society. However, these concepts are about how
meaning is embedded in different forms of human experience and communication.
Bakhtin’s idea of interconnectedness between time and space in narrative could be
applied to the pancai baja. Under the musicological purview, the study analyses
the evolving temporal and spatial dimensions of the pancai baja, relating it to
musical structures or performances.

Through the concept of habitus, Bourdieu believes that people, in the course
of their socialization within a specific social environment, acquire attitudes, habits,
skills, tastes and perceptions deeply ingrained in their psyche. Habitus does
structure structures and is structured by structure. In connection to the pancai
baja performance, on the one hand, the society structured the caste system and
the notion of untouchability. On the other hand, the practice of pancai baja music
by the Damain community institutionalized the caste system and the practice
of untouchability. Socially acquired habitus reflects an individual’s cultural taste
and social upbringing pattern as well. Webb, Schirato and Danaher believe that our
knowledge “is always constructed through the habitus, rather than being passively
recorded” (Webb et al., 2002, p. 38). Bourdieu’s concept of habitus is an individual’s
series of dispositions. In this regard, Webb, Schirato and Danaher define habitus
as “a concept that expresses, on the one hand, the way in which individuals ...
develop attitudes and dispositions and, on the other hand, the ways in which those
individuals engage in practices” (2002, p. xii). The influence of social and cultural
context is internalized in human beings’ habits, but such internalization is relatively
unconscious.

The pancai baja itself has a temporal and spatial dimension. A chronotopic
approach could analyze how time and space are embedded in the pancai baja
compositions, performances, or even genres. Just as Bakhtin explored how
chronotopes distinguish literary genres, the concept can be used to analyze how
specific musical forms of pancai baja (like other musical forms such as the fugue,
the folk song, or the symphony) create distinct “time-space” frameworks. The
pancai baja is often a performance, which is inherently a temporal and spatial event.
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The concept of chronotope could be used to understand the interaction between
time and space within a live musical performance, and how this affects the meaning
of the music.

Bakhtin introduced the neologism “chronotope” as a quasi-metaphor that
already existed in the field of physics. The metaphor makes a transition from physical
to narrative time-space. It is useful to trace the epistemological origins of the term.
Bakhtin admits his borrowing of the idea of the chronotope from the relativity
theory of Einstein, “The special meaning it [the chronotope] has in relativity theory
is not important for our purposes; we are borrowing it for literary criticism almost
as a metaphor (almost, but not entirely). What counts for us is the fact that it
expresses the inseparability of space and time (time as the fourth dimension of
space)” (1981, p. 84). As an inseparable whole, time and space intrinsically unite
the spatial and the temporal phenomena.

In the Bakhtinian scholarship, the polysemic nature of the concept of
chronotope is applicable not only in literary texts but in cultural texts as well.
Bakhtin suggests that the chronotopicality of cultural phenomena is an elementary
unit of literary imagination. Practical reason and imagination are blended in
Bakhtin’s concept of chronotope. His predilection for chronotopicality fascinates
the multiplicity opposing the metaphysical essentialism. In this regard, Keunen
enunciates, “Bakhtin’s view of the temporal-spatial constellations in literature
demonstrates a strong affinity to the ... perception of the spatial world is colored
by the lived time experienced by the observer” (2010, p. 36). Bakhtin indicated
the application of chronotope in the literary narrative, particularly the novel.
However, the disciplines beyond literature have extended and applied the theory of
the chronotope. The concept of chronotope has transcended scholarly approaches
in cultural studies from the 1980s onwards. Chronotope as a critical tool can serve
to navigate the historical dynamics of the pancai baja across time and space,
exposing lived experiences of Nepali society.

In the initial definition of the chronotope, Bakhtin unambiguously stated it
as a formally constitutive category of literature. This definition precisely drew
a limitation in the application of the term. However, recognizing the boundary,
Bakhtin, later on, widened the scope, dissolving the borderline, “... we incorporate
them not only into the sphere of spatial and temporal existence, but also into
a semantic sphere” (1981, p. 258). Bakhtin’s modality of chronotope opposes
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the formalist and structuralist search for interpretive universals, neglecting the
semantic dimensions inherent in the traditions. Scholars find a lack of precision
in Bakhtin’s explanation of chronotope. They state that Bakhtin “never provides
a systematic definition ... nor does he present a clearly articulated protocol
for identifying and analyzing chronotopes and the relations between them”
(Ladin, 1999, p. 213). Consequently, Bakhtinian scholars have further interpreted
and enlarged the scope of chronotopes. In this regard, Bemong and Borghart state
that the “lack of analytical precision in Bakhtin’s essays has led to a proliferation
of heterogeneous chronotopic approaches to literature and, more generally,
culture” (2010, p. 5). This statement hints at the possibility of applying the model
of chronotopes in the field of culture. Accordingly, the present study applies the
concept of the chronotope to the pancai baja, an important element of Nepal’s
ethnomusical heritage.

In the Bakhtinian approach, the two categories of time and space constitute
a fundamental unity. About the chronotope in art and literature, Bakhtin states,
“In the literary artistic chronotope, spatial and temporal indicators are fused into
one carefully thought-out, concrete whole. Time, as it were, thickens, takes
on flesh, becomes artistically visible; likewise, space becomes charged and
responsive to the movements of time, plot and history. The intersection of axes
and fusion of indicators characterize the artistic chronotope” (Bakhtin, 1981,
p. 84). Despite the fact that Bakhtin discusses the literary artistic chronotope,
the successive scholars of the Bakhtinian School have extended the scope of
chronotope to other disciplines of culture, too.

As pancai baja is a cultural artefact, we apply the theory of chronotope
to examine how this cultural artefact has been influenced by the dual factors
of time and space in Nepali society. For this, we make a comparison between the
past and the present as well as between the rural setting and the urban setting
to demonstrate how time and space are closely intertwined in the historical
development of the pancai baja tradition.

Bemong and Borghart assess that Bakhtin took inspiration for his theoretical
modality from the contemporary development in the field of mathematics and
physics. They state that Bakhtin strongly believes that “the nature of spatio-temporal
configuration in narrative worlds ... does share a common ground with the principles
of relativity theory ... both in physical and fictional worlds there can be observed
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an intrinsic connectedness of time and space, because in both realms chronology
cannot be separated from events and vice versa” (2010, p. 4). The chronological history
of the pancai baja incorporates the spatio-temporal dimension of its evolution and
transformation.

Bourdieu believes that mimetic practices are bound to rites and rituals, where
by their performance contributes to the unconscious transmission of social rules
without any need to make them explicit. Processes of modernization, globalization
and technological development transmit understandings of the world on a corporeal
level. Implicit understanding of the musical world is transmitted through the
development of various physical activities in musical fields. They structure the musical
world without explanation. This way, these various socio-cultural actions transmit
systems of oppositions, of “right and wrong,” of “dos and don’ts” from one generation
to the next. As in mimetic processes “implicit,” “practical,” or “tacit” knowledge is
transmitted, they provide people with unspoken “recipes” for how to “make sense of,
and negotiate, the situations they are confronted with in the social world” (Webb et al.,
2002, p. 139). In Bourdieu’s words, “[t]here are heaps of things that we understand
only with our bodies, outside conscious awareness, without being able to put our
understandings into words” (Bourdieu, 1990a, p. 166). This way, the pancai baja
practices, as mimetic processes, contribute to the establishment of symbols that are
usually not called into question, as they appear as common-sense logic. Bourdieu
called this acceptance without questioning “doxa”: “the ordinary acceptance
of the usual order which goes without saying and therefore usually goes unsaid”
(Bourdieu, 1979/1996, p. 424). However, such internalization without questioning is
challenged if we analyze the chronotope of the past and the present.

In sum, the “bodily understanding” of things is inseparable from the historic
genesis of the habitus and the “forgetting” of its historicity. Only through the
“misrecognition” of the socio-cultural conditions under which an actor’s habitus
evolved, systems, rules, and structures that related to the pancai baja may
effectively function. The habitus concept enabled Bourdieu to explain why the
power exertion of socio-cultural groups over others, or the exclusion of groups
from certain resources, often works without resistance on either side.

Consequently, Bourdieu differentiated between social space (referring to
“objective class”) and the space of lifestyles (referring to “constructed class”):
while social space refers to the conditions of existence, lifestyles are the visible
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manifestations of the habitus (Rehbein et al., 2014, p. 112). This enabled him
to distinguish between classes based on capital and classes based on habitus, which
may differ from each other. In the Finding and Analysis section of this study, we have
presented the case studies that help to differentiate and visualize the pancai baja
practiced and performed by the Damain community in Rawabesi as a constructed
class and the pancai baja now practiced in Biratnagar as an objective class or
professional class for generating wages in terms of capital. Thus, differences in
habitus are, in fact, determined by different social positions or capital possessions,
but very importantly, cannot be reduced as such due to the “inventive” or “creative”
potential of the habitus.

The pronouncement of these scholars reveals that the intrinsic connectedness
between time and space is visible not only in the world of fiction and artistic creation
but equally in the real physical world, too. Therefore, we argue that it is important
to analyze the chronological development and transformation of the pancai baja
tradition, connecting them to the spatial and temporal phenomena. Moreover,
Bourdieu’s concept of habitus highlights the dispositions of individuals and that
of the society as a changeable phenomenon in the spatio-temporal dimensions.
Such an approach assists in understanding the trajectory of the musical repertoire of
the pancai baja performance tradition.

Methodology and Study Area

For this research, fieldworks were conducted in two different areas, namely
Rawabesi Rural Municipality (Khotang) and Biratnagar Metropolitan (Morang).
The first one is in the eastern hills, and the second one is in the eastern terai of Nepal.
Thirty respondents and one key informant from each area were selected under
the purposive sampling method. The first key informant provides information
primarily about the past of the pancai baja ensemble, and the second key informant
spoke about the professionalism of the pancai baja that is thriving in the modern
urban setting. Our concern here is to show the chronotopic shift of the ensemble.
Further, we analyze the changing habitus in Nepali society regarding the ownership
and professionalism of the pancai baja. The chronotopic approach is employed
here to demonstrate the inseparable connection between the temporal and spatial
dimensions of the pancai baja tradition. Ethnomusicological research on the pancai
baja is in its nascent form in Nepal. In the study, we asked twelve different questions
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to the key informants (see Table 1). The principal objectives of the study are to explore
the traditional dimensions of the pancai baja performance practices in Nepali society
and the present adaptation of its role in response to the social transformation.

Table 1. Distribution of Respondents in Study Areas (Source: Field Survey, 2025)

S.N. Community-based Number | Community-based Number
Distribution Distribution
of Respondents of Respondents
in Rawabesi in Biratnagar
1 Brahmin 3 Tharu 3
2 Chhetri 3 Kami (Bishwokarma) 3
3 Newar 2 Chhetri 2
4 Kami (Bishwokarma) 2 Brahmin 2
5 Sarki (Charmakar) 2 Rai 2
6 Rai 3 Tamang 2
7 Gurung 3 Gurung 2
8 Magar 3 Magar 5
9 Damain 4 Damain 3
10 Majhi 1 Sarki (Charmakar) 2
11 Sanyasi 2 Madhesi 2
12 Tamang 2 Marbadi 2
Total 30 30

This study focuses on two study areas: Rawabesi Rural Municipality
and Biratnagar Metropolitan City. The first one is in the hills of eastern Nepal.
In the past, the economy of the area was agrarian under the feudal system. The social
structure perpetuated caste discrimination. Religious rituals and social ceremonies
played an important role in community life. The means of entertainment were
very limited. People deeply felt the vibrations of the pancai baja melodies.
The second one is in the eastern terai of Nepal. As a metropolitan city, the area
has been commercially thriving with its multicultural and multiethnic population.
The pancai baja ensemble has undergone cultural transformation. These two areas
respectively represent traditional and modern socio-cultural spaces.
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Rawabesi Rural Municipality is an administrative division in Khotang District
located in the Koshi Province of Nepal. It was formed through the merger of several
former Village Development Committees (VDCs): Kubhinde, Kharpa, Haunchur,
Lamidanda, Dubekol and Dumre Dharapani. It consists of six wards and its
administrative headquarters is in Haramtar Kubhinde. The Rural Municipality is
known for its topography, fertile land along the Rawa River, diversity based on
culture and community, the nearby Dudhkoshi River and historical sites such as
Pirmakot gadhi and Dumrekot gadhi.

Biratnagar is the capital city of Koshi Province, the headquarters of Morang
district and one of the six metropolitan cities in Nepal. It is the biggest and the
oldest city of Koshi Province, famous for being the hometown of the first large-
scale industry of Nepal, the Biratnagar Jute Mill, established in 1936. The city holds
significant religious importance and functions as a gateway to various destinations
in the eastern part of Nepal. The city is densely populated by multicultural migrants,
mostly from the mid-hills of Koshi Province (Illustration 1).

About Methods and Data

While undertaking this research, data were collected from multiple sources and
at different levels to gain a comprehensive understanding of the pancai baja tradition.
Two sets of interview questions were prepared to gather information or perceptual
dimensions of the pancai baja—the first one was for musicians, and the second for
listeners or audience.

Primary data were collected from selected Damai musicians who perform
the pancai baja repertoire. Interview, musical survey and group discussion proved
to be useful methods for gathering information about the pancai baja. Various types
of data and information from multiple sources have been necessary for this study.
Therefore, both qualitative and quantitative data have been collected using traditional
methods, including ethnographic fieldwork, field observations, unstructured and
structured interviews, and case studies. Before the field study, a brief encounter visit
was conducted with musicians, audiences, and key informants. This is a qualitative
research method, so the techniques for gathering information differ from those used
in other quantitative methods. Semi-structured interviews were conducted with
musicians and audiences to gain an in-depth understanding of the pancai baja,
the Damain community, the bali ghar bista system, and its commercialization,
including its spatio-temporal transformations.
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Illustration 1. Location map of the study area

Key-informant interviews were carried out with scholars and elderly
musicians who had performed pancai baja repertoire for more than fifty years.
The episodic interviews were conducted both in Rawabesi and in Biratnagar to
capture the overall dimensions of the pancai baja by participating in a marriage
ceremony. The starting point for the episodic interview is the assumption that
subjects’ experiences of a certain domain are stored and remembered in the form
of narrative knowledge—episodic and semantic. Episodic knowledge is organized
closer to experiences; and linked to the concrete situations and circumstances
whereas semantic knowledge is based on assumptions and relations, which are
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abstracted from these and generalized. For the former, the course of the situation
in its context is the main unit around which knowledge is organized. In the latter,
concepts and their relation to each other are the central units (Flick, 2010, p. 185).
Out of these methods, case studies were conducted to identify the changes and new
adaptations of the pancai baja repertoire.

Findings and Analysis

Bakhtin, in his essays, connects chronotopes with a temporal experience.
Time is a key factor that marks the changes over the period. Keunen claims,
“... the concept of the chronotope is a revolutionary category in the study of literature”
(2010, p. 38). We can see the application of the theory of the chronotope in a variety
of fields that lie at the intersection of language, society and culture. The pancai
baja is such a phenomenon situated at the intersection of musicology, rituals,
culture, sociology and economy as well in the milieu of Nepali society. Elements
from those sectors blend and interact in the analysis of the pancai baja repertoire.
About the significance of the temporal dimension, Keunen further states that the
concept of time functions as the key in the study of human experience. Experience is
a phenomenon that changes in both its spatial and temporal dimensions. He states,
“Every observation ... occurs from a changing observational consciousness; every
state of thing is colored by the observer’s lived time. Together with the observation
that our spatial environment implies a flux of changes, the attentive observer
observes that he or she is subjected to change, too. The latter form of change could
be called ‘lived change’™ (2010, p. 37). The spatial environment of Nepali society
reflects the changes in perception and ownership of the pancai baja.

Holquist differentiates the concepts of time and space between the Kantian
school of thought and the Bakhtinian school of thought. He elucidates, “The Kantian
categories of time and space are so transcendental that their application ... already
compromises their status as pure categories” (2010, p. 31). However, the Bakhtinian
position differs in connecting time and space with the immediate reality. Holquist
further opines that Bakhtin “differs from Kant in taking time and space not as
transcendental but as forms of the most immediate reality” (2010, p. 31). Experiments
and innovations can be observed in the musicological tradition of the pancai baja
from the past to the present to reflect the immediate realities of the time and those
of the geo-cultural space. Musical compositions, in whatever form exist or existed,
are devised in their own historical and geographical context.
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The history of Damain community in Nepal is connected with the unification
campaign of Prithvi Narayan Shah. Regmi states, “Damais were also known for
their unswerving loyalty to the royal courts. During the reign of King Prithvi Narayan
Shah, one Bishe Nagarchi became famous for his wise counsel. The tradition of
appointing Damais permanently in the Shah and Ranas court lasted until 1950 AD.
This is evident from the names of the Damais in the financial expenditure lists who
were appointed at the service of royal families and paid from the state exchequer”
(Regmi, 2023, pp. 31—32). This extract demonstrates how royalty gave significant
concerns and patronage to the Damain in the past. The palace always required Damain
for two purposes: tailoring and the pancai baja performances during rituals and
ceremonies. Bakhtin establishes the decisive power of the time and space phenomena
in human beings, “... every entry into the sphere of meanings is accomplished only
through the gates of the chronotope” (1981, p. 258). Chronotope provides ground
for the representation of events and the concreteness of time.

Ram Sharan Darnal highlights the religio-cultural value of the pancai baja
ensemble in Nepali society, “The pancai baja is purely an ensemble of serendipity
in the traditional Nepali musicology. Its play is regarded as indispensable on
every sacred occasion. The deeply rooted mangal dhun in Nepali culture is based
on the dasha awatar (ten incarnations) of Lord Vishnu, a symbol of the creation
and evolution process. In some context, the pancai baja repertoire is interpreted
as a symbol of the panca tatwa (five elements)” (Darnal, 2003, p. 219). The
ensemble bears auspicious qualities in sacred contexts as ritual objects. The people
of the Himalayan foothills in Nepal have nurtured traditional music for centuries
(Morozova, 2024, pp. 179—184) and one of the examples is the pancai baja, for along
period, bringing different communities together. Damain is a pancai baja playing
caste of professional musicians. Tailoring is their supplementary occupation. They
are also employed as agricultural laborers. The word Damain is derived from the
damaha (a large kettledrum), one of the instruments in the pancai baja ensemble.

Pancai Baja and Noumati Baja

The Damain community of tailor-musicians traditionally plays the pancai
baja. The term noumati baja literally means “nine instruments”, and it is
occasionally substituted for the pancai baja in reference to a larger ensemble.
The nine instruments consist of two sahanai, two damaha, tyamko, dholaki, jhyali
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and a minimum of two narsingas (natural horns). However, the ensemble exhibits
regional variations across the country, from the terai to the hills and from the east

to the west.

Pancai Baja Ensemble

Conventionally, the pancai baja is a festive and ritual music of the Damain
community. A brief introduction of the pancai baja ensemble is presented below:

Sahanai

It is a curved wind instrument used for creating melodies in the eastern as well as
the western hills of Nepal ({llustration 2). We can find variation in the organographical
features of the sahanai instrument throughout the nation. In Tingey’s general

Illustration 2.
Sahanai (Tingey, 1990, p. 26)

description, Nepali sahanai comprises
“a compound of double reed (comprising
four leaves), seated on a pirouette (lip
disc), and mounted on a conical brass
staple which fits into the top of the curved
conical wooden body. The instrument ends
in a flared metal bell” (1990, p. 25). The
sahanai is approximately 45 centimeters
in length. Moreover, it consists of a reed
in the mouthpiece, seven finger holes, and
another hole for releasing the air. Ram
Saran Darnal clarifies the significance of
the sahanai, “In the wedding procession,
sahanai entertains people, creating a joyous
melody while at the valediction of the bride
from her maternal home; it makes people
weep heightening their emotions. Even
a naive guy lifts their feet the moment
jhyaure, khyali, bhote selo and cudka
melodies are played on the pancai baja
or naumati baja’ (2003, p. 79). Nepali
sahanai bears the capacity of amusing the
human heart as well as making it weep.
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Dholaki

Dholaki is a double-headed
barrel drum attached by lacing or
occasionally Y-lacing over a rim
(Illustration 3). It consists of two
unpitched heads. The smaller
one, locally named pothi (hen),
is played with the hand while the
bigger one, locally named bhale
(cock), is played with a gajo
(a short wooden stick). The wood
of dar and chatiwan is preferred
in making dholaki. Animal skin
is used for making and lacing
the drumhead. The approximate
length of an average-sized
dholaki is 40 centimeters,
including an 18-centimeter head
and 19-centimeter diameter.
Neither an excessively large nor
an excessively small dholaki is
preferred, since the large-sized
one produces a low pitch and
the small-sized one produces too
high a pitch, almost resembling
a shriek.

Illustration 3.
Dholaki (Tingey, 1990, p. 39)

Tyamko

Tyamko is made of wood, preferably the wood of khamari, cuwa, tuni,
chatiwan and so on (Illustration 4). However, the tyamko used in the temple play for
religious purposes is made of copper. Regarding the size, there is no standardization
of tyamko. Nevertheless, approximately the diameter of the head is 16 centimeters
and the depth of the bowl is 20 centimeters. Tyamko players strike the instrument
with two thin sticks, putting the instrument on the player’s chest or stomach. The
strap from the neck supports the instrument.
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Illustration 4.
Tyamko (Tingey, 1990, p. 57)

Damaha

Damabha is a large unpitched copper kettledrum (Illustration 5), which lends
its name to the pancai baja-playing musician of Damain (it is claimed that from
which the Damain community derives its name). Generally, damaha is played with
a short and thick stick locally called gajo. We do not find uniformity in the size
of damaha across the nation; however, the diameter of the head is approximately
30 centimeters, and the depth of the bowl is around 30 centimeters. Tingey has
explained the making process of damaha that needs around 4 kilograms of raw
copper. The amount of copper is melted into a solid cake and forged into the desired
shape. She further explains that it [the copper] “is heated periodically in the furnace,
and the inside of the bowl is beaten with heavy hammers by two or three smiths
until the required shape has been produced, when the outside is beaten smooth
with a small hammer” (1990, p. 98). The shape of the bowl, the thickness of its walls
and the quality of the copper affect the tone produced. The maker punctures a small
hole in the base of damaha to facilitate the soaking of the head with water.
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Illustration 5.
Damaha (Tingey, 1990, p. 48)

Narsinga

The instrument narsinga is sometimes included and other times excluded
from the pancai baja ensemble. However, a pair of narsinga is a part of naumati
baja. It is a conical bore natural horn with an integral mouthpiece. It is made of
finely beaten copper. Narsinga is around 150 centimeters in length and made in
five to seven parts. These parts facilitate transportation and storage. From the
narrow mouthpiece, its width slowly increases and curves into a semi-circular
shape. Narsinga players pause for breath rather than employing circular breathing.
We can find variation in the shape and length of narsinga across the nation.
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Jhyali
Jhyali is a pair of brass cymbals with a diameter of around 16 centimeters.
In other words, jhyalis (alternatively known as jhyamta) are thin-walled plate-
shaped cymbals (Illustration 6).

Illustration 6.
Jhyali (Tingey, 1990, p. 59)

Caste System and Depressed Status of Damain

The Hindu caste system institutionalized the concept of untouchability,
and it exploited the downtrodden communities of Kami, Damain and Sarki for
centuries in Nepali society. The implication of untouchability remained grave and
far-reaching in the Nepali society. Under the system, according to Tingey, those
communities experienced “the non-acceptance of food and water and the taboos
concerning sexual relations with higher castes. Pure castes avoid physical contact
with the occupational castes, and purify (by sprinkling a few drops of water) things
which have come into contact with them” (1990, p. 98). The inhuman practice
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of untouchability unreasonably segregated a section of humanity. Tingey also reports
that the so-called higher caste people neither ever entered the home of the outcaste
castes, nor let the depressed castes enter their “pure” homes. Moreover, the Damain
musicians would provide the pancai baja music for a wedding from outside the
home of their employer. In addition, they would enjoy a meal outside on disposable
leaf plates. Their untouchable status sidelined them from the mainstream of socio-
economic progress.

However, modern Nepali society does not act at the same level of apathy,
discrimination and cruelty. A horde of social movements have not only introduced
the fundamental rights of people in a democratic polity but also secured those
rights of the depressed community. The chronotope of Nepali society in the past
was marked by a severe lack of human sensibility.

Paradox between Untouchability and Auspiciousness

The traditional society would label the Damain community as untouchable
along with Kami (blacksmiths or Bishwakarma) and Sarki (tanners and shoemakers).
Although the caste-based traditional Hindu society considers the presence
of Damain musicians and their ensemble auspicious as well as indispensable in the
sacred rituals, they are placed at the lowest rung, and treated as the untouchable.
The occupational caste of Damain exists within the paradox of a downtrodden social
status combined with an auspicious ritual role. Tingey has pinpointed the paradox
between the untouchability of the Damain community and the auspiciousness of
the pancai baja ensemble. She states the “dichotomy of auspiciousness versus
disreputability or marginality” (1990, p. 99) of the Damain tailor-musician. She
elaborates that the occupational caste of Damain belongs to an extremely low social
status, as a social outcast from whom food and water may not be accepted, and
with whom contact demands ritual purification. Despite their untouchable status,
“the damai are indispensable to Nepalese society as both tailors and musicians, and
in their latter capacity they assume an auspicious quality” (Tingey, 1990, p. 2). The
disparity is discernible between the auspicious function of the pancai baja ensemble
and the inauspicious status of the pancai baja-playing Damain community.

Bali Ghar Bista System

In the past, when cash transactions were very limited, the majority of the
Damain musicians and tailors provided their services within a traditional patronage
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system, locally known as bali ghar bista system. This system was an economic
framework under which cash payments normally did not exist. Instead of cash,
the Damain would be provided with crops and grains as their remuneration after
each harvest for rendering services over the year. Moreover, the patron would offer
a traditional ritual gift to the Damain on specific ritual occasions. Under the bali
ghar bista system, the Damain would serve not only as a tailor and musician but
as a farm laborer, too. Tingey captures the spatial and temporal dimensions of the
Damain in the past, “... the damai works in his capacities as tailor and musician,
and he and his family may also supply labour for seasonal field work for his patrons.
As a tailor, he usually works at the house of his patron, repairing or altering old
clothes as required, and making new ones on the occasions of festivals and family
events, such as the life-cycle rites. As a musician, the damai acts as naike (leader,
organizer) on behalf of his patron, calling together the band, usually from the
ranks of his own family. The events for which the services of a pancai baja may
be required during the year include the life cycle rites of the first rice feeding of
a baby (pasni), sacred thread investiture ceremony (bratabandha), marriage ...”
(1990, p. 103—-105). The bali ghar bista system was a popular practice in the past
when monetary transactions were not flourishing in the agro-based traditional
Nepali society. The remuneration system rarely practiced in the cash form would
not suffice to sustain their livelihood.

Tingey expresses her worry and possibility about the decline of the pancai baja
ensemble because of the economic threat to the connoisseur of the ethnomusicological
tradition. She asserts, “Unless the monetary returns are increased or their social status
is enhanced, with the alleviation of the stigma associated with their caste profession,
there will be a steady decline in the pancai baja tradition. It is doubtful even whether
the heartbeat of Nepal will continue to sound into the next century” (1990, p. 113). As
Tingey predicted, the displacement of the Damain community from the pancai baja
playing occupation took place rapidly. Low income and social stigma discouraged
the new generations of the Damain from seeking a career in the field of the musical
performance of the pancai baja.

Further, economic activities in the rural hills could not develop and expand
since modern transport and communication facilities were hardly introduced. In the
course of time, the young generation of the Damain expressed dissatisfaction with the
traditional system of patronage because it was insufficient to sustain livelihoods and
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had become outdated. Modern life requires cash to purchase modern accessories.
The growing need and demand for cash necessitated the young generation to abandon
the patronage system and leave their villages for the neighboring or distant towns
seeking work or job opportunities that would reward them in the form of cash.

Role of Pancai Baja: Social Integration and Value Preservation

Tingey is apprehensive about the decline of the pancai baja that once
functioned as the “social integrator, unifying the heterogeneous communities of
the town through ritual music” (1990, p. 179). The sonorous sound and vibrating
melody of the pancai baja arouses a sense of unity among various communities
in Nepal. Both in the past and at present, the ensemble as a processional band
has involved the journey of people and deities “from one ritually significant area
to another. In the case of humans, during pooja and bratabandha, the journey is
between home and shrine, and for a wedding, between the homes of the groom and
bride. In the case of deities, the journey may be between shrines ...” (1990, p. 178).
From an axiological point of view, the pancai baja is connected to the religious and
spiritual values of the society.

In Tingey’s reading, the ensemble, through its medium of propitious music,
creates an auspicious ambience against the threat of negative forces. She claims,
“The music provides an auspicious aura in which the ritual personnel and/or
deities may move between hallowed areas, protected from the threat of malevolent
forces. The journeys undertaken during rites of passage may be seen as the physical
manifestations of the spiritual distance covered by an individual in crossing from one
of the Hindu stages of life to the next. At these times, the individual is particularly
vulnerable and needs the auspicious environment created by the pancai baja as
a safeguard from the forces of evil” (1990, p. 179). However, the pancai baja is
not merely a ritual music. Moreover, it is a medium of entertainment, a cultural
heritage of Nepal and an integrator among ethnicities. Through the performance of
the traditional auspicious ragas, the pancai baja has helped to preserve an original
musical aesthetic practiced for centuries by multiple communities in Nepal.

The pancai baja musicians are regarded not only as entertainers but also
as harbingers of good luck. Despite the historical, cultural and social significance
of the ensemble, some scholars point out the risk of collapse, too. The changing
pattern of axiology and the introduction of the Western-style band instruments,
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as Tingey pointed out, the pancai baja might face tough competition. Around
forty years back, she stated that the ensemble bore “the risk of becoming an
anachronism and gradually fading from Nepalese village life” (1990, p. 179).
Nevertheless, Tingey’s prediction in today’s context turned out to be false. The
cultural renaissance in Nepali society has reiterated the value and significance
of the ensemble, and various bands are formed to practically preserve the
pancai baja-noumati baja repertoire. However, the profit-motivated capitalistic
cultural market has dispossessed the Damain community of its pancai baja
legacy and transferred it to the so-called higher-class communities. The takeover
of the pancai baja repertoire by the profit-motivated commercial groups
has erased its image as a “low-status” occupation and recast it as a “prestigious
creative pursuit”. The chronotopic analysis of the pancai baja reflects the temporal
(from the past to the present) and spatial (from the rural location to the urban
location) shift in the usage of the repertoire.

Pancai Baja Playing Occasions

The pancai baja in Nepal is played for diverse purposes. The ensemble
functions as a sacred or semi-sacred symbol associated with auspicious
occasions. In Hindu rites of passage, such as bratabandha (holy thread investiture
ceremony for young Hindu boys) and wedding, pancai baja performances
are fundamental requirements. Tingey mentions other occasions of the plays
of the pancai baja ensemble. She states, “It [pancai baja] plays for the calendrical
cycle of festivals, both agricultural (e.g. hile jatra, bajaune ropain), and sacred
(i.e. Caite Dashain and Thulo Dashain, Krishna Janmashtami) and leads
civil processions and festivities of all sorts, e.g. the birthdays of the royal
family, the triumphal procession of the successful candidate in a local ... election”
(1990, p. 2). The performance contexts of pancai baja extend from religious
occasions and sacred ceremonies to social functions and secular entertainment
music such as film music and folk-song tunes.

Case Study 1: Ritualistic Value of the Pancai Baja under Local Patrons
in the Past: An Experience from Rawabesi Rural Municipality

In the past, the agro-based traditional rural society of the hills in Nepal
witnessed the pancai baja ensemble as the major medium of entertainment
for religious rituals and social ceremonies. Under the patronage of local feudals
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and landlords, the Damain community would play the pancai baja ensemble for
low remuneration. The chronotopic study of the pancai baja tradition reveals
a tremendous shift in both the dimensions of time and space.

Merriam defines music as a form of social behavior worth studying from
an anthropological perspective. The interconnectedness of time, space, and society
in the study of music is highlighted in his proposition. Merriam explains, “Man
moves in time: that is, he has a sense of the past, the present and the future, and he
is intellectually aware of himself as existing in time. ... Man also moves in space ...
Man moves, too, in society, he identifies himself with his fellows and cooperates with
them in maintaining group and assuring its continuity” (1964, p. 21). He establishes
connectivity among time, space and humanity, and focuses on the continuity of this
connectivity. In the musicological study, spatial and temporal dimensions of the past
and present vis-a-vis humanity are of prime concern.

Shyam Lal Pariyar (pseudonym), a resident of Rawabesi rural municipality
in Khotang, in the capacity of a key respondent, sheds light on the local history
of the pancai baja. He is vocal about the occasions of the instruments’ play, the
cause of the ensemble’s decline and experiences of socio-economic subjugation.
The respondent draws a picture of the past (temporal dimension) in the eastern
hills of Nepal (spatial dimension). The analysis of the interconnectedness between
time and space reveals the social scenario and its cultural by-products.

In the past, Nepali rural society practiced caste discrimination, putting
Damain, including Kami and Sarki, at the lowest rung of the social hierarchy.
Shyam Lal recalled, “During our adulthood, sonorous sound produced by Damain
through the pancai baja was regarded not only melodious but auspicious, too.
However, their social status was attached to untouchability and inauspiciousness.
Nepali society sustained such a paradox for centuries.” Water and food items
touched by Damain would be of the lowest standard, not to be consumed by the so-
called upper caste people. The feudalistic mindset and the structure of the society
alienated the creator (Damain) from its creation (pancai baja melody).

Shyam Lal recalls the days when he used to play narsinga. In those days,
pancai baja-noumati baja ensembles were played during weddings, bratabandha
(sacred thread investiture ceremony), ghar painco (house warming ceremony),
laghu rudri, purana recital, phulpati entry, phul tarne parva, dewali, kul pooja
(worship of the household deities), royal birthdays, Saraswoti Pooja and the
like. The ensemble largely served ritual purposes and partially social occasions,
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such as the birthdays of the royalty and victory rallies. In the rural hills, means of
communication and entertainment media were minimal.

While analyzing the chronotope, or the spatio-temporal dimension, of the
pancai baja during the decade-long Maoist insurgency in Nepal, we find a significant
shift. As the Nepali Maoists launched a violent attack against the polity, the pancai
baja playing tradition also declined. Many youths in the rural hills raised their arms
against the status quo following the revolutionary Maoist doctrine. Resultantly,
younger generations did not become enthusiastic about pursuing a career in the
pancai baja performance. Households in the Damain community began selling
their musical instruments to coppersmiths at meagre prices. The hills of Nepal
were badly affected by the violent conflict. Ordinary people were trapped between
the forces of the state and those of the insurgent party. Wedding ceremonies until
then would be organized at night. The trend reversed since the violent conflict began.
Nighttime wedding practice was not appropriate from a security point of view. Even
today, almost all wedding ceremonies are organized under the broad daylight, either
in the rural hills or in the terai or in the metropolitan location.

In the geo-cultural space of Rawabesi, the Damain were sidelined from the
mainstream of society in the past. They were economically exploited and socially
marginalized. Despite the fact that they had to stand at the front of the wedding
procession, they were humiliated as the untouchable shudras. During the nighttime
wedding program, people would quarrel over different issues after taking alcoholic
drinks. Very often, the musician Damain would be the victim of the quarrel. Shyam
Lal states, “There would not be the police in the far-flung rural setting of the hills.
At times, some cantankerous Damains would start a quarrel, other times, some
vandals would badly beat and misbehave the Damain musicians.” Giving the credit
for the daytime wedding ceremonies to the Maoists, Shyam Lal comments that
the wedding ceremony under broad daylight is more disciplined, secure and time-
saving.

Due to the unconscious incorporation of the habitus, social inequalities are
not perceived as unjust, but as something natural, as deliberately chosen, or as an
individual preference. The habitus of Nepali society in the past segregated the tailor
musician community. The process of unconscious incorporation of dispositions is the
heart of Bourdieu’s habitus concept because it explains how “arbitrary” social norms
and rules are naturalized and hence legitimized. Since what is “ ‘learned by body’ is
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not something that one has ... but something that one is” (Bourdieu, 1990b, p. 73).
Despite the fact that there is no inherent relationship between the Damain community
and the notion of untouchability, for centuries, the community and its profession of
performing pancai baja music and tailoring were regarded as an inferior occupation.
However, if we analyze the chronotope and habitus, those professions are not only
prestigious but they are sought by the so-called upper castes, too.

From the perspective of chronotope, the spatial environment itself witnesses
the flux of changes across the temporal dimension. Respondent one, as a key
informant in this pancai baja research, shares his experiences of temporal changes
in the rural space where he has been living for sixty-five years, i.e. since his birth.
Shyam Lal Pariyar (pseudonym) explains the temporal dimension of the past and
the spatial dimension of the countryside vis-a-vis the pancai baja. By using their
imaginative faculty of mind, the pancai baja players have experimented with musical
forms and melodic patterns within the tradition. As Keunen puts forth, “... human
being is an imagining creature that unites the heterogeneity of his actions in a lived
moment of time” (2010, p. 47). In the rustic setting of Rawabesi rural municipality,
in the past, the pancai baja functioned as a means of entertainment and music for
rituals and ceremony. The ownership and the skill of playing the pancai baja, then,
were only with the Damain community. However, in today’s socio-economic and
cultural context, members of non-Damain communities have begun performing
pancai baja professionally.

Case Study 2: Ownership Transformation and Commercialization
of the Pancai Baja in an Urban Setting:
An Experience from Biratnagar Metropolitan

The process of mass migration from the hills to the terai region of Nepal has
influenced the legacy of the pancai baja on a massive scale. In the rural location
of the hills, Damain community would play the pancai baja ensemble primarily to
perpetuate the rituals rather than their professional growth. Their local landlord
patrons offered only minimal cash payments for the accomplishment of the pancai
baja performances. However, the changing socio-economic pattern of the society
has opened an avenue for professionalism in the ensemble play. Nevertheless, the
Damain community has gradually lost its hold and ownership of the pancai baja
playing profession.
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Lalit Magar (pseudonym) expresses his experiences related to the ownership
shift, commercialization, government support and the role of women in the pancai
baja playing tradition. A certain group of the Magar community in the urban area
of Biratnagar formed a pancai baja—naumati baja band that included players only
from the Magar community. Traditionally, the Damain community carried on the
legacy of the pancai baja performance despite social stigma and the inhuman practice
of untouchability. As the pancai baja playing tradition did not belong to the Magar
community, they hired five trainers from outside the Biratnagar metropolitan. The
practitioner band of the Magar sought the Damain trainers from the neighboring
districts such as Jhapa and Dhankuta. In this regard, Lalit states, “Among those five
trainers, only one was from the Thakuri community and the remaining four were
from the Damain community. The trainers coached them twice a day: in the morning
from six to nine and during the day from one to four.” After the formation of the
Magar pancai baja band in the metropolitan, the trend was soon imitated, and four
additional bands were subsequently formed. Those bands comprise people from the
communities such as Brahmin, Thakuri and Magar.

As our key informant, Lalit clarified mainly the three factors that inspired
them to form the non-Damain pancai baja band. First, they just wanted to preserve
the originality through the continuation of the pancai baja tradition since it is
original and vibrant musical repertoire of Nepal. Second, the increasing invasion of
the Western musical band has sidelined the original pancai baja band of the land.
The desire was to revive the neglected musical repertoire. Third, the Magar of the
Biratnagar metropolitan sensed a great potential for professionalism in the adoption
of the pancai baja ensemble.

As interviewers, we asked Lalit whether they felt hesitation in the initial days
to practice the pancai baja performance since conventionally the socially outcast
Damain community has played it. He responded, “In the beginning, we had some
kind of awkward feeling, but later on, we found that our society was becoming
much more liberal. The traditional prejudice has been effaced to a larger extent.”
The post-Maoist-insurgency society has largely deconstructed the social hierarchy
sustained for centuries.

The economic factor has energized the professional practice of the musical
ensemble, enlarging its scope. Inside the metropolitan territory, the Magar
pancai baja band charges Rs. 1500 to 2500 for a single instrument. Outside the
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metropolitan territory, the charges are higher. In the noumati baja band, the
number of performers ranges from nine to eleven. Interestingly, the number of
women players is approximately two-thirds. Women’s participation in the pancai
baja band reflects certain facts about their involvement and intelligence. The
spatio-temporal dimension of the pancai baja has undergone massive change.
Women’s musical intelligence is much sharper than that of men. They learn the
skill of playing the ensemble much more quickly. Being involved in such a creative
pursuit, women feel fresh. In the past, even Damain women were not supposed to
play the pancai baja, but women from different communities now perform pancai
baja professionally.

The Magar community in Biratnagar metropolitan originated from internal
migration from the hills. The hill-origin communities of Nepal have been sustaining
the practice of the pancai baja ensemble. Such a historical fact demonstrates that the
communities originally from the terai region such as Madhesi, Rajbamsi and Tharu,
and the migrated communities from India such as Marbadi do not use pancai baja in
their rituals and social ceremonies. The cultural expansion of the pancai baja among
the indigenous communities and the India-origin communities in the terai region is
almost zero. The hill-origin communities, such as Brahmin, Chetri, Tamang, Magar,
Majhi, Newar, Gurung, Rai, Kami, Sarki, and Damain hire the pancai baja ensemble
for wedding ceremonies.

About the future of the pancai bja-noumati baja ensemble, Lalit is extremely
optimistic. He claims, “The increasing trend of playing noumati baja will minimize
the widespread use of the Western musical band. People’s inclination to employ
the pancai baja in rituals, weddings, and various social ceremonies is certain to
grow.” In the urban setting of Biratnagar, the players produce the melodies of mangal
dhoon, khyali, and cutka. Moreover, they perform the melodies of popular songs
from the immediate musical market to amuse the audience.

The Magar pancai baja band in Biratnagar received financial assistance from
the local municipal government not only for developing pancai baja performance
skills but also for purchasing the instruments. In this regard, the municipal
government has provided patronage to the pancai baja ensemble. The band of Lalit
Magar expects a municipal grant for the repair of the instruments in subsequent
years as well.
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The clearly structured melody of the pancai baja fascinates the audience.
There are various occasions on which residents and government agencies hire the
pancai baja band for entertainment and social prestige. Those occasions include
weddings, bratabandha (sacred thread investiture ceremony), kul pooja, dewali,
and rallies.

In the age of technological advancement, many people express their concern
that the live performance of the pancai baja might be threatened by digital
playback. The recorded version of the pancai baja melody might surpass the
presence of the players in person in a real spatial location. However, our respondent
Lalit confidently said that the recorded music would not much threaten the live
performance. Prestige-conscious people prefer the in-person performance of the
musical ensemble. The hill-origin communities are positive in the promotion and
preservation of the instruments.

This is how the pancai baja repertoire has undergone a massive transformation
in the capitalistic market. Ironically, Damain community, the initiator, promoter,
and preserver of the rich repertoire of the pancai baja has been losing its hold and
ownership over it. During hard times, they continued the tradition, facing the social
malignancy. Social stigma attached to their profession discouraged the Damain and
their posterity from seeking innovation and professionalism in the field. Gradually, the
so-called upper caste communities adopted the profession of the pancai baja, making
it an alternative source of livelihood. The Damain community’s displacement from the
profession reflects the changing matrix of the spatio-temporal dimension in Nepali
society. The chronotopic analysis of the pancai baja-noumati baja tradition suggests
that the temporal and spatial dimensions of the ensemble have undergone various
phases of crisis and commercial regeneration. Paradoxically, the real connoisseurs
of the musical ensemble are pushed to the brink of sustaining the tradition that they
nurtured for centuries amid social discrimination. However, the tradition continues to
gain strength no matter who is commercially handling it in the technical marketplace.

Conclusion

As a traditional musical ensemble, the pancai baja is performed in the rituals
and social as well as religious ceremonies of the hill-origin Nepali communities.
The ensemble consists of sahanai, narsinga, dholaki, tyamko, and jhyamta. We
can see a chronotopic shift in the field of pancai baja performance as we analyze
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the spatial and temporal dimensions of the ensemble in both the past and the present.
The social habitus (deeply ingrained dispositions) to perceive the pancai baja
ensemble has also changed considerably. In the study of the pancai baja, Merriam’s
anthropological approach to music proves particularly relevant. In the past, only
the tailor musician Damain would play the ensemble when the society contained an
agro-based economy and rural setting. Their patrons would be so-called upper caste
people. Mostly, the Damain musicians would not get their remuneration in cash but
in the form of agricultural produce under bali ghar bista system. The socially outcast
and economically marginalized Damain community was treated as an untouchable
section of humanity. For their service, they would annually collect the crops such as
paddy, corn and millet from the households of their bista (patrons).

Along with the changes in socio-political and cultural contexts, these days,
the so-called upper-caste people have been seeking professionalism in the pancai
baja performance. In the urban location, many pancai baja bands are formed, and
they perform the music that was traditionally regarded as belonging to the Damain
occupational caste. However, in the modern capitalistic market, the so-called
upper caste, not Damain communities, are seeking professional opportunities in
the pancai baja musical performance. The community that traditionally maintained
the ensembleislosing its grip and ownership at the juncture of history when the society
is growing more liberal and the concept of untouchability, connected to Damain, is
thawing at a greater speed. In this regard, the new generation of Damain abandoned
the pancai baja playing occupation since it was associated with social stigma.

However, the Damain community has played a significant role in initiating
and perpetuating the pancai baja music in the past when there was neither adequate
remuneration nor social prestige attached to the occupation. Despite the fear of the
collapse of the pancai baja repertoire, it is sustained in the commercial market, no
matter how the ownership has changed. In the urban setting of Nepal, the pancai
baja is taking a commercial twist. The internal migration pattern of Nepal shows
that a large proportion of the population from the hills has been migrating to the
plains of the terai. This phenomenon contributes to the sustenance, development
and professionalism of the pancai baja repertoire. As the density of population
increased in the terai, demand and consumers of the pancai baja have escalated.
In the modern urban cultural marketplace, the pancai baja ensemble is played on
occasions such as weddings, bratabandha (sacred thread investiture ceremony),
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purana recital, phulpati entry, dewali and kul pooja (worship of the household
deities).
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BO3HUKHOBEHHE KOTOPBIX CTAJI0O BOBMOXKHBIM OJiarogaps nudposusanuu, pabore
aBTOPCKUX KOJUIEKTHBOB C HEMPOHHBIMH CETSIMHU, CTPEMUTEJIBHOMY U B psJie
CJIydaeB XyJI0XK€CTBEHHO IIOJIHOLIEHHOMY CJIMSHUIO B COBPEMEHHOM HCKYCCTBE
TeXHUYECKOT'0 ¥ TBOpUYeCKoro Havasl. Ha ocHOBe aHaym3a psAzga apreakToB aBTOPOM
MIPOJIEMOHCTPUPOBAaHbl HOBbIE BO3MOXKHOCTH MHOTOYPOBHEBOU KOMMYHHKAITUHN
B paMKax CHHTETHYECKHX Xy/I0’KECTBEHHBIX TEKCTOB, OOBEAMHSIONINX CJIOBO,
JKUBOIIUCH, MY3BIKY, dortorpaduio m nudpoBoll KOHTeHT. MaTepuajsioM cTajiu
npoekTbl Agzipe u Mumesna /lekocrepos, Aupu Casnbl, Kapsaa u Ocel YHauzep-
MapuH, crynuu Fuse. B MHTEpaKTUBHBIX KOHTAKTaX CO BCEMH yYaCTHHUKaAMU
XyZI0’KECTBEHHOTO IIpoIjecca — UCHOJHUTENSAMHU, AUPUKEPOM, ayJuTOpHUEH,
a B pAfe cjydaeB € COIIMYMOM, AaKKyMyJHPOBaHHBIM B CETEBOM HHTEPHET-
MIPOCTPAHCTBE, — KOHEYHBIN MPOAYKT TBOPYECTBA OKAa3bIBAETCS BAapUATHUBHBIM.
B ero mosaue cMHTE3UPYIOTCA 5MOLMOHAJIbHBIE PEAKIIMU BCEX MPUYACTHBIX KaK
K IIpPeJICTaBJIEHUIO, TaK U K BOCIPUATHUIO, UTO CO3/IaeT Heucuyepraemoe B CBOeU
MHOKECTBEHHOCTH CMBICJIOBOE HAIIOJTHEHUE ITPOU3BE/IEHUM.

KiaroueBble cj0Ba: peMeiK, KaHPOBBIN cUHTEe3, IepdOpMAaHC, CTUJIEBBIE
MUKCTBI, My3bIKQIbHAA KJIACCUKA, MyJIbTUMEINNHOE UCKYCCTBO, KOMIaHusA Fuse

Huia nurupoBanua: Kpvuiogsa A. B. KoMIO3UTOPHI MPOILLJIOTO B JUAJIOTE
¢ coBpeMeHHOCTHI0 // CoBpeMeHHBIe ITpo0ieMbl My3bIKO3HaHUA. 2026. T. 10, N 2.
C. 191—211. https://doi.org/10.56620/2587-9731-2026-2-191-211
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Music at the Turn
of the 21st Century

Original article

Composers of the past in dialogue
with contemporary culture

Alexandra V. Krylova

Rostov State Rachmaninov Conservatoire,
Rostov-on-Don, Russian Federation,
Ma.v.krilova@rambler.ru,
https://orcid.org/0000-0003-3718-0810

Abstract. This article examines the emergence of new formats through which
the classical music heritage functions within the contemporary cultural space.
Across the diverse spectrum of this artistic paradigm—ranging from traditional
concert performance to advertising soundtracks—the music of past masters is
revitalized through remakes, including those generated via multimedia computer
technologies. It has become a crucial component of highly unconventional
genre and stylistic blends (mixtes). The emergence of these hybrids has been
facilitated by digitalization, collaboration of artistic collectives with neural
networks, and a rapid, often artistically viable, convergence of technical and
creative principles in contemporary art. Through an analysis of selected artifacts,
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the author demonstrates new possibilities for multi-level communication within
synthetic artistic texts that integrate language, painting, music, photography,
and digital content. The study draws on projects by André and Michel Decostére,
Anri Sala, Carl and Asa Unander-Scharin, and the art studio fuse*. Through
interactive engagement with all participants in the artistic process — performers,
conductors, audiences, and, in some cases, online communities participating
through digital networks — the final creative product becomes inherently variable.
Its presentation synthesizes the emotional responses of everyone involved in
both the performance and its perception, thereby generating an inexhaustible
multiplicity of meanings.

Keywords: remake, genre synthesis, performance, stylistic blends, classical
music, multimedia art, fuse* studio.

For citation: Krylova, A. V. (2026). Composers of the past in dialogue
with contemporary culture. Contemporary Musicology, 10(2), 191—211.
https://doi.org/10.56620/2587-9731-2026-2-191-211
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Beederue

JINBUTEJbHBIN (pEeHOMEH: IIPOXOAT TOJIbl, MHOT/IAa BeKa, KU3Hb U Ha-

cearve MHOTHX KOMIIO3UTOPOB CTAHOBATCA JOCTOSSHUEM HWCTOPUU, HO

KaXk/i0e TIOKOJIEHHE TI0-HOBOMY OTKPBIBAET /Il ce0S MX MY3bIKY, U3Y-
yas yke, Ka3ajioch ObI, 10 KOHIIA UCCIIeIOBAHHOE U BBIABJIAS HOBBIE CMBICTIOBBIE Tpa-
HU B MHTePIIpeTaIuaX. TBOPUECTBO KOMIO3UTOPOB MPOIILJIOT0, CTaB YaCThIO COBpe-
MEHHOCTH, MPOJI0JIKAET KUTh B MHOTOUMCJIEHHBIX HCIIOJHUTEIBCKUX TPAKTOBKAX.
OHO BcTpamBaeTcs B HAIIl OBIT B BH/IE COCTAaBHOM YaCTU PEKJIAMHBIX M KHHOTEKCTOB,
MY3bIKA (DOHTAHOB WU TejeOHHBIX PUHITOHOB, TO €CTh OKAa3bIBAETCS BOCTpe-
OOBAaHHBIM B COBEPINIEHHO HOBBIX KOHTeKcTax. OJIHAKO pedub IoujeT 00 WHOM —
O CO3/IaHHMHM Ha OCHOBE HU3BECTHHIX COUMHEHHUMH KOMIIO3UTOPOB IIPOIILJIOT0 HOBBIX
BEPCH, C CyII[eCTBEHHBIM BU0N3MeHEeHEM IIEPBOUCTOYHHKA: /100aBJIEHHEM B HETO
OPUTHUHAJIBHBIX 5JIEMEHTOB U IlepeHeceHUueM B APYTYIO KaHPOBYIO IJIOCKOCTh. MbI
obpaTuMCcs K SIBJIEHUIO, KOTOPOMY OJIF?Ke BCEro IUPOKO UCII0JIb3yeMOe B MaCCOBOM
KYJIbTYPE MOHSATHE «pPEMENK» — IepeieKa.

AHanu3upys TOpUPOJIy COBPEMEHHBIX peMeMKOB, KyabTyposior Ejiena Ba-
JIeHTHHOBHA HUKoOJ1aeBa mouepKUBAET UX YHUKAJIBHYIO CIIOCOOHOCTD K SI3BIKOBOU
TpaHchopMaIuu:

CoBpeMeHHbIE peMeUKH He TOJIbKO Pa3HO(POPMATHBI M MOTYT BBIIIOJIHATHCA B
Pa3HBIX COIUOKYJIBTYPHBIX KOZAX — OHH JIETKO PEIIaioT IIPo6IeMy epeBoUMOCTH
U3 OJHOU CUMBOJIMYECKOUN CHUCTEMBI B JIPDYI'YIO, U3 OJJHOTO BHUJ A UCKYCCTBa B APY-
roii. HoBesuta npeBpainaercss B KUHOGUIBM U Ha000pOT, orepa B 6ajeT, poMaH B
MIO3UKJI, AJOKYMEHTAJIbHbIE XPOHHUKHU B SIIN30/ UTPOBOI'O KMHO, COHAaTa B pUHITOH.
Bozuukaror JaXKe MHOTOCTyII€H4YaTbl€e HEIIOYKH THUIIA «pOMaH/Hbeca — KOMHUKC —
MyJAbTPUIBM — KUHOPWIBM — Tejlecepraj — aHUMAIUOHHBINA HTepHeT-cepu-
aJI», BRICTPanBaeMbIe B JIIO0OH ITOCIIEIOBATEILHOCTH. .. [1, €. 550].

[Too6Hass MHOTOCTYIIEHUYATOCTh BayKHA, MOCKOJIBKY OJiarofiaps 3TOMY IIPO-
IIECCY OCYILECTBJISETCA CBOETO PO/ia KOMMYHUKAIIUA B CAMOM IIUPOKOM KYJIBTYPHOM
cpese.

O mepmuHe «pemelik» 8 COBPEMEHHOM UCKYCCMBO3HAHUU

TepMuH «peMelKk» B POCCHUHCKOM HCKYCCTBO3HAHUU AaKTyaJIM3UPOBAJI-
cA B KOHTEKCTe KyJbTypbl moctMmoziepHa. PyGexxk XX—-XXI BEeKOB XapaKTepu3o-
BaJicsl TOSIBJIEHUEM MHOKECTBA KHUHOJIEHT U JIUTEPATYPHBIX IPOU3BEAEHUH,
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IIPEJICTABJIAIONINX co00M TpaHCHOPMAIUIO KJIAaCCUUYECKHX 00pasroB. OOIIUPHBIHA
Xy/I03KECTBEHHbBIN KOHTEHT 3aKOHOMEPHO ITOBBICUJI MHTEPEC K 3TOMY (PeHOMEHY CO
CTOPOHBI KYyJIBTYPOJIOTOB, UCKYCCTBOBE/IOB U JINTEPATYpOBeOB. [louTu B KaxK/1ou
paboTe, MOCBSAIIEHHON 3TOH TEMe, IIPE/JIarayioch aBTOPCKOE OIpe/ieJIeHNEe TEPMIHA
«peMeK», HMEIOIEro aHTJI0A3bIYHbIE KOpHU'. O/IHAKO BCE MCCIIEIOBATEN aKIIEH-
TUPOBAJIN 00IIIME CBOKCTBA, a UMEHHO: HAJIMYNE TEKCTAa ITIEPBOUCTOYHUKA U €T0 aK-
TyaJIl3aIlUI0 B HOBOM COLIMOKYJIBTYPHOM KOHTEKCTE.

Hanpumep, Beponuka BasieppeBHa /[01IEHKO YKa3bIBAET, YTO PEMENK — «3TO
¢opMma co3gaHusa BTOPUYHBIX TEKCTOB, OTJIMYAIOIIUXCA aBTOPCKUM CBoeoOpasuem,
Ha OCHOBE KJIACCUYEeCKUX MPEeTEeKCTOB, KOTOPble BKJIIOUAIOT Pa3MBbIIILJIEHUS O COBpe-
MEHHOCTU B IIUPOKUH KyJIbTYPHO-UCTOPUYECKUU KOHTEKCT» [3, ¢. 399]. [IpakTuue-
cKu 0 ToM ke nuiieT TatbsiHa OseroBHa XosoauHcKasd: «TekceT-peMelik siBasgeTcA
MPUHIUITUATBEHO “BTOPUYHBIM , XOTS IIPU 3TOM IIBITAETCS C TTOMOIIBIO “Uy>KHUX CJIOB
CKa3aTh 0 UeM-TO IKOOBI HOBOE» [4, €. 60].

B cBa3u ¢ ucciienoBaTebCKUM aHAJIN30M pPEMENKOB B cepe KMHO U JIUTe-
paTypbl BOSHUKAET U P/l MHBIX BAYKHBIX JIJISI XaPaKTEPUCTUKU SIBJIEHUA cOOOpake-
Huii. Tak, HanbOoJiee 3HAUNMbBI HAOJTI0/IEHUS HaJl IIPEIPACIIOI0KEHHOCTHI0 peMerKa
K COeIMHEHUIO Pa3HBbIX JKAHPOB, «KOTOPbIE MOTYT COOTHOCHUTBHCA C Pa3JIMYHBIMU
JINTEPATYPHBIMU POJIaMH, BCJIEJICTBHE UETO BO3HUKAIOT HETPAJUIIMOHHBIE KaHPO-
Bble opMbI» [4, c. 62]. Hapsaay ¢ sTuM aBTOpPbI OTMEYAIOT CKJIOHHOCTh K MHTEP-
TEeKCTYQJIbHOCTU, IPOBOLIMPYIOIEN «IIPUHIIAN UTPHI MHUCATeNs C YUTaTesaeM, ero
OTKPBITBINI HAMeK Ha KyJIbTYPHYIO IIaMATh YUTaTENA» [5, €. 56], a TakKe 3HaUEHUE
Pa3BUTHUSA TEXHOJIOTHUH, TO3BOJISAIONINX «CO3/IaBaTh caMble pa3HOOOpa3HbIe Bapua-
I Y IIPOU3BOHBIX OOBEKTOB» [6, C. 249].

O6001Iass pe3ysbTaThl MCCIEA0BATENIBCKUX PAOOT, MOCBSAIIEHHBIX PEMENKY
B MCKYCCTBOBeIUECKOU inTeparype, ['aanaa BukropoBHa 3ajHEIPOBCKAsA CyMMUPY-
€T KJIIOUeBble CBOMCTBA 3TOTO SIBJIEHUSA: 1) HAJIMYUE ITPETEKCTA; 2) CO3/IaHUE «BOU-
HOU BPEMEHHOU NePCIeKTUBbl — BOCHPOU3BO/IAA MPOIILJIOe, pEMENK B TO Ke BpeMsd
obOpalleH K HaCTOAIIEMY»; 3) UCIOJIb30BAHUE «HOBBIX TEXHOJIOTHN, 0COOEHHO He-
YKpPOTHUMO pa3BuBaomuxcsa B XXI B.» [7, ¢. 323].

Cormamasch ¢ IpUBEJIEHHBIMU BBIIIE XapPaKTEPUCTUKAMU, IIPeJICTABIIAETCS
BOKHBIM JJ0OABUTH BO3MOXKHOCTD KAHPOBOU TpaHcdOpManuy mpeTeKcTa, 0COOEHHO

' Korcrautud KupuuioBuu OTHeB oTMedaeT: «IIpumMedyaTesIbHO, YTO caM TEPMUH “peMenK”
OsIBIIICA € BbIxozioM ¢uibMa /IxkoHa Creppkeca “BenmkosnenHas cemepka” (1960), mocTas-
JIEHHOTO 110 MOTHBaM JieHTbI AKupbI Kypocassl “Cemb camypaeB” (1954)» [2, c. 130].
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MY3BIKaJIbHOTO, UTO CBAA3aHO C PAa3BUTHEM MYJIbTUMEAUNHBIX (POPM HCKYCCTBA, IO-
najianve B cpepy BIUAHUSA KOTOPHIX HeNn30e3KHO IPUBOIUT K U3MEHEHHIO TEPBUY-
HOTO 3KaHPOBOT'O CTaTyca COYNHEHUs",

Pemelik u my3vlkanbHaa kaaccuxka

B omiimune OT KWHOBENOB U JINTEPATYPOBENIOB, HUCCIIENOBATEIN-MY3bIKOBE/bI
PEIKO UCITOJIB3YIOT TEPMUH «PEMERK»S — BO3MOYKHO, TI0 IPUUNHE STHYECKOTO XapaK-
Tepa. OZHAKO B 3KUBOU My3bIKaJIbHOU ITPAKTHKE MBI YACTO CTAJIKUBAEMCS € UeM-TO I10-
ZI0OHBIM, IIPUYEM B pa3HBIX Bapuanusax. Tak, K pemelKkaM, HeCOMHEHHO, CJIe/IyeT OTHe-
CTH CTUJIEBBIE ITepesIOKeHU KJIACCUIECKUX COUNHEHNN — UX JXKa30Bble U POK-BEPCUM.
VIMeHHO 5TUM MTOHATHEM I0JIB3YIOTCS aBTOPBI, 3yJarolye Takue (OpMbl TBOPUYECTBA.
Ho cTuseBble MUKCTBI — JIMIIH caMasi 0e3001/THas YaCTh BO3MOXKHBIX aIalTAIliNA My-
BBIKAJIBHON KJIACCUKU «II0JT TOTPEOHOCTH HOBBIX Peashii» pajiy MMPUBJIEUEHHS IITUPO-
KOU 1esieBou ayauropuu. I1ouBoil a1 Takux TpaHchopManuil HepeKO CTaHOBUTCA
CUHTEe3 Pa3HbIX )KAaHPOB U XYy[03KECTBEHHBIX METOI0B, KAXKYIIIUXCA HA IIEPBBIU B3IJIA],
HECOBMECTUMBIMU. [IprMepoM, pacKphIBAIOIITUM BO3MOXKHOCTH ITOA0OHOTO POJIa DKC-
MIEPUMEHTOB, CTaJl TBOpUYECKUi coro3 AHzipe n Muresns [lexkocrepos (cryaus Cod.Act,
coszana B 1999 roxy)+. Paboras B ¢hopMaTax MHCTALIANMEN U 1eppOpPMaHCOB, OHU —
B COI03€ KOMIIO3UTOPCKON U MHXKEHEPHOU MBICJIM — CO3/Ial0T IPOU3BEIEHNUs], B KOTO-
PBIX COEIMHEHBI 3BYK, CBET U ABMKEHUE. VX TBOPUECTBO OTMEYEHO OOJIBIITUM YHCIOM
Harpaj, Ha MPeCTUKHBIX KOHKYypcaxX U (PecTUBAIAX COBPEMEHHOI'O UCKycCTBA. B MHO-
TOYHCJIEHHBIX 9KCIIepUMeHTax J[eKkocTepoB 3HAUUTEIbHOE MECTO 3aHUMAET KJlaccuye-
CKasl My3bIKa, TIOATBEPKIEHUEM UEMY CIY>KUT UX paboTa « BeIBIIME (hapaoH»2, mpes-
CTaBJISIONIAS B TIOJTHOM CMBICJIE CJIOBA peMeiik orepsl [Iénbepra « Mowceit u AapoH»:

OTTaJIKUBASICh OT IEPBOMUCTOYHUKA, ABTOPHI IIPE/TIONKIIH CBOIO OPKECTPOBYIO
BEPCHUIO OMEPhI, COXPAHUB TOCIEOBATEILHOCTh U COJIEPIKAHUE CIEH U JUAJIOTH
TJIaBHBIX T'€POEB, KOTOPhBIE ObLIH 3aIlHCaHbl IIeBIaMH1 B TOYHOM CJIEAOBAHUU IIap-
TUTYPE, Ipejiaras Mpu 3TOM yUYacTHHUKAM, 6J1aro/iapsi MyJIbTUCEHCOPHOMY yCTPOH-
CTBY, OILYTHUTH IOYTU GUBUIECKYIO CBS3b C TBOPEHHEM KOMITo3uTOpa [8, ¢. 133].

2 Teopernueckasi pa3paboTka 3TOH MpobJieMbI TPEOYET CAMOCTOSITETPHOTO UCCIE0BAHUA.

3 OJIMH U3 TaKUX PEJKUX ciIydaeB — craThs . B. 3agHenpoBckoii «OTeuecTBeHHAs Olepa-pe-
MEHK B KOHTEKCTe COBPEMEHHOM KyJIbTYPhI» [7].

4 Auipe — podeCcCHOHABHBIA My3bIKaHT, KOMIIO3UTOP U IUIACTUYECKUH XyJOKHUK; Mu-
IIeJTh — apPXUTEKTOP.

5 Cm. Ex Pharao: sound installation // Cod.Act. URL: https://codact.ch/works/ex-pharao-2/
(accessed: 19.05.2026).
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[ToceTuTesb, BO3/IENCTBYSI HA KOMITBIOTEPU3UPOBAHHYIO YCTAHOBKY, YITPaBJIs-
€T XOPOBOU apTuel — rojiocoM Hapoja Mzpausis — U TeM caMbIM BCTYIIA€T B JIUAJIOT
C TJIaBHBIMH TlepcoHakamMu, MouceeMm u AapoHoM. Ilorpy:kasch B IEHTP COOBITUM
U BJIUSS HA MPOUCXOJIAIINEE, 3PUTETh HEBOJIBHO MPOIyCKAeT uepe3 ceds CJIOKHYIO
dunocodckyro moIomIeKy MPOU3BeIEHUS, IIOBECTBYIOIIETO O B3AaMMOOTHOIIIEHUSX
Jiroien pyT ¢ ipyroM u ¢ borom. KoMMeHTHPyst 3TOT OMBIT, JleKOCTEPHI OTMEUAloT,
YTO UX IEJIBI0 OBLIO

MAaKCHUMaJIBHO HpI/I6JII/IBI/ITI>C}I K OPUTHMHAJIBHOMY XapaKTeEpy IIPOU3BEACHHA
[ITénbepra. MbI BbIOpasd, B Jiyxe cEpUAIU3Ma, CTPOTYIO CHCTEMY 3aIlFICH, aJIallTH-
POBAHHYIO K COBPEMEHHBIM KOMIIBIOTEPHBIM HHCTPYMEHTAM 00pabOTKH 3ByKa U TI0-
3BOJIAIONIYIO. .. MOAU(PUIIIPOBATH 3BYKOBbIE IApaMeTphl B peabHOM BpeMeHH’.

M306pakeHre 1 My3bIKa KaK BRIPA3UTEJIH IIPOCTPAHCTBA U BDEMEHU B Y/IUBHU-
TEJIbHBIX JJAOMPHUHTAX UCTOPUHU — 00J1aCTh dKcrepuMeHTOB AHpu Casbl’.

XyTOKHUK UCIIOIB3YET UX, YTOOBI PACKPBITh U “OTKPBITH” IPOCTPAHCTBO Ha-
crosiiero. Onupasch HAa MIUPOKUN CHEKTP MYy3bIKIbHBIX CTUJIEH OT KJIACCUKH
u ppu-/Kaza 10 MON-My3bIKH U COBPEMEHHBIX KoMIO3unui, Casa mocpeacTBomM
HUMMEPCHUBHBIX CEHCOPHBIX MHCTAJUIAIIKMN BOIIJIOIIAET UAEI0 KOJIJIEKTUBHOU HCTO-
pHUYecKoil U KyJIbTYPHOH HaMATH®.

Tak, uncramsanusa «ITociaenuee mpubeskuine» (The Last Resort) ipeacTaBiis-
eT co00l KOHCTPYKIIUIO U3 38 IMOJIBEelIeHHBIX K MOTOJIKYy 6apabanoB (HMaatocmpa-
uus 1). ITamouku IPUBOAATCA B BUKEHNE BUOPAITUAMH, CO3/]JaBAEMBIMU CKPBHITHIMU
auHaMukaMu. OTHAKO IJIaBHOM MYy3BbIKQJIbHOM COCTABJIAIONIEN PabOTHI CTaI peMenK
KoHrepra 1 kiaapHera ¢ opkectpoM A-dur B. A. Monapra KV 622 (1791)°.

Buecennble Casiolf B HapTUTYPy U3MEHEHUA KAaCAIOTCA MpeK/e BCEro TeMIIa,
KOTOPBIH K0J1e0JIeTCsl B COOTBETCTBUM C PEKUMAMU BETPA — OT IITUJIA» IO «IIITOP-
Ma», 3aUKCUPOBAHHBIMU HeKuM J[>keiiMcom bejsiom B ero /iHeBHHKE BO BpPeEM:I
IUIaBaHuA U3 AHIIUM B ABctpasiuio B 1838 roay. Ha nmapycuuke Planter Besun me-
PEBO3UJI TPY3bl U SMUTPAHTOB Ha KOJIOHU3UpPOBaHHbIE 3eMiin. CBol 3ambicest Casa
KOMMEHTHUPYET TaK:

¢ Ibid.
7 Aapu Caina (poa. 1974, Tupana, Asibanus) »KuBeT u paboraet B bepsinne.
8 Anri Sala. Le Temps coudé // Mudam Luxembourg. URL:

https://www.mudam.com/exhibitions/monographic-exhibition (accessed:19.05.2026).
9 Cm. Anri Sala: The Last Resort and If and Only If [Bugeo] // Vimeo. 2018. 30 mapta. URL:

https://vimeo.com/262551626 (accessed: 19.05.2026).
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Hanrocempayus 1. Aupu Cana. «IloceiHee mpubekuIie», 2019.
®oto Pemu Buutamxu. Myseit Mudam, JIrokcemOypr.
Hcrounuk: https://artmap.com/mudam/exhibition/anri-sala-2020
(maTa obpameHus: 19.06.2026)

Moeii 11€71b10 OBLIIO IPUBHECTH MCKAKEHHE B MY3bIKY. fl XOTeJI Ipe/ICTaBUTh,
<...> 9to crayo 6s1 ¢ KoHIlepToMm 17151 KiapHera Momnapra, ecyii ObI ero HOCHJIO TI0
BOJIHAM, KaK IOCJIaHHe B OYThIIKE, 10 TOIO KaK BHIOPOCHJIO Ha Oeper mocie J0JIro-
TO IyTeIIecTBUs .

Ho 310 numps meradopa. VICTUHHBIA CMBICJ TIPOU3BEIEHUS KPOETCS B pas-
MBIIIJIEHUAX HaJ[ IIPOTHBOPEUNSAMU 310XU [IpocBeleHuss — MeKAy BBICOKUM HC-
KYCCTBOM, TPAHCJIMPYIOIIUM BEUHbIE IIEHHOCTH, U UCTOPUUECKON pPeasibHOCTHIO, CO-
MIPSIPKEHHOM C ?KECTOKOCTHIO KOJIOHU3AIU M.

1° TTur. mo: IIpoext Aupu Casbl The Last Resort // Myseii «'apax». URL:
https://garagemca.org/exhibition/anri-sala-i-the-last-resort-i (accessed: 19.05.2026).
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HoBy10 XKU3HBb CTpPAHUIBl MY3bIKQJIBHO-TEATPAJIBHON KJIACCUKU IIOJIYyYAIOT
U B PaMKax ellle OJHOTO TBOPUYECKOI0 «/IyaTa» — IIBEACKOr0 KOMIIO3UTOPA, OIIEPHOTO
neBIa, uccyaenonaresnsa Kapsa YHaugaepa-lllapuna u xopeorpada Ocbl YHanep-Ila-
puH. VIx coBMecTHBIN poekT Opera Mecatronica (2010) B ¢popMaTe HHCTAJUIAINN 00b-
eINHsIeT POOOTOTEXHUKY U KJIACCUYECKYIO0 MY3bIKY. II€pBBIH OIBIT TAKOTO CTHTE3a /1a-
THUpyeTcst 1998 rooMm — 5710 pabora «Ilitau Opdesi»', B KOTOPOI 110/ M3BECTHYIO apHIO
13 orepbl MOHTEBEP/IN TAHITyeT OPAHKEBBIN IMPOMBIIILIEHHBIA POOOT BHICOTOM 170 CM
1 BecoM 500 KT. [[1acTrka nepeMelieHui 3J1eMeHTOB 3TOM KOHCTPYKIIMH, JITOPUTM ee
JIBIPKEHUM, TAPMOHUPYIOIINX C 9MOIIMOHAJIBHBIMU UMITYJIbCAMU, PUTMUKON U CUHTAK-
CHCOM apuu, IpocTo mopakaioT. O/IHAKO BCTaeT 3aKOHOMEPHBIN BOIIPOC O CMBICTIAX,
KOTOPbIE TPAHCJIMPYET 3TOT CUMOHN03 POOOTOTEXHUKU M IMIPU3HAHHOTO MY3bIKJIBHOTO
meneBpa. CocrosiHue addekra lament — sMbIeMaTHUECKOE BhIPasKEHE YyBCTBEHHOTO
yesI0BeUeCKOro Hauasta. IIpu coxpaHeHnr My3bIKU U TEKCTA IIEPBOUCTOUHUKA B «ILia-
ye Opdesa» MPOUCXOAUT KapAUHAIBHOE U3MEHEHNE BU3yaJIbHOTO PAZIA, UTO TpaHCHOP-
MUPYeT CMBICJIOBYIO COCTABJIAIOIILYIO IIEJIOTO, IEPEBOUT €€ B IVIOCKOCTh COBPEMEHHOM
pobJIeMaTUKN — OTHOIIIEHUH MEeK/Ty UeJIOBEKOM U MAIlTMHOU. TaHITy O ITPOMBIIII-
JIEHHBIH POOOT — 3TO MPOEKITU YeJIOBEUECKHX YyBCTB HAa MAIIIMHY, CBOETO PoO/la MeTa-
(opa oTHOIIIEHNT YesToBeEKA U POOOTA, TIOKA eITe ITOBJIACTHOTO €T0 BO3/IEHCTBHUIO.

[TepBBIii OMBIT ITOJIOKUJT HAYAJIO IIEJIOMY PSAY PaOOT, OCMBICTUBAIOIIUX HOBBIE
BO3MOKHOCTU B3aMMOJIENCTBUS KJIAaCCUYECKON MY3bIKU, TaHIIAa U POOOTOTEXHUKH.
«CakpasibHbIM» MECTOM IIPeJICTaBJIEHUs DKCIIEPUMEHTAIbHBIX TPOEKTOB IyOJIHKE
cTajl peakTopHbIH 3a7 (R1), pacnosiokeHHbIN B CTOKTOJIbME Ha IJIyOUHE 25 METPOB
Ha TeppuTOopuu KOpOJIEBCKOTO TEXHOJIOTUUECKOTO UHCTUTYTA. IIpuBenem ele oquH
IIpuMep — UHCTAUIANHNI «Pobosebens» (2010), cO3/IaHHYIO Ha MY3bIKy TeEMbI PoT-
b6apra u3 «Jlebegunoro ozepa» Ilerpa Mipnua YalikKOBCKOTO B KOMITBIOTEPHOU 00-
paborke Kapsia Yuaunep-Illapuna. YepHsbiil poO0T-1€6€/1b BEICOTOH 130 CM U pas-
MaxoOM KPbLIbeB 160 CM, MeTA/UIMUECKUU KapKac KOTOPOTro OT/eJIaH KallpOHOBOU
TKaHBIO U TIEPhSMHU, CO3/IaeT MIIIO30PHBIN 00pa3 ITUITbI, UCIIOJTHSIONIEN JpaMaTH-
YecKUi MmpefcCMepTHBIA TaHell. Bubpanuu Kopiryca moiuepKHyThl 3JI€KTPOHHBIMHI
MyJIbCUPYIOIIVUMHU 3BYYHOCTAMU, YCUJIUBAIOIIUMU TPENEeTHOCTh I'PAllO3HbIX B3Ma-
XOB KPBUIbSIMU. ACCOITMAIIMU U CMBICJIOBAas TPAKTOBKA 3TOU BIeUATIIAIOIIEN MUHHUA-
TIOPBI OTJJaHBI HA BOJIIO 3puTesieit (Marrocmpayus 2).

1 Cm. The Lamentations of Orpheus // Operamecatronica. URL:
https://www.operamecatronica.com/the-lamentations-of-orpheus/ (accessed: 19.05.2026).
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Hanrocmpayus 2. K. Yuaupaep-Illapun, O. Yaauaep-lllapus.
HNucrausanusa «Pobosedbenb».
Hcrounuk: https://www.operamecatronica.com/robocygne
(maTa obpaleHus 19.05.2026)

Y TBOpYECKOTO TaH/[eMa HEMAJIO MHTEPAKTUBHBIX ITPOEKTOB, B KOTOPHIX OJ1aro-
Jlapsi 3JIEKTPOHHBIM JaTYMKaM, PEarupyoliuM Ha ABUKEHUs, ITyOJIUKa BOBJIEKaEeT-
cs B 3BYKOBYIO MOJUMUKAIINIO KAXK/IBIN pa3 IMTO-HOBOMY BOCHPOU3BOJUMOTO TEKCTA.
Taxosa uncrauianysa Ombra mai fii'® Ha My3bIKy apuu 13 ornepsl I'eopra ®puprxa
I'enpensa «Kcepke». Kak orMeuaeTr KpynHeHIas mBeickas radera Dagens Nyheter,
B paboTax XyZJO’KHUKOB «OIlepHas KJacCUKa BIUIeTeHAa B 3aXBAaThIBAIOIINN QYTypHU-
CTUYECKUM 3ByKOBOM JlaHamapT» 3.

12 CorsiacHO yTOYHSIOIEN peMapKe aBTOPOB, IIPOEKT IIPEJICTABIISIET COOOM MOI0IIlee MHTEPAK-
THUBHOE JIEPEBO C AMHAMUKAMHU, BbITIOJIHEHHBIMU B BUJIE JIUCTHEB.

13 Abrahamsson O. “Opera mecatronica live” pd Kungliga Operan, Stockholm // Dagens
Nyheter. 2012. May 7. URL: https://www.dn.se/kultur-noje/scenrecensioner/opera-
mecatronica-live-pa-kungliga-operan-stockholm/ (accessed: 19.05.2026).
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MTak, B MpakTUKe CaMbIX HEOXKUJIAHHBIX IIE€PEJIeJIOK ITPOU3BEJEeHUs aKa-
JIEMUYECKOU TPaJUIIUU OKA3bIBAIOTCS YaCThI0 HOBOTO KAaHPOBOTO MHKCTA, IIPE/I-
I10JIaTAIOIEer0 WHbIE YCJIOBUS OBITOBAHUS MY3BIKH, BCJIEJCTBHE YEro OHU ObOpe-
TAlOT HOBbIE CMBICJIOBbIe KOHHOTAIuu. OTPOMHYIO pOJIb, KaK MOXKHO YBHUJIETH
B MPUBEJEHHBIX NIPUMeEpPax, UTPAIOT TEXHOJIOTHHU, B TOM uucie nudpossie. Hccie-
JIOBaTEJIN OTMEYAIOT, UTO PEMENK YaCTO BO3HUKAET UMEHHO «IIPH Xy/I0?KECTBEHHOM
“rpaHcdepe” “BBICOKOTO HCKycCTBa” B MEAUAIIPOCTPAHCTBO. B aTOM citydyae mpeseH-
Tarys My3bIKQJIBHOTO HCKycCTBa IpuoOperaer opmMaTr MeamatekcroB» [9, ¢. 81].
BmecTe ¢ TeM OHU IIPeIOCTEPETAIOT: MOXKET MPOU30UTH «TPAHCIPECCU KaKUX-TN00
(beHOMEHOB WJIN SIBJIEHUI UCKYCCTBA B YCJIOBUSI, HE COOTBETCTBYIOIIHE IIPUPO/IE STUX
(eHOMEHOB», CIIOCOOHAS «IIPUBECTU K AHHUTUJIAIIUHN UCXOAHOU OPMBI» [TaMm ke].

[IpencrasiisieTcsi, UTO B OOJIBIIMHCTBE CJIydaeB Tak M mpoucxomaut. Ilo aHa-
JlorTud ¢ QU3NYECKON aHHUTWIAIIUEHN, OApa3yMeBaoIlell IMpeBpalleHne CTaaKU-
BAIOIIMXCS YACTHUI B MHbIE (POPMBI MAaTEPUM, CUHTE3 PA3JIMYHBIX XyA03KECTBEHHBIX
TEKCTOB — KJIACCUUECKOU MY3bIKU, BUJI€0, TEXHUUECKUX KOHCTPYKTOB U ITO33UU —
IIpY yJ4acTuu Nu@poBoi TpaHchopMaIui HEN30€KHO IPUBOJIUT K HOBOMY KaueCTBY
1[eJIOT0. OTO TO3BOJISAET ITOJTHOCTHIO COTJIACHUTHCA C MHEHHEM aBCTPATTUHCKOTO
rckyccrBoBesia Koncrantuna BepeBuca, yrBepskaaroniero (co ccbikoil Ha Pobepra
Pas1'4), 4TO «peMerK — 3T0 He OJIEKI0e IOopaXkaHre OPUTHHAILY, a aKTyaIu3aius
IIPOU3BEJIEHUSI B MHOM CMBICJIOBOM KOHTEKCTE, CIIOCOOCTBYIOIIAsi €r0 BO30OHOBIIE-
HUIO B paciipocTpaHeHuo» (IuT. mo: [9, c. 82], cMm. Takke [10, p. 83]).

Kanposo-cmunegvle memamop@osdvl: MY3blKanbHA KAACCUKA
8 meduanepgopmarce «BaH I'oe 80 mHe»

VIHTepeCHBIM B Xy/I0KECTBEHHOM OTHOIIIEHUU OTBITOM, aKTYaTU3UPYIOITAM MY-
3BIKy KOMIIO3UTOPOB ITPOIIUIOTO B HOBOM KOHTEKCTe, cTasl Menuarepgopmanc «Bax
T'or Bo MHe», CO3/TAaHHBIA UTAJIBSTHCKOU CTyMeN MU(POBOro UCKYCCTBA U IMPOIOCED-
ckoi kommanuein Fuse'® copmectno ¢ Hunepiauackum kamepHbIM xopoM. Happartus
ATOr0 IPOUM3BEJEHUSI COCTAaBMJI pacckas o0 sroxe KoHIA XIX crosieTus, yBUAEHHOU
IJIa3aMH ABYX KYyJIBTOBBIX XYI03KHHUKOB TOTO BpeMeHU — BuHcenTta Ban 'ora u I'ycraBa
KiumTa ¢ My3bIKaJIbHBIM JIeKOpOM U3 mmpou3sBefeHuii Ipuka Catu, Kitoga /lebrocen,
I'ycraBa Masiepa u pyrux KOMIIO3UTOPOB. [Ij1s1 co3aaTesiell KOHIeNnuy ObLia BayKHA

4 Ray R. B. Film and Literature // How a Film Theory Got Lost and Other Mysteries
in Cultural Studies. Bloomington, IN: Indiana University Press, 2001. P. 120—-131.
15 Cryausi 6p1a OCHOBaHA B 2007 roay Jlykoit Kamesuinau u Marrtua Kapperru.
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CMBICJIOBasI apKa K COBPEMEHHOCTH, C Y4eTOM TOro, 4To pyoekn XIX—XX n XX—-XXI
BEKOB — 3TO BpeMs I7100a7IbHBIX IlepeMeH. McTopuuecKuil BEKTOP COUMHEHUs OXBa-
THIBAET IIPEKPACHbIE CBOUM CIOKONCTBHEM 1870-€ TObI U TOXOAUT JI0 TPATUUECKUX
cobpITuit Hauasa ITepBoit MUPOBO# BOMHBI 1914 rojia. CBSA3b HACTOSAIIETO U MTPOIILIO-
ro B COUMHEHUU MaTepuaJn30BaHa (PU3NYECKU: MUKPO(POHBI U JATYUKHU, YCTAHOB-
JIEHHbIE Ha BCEX YYaCTHUKAaX IIPEJCTaBJIEeHUA, OTCIAEKUBAIOT UX SMOIUU U KECTBh,
KOTOPBIE B peaJIbHOM BPpEMEHU BJIIUAIOT HA BU3yaJIbHBIN pe3ysbTaT 110y. To ecTh, 1o
3aMBbICJTy aBTOPOB, «BaH I'or BO MHe» — 3TO CBOEro pojia IlepeocMbIC/IeHHE TIPOIILIO-
ro, BeCbMa TeCHO MepeIieTaleecs ¢ Halllel COBPEMEeHHOCTHIO.

CTpyKTYpHO IIpOU3BEJIEHUE IIPE/ICTAaBIIsIeT cOO0M CUHTE3 BepOaJIbHOIO psjia
Ha Tpex f3bIKax, XOPOBOU MY3BbIKU B HUCHOJHEHHMU KamepHOro xopa u OpKecTpa,
BU3yaJIbHOTO KOMIIOHEHTa — KapTuH Bau ['ora — u TexXHOJIOTUH, aHAJIU3UPYIOIUX
1 00pabaThIBAOIIUX SMOIIMU BCEX YUAaCTHUKOB. Ha ypoBHe 3KaHPOBOU aTpUOYyIUU
repe/i HaMU coeJUHeHe epPopMaHca, KOHIepTa U UHCTAJUIALAU.

CrokeTHast TUHUSA BeET 3PUTEJIA 110 Yepesie COOBITUN U3 JINYHOU U TBOpYe-
ckol xu3Hu Ban 'ora u KiimmTa, momeliias ux B KOHTEKCT PeajIbHbIX UCTOPUYECKUX
obcrosATenbCeTB. Bee moBecTBOBaHME, HCXO/S U3 COOBITUHHOM JIOTUKH, MOXKHO pas3/ie-
JIUTB Ha Tpu yacTu. [lepBas nocesmena ;xu3uu Bau ['ora: mporysikam B 11oJifX, Iop-
TPETaM KpeCTbAH, BHyTPEHHEMY CMATEHUIO, OJIUHOYECTBY, OTUaAHUIO. B 1leHTpasib-
HOU YaCTH CTPaJIaHusA CyOJIMMUPOBAaHbI 0J1aroziapsi BEIpa3uTeIbHOMN cuiie ero paboT
U TOMY BJIIMSHUIO, KOTOPOE OHU OKa3aJiu Ha UcKyccTBO Kimmmra. Ileperierenue cy-
71e0 XyZI0’KHUKOB CTAaHOBUTCS ITOHATHBIM U3 COIOCTaBJIEHUS UX KaPTUH, BBIABJISIO-
IUX CTUJIUCTHYECKYIO IPeeMCTBeHHOCTS (M artocmpauuu 3, 4).

3akIounTeNIbHAS YaCTh CIIEKTAKJIsA paccKa3blBaeT 00 SBOJIIOIUU CTHIIS
Kiumrta, o ctacutesbHOM cuite KpacoTsl, craBiiel mpubeskuineM Ha 3ape Beukoi
BOUHBI. V/ies1 5Ta pe3loMUpOBaHA B OJTHOM U3 €ro caMbIX MOHYMEHTAJIbHBIX PaboT
— uKJe KapTuH «berxoBeHckult Gpus», cozganHoM i XIV BeicTaBKU BeHcKoro
celleccHoHa 1902 To/ia B YeCTb 75-1 TOOBIIHBI CO JIHA CMepPTH KOMIo3uTopa'®.

OnHOBpeMeHHO ¢ OuorpaduyeckuM PsJIOM 3PUTEIU CTAHOBATCSA CBU-
JIETeJIAMUA  Pa3BUTHsS COOBITUM, morpy:kawtcsi B atMmocdepy Bensr XIX Beka,

16 ®pu3 uMeeT 2,15 M B BBICOTY U 34,14 M B juuHy. Cm. Beethovenfries: Die feindlichen
Gewalten - Tafel 1, Stirnwand // Osterreichische Galerie Belvedere. URL:
https://sammlung.belvedere.at/objects/10503/beethovenfries-die-feindlichen-gewalten-tafel-1-stirnwa
(accessed: 19.05.2026).
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BOCCO3/IaHHYI0 6Jiaroziapst (pororpaMmMeTpudecKuM'’ PEeKOHCTPYKIMAM TOpoja IIo
ncropudyeckuM ¢uibMaM U QotorpadpuaM Toro BpemeHu. VIX mpocTpaHCTBeHHas,
TpexMepHas Bepcus OblIa peajin30BaHa B ClIEHAX € IIOMOIIbIO METO/I0B, OCHOBAaHHBIX
Ha riry0okoM oOydyeHun Heripocetu. Kaptunsi ske Ban 'ora u Kimmmra, yepemyrorniuecs
C 3TUMU UCTOPUYECKUMU MaTepruaiaMU, IIPe/ICTaBJIeHbl B BU/Ie HETIPEPBIBHOM, 3aMe/-
JIEHHOM aHWMaI1u. 3a TJIaBHOU CIIeHOM, Ha KOTOPOU BBICTYTAIOT AUPHIKED U 32 TIEBIIA
Hupepsianzickoro KaMepHOT0 X0pa, PACIoJIOKEHBI JIBa OTPOMHBIX 3KpaHa. Busyasb-
HBII MaTepuasl JJjid IeMOHCTPAIIUU Ha HUX ObLI MOATOTOBJIEH U CMOHTHUPOBAH B CO-
TpyAHUUYECTBe ¢ My3eeM Ban 'ora B AMcTepziame u ¢ aBCcTpuiickoi rajsiepeeii Belvedere.
bnarogapss 5TUM KOHTakTaM y cTyauM Fuse mosBWiIach BO3MOKHOCTh PabOTaTh
¢ U300paKeHUAMH KapTUH B BHICOKOM pa3pelleHNU, UCIIOIb3ysl HOBEUIIINE TEXHO-
soruu. Co3parenu CieKTaKIA OTMeYaloT:

ATO MO3BOJIWJIO HaM 00y4yaTh HEUPOHHBIE CeTU KaK Ha NMpuMepax OTAeIbHBIX
KapTHuH, TaK 1 Ha OCHOBE O6IJ_IHOCTI/I CTHUJIMCTHUKU, HOBTOpHIOIJ_leIL/’ICH B Pa3HBIX II0-
JIOTHaX. TU pa3pa60TKH CTaJI1 HACTOAIIHUM MCCJIE€JOBAHHNEM CTHJIA U YEPT XapaK-
TEpa ABYX XYJOXHUKOB, paCKpbIBaA YETKOCTDb U 0OoraTcTso I[eTaJIeﬁ, KOTOpbIE MHA-
ye He ObLIN ObI 3aMETHBI YeJI0BeUecKOMY I71a3y's

My3bIKIBHYI0O OCHOBY IepdopMaHca o0pa3oBajid COYMHEHUS KOMIIO3UTO-
POB TO# 5110XU. XOPOBbIE MHECHI OBLIN MOA00PaHbI M CKOMIIOHOBAHBI TaK, YTOOBI BbI-
CTPOUTDH HEKUH Auasior ¢ paboramu Ban I'ora u Kiimmra. 3amMpices1 aBTOPOB 3aKJII0OUaI-
cs1, IO-BUAMMOMY, B TOM, UTOOBI CTEPETH TPAHUIIBI MEK/Ty MYy3bIKOU U N300paKEHUEM,
CO3/IaB WUIIO3UIO CJIBIIIIMMOCTA KAapPTUH U MaTEePUAJIbHOCTH 3BydaHUU. My3bIKasib-
Hble TIPOU3BEJIEHUs CUMBOJIMUECKH OTPAXKAIOT MEPUNIETHHU CyAed JIBYX XY 0KHUKOB,
PACKpbIBas UX JIMUHBIE NTePEKUBAHUA U TBOPUYECKHE METAHUSA HA YPOBHE SMOLIMOHAJIb-
HBIX CMBICJIOB.

Kpome Toro, mysblka UyTKO COIIPOBOKJAET cCloKeT, (popmupys atMmocdepy
TO JIUPUYECKU-UHTUMHYI0, TO MPauHyl0 U TpeBOKHYI0. OHA Ba)KHEWINIas COCTaB-
JISTIONAS TIeJIOTO0, TMOCKOJIBKY C/1edyem JpaMaTyprudyecKoi JJUHUU IMOBECTBOBAHUSA:
OT MPOH3UTEJIBLHOTO TI0 cuye 3BydaHus Adagietto us Ilaroni cumdbonuu Masepa

7 doTOrpaMMeTpHs — OJTHO U3 HampaBjeHuH 3D-ckaHMpOBaHUs, OCHOBAHHOE HA IMOJTyYeHUN
JIAaHHBIX O pa3Mepax U IMOBEPXHOCTSX PeabHbIX 00BEKTOB 3a cueT (POTOCHUMKOB. TeXHUUYeCKn
IIPOIIECC BBITJIA/IUT TaK: CTATUYHBIA 00BEKT (hOTOrpadUpyIOT C pa3HBIX PaKypCOB, CO3/aBast MHO-
JKEeCTBO Ka/IpOB. VX 3arpy’kaioT B CIIENMAJIBHYIO IIPOrpaMMy, KOTOpas aHAJTU3UPYeET IOJTydeH-
HbI€E J/IaHHbIE, BBICTPAUBaeT 00JIAKO ToueK U (popMHUPYET LeTbHYI0 3D-Mozesb ¢ yueToM pesibeda.
8 Van Gogh in Me — Live Media Performance // fuse*. Behance. 2022. URL:
190617/Van-Gogh-in-Me-Live-Media-Performance (accessed: 19.05. 2026).
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Hanroecmpayus 3. I'yecras Kimumr.

«IIBeTymue maku» (1907).
Xouict, macyio. 'anepest Belvedere, Bena.

Hcrounwuk: https://sammlung.belvedere.at/objects/3917/bluhender-mohn

(maTa obOparmeHus: 19.05.2026).
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Hanroecmpayus 4. Buncent BaH I'or.
«ITose c Mmakamu» (1890).
Xouicr, Mmaciio. MynununaabHbli Mmy3eit ['aarn, I'aara, Hunepiauzs!.

Hcrounuk: https://artsandculture.google.com/asset/DgEIFHy5TuAC1g

(maTa obOpameHus: 19.05.2026)
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Jlo 3axBaTeIBatotiero ayx 1raumlicht Puxapaa IlItpayca Ha cruxu @pujapuxa Prok-
KepTa. 3aBepIllaeT CIIeKTaKJIb XOpoBas IosTudeckas kapTuHa ApHosb/a [llenbepra
Friede auf Erden («Mup Ha 3emie») [Jisl CMEIIIaHHOTO Xopa a cappella (1907, op. 13)
Ha ctuxu KoHpazsa Maiiepa, KoTopasi CJIyKUT IPSIMOU OTCHUIKOH K €€ BU3YaIbHOMY
a"asory — «berxoBeHckomy dpusy» Kiaumra.

HenoBTOPUMOCTD KaKI0TO IT0Ka3a CIHEKTaKJIsI 00yCJIOBJIeHA YYacTUEM B €ro
CIIEHUYECKOU peasTn3aIiiy BCeX IMIPUCYTCTBYIOIIUX — U apTUCTOB, U IyOuku. HoBbie
TpaHcopMaIuy BU3YaJIbHOM YacTH BO3HUKAIOT B 3aBUCHUMOCTH OT 3MOIIMOHAb-
HBIX peaKIUi KaK aKTUBHBIX YUACTHUKOB IPEJCTaBJIEHUs, TAK U 3pUTEIeH. ATOMY
CIIOCOOCTBYET Psifl TEXHUYECKUX ycTporcTB. Ocobble MUKPOGOHBI — MMaHOPAMHbBIE
(n1s xopa) M MHAWUBUAYAIbHBIE (JIJIA COJMCTOB) — IIO3BOJISIOT IIPOBOAUTH TITyDO-
KU aHayim3 BUOpAIUil ros10coB, a Takke GSR (KOKHO-TATbBAHMYECKUX PeaKIUil),
OTIPEJIEJIAIONIUX CTENIEHb SMOITMOHAJIPHOTO BO30YKIEHHs XOPHUCTOB B PEKUME pe-
QJIbHOT'O BPEMEHMU.

Kpome Toro, ocobas nadpakpacHas kaMepa CUMTHIBAET JIAHHBIE 00 DMOITUAX
c Jjurl 3putesiei. B oTy aHaiuTUUecKyo 6a3y MOIajiaeT U JUPUIKED, OCYIIEeCTBIIA-
oMU GU3NUECKYI0 U SMOIIMOHAJIBHYIO CBS3b MEXKAY ayJUTOPHEH W XOPOM: €ro
»KeCThl I MUMUKA, CKAHUPOBAHHbBIE HA OCHOBE BBIPAXKEHUS JIUIA, B CBOIO OUEPE/D,
QHAJIMBUPYIOTCA U BKJIIOYAIOTCA B IIpoIlece 00pabOTKU OOIIUX IAHHBIX, BIUSIONAX
Ha BU3yaJIM3alMI0 U aHUMAIUIO KapTHH.

B pesynbraTe BusyasibHble 3¢GGEKThl Pa3BUBAIOTCA IMOJIOOHO JKUBOMY Opra-
HH3MY B HEIIPEPHIBHOM «IHAJIOTE» MEKAY ayIUTOPHUEH W XOPOM, BOILIOIIAIOIIEM
YyBCTBA U 5MOIIUM, KOTOPbIE€ BHI3BIBAET Xy/IOXKECTBEHHAs CyOIUMAIUS HWCTOPUH
B BOCIIPUATHU COBPEMEHHUKOB. Bce yuacTHUKY niepdopmMaHca He IPOCTO COBMECTHO
IePEXKUBAIOT U OCMBICJIMBAIOT IIPOUCXOAIIEE Ha ClIEHE U HA SKpaHaX, OHU COTPY/-
HHUYAOT, TO3TAITHO MIPOJBUTAsACH K (pUHATY AEHCTBUS, CTABIIIETO B IIPSIMOM CMbBICJIE
CJI0BA HEMOBTOPUMBIM MPOU3BeieHnEeM UCKyccTBa. HecomHenHo, «Bau I'or Bo MHe»
JlaeT HOBYIO CBOOO/Y BOJIU yUaCTHUKAM, CTaBsI UX Ha YPOBEHb COABTOPOB.

3axaroueHue

[TpoBeeHHOE HCCIIE/IOBAaHUE TO3BOJISET YTBEPK/AATh, UTO (eHOMEH peMenKa
B OTHOIIIEHUU aKaJEMHUYECKON MY3bIKU IPOIILIOTO MepecTayl ObITh MapTUHAJILHOU
MIPAKTUKON MacCOBOU KYJIBTYPbI, IIPEBPATHUBIIUCH B MOIIHBIH WHCTPYMEHT aKTY-
aJIM3aryy KJIACCUYECKOTO HAcIeAus B KOHTEKCTE TEXHOJIOTUUYECKOU U MeJUNHOU
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COBPEMEHHOCTH. AHAJIN3 Pa3HOOOPa3HBIX XY[0KECTBEHHBIX ITPOEKTOB — OT MHCTAJI-
JANUA U 1iepopMaHCOB /10 MACIITAaOHBIX MeAUACIEKTAKIed — JIEMOHCTPUPYET
(bopMupoBaHUe MPUHITUITHUATBHO HOBBIX (POPMATOB OBITOBAHUS MY3bIKH, PA/ITUKAIIb-
HO TpaHCGOPMUPYIOIUX YCJIOBUS ee IMpe3eHTaluu U BocrnpusaTusa. CoBpeMeHHbIe
MHTEPIIPETAIINU KJIACCUUYECKUX COUMHEHUH, BBIXO/IAIINE 32 PAMKH TPAIUITMOHHOTO
HCIIOJTHUTEIbCTBA, IPECTABJIAIOT COOOM He ITPOCTO CTUIUCTHYECKHUE TTEPEIOKEHN ],
a CJIO’KHBIN Ipollece KyJIbTyPHOTO «TpaHcdepa», OCyIecTBIsIeMbIN yepes3 udpo-
Bbl€ TEXHOJIOTMU U >KAaHPOBBIN cuHTEe3. I1oM00HBIN 1OAX0/1 obecrieynBaeT KUBOU
JTUAJIOT MEXK/Iy UCTOPUUECKUMH apTedaKkTaMH U aKTyaJbHBIMU TBOPUECKUMH ITpaK-
TUKAMH, Jiesiasi Hacjie/iue MPOIJIOTO PeJIEBAHTHBIM JIJ1s1 HOBOU ayIUTOPUM.

[{udpoBble UHCTPYMEHTHI (HEUPOCceTH, POOOTOTEXHUKA, THTEPAKTUBHbBIE CEH-
COPBI, AJITOPUTMBI aHAJIN3A JAHHBIX U JIP.) IepecTaIu ObITh HEUTPATLHBIM (DOHOM.
OHU BBICTYIIAIOT AKTUBHBIM TBOPYECKUM areHTOM, ITOPOK/IAIOIINM HOBbBIE DCTETH-
yecKue KauecTBa U CMBICTIOBbIE cjion. B pabotax [lekoctepos, Casbl, YHanaep-IIla-
PUHOB WJIN KOMIAHUU Fuse TEXHOJIOTUU He WLIIOCTPUPYIOT MY3bIKY, a BCTYIAIOT
Cc Hel B cojiep:KaTeJIbHBIN CHUHTe3, mepeBosi (uaocodpckre U 3MOIUOHATBHBIE
KoHIlenuuu counHenuii (ot Yarikosckoro A0 [IIénbepra) B I0CKOCTh ITPOOIEMaTH-
KU B3aMMOOTHOIIIEHU YeIoOBeKa U MAIlTUHbI, UHAUBUYATbHOTO U KOJJIEKTUBHOTO.

KitroueBoil uepToil HccielyeMbIX ITPAKTHK CIIYKUT CO37[aHUE IETOCTHBIX
apT-00BEKTOB, T7le My3bIKa, BU3yaJIbHBIN Ps/l (?KUBOIMCH, BUJ/IE0, aHUMAIIHA), CII0-
BO U MH)KEHEPHBIN KOHCTPYKT 00pa3yloT Hepas3eJIMMbIH ciuiaB. Kak sipko mokasast
npuMmep Meauanepdopmanca «Ban I'or Bo MHe», TaKOU CHHTE3 IPUBOJIUT K aHHU-
THUJISIIIUY UCXOTHBIX (POPM U POKEHUI0 HOBOTO XYZI0KECTBEHHOTO KadyecTBa. [IpuH-
IUIIHAJIPHO BaXXHBIM CTAHOBUTCS WHTEPAKTUBHBIA U BaPUATHUBHBIN XapaKTep KO-
HEUYHOTO MPOJIYKTAa, 3aBUCAIINN OT SMOIIMOHAIBHBIX PEAKIIUHA B peaIbHOM BPEMEHU
BCEX YUAaCTHUKOB — UCIIOJTHUTEJIEH, TUpUKepa U ayIUTOPUM.

[TockoJIbKy MHTEPAaKTUBHbBIE CHUCTEMBI, CUMTHIBAIOIINE U 0OpabaThIBAIOIIHE
(usmosornyeckre U 3MOIMOHAIbHBIE JIAHHBIE, ITPEBPAIAIOT TACCUBHOTO 3pUTE-
Jisi/cIryIiaTesisi B COydaCTHHKA TBOPYECKOTO aKTa, IMPOUCXOAUT JAEKOHIEHTPAIUS
aBTOPCKOU (PYHKIIUHM U BO3HUKHOBEHHE KOJIJIEKTUBHO MTOPOKIEHHOT0, YHUKAJIHHO-
r'O /I KaXKJ0TO MoKa3a pe3yJibTaTa. B uTore auasor ¢ COBpeMEHHOCTHIO OCYIIECT-
BJISIETCSI HE TOJIBKO HA YPOBHE MHTEPIIPETAIIUU MY3bIKAJIBHOTO TEKCTA, HO U Uepe3
TpaHcOopMAaIUIO CAMOU MOJIETU Xy/I0KECTBEHHOTO KOMMYHHUKATUBHOTO aKTa.

208



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(2)

Takum oO6pa3oM, akTyaau3arnusa My3bIKd KOMIIO3UTOPOB IIPOIILJIOTO Yepe3 pe-
MeHK B IIHM(POBYIO SIIOXY IIPEACTAET KaK IJIyOOKHI IIpoIlece CMBICIOBOU TpaHcdOop-
Mmanuu. Kitaccuueckue mpous3BeieHns, 0Ma/iasi B HOBble TEXHOJIOTUYECKHE U YKaH-
pOBBIE KOHTEKCTHI, He YTPAUHUBAIOT CBOEH KYJIbTYPHON 3HAYHMMOCTU, HO OOpeTalT
«IoTN(OHNYHOE» 3ByYaHHE, OTBEYaIIee 3alIpocaM COBPEMEHHOT0 CyObeKTa BOC-
MPUATHA. ITH TPAKTUKH, Oa/IaHCUPYS HA TPAHU COXPAaHEHUs aypbl OPUTHHAJIA U €TI0
paZInKaJIbHOTO IEePEOCMBICIIEHUA, OTKPBIBAIOT IEPCIIEKTUBBI JIJII HOBOT'O IPOYTEHU A
HCTOPUM MCKYCCTBA M ONPEEAIOT BEKTOPHI PA3BUTUA CUHTETUYECKUX (POPM TBOP-
yecTBa B XXI Beke.
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EDN YKDVHW

Anthemes I niisa ckpunku coJio I1. Bynesa:
K BOIIPOCY O BUPTYO3HOCTHU

Cogpvsi_AreKcandposua DesyuKds
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AnHOTanua. B  HacTosmed cratbe mpejjiaraeTcsa — pacCMOTPETh
TEXHOJIOTUYECKU-UTPOBON acnekT Anmemos I Ilvepa bBynesa (1991) s
CKPHUIIKHA COJIO, UCXOJs U3 MPEAINOChUIOK, OPUEHTHPOBAHHBIX HA (HDU3HOJIOTHIO.
HeoObIYHBIA aHATUTHYECKUN TIO/AXOJT TIO/ICKa3aH HaOmogeHusamMu Heryau
MeHnyxuHa, 3akasaBliero bysie3y IpousBefieHHe [Jji1 KOHKypca CKpHIIauvei,
U COIJIACOBAaH C HEHpPOMaTUYECKOH accoIyaluell KOMIIO3UTOpa — aTaKCHeH,

© Hesytkasa C. A., 2026
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TO €CTh MOTEpPEH WCIOJHUTEJIEM JIBUTATEIHPHOTO KOHTPOJA. V30paHHBIA pakypc
CITOCOOCTBYeT OOOCHOBAHHIO TEXHOJIOTUYECKOH DKCIEHTPUYHOCTH KaK CJIE/ICTBUS
ycraHOBKU Bysie3a Ha BbIpaOOTKY pediekcoB y ckpumada. B cTaThe BBIZIEIIAIOTCS
XapaKTepHble WHCTPYMEHTAIbHbIE ITPU3HAKU, CBUIETEIbCTBYIOIINE O TPEHHPOBKE
MBIIIIEYHON KOOPAWHAIINN: BHIYYPHBIA 3BYKOBBICOTHBIN KOHTYD, OTPAHUYUBAIOIITHI
yI00CTBO mOAOOpa amIUIMKATYPHBIX KOMOWHAITUHM, HApOYHUTO HeecTeCTBEHHBIE
IITPUXOBbIE peIleHus,, KOHBYJIbCUBHbIE W3MEHEHUS HAaIpaBJI€HUH CMbBIUYKA
B COUETAHUH C JeTATU3UPOBAHHO UPPETYIAPHBIMHU JUHAMUYECKUMU KOHTPACTaMH
u T. 1. Ilpucymas mnbece H3OBITOYHOCTh PA3HOILIAHOBBIX TEXHOJIOTHUYECKUX
3aJla4, 3a4acTyl WAYIIUX Bpa3pe3 CO CKPUIINYHON OpPraHUKOM, HABOJAUT Ha
MBICJIb O MOJEJIUPOBAHUN KOMIIO3UTOPOM aTaKCUU B Iibece. Ilosarasch Ha
MCUXO(PU3UUECKYI0 OCHAIEHHOCTh W  MBICJIUTENBHYI)  OIEPariOHATILHOCTh
CKpHITaya, KOMIIO3UTOP IOIMOJJHSAET WHCTPYMEHTAJIbHBIN Te3aypyc U (popMUpYyeT
HOBBIN THUII BUPTYO3HOTO ITPOU3BEIEHUs], TPEOYIOIUI OT UCIIOJTHUTEJIS, IT0 CJI0BAM
MeHyx1Ha, «JIOBKOCTH yMa U HaJIblleB». OTMeUeHHbIe IPU3HAKHU IEPErPYKEHHOCTH
Y COIPOTHUBJIEHHUS MaTepHasla YKa3bIBAIOT HA JUATIEKTHUKY OTHOIIIEHUH B IMape «3KeCT
KOMITO3UTOpPA — JKECT HUCIOoJHuTENsA». O0meln miatdopmoi, obecrieunBaroei
X KOPPEJIAIUIO, BHICTYIIAeT BUPTYO3HOCTDh, IOHUMaeMas byse30M MHOTO3HAYHO.
TpaHCAUCITUIUTMHAPHASA ITOJOCHOBA OPUTHHAIBHBIX HMCIOJTHUTEIHCKUX ITPUEMOB,
BBeleHHbIX Bysne3om B Anmemax I, pacKpbIBaeT cojep:KaTeJIbHOEe HaIlOJHEHHE
’KecTa | JIeKJIaprupyeT, TAKUM 00pa3oM, KOMIIO3UIIMOHHYIO CBEpX3a/1ady.

Kiarouessie ciaoBa: Ilvep bynes, Aumemuwt I, Uerynu MeHyxuH, CKpUIIKa,
HCIIOJIHUTEJIBCTBO, BUPTYO3HOCTb, aTAKCUA, PedieKc

BaarogapHocTu: Beipakaro MCKpeHHIOI0 OytarofgapHocTh VipuHe JlaThIeBon
3a 3aMeUYEeHHYI0 HETOYHOCTb B ITIEPEBO/Ie HA PYCCKUH A3BIK OTHOTO U3 BHICKA3bIBAHUM
IIvepa bysesa.

Josa murupoBanus: /[esyyxasn C. A. Anthémes I pyst ckpuniku costo I1. Bysesa:
K BoIpocy o BupTyo3HOocTH // CoBpeMeHHbIe MpPOOJIeMbl My3bIKO3HAHUA. 2026.
T. 10, Ne 2. C. 212—229. https://doi.org/10.56620/2587-9731-2026-2-212-229
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Pierre Boulez’s Anthemes I for solo violin:
On the virtuosity

Sof ya A. Devutskaya

Gnesin Russian Academy of Music,
Moscow, Russian Federation,
Bsofyadevuckaya@mail.ru,
https://orcid.org/0009-0001-1717-0300

Abstract. The article explores the technical-performative aspect of Pierre
Boulez’s Anthemes I (1991) for solo violin from a physiologically oriented
perspective. This non-standard analytical approach is inspired by the reflections
of Yehudi Menuhin—who commissioned the work for a violin competition—
and aligns with the neuropathic image invoked by Boulez himself: ataxia,
a performer’s loss of motor control. Viewed through this lens, the work’s technical
eccentricities emerge as the result of Boulez’s intent to cultivate the violinist’s
reflexes. The article identifies instrumental features that testify to this focus on
coordination: pitch contours that complicate conventional fingering patterns;
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deliberately unnatural bow strokes; abrupt, almost convulsive shifts in bow
direction paired with finely calibrated irregular dynamic contrasts, among
others. The accumulation of diverse technical demands, that often work against
the instrument’s natural mechanics, suggests that Boulez consciously modeled
ataxia within the piece. By relying on the violinist’s psychophysical capacities and
agile musical thinking, he expanded the instrument’s technical vocabulary and
shaped a new type of virtuosic composition—one requiring, in Menuhin’s words,
“dexterity of mind as well as fingers.” These overload and material resistance
markers point to the dialectical relationship between the “composer’s gesture”
and the “performer’s gesture.” Virtuosity serves as the common ground that links
them, which Boulez understood in a multifaceted way. The transdisciplinary
essence of the performance techniques introduced in Anthémes I helps illuminate
the content of gesture in the piece and articulate its overarching compositional
agenda.

Keywords: Pierre Boulez, Anthemes I, Yehudi Menuhin, violin performance,
virtuosity, ataxia, reflex

Acknowledgments: I would like to express my sincere gratitude to Irina
Latysheva for noticing an inaccuracy in the Russian translation of one of Pierre
Boulez’s statements.

For citation: Devutskaya, S. A. (2026). Pierre Boulez’s Anthémes I for
solo violin: On the virtuosity. Contemporary Musicology, 10(2), 212—229.
https://doi.org/10.56620/2587-9731-2026-2-212-229

215



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2026/10(2)

Beederue

OMIIO3UTOPCKOE Hacje/ife MPU3HAHHOTO MATPa MOCJAeBOEHHOTO aBaH-

rapza Ilrepa Bysie3a BXOAMT B HOBYIWO (pa3y HAy4YHOT'O OCMBICJIEHUA.

TonbKO 3a MOCeIHNUE JIECATUIIETHS 3aMalHOEBPOIIENCKOE My3bIKOBE-
JleHUe TIPEICTAaBUIIO PsIJT KPYIHBIX UCCIEJOBAHUM, MOCBIIIEHHBIX KAaK Pa3IMYHBIM
CTOpOHAaM TBopYecTBa bysiesa B 11e710M — 3CTeTHKe, TEXHUKE, My3bIKaJIbHOMY S3BIKY
[1; 2; 3], Tak ¥ KOHKPETHBIM IIPOU3BEZIEHUAM [4; 5]. B oTedecTBeHHOI HayKe CII0XK-
Hble AeuHUTINY OyI€30BCKOTO CTUJIA 00CYKIAaI0TCsS Ha CTPAHUIAX aHATUTHYECKUX
ouepkoB H. A. ITerpyceBoii [6] u T. B. [laperpasckoii [7; 8].

[IpumeuaTesbHO, YTO, POKYCHPYSACh Ha COUMHEHUAX bysie3a, oTIMYaronnx-
cs BBICOYAMIIIMM YPOBHEM HCIOJHUTEIHCKON CJIOKHOCTH, MHOTHE aBTOPHI HE Ka-
caroTcs cepbl BUPTYO3HOTO MUChMa, B JIydIlleM CJIydae BHUMaHUE K HEH OKa3bl-
BaeTCs BBITECHEHHBIM Ha IepudePUI0 HCCIeN0BaTEIbCKON MBICIH. BmecTe ¢ Tem
HayYHBIN MHTEPEC K IAaHHOUW MpobsieMaTUKe HEYKJIOHHO PacTeT, YTO, B YaCTHOCTH,
TIO/ITBEPIK/IaeT OPraHU30BAHHBIN B 2016 roay EBponelickum o0111ecTBOM KOTHUTHUB-
HBIX HAayK O My3bIKe Ha 6a3ze My3bikasibHOU akagemun Pepenria Jlvcra B Byamnern-
T€ CUMIIO3UYM IO TEME BUPTYO3HOCTHU, a TaAK)Ke HEJaBHUM BBIXOJ B CBET KPYITHBIX
usfaanuii — moHorpaduu /[sBuna BanaepXamma [9] ¥ KOJUIEKTUBHOTO cOOpPHHUKA
oyt pexaknueit Jlyussl [lesenurn u Kot Xoym [10]. [TlogBoass UTOTH YyHOMSHYTOTO
cuMIIo3uyMa 2016 roza, Jlacso Craxo u MpaH Jlesibe:xk 04epTUIn Kpyr aKTyaJabHbIX
BOIIPOCOB, 00BE/IMHEHHBIX B paMKaxX BHPTYO3HOCTH. PeHOMEH ObLI OCMBICIIEH HA
OCHOBE SMITUPUUYECKUX HAOJIIOZIeHUN, CEMAHTUUECKUX TPAKTOBOK, HCIIOJTHUTEb-
CKOT'O BOILJIOIIEHU U TPAHCAUCIIUIINHAPHOCTH, YTBEPIKAAIOIIEN B3aNMO/IEUCTBIE
«YMCTBEHHOU JIOBKOCTH» CO «CIIOPTUBHOU HayKou» [11, p. 451—452].

C Mmo3umuM TEJIEeCHOCTH Pa3bsCHSET CYTh sSBJIEHHUS MY3bIKOBE] U ITHAHUCT
®pancuiiko MoHTeNPO, KOTOPBIN B cTaThe « BUPTYy03HOCTh: HEKOTOpHIe (KBasude-
HOMEHOJIOTUUECKIE) PACCYKIEHUsI» IMPHUOeraeT K TAKUM KPaCOUHBIM peueBbIM 000-
poTam, Kak «arodeo3 Tejaa» U «HEBEPOATHbIE TPOU3BEAEHNs, COUNHEHHbIE HaMe-
PEHHO Ca/INCTCKUM U JIbSIBOJILCKUM 00pa30oM, 3a/lyMaHHbIe KaK IbITKa» [12, p. 318].

dusnosiornuecknii GaxTOp BO MHOTOM OIIpeJiessieT U CreluduKy BUPTyO3HO-
ctu Anmemos I Bysie3a, a Tak»ke 3a7laeT BEKTOP BOCIPUATHUSA Ibechl. HeciryualiHo
HccjieoBaTe/lb U HCIOJHUTEJb COBPEMEHHOTO (QOPTENHaHHOTO pelepTyapa
I1. O’Xpiiran akIeHTUPYeT «MeXaHUUECKYI0 BUPTYO3HOCTb» COJIBHBIX IPOU3BEjIe-
HUU byses3a, B YHMC/I0 KOTOPHIX BXOJAT U AHmMeMbl [4].
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Takum 06pa3oM, aKTyaJIbHOCTh BUPTYO3HOCTU KaK (heHOMEHOJIOTHUECKOH Ka-
TErOPUU He BbI3bIBaeT cOMHeHHU. [lesb HacTosAmel paboThl cCOCTOUT B 060CHOBA-
HUHU (PU3NOTIOTHYECKOTO (KOOPAUHAIIMOHHO-MBIIIIEYHOT0) TeHe31Ca OPUTUHATBHBIX
WHCTPYMEHTATbHO-TEXHOJIOTUUECKHUX IMapamMeTpoB B Anmemax I Bynesa. Mbl pac-
CMOTPHUM CYTy0O MHCTPYMEHTAIbHBIN CJION IMTPOU3BEJIEHUS JJIsI CKPUIIKU 6€e3 COmpo-
BOXK/IEHUA C TIO3UITUU TPAHCAUCITATIIMHAPHOCTH.

Tunwt supmyosnocmu no byaesy

BupTtyo3HOCTh — OJIMH U3 KOMIIOHEHTOB TBOPUYECKOIO MHUPOBO33peHus bysiesa,
HEOJTHOKPATHO CTAaHOBHUBIIIHKICS IIPEAMETOM €ro paccy:kKAeHHH. B jeknusax Hauvasa
1980-x roj10B B College de France KOMIIO3UTOP IPUXOAUT K BIBOJAM O MHOTOACIIEKT-
HOCTH IIPOSIBJIEHUI 3TOT0 (peHOMeHa. BUPTY03HOCTD B €ro Ipe/CcTaB/JIeHUH UMeeT B
UIIOCTACH: UCNOAHUMEAbCKY0 U Komno3umopckyr. OgHako byne3 He ObL1 OBI ca-
MHM cOOOH, eciti ObI He YCYyTYOMJT ATy OIMO3UIIHIO, IIPEJICTABUB KAK/IYI0 U3 €€ YacTel
B BHUJIe IIaphl HOAKaTeropuid. ZcnoaHumens»ckas BUPTYO3HOCTDh BOILIOIIAETCA B Ma-
CTEPCTBE COJIBHOU U KOJUIEKTUBHOI UTPHI. KOMNo3umopckas BUPTYO3HOCTh, B CBOIO
odepezb, BMeIaeT B ce0sI TEXHOJIOTHYECKUH U MHCTPYMEHTAIbHBIN THIIBL. I1epBhIii 13
HUX (pOopMHpPYyeT UMMaHEHTHO MY3bIKAJIbHYIO TEKCTYPY, HEe 3aBHUCAIIYI0 OT IPHUPOIbI
WHCTPYMeHTa. MTHAUBUYyaJIbHOCTD €M IIPHUAAIOT 3BYKOPS/IbI, HMEIOIIHEe PAa3THYHBIN
WHTEPBAJIbHBIA COCTaB, TEMIIO-PUTMUUYECKHE U3MeHeHHs, (DaKTYpPHbBIE ITapaJlIeIn3-
MbI, TEMOPOBYIO CTPAaTU(MHUKAIUIO U T. 1. [13, P. 544]. BTOpo# THII KOMIIO3UTOPCKOM
BUPTYO3HOCTU YKa3bIBA€T HA BJIaJIEeHHE HMHCTPYMEHTAJIbHBIM IIHCHMOM, TO €CTh Ha
3HAHKE CBOMCTB U ITIOTEHI[HaIa KOHKpeTHOro nHerpyMmeHTa [Ibid., p. 545—-546].

BupryosHast pabora B 06enx 001aCTSIX — TEXHOJIOTHYECKOH M MHCTPYMEHTAIb-
HOU — «TpaHCHOPMHUPYET KOMIIO3UTOPCKHUH KeCT» [14, p. 115], ”HaUe TOBOPS, BIIUA-
eT Ha JIENCTBUsA KOMIIO3UTOPA, KOTOPhIE, KaK pe3toMupyeT TarbsHa BiragmMupoBHa
[Taperpaackasi, 100 «00J1a/IaI0T OCPEICTBYIOIIEH (PyHKIMEH», JIN00 «caMH CTa-
HOBSITCS HCTOUYHHUKOM TBOPUYECKUX UMITYJILCOB» [8, . 286]. Co c1oB Bye3a MbI Tak-
’»Ke 3HaeM, 4TO JKeCT KOMIIO3UTOPa CII0cOOeH BCTYIIaTh B CJIOKHBIE JUAJIEKTUUECKIE
OTHOIIIEHUS C JKEeCTOM HCIIOJIHUTE ISA. Bysie3 gomyckaeT Tpu BapyUaHTa TaKUX OTHO-
IIIEHUH: 1) ’KECT KOMIIO3UTOPA OTPUIIAET 3KECT HCIIOJTHUTEIIA, 2) KECT KOMIIO3UTOPA
TIIOTJIOIIAET KECT HCIIOJTHUTEA U, HAKOHEII, 3) JKeCT KOMIIO3UTOPa MOAYHUHEH JKECTY
HCHOJIHUTEJA [14, P. 117]. PpaHITy3CKHN MATP WLITIOCTPUPYET UCKIIOUYUTEBHO ep-
BBII CJIy4ail, cchutasich Ha cobcrBeHHble Cmpykmyput I. ChokycupyeMcs Ha TOM,
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KaK, Ha Halll B3IJIA/I, IPETBOPsIETCS BTOpasi MOJIeJIb OTHOIIEHUU — JIOMUHUPOBaHUE
»KecTa KomIozuropa — B Aumemax I s ckpunku coso Bynesa.

AHmembl I: mexHuka u pegaexc

...AHmemblL — 3TO 6OJIbIIIE, UeM BUPTYO3HBIN COOPHUK CKPUIIUYHBIX TEXHUK,
a Te “paciIvupeHHble” TEXHUKU, KOTOPbIE €CTh B AHMeMax, UCIoJIb3YIOTCA JJ1s IIPU-
AJaHUA XapaKTE€PHOI'O KOHTyYpa UJIKN OKPACKH COAECPXKAITKMMCA B HUX MY3bIKaJIbHBIM
(l)I/II‘ypaM B COOTBETCTBUH C BO30OOHOBUBIIIHNMCS HHTEPECOM ByJIe3a K TeMAaTHU4YECKO-
My IHUCHMY [1, p. 160].

ABTOpPY IpUBEJIEHHOU ITUTAThI, OTHOMY M3 BEIYIIIUX CIEIUAINCTOB 10 TBOpUE-
ctBy bynesa /l>xonatany ['osiziMaHy, yZiaj0ch BBIBECTA KOMIO3UITUOHHYIO «(pOpPMY-
J1y» AHmemos, 0603HaUYMB /IBa HauboJsiee BECOMBIX acIleKTa MPOU3BEJEHNA U YKa3aB
Ha UX CO3aBUCUMOCTD: TEMAaTHUYECKYI0 UHTETpaIuio B 0OpaMJIeHHH BUPTYO3HOCTH.
Hecnyuatino I'osmyimas ynmoTpe06JisieT CJIOBO «KOHTYP», OUE€BHU/THO, PACCUMTHIBAsA Ha
IPSMYIO aCCOI[UAIIMIO ¢ TEpMUHOM Bysesa — enveloppe®.

[Tbeca mosiBUIaCh Ha CBET B 1991 roay 6Jiarojiaps CTEUEHUIO JBYX 00OCTOs-
TeJILCTB — MPOckObI Meryau MeHyxuHa COUMHUTDL 00s13aTeJIbHOE ITPOU3BEJIEHE JIJIs
Oyaylero KOHKypca CKpuIiauel, B KOTOPOM OH JIOJIKeH ObLIT IpeJice/iaTeIbCTBOBATh,
U TPAYIIETO B TOM 2Ke Toxy 1obmites riaBbl Universal Edition Anbdpena Illnee.
Jlns Bysesza 3To ObLI TIEPBBIA OMBIT OOpallleHUusl K CKPUIIKe 6e3 COMPOBOXK/IEHUS.
HecMmoTps Ha TO, 4YTO 3aKa3 KOHKYPCHOU MbeChl 33/1aJ1 BBICOKMU yPOBEHb TeXHUYE-
CKOH CJIOXKHOCTH, 3TOT (paKT caM IO cebe He IMOATBEPIKAaeT IIPUHAJIEXKHOCTD AH-
memo8 KO BTOPOMY THUILy >KECTOBBIX OTHOIIIEHUN KOMIIO3UTOPA C UCIOJIHUTEJIEM.
TeMm He MeHee, 110 HallleMy MHEHHIO, UMEHHO U300peTaTeIbHOCTh byse3a MUKTyeT
1 KOHTPOJIMPYET Bce IIaru UHCTPYMEHTAJIbHOU peasu3auu. Yo ke ybexkaaer Hac
B IOMUHUPOBAHUU KOMIIO3UTOPCKOTO KeCTa B Ibece?

YToOBI OTBETUTH HA 3TOT HEIIPOCTOU BOIPOC, A0BepUMCA MeHyXUHY, KOTOPBIT
B mepemnucke ¢ byse3om xapakrepusyer AHmemul I Tak: «ITO OYeHb OPUTHHAIIb-
HOe ITPOU3Be/IEHNE C HEOOBIYHBIMU TEXHUUECKUMU IpobseMaMu» [2, p. 430]. 31ech
HY;KHO IIPUHAMATh BO BHHMAHWE OTHOIIeHHEe MeHyXwHa K (PU3HOJIOTHUECKON

! Boulez P. Anthémes I for violin. Wien: Universal Edition, 1992.

2 JIHTEpec KOMIIO3UTOPa K TPaHCGHOPMAIIMIOHHOCTH TEMAaTU3Ma B €ro PaCIIUPUTETHHOM TOJI-
KOBaHHH 3asBJIEH B CAMOM Ha3BaHUU IpOU3BeieHus1 — Anthémes. B JIeKIHsX, TPOYUTAHHBIX
B College de France (1982-1985), Bysie3 npuberaer Kk HOHATHAM UHGPATEMBI U THIIEPTEMBI,
(bYHKIIHSI KOTOPBIX — CTPYKTYPH3aIis TeMaTH3Ma: HHdpareMa HeceT B cebe reHeTUIeCcKuii (MH-
TepBaJIbHbIIN) KOJI, a THIIEpPTEMAa — PACIIPOCTPAHSIET €ro Ha JUIUTEIbHOM BPEMEHHOM OTpPE3Ke.
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CTOPOHE CKPUIIMYHON UTPhl. HAIOMHMM 0 ITOC/IEBOEHHOM yBJIeueHUU MeHyXxnHa 1o-
roi, obpatusIiieM ero MpodecCuOHAIBPHBIN UHTEPEC K MPobieMaM HCIOTHUTETbCKOU
MeXaHUKU. B cBorx MeMyapax « CTpaHCTBUsI» CKpUIIay IIPU3HABAJICA:
...HoTa IOMOTJ1a MHE ITPOHUKHYThH B TAWHBI CKDUITMYHOTO MacTepeTBa [15, p. 335]...
...0OHa [ﬁOFa] Adajla MHE 3HaHHE€, K KOTOPOMY HMHA4Y€ MHE IIPpUIILIOCH OBl caMo-
CTOATEJIbHO IpoOuBaThCsA rogaMu. Bee B Hell yka3bIBasIo Ha IJIaBHOE: yCTpaHEHUe
HanpsiKeHUs, 6osiee 3(pPpeKTUBHOE UCIIOIb30BaHNE Y9HEPTUU, CHATHE COIIPOTUBIIE-
HUS B CyCcTaBaX, 00ObeIMHEHUE IBMKEHUH B OJTHO; BCE TMOATBEPIKAAIO TIIYOOKYIO
HUCTHUHY — CHUJIa KOPEHUTCA HE B CHJIE€ KaK TaKOBOM, 4 B TOHKOM IIOHNMAaHHUU ABUTa-
TeJIBHBIX ITPOIIECCOB, COOTHOIIIEHU U paBHOBecus [Ibid., p. 250].

uabiMu csioBaMu, MeHyXUH MPEKPACHO YyBCTBOBAJI CKPUIIMYHYIO OPTAaHUKY,
PaBHO KaK U JIIOOBIE JeBUAIlNU TeXHUUeckoro muiaHa. CyTh addekra, co3raBaeMo-
r'o U3bICKAaHUSIMU aBTOpA AHMeMO08, OH eMKO cHOpMYJIMPOBAJ TaK: «ATO MMPOU3Be-
JleHre pa3BUBAET Kak pedJieKCchl, TAK U TEXHUKY UTPhl HA CKPUIIKE caMy I0 cebe»
[2, p. 428]. /lenas akiieHT Ha BUPTYO3HOCTH OYyJI€30BCKOTO MoYepKa, MeHyXuH yJI10-
BUJI UHTEHIIUU €70 TBOPUYECKOHN BOJIU: B CTOJIb PACILJIBIBYATOM TEPMUHE, KaK KOMIIO-
3UTOPCKUH JKECT, CKPUIIAU-BUPTY03 OOHAPYKUJI IOMUHUPOBAaHNE KOMIIO3UTOPA HAJ,
HICIIOJTHUTEJIEM.

M3 BhICKa3bIBaHUsA MEHyXHHA CJIEIyeT, YTO HEOOBIUHOE MHUCHbMO B AHmMemax
00yCJIOBJIEHO ABYMS acleKTaMU BUPTYO3HOCTU — TEXHUUYECKUM U pedIeKTOPHBIM.
Texnuueckoe Mbl IOHUMaeM C MPOoGeCCUOHATIBHON TMO3UINU TTPAKTUKYIOIIETO MY-
3bIKAHTA-UCIIOJTHUTEJIS, 2 UMEHHO: KaK OCBOEHHYIO B IIPOIlecce MHOTOJIETHUX 3aHs-
TUN CUCTEMY IIPUEMOB, KOTOpPble BOCIIPUHUMAIOTCA KaK MPUBBIYHBIE. C OCMBICTIE-
HUeM pedJiekcoB cuUTyanus oOCTOUT HECKOJIBKO CJIOXKHee, IMOCKOJIbKY 3Ta 00J1acTh
mpoJsieraer Ha 0Oosiee TUIyOMHHOM (PU3MOJOTHYECKOM YPOBHE 0eccOo3HATEeTbHOTO
U TIOTOMY He MOKET OBITh YacThI0 PYyTHHHOTO caMoaHaini3a. HamoMHuM, 4to ped-
JIEKC — 3TO OCHOBHas popma JIesiTeIbHOCTU HEPBHOM CUCTEMBI )KUBOTO OpPTraHU3Ma.
CoOTBETCTBEHHO, TEXHMKA HAXOJUTCS B 3aBUCUMOCTU OT MHOTrooOpasus pedJiek-
COB, IIPEJIOTIPENEAIONINX TEXHUYECKYI0 OCHAIIEHHOCTh UCIOJMHUTENA. [Ipu sTOM
caMmo 110 cebe oHATHE pediekca U Mupe, U MHOTOMEPHEE, B TO BpeMs KaK TeXHUKA
UTPHI TIpeJicTaeT 00Jiee Y3KOCTIeTMaTU3UPOBAHHOM 00 1acThio mo3HaHusA. Korga Me-
HYXUH pa3o01aer pedJieKchl U TEXHUKY, BEPOSITHEE BCETO, OH HajeisieT AHIMmeMmbl
BHEMY3BIKAQJIbHOU ONIINEeN, TPEHUPYIOIEN KOOPAUHAIIUIO IBUKEHUU CKpUIIava.

Becbma mprMedaTesbHO, UTO TPEHUHT (PU3UOJIOTUUECKON MOOWJIBHOCTU HC-
TIOJIHUTEJISA, KOTOPBIU COIMyTCTBYET BUPTYO3HOU UTPE, PE3OHUPYET C aBTOPCKUM aCCo-
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IIUATUBHBIM BOCIPUATHEM TPEThEH, Hanbosiee SKCIEHTPUIHON Bapuauu AHIMemos.
B Heii, o ycraHoBKe Bysiesa, 10/KHO «Co3/aBaThCsA BIIeYaTIeHUE, YTO CKPUIIAy 00JIh-
I1Ie He KOHTPOJIUPYET CBOM JIBUKEHUsI»3, Takoe UTPOBOE COCTOSTHKE KOMIIO3UTOP CPaB-
HUBaeT C KJIMHUYECKUM PACcCTPOMCTBOM — aTakcuel, TO eCTh HapyIlleHUeM COIJIaco-
BAaHHOCTU BO B3aMMOIeICTBUU MBIIIIII.

Hcnoanumenwckuil acnekm mpembeil sapuayuu

Obpatumcsi HENOCPEACTBEHHO K TEKCTy TpeTbeld Bapuamud AHmMemos
(IIpumep 1). Bynes comocrabiisieT 3/iech ABa TUIMA (PAKTYPHOTO PHUCYHKA, OTIAYAIO-
IITUXCST Pe2yAAPHOLL U UPPecyAPHOIl PUTMUYECKOH MyJIbCcallfel, Ha UTO YKa3bIBAIOT
aBTOPCKHE peMapKu. Bapumaius OTKpBIBAeTCs IIECTHAANATHIMU JJTUTEIHHOCTSIMU
C JIOIIOJTHUTEJIbHBIM JIPOOJIEHNEM KaK/IOM CUETHOH JOJIM Ha IIeCThAEeCSITUYETBEPTHIE.
ATOMY UYpe3BbIUATHO MEJKOMY JEeJEHUI0, OUEBUIHO, ITOpydYeHa (QYHKIUS MeTpude-
CKOM crabuimsaruu, uyto byses nepemaer pemapkon régulier. Kak TOIbKO B TpeThbeM
TaKTe BMECTE C IJIABHBIM JINTHAMUYECKUM PUCYHKOM JPOOHOCTH HCUE3AET, ITOSBIISIETCS
yKasaHue tres irrégulier, 1 HOBBIT pasziesl BAPUALNY HATIOTHSIETCS CHOHTAaHHBIMU CMe-
HAMU IMTHAMUKY U aK1leHTOB. Cpe/ICTBa JOCTHKEHUS UPPETYJIIPHOCTH Pa3HOOOPA3HBI
1 OXBATBhIBAIOT HECKOJIBKO ITapaMeTpoB. HecTabrIbHbBIN JUHAMUYECKUH TPOGUIIH CTa-
HOBUTCS CJIEJICTBHEM PE3KUX IEPEKTIOUeHN TPOMKUX U TUXUX HIoaHCcOB. Obe rpajia-
WY 3ByYHOCTH UMEIOT I10 /IBA BapuaHTa: f — ff U p — pp, 4TO 0OBACHIETCS COOOpasKe-
HUSIMU MPAKTHYECKOTO XapakTepa. PazHuIa B 0JluH HIOAHC 00yCIOBIEHA Pa3TMUYHOU
CUJION JIaBJIEHUsI CMBIUKA Ha CTPYHY IPH €ro JIBU’KEHUU BBEPX WJIU BHU3: JBIKEHUE
BBEPX Bcerya cabee, a ABMIKEHNE BHU3, HAITPOTHUB, CUJIbHEE U €CTECTBEHHEE.

JluHaMHU4UecKoe cBoeoOpasue CyIECTBEHHO ycyTyosisieTcs: (paKTypHO-pUTMUYE-
CKMM mapaMeTpoM. EuHutielr n3aMepeHus, Kak U B IIPEIIIECTBYIOIIEM, PETYJISIPHOM,
pazgene (régulier), ocraercs mectHaaaTas. CJI0KHOCTD IS UCIIOJTHEHHS CO3/1AI0T
dopruiaru, MpUMbIKAOIINE B UPPEryJsIpHOM (irrégulier) pexxuMe K HEKOTOPHIM U3
OCHOBHBIX HOT. B TPOTHBOBEC CTPYHHO-CMBIYKOBOH TPAAUITUH, ITPEIITUCHIBAIOIIEN HC-
ITOJTHATH (hOPIIUIAT C OCHOBHOM HOTOM HA OJIMH CMBIYOK (0OBIYHO IO, JTuroi), byses
B KaKJIOM CJIydae pasjiesisieT uxX. TeM caMbIM CKpUIIavyy IIPUBUBAETCS HOBBIN UTPOBOU
HAaBBIK, CBS3aHHBIA ¢ KOOp/IMHAIIMEH. BHe 3aBUCIMOCTH OT KPaTKOCTH 3ByYaHust Ghop-
IIJ1ara Ha HEro PaclpoOCTPAHSAETCs TO JKe JUHAMUUYECKOE ITPABUJIO, YTO U HA OCHOBHYIO
HOTY — BBEPX CMBIYKOM THIIIE, YeM BHU3. [Ipu 5TOM Ipe/iiecTBOBATh (POPIILIIATY MOKET

3 Goldman J. Understanding Pierre Boulez’s Anthémes [1991]: ‘Creating a Labyrinth out of
Another Labyrinth’. Montréal: Université de Montréal, 2001. P. 122.
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IIpumep 1. Anmempt I, Hauao TpeThel Bapuanuu (TT. 46—64)

HOTa JII000T0 U3 YeThIpeX BApUAHTOB JUHAMHUKH U HaIpaBJIeHUs cMbIuKa. Eiie oyiHa
IIITPUXOBAsT KOMOWHAIUS BKJIIOYAET B ceOsl HECKOJIBKO JIBHKEHUH B OTHY CTOPOHY —
TOJIbKO BBEPX HJIU TOJIBKO BHH3. 3/1€Ch TAKKE €CTh JUHAMUUECKas aJIbTePHATHBA: JINOO
CO CMEHOH HI0aHca, JTU0O ¢ ero coxpaHeHreM. Hanbosiee mapaioKCaIbHbIM KaXKeTCs
JIBIPKEHHE CMBbIYKA JIBAK/IBI BBEPX, CHAUaJIa B HIOAHCE piano (OCHOBHAS HOTA), 3aTeEM
Ha forte (popiwuiar) B TakTe 54 (IIpumep 2), IOCKOJIBKY TAKOE COUETAHHUE, ITPOBOIUPYSI
«TIOJIOMKY» HEHPOHHBIX CBsA3€l, OJIOKHPYET UTPOBYIO MHEPIIHIO.

v VVI"I
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Ilpumep 2. Aumemvl I, T. 54
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K ckazanHoMy /100aBUM mapy HaOJIIOIEHUH, KacaloIMXCs B3aHMMO/IEHCTBUSA
3BYKOM3BJIEUEHUs U JUHAMUKH. B JIOMIOJIHUTEILHOU peMapke Bynes mpocut ckpu-
1ava y/UIMHATh TPOMKHE M YKOPAauUMBaTh TUXHE 3BYKH B COOTBETCTBUHU C TPEOYEMOM
MHTEHCUBHOCTHIO. CTOUT OTMETHTD, UTO caM I10 cebe mapaMeTp BeAeHHsA CMbIUKa
IIOJIHOCTBIO HPPETYJISIPEH.

3 Bcero cka3aHHOTO MOKHO BBIBECTH TPH IPaBMJIa PUTMO-IHMHAMHYECKUX
OTHOIIIEHUH B TPETheH Bapualiuu AHIMeMOo8:

1. HoTbl, ucIio/THsAeMbIe TOAPSA/ B pa3Hble CTOPOHBI, BCETA ITOIUHMHAIOTCS

IIPABUJIY «BBEPX CMBIYKOM THIIIE, YEM BHU3».

2. HoTbl, ucmosIHsAEMble B AUHAMUKe forte, MOJKHBI 3BydaTbh JIJIMHHEE,

YyeM HOTHI B HIOAHCE piano.

3. OcHOBHBIE HOTBHI, Oepylnuecss BHU3 CMBIUYKOM, BCErJa KCIOJIHSIIOTCS

B IUHAMUKE fortissimo.

[TepeurciieHHbIE IIPABUIa COBEPIIIEHHO ONPEAEIEHHO YKAa3bIBAIOT Ha MOCIIE/O-
BaTeJIbHO-PAIMOHAJIBHBIN ToAX0A Byse3a Kk opopMIEHHUIO AUHAMUYECKU-IIITPUXO-
Boro npoduisa. Yepes yrpasiieHne AeHCTBUAMU CKPUIaya KOMIIO3UTOP HACTOJIBKO
JIOCTOBEPHO MOZEJIUPYET aTAKCUIO, YTO BU3YaJIbHOE BIIEUATIEHHE OT UCIIOJTHEHUS Ha-
BEBaeT MPE/TOJIOKEHUS 0 HEIPOU3BOJIbHBIX, CIIa3MATHUECKHUX UTPOBBIX JBHKEHUAX
My3bIKaHTa. B IMOJIHOM Mepe JOBEPHUBIIHNCH 3ajaHHOHN Bysie30M orepaiirioHaIbHOCTH,
CKpHIIa4, HECOMHEHHO, TpaHCHOPMHUPYET COOCTBEHHBIN JBUTATEIbHbIN allapar.

Cnel;ua/leble KOMNO3UUUOHHbLE 3adauu

B Anmemax MeHyXUH OTMeUYaeT, IOMHUMO IIPOYET0, CKPYITYJIE3HO JeTaTN3H-
POBAHHOE U BBIBEPEHHOE ITHChMO, XapaKTEPU3ys ero BhIpaskeHHeM-0KCIOMOPOHOM
«“HecTabupbHO” cTabmIbHO» («Je n’ai jamais vu “stable” instable» [2, p. 429]). bes-
yCJIOBHO, Bysie3 jjajt moBo/| K TaKOMy UPOHHYHOMY CJIOBECHOMY 000POTY: B3ATH XOTS
OBl ero pemMapky B T. 92 assez irrégulier, mais rythmique («o4eHb UPPETYJISPHO,
HO PUTMUYHO»), TaKXKe He OcTaBlIyiocs 6e3 BHUMaHusA MenyxuHa. J[ymaercs, 4To
B ciryyae AHmemo8 I u30bITOK YKa3aHUH B My3bIKaJIbHOM TEKCTE HACTOJILKO CUIIBHO
OTPAaHUYMUBAET CBOOO/Y HCIIOJTHUTESA-BUPTY03a, UTO IIOJABJISIET €r0 BOJIIO, UCITBI-
ThIBasi CKpHITaya-KOHKypPCaHTa U30IPEHHBIMU «IIOPYYeHUsIMHU». IHBIMU CJIOBAaMH,
’KeCT KOMIIO3UTOPa B AHIMeMax MepBUU€eH 10 OTHOIIEHUIO K JKECTY UCIIOJTHUTEJIS.

OfHO U3 3BaMETHBIX CBOMCTB AHMeM08 — HeyZ00CTBO UX Pa3yduBaHUsS. ITO
TeM OoJiee CTPAaHHO, YYUTHIBAsl TO, YTO HAOOp IPUEMOB U TEXHUYECKUX TPYAHO-
cTel Thechl OIPaHUYEH W Jla’Ke BechMa TpaJuIliOHeH. B Hero BxomsaTr legato,
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staccato, ricochet; Tpeyiy, akKOp/bl, Maccaku. TeMOpPOBYIO MaJIUTPy OOOTAIAOT
JIOKQJILHO MCIIOJIb3yeMbIe IIPUEMBI TyTHccanio u sul ponticello. B Anmemax He Hai-
T MUKPOTOHOBOCTHU M PACIITUPEHHBIX UTPOBBIX TEXHUK. M Bce ke mbeca BpeMeHa-
MU HAIIOMUHAET CJI0KHBIA pedyc, 4eM, BEepOsITHO, U YBJIeKaeT CKpUIlaya.

He mMeHee BHUMATEJILHOTO IIPOUYTEHUS U QHAJIUTHYECKOTO TOTPYKEHUS Tpe-
OyeT 3BYKOBBICOTHBIN ILIacT. Bompoc mojbopa anmiukaTypbl JIEKUT HE B ILIO-
CKOCTH HCIIOJIHUTEJbCKUX IPEINIOUYTEHUN, KaK 9TO OOBIYHO ObIBaeT, — a MUMEHHO:
TeMOpa CTPYHBI, KauecTBa apTUKYJIAINH, y/I00CTBA MJIN KPAaCOThl UHTOHUPOBAHUS, —
a B caMOU BO3MOKHOCTU BOCIIPOM3BEJIEHUS TEKCTA, ero «urpabeabHoctu». IIpose-
MOHCTPHPYEM 3TO Ha KOHKPETHOM IIpuMepe. B ynmomMsaHyTo# TpeThell BapUaIlii eCTh
JIBYXTOJIOCHBIA 3JIEMEHT, COCTOSAIIUN U3 JJIMHHON TPEJN U TPEX3BYUHOTO MOTHBA
oz iuror. HenmpepsIBHOCTh MEJIOIMYECKON JIUMHUM BBIHYK/IA€T HUCIIOJHSATh TPEJIh
KpaiiHe HeOOBIYHOM /I CKPUIIUYHON IMPAKTUKU ANIUIMKATypPOH — uepe3 MaJiell.
[TporyieHHbIA TTaJIel] TEM BPEMEHEM U JIOJDKEH CBA3HO IpoBecTu mesionuio. Co-
IIPOBOZK/IAeTCsl OTOT BJIEMEHT peMapKoil bysesa «c¢ 60JbII0ON THOKOCTHIO», UTO MO-
’KeT, IOMUMO arOTUKH, HaMeKaTh U Ha TUOKOCTh nastblieB (IIpumep 3).

avec beaucoup de filexibilité
> pOSs. nat.
i freasan

= néné#é@“—f

1ni¥e

1

v il

IIpumep 3. Aumemnwt I, T. 58 (anIUIMKaTypa aBTOpa CTAaThH)

Yto ke 9TO, Kak He (opMupoBaHue HOBOro pedsekca? Meryaum MeHyxuH
0 TaKOM ’Ke HeyJ00CTBe B IIepBOM BapHaIlUM IHUCAJI: «...eCTh JBOWHBIE HOTHI, KO-
TOpBIE TIOUYTH HEBO3MOXKHO YAEPKHUBATh, Y?2K€ B TPETHEM TaKTe 3TO CJIOKHO — €CJIN
TOJIBKO BbI He JlonyckaeTe HeOOIBIINX I1ay3 B BEJIEHUH T'OJIOCOB» [2, p. 430]. Jlio-
OOIIBITHO, YTO OIKCHhIBaeMble (pparMeHThl BAPUATUBHBI HE TOJIBKO C TOUKH 3PEHUS
3BYKOBBICOTHOCTH U perucrtpa. [J1aBHBIM 00pa3oM BapHaTUBHOCTD IIPOCIEIKHUBAETCS
Ha YpOBHE allIUIMKATyPhl: Ha C€H Pa3 B XO/ie 3ByUaHU TPEIU HY>KHO H3MEHHUTH KOM-
OWHAIUIO AJIbIIEB.
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JIoToOJTHUM TIepeueHb TOJIOBOJIOMHBIX 0COOEHHOCTEH AHmMeMo8 ele OJHUM
HabJTIo1leHneM MeHyxuHa, Ha cei pa3 0 BTOPON — MUIIITUKATHOU — BapuaIuH Ibe-
cel (ITpumep 4). V13-3a PUTIYIIEHHOTO 3ByYaHUs pizzicato Ha CKPUIIKE, HECMOTPSI
Ha XapaKTepPUCTUYHOCTh, — HE CaMOJIOCTATOUHBIN IIpueM. B BUPTYO3HBIX Hbecax
POMAaHTHYECKOTO TIJIaHA OH OOBIYHO KOMOUHUPYETCSA € JIPYTUMH. BCIIOMHUM JIUIITH
HECKOJIBKO IIPUMEPOB MUCHOJIb30BAaHUSA ITOTr0 IIpHeMa U3 POMAaHTUYECKOT0 pernepry-
apa: BUPTYO3HYIO BapuaIuio u3 o6paboTKH MpJiaH/cKol mecHu «IlocyieaHsiss po3a
sieta» I'eHpuxa JpHCTa, T/ie TeMa, U3JI0KEeHHAas pizzicato, COPOBOXKIAAETCS apIie/i-
)KUPOBAHHBIM aKKOMIIAaHEMEHTOM, HUCIIOJIHAEMbIM CMBIYKOM; (pparMeHThl U3 VHT-
POAYKIIMY U BapUalui JJIsi CKpUIIKU 010 Ha TeMy Nel cor piu non mi sento u3 ome-
pol k. I[lansuemsio «lIpekpacHada menpHuunxa» Hukkosio Ilarannau. MeHyxuH
CYUTAET HEOOXOIMMBIM YCJIOBUEM IITUIMKOBOTO 3BYKOU3BJIEUEHUS B MUIITUKATHOU
BapHaIuu AHMeMo8 MONCK Pe30HAHCA, ITOX0KET0 Ha «BEHTePCKUM “IIUMOaIOH” »4.

Rapide Jl= 156, trés rythmique, rigide
pizz. ) h: [, o
.

15

43 Libre ghss.
be yee 2 A A patrr ity e sim__ 3/ A
e - - = ﬁ
I8 ) — e & P— q;-u-__'—— -
4 >prep i d I T
rPPP = PPPP PPP =>PPPP

IIpumep 4. Aumemut I, BTOpas Bapuanysa

4 B opurunase «dun “cimbalon” hongrois». BeposiTHO, UMeIOTCsI B BU/Ty BEHTePCKHE ITUMOaJTbI.
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I[OCTI/I)KGHI/IG I'POMKOI'O HIOAHCA B 6I)ICTpOM TeMIIE, O4EBHUIHO, BOSMOXKHO TOJIBKO
IIpHU TaKOM IIOJAXO/E. BHATHOCTDL aTaku pizzicato H II0JITHOTA 3BYYHOCTHU 3aBUCAT OT
OIIpeAC/IEHHbIX ITIO3UITHNOHHbIX pel_I_IeHI/Iﬁ B JIEBOU PYKeE, TO €CTb OT'PaHUYEHUA BbICO-
ThbI IIOSHUIINU U BbI60pa 0oJ1ee 3BOHKHX CTPYH.

3axaroueHue

«CBsIIIIeHHBIH MOHCTP» [16, p. 148] — Takoro TUTyJ1a y/I0CTOWI PUTYPY BUP-
Tyo3a MenyxuH. [IpuMeHUTEIFHO K AHMeMam MOXKHO YTBEPK/1aTh, UTO POMaHTH-
YyecKas BUPTYO3HOCTh, IOHUMaeMas Kak «0e3rpaHnYHas MOIIb YeJIOBeKa-MalllHbI,
JIEMOHCTPUPYIOIIEr0 HOBbIE M Bce OoJiee IMOTpsicalolie TeXHHYEeCKHe BO3MOXKHO-
ctu 6e3 MaJIeHIuX yCHIHH...» [17, p. 117], CBOAUTCA HA HET, U II03TOMY T'OBOPHUTH
O CIleHHYecKOH a00JiecTu Telepb He uMeeT cMbIcyia. dddeKTa «YKPOIIeHUs» Ma-
Tepuasia, BbI3bIBAIOIIETO0 OJHOBPEMEHHO U CUMIIATHUIO, U HMIIATUIO CJyIIaTesel, He
npoucxoauT. Hekoria OpITOBaBIIIEE TPE/ICTABIEHNE O BO3BBIIIIEHHON BUPTYO3HOCTH
«CJIMSTHUSI MCIIOJIHUTEJISI C HHCTPYMEHTOM»® IIOABEPraeTcss KPUTHYECKOU OIEHKE.
KommnosuTop nepecTtymnaeTr rpaHUIly « BO3BBIIIIEHHOTO», IIO/ITAJIKUBASA UCIIOJTHUTEIS
K JUCTAapPMOHUYHOMY CI[eHUYECKOMY ITOBeZleHHI0. Eciim He apTHCTHYecKOU Oesy-
MIPEYHOCTHIO U MOTEHITUATILHON CUMIIaTHEN, TO YeM JKe OIpaB/JaHa HOBas BUPTYO3-
HOCTb AHmMemos?

[IpuBeneHHbIE BBIIIIE apTYMEHTBI, KacaroIuecs TEXHUUECKOU CTOPOHBI MbECHI,
yOekIaloT B ee YIVIOBATOCTH U TPYAHOCTH. Be3ycJI0BHO, UCIIOJTHUTEIBCKUE CJIOMKHO-
CTU CJIy»KaT CPEACTBOM pACIIUPEHHs JIOMEHA BUPTYO3HOCTU. Bo-miepBbIX, OHU bOp-
MHPYIOT OIIBIT IOTPY?KEHUsI B HOBBbIE UTPOBBIE COCTOSHUS; BO-BTOPBIX, O0OraImaroT
Y PACIINPSIOT CIIEKTP pedIeKCoB cKpHrIada 06s1aroiapss MHOTOKPATHBIM OBICTPBIM ITe-
PEKJTIOUEHUSIM TPUEMOB, KOTOPbIE HEBO3MOKHO CIIPOTHO3UPOBATh U JIOBOJIBHO TPY/I-
HO 3aIIOMHUTH (HecaydaiiHo MeHyXUH BhIpa3uy COMHEHHE, UYTO IIbecy OYy/yT HCIIOJI-
HSATH 110 IAMSATH); B-TPEThHUX, OHU IIPEJIaraloT CKpUIavy MyTellleCTBHE 110 MapIIPyTy
CIOPIIPU30B U OTKPHITHI. Kak pe3toMupoBas MeHyxHH, ITbeca TpeOyeT «JIOBKOCTH yMa
U IajbleB» [2, p. 430]. U Bce ke BUileHHE KOMIIO3UTOPOM CBOETO JIETHINA, CYASA I10
COXpaHUBIIIENCS ayIMO3AIINCH €ro MaCTep—IoIacca6, MHOE, eCTECTBEHHOE HACTOJIBKO,
HACKOJIBKO CBUJIETEJIBCTBYET HENMPUHYKJAEHHOE HalleBaHUE ITaccakedl U3 HapOYUTO

5 VanderHamm D. The social construction of virtuosity: musical labor and the valuation of skill
in the age of electronic media: Diss. PhD. Chapel Hill: University of North Carolina, 2017. P. 9.
6 ClaudiaSchaerViolin. Pierre Boulez discusses Anthémes I, with violinist Claudia Schaer

[Video]. 05.01.2017. YouTube. https://youtu.be/shgFRgx2-sA?si=YKNpNqlvIoKEowdW
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MHCTPYMEHTIHLHOU MapTuu. JlymaeTcs, Ta OPTaHUYHOCTD U JIETKOCTh, ¢ KOTOPOU By-
Jie3 9TO JieJIaeT, yCTaHABIUBAET IUIAHKY BUPTYO3HOCTU M OJTHOBPEMEHHO BCeJsIseT Ha-
JIEK/Ty, YTO JI0 Hee BO3MOXKHO JIOPaCTH.
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CBezenus 00 aBTOpE:

HeBynkaa Cogba AsekcaHApPOBHA — acnupaHt, Kadeapa
QHAJIUTHUYECKOTO0 My3bIKO3HAaHU:A, Poccuiickasa akazieMuss My3bIKM UMEHHU
I'mecunsbIx.
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