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CeropiHg MBI IIpe/ylaraeM BHUMaHUI0
yyTaTeJ e U KOJIJIeT HOBBIY POCCUUCKUM
TYMaHUTapHBIU HayYHBIN )KypHaI
HWKOHU/ICONI. Ero rmostHOe pa3BépHYTOE
HanMeHoBaHUe «HcKyccTBO. KyabTypa.
O6pa3oBaHue. HayuHsle Hccae0BaHMI»
OTpa’kaeT OCHOBHBIe HallpaBJIeHUs
CoZlep KaHU.

ABTOPDEI IIEPBOTO BBIITYCKA
cGOpPMHUPOBAIU TEMATUKY U OIIpeJe/IUIN
KOHIIEMITNI0 U3TaHWsI CBOUM MHTEPECOM
K IIpo6jieMaM B3aMOJeHCTBUS UCKYCCTB,
pacmpocTpaHeHN0 HHGOPMAITUU POCCUUCKUX
HCCIIefioBaTes el B IIIUPOKOM reorpapuyecKoM
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IIPOCTPAHCTBe, MHTErpalii HayYHOI'0 3HaHUSA
MeXKIy YUEHBIMHU pPasHBIX CTpaH
U Ipodeccrui, BKIIFOUEHUI0 UCCIe0BaHUN
13 00JIaCTH Pa3HBIX BUO0B UCKYCCTBA
B KYJIbTYPHBIH, UCTOPUYECKUN
" obpa3oBaTebHBIN KOHTEKCT.

Py6puKu sKypHaJia OTpa>kKaloT OCHOBHOM
€ro KOHTEHT: II03BOJISIFOT OBITH IIOCTOSTHHBIMU
y4aCTHHUKaMU IIPOeKTa KaK UMEeHUTHIM
YUYEHBIM, TaK ¥ MOJIO/IBIM HCCIIe/l0BaTeIAIM
u3 Poccuu 1 3apy6e’KHBIX CTpaH.

Pasnesnbl «®@u0coPUa ¥ UCKYCCTBO3SHAHUE,
«Mys3rbIka U JKUBOIIUCH», «TeaTpasbHOE
HCKYCCTBO», «KHIKHasg rpadpukar,
«9THOMYS3BIKOJIOTUS» U IP. OCBEIalT
BOIIPOCHI CUHTE3a U MeXKIUCITUILIMHAPHOI0
B3aMMO/eICTBY, HeCYT HOBBIE 3HAHUA

0 MUpe, YesIoBeKe, 00pasoBaHUU U KyJIbTYyPeE.
Ocoboe BHUMaHUe KypHaJI IIpe/IioaraeT

yAe/JaUThb COCTOSIHHIO COBPEMEHHOI'0 HCKYCCTBaA:

MY3BIKa, )KUBOIIUCH, TeaTp, KHHO,
KHIDKHBIY TU3aliH, paboThl GOTOXYL0KHUKOB.
Uepes UHTEPBBIO C MacTepaMH U I10Ka3
HuX paboT XypHaJI 0y[eT 3HAKOMUTH
quTaTesed C IPKUMU U BBIJAI0IINMICI
SIBJIEHUSIMHU B pa3HbIX BUJIaX UCKyCCTBa
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«POTOBBICTaBKaA» U JIP.).
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WHHOBAITMOHHOU JeSITeIbHOCTH, 6JIM30CThHIO
TEOPHUH K IpaKTHKe, 00pa3oBaHUIo,

Art and Scholarship
without Boundaries

Today we offer to the attention of the
readers and colleagues the new Russian
humanitarian scholarly journal ICONI.

Its full unfolded title “Iskusstvo. Kul'tura.
Obrazovanie. Nauchnye issledonaniya”
[“Art. Culture. Education. Scholarly
Research”] reflect the main directions

of its content.

The authors of the first issue have formed
its topic range and have determined
the conception of the edition in their interest
in the issues of interaction between the arts,
dissemination of information of Russian
researchers throughout a wide geographical
and international educational space,
integration of academic knowledge between
scholars of various countries and professions,
incorporation of research works from the fields
of the different arts into the cultural, historical
and educational context.

The respective sections of the journal reflect
its main content: they allow both celebrated
scholars and young researchers from Russia
and other countries to present themselves
as regular participants of the project.

The sections “Philosophy and Art Studies,”
“Music and Painting,” “The Art of Theater,”
“Book Graphics,” “Ethnomusicology”

and others elucidate questions of synthesis
and interdisciplinary interaction, bear new
knowledge about the world, the human
being, education and culture. The journal
proposes giving special attention to the state
of contemporary art: music, painting, theater,
cinema, book design, and the works of photo
artists. Through interviews with the masters
and demonstrations of their works, the journal
will acquaint the readers with brilliant

and outstanding phenomena in various arts
(in the sections “The Picture Gallery,”

“The Contemporary Composer,” “Photo
Exhibition,” etc.).

The journal ICONI was formed within
the domain of scholarship of institutions
of higher education with its diverse forms
of innovational activities, the closeness
of theory to practice, education,
interdisciplinary contacts and connections with
young people. This is also supposed
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MeXIUCIIUIIMHAPHBIMU KOHTaKTaMH

U CBS3BI0 C MOJIOZEKBI0. ITO TAKXKe [0J/DKHO

CTaTh OTJIMYUTEJIbHOM CTOPOHOM U3JaHUd —

He TOJIbKO ITyOJINKYIOIEero akafieMruuecKue

CTaThH II0 IIpo6IeMaM TyMaHUTapPHBIX

HCCJIeIOBaHUM, HO ¥ OTKPBIBAIOIIIETO

IITUPOKYI0 TPUOYHY BeAYIITUM IIpodpeccopam

(IIMKJIBI aBTOPCKUX KYPCOB), IleflaroraM-

pedopMaTopaM (MHHOBAIMOHHBIE IIPOTrPaAMMBI

U MeTOJUeCKHe pa3paboTKH), aclIupaHTaM,

CTyJleHTaM — Y4aCTHHUKaM U II00eJUTeIsIM

KOHKYPCOB Hay4YHBIX U METOJUUECKUX PaboT.
NKOHMU — >KypHaJI OTKPBITOIO LOCTYIIA.

B cocTaB ero 00 beMHEHHON peKOJIIIETUHA

U peJlaKIiM BXOIAT yUéHble U3 Poccuu

U 3apy6e’KHBIX cTpaH. JKypHaJ pelrieH3upyeTcs

U TOTOBUTCA K U3JaHUIO B COOTBETCTBUU

C HOpMaMHM U CTaHLapTaMU Me>KIyYHapOIHbBIX

npaBwI 0QOPMIIEHUS JaHHBIX

IJIS1 HAYKOMeTpHUYeCcKUX 6a3

(IpaBuIa [y aBTOPOB CM. B KOHIIE KypHaJIa).

H3maHue OCyIeCTBIIAETCS Ha COBOKYIIHBIE

Cpe/CTBa U I10KepTBOBaHMUs aBTOPOB

U yupeguTesieil B KHMDKHOU U 3JIeKTPOHHOM

Bepcusx. [locaeqHss II03BOJIsIeT pasMeliaTh

ayayo- ¥ BU/leoMaTepHuasibl, 00MeHUBAThCS

Ha caliTe KyJIbTYPHOU MHQOpMaIHeN.

IIpuriaamntaeMm
K COTPYSHHYECTBY!

I'nasmvlil pedakmop

poccuiickozo xcypHana HKOHH

akademuk PAE, 00Kmop uckyccmeogeoeHus,
3aca. desm. uckyccme PP u PB, npogheccop
Hatimyxamemoga JItoomuna HukonaesHa

i2018n@yandex.ru
Whats App +43 664 521 35 71
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to become a distinctive feature of the edition,
which not only publishes academic articles
concerning issues of humanitarian research,
but also opening a wide tribune to some
of the leading professors (cycles of authorial
courses), reformers among pedagogues
(innovational programs and methodological
elaborations), students and graduate
students — participants and winners
of competitions of scholarly
and methodological works.

ICONI is a journal of free and open access.
Its united editorial board and editorial staff
is comprised of scholars from Russia
and other countries. The journal
is reviewed and is prepared for publication
in correspondence with the norms
and standards of international regulations
of formatting data for scientometric databases
(see Rules for Authors in the back pages
of the journal). The edition is carried
out through combined financial contributions
and donations of the authors and founding
members in print and electronic versions.
The latter makes it possible to publish audio
and video materials, as well as to share cultural
information on our website.

We invite everybody
to cooperate with us!

Editor-in-Chief

of the Russian journal ICONI

Academician of the Russian Academy

of Natural Sciences, Dr.Sci. (Arts),

Merited Activist of the Arts of the Russian Federation
and the Republic of Bashkortostan,

Professor Liudmila N. Shaymukhametova

i2018n@yandex.ru
Whats App +43 664 521 35 71
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I'Hoceos10rusa
KaTapcHuca

[TpousBemeHMe UCKYyCCTBA Uepes
Iepe’KUBaHKe KaTapCU4YeCKOM sMOITUH,
60JIb TOTPACEHUS TOOYIKIAET PEITUITHMEHTA
K II03HaHUIO0 — TBOPUYECTBY. MICKycCcTBO —
IIPOBO/IHUK JKHU3HETBOPUYECTBA, IIOMOTak0IINI
4eJI0BEeKY COBepIIaTh MeTapHU3nudecKoe
YCHJIHE II0 IIPEO0JIeHUI0 OTUYas HHUS.

B pesysibTaTe IIpoBeAEHHOIO UCCIeL0BAHUA
paspaboTraHa MOfieJIb BOSHUKHOBEHUS,
pasBUTHA U pean3alili KaTapCUu4eCKou
SMOIIMHU. Bce 3/1eMeHTHI MOJie/Id BHYTPeHHe
B3aUMOCBSI3aHbI U B3aUMO0OYCIOBJIEHB],
HaxXoJATCs B HaJIore II0JIIPHOCTH
TIPOSIBJIEHUM, MHTEHCUBHOCTH 3MOLTUH,

B IIPUYUHHO-CJIE[CTBEHHBIX CBA3IX,
B COYeTaHUU MHBAPUAaTHOM U BApUaTUBHOU
YacTeu.

Copmepr>KaHue U peanusanys YpoOBHeN
Iepe’KUBaHUA KaTapCU4YeCKOM 9MOIINHU
PacCKpBIBAIOTCA B AMaJIOre IIOJISPHBIX
IIePBOOCHOB 9K3UCTEHIIMU: CTPaxX — PajfoCThb,
coCcTpalaHue — HacJaaK/ieHue, CMepTb —
BO3POXKZeHUe. ITO U COCTABJILET CoOfeprKaHue
U CMBICJIOBOE 3HaUeHMe KaTapCcuca.

HckyccTBO He MCUepIILIBAeTCS
KaTapCHYeCKHUM BO3/IeMCTBHEM B CMBICJIE
OYUIIIeHNs], [JJaABHOEe — B BOSHUKHOBEHUU
HeIIPeoJ0JIMMOI0 KeJIaHU 1eITeIbHOCTH-
TBOpYecTBa. TO eCTh pellels IPOU3BeeHUA
HCKYCCTBa — TPYZ ¥ TBOPYECTBO, OTKPHITHE
JIy4lIllero B cebe, posKIeHHe CO3HULaTeTbHOTIO
Jlapa, BOSHUKHOBEHUE ITI0TPeOHOCTH
TBOpUYeCTBa-esIHUS.

Ha cyIIIHOCTHOM ypOBHE KaTapCHUC ABJIAETCI
pasBg3KoU KOHQIIMKTA, paspelleHueM
IIPOTUBOPEYH Yepe3 TBOPUECTBO aBTOpa U
IIPHOOIIleHHe 3PUTEJIS K BBICIIIEMY YPOBHIO
IIOHUMaHUS U UyBCTBOBAaHUS JKUSHEHHBIX
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The Gnoseology
of Catharsis

A work of art induces the recipient towards
cognition and creativity by means
of experience of cathartic emotion and the pain
of convulsion. Art is a guide for life creativity
which helps people make a metaphysical
effort for overcoming despair. As the result
of the conducted research a model has been
developed of the emergence, development
and realization of cathartic emotion.

All the elements of the model are inwardly
interconnected and mutually connected
and are in the condition of a dialogue between
the polarities of manifestations, the intensity
of emotion, in a cause-and-effect relationship,
in the connection of the invariant with
the variant parts.

The content and realization of the levels
of experiencing cathartic emotion are disclosed
in the dialogue of polar opposite fundamental
principles of existence: fear vs. joy, compassion
vs. pleasure, death vs. revival.
This is what comprises the content
and semantic signification of catharsis.

Art is not exhausted by cathartic impact
in the sense of purification, the most
important thing is in the emergence of the
insurmountable desire for creative activity.
In other words, it is the reception of a work
of art, the effort and artistry, the disclosure
of the best in oneself, the generation
of the creative gift, the emergence
of the necessity for creative activity.

On the essential level catharsis presents
the outcome of the conflict, the resolution
of the contradiction by means of the author’s
creative insight and the admission
of the audience into the highest level
of understanding and sensation
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KOJUIU3UM. ITO UMEHHO 3CTeTHYEeCKOe
OTHOIIIeHHE K MUPY, CO3/laBaeMoe
BOCIIPUATHEM UCKYCCTBA.

Xymo>KeCTBEHHBIN OIIBIT TAET BO3MOKHOCTh
paspellleHus BEUHbIX IIPOTUBOPEUN -
QHTUHOMMM KU3HU KaK 6€CKOHEYHOTO
Ipolfecca IIOKMCKa pelleHtl HepellaeMbIX
mpo6JseM ¥ UHOTO BUJIEHUS YKHU3HU U eé
CMBICJIA.

KiroueBrble cioBa:

KaTapCHC, THOCEOJIOTHS, UCKYCCTBO,
TBOPYECTBO, KOHQJIUKT.

of the conflicts of life. It is particularly
an aesthetic attitude towards the world
created by perception of art.

The artistic experience creates
the possibility of resolving the eternal
contradictions-antinomies of life as an infinite
process of search for solutions of insoluble
problems and an alternate perception
of life and its meaning.

Keywords:

catharsis, gnoseology, art, creativity,
conflict.
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HOCe0JIOTUYeCKUM IOTeHITHasl TBOpYe-

CTBA ¥ UCKYCCTBA B IIOCTH)KEHUU YHU-

BepCaJbHBIX BOIIPOCOB OBITHS 3aya-
CTYIO BBIIIIE, UeM Y OKPY KaloIlle uesioBeKa
peaJIbHOCTH, TaK KaK TOJIbKO B TBOPUYECTBE
U HCKYCCTBEe Uepe3 IepeKUBaHUe KaTap-
CUYeCKOU 3MOIIMM BO3MOJKHO paspelleHne
He paspelIvMbIX B )KU3HU IIPOTUBOPEUYNI
U KOHQJIMKTOB C BOSHUKHOBEHHEM HOBBIX
CMBICJIOB OBITHS — ITOCTHKEHUS MUPA, cebs
u bora. I103TOMy THOCE0JIOTHUYECKUHU acIleKT
HUCCJIeJOBaHUS KaTapcuca IpeiCTaBIseTCs
Ype3BBIYaHO Ba>KHBIM.

KaTtapcuc — 3To, C 0fHOM CTOPOHEI, sIBJIe-
HUe UTOT0BOE, HO B TO K€ BpeMs — O4YeHb
OTUHaMUYHOe, II0/Jalolleecs PasBUTHI0 U
MOTYIIlee CyIlleCTBOBaTh TOJILKO B IIPOIleC-
ce pasButud. IIo I'M. HasJiosHy, KaTapcuc
CYIIeCTBYeT B HeOOXOJUMBIX YCJIOBUSIX
OTUAJIOTUYHOCTH, CAMOUJeHTUPUKAIIUU U
urorosoctu [11].

BoIpocsl AyXOBHOM IPUPOALI KaTapCU-
ca IPOSIBJISIFOTCS, KOTZa Mbl obpalaeMcs K
3THUMOJIOTHH CJIOBA. «KaTapcuc MpouCXoIUT
B MOMEHT BO3Bpall[eHUs U3 TOTO, UYTO MO-
’KeT OBITH Ha3BaHO METAIPOCTPAHCTBOM, B
cebs1, K cebe, B CBOE IIOBCEJHEBHOE TeJIO...
TaxuM 06pasoM, KaTapCUC — 9TO IepPeKU-
BaHMe COOCTBEHHOM Irubesy B peaJbHOCTH
WHOTO U II0C/IeYIOIIero BOCKpeCeH!s U Ha-
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XOKIeHUs cebsd B UCTUHHOM peaslbHOCTH
cBoero OnITHSI» [10, c. 45-46].

OTMeTHM, UTO B TPeYeCKOM SI3bIKE eCTh
IlBa CJI0BA, KOTOpPble IIPU TPaHCKPUOH-
POBaHUHU Ha PYCCKHUH MOYXHO IlepenaTh
OJIMHAKOBBIM IrpadrUUueCcKUM KOMILIEKCOM
«KaTapcuc». IHTepeCHO TO, YTO OJLHO U3
9THX CJIOB B TPeUYECKOM SI3bIKe O3HaudaeT
«IIpAYa», «IIPUCTaHb», a APYTOe — «O0YHU-
IIeHUe», «03[0POBJIEHHE», «BO3BBIIIIEHUEY.
Hcxong U3 BHEIIIHEro CX0/ICTBA TPeveCKUX
cy10B, C.A. MaKypeHKOBa JiejiaeT BEIBOJ, U O
CMBICJIOBOM eIUHCTBE 3THX JIEKCEM, KOTO-
pble IPOCTPAHCTBEHHO BBHIPA’KaroT UEI0
ouuleHus. «OUunIleHrue — 3TO BO3Bpallle-
HUe JOMOHU... IpUYaJInBaHUE K POLHOMY Oe-
pery. 3To o6peTeHHe CBOEH AYIITH, KOTOpast
BO3BBICWJIACH HAJ[ CMEPTHI0 U BepHYJIACh
OlyXOTBOPEHHOU. B MOMEHT BO3BpallleHUsI
IyIIIU IIPOMCXO/IUT BCTPeya yesioBeKa C ca-
MUM C060¥, C JIYUIIIUM B cebe...» [TaM XKe,
c. 45-46].

CMBICII KaTapcuca — CBeTJIble CJIE3BI,
PafioCcTh OT OKPBLJIIEHUS, CHaCcThe KaK coJe-
TaHUe YacTeHl U ITOJIHOTA YKU3HU, KOTOPYIO
yuTaTeNlb — 3PUTEJIb — CJyIlIaTeNb IIepe-
>KHBaeT 3a OJHO MTHOBEHHUE.

HauboJsiee IOJTHO OCMBIC/IUTEL 9K3HUCTEH-
IIHaJIbHO-THOCEOJIOTUYECKOe 3HaueHHe
KaTapcuca HaM IIOMOIJIa KOHIIeNITUs Tpa-
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ruyeckoro Kapsa fIcriepca B MHTepIIpe-
tanuu ¢unocodpa C.A. HcaeBa: «Ileabro
4YeJIOBeYeCKUX pasMBIIIEHUN 0 OBITUU U
IepeXUBaHUU WHAWBUIOM COOCTBEHHOU
9K3UCTeHIUU SIcriepc cyuTaeT BOCCTaHOB-
JIeHVe yTpaueHHOI'0 eIUHCTBA C TPaHCIeH-
IeHTHBIM HayaJIoM, U I1eJI 3TOM KaK HeJlb-
341 JIydllle OTBeYaeT KaTapCUYeCKHUH OIIBIT,
KOIZla CO3HaHWe 4YesJl0BeKa OKa3blBaeTCsd
3aXBaueHHbIM MOIIIHOM CHJIOH, a 3aTeM —
peo6pasoBaHHBIM...» [6, c. 84-85].

TaxuMm o6pa3oM, KaTapCUC — 3TO Ilepe-
J)KHBaHUe COOCTBEHHOU Trubesid B peaslb-
HOCTH MHOTO U IIOCJIeAYIOIero «BOCKpe-
CeHUs» U HaXOXKIeHUs cebs B UCTUHHOU
peaJIbHOCTH CBOero 6bITHs. KaTapcuc gB-
JIIeTCs [1eJIbI0 U CII0CO60M IT03HaHUS MUpa
U, IJIaBHOE, CTUMYJIOM K TBOPYECKOH Jies-
TeJIbHOCTH. CYIITHOCTb KaTapcuca COCTOUT
B paspelleHUN IIPOTUBOPEYUH, Ilepexo/ie K
HOBOMY YPOBHIO BH/IeHsI YaCTHOU IIpobJIe-
MBI U OBITUS B I1€JIOM.

[TosrydaeTcs, YTO UCKYCCTBO II0 CBOEMY
Co/lep>KaHUI0 (B IIepCIIeKTHBE KaTapCH-
YeCKOI0 IepeXKUBaHUsI) CTAHOBUTCS POJ-
CTBEHHBIM PeJIUTHO03HOMY BO3JEHCTBUIO.
He ciiyyaiiHO UMeHHO B IIPOM3BeJleHUSX B
JKaHpe TpareJuy MOXXHO YBUZIETh, KaK 9K-
3UCTeHI[MaIbHBIN KOHQJIUKT, BOSHUKAI0-
IIWU B cCUTyaluu Bei6opa, 06yCc10BJI€HHOTO
CBOOO/IOM Tepos, IPUBOAUT K CBePXUHTEH-
CUBHOMY II03HaHUI0-03aPEHUI0, OTKPBITHIO.
A KaTapcuyecKoe IlepeKrBaHue B JaHHOM
cJIy4ae sIBJISIeTCS CII0COO0M II03HAaHUS MUpa
U, IJIaBHOE, CTUMYJIOM K TBOPUYECKOU [ies-
TeJIbHOCTH, KOIZla KaTapCchuyecKasl IMOIUsI
paspeliaeTr AuaJeKTHU4YeCKoe IIPOTHUBOpe-
4yue, IIOJHUMASACh HAa YPOBEeHb yaleKTHUUe-
CKOTO CHHTe3a IIPOTUBOIIOJIOXKHOCTEM, YTO
CIIOCOOCTBYET paspelleHUI0 3K3UCTeHIU-
aJIbHOTO KOH(QJIMKTA U 00peTeHUI0 HOBOT'O
3HAHUS 0 MUDe, JIIOJSAX U caMoM cebe. 371echb
BO3HUKaeT COBEPIIIeHHO HOBBLIU aCIIeKT, a
UMeHHO — CBsI3b KaTapCuca U TUIla KOH-
¢uIMKTa, 9K3UCTEeHITUAIbHOTO0 MU CyOCcTaH-
IIMOHAJIBHOTO.

/11 BBISIBJIEHUS XapaKTepa 3TUX CBA3eU
YTOUHUM IIOHATHE «IIPUPOJA ApaMaThye-
CKOT'0 KOHQJIUKTAa».
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«[TocpefHUYECTBO» KOJIM3UU MEXKIY
UCTOYHUKOM IIPOTUBOPEYUHN U I1eJI0OCTHOH
MOJleJIbI0 UX H300pakeHUs (KOHIUK-
TOM) IIpefCTaBJIAeTCSa IMPUHIUIIHAIBHO
Ba’XKHBIM. B TpHaje «MCTOYHUK (IIpUpoza
KOHQJUIUKTA) — KOJUIU3US — KOHQJIUKT»
HaIJISITHO IIPOCJIeKUBaeTCs [I03HaBaTe lb-
HO-MOJesIupyromas QyHKIUSA HUCKYyCCTBA.
KoJsyinsug BBICTYIIAeT peasibHO CYILeCTBY-
IOIIIUM IIPOTUBOpPeYreM, KOHQIUKT — ero
XYZ0’KeCTBEHHBIM 06pa3oM (KOJLJIU3US —
O03HauvaeMoe, KOHQJIUKT — O3Hayarolee).
MaTepHaJbHBIM HOCUTEJIEM XY 07KeCTBEH-
HOTO 3HakKa (KOHQJIMKTA) BBICTyIIaeT B
IpaMe IIpegMeTHBIN MUD, BKIIOUAIOIIUHI B
cebs U yesioBeKa. FIMeHHO uepes IIOHATHE
«IIpuposia KoHQIUKTa» A. CKaQTHIMOB, BEI-
SABJIAIOIIUN crieliuPUKy nbec A.Il. YexoBa,
OTMeYaeT, YTO IIpe’k/e BCero Hajo HauTHU
OTBET Ha BOIIPOC, OTKYy/ia BOSHUKaeT KOH-
GJIMKT, KTO ¥ UTO COCTaBJIIeT UCTOYHUK
cTpasaHud [16]. B.E. Xann3eB npeioxKul
KJIacCUGUIMPOBATH KOHQPJIUKTHI 110 UCTOY-
HHUKaM UX BO3HUKHOBeHHU:. OH yTBepIK/a-
eT, 4To ujied 'eresid o BceoOIe IIPOTUBO-
PeYMBOCTH MUPO3/IaHUI He MOKeT OBITH
MexXaHU4YeCKHU IlepeHeceHa B cdepy apa-
MaTypTUU XOTd OBl yKe II0TOMY, YTO eCTh
aBTOPBI, CUUTAIOIIUE, YTO MUP YCTPOEH He
IIPOTUBOPEUYUBO, a KaK pa3 Haob0opoT —
rapMoHuYHO. Takas ¢ujocodus ToxKe
HUMeeT THICAYeJIeTHIOW Tpaguiumo [17].
B cBsA3H ¢ 3TUM Xasu3eB IIpejIoJaraer
HMeHOBaTh TaKOI0 poja KOHQJIUKTHI KOH-
¢MKTaMHU-KasycaMu, TO eCTb 00YyCJIOB-
JICHHBIMHU BPeMEeHHBIMH, IIPEeXOIAIIUMY,
CIy4alHBIMHU 06CTOATe/IbCTBAMU. TaKue
KOH(QJIUKTEI, eC/IU pedyb UIET 00 UHIUBU-
IyaJbHO-TYXOBHBIX U O COIJHMAJIbHBIX KOH-
¢rKTax, B OOJIBIIMHCTBE ClIy4aeB paspe-
IIIMMBI Pa3yMHBIMU JeHCTBUIMHU OT[esIb-
HBIX JII0/Ied ¥ pasIMYHBIX COOOIIEeCTB.

[Ipu atom B.E. Xanu3eB BrifiesisgeT U Cy0-
CTaHIIMOHAJIbLHBIe KOHQJIUKTEI, KOTOPHbIE
IIOPO’K/IaXTCI 00 BbEeKTUBHO-PealbHBIMU
IIPOTUBOPEYUSIMU )KU3HU: KOHQIIUKT «JIMO0
3HaMeHyeT HapyllleHHue MUPOIIOpSAAKa
B OCHOBe TapMOHHYHOIO U COBEPIIIeHHOTIO,
JIM00 BBICTYIIaeT KaK yepTa CaMOIro MUPO-
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II0psi/iKa, CBHU/IeTeJIbLCTBO er0 HeCOBepIlleH-
CTBA WJIH JUCTaPMOHUYHOCTH» [18, c. 233].
dUI0CcOPCKON IpPeAIIoChIKON BO3HUK-
HOBeHUs, pasBUTHI U ObITOBAaHUS JpaMa-
TUYeCKOT0 KOHQJINKTa B HOBOM TPaKTOBKe
(B oTsinune oT I'eresisg) SIBUJIMCH IIPOTUBO-
II0JIO’KHBIE HAaIlpaBJeHUsA GUIIOCOPCKOMU
MbICIM — I103UTHUBU3M Orrocta KoHra [7],
UHTYUTHUBU3M AHpU beprcoHa [14, c. 84] u
MapkcusM. [losuTuBu3M 00BsABIISIET abCo-
JIIOTHOM IIeHHOCTBI0 9KCIIEpUMeEeHTaJIbHOe
3HaHue (0. KoHT), abCcor0TU3HUpyeT HaydHOe
II03HaHMe MUpa, CYUTaeT, YTO YHUBEPCAIb-
HBIM HHCTPYMEHTOM JUUIS1 IIOCTYDKEHUS MUPa
SBJISIETCS pa3yM U Hay4HbIN 3KCIIEPUMEHT,
UTO YeJIOBeK MOYKeT 060MTHUCH 6e3 BBICIIINX
cu1, paHTasuil, BoobpakeHUsI U fake 6e3
Bora. IIpssM0O IIpOTHUBOIIOJIOKHOE HaIpaB-
JleHHe — UHTYUTUBU3M — OPUEHTUPYETCI
UCKJIIOYUTEJIbHO Ha CPepy UyBCTBEHHOTO
Bocnpusatusa (beprcoH, Jlocckui). /[liad Ha-
I11eT0 UCCIeJ0BaHUS Ba>KHBIM OBLIIO YUeHUe
Anpu beprcoHa «O sIpJbIKaX», KOTOPEIM Ma-
HUPECTUPYIOTCS BEIIlU B COIIYMe, a CyTh Be-
1ei (KOTOPYI0 MBI COOTHOCHM C IIOHSITHEM
«upoc» [lnaToHa) MOKeT OBITh IIOCTUTHYTA
TOJIBKO C IIOMOIIbI0 BOOOpakeHUs1, HUHTYU-
IIUHY, TBOpUYecKou ¢paHTasuu. HaMm 630K
TOT ILJIACT MbICJIelt BeprcoHa, Ije peyb UAET
0 IByX UCTOYHUKAX MOpaJIX U pPeJIUruu, Ko-
TOpPBIe OIMCAaHBI B OJHOUMEHHOM paboTe.
KoH}IUKT BeueH, HO KOHPJIMKTHI paspelu-
MBI — TaKOBa I1apa/ioKcaIbHasi II03ULTHS aB-
Topa. Ec/i KOHQIIMKT KaK IIPUHIIUII MUPOY-
CTPOMCTBA U BEUEH, TO JI0Oble KOHKPETHbIE
(IpoCTpaHCTBEHHO-BpeMeHHbIe) KOHQJINK-
ThI pas3pelrMbl, TO eCTb MOI'YT OBITH IIpUBe-
IleHbI K TApMOHIYHOMY PaBHOBECHIO CTOPOH
(cy6'beKTOB, cruI) KOHQJIMKTA. BeuHOe yepes
BpeMeHHOe, 6eCKOHeUHOe Uepe3 KOHeUHOoe
U T. [l. — 3TOT IIPUHIIUIL, Ha HaIll B3IJIA/, Me-
TOZ0JIOTUYECKH BeCbMa IIPOAYKTUBEH.

U, HaKoOHell, IJIaBHBIM B QUI0COPCKO-
UCTOPUYECKOM KOHTEKCTe SIBJIIeTCS Hfes
dpunpuxa Hure «bor ymep» («Becéias
Hayka», 1881-1882), uTo 03HauaeT 03HaMe-
HOBaHUe yTpaThl Bephl, MePHI Belllel, I10Y-
BBI I10J] HOTaMH ¥ bora Kak rapaHTa CMbICJIa
>Kus3HH [12, c. 583].
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CoBceM pyroe — CyO6CTaHITMOHAIbHBIN
KOH(QJIMKT, BO3SHUKAKIUNU Ha pybexe
XIX-XX BEKOB. 371eCh peub UIET O IIPUHITU-
IMHaJILHO MHOM IIPUPOJiEe ApaMaTHYeCKOIo
KOHQJIHNKTA, KOI/la MUP y>Ke OTHIOLb He
IIpe/icTaBIsgeTCad TapMOHUYHEIM, a Haobo-
poT, TpebyeT M3MeHeHUN (MapKCU3M), I10-
3HaéTcs JIM60 yepe3 HayKy (IIO3UTHUBU3M),
160 yepes paHTA3UI0 U UHTYUITUIO (UHTY-
UTUBU3M), U, HAKOHeL], MUP JIUIIIAeTCA CBO-
ero A6costora (bora).

CybcTaHITMOHAJIBbHBIN KOHQPJIUKT BhIpa-
JKaeT 3TO AUCTapMOHUYHOE, YpeBaToe KOH-
GIIMKTHOCTBHIO OBITHE MUpa U YeJsloBeKa, a
TaK>Ke pasopBaHHOe CO3HaHUe YeslOBeKa
PyOEXKHOT0 BpeMeHH!.

Cy6CcTaHIMOHAJIbHbIE KOHQJIUKTHI BO-
ILJIOIIAI0TCA C IIOMOIIBI0 BHYTPEHHET0 [ieii-
CTBHUS, OCHOBAaHHOI'0 Ha JTUHaMUKe JIyIlIeB-
HBIX IBHJ)KEHUU U pasMBIlIeHUN. Takoe
IerCTBUe He CO3/IaéT U He paspelraeT KOH-
¢iuKTa, a MaHUPeCcTUpPYeT ero Kak yCTou-
UrBO€ COCTOSHUE, BBIABJISAET JYXOBHYIO
CTOMKOCTB I'eposi, ero CIIoCOOHOCTD IIPOTH-
BOCTOATBH BpakZe6HOMY MUPY, paccpeioTo-
YeHHOMY B HEM 3I1y.

Ha Hanr B3riga, CTOUT COIJIACUTHCA C
MHeHHeM HCCIejoBaTes e, KOTOphle yTBep-
JKIAI0T, UTO B [IepeX0HbIe KPU3UCHEBIE Bpe-
MeHa, BO BpeMeHa «JlepUIIHUTa 11eJIbHOCTH,
IIOHMMAaHU, arpecCuU Xaoca B COBpPeMEH-
HOM KYJBTYPHOM KOCMOCE» POXKIaeTcs
«0CTpas 3K3UCTeHI[HaIbHasA IIOTPeOHOCTh
B UHTeTPUPOBAHUU U TapMOHU3AIIUHU YeJIo-
BEYeCKOrIo OIIbITa» [2, c. 43 —44].

B aTOM ILIaHe COBepIIeHHO eCTeCTBeH-
HOM IIpejcTaBJIsAeTcsa MBICIAb bopuca Ilac-
TepHaKa, IIpo3ByyYasBIlias B poMaHe «/[0OKTop
KuBaro»: «XpucToC TOBOPUT IPUTYAMU U3
OBbITa, IIOSICHSAS UCTUHY CBETOM II0BCEe/IHEB-
HOCTH. B OCHOBe 3TOI0 JIE)KUT MBIC/Ib, UTO
o0ILieHHe MeXKy CMepTHBIMU 6eCcCMepPTHO
U UTO KU3Hb CUMBOJINYHA, IIOTOMY UTO OHa
3HauuTeJbHa» [13, c. 68].

JTUMoJIOTHYecKasd pediieKCUsd IIPUTUYHU
I103BOJIZeT OTMEeTUTh 3HAYUMOCTH CJI0Ba
«IIpUTYa» B COOTHOIIIEHUH CO CJI0BAMHU «Ka-
TApPCHUC» U «IIOCTHXKEHHEe», UTO II03BOJISET
BBIIBUTH OYEBUJHBIE 3THMOJIOTHYECKUE
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CBS3U MeXXy IIOHATHUSIMU U JJaKe OTHECTHU
HUX K OJHOMY CeMaHTH4YeCKOMY II0JIO.

Kak y»Xe roBOpUJIOCH, KaTapCUC 3TH-
MOJIOTUUYECKHU CBsSI3aH C OUYMILleHHUEM, BO3-
BpallleHHeM, IIpAYaJIuBaHUueM K POSHBIM
b6eperaM, obpeTeHHeM cebsl, CBOEH MYIIIU.
Cieiyss 3TOM JIOTUKe, MOYKHO 0OHAPYKUTh
CMBICJIOBOE eWHCTBO JIeKCeM: IIpUTYa —
OT KOPHS «TeUb» («UATH») UIH «TKHYTH»
(«BCcTpeTUTHCA») [5].

Heo6xoguMo 06paTUTh BHUMaHUe U Ha
IIOHATHE «IIOCTHKeHHe»: 110 B. /layro, 0HO
UZIET OT «IIOCTUTaThb» B 3HAYEHUU «ypasy-
MeTb, JOUTHU pasyMoM, CJIy4aThCs, CObIBATh-
csi» [TaM >Ke]. ITU c10Ba OTHOCATCS K OJTHOM
chepe ITOHATHUM, 0603HAYAIOIITUX IIPOLIECCHI
BOCIIPUATHS U II03HAHUS, U IIPUHAJJIeXKaT
OTHOMY CeMaHTHU4YeCKOMY I10JI10 [9, c. 439].
JTO BeIET K CBOeOOpasHOM rHOCEOJIOTUYe-
CKOM TpHaze: IpUTYa — KaTapCUC — IIOCTH-
JKeHUe.

9Ty MBICIb IIOATBeprKJaeT MHeHHe
C.3. ArpaHOBHUY: «...I03THKA IIPUTYHU Ha-
IIpaBjieHa Ha TO, YTOOBI IIPOJEeMOHCTPHU-
poBaTh, UTO UCTUHA UMMaHEHTHO 3eMHOU
JKU3HU He IIPUCYyIa. YTOObI IPUKOCHYTHCI
K BEYHOMY CBeTy, HEOOXOAUMO IIOCTUYb
OpeHHOCTh 3eMHOM 060JI0YKU U BCET0, YTO
CBSI3aHO C Hew» [1, c. 55]. Takum obpasom,
IIPUTYEBOE II03HAHE CPOHU OTKPOBEHUIO,
9BPUCTUUECKOMY aCIIEKTY KaTapCHU4eCKOIo
TIepeXKuBaHUs. ITO 06CTOATEILCTBO U OIIpe-
ZIeJINJI0 He0OXOIUMOCTD «3TUMOJIOTHYEeCKO-
r'0 9KCKypca» [0 TOro, KakK 6y/leT U3JI05KeHO
Hallle BUJleHHUe CTPYKTYpbl KaTapcuca.

Katapcuc — 3To sgBjieHHe, KOTOpOe pas-
BHBaeTCs, oOpeTaeT CHJIY B IIpOIiecce CaMo-
ocyliecTBaeHUd. JIrob6oe pasBUBaOIeecs
sIBJIeHUE JI0JDKHO UMeTh CBOMCTBA U UTOT.
CBoliCcTBa KaTapcuca UIMel0T CXOXKHe YepThl
C UTOTOM. [JTaBHBIM CBOMCTBOM SIBJISIETCS
BO3MOXKHOCTB II0UyBCTBOBATH ceOs Ha 60-
Jiee BLICOKOM IYyXOBHOM YPOBHE, O[lyXO0TBO-
PUTHCS, BO3BBICUTHCS HaZl COO0M IIPeKHUM.
To ecTh B KaTapcuce JOJDKHO IIPOSSBUTHCI
TO, UTO COJIEPKUTCSI B ero MeTadusUKe:
IIPUPOJa — COLIMYM — YeJIOBEK — ero AyIlia.

Yci0BHUS BO3HUKHOBEHMS KaTapcuca
OIIpefiesISI0TCA KOHTeKCTOM. KoHTeKeT —
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3TO TO, YTO CIIOCOOCTBYET MOSIBJIEHUI) Ka-
TapCHca, TO eCTh KaTapcuuecKue sQpPeKTHI,
KOTOpBbIe 6iIrKe K QUHAIY IIPOU3BEIeHUS
(pmbMa, My3BIKH) 06pas3yrT KaTapcuye-
CKUU psif, B pe3yjibTaTe 4ero BO3HUKAeT
KaTapCHuc.

HToroM KaTapcuca sBjsieTcsI KOHKpeTHas
9MOLUSI-OUHIIleHUe, KOTOpasi BO3BBIIIAET
IyX 4es0BeKa, OJ[yXOTBOPSIET YeJ0BeKa 70
BBICOT AGcoJrroTa. B KauecTBe pe3yJbTaTa
IIPOBEIEHHOI0 HCCIIeloBaHUA paspaboTaHa
MO/ieJIb BOSHUKHOBEHUS, pa3BUTUS U pea-
JIM3allM KaTapCU4eCcKON aMOIuH (puc. 1).

Cnoco6-
cTeyiowMe
dakTopbl
® AYX0BHaA

P HaacosHaHue
P coanasaemoe
» noacosHaHue

P cmepts P BospomaeHue

P coctpagatue | P Hachaxaenve

P crpax » papocte
BOCHPHATHIO

Puc. 1. Modesib B03HUKHOBEHUSL,
pasgumus u peaaudayuul
Kamapcuueckoil amoyuu

Bce ajleMeHTHI MOJie/Id BHYTpPeHHE B3a-
UMOCBSI3aHbl U B3aUMOOOYCI0BIeHbl. OHU
CJIOBHO HAXOJATCA B [AHaJIore II0JIIPHOCTH
IIPOSIBJIEHUH, CTeIIeHU BBIPa>KeHHOCTH (MH-
TEHCUBHOCTH) 3MOIIUU, B IIPUUHUHHO-CJIe[I-
CTBEHHBIX CBs35X, B COUeTaHUU NHBapHUaHT-
HOM ¥ BapUaTUBHOU YacCTemn.

VMHBapuaHTHas 4acThb (MeXaHU3M) IIpe[-
CTaBJIsIeT COO0M cofeprKaHUe KaTapcuue-
CKOM 3MOIIUU U YPOBHU €€ Iepe’KuBaHUusd
(«Hamco3sHaHUe» — NyXoBHadA chepa; «Co-
3HaBaeMoe» U II0/ICO3HaHHWe — Ha O0CHOBe
BOJIM, YyBCTB, BOOOpakeHUs1, UHTYUIUH,
uHTesIeKTa). ComeprKaHue U pealnsarius
YPOBHEMN IIepe’XUBaHUS KaTapCU4eCKOU
9MOIIMU PaCKpPLIBAIOTCA B [HajIore I10JIAp-
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HBIX IIEPBOOCHOB 3K3UCTEHIIUHU: CTPaX —
pazocTh, COCTpajaHue — HacJaXIeHUe,
CMePTh — BO3POXKAEeHHe. ITO U COCTaBJIL-
eT He IIPOCTO COo/ieprKaHue, HO CMBICJIOBOE
3HaueHHe KaTapcuca. IIpoaHamusupyem
U TaJUM HeKOTOpble II0SICHEHU IJIaBHBIX
TEPMUHHOB U IIOHATHUM MTHBapHUAaHTHOM U Ba-
pUaTUBHOM YacTell KaTapcuca.

I/IHBapI/IaHTHaH YYacThb KaTapcHuca

Cmpax — IIPOSBJIsAETCA IIPU HUJIeHTHU-
¢ukanuu ajgpecata HCKyCCTBa C repoeM
(cTpax oKasaThbCd Ha MecTe Irepos). B aToM
UyBCTBE IIPUCYTCTBYIOT U 3JIeMeHTHI Cy0-
CTaHIMOHAJIBHOIO U 3K3UCTEHIIUAJIbHOIO
KOHQJIUKTOB. Be3 ocob6oro Tpyzma MOXHO
YBUJIeTh 00 beKTUBHbIE OCHOBaHUS U Cy0b-
eKTUBHEIe 3JIeMeHTHl. B cTpaxe meperie-
TeHbl peaJIbHble U UppeaibHble MOMEHTHI,
IeVCTBUTeJIbHBIE U BOOOpa’kaeMble.

CocmpadaHue — COBMeCTHOE CTpa/laHue,
KOI7la azgpecaT UCKYyCCTBA UIeHTUOULIUDY-
eT cebs c repoeM. 37eCb MOXKHO II0[4ep-
KHYTb, KaK 13 B3aUMOOTHOIIIEHUN «Tepor
IpaMbl — apTUCT — 3pUTeIb» QOPMUPYeT-
Cs1 COIMAJIbHO 3HAYUMBIN pe3ysIbTaT 0011ie-
CTBEHHOT0 OBITHS, TO €CTh MaTepHaJ Cyo-
CTaHIIMOHAJIbHOI0 KOHQJIMKTA COLIUYMa.

CMmepmb — 3aKOHOMEpHAasl B Tpareguu
ru6esib reposi BOCIIPUHUMAETCS PeIluIIu-
€HTOM 3CTeTUYeCKOM HHPOpMaIuU KakK
«MaJIeHbKas COOCTBEHHAas CMepThb» U KaK
IpeJBepyue BO3POKAEHUSI B HOBOM JKU3-
HU. OTMeTUM, UTO B 3TOM pparMeHTe UH-
BapUaHTHOM YacTU KaTapcuca G¢opMHUpPY-
eTcs 6eCKOHeUHOe I10JIe MOTUBAaIlMOHHBIX
CTUMYJIOB, OpHeHTUPOBAaHHBIX Ha BeUHbIe
Uzeasnbl U IeHHOCTH OBITHS U II03HAHUS.

AHMuUnod cmpaxa — pagocThb (BO3HUKA-
eT BCJIeZICTBHe TOTO, UTO ajipecaT UCKYCCTBa
BCE-TaKM He Ha MecTe repos). Hamuuue
AHTUIIONO0B KaXA0ro 3jIeMeHTa eIlé pas
IIOATBEpKaeT Hallle II0JI0KEHHUE O TOM,
4TO OBITHE M II03HAHUE 4YesIOBeKa MMMa-
HEHTHO COZiep>KaT B cebe 00 beKTUBHEIE U
CyObeKTUBHEIe, peajlbHble U UppeabHble
3JIeMeHTHI CyOCTaHIIMOHAJIbHOTO U 3K3HU-
CTeHIIMaJIbHOI0 KOHQJIMKTOB.
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HacaaxcoeHue — CIIyTHUK-aHTHUIIOJ, CO-
CTpaJaHUs — BO3HUKAeT BCJIE[CTBHE OT-
KpBITHUS B cebe CIIOCOOGHOCTH K MHUJIOCEP-
Iuro, 1obpy, cBeTy. KOHQJIMKTEI cofeprKat-
€1 B CTPYKType Ka’K[0Ml Y4aCTHu U Ka’K[0ro
jJleMeHTa Karapcuca. IIpyuéMm KoMOuHa-
IIUU CyOCTaHIIMOHAJIBbHOTO U 9K3UCTEeHIU-
aJIbHOr0 KOHQJIMKTOB HercuepiaeMo MHO-
roobpasHsbI.

Bo3poocdeHue — HaCTyIIaeT I10CJIe IIPOH-
3UTEeJILHOIO OLIYIIIeHNsI KOHEYHOCTHU CBOeH
JKU3HU. Ha ypoBHe II0Z[CO3HAHUS PeUb UJET
0 CTpaxe ¥ paZoCTH; Ha YPOBHE CO3HaBae-
MOI'0 — O COCTpaZaHUM U HaCJIaX[JeHUU;
Ha ypOBHe HAJCO3HAHUI — O CMepPTHU U
BO3POXK/[EHUH.

MHBapuaHTHasg 4acTb KaTapcuca He
TOJILKO IIPOTUBOpeUYHrBa (I10J1Ha KOHQJIIUK-
TOB) II0 CBOEM CYyTH, HO U I10X0>Ka B CBOEM
PasBUTHUHU Ha CIIMpPaJIb, OHA YBOAUT U BO3-
BpallaeT yejoBeKa «Ha KPyI'H CBOSI».

BapuaTHBHas 4YacTh KaTapcHuca

JTO, IIpeXK/ie BCeTo, YCIOBUSA (IIPUYUHBI)
BO3HUKHOBEHHS KaTapCUYeCKOU IMOITUU.
K HUM OTHOCSTCS AUaJIOT, CAMOUIEHTUDU-
Kallys U UTOTOBOCTb.

JAuanoe — ocHOBA ¥ HEOOXOIUMOE YCJI0-
BUe IS BOSBHUKHOBEHUS ITIOHUMAaHUS pPas-
JIMYHBIMU CTOPOHAMU KOHQJIMKTA (B Y)KU3HU
WU B JipaMe) Apyr apyra. [uasor — Bax-
HeMIllasg CTPYKTYpHasl U cofeprKaTesIbHas
eqUHUIIA, 6€3 KOTOPOM HEeBO3MOYKHA CaMo-
UIeHTUQUKAIIUA pPelUIIeHTa UCKYCCTBA C
repoem. /I[pamaTU4eCKUU THUaI0T — 3TO MOCT
MeXXy OBYMs IeHCTBUSIMU (IIOCTYIIKaMU),
CJIe[ICTBUE OJHOTO MEeMCTBUS U IIPUYHHA
npyroro. O IeHHOCTH [uajiora B GpuiIocodp-
CKOM CMBICJIe TOBOpUIU PeparHaHy J0Hep
(«,5I“ cymecTByeT B guasore» [8]), OiireH
PoseHiTok-Xoccu («KpecT IerCTBUTEID-
HoCcTH» [15]), Muxawmi baxtuH («KusHb 1u-
asoruyHar [3]), MaptuH By6ep («/IBa o6pasa
BephI» [4, c. 122-161]) ¥ Ipyryie MBICTUTENH.

CamoudeHmugpuxkayus — OTOXKAEeCTBIIe-
HHUe aJipecaTa UCKyCCTBa C repoeM, KOTopoe
IIPOMCXOIUT BCJIE/ICTBHE YCTAHOBUBIIIETOCS
IaJiora.
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Hmozoeocmb — 3MoOIUs pe3yJsbTarTa,
IIOSIBJIAIOINasics bJiaroiaps AUajory U ca-
MOUJeHTUOUKAIIUY, UTO U IIPUBOSUT K
KaTapCHucCy, KOTOPBIX crioco6cTBYyeT ¢op-
MUPOBaHUI0 BCE HOBBIX U HOBBIX CyOCTaH-
IIUOHAJbHBIX U 9K3UCTEeHI[MaJIbHbBIX KOH-
$IUKTOB (BCLIOMHUM IIPO «KPYTU CBOSI»).

B vHBapHaHTHON U BapUaTUBHOU 4a-
CTSIX KaTapcuca Heo6XoauMo, 6e3yCI0BHO,
00paTUTh BHUMaHUe U II0/IBepPTHYThH aHa-
JIA3Y LeJIbIH psaf GaKTOpPOB, KOTOPBIe MOT'YT
CII0COOCTBOBATH KaTapCHU4YeCKOMY IIpoIiec-
Cy WJIM 6JIOKUPOBATH €r0.

B cmocob6crByroinre ¢GpakTOpbl HaMU
BKJIIOUEHBI:

1. CnocobHOCMb K acmemuuecKoMmy 80C-
npusmuto. 3Ta CliI0COOHOCTh, Ha HaIll B3IJIA,
HapsAy C APYTUMU CIIOCOOHOCTSIMU YesIoBe-
Ka ABJsgeTcs IIPUOOpeTEHHOU B IIpoliecce
00y4YeHMUs U BOCIIUTaHU, COLHAIHA3aIIAN
U UHAVBUyaIU3alluU desoBeKa. Obyye-
HUe U BOCIIMTaHUE YesioBeKa IIPOUCXOLUT
He TOJIBKO B X0/Ie CIIeITHaJIbHbIX 3aHATHMH C
HUM, a e)XeCeKyH/JHO B TeueHMe BCeU KU3-
HU BCeMU BHEIITHUMU 00CTOSITeIbCTBAMU
U BHYTPeHHUMH IpoljeccaMu. YesloBeK
YUUTCSI U BOCIIUTBIBAETCs, OIIMpasCh Ha
OKPY>KaIoIU¥ MUP U Ha CBOY BHYTPEeHHUN
mup. Tak peanusyroTcs B ero cyabbe cy6-
CTaHIIMOHAJIbHbIE U 3K3UCTEHIHaJIbHbIe
KOHQJIMKTEL.

2. CnocobHOCMb K OyUWe8HbLM 3ampamam.
B KOHTeKCTe HcciielyeMOl TeMbl BOCIIPHUS-
THe TpareJuy IpejrogaraeT roTOBHOCTh
K COIlepe’KUBAHUI0, COCTPAZaHUI0, CEPhEs-
HBIM BHYTPEHHUM U3MeHEeHUAM. JK3UCTeH-
[ajJbHble KOHQJIMKTEI, BeJyllye K KaTap-
CHCY, OJHOBPEMEHHO BelyT U K GOpMHUPO-
BAaHUI CYyOCTaHITMOHAIbHBIX.

3. ZlyxoeHasa «ecmpeva» — 3TO CIIO0CO6-
HOCTbH 4eJIOBeKa K OTKPBITOCTU AYIIH, I'0-
TOBHOCTB BOCIIPUHSTB Ce051 00HOBJIEHHBIM,
IIPOCBETJIEHHBIM, TOTOBHOCTH K HOBBIM CYy0-
CTaHIMOHAJIBbHBIM U 3K3UCTEeHI[HaJIbHBIM
KOH(JIUKTaM.

K 6rokupyronuM pakropam OTHOCSITCS:

1. 9cmemuueckas caenoma — HeCIIO-
COOHOCTh K 3CTeTHYEeCKOMY BOCIIPUATHIO,
HepasBUTOCTb, HE3PEJIOCTh 3CTETUYeCKO-

16

0 YyBCTBAa, OTCYTCTBHE HMHTepeca K HC-
KYCCTBY. ITO COCTOSTHHE MOYKHO OBLJIO OBl
OXapaKTepu30BaTh U KaK HECII0COOHOCTh
cy6beKTa K KOHQJINKTaM, KOTOpble 0KUB-
JIAIOT YeJIOBeKa, CBU/IETEJILCTBYIOT O TOM,
4YTO OH He IIaCCUBHBIN YUaCTHUK JKU3HU U
II03HAHU YeJI0OBeyeCTBa, a HeoTheMyleMasi
U HepasphIBHAas YacTh II0TOKA UCTOPHH.

2. HpascmeeHHas 2.tyxoma. B KOHTeKCTe
HUCCIIelyeMOi TeMbl — 3TO HeCII0COOHOCTH
K JIyLIeBHBIM 3aTpaTaM, IIpejliojaralo-
IIIIMCS B IIpOIecce BOCIIPUATHS Tpareauu
U Ilepe’KUBaHUA KaTapCUYeCKOU SMOIIUH.
Takoe cocTossHHUE eCcTh OJJHOCTOPOHHEE J10-
MUHUPOBaHUE B OBITUU U IIO3HAHUU Ue-
JIOBeKa JIMIIbL CyOCTaHIIMOHAJIbHBIX KOH-
GIIMKTOB.

3. [lyxoeHas cmazHayuss — OTCYTCTBHE
ITyXOBHOM YKU3HH, «OMEPTBEJIOCTh», YIIlepo-
HOCTB JIyXa, He CII0COOHOIO K fuasory. He-
00X0IUMO OTMETHUTH, YTO CII0COOCTBYIOIIHE
U OJIoKUpyroIHe GpaKTOPHl B CAMBIX pas-
HBIX, [IOPOM ITapaioKCaJIbHbBIX COUeTaHUAX
BCTPEYar0TCA B OJJTHOM YeJIOBEKe.

VMHBapuaHTHasd 4acTh (MeXaHU3M), yCJIO-
BUS (IIPUYUHBI) U CHOCOOCTBYHOIIUE pak-
TOPBI IIPUBOJAT K pean3aliuu KaTapcuye-
CKOM 3MOIIUH, COJlep>KaHUueM H CMBICIIOM
KOTOPOM SABJIAIOTCA CJELYIOIHe 3Tallbl,
pasanyarolyecs 1o CTelleHu MHTeHCUBHO-
CTU Ilepe’KUBaHUA. ITU XapaKTepUCTUKU
00II1eM3BeCTHHI, HO IIPOTOBOPHUM HX eIlé
pas B acIieKTe Hallleil TeMBI.

OuuujeHue (110 APUCTOTENH) — ABOM-
CTBeHHAas IMOLIY, POXKAAIOIIIAsACs B pe3yJlb-
TaTe IIepe;KUBaHU CTpaxa U COCTpasaHUuA
(MUHHMAaJIbHAs CTelleHb HHTeHCUBHOCTU
KaTapCU4YeCKOU 9MOITUH), KOTa Ha II0BepX-
HOCTb IyXOBHOM KU3HU II0JHUMAIOTCS [ipe-
MaBIllMe paHee B IJIyOHMHe TYIITHU YesoBeKa
ero IyXOBHBIE KayeCTBa, He 0CO3HaBaeMble
UM paHee MOTHUBBI ¥ CTUMYJIBI YYBCTBOBA-
HUd, pasMBbIIJIeHUs, [I0BeJeHUsd. 3/1ecCh
KOHQJIHUKT C cCaMHUM CO60M, MeXXy MHOI0
IIPEXXKHUM U 3aPO0XKAAIINUMCS JIYYIITHUM.

Aymosgpucmuka — OTKpBITHE B cebe
aJipecaToM CII0COOHOCTHU OBITh LOOPHIM, CO-
CTpajaTeJIbHBIM, JIYYIIIUM, HOBEIM (Cpen-
H{d CTelleHb). 13 riryOuH Y1y BAPYT U Cpa-
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3y BOSHUKAIOT HOBBIE CIIOCOOHOCTH, HOBLIE
JKeJIaHUs, HOBBIe CTUMYJIbI, HOBBIE YCTPeM-
JIEeHUs, KpeIlHeT BOJIA JieslaTh 106poe, Kpa-
CHUBOE U BeYHOe.

Y1, HaKOHeI], MaKCUMaJbHas CTeIleHb
UHTEHCUBHOCTH Ilepe’KUBaHUSA KaTapCu-
4eCKOM aMoIuu — omkpsimue boza 8 cebe.
dumocodpua KOHPJIUKTA — 3TO OTKPBITHE
UCTOYHUKOB ¥ MeXaHU3MOB KOHQJIUKTA B
YesioBeKe U Me)X[y JIIOAbMHU B MacITabax
MUPO3/IaHUs, OT 3JIeMeHTapHbIX YaCTHUL] [10
A6costtoTa.

[IprMeHeHHe TeXHOJOTUU II0CTPOEeHU
OIUTAKTUYECKOM MHOTOMEPHON MOJesu
(o B.3. IllTetin6epry) [20] mo3BOIMIO CY-
IIeCTBEHHO [OIIOJIHUTb U YTOYHUTEH OIIpe-
IleJIeHHe KaTapcuca.

HTakK, KaTapCUC — CUHTETHUYeCKOoe sB-
JleHUe, KOTOpOe BKJIIOYaeT B cebs 3CTeTU-
YeCKYyI0, COIMaJIbHYI0, HPaBCTBEHHYIO,
PeIUTH03HYI0, QU3UOJIOTUYECKYI0 XapakK-
TEPUCTUKHU, UMeeT CJI0XKHYI CTPYKTYpPY,
YCTOMYUBBLINA MeXaHU3M (OpPMUPOBaAHUI,
YCJIOBUSA U IIPUYHHBI BOSHUKHOBEHUS, pe-

LEIINI0, STAITHOCTD, CIIOCOOCTBYIOIHUE U
6JI0KHUpYyIOITe GaKTOpPhl, CTeIleHb UHTEH-
CUBHOCTH IlepeXUBAaHUSI B 3aBUCHUMOCTU
OT 39TallOB peajy3allid KaTapCU4eCKOH
SMOITHH.

[TosHaBaTeJIbHO-TBOPUYECKHE BO3MOX-
HOCTHU KaTapCHuca Kak IIpollecca moCTHXe-
HUS1 MUpa U CaMOIIO3HAaHUS IIPOSBJISIOTCS
B paspelleHUuH JUaleKTUYeCKOIro IIPOTH-
BOpeuus ([ualeKTUYeCKUI CHHTe3 IPOTH-
BOIIOJIO’KHOCTEM) — [JId 3K3UCTEeHI[UAJb-
HBIX U paspelleHud aHTUHOMUCTUYEeCKUX
IPOTUBOPEeUYUN («aHTHUHOMHUCTHYECKOE
IM03HaHWe») — JIsI CyOCTaHITMOHAJIbHBIX
KOHQJIUKTOB.

HICKyCcCTBO He UCYepIIbIBAETCS KaTapCU-
YeCKHUM BO3J[eICTBHEM B CMBICJIE OUHIIIe-
HUS, TJIaBHOE — B BOSHUKHOBEHHUH HeIpe-
OJI0JIUMOTO >KeJIaHUS [esITeJIbHOCTHU-TBOP-
4yecTBa. TO eCTh pellemniiys IIPOU3BeleHUs
HUCKYCCTBA — TPYZ, XU TBOPYECTBO, OTKPBITHE
JIyUIIIero 1 CBETJIOrO B cebe. /lesio He TOJIBbKO
B OTKPBITUU MICTUHBL, HO U B BOSHUKHOBE-
HUU IOTPeOHOCTH TBOPUYECTBA-IeIHUS.
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CnennduKa yHUBEPCHTETCKOIO
o0pa3oBaHUA B

Poccun: KOHIIENmIusa
«00pa3oBaTeJIbHOI'0 pasjgaTKa»

TFocIIo/IcTBYeT MHEHHE, UTO POCCUMCKas
BBICITIAs IIIKOJIa IPUHITUITHAIBLHO He
OTJIMUaeTCs OT 3apyb6e>KHOU, I10 06pasIty
KOTOPOM OHAa HeKor7a 6blIa co3iaHa, ki
HUMeeT JIMIIb PeTHOHaIbHYI0 CIeNUKY.
OmHaKo e€ 0C06EeHHOCTH (BRICITIEE
obpa3oBaHMe KaK COITMAJIbHBIN CTaTYC,
rocyJapCcTBeHHas pa3jiadya JUILJIOMOB eJLTHOTO
obpasiia, OTCYyTCTBHE aKaZeMUYeCKUX
CB00O0[T) HACTOJIBKO CYII[eCTBEHHBI, UTO
II03BOJISIFOT TOBOPUTH 06 06pasoBaHUN
HMHOTI'0 TUIIa, OTJIMYHOTO OT MO/IEPHUCTCKOTO
HCCJIe0BATEIBCKOTO «TyMOOJIBATOBCKOTO»
yHHUBepcuTeTa. [Io0 MHEHHUIO aBTOPOB
CTaThbH, OHO OCHOBAHO Ha «pasjaTKe»,
MeXaHH3M KOTOpPOTO0 OBbLI OIIMCAaH
skoHOMHUCTOM O.3. beCCOHOBOH U COIHO0JIOTOM
C.I. KopmoHcKuM. «Pa3maToK» BKIKOUAET
B ce0si: cjauM U pas/iadyy, OroCyLapCTBIEHHYIO
CITy>KeOHYI0 COOCTBEHHOCTH,
IPUHYAUTEIbHBIN CIIy>KeOHBIU TPYL,
IUIAHOBYI0 OPTaHU3AIIUI0 TPYZa U, HAKOHeT],
HHCTUTYT 7Ka1060 — 06paTHYIO CBI3b MeXIY
paszgarieli ¥ IpUHUMAaIIIe NHCTaHITUAMU.

ABTOPEI CTaTHU OIIpelesIAI0T POCCUMCKOe
BEBICIIIee 0Opa3oBaHUe (1 roCyapCTBEHHOE,

U TaK Ha3bIBaeMoe «KOMMepYecKoe») KaK
«pasJaToK BBICIIEro 06pasoBaHUsI» U CUUTAIOT,
4YTO OH COOTBETCTBYET 0COOEHHOCTSIM
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The Specific Features of
University Education in Russia:
The Conception of “Educational
Distribution”

There is a predominating opinion that
higher education in Russia principally does not
differ from that in other countries, having been
at a certain time created following
the example of the later, while merely
endowed with regional specific features.
However, its peculiarities (higher education
as a social status, the social distribution
of diplomas of a single sample, absence
of academic freedoms) are so essential,
that they make it possible to speak of education
of a different type, contrasting
the modernist research “Humboldt” university.
In to the opinion of the authors, it is based
on “distribution”, the mechanism of which
has been described by economist Olga
Bessonova and sociologist Simon Kordonsky.
“Distribution” includes in itself handing over
and disbursement, nationalized instrumental
property, compulsory subservient labor,
planned organization of labor and, finally,
the institution of complaints — the reverse
connection between the distributing
and the receiving channels.

The authors of the article define higher
education in Russia (both the state-run
and the so-called “commercial”)
as “distribution of higher education”
and consider that it corresponds with
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POCCHUIICKOM [TUBUIN3AIINH, COXPaHUBIIIEN
B CBOEM siipe TPaJAUIIMOHHBIN XapaKTep.
AcCIIeKTHI «pasfaTKa BBICIIero 06pasoBaHUsI»
(¥ KaK coIMaJILHOIO CTaTyca, ¥ KaK
Heo6X0TMMOU /IS HETO CYMMBI 3HaHHM)
KpaTKo OITMCaHbI B JaHHOU paboTe.

KiroueBrble cioBa:

BEICITIee 06pa30BaHUe, YHUBEPCHUTET,
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YHUBEPCUTETEHI, pa3laToOK, Pa3ZlaTOK BEICITIETO
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the peculiarities of the Russian civilization,
which has preserved a traditional character

at its core. The aspects of the “distribution

of higher education” (both the social status
and the sum of knowledge indispensable for it)
are briefly described in this work.

Keywords:

higher education, university,
Humboldt university, Russian universities,
distribution, transfer of higher education.
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bICIIIAs IIKOJIA — 3TO MHCTUTYT, 6e3

KOTOPOr0 He MOKeT 000UTUCHh HHU

O/lHO HHAYCTpHaJbHOEe O0O0IIecTBO,
Kak ObI OHU HU OTJIMYAJIUCh JPYT OT ApyTa.
OHa TOTOBUT BBICOKOKBaJIUQUITUPOBAH-
HBIX CIIeIMaJIMCTOB 11 UHLYCTPUH, IOCY-
IapCTBEHHOIO YIIpaBJIEHUs, COIMaIbHBIX
HUHQPaCTPYKTyp MoJiepHOro obirectsa (06-
pasoBaHue, MefuITHA). HakoHer, BrICIIIas
IIIKOJIa B 9KOHOMHWUYECKHU Pa3BUTHIX CTpaHax
MUpa 3aHHUMaeTCs BOCIIPOU3BOCTBOM Ha-
YYHOTO CO0011ecTBa U reHepaliyieii HOBOIo
Hay4YHOTO 3HaHUSL.

Poccuiickas 1 3anagHasi Mo/Ae/d
o0pa3oBaHHUA: CXOACTBA M Pa3INIUsA

B Poccuy, Kak U B cTpaHax EBpoIE, cy-
IIIeCTBYIOT YHUBEPCUTETHI, UHCTUTYTHI, aKa-
IleMUH, IIpenofaBaTesy U CTYLeHTHI. [Ipe-
Io/faBaTesIx YUTAIOT JIEKIIUH, IIPOBOJAT Ce-
MUHAapBhI, CTYIeHTHI y4aTCsd, CAAI0T 3aUEThI
U 3K3aMeHBI, II0JIy4aroT JUIIJIOMEL. Beien-
CTBHE BCET0 3TOT0 CO3/aéTCs BIleUaT/IeHHUe,
4TO POCCUMCKAas BHICIIAs IIIKOJIA, II0 CYTH
CBOeM, TaKas ke, Kak U 3a pybexoMm (pas-
HooOpasue MozieJieli 3aI1afHOeBPOIIeMCKUX
U aMepUKaHCKUX BY30B TOBOPUT O I'OCIIOJ-
cTBe TaM Liberal art, To ecTh «inb6epaibHOU
MOJIeJIV», BOCXOJAIIeN K T'YMOOJIbITOBCKOM
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KOHIlenuu yHuBepcureTa) [9; 10]. Cuura-
eTCsl, UTO, BO3MOYKHO, B OT/eJIbHBIX acCIIeK-
Tax poccUiicKas obpa3oBaTebHas CUCTEMA
yCTyIlaeT 3allaJHOM, B UEM-TO CpaBHHUMaA C
Hel U Take 00TOHSIET €€, HO B I1€JIOM — 3TO
TOT K€ UHCTUTYT, BBHITIOJTHIIOIINN aHaJIo-
TUYHbIe COfUaJIbHble QYHKIIUU. B yacTHO-
CTH, TaKOBa ObLIa JIOTUKA HeJlaBHel pedop-
MBI POCCHMCKOI0 BBICIIET0 00pa30BaHUS
IIPU BXO’K/I€HUU Hallled CTpaHbl B BoJIOH-
CKOe IIPOCTPaHCTBO (Tak HaswiBaeMas «bo-
JIOHCKasg pepopMar). Beib oHa IIpefriosa-
rajia BBeJleHUe y HaCc aTpuOyTOB 3aIlafHOM
cucTeMbl 06pasoBaHUsA (KypChI 10 BBIOOPY,
aKajeMuyecKre KpeuThl U T. 71.) [8].

[Tests HaIIIEM CTaThU — II0Ka3aTh QyHa-
MEHTaJIbHYIO CIIEITUPUKY 0TeUeCTBEHHOT0
BBICIIIETO0 0O0pasoBaHUs, ero XapaKTepHble
0COOEHHOCTH.

ITepgas, Haubo1ee 8ANCHASA 0COOEHHOCMb
COCTOHT B TOM, UTO ITOJTyYeHUe BBICIIIEro 06-
pasoBaHus B Poccur aBTOMaTUYeCKU IIPU-
BOJIVIT K II0JTy4eHUI0 60JIee BEICOKOTO COITU-
aJILHOTO CTaTyca. ITa TPALUIIUS CI0KUIACh
eIll€ 710 PeBOJIIOITUH, KOT/a JIUIla, OKOHUUB-
1IMe YHUBEPCUTET, IIoJIydaau jaubo 10-i,
60 12-1 paHr 1o «Tabesu o paHrax», 4To
rapaHTHUPOBAJIO UM JOJDKHOCTH C COOTBET-
CTBYIOILIIUMU ITpuBmiierusaMu [1]. B Cosert-
ckoM Corose «Tabesb 0 paHTrax» Oblj1a OTMe-
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HeHa, U UH)KeHePhl, Bpayu U I1ejaroru ¢op-
MaJIbHO IlepecTaly ObITH I'OCCIY KalllUMU.
dakTUUeCcKU 6e3 I10JyUyeHUs BBICIIETro 00-
pasoBaHUsg He06XOAUMOTr0 IIPOUIA Helb3s
OBLJIO 3aHATH TO UJIH MHOE MEeCTO Ha IIpo-
U3BO/ICTBE, B TOCYIapCTBEHHBIX U COITHAAIIb-
HBIX CTPYKTypax. 1 fake B COBpeMeHHOM
IIOCTCOBETCKOM PoccuU cylecTByeT TaKou
opUIIMAaIbHBIN TOKYMEHT, KakK «KBanupu-
KaIllMOHHBIN CIIPaBOYHUK JI0JDKHOCTEH py-
KOBOJIUTEJIEH, CIIeITUAIMCTOB U JPYTUX CIIY-
JKalllUX», BBINYIIEHHBI MUHUCTEPCTBOM
TpyZAa U COIfMaJbHOM 3aluThl. COrIacHoO
eMy, B KaXK[JOM YUperKIeHUH U Ha KaXK0M
IIpeIIpUATHUH (a’ke HEeroCyLapCTBEHHBIX)
LeMCTByeT CTporas TPExXCTylleHUaTas He-
papxus: PYKOBOJUTEJH, CIIEI[MaJIHUCTHI,
TeXHUYeCKHe HCIIOMHUTenu. Kakzgasa us
CTyleHeU TpebyeT 0C0601 KBaTUPUKAIINH,
IIpeAIIoJIararIeii ¥ J0CTaTOUYHbINA YPOBEHb
obpasoBaHus. JIuiia 6e3 BhICIIIEro 06pas3oBa-
HUS He MOT'YT pacCYUTHIBATh Ha I10JIy4YeHue
MecCTa Ha BepXHeH CTYIIeHHU («pyKOBOAUTe-
JI»). AHaJIOTUYHBIM 00pa3oM 06CTOUT J1eJ10
U C roccay»k601. K mpumMepy, B pOCCUNCKON
TIOJIUITUH BBICIIIee 06pa3oBaHUe OTKPHIBAET
IIyTh K JO/DKHOCTSM CpeHero U BBICIIIEro
Ha4vaJbCTBYIOIIETO COCTaBa, CpejHee —
PAA0BOTO M MJIAJIIIET0 HavyaIbCTBYIOIIIETO
COCTaBa, a 0TCYTCTBHE 060pa3soBaHUA BOOO-
1I1e 3aKpbIBaeT IIYTh B COTPYAHUKU I10JIU-
nuu (ITocranoBieHue BC PO ot 23 exkabps
1992 1. Ne 4202-1).

3a py6erkoM CI0’KUIach MHas TPagULius.
BBIITIyCKHUKHY BY30B II0IIaal0T Ha PHIHOK
TPY/a, I7le OKOHYaTeJIbHOe pellleHue IIpH-
HUMaeT paborozaresb. KoHeYHO, HaM4umMe
BBICIIIEr0 06pa3oBaHUs, B 0CO6EHHOCTH II0-
JIY4EHHOTO B IIPECTHKHOM YHUBEPCHUTETE,
3HAYUTEJILHO IOBHIINIAET IIIaHCHI IIPeTeH-
IleHTa, HO HUYTO He IIoMeIllaeT paboToxa-
TeJII0 OTZATh IIpeAIIouTeHre KaHU1aTy 6e3
BBICIIIEro 06pa3oBaHYs, eCIU OH YCTparBaeT
II0 ApyruM mapamerpam. Hajmdue BrICIIIe-
ro o6pasoBaHUA B 3TOM Clydyae HUYEIo He
rapaHTHpPYeT, a ero OTCYTCTBHE He 3aKphl-
BaeT IIyTh K KapbepHOMY poCTy. F13BeCTHO,
K IIpuMepy, uTo I'eHpu Popp cTaa pPykKo-
BoguTtesieM «Popx MOTOP KOMIIaHU» 6e3
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YHUBEPCUTETCKOr0 JUILIOMa (B PoccuH 3TO
6bL10 OBI IIPOCTO HEBO3MOYKHO). Be3ycioBHO,
eCTh UCKJII0UeHUs. /laKe B TaKOU JIrbepaib-
HOM U PBIHOYHOM CTpaHe, Kak CIIIA, Hesb-
34 CTaTh OQUIIEPOM ITOJIUITUH, HE OKOHUUB
TIOJIUIIEHICKYIO0 aKaJleMUI0 (MHTepecHO, UYTo
B Poccuu 11 9TOTO B psifie cIydaeB [0CTa-
TOYHO JIF000TO BBICIIIETO 00pa3oBaHUs, JarKe
CeJIbCKOX034UCTBEHHOI0). Ho BCé »Ke peub
UIET 06 UCKIIOYEHUX, a He 0 IIpaBUJIax.

Bmopas ocobeHHoCcmb 3aK/IHYaeTcsa B
TOM, YTO JJUILJIOMBI O BBICIIIEM 00pa3oBaHUN
y Hac BBIZAET He COO0OIeCTBO IIpellofaBa-
TeJlel JaHHOTO BY3a, a FoCcyAapcTBo. lHaue
TrOBOpS, TOCYAAPCTBO COCPELOTOYUIIO B CBO-
HUX PyKax pecypc BBICIIIEro 06pa3oBaHus U
pasziaér ero B COOTBETCTBHUU CO CBOMMU Tpe-
60BaHUSIMU U KPUTEPUSIMU.

B guiioMe BBIITYCKHUKA BBICIIEH IIIKO-
JIBI CTOUT IIOAIIMCE PEKTOpPa By3a. PeKTop B
POCCHUMCKOM BY30BCKOH KOPIIOpAIiuu — He
«IIepPBBIU CpeU paBHBIX», 8 PAOOTHUK, II0]-
MK CHIBAIOIUY TPYL0BOM KOHTPAKT C MUHU-
CTepCcTBOM (110 «3aKOHY 06 06pasoBaHUM»,
ero BEIOMpPAIOT B By3e, HO U3 YHCJIa KaHU-
IaTyp, COIJIaCOBaHHBIX C BBIIIECTOAIeH
opraHusanuer). Kpome TOro, BEIIIyCKHUK
He IIOJIYYHUT JUILIOM, eC/IH IIOJTHOCTBI0 He
BBIIIOJIHUT Y4eOHBIN IIJIaH 3a 0003Ha4eH-
HBIN CPOK 00y4eHUd. ITOT IJIaH B OOIITUX
yepTax COCTaBJIsIeTC B MUHUCTePCTBe (1151
OO0JIBIIMHCTBA BY30B — 3TO MUHUCTEPCTBO
obpasoBaHUA U HayKU) B COOTBETCTBUMU C
¢emepaZIbHBIMU TOCCTaHLapTaMu 06paso-
BaHus (®T0C) u suies gopabaThiBaeTCs
y4eOHBIMHU OT[eJIaMU U leKaHaTaMU KOH-
KpPeTHBIX BY30B.

KoHeuHO, B II0CTCOBETCKOM I'OCyZapCcTBe
B chepe BBICIIIEr0 00pasoBaHUS IIOIBUJICS
U YaCTHBIM CEeKTOP (Tak HasbIBaeMble «KOM-
MepuecKHre BY3bI»). OJTHaKO I10 POCCUUCKUM
3aKOHaM YaCTHBIN BY3 He MOYKeT COCTOATh-
Cs, II0Ka He II0JIyYUT JIUI[eH3UHU OT CIIeIU-
aJILHOIO TOCYlapCTBEHHOro opraHa — Poc-
obpHaz3opa. Takas JIMIIeH3Ud BBITAETCA B
HayvaJjie paboThI Ha IOJ, a 3aTeM Ha IIITh
jeT. IIo uCTeYeHUH 3TOT0 CpoKa BY3 IIPO-
XOLUT BTOPHUYHOE JIMIleH3UpOBaHUe. JIu-
IIeH3Us OTKPBLIBaeT BO3MOYKHOCTH /1aBaTh
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o6pasoBaHue I10 3asIBJIEHHBIM CIIeI[HaIbHO-
cTaM. Ho By3, fa’ke MMeERIIUH JIUIIeH3HUIO,
He UMeeT IIpaBa cpa3y BeIJaBaTh JUILIIOMEI
(Ha/mo 3aMeTUTh, UTO Y HaC BCe BY3kbI, He3a-
BHUCHUMO OT CTaTyca ¥ GOpMBI COOCTBEHHO-
CTH, 00s13aHBI BBIIaBaTh AUILJIOMBI €IUHO-
I'0 TOCyapCTBEHHOT0 06pasra). /I 3TOro
HY>KHO IIPOMTH IIPOLeIyPYy aKKpeAUTaIIHH,
KoTOpas IPOBOJUTCA IpeACTaBUTEIIMH
TOro >Xe Poco6pHazsopa. [Ipu aTom 1IpoBe-
pseTcd «KayeCTBO 06pas3oBaHUs», a €CIU
Ha3pIBaTh BeIIlM CBOMMH MMeHaMH — TO
COOTBETCTBHE COZep>KaHUs 00pasoBaHUsA
B YaCTHOM BYy3e 20Cy0apCmeeHHbIM CTaH-
JapTaM U MUHHCTEPCKUM IIporpaMMaM. B
HUTOre aKKpeJUTAIlUIO0 II0JIyYalT TOJIbKO
Te YacTHBIe By3bl, 00yueHHe B KOTOPBIX I10
dopMe U II0 cofep>KaHUI0 HUYeM He OTJIU-
4JaeTcs 0T 00y4yeHUs B YHUPUITMPOBaHHBIX
TOCylapCTBEHHLIX By3ax.

ITO CYIeCTBEHHO OT/IMYAeTCd OT CUTYa-
i B EBporre u CIITA. Kak y>Ke TOBOPUJIOCH,
TaM KaK[IbIM BY3 BBIJAET CBOM JUILJIOM, U Ha
PBIHKe TPy/a OKa3bIBaeTCd Ba>KHBIM He Ha-
JIMYHe CTaHJapTHOIO AUILJIOMA, a HaJIM4ue
JUIIJIOMa TOT0 WU WHOrOo By3a. B CIIIA, k
IIpUMepy, YaCTHBIe BY3bl CUUTAIOTCA Ooslee
IIPeCTHPKHBIMU, YeM IroCyiapCTBEHHEBIE elllé
U II0TOMY, YTO OHH UMEIOT BO3MOKHOCTD Ba-
PBUPOBATEH CBOU IIPOIPaMMBI, IPUMEHATH
IelaroruyeckKye IKCIiepuMeHThI (MaJIo KTO
3aZiyMbIBaeTcsd HaJl TEM, YTO 3HAMEHHUTEBIe
l'apBapn 1 IIpMHCTOH — He TOCyZAapCTBeH-
Hble YHUBepPCUTETHI). IIOHATHO, 4TO UX He-
BO3MO’KHO II0[JOTHATH II0[T eIHHEbIe CTaHap-
TBI: 0OydeHMte B KaK[0M By3e MMeeT CBOIO
CIIeIIMQUKY, U II09TOMY B pe3yIbTaTe MeX-
Iy HUMU BO3HUKaeT KOHKYPEeHIHs.

Takum o6pasoM, Hallle OTeYeCTBEHHOe
«KOMMepUecKoe BBICIIee o6pa3oBaHHe»
Ha caMoM JieJie He OpMHpPYeT PhIHKA BHIC-
1rero o6pasoBaHus, a IIpefcTaBiIsdeT co00M
II0JIy4eHMe IIpaBa OCYILeCTBJIATh 06pas3oBa-
HIe IoCyJapCTBeHHOTI0 00pasiia 4aCTHBIMU
JIUIIaMHU 3a OIIpe/ieIEHHOe BO3Harpaskzie-
HUe (Kak paHbllle B HEKOTOPBIX CTpaHax
ToCyZapCTBO paspelraso YaCTHLIM JIUIIaM
3a BO3HarpakzieHre coobupaTb BMeCTO I'o-
CyZapCTBEHHBIX OPraHOB HaJIOTH).
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Tpemwbs 0cO6€HHOCMb COCTOUT B TOM, UTO
oOy4yeHMte B POCCUMCKOM By3e OT/IAYaeTCsd
0T 00yueHUs B 3alIaJJHOM «I'yMOOJILITOB-
CKOM» U «IIOCTTYMOOJIBATOBCKOM» YHHU-
BepCUTeTax, I7le CTYAeHTY IIpejjaraeTcs
MHOKeCTBO 3JIEKTUBHBIX KYPCOB («KypCOB
Ha BBIOOp»), IPUYEM Ha CaMbIX pPasHbBIX
¢axynbTeTax. ECTh, KOHEUHO, ¥ 00513aTeJIb-
Hble QUCIUILIMHEL, HO B OCHOBHOM OHH Ha-
YMHAIOTCA Ha 2-M WU 3-M rofiax o0y4yeHus,
U UX He TaK MHOTO (IIpaBja, BCE 3aBUCHUT
OT CIIeIJHaJIbHOCTHU: K IIPUMepY, Y Oy AYIITUX
MeHe/[PKepOoB KypPCOB II0 BLI6OPY MHOTIO0, a Y
OyZyIIUX MeUKOB — 3Ha4YUTeJIbHO MeHb-
mre). CTyeHT MOXKeT caM CopMHUpPOBaTh
y4eOHBIN IIJIaH, IIOCTaBUTh Te WUJIU UHbIe
OUCLIUILIMHEL Ha YI0OHBIE eMY THHU U Jlake
rojbl 06yyeHUs (C HEKOTOPBIMHU OrpaHuye-
HuaMmu). HUKTO He IIojly4yaeT aKaJeMUue-
CKOM CTHUIIeHJHH, KoTopasd B POCCUU BEI-
IIJIAYUBAETCSI BCEM, KTO MMeeT XOPOIIYI0
yCIleBaeMOCTh, Be/ib 0OpasoBaHUe TaM —
JIMYHOE [1eJI0 KaXK0r0: 3a YCIIeXU B HEM He
IIOOIIPAIOT, a 3a IJIOXYI0 y4é0y — He HaKa-
3bIBalOT. CylleCcTByeT, KOHEYHO, IIpaKTHUKa
OTUMCJIEHUH, U 4Yallle 3TO IIPOUCXOSUT B
cy4ae, eCjlM CTyJeHT He M0o>XeT HabpaTh
MHHUMaJbHBIX 6aJIJI0B, HO 3aTeM eMY JaéT-
Cs 11eJIBIF ceMeCTp Ha HUCIIpaBJIeHUe.

B Poccuu obydyeHUe CTPOUTCS Ha Me-
Hee JuOepaZbHBIX IpUHIUIIAX. CTyLeHT
IIOJUUHSAETCS YHUBEPCAaJIbHOMY yUeOHOMY
IIJIaHYy, KOTOPBIX paspabaTeiBaeTcsa y4eo-
HBIM OT/IeJIOM YHUBEPCUTEeTa I10 MUHUCTEP-
CKHM CTaHZapTaM. PaciucaHue cocTaBiisieT
IeKaHaT, ¥ CTYZAEeHTOB IIPOCTO CTaBAT IIepe[t
$axTOM: I7ie, KOI/ia U Yy KOro OHU OYAyT CIIy-
maTh TOT WJIM UHOM Kypc. IIpaBaa, mocie
BXO0’K/IeHUs B «D0JIOHCKOe IIPOCTPAaHCTBO»
Uy Hac II0IBUJIUCH «KYPCHI 110 BEIOOPY» [8],
HO B OOJIBIIIMHCTBE CIy4YaeB 3TO popMaJib-
HOCTB. BripoueM, f1a’ke B TeX CTOJIMYHBIX
By3ax, I'Je, Io/ipakasl 3apyO6e’KHbIM CTaH-
JapTaMm, 3TO OCYIIeCTBHU/IHU BCePbE3, KypcC I10
BBIOOPY, Ha KOTOPBIX 3aIIMCAJIOCh CIUIIIKOM
MaJIO CTY/IeHTOB, 3aMeHsAeTCsd UHBIM — 005-
3aTeJIbHBIM.

JK3aMeHaIlMOHHAasl CHCTeMa POCCHUH-
CKOM BBICIIIEH IIIKOJIBI HaIIpaBjIeHa Ha OT-
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4quceHue. /JocTaTOYHO OJHOTO HECTaHHOTO
3a4éTa WX 9K3aMeHa, YTOOBI 0Ka3aThCsd 3a
CTeHaMH Bys3a. PaHee 0TCeB CTY/{eHTOB IIIEJ
IIOCTOSIHHO, O/JTHAKO BBeJleHHe KOMMepye-
CKOT0 00y4eHUs HeCKOJIbKO U3MEHUJIO CU-
Tyalymo. 3a pybexoM, Ha060poT, cucTeMa
CTPEMUTCA yepKaTh KOHTUHIEHT: IIpeJo-
CTaBJIAIOTCS UCIIBITATEeJIbHBIE CPOKH, [JIA
yJy4llleHUsd II0Ka3aTejlell K HeyCIleBalo-
UM CTYZeHTaM IIPUKPeIIAITCA ThITO-
PBI, OHAKO CTYZEHTHI BCE PaBHO YXOIAT:
Z10 IIOCJIeJHET0 Kypca J0y4YrBaeTCs MeHbIIIe
TI0JIOBUHBI IIOCTYIIUBIIIUX.

OTHOIIIeHUs MeXXIy IIperofaBaTessiMU
U CTyJleHTaMHU 3a py6e>koM U B Poccuu Tak-
’Ke PasUTeJIbHO HeCX0KU: B «JIMOepaIbHbIX
YHUBepcUTeTax 3amnajga» 3TO OTHOIIEHUS
IIapTHEPCTBA, IIO0IIPseTC ja’ke BHEYpPOU-
Hoe 00IlleH1e, COBMeCTHBIe 3aHATUSA CIIOp-
TOM U T. I. B Poccuu 3T0, CKOpee, OTHOIIIe-
HUA «HavaJIbHUKA U IIOJUMHEHHOIO»: IIpe-
Io/iaBaTesIb MOYKeT BBITHATh CTYAeHTa U3
ayLUTOPHH 3a IUIOXOe II0BefleHue, ceslaTh
3aMeuaHHe II0 II0BOJy BHEIIIHEero BUJA, K
IIpelioaBaTesl0 cjefyeT obpalaThbes II0
HUMeHU U 0TYEeCTBY, IIPU ero II0SBJIeHUU
HaJ0 BCTaBaTh...

HTak, BHeIIIHe II0X0XKasi Ha YHUBEPCH-
TETCKYIO CHCTeMy 3aliajia poCcCUiicKas BbIC-
I1asg IIKoJIa OTJIMYaeTcs OT Heé II0 Cylle-
CTBY: U II0 CBOEU COIMAJIbHON QYHKIIUU, U
II0 XapaKTepy OTHOIIIEHHM BY30B U TOCYZap-
CTBAa, ¥, HAKOHEII, 110 CAMHM popMaM y4éObl
U B3aWMMOOTHOIIIEHUAM IIpeliojiaBaTesei
U ydalnuxcs. M3BeCTHBIM PYCCKUM Yyueé-
HbIM-MeguK Hukosiat iBaHOBUY I1MporoB
emé B 1863 rogy B cBoel Opoiitope «YHU-
BEPCUTETCKUI BOIIPOC» IIKCAJI O CIIeliudu-
Ke POCCUMCKOIr0 BBICIIero 06pa3oBaHUA:
«...Halll YHUBEPCUTET OTJIMYaeTCsd COBep-
IIIEHHO OT aHTJIMHCKOIO CpeJHEeBEeKOBOIO
TeM, YTO OH HHUCKOJIbKO He I[epKOBHBIH,
HU KOPIIOPATHUBHBIN, HU 0061I[eCTBEeHHBIH,
HU BOCIIMTaTeJbHBIN. Halll yHUBepCUTET
II0X0’K TOJILKO TeM Ha QpPaHIy3CKUM, UTO
B HEro BHECEH — U elllé CUJIbHee U OPUTH-
HaJibHee — OHOPOKpaTHUYeCKUM 3JIEMEHT,
HO OH He eCTb elIlé flelrapTaMeHT HapOHO-
T'0 IIPOCBeIlleHUd KaK QpaHIly3CKUH, U ¢a-
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KyJIbTETHI B HaIlleM eIllé He JIUIIeHbl TO!
B3aMMHOU CBSI3H, KaK B TOM. HaKoHeTI], Halll
YHUBEPCUTET elllé MeHbIIle II0X0K Ha Tep-
MaHCKUH, KOTOPBIN eMY CJIYKHJI 06pasIioMm,
IIOTOMY YTO B HEM HeT CaMOI'0 XapaKTepH-
CTUYHOTO — I10/1HOM Lehr und Lernfreiheit
U CTpeMJIeHUsI Hay4YHOTr'o HavaJia IipeobJia-
IaTh HaJ IIPUKJIAJHBIM U YTUIATaPHBIM»
[7, c. 257]. IIpouwio 6osbIite 150 j1eT, a CUTY-
arusi He ©U3MeHWIaCh: HAIII BY3bI He I10X0-
’KU HU Ha aHIJI0-aMepUKaHCKUe KOJUIeKH,
HU Ha eBPOIIeVCKHe HCCe0BaTeJlbCKUe
YHUBEPCUTETHI B CUJIy OTCYTCTBUS B HUX
aKaJleMUYeCKHUX CBOOOJ ¥ IO TOU IIPUYHU-
He, YTO OHU He IIPeJCTaBJILIOT CO60M 3aM-
KHYyThle KOPIIOPaTUBHEIE COOOIeCTBa, He
3aBHCHMEBIe OT TOCy/IapCTBa U HajlesIsieMble
UM IIpUBUJIerusIMU. [loxkasyi, 6JIHKe BCEro
OHU K QpaHIly3CKUM BBICIIUM IIIKOJIAM —
aJbTepHAaTUBaM YHUBEPCUTETOB BO ®pan-
IIUH, HO CJIO’KHAs cucTeMa 0T6opa B BBIC-
IIIMe IIKOJIbI PpaHIuU (KyJa HEBO3MOXKHO
IIOCTYIIUTH 0€e3 IIOJAT0OTOBKU Ha CIIlellfajlb-
HBIX IBYX- WIH TPEXTOJAUYHEIX Kypcax) OT-
JINYAeTCsI OT COBETCKOM CUCTEMBI BCTYIIH-
TeJIbHBIX 9K3aMEeHOB B BY3 U, TeM 60Jiee, OT
COBpPeMeHHOI0 poccuiickoro EI'D.

OTJIMYUS POCCUMCKOU BBICIIEH IITKOJIBI
OT TOCIIO/ICTBYIOIIleN Ha 3amaje Judepab-
HOU Mofiesii 00pa3oBaHUS UMEHHO ITUBU-
JIM3aloHHbIe. TO eCTh OHU CBA3aHBI C 0CO-
OeHHOCTSIMH POCCUMCKON ITUBUJIN3AIINH,
KOTOpHBIe OBIIM U B IOPEBOJIIOIIMOHHEIE, U
B COBETCKHE BpeMeHa U OCTalTCs ceryac,
MeH$Is JINIIL BHelllHee UX opopMiieHHe. Co-
CTOSIT 3TU OCO6G€HHOCTHU B TOM, YTO HECMO-
TPsSI Ha HECKOJIbKO BOJIH MOJIEPHU3AaIINH, B
CYIITHOCTHU CBOEH pPOCCHMICKasl ITUBUIHN3A-
IIUs OCTAETCA TPALUIIMOHHON.

KoHIenmum pasgaTka, COCJIOBHOCTH
M TPAJUITHOHHOE OOIIECTBO

Hamre moHMMaHue TPpaZUIIMOHHOTO 00-
IecTBa ONHUpaeTCs Ha KOHIIENITHUIO pas-
matka 0.3. becCOHOBOM [2] U KOHITEIITHIO
cocioBHOCTH C.I. KopgoHckoro [5].

TpaguIMOHHOU MBI Ha3bIBaeM TaKYIO ITU-
BIJIM3AIINI0, KOTOpasi, B OTJIMYHE OT MOJIep-
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HUCTCKOU, He CTPEMUTCS CO3aBaTh HOBEIE,
a BCE BpeMs JIUIIb BOCIIPOU3BOJUT CTaphle,
OCBSIIEHHbBIE TPaAUIIMEeN COIfHaIbHbIE, I10-
JIUTUYECKUe, TyXOBHbIE, KYJIbTYpPHBIE $OP-
MBI [Ipu 3TOM ozt mpaduyueti IOHUMAaeTCs
COBOKYIIHOCTBH 00pasIioB, II0 KOTOPHIM BOC-
CO3/al0TCS yKasaHHble GpopMbl. ObpasraMu
MOTYT BBICTYIIaTh UJjeaJIM3UpOBaHHbIE MO-
IleJId TIOBeJIeHYs, SHAHUS, TEXHOJIOTUH U T. [I.

B TpaguIlMOHHOM MUpe YacTHas cob-
CTBEHHOCTH CBeJleHa K MUHUMYMY. B rjease
BCé MBICJIUTCS 3[leCh KaK IIpHUHazjIeKkalee
rOCy/IapCTBY, Ybsl BJIACTH OCBSIIeHa Ue0JI0-
rueit. l'ocymapcTBO pa3zdaém Bce 3TU IIeHHOC-
TU OTJeJIbHBIM JIFOAAM WX COO0IecTBaM.
TakuMm obpasoMm, B TaKOM OOII[eCTBE BCE
(MM IOYTH BCE) IIpeBpallleHO B Pecypc, TO
eCTh B COBOKYITHOCTh MaTepHUaJIbHBIX U/WUJIHA
IYXOBHBIX IIeHHOCTeM, KOTOPEIe pasfarTcs
rOCy/LapCTBOM [IJI OCYILleCTBJIEHUS CITy Keb-
HOMU J1eATeJTbHOCTHU. PecypcoB B 9TOM 00111e-
CTBe BCer/la HaJIM4eCTBYeT OrpaHUYeHHOe
KOJIMUECTBO, II0TOMY UTO 37jeCh CTPeMSTCS
He K CO3JJaHUI0 BCé HOBBIX U HOBBIX MaTe-
PHaIbHBIX U JYXOBHBIX 6JIar, a JIUIIb K BOC-
IIPOM3BO/ICTBY HEKOTOPOTO UX KOJTUYECTBA,
IIpX3HaBaeMOro JOCTaTOYHBIM.

[IOCKOJILKY pecypcChl C TedeHUeM Bpe-
MEeHHU UCYePIIbIBAIOTCA, JIS IIPOJLOJIKEHUS
pasmauy Heo6XoguMBbI crayu. Crada ecThb
BOCIIPOU3BO/ICTBO OIIPeeJIEHHOTO pecyp-
ca. Craya — 0053aHHOCTh BCeX COIlHaJIb-
HBIX T'PYIII, Ka’kAasd U3 KOTOPBIX CIIeljra-
JIM3UPYeTCS Ha TOM UJIA UHOM POoJie CAadu
(HarpuMep, KpecThsgHe CHAIT CeJbCKOXO-
3AMCTBEHHYI0 IIPOAYKIIUIO, IJI phIjapei
IJlaBHasl cfavya — ydacThe B BOMHe Ha
CTOPOHE CBOET0 Clo3epeHa U T. A.). Craua
OCYIIIEeCTBJISIETCS B pe3yJbTaTe CIyXKeob-
HOTO TPYAa, IPUHYAUTEJIHbHOTO0 II0 CBOEMY
XapaxkTepy (X0Td 1 OCHOBAaHHOMY Ha 9HTY-
3rasMe B Hjleasie), II0OCKOJIbKY 3TOT TPy —
0043aHHOCTS Ilepe] rocyrapcTBoM. Takum
obpasoMm, B TpaJUIIMOHHOM 00IIleCcTBe CO-
I[UaJIbHas TpyIIlia IIojiydaeT pecypc (Mate-
puajibHbIe 6Jiara, MPUBUJIETUH, COITUATb-
HBIU CTATyC) IJIs1 TOTO, YTOOBI UCII0JIb3YS
€ro, BBIIIOJIHATDH CBOIO 00513aHHOCTD IIepe[
roCyZapCTBOM.
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Paszauu 0JOKHBL COOTBETCTBOBATD C/la-
yaM. Hasaras Ha coraibHYyO TpyIIny 005-
3aHHOCTH CIaTh PeCypc, TOCyAapCcTBO Cpasy
OTOBapuBaeT ero KOJIM4YeCTBO, Nabbl obe-
CIIEUUTH ITUM PECYPCOM BCeX TeX, KTO ero
IoJiydaeT B X0Je pasfgadu. Crada pecypca
rOCyZapCTBY U ero pasjava rocyapcrsoM
COCTaBJIsIeT CYTh KU3HelesITeJIbHOCTH Tpa-
IUITFOHHOTIO 00111ecTBa. B CcyIIiHOCTYH, B X07ie
pasgavu Takoe 00IeCTBO U GopMUpPYyeETCS
Kak uepapxus cocaosull (tepmuH C.I. Kop-
IOHCKOTI'0) — COIIMa/IbHBIX TPYIIIL, KOTOPBIEe
06sieyeHBI 00513aHHOCTIMU (CIIy>KO6011) I1e-
peJ roCyAapCTBOM U /11 KCIIOJTHEHUS 3TUX
00s13aHHOCTEH (CIIY>KOBI) I10JIyYaroT IIPUBU-
Jleruu, cBobojpl, 6Jiara, IIpoIe TOBOPSI —
pecypcsl [5, ¢. 24]. ITHU «COCIIOBUA» MOI'YT He
COBIIAZIATh C UICTOPUUYECKUMU COCIOBUSIMU
(apucTOoKpaTHs, LYXOBEHCTBO, OHOPrephl,
KPeCTbSIHCTBO) ¥ He 0043aTe/IbHO JOJKHBI
OBITH HaCJIe[CTBEeHHBIMHU (B Poccuiickon
UMIIEpPUH COCJIOBUSIMU U II0/I-COCJIOBUSIMU,
110 KoppoHCKOMyY, MOKHO CUUTATh PaHIU
rocciay>kosl, B CoBeTckoM Coro3e — TakKue
TPYIIIIBI, KaK KOJIXO3HUKH, pabouue) [Tam
’Ke, c. 44-56].

i1 TOro 4TOOBI IOOYAUTH Trocyzap-
CTBO CKOPPEeKTHUPOBAaTh pasfadyu C Y4ETOM
IIpeTeH3UU TOIr0 WJIU HHOIO COCJIOBHS,
CYI[eCTBYeT HHCTUTYT >Kajao6 (TepMHUH
0.3. BeccoHoBo11 [2, c. 12]). Kamo6b! 371eCh
IIOHUMAITCS IITHUPOKO: 3TO MOI'YT OBITH XO-
IaTauCcTBa, JOHOCHI, ITyOJIMYHbIe BHICTYILIe-
HUS, IIPOCHOBI XOTOKOB U T. [I.

[Iportecc cmay U paspgay ¢ obecrieurBa-
IOIMMH ero COIfHMaJbHBIMU MeXaHU3MaMU
(cry>KeOHBIN IPUHYAUTEIbHBIN TPY/, ILIa-
HOBasl OpraHu3aIus 1esTeJIbHOCTHU, UHCTU-
TYT >KaJ100) Mbl Ha3bIBaeM pasiaTKoOM (Tep-
MuH 0.3. beccoHOBOM [TaM e, c. 6-7]).

PaszaTok 6pIBaeT TPEX BUJIOB:

1) aKoOHOMUUecKull — pa3faToOK MaTepU-
aJIbHBIX 6J1aT, HEOOXOUMBIX JIJIS1 YIOBJIET-
BOpPeHUs MaTepHaIbHbIX II0TPeOHOCTEH;

2) noaumu4ecKuil — pasfaToK BJIaCTHBIX
IIOJTHOMOYMH I IOJJep>KaHUs B 00IIle-
CTBe IIOPSKa;

3) couuabHO-0yX08HbLI — pasgaTok Co-
[IMaJIbHO-IyXOBHBIX 0JIar, Y/[0BJIE€TBOPSIO-
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IIVX AYXOBHBIE IIOTPEOHOCTH U CLIOCOOCTBY-
IOIITUX CTabMILHOCTH 00IIeCTBA.
JKOHOMMYeCKas CTOpPOHAa pasfaTKa HC-
ciemoBaHa 0.3. beccoHOBOM (0HaA U BBeJia
TEPMUH «pasaToK»), KOTOpas Ha MaTepHa-
Jie POCCHUMCKOM UCTOPHUH OIIKCasla OCHOBHBIE
€ro IPUHITUIIRI U UHCTUTYIIUU. OTHAKO pe-
CYPCHBIM U Pa3iaTOYHBIM SIBJISI€TCS He TOJIb-
KO POCCHICKOE, HO U JIF000€e TPaIUuIIMOHHOe
00I11eCTBO, B TOM YHCJIe TaKOBBIM OBLIO U
3araZHOeBPOIIEMCKOe CpefHEBEKOBOE 00I1le-
ctBo. [IpaBza, TaM pa3faToK UMeJl CBOU 0CO-
OeHHOCTH, KOTOPBIX He ObLIO HU B Poccuw,
HU B CTpaHax BocToka U KOTOpPhIE 3aTeM U
IIpUBeJIU K IIpeBpalleHUI0 CIy>KeOHOM co6-
CTBEHHOCTU B YaCTHYI0 U IIepPepPOKIeHUI0
obIiecTBa pa3zaTka B 00II1eCTBO phIHKA.

«KoHnenmusa pasgaTka»
BBICIIIEr0 oOpa3oBaHus B Poccuu

[TotUTUYECKUN ¥ COLMAJIbHO-AYXOB-
HBIN pasgaToOK M3yUeHHI II0Ka KparHe cJia-
60. OgHOM U3 GOPM IIOCIIeJHETO SABJISAETCS
paszaToK BHICIIIEro 06pa3oBaHus B JOPEBO-
JIIOITMOHHOM, COBETCKOU U IIOCTCOBETCKOM
Poccuu. B paboTax 0fHOT0 13 aBTOPOB 3TOH
CTaThbU IIOAPOOHO PacCMOTPeH 3TOT BU[
paszaTka Ha IIpUMepe YHUBEPCUTETCKOIO
obpasoBaHud [3, 4]. OH BKJIIOYaeT B cebd
pasgady rocyapCcTBOM 3HaHHUM U CTATyCa,
I103BOJIAIOIIET0 3aHUMAaThCA 0QUITUAIbHOMN
U HeoQUITMAJIBbHOU TOCCIY>K00M, a BMecTe
C HUMU — BCeX HeOOXOAUMBIX JIJI1 OpTaHU-
3anuuy 06pa3soBaHUs COITMAIbLHBIX JIBTOT U
MaTepHaIbHBIX 6s1ar (prHaHCHUPOBaHUE BY-
30B, IIpeloCTaBJIeHUE CTYLeHTaM BO3MOXK-
HOCTH I10J1b30BaThCd MaTepUalbHO-TeXHU-
4eCKUM 000pyZ0BaHUEM, IIpeOCTaBIEHUE
CTyZeHTaM-IOHOIIIaM OTCPOYKU OT IIPU3LI-

Ba B apMHI0 U T. I.). Clauu — 3TO TPYZ 110
opraHusanuu paboThl By3a CO CTOPOHBI
aJIMUHUCTPAIIUU U TeXHUYECKOTIO IIepco-
HaJla, Hay4YHBIH, I1eJaTOTHYeCKUH Y BOCIIH-
TaTeJIbHBIN TPY/, IIpeliofiaBaTesieil U yuyeo-
HBIU TPY/, CTY/IeHTOB. B COBETCKUE BpeMeHa
dUHaIBHOU cavel 1151 BBIITYCKHUKA ObLIa
«0TpaboTKa» — BO3MellleHHe IOCyLapCTBY
CBOUM TPYZOM B YKa3aHHOM MecCTe pacxo-
II0B Ha IT0JIy4eHHOe o6pa3oBaHUe. Bece st
BUJIBI TPYZA IOAYHUHSAIOTCA IJIaHY, paspaba-
TBIBa€MOMY I'OCYZapCTBEeHHBIMHU OpraHaMu
(raH 110 IpHUéMY I afMUHUCTPAIUY,
y4eOHBIN IIJIaH, KAPTOYKU [IOPYUYEHUH JI
npelrioflaBaTesiei, pacliicaHue 3aHATUM,
3a4€TOB U 9K3aMeHOB JJI CTYLeHTOB). Tpyx
9TOT — CJIY>KeOHBIM, IPUHYAUTEIbHBIN; 3a
HeBBIIIOJIHEHUe y4eOHOro IJIaHa CTYJeHTa
OTUYMCJIAI0T. O6paTHHIM KaHaJIOM SBJISIOT-
Cs1, KaK ¥ BO BCeX OCTaJIbHBIX MHCTUTYIIUIX
paszgaTka, ’Kajao0Bbl.

Kak BUMM, 0COOEHHOCTH POCCUMCKOTO
BBICIIIETO U B TOM YHCJIEe YHUBEPCUTETCKOTO
06pasoBaHUs BIIMCHIBAIOTCA B MOJIeJIb pas-
ZlaTKa, II09TOMY MBI ¥ TOBOPHUM O pasfaTkKe
BhICIIIero obpa3oBaHusd B Poccuu. 3To He
C/IyYalHOCTh, 8 3aKOHOMEPHBIN pe3yabTaT
TpaHCcPopMaIlUU 3allafHbIX UHCTUTYIIUN
BBICIIIeT0 06pa3oBaHMUs, Iepeca’kKeHHBIX
TPHUCTAa JIeT Ha3aJ Ha POCCUMCKYIO II0YBY.
HampoTus, 661710 Ob1 YAUBUTEJIbHBIM, €CJIN
OBl Yy HaC IIPHOKUJIICA 3allaHbINM YHUBEPCHU-
TeT, KOTOPBIX GaKTUUeCKHU CBA3aH C II0Tpe6-
HOCTSIMU I'Pa’k/IaHCKOro 00111ecTBa, KAKOBO-
r'0 y Hac, 10 CyTH, HUKOIIa He 6b1710. Orocy-
IapCTBJIEHHOE pas3aTOuHoe 0O0pa3oBaHue B
O0JIbIlIel CTelleH! OTBedaeT COLaIbHbIM
II0TPeOHOCTIM 00111eCTBa, 0CHOBAaHHOI'O Ha
9KOHOMMUECKOM U IIOJIMTUYECKOM pasjaT-
Ke U IIPOHMU3aHHOTI0 COCJIOBHOM HepapXuen.
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Kaps ayapp Beoep,
KaKHuM ero 3Haia B Poccuu

B cTaThbe IIpe/icTaBjIeHb] )KU3Hb U
TBOpYecKas [esATeIbHOCTh HEMEITKOTr0
nMaHuCcTa U nefarora Kapia 9gyapza Bebepa.
OH 110s1y4mJ1 06pasoBaHue B JIeUIIITUTCKOMU
KOoHCcepBaTOpuu. B 1854 roxy ripurexas B
Poccuto, rae 6b1IH BOCTpeO0BaHbBI MY3BIKAHTHI
BBICOKOT0 ITPO$eCcCHOHaIbHOIO YPOBHS, U
cBblIIe 20 JIeT IIpenogaBal GpopTerruaHo
B TaM00BCKOM MY3BIKaJILHOM YUHJIHIIIE.
OnHaKo B XOfie IIeJarOTUYeCKOH [eATeIbHOCTH
B Pa3JIMYHBIX POCCUMCKUX roposiax Bebep
4aCTO UCIIBITHIBAJ HEYIOBJIETBOPEHHOCTE.
3aMmeuas cabblil ypoBeHb GOPTEIHaHHOTIO
o6pasoBaHUs B IIPOBUHITHUY, OH HayaJl
co3faBaTh MeToHYeCKUe paboTsl. CTaau
U3BECTHBLIMU U OBLIIU PacIIpoCTpaHeHbl
ero «PyKoBOZICTBO K CCTeMaTHYeCKOMY
06yueHUI0 Urpe Ha popTenraHo» (1866),
«IlyTeBOAUTENb IIPU 00YUEeHUH UT'Pe Ha
¢dopTeniriaHo (1876).

B 1881 roxy KapJu 3gyapx Bebep
TIOJIYYMJI MeCTo Ilefarora TaM60BCKOTO
AJIeKCaHAPHUHCKOT0 UHCTUTYTa 61aTOPOHBIX
IeBull. B 1889 rony oH Ieperiiés Ha paboTy B
TaM60BCcKHe My3bIKaJabHBIe KiIacchl (¢ 1900
roga TaM60BCKOe My3bIKaJIbHOE YUMJIHIIIE),
I7ie ¥ paboTaJsl 1o KOHITa CBoeH »KU3HU (1913).

BeGep BociuTasI TaJIaHTIUBYIO VUEHHUIY
Anny I'paBepT-/IaBoBCKYO (1881-1888).
ITosxe HayaIbLHOE 00y4yeHUe y Heé
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Karl Eduard Weber,
How He was Known in Russia

The article illustrates the life and creative
activity of German pianist and pedagogue
Kar]l Eduard Weber in Russia.

Weber received his education at the Leipzig
Conservatory. In 1854 he went to Russia,
where musicians of high professional level
were on demand, and taught for over 20 years
at the Tambov Music College.

However, having engaged in pedagogical
activity in various Russian cities,

Weber frequently experienced discontent.
Having observed the unsatisfactory level

of musical education, he began creating
methodological works. Among them,

those which became famous and were
disseminated were “Rukovodstvo

k sistematicheskomu obucheniyu

igre na fortepiano” [“A Manual

for the Systematic Instruction of Playing
the Piano”] (1866), and “Putevoditel' pri
obuchenii igre na fortepiano”

[“A Guide to Instruction of Piano Playing”]
(1876).

In 1881 Karl Eduard Weber received
the position of an instructor at the Tambov
Alexandrinsky Institute for Noble Girls.

In 1889 he switched to working at the Tambov
Musical Classes (since 1900 — the Tambov
Music College), where he worked until

the end of his life (1913).
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MIPOIEI ¥ BUKTOP Mep>KaHOB, CTaBIIIUNA
BIIOC/IE[ICTBUM BBIZAOIIMMCS [THAHUCTOM.

B uémMm, HeCOMHEHHO, 60JIbIITas 3acIyTa
$opTenaHHOM IIIKOJILI Bebepa.

MHorue 0CHOBOIIOJIATakIIMe YePThI
nemaroruku Kapsa dnyapaoBuyda Bebepa
OBLIU IIPUCYITU U BUKTOPY MepskaHOBY KaK
IIperofaBaTesIko.

KJirroueBsble cj1oBa:

Kaps 3oyapn Bebep, AuHa I'paBepT-JlaBIOBCKa,
BukTop Mep;kaHOB, TaM60BCKHEe My3bIKaIbHEIE
KJ1accel, TaMO0BCKOE My3bIKaJIbHOE VUUIUIILE,
dopTenmaHHOEe 0OyUeHUeE.

Weber brought up the talented student
Anna Gravert-Lavdovskaya (1881-1888).
She provided initial instruction to the future
outstanding pianist Victor Merzhanov. Therein,
undoubtedly, lies a great merit of the Weber
school. Many of the foundational traits of piano
pedagogy of Karl Eduard Weber are inherent
to the pedagogy of Victor K. Merzhanov.

Keywords:

Karl Eduard Weber, Anna Gravert-
Lavdovskaya, Victor Merzhanov,
the Tambov Music College,

piano instruction.
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Ms 3aMedaTeJbHOIO0 My3bIKaHTa U
nenarora Kapsa 3xyappa BebGepa
TEeCHO CBS3aHO C JIeHIIIIUroM — ro-
pozxom HMoranHa CebacThsiHa baxa, Peauk-
ca MeHpesnbcoHa. B 1836 rogy UMeHHO B
Jletiriiiure MeHeJIbCOH OpraHU30BaJl 3Ha-
MEHUTEIN OpKecTp I'eBaHXays3a, CTaBIINUHT
OJJHUM U3 CaMBbIX BBICOKOKJIACCHBIX MY3bI-
KaJIbHBIX KOJUIEKTUBOB MHpa. CeMpb JeT
croycTd (1843) TaMm »Ke OH CO37aJI IIEPBYIO
BBICIITYIO IITIKOJIY MY3BIKU — JIEUIIITUTCKYIO
KOHCEPBATOPHIO, Ky/a U IIOCTYIIUII YUUTHCA
KapJi 3xyapz Bebep.
K.3. Bebep poxuica 9 aBrycra 1834 rozna
B CakcoHUY, Bo PpaHKeHOepre, T7ie ero 0Tel]
CJIY>KUJI TOPOJACKUM KalleJbMeNCTepoM.
[IaTuneTHUM pebéHKOM Kaps 6bLI mepe-
Be3éH B Pury. TaM 0H OKOHYMJI TUMHA3UIO,
a B 12 jietT Bo3BpaTUICcA B ['epMaHUIO U I10-
CTYIIUJI B JIEUNITUICKYI0 KOHCEPBATOPHUIO
(1846). OH 3aHHUMAaJICA 10 KJIACCYy KOMIIO-
3uIuy y MeHesbcoHa U XayIrTMaHa, a I1o
KJ1accy ¢oprenuraHo y Moliesieca — 0fHOTO
U3 KpYITHEeNIuX MuaHucToB XIX Beka, pas-
BHUBAaBIIIEr0 Tpaaulyy Morapta U I'ymMme-
Js1. KymupoMm ke Be6epa 6511 beTX0BeH.
ITocste oKOHYaHUWA KOHCEPBAaTOPUU B
1849 rony Bebep HauaJs CBOU Ilelaroruye-
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CKUH I1yTh. CHavas1a OH HECKOJIbKO JIET IIPO-
KIWI B CEMbe II0JIbCKOTO MarHata B MuH-
CKOM I'y0epHUHU B KaueCTBe YUUTEII MY3bI-
KU (1854-1858). 3aTeM epecesniics B Pury,
ZlaBaJI yaCTHbIe ypoKH (1858-1865) [11].

B 1865 roay K. Bebep nepeexas B Poccuro
U XKW1 B MOCKBe, I7ie paboTaj cTapliuM
IperoiaBaTesaeM 2-i )KEHCKOU TUMHA3UU
(1865-1866), a yepes rof 6L IIPUTJIAIIIEH
IpenoaBaTh B MJIAJIINX KJjaccax TOJIb-
KO UYTO OTKPBIBIIEMCS KOHCepBaTOPUU
(1866-1870).

B MockBe OH Tak)Xe ObLJI Ha3HauyeH
WHCIIEKTOPOM U CTapIIUM IIpeliofiaBaTe-
JleM MY3bIKM MapUHHCKOTO HHCTUTYTA
(1867-1877) [Tam Xe]. B KoHCcepBaTOpUU
OH IIpopaboTasl BCeTO UeThIpe Iojla, U YXO
U3 yueOHOTO 3aBe/leHUs OBbLI CBSI3aH C He-
LoOporKesaTeJIbHBIM K HEMY OTHOIIIEHUEM
(KaK 4 K IpyruM IIpeliofiaBaTesssM MJiaj-
IIIUX KJIaCCOB) CO CTOPOHBI IIpodeccypsl,
3aHUMAaBIIIENCI CO B3POCJBIMHU yUeHHUKA-
MHU. «ITO BBIpPa’kajioch B OIIpefeJIEHHOM
IpeHebOpeXeHUU K IlefjaroraM HadajabHO-
ro 3BeHa pOpTenHuaHHOM IIIKOJbL, XOTI UX
TPYZ OBLI B KAKOM-TO IJIaHe Jja’ke BaKHee,
IIOCKOJIBKY 3aKJIa/ibIBajl OCHOBBI OYZyIIero
npodeccruoHanmusMa» [10, c. 92]. B aToit cu-
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Tyaruu Bebep 110B&JI cebs JOCTOMHO U jaXke
CyMeJI COXpPaHUTh XOPOIIIKe OTHOILIEHUS C
H. PybuHINTeTHOM, KOTOPHIN BHAJI €ro ap-
I'yMeHTaM — J0BOJIBHO Pe3KOBaTBIM, HO
KOPPeKTHBIM [TaM e, . 93-94].

B MockBe Bebep >xu 1o 1877 roga, mmpo-
IoJDKasl Iefaroruyeckyo paboTy B OJIXK-
HOCTH HHCIIEKTOpA U CTapIIero Iperoja-
BaTesss MY3bIKM MapHUHUHCKOIO KEHCKOI0
yuunuina. B 1877 roxy Kaps dayapsoBu4d
repeexas B CapaTos, IZie O0JIBIIYI0 YacCThb
I1elarorOB COCTaBJISLJIA BBIXOZILI U3 I'ep-
maHud. C 1877 1o 1881 rox Bebep cocrTost
TUPEeKTOPOM My3bIKaJIbHBIX KaccoB Capa-
TOBCKOI'0 OTZesieHusa MIiiepaTopcKoro Pyc-
CKOT0 My3bIKaJIbHOTO 061ecTBa (MPMO) u
OTUPHKEPOM CHUMPOHHUYECKUX KOHIIEPTOB,
HO aJMUHUCTPaTHUBHAs CTe3s1 TATOTUIIA €T0.
OH ob6paTwica B IucbMe K H. PyOuHINITEN-
HY C IIPOCHOOM II0COEeNCTBOBAThL O HOBOM
MecTe paboThl. [I0fpo6HOCTHU He U3BECTHHE],
HO B 1881 roxy KapJs 9xyapZioBUY yKe IIpe-
nofaét poprenraHo B TaMOOBCKOM AJiek-
CaHAPHUHCKOM HHCTUTYTe O6JIaTOPOJHBIX
neBull. OTHAKO U 3[leCh YCJIOBUA TPY/a ero
He COBCEM Y/IOBJIETBOPAIU. BUugumo, aTu
00CTOATEILCTBA U CTAIU IIPUYUHOM ITyOJTH-
Kanuu «KpaTKoro ouyepka COBPeMEHHOI0
COCTOSIHUSA MY3BIKaJIbHOTO 00pa3oBaHUA B
Poccum», B KOTOPOM aBTOpP pacCMaTpUBaeT
po6sieMy 06111eCTBEHHOTIO II0JI0KEHUS MY-
3BIKaJIbHBIX I1€/1arOroB.

Metonuka Kapsia dnyapza Bebepa oxBa-
ThIBajla B OCHOBHOM HadaJIbHOe 3BE€HO B
obyueHUU uUrpe Ha GopTerraHoO, TO €CTh
00J1aCTh AeTCKOM I1IeJarOTUKH, 0 YEM CBH/IE-
TeJILCTBYIOT OITyOJIMKOBaHHEIE TPY/ABIL. Pa-
6oTa «PyKo8odCmMaeo K cucmemamu4ecKkomy
06yueHuro uepe Ha ghpopmenuaHo» (1866) BbI-
IIyIlleHa B IIOMOIIb «MaTepsiM, 00y4aroIiuM
CBOMX JleTel, U HaCTaBHUIAM JIJI1 CUCTeMa-
THUYEeCKOI'0 U 0CHOBaTeJIbHOI'0 PYKOBOZCTBA
BBEPEHHBIX UM ITUTOMIIEB Ha IIyTH K MY3bI-
KaJlbHOMY 06pa3oBaHuio» [5, c. 1].

Bo BBegeHUU Bebep muieT, 4T0 My3bI-
Ka eCTb OJJHa M3 CaMBbIX HaJEKHBIX HpPaB-
CTBEHHBIX OIIOP IIPU BOCIIMTaHUU FOHOIIIe-
cTBa. B 1-i1 yactu («My3bIKaJbHOE pasBU-
THe JleTel») aBTOp AeTaJlbHO OIUCHIBAET
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HavaJbHble 3aHATHUS C pe6éHKOM. Bo 2-i1
yacTu («PaccyxgeHue 0 [eTdx») paccMma-
TPUBAKTCA 0COOGEHHOCTU BOCIPHUATUL B
pPaHHeM BO3pacTe W IpejjararTcsa IIpak-
THUYeCKHe COBETHI I1e/Iarory IIpu 00yyeHUun
pebéHKa ¢ TeM MJIM UHBIM TeMIlepaMeHTOM.
OH, HaIpuMep, yTBep KaaeT: «YIIPIMCTBO
n36aI0BaHHBIX [leTeH CeyeT IPUHUMATD
C KpallHUM CIIOKOMCTBHEM U TepIIeHHeM»
[TaM ke, c. 64].

Jpyras metomudeckas pabora Kap-
Ja dpyappoBuuya Bebepa — «Ilymegodu-
me/b npu obyueHuu uzpe Ha opmenuaHo»
(1876) — aTo moxpobHO paspaboTaHHBIE
MeTOoNUeCKHUe YKa3aHUs C IIPUIOKeHUueM
pelepTyapa, paclipejejs€éHHOro 1o mepe
TPYAHOCTH, C IIJIAaHOM 00y4YeHHUs UTpe Ha
dopTeriaHo U HeOO6XOAUMBIMU 00bSICHE-
HUAMHU ero. OQUH 9K3eMILIApP OH OTIIPaBUII
H.T. PybuHINTEeHY Ha PYyCCKOM $3BIKe, CO-
IIPOBOJUB IIMCHMOM [5, c. 4-5]:

K.3. Be6ep — H.I'. PyObuHwmetiHy

Munocmusylil 2ocydaps Hukoaail I'puzo-
pvesuu!

Hmero uecms npu cem npenposooums
Bam nsaodwvl moell nocaedHell pabomul 8
no/b3y ywaweeocs rwHowecmsa. Jecamb
/lem momy Hasao s68uU1ach Ha ceem nepeast
Mo paboma, Kak Bam, mMHo20y8axcaemblil
Huxoaail I'puzopvegud, yice uzgecmHo, noo
3a20/108K0M: «PyK0o8odcmeo 015 cucmema-
muuecKk020 nepeoHaAUA/IbHO20 00yHeHUS HA
gopmenuaHo». I Hamepegancsa ImMoll KHU-
JHCeUKOU N0BAUAMb HENOCPeOCMBeHHO Uepe3
npenodasame.iell Ha siyuuiue ycnexu yuauie-
20cs wHowecmaa. £ c1én 6vl cebs cuacmau-
8blM, ec/iu 6bl MOU 8UObL U HA3HAYEHUE KHU-
Jceuxku cognadau ¢ Bawumu e32nsd0amu no
amomy npedmemy. <...>

Camo ob6yueHue BeGep mopapaspessieT
Ha TPU IlepHoja: TeXHUKA; ITH/bI; IIbECh]
U COHATHI. «ITU TPU YaCTU He pasfesisieMbl
IOpPYT OT JIpyra; OHU 06pas3yrT CaMyI0 Tec-
HYI0 CBSI3b MeJK/1y C0O0M; TaK 4To o/fHa 6e3
IPyTOU 6yeT JINIIb 6eCIIOJHBIM pacTeHU-
eM» [TaM ke, c. 27].
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A

domo 1. Kapa 3dyapd Bebep
(npednosoacumenvHo 1899 200)

3HauYUTeJILHYI0 YaCTh CBOEU >KU3HU —
24 roma (1889-1913) — Bebep mpopaboTan
B TaMOOBCKUX My3bIKaJbHBIX KJjlacCaX U
TamM60BCKOM My3BIKaJbHOM YUYUIIHIINE, U
ero ¢oprenraHHas IIIK0Ja, HECOMHEHHO,
II0BJIVsJIa Ha yueOHBIN poriecc. Haubosee
I0/IpOOHEBIe CBeJleHUsI UMEIOTCS TOJIbKO 00
O[IHOU yueHUIle BeGepa — AHHe PE0pOBHE
I'paBepT (JIaBgoBckoM). OHa muiet: «Ilep-
BOHayaIbHOe My3bIKaJIbHOe 0Opa3oBaHUe
s II0JIy4uJIa y Moero otTiia. B 1881 roxy Mot
oTell yMep, U 4 Iepenuia K K. 3. Bebepy» [7,
C. 6]. V Bebepa oHa yuymniach 10 OKOHUaHUS
AJleKCaHPUHCKOTO MHCTUTYTa 6JIaTOPOJ-
HBIX eBUIl. B Mae 1886 roga AHHa OKOH-
4ujIa UHCTUTYT, B CBA3U C UeM II0JIy4HJIa
IIACHMO OT CBOEro yuHuTesd My3bIKu KapJia
dnyappoBuya Bebepa [uT. 110: 7, C. 6]:

K.3. Bebep — A.D. I'pasepm (/lagdoeckoit)
Mockea, 30 masa 1886 2oda.
Munocmueas 2ocydapblHsi AHHA PéDo-

posHa!

IIpenpoeoxcoaro u Kk Bam, kak Ko ecem
MOUuM yHueHuuam I kaacca, 00UH IK3eMNAAP
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Moe20 «PyKkog8o0cmea», mo/ibKo Umo ebluleo-
wez20 8MopblM U30aHuem u3 neuamu, 0OUH
aKzemnaap «Illymegooumens», mpemoe us-
daHue, u 00UH ak3emnasp «Kpamkozo ouep-
Ka». «Pykogodcmeo» u «Ilymegodume.iby,
UMest NPSAMYHI0 €8513b Medcdy cob601, cocmas-
AAH0M 00HO Ue10e. [Ipuco8oKynAar0 maxaice
U AUUHOE MO€ c8U0eme1bCmaeo 0 mom, 4mo
Bbl y MeHS 3aHUMAAUCL MY3bIKOIL: MOodxcem
ObLMb, YMO OHO Bam npucooumcs 8 Hu3sHuU,
KaK U MOU COUUHEHUSl 0 NPenooasaHuu My-
3bIKU...

B 3akroueHue no3dpaeasaro Bac ¢ «OKOH-
YaHuem» U, nojcenas Bam 04 Ha4ana Ho-
801l HCUSHU ewé pa3 8ce20 Xxopouie2o, ocma-
10Cb 00 AUUHO20 C8UOAHUS 8Ce20a 20Moeblil
K ycayeam Bawum.

K. 3. Bebep

ITocsie oKOHUYaHUA MHCTUTYTa AHHA ['pa-
BepT elllé 1Ba roja saHUMasachk y Bebepa.
OmHaKo NPSAMBIX CBHIETEJNLCTB, Kacalo-
IITUXCA e€ IelaroTuYeCKUX IIPUHITUIIOB, He
COXpaHMJIOCh. MI3BeCTHO, YTO OyAyYH IIpe-
ImofaBaTeieM MY3BIKAJIbHOM IIIKOJIBI, OHAa
obyumsia ¥ BOCIIMTAaJIa, HAPAAY C ZPYTUMU
ydyeHUKaMH, B. MeprxkaHoBa U 1. /[3ep>KUH-
CKOro. Mep>kaHOB BbIOpasI IyTh GopTeIu-
aHHOTO HMCIIOJTHUTEJILCTBA U IIeJarOTUKH U
LOCTUT BBICOT ITMAHUCTHUYECKOIO MacTep-
CTBa.

HemocpeaCTBeHHEBIX CBH/AETEJLCTB O
CTeIleHU BJIUAHUA GOpTeIIMaHHOM IIIKOJIBI
Beb6epa Ha IIpernofjaBaHue B TaMOOBCKUX
MysbIKaJIbHBIX KJlacCaxX HeT II0 TOMH IIpU-
YHHE, YTO He COXpaHMHIaCh JOKYMeHTAaIlHs
y4debHOTO IIporiecca (KypHaJsbl, yueOHEBIe
IIpOTpaMMEI U T. I1.). Ho 13 paspaboTaHHO-
ro BebepoM m1aHa o6y4yeHUs IIMaHUCTA I10-
HATHO, HaCKOJIbKO OH OBLI CTPOT, IIPOSIBJISAL
HCKJIHYUTEJBHYI0 IIPUHIITUIIHAILHOCTE U
IIYHKTyaJbHOCTb. HecoMHeHHO, A. I'paBepT
3a MHOTHe I'OJbl yUé0bI IlepeHsIa [JIaBHbIe
KauecTBa CBOET0 HaCTaBHUKA, KU MOYKHO He
COMHEeBAaTbLCs, YTO OHA YUHJIa M BOCIIUTHIBA-
Jia FOHOT0 MeprKaHOoBa, IIPUEPXKUBAsICh TeX
JKe IPpUHIUIIOB. HaunHaronmeMy IIMaHucTy
1noTpe6oBasoChk IpoOMajHOe TeplleHHe B
IIpoliecce OBJIa/leHUs IIPOpeCCUOHAIBLHBIM
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®domo 2. ITedazoeuyveckuil cocmas Tamb608cK020 My3blKA1bHO20 yuuauwia, 1901 2.
B yenmpe 6 1-m pady K.9. Bebep, kpaiinasa cnpasa — A.d. I'pasepm-JIagdosckas

MacTepCTBOM U, KaK BBIICHUJIOCH BIIOC/IE[-
CTBHH, 3TO KaUeCTBO OH COXPaHUJI Ha/[0JIrO.

HTakK, BUSUTCSA MHTEPECHBIM BEISICHUTD,
KaKHe UMEeHHO YepThl UCIIOJITHUTEILCTBA U
Iearoruky Beb6epa MOIJIv ObITH YCBOEHBI
IOHBIM Mep>KaHOBBIM B KJ1acce I'paBepT, KO-
TOpas 3a rofpl 00yueHus y BeGepa oBiase-
Jia er0 GopTEeIUaHHON MeTOJUKOM.

C 3TO¥ IieJsibI0 OBLI IIPOBEJEH CpaBHU-
TeJIbHBIU aHaJ/IA3 IeJJarOTuYeCcKUx Tpebo-
BaHuili K. Bebepa 1 MpUHIIUIIOB GpOpTEIH-
aHHOTO HCIIOJIHUTEJBbCTBA U IeJaroruKu
B. Mep>kaHOBa, KOTOPBIH, OyAy4H yKe 3pe-
JIBIM U M3BEeCTHBIM MY3BIKaHTOM, He pas
3asBJISAJI, YTO OCHOBBEI €r0 GOpPTeIUaHHOMN
IIIKOJIBI 3aJI0KeHBI B Tam60Be.

CpaBHHTe/JIbHAs XapaKTepHCTHKA My3bIKaJIbHOM e/farOruKu
K.3. Be6epa u B.K. Mep>xkaHOBa

K.3. BeGep

B.K. Mep>xaHOB

1. «Kak TOJIBKO OH [y4eHUK] y>Ke BBIKa3bl-
BaeT X0Th HEKOTOPYIO CTeIleHb Pa3BUTOCTH,
TOT/a I10pa, YTO6 OH HauKWHaJI IpUydaThCs
K HEKOTOPOM CaMOCTOATeJIbHOCTU [4, c. 98].

1. «OH y4mJI HaC MBICJIUTH CAMOCTOSITEJIbHO
U CO3HATEeJbHO UCKATh CBOU IIyTh UHTEP-
mperanuu» [8, c. 171].

«Ecii oHU [yyeHUKU] oIIpaBAbIBAId €r0
HaJle>Kbl, IIPOM/A CYPOBYIO IIIKOJIY BOCIIH-
TaHUs, OH JlaBaJl UM JOCTaTOYHYIO0 CBOOOLY
CaMOBBIpa’KeHHUs B TBOPYECTBeE...» [TaM XKe,
c. 169].

2. «YMeHUe IIpenojiaBaTesIs XOpoIIo caMo-
MY CHITpaTh Ilepesl yualiumMcs BCE TO, UTO
TIocJ/IeTHEMY 3aJJaHO... VUaTII[UICs, YCIIBIIIAB

2. «HeKoTOpbIe 0CO6GEHHOCTHU UCIIOJTHEHUS
TPY/IHO IlepeJjaTh CJI0BaMU, UX IIOCTUTHYTh
MO>KHO TOJILKO Ha IIpaKTHKe... Pagymeercs,
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K.3. BeGep

B.K. Mep>kaHOB

IIpUMep XOpOIIIero UCIIOJHEHUs, CTaHeT
Io/ipakaThb €My II0 BCeM MY3bIKaJbHBIM
TpeboBaHUAM» [TaM Ke, C. 94-95].

HAa/Io Pa3BUBATh B YUeHHUKe He IIPOCTO Hac-
CHBHOE MeXaHH4YeCKOoe KOIIUPOBaHUe, a aK-
THUBHOE, 0CO3HAaHHOe ITI0BTOpeHMe. Tak uTo
He MOTy cebe IIpeICTaBUTh paboTy Iefarora
6e3 1rmokasa» [TaM ke, c. 115-116].

3. «Kak 151 TIeBI1a Ba>KHbI MHMUKa U 11034,
TaK M JUIS ITHaHHCTA... HEMaJIOBa>KHBI 11034,
IpaBUJIbHOE CULleHUe...» [3, cT6. 702].

3. «IlepBoe, 0 YeM MBI IOJKHBI e5KeTHEBHO
3a00THUTHCSI, — 3TO €CTeCTBEHHOE II0JI0Ke-
HHUe PYKU Ha KJaBUaType, eCTeCTBEHHEIE
W 9KOHOMHBIE IBUKEHUS I1ajIbIleB, BCETO
TeJia BO BpeMsI UTPHL... I103a CHUASAIIETO 3a
HUHCTPYMEHTOM IIMaHUCTA, II0JIO’KEHUE ero
PYK HacCTOJIBKO YIO0OHBL... © HACTOJIBKO CO-
OTBETCTBYHT IIPUPOIHBIM IBUTATEIbHBIM
BO3MO>KHOCTSIM TeJla, UTO JIro6asi HeJIOB-
KOCTb BUJKEHUMU, CYJOPOKHOCTb... TOJIK-
HBI HaCTOpa)kKUBaTh» [TaM XKe, C. 62].

4. «JIOBKOCTh U 0erJIoCTh UTPHI 6e3 HajIe-
JKalle CaMOCTOATEeIbHOM CUJIbI ITaJIbIIEB...
U CWIbl pYYHOU KUCTU POU3BOSUT HEMU-
HyeMO Kak OBl ,TYMaHHYI0 UTPY“, KOTOpas
HUKOTI/Ia He MOYKeT OBITh YI000IIOHITHOM U
BBIpasuUTeJIbHOM» [4, c. 38].

4. «...3a60TOM IMMAHUCTA JI0JKHO OBITH II0-
CTOSHHOE YKpeIIeHHe IIPU IIOMOIU MY-
3bIKAJIbHOM ,,TUMHACTUKH“ CyCTaBOB, CBS-
30K, MBIIIIII, OMHOBPEMEHHO C BHIPAbOTKOM
YETKOCTHU U OIIPeieJIEHHOCTH ,,JIPOU3HO-
IIeHUdI“ Ka’KI0I0 3ByKa, TO eCThb TOTO, UTO
MO>KHO Ha3BaTh XOPOIIeld MYy3bIKaJIbHOM!
ITUKITUen» [6, c. 63].

«CHayasia He06X0UMO IOCTUTHYTH B IIPO-
CTBIX YIIPa)KHEHUSIX YMEeHUS OTeJISITh IBU-
JKeHUs IajbIleB OTHO OT APYTOro, Harpy-
’KaTh KaKABIU I1aJIel] pa3HbIM BECOM; TOJIb-
KO II0TOM MO>KHO IIePeX0IUTh K CTUTHOMY
IBIDKEHUIO aJIbIleB, UTO U MA€ET legato...
<...>...TOJIBKO KpeIIKHe NaybIlbl. THaue ,He-
sCHas urpa“» [Tam xe].

5. «...Ha My3bIKaJIbHOM TeXHHKe, KaK Ha
KpaeyroJIbHOM KaMHe, 3WDKAATC Oy IyIre
yCIIeXU YUYeHUKA, BelyIl[1e ero K BhICIIeMY
My3bIKaJIbHOMY PasBUTHIO» [5, €. 55].

«[IpeHeb6peraTh XOPOIIHUM HCIIOJTHEHH-
€M TeXHHUYEeCKHUX yIIpakKHeHUH U 3TH/IOB,
3HAUUT CTPOUTH 3[]aHUe 6e3 pyHJaMeHTa
Ha cplmyuyeM Iiecke. I103ToMy ciefyeT pa-
60TaTh TOGPOCOBECTHO M HpPeAyCMOTPH-
TeJbHO B HACTOMIEeM I Oyaylero» [3,
cT6. 700].

5. «B pabore Haj; TMaHU3MOM OYeHb Ba>KHBI
yIIpakKHEeHUs... ITO TPEHUPOBKA OCHOBHBIX
BUJIOB TEXHUKU: aKKOP/IbI, apIIe/PKHUO0, OKTa-
BbI, TAMMBI U T. [I.» [TaM ke, c. 112].

«Takue yrpakHeHUs CII0COOCTBYIOT IIOJIHO-
MY COCPeIOTOUeHHUI0 BHUMAaHUS Ha BhIpa-
60TKe IPaBUJIBHOTO II0JI0KeHUs PYKH, pe-
TYJIMPOBKE BECOBOM Harpy3Kd Ha ITajIbITbl,
Ha PYKHU (114 YKpeIUIeHUs UX), CII0COOCTBY-
0T SICHOMY OIIYII[€HHUI0 YETKOCTH ITPOU3-
HOIIIeHUs U BbIpab0oTKe KadecTBa KaXK/0ro
3ByKa» [TaM e, c. 63].
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6. «IIpaBUJILHO YCTPOEHHAas pyKa (KoTopas
HeBeJIMKa, I10JIHa U KpyTJa) caMa IIo cebe
HaJleraeT Ha KJIaBUIIIH, UMes Bec» [4, c. 41].

6. «Ba’xHasd 3ajiaya — pa3sBUTHE y YUeHUKa
BECOBOM MaHepPhI UTPHI, TO €CTh OILYIeHU
BeCa PYKHU IIpU Ha)KaTUU KJIaBUIIU. B aTOM
IIpoIlecce y4acTBYyeT BCE TeJsl0 ITMaHUCTA.
BecoBasi MaHepa UIPbI, KOTOpasg KakK OBl
IOAT0TaBJIMBAET BCIO PYKY U KaKAbIM I1a-
Jiel] K Ha)KaTHI0 KJIaBUIIHY, I103BOJISIET MAT-
KO U3BJIeKaTb T'POMKUI, HO Ge3yLapHBIi
3BYK» [TaM XKe, c. 111].

«/1J151 PyCCKOM IIIKOJIBI XapaKTePHO yIIOTpe-
6JieHMe Beca pyKHU; B UTpe HUKOTZA He OBLIO0
yZapa — 6L MAaCCUBHBIM HAIlOp Ha KJIaBU-
aTypy» [TaM xe, c. 140].

7. «9TIOZBI, I1eJIb KOTOPBIX pa3BUBAaTh BCE,
YTO NUAHUCT JOJ/DKEH 3HATh JJIS1 XOPOIIIero
HWCIIOJTHEHUS IThbec... BEHIKa3bIBAKOT Heolle-
HUMOE€ BJIUSHHE Ha BCI0 UTPY B HACTOSIIEM
U OyxyiieM... CJIUIIKOM TPYAHBIE 3TIOJbI
HU K 4eMy He CII0COOCTBYIOT..., OHH TOJIb-
KO IIPensATCTBYIOT 3/[paBOMY, JIOTUYHOMY
U YCIIEIITHOMY Pa3BUTHIO yUalllerocsi» [Tam
JKe, c. 45-46].

7. «HeCcKOJIBKO cJI0B 00 sTiofax. Sl urpan
ux Masio. OCHOBOHM MOero IIHaHu3Ma ObLIHI
yIpa>KHeHUs» [TaM XKe, c. 113].

«BTOopol THII yIpa’kKHeHUH peKOMeH[I0-
Basl Mol yuutesb C.E. ®eliHbepr... <...> ...
ceriyac, B yCJIOBUSX AepUIIUTA BPEMEHH,
HeBO3MOJXXHO 0eCKOHEYHO pPasbIrphIBaTh
yIIpa’KHEeHW U 9TIO/BL, JIyUlIlle Cpa3y HaluTHh
TPYZLHOE MECTO... OIIpeieIUTh er0 GOpMYy.JLy,
ClieJiaTh eé yIpa’kHeHHUeM U TPeHUPOBATh-
Cs, 06513aTeJIbHO COXpaHssd pUTM» [TaM Ke,
c. 113].

8. «IIbeca, Kakas Obl OHa HU ObLiIa, IIpes-
CTaBJIsIET COO0M MY3BIKaJbHYI KapTHUHY
WIH I03TUYECKYIO0 Peub B 3BYKax. B Hel
SIBJISIFOTCSI TOYHO TaKHe ’Ke OT/IeJIeHHsI, Ya-
CTH, Ilepuopsrl, Gpasskl, CJI0Ba U CJIOTH, KaK
U peyd U B KaKOM-HHOYy/b pacckase» [Tam
Ke, C. 65].

8. «My3pIKa [OJDKHaA pa3roBapuBaTh. Bo-
KaJIbHO-peyeBOe MHTOHUPOBAHUE HUTPaET
OYeHb BaXXKHYI POJIb B QOPTEIIMaHHOM HUC-
KyccTBe [TaM XKe, c. 114].

«...JIpexxme yeM IIPOMU3HOCUTH CBA3HLIE U
BbIpasuTeJIbHbBIE pPeul, YesI0BeK [OJDKeH
OBLI HAYUUTHCSA YETKO IIPOUSHOCUTH OT-
IeJlbHble OYKBBI, CJIOTH, CJI0OBa» [TaM XKe,
c. 63].

9. «Ilega/ibI0 MOXKHO I10JIb30BaTHCS €IHMH-
CTBEHHO TOT[a, KOTJa Urpa y»Ke JOCTUIJIa
IIOBOJIBHO COBepILIeHHOM CTelleHU U KOT/a
yUalluics y>Ke T0BOJIbHO BhIPaboTaJll CBOKO
UTPY BO BCeX OTHOIIIEHUSIX, KaK B TeXHUKE,
TakK ¥ BO B3IJISI/le HA UCKYCCTBO» [TaM XKe,
c. 82].

«Ho ¢ megasbi0 HY?>KHO 00XOAUTHCS 0Ye€Hb
OCTOPO’KHO» [TaM XKe, c. 81].

9. «Ilemanmusanus — ofgHA U3 HauboJiee
TOHKHUX Ccep HCIOJTHUTEIbCKOT0 UCKYC-
CTBA... €CJIU UMIET pasBUTHE MY3bIKAJIbHO-
ro MaTepuasa, TO IIMaHUCT, KaK IIPaBUJIO,
HUCIIOJIb3YeT I10JIyIIe/lalb, YeTBEPTh U OJHY
BOCBMYVIO ITeffasiv. TakyKe MO>KHO JieJIaTh I1e-
naabHOe crescendo v diminuendo. Ileganb
IOMUYEPKUBAET CTPOEHUE U IbIXaHVe MY3EI-
KaJIbHOM ¢pasbl U My3bIKU B I1eJI0OM» [TaM
>ke, c. 123].
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«JleBast meflalb — 3TO KpacKW» [TaMm iKe,
c. 140].

10. «[I1aHUCT AOJDKEH IPeI0KUTh CaMo-
My cebe BOIIPOC: YTO UMEHHO COUUHUTEIh
XO0TeJI CKa3aTh UJIU PUCOBATh 3TOM IbECOM?
HoTa g1 Hero [mmaHucTa] He YépHas, IIPo-
CTasl TOUKa, a )KUBOM IIpH3pakK...» [TaM Ke,
c. 83].

«...Jlyx aBTOpa U AyX UCIIOJHUTEJISI BCEIia
IOJDKHBIL COTJIAaCOBBIBATHCSI MEXKIY COO0M»
[TaM ke, c. 66].

«..BUIANTUI OTHU HOTHI HUKOT/IA He Iepe-
JaCT IIOHATHO CJIYIIaTeJ 0 MYy3bIKaJlbHBIN
06pas, OBIBIIIUU B MBICIAX KOMIIOHUCTA» [5,
c. 67].

10. «...KostoccasibHYI0 pOJIb Ur'paeT IIOHUMa-
HUe TOr0, YTO HAIIMCaHO KOMIIO3UTOPOM»
[TaM ke, c. 141].

«...PasragjlaTe aBTOPCKUM pebyc... IOMOKeT
BHUMAaTeJbHBIU aHaJIU3 BHYTPEHHUX CBSI-
3eM My3bIKH, JIOTUKU Pa3BUTH MaTepHUaa,
XapakTepa TeM, TOHaJIbHOI0 IJIaHa, IIITPU-
XOB, I1e3ypP, aBTOPCKUX pPeMapokK U T. II. Bce
3TO ecThb B TeKCcTe» [TaM ke, c. 315-316].

«CTy[IeHTHI yallle BCero obpalfarT BHUMa-
HUe TOJIbKO Ha ,4Y€pHble TOUKU® U ,,0eJIbie
Kpy>xouku“. K corkajieHU1o, B HauaJje 00y-
JeHUd O0JIbIIIe HUYeTO (3a peJKUM HUCKIIIO-
YyeHHEeM) He BUIIT» [TaM ke, c. 125].

11. «...IIpengTcTBHe XOPOIIeMYy HCIIOJIHe-
HUIO0 COCTOUT B OTCYTCTBHU CTPOIOI0 CO-
6/IF0eHUS TOU alllJIMKaTyphl, KaKasi UHO-
I7ia IIpeaIruCchIBaeTCs CAMUM aBTOPOM, UJIN
B HEyMEHUU IIPUUCKATh CAMOMY IIpaBUJIb-
HOU alllJIMKaTypeD» [4, c. 72].

«Kak TOoJIBKO OHa [pyka] HauuHaeT Ko-
BBUISITH U BepTeThCs, TAK UTO Urpa CTa-
HOBUTCS He POBHOM U He IIJIAaBHOM, TOT/A
BUHOM TOMY HellpaBUJIbHad allllJInKaTypa»
[TaMm ke, c. 76].

11. «Mrpa Ha posie Jo/DKHA OBITH IIPOIiec-
COM OpraHUYHBIM, €CTeCTBEHHBIM C TOUKU
3peHus JBUTaTeJIbHOM 11eJ1eCO00Pa3HOCTH.
[TosToMy He MO>KeT OBITH U HeeCTeCTBEH-
HOW, C IIO3UIUHU 3TOM JKe I1esieco06pasHo-
CTH, alIUIUKATYpPhD» [TaM XKe, c. 112].

«/lesio B TOM, UTO popTeniiaHo yuurt! S co-
BeTYHCh C HUM, KOT/ja Uy allllJIUKATypy...
[Iy10Xas amIiMkaTtypa YHUUYTOKaeT XY[I0-
’KeCTBEHHBIN CMBIC/I COUMHEHHUSI» [TaM JKe,
c.116-117].

12. «mes, 9yBCTBO U MY3bIKAJIBbHBIN CMBICJI
CYyTh HE06XOUMBbIe IIPUHALJIeKHOCTH XO-
POIIIero 1 I10JIe3HOI0 MUCIIOJIHEHUs» [5, C. 66].

«...B0O MHOTMX MecTaxX IIOCTOSHHO UTPAIoT,
HO BCe 3T0, eCJIM BCMOTPEeTHCS XOPOIIIEHBKO,
TOJILKO UTIPa, T. €. OMHU 3BYKHU, B KOTOPBIX
BbI He HaMIE€Te HaCTOAIleX MY3bIKH, AYIIIHN
3BYKOB, — 3TOro 60’KeCTBEHHOIO Japa, a
TakK)Xe U pasyMeHUs TOro, YTo UTparT»
[Tam >ke].

12. «K co’KaJIeHHI0, 4aCTO MCIIOJIHHUTEJIb
9KCILJIyaTUPyeT aBTOPCKUU TEKCT, COBEp-
IIIeHHO He oOpaljasd BHUMaHUA Ha TO, Ka-
Kad ujes, KaKou, Tak cKa3aThb, pebyc TaM
ecThb. MICITOJTHUTeJIbCKasd KOHITeIITUA — 9TO,
110 MOEMY MHEHUI, MaKCUMAaJIbHO TOUHOe
pacKpbeITHe aBTOPCKOTO TeKCTa» [TaM Ke,
c. 108].

«Bce cTasii urpaTh X0pOII0, OBICTPO, TPOM-
K0. Ho MHOT0 JIM TMaHUCTOB, KOTOpPhIE MO-
I'yT 3aTPOHYTH CTPYHBI AYIIH, 3aCTaBUTh
YeJIOBEKa COIlepe)XUBaTh, CTPaJaTh, JJIS
KOTOPBIX MOHOJIOT Ha CIleHe — CTpacTHas
HUCIIOBeb» [TaM XKe, c. 177].
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13. «...IIperogaBaTeyb, KOIa eMy IIPHUXO-
OUTCS TPYAUTHCA IIpU pa3bUpaHUU yya-
IUMCS 3TIO/Ia WU IbeChl, HU IaTb HU
B35Th, IIPOCTOU perneTUTOP» [4, c. 98].

«Pa3bupaTs ke 3TIOIBI WU IIbecy BO Bpe-
Ms1 ypOKa J0ITyCKaeTCsI TOJBKO B TOM CJIY-
4Jae, KOT/Ia yYallfuucs elné caab...» [TaMm xe,
c. 97].

13. «/lymaro, BHauaJjie OUeHb I10JIe3HO B3ATh
KaKoe-TO COUMHEHHUe, cojleprKallee B cebe
MHOTHEe ITHaHUCTUYECKHEe CpeJ/iICTBA MY3bI-
KaJIbHOU BBIPAa3UTEIbHOCTH, U TIIIATEJIbHO
npopaboTaTh ero Co CTYJeHTOM, IO/ICKa3bl-
Basi eMy CII0COOBI OCMBICJIEHUSI U IIPE00-
JIEHUs BCTPEYaIOIUXCS B IIPOU3BEleHUU
TPyAHOCTEH... [[09TOMy MHe HTPUXOTUTCSA
4acTo paboraTh cydpsiépoM. 3eCh HET HU-
Yyero IJIoXoro» [Tam ke, c. 118].

14. «...MHOrHe yyaIiuecs fajJeko He JOCTH-
raloT TOM CTeleHU [pasBUTH], KOTOPOH
OHH, CMOTPS II0 CBOUM CIIOCOOHOCTSIMH U 110
OKPY>KaroIUM UX 06CTOSITEILCTBAM, MOTJIN
OBI JIETKO JOCTUTHYTH» [TaM e, c. 122].

14. «Pa3BuUTHe Yesl0OBEeKa BO MHOI'OM 3aBU-
CUT OT ero IIPUPOJHOM ofapeéHHOoCTH. IIpo-
6JileMa B TOM, CTPeMUTCS JIU YeJIOBEK CBOU
BO3MOJXHOCTH PaCKpPBITh U BOILJIOTUTH»
[TaM ke, c. 107].

15. «My3BbIKa, I10 COZlep>KaHu1I0, 00 bEMY CBO-
eMy U I10 BCeEMY CBOeMY IIPOSIBJIEHUIO BOOO-
11le, eCTh HayKa, 8 BMeCTe C TeM I10 MCIIOJIHe-
HUIO ¥ BJIUTHHUIO CBOEMY, Ha OCHOBaHHH Ha-
VKU OHa TaK)Ke U U3AIITHOe UCKYCCTBO... MBI
00s3aHEI... CJIEIUTH OecIIpecTaHHO 3a IIPO-
rpeccoM B UCKyCCTBe» [TaM ke, c. 20-21].

15. «CBOI0 MHCCHIO BUXKY B TOM, YTOOBI BOC-
IUTHIBATh B CTYJEeHTaxX yBa’kKeHHe K Ha-
I1eMy UCKYCCTBY. [IpoMCXOAUT ABUKEeHHe
MY3BIKaJIbLHOIO IIPOU3BEeHUI BO BpeMe-
HHU, Ka’K/1as a110Xa OTKPEIBaeT B HEM UTO-TO
CBOE, HY’KHOe eli» [TaM ke, c. 135].

«[loHUMAaTh, UTO 3HAYUT MY3bIKaJIbHOE HC-
KYCCTBO B >KHW3HU JIIOO0OT0 UesioBeKa» [Tam
’Ke, c. 145].

16. «...Hato6HO BCE-TaKU TOBOJILHO CTPOTO
TpeboBaTh XOPOIIIEro UCIOJTHEHUSI TeXHU-
KU U C 0COO€HHBIM BHUMaHHeM KOHTPOJIU-
poBaTh eé» [TaM XKe, C. 44].

16. «KoHTpOJIb 32 UCIIOJTHEHHUEM TeXHUuYe-
CKUX YIIpa>KHEHUH JI0JDKEH OBITH CTPOXKaU-
IITHM».

«BukTop KaprioBuu mpegbsaBJsiI U K cebe,
U K CBOUM yUYeHHUKaM BbICOUaMIIIHe Tpebo-
BaHUI» [TaM ke, c. 154].

17. «Kaxy1o 7Ke 110163y IIPUHOCUT OellleHas,
MOJIHHMeoOpasHas ObICTPOTA I1ajblieB, KOI-
Ila B UI'pe HeLOoCTaéT HU UHTeJJIEKTyaJlb-
HOW, HU YIIIeBHOM 3pesiocTH? [[TlapMaHOK
Ha cBeTe 60Jiee yeM HY)KHO, a IIpeBpallie-
HUe YyeJjIoOBeKa B TaKOBOM MeXaHHUYeCKUU
IIpubop, He eCTh JIX OHO IIpodpaHaIrys MU-
POTBOPEHUS U UCKYyCCTBa» [TaM Xe, c. 81].

17. «f1 He oTpUIlal0 YMEHHS BOCIIUTLIBATH
BUPTYO3HBIX ITMAHUCTOB, HO ,,CHJIOBOM “ ITH-
aHU3M {1 Ha3bIBaI0 CIIOPTOM. BCE 3TO — KTO
OBICTpee U KTO rpoMye, K COoXKaJIeHUIO, I1ap-
CTBYeT BO BCéM Mupe. K HCTUHHOM MYS3EI-
KaJILHOM KyJIbTYpe 3TO He UMeeT HUKaKO0I0
OTHOIIIeHUsI» [TaM Ke, c. 143].

18. «Kakgass My3bIKaJIbHasA MBICJIb SIBJIS-
eTCs Ha CBeT C IIPUCYIIUM el XapaKTepoM
(Temmr 1 puT™). CrefoBaTeJIbHO, €CJIN OHA
He BbIpa’keHa, COIJIaCHO HaMepeHUsIM aBTo-
pa, IIpUOJIN3UTENBHO, 110 CHUJIaM UCIIOJIHU-

18. «Cepbé3Hoe, IIy00KOe IIpOUTEeHUEe TeK-
cTa, 6epeXKHOe OTHOIIIeHHe K HeMY, KaK K
3aBelllaHUI0, 0CTaBJIEHHOMY HaM BeJIUKU-
MU KOMIIO3UTOpPaMH, CTpeMJIeHHe IIpeXK/e
BCero IIPOHUKHYTH B TBOPUYECKUU 3aMBbICeJl
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TeJis, TOYHO U OIIpeJ[eIEHHO, TO IIPOUCXO-
IUT IlepefiesiKka B IMYHO HaMU IIPUIyMaH-
HOe U npubaBiieHHOe (,,0TCe6ITUHBI®), HU-
CKOJIBKO He HOJXO[sdIee K HaCTOSIEeMY
OyXy U XapaKTepy IIbeckl» [3, cT6. 702].

aBTOpa, HEIPUSTHE BHEIITHUX, paCCYUTAH-
HBIX Ha IyOJIUKY IIPUEMOB, BCIUYECKOM pac-
XJI16aHHOM 0TCcebITHHEBI. MCIIOJIHUTEND,
HelapoM JKe OH TaK Ha3bIBaeTcs, 06s13aH
BBIIIOJIHATE BOJIXO aBTOPA. TO ero IJaBHas
3aga4da» [TaMm ke, c. 108].

19. «Il;10X0M MYS3BIKaHT TOT, II0J pyKaMu
KOTOPOTO UHCTPYMEHT, HAalIpUMeDp, posJb,
He II0€T TaK, KakK IIeJs ObI IIeBell XOpoIllel
IIIKOJIBL... <...> [IpOM3BeCcTH BO BCeX OTHOLIIe-
HUAX TOJILKO CyXHe, XOJIOJHbIe 3BYKH... —
BCIKOMY JIOCTYITHO» [TaM >ke].

19. «<KoHeuHO, HeJIb3d HeI00IleHUBATh BO-
KaJbHO-pPaCIIeBHYI0 UHTOHAIIUI0, TO eCTh
SlIeHne“ Ha opTennraHo» [TaM XKe, c. 114]

20. «TOJIBKO TO HCIIOJIHAETCS XOPOIIIOo U yC-
BauWBaeTcsd BIIOJIHE, YTO BO BCeX OTHOIIIEHU-
SIX IIOHSITO» [TaM >ke, cTO. 700].

20. «f1 TOMHIO I1epBoe TpeboBaHMe, KOTOpoe
MHe BbICKasas Bukrop Kaprosuy, xorzga g
HaunHaJI paboTaTh ero aCCUCTEHTOM: BCE,
4UTO s TOBOPIO CTYJEHTY, LOJKHO OBITH eMy
IIOHSATHO» [TaM ke, c. 154].

21. «Ilopa, IMOBTOPLAIO, IIOpa IJIALEeTh Ha
IperoilaBaTesiel Kak Ha IJIaBHYIO IIOAIIO-
Py BOCIIUTaHUS U IUBUIN3aUU» [4, c. 17].

«Ilesb BCSIKOr0 00y4eHUsS U BOCIUTAHUSA
COCTOUT B TOM, YTOOBI B KOHIIe KOHIIOB Ye-
JIOBEK cJieJsiajicsi He3aBUCUMBIM U 3HAJI ObI
TBEP[I0, KaK CjIelyeT UCIIOJIHATE [MY3BbIKY]»
[TaM ke, c. 99].

«Y4uuTeNb — 3TO 4YesJ0BeK, KOTOPBIU... I10-
MoOraeT BOCOHUTHIBAaTh M ITUBUJIN30BbIBATh
yueHUKa» [TaM XKe, c. 24].

21. «Bcs )KU3HB U HACBIII[eHHAas TBOpYecKas
IleATeJIbHOCTE BukTopa KaprmoBuya Meprka-
HOBA CBUJIETEJILCTBYIOT O TOM, KaK Ba’KHO
JUI1 HeTO COXPaHUTEL 3aMeuaTesIbHEIe Tpa-
U MOCKOBCKOM KOHCEpPBaTOPUHU U eé
bopTenruaHHOM IIIKO0JIBL, IIPeeMCTBEHHOCTh
U IIaMATh IIOKOJIEHUM, BOCIIUTATh [OCTOM-
HBIX YUEHUKOB — He TOJIbKO OTJIHUYHBIX
MY3BIKaHTOB, HO U YeCTHBIX, [TIOPSATOYHBIX,
o0pa30BaHHBIX JIIOel» [TaM XKe, c. 177].

«BocmuTaHWe My3bIKaHTa HEOTZEeJIUMO OT
BOCIIMTAaHUS UejIoBeKa» [TaM ke, c. 107].

«Celtuac, Korjja GU3NYeCKOe U UHTeJJIeK-
TyaJlbHOEe pa3BUTHE JleTell YCKOPEeHo, He-
06X0IUMO KOPPEKTHUPOBATh METOIUKY HX
BOCIIUTAaHUI» [TaM Xe, c. 137].

22. «3ByYHO — IIOTOMY YTO BO BCIKOM MY-
3bIKQJIbHOM HCIIOJTHEHUU OCHOBAaHHUEM
IOJDKHBI CJIY>KUTBH CKOJIb BO3MOYKHO 00JIB-
Iasg II0JIHOTa U pa3paboTka 3ByKa (11eBy-
4eCTh), eCJIN JKeJsIaloT, YTOOBI UCIIOJIHEeHe
XOTh CKOJIBKO-HUOYABL OBLIO JI BCEX IIO-
HATHBIM... <...> UACTO — II0TOMY YTO OFHU
JIAIIb YUCTBIE 3BYKU... B COCTOSITHUU Y 0B-
JIETBOPUTH 3CTETUYECKOe YyBCTBO» [TaM
xel.

22. «IlepBagd 3amaya, KOTOpasi CTOUT IIeper
YYEeHHUKOM, KOrZla OH HauWHAaeT urpaTth Ha
posiiie, a 3aTeM paboTaTh HaJ, 3JleMeHTaMU
TeXHUKU, — SICHO IIPOU3HOCUTH Ka’KIbIN
3ByK. Heo6X0quM0O Hay4YUTHCA II0Jy4aTh
YI0BOJIECTBHE OT Pab0ThI HAJl 3SBYKOM B JIFO-
60M, caMOM 3JIEMEeHTapHOM YIIpa>KHeHUH»
[TaM ke, c. 114].
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23. «Kiraccuueckue counHeHUd baxa, 'eH-
JeJisd... HaJJoOHO BCE-TaKU HAUYHWHATH C Ca-
MBIX JIETKHX COHAT beTX0oBeHa. <...> HaJ00-
HO OpaThcd TakoKe 3a counHeHUd IllymaHa,
[Ily6epTa, MeHzenbCcoHa, [IlomeHa, Jiucra»
[Tam ke, c. 120-121].

23. «KarKapIil UCIIOJTHUTEJIb J0JKEeH UMeTh
OIIpefe/IEHHBIN periepTyap. Eciiu g roBoOpro
0 ILIKoJIe (a g IogpasyMeBaro II0[ IIIKOJI0MU
CTyZeHTOB B yueOHOM 3aBeJIeHUU), TO 3TO
IpejroaraeT o6si3aTeIbHOe 3HAKOMCTBO
CO BCeMH MY3BbIKaJbHBIMU CTHJISIMH» [TaM
’Ke, c. 118].

24. Hamtrcas apopU3sMBI 110 OOIIIUM BOIIPO-
caM My3bIKaJIbHO-TIeJarOTU4eCcKOM paboThl
U TeXHUKH.

24. HatrcaHbl apOpU3MBI 110 IICUX0JIOTO-T1e-
IarorudyecKuM IpobsieMaMm, II0 BOIIPOCaM
TeXHUKHU U UCIIOJTHUTEJILCTBA.

PesysibTaThl aHa/M3a IleJaroru4yecKux
OPUHIUIIOB U IoAxonoB K.J3. Bebepa u
B.K. Mep>kaHOBa CBHU/ETEJIHCTBYIOT O TOM,
4TO 60JIBbIIIE II0JIOBUHBI MeTOJUYECKUX I10-
JIOKeHUH Y 060UX I1eJar0r0B IIPaKTUYeCKHU
COBIIAJIAIOT, a 3HAUYUTeJIbHAA 4acTb UMeeT
IIOBOJIBHO OJIM3KHeE TOYKU 3peHUs. Haue
TrOBOpsI, MHOTHME OCHOBOIIOJIAralollire yep-
Thl QOopTenHaHHOM IlearOTUKU BebGepa
IIPUCYIIY IIefaroTuKe MeprkaHoBa.

[ToMHUMO PasHOCTOPOHHEN MY3bIKaJlb-
HO-IIe/IarOTMYeCcKOM JleATeJIbHOCTH, KapJ
dnyaproBuy HaumHag ¢ 1880 roma 3aHU-
MaJiCd TaxkKe MY3BbIKaJIbHO-JIUTepaTypHOHU
IesITeJIbHOCTBI0, ObLJI aKTUBHBIM COTPYI-
HUKOM peflaKIuu «PyCcCKOM My3bIKaJIbHOM!
raseTbl». Bebep — aBTOp cTaTei «MysbIKa
B IIPOBUHIIMAJILHBIX YUeOHBIX 3aBefleHU-
ax» (1900), «XopoBoe IIeHMe B HAIIIUX y4eb-
HBIX 3aBefleHUsIX» (1899), «J[r00UTeIbCKUI
XOp B IpoBUHIULX» (1885). B 1900 roxy B
«PycCcKOM My3bIKaJIbHOM rasere» B Ne 29-39
OBLIH OITy6JIMKOBaHBI « My3bIKaJIbHO-IIe/1a-
roruvyeckue apopusmel» K. Bebepa [4].

TaslaHT/IUBBIA BBIITYCKHUK JIeHIIITUT-
CKOM KOHcepBaTopuu, Kaps dxyapmoBuy
Bebep gBaaiaTUIETHUM MOJIOJBIM YeJloBe-
KOM B0JIEI0 06CTOATEJILCTB II0I1aI B PoccHro,
I7le eMy IIPUIIIOCH U T0Ka3bIBaTh, U OHO-
BpeMeHHO Pa3BUBATh CBOE I1e/laroruyeckKoe
MacCTepPCTBO, XJIOIIOTaTh 00 U3TaHUU CBOUX
KHUT, IIpeo/ioIeBaTh )KUTEHCKHUe TPYLHO-
CTH, KOMMMU ObLjIa HaIlOJITHEHA IIPOBUHIU-
anpHag Poccuss. CMeHUB HECKOJIBKO MeCT
rpe6riBaHus, K. Bebep B 1881 roy B KOHIle
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KOHII0B oceJs B TaM00Be, OCTaBIIIUCH 3/1eCh
HaBcerja. [lefarornueckas 1 06111eCTBeHHAsA
nesaTeJIbHOCTD K.O. Bebepa 6bl1a 0OTMeUeHa
BBICOKHMMU POCCUMCKUMMU HarpagaMu: opze-
HaMU CB. CtaHuci1aBa Il cterteHH, CB. AHHEBI
III crerteHy, CB. AstekcaHpa HeBckoro.

1 urosg 1913 roga Kapsia dgyapaoBuya
Bebepa He cTaJjio. B «PyccKoM My3bIKaJIbHOM
raseTe» ObljIa HalleyaTaHa CTaThs «[laMaTu
K.3. Be6epa» [9], B KOTOpO¥ COOOIIIAIOCH,
YTO CKOHYAJICA CTapeHrIIui My3bIKaJIbHbIN
Iesaror, HeMaJsio IIOTPYAUBIIHUICA IJI1 MY-
3BIKaJIbHOTO 06pa3oBaHUs MOJIOIEKY B pas-
HBIX MecTax Poccuu. B cTaThbe TOBOPHIIOCH
(opdorpadus opurrHasa coxpaHeHa): «He
BU/IHO CTaJI0 B KJIaCCaX MY3bIKaJIbHOIO YYU-
JIVIIIA [edTeJIbHOI0, BO BCEé BHUKABIIIETO I1e-
marora <...>. B TeMHOBaTOM U 6€3COJTHEYHOM
HIDKHeM 3Take TaMOOBCKOIO MY3bIKaslb-
HOTI'0 yYMJIHINA [TaM 6bLI1a JKUjasg KOMHAaTa
Be6epa. — npum. aem.] IpUIIOCH 3aKaH-
YMBaTh CBOU JHU MY3BIKaJIbHOMY TPY’Ke-
HHUKY U 3aCJIy>KeHHOMY Ilemarory. TakoBa
IevasjibHas y4acTh MYy3bIKaJIbHBIX JlesTesei
Pycu». OTIIeBaHUe COBEPIIUII IIPOTOUEpeN
[I.1. VcrieHCKUM, CKa3aBIIUM TIJIy60KO U
IIPOYYBCTBOBAHHO 0 3aciyrax K.J. Be6epa,
0 ero Ha peJKOCTh YeCTHOM U IT0JIHOU CMU-
peHus U TeplieHUs ayiie. [Ipy rmorpebeHuun
IIPUCYTCTBOBAJI TOPOJCKOM I0JIOBA U IIpeJ-
cTaBUTesIU ropoja. CTaThs 3aKaHUYMBaIacCh
cIoBaMU: «Bcerzia TOJILKO IIPU II0OTepe 0Co-
OEeHHO SICHO BCTAaET B CO3HAHUM BCE JIyUlllee,
mobpoe, UTO MBI OOBIYHO IIPU YKU3HU MaJIo
3amMedaeM U, OBITbH MOJKeT, HeJIJOCTATOYHO
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neHuM. [Ipu niorpebenuu K. 31 TaMOOBITHI 3nech, B Tam60Be, 1 moxopoHUIH Kapia
TIOHSUIN, UTO MeXKIy HUMU He CTaJIo YesioBe-  JayapaoBuya Bebepa Ha IOUETHOM YCIIeH-
Ka He3aypsJHOT0 U TaKOro, KAKUM MOI TOp-  CKOM KJIafiouire.

IUTHCS U He TOJIbKO TaMmb6oB» [9, cT6. 840].

~)—" JIUTEPATYPA ~ ~A—

1. Beb6ep K.3. KpaTKuit 0uepK COBPeMeHHOT0 COCTOSTHUS MY3bIKaJbHOTO 06pa3oBaHUs B
Poccuu. 1884-1885. M.: Tum. 3. JluccHepa u }0. PomaHa, 1885. 123 c.

2. Bebep K.9. My3bIKa B IIpPOBUHITHAJILHEIX YUeOHBIX 3aBe/leHUSX // Pycckas My3bIKaJIbHas
razera. 1900. Ne 21-22. CT6. 553-560.

3. Bebep K.9. My3bIKaJIbHO-TIeflaroruyeckre ahoprusMel // Pycckas My3bIKajlbHas rasera.
1900. Ne 29-30. CT6. 699-702.

4. Beb6ep K.3. [IyTeBoguTesb IIpU 00y4eHUH UTpe Ha popTernraHo. CII6.: COr3 XyA0KHUKOB,
2002. 126 c.

5. Bebep K.9. PyKOBOJCTBO K CHCTEMAaTHUeCKOMY IIepBOHAaYaJIbHOMY 00yUeHHI0 UTpe Ha
¢opTenmaHo / IlocBsIIIIaeTcsd BceM MaTepsIM U HacTaBHHUITaM K.971. Bebep ... 3-e U3, 101I.

M.: Usn-Bo I1.M. FOprencoHa, 1900. 71 c.

6. BukTop MeprkaHOB. MysbIKa J0/DKHA pasroBapuBaTh: cb. craTeld. Pefr.-cocT.

I'.B. Kpaykuuc. M.: HaydHO-U37aTeIbCKUM IIeHTP «MOCKOBCKas KOHCepBaTopusi», 2008. 320 c.

7. Topopmuosa JIL.E. I'paBepT-JlaBnoBcKue // MoCKOBCKUM KypHaJL. 2014. Ne 6 (282). C. 13-26.

8. /[leeBa H.H. JlereHgapHBIA My3bIKaHT / BUKTOp Mep>kaHOB. My3bIKa T0JDKHA
pasroBapuBarh: c6. craTeil. Pex.-coct. I.B. Kpaykiic. M.: HayuHo-usg. 1ieHTp «MOCKOBCKas
KOHCepBaToOpHua», 2008. C. 164-178.

9. JlebeneB B.B. ITamstu K.9. Be6epa // Pycckast My3sIKaabHas raseta. 1913. Ne 39.

CT6. 839-840.

10. JomreB /I.I. HeMerikue My3bIKaHTEI B POCCHHM: K UCTOPUHU CTAHOBJIEHUS PYCCKUX
KoHcepBaTopuii. M.: IIpect, 1999. 208 c.

11. CotHukoBa O.C. Cuia pogHOM 3eMJIH, WU ['1e UCTOKU TaMOOBCKOM GpOopTeItnaHHOMN
mkoJiel. URL: http://tambov.bezformata.com/listnews/tambovskoj-fortepiannoj-shkoli/13902174
(JaTa obparmenusd 25.10.2018 1.).

12. ®[unpenzeH]. Kup. 3x. Bebep [Kaps Ixyapn Bebep] (K IISTHAECATUIETUIO €TI0
MY3BIKaJIbHOM JIesITeJIbHOCTH) // Pycckasi My3bIKabHas rageTa. 1903. Ne 36. CT6. 796-798.

06 asmopax:

CopoxuHa AHHa BasepreBHa, KOHIlepTMeNcTep, TaMOOBCKUU rocyjapCTBeHHbIN
MY3BbIKaJbHO-IIeJarOTHYeCKU HHCTUTYT UM. C.B. PaxXMaHMHOBA; IIpenoiaBaTe b
1o kiaccy ¢oprenumano, IMII um. C.M. Ctapukosa (392000, r. Tam60B, Poccus),
ORCID: 0000-0003-4811-9628, 1992anutkal992@mail.ru

OxoTHUKOB Biragumup EpumMoBHY, IIperiofaBaTesb Kapeaphl
«Xyno>KeCcTBeHHas KyJIbTypar, TaMOOBCKUH IoCyfapCTBEHHBIN MY3bIKaJIbHO-
Iefaroruyeckuit UHCTUTYT UM. C.B. PaxMaHMHOBA; IIpenogaBaTesib, JIMIII
uM. C.M. CrapukoBa (392000, r. Tam60B, Poccus),

ORCID: 0000-0002-4886-863X, ove19392009@yandex.ru

~A—" REFERENCES < ~A—

1. Veber K.E. Kratkiy ocherk sovremennogo sostoyaniya muzykal'nogo obrazovaniya v
Rossii. 1884-1885 [Weber K.E. A Brief Sketch of the Current State of Music Education in Russia.
1884-1885]. Moscow: Typography by E. Lissner and Y. Roman, 1885. 123 p.

40



2019, Ne 1 %, Poccutickoe o6pasoBaHue B KOHTEKCTe KYJIbTYpPhl

2. Veber K.E. Muzyka v provintsial nykh uchebnykh zavedeniyakh [Weber K.E. Music in
Provincial Educational Institutions]. Russkaya muzykal'naya gazeta [Russian Musical Newspaper].
1900. No. 21-22. Col. 553-560.

3. Veber K.E. Muzykal'no-pedagogicheskie aforizmy [Weber K.E. Musical and Pedagogical
Aphorisms]. Russkaya muzykal'naya gazeta [Russian Musical Newspaper]. 1900. No. 29-30.

Col. 699-702.

4. Veber K.E. Putevoditel' pri obuchenii igre na fortepiano [Weber K.E. A Guidebook for
Learning to Play the Piano]. St. Petersburg: Soyuz khudozhnikov, 2002. 126 p.

5. Veber K.E. Rukovodstvo k sistematicheskomu pervonachal’'nomu obucheniyu igre na
fortepiano [Weber K.E. Guide to Systematic Initial Learning to Play the Piano]. Posvyashchaetsya
vsem materyam i nastavnitsam K. Ed. Veber... [Dedicated to All Mothers and Mentors K.Ed. Weber...].
3-e izd., dop. [3rd Ed., Ext.]. Moscow: Publishing House of P.I. Yurgenson, 1900. 71 p.

6. Viktor Merzhanov. Muzyka dolzhna razgovarivat’: sb. statey [Victor Merzhanov. Music
should Speak: Comp. articles]. Red.-sost. G.V. Krauklis [Edited by G.V. Krauklis]. Moscow: Scholarly
Publishing Center “Moscow Conservatory”, 2008. 320 p.

7. Gorodnova L.E. Gravert-Lavdovskie [Gravert-Lavdovskie]. Moskovskiy zhurnal [Moscow
Journal]. 2014. No. 6 (282), pp. 13-26.

8. Deeva N.N. Legendarnyy muzykant [Legendary Musician]. Viktor Merzhanov. Muzyka
dolzhna razgovarivat': sb. statey [Victor Merzhanov. Music should Speak: Sat. articles]. Red.-
sost. G.V. Krauklis [Edited by G.V. Krauklis]. Moscow: Scholarly Publishing Center “Moscow
Conservatory”, 2008, pp. 164-178.

9. Lebedev V.V. Pamyati K.E. Vebera [To K.E. Weber’s Memory]. Russkaya muzykal'naya gazeta
[Russian Musical Newspaper]. 1913. No. 39. Col. 839-840.

10. Lomtev D.G. Nemetskie muzykanty v Rossii: k istorii stanovleniya russkikh konservatoriy
[German Musicians in Russia: on the History of the Formation of Russian Conservatories]. Moscow:
Prest, 1999. 208 p.

11. Sotnikova O.S. Sila rodnoy zemli, ili Gde istoki tambovskoy fortepiannoy shkoly [The Power
of the Native Land, or Where the Tambov Piano School has Originated].

URL: http://tambov.bezformata.com/listnews/tambovskoj-fortepiannoj-shkoli/13902174
(25.10.2018).

12. F[indeyzen] Kir. Ed. Veber [Karl Eduard Veber] (k pyatidesyatiletiyu ego muzykal' noy
deyatel'nosti) [F[indyzen] Kir. Ed. Weber [Karl Edward Weber] (On the 50th Anniversary of His
Musical Activities)]. Russkaya muzykal'naya gazeta [Russian Musical Newspaper]. 1903. No. 36.
Col. 796-798.

About the authors:

Anna V. Sorokina, accompanist, Tambov State Musical Pedagogical Institute

named after S.V. Rachmaninoff; Piano Teacher, S.M. Starikov Children’s Music School
(392000, Tambov, Russia),

ORCID: 0000-0003-4811-9628, 1992anutkal992@mail.ru

Vladimir E. Okhotnikov, teacher at the Department of Artistic Culture,
Tambov State Musical Pedagogical Institute named after S.V. Rachmaninoff;
Teacher, S.M. Starikov Children’s Music School (392000, Tambov, Russia),
ORCID: 0000-0002-4886-863X, ove19392009@yandex.ru

e D

41



Russian Education in the Context of Culture

{§ 2019, Ne 1

ISSN 2658-4824
UDC 78.01
DOI: 10.33779/2658-4824.2019.1.042-053

IRINA B. GORBUNOVA
ANASTASIA A. GOVOROVA

Herzen State Pedagogical University
of Russia

St. Petersburg, Russia

ORCID: 0000-0003-4389-6719
gorbunovaib@herzen.spb.ru

ORCID: 0000-0002-5693-9856
nastia-govor@rambler.ru

H.Bb. TOPBYHOBA
A.A.TOBOPOBA

Poccutickutl cocydapcmeeHHblil nedazo2udeckutl
YHuUgepcumem umeHu A. 1. I'epueHa
Canxm-ITemep6ype, Poccus

ORCID: 0000-0003-4389-6719
gorbunova@herzen.spb.ru

ORCID: 0000-0002-5693-9856
nastia-govor@rambler.ru

Music Computer Technologies
in Teaching Children with
Profound Visual Impairment:
Peculiarities, Problems and
Perspectives™

The article analyzes the processes
of information, transforming the educational
environment of children with profound visual
impairment. It emphasizes the need
for changes in the content of musical
education in connection with the use
of specialized software and hardware,
digital educational resources.
The features of the process of teaching music
using musical computer technology
for blind people, which is due, in particular,
the complexity of the complex psychological
reactions of people with profound disabilities.
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* The article is published in the author’s translation.
** CraThs IIyOJIHUKYeTCd B aBTOPCKOM IIepeBoJIe.

My3bIKaJIbHO-KOMIIBIOTEPHbIE
TE€XHOJIOTUHU B 00y4YeHUHU
CJIeNbIX U CIa00BUAAIIUX
meTer: 0COOEHHOCTH,
poo6/ieMbl M HepCHeKTUBBI™*

B cTaThe aHAJIU3UPYIOTCA
nHOOPMAIMOHHEBIE ITPOIIECCHI,
TpaHCHOpMHUPYIOITHUe YUeOHYI0 Cpey aeTen
C HapyIIeHUIMU 3peHusd. [lomuépKkuBaeTca
He00XOAMMOCTb U3MeHEHUs CO/leprKaHus
MY3BIKaJIbHOT0 00pa3oBaHUs B CBI3H
C UCIIOJIb30BaHUEM CIIeITHaJIU3NPOBAaHHOIO
IIPOTPaMMHOTI0 U allllapaTHOTO 06ecIleyeHus,
MU PPOBEIX 0O0pa3oBaTEIHLHBIX PECYPCOB.
PaccMmoTpeHBI 0C06eHHOCTH IIpoIiecca
00y4ueHUs My3bIKe C IPUMeHeHUueM
MY3bIKaJIbHO-KOMIIBIOTEPHBIX TEXHOJIOTUU
IJISL CJIETIBIX, KOTOPBhIe 00YCIOBJIEHE],

B YaCTHOCTH, CJIO>KHBIM KOMILJIEKCOM
TICUXO0JIOTUYeCKHUX peaKIUH e
C TJTyOOKMMHU HapyIIeHUSIMU.

KiroueBrble cIoBa:

HHOOPMaIMOHHbIEe TEXHOJIOTUH

B 00pa30BaHUH, My3bIKaJIbHO-KOMIIBIOTEPHBIE
TeXHOJIOTHUH, MyBBIKaJILHBIfI KOMIIBIOTED,
WHKJIIO3UBHOE 00pa3oBaHUe,

yJaruecs: ¢ HapylleHUsIMH 3peHHs.
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Introduction

The analysis of the peculiarities of using of
music computer technologies (MCT) [3; 7] by
students with profound visual impairment
showed that at present, in the training of
blind people, MCT are used mainly in the
field of secondary and higher professional
education. On the one hand, this is due to
the psychological characteristics of the
development of MCT-programs by blind
musicians, and on the other hand, with the
system of music education in general. For
example, in many colleges and universities,
along with traditional disciplines, there are
special subjects in which students master the
MCT in their various manifestations. When
teaching students with profound visual
impairment, a sufficiently serious material
and technical base are necessary, since
blind students can study only with the use of
specialized licensed equipment. Some non-
specialized educational institutions, where
students with profound visual impairment
also successfully receive education, also
have technical capabilities of an appropriate
level. One of the leading Russian universities,
actively engaged in the problems of teaching
MCT to blind students, is the Herzen
State Pedagogical University of Russia, in
particular, educational and methodical
laboratory “Music Computer Technologies”,
on the basis of which many blind musicians
of St. Petersburg have mastered the course
of MCT [8; 9; 10;].

In children’s musical schools for pupils
with profound visual impairment at the
moment these items are absent. This is
due to a number of reasons: a low level
of knowledge of the basic skills of the PC
user by blind students; lack of material
and technical conditions; lack of qualified
specialists in this field, etc. Among the main
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issues that methodologists dealing with the
problems of teaching music to children with
profound visual impairment the following
may be found: training multimedia computer
and features of its implementation in the
classroom with children with profound
impairment; MCT as an instrument for
creating music collections and textbooks for
children with profound visual impairment;
the use of the communicative possibilities of
computer music (MC) [4; 5; 6] when teaching
children with profound visual impairment;
creative and cognitive capabilities of MC
and the specifics of their use in teaching
children with profound visual impairment;
the role of notation editing program in music
classes for children with profound visual
impairment: the main problems and ways
to solve them. Let us dwell on the elucidation
of these problems.

Peculiarities of Realization

of the Educational Functions

of Multimedia Computer in the Classes
for Children with Visually Impairment

Computer training for blind and profound
visual impaired children music has clear
advantages: complexity, integration,
possibility of repetition of the material to
the stage of automaticity (training), etc.
It is possible to implement largely music
theory disciplines with computer learning.
These include, first of all, musical literature,
solfeggio, as well as musical notation on the
Braille system — a special subject that exists
in most specialized children’s musical schools
and music classes for blind and visually
impaired children, aimed at a comprehensive
study of Braille notation. Introduction to the
curriculum of this discipline is due to the fact
that the relief-point notation, which is used
by blind musicians (created in the middle of
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the 19th century by the French teacher Louis
Braille and is constantly being improved), is
objectively more difficult for the perception
of the child than the usual (flat-printed)
notation system.

However, it should be noted that, despite
the high efficiency of accessibility, training
programs with the systematic use of MCT
are currently not implemented or used in
a fragmented, not systematic way in the
field of music education of children with
profound visual impairment. The current
situation is largely due to objective reasons.
Thus, the majority of specialized children’s
musical schools and music classes for blind
and visually impaired children work on
the territory of boarding schools, where
students with profound visual impairment
receive General secondary education.
The curriculum of correctional schools
provides both General subjects included
in the educational standard of the Russian
Federation (the Russian language, Literature,
Mathematics, History, Geography, etc.)
and specialized correctional disciplines
necessary for the successful rehabilitation
and socialization of blind pupils (social
orientation, orientation in space, correction
of motor disorders, the development of
fine motor skills, the development of visual
perception, etc.). In schools of this type until
the 9th grade, when computer science is
introduced, there is no special subject aimed
at the study of multimedia computer and the
acquisition of basic user skills.

The problem also lies in the fact that
modern multimedia computer is focused
mainly on the graphical perception of
information. For example, a child with
normal vision in the picture (label) can
clearly imagine what you need a certain
program, using a computer mouse to select
the desired program and enter it. However, to
open the same program using the keyboard,
you need to have special knowledge related
to the use of screen access programs such
as “JAWS” or “NVDA”, Braille displays, etc.
To master the basic skills of working with
multimedia computer, a blind child needs a
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specialist who can competently teach him/
her the basic principles of communicating
with a “talking” computer. This is due to the
low level of multimedia computer skills of
pupils with profound visual impairment in
primary and secondary level classes at the
children’s musical schools. If the child does
not know how to work with computers, it
seems inappropriate to teach him/her
complex structure and features of the
application of MCT-programs, and special
disciplines for the development of basic
skills of the PC user in the children’s musical
schools is not provided. In addition, in the
context of constantly developing innovative
technologies, qualified specialists who
understand various aspects of this issue are
needed. However, currently the number of
professionals in this field is quite limited.

In order to understand better the current
situation, attention must be paid to an
important feature of the system of inclusive
music education in the education of children
with profound visual impairment. This
category of pupils mostly does not go to
ordinary children’s musical schools and
children’s schools of arts, but to the specialized
musical schools and musical classes. These
classes are branches of the district, city and
municipal children’s musical schools and
children’s schools of arts, situated in the
territory of boarding schools for blind and
visually impaired children.

Blind musicians are being included in the
educational process on a par with the sighted
musicians mainly at the stage of training in
music colleges and universities.

Musicians with visual impairments use
relief-point notation, so at the initial stage
of training they need special conditions for
the comprehensive development of musical
notation on the Braille system. As a rule,
study of Braille notation is not provided in the
curricula of the ordinary children’s musical
schools and boarding schools. Teachers
who do not work systematically with blind
students, cannot and should not hold the
Braille music symbols. Therefore, teaching
music for children with profound visual
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impairment occurs mainly in specialized
children’s musical schools.

Thus, the teaching of blind children of
the MCT-programs in the children’s musical
schools for blind and visually impaired
pupils is currently not systematic. However,
when working with pupils with profound
visual impairment, it is possible and even
necessary to apply the MCT in various forms.
The use of MCT should be dosed, timely and
proportionate to the capabilities of students.
It should also be taken into account the fact
that the MCT helps in the implementation
of an individual approach to each child,
because he has the opportunity to adjust
some of the parameters of training, making
them the most optimal for a particular
situation. At first, this happens with the
active participation of the teacher, and in
the future the student becomes able to carry
out all the settings on their own. The use of
MCT increases pupils’ motivation to learn
a particular subject. They have a desire to
overcome the difficulties encountered in
learning and achieve the best results.

MCT as an Instrument for Creating
Music Collections and Textbooks
for Children with Visual Impairment

Owing to the use of various information
resources, it becomes possible to select more
interesting material, exchange new materials
with pupils, maintain contact with children’
parents and with the children themselves, as
well as create a variety of textbooks, etc. The
latter direction is of particular importance
in teaching music to children with profound
visual impairment.

As already noted, the blind musicians
when writing music use a special relief
point Braille font. The same type is used
in all spheres of written activity of people
with profound visual impairment — in
Mathematics, Physics, Chemistry, in various
fields of Humanities, etc. However, the most
fundamental differences from the usual
(flat-printed) type are observed in the Braille
notation system.
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It is difficult for the blind to use the notes.
They are caught, as well as letters, relief,
and the tones are designated by separate
signs and put in a row, as the lines of the
book. For indicating the tones connected in
a chord, the exclamation marks are being
put between them. It is clear that the blind
have to memorize them, though separately
for each hand. So it is a very difficult job.
Memorizing a few chords for each hand, you
can sit down at the piano, and then from the
connection of these convex hieroglyphs are
composed of harmonious harmonies. In
this case, there were too many intermediate
processes between the play depicted on
paper and its performance. While the sign
was embodied in the melody, he had to go
through the hands to gain a foothold in the
memory and then make the return journey
to the ends of the fingers playing.

Indeed, the Braille musical notation, on
the one hand, allows adequately to display
conventional (flat-printed) notes, with a fairly
developed arsenal of symbols, however, on
the other hand, it is significantly different
from the latter. Analyzing the characteristic
features of relief-point notation, affecting
the perception of musical text: the lack
of graphical display of pitch (each note in
any octave is written the same, and only
the octave sign indicates the position of
a particular note on the keyboard, which
makes it impossible to cover the direction
of the melody as a whole); the linearity of
the recording (all symbols are recorded
in a certain sequence, sign by sign, which
complicates the separation of the most
important elements of the musical language
from the secondary ones); the absence of a
vertical in the recording (simultaneously
the performed sounds are recorded with
the help of special symbols, and the whole
work is divided into fragments, in each them
contains the recorded parties of the right
and left hands are recorded in turn, which
complicates the correlation of individual
elements of the musical text). As a result,
a blind musician who has read and played
one note needs to spend considerable time
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searching for the next one, often separated
from the previous one by numerous signs.
Therefore, a child with profound visual
impairment spends enormously more time
than a sighted student to read a musical
passage and play it, and at first with
different hands. It is not surprising that the
complexity of this process at the initial stage
of training causes many children display
their unwillingness and even fear to play
the notes, so that some blind pupils teachers
begin to train them “off their hands by ear”.
However, it seems indisputable that the
development of musical notation is necessary
for a musician as well as the knowledge of
the usual literacy to every educated person:
any beginner musician, including the blind,
must possess a set of knowledge related to
various musical notations, and be able to
apply these notations in the main musical
disciplines.

Mastering the relief-point notation is a
very labour- and time-consuming process,
requiring the introduction of a special subject
in the curriculum, aimed at a comprehensive
study of Braille notation. In the Saint
Petersburg K. Grot Children’s Music School
for Pupils with Impaired Vision (a branch of
the Okhta Center of Aesthetic Education) in
the classroom for musical notation pupils
master the technology of musical notation
relief-point font, develop and improve the
skills of analysis and play with sheet music
text. However, the study of theoretical
material and especially its consolidation
in practice is a serious problem, since the
educational literature on this subject is
practically absent. These features formed
the basis of the system of visual-didactic
tools, which includes adapted for students
of different classes of musical examples,
exercises and assignments on all topics of
the course. We can say that the adaptation
of musical notation is regarded as a kind of
method that allows the child at the initial
stage of learning to interact with the musical
text, which is almost impossible in the
analysis of unadapted Braille publications,
as the level of knowledge of the student in
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the initial period for objective reasons is
quite limited.

Creation of music collections in the
contemporary world is impossible without
the use of note editing systems. This, of
course, applies to the publication of notes
in relief-point font. However, there are
some technological features. It should be
noted that in Russia at the present moment
there are no MCT-programs that allow to
adequately transcribe a flat-printed musical
text into Braille. Therefore, the creation of
music collections in relief-point type is a
serious creative process that requires special
knowledge and technical training.

Analyzing the printed music collections,
published in relief-point font in different
years, reveals two tendencies: on the one
hand, to follow the printed analogue exactly,
to the smallest details and footnotes (which
often turns out as too complex explanation
of simple music texts); on the other hand,
a rather free handling of the musical text
itself in order to make it “convenient” for
the performance by a blind musician, that
is, changes in the direction of facilitating
textural presentation, arrangement of
chords, octaves and often the melodic line
itself. If the first method is quite competent
in recording, but impossible in practical
application for the initial stage of learning to
play the instrument, then in the second case
the need for such simplification is doubtful,
since it inevitably violates the musical
meaning of the work and the composer’s
intention.

It seems obvious that to the senior classes
of music schools each student must be able
to play the music collections of almost
any complexity of the recording, which is
fully consistent with the printed analogue.
Experience has shown that this goal can be
successfully achieved through early reading
and playing notes adapted to the level of
knowledge of students at the moment of
training. The teacher needs to offer the child
notes with an accessible record, gradually
forming a habit from the first steps to play
on them, then in the future the ability to
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work competently with the musical text will
become the basis of creative independence
of the blind musician and his professional
growth.

After analyzing the music collections with
adapted presentation of the Braille musical
text, created since 2011 by the teachers of
St. Petersburg Children’s Musical School
for Blind and Visually Impaired Children,
we can come to the following conclusion:
the use of MCT in the publication of both
adapted Braille music collections and their
flat-printed counterparts in helps to improve
the quality of education of children with
profound visual impairment, significantly
expanding their repertoire capabilities.

On the other hand, it should be noted
that modern MCT helps to optimize the
educational process. Their application on
music theory disciplines allows first of all to
facilitate development and systematization
of theoretical material as teachers have
an opportunity to create and print out
educational manuals on various subjects in
a relief-point font. As a result, the time that
was previously devoted to the recording of
theoretical information can be used for more
detailed practical study of the material under
study. In 2013-2014 Anastasia Govorova,
the teacher of the Saint Petersburg K. Grot
Children’s Music School for Pupils with
Profound Visual Impairment (a branch of
the Okhta Center for Aesthetic Education),
managed to produce and test two musical
notation textbooks — “Preparing for the Oral
Transferring Exam on Musical Notation in
the Braille System” and “A Crib for Musical
Notation”.

Itis also possible to create various teaching
textbooks on musical literature (for example,
textbooks in audio format) with the help of
MCT. Thus, it becomes undoubted that the
use of MCT for the creation of Braille music
collections, their flat-printed analogues and
teaching textbooks in theoretical disciplines
plays an important role in teaching
children with profound visual impairment,
contributing to both the expansion of the
repertoire of beginning blind musicians,
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and the generalization and systematization
of their theoretical knowledge.

The use of Communication Capabilities
of MC in Teaching Children with Visually
Impairment

The possibilities of modern MC in the field
of inclusive music education are presented
in a number of works, including [1; 2; 11;
12]. The communicative functions of the
MC are also most revealed in the Internet,
the space of which serves primarily as
a huge source of information of various
types (in text, audio, and video formats),
accessible through speech synthesizers for
students with profound visual impairments.
However, the search for information and its
downloading are associated with certain
technical difficulties for blind children and
require special knowledge and skills, the
development and formation of which many
children have to pay close attention. In
addition to text messages, you can transfer
graphics, sound, animation files, music (in
mp3 format), special literature and even
videos. This allows the teacher to work with
blind students to send them the information
they need at the moment in the most optimal
format for them. However, this method
of communication is available mainly to
students of middle and higher classes at
children’s musical schools that are usually
already well able to work independently
with the MC by this time.

The use of email helps to establish and
maintain contact with parents of blind
students. This aspect seems to be very
significant, since many children, studying
in the school, located on the territory of
the boarding school for blind and visually
impaired children, remain there for the
whole school week. For classes of musical
notation on the Braille system children are
distributed in theoretical materials and
teaching textbooks, printed in relief-point
font. Many parents do not know the musical
system of Braille, but strive to help their
children in the development of this difficult
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subject, especially in the early stages of
training. Parents will be sent the relevant
materials to plain text format. Systematic
communication of the teacher with parents
of blind students via email often facilitates
the organization of the educational process,
at the same time significantly increasing its
effectiveness.

The ability to communicate online is also
important. It is noteworthy that students
with profound visual impairments are
often psychologically more comfortable to
ask a question not in person or by phone,
but through chat, i.e., without entering into
direct contact with the teacher. In addition,
with the help of special equipment, the MC
can work in a video mode, which allows
you to communicate with students who,
for example, could not attend a lesson due
to illness. This makes it possible to explain
the missing material and work it out in full
volume — if necessary, even with the use of
a musical instrument.

An important role is played by the fact that
communication via the Internet allows you
to expand the circle of communication of the
young blind musician. For example, pupils
of the Saint Petersburg K. Grot Children’s
Music School for Blind Children (a branch
of the Okhta Center for Aesthetic Education)
at the school actively participate in various
festivals and competitions, in which they
get acquainted with young musicians from
different regions of Russia. These contacts
are maintained and constantly expanded.

Creative and Cognitive Capabilities
of MC and the Specifics of Their Use
in Teaching Children with Visually
Impairment

The creative and cognitive capabilities
of the modern MC are certainly extremely
extensive. Let us dwell on some of them and
consider the possibility of their use in music
classes with children with profound visual
impairment.

The cognitive possibilities of MC are quite
large: listening to music, acquaintance with
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special literature and fiction, watching
movies, etc. All these possibilities play
an important role in teaching music to
blind children. However, it is particularly
important for musicians with profound
visual impairment to be able to play
audio. Any modern MC, equipped with a
sound card and a CD, allows you to listen
to a regular CD, the sound of which can be
impeccable, but it depends on the quality
of the sound card and speakers. It should
be noted that independent listening to
CDs and music files in mp3 format with
the help of computer media players is not
particularly difficult even for children with
profound visual impairment, since many of
these programs work correctly with speech
synthesizers. In addition, some drives may
start automatically. Unlike music centers
and portable audio players, MC allows the
blind musician to get acquainted with the
text information contained on the discs
(for example, with the names of tracks, the
names of artists, etc.).

With the advent of MC has acquired
great importance of digital recording, the
main advantages of which include low
noise, signal immunity to interference
and the possibility of flexible processing.
Nowadays, the contemporary systems of
sound processing and editing allow making
MC a real audio studio, all operations
at which are carried out, in contrast to
the physical studio, programmatically.
Audio editors allow making a professional
sound cleaning, to provide it with special
effects and to record the finished material
on a CD. With the help of audio editors,
you can make the recording surround
sound, remove or add the upper or lower
frequencies, shorten the file or insert a new
fragment, save the file in a different format,
clear of noise, etc. All these operations are
performed using “effects” in real time (file
processing occurs during listening to it)
or in unreal time (first processing starts,
and only then you can listen to the result.
The most popular programs that provide
extensive editing capabilities in this case
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are audio editors Sony Sound Forge and
Steinberg WaveLab.

With the help of MCitis possible to become
engaged in graphics, animation, literary and
scientific activities, including musicology.
The latter direction is technically the most
accessible for blind students of middle and
high school. For example, abstracts, reports
and other written works can be done at
music literature lessons. At the same time,
even if the student makes a Braille version
for his/her own use, the teacher will be able
toread and analyze the flat-printed version
of the report created on the MC and printed
with the help of a conventional printer.
Therefore, we can say that the study of
music literature has become a special
subject area in which without additional
hardware and special software it is possible
to make full use of MCT as the blind pupils
get the opportunity on a par with sighted
to independently listen to the audio files to
find information in text and audio format,
write creative work, etc. Thus, at present,
the concept can be fully implemented in
music literature lessons.

Another area related to the creative
possibilities of MC is the creation of music.
Contemporary systems for creating computer
music often combine the capabilities of
recording and editing MIDI data and audio.
Today, the most advanced software packages
in this area are the audio MIDI sequencer
Steinberg Cubase, audio MIDI mounting
station Steinberg Nuendo, interactive
sequencer Band-in-a-Box, etc. This sphere
of musical computer creativity, of course,
is of particular interest for musicians with
profound visual impairments, as it opens
up wide opportunities for them to create
digital phonograms, arrangements and
their own compositions. However, the
development of programs of sequencers in
music school for blind children currently
fraught with considerable difficulties. For
classes with children with profound visual
impairment, additional technical devices are
required: speech synthesizers and special
scripts that make it possible to work with
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some sequencers (for example, with the
Sonar program). In addition, the creation of
computer arrangements involves a serious
base for theoretical knowledge in the field of
harmony, composition and instrumentation,
as well as sufficiently developed ideas about
the musical form and a variety of styles that
can be filled with the use of MCT-programs
for special purposes. Taking into account
the experience of using sequencers in
teaching blind students of music colleges
and universities, we can say that classes in
musical computer creativity with children
with profound visualimpairment are possible
under certain conditions: the presence of
a computer class equipped with special
equipment designed for practical use by
children with profound visual impairment;
the creation of a special subject aimed at the
detailed development of various features
of sequencer programs; development and
testing of the curriculum on the subject,
adapted to the perception of blind children.
At the same time, it is necessary to keep in
mind another important aspect, namely the
problem of training qualified specialists in
this field.

The introduction of this subject seems
to be appropriate beginning from the 5th
class, and it would be more optimal to
introduce it in the 6th or 7th grades. This is
due to the peculiarities of the educational
process in the school for blind and visually
impaired children, in which the main is a
nine-year period of study. In grades 10-12
pre-vocational training programs are
implemented, focused on the admission
of blind students to music colleges and
universities. It would also be useful for these
programs to take a deeper look at the rich
potential of MCT.

The Role of Systems of Musical Notation
in Music Classes for Children with Visual
Impairment: the Main Problems

and Ways to Solve Them

Mastering of systems of musical notation
is one of the most important directions
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in teaching profound visual impairment
children with MCT. It has been repeatedly
noted that blind musicians use a relief-point
font when reading and writing musical
notated music. At the same time, Braille
notation is fundamentally different from
the usual linearity of the recording and the
lack of clarity. Therefore, a comprehensive
knowledge of this system presents certain
difficulties for teachers working in the
school for children with impaired vision, not
to mention the teachers who are sometimes
faced with blind students in regular
musical schools and boarding schools. In
addition, if in specialized children’s musical
schools knowledge of relief-point notation
is mandatory for all teachers, in most of
children’s musical schools in teaching
children with profound visual impairment
there are a number of problems, largely
related to the development of the musical
text.

Modern MCT is theoretically possible to
solve this problem. However, currently in
Russia the technical implementation of this
direction is not possible. This is due to a set
of factors, the first of which is the graphical
basis of most modern music editors. Speech
synthesizers, which are used by people with
profound visual impairment when working
with MC, can only voice information in text
format. However, note set and editing work
is not relevant to this area.

It should be noted that in some music
editing systems (for example, the Sibelius
music publishing editor) itis possible to enter
music notations from a computer keyboard
or using a MIDI keyboard. In this case, there
is another problem: checking the correctness
of the entered symbols. To control his actions
blind musician can be done in two ways:
using screen access (auditory control) and
using the Braille display (tactile control).
However, both options cannot be applied
to work with music editors at the moment.
Auditory control is not possible due to the
fact that the information to be checked
exists in a graphical format. The difficulty of
implementing tactile control due to the fact
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that the conversion of conventional musical
text in Braille by software is currently not
made.

Thus, there are two main problems
associated with the possibility of mastering
the note editing systems by children with
profound visual impairment. On the one
hand, the study of systems of musical
notation seems promising for beginners
among blind musicians, many of whom after
graduating from a specialized children’s
musical schools come to conventional music
colleges and universities, where the question
of translating The Braille musical text in a
flat, especially in the music theory disciplines
(for example, writing down solfege
dictations, school works in harmony, works
on polyphony, etc.), gets quite acute. On the
other hand, there are technical difficulties
impeding the successful implementation of
this direction. The solution to this problem
can contribute to the development of special
software that allows blind musicians not only
to enter musical notation from a computer
keyboard, but also to verify the information
entered.

The process of introducing MCT in
children’s schools of arts and children’s
musical schools for blind and visually
impaired pupil has already begun. This
primarily refers to the implementation
of educational, cognitive, creative and
communicative capabilities of the MC.
Asignificant role in the education of children
with profound visual impairment is played
by the use of MCT specifically for the creation
of Braille adapted music collections and
teaching textbooks on theoretical subjects,
which contribute to a significant expansion
of the playing repertoire of novice blind
musicians, as well as the generalization
and systematization of their theoretical
knowledge.

The use of communication capabilities
of MC contributes to the effectiveness of
the educational process, at the same time
significantly expanding the musical horizons
of blind students, forming and strengthening
their creative contacts.
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SENN

160 s1eT Pycckomy
MY3bIKaJIbHOMY OOIIeCTBY

B 2019 rony ucriosasercsa 160 jset Pycckomy
MY3bIKaJIbHOMY 00IleCTBY — KpYIIHeHIel
POCCHUICKOM 06111eCTBEHHO-TOCYNaPCTBEHHOM
opraHusaluu B chepe MysbIKaJIbHON
KyJbTYpHL. CBrIlte 40 jieT, ¢ 1873 110
1917 rogpl, Pycckoe My3bIKaJabHOE 00IIECTBO
(PMO) Hax0oIHJIOCH II0[ IIOKPOBUTEJILCTBOM
HIMIIepaTOpCKOTIo [BOPa, U UMEHHO B cTaTyce
HIMI1epaTOpCKOIro OHO KOHCOJIHUAHUPOBAIO
IIpesk/ie paspo3HeHHEbIe CUJIBI U CO3/1aJI0
KOHIIEPTHYI0 U 06pas3oBaTeIbHYI0 CUCTEMY,

He MMEeBIIYI0 aHaJIOr0B B POCCUU HU [0 €ero
ocHoBaHUA B 1859 rozy, Hu 11ocsie 1918 roza,
Korja resateabHoCcTh PMO 6511a 0$UIaIbHO
IpeKkpalieHa. B 0003HaueHHBIN I1Ieprof
cylllecTBOBaHUA O6111eCcTBa My3bIKaJIbHas
KyJIbTypa CTPaHbI II0JHAIACh Ha BEICOYAMNIIINMT
YPOBEHB, IIPeJOCTABUB MUPOBOMY
MY3BIKaJIbHOMY CO00IIIeCTBY BCe OCHOBAHUSA
CBS3aTh TAKOM OJIMCTAaTEIbHBIN B3JIET

CO BpeMeHeM aKTHUBHOI0 GYHKIITMOHUPOBAaHUI
PMO.

B ipepiBepuu IpgaayIero ounes xXypHasl
pelrpeseHTHUpPYeT HeCKOJIbKO HallpaBJIeHUN
B HCCJIe[JTOBAHUH 9TOI'0 COITUOKYILTYPHOIO
deHoMeHa. Bce 0HU OTUETIIMBO IIPOSIBIIINCH
B THU pab0oTel MesXnyHapoHOM
Hay4YHO-TIPaKTUYeCKOU KOHepeHITUU
«AMmepaTopckoe Pycckoe My3bIKaJIbHOE
001IeCTBO: Ha IlepeIoMaxX HCTOPHI»,
cocrosBIIencs 15-19 okrsa6psa 2018 roma
B YpasIbCKOM IrocyapCTBEHHOM KOHCEpBaTOPHUH
uMeHU M.II. Mycoprckoro. 3TU HallpaBIeHU
HCC/IeJOBAHUM I1I03BOJIAIOT OCMBICIIUTE CTeIleHb
co3uaTebHOro 3HaueHuss PMO, cI1ocO6CTBYIOT
IIOJIYYeHHUI0 0 HEM Ka4yeCTBEHHO HOBOI'O
3HAHU, PACCMOTPEHHUIO CBA3YIOIINX HUTEH
MesKy IIPOIILIBIM, HACTOAIIUM U OyIyIM
0TeYeCTBEHHOMN MY3bIKaJIbHOU KYJIbTYPHL.

JIOKTOp UCKYCCTBOBeleHUsd, IIpodeccop

E.E. Ilostonkasi, pyKoBOAUTe b MeXayHapoLHOU
KoHepeHIIMH «MIMITepaTopcKoe Pycckoe
My3BbIKaJIbHOE 00II[eCTBO: Ha IlepesioMax UCTOPHUL»
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160th anniversary
of the Russian Musical Society

The year 2019 marks the 160th anniversary
of the Russian Musical Society — the largest
Russian government-supported social
organization in the sphere of musical culture.
During the course of over 40 years, from 1873
to 1917, the Russian Musical Society (RMS) was
under the patronage of the Imperial court,
and thereby, under the status of an Imperial
society it consolidated the previously disparate
forces and created a system for promoting
concert performance and musical education,
which had no analogies in Russia either prior
to its establishment in 1859, or after 1918,
when the activities of the RMS were officially
put to an end. During the course of the indicated
period of the Society’s existence musical culture
in Russia has ascended to the highest level,
having presented the world musical community
all the grounds for tying in such a brilliant
surge of artistry with the time of the active
functioning of the RMS.

At the threshold of the upcoming
anniversary the journal demonstrates several
different directions in research of this
sociocultural phenomenon. They all distinctly
manifested themselves in the days of the
session of the International Scholarly-Practical
Conference “The Imperial Russian Musical
Society: at the Turning Point of History”,
which took place on October 15-19, 2018
at the Urals State M.P. Mussorgsky Conservatory.
These different trends of research works make
it possible to comprehend the level
of the constructive significance of the RMS,
and are conducive to acquiring qualitatively
new knowledge about it and a perspective
of the connecting threads between the past,
present and future of the Russian musical
culture.

Doctor of Arts, Professor Elena E. Polotskaya,
Chair of the International Conference

“The Imperial Russian Musical Society:

at the Turning Points of History”
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About the Educational-
Pedagogical Work

of the Moscow Conservatory
in the Pre-Revolutionary
Period*

The educational activities of the Imperial
Russian Musical Society (IRMS) were of
indelible significance in the formation of the
Russian musical enlightening and educational
system. The Moscow Conservatory became one
of the greatest achievements of the IRMS, since
it concentrated in its image — its spiritual and
artistic orientations, administrative and tutorial
structure, and pedagogical — the characteristic
particularities the development of which
subsequently consolidated and elevated its
significance in music history.

The article examines the questions of the
establishment of the tutorial-pedagogical work
of the Moscow Conservatory during the pre-
revolutionary period: the formation of the
managerial apparatus, its evolution (depending
on the quantity of students), a perception is
provided about the makeup of the pedagogical
faculty.

The peculiarities of the pre-revolutionary
organization of tutorial courses of the
Conservatory are briefly illuminated as being
accessible (for involvement in it at any stage)
and as being compound, comprised of several
interconnected steps: from the elementary to
the artisanal-professional and to the advanced

* Translated by Anton Rovner.
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00 yueOHO-IeJaroruyecKom
padoTe MOCKOBCKOMI
KOHCepBaTOpUU

B JI0PEeBOJIIOIIMOHHBINI
epuos,

O6pasoBaTesbHad JeATeIbHOCTh
HMitepaTopcKoro PyccKoro MysbsIKaJabHOIO
ob1iectBa (MPMO) nMeria HellpeXoidlllee
3HaueHMe B CTAHOBJIEHUU POCCUUCKOMN
MY3bIKaJIbHOM IIPOCBETUTELCKOMN
U 06pasoBaTeIbHOM cUCTeMbl. MOCKOBCKas
KOHCePBaTOpUA ABWIACh OHUM U3 IJIaBHBIX
roctmwxeHut NPMO, cocpejoTOUYMB B CBOEM
00JIMKe — IYXOBHBIX U XYI0KECTBEHHBIX
OpHEeHTHPAX, aAMUHUCTPATUBHOU U yUeOHOM
CTPYKTYPE, IlelarOTUUeCKUX TPagUIAIX —
XapaKTepHbIe 0COOEHHOCTH, pa3sBUTHE KOTOPBIX
B JlaJIbHEUIIIeM YIIPOYMIIO ¥ BO3BBICUIIO eé
3HaueHMe B My3bIKaJIbHOM UCTOPUH.

B cTaThe paccMaTpUBaeTCs BOIIPOC
CTaHOBJIEHUS yUeOHO-TIejaroTuueCcKON
paboThl MOCKOBCKOM KOHCEPBATOPUU
B JIOPEBOJIIOIIMOHHBIN ITepHof: pOPMHUPOBaHUE
yIIpaBJIeHYECKOTO alliapaTa, ero sBOJIIOITHA
(3aBUCAIAd OT YHUCJIEHHOCTH y4YallXcs),
IaéTcd IIpeficTaBIeHUe
0 cOoCTaBe I1eJarOru4YecKOro KOHTUHTeHTa.
KpaTko ocBelfaroTcsi 0CO6eHHOCTH
IOPEeBOJIIIIMOHHOIO YCTPOMCTBA YUeOHOI0
Kypca KOHCepBAaTOPUU, UMeBIIIEer0 HeCKOJIBKO
B3aMMOCBS3aHHBIX CTyIleHeH (0T HauaJIbHOU
K peMeCIeHHO-TIpopeCcCroHaTbHONU
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level. The latter also provided the possibilities
to acquire indispensable knowledge in the
humanitarian sphere for those to wished it.

On the example of the Moscow Conservatory
the achievements of the educational
achievements of the IRMS are demonstrated,
which during the Soviet period led to the three-
level system of national musical education in
Russia (school — college — higher educational
institution), which exists up to the present day.

Keywords:

Imperial Russian Musical Society,
the Moscow Conservatory,
musical educational activities.

U J10 BBICIIIEN), a TaK >Ke IIPef0CTaBJIABIIIETO
yJamMces BO3MOKHOCTE IprobpeTaTh
3HAHUS B TYMaHUTapHOU 006J1aCTH.

Ha mpruMepe MOCKOBCKOM KOHCepPBAaTOPUU
TI0Ka3aHBbI JOCTH KEHUs 00pa3oBaTeTbHOM
nesTenbHOCTH UPMO, cTaBIlllel 0CHOBOM
TPEXCTYIIEeHHOM CUCTeMbl HaIllMOHAaIbHOTO
My3BIKaJIBHOTr0 06pasoBaHus Poccun
(IIKoJIa — YUYUIIUIIE — BY3).

KiroueBrble ciioBa:

NMrepaTopckoe Pycckoe My3bIKaJIbHOE
0611ecTBO, MOCKOBCKAasl KOHCepBaTOPH,
MYy3bIKaJIbHO-00pa3oBaTeIbHas AesITeTbHOCTD.
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uring the time of its existence
(1859-1918), the Russian Musical

DSociety (RMS, from 1873 to 1917 —
the IRMS) created a cardinal, if not a
revolutionary breakthrough towards a
tradition of instruction of secular music
existent in Russia in the 19th century.!
Instead of the established form of private
lessons (singing, playing on instruments,
music theory) among the Russian and, for
the most part, foreign pedagogues, which
frequently was connected with trips to other
countries, the Society created an entirely
new centralized educational structure
consisting of specialized musical educational
institutions affiliated with its regional
sections. Conservatories were opened in the
capitals, and musical classes and colleges
were opened in the gubernias and counties.
The network of specialized musical
educational institutions of the IRMS was
quite broad, spanning over fifty cities of the
Russian Empire. In what connection, all those
who had the urge (who possessed musical
gift) were invited to attend the classes of

the Society’s musical institutions, without
limitations of age or class association. Neither
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was there any limitation of acceptance of the
students based on number of attendees.

The quantity of the youth introduced to
the art of music (including by the means of
organization of the concert and enlightening
direction of the activities of the IRMS)
increased from year to year throughout
the entire country. This may be proven
by the figures presented in the annual
Reports of the Sections of the IRMS made
for its administrative authority — the Main
Directorate in St. Petersbhurg. And although
there was a relatively small number of
credentialed specialists in comparison with
the overall number of students (for various
reasons, the overwhelming majority of
them completed studies at the Conservatory
without receiving a diploma), it is possible to
assume that the educational institutions of
the IRMS paved the way to massive musical
education.

Some of the trainees of the conservatories
already from the period from the mid-1860s
to the early 1870s became the first Russian
musicians endowed with official documents
testifying of their specialized education. It
was either a diploma of conferment of the
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title of free-lance artist, or an attestation
of their completion of the course. During
the comparatively short period of time a
pleiad of composers, performers, theorists
and pedagogues appeared in Russia, which
meant their emergence and affirmation in
society.

The establishment of the Moscow
Conservatory (1866) was the result of
activities of many people of their time period
(engaged in various kinds of activities and
holding different social positions: statesmen,
musicians, merchants, landowners and
simple laymen) during the time of the
formation of the musical life of Moscow,
in the name of the idea of development of
Russian music.

Many things which comprised the
Conservatory’s tutorial process — the
organization of the administrative-tutorial
apparatus, the peculiarities of formation
of the faculty, the arrangement of the
tutorial courses, — as the future showed,
contained in themselves a great potential
for development.

According to the Statute of the Music
College? from 1861, which had to be followed
by the Moscow Conservatory, the managerial
functions were carried out by the director
(who was engaged in assembling the faculty,
organizing and controlling the tutorial
process), the College Council (admission and
distribution according to classes, as well as
solving various tutorial problems) and the
custodian®, while there was no position of
an inspector available.

In the first Report to the Moscow
Conservatory, the personnel of the
administration had not yet been
differentiated: it was called “staff”. And
starting from the following academic year,
the second position in rank after that of
the director was that of inspector with his
assistants (after which came the school dame
and the tuner). This type of “infringement”,
which the Moscow Conservatory carried out,
could be explained by the appearance of what
was for it a new legal orientation in terms
of the project of a second Statute of the St.
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Petersburg Conservatory in the mid-1860s?,
which contained a number of substantial
solutions in regard to the development of
the Society’s structure (the formation of the
Main Directory) and the educational system.
As one example, one of its most important
positions was that of the inspector. This is
why it appeared (the first inspector, as is
well-known, was Karl K. Albrecht) in the
“newly established” conservatory.

By the Statute of the Conservatories from
1878 the list of administrative officials was
consolidated, and there became more of
them in number. The main “white collar
workers” were: “...the director, <...> the
inspector of the Conservatory, and the
inspector of the academic classes, <...>
the business administrator, the head of
the museum, the treasurer, the caretaker
and the correspondence clerk.”” The other
available positions — those of assistant
inspectors, school dames, and doctors —
were not mentioned at all, and their duties
were not disclosed.

The subsequent evolution of the
managerial apparatus of the Moscow
Conservatory took place reflecting the
development of its educational activities
(the increase of the number of its students
and of the disciplines taught), and new job
positions were added to those established
by the Statute of 1878: assistants to the
Conservatory’s inspectors, inspectors of the
academic classes, the head of the library,
and the copyist. In the 1860s and later the
number of the administrators comprised 6
people (measured against the numbers of
150-200 students and 30 faculty members),
in the late 1870s and early 1880s there were 8
people (for 250-350 students and 40 faculty
members). In the beginning of the 20th
century the number of students increased
to 600-700, and the number of the faculty
members doubled. In the immediate pre-
revolutionary years there were 5 times more
young people studying at the Conservatory
than before (during the 1910-1911
academic year there were 750 people; in
1911-1912 there were 830; in 1913-1914 —
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890; in 1914-1915 —938)%, the number of
professors and faculty members increased
3 times, and the white collar workers in
the administration increased only 2.5
times, moreover, by means of second-rate
personnel (doctors and assistant inspectors).
In the 1910-1912 academic years 15 people
served in the administration; in 1913-1915
there were 17).

In this manner, the presented numbers
reflect the effective work of the directorate
of the expanding and developing educational
institution.

The members of the Directorate of
the Moscow RMS, when establishing the
Conservatory, were advocating for inviting
famous Russian and foreign musicians and
scholars to work in it.

The international pedagogical contingent
of the Conservatory established in Moscow
consisted of artists who were formerly at
the center of the audiences’ attention. Their
talent and skills of performance presented
an example for future alumni of the
Conservatory. Some of the artists from others
(such as Anton K. Door, Karl Klindworth,
Ferdinand Laub, Wilhelm Fitzenhagen, etc.)
brought the best features of their schools
of performance into the establishment of
the traditions of Russian musical pedagogy,
and gave a stimulus for the development of
Russian musicians.

During the first years the faculty was
complemented by former pedagogues
of the Musical Classes of the Moscow
Section’, Berta O. Walseck and Adolf R.
Osberg (singing), Karl A. Klamroth and
Vissily V. Bezikirsky (violin), Heinrich K.
Eser (cello, Ferdinand F. Biichner (flute),
Feodor (Theodor) B. Richter (trumpet),
Karl K. Albrecht (choral studies), Joseph
(Jozef) F. Wieniawski, Eduard L. Langer
and Nikolai D. Kashkin (piano); the artists
of the Imperial Theaters — Alexandra D.
Alexandrova-Kochetova (singing), besides
the aforementioned Bilichner and Richter —
Eduard K. Meder (oboe), Woldemar Gut
(clarinet), Maximilian Barthold (horn); the
well-known Moscow-based instructors and
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foreign musicians — Alexander I. Dubuk,
Anton K. Door, Iosif Ya. Setov (piano),
Ferdinand Laub (violin), Bernhard Kosman
(cello)?, Vladimir N. Kashperov (singing). A
special place in the history of the Moscow
Conservatory was taken by the young
alumni of the St. Petersburg Conservatory,
P.I. Tchaikovsky [4, pp. 141-176] and
Hermann A. Larosh, “giving tone” to the
teaching of the subjects related to music
theory and music history.

A landmark figure of the Moscow
Conservatory was the religion teacher
and professor of the “Department”, in the
expression of Prince Vladimir F. Odoyevsky,
of the History of Russian Church Singing,
the priest of the Church of St. George on the
Vspolye, Archpriest Dmitri V. Razumovsky,
who was well known as a scientist and a
research in various fields of knowledge [5,
pp- 377-392], who was on friendly footing
and had good business relationships with
Prince Vladimir F. Odoyevsky, Vladimir V.
Stasov, Archimandrite Antonin (Kapustin)®,
Piotr I. Tchaikovsky and others.

Many musicians who gave private lessons
(Alexander I. Dubuk, Vladimir N. Kashperov,
Adolf R. Osberg, etc.), having begun teaching
at the Conservatory, obtained the possibility
of advancing a degree higher, of taking their
place in their service, having obtained the
titles professors, (which, nevertheless, did
not rekindle their paid lessons, which merely
became regulated by the corresponding
article of the contract with the Moscow
Section of the RMS. For example, in the
agreement of Alexandra D. Alexandrova-
Kochetova it was indicated: “<...> 6) I promise
not to hold any other classes, besides those
in the Conservatory, while I am entitled to
give lessons in my house only under the
following conditions: a) not to publicize
them openly, b) to charge the students no
less than five rubles in silver for every hour
of instruction”) [2, pp. 19-22].

Let us note that although the contracts
were typical in their forms, still in their
content some of the articles differed: in
terms of the duration of engagement (from
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one to three years), pedagogical assignment,
amount of salary, established fee for the
private lessons, etc.!® (for example, in the
contract of Alexandra I. Gubert — the first
and sole woman-inspector of the Moscow
Conservatory — the sum of the fee assigned
by her for her private lesson was determined
at three rubles'?).

The assignation of the status of
professors to the pedagogues of the
Moscow Conservatory, undoubtedly, bore
witness to the definite exceptionalism of its
position (obviously, as in the case of the St.
Petersburg Conservatory) among the other
educational institutions of the Empire. This
was so, since the position of Professor could
be assigned only to persons of high scholarly
or artistic achievements, acknowledged
by the corresponding ministries. Perhaps,
only Dmitri V. Razumovsky, as a Doctor
of Theology, and professor of the Moscow
University Karl K. Herz'? corresponded in
full measure to this title. If the Moscow
Conservatory were compared with other
higher educational institutions, then,
for example, according to the Statute of
Universities of 1863, the status of professor
always presumed the bearer to hold an
academic degree!* and, according to the
Statute of the Imperial Academy of the
Arts, the position of professor could be
substituted by a person holding the degree
of Academician (the status of Professor was
conferred by the Council of the Academy for
outstanding work; moreover it was affirmed
by the president of the Academy'*).

The conservatories of the RMS,
presumably due to their private position
and patronage by elevated persons, had the
right of assigning the positions of professors
to persons without doctoral degrees or
diplomas of academicians for the sake of
achieving the main goals of the Society —
preparation of qualified Russian musicians
in all the “branches” of the art of music.

It must be noted that as far back as 1852,
i.e, long before the founding not only of the
conservatories, but of the RMS itself, Anton
G. Rubinstein wrote that “it is necessary to
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assign a corresponding professor among the
instructors of each instrument” [6, pp. 40—42].
And this is, indeed, what happened upon the
establishment of the music colleges in the
capital cities: notwithstanding the positions
of the affirmed Statute of the Musical College
from October 17, 1861, the senior faculty
members began to be called professors (see
the aforementioned contract of Alexandrova
from 1866, concluded prior to the founding
of the Moscow Conservatory), in spite of the
positions of the Statute on the basis of which
the educational institution was required to
function. Officially, the assignment of the
position of professors (on-staff, privileged,
or ordinary, as in universities) was affirmed
solely by the Statute of the Conservatories
from 1878.%5

Following the traditions of that time,
the faculty members of the Moscow
Conservatory had the opportunities of
“external secondary jobs.” Such were
the instructors of performance on wind
instruments, who were artists of the
orchestra of the Bolshoi Theater, as well
as instructors of scholarly disciplines, who
also taught in other educational institutions.
For example, the aforementioned Karl
K. Herz read lectures on aesthetics at the
Conservatory (1866-1881).

Nikolai D. Kashkin was the first faculty
member, who began to combine his work
at the Conservatory with his teaching at the
Synod College of Church Singing. In both
institutions he taught the same discipline, —
namely, music theory (1870-1873).

A peculiarity of the work of the faculty
members of the Moscow Conservatory was
their “inner” combined work. Nikolai D.
Kashkin taught both piano for majors and
minors, was a professor in (specialized), as
well as elementary music theory. Pianist
Kirill (Karl) K. Weber was both an adjunct
assistant’® (of professor Anton K. Door), and
an independent instructor in a piano minor
class. Eduard L. Langer was an adjunct
assistant to Nikolai G. Rubinstein and at the
same time a professor of specialized and
elementary music theory."
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Many branches of musical educations
were set up at the Moscow Conservatory:
performance, composition, music theory
and history, including a course of Russian
church singing, folk music singing and
pedagogy. Starting from 1885 diplomas and
attestations started being given out by the
Pedagogy Department. For example, in 1888
the Pedagogy section of the piano classes of
Vassily I. Safonov and Pavel A. Pabst awarded
attestations, respectively, to Anna Andreyeva
and Ekaterina Blum; in 1890 an attestation in
pedagogy from the class of Vassily I. Safonov
was received by the student Alexander
Grechaninov; in 1905 pedagogical diplomas
were awarded “by the pedagogical section
of the music theory class, in the classes
of musical form of Sergei 1. Taneyev”!® to
the students Lubov Berestneva, Pelageya
Kupriyanova and Victor Nagibin.

Although the method of instruction was
not taught specially, numerous practical
skills were acquired by the students of the
Pedagogy Department in the instruction
(“pedagogical exercises”) they gave to the
younger students of the Conservatory.

During their work of organizing the
educational activities of the Moscow
Conservatory, the Directorate of the Moscow
Section and the council of Professors were
impelled by a patriotic aspiration to turn
the Conservatory into a significant musical
center of national art, not only in Moscow,
but in the country. Priority in the educational
work was given to high demands on the level
of instruction of young musicians, which
was testified by the invitations well-known
artists, composers and music scholars to
teach at the Conservatory, the systematic and
consistent quality of holding the educational
course, constant control of academic progress
(appliance of current and annual trial
examinations upon transferal from class to
class, or from course to course), combination
of musical and general education,
development of refined taste, disclosing and
development of creative and artistic skills,
etc. The Conservatory’s educational plan was
distinct for its flexibility, since it provided the
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student who managed the respective exam
with the right to enroll into any available
subject or course.

In this manner, on the one hand, great
efforts were exerted for the creation of
particular conditions for educational work,
and, on the other hand — a comprehensive
selection was made of the most talented
musicians deserving the rank of free-
lance as a professional deserving a socially
significant level.

The greatest achievement of the IRMS,
realized, among other places, at the Moscow
Conservatory, was the creation of a compound
course, which served as a foundation of
the two and three-step (specialized music
school — institute of higher education,
or school — college — institute of higher
education) system of professional musical
education.

Initially the conservatories, though
officially being institutions of higher
education, nonetheless, included all the
levels of study of the art of music, beginning
the education with an artistic (i.e. musical)
subject on the elementary, and then the
advanced departments, including the
preparation to the decisive examination for
the pursuit of the high calling of a free-lance
artist. In addition, the diversified upbringing
of a musician passed within the context of
a conjunct humanitarian general-cultural
education (preparatory class and upper
secondary course).

In this manner, the years of study at
the Conservatory presented a path of the
formation of the musician from the years
of childhood and adolescence to youth and
artistic maturity. Moreover, one particular
feature of the Conservatory education was
the provision of the opportunity to all the
trainees to engage in studies for a lengthier
period of time than was prescribed by the
educational programs. In other words, they
were encouraged to stay back for a second
year in one class, to pass exams with delay.
Or, on the contrary, they were told to go out
to the diploma exam, without studying at the
Conservatory at all.
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During the epoch of the IRMS the classes,
colleges and conservatories did not form
successive degrees of education. They were
not united by a single educational program,
but reflected only the material possibilities
of the local sections for sustaining them and
their pedagogical level. This demonstrates
the “transformation” of some of the
successfully developing musical classes
into colleges, which had absorbed them
as institutions that were higher in their

status. And, respectively, the colleges were
transformed into conservatories.

In our days, oversaturated by complex
processes in the spheres of education and
pedagogy, it is particularly relevant for
the musical pedagogical community not
to forget about the values of accumulated
experience in musical enlightenment of the
people. In the sphere of musical education,
this is demonstrated by the imperishable
achievements of the Imperial Russian Music

~A— NOTES 7~ A~

! The centuries-old history of the national
spiritual-musical education is not examined in
this article.

2 Itis known that the first of the Society’s
institutes of higher education (the St. Petersburg
and the Moscow Conservatories) initially,
according to the Statute of 1861 were called
Colleges. On the other hand, according to

the Statute of the Conservatories of 1878, the
higher institutions of the IRMS were called
conservatories.

8 Statute of the Music College affiliated with
the RMS (1861) // Complete Collection of Laws
of the Russian Empire, Law 37491. pp. 358-360.
URL: http://www.nlr.ru/e-res/law_r/search.php.
% The Russian National Museum of Music. F. 80.
No. 3569, p. 85.

5 Statute of the Conservatories of the Imperial
Russian Musical Society. St. Petersburg. Arngold
Printing Office, 1878. § 15.

6 Russian State Archive for Literature and Art
(RGALI). F. 2099. Inv. 1. Item. 340, pp. 1, 9.

7 In all likelihood, the traditional indication
«students of the class of such a professor or
faculty member» has existed since that time.

8 About the details of communication of
pedagogues from abroad with one of the
founders of the Moscow Section and the
Conservatory Nikolai P. Trubetskoy see. [7,

Pp- 227-234].

° Antonin (Kapustin) (1817-1894), significant
ecclesiastical activist, Byzantine scholar in
charge of the affairs of the Russian Sacred
Mission in Jerusalem.

10 RGALL F. 2099. Inv. 2. Unit. 6, pp. 74-76.

11 Archive of the Moscow State P.I. Tchaikovsky
Conservatory. F. 1. Unit. 914, pp. 57, 57 back side.
For more details of the activities of Alexandra I.
and Nikolai A. Gubert see [1, pp. 482-493].

12 Herz, Karl Karlovich (1820-1883),
archeologist and art historian, Master of
History, Doctor of the Theory and History of
the Arts. He defended his Doctoral dissertation
on the subject: “O sostoyanii zhivopisi v
Severnoy Yevrope ot Karla Velikogo do nachala
Romanskoy epokhi (IX i X stoletiya)” [“On the
Condition of Painting in Northern Europe
from Charles the Great to the Beginning of

the Romanesque Period (the 9th and 10th
Centuries)”].

13 Statute of the Imperial Universities

(June 18, 1863). URL: http://letopis.msu.ru/
documents/2760.

14 Kondakov, Sergei N. Statute of the Imperial
Academy of the Beaux-Arts // Yubileyny
spravochnik Imperatorskoy akademii
khudozhestv [Jubilee Guidebook of the Imperial
Academy of the Beaux-Arts]. 1764-1914 /
Compiled by S.N. Kondakov. In 2 volumes.

Vol. 2. Chast’ istoricheskaya [Historical Part].
St. Petersburg: Tovarishchestvo

Romana Golike i Artura Vilborga, 1914. 343 p.
15 Statute of the Conservatories of the Imperial
Russian Musical Society. St. Petersburg.
Arngold Printing Office, 1878. § 37.

6 An adjunct in the contemporary
understanding is the assistant to a professor,
who teaches the younger students.

7" For comparison: in the Statute of the
Imperial Academy of the Beaux-Arts from

1859 it was determined that “...the instructor
in the classes of the arts or sciences may not
simultaneously hold positions for two subjects
of teaching” (see footnote 12, § 105). On the
other hand, at the Conservatory such facts may
be explained by a shortage of pedagogues and
a shortage of monetary means, as well as an
insufficiently high work load for the teachers.
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18 Report of the Moscow Section of the Tovarishch. “Sergei P. Yakovlev Printing Office”,
Russian Musical Society. 1904-1905. Moscow: 1906. pp. 97-98.
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The Imperial Russian Musical
Society and the Formation
of Russian Vocal Education*

The article is devoted to the role of the
Imperial Russian Musical Society (IRMS) in
the process of formation of Russian vocal
education. As a result of the Society’s work,
the art of Russian singing became established
onto a sturdy systemic basis and acquired high
professional orientation directed at the time
of the Rubinstein brothers. Some of the results
of these activities became visible in the first
decade of the existence of the conservatories
in St. Petersburg and Moscow. However, they
revealed themselves especially distinctively
at the turn of the 19th and the 20th centuries,
when the general standard in academic singing
became quite high. Moreover, this pertained
not only to opera, but also to the chamber-
singing genre, which found its confirmation
on an official governmental level. The archival
materials demonstrate that one of the most
crucial roles in this work belongs to the
Imperial Russian Musical Society. As the result
of its highly developed regional infrastructure
it made musical and, in particular, vocal
education accessible for the broadest strata
of the population. In the long run, this would
necessarily affect the formation of the national
school of performance, a gradual rise of the
overall level of professional singing culture,
which reached its peak at the turn of the
19th and 20th century. In such a context the
significance of the Imperial Russian Musical
Society in the act of formation of Russian vocal
education cannot be overestimated.

* Translated by Anton Rovner.
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HmnepaTtopckoe Pycckoe
My3bIKaJIbHOE 00I1eCTBO

U CTaHOBJIEHHE POCCHUUCKOI'0
BOKaJIbHOT'O 00pa3oBaHUsI

CraThbs IOCBIIleHa PoJId FIMIIepaTopCcKOro
Pycckoro myssIKajabHOro 061ectsa (MPMO)
B CTAaHOBJIEHUH 0T€UeCTBEHHOI'0 BOKaJILHOTO
obpasoBaHnus. biarogaps O61iecTBY
POCCHIICKOe IIeBUeCKOe UCKYCCTBO IIPHOOpesIo
IIPOYHYI0 CUCTEMHYIO OCHOBY U BBICOKHE
npodeccuoHaIbHBIE OPUEHTHPHI, HaMeUeHHbIe
pu 6pathax A.l. 1 H.I. Py6uHIIITEHAX.
OmpesiesIéHHBIE Pe3yIbLTATHI 9TOMU
LesaATeJIbHOCTH 0003HAUKMJ/INCH B IIepBOe
LeCaTUIeTHe CyIlleCTBOBaHUsA KOHCEPBATOPUU B
ITeTepbypre 1 MockBe. Ho 0c06eHHO OTUETINBO
OHMU IIPOSIBUJIUCH Ha py6eske XIX-XX BEKOB,
KOT7Zia CpefHsd IUIaHKa B aKaleMUYeCKOM
TIeHWH OBbljIa JOCTATOYHO BBICOKA. IIpMYéM 3TO
KacayIoCch He TOJIbKO OIIEPHI, HO ¥ KAMEePHO-
BOKaJILHOTO KaHPa, YTO HaXOUJIO CBOE
TIOATBeP)KeHe Ha 0QUITHMaIbHOM YPOBHE.
ApxXuBHBIE MaTepHasIbl II0Ka3bIBA0T, UTO
O[fHa M3 KJIF0YEeBBIX POJIeH B 3TOM paboTe
IIPUHAJIEKUT MIIepaTopcKkoMy Pycckomy
My3BIKaJIbHOMY 06111ecTBY. biarogaps
PasBUTOM perdOHaIbHOM HHQPACTPYKType
OHO CJieJ1ajIo AOCTYIIHBIM MYy3bIKaJIbHOE H,
B YaCTHOCTH, BOKaJIbHOe 00pasoBaHue /JId
CaMBIX IIIMPOKHUX CJI0EB HaceJIeHUs. ITO B UTOIe
He MOIJIO He CKa3aTbCsa Ha GOpPMUPOBAaHUU
HaITMOHAIbHOM MCIIOJTHUTEIbCKOM IITKOJIBL,
TIOCTeIIeHHOM ITOBBIIIIEHUH 00IIero YPOBHA
IpodecCHOHaIBLHOM ITIeBUECKOH KYJILTYPHI,
LOCTHUIIIIETO CBOETO arores Ha pyboeske
XIX-XX BEKOB.
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ask-oriented work in the field of vocal
I education began in Russia only with
the establishment of the Imperial
Russian Musical Society (IRMS). With the
aid of this organization the art of Russian
singing quickly became established onto
a sturdy systemic basis and acquired high
professional orientation directed at the time
of the Rubinstein brothers.

Certain results of these activities came
into view already in the first decade of
the existence of the conservatories in St.
Petersburg and Moscow. But they revealed
themselves especially distinctively at the
turn of the 19th and the 20th centuries.
However, against the background of the
brilliant achievements of the Silver Age the
indicated tendency, most likely, does not
stand out too conspicuously among others.
And the question is not that the scenes of
the imperial theaters at that time saw the
predominance of Feodor Shalyapin, Leonid
Sobinov, Antonina Nezhdanova, Ioakim
Tartakov, Alexander Davydov, Vassily
Petrov' and many others, but rather that
the overall standard of singing at that time
was very high. This pertained not only to
opera, but also the chamber-vocal genre,
which boldly asserted itself in the likeness of
Maria Olenina D’Alheim, Anna Zherebtsova-
Andreyeva, Zoya Lodiy, and Olga Butomo-
Nazvanova.? This situation found its
reflection on the official level, as well. Thus,
in one of the circular letters sent out by the
Ministry of People’s Enlightenment from July
18, 1915 we read: “Attention has long since
been drawn on teaching music and singing
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as one of the serious means of aesthetical
development of the trainees... instruction of
singing has entered upon strong soil and has
provided favorable resultsm.”

The reviews of that period demonstrate
quite visibly the vocal-technical level of
the numerous soloists who performed on
provincial stages; for example: “Opera in this
seasonisone of the bestin the provinces. Such
female singers are Synerberg, Kartavina and
Meichik, or such singers as Tomors, Drakuli
and Bragin — will be valuable acquisitions
to any opera company.”*

Indeed, the newspaper publications of the
turn of the centuries regularly informed of
the successes of various opera companies in
such cities as Irkutsk, Tomsk, Perm, Tiflis,
Voronezh and Samara. At the same time,
it was not as much the amount of financial
gain that was considered, as the artistic
side of the opera productions, the range
of evaluations of which varied between
“favorable impression” to “extraordinarily
good.”

In the overall flow of comments there,
from time to time, it was possible to run
across not entirely favorable reviews. For
example, in one of the newspapers from 1910
we read: “Mr. Sobinov greatly disappointed
the Tambov audience. Sobinov did not sing
the way ‘Sobinov’ sings, as many said in
a disappointed tone, leaving the concert
prior to its termination.”® Or “Tartakov...
performed in the role of ‘Onegin’... and
Kazan almost did not recognize its idol. <...>
He sang the first acts of the opera so weakly,
that the audience was perplexed.”® But the
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very diverse angles of the reviews merely
emphasized the overall interest in vocal art,
in the perfection of its professionalism.

Not infrequently one could meet artists
of a European quality in provincial theaters:
“The artist Synnerberg in the role of Ortrude
especially sunk into my memory. I have
never heard such a performance, either in
our country, or later in Germany” [1, p. 37].
Incidentally, Russian singers were quite
broadly and successfully represented on
European, and even on world stages. Besides
the aforementioned first-rate performers,
mention must be made of Evgenia Mravina,
as well as Ivan Alchevsky, Evgenia
Bronskaya-Makarova, Nadezhda Van Brandt,
Maria Dolina, Maria Kuznetsova-Benoit,
Lidia Lipkovskaya, Nadezhda Papayan,
Mikhail Rezunov, Inna (Nina) Timrot, Maria
Cherkasskaya, Olga Schmidt and others.’

It is necessary to bring to our attention
that the success of any opera production
depended on numerous accompanying
near-theatrical factors and organizational
nuances, which frequently did not have
any direct relation to the singers’ vocal
techniques, but substantially affected the
opinions of both the critics and the audience.
For this reason, even very strong performers
became victims of suggested circumstances
and were evaluated by the critics, rather,
in negative light: “The role of page Urban
was passed on to Mrs. Synnerberg. The
outward appearance of the venerable artist,
exceedingly massive and full-grown, makes
the audience prejudiced against her. After
all Urban is a youth, almost a boy, who is
aflame with first love towards his queen.”®

Analysis of a large mass of criticism of
those years showed that the representatives
of Russian vocal art at the turn of the century
demonstrated a satisfactory European level
and were quite actively integrated into the
world cultural space. One of the crucial
roles in this belongs to the Imperial Russian
Musical Society. Moreover, not only in the
undoubted significance, as exemplified by
the establishment of conservatories in St.
Petersburg (1862) and Moscow (1866) and
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the creation of the ramified network of
“musical pedagogical institutions”?, but also
in a mediated way, indirectly affecting the
situation. For example, one of the newspapers
from the early 20th century hinted that
the founding of the Moscow Philharmonic
Society, established by graduate of the St.
Petersburg Conservatory Piotr Shostakovsky,
took place as the result of conflict between
the latter and the leadership of the Moscow
Conservatory.!® Apparently, the College of
Music and Drama affiliated with the Society,
established in 1883 on the basis of the
latter’s private music school, was opened in
accordance with the logical elaboration of
the present situation.

It must be noticed that the College of
Music and Drama, indeed, was a competitor
to the Moscow Conservatory. Moreover, the
program and the diplomas of the College
corresponded to those of the Conservatory.
The sole difference was demonstrated in the
presence of an Actors’ (Drama) Department
within the College. And even though among
the “star” students of its singing classes only
Leonid Sobinov is regularly mentioned,
the College of Music and Drama let out an
entire set of vocalists who were successful
in their profession and who recommended
themselves as sound professionals. They
included Alexei Kruglov, Moisei Agulin
(Agulnik),” Olga Schmidt and many
others. For this reason, it is impossible to
disagree with the author of the newspaper
publication that such «incidents» not only
“were beneficial to the cause of the musical
development of Moscow,”? but also served
the rise of the level of Russian vocal art in
general.

Sufficiently much has already been
said about the significance of the Imperial
Russian Musical Society in the development
of Russian music. It is of no doubt that
it served as an effective model for other
social organizations, which by the turn of
the century began to appear ubiquitously
in Russia. In addition, the establishment
of numerous musical courses in the image
and likeness of the Society’s Musical Classes
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played a substantial role in the development
of Russian musical education, which is
also a well-known fact. In this context
mention must also be made of the highly
developed educational infrastructure and
the most important enlightening mission
of the Imperial Russian Musical Society,
which was obviously appreciated at the
highest governmental level. However,
we must not forget that all of this became
possible only due to the endorsement of
the Imperial Family and the active support
of patrons. Naturally, such a privilege was
hardly accessible to every organization,
and it put certain image-related!® and
moral responsibilities on the Society, which
were not always given sufficient attention,
especially in the provincial regions. The
latter, in its turn, aroused the dissatisfaction
in the circles of the nascent society taking
care, in other ways, of the quality of Russian
education. In the beginning of the 20th
century this was complemented by political
instability, which merely raised the level
of intensity in regard to the accumulating
problems. Unsurprisingly, then, in one of the
publications of that period it was asserted
that “the Musical Society, especially acting
through the local sections, is a typical society
of musical dilettantes, amateurs, maybe,
sometimes, very good... people, but bad
musicians.”*

Maybe this assertion did, indeed, have
in itself some real rationale, but in regard
to vocal art it is seen as arguable, since the
level of instruction of singing in institutions
affiliated with regional sections of the
Imperial Russian Musical Society was always
very high. For example, Camillo Everardi,
whom there is no need to introduce, having
been invited to work a professor at the St.
Petersburg Conservatory upon the initiative
of Grand Duchess Elena Pavlovna, also
taught at the Society’s Music College in
Kiev for almost ten years, where “a there
was a mass of students from the south-
western gubernias gathered.”?® And it was
particularly there, under the direction of
the celebrated maestro, that the son of a
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common teacher, subsequently the famous
tenor Alexander Davydov began his path
of ascension towards the big stage. At the
same time, in the Musical Classes of the
Imperial Russian Musical Society in Odessa a
simple teacher of a female college Antonina
Nezhdanova took her first steps in her
studies with Sofia Rubinstein.!¢

It is noteworthy that in Vladivostok
before the revolution the singing class was
presented, in the words of a critic, “better
than the others” [i.e., local classes — E. Sh.],
since it was “in the hands of an experienced
and conscientious instructor — the flormer]
artist of the Russian opera, S[imeon]...
Lugarti.”’” Hortensia Synnerberg, mentioned
earlier numerous times, upon completing
her artistic career, taught at the Musical
Classes of the Imperial Russian Musical
Society in Kharkov. And this list could be
continued at length. Not to mention the
graduates of the conservatories who were
active in the discipline of vocal pedagogy
practically throughout the entire Russian
Empire. The most well-known example
in this sense is Camillo Everardi’s student
Dmitri Usatov, who worked in Tiflis, where
he gave absolutely gratuitous lessons to the
son of a peasant from the Vyatka Gubernia,
Feodor Shalyapin.

The selfless ascetic devotion (in Russian:
“Podvizhnichestvo”), exemplary of the
monastic movement in Russia which
emerged at the time of the founding of the
Imperial Russian Musical Society initiated
by Grand Duchess Elena Pavlovna and
Anton Rubinstein, presents a characteristic
trait, which always distinguished the true
members of this organization in the highest
sense of the word. Indeed, it is not clear how
the destiny of the son of a tailor from Odessa
Ioakim Tartakov would have been shaped, if
it were not for Anton Rubinstein’s mother,
who brought him to pass an audition in St.
Petersburg. Or how would the fate of another
descendent from the Russian province,
Vassily Petrov, been realized, for whom the
then director of the Moscow Conservatory
Vassily Safonov personally sought financial
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means for professional education. From
this perspective the result of the existence
of the Society, in our opinion, becomes most
distinctly perceptible. Notwithstanding
all the existent arguable organizational
flaws, it presented hitherto unprecedented
possibilities for disclosing the creative
potentials of artistic personalities, and as the
result of a developed regional infrastructure
made musical and, in particular, vocal

education accessible virtually to all the strata
of the population. This cannot but affect
the gradual rise of the overall level of the
professional singing culture, which reached
its peak at the turn of the 19th and 20th
centuries. In such a context the significance
of the Imperial Russian Musical Society in
the goal of the formation of Russian vocal
education can hardly be overestimated.

~)—"> NOTES 7 A~

1

Feodor Shalyapin (1873 -1938) was a
Russian opera and chamber singer (bass-
cantante). For nearly a year he studied in Tiflis
with Dmitri Usatov. He performed on the stage
of the imperial theaters and in the provincial
cities and towns. He sang with triumph on the
best opera stages of the world, and with great
success he staged operas as a producer.

Leonid Sobinov (1872 -1934) was a Russian
opera and chamber singer (Iyrical tenor). He
studied at the College of Music and Drama
affiliated with the Moscow Philharmonic
Society (in the class of Alexander Dodonov, then
the class of Alexandra Santagano-Gorchakova),
perfected his vocal skills with Rafael Delli-
Ponti, performed on the stage of the Imperial
Theaters and in the provinces, sang in the best
opera stages in Europe, and was the director
of the Imperial Russian Musical Society (1911).
The singer’s performance skills were highly
esteemed by many Russian and European
composers of that time. Among the latter were
Sergei Rachmaninoff, Alexander Scriabin, Igor
Stravinsky, Camille Saint-Saens, Jules Massenet,
as well as singers Tito Schipa and Toti dal
Monte.

Antonina Nezhdanova (1873 -1950) was
a Russian opera singer (Iyrical coloratura
soprano). She studied at the Moscow
Conservatory (in the class of Umberto Masetti).
For over 30 years she sang on the stage of the
Bolshoi Theater, having performed the role
of Gilda in Giuseppe Verdi’s opera “Rigoletto”
(1912). During the Soviet period she gave
concerts in other countries and in the Russian
provincial cities and towns, and also taught at
the Moscow Conservatory.

Iokim Tartakov (1860-1923) was a Russian
opera and chamber singer (Iyrical-dramatic
baritone). He studied at the St. Petersburg
Conservatory (in the class of Camillo Everardi).
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He performed on the stage of the Mariinsky
Theater and in the provincial cities and
towns, and also sang in operettas and toured
in Europe. He was the first performer of a
number of opera roles on the Russian stage,
engaged in opera production and pedagogical
activities, including teaching at the Petrograd
Conservatory. The singer’s talent was
highly esteemed by Antonio Cotogni, Anton
Rubinstein, Piotr Tchaikovsky, Nikolai Rimsky-
Korsakov, Konstantin Stanislavsky, etc.
Alexander Davydov (Izrail Levenson)
(1872-1944) was a famous opera and chamber
singer (Iyrical-dramatic tenor). He studied
in Kiev with Camillo Everardi, performed
on the stage of the Mariinsky Theater and in
the provincial cities and towns, toured other
countries, participated in Sergei Diaghilev’s
“Saisons russes” in Paris (1909), became famous
as the composer and performer of “Gipsy”
art songs, and was the director of the Russian
section of the company “Kinetofon Edisona”
[“Edison’s Kinetophone”]. During the time
of his emigration he lived in Paris, where he
was a consultant at the Paris Theater of the
Russian Opera, and also worked as a producer
in Feodor Shalyapin’s opera company and at
the “Opera comique” theater; upon his return
to the USSR he taught at the evening singing
school affiliated with the Mariinsky Theater.
Vassily Petrov (1875-1937) was a Russian
opera singer (bass). He studied at the Moscow
Conservatory (in the class of Anton Bartsal).
He performed on the stage of the Bolshoi
Theater and in the provincial cities and towns.
He was the vocal director of the Kanstantin
Stanislavsky Opera Theater, and later — of the
Opera Studio of the Bolshoi Theater.
2 Maria Olenina D’Alheim (1869-1970) was a
Russian chamber singer (mezzo soprano) who
stood at the origins of the Russian school of
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chamber singing. She studied in St. Petershurg
and Paris and performed in Russia and Europe.
Her artistry was highly esteemed both by
Russian composers (Piotr Tchaikovsky, Anatoly
Lyadov, the members of the “Mighty Handful”),
as well as French ones (Jules Massenet and
Claude Debussy).

Anna Zherebtsova-Andreyeva (1868-1944)
was a Russian chamber singer (mezzo-soprano).
She studied at the St. Petersburg Conservatory
(in the class of Natalia Iretskaya), performed
in Russia, toured in Europe, and taught at the
St. Petersburg and Riga Conservatories.

Zoya Lodiy (1886-1957) was a Russian
chamber singer (a lyrical soprano), who stood
at the origins of the Soviet school of chamber
singing. She studied at the St. Petersburg
Conservatory (in the class of Natalia Iretskaya),
took lessons from Anna Zherebtsova-
Andreyeva, perfected her skills in Italy with
Vittorio Vanzo, performed in Russia and toured
in Europe. She was the founder of the classes
of chamber singing at the Moscow (1929)
and Leningrad (1932) Conservatories. The
singer’s artistry was highly esteemed by her
contemporaries.

Olga Butomo-Nazvanova (1888-1960) was a
Russian chamber singer (mezzo-soprano). She
studied at the St. Petersburg Conservatory (in
the class of Natalia Iretskaya). She performed in
Russia, toured in Berlin and Paris, and taught at
the Kiev Conservatory. The singer’s artistry was
highly esteemed by Anatoly Lunacharsky.

3 Teatr iiskusstvo [Theater and Art]. 1915.
No. 32, p. 580.

4 Provintsialnaya letopis' [Provincial
Chronicles]. Teatr i iskusstvo [Theater and Art].
1902. No. 50, p. 9609.

In this instance the following singers are
being discussed:

Hortensia Synnerberg (1856-1920) was an
opera singer (contralto and mezzo-soprano),

a student of Franceco Lamperti. She sang on
the stages of the imperial theaters and in the
provincial cities and towns, and also performed
with great success in Europe and South
America. Various variants of the spelling of her
name may be found in the sources: Synenberg,
Synnenberg; but the correct spelling is
Synnerberg.

Anna Kartavina (1863-7?) was an opera
singer (coloratura soprano). She studied at
the St. Petersburg Conservatory (in the class
of Elizaveta Zwanziger). She performed on
the stage of the Mariinsky Theater and in the
provincial cities and towns.

Alexandra (Anna) Meichik (1875-1934) was
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an opera singer (contralto and mezzo-soprano).
She studied at the St. Petersburg Conservatory
(in the class of Carolina Ferni-Giraldoni), and
perfected her skills in Italy. She performed on
the stages of various theaters in St. Petershurg
and in the provincial cities and towns, as well
as in Europe and North America. During the
course of several seasons she sang at the La
Scala Theater and performed Wagner’s opera
repertoire at the Metropolitan Opera. Later she
directed a vocal studio in New York.

Iosif Tomars (1867-1934) was an opera
singer, dubbed by many as “the Russian
Masini” (lyrical tenor). He studied at the
St. Petersburg Conservatory (in the class of
Stanislav Gabel). He sang on the stages of the
imperial theaters in the provincial cities and
towns, and also in Europe. He performed in
the concerts of the Imperial Russian Musical
Society. The singer’s artistry was highly
esteemed by Nikolai Rimsky-Korsakov.

Alexander Drakuli (Drakul-Kritikos)
(1876-1949) was an opera singer (bass). He
studied at the Moscow Conservatory (in the
class of Anton Bartsal). He performed on
the stage of the Bolshoi Theater and in the
provincial cities and towns. He is considered to
be the first performer in Russia of the solo part
of Giuseppe Verdi’s “Requiem” (1898). After the
revolution he lived and worked in France.

Alexander Bragin (Braginsky) (1881-1955)
was an opera and operetta singer (baritone). He
studied in Kiev with Mikhail Medvedev and at
the St. Petersburg Conservatory (in the classes
of Stanislav Gabel and Ioakim Tartakov), and
perfected his vocal skills in Italy, Vienna, Berlin
and Paris. He sang on the stages of the imperial
theaters and in the provincial cities and towns
and toured in Berlin. Later he was a famous
chamber singers and performed with thematic
concerts. He performed at the Odessa, Moscow,
Kiev, Tashkent and Baku Conservatories, GITIS,
etc.
> Provintsial'naya letopis' [Provincial
Chronicles]. Teatr i iskusstvo [Theater and Art].
1910. No. 18, p. 381.

6 Provintsial'naya letopis' [Provincial
Chronicles]. Teatr i iskusstvo [Theater and Art].
1899. No. 22, p. 412.

7 Evgenia Mravina (1864-1914) was an opera
singer (lyrical coloratura soprano), the sister of
Alexandra Kollontay. She studied with Ippolit
Pryanishnikov, perfected her skills in Italy, took
lessons with Desirée Artot, Mathilde Marchesi,
etc. She performed on the stage of the
Mariinsky theater, as well as the Covent Garden
Theater in London, was awarded the title of
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Covent Garden Soloist. She sang in Moscow and
in the provincial cities and towns, as well as

in many European stages. The singer’s artistry
was highly esteemed by Anton Rubinstein, Piotr
Tchaikovsky, Nikolai Rimsky-Korsakov, etc.

Ivan Alchevsky (1876-1917) was an opera
and chamber singer (Ilyrical-dramatic tenor).
He studied with his elder brother, singer,
church and pedagogue Grigoriy Alchevsky
and perfected his skills in Paris. He performed
on the stages of the imperial theaters and the
Grand Opera, sang in the provincial cities
and towns, toured in Europe, North America,
Algiers, participated in Sergei Diaghilev’s
“Saisons Russes” in London (1914). He was the
first performer of a number of opera roles,
including that of Siegfried in Richard Wagner’s
opera “Gotterddmmerung” at the Bolshoi
Theater. The singer’s artistry was highly
esteemed by Camille Saint-Saens.

Evgenia Bronskaya-Makarova (1882 (1884,
1888)-1953) was an opera singer (lyrical
coloratura soprano), dubbed as the “Russian
Tetrazzini.” She studied the St. Petersburg
Brovka-Wiesendorf Music School and
perfected her skills in Italy with Teresa Arkel.
She performed on the stage of the Mariinsky
Theater and in the provincial cities and towns,
and also in Europe and North America.

Nadezhda Van Brandt (Klabanovskaya)
(1882-1925) was an opera singer (lyrical
coloratura soprano). She received her
education in Switzerland at the St. Genevieve
Monastery (near Lausanne), and perfected her
skills with Desirée Artdt, Mathilde Marchesi
and others. She performed on the stage of the
“Opera comique” in Paris, in the opera scenes
of St. Petersburg and Moscow, sang in the
provincial cities and towns, toured in Europe
and in China. Outside of Russia she received
the appellation of “the Russian nightingale”.
She was the first performer of a number of
opera parts. The singer’s artistry was highly
esteemed by many composers in Russia and
in other countries of that time, among them,
Nikolai Rimsky-Korsakov, Giacomo Puccini,
Camille Saint-Saens, Jules Massenet and Claude
Debussy.

Maria Dolina (1867 (1868)-1919) was an
opera and chamber singer (contralto). She
studied with Selma Grenning-Wilde, and
perfected her skills with Carolina Ferni-
Giraldoni and Yuri Arnold, and also in Paris
and Italy. She sang on the stage of the Mariinsky
Theater, in the provincial cities and towns,
and in Europe, was awarded the honorary title
of “Officier d’Academie de France” (Paris) for
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promoting Russian music. She was the first
performer of a number of opera parts. Starting
from 1894 she was the organizer of annual
orchestral concerts in St. Petersbhurg, the artistic
director of the concerts at the Pavlovsk Railway
Station (1904-1906), etc. The singer’s talent
was highly esteemed by many composers from
Russia and from other countries — Nikolai
Rimsky-Korsakov, Piotr Tchaikovsky, Camille
Saint-Saens, as well as Antonio Cotogni, Adelina
Patti, Mattia Battistini, etc.

Maria Kuznetsova-Benoit (1880-1966)
was an opera singer (lyrical soprano), in her
third marriage — the wife of Alfred Massenet,
the nephew of composer Jules Massenet.

She studied singing with Ioakim Tartakov.

She performed on the stage of the Mariinsky
Theater and in the provincial cities and towns,
and also in Europe, South and North America
and participated in Sergei Diaghilev’s “Saisons
russes” in Paris (1914). Later, she sang in the
opera theater of Stockholm, Copenhagen,
London and Paris, and worked as a consultant
at the Barcelona Opera.

Lidia Lipkovskaya (Marschner) (1884-1955)
was an opera and chamber singer (lyrical
coloratura soprano). She studied at the St.
Petersburg Conservatory (in the class of
Natalia Iretskaya), and perfected her skills in
Italy with Vittorio Vanso. She performed on
the stage of the imperial theaters, the Theater
of Musical Drama and in the provinces. She
toured in Europe, North America, China and
Palestine, participated in Sergei Diaghilev’s
“Saisons russes” in Paris (1909, 1920-1930),
etc. She was engaged in pedagogical activities
at the Kishinev State Conservatory, the
Timisoara Conservatory (Romania), the Russian
Conservatory of the Russian Musical Society
outside of Russia (Paris), and was the director
of the Beirut Conservatory “Académie Beaux-
Arts” (Lebanon), etc.

Nadezhda Papayan (1868 (1870)-1906)
was an opera and chamber singer (lyrical
coloratura soprano). She studied at the St.
Petersburg Conservatory (in the class of
Wilhelmina Raab), perfected her skills with
Mathilde Marchesi, and also in Italy, where she
performed on the stages of numerous opera
theaters, including La Scala Opera. She sang
at the Mariinsky Theater and in the provincial
cities and towns and toured in Europe. She was
the first performer of a number of opera roles
on the Russian stage. The singer’s talent was
highly esteemed by Nikolai Rimsky-Korsakov,
Alexander Glazunov, Anton Arensky and
others.
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Mikhail Rezunov (?-1909) was an opera
singer (lyrical-dramatic tenor). He studied at
the St. Petersburg Conservatory
(in the class of Stanislav Gabel), and perfected
his skills in Germany and Austria.

He performed on the stage of the Bolshoi
Theater and in the provincial cities and towns,
as well as in Europe. He was the first performer
of a number of opera roles on the stages

of provincial cities.

Inna (Nina) Timrot (1872-1948) was an
opera singer (lyrical soprano). She studied at
the St. Petersburg Conservatory (in the class of
Carolina Ferni-Giraldini). She performed in the
theaters of Italy, at the Royal Theater of Madrid
(1901-1902), and also in South America.

Maria Cherkasskaya (1876-1931) was an
opera singer (lyrical-dramatic soprano). She
studied at the St. Petersburg Conservatory
(in the class of Carolina Ferni-Giraldoni).

She performed on the stage of the Mariinsky
Theater and, later, the Latvian Opera, sang in
provincial cities and towns, toured in Europe,
and participated in Sergei Diaghilev’s Russian
Historical Concerts in Paris (1907). She sang the
Wagner repertoire on the stage of the La Scala
Theater with great success. She was the first
performer of a number of opera roles on the
Russian stage.

Olga Schmidt was an opera and chamber
singer (lyrical coloratura soprano). She studied
in Kazan with Elizaveta Smagina, then at the
College of Music and Drama affiliated with the
Moscow Philharmonic Society (in the class of
Stanislav Sonka). She performed on the stages
of provincial theaters, and also in Paris and
London.

8 What is discussed here is one of the
productions of Giacomo Meyerbeer’s opera
“Les Huguenots” (cit. from: Khronika teatra
iiskusstva [Chronicles of Theater and Art].
Teatr i iskusstvo [Theater and Art]. 1899. No. 29,
p- 502).

% Teatr iiskusstvo [Theater and Art]. 1915.
No. 32, p. 581.

10 «“posle ssory ushel prof. Shostakovskiy

i otkryl filarmonicheskoe obshchestvo i
kontserty” [“Professor Shostakovsky left after

a quarrel and founded the Philharmonic

Society and Concerts.”] (cit. from: Negorev, N.

Moskovskaya konservatoriya: K 50-letnemu

yubileyu — 1 sentyabrya [The Moscow

Conservatory: Towards the 50th Anniversary —

September 1]. Teatr i iskusstvo [Theater and

Art]. 1916. No. 35, p. 704).

11 Alexei Kruglov (1866-1902) was an opera

singer (Iyrical-dramatic baritone). He studied

at the College of Music and Drama affiliated

with the Moscow Philharmonic Society

(in the class of Semyon Bizheich).

He performed on the stages of St. Petersburg,

Moscow and provincial theaters. He was the

first performer of a number of opera roles

on the Russian stage, and taught singing

courses in Perm. The singer’s skills produced

a deep impression on young Feodor Shalyapin.
Moisei Agulin (Agulnik) (1864 — after 1917)

was an opera singer (a lyrical-dramatic tenor).

He studied at the College of Music and Drama

affiliated with the Moscow Philharmonic

Society (in the class of Nikolai Andreyev),

and also at the Moscow Conservatory,

then perfected his singing skills in Italy, where

he gave performances. He sang on the stages

of St. Petersburg and in provincial theaters.

He was the first performer of a number

of opera roles on the Russian stage.

12 Negorev, N. Moskovskaya konservatoriya:

K 50-letnemu yubileyu — 1 sentyabrya

[The Moscow Conservatory: Towards the 50th

Anniversary — September 1]. Teatr i iskusstvo

[Theater and Art]. 1916. No. 35, p. 704).

13 For example, it was considered that with the

death of Anton Rubinstein the Imperial Russian

Musical Society suffered a serious loss in its

image.

14 Teatr i iskusstvo [Theater and Art]. 1914.

No. 23, p. 498.

15 Provintsial'naya letopis' [Provincial

Chronicles]. Teatr i iskusstvo [Theater and Art].

1898. No. 17, p. 335.

16 The younger sister of Anton and Nikolai

Rubinstein.

17" Provintsial'naya letopis' [Provincial

Chronicles]. Teatr i iskusstvo [Theater and Art].

1915. No. 22, p. 395.
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06 asmope:
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Amateur Piano Music-Making
and the Ufa Section

of the Imperial Russian
Musical Society*

The geographic position of Ufa, which
in the early 19th century was a deep province,
was not conducive to the development
of musical culture. However, we must consider
as an important element in its formation
the active spread of household music-making
and the wish of amateurs to participate in the
city’s concert life. The “Society for Singing,
Music and the Art of Drama” was founded
in 1885 in Ufa following the wishes of the city
residents.

The twenty-year-long existence of the
Society has left a considerable trace in the
development of musical education and the
exposure of the public to the academic genres
of the art of piano performance; it played
a significant role in the development
of musical literacy and the musical hearing
of the residents of Ufa.

In virtue of a number of existing social
reasons the Society was closed down, but
following the request of the most educated
part of the local nobility and intelligentsia the
Ufa Section of the Imperial Russian Musical
Society (IRMS). Having existed for only a few
years, until the revolution of 1917, it was able
to lead the art of music to a new, higher level.
Professionals with a higher musical education
were conducive to the further expansion

* Translated by Anton Rovner.
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JIroouTesbCckoe ¢poprenruaHHoe
My3uUIIpoBaHue U YdumMckKoe
oTAesieHHe HMnepaTopcKoro
PyccKoro My3bsIKaJIJbHOTO
obOIecTBa

T'eorpaduueckoe 1osoxeHue YrI, OHOTO
M3 KPYIIHBIX TOPOZ0B Poccyy, sIBIISIOIeCS
B HauaJie XIX BeKa IJ1y60KO0M IIPOBUHITUEH,
L0JITOe BpeMs He CII0CO0CTBOBAJIO Pa3BUTHIO
MY3BIKaJIbHOHM KYJIbTYPhL. OHAKO Ba>KHBIM
sIBJIEHHEM [JIs1 €€ CTaHOBJIEHHUS CJIe[lyeT
CYMTATh aKTUBHOE PacCIIpoCTpaHeHue
JOMalITHero My3HITUPOBaHUS U KeJIaHHe
JII0OMTesIel y4acTBOBATh B KOHIIEPTHOMU
’KU3HU ropojia. B 1885 rony B Ve 1o rmpocnbe
TOpOXKaH OBLIO OTKPBITO «OOIIeCTBO IIeHHUS,
MY3BIKH U IpaMaTHYeCKOI0 MCKYCCTBa».
JBanraTuieTHee CyIlleCTBOBaHMUe
O611ecTBa OCTaBUJIO SHAUUTEILHBIN CJIe]] B
PasBUTHUU MY3BIKaJIBHOIO IIPOCBETUTE/ILCTBA
U B IIPUOOIIeHUH ITyO/IUKHU K aKaJleMUYeCKUM
JKaHpaM QOopTelraHHOIo UCKYCCTBA:
OBLIM allpOOHPOBaHEI HOBBIE KOHIIEPTHBIE
$OpPMBI, CII0COGCTBOBABIIIHE PASBUTHIO
MY3BIKaJIbHOTO BKyca ropo’kKaH. B cuiy
PsAfa CIIOKUBIIUXCS COIMANbHBIX IIPUYHH
O6I1[ecTBO BCKOPE OBLIO 3aKPBITO, HO 10
IIpoch6e IepeloBOM YacTH HaceleHUs
OBIIIO OTKPBITO YYUMCKOe OTZesIeHre
HMIiepaTopCcKoOro Pycckoro Mys3slKaIbHOIO
obiectBa (MPMO). IIpocyIiecTBOBaB
BCEro HeCKOJILKO JIET, [0 PeBOJIIOIINU
1917 roma, OHO CMOIJIO BEIBECTH KYJIBTYPY
Y bl Ha HOBBIH, 60JIee BLICOKHUU YPOBEHb.
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of promotion of music with their concert
performances and teaching lessons in the
musical classes and enhanced the development
of the art of professional music in Bashkiria.

Keywords:

Ufa, music lovers, salon music-making,
Society for “Singing, Music and the Art

of Drama,” Imperial Russia Musical Society
(IRMS).

[IpuexaBiire B PeCIIyO/IMKY IPOpeCcCHOHab
C BBICIIIMM MY3BIKaJIbHBIM 00pa3oBaHUEM
CBOMMU KOHIIEPTHBIMHY BBICTYILIEHUSIMU 1
elarorudecKou paboToM CII0co6CTBOBAIHN
JaJIbHeHNIIeMy pacCIIupeHUI0 JIOUTeIbCKOT0
MYSHIIUPOBaHUS U COJIeNICTBOBAIN Pa3BUTHIO
npodecCuOHaIbHOI'0 MY3bIKaJIbHOI0
HCKyccTBa bammkupun.
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he path towards professionalism
I traversed by the Bashkir musical art
of piano performance turned out to
be lengthy and unique in its essence. The
formation of the musical traditions of Ufa
took place in the context of complex social-
historical, religious and political conditions.
Ufa, which appeared on the map of Russia
in the second half of the 16th century amidst
the virgin steppes and forests of the Ural
Mountains, with a dearth of connections
with the civilized world in many ways
determined this specific character.

Local history expert Alexander Gulyayev
wrote in 1914: “This was a comparatively
small town, similarly to a military outpost,
raised far from the boundary of the area
settled by Russians and standing at a rather
isolated position from it. Onward from Ufa
to Southern Siberia, as well as in the Kyrgyz
steppes and, generally, in the direction
towards Central Asia at a distance of many
thousand versts there was not a single
Russian person residing” [4, p. 87].

A specific and decisive factor in the
formation of this process could be seen,
first of all, in the parallel existence of two
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cultures: the unique national monody culture
of the Bashkirs, presented exclusively by
the art of the oral village tradition, and the
traditions of household music-making in
the Russian urban milieu. In virtue of these
circumstances the formation of the culture
and the art of music took place slowly, while
the period of accumulation of the premises
for their development will extend for almost
three centuries.

Also noteworthy is that the formation
of the art of music in Ufa in the 18th and
19th centuries was connected with amateur
music-making, primarily by pianists. In the
19th century this style of pastime for the
nobility in the capital cities began to spread
along the various regions and cities of the
country. It started being cultivated much
earlier in the Western regions, for example,
in the Ukraine — in Kharkov and Odessa.

In Ufa the process of generation of
amateur piano music-making began
significantly later: the mid-19th century is
characterized merely by the appearance
of its rudiments. Similar tendencies can be
noticed in the cities of Siberia and the Far
East — for example, in Tomsk, Irkutsk and
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Photo 1. Inscription under the Photograph:
“The Death of Sussanin.
The role of Sussanin is performed by Timokhov™*?

Tobolsk, where the formation of the piano first concert organization which included
performance school began to emerge only membership of regular performers. At
in the 1820s and 1830s. their first stages, as a rule, such artistic
As in a number of other regions, the communitieshad mixed type of membership.
formation of the art of music in Ufa passed They were headed by people who possessed
through the stage of the creation of aregional certain definite skills and abilities and
musical society. The end of the 19th century even the corresponding education. They,
witnessed the gradual formation of a milieu in particular, formed around themselves
ready to join forces for the sake of combined a circle of amateur musicians, striving for
organized music-making. In 1885 upon the a high-quality performance of musical
initiative of the head of the Ufa Gubernia compositions acceptable for the perception
Dmitri Volkov a circle of the most musically of outsiders. In this connection the creative
advanced city dwellers gathered together collaboration of the Ufa-based musicians
with the aim of establishing a permanent at that time may be regarded as activity
society of lovers of music and drama.! with elements of mandatory performance
On the example of the organization of this  conditions. It must be noticed that work on
society it becomes possible to observe how rehearsals was carried out from the musical
at the end of the 19th century a new form of scores.
performers’ community begins to emerge, The amateur level of the overwhelming
which would replace the salon-chamber number of performers led to the flourishing
type of music-making — essentially, the of ensemble music-making. Analysis of the
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Photo 2. Inscription under the Photograph: “Soloists: I. Sussanin — Bulykin
II. Sobinin — Abramov III. Sussanin — Tilyukov IV. Sobinin — Yeverestov
V. Vanya — Baboshina VI. Antonida — Stepanova 7. Vanya — Glatsinova”

programs of the musical evenings has made
it possible to ascertain that the piano held
the steadfast position of an indispensable
participant.? Among the immutable numbers
in the programs, among the solo pieces, were
the four- and eight-hand piano compositions.

An extremely significant form of
presenting academic classical music —
namely, the public concert — begins to be
formed. The concert evenings in Ufa became
entrenched into the everyday life of the city
as an indispensable part of the culture. Their
organization was regulated by a system
of perception about the arrangement of
life of the city’s population and aroused
positive responses. Among the mandatory
components, whereupon, were balls with
dances, comprising the basic element of the
social-aesthetic activity as “an important
structural element of the everyday life of
the nobility.”
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Towards the early 20th century the
“Society of Lovers of Singing, Music and the
Art of Drama” undergoes a period of decline.
The directorate makes the attempt to save
the organization from disintegration, making
the decision to accustom the musicians who
could perform technically difficult repertoire
to work. The leader in piano performance
during the course of several years was
Varvara Dmitrievna Parshina, a pianist
and vocalist who possessed a professional
musical education, a graduate of the St.
Petersburg Conservatory, where she studied
piano and voice. In the article “Obshchestvo
lyubiteley iskusstva” [“Society of Art Lovers”]
the Ufa-based local history expert Georgiy
Gudkov writes that Varvara Parshina studied
with Anton Rubinstein, who “made the most
active contribution to the success of the
talented pianist from Ufa” [3]. In Ufa Parshina
gave private piano and voice lessons and
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presented numerous concerts. In his article
“Pervaya uchenitsa Feodora Ivanovicha
Shalyapina” [“The First Lady-Pupil of Feodor
Ianovich Shalyapin”] Nikolai Barsov placed
his reminiscences of Ivan Sadovnikov about
Parshina’s performing style: “I was fortunate
to have heard several times her performance
on the piano. She played lightly, freely,
conveying the conceptions of the composers
of various works with ravishment,” the old-
timer noted [1].

In 1892 Marionilla Ivanovna
Andrzheyevskaya, who arrived in Ufa
after completing studies at the Moscow
Conservatory, where she was a piano
student of Alexander Siloti, reinforced the
group of active members of the Society.
The appearance of the pianist, who carried
the best traditions of the Russian school of
performance, on the scene was undoubtedly
conducive to inactivating the continuity of
the professional connections of the city’s
musicians.

An interesting detail draws attention
towards itself in the reports of the Society.
The programs frequently listed names of
amateur musicians among the participants
of the musical evenings. Apparently, the
Society’s permanent members considered
themselves professionals. This peculiarity
of this artistic community elucidates the
meaning and the interpretation of the
essence of the concepts of “professional” and
“amateur”, which are frequently reduced
to external signs. The active members of
the Society and other government officials
participating in the city’s musical life did
not pertain to the category of professional
musicians by contemporary standards. In the
understanding of the city residents of those
years, the active members of that time were:

1) professionals (who had a professional
musical education),

2) half-professionals (persons who
received musical training in the form of
household private musical lessons),

3) amateurs (most likely, self-taught
learners engaged in musical activities
independently).
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Thereby, for the first time in Ufa a social
organization was founded which placed as
its goal the organization of regular concerts
for the residents of the city and the creation
of conditions for public performances
of amateur musicians. In addition, the
Society was conducive to the formation of
artistic taste and interest in academic music
on the part of the audiences. The main
achievement of the twenty-year old existence
of the organization was the formation of
premises for development of personal piano
performance in Ufa.

In the first pre-revolutionary and first
post-revolutionary years the condition of
the urban musical culture of Ufa can be
characterized as tense and contradictory.
The complex social and political situation
in Russia influenced the development of
culture and art. Thus, in Bashkiria towards
the close of 1905 the peasant movement
overtook all the counties of the Ufa and
Orenburg gubernias. The artistic life of
Ufa was left almost entirely unilluminated
in the periodical press, whereas the art
of music returned once again to drawing
rooms and salons. The overall city culture
of that time had not yet achieved the level of
development at which it could be possible to
speak even of the rudiments of professional
art. From 1906 to 1913 in connection with
the decline in the activities of the Society’s
Musical Sector, as well as the result of the
departure from the city of numerous active
musicians the need of the Ufa residents in
the satisfaction of their aesthetical requests
was met by the Sector for Dramatic Art.

The period of decline of the musical
life of Ufa lasted until 1913. The surviving
separated musical forces and the rather
developed milieu of audiences in Ufa craved
for new musical impressions. By 1913 the
musical community raised the question
of opening the Ufa Section of the IRMS. A
petition was sent from Ufa, which stated:
“In the interests of art itself we consider it a
timely and indispensable act to open in the
city of Ufa a section of the Imperial Russian
Musical Society.”



Towards the Anniversary of the Russian Musical Society (RMS, IRMS)

| e oo i =

| N
XD\ g 66 , 9%
B « a e P9 e 2 £5,

Shiey s
I MAALA L
A P A A

Photo 3. Inscription under the Photograph:
“All the Participants and Directors”

The petition sent to the Main Directorate
of the IRMS in St. Petersburg was supported
by a cover letter from the gubernator of Ufa
from March 4, 1913, No. 1939 concerning
the lack of objections from his side and a
request “to satisfy the designated petition.”
Moreover, the journal of the Directorate of
the IRMS from 1913 contains the “permission
to establish musical classes affiliated with
the Ufa Section of the IRMS and to rename
the existent Music School of Victor Osipovich
Baranovsky into them.” In the certificate
about the inauguration of the Ufa Section by
the Provision of the Main Directorate from
June 12, 1913 it has been noted that “Victor
Osipovich Baranovsky graduated from the
Warsaw Musical Institute with attestation as
a student of a piano class and perfected his
skills with professors Theodore Leschetitzky
and Julius Johannsen. Prior to his affiliation
with Ufa, he had his own musical school
in Novocherkassk for over 10 years. It was
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decreed: to permit the establishment of
musical classes and to ask Her Highness the
Chairwoman of the Society to permit Victor
Osipovich Baranovsky perform the duties of
the director” (TsGIA St. Petersburg, Journal
of the Main Directorate of the IRMS from
November 17, 1913).

It its turn an application arrived to the
Main Directorate of the IRMS with the
request to confirm the chosen directorate of
the Ufa Section, comprised of chairwoman
Maria Sveshnikova; assistant chairman
Sergei Shishkin, director Maria Kharitonova
and honorary member, gubernator of the
city Piotr Bashilov.’

The Ufa Section of the IRMS was
ceremoniously inaugurated on August 29,
1913 in Ufa in the presence of Piotr Bashilov.

In the beginning of the century new
names of musicians are heard in the city:
pianist S. Mikhnevich, violinist Vyacheslav
Sternad and cellist S. Izdebskaya, which were
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conducive to a significant increase of the
professional “degree of heat” in the musical
life of Ufa. Their performance activities
called new musical genres into existence.
The audiences in Ufa become familiar with
chamber music, which assumes the leading
positions in the musical evenings: Piotr
Tchaikovsky’s Trio opus 50 in A minor, Franz
Liszt’s Paraphrase on the Themes from
Giuseppe Verdi’s opera “Rigoletto”, Anton
Rubinstein’s Trio opus 15 No. 2 in G Minor,
Max Bruch’s Concerto for Violin and Piano
in G Minor, and Reinhold Gliere’s Quartet
in A Major; Edvard Grieg’s Cello Sonata and
Quartet opus 27 in G Minor$; Alexander
Borodin’s Quartet in D Major and Mikhail
Ippolitov-Ivanov’s Quartet opus 9 in A-flat
Major. A noticeable event in the city was a
large concert consisting of three sections,
organized on March 27, 1915, dedicated to
the memory of Anton Rubinstein, consisting
of the composer’s original works. It presented
to the audiences the composer’s chamber
works: Trio in G Minor, opus 15, the second
movement of the Sonata for Piano and Cello,
and “Melody” for cello, in which the piano
part was performed by pianist Marionilla
Andrzheyevska. In addition, she performed
in a heartfelt manner — Romance and
“Toreodor and the Spanish Lady.””

The 1914-1915 concert season brought
a noticeable revival. Seven concerts were
organized, five of which were evenings of
chamber music, the programs of which were
very diverse and consisted of the works of
Johann Sebastian Bach, Ludwig van Beethoven,
Joseph Haydn, Edvard Grieg, Jan Sibelius,
Alexander Borodin, Reinhold Gliere, Grigoriy
Davidovsky, Mikhail Ippolitov-Ivanov,
Mikhail Lisitsyn, Piotr Tchaikovsky, and Erkki
Malartin. The performers were instructors of
the Musical Classes of the Ufa Section of the
IRMS: pianists Marionella Andrzheyevskaya,
S. Mikhnevich, Maria Poleshchuk-Uvodskaya,
cellist S.Ya. Izdebskaya, violinist Vyacheslav
Sternad, violist I.P. Ishpaykin. The concert
featured the participation of the loval music
lovers L.I. Ass, S.M. Yuryev, N. M. Rumyantseva
and D.A. Tsyganov.?
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The archival documents indicate that
Victor Baranovsky, who was the director of
the Musical Classes, sometimes performed
in concerts. For example, in the Chamber
Concert on March 25, 1914 he performed
Two Mazurkas opus 37 and opus 33, No. 4
by Chopin. The same concert featured a
performance of String Quartet No.4 by
Robert Schumann with his participation.

The concert practice, as may be seen from
the report from the Ufa Section, unified the
artistic activities of professionals, “half-
professionals” (Alexander Maklygin) and
amateurs, which progressed from the
general milieu of dilettantes by the brightest
abilities and talents. There had not existed
yet a concise division into professionals and
amateur performers, and the concerts were
frequently mixed in their makeup.

The activities of the Musical Classes could
not possible carry on without at least a few
scandalous stories. Victor Baranovsky was
relieved of his duties of a director for having
permitted a loss of financial assets. He
was replaced in his position by Marionilla
Andrzheyevskaya (1869-1957), whose
talent flourished with the establishment
of the Ufa Section of the IRMS. Her gift
as a pianist and her contribution to the
development of the art of Bashkir music, by
standards of the republic’s significance, is
quite high. Andrzheyevskaya’s formation as
a concertizing pianist took place in Ufa, and
in the process of her activity her individual
creative line of character was revealed: her
inclination towards chamber music.

A native of Ufa, Maria Poleshchuk-
Uvodskaya worked in the Musical Classes,
after having returned to Ufa after completing
studies at the St. Petersburg Conservatory. The
pianist’s successful performances brought in
a gust of fresh air into the concert programs.
In the responses of the critics she was
characterized as a professional and mature
musician (there is information available that
on April 4, 1915 a musical evening took place
on which Poleshchuk-Uvodskaya performed
the austere and technically difficult
“32 Variations” by Beethoven).
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The Musical Classes demonstrated
positive changes. The piano class remained
the most prestigious in the school, its role is
perceivable by the group of instructors, which
by that time increased significantly. Besides
Andrzheyevskaya, it included: E.V. Perfilova-
Boris, L. Feinstein, V.A. Vordlevskaya,
O.M. Rubinskaya, and N.S. Izmailova. From
an advertisement from the newspaper
“Ufimskaya zhizn” [“Ufa Life”] we learn of
the establishment of classes of violin, cello
and other instruments.

The pedagogues of the Musical Classes tried
toinvolve their apprentices to concert practice,
which is testified by archival documents. In
1915 the students prepared four concerts.
The programs included: sonatinas by Fritz
Spindler, Wolfgang Amadeus Mozart, and
Joseph Haydn, Franz Schubert’s Variations,
Wolfgang Amadeus Mozart’s Fantasia;
contrapuntal compositions by Johann
Sebastian Bach; etudes by Felix Lecouppey,
Karl Leschhorn, Stephen Heller, Jean Ravine;
pieces by Cornelius Gurlitt, Robert Schumann,
Charles Dancla, Felix Mendelssohn, Frederic
Chopin and Ludwig van Beethoven.®

Obviously, the level of the programs
corresponded to the normative requirements
for students of the Musical Classes. However,
in them ensemble music, as a rule, was
also present in its most diverse genres. The
listeners were presented with performances
of Charles Dancla’s Symphony No. 3 for 2
violins and piano, Joseph Haydn’s Trio in
F# Minor and String Quartet, Karl Maria von
Weber’s “Konzertstiick”, and Franz Schubert’s
“Marche Militaire” for 2 pianos. There were
frequently performances in instrumental
concerts with violinists and pianists, or with
cellists and pianists. The piano parts, as a
rule, were reserved for the students.

The new paths of development of the art of
piano performance in Ufa were denoted more
and more precisely. The quality of repertoire
programs of public concert evenings testifies
about a significant increase of the professional
level. They included compositions that
were complicated in the technical regard
and profound in their contents both by the
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Classicists (Ludwig van Beethoven) and by
the Romanticists (Robert Schumann, Frederic
Chopin, Edvard Grieg). Most impressive was
the interest on the part of the performers
towards the music of Russian composers:
Sergei Rachmaninoff, Piotr Tchaikovsky,
Mikhail Ippolitov-Ivanov and others.

The concert repertoire consisting of
works primarily of salon direction, popular
in the milieu of lovers of ensemble music
gives place to serious and complex genres
that trios and quartets present themselves
to be. Large-scale, significant compositions
come to the forefront, demanding from the
performer not only a successful rendition
of the musical score, but an understanding
of the profound essence of the musical
composition, which frequently does not
lie at the surface. Thereby, the concert
activities of the musicians of the city passes
onto a new, professional stage. This may be
judged by the qualitatively new repertoire
in the programs: Ludwig van Beethoven’s
“32 Variations”, Franz Liszt’s “Paraphrase”
for piano on the themes of Giuseppe Verdi’s
opera “Rigoletto”, and Piotr Tchaikovsky’s
Trio opus 50, which testify to the fact
that in Ufa there appeared musicians the
level of mastery of piano performance of
which made it possible to turn to musical
compositions that were complex in their
technique and significant in their content,
demonstrating at the same a high and
perfect level of performing art.

Thereby, the changed historical realities
brought out new realities before the musical
culture of the city. The art of piano playing in
Ufa also sensed the wind of change against
the background of a rising movement of
national consciousness. What corresponded
closest of all to the spirit of the times was the
style of Romanticism with its soul stirring
aspiration towards liberty and heroic
pathos. This direction was apprehended
by pianists who remained in Ufa and by
new teachers who comprised the faculty of
the renewed afresh Musical Classes of the
Imperial Russian Musical Society, which
existed until 1917.
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! The principle of the formation of a “circle”,
as it was called at that time, was based on a
distinction between the social classes.

It consisted of nobility, state councilors,

the clergy and landowners. The Society of
Lovers of Singing, Music and the Art of Drama
owes its formation to the greatest degree

to true lovers of art — the Sevastyanov family:
Dmitri Sevastyanov (professional violinist),
his daughter (professional pianist) Varvara
Parshina, her brother Mikhail Sevastyanov

(a doctor by his education).

2 The photographs in the article are taken
from a photo album published in Ufa in 1913.
On the cover it is inscribed: “In memory of
the production of Mikhail Ivanovich Glinka’s
opera ‘A Life for the Tsar’ in Ufa by the Pupils
of Intermediary Educational Institutions on the
Day of the 300th Anniversary of the Reign of
the Romanov Dynasty. Ufa. Photographer:

O. German.”

8 For example, in the Report of the Music
Sector it can be noticed that a considerable
number of compositions for piano were
performed in ensembles: four-hand piano —
Carl Maria von Weber’s Overture to the opera
“Abu-Hassan”, Franz von Suppe’s Overture

to his opera “Poet snd Peasant”, and Richard
Eilenberg’s “March of the Gnomes”. There
were frequent performances of compositions
by Wolfgang Amadeus Mozart, Joseph Haydn,

Gioacchino Rossini, and Giuseppe Verdi.

The best renown was enjoyed by the music

of Russian composers: the vocal compositions
of Mikhail Glinka, Alexander Dargomyzhsky,
Anton Rubinstein, and the “Russian German”
Alexander Dubuck. A perceivable amount

of attention in the concert programs was given
to composers who were popular at that time:
Alessandro Stradello, Richard Eilenberg, Cesar
Puni, Joseph Foersten and others

[for more details see: Reports of the Ufa Society
for Singing, Music and the Art of Drama
(1885-1902). Scholarly Library

of the UNTs UO RAN. —r V —16979].

4 Petition for the Establishment of the Ufa
Section of the IRMS. TsGIA. St. Petersburg.
F.744,D. 32. RL. 15.

5 Report of the Ufa Section of the IRMS

for 1914-1915. TsGIA. St. Petersburg. — F. 408.
Inv. 1, D. No. 63a.

6 Reports of the Ufa Society for Singing, Music
and Dramatic Art (1885-1902). Scholarly
Library of the UNTs UO RAN. —r V— 16979.

7 Report of the Ufa Section of the IRMS

for 1914-1915. TsGIA. St. Petersburg. — F. 408.
Inv. 1, D. No. 63a.

8 Ihid.

® The Petrograd Conservatory. Resumes

of the Students during the Years 1862-1918.
TsGIA. St. Petersburg. F361, Inv. 318. D. 304.
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The Imperial Russian Musical
Society in Crimea.

Towards Researching

its Activities™

The article examines the situation which
developed towards the present time in research
of the respective Sections of the Imperial
Russian Musical Society IRMS) which emerged
in the pre-revolutionary period in Crimea:
Yalta (1905), Kerch (1905) and Simferopol
(1908). The topicality of setting of the problem
connected with the absence of specialized
research of the Crimean sections of the IRMS,
while the formation of the metropolitan and
other regional sections of the Society has
been studied in sufficient detail by Russian
musicologists, culturologists and local history
experts. The author of the article evaluates the
contemporary situation: Russian scholars have
created an overall methodology of research
of such phenomena, having elaborated the
necessary approaches towards integral
cognition of those significant phenomena of the
past as dynamic transition toward professional
academic musical life and education within
the framework of the entire Russian Empire.
The existent results are shown on concrete
examples, especially within the sphere of study
of the activities of the IRMS in Yalta. However,
the reason for the belated establishment in
Crimea of the respective sections of the IRMS
have not been disclosed. The description of the
musical performance life of Simferopol and the
utter absence of scholarly information on the
Kerch Section of the IRMS calls for an activation
of research by representatives of humanitarian
knowledge.

* Translated by Anton Rovner.
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HmnepaTtopckoe Pycckoe
My3bIKaJIbHOE 0011eCTBO
B Kprimy. K H3ydyeHHIO
nesaTeJIbHOCTH

B cTaTbe paccMaTpHUBaeTCs IIpoIiece
BO3HUKHOBEHUS U Pa3BUTUA 0T/ eJIeHUN
HMriiepaTopcKoro Pycckoro My3sIKaJIbHOTO
obiectBa (MPMO) B OPEBOJIFOIIMOHHBIN
nepuof B Kpeimy — Slurre (1905), Kepuu
(1905) u Cumpeporroste (1908). B To BpeMs
KaK CTaHOBJIEHME CTOJIMYHBIX U JPYTUX
PeruoHaNbHBIX 0THe/IeHUN O6IIecTBa yKe
OBLIIO ITOIPOOHO U3YUE€HO POCCUUCKIMU
MY3BIKOBeaMH, KyJIbTYPOJIOraMH U
KpaeBejaMu, pabota KppIMCKOTO OTZeIeHUS
II0JITOe BpeMsI ocTaBaslachk 0e3 BHUMAaHUS.
ABTOD CTaThHU OI[eHUBAaET UCCIIE[0BATeIbCKYI0
CUTYAIHI0 CJIeLYIOIINM 06pa3oM: pOCCUMCKIMU
YUEHBIMHU CO37jaHa 06111as1 METOL0JIOTH
HCCIel0BaHUA IT0/I00HBIX eHOMEHOB,
BBIPab0TaHBI IOAXO/BI K [1eJIOCTHOMY II03HAHUIO
TaKUX 3HAKOBBIX SIBJIEHUU MY3bIKaJIbHOMN
KYJIbTYPBI IIPOIILIIOr0, KaK TUHAMUYHBIN
Tepexor K IpodeccroHaIbHON aKaieMUueCcKon
MY3bIKaJIbHOM KU3HH U 00pa30BaHUI0 B paMKax
BCeli Poccutickoit mMmitepuul. Ha KOHKPeTHBIX
IIpuMepax AaéTcsd MHopMarysa 06 UMerIuXCI
paspaboTkax ¥ 0c06eHHO — B chepe U3yueHUs
nesarenbHocTd UPMO B Slite. OmHaKO
HCCJIe[[0BaTe/SIMU He BbIIBJIeHbBI IIPUUNHBI
TI03/IHET0 OTKPBITHA B KpeiMy oTAesneHuti IPMO.
OmnucaHre My3bIKaJIbHO-UCIIOJIHUTEIbCKON
K3HU CUMQepOoIIosIs U II0JTHOE OTCYTCTBHE
Hay4yHO! MH$opMaIru o KepueHCKOM
otnesieHrH PMO Tpe6yroT fabHeNIen
HCCIIel0BaTeIbCKOM aKTUBU3aluH B 00JIaCTH
TYMaHUTapHOIO 3HaHUS.
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he unceasing process of cognition by
I Russian scholars of the landmarks of
the pre-revolutionary history of the
Imperial Russian Musical Society (IRMS),
which ascertained the dynamic formation
of the professional tradition of academic
musical education, performance and
enlightenment in Russia, has generated
towards the present time an impressive
massif of research works and publications.
Along with the fundamental works in the
sphere of musicology, culturology and local
musical history, extensive research has been
carried out of the historical processes of
formation of the IRMS in the two capitals of
the country [4; 7], as well as its respective
sections in the European part of the Russian
Empire [4; 5; 8; 12; 13], in the South of Russia
[1], in the Urals region [15], in Siberia [2] and
in the Far East [3]. Many important research
works have also been completed in recent
times, as well [3; 5; 8; 13], which makes the
issue particularly relevant. The works by
Russian scholars published during the last
decade reveal the reasons and methods of
rigorous concealment during the Soviet
period of facts of unprecedented personal
participants of the royal family in the shaping,
functioning and financing of the IRMS.

At the same time, analysis of the existent
scholarly literature makes it possible to
assume that, notwithstanding the apparent
reactivation of search in the sphere of
history and development of the activities
of the IRMS on the boundless expanses
of tsarist Russia, there have been plenty
of lacunae remaining in the cognition of
this phenomenon, which was momentous
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not only for the ascent of Russian musical
culture of the second half of the 19th century
and the beginning of the 20th, but also for its
entire subsequent existence. The scholars’
immersion into the problem range of study
of the subject has revealed that not all of the
boundaries, circumstances or results of the
historical mission of the IRMS have yet been
thoroughly researched and comprehended,
especially in the regional aspect.

Thus, among the concrete forms of
activities of this musical institute studied
and described in insufficient detail we
must count its functioning in that part of
the territory of the Tauric Gubernia of
Russia which was taken up by Crimea. In
this connection especially exemplary is the
content of the brief article by Krasnodar-
based musicologist Sergei V. Anikienko
“Krym-Kuban': iz istorii Imperatorskogo
Russkogo muzykal'nogo obshchestva”
[“Crimea-Kuban: from the History of the
Imperial Russian Musical Society”] published
in 2017 [2]. In this article the author, a
researcher of the multifaceted musical,
social and creative activities of Mikhail F.
Gnessin in Ekaterinodar, informs of the
latter’s contact with the regional section
of the IRMS. At the same time, Crimean
Sevastopol is mentioned only one single time
in the context of description of the fruitful
activities of Piotr M. Tatarchevsky, who was
not only an engineer-constructor, but the
director of the Ekaterinodar Section of the
IRMS from 1908 to 1912 [1, p. 15].

Attention must be paid to an exemplary
fact of the history of the opening of 54
sections of the IRMS in pre-revolutionary
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Russia: compared with the Ekaterinodar
Section, which was founded in 1900, the
Crimean sections in the cities of Yalta of the
Yalta District and Kerch of the Kerch-Yenikal
Borough were established considerably
later — in 1905. And only three years later,
in 1908 the IRMS section in Simferopol (the
Simferopol District) was founded, which may
be perceived to be peculiar, if we consider
the latter city’s population to exceed that
of Yalta four times. The reasons of the
relatively belated establishment in Crimea
of the sections of the IRMS have not found
elucidation or, especially, summarization in
research literature up to now. And, after all,
we have a historical-cultural paradox before
us! All the published sources testify of the
fact that the level of musical education and
performance in the large-scale Crimean cities
has been quite advanced already starting
from the second half of the 19th century —
the remarkable climatic conditions attracted
the greatest activists of art in the capital
cities to the peninsula.

The global goal of the IRMS was the
furtherance of dissemination of musical
education in Russia and the development
of all branches of the art of music. The
resulting character of its decision became the
consequence of the presence in those places
of objective premises which stipulated the
effectivity of dissemination on the territory
of the Russian Empire of these grandiose
innovations of musical culture.

This “formula of tri-unity” necessary for
the achievement of its success was, to cite
one example, constructed in the dissertation
for the degree of Doctor of Arts of Tatiana
Yu. Zima (2015), in which it is argued that
the “sociocultural realities (of the RMS)
could emerge and develop only upon three
indispensable conditions: 1. When there was a
bearer of ideas (or enthusiast) present; 2. When
there was social commissioning available; and
3. When the idea and the demand for it on the
part of society was consolidated by financial
assistance [italics of the author. — T. Z.]”
[3, p. 15]. Similar conclusions are arrived
at by Svetlana S. Radchenko, disclosing the
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problems of popularization of orchestral
music in the gubernia cities of the Central Black
Earth Belt, which in her opinion “depended
on a set of factors: professionalism and the
organizational capabilities of the leaders
of the respective sections and educational
institutions of the IRMS, the financial opulence
of these organizations, the level of education
of the auditorium of listeners” [8, p. 156].
The analytical approaches proposed
by these authors to a holistic view of the
phenomena of the implementation of the
IRMS (prior to 1873, as is well-known,
indicated as RMS) in the capitals and a
number of regions of Russia, undoubtedly,
may be conducive to the definition and
systematization of the specific circumstances
of the appearance and the aspects of the
activities of the respective sections of
the IRMS in Crimea. This is seen as being
especially topical, since in the works of
Russian musicologists there has not been
any special examination of the given subject.
At the same time, it must be noted that
during the course of study of the musical
culture of Russia of the late 19th and early
20th century by representatives of Russian
musicology, many significant events of
the formation of the IRMS in Crimea
have, nonetheless, been fixated: they are
presented, in particular, in the chronograph
of one of the volumes of the fundamental
“Istoriya russkoy muzyki” [“History of
Russian Music”] (2011) [4]. As an example, in
the section “Kontsertnaya zhizn' provintsii”
[“The concert life of the Provinces”]
prepared by a group of authors (Alexander
V. Komarov, Olga P. Kuzina, Svetlana K.
Lashchenko, Alexei A. Naumov, Vladimir
I. Sorokin, Natalia Yu. Tartakovskaya,
Leonid L. Tumarinson), the enumerations of
other cultural activists of that time period
include several names of the enthusiasts of
the professionalization of Crimea’s musical
life. Their ardent service to their favorite
art helped carry out the present project
in the county towns and cities. Here the
concert actions carried out under the aegis
of the IRMS in the aforementioned centers
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of the new musical culture of Crimea are
mentioned [Ibid.].

In the given chronograph our attention
is drawn by the fact that among the
performances which took place in Crimea
there is a prevalence of concerts which
took place in Yaltal, which was justifiably
considered to be the center for musical life on
the peninsula already starting from the end
of the 19th century. Certain valedictions of
this regular occurrence may be drawn from
recent Russian publications dedicated to the
masters of Russian musical performance of
the examined period of time. For example,
in the compilation “Nash starik. Alksandr
GoldenveyzeriMoskovskaya konservatoriya”
[“Our Old Man’. Alexander Goldenweiser
and the Moscow Conservatory”] (2015) [7]
for the first time the chronograph of the life
and artistic activities of the great pianist,
pedagogue and enlightener, which include,
among other things, valuable information
about Goldenweiser’s concerts in Crimea:
Yalta, Kerch, Feodosia and Simferopol. Thus,
in December 1912 the pianist presented in
the Yalta Health Resort Hall (Kurzal) two
sonata evenings with the famous Moscow-
based violinist Boris O. Sibor, and on January
3, 1913 he already played a solo concert in
the Yalta Public Meeting Hall [Ibid., p. 476]. In
March of the same year in Feodosia and Yalta
there were two more joint sonata evenings
were given by the same ensemble, while on
August 19-21, 1913 the musicians performed
in Feodosia, Kerch and Simferopol [Ibid.,
p- 477]. Goldenweiser’s active concert life
embraced most of the large-scale cultural
center of the European part and the South
of Russia (including Ukraine), but in those
years his special sympathy for Yalta can be
discerned.

Plenty important assertions about the
musical life of pre-revolutionary Crimea
may also be drawn from publications
of Simferopol-based culturologists, who
during the last decade began to turn actively
to this theme. However, judging by the
articles available in free access, the authors
are primarily interested by questions of
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culturological regional studies, rather than
the influence of the IRMS on the musical
life of the peninsula. As examples from
previous publications we must cite articles
of Alexander V. Yatskov (2010) [9] and Karina
Rikman (2014) [15].

Alexander V. Yatskov justly asserts that
while in the aspect of folk music studies the
regional distinctness of the musical heritage
of the peoples of Crimea are developed to
a certain degree, “musical education and
the formation of musical professionalism
in Crimea, the functioning of the tradition
of concert performance on its territory”
presents “a peculiar lacuna” [Ibid., p. 190].
While setting the goal of tracing out “the
steady character of development of academic
music all over the entire peninsula of
Crimea”, the author specifies that its solution
becomes more complicated, since “the
process of formation of the musical culture
of the peninsula of Crimea, if one bears in
mind its geographical ‘attractiveness’ and the
breadth of the ‘horizon’, was from the start
not a single-line entity, but it was to a greater
degree characterized by the phenomenon of
a peculiar bicentricity [italics of the author —
A. Ya.]” [Ibid.].

Since in the venues of the rise of “Crimea’s
turbulent cultural life”, which began from
the second half of the 19th century, “first
of all, Yalta and Simferopol demonstrated
themselves as peculiar ‘bohemian’ centers
of the peninsula”, Alexander V. Yatskov
concentrates his attention particularly on
them. He asserts that “by that time Yalta
became one of the massive inhabited
localities on the southern coast of Crimea, the
summer residence of the royal family of the
Romanovs and the most fashionable resort
of the entire Russian empire” [Ibid.], and
also lists the names of famous concertizing
musicians who performed in that city.

The author devotes only a few lines to
the establishment of the regional section
of the IRMS in Yalta: “A special role in
the city’s musical life was also played by
the Russian Musical Society, established
due to the initiative and efforts of Anton
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Rubinstein. Subsequently it was patronized
for a long time by Cesar Cui, and Anton
Arensky was also a frequent guest there.
The society’s main goal was to promote
Russian music, which made it possible to
demonstrate large-scale concert programs,
to invite touring musicians, etc”. [Ibid.,
p- 191]. Next Alexander V. Yatskov turns to
the Simferopol Section of the IRMS. Pointing
out that “previously established musical
classes function on its basis”, he accentuates
attention that “the swift development of
musical education in these first institutions
of specialized purpose achieves in short
period of time such a level, that soon on
its basis the Simferopol Music College
emerges”, while “with the appearances
of task-oriented educational musical
classes the center of the academic, purely
professional musical tradition gradually
begin to shift towards Simferopol” [Ibid.]
“Particularly from that period”, the author
asserts, “Simferopol becomes the main
bearer of the idea of the academic trend in
music” [Ibid.]. And further on: “From here,
virtually, a certain reference point begins in
the emergence of the bicentricity in the zone
of Crimea’s regional culture, where Yalta
and Simferopol become the predominating
centers and the bearers of the lofty tradition
of the art of academic music” [Ibid., p. 192].
Thus, the aforementioned work confirms
that particularly Yalta was initially the main
phenomenon of the musical life of Crimea
and, moreover, contains the substantiation
of the high status of musical education
enjoyed by Simferopol, which has been
preserved up to the present day?.

Examining in her article the musical
event-related processes of the present-day
compositional art of Crimea, Karina Rikman,
just as Alexander V. Yatskov, considers that
“at present the history and contemporaneity
of Crimea’s musical culture is illuminated
rather sparsely, notwithstanding the fact
that Crimea is one of the most complexly
cross-connected regions in the sense of
history, culture and art” [9, p. 98]. A most
precise judgment!
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The article of Anna E. Semilet (2014) [11]
makes the attempt to uncover the problem
range of the formation and development
of musical education in Crimea during the
denoted period. The author also indicates
at the fact that the present situation “had
not presented a subject for special research
in the Tauric Gubernia, including private
educational institutions” [Ibid., p. 185].
And although the questions about the
establishment of regional sections of the
IRMS on the Crimean peninsula are not
touched upon in this work, during the process
of analysis of the essence and principles of
the activities of these musical educational
institutions in Simferopol, Kerch, Livadia,
etc. all of the institutions existing under
the patronage of the aristocracy, including
the members of the imperial family, are
examined here. By way of summarization
Anna Semilet comes up with the following
conclusions: “In the private educational
institutions of the Tauric Gubernia, as well
as in the institutions administrated by
the imperial court, administrated by the
institutions subservient to Empress Maria,
in the Kerch Kushnikov Institute for Maids
musical education and upbringing held and
important position and was distinguished
by a significantly better organization and
financial assistance in comparison with the
state-run educational institutions.” [Ibid.,
p- 188].

Popular editions belonging to Crimean
authors make their additional contribution to
description of the musical situation emerged
in the beginning of the 20th century in
Crimea. One example which could be cited is
the book by Lidia G. Rozanova-Sverdlovskaya
“Yalta muzykal'naya. 1888-1920” [“Musical
Yalta. 1888—19207] (2011) [10]. The author of
the enlightening sketches compiled in this
edition proposes a popular explanation for
the special role of Yalta and its significance
in the musical life of Crimea of that epoch:
not only the members of the imperial family,
but all the conspicuous figures of the Russian
musical Olympus came here, to the “summer
capital of the Empire” to improve their health.
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Citing rather well-known facts,
enumerating the names of the most
significant Russian composers of that time
period who came to Yalta and resided there3,
Rozanova-Sverdlovskaya also describes
lesser-known circumstances: “among the
visitors to the city it was possible to meet...
N.N. Amani, V.I. Pol”, and she summarizes:
“Yalta could not do otherwise than charm,
and many activists of the musical culture
stayed here for lengthy periods of time,
and some remained here for the rest of
their lives. For example, such a choice
was made by composers A.A. Spendiarov,
K.D. Agrenev-Slavyansky, F.M. Blumenfeld,
singers D.A. Usatov, E.K. Mravina, as well
as the director of the ‘Slavic Cappella’
D.A. Agrenev-Slavyansky” [Ibid., p. 4]. We
discover portraits of the most brilliant
activists of the Yalta musical culture on the
pages of this book.

At the same time more veracious
information about many of them may be
drawn from other sources, as well. For
example, in Sergei K. Makovsky’s fundamental
book of memoirs “Na Parnase Serebryanogo
veka” [“On the Parnassus of the Silver Age”]
(2000) a separate chapter is devoted by the
notable pianist, composer and public figure
Vladimir I. Pol [6]. Thus, the author informs
us about the beginning of his work at the Yalta
Section of the IRMS: in 1904 Pol «acquired an
illness of his lungs due to over-fatigue and
at the insistence of the doctors moved to
Crimea, where he became acquainted with
the lady friend of the rest of his subsequent
life, Anna Mikhailovna Petrunkevich, — she
studied singing, residing in the abode of her
friends the Vsevolzhsky family in Yalta. His
acquaintance with Cesar Cui, which soon

after that evolved into a friendship, pertains
to that same time. Having evaluated Vladimir
Ivanovich’s giftedness, Cui enabled him to
obtain the position of the ‘Crimean Section’
of the Impl[erial] Russian Musical Society.
While undergoing medical treatment and
giving lessons, V.I. perfected himself in his
piano performance, composed art songs»
[Ibid., p. 367]. His final activities have also
not been forgotten: “Soon after his arrival
[to Paris. — M.D.] V.I. along with a group
of musicians and music lovers organized
the ‘Russian Musical Society?’ which was
the organization that provided refuge to
the ‘Russian Conservatory.” Its ‘honorary
director’ was chosen to be Rachmaninoff,
and after his decease — V.I. Pol” [Ibid., p. 384].

Thus, because in the literature familiar to
us the authors do not set as the aim of their
works to trace out the historical destinies
and the IRMO’s functioning on the Crimean
land, correspondingly, they do not aim
to inquire of the reasons for the belated
establishment of the IRMS in Yalta and Kerch
and an even belated one in Simferopol.
There is an insufficient amount of a similar
immersion into the sphere of musical
performance in Simferopol in the beginning
of the 20th century. However, judging by
the published materials, the Kerch Section
of the IRMS remained the most problematic
and insufficiently studied phenomenon.
All the author’s attempts at disclosing and
recreation of the paths of its formation and
subsequent activities remained futile.

Thereby, there still remains a large
number of aspects of regional activities of
the IRMS in Crimea in the beginning of the
20th century which preserve prospects of
research.

~)—" NOTES 7 A~

1 Itis not by accident that among the

documents published at that time — the reports
of the respective sections of the IRMS — among
the Crimean organizations, only the Yalta
Section presented its reports [8, p. 20].

2 In view of her own experience of research
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in the sphere of musical legacy of one of the
indigenous peoples of Crimea, the Karaites,
the author of the present article is also ready
to concur with another astute observation

of Alexander V. Yatskov, who, although he
observes that the prioritized position of Yalta
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and Simferopol “relegated to the background
the formation of academic musical traditions in
other Crimean cities, for example, in Yevpatoria,
Feodosia, Bakhchisarai, etc.”, but states a
productive hypothesis: “At the same time, in
view of the formed conditions, the authentic
manner of playing and singing of the folk music
tradition was preserved there” [15, pp. 191-192].
3 They are Vassily S. Kalinnikov, Vladimir I.
Rebikov, Nikolai A. Rimsky-Korsakov, Modest

P. Mussorgsky, Sergei V. Rachmaninoff,

Anton S. Arensky, Alexander K. Glazunov;

we are reminded of the tours of Daria M.
Leonova, Feodor I. Shalyapin, Leonid V.
Sobinov; the prima donnas for the Mariinsky
Theater Evgenia 1. Zbruyeva, Maria I. Dolina,
Alexandra K. Runge-Semyonova, Marianna B.
Cherkasskaya, Natalia S. Yuzhina and David H.
Yushin; the artist of the Sergei I. Zimin Theater
Maria D. Turchaninova; soloist of the imperial
theaters Dmitri A. Smirnov; performers of
Gipsy art songs Natalia I. Tamara, Varvara V.
Panina, Vera A. Zorina and Maria A. Karinskaya,
performer of Russian art songs Anastasia D.
Vyaltseva, and performer of folk songs —
Nadezhda V. Pletitskaya. “During one season

Yalta transformed itself into the main venues
for musical performance in Russia”, Lidia K.
Rozanova-Sverdlovskaya observes. — “In the
city garden there were symphony orchestras
performing under the direction of A.I. Orlov,
A.A. Eichenwald, D.A. Shmuklovsky and

F.V. Kuchera; the string orchestra under the
direction of Frederico and Vincenzo Palladino;
the orchestra of Willi Ferrero” [10, p. 4].

4 This is how Sergei K. Makovsky describes its
constituency: “The first directorate of the R. M.
S-ty included: N.A. Konovalov (former Minister
of Trade of the ‘Interim Government’ and a
pupil of Rachmaninoff), E.L. Rubinstein (legal
consultant in Russian affairs at the ‘League

of Nations’), N.A. Tcherepnin, F.A. Hartmann,
P.Ya. Strimer (composer and pedagogue) and
V.I. Pol. The first chairman of the Society was
chosen to be I.A. Konovalov, then — Princess
Elena Altenburg and, finally, V.S. Naryshkina
(née Lisanevich). Prince Sergei Mikhailovich
Volkonsky was chosen as the first director

of the Conservatory. He was followed by

N.I. Tcherepnin, I.A. Kovalev, A.K. Terebinsky
(composer) and V.I. Pol (successively elected in
that order)” [6, p. 284].
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«HoTHBIE TeTpagu»
Jleomospxa Monapra

(«Die Notenbuicher der
Geschwister Mozart»)

KakK oOpasel HHCTPYKTUBHBIX
COUYHMHEHUM

OIHOI U3 UHTEpPeCHBIX 06JIacTe
COBPEMEHHOI'0 MY3bIKO3HaHU SIBJISI€TCS
npobJieMa U3y4eHUs U OLleHKU CTaApUHHOIO,
YA,aJIEHHOTO OT HAaC BO BpeMeHH
MY3BbIKaJIbHOTO TeKCTa PaHHEKJIACCUYeCKOHn
sroxu. He MeHee 3HaUUMBIM CTaHOBUTCS
IIOCTH KEHHE ero JULAKTHYeCKOro
II0TeHI[HaJa, a TaK)Ke aflalTaliuu
Hay4HBIX pe3yJIbTaTOB HUCCIeOBAaHUA U UX
IIPUMEeHEeHUs B IIelarOTUYeCKOM IIpaKTHKe.
Hawub6oJiee akTyaJIbHO U3ydyeHUe IIPHEMOB
B3aMMO/IeFICTBUS UCIIOJIHUTEJIS C TAKUM
TeKCcTOM. CTaTbsd 3SHAKOMUT YHUTaTeeH C
YHUKAaJIbHBIM, & TaK)Ke OTCYTCTBYIOIIIUM
B POCCHUUCKOM UCIIOJTHUTEIHLCKOU U
IefaroruyecKoi IpakTHKe aJab00MOM
I Ki1aBupa — «Die Notenbticher der
Geschwister Mozart» B eT0 OpUTrHHaIbHOMU
Bepcuu. Ero usyyeHue 1aéT BO3SMOKHOCTE
IIPOHUKHYTH B CIIEIIUPUKY XyT0KEeCTBEHHOIO
COJleprKaHUA U I1eIaTOTUYeCKUX «CeKPeTOB»
OJTHOT'0 U3 OPUS’0B MHCTPYKTUBHOM
HaIIpaBJIEHHOCTH, OTPa’KalolluX CrIeuPUKy
HHCTPYMEHTAJIBLHOI0 My3UIIMPOBaHUSI
XVIII Beka. AHAJIUTHUYECKOMY IIOTPY>KEHUI0
B TeKCT «HOTHBIX TeTpajeii» (TakoBa Bepcus
IepeBo/ia Ha3BaHUS aHAJIOITUUYHBIX aJIbOOMOB
HU.C. Baxa y psifa pOCCUUCKUX U3faTesiel)

The “Notebooks”

of Leopold Mozart

(“Die Notenbtuicher der
Geschwister Mozart”)

As a Specimen of Instructive
Compositions

One of the interesting realms
of contemporary musicology is the issue
of study and evaluation of the historical
musical text of the early classical period,
remote from us in terms of time. No less
significant is the comprehension of its didactic
potential, as well as the adaptation of scholarly
results of research and their application
in pedagogical practice. More relevant
is the study of the techniques of interaction on
the part of the performer with this musical text.
The article acquaints the readers with
the unique album for clavier, absent in Russian
performing and instructive practice —
“Die Notenbticher der Geschwister Mozart”
in its original version. Its study presents
the possibility to immerse into the specificity
of the artistic content and pedagogical “secrets”
of one of the opuses of the instructive direction
reflecting the specificity of 18th century
instrumental
music-making. Analytical immersion into
the musical text of the “Notebooks”
(such is the version of the translation
of the title of the analogous albums of J.S. Bach,
according to Russian publishers) as a historical
document of the epoch is aided by turning
to its “intonational-lexical vocabulary”
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KaK B UCTOPUYECKUU JOKYMEHT 3II0XHU
romoraet obpalreHue K ero « AHTOHAITMOHHO-
JIEKCUYeCKOMY CJI0BapI0», 00yCI0BJIEHHOMY
KyJbTYPOJIOTUYECKUM KOHTEKCTOM. ATb60M
packprIBaeT Ha IIPaKTHKe 0COOEHHOCTH
ajanTanyy NapTUTYPHOH GOPMBI 3alIUCH IIPU
eé IepeBOo/ie B IBYXCTPOYHUK

U IeMOHCTPHPYeT IPHU3HaKU PeNyKIIUH
TEKCTa B COOTBETCTBUH C 0COOEHHOCTIMHU
KJIQBUIITHOTO MHCTPYMEHTA.

[l COBpeMeHHOT0 HaYNHAIIEr0
HUCIIOJTHUTEJISI KpeaTUBHBIN IOTeHITH A

Ibec aIbb0Ma 3aKJIHYaeTCss B BO3MOKHOCTH
06paTHOTO pa3sBEéPTHIBAHUS KJIABUPHOTO
IBYXCTPOYHUKA B aHCaMOJIeBYIO IIapTUTYPY,
CII0CO6BI KOTOPOTO 3aQUKCHUPOBAHBI

B HOTHOM TeKCTe.

KiroueBrble cioBa:

KJIaBHUP, YPTEKCT, THCTPYKTUBHBIE COUNHEHUS,
IUNAaKTUYeCKUH COOPHUK, My3UITUPOBaHUE,
Jleomtosiby MotiapT, «Die Notenbtiicher

der Geschwister Mozart».

stipulated by culturological context.

The album discloses the practical secrets

of adaptation of the musical score form

of notation in its transcription into two-lined
form and demonstrated signs of the reduction
of the musical text in correspondence with
the peculiarities of keyboard instruments.
For a present-day beginning performer,

the creative potential of the pieces

in the collection consists in the possibility

of reverse unfolding of two-line keyboard
music into an ensemble score the means

of which have been fixated into

the musical text.

Keywords:

keyboard score, urtext, instructive
compositions, didactic compilation,
music-making, Leopold Mozart,

“Die Notenbtuicher der Geschwister Mozart”.
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3laHHUe, KOTOpOe CTasIo IIpeMeTOM

paccMOTpeHUd B CTaThbe, OBLJIO OIly-

6simkoBaHO B 2005 roay Bosbdran-
roMm Il;maTtoMm (M3gaTesbCTBO «Barenreiter
Kassel»)! Ha ocHOBe cO0pHUKA IIbeC AJId
kiaBupa «Die Notenbuicher der Geschwister
Mozart» («<HoTHBIe TeTpagu cecTpbl Morap-
Ta»?). Co3maHHbIN JleomnmoabaoM MortapTom
B 1759 rony U IOCBAIIEHHBIN BoabdraHry
Amapero Montapty (1756-1791) 1 ero cectpe
Anne Mapuu (1751-1829)3, oH co Bcell oue-
BUJHOCTBIO OBLJI 3a/[yMaH KaK CBOEro poja
HHCTPYKTUBHOE I10CO0Me [I/I1 00y4YeHUs Ha-
YMHAKIIUX MY3bIKaHTOB Pa3/JIMYHBIM Ha-
BBIKaM B3aMMOJ[eFCTBUS C UHCTPYMEHTOM
U TEKCTOM.

OTMeTHM, YTO COOPHUK IIpelHa3HavaICa
IIIMPOKOMY KPYI'y eBPOIIeMCKUX UHTaTes e,
TaK Kak cofieprKalrecs B HéM BepbaibHbIe
KOMIIOHEHTHI U3JI0’KeHbl HA HEMEIIKOM U
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aHIJIMMCKOM fI3BIKax*. B ero cTrpykrype co-
nep>xkatcs: Beegenue (IlpegucioBue u dak-
cumuie), 2 terpagu — «HoTHad TeTpangb
Aunbl Mapuu (Hauzepsip) MorapT» U «JIoH-
IOHCKHe 3TIO/IbI», a TaKKe IIpuoskeHue.

B nepegoii mempadu 1oMelleHsl 64 Iibe-
ChI-MHUHHATIOPBl. Cpefu HUX MEHYITHI,
AJierpo, KJIaBUPIITIOKYU, MapIly, II10JI0-
He3bl U Ip. 3HAUHUTeJIbHAasA YacTh HOMEPOB
IIpejcTaB/IeHa MeHy3TaMU, KOTOPbIe IIpe-
BapsTCcd 06003HayeHHWEeM TOHAJIbHOCTHU
(Menyart C dur u T.11.). Bo 8mopoti mempa-
ou comeprKaTcs 42 MacuITabHble IIbeChl, He
HUMelolllre KaHPOBBIX 0003HaUeHUH, Kpo-
Me IIOpgAKOBOro HoMepa. B IIpuioxkeHue
BOIIUIY 2 TIbECHI, TOIIOJIHAOIIMe OCHOBHBIE
4acTHU COOpHUKA.

«HoTHBIe TeTpaau» — IleyaTHOE H3/a-
HUe, KOTOPOe, 110 BCeX BEPOITHOCTH, OIIU-
paeTcs Ha IOJJIUHHBLIN aBTOPCKUM TeKCT.
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B 3TO# cBsA3HU 0OpalllaroT Ha cebs1 BHUMa-
Hue poTorpaduu IlocssdieHuss COOpHUKA®
u Pakcumuie OTAENBHBIX IIbec’, Hallu-
CaHHBIX PYKOM CaMOro aBTOpa M PacIioso-
JKeHHBIX B Pa3/IMYHBIX pparmeHTax «HOT-
HBIX TeTpajiel». BBeléHHEIE peJaKTOPOM B
TEKCT UCTOPHUYeCKHe JOKYMEHThI CTAaHOBAT-
Cs1 YaCThI0 KOHIIEIIIUU COOpHUKa. Takoro
pofia IIOIMHHEIe HCTOYHHUKH IIpefCTaBJId-
0T IIeHHOCTH [IA YYEHOIO-CIIeIfralucTa
U IIHUPOKOI0 Kpyra JHOUTesled, UHTepe-
CYIOII[MXCA He TOJIbKO CTapMHHBIMH H3Ja-
HUAMH, HO ¥ B I1eJIOM UCTOPHEH CO3TaHUA
npousBeneHu. OHU JAaX0OT BO3MOXKHOCTH
HaIJISHO II03HAKOMUTHLCS C HOTOrpaduen
TOTO BpEMEHH, C I0UYePKOM KOMITO3UTOpa 1
MIPUOIUSUTHCI K MY3BIKAJIBHOU KYyJIbType
TAJIEKOM 3II0XU.

«HoTHBIE TeTpagu» OBLIU IIpeJHA3Ha-
YeHBbI I KJIaBUpa — UHCTPYMeHTa, KOTO-
PBIA B TO BpeMs CTPEMHUTEJIbLHO 3aBOEBEI-
BaJl IIOITY/IAPHOCTE. TeHIeHITUI0 Pa3BUTHUI
KJIABUIITHBIX HTHCTPYMEHTOB, KaK IIpaBHUJIO,
0003HayalT uyepes IBU)KeHMe 0T KIaBeCH-
Ha K ¢oprenmraHo. C cepenunnl XVIII Beka
¢opTennaHO HAUMHAET OTTECHATH KJIaBUP
Ha BTOpoM Iu1aH. Tax, JI.B. KupuyuinHa oT-
MeuyaeT, 4TO B 1780-e rofbl Ha popTerraHo
IIOCTEIIeHHO IIepelld BCe KPYIIHbIe MY-
3pIKaHTHI 0T K.®.9. Baxa f0 . TaiinHa [4,
C. 262]. BMecTe ¢ TeM Ha TUTYJIbHBIX JIUCTaX
BIUIOTHh 10 HayaJsia XIX BeKa B U3JaHHBIX
IIpOM3BeeHUAX, IIpeJHasHaUYeHHBIX I
¢opTeraHo, 3HAYUTCA «JJI1 GOpPTEIIHaHO
U JUIA KJIaBUpa». ITO IIPOUCXOAUIIO II0 TOM
IpHUYHHe, YTO B JJOMAaIllTHEM MY3HI[UPOBa-
Huu XVIII Beka mo-IipexHeMy HabJIroza-
JIoch 6oraToe pasHooOpasue KJIaBUIITHBIX
HHCTPYMeHTOB. Tak WK HHaue, OfHU IIPO-
usBefeHU MollapTa UCIIOJIHINCH Ha KJIa-
BeCHHe HMJIM Ha KJIaBHKOpZe, a Apyrue —
Ha ¢opTrennraHo. M.C. [[pyCKUH IIUIIET O
TOM, YTO KJIABHUP 3aHUMaJI [IOJYUHEHHOE
II0JIOJKEHHEe U «CJIY>KHUJI IIPeUMYIIeCTBeH-
HO I1esiIM y4eOHBIM» [2, ¢. 35]. [ToCcKOJILKY
paccMaTpUBaeMbIil COOPHUK OBLT IIpefHa-
3HaueH JUI1 HHCTPYKTUBHLIX I1ejIeH U YIIO0-
Tpe6sIsA/ICa B YCIOBUAX AOMAIIIHET0 MY3HU-
I[JUPOBAHMUs, MOKHO YTBEePKIaTh, YTO €T0
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IIpaKTH4YecKoe IIpUMeHeHHe IIpeAIIosarajio
3By4YaHHe KJIaBHpa.

Kak 13BeCcTHO, MHCTPYKTHUBHAA Ibeca —
9TO 3aKOHUYEHHOe MY3bIKaJIbHOe IIPOH3Be-
IeHHe, IIpeJHasHaYeHHOe [JIs1 COBepIlIeH-
CTBOBAHHUA MacCTepCTBa HCIOJHUTENSI U
Ipecsenytolee yyeOHbIe I1esIu. B To ke Bpe-
M [IOHATHE «MHCTPYKTUBHBIX COUMHEHUI»
B 3II0XY JOMHHHUPOBaHUA IIPHUHIIUIIOB [0-
MalllTHero My3HIIUPOBaHUSA TPaKTOBaJIOCh
ropaszgo mupe. Bo BpeMeHa 6apOoKKoO, I10
MHeHH10 H.M. Ky3HeIrioBoM, 06 3TOM CBHIe-
TeJILCTBYIOT «IIPeHCI0BUA K IIPKHU3HEH-
HBIM U3JaHUAM U QaKCUMUJIe CEPUU IIbeC,
COCTaBJIAIIINUX OCHOBBI TaHIleBaJbHBIX
CIOHT, ITIaPTHUT, a TaKKe TaKHUX U3BECTHBIX
B pellepTyapHOU IIpaKTUKe a1bO0MOB, KaK
«HoTHas TeTpanb AHHEI MarjgasieHbl bax»,
«HoTHas TeTpaas BusibressMa @pugeMasHa
baxa», « THBeHITUN» [6, €. 10]. K 3TOM IpyI1IIIe
HUHCTPYKTUBHBIX COUMHEHHUH OTHOCATCI U
«HoTHEIe TeTpaau» ceMbu MoljapTa.

Ha mepBBIX 3Tanax pasBUTUA KJIaBUP-
HOI'0 MCKYCCTBa, KaK M3BECTHO, IILECHI I
HHCTPYMEHTOB IIPEUMYII[eCTBEHHO He BEI-
IIUCHIBAJIUCH, a CO3[4aBaIuCh KaXKbIN pas
3aHOBO B MOMEHT UCIIOJIHEHUA. IMeHHO B
3TO BpeMs 0QOPMUJINCHL UMIIPOBU3AIIHOH-
HbIe YepPTHl HHCTPYMEHTAaJIbHOI0 UCIIOJIHU-
TeabcTBa XVII-XVIII BexoB [2, c. 105]. Tax,
HallpUuMep, BeJIMKUU KOMIIO3SUTOP U I1e/a-
ror 1.C. bax Tpe6oBas OT CBOUX YUEHUKOB
TIATEeJBHO VIIPAKHATEHCSA B YeTHIPEXT0JIOC-
HOM BeJleHUHU r'eHepaJi-6aca, I10JIb3yACh IIPU
3TOM IIPaBUWIbHOU allIIMKATYPOM [JIs1 CBA3-
HOTI'0 HMCIIOJTHEHHS. AHAJIOTHYHEIE 3aJaHUA
JI. MomtapTa comep>kaT «HOTHBIe TeTpag».
Cpenu HUX, K IpuMepy, «TpH yIIpa>kHeHUsd
Ha MOJYJIMPOBAaHHBINU reHepaJs-6ac» [13,
c. 60]. Ero mpepcTaBig0T HeOOJIbIIHE I10-
CTPOEHUA B BUJle HOTUPOBAHHBIX 6aCOBBIX
T0JIOCOB, KOTOpPHIe, 110 cs10BaM BosbdraHra
IlnaTa, «gaxT HaM IIpe/CTaBJIeHUE O TOM,
KakKuM obpa3oM ety MoniapTa 06y4anch
TapMOHHUM ¥ MOJYJIAIINY Ha 6a3e IIPaKTUKHU
reHepaJsi-6aca B cTuyie 6apoOKKO» [TaM XKe,
c. 8]. TakoBa ke KOMMeHTHUpOBaHHas «Ta-
6JyIrIla UHTEPBaJIOB» [TaM XKe, c. 89], mIpen-
HasHa4yeHHas [JId BBIIIOJIHEHUd 3aJaHUH
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110 TapMOHU3aIlU U rojIocoBeeHUI0. OHa,
II0 CJI0BaM H3faTeJsis, «II0Ka3blBaeT, KaK
paHo Jleomoaba MomapT LOBEPUJ CBOUM
LeTsIM 3J1eMeHTHl MY3bIKaJIbHON TeOpUUn»
[TaMm ke, c. 8]. BKiItouéHHbIe B COOPHUK
«[IATh TeXHUUYECKUX yIpakKHeHUi» [TaMm
Ke, C. 86] maroT IIpeicTaBJIeHNE O IIPUEMAX
U TeXHUKe OpHaMeHTaIluUu U pa3sBépTHIBa-
HUA BepTUKaJIbHBIX 00pa3soBaHUM B QUIY-
paiuy, maccakax U IPyrux MHCTPYMEH-
TaJIbHBIX KJIUIIIE.

Kak 1 MHOrue yIIOMSHYThIe BBIIIe WMH-
CTPYKTUBHEIE COUMHEHUS 6apoKKo, «HOT-
Hble TeTpaZu» ObLIN HalleJIeHbl Ha BOCIIU-
TaHWe y MaJIeHbKOT0 My3bIKaHTa He TOJIbKO
HUCIIOJTHUTEJIbCKUX, HO ¥ KOMIIO3SUTOPCKUX
HaBBIKOB. B Xo/1e Urphl 06y4aromumncs MoT
IPUMEHSITH pas3jinyHble GOpPMEBI IIpeobpa-
30BaHU HOTHOIO TeKCTa: aflallTUPOBaTh
IIapTHUIO0 K BO3MOYXHOCTAM Pas/IMYHbIX UH-
CTPYMEHTOB, U3MEHATh PEerucTpsl, fo6as-
JIATh YKpallleHus U MH. 1p. HecMoTps Ha
TO, UTO IIeflaroOTU4YecKoe «PyKOBOJCTBO»
cOOpHUKa, B OTJIMYME OT 6AXOBCKUX UH-
CTPYKTUBHBIX COUMHEHUU, U3JI0KeHO Mo-
[JapTOM YaCTUYHO, TEM HE MeHee 9KCTpa- U
UHTpPaMy3blKaJbHble KOMIIOHEHTHI CBHU-
LeTeJILCTBYIOT O IIPUHAAIeXHOCTU «HoT-
HOHM TeTpagu» UMEHHO K 3TOU 00J1acTH,
TeM 6oJIee 4TO 3110Xa KJIaCCUITU3Ma CaMbIM
HeIloCpeJCTBEHHBIM 00pa3oM cTaJja IIipe-
eMHUIed IJIaBHOTO CBOMCTBA (QYHKIIHO-
HUPOBaHUA UHCTPYKTUBHBIX COUHMHEHUN
6apOKKO — CBOOOHOI'O COCYIIIeCTBOBAHUS
pasHoo6pasHbBIX GOpPM HMHCTPYMeHTaJlb-
HOI'0 MY3HUITUPOBAHUA U UHCTPYKTUBHBIX
yopaXHeHUuH-IIbec. B artoxXy 6apoKKO WUH-
CTPYKTUBHBIN perepTyap ObLI OCTATOYHO
LIMPOK, & TaK>Ke pasHoo6paseH II0 Cofep-
’KaHUIO U 110 IIpefHasHauyeHU0. My3bIKaH-
THI a/ipecoBaid CBOU IIPOM3Be/leHUs KaK
IUIs1 IIyOJIMYHOI0 MY3UIIMPOBAaHUY, TaK U
IUISI yU4eOHBIX ITeJIeH.

«HoTHEBIe TeTpaau» Jleortoabaa MoriapTa
IpUHAaIeXaT K YpTeKCTaM MHCTPYKTUB-
HOU HaIIpaBJIEHHOCTU. B cOOpHMKe IPUCYT-
CTBYIOT BHEMY3bIKaJIbHbIE TUaKTUUeCKHe
KOMIIOHeHTHI. Cpeiit HUX, IOMUMO 3ar0JIOB-
Ka, CoZlep>KaTcsl KOMMeHTapUuU U IIpeuCIo-
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BUs, B KOTOPBIX U3naTesb Boabgraur [laaT
DaéT yuraTear0 UHGOpMAITUI0 06 UCTOPUU
CO3[jJaHUs U IIOCBAIIEHUA TeTpaje, a Tak-
Ke 0 laJibHeIe! cyib6e coopHuKa. B Ilpe-
OUCJIOBHE BOIILJIO U OOpallleHUe U3gaTesisd
«K aBTOpaMm TeTpasu («Zu den Autoren im
Nannerl-Notenbuch»), rae mpepcraBieHbl
pesyJyIbTaThl HCCIef0BaHM SBHOTO U CKPHI-
TOTO CXO/ICTBA HEKOTOPHIX IIbeC C IIpOU3Be-
OEeHUSIMU UHBIX KOMIIO3UTOPOB [13, c. 6-7].
3xech ke maHbl «[[pruMeyaHUd K OTHesIb-
HBIM IIbecaM» U KOMMEHTapHuH, a TaKxe
KpaTKul aHaIu3 U30paHHBIX HOMEPOB [TaM
Ke, c. 7-8]. Bo BTOpOM paszese BBemeHUs
noMeleHo ®akcumuiie — pororpaduu Ilo-
CBSIIeHUS U HEeCKOJIbKUX IIbeC COOPHUKA.
Kpowme Toro, B [IpeguciioBUu K COOPHUKY
cofiep>KaTcs IOPO6HBIe KOMMeHmapuu K
u3bpaHHbIM u3gartesieM nbecaM (Ne 11, 23,
39 1 MH. 11ip.).

B 3aBUCHMOCTH OT BBIIIOJIHSIEMEIX B
«HOTHBIX TeTpagsax» QYHKIIUNA KOMMEH-
Tapuu 00pasylT HeCKOJIbKO KlacCcuduUKa-
[UOHHBIX IPYNII. B IIepByI0 BOILIN UCMO-
puozpaguueckue KomMmMeHMapuu, KOTopele
IIPeI0CTaBJISI0T YU TaTeIH0 HHGOPMAITHIO O
BpeMeHHU U MeCTe CO3JjaHUs TeX UJIU UHBIX
IIbeC, a TAK)Ke CBeJJeHUs O CPOKaxX UX U3Y-
4eHUs I0HBIM MonapToM. Bropad rpymimna —
HomoezpaguuecKkue KoOMMeHmapuu — co-
Iep>KUT CpaBHUTeJIbHbIE XapaKTePUCTUKHU
OPUTHHAJIBHOTO TeKcTa «HOTHBIX TeTpa-
Ieli» U BHOBb U3JaHHOTO. TpeThbI0 IPyIIILYy
06pasyrwT UCmMov4HuUKogeouecKue KOMMEH-
mapuu, II0BEeCTBYIOI[He O 3aMMCTBOBaHU-
SIX HEKOTOPBIX IIbeC MU UX CeTMEHTOB U3
Opyrux 6oJiee MacCIITaOHBIX IIPOU3BEeHUMN
PasJIMYHBIX KOMIIO3UTOPOB. Tak, K IIpuMe-
py, ibeca Ne 39, 110 Bepcuu B. ITiaTa, 6bl1a
co3maHa K.®.9. baxoMm, a mbeca Ne 45 gBJjs1eT-
csa koMmrosuren M.1. Arpesid. B ueTBEépTON
IrpyInme — UCno/IHUmeAbCKue KoMmeHma-
puu — IaHbl peKOMeHJaliuy U3gaTeis I10
apTUKYJIALIMY, THUHaAMUKe, arOTUKe U OpHa-
MeHTAaIllly TON WU MHOU IILECHI.

H3nanue «HOTHBIX TeTpajel» 0603Ha-
4eHO noHATUeM ypTeKCT (Urtext), obpera-
IOIIIMM B HaCTOsIllee BpeMs 3HaUUTeIbHYIO0
HOITYJIIPHOCTE. TaKOM TeKCT SABJISAETCS II0-
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JIMHHBIM II€PBOMCTOYHUKOM, HU3TaHHBIM
HeIIOCpe[CTBEHHO C PYKOIIMCHU aBTopa’.
IIpu mIOATOTOBKe K paboTe HaJ Ilepens/ia-
HHeM YpPTeKCTa CIIellMaJIuCThl 00palarT-
€A He TOJIbKO K aBTOPCKHUM PYKOIIHCIM,
HOTHBIM TeKCTaM, HO ¥ K MHBIM UCTOYHU-
KaM, OTHOCAIIUMCSI KO BpeMeHU >KU3HU
KOMIIO3UTOPA, — K IIPUMepPY, apXUBHBIM
NOKyMeHTaM YYeHHUKOB U KOJLIeT. YPTEKCT
Io/ipasyMeBaeT 0TCYTCTBHE pefaKTOPCKUX
KOMMeHTapueB, YKasaHUU TeMIla, Gppasu-
POBKH, pacCTaHOBKH allIIMKaTyPhl ¥ MH.
Ip. YciI0BHAs, «KOHCIIEKTUBHAasA» popMa Ho-
TorpaduuecKor GUKCcAIIUU MY3bIKU OapOK-
KO B ypTeKCTax, 1o cixoBaM M.C. /IpycKuHa,
«BOCIIPUHUMAJIACh CKOpee KaK TBOPYECKUM
HUMIIYJIBC U PaclIHPPOBLIBAIACh B KaXK0M
KOHKPEeTHOM CJIy4yae II0-HOBOMY, C yU46TOM
UHVBUYaJIbHBIX XY 0KECTBEHHBIX IIpe/I-
CTaBJIEHUH, & TaK)Ke, YTO He MeHee BaXKHO,
C YyY€TOM TeXHHYeCKOH OCHAII€HHOCTH
UCIIOJIHUTeEJISI» [2, ¢. 196]. B ypTeKcTe ApKo
3areyatTJieHbl ClielfupryecKue A5 UCII0JI-
HUTeJILCKUX TPagUIui GOpMBI MHTOHUPO-
BaHUs, a TaK)Ke aKyCTUYeCKHUe U TeXHUYe-
CKHe 0C00eHHOCTH GOPMUPYIOIIUXCA B TO
BpeMs MHCTPYMEHTOB. BapuaTUBHBIU U
OTKPBITHIN /IJI1 MHOTOUHCJIEHHBIX IIpeobpa-
30BaHUU YPTEKCT OBLI MAaKCUMaJIbHO IIpU-
6JIM)KeH K UCIIOJTHUTEeILCKOMY TeKCTY, I10-
CKOJIBKY 0TOOpasujl CBOMCTBEHHYIO 3I10Xe
CTHUJIEBYIO, JKaHPOBYI0, KOMIIO3UIIOHHYIO,
TeMOpPOBYI0 MOOMJILHOCTb.

O6pallieHHe K My3bIKaJILHOMY COZleprKa-
HUI «HOTHBIX TeTpajeii» CBUETEeILCTBY-
eT 0 TOM, YTO B HEM JOMUHUPYIOT KaHPHI
IIJIACTUYEeCKOM 3TUMOJIOTHH. Cpegyu HUX
Mapll, MeHy3T, JIeHJJIep, II0JI0He3 U Jp.
B 3TOM CBsA3U GOopMUpPOBaHUE TeXHUYECKON
OCHAILIEHHOCTH, a TaK)Xe pa3sBUTHEe HaBhI-
KOB IOHOI'O ITHaHUCTa IIPOMCXOLUJIO B YC-
JIOBUAX JIOMAITHEro MY3UIIUPOBaHUA Ha
MaTepHasie IIUPOKO PaCIIPOCTPAHEHHEBIX B
IIPaKTHUKe TOI0 BpeMeHH >KaHpPOB. 3HAKOM-
CTBO C UX MHTOHAITMOHHOM JIEKCUKOMH, I'pa-
MOTHOE€ UCIIOJTHUTEJIbCKOE «IIPOU3HECEHe»
CTAHOBHUTCS 3aJI0TOM 3HaKOMCTBa HOHOIO
MY3BIKaHTa C KYJIbTYPHOU TpagUIiien Ie-
Jjou amoxu. Kak orMmeuaer A.I. Kopo6oBa,
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«...B TaHITaxX 3alnevaTsieBaJICh HOPMBI II0-
BeJleHUs1, TUIIbI KOMMYHUKAIIUY, a eIé —
0cob0ro pojsa ,XapakTepsl, KaK UX TOTJa
HasweIBaIW» [5, c. 147]. Co BpeMeHeM Hcues-
Jla Xopeorpaduyeckasi COCTaBJISIOLIAs, Of-
HakKo U 6e3 eé ydyacTys UHCTpyMeHTaIbHasg
My3bIKa «IIpOJOJKajla BOCIPOU3BOLUTH
»,XapaKTepsl“ TaHIleB, KOTOPBIM y>Ke ObLIN
HalJleHbl YHUCTO My3bIKaJIbHbIe SKBUBAJIeH-
ThI» [TaM >Ke]. B IIbecax paccMaTpUBaeMOro
cOOpPHUKA, T7[e OTCYTCTBYET 3ar0JI0BOK U 060-
3HayeHMe KaKoro-JIu60 TaHIa, TaK W UHa-
e «IIPOCTYIIaX0T» YepThl TaHIIeBaJIbHOCTHU
WJIU XapaKTepHbIe /IS OIIpe/leIEHHOTO TaH-
na ¢urypsl. K nmpumepy, B IIbece Ne 4 D dur
(«JIOHIOHCKHE 3TIOBI») CTPEeMHUTEJbHOe
IBIDKEHME «3aTaKTOBON» MeJIOAUU U QUTYP
BpallleHus, IIpobekeK, CKOJIbXEHUSI CBU-
IeTeJIbCTBYeT O IIPUCYTCTBUU UepT KOHMp-
daHca. A XapaKTepHble IIOBTOpeHUs dpas
B MeJIOAUM GOPMUPYIOT AUAJIOTHYeCcKHe
CTPYKTYpHI (IIpuMep Ne 1, BepXHSS CTpOKa
T.1-3), oTO6pa’karT CUTyalllI0 Juajora
TaQHITYIOIUX KOHTPAHC I1ap JaM U KaBaJle-
POB, KOTOpBIe BBICTPOMJIMCE B KpyT (round)
WU B JIMHUIO (lines) Ipyr IpOTUB Apyra.
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«[IpoBOHUKaAMU» IIPUKPENJIEHHOCTHA
MEHY3THBIX «Ila», QUIYp JIeH[Jjepa WU
KOHTp/aHCa K TOU WU WHOU CUTYyalluU
U 0TOOpakeHUsI B MY3bIKaJIbHOM TeKCTe
COOpHUKA SABJIAIOTCA 3TUKEeTHBIE GOPMYJIBI
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WU WHble IIaCTU4YecKue 3HaKyu. OHU CTa-
HOBSITCS CBOETO0 POJja «KJII0UeBbIMU UHTOHA-
nuaMu» (TepMuH JL.H. llaiMmyxaMeTOBOM)®
U HOCAT 00pasHBIM XapaKTep, II0CKOJIbKY
B OCHOBEe X CEMaHTHU3al[UH JIeKUT IIPUH-
[UIl yIIO/006/JIeHUsI peaJlbHO HCIIOJIHSe-
MBIM «IIa» W KJIaCCUYeCKHUM >XecTaM [9].
CoopMuUpOBaHHBIE B IIPaKTUKe OBITOBOIO
MY3UILIIPOBAHUs CeMaHTUUeCKHe QUTyphI
3aTeM IIepexOo/IUIN B UHCTPYMEHTaIbHYI0
MY3BIKY, [I09TOMY BIIOJIHE 3aKOHOMEPHBIM
IIpeJcTaBjsAeTCs IIPUCYTCTBUE B « HOTHBIX
TeTpajsix» MEHYITOB, JIEH/JIEPOB, II0JI0He-
30B, KOHTPZ[aHCOB pPa3sHO00Opa3HbIX I10 PUT-
MOILIaCTUUYECKOU CTPYKTYpe, HO COXPaHsIo-
IIIUX UHBAapUaHTHbIE YePTHI.

BrITOBAs, KOHIlepTHAsA U HHCTPYKTUBHAS
My3bIKa popMupoBasa obliee, JOCTATOYHO
IIMPOKOe KOMIIO3SUTOPCKOe U UCIIOJIHHU-
TeJILCKOe IIPOCTPAaHCTBO B 3110Xy B.A. Mo-
rapra. B aToM cMmbIciIe posib TaHIEeB B «HOT-
HBIX TeTpaJsxX» 3aK/IK4Yajach He TOJbKO B
3HaKOMCTBe Ha4yMHAIOIIero My3bIKaHTa C
IIUPOKO OBITYIOIIIMMU B TO BpeMs ILJIaCTH-
YeCKUMHU QUIypaMHU, HO U 3aKpeIlJIeHUU B
CJIyXOBOM OIIbITE PasJIMYHBIX UHTOHAIIU-
OHHBIX IIpejcTaBJIeHUN. OJHOBpPEeMEHHO
Yepes UX 0CBOEHHE IIPOHCXOJUII0 00yUeHHe
UCIIOJTHUTEJIbCKUM U KOMIIO3SUTOPCKUM
HaBbIKaM. [Ipy 3TOM HM3ydyeHUe «UHTOHAa-
I[JMOHHOTO CJI0Baps 3II0XU» SIBUJIOCH IIpe-
KpacHO 6a301 111 popMHUPOBaHUS 0011l
MY3bIKaJIbHOCTH HaUWHAIOIIer0 UCIIOIHU-
TeJIs1-KJIaBUPHUCTa IIPOLLIOTro. B 9TOM CBSI3U
COBpeMeHHOe 3CTeTUYeCKoe BOCIIUTaHUe,
0COO0EHHO aKTyaJlbHOe Ha Ha4yaJIbHOM 3Ta-
Ile My3bIKaJbHOI'0 06pa3soBaHUs, JOJHKHO
TaK>Ke OCYIIeCTBIISATHCA 61aroapsi 3SHaHUI0
HUHTOHAITMOHHOIO Te3aypyca 3II0XU U aK-
TUBHOMY HCII0JIb30BAHUIO €I0 CMBICJIOBBIX
CTPYKTYP B CJIYyXOBOU U UCIIOJITHUTEJILCKON
IIpaKTUKe. «PacimuppoBKa» ypTeKCcTa yUUT
caMoCToATeJIbHOMY (6e3 pemaKTOpPCKUX
yKa3aHUN) «BBICTPaUBAHUIO» IIPUMAapPHOI0
IJI Ka)K[0r0 TaHIa TeMIla, JUHAMUKU U
apTUKYJIALMH [9].

B mpomnwioM OZHOM M3 CaMBIX PacIIpo-
CTpaHEHHBIX GOPM 06II[eHUs OBLIIO aHCAM-
61eBOe My3sHIIMpoBaHUe. KOMIIO3SUTOpPHI
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3II0XU 6apPOKKO CO3JaBaJIu IIPOU3BEeeHU,
B KOTOPBIX allpUOpPHU Cojfiep>Kajach BO3-
MO>KHOCTB [IJI1 MHOTOKPATHOI'O IIepeunsJIo-
JKeHHUsI ¥ BapUaTHUBHOIO HCIIOJIHEHUS UX
PasJIMYHBIM KOJIMYECTBOM YYaCTHUKOB U
pasHo0OpasHbIM 110 TeMOPOBOMY «HAIIOJI-
HeHUI0» UCIIOJHUTEJIbCKUM COCTaBOM.
B 3TOM CMBIC/Ie YHUKAJIbHBEIMUA U B TO JKe
BpeMs YHUBepPCaJIbHBIMU CTAJHd COUYMHe-
HU, IIpeJHasHavYeHHbIe [y KiaBupa. OHU
O0OHapy’KUBaIT 0TOOpakEHHbIE B TEKCTe
IIPU3HAKMU aHCaMO0JIeBOTO MY3UIIMPOBa-
HUA. B UX POJIK B KJIABUPHBIX «TeTpazfsax»
BBICTYIIaeT UHTOHAIIMOHHAs JIeKCUKa pac-
IIPOCTPaHEHHBIX B TO BpeMsi UHCTPyMeH-
TOB. Ba’KHYIO pPOJIb UTPAIOT TaK>Ke OpraHu-
3YIOII[He U afalITUPYIOII[He e€ B KJIaBUPHOM
YpTEKCTe yHUBepCaJbHBIe CMBICJIOBBIE
CTPYKTYypHL. JI.H. [llalfiMyXaMeTOBOU OBIIO
3aMeyeHO, UTO «B KJIaBUPHOM TeKCTe TaH-
IIeBaJIbHBIX IIbeC Hapsaay ¢ H300pa’keHueM
TaHIla (2 UHOM pa3 ¥ BMeCTO Hero) IIpH-
CYTCTBYIOT IIPU3HAKU HEKJIaBUPHOU IIpPU-
POLBI — ,,UTPHI B aHCaMOJie ¥ OpKecTpe“»
[9, c. 157]. IIpu aTOM B TeKCTe 3allevarJie-
BalOTCA CIleHbl MY3UITUPOBaHUs, Y4aCTHU-
KaMU KOTOPBIX IBJISI0TCA UCIIOJTHUTEIU Ha
pPasHO06pasHBIX UHCTPYMEHTAaX. A «IBYX-
CTPOYHUK — PeAyIIMpOBaHHas KJIaBUpHas
3allUCh — COXpaHsdeT IIPU3HAaKU quasi-1ap-
TUTYPBI U BOIUIOIIIAeT aKyCTHUUeCKHe 00pa-
3B Pa3/JIMYHBIX HHCTPYMEHTOB: COJIbHBIX U
3ByyYallluxX B aHcaMOJie» [TaM Xe].

B Ks1aBUpHOM ypTeKcTe «HOTHBIX TeTpa-
Ilel» BBIABJIAIOTCA IIPU3HAKU aKyCTUYECKUX
00pasoB MHCTPYMEHTOB, OPraHU30BaHHBIX
I10 IIPUHITUITY TapTUTYPRI®. Tak, B MeHy3Te
Ne 35 F dur B cBépHYTOU aHCcaMbJIeBOM I1ap-
TUTYpe BULHEI aKyCTUYeCKHe 06pasbl TPEX
HHCTPYMeHTOB (mpumMep Ne 2). Ha BepxHeit
CTPOKe M300pa’keHbl CXOHBIe II0 TeCCUTY-
pe U JIeKCHKe (C y4acTHueM IPyIIIeTTo U Tpe-
JIel) ITapTUHU IBYX CKPUIIOK WU IBYX QIIeNT
(BO3MOXKHO, UX Iy9Ta), B3aM0O3aMeHsIeMbIX
B CTapUHHOHN MYy3bIKe. COIIPOBOXKIAOIIIUHT
6acoBbIM MHCTPYMEHT 3alleyaT/IéH Ha HIDK-
Hel CTpOKe TeKcTa. HasBaHHOe coueTaHue
r0JIOCOB-IAPTHUM — [IBA U OJHUH — Xapak-
TEePHO i1 TPUO-COHATHL. IIpuém divisi —
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pacripefiesieHre COJIbHOU IapTHU MeXIy
IBYMs MHCTpPyYMeHTaMU (IIapTUU H3Jiara-
JIUCh Ha [BYX CTPOKaX IMapTUTYPhI) — ObLI
Z0OCTaTOYHO PacIpOCTPaHEHHBIM B aHCAM-
6/1eBOM My3HUIIMPOBaHUU. B KiaBUPHOM
OBYXCTPOYHUKE quUASi-IIApTUU [BYX HH-
CTPYMEHTOB 3alIKCaHbl Ha OHOM BepXHeM
HOTOHOCIIe. HM)KHUM aKKOMITaHUPYIOIIUHI
T0JIOC I10 ;YaTia3oHy ¥ TeMOPOBOM ITaJIUTPe
COOTBETCTBYeT BHoOJIe Ja ramba. IPdexT
quasi-aHcaM6J1eBOT0 3By4YaHUs raJIJaHTHOI'O
TaHIa pOXKAaeTcs II0CPeCTBOM qUAsi-TpHO
CoCTaBa C COOTBETCTBYIOIIIMMHU TeMOPOBHI-
MU aJUTFO3USMU ¥ UHTOHAIIMOHHOM JIEKCH-
KOM MeHy3Ta.

IIpumep Ne 2
Menyam Ne 35 F dur
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Juornyeckrie CTPYKTYpPhI CO3LAI0T 3¢-
$eKT CBEPHYTOU B KJIaBUPHOM JBYXCTPOY-
HUKe aHCcaM0J1eBOM ITapTUTYPBI, OTKPBITOM
IJId TaJbHEeMINero pasBéprelBaHusA. Takas
IIpaKTHKa IIpeobpasoBaHUs KJIaBUPHOIO

TeKCTa, U3BeCTHas CO BpeMéH 6apoKKo, Je-
’Kajla B OCHOBe MHOTOYUCJIEHHBIX 00pabo-
TOK U IlepesioykeHHUH. OHa IIpejIIosaraia
BO3MOJKHOCTB CO3/JaHUSA HOBBIX €I0 BepPCUM
II0CPeCTBOM pPasBEPTHIBAHUA ABYXCTPOY-
HOT'0 My3BIKaJIbHOI'O TeKCTa B quUAsi-IlapTu-
Typy. B 9T0¥1 cBSI3U IbeChl COOPHUKA MOTJIN
CJIy>KUTb OCHOBOM Il 060y4eHUs I0HOIO
My3bIKaHTa HavyaJIbHEIM IIPHEMAaM U MeTO-
ZlaM pab0ThI KOMIIO3UTOPa-UMIIPOBHU3aTOPa
C TEKCTOBBIMHU MOJEJIIMHU.

B «HOTHBIX TeTpaaax» MomapTa 1 ero ce-
CTPBI KaK 06pasiie HHCTPYKTUBHBIX COYHU-
HeHu XVIII BeKka cozeprKaTcs KpeaTUBHbBIE
BO3MOJXHOCTH [JI1 00y4eHUsI COBpeMeH-
HBIX I0HBIX MY3BIKaHTOB B3aUMO/IeMCTBUIO
C ypTeKCcTOM. OTCYTCTBHE pPemaKTOPCKUX
BKJIFOUEHUH IIpHUydaeT K CaMOCTOATeILHO-
My BBIOOPY CTpaTeruu IIpU CO3LaHUU UC-
IIOJTHUTEJILCKOTO «CIleHapUsa». OTIIpaBHOM
TOYKOM ABJIAETCSA CeMAaHTHYECKUH aHAJIH3:
BBISIBJIEHUE I'PAaHUL] JIEKCUKH, OIIpe/ieJIeHHe
9TUMOJIOTHUM U Kpyra 3HaUeHUH, JIOTUKHU eé
CMBICJIOBOM OpraHU3aIluy B ypTeKcre. IIpu-
€MBbI BADHAHTHOTO «IIPOYTEHU» YPTEKCTa,
HU3JI0KEeHHBbIe B MHOTOYHCJIEHHEIX TPYAax
U U3gaHugx JJabopaTopuu My3bIKaJIbHOM
CeMaHTHUKH YPHUMCKOIO IOCyAapCTBEHHOIO
HHCTHUTYTa HCKYCCTB HUM. 3. icMaruiosa,
Jar0T BO3MOKHOCTBH I0HOMY HCIIOJTHUTEJII0
obpecTy KOMILJIEKC HaBBIKOB pabO0THI HaL,
TEKCTOM II0 3aJaHHOM MOZe/IU-UHBapHUaH-
Ty!®. HaBBIKM IIpeo6pasoBaHUs ypTeKCTa
T103BOJIAT IIPUOIU3UTHCA K 3aJI0’KEHHBIM B
CaMOM HMHCTPYKTHUBHOM COUHMHeHUU «HOT-
HBIX TeTpajel» MoIapra U ero CecTpsl
CUTYyalllsIM CBOOOJHOI0 MY3HIIUPOBaHUA,
yTPaueHHOI0 B COBPEMEHHOCTH.

~ A [IPUMEYAHUSA < ~A—

! EMy IIpeAllecTBOBAJIO U3laHUE
OJJHOMMEHHOT0 CO0pHUKa B 1982 romy
(baseusb, JIOHIOH, Hb}O-IZOpK, [Ipara).

2 B majpbHeMIeM IIPUHUMAaeTCs COKpallleHre
«HoTHBIe TeTpaau». HasBaHUe U3JaHUN
Jleommosibia MoniapTa B JOCJIOBHOM IIepeBOjie

C HEMeIKOro — «HOTHbIe KHUTH» — 3BYUUT
HEeCKOJIBKO 'POMO3/K0. BeposATHO, B 9TOM

CBSI3M BMECTO CJI0OBA «KHUTa» B U3[[aTE/JIbLCKYIO
TPaJUIINIO IIepeBo/ia 3TOT0 U aHaJIOTHYHBIX
omrycoB U.C. baxa B Poccuu BoI1éy1 BApUaHT
3arosioBka «TeTpazy». Kpome ToOro, cyiiecrsyer
6JIM3KUI Ha3BAaHHOMY >KaHP JeTCKOIO0
dopTrenraHHOroO aabb0Ma, KOTOPBIM CTal
cBoeoOpasHBIM aTpubyTOM XX Beka. B HéM, Kak
U B «HOTHOI TeTpazu», HAIIUIA OTpakeHue
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BBICKa3bIBaHHUSA 0C0O0T0 KaMepHOTO,
3aIyILIIeBHO-[OBEPUTEJIHHOTO TOHA.

8 3aMeTHuM, YTO IIPeAII0I0KUTEeIbHO OH ObLIT
C03/laH, KOTIa My3bIKaHTaM OBLI0 3 U 8 JIeT
COOTBETCTBEHHO. K TOMy BpeMeHU HHEbIe
lapOBaHUS MPOSIBUJIU Ce0S5I KaK OIBITHBIE
UCIIOJIHUTEJIU, KOHI[epTUPYIIlvie B MIOHXeHe,
Bene, JInHIe. UX BRICTYILIEHUS COOMPAIH
ToJIHBIEe 3aJIbl. CIIyIaTes v OB B BOCTOPre OT
MaJIeHbKUX, HO UCKYCHBIX My3bIKaHTOB.

4 3mech U lasiee BCe CCHIKY Ha BepbaibHbIE
KOMIIOHEHTHI JaHbI B IIEPeBO/ie aBTOPA CTaThU.
> Tax, gBe ¢poTorpadpuu [14, c. 20]
HpPeACTaBJIIT TUTYJIbHBIE JIUCThL
IIOCBAIIleHUd, COOTBETCTBEHHO, AHHe Mapuu
Mortapt (1759) u Bosbdraury Momapty (1764),
HaIMcaHHbIe pyKoi Jleorosbga Moriapra.

6  dororpaduu [14, c. 21, 22] cgesaHbl €
pykotrcu nbec Ne 20 (KimaBupiutox C dur,
asTorpa¢ Bosbdranra Amazesa Mo1iapra)

u Ne 46 (aBTOTpad Jleomosbma MorapTa)

U3 NOJINHHUKA «HOTHOM! TeTpaau»
COOTBETCTBEHHO MJIM Ibechl Ne 13 [14, c. 23]

C aBTOPCKOU PYKOIIMCU U3 IIOJINHHUKA
«JIOHIOHCKHUX 3TIOL0B». OHU IIOMOTaT
BKJIDUUTHCS FOHOMY HCIIOJIHUTEJII0 B IIPOITecc
TBOPYECKOI'O HAJIOTa C eé Co3/laTesIeM.

7 BMmecTe C TeM CYIl[eCTByeT MHEHUE, UTO
IOHATUE «YPTEKCT» IBJISIETCS YCJIOBHBIM,
TIOCKOJIbKY «OHO 0003HavaeT OTHIOAb He caM

aBTOPCKHUU TEKCT, HO IIeYaTHOe U3/laHue,
OIIMparoleecss Ha aBTOPCKUU TEKCT».

ITpu 3TOM «ITy6JIMKAITUS aleKBaTHO IIepelaéT
aBTOPCKHUU HOTHBIM TEKCT, HO B TUIIOTPapCKOM
HOTHOU rpaduke» [7, c. 122].

8 PasHooOpa3HbIe 0003HAYEHUSA
OTHOCHUTEJIbHO YCTOMYHUBBIX U y3HaBaeMBIX
WHTOHAITMOHHO-JIEKCHUYEeCKUX 000pPOTOB

C 3aKpeIUIEHHBIMY 3HaYeHUSIMU OBbLIIN
aJalTUPOBaHbI K My3bIKaJIbHOM ITelarOruKe
B KaTeTOpHUH «KJIHYeBble HHTOHAIIUU» TEKCTA.
° IIpusHaKu aHCaM0JIeBOTO
HHCTPYMEHTAaJIbHOIO COCTaBa, BEIpaKeHHbIEe
TI0CPEeICTBOM PasIMYHbBIX CMBICIOBBIX
CTPYKTYP, paccMaTpuBarwTca M.A I'apeeBoit

B 19 MeHyaTax «HOTHBIX TeTpasen».

PaboTa WTIOCTPUPYET UCII0Ib30BaHUE
PasIMYHBIX IIPHEMOB TBOPYECKOTO
npeobpa3oBaHUs TEKCTa B IIpollecce
PasBEéPTHIBaHUS «KJIABUPHON CXeMBbI»

B «aHCaMOJIeBYIO TIAPTUTYpPy» [11].

10 C KOHITeIIHeEN U pa3paboTKaMH,

a TaxyKe KpeaTUBHBIMU popMaMU pabOThI

C My3bIKaJIbHbIM TEKCTOM

MO>KHO IT03HaKOMUTBCS Ha carTax
JlabopaTOpHUH MYy3bIKaJIbHOMN CEMaHTUKU
(ufaart.ru/.../1aboratoriya-muzyikalnoj-...),
KypHaJa «[IpobgeMbl My3bIKaJbHON HayKH»
(journalpmn.com/) ¥ IpyTrux.
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CeMmaHTHKa
PeBOJIIOIIMOHHOM 00pa3sHOCTH

CTaHOBJIEHHE PEBOJIIOIIMOHHON 06pasHOCTH
B TBOPYECTBE POCCUNCKUX KOMIIO3UTOPOB
XX BeKka 0KasaJIoCh INTeIbHBIM. Pelaronui
arar npuxonurcsd Ha 1950-e rogpl U CBI3aH
IIpesk/ie Bcero ¢ TBopuecTBoM IllocTakoBUYa.
Cpeny 0CHOBHBIX KpUTepHEB PEBOJIIOIIMOHHON
CEMAHTHUKH B CTaThe BBIJEJISI0TCS: IIPsIMble
UJIU OIIOCPEeJ0BAaHHBIE CBSA3U
¢ osbkopoM PeBosroniuu U I'pakIaHCKOM
BOIHBI; IeHICTBEHHOCTD U IpaMaTUu3M,
4To IIpeAIIosIaraeT BOCCO3JaHue BBICOKOIO
HaIpsOKeHUs )KU3HEeHHBIX IIPe0[0JIeHUH,
00pHCOBKY KOHQIUKTHBIX IIPOTUBOOOPCTB;
CTPOTOCTh, MY>KECTBEHHOCTb U CYpPOBOCTH
TOHA, ITIOAYEPKHYTas Ipa’kLaHCTBEHHOCTD
BBICKa3bIBaHUs, 60eBOM HaCTyIlaTeJIbHbIN
IyX. PAa3HOBUHOCTH 3TOT0 KOMILIEKCA
paccMaTpUBaIOTCA 110 IIPUHITUITY ITapHbIX
KOHTPAaCTOB: MapIlleBbIF — BUXPEBOH,
IIeCeHHBIN — UHCTPYMeHTaJIbHBbIH,
IIOTeHITUAIbHbIA — KUHETUYEeCKUH.
[Ipu 9TOM ITOZUEPKUBAETCS, UTO MapIlIeBOCTh
BO BCEBO3MOYKHBIX €€ IIpeIOMJIeHUX,
OTKpBITas WU 3aByaJupOBaHHas, BCeraa
0CTaETCA OCHOBOM PEeBOJIIOIIMOHHOMN
obpasHocTH. IIpucyias el [uaieKTUYHOCTh
0COOEHHO I10Ka3aTeJbHO pacKphIBaeTCs
B COIIPSDKEHUM TaKUX, Ka3ajloch Obl,
HeCOBMeCTHUMBIX 00pasHbIX XapaKTePUCTUK,
KaK rHeBHasl HAaCTPOEHHOCTD U IyX
JIy4de3apHOCTH. B cucTeme paccMaTpruBaeMou
CEMaHTHUKU OHU IIPEeCTa0T
B3aUMO/IOIIOIHAOIIUMU CYLIIHOCTMY,
00pasyoII¥MU OpraHUYHOEe eJUHCTBO.

The Semantics
of Revolutionary Imagery

The formation of revolutionary imagery
in the works of 20th century Russian composers
turned out to be a lengthy process. Its decisive
stage coincides with the 1950s and is primarily
connected with the musical legacy of Dmitri
Shostakovich. Among the main criteria
of revolutionary semantics, the following are
highlighted in the article: the direct or indirect
connections with the folklore of the Revolution
and the Civil War; efficacy and drama, which
presumes the recreation of the high tension
of life experience, outlining of confrontations
of life; the audacity, virility and sternness
of tone, a highlighted civic consciousness
of utterance, a martial, assertive spirit.
The varieties of the examined complex
are viewed according the principles of paired
contrasts: the march-like vs. the swirling,
the songlike vs. the instrumental,
the potential vs. the kinetic.
At the same time, it is emphasized that
the attribute of the march in all
of its possible interpretations, open or
concealed, always remains the foundation
of revolutionary imagery.
The dialectic quality inherent to it always
becomes unfolded in conjugacy with such
seemingly incompatible pictorial characteristic
features as being tuned at an irate mood
and the spirit of radiance. Within the system
of the examined semantics, they appear
as mutually complimentary essences
forming an organic whole.
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paspaboTke TeMbl PeBOJIIOIIUY OTeYe-

CTBEHHBIe KOMIIOSUTOPEI XX BeKa B

pszie caydaeB LOOKMBAUCH CO3MaHUSA
TaKOM My3bIKaJIbHOM 06pasHOCTH, KOTOpas
6e3 II0ITUYeCKOT0 TeKCTa U JINTepaTypHOU
IIporpaMMBbl CIIOCOOHA acCOIMHUPOBATHCA
B BOCIHPHUATHH C BOIIOIIEHHMEM COOTBET-
CTBYIOIIIMX COOBITHUIM Haydaja IIPOIIJIOro
CTOJIeTHA. SIIpO TaKOH BBIPA3UTEJIbHOCTHU
CJIO’KHJIOCH B PEBOJIIOIIMOHHLBIX II€CHAX, U
11 TIpodeCcCUOHaJIbHOI0 TBOPYECTBA OHO
BCera CJIYKHUJIO OIIpefessiolluM CeMaH-
TUYECKUM OpHEeHTHUPOM. /I HavaJIbHBIX
9TaIllOB CTaHOBJIEHUSA CAMBIMU SIPKUMU
BexaMu ObLIM cienyroinye: 1900-e Togp —
necHsd H. JIpiceHKO «BeUHBIN peBOJIIOIUO-
Hep», 1910-e — ¢puHAaAI CUMPOHUU-KaHTaThI
C. JlromkeBu4a «KaBKa3s».

B 1920-e rogpl HA IEepPBEIX IIOpax JeJsa-
JIUCH IIOIIBITKH PACKPBITH IIPOUCXOAAIIHE
COOBITUSA IIOCPELCTBOM aJIIF03UU. TaKOBBI,
K npumepy, ¢yHKIUg Mesonuu «Mapce-
Jbe3bl» B Xope A. KacTaabckoro «Pychb»
HJIH HCII0JIb30BaHue TeM «KapMaHBOJIBI» U
«Ca ira» 11 06PUCOBKU PEBOJIIOIIUOHHBIX
npasgHecTB B ¢uHaste [llecTo cuMpOHUM
H. MsICKOBCKOTO.

B ciMpOHMYECKUX KOHIENIIUAX Hepe-
KO BCTpevaJiach TeHJEHIIHI K 3alledarJie-
HHUI0 06pa3oB PeBOJIIOIIMM B CHMBOJIMYE-
CKOM 11ockocTH. Tak, B I 1 oco6eHHO BO
IT yactu Toi ke IllecToit cuMmpoHUU Msic-
KOBCKOIro PeBoJroniusg BOCIIPUHHMAaETCS
KaK CTHUXUSA HeYKPOTUMOIO0, BCeCOKpyIIIa-
I0II[ero, HO OYUCTUTEJBbHOIO yparaHa, a B
OpPKeCcTPOBOM paszese BTopoi cumMmpoHUU
[1. [llocTakoBHMYa OHA POXKAAETCS CJIOBHO OBI

U3 KOCMHUY€eCKOI'0 Xaoca KaK 0OHOBJIAIOIIlee
U IIPOSICHAIOIIlee HavaJlo.

OIHAKO IIpU BCell UHTEHCUBHOCTHU 00-
paleHuss KOMIIOSUTOPOB K JAaHHOH TeMa-
THKe, PeBOJIIOITMOHHAsA 00pasHOCTh J[0JIroe
BpeMs He CKJIa[bIBajIach KaK CTUJINCTHUKA,
SICHO OTJIMYAIOIAsACA OT JPYTHUX BU0B MY-
3BIKAJIBHOM BEIPa3UTEJIbHOCTH. OTAe/IbHEIe
OIIBITHI OCTAaBAJIMCh CKOpee IIpobaMH Iiepa,
UHTYUTUBHBIMU IIOMCKaMH.

B 11e/10M, B My3BIKe 0 PeBOJTIOITHH IIaBeH-
CTBOBAaJIU 00IIe[paMaTUyYecKue GOPMEI, TO
€CThb TaKOM THUII MY3bIKaJIbHON CTUIUCTU-
KH, II0CPeICTBOM KOTOPOM MOT'YT OBITH BO-
IJIOIeHBI BCeBO3MOJKHBIE KOHQPIUKTHEIE
CUTyaIlUX U KOTOpas He HECET B ceOe KOH-
KpeTHBIX IIPUMeT COLTHaIbLHOIO IIPOTUBO-
6opcTBa IIePBHIX JecATUIeTU XX BeKa.

[TogIrHHOE CTaHOBJIEHUE PEeBOJIIOIIH-
OHHOM 00pasHOCTHU HavaJIoCh /I OTeve-
CTBEHHOM My3BbIKH B 1950-e roxel. B uucie
$aKTOpPOB, ClIOCOOCTBOBABIIINX €€ YCITEIITHO-
My GOpMHPOBaHUIO, CIe/lyeT Ha3BaTh IIPO-
SIBUBIIIUICA B 3TOT II€PHOJ YpPe3BBIYAHHO
BBICOKUU UHTepec K obpa3aM PeBosrroriuy,
pasBépThIBaHUE CaMbIM ITUPOKUM QpOH-
TOM CMeJIbIX, HHUIITUaTUBHLIX IIOHCKOB,
CTpeMJIeHHEe K peajil3aliuyd CBOOOIHBIX U
MHOT000pasHbIX Xy/I0’KeCTBEHHBIX 3aMBbIC-
JIOB, CBSI3aHHBIX C XY 0’KeCTBEHHBLIM BOC-
Co3JaHueM COOBITHM Hayasia XX CTOJIeTH.

B ob1ureit TpaekTopuu GpOpMHUpPOBaHUYI
paccMaTpUBaeMOro >XaHpPOBO-CTHUJIEBOTO
CJIOSI XOPOILIO PasIMYaroTCs TPU II0CIe[0-
BaTesJbHBIe ¢pasel. PyHIaMeHTaJIbLHBIE OC-
HOBBI PEBOJIIOIIMOHHOM 06pasHOCTH OBLIN
3aJ10keHEBI B 1950-e rofisl YCHUIUIMHU KOMIIO-
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3UTOPOB CTApPILIEro ¥ CPeHero IOKOJIeHHH.
PomoHavaILHUKOM PeBOJIFOIIOHHO-IIPOJIe-
TapCKOM CTHUJIMCTUKU BeICTYIIHII /. IlTocTa-
KOBHUY (B 3BOJIIOIIMU OT /[eCATU XOPOBBIX
II03M U KaHTaThl «Hag PogmHOU Halllei
COJIHIIe cusgeT» K OMUHHAMIIATON U /IBeHa -
aTo cUMQOHULM), IPYTrUe BaKHeUIle
CTHJIEBEIE MOJ[eJIH BEIABHUHYJIH B CBOMX Opa-
Topusax I'. CBupunoB u B. CaiMaHOB.

1960-e rozpI cTasIM BpeMeHeM pacIlIupe-
HUA U yIIyOJIeHNs TPaKTOBKU paccMaTpu-
BaeMOro KOMILIeKCa, pasABH KeHHUS ero
COCTaBa ¥ BBIPa3UTEJIbHOCTH, B YaCTHOCTH
II0CPeCTBOM BKJIIOYEHUS B ero paspaboT-
Ky HOBEHIIIUX CUCTeM MY3bIKaJbHOMN TeX-
HOJIOTUH. XY/I0KeCTBEHHBIM IIOMCK Ha 3TOM
jTale IPoA0J/KHUIIN, B OCHOBHOM, IIpe/iCTa-
BUTEJIU CJAe[YIOIIero KOMIIO3SUTOPCKOTIO
rnoxosieHud. Ha 1970-1980-e roasl Ipuxo-
OUTCA Qasa YIBepPXKAeHUA U 3aKpeIlIeHUsS
CTHJIEBBIX HOPM, BBIPabOTaHHBIX 3a IIpeJ-
LIIeCTBYIOIIYE TecATUIeTHs. B 11ejioM i
9TUX JIeT XapaKTepHa CTabUIu3aius saCHO
OUepUYeHHBIX, YETKO AUPepeHITUpOBaH-
HBIX, CEMaHTHYeCKH OTKPHUCTAJIIHN30BaB-
Mxcs1 GOpM PeBOIIOIIMOHHOM 00pa3sHOCTH.

V>Ke Ha IIepBOM 3Talle PasBUTHUA 3TOIO
’KaHpPOBO-CTHUJIEBOTO CJI0d B KPYIy CKJa-
IBIBAIOIIMXCA KPUTepHUeB OIIpefesnaach
CyMMa TeX IIpeJBapUTeJIbHLIX YCIOBUH,
BHE KOTOPBIX peasn3allys pPeBOJIIOIIUOH-
HOM 00pa3HOCTH HeMbIcauMa. [lepBoe U3
HUX — JIeHUCTBEeHHOCTb M JpaMaTHU3M, YTO
IpezrosaraeT BOCCO3faHHe BBICOKOIO Ha-
MIpsDKeHUs )KU3HEeHHBIX IIPe0/j0JIeHUH, 00-
PUCOBKY KOHGIUKTHOTO IIPOTUBOOOPCTBA C
IpefeJbHOM OCTPOTOM ¥ JTUHAMU3MOM.

PasymeeTcs, pedb UJET HE O TOM, UTOOBI
B II0BECTBOBAHUAX 0 PeBOJIIOIIMY BCE OBLIO
«HACKBO3b» [JeHCTBEHHO-IpaMaTUYeCKHUM.
B03MOJKHEI, a B KPYIIHBIX COUMHEHUIX I10Y-
TU HeU30e>KHEL, INpUYeCKUe OTCTYILIEHN ],
JIMYHOCTHBIE MeJUTAaIluU, TUMHUYECKUe
CJIaBJIeHUs, OTCTPaHEeHUs B >KaHPOBO-OBI-
TOBYI0 chepy.

Ho BceMH 3TUMMU IIPOSBJIEHUSIMU He MO-
JKeT 3aTeHATHCSI U IIOAMEeHATHCA IJIaBHOe
IUI fpaMaTH4YeCcKOH a11oller Hayasia XX CTo-
J1eTHd. II0CKOJIEKY PeBOJIIOITHS — 9TO IIPesK-

Ile Bcero cpepa aKTUBHBIX 1eMICTBOBaHUM,
TO ¥ B IIPOU3BEJIeHUAX, €M II0CBAIEHHBIX,
IOJDKHO TOCIIOACTBOBATh JIeHiCTBEHHO-/Ipa-
MaTHYecKoe Hayaslo. Pelkue UCKIIOYeHUA
IOIIYCTUMBI TOJILKO B C/Iydae IIOCTaHOBKH
CrreliipUUeCKUX XyA0>KeCTBEHHBIX 3a/jay.

[71aBeHCTBO JeUCTBEeHHOCTH, ApaMaTHs-
Ma, KOHQJIIMKTHOCTHU — Ba’KHeMIlIee, He0b-
XOIMOe, OHAKO He0CTaTOYHOe yCI0BHe
IJI1 BOSHUKHOBEHUS PEeBOJIIOITMOHHOM 00-
pasHoCTHU. [[eliCTBEHHO-ApaMaTUYeCKYI0
OCHOBY [IOIIOJIHAIOT TaKHe KauyecTBa, KaK
CTPOroCTh, MY>K€CTBEHHOCTb U CYpPOBOCTh
TOHA, IIOJUEPKHYTas I'Pa’kJaHCTBEHHOCTD
BBICKa3bIBaHUs, 60eBOM HaCTyIlaTeJIbHbIN
nyxX. KapTuHBI conajbHOU 60pHOBI TOJDK-
HBI BOCCO3/1aBaThCAd BO BCeH YKECTKOCTHU U
6eCKOMIIPOMHUCCHOCTH, IIPU 3TOM Heo0Xo-
IUMO OIIYIIleHHe TOT0, YTO IJIaBHBIU I'epoi
IIPOUCXOMAIIEr0 — aKTUBHO JIeHCTBYIOIIHE
MaccCBhl.

KaTeropus PeBOJIIOITMM He COIJIACYeTCA C
IIOHATUSIMU 00BIIEeHHOCTH, OPAUHAPHOCTH,
IIPO3alYHOCTH — OTCHO/IAa KaK caMO CO60M
pasyMerolieecs BEITEKalOT YepThl pOMaH-
TUYeCKOM IPUIIOAHATOCTH, IIOBBIIIIEHHOMN
9KCIIPeCCHUH, TepOUYeCKOM HaCTPOEHHOCTH,
OTKPBITOM IaTeTHKH, TO eCTh BCEro TOrO,
4TO XapaKTepu3yeT BBICOKHU IIOIBEM Ye-
JIOBEYeCKUX CHUJIL.

HaxkoHeIl, B HepaspbIBHOM JUajleKTHhye-
CKOM COIIPsDKEHHH C COBpeMeHHOM HallpaB-
JIEHHOCTBI0 MY3BIKaJIbHOI0 CTHUJIA JOJDKHA
HEeU3MEeHHO IIPUCYTCTBOBATH 0C00ast «IbIM-
Ka BpeMeHM», OIyIlleHue JIereHZapHOoTIo
KOJIOPUTA, HUCTOPUYECKOM [TUCTaHI[UH,
BpeMeHHOU OTCTPaHEHHOCTH — OIIyIlle-
HUe, KOTOpOe coo0bIiaeT 0OpHUCOBKe PeBo-
JIIOITUOHHON [TeUCTBUTEJIbHOCTHU CTOJb
JKeJIaTeJIbHYI0 KOHKPETHO-UCTOPHUYECKYIO
0Cs13aeMOCTh U JOCTOBEPHOCTb.

HcTtopuueckas 3acjyra «IIepBOOTKPHI-
THSI» PEBOJIIOIIMOHHONM 00pasHOCTU IIpU-
Hagunexut /. [lloctakoBU4Yy. B HeEKOTO-
PBIX U3 «/lecaTH XOPOBBIX 103M» (1951) oH
BIUIOTHYIO IIPUOJIMIKaeTCd K 9TOMY CeEMaH-
TUYeCKOMY CJI0I0 (60jiee BCero — B IIpU-
3BIBHO-OpaTopckoM madoce I, III, VIII u IX
yacremn).
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B cpegHeM paszesie kaHTaThl «Hax Po-
OUHOU Halllei cosHIle cusieT» (1952), mpu-
3BAHHOM HAIlOMHUTH O PEeBOJIIOIITUOHHOM
IIPOIIJIOM, KOMIIO3SUTOP ZOOUBaeTcsd yKe
BIIOJIHEe OTYETIMBOIO BBIIBJIEHUS PEBOJIIO-
I[JUOHHON 00pPa3sHOCTU: TepOUKa U aKTUB-
HO-JIeCTBEHHOEe BO30OyX/IeHre MacCCOBBIX
IIpeoloJieHU, 60eBast HaCTylaTeJIbHOCTD
CTPEeMUTEJILHBIX MapIlleBbIX PUTMOB U IIPU
BCell CypOBOM COCPEIOTOYEHHOCTH, IIPU
BCEM IIaTeTHYeCKOM CTpoe — Jiyue3apHas
YCTPEeMJIEHHOCTH TOHA.

HakoHen, Bo II yactu JlecaToi cumMdo-
HUU (1953) B MaTepHUajie YUCTO UHCTPY-
MEHTaJbHOIO U K TOMY >Ke HeIporpam-
MHOI0 IIpousBesieHud IllocTakOBUY B IPKO
n300pasuTesIbHOY, ITaKaTHO-TeaTpaIbHOM
MaHepe C BIeYaTJdillel HarJIsITHOCTHIO
pHuCcyeT KapTUHY 6appUKaJHbIX OaTaIUM.

JleslaeTcd 3TO Ha OCHOBe TeIlephb yXKe
BIIOJIHe CGOPMUPOBABIIIECS 110 CTUIUCTH-
Ke peBOJIIOITMOHHOU 00pasHOCTH, KOTOPYIO
KOMIIO3UTOpP 3aTeM YIIPOYUJI U MHOTOCTO-
POHHe paspaboTas B psfe IOCIeAYyIIINX
COUYMHEHHM, 0co6eHHO B OQMHHAAIIaTOM
cuMmdoHuU (1957), craBillell KyJIbMUHAIU-
el pa3sBépThIBaHUA PEBOJIIOIIMOHHON TeMa-
THUKU B eT0 TBOPUECTBe.

Muwmo o1reiTa IlTocTakoBUYA He IIPOLIETI,
II0 CYILIeCTBY, HUKTO U3 OTe4YeCTBEHHBIX
aBTOPOB, 00palllaBIINXCA BIOCIEACTBUU K
obpa3aM JlaBHeM 3I10XU, U OTCBETHI ero pe-
BOJIFOITMOHHOM 3BYKOIIUCH B TOM UJIK UHOU
CTeIleHU KOCHYJIUCH OOJIBIIIMHCTBA I1006-
HBIX IIPOU3BEIeHUN.

BakHeumenr 3acayrou IllocTakoBHU4Ya
SBJISIETCA TO, YTO €My IIepBOMY Y/[ajI0Ch
OTBICKAaTh HauboJsiee IIpUeMJieMble IIYTU
BO B3aMMOOTHOIIIEHUAX COBPEMEHHOIO
MY3BbIKaJILHOTO TBOpYecTBa ¢ 60eBbIM pa-
60uuM QOJILKIOPOM. /lesio B TOM, UTO BBI-
OBUHYTHIN HEKOTOPHIMU KOMIIO3SUTOPAMU
B IIepBOU I0JI0BHHEe 1950-X TOI0B MeETO[
IIaCCUBHOTO IIUTHUPOBAaHUS He 00eCIeyn
XOTh CKOJIBKO-HUOYAL IIpHUMeuaTeIbHbIX
pe3ysabTaToB. CKazaHHOE KacaeTcs Jake
JIYYIIUX U3 GOJIbLKIOPHBIX IIAPTUTYP — Ta-
KUX, K IIpUMepy, Kak CMM$OHUYeCcKas I103-
Ma b. Illextepa «Cirymau!» uiu «YBepTrOpa-

daHTa3usA Ha TeMbl PEBOJIIOIIMOHHBIX IIe-
ceH» B. PybuHa.

C Ipyroi CTOPOHBI, KaK 3TO HU I1apajoK-
CaJIbHO, 0Ka3aJIoCh, UTO HCII0JIb30BaHUE
COOTBETCTBYHIIUX MeJOAUU OTHIOIb He
MaéT rapaHTHUU BIX0/[a K PEBOJIIOIIMOHHOMN
ctunncTtuke. Tak, Bo Bropoi cuMmpoHUU
10. AnekcaH/ipoBa IIpHUBeJieHbl HAlleBHI I1e-
ceH «Mope B IpOCTHU CTOHAJIO» U «3paB-
CTBYH, CBOOO/IbI BOJIBHOE CJIOBO», HO 3TO HE
I103BOJIUJIO MY3bIKe IIOJAHATHCSA HaJl, YPOB-
HeM o01e[paMaTUYeCKUX GOpM.

Wnn, ckaxeM, Bo II yactu YeTBEpTOH
cumdoHuU b. KookeBHUKOBa OCHOBHOU Te-
MaTH3M CBsI3aH C Ha4YaJbHOU (ppasoii mec-
HU «CMeJ10, TOBapHIIY, B HOT'Y», TpaHCcdOp-
MUPOBaHHOH, IIpaB/ia, B IIJIOCKOCTh 60/IpO-
r0 ¥ paZloOCTHOTO MOJIO/IEXKHOTO MapIlia, I1o
HaCTPOEHHOCTU CBOeU CO3UJaTeJbHOIO,
HO HUKaK He KOHQJIUKTHO-IpaMaTH4eCKoO-
o IJIaHa, XOTS B IPOrPaMMHOM 3aroJIOBKe
MaHHOM YacCTHU 3asiBjeHO: «[IpHU3BIB K BOC-
CTaHUIO. bappuKaabl».

[IlocTaKOBHUY BBICTYIIMJI OCHOBATeJeM
MeTO/la UHUIIMaTUBHOTO ITUTHPOBaHU,
OPUYEM OCYIIeCTBJISIEMOrO B YCJIOBHUSIX
TaKoro O0O6IeMy3bIKaJbHOI0 KOHTEKCTA,
KOTOPBIH BIIOJIHE YI0BJIETBOPSLI ObI COBpe-
MEeHHBIM IIPe/ICTaBJIEHUSIM O TPaHIU03HbIX
COITMAJIbHBIX CTOJIKHOBEHUSIX.

JdtoT MeTon 6asupyeTcd Ha CBOOOLHOM
IIeperMHTOHUPOBAaHUHU (OJILKIOPHBIX IIPO-
TOTHIIOB, II0/Ipa3yMeBasi CBOero pojia aBToO-
pusanum. /Jla)ke Ipu COXpaHEeHUH OCHOB-
HBIX KOHTYPOB MU3BECTHBIX HaIlleBOB IIpPO-
HCXOIWJI0O UX aKTUBHOe IIpeoOpa3oBaHUE,
yalle BCero B IIeJIsIX BCEMePHON AUHaMHU-
3aIuu.

CyTb MHUIIMATUBHOIO II0X0a COCTOUT
B TOM, YTO HCIIOJIb3YIOTCS, KaK IIPaBUJIO,
TOJILKO HauboJiee BbIpa3UTeIbHEIE, «yAap-
Hble» pparMeHTHI POTbKIOPHBIX MeJIOTUH,
KOTOpbIe 3aK/II0YalT B cebe MHTOHAIMOH-
HO-CMBICJIOBOE SIIp0 06pasa, ¥ B XOfie pas-
pabOTKH 3TUX TeMaTHYeCKUX 3JIeMEHTOB
KOMIIO3UTOP obpalaeTcs ¢ HUMH, Kak C
COOCTBEHHBIMU.

B KauecTBe XpecTOMaTHUHNHOIO o6pasia
IoJ06HOTO MeToJa MOKHO HAaIOMHUTH
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9KCIIO3UITMOHHOE M3JI0’KeHHe TeMaTHu3Ma,
CBSI3aHHOTO C MeJIofrel «BapIiaBIHKA» U3
¢unasma OquHHaaIaTon cuMmdonud Ilocra-
KoBuya (11. 140). [IluTHpyeTcs, I10 CYIIeCTBY,
TOJIBKO IlepBas ¢ppasa IMecHU, U U3 Heé HC-
KJII0UaeTcsl Kakasi 6bI TO HU OBLJIO pacles-
HOCTb, KOHTYPHI IpeJeJIbHO 3a0CTPEHBI
(mpousHeceHUe BOCbMBIMU U IIIeCTHA/AIIA-
THIMU IIPU METPUYECKOU eUHUIIE B YeT-
BepTh, aBTOPCKAs peMapKa marcatissimo).
ITogo6HBIM 06pa3oM MOAUGUITUPOBAH-
Has ¢pasa MOBTOPSETCS ABaXKJbI, 3aTEM K
HeU IIPUCOeUHSIeTCS CUIbHO TpaHCHOPMU-
poBaHHas BTopas ¢ppasa IMeCHH, BTIHyTas
B OOIIIMH CKJIaJ, pPUTMHUYECKOTO IBMYKEHUS
U yCUJIEHHasl IIPU3BIBHOCTHI 3aKJIIOUU-
TeJIbHBIX PeIIUK-CUTHAJIOB — TO eCTh Jie-
MOHCTpPHpYeTCs II0JIHas CB0O0/1a B pa3Bép-
THIBAHUU Te€MBbl, HUUYTh He CTeCHsIeMas
UCKJIIOUUTEILHBIM aBTOPUTETOM OJJHOU U3
JIYUIIIUX ITeceH PeBOJIIOITUH.
CypOBO-3KCIIaHCUBHBIN CKJIaJl, TTOTUED-
KHYTBIN YeKaHHO-OTPLIBUCTON apTUKYJIL-
IIHel, TOIOJIHSIeTCS 00I1Ie aCKETUYHOCThIO
3By4YaHUs BepxXHero (Mesoguueckoro) ¢pak-
TYPHOTO CJIOS C €T0 OIIOPOM Ha TePIIKOCTH
60JIbIIIECEKYH/IOBBIX, KBAPTOBBIX U KBUH-
TOBBIX CO3BYYMM. ABTOHOMHOM BBIpasu-
TeJIbHOCTBHIO HaJlesJleHa HIKHSAA (6bacoBast)
JIMHUS. B TYJIKOM 39KCIIaHCUBHOU ITOCTYIU
HU3KHUX CTPYHHBIX 3alledarJiesach MOIII-
Hasl, COCpeJ0TOYeHHO-MOHOJIUTHAS, I1eJIe-
YCTPEeMJIEHHAS U «JUCIIUILIMHUPOBaHHAS»
SHeprus npeojojeHus. B 3ToM cMbIciie 06-
panfamT Ha ceb6s1 BHUMaHUE HEYKJIOHHO
B3/IbIMAIOIIHeCs «3aXBaThl» HOBBIX U HOBBIX
BBICOT (Sib—sol, do-sol, reb—sol u T. 11.).
CompspbkeHHe QAKTYpPHBIX peabedoB OT-
pa’kaeT He IPOCTO ABMKeHHUE MapIlleBO-Ha-
IIOPUCTOr0 PEeBOJIIOITMOHHOIO II0TOKA, HO
CO3/1aéT oIyyllleHrue KOHQIMUKTHOCTU IIPO-
HUCXOAAINero. Bo3HUKaeT 0HO BO MHOI'OM
6Js1aro/iapsi pasHOJIaI0OBOCTH (HaTypaIbHBIN
MUHOP BepPXHeTO0 CJI051 Y JIOKPUMCKOe HaKJIO-
HeHUe HIDKHeU JIMHUH), KOTopas 0TYacTH
IIpeioIIpe/iesisieT U JIMHeapHOe IlepeveHbe: B
IIePBOU M BTOPOM ¢ppasax do+sol-sib, reb+sol,
a B TpeThbelu ¢pase sib+sol-la, do+sol-re,
reb+sol-sib, la+sol-sib, reb+sol-rek...

KoHeYHO I1eJIbI0 MeTOja THUITMATUBHO-
Io IUTUPOBAaHUS CTAHOBUTCS, KaK BUIUM,
MaKCUMaJIbHasg IuHaMu3aius GoabKIop-
HOT'0 MaTepHaJia, YTO HaXOAUTCSA B IIOJTHOM
COOTBETCTBHUHU C IIPUPOJOHA U TpeOOBaHU-
MU BOCCO3JaBaeMBbIX [eMCTBEHHO-KOH-
GIIMKTHBIX IIPOIeccoB. MCIIoab3yeMble 111
9TOTO pasjIUYHbIe IIPHEMBI Ype3BbIUaNHO
ZlesiTeJIbHOM HAIIPSDKEHHO-ApaMaTHYeCKOr
paspaboTKU CKJIaAbIBAIOTCSI B OCOOBIM THUII
cuM$OHM3Ma, TOK KOTOPOTO HellpeMeHHO
IIPOHU3BIBAET J1060e W3 3HAaUUTEeJIbHBIX
npousBengeHu o PeBousrroriuu. IIpuyém
IaHHasl 0COOeHHOCTh He 3aBUCUT OT TOT0, K
KaKOMY >KaHpy IIPUHA/JIEKUT TO UJIU KHOe
IIPpOU3Be/IeHHUe.

B KayecTBe KOHKPETHOIO II0SICHEHUS
MOXXHO IpuBecTH oltepy I. CTaBOHUHA
«OJsteko JlyHauu», IJie IIUTUPYEeMbIU HalleB
«BapiiaBsHKHU» (OH CTAaHOBUTCH 3/1€Ch JICHT-
MOTHBOM pPEeBOJIIOIJUOHHBIX CBEPIIEeHUN)
3BYUYUT BCerjia TOJIbKO B XOPOBOM paKType.
V>Ke B 9KCIIO3UITMOHHOM H3JI0KeHUH (Clle-
Ha 3 u3 1-11 KapTUHBI) B MeJIOJUU C UCKIIIO-
YUTEeJbHON pesibe(HOCTHI0 IOAUEPKHYTHI
OUHAMU3M U YCTPEMJIEHHOCTD, CTOJIb CBOM-
CTBEHHEIe IIP0JIETaPCKOM IIecHe.

Ocy11ecTBJIIE€TCS 9TO IIOCPEICTBOM I1eJI0-
T'0 psA/ia UCII0JIB3YeMBbIX IIPUEMOB:

— IIpeJieJIbHOe YCKOPeHUe TeMIla, KoIja
B CTPEMUTEJILHOM II0TOKe KOJIJIEKTUBHOE
IIeHWe HauMHaeT IIOXOUTH Ha IIPU3BIBHOE
CKaHJUpOBaHUe;

— PUTMHUECKOEe 3a0CTpeHMe IIyTéM BCe-
MEpPHOI'0 BHeJ[peHUs IYHKTUPHOCTH;

— HeIIpepeIBHOE, OPUTHHAIBLHO BBIIIOJI-
HEeHHOe MOJIYJIAIIMOHHOEe CKOJIb)KeHHe BHY-
TpHU Hallesa (f—e—f-e);

— W HaKOHelL], IIpU BBIXO/Ie B IIapaJliesb-
HBI Ma’kop HaJIOJKeHHEeM Ha OCHOBHYVIO
JIMHUIO 3alleBa I1eCHU «CMeJio, TOBapHIIH,
B HOT'y» (TaKoe KOHTpAIlyHKTUYeCcKoe coye-
TaHUe [BYX IPKUX PeBOJIIOIIMOHHBIX CUM-
BOJIOB J1aéT 0COOBIN 3 PeKT BO3LEUCTBUA).

[IyTh UHUITMATUBHOIO IITUTUPOBAHUA He
OBLI eIMHCTBEHHBIM, a K cepenuHe 1960-x
TOI0OB OH IlepecTas ObITh U Ipeobiiazaro-
muM. Ha BegyIue II03UIIAN CO BpeMeHeM
BBIJIBUHYJICI MTHOU MeTOJ] — TBOPYECTBO I10
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3aKOHAaM PeBOJIIOIIMOHHOTO $OJIbKIIOPa, TO
eCThb CO3/laHKe HOBBIX, YUCTO KOMIIO3UTOP-
CKHUX 00pasIioB B JiyXe U CTUJIMCTHUKe 6oe-
BOU IIpOJIeTapCKOM IIeCeHHOCTH, 6e3 yTpa-
TBHI CEeMaHTHUKH KaHpa.

W BHOBE citefyeT oTMETUTH poJib /l. IToc-
TaKOBHYa, KOTOPHIH B CJIELYIOIEeM CBO-
éM IpousBeseHUU 0 PeBosroniuu — /iBe-
HaAaTo CUMGOHUU — BOCIIOJIB30BAJICA
TOJIBKO OJTHOM $pasoi, IPOIIUTUPOBAHHOM!
u3 Mesoguu «CMeJio, TOBapHUILY, B HOI'Y»,
B OCTaJIbHOM OIIMpasCh Ha COOCTBEHHBINU
aBTOPCKUU MaTepHas (0COOeHHO SIPKO 06-
PasHOCTb TAKOTO TUIIA IIpe/iCTaBJIeHa B Te-
MaTU3Me IJIaBHOU ITapTuu [ yacTn).

[To XxapaKTepy OTHOIIIEHUH C QOJIBKIIOP-
HBIMHU apXeTUIIaMU BO BHOBB CO3/laBaeMbIX
MeJIOJUSIX MOXKHO OTMETHUTH [IBe PasHo-
BUJIHOCTH.

B mepBoi1 (cBoero poza mmepexogHou OT
MeTO/la MHUITMAaTUBHOTO ITUTUPOBaHUSA)
elé OLIyTUMBI XOTd OBl OT/AaJIéHHBIE, HO
BCé ’Ke HelloCpe[CTBeHHbIe CBA3U C KOH-
KpeTHBIMHU 06pasljaMu IIpoJIeTapCKOM Ire-
CEHHOCTH (ZOIIyCTHUM, TeMaTusMm II yactu
cuMpoHUuU-opaTopuu A. CmasgaBeKKHa
«JIeHUH — cepjale 3eMJIU» HECOMHEHHO
OTTaJIKUBAaeTCs OT MHTOHAIIUU «Bapima-
BSHKH»).

Bo BTOpOM pasHOBUHOCTH, He 06HapY-
’KUBAIOIeN IOL0OHBIX CBSA3€M, BO3SMO>KHBI,
B CBOIO O4Yepe/ib, IBa I10-CBOEMY IIPOTHUBO-
II0JI0’KHBIX BApHUaHTa:

— C OJTHOM CTOPOHBI, CTPEMJIEHUE BBIS-
BUTH CaMyI0 CYTh, KOCTSIK, «COJIb» THIIUY-
HeHIlled pPUTMOUHTOHAIIMOHHOCTH IIpOoJIe-
TapCKOM IIeCHH, IIpe/ICTaBJIeHHOMN B Cy0JIH-
MHUPOBaHHOW, IUIaKaTHO BHIIIYKJIOU Gpopme
(ogHa u3 TeM IV yacTu cUMPOHUUYECKUX
KapTuH I'. dpuna «3ape HaBCTpeuy», 1. 62);

— C IPyro¥ CTOPOHBI, MaKCHUMaJIbHOE
oboralieHre obpasa, IpUBHECEHUE B HeTro
CYILI[eCTBEHHO HOBBIX KaueCTB, HaChII[eHUe
ero sIpKO MHAWBHUYAJbHBIMU IITPUXAMU
(06e Tembl CUMPOHHUYECKOI0 aHTpaKTa U3
ortepsl C. CIOHUMCKOT0 «BUpUHEN»).

B 11060M CBOEM IIpeIOMJIEHUU METO[
CBOOOHOTO TBOPYECTBA II0 3aKOHAM peBo-
JIIOITMOHHOIO QOJILKIOPA OIIPe/e/IUIIC I

COBpeMeHHOM MY3BIKH KaK HauboJiee ILI0-
LOTBOPHBIN U II€PCIIEKTUBHBINI.

PeBOJIIOITMOHHO-IIPOJIeTaPCKas IleCceH-
HOCTB CTaJla OCHOBOM, ITMTaTeJIbHOMN I10Y-
BOM paccMaTpUBaeMOI0 >XaHPOBO-CTHJIe-
BOro cj10s1. OTHAKO B ero paspaboTke KOM-
II03UTOPHI IIPOBUTAIUCH HE TOJIBKO ITyTEM
IIPSIMBIX, HEIIOCPeJCTBEHHBIX CBA3EH C
¢osBbKIOpPOM. BosbIoe, Xy0XKeCTBEHHO
CyIlleCTBEHHOE pPYCJI0 PeBOJHIMOHHOU
06pPa3HOCTU BO3HUKJIO U B 3HAUUTEJILHO
60Jiee KOCBEHHBIX, OII0CPeJOBaHHBIX OTHO-
IIeHUIX C paboyel I1eCeHHOCTHIO.

VMiMeHHO TaKas HeIlOCpeJCTBEHHOCTH
WUJIY, HAIIPpOTUB, OIIOCPeL0BaHHOCTDL CBS-
3ei ¢ QOJILKIIOPOM BO MHOI'OM OIIpejiesisieT
LIeJIBIM P II0C/Ief0BaTeIbHBIX pasIndyui
BHYTPH TaHHOTO THIIa 00pasHOCTH, Ha OC-
HOBe KOTOPBIX MO’KHO BBIZIEJIUTH CJIeYI0-
II1Me I1apbl KOHTPACTOB: IIeCEHHBIN — HH-
CTPYMeHTaJIbHBIM, MapllleBbI — BUXpe-
BOH, IOTEHITUAIbHbIA — KHHETHYEeCKUH.

Ecsu 06paTUTBHCA K IIEpBOM HU3 OTMe-
YeHHBIX I1ap, TO JIETKO YOeJUThCs, UTO IIe-
CEeHHBIN BU/J, KaK IIpaBUJIO, CBA3aH C IIPO-
JIeTapCKUM QOJILKJIOPOM IIPOYHO, IIPSIMO,
OTKPBITO U XapaKTepusyeTcs O60JIbIIEH
paceBHOCTHI0, U3BECTHOM IIPOCTOTOH II0-
IIeBOYHOI0 MaTepuasa, CTPOPUUHOCTHIO
dopMEI (B umciIe Haubojiee OTUETIUBBIX
00pas1ioB MO>KHO Ha3BaTh [lecHI0 pabouux
U3 1-i » 3-i KapTUH onepsl B. Mypaznenu
«OKTA0OpB»).

TeMaTHu3sMy UHCTPYMEHTAJIbHOIO THUIIA
IIPUCYIIU KECTKOCTh U 3a0CTPEHHOCTE PUT-
MOMHTOHAIIMOHHBIX OUepPTaHUM, YCJI0XK-
HEHHOCTb BCeX KOMIIOHEHTOB MY3BbIKaJb-
HOTO g3bIKa, aKTUBHOE TATOTeHUEe K YHCTO
paspaboTOYHBIM IIpUEMaM pas3BEpPTHIBA-
HUSL

Tak, B My3bIKe anu3o0fa LITypMa 3UM-
Hero u3 III yactu kaHTaATEl b. KpaBueHKO
«OKTSa6pbCKU BeTep» (C 11, 46), KaK 3TO I10-
CTOSIHHO ObIBaeT, pa3paboTOYHOCTh yKe B
paMKax 9KCIIO3UIIMOHHOTI0 U3JI0JKEeHU CTa-
HOBHUTCS He TOJIBKO $OpMO06pasyoIumM,
HO U COOGCTBEHHO TeM006pasyIoIlM IIPHUH-
ITAIIOM, ITOCKOJIbKY BCE 3/1eCh OCHOBaHO Ha
MHOTOIIOBTOPHOM QUKCAIINH (B PasIMYHBIX
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JIaJOTapMOHUYEeCKUX, aKTypPHBIX U THUHA-
MHUYEeCKUX YCI0BUAX) KPaTKOM Qppasbl-a/pa,
IIpe/cTaBJIEeHHOU B IBYX BapUaHTax — B 00-
JIMKe 9HEePIUYHOIO, BpalllaTeJIbHO-PacKpy-
YMBAIOIIerocsl, CTPeMUTEJIbHO B3MBIBAIO-
111er0 BBepX MOTUBaA (T. 1-4) U B BU/je HaIIps-
JKEHHO-IIPU3BIBHOM, IIOYTH IIPOH3UTEIbHOM
B CBOEU CUTHAJIbHOCTH PEIUIUKH (C T. 5).

MeXxy OTMe4YeHHBIMU KpauHUMH, SBHO
KOHTPaCTHBIMU BapHaHTaMHu (OTKPBITO
IIeCeHHBIN — U IIOJYEPKHYTO UHCTPYMEH-
TaJIbHBIM) pacrioiararoTcsa BCeBO3MOKHbBIE
IIPOME)XYTOUYHEIe MOJIeJId, B Pa3JIMYHBIX
IIPOIIOPIIUAX CUHTE3UPYIOIIHe YepThl 060-
UX THUIIOB.

IIpu 3TOM, €CTeCTBEHHO, Yallle BCTpeya-
I0TCS CJIy4ad, KOIZa B IIeCEHHYI0 OCHOBY
IIIMPOKO BHeEJpPsSeTCd UHCTPYMeHTaJlIbHOe
Hayasio (BO BCeX CBOUX IIPOSIBJIEHUSIX — OT
aPTUKYJIALIUH IO CTOJIb CBOMCTBEHHOTIO MY
IIOBBIIIIEHHOIO JUHAaMK3Ma), B pe3yjbTaTe
4ero IeceHHasl CTPyKTypa TpaHCOOPMUPY-
eTCs HaCTOJIbKO, YTO CTAaHOBUTCS aJallTH-
POBaHHOU K IIpaKTHUYeCKH JIt060U popme
CUM(QOHUYECKOTO0 Pa3BUTHI.

Crenyroas mapa «aHTUTEe3» PeBOJIIOIU-
OHHOM 00pa3HOCTH OITMPAETCs Ha IIPOTUBO-
CTOSTHHE MapIlleBOro ¥ BUXPEeBOI0 BU/IOB.

MapImeBbI¥ TUII IBUKEHUS BeIEéT CBOE
IIpsAMoOe IIPOUCXOXKIeHHe 0T 60eBOro pa-
6ouero ¢osibKIOpa U BhIpakaercd (IIpu
ZI0OCTaTOYHOM pPasHo00pasuu BHYTPEHHUX
Bapuanuil) B TBEPION, JUHAMUYHOM, «OT-
YyeKaHUBaIOIlle-IleyaTarolei» II0CTYIIH OC-
HOBHOM (aKTypHOM Macchl (IIpeKze BCero
eé 6acoBOM JIMHWUU) U B aKTUBHO pa3pabo-
TaHHOM ITYHKTUPHOU PUTMHKe MeJiofuye-
CKHUX I'0JIOCOB, HEPEJKO C IPOOHBIM, CTPEMHU-
TeJIbHO-HAaIIOPUCTHIM PUCYHKOM.

JIF060IIBITHO, UTO B COOTBETCTBUU C 00-
1I1eM TeHeHITHeH K 000TallleHUI0 U [eTaIu-
3aIlMU CPeJCTB BBIPAa3UTEILHOCTH, HAPAAY
C OTKPBITOM MapIleBOCTbI0, B MY3bIKe O
PeBoJtroriuy IIpuMepHoO ¢ cepefuHBI 1960-x
TOJIOB CTaJIH II0IBJIATHCA 06pasIiel U 60s1ee
TOHKO IIPeJIOMJIEHHOM MapllleBOCTH, B KO-
TOPOH «ITTaTrOBBIM» PUTM BOCIPOU3BOIUT-
Cs1 OIIOCPelOBAaHHO, CKOpee, B OT/Je/JIbHBIX
IITPUXAX.

B kauecTBe OJHOTO U3 IIOATBEpXe-
HUU MO>KHO IIPUBECTU OPKECTPOBYIO0 TEMY
IIT yactu kaHTaThl U. [IBeTKOBa «/[oporou
OTLI0B» (1I. 2), B KOTOPO¥ CUJIbHAas [10JIs Bya-
JIApyeTcsa B 4 TaKTax U3 8, a HeHaIl0JIHeH-
HBIMU «II1aTOBOCTBHI0» OCTAKTCA 17 MeTpHU-
4eCKUX OMeHUuM us 29.

C rmocTenneHHBIM pasBUTHEM HHCTPYMeH-
TaJIbHOU CTUXUU B PEBOJIOIIMOHHO-IIPOJIe-
TapCKOU 06pasHOCTU Ha BCE 60Jiee BULHOE
MeCTO BBIIBUTAJICI BUXPEBOU BUJ. B naH-
HOM 0003HaUeHUH II0JUEPKUBAETCS TO, UTO
TEMIIOPUTMHUYECKOU 0CO6EHHOCThI0 BUXpe-
BOT'0 BU/Ia ABJIIETCS He YeKaHHBIN Maplile-
BBIM I11aT, @ pasIn4YHble TUIIBI BUXpeobpas-
HOI'0 JBUJKEHUS.

Bepyiiasgs pasHOBUAHOCTL IIOJ00HOU
06pasHOCTH IIpe/icTaBJIsIeT COO0M CTpeMU-
TeJIbHBI PUTMHUYECKUH II0TOK TapaHTeJl-
JIBHOTO THUIIA C TPHUOJILHBIM KpYy>KeHHeM I10
TUILY «BOJIYKa» (0LHY U3 BapHalliii TaKOI0
BpalllaTeJbHOTO OypJieHUs NaéT HavaJlb-
Hadg TeMa | yacTtu KaHTAaTHI /[. TUXOMHpPOBa
«[';1aBHas yaumar).

Jlpyrasg pasHOBUJHOCThL OIIMpaeTcs Ha
OYHKTUPHYK PUTMUKY, IIOJJAHHYIO B He-
IIpepbIBHOM, 6€30CTaHOBOYHOM JBH>KEHUU
U Ype3BBIYANHO OBICTPOM TeMmire. [ITUpoKyro
OIIOPY Ha TPaKTOBaHHYI0 TaKUM 00pa3oM
IOYHKTUPHOCTH BCTpeuaeM B I[eJIOM psfe
3IMIHM30/I10B BOKAJIbHO-CUMPOHUUECKON dpe-
cku E. ToxmaH «bappukajabl» (IIepBbIA U3
HHUX — CII. 21).

MeHblilee pacIpoCcTpaHeHUe IIoJIyuynsIa
TpeThs Pa3HOBUHOCTb BUXPeBOM 06pa3Ho-
CTH, CBSI3aHHAas C TOKKaTHBIMU GOpPMaMHU.
O6pasoM I110f06HOI0 MOTOPHO-IIaCCa’KHO-
ro 6era MOYXHO CUMUTATh TeMaTHU3M IIapTUU
IBYX posjiey U yaapHbIX B V yacTu «lIlaTe-
TUYeCKOHU I103MBI» A. [leTpoBa.

OTMeueHHbIe BapHUaHThl PAa3HOBUHO-
CTe! (TpUoJbHAasg, NIYHKTUPHAs U TOKKAT-
Has) He U30JIUPOBAHBI OJHA OT JPYroN U
HepeaKO BBICTYIIAIOT B pasjU4YHBIX cOoUe-
TaHUgX. K mpuMepy, CMeIlltaHHbIN TUII BUX-
peBoOM 06Pa3HOCTU B OCHOBHOM TeMaTHU3Me
[ vactu /IBeHaaaTo cumdponuu /l. lllocra-
KOBHYA BO3HUKAET B pe3ysbTaTe COeHe-
HUS pe3KO IOAYEPKHYTHIX ITYHKTHUPHBIX
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PUTMOB, CTPEeMUTEIbHBIX TOKKAaTHHIX IBU-
JKeHUU U 6ypHBIX THUpaT.

CiiepyeT IpU3HATh, UTO IIPU BCell 06pas-
HO-XapaKTepHOM aBTOHOMHOCTH U CIIeIH-
GUUYHOCTU BUXPEBOTO BHU/IA B €T0 «IIOAII0Y-
Be» JIEXKUT Ta >Ke MapIlIeBOCThb, HE3PUMO
IIPOHU3BIBAIOIasd MY3bIKaJbHYI TKaHb
yalile BCero ABMKeHUeM 6aca (IIyCTh U «I11a-
raroiiero» Iopou B Upe3BbIYaliHO CTPeMHU-
TeJLHOM TEeMIIe).

CiiemoBaTesJIbHO, MapllIeBOCTL BO BCe-
BO3MOJKHBIX IIPeJIOMJIEHUSIX, B Pa3IMYHBIX
TEeMIIOPUTMUYECKUX BapHUaHTaX, OTKpPbITas
WJIV 3aByaIMpOBaHHas, BCera 0CTaéTcs Oc-
HOBOM, JIEUT)>KaHPOM PEeBOJIIOIMOHHOM 00-
pasHoCTU. TPyAHO IIepeolleHUTh 3HaUeHHe
9TOr0 IIOUCTUHE KPaeyroJabHOI0 KaMH JJI
paccMaTpyuBaeMOU CEMaHTUKHU.

VIMeHHO peBOJIIOIIMOHHAA MapIIIeBOCTE C
eé TMHaMWYHOW, 0OTUeKaHUBAIOIIe! I10CTY-
IIBIO SIBJIIETCS TJIaBHBIM paKTOPOM, Ilepe/ia-
IOIIIM YePThI II0JUEPKHYTOU COOPAHHOCTH,
IIOATSAHYTOCTH U 11eJIeyCTPEMIEHHOCTH, —
$aKTOpPOM, BO3BOIAIIUM CTUXUMHO-MacC-
COBOE Ha YPOBeHb KOJJIEKTUBUCTCKU-JIVC-
[UIIMHUPOBAHHOTO, IIOPOXKAAIOIUM B
KOHEYHOM CYéTe TO OIIyIlleHrue OpraHuso-
BaHHOCTH, KOTOpOe OBLJIO CTOJIb IIPUCYIIle
IIpoJieTapyuaTy U He IIOKUJAJIO0 ero Jake B
KaTacTpoUUeCKUX CUTYaIIUIX, CIIOCOOHBIX
BBI3BAaTh IIaHUKY, pasbpof, Xaoc B IPYIrUx
COIMAJILHBIX IPYIIIaX.

XapaKTepHa B 3TOM CMBICJIe CypOBasd,
«HaCyIJIEHHasi» PeIlWMOCTh MapllleBOH
IoCcTyIu paboyero kiacca B [TucbMe 1siToM
u3 KaHTaTkel JI. basag «Poccuda rmuiet Miabu-
4ay», CHOKeT KOTOPOTO CBA3aH C paHeHHeM
JleHuHa.

3[ech Ke YMeCTHO 3aMeTHUTh, UYTO YCH-
JIEHUIO OLIyIlleHUsI OPTaHHU30BaHHOCTU B
OIIpe[le/IEHHOM CTeIleHU CIAYKUT U Xapak-
TepPHEeMNIIUN 119 PeBOJIIOIIMOHHOU 06pas-
HOCTHU QaKTYpHBIN IIPUEM MeJIOAUYECKOT0
pasBépTHIBAHUS IeIIOYKaMHU I1apaJijiesib-
HBIX TePIIHM.

[TpuuémM naHHAag TeHJeHIUs HallpaBJie-
Ha yallle BCero He K TepIi0BOCTH BOOOIIe, a
K JBIDKEHUI0 MaJIbIMU TEPIIUAMU, U B 3TOMU
HauboJiee TeCHOM, CXKaTOM, YIIJIOTHEHHOMN

HHTepBaJIuKe JHOOIBITHEIM 00pasoM OT-
parkaeTcs ITOAYEPKHYTO KOJJIEKTUBUCTCKAs
IIPUPOJA IIPOJIeTAPCKUX e CTBOBAHUMH, TH-
TOTeHHe K IIpe/ieIbHOM COOPaHHOCTH, MOHO-
JIUTHOCTH (OfHO U3 MHOT'OYHMCJIEHHBIX IIPO-
SIBJIEHU I10/J00HOM HaIlpaBJIeHHOCTH IIpeJl-
CTaBJIeHO B BOKAaJIbHO-CUM(OHUUYECKOU
¢pecke E. ['oxmaH «bappHUKaabl», I1. 26).

VMIMeHHO B CHJIy OpTaHU30BaHHOCTH CO-
IIMaJIbHO-MaCCOBOI0 II0TOKA PeBOJIIOITUOH-
Hasg 00pasHOCTb C HAaWOOJIbIIIEN KOHIIEH-
TPUPOBAHHOCTEIO U I1eJIeyCTPEeMIEHHOCTBIO
repesaér s3Hepru KOHQPIUKTHO-IpaMaTH-
YyeCKHUX IIpeofoJsieHu#. Ho B caMou 3ToH
9HEPIUU 0TYETIMBO Pa3InvaroTCs [Ba KOH-
TPaCTHBIX IIPOSIBJIEHUS, KOTOPBIE BBIIIIE yoKe
OBLIH YCJIOBHO 0003HAUeHBI KaK IIOTEeHIU-
aJIbHBIA U KUHEeTUYECKUH.

B cBOEM IIOTeHIIMAaJILHOM poOjJie TakKas
9Heprus OOBIKHOBEHHO IIpe/iCTaBJIeHa B
IBYX OCHOBHBIX Pa3HOBUHOCTSX.

[TepBast U3 HUX HOCUT IIPU3BIBHO-aruTa-
IIUOHHBIN XapaKTep, BhIpakaeT cebs B OT-
KpPBITO ITyOJIMIMCTUYECKOM HACTPOEHHOCTH
C COOTBETCTBYIOIIIMMH I1aTeTUKO-[eKIaMa-
IJMOHHBIMU 000pOTaMHU, C MY3bIKaJIbHbIM
BOCCO3JJaHWEeM CTUXUU SHEPTUUYHBIX Opa-
TOPCKUX )KeCTOB, BO30YKIEHHBIX KINYel U
BO3IJIACOB, ¥ YaCTO OIIMPAETCSa Ha CUTHAJIb-
HYI0 MTHTOHAIIMOHHOCTB BOOOIIEe U paHpap-
HYI0 B YaCTHOCTH.

BriosiHe TUIIMYHO IOA00HasA aTMocde-
pa saleuaTsieHa B YIIOMHHAaBIIIEMCI yXKe
TeMe U3 IV yacTu CMMPOHUUYECKUX KapTHUH
I'. dpuga «3ape HaBCcTpeuy» (11. 62): MeJio-
OUYeCKUH pesbe¢d HAIIOJHEH aKTUBHBIMU
OpockaMHU BBepX BHayaJle Ha OKTaBy, a 3a-
TeM U Ha [eI[UMy, [IPU3BIBHOCTD II0{YEPK-
HyTa HaCTOMYUBBLIMU IIOBTOpPaMHU OJHO-
TUITHOM ¢paskl, B KOTOPOM II0UTU OCsA3ae-
MO IIPOCJIYyIIUBaeTCs KIU4d «Bcmasatime!
Bcmasaiime!», BO BCEM OIIYTUM TOPSYUN
3alaJi, HacTylnaTeJbHBIU TOH, MATeXHas
CTPaCTHOCTE.

BTopas pasHOBUAHOCTE IIOTEHITHAIBEHOMN
9HEPIUU IIPOsIBJIILeT cebsd BO BCIKOIO Poja
LIeCTBUAX, Yepe3 PUTMBI KOTOPBIX IIepesia-
éTcsa cobrpaHe PeBOIIOIIMOHHBIX CHJI MU
pafocTHad II0CTYNb II00eIUBIIIEr0 Hapo/ia,
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HO Yallle BCero — HacTyIlaTeJbHOe IBIKe-
HHe BOCCTaBIIIHUX MacC, UX YCTPEeMJIEHHOCTD
K pPelIuTeJIbHBIM J[eAICTBUSIM.

OueHB XapaKTEePHO 3TOT MOT'YYHI HAIIOP
OpPTraHM30BaHHOM IIPOJIETAPCKON IHEPIUH,
eé TOTOBHOCTh, COOPaHHOCTH U PEIIUMOCTh
BOCCO3/IaHbI B X0pe «CMmesiel, Apy3bsi» U3
nukia A. Jlerckoro «1905 roa», rie B Cypo-
BBIX MaplleBO-TUMHUYECKUX 3BYYaHUAX
IIOIBEMHO-JIyYe3apHOI0 CKJIaZja BhIpakeH
TOpAYUl 9HTY3Ha3M, aKTUBHOe CTpeMJIeHHe
BIIepéJ, HaBCTpeuy COIlHaJIbHBIM OUTBaM.

/IBe oTMeueHHBIe PasHOBUIHOCTHU IIO-
TeHITUaJIbHOM 9HEePTUU UMEeIOT MeX/1y COo-
6011 HeMaJIo OOITUX CTUJIEBBIX UepT, Hejla-
POM HX IIPU3HAKKU YaCTO U COBEPIIEHHO
CBOOOJHO COEJUHAIOTCA B Pas/IMYHBIX CO-
JeTaHUIX.

CkaxkeM, B JIei'TTeMe IIPHU3bIBa U3 OIlePhI
B. VcrieHckoro «MHTepBeHITUA» (MCXOLHOE
IosIBJIeHME B 1-U KapTUHE, I1. 27) B IIOJIHOM
Mepe BBISBJIEHO aruTallMOHHOe Hayvaso (B
OTKPBITO OPaTOPCKOM CTPO€e MEJIOJUKHU C
UHTEeHCHUBHeUIlIer 0TPpaboTKOU HMHTOHA-
MY KBApThI), U OTHOBPEMEHHO B MY3BIKe
C HeMeHbIIIeHr CUJION BOILIOIIEH YX HACTY-
I1aTeJIbHOIO I1eCTBUS — B UeKaHHBIX ITYHK-
THUPHBIX PUTMAaX BEPXHUX I0JI0COB, B HAIIO-
PHCTO-3KCIIAaHCUBHOM [JBHJ)KEeHUU 6aca, B
00111eM XapaKTepe YBepeHHOM, CMeJIod U
pelrTeIbHOM IT0CTYIIH.

B HeKOTOpOM OTHAJIEHUU OT OCHOBHOM
JIMHUU II0OTEHIIHAJIbHOU 3HEPIUU CTOAT
ocobble 06paskl, CBSI3aHHbIE C 0OPUCOBKOMI
COCTOSAHUM 3aTaéHHOCTH, HACTOPOXKEHHBIX
O0’KUJAHUM, CBOET0 poJia HAIIPSKEHHBIX
BIJIABIBAHUN-BCIAYIIMBAHUU B THUIIHUHY
HeBeJIoMoro0. Takoe 6e3MOJIBHE II0UTH BCeT-
Ila obopaumrBaeTcs BIIOCIeCTBUHU IpaMaTH-
YeCKHMMHU B3PbIBaMU, BCIIBIIIIKAMU OyPHOMU
KOH(JIUKTHOCTH.

Ecyii moTeHIIMaJIbHBIA BUJT PEBOJIIOIIU-
OHHOM 00pa3HOCTU 6asupyeTcs, Kak IIpaBU-
JIO, Ha IIeCeHHOM U MapllleBON pasHOBU/-
HOCTAX, TO KHHETUYECKHUU BUJI BCEU CBOEU
IIPUPOJOHU IIpeApacIiooKeH IIpesKzie Bce-
Ir0 K UHCTPYMEeHTaJbHOMY U BUXPEeBOMY
TUIIaM ABM>KeHUs. TOJIBKO C UX IIOMOIIbIO
yAaéTca B II0JTHOM Mepe BOIUIOTUTE I1agoc

MOTYYMX BCEHAaPOHBIX IIPEO/0JIeHUH, ILIa-
MeHHOe OyllleBaHte PeBOJIIOIMOHHON OUT-
BB, IIpeJieJIbHOe HalIpshKeHHe 6eCKOMIIPO-
MU CCHOTO COIHaJIbHOIO0 IIPOTUBOOOPCTBA.

JdTa sHeprUsa OTKPLITOM, HEIIOCPe I CTBEH-
HOM KOHQJIUKTHOCTH pPaCKpbIBaeTCs yepes
COOTBETCTBYIOIIINM KOMILIEKC BhIpa3UTesIb-
HBIX CPeJCTB:

— 0060CTPEHHBIH, TUX0PASL0YHO-BO30YXK-
OEHHBI PUTMOUWHTOHAIIMOHHBIN CTPOH
C IIOIIeBKaMHU JeKJaMalluOHHO-peuYeBOro
MJIY CUTHAJIbHOTO CKJIaJIa;

— MOOMJIBHOCTE JIaZ0TapMOHUYECKOM
CTOPOHBI, HeIIpepbEIBHO MOZYJIUPYIOIUMI
TOHAJIbHBIN IIJIaH, TATOTeHHE KO BCIKOI0
poza anbTepariiOHHBIM TPaHCYOPMALIHIM;

— IIOJUYEPKHYTO AUHAMHUYHasg paKTypa,
00JIMK KOTOPOH OIIpeiesIieTcs, C OHOU CTO-
POHBI, IIOBBIIIIEHHON UMITYJIbCUBHOCTBIO, a
C IpyTox — 06HaKEHHOM QUKcaIlMel KIIto-
4eBBIX 000POTOB U TATOTEHHEM K OpCH-
POBaHHBIM II0 aKIIeHTHOCTHU OCTUHATHBIM
puTMamMm;

— IIUPOKOe HCII0JIb30BaHUE IIPHUEMOB
6aTaJbHON 3BYKOIIMCH, IIePBOCTEIIEHHOE
MeCTO IIPH 3TOM OTBOJUTCA YAApPHBIM HH-
CTpyMeHTaM (IJlyXue «3ajIlbl» HU3KUX
yAapHBIX, CTpOYalliie «04yepesu» MaJIbIX
6apabaHOB U T. I1.);

— IApaMaTyprus B I1eJIOM CKJIa/JbIBaeTcs
U3 psAZia HapacTalollX BOJIH C HEYKJIOHHBI-
MU PerucTpoBBIMHU, GaKTYPHBIMU U [HHa-
MUYECKHMU HarHEeTaHUSIMHU, CO BCE 60JIb-
1M 060CTpeHneM ipaMaTU3Ma, 4To, BMe-
CTe B34TOe, IIPOJIBUTaeT 3ByKOBOM IIOTOK K
pelarIe KyJbMHUHAITUH.

[TogoOHBIE «CIleHBI 60PBLOBI» CO3/IaBa-
JIUCh Ha BCEM IIPOTSOKeHUU pasBUTUA
UCTOPUKO-PEBOJIIOITMOHHON MY3BIKU. Cpe-
oY HauboJjlee IPKUX IIPUMepOB — GUHAJ
cuMboHuU-KaHTaThl C. JTrogkeBuya «Kas-
Kas3» (1913), Iyactp IllecToit cuMPpoHUU
H. MsackoBckoro (1923), VI yacte «KaHTa-
ThI K XX-s1eturo OKTsa6psi» C. [IpokodreBa
(1936), puHan OprHHAAATON CUMPOHUU
(1957) u I yacte [BeHaanaroi (1961) . Io-
crakoBuua, VIII vacTte opaTopuu A. JleMa-
Ha «ATJaHTBD» (1966), KyIbMUHAITUOHHbIE
paszessl onepsl M. KapMUHCKOro «/[ecaTh
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OHeM» (1970), BoKaJIbHO-CUM(OHUYECKAs
¢pecka E. l'oxmaH «bappukazasi» (1977).

OZHUM K3 CaMbIX BIIeYATJISKOIIUX BO-
IJIOIIeHUN KUHEeTUUYEeCKU PacKphIBaloIen
cebd 9HepPIHMU PEeBOJIIOIIMOHHOTO JBHXKe-
Hud saBiisieTcd 11 yacThb ecaToit cuMpoHUU
. llocTakoBUYa. /IJI1 KpaTKOCTH OTpPaHU-
YHMCS paCCMOTPEHHEM 3KCIIO3HUIJMOHHOIO
IIpOBeleHUsI OCHOBHOM TEeMBI.

E€ Ba’KHeHIIIUM KOMIIOHEHTOM CTaHO-
BUTCA QaKTypHas TKaHb, C CAMOT0 HavaJa
ropaskarlass HeoObIYaiHOM BO30OY K EH-
HOCTBI0 U CTPEMHUTEIBHOCTHIO TEMIIOPUTMA
(rrostoBUHHAA = 116, IIpU TOM UTO CYETHOU
eJUHUIIeN Ha CaMOM [iesle SIBJISIETCS 4YeT-
BEPTBH, IIpe/iCTaBJIeHHAas IIPEUMYII[eCTBEHHO
IBIDKeHHEeM BOCBMBIX U IIIeCTHAAIATHIX).

B puTMHYecKOM opraHuUsaliuu II0L4Ep-
KHYTHI UCKJIIUUTEIbHas COOpaHHOCTS, CO-
CPe0TOYeHHOCTh ¥ HaCTyIlaTeJbHBINA U-
HaMHK3M 3BYKOBOIO IIOTOKa. B yacTHOCTH
9TOT JUHAMU3M CBg3aH C aKIleHTyaljueun
c/1ab01 [0JIH, B pe3yIbTaTe Yero JOII0IHU-
TeJIbHO YCUIMBAETCsI UHTEHCUBHOCTE IHEp-
reTUYeCKOoro IIy4JkKa.

[IpepacrosI0KeHHOCTh K PasBUTHUIO,
MOOMJIBHOCTH, 9KCIIaHCUH 3aJI0’KeHa U B Ca-
MOM TOHHUKAa/JIBLHOCTH C €€ ITI0CTOSTHHOM OII0-
pOi1 Ha CypoOBO U JpaMaTUYHO 3ByYalllui
TOHUUYECKUU CeKCTaKKopn b moll. Camblit
CYLLleCTBeHHBIN 3j1eMeHT paKTyphbl — KpaT-
KUM TPEX3BYUYHBIU «MOTUB IIPEOI0JIEHUSA».

Karkmasg U3 TpéxX 3BYKOBBIX JIMHUM ero
HaCTylaTeJbHO-«CTPeslleli» aKKOpIU-
KU (11eriouka b—c—-A) BHOCHUT B 00IIyI0 9HED-
THIO IIPE0/I0JIEHUS CBOX0 I'PaHb: HUKHUM I'o-
JIoC (Ha CTYIIeHIX MeJIOAUYeCKOro MHUHOpa
fa-solb-la%) — oco6yro HAITOPUCTOCTh, UPE3-
BBIUAMHYI HACTOMYUBOCTD; CpefHUU (B
00bEéMe TOHUYECKOU TepIuu Sib—do—reb) —
CyMpaYyHO-ApaMaTUYeCKYI0 3KCIIPEeCCHUIO;
BepXHUH (C HOHM)XEeHHOW KBUHTOU Jiazia
reb—mib—mil = fab) — mipeneIbHYIO, ITOUTH
00JIe3HEeHHYI0 HAaIIPSOKEHHOCTD.

XapakTep JaHHOIO0 MOTHBAa OIIpefiesisieT
ero B POJIM aKTHUBHEWUIIIero CTUMYJIa JJId
pasBéPTHIBAHUA COIIMAIBLHOIO KOHPJIUKTA,
B QYHKIIMM JUHaMUUYHEHIero UMITyJIbCa,
KOTOPBIM 000CTpsAeT HaKaJl IIPOUCXOLAIIe-

I'0 ¥ HeIIPePBIBHO IIOATAJIKUBAET JelCTBUe
BIIepén. MesiofuyecKast JIMHUA TeMBbI I10[-
Lep>XUBaeT U pasBUBaeT HaIIpsKEHHeU-
IIWY TUHaMU3M QaKTYpPHOM! TKaHU.

Eé nBryKeHHe BBICTPOEHO 110 IIPUHITHITY
pacKpy4uBaroleiics IIpy>KUHBL: BHaYaIe —
BpalllaTeJIbHOE pacllaThIBaHUE YCTOeB (Ha
IIPOTSDKeHUU 14 TaKTOB MeJIOAUs II0CTe-
IIEHHO 3aBOEBHIBAET HOBBIE Y HOBBIE «ILIall-
napmel» — III, IV, IV#, V) 1 3TUM KakK OBl
HaKoOIlJIEHVe B3pbIBUATOMU dHEePIUH, 3aTeM
(Cc M. 72) — pes3Kas BCIIBIIIIKA aKTUBHOCTH,
BBIpa’kKeHHas B CTPeMUTEILHOM B3JIETE OT
solb BTOpOM OKTaBHI K SOlb 4eTBEPTOH, a I10-
CJIe 3aBeplIaroleil «pacKayKu» — I0CIe]-
HUU OpPOCOK-JOCTUTaHUe «BBICIIEeH» TOHU-
KU Sib YeTBEPTOU OKTABBHI.

JTO IlesleyCTPeMJIEHHOE U HaIIPSKEH-
Hellllee IIpeojiojieBarolllee BOCXOXKAeHME
B MaclITabax TPEXOKTaBHOIO gUalasoHa
HaXOJUT OTpa’keHUe U B JIaJJONHTOHAI[UOH-
HOM cdepe (HEYKJIOHHOE «pa3sMaTbIBaHUE»
3BYKOBOTIO IIy4Ka C aJbTepaljiOHHBIM Ba-
PHUpPOBaHUEM CTyIIeHeH mib—mib, solb—solb,
lab-laf), a eTo BUXPEBOM, «IITKBAJIbHBIM» TyX
BOILIOII[aeTCs B IIPOH3UTEJIbHBIX TeMbpax
«cBUCTAIUX» Fiati, npu4yéM 3ByUallasi B
KOHIIe lepuoja (11. 73) ocTpasi ¥ cyxas Ipobb
MaJsioro 6apabaHa BHOCUT OTKPBITO 6aTasb-
HBIH OTTEHOK, HAaIIOMHUHasA B CBOEH SAPKOH
1300pa3UTeIbHOCTH «TPECK ITYJIEMETOBY.

B uTore poskaeTcs KapTUHa PeBOJIIOIIH-
OHHOTO IIITypMa, OCHOBAaHHOIO Ha Macco-
BO-KOJIJIEKTUBHOM IIOPBIBe BBICOYAMIIEH
aKTUBHOCTU U IIPOHU3aHHOI'0 HeCpaBHEH-
HBIM I1a$0COM HUCIIPOBEPIKEHUS.

BosBpainasck K 0611IUM HaOJII0JeHUSIM,
He00X0JUMO OTMEeTHUTE CJIe/iyIollee: [I0TeH-
[THaJIbHBIU U KUHETUYeCKUU BU/bI PEBOJIIO-
IIMOHHOM 00pa3HOCTU TaK WU MHaye CBi-
3aHBI MeXXy CO00M, II03TOMY eCTeCTBEHHO,
4TO BCE IIPOCTPAHCTBO OT CYr'y00 IIOTEHIU-
aJIbHBIX COCTOSHUM [0 paUKaJbHO KUHe-
THUYEeCKUX 3aII0JIHEHO BCIKOT0 POZia IIpoMe-
JKYTOYHBIMH Pa3sHOBUAHOCTSIMU.

MHoOrMe U3 Cpe/iCTB BhIPa3UTEJIbHOCTH,
XapakTepHble I IIOTeHIUaJIbHOU JIHep-
I'UH, B pesysbTaTe 00Ie¥ aKTUBU3AIUU U
0C00eHHO 6Jiarofaps yCUIeHUIO YepT II03U-
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TUBHOM 3KCIIaHCUBHOCTU IPUOOPETAIOT KU-
HeTHUYeCKoe KauecTBo. EIllé BayKHee To, YTO
B paMKaxX pasBépHYTOIO II0BECTBOBAHUA
9TH JIBa BUJja PEBOJIIOITMIOHHON 00pa3HOCTH
OKasbIBalOTCS OJJUHAKOBO HEOOXOIUMBIMHU,
B PaBHOM CTeIleHU B3aUMO/I0IIOTHAOIIIMMH.

XpecTOMaTUUHBIA IIpUMep TaKoro Ire-
pemieTeHusa faét puHanm OMHHAAIIATOMN
cuMpoHuu IllocTakoBHUYa U B YaCTHOCTHU
ero HauaJIbHBIN paszell. [lutupyemasd 31echb
nepBasg ¢pasa Mmesonuu «becHylTech, TU-
paHbBIl» HHTOHUPYETCI MOHOJIUTHBIM YHHU-
COHOM OTKPBITO 3ByUalllel MeJIH C IIpe/iesib-
HOM OCTPOTOM Y UeKaHHOCTBIO U C MOIITHOM
aKlleHTyaljueil CHHKOIIMPOBAaHHBIX OKOH-
yaHUuU. VCKIrUnUTeIbHasE KOHIIeHTpaliusa
3THUX CpeJCTB II03BOJISIET C TeaTpaibHOMU
3pPUMOCTBIO IlepelaTh IJIaMeHHBIN nadoc
IyOJIUIMCTUYECKOr0 obpaleHus, KaTero-
PUYHOCTE IPU3BIBHBIX II0BEJIEHUM, CJIOBHO
OBI yKa3yHOIIUX IIyTh PeBOJIIOIITUOHHOMY 3H-
Ty3uasMmy.

W xaxnpli pas (BrepBble C IT. 122) 0HHU
BBI3BIBAIOT KaK HEIIPeJ0KHYI HeoO0X0Iu-
MOCTb OYpHOe IYHKTUPHO-BUXpPeBOe JBU-
JKeHHe OPKeCTPOBBIX MacCC, IIOJIHOE B3PHIB-
YaTOCTH U aTaKyHIero fTMHaMu3Ma, IIpo-
HHU3aHHOe yXOM 6eCKOMIIPOMUCCHOCTH U
repoOrYeCcKoro caMooTpeueHus. Tak B3au-
MOJIeUCTBUE KJII0UeBOU JieUTdpassl C I10-
CJIeAYIOIIMMHU BCIILIIIIKAaMU Ype3BbIYauHOMU
aKTUBHOCTHU OTpa’kaeT «II0TeHI[UaIbHO-KU-
HeTUUYECKYI0» JUaJIeKTUKY: IIPU3BIB — Jeii-
CTBUE.

[Tokastyii, c HauboJIbIlel SpKOCTHIO TUa-
JIEKTUYHOCTD, IIPUCYIIIas PeBOJIFOITUOHHOMU
00pasHOCTH, PaCKphIBAETCS B COIIPSLKEHUU
TaKUX, Ka3ajaoCh OB, HECOBMECTUMBIX 00-
pasHBIX XapaKTepPUCTUK, KaK I'HeBHas Ha-
CTPOEHHOCTB U AyX JIy4e3apHOCTH, KOTOpbIe
B CHCTeMe paccMaTpUBaeMOU CeMaHTUKU
npezacTarT (IpU BHeEIIHeU IapajoKcab-
HOCTH) He B3aMMOMCKJIIOUYAIOIIMMY, a B3a-
HUMO/IOIIOJIHSAIOIIMMH CYIITHOCTSIMU, 06pasy-
IOIIUMHU OpTaHUYHOE eIUHCTBO.

JlocToBepHOe, IpaBABOe BOCCO3LaHUe
PEeBOJIIOITMOHHOM CTUXUU HEOTHEJIUMO OT
BBIpa’keHMs HaCTPOEHUU HapOJHOI'0 THEBA,
COITMaJIbHOM HEHABUCTH, «C8MOU 3/100b1».

HMHaue ¥ He MOXKeT OBITh, IIOCKOJILKY pe-
BOJIIOIIMOHHAs [1eliICTBEHHOCTb — 3TO BBIC-
llee BhIpa’keHUe COIIMAJIbLHOTO IIPOTeCTa,
a BOCCTaHUe — Heu30eXHOe HaCHUIHe Hall
HaCHJIMeM: MO>KHO HaIIOMHUTD JIECHUHCKUH
Te3uc «Pegosirouus ecms goliHa» [5, c. 212].

[ToaToMy THeBHAasl HACTPOEHHOCTD SIBJISA-
eTCs BaKHeUIIel IpaHblo 00I[ero ToHyca
PEeBOIIOIIMOHHON 060Pa3HOCTH, pacKphIBa-
ACh B TaKUX KayeCTBaX, Kak IIpeJesbHas
CypPOBOCTh, «HACYILJIEHHOCTb», CyMpadu-
HOCTBH KOJIOPHUTA, XapaKTep OTKPBLITOIO U
IeICTBEHHOI'0 BO3MYII[eHUs, HETOJ0BaHU,
IIePeXO0/IAIIero B IIpe/ie/IbHBIX CBOUX IIPOSIB-
JIEHUSIX B IPOCTHOE 0’KeCTOUeHUe U laKe B
HEUCTOBCTBO HEIIPUMUPUMOU 60PHOBL.

B cyMMe BhIpasuUTeJILHBIX CPesiCTB, Gpop-
MUPYIOIUX AyX THEBHOM HAaCTPOEHHOCTH,
eZlBa JIU He CaMbIM IIprMeyYaTe/IbHBIM SIBJIS-
eTcd JlafioobpasoBaHue. ETo XxapaKTepHBIN
00JIMK IIpe’KJe BCero OIIpejessieTCs CTpeM-
JIeHHeM KO BCAKOI'0 pojia MUHOPHBIM JIa/laM
C IIOHM)KEeHUEM pPas3IMYHBIX cTyneHen (II,
IV, V ¥ oiuH K3 BaKHEUIIIUX UHIUKATO-
POB PEBOIIOITUOHHOM 06pasHocTU — VIIIb).
B mpepmesibHOM BBIpa’keHUU 3Ta TeHJIeH-
Vs BeET K YMEHBIIEHHBIM JiaJlaM THIIa
«TOH — IIOJIyTOH» HUJIN «II0JIyTOH — TOH».

YMeHBIIIEHHEIE JIa/ibl HACTOJIBKO aKTHUB-
HBI, UTO HepeaKOo BHITECHAIT IIPUBBIYHEIE
CO3BYYUS U B TOHUYECKOM QYHKIIUH, 3a-
KpeIuIsisd TOHUKAJIbHOCTh, OCHOBAaHHYIO Ha
YMEHBIIEHHBIX TPE3BYUYUAX U CEIITaKKOP-
nax. Hakonerr, o0Iiee TATOTeHUE K YMeHb-
IIIEHHOM JIaIOBOCTU BO3/EMCTBYET Ja’ke Ha
X0, MOZYJIAIIMOHHBIX IIPOIIeCCOB, KOTOPEIe
Yalrie BCero IIpoTeKarT I10 IMHUH MaJIoTep-
IJ0BOTO BOCXOXKJeHUs B KPYT'y MUHOPHBIX
TOHaJIbHOCTeM. OTHO U3 3aKOHUEHHBIX BhI-
Pa’keHHUH TaKOorIo JIaZ0TOHAJIBLHOIO [IBHIKe-
HUA BcTpeuaeM B «bappukazgax» E. 'oxMmaH,
I7le B OPKeCTPOBOM 3I1r30/e I1. 30 BO3HUKa-
eT I[eIl0YKa C—es—fis—a—c—es.

PasymMmeeTcsl, HCKOMBIA 3¢ deKT I1107106-
HbIe JIaloo0pa3oBaHUs NAKT B YCIOBUAX
UHTOHAIIMOHHOI0 KOHTEKCTa, BOCXOAAIIe-
r'0 K MapIIIeBOH IIpoJIeTapCKOU IIeCEHHOCTH.
ToT >ke KOHTEKCT oIlpeiesifeT «PeBOJIIOIIH-
OHHBIEe» OUePTaHU U BCeX IPYIUX IlapaMe-
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TPOB, B TOM YMCJI€ [JIABHOI'O U3 HUX, CBSA3aH-
HOTO CO CTUXUEeN KOHPJIUKTHOMN IHEPIUMU.

[Tpu BCcer aKTUBHOCTH HaCTPOEHUM I'He-
Ba, IIPOTeCTa, HEeroJ0BaHus, IIPU HCKJIIIO-
YUTEJBbHON CHUJIe HANPsDKeHUS COIUalb-
HOI'0 IIPOTUBOOOPCTBA, PEBOJIIOIIMOHHOMN
00pasHOCTHU HEeM3MEeHHO COIIYTCTBYET AyX
JIy4e3apHOCTH, OIIpefiessieMblil HeO[0JIU-
MBIM yCTpeMJIEHHeM B IpsAAyllee, HeIo-
K0JIEOMMOM Bepol B HEU30eXHYI0 I100eny
COIIMAJILHOM CIIpaBeJIMBOCTU. JTa sIpKas
IeMCTBeHHO-OIITUMHUCTHUYECKasE Kpacka
HepeaKo IIPUCYTCTBYET Kak ObI B ITTyOMHAaX
OypJIAIIUX OCTPOApPaMaTUUYeCKUX IIPoIlec-
COB, IIOZICITYZHO OCBelllas Ux.

Taxk, Bo [l yactu Jlecaroit cumdporud Iloc-
TaKOBUYA JIMHUSA CBETJIBIX YTBEPKIeHUN
BBIpacTaeT, KaK U3 3epHa, OT BEPIIUHHOIO
A dur B «MOTHBe IIPEO0/I0JIEHU» U IIOCTOSIH-
HO BbICBeuMrBaeT ra$poc 60pb0bI MHOTOKPAT-
HBIM BKJIKYeHHeM Ma)XOpHOH Cyb6IoMHU-
HaHTBHI, a TAKKe KOJIOPUPOBAHUEM IleII0UeK
IPYIUX Ma’KOPHBIX TPe3BYYUH (K IIpUMepY,
B 30He I1. 77 TIociiegoBaHue Es—F-Ges, 3aTeM
As—-B-Cis-Des-D-C-D-Es, a 1iepep, 11. 79
XpoMaTHUYeCcKoe BOCXOXK/IeHHe Ma>KOPHBIX
KBapTCEKCTaKKOP/0B B 06 bEMe I10JTHOM OK-
TaBBbl).

Yalge BCero BCHBIIIKY JIy4e3apHOCTHU
BO3HUKAKT Ha I'PeOHAX-KYJIbMUHAIIUAX
II0TOKA KOHQJIMKTHO-IpaMaTUYeCKUX IIpe-
ofosieHHH. OUeHb II0Kas3aTeJbHEl B 3TOM
OTHOIIIEHUH [IBA aHAJIOTMYHBIX 3IIK30/1a U3
¢éuHasa OpuHHaAaTo cuMponuu Iloc-
TakoBHuua (11. 134-135 u 136-137), rae Ha-
IIpsOKeHUe SPOCTHBIX IeMICTBOBaHUM B X07[e
KOJIOCCAJIbHOTO HapacTaHUs, COIIPOBOXK/ae-
MOTO IIpefieJIbHBIM, [I0UTH KpUJalliiM I1a-
¢docom, IIpopriBaeTCd K OTHEHHOM, BOCTOP-
JKeHHO KJIOKOUYyIllel, THMHUYeCKU-arode-
03HOM Kpacke F dur.

[IpAMOM KOHTaAKT BBICOKOTO HaKaJja Cy-
POBBIX OUTB PeBOJIIOITUU C OIYIEeHUAMU
PafOCTHOM JIy4e3apHOCTH IIOPOLHJ U B
aTOU cdepe crerudpmyeckoe yagoobpaso-
BaHUE B BUJIe IOMHUHAHTOBOTO Jaza ¢ VIIIb.
dparmeHT U3 I vacTu KaHTaTHI 10. KopHaKo-
Ba «IlecHu 06 Uibuue» (11. 4) TaéT OTUYETIIH-
BOe IIpeJicTaBJIeHHe 00 UCKIIUYUTEIbHOM

HaTsOKeHUU 9HEPTUU IIpeooIeHUs (C KyJIb-
MUHalel B HeMCTOBOM UEeThIPEXKPATHOM
IOCTUTaHUU aKKOP/a-BePIIUHEI la +fa+lab),
BBICTYIIAKOIIEN B HEPasphbIBHOM COUJIEHe-
HUU CO CBETOHOCHOM I106eTHOCTHIO (3aMBbI-
KaHUe UCXOJHBIX U 3aBepIIaIUuX IyH-
KTOB Tpe3ByuueM A dur).

Hapspy ¢ pacCMOTpeHHBIM TUIIOM 06pas-
HOCTH, BOCXOJIIITUM K 60eBOMYy paboueMy
GOJILKIIOPY, Pa3BUBAJIUCh U TaKHe, KOTO-
pble oIIUpaaIuch Ha UHYI0 KaHPOBO-UHTO-
HaIMOHHYIO0 I10YBY. OUH U3 HUX OBLI 00-
paléH K 06pHUCOBKe MIATEXKHO-0YHTapCKUX
HacTpoeHUH. Ero Ba)kHeMIre 0CoO0eHHO-
CTH OIIpeJesIII0TCS BBIIBUKEeHHEM Ha Iie-
pesHui IyIaH MOTUBOB BBhI30Ba U IIPOTUB-
JIeHUs, pacKpbrITHeM 06pa3oB BOJIbHUIILI,
aKIeHTOM Ha CTUXUNHOCTHU.

[IpoyHee Bcero 06J/IMK JaHHOM 00pasHoM
cheprl CBI3bIBAETCA B CO3HAHUU C Tpaju-
I[Uel KpeCcThsIHCKUX BOCCTaHUM. U BIIoIHE
eCTeCTBEHHO, UTO eé KaHpPOBOM OCHOBOU
SIBJIETCS pasMalllrcTasi MoJoferikas 1ec-
H4, IIpeJICTaloIasi B aKTUBHOM MOJIepHHU3a-
muu (I1, IV u IX yacTu KaHTaThI A. PEITHUKO-
Ba «IlecHU pyccKUX pabouux, 4-1 KapTHUHA
ortepsl A. XoJIMUHOBA «AHHA CHEeTHuHa»).

C MATe’KHO-OYHTAapCKOU 06pasHOCThIO
IepeKJIHUKAKTCcI MeTapopuyecKue Moje-
JIY, alleJUTUPYIOIHe K aCCOITUaIiuaM C TeMU
SIBJICHUSIMU IIPUPO/Ibl, KOTOPBIE CO3BYYHBI
IIpefCcTaBJIeHUI0 O PeBOJIIIMOHHON CTHU-
XUH (BeTep, Oyps, Iposa, IITOPM).

BoJsibIi0oe pacnpocTpaHeHHe I10JIYYUJI
MOTHUB BbIOTU. Ero paspaboTka BEI3BaJia
K JKHW3HU I1eJIYI0 CUCTeMy KapTUHHO-U30-
OpasuTeJbHBIX CPEeLCTB: HU)KHUN CJI0U
baKTyphl oIIUpaeTcs Ha KOJIbIXaHUe I'Py3-
HBIX QUTryparui U 6ypjeHHe BCeBO3MOXK-
HBIX tremoli, eé BepXHUM IIACT COTKAH U3
BUXPEBBIX I1acca’kel, MHOT03BYYHBIX THU-
paT-dopuiaroB U UHTEHCUBHEUIIIEN BU-
bparuu Tpesei. U mpu Bce MaCCUBHOCTHU
3BYKOBOM IIOTOK OTJ/IMYAeTCd «B3MBbIBAlO-
I1ei» HaIpaBJIEHHOCTHIO (3a CUET yCTpeM-
JIEHHBIX BBEPX 3Ur3aroo6pasHbIX JIUHUU U
IIPU3BIBHBIX KINYEU-IIPOBO3IJIAIIeHUN).

B 11es10M, aTMOCdepa oTMeUeHa CypOBBIM,
oake CyYMpPayHO-YIPIOMBIM KOJIOPUTOM
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(BcrecTBHE IIPEUMYIECTBEHHO XpPOMaTH-
YeCKOI'0 MHTOHUPOBAaHUA U OII0PHI Ha TPUTO-
HOBOCTB). Pa3/iiuHbIe BapHUaHThI 9TOI0 KOM-
IUIeKCa HaXO/UM B CepHUH MHTepIIpeTaIiii
6JIOKOBCKOM II03MEI «/IBeHaAIaTh» (OpaTo-
pus B. CasimaHoOBa, 6asieT b. TUIIEHKO U 1Ip.).

Ba’KHBI CeMaHTUKO-CTHUIEBOX CI0M CBS-
3aH c oToOpakeHUeM COOBITHUM ['parkiaH-
CKOM BOMHBI. POJIBKJIOPHBIMU IIPOTOTHUIIA-
MU CJIY>KWAJIU pa3IMYHble [1eCeHHBIe KaHPbI
TOT'0 BpeMeHH (0T II0XO/JHOH [0 YaCTYIIIKH),
HO 0c000e IIpeIIouTeHHe 0T/IaBaIOCh KaBa-
JIEPUICKOM ITIeCHe, KOTOpas CTajia B II0JTHOM
CMBICJIE JIEUTXKaHPOM JaHHOM 06pasHOCTH
U II0JIy4rJIa BA OCHOBHBIX TeMIIOPUTMHU-
YeCKUX BBIpa’keHUs:

— PUTM «CKaYKH», IOPOKAAFOIIUA OIITY-
IleHWe CTPeMUTeJIbHOTIO0 I10JIETa, HallOpU-
CTOTO IMHAMU3Ma, yAaau (V yacTb XOpOBOIO
nukiia b. KpaBueHko «Ofbl PeBOIIOITUM»);

— pasMepeHHoOe IBM)KeHUE «TPYCIIoi»,
TATOTeroIllee K XapaKTepy [10BeCTBOBaHM,
pasayMbsi, BOCHOMUHAHUS.

B sr060M ciydyae B KaueCTBe OCHOBBHI
COXpaHseTCd OCTHUHATHBIN ITIyJIBC, YaCcTO
LIOIIOJIHAAEMBIA CYPOBO-IIPOCBETIEHHOU [10-
PHUICKOM OKPaCKOH.

OcobeHHOCTBHI0 AAaHHOIO TUIa obpas-
HOCTH SIBJIS€TCS TOCIIOACTBO IIeCeHHBIX
IIPUHIIUIIOB Ha BCeX YPOBHAX — OT PUT-
MOMHTOHAITMOHHOM JIEKCUKHU JI0 CI10C060B
ZpaMaTypru4ecKoro pasBépTeIBaHUs. JTUM
00BSICHAETCA UCKIKYUTEIbHas IIPUBep-
JKeHHOCTD K «IIeCeHHBIM» JKaHpaM (opaTo-
puu «IlecHb 0 T0OeIU Ka3aubero BOMCKa»
A. HukosaeBa, «IlecHb o IlepBoit KoHHOI»
I'. [TopTHOBA, «Ha I'pa’k1aHCKOM Ha BOMHE»
A. ®IIPKOBCKOTO0).

Omopa Ha CJIOKUBIIYIOCS, IIIUPOKO pas-
BETBJIEHHYI0 CeMaHTHUYECKYI0 CHUCTeMY
II03BOJIZeT B HEOOXOAUMBIX CIydasaX [0-
6UBaTHCA YETKOM XPOHOJIOTMYECKOU U CU-

TyalluUOHHOM nuddepeHIUAIlUU B XY[0-
JKeCTBEHHOM MO/JIeJIMPOBaHUU COOBITUH,
OTHOCAIIMXCA K PasJIMYHBIM 3TallaM peBo-
JIIOITMOHHOMN UCTOPHUH.

K mpuMmepy, HHTOHAIJMOHHAaA ApaMa-
Typrusg oiepsl C. CJIOHHMCKOro «Bupu-
HesI» OIIpe/iesIsieTCs 9BOIIOIUEeN 0T MATeX-
HO-OyHTapCKOM 060pasHOCTU (KOHI[eHTPU-
pyeTcs B IIepBOM aHTPaKTe, CHMBOJIU3UPYSA
deBpaIbCKYI0 PEBOJIIOITUI0) K TBEPAOU Map-
II1eBOM IIOCTYIIM OPraHU30BaHHBIX Macc
(KyJIBMUHHUpPYeET B IIOCJIeJHEM aHTpakKTe,
OJIHIIeTBOPSASI OKTAOPBECKYIO PEBOJIIOIIUIO).

B BokasibHOM 11uKIIe M. Kycc «OrHeHHEIe
roibl» CeMaHTHUYeCKHe OPUeHTUPBI MeHs-
I0TCA BMeCTe C IBIM’KeHHEeM II0BeCTBOBA-
HUA BO BpeMeHU: I yacTh (IlepBas pycckas
peBoJIIOIMA) — IIpesIOMJIeHUe TpajguIlui
POJIETaPCKUX IIOXOPOHHBIX TUMHOB, II (OK-
TS6pPb) — CYPOBO-TI06eJHBIN Tadoc 60eBBIX
PEBOJIIOIIMOHHEIX HaneBoB, III (1919-11) —
coO6paHHO-TPeBOKHAs MaplleBOCTh, UAY-
I11as1 OT [TeCeHHOCTH ['pa’k[aHCKOM BOMHEL...

ITpousBeeHUs, CBI3aHHbBIE C PacCMOT-
PeHHBIMU TUIIAMU 0OPa3HOCTH, COCTaB-
JAKT AP0 HCTOPHUKO-PEBOJIIITUMOHHON
MY3bIKH, BBIBJISS CBOeoOpasHOe, HeIo-
BTOPUMO-CIIeTUPHUUECKOe B e€ 00JIHKE, a pe-
BOJIIOIIMOHHAs 00pasHOCTh KaK TaKoBas —
O/THO U3 CAMBIX CePBbE3HBIX 3CTETUKO-CTHIIe-
BBIX IPHOOpeTeHU I MYy3bIKU 0 PeBOJIIOITUYN
U, 6e3yCJI0BHO, BBICIIasg popMa My3bIKaIbHO-
Xy0>KeCTBEHHOTI0 0TOOpa’keHUs [paMaTHh-
YeCKHUX COOBITHM Haudasa XX BeKa.

Kak mosiMTu4deckass HUCTOPUA Hallleld
CTpaHBI ¥ MHpa B IIeJIOM He MMeeT IIpaBa
OTKPEIUBATLCA OT Peauil TPEX PYCCKUX
PeBOJIIOIIUY U I'pa’kgaHCKOM BOMHEL, TaK U
HaCJIeTHUKHU XYI0’KeCTBEHHON UCTOPUHU He
MOI'YT UTHOPUPOBATH CTOJIb YHUKAJIBHBIN
OIIBIT 0TE€YEeCTBEHHOI'0 UCKYCCTBA IIPOIILIO-
I'0 CTOJIeTHS.
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The Performance Gesture
as a Theatrical Reflection
of New Contexts of Genre
and Style in Contemporary
Piano Music*

The article deals with the expressive role
of gestures in the art of piano performance
in relation to both classical and contemporary
music. According to theoretical analysis,
it is demonstrated that the issue of the
performance gesture in contemporary music,
in connection with the theatricalization of
performance, as well as due to the fact that
performance in many cases acquires the
features of visual play-acting, stands out from
the overall issue of artistry.

The general provisions of the artistic gesture
in contemporary piano music are
complemented by multiple positions related
to the art of playing the clusters, strings,
pedals, using sound gestures, as well as
theatricalization of the performed musical
material.

The article provides a detailed description
of the categories of gestures adopted in the
practice of modern music. They are: gestures
related to performance of clusters; interspersed
with verbal sounds in the process of playing

H CIOJTHUTE/IbCKUH >KeCT KaK
TeaTpajJu30BaHHOE OTpakeHue
HOBBIX >KaHPOBO-CTUJIEBBIX
KOHTEKCTOB B COBpeMEeHHOU
doprennmaHHOM My3bIKe™™

B cTaThe paccMaTpHUBAaeTCsI BEIPA3UTeIbHAsI
POJIb YKECTOB B UCKYCCTBE GpOPTEITHAaHHOTO
HCITOJTHUTEIBCTBA B OTHOIIIEHUH KaK
KJIaCCUYeCKOH, TaK ¥ COBPeMEeHHOM MY3bIKH.
Ha 0CHOBaHHUU TEOPETHUYECKOTO aHaIK3a
II0Ka3aHo, YTO IIPo6IeMa UCIIOTHUTETHCKOTO
>KecTa B CBSI3H C TeaTpau3alueit
HCIIOJTHEHUS], IPUOOpeTeHHEM UM UepT
iepdopMaHca, BBIIeIHIACH U3 06ITeH
IIpo6IeMBI apTUCTH3Ma. OBIITHe TI0JI0KeHUS
HCKYCCTBA >KecTa B COBpEMEHHOU
dopTenmrmaHHOM My3bIKe TOTIOTHSIOTCS
eIIlé MHO>KECTBOM ITO3UITUH, CBI3aHHBIX C
HCKYCCTBOM H3BJIEUEHUS KIACTePOB, UTPOH
Ha CTPYHaX, ITeJ]ajIsIX, CO 3BYKOBBIMU YKECTaMH,
C TeaTpaIM3aI[leH UCIIOIHIEMOTO.

JlaéTcs Topo6HOe OIMcaHKe KaTeTOpHi
>KeCTOB, IPUHSATHIX B COBPEMEHHOM
MY3bIKaJIbHOM IIPaKTHKe: OTHOCSIITHECS
K U3BJIEUEHUIO0 KJIaCTePOB, CBSI3aHHbIE C
BKpaIUIeHHEM CJIOBECHBIX 3BYKOB B IIPOIIeCC
GopTenmaHHOTO UCIIOJTHUTEIbCTBA
(Tak Ha3bpIBaeMble BepOaIbHO-3BYKOBEIE

* The present article is the translation of an article originally published in Ukrainian: Olksandr Perepelitsya.
Zhestikulyatsiya pianista yak zasib vykonas’koy vyrazovosti [The Pianist’s Gesture as a Means of
Contemporary Expression] // Lvivs’ko-Ryashivs’ki naukovi zoshyty [Lviv-Ryashiv Scholarly Works]. 1st Issue.
Lvov-Ryashiv. Lviv National Ivan Franko University, 2013. pp. 170-181. Translated by Anton Rovner.

** NaHHas ITy6/IMKaLUsa — I1epeBO/| CTaThH, BBIIIe/ el Ha YKPaUHCKOM g3bIKe: Osiekcagzp Ilepenesuig.
JKecTuKyJALid mmiaHicTa K 3aci6 BUKOHAaCbKOI BUPa30BOCTi // JIbBIBCHKO-PAIIIBCHKI HAYKOBI 30LIIUTH.
1-1 HoMep. JIbBiB-Pa1iB, JIbBIBCHKIN HallioHaJILHUMN yHiBepcUTeT iM. IBaHa PpaHka, 2013. C. 170-181.
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the piano, the so-called verbal and sound
gestures; related with playing on the strings

by using fingers, sticks or other items; associated
with playing pedals; theatricalized gestures.

In conclusion: the expansion of the
boundaries of musical language, and the
emergence of performances and theatricalized
compositions in performance practice has led
to the expansion of the thesaurus
of performance gestures’ and of its informative
functions. In contemporary music gesture has
become a bearer of meaning and forms one of
the strata providing meaning to composition.

Keywords:

the pianist’s gesticulation; the conductor’s
gesticulation; sound (cluster, voice, percussive
effects in the strings) and non-sound
(theatricalized) gestures; new music;

the art of performance.

7KeCThI), C UTPOM Ha IIelaJIsIX, Ha CTPYHAaX
C IIOMOIIIBI0 TTAJIBIIEB, ITaJI0UYeK UJIH JPYIUX
IIpeIMEeTOB, a TAK)Ke TeaTpaIl30BaHHbIE
7KeCTHl.

JlesiaeTcs BBIBOJ, O TOM, UTO pacCIlIUpeHHe
TPaHUI] MYy3bIKAJIBLHOIO I3bIKa, II0SIBJIeHHUE
B IIpaKTHKe HUCIIOJIHeHUd ITIeppOpPMaHCOB,
TeaTpaaINu30BaHHBIX IIPOU3BEIeHUN IIPUBEJIO
K paclIIupeHUI0 Te3aypyca UCIIOJIHUTEIbCKUX
7KeCTOB U ero Co/iepKaTeJIbHbIX QYHKITUHN.
B coBpeMeHHOU My3BIKe JKeCT CTAHOBUTCSA
HOCHTeJIeEM CMBICJIa U COCTAaBJILeT OUH U3
CMBICJIO00Pa3YIOIHUX CJI0EB IPOU3BE€HIS.

KiroueBrble ciioBa:

IMHaHUCTHUYECKUH KeCT, JUPHKEPCKUU KeCT,
3BYKOBBIe (KJIacTep, IoJioC, yaapHble 3G PpeKThI
Ha CTpyHax) U He 3BYKOBEIe (TeaTpabHbIE)
7KeCThl; HOBas MYy3bIKa; UCIIOJTHUTEIILCKOE
HCKYCCBO.
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he subject of performance gesture
I in piano performance has not been
sufficiently studied. In the practice and
pedagogy of piano performance the problem
of performance gesture remains concealed in
the overall issue of artistry. At the same time,
we must acknowledge that in contemporary
music the issue of performance gesture
disaffiliates from the overall category, in
connection with endowing performance
with theatrical elements, and requires
special study.

Usually, the power of the pianist’s impact
on the audience is ascribed to the presence
of certain special “forces”, certain traits of
the psyche the possession of which is not
granted to every single musician. There exists
the widespread conviction that the pianist
creates an impact on the audience by the
force of infusion, a “magnetic force”, certain
fluids, etc. While not refuting the possibility
of the performer’s psychic influence on the
audience, it must be acknowledged that

there also exists the additional art of gesture,
poses, mimicry, willful message, etc. without
which it is not possible to perform in public.

It must be said that pianists are in a
privileged position in comparison with all
the other instruments. The piano essentially
imitates the orchestra.

Performance on the piano requires the
mastery of an extensive circle of patterns
of motion which are generalized under
the general appellation of technique. One
of the most important preconditions of
acquisition and development of technique
is a free possession of one’s body. Heinrich
Neuhaus said: “in piano playing there exist
the same elements as in any game, and that
a good ping-pong or tennis player may teach
a pianist a thing or two by his dexterity” [9,
p. 148].

Nonetheless, the majority of piano
methodologies do not pay a sufficient
amount of attention to the art of gesture,
with the exception of the winged words of
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the great virtuosi, for example, the utterance
of Franz Liszt: “The hands must hover over
the keyboard more than crawl on it” [9,
p- 148]. It is considered that the gesture is
the expression of the inner content of the
music, and that it would manifest itself in
full measure on the condition of the freedom
of the pianist’s full control over his body and
freedom of expression. In all likelihood, to
a certain degree this is how it is, but it is
hard to imagine that the performer would
not think about gestures and would not
especially prepare them during his practice.

The art of gesture plays a very important
role in piano performance. The principal
rule for gesture is that the entire body, as
well as the hands must be free, the pianist
must make use of the natural heaviness of his
or her hand to achieve the necessary tactile
contact upon the requisite to use the weight of
the entire body. The movements of the body,
legs and hands may be of the most diverse
kind — and must arise in the gradation
from almost an immobile pose to an almost
extreme exaltation — the main thing is that
everything would be artistically justified
and the motions would arise from out of the
content of the performed music. However,
all of this still turns out to be insufficient in
performance of contemporary music.

The general conditions of the art of
gesture in contemporary music are also
supplemented by a multitude of positions
connected with the art of performance
of clusters, playing on the strings, pedals,
sound gestures and theatricalization of the
performed music[1, 2, 3,4, 5, 6,11, 12, 13, 14].

Gertrud Meyer-Dankmann’s book
[14] examines a number of gestures
used in contemporary music. Gestures
in contemporary music are structured
landmarks.

Thus, Gertrud Meyer-Dankmann begins her
study of gestures accepted in contemporary
piano music with performance of clusters.
She distinguishes six types of clusters.

I. The fixed cluster:

— clusters of diverse breadth and
intervallic structure

—the finger cluster of major and minor
seconds: J<

—the cluster with the palm of the hand:
performed on the hand on white or black
keys or simultaneously on white and black
keys:

iIrE

— the faustcluster (a cluster with a fist):
—the elbow cluster — performed by the
entire arm from the tips of the fingers to the

ot

The cluster may be either short or long
in duration of sound in gradations from
pianissimo to fortissimo.

II. The reduced (abridged) cluster:

1. a) the cluster is pressed by the entire
hand — all the tones are pressed from the
highest to the lowest, and gradually the notes
are gradually released from the highest note
to the lowest, or vice versa;

b) the clusters are pressed with two hands
from the middle to the top, or from the
highest note to the middle, or, on the other
hand, the gradual pressure of the keys with
two hands grows into a cluster:

s ™4

2. The cluster-glissando. The cluster shifts
along the keyboard as the result of the
gliding motion of the hands, one of which
glides along the white keys, and the other —
along the black keys:

-

III. Superposition of a large quantity of
short clusters.

Several small clusters are assembled into
one large one, moreover, they are sustained
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by pedals, and the difference in the sound
must be evened out between the deep
and the high clusters, possibly, through a
hierarchy and/or various loudness:

b—
D»_,__J
il

IV. Filtration from the cluster:

From the strike of a large cluster, the
pianist must make it possible for only
certain small sections to continue sounding,
for example, the finger cluster — certain
particular intervals, a separate sound, or

even a chord:
Y e
E"
= L

V. The harmonic-cluster:

The hand presses on the cluster (or
interval, a separate sound) mainly in the
low position SILENTLY, while the other hand
presses a separate sound, chord, etc. swiftly
for a short duration.

The same strike may be on the upper
part of the keyboard, only the silent cluster
shortens, and only several sounds remain in
its reverberation:

=

VI. The unfolded cluster.

A strike with clasped hands or elbow, and
in such a position to unfold the motion in
different sides:

Endowing Cluster Forms
with Musical Features

The following graphical examples
emphasize the motion of the strike or
thrust. Beating with slaps of arms, fists,
the sharp of the hand or elbow. All of this
is not hooliganism, but differentiation
of endowing cluster forms with musical
features (Example 1).

Example 1
Gertrud Meyer-Dankmann:
“Vorsicht! Hacker und Schliger!”

VORSICHT! HACKER UND SCHLAGER!
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Grollen

.PARDON ME - GET AWAY FROM MY PIANO!I"

Sound gestures. Frequently composers
insert sonar phrases or separate exclama-
tions into the musical texture. Undoubtedly,
these impregnations of conversation must
be relegated to the category of gestures,
particularly sound gestures. Their perfor-
mance demands from the pianist almost an
actor’s artistry, in such a way it is necessary
to control the voice and endow it with one
or another intonation, force, capaciousness,
etc. (Example 2).

The following form of gestures used by
contemporary music is playing on the strings
with the help of fingers, mallets or other
objects. They may be indicated, following
Gertrud Meyer-Dankmann, as gestures of
tactile contact. Such gestures are used upon
playing on the strings of a grand piano. In
this sense several positions are used:

—playing on the strings upon a pressed right
pedal, when with the edges of his fingers the
pianist reaches the strings, deriving gentle,
rustling sounds;
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Example 2
Karmella Tsepkolenko “Strashilka”
[“Spook Story”] from the cycle “Tonokol’ory”:

Andante misterioso J:ea
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—playing on the strings with the use of the
echo effect. The right pedal is pressed several
times sharply — the sound of the overtones
remains from the touch of the dampers. Then
with the pressed right pedal it is possible to
knock on the body of the piano or throw
objects on the strings, etc.;

—playing on the strings with the use of
mallets, threads, plucked nails, etc. On the
Tenth International Contemporary Music
Festival “Two Days and Two Nights of New
Music” (Odessa, April, 2006), Kiev composer
Maksim Shorenkov demonstrated a very
original composition called “Skvoz' sfery”
[“Through the Spheres”] for piano and
threads, in which he made use of threads
of various lengths interspersed through
the strings of the piano. Several threads
were freely dangling, having been tied
from one side to strings of an open grand
piano, and from the other side to a string
stretched over the stage. By pulling the
strings, Maksim brought to light wondrously
beautiful sounds, and periodically pressed
his hands over the piano keys. The musician
performed in the dark, illuminating himself
and the construction made from a classical

instrument and adjutant materials by means
of luminescent lamps radiating a thickly
blue light (Photo 1);

Photo 1. Maksim Shorenkov.
Composition “Skvoz' sfery” [“Through the
Spheres”] for piano and threads

—playing on the pedals. Traditionally
the three pedals of the piano are used as
auxiliary means of color: the right hand
lifts up the dampers and lets the string
overtones sound, while the left pedal shifts
the keyboard, so that the hammer strikes
only one string, the middle pedal leaves
only one sound to continue. But there do
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Example 3
Karmella Tsepkolenko “Vecherniy pasyans”
[“Evening Solitaire”]:
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occur examples when the pedals are used as
specific percussive complexes: strikes by the
right pedal create a din of the entire string
section of the piano; moreover, the strikes
on the pedals themselves create a specific
effect resembling percussion instruments
(Example 3).

— theatricalized gestures. These must
include gestures used by the performer
preparing a particular performance. At
first, the term performance, which denote
a form of contemporary art in which the
composition is comprised by actions of an
artist or a group in a particular venue and
time pertained only to the visual arts.

A performance may include any situation
which includes four basic elements: time,
place, the artist’s body and the attitude
of the artist and the audience members.
Subsequently, such traditional forms of
artistic activity, such as theater, dance,
music, circus performances, etc., began to
be labelled as performance. However, in
the context of contemporary art the term
“performance” usually pertains to various
forms of avant-garde or conceptual art, the
heir to the tradition of the visual arts.

In music the word “performance”
was first used in application to a musical
composition by composer John Cage in 1952,
when he performed his 4'33" (4 minutes and

33 seconds of silence) on stage. The poster
and program of the concert bore the word
“performance” on it.

In summary, it may be asserted that
contemporary music broadly expanded the
boundaries of performance gesture, forcing
the performer to play literally with all the
parts of the body. Performance gesture
became a reflection of the new contexts
incorporated into contemporary music.
Strikes, shouts, harsh sounds, deafening
noise, swift changes of feelings — all of these
are expressions of living contexts contained
in contemporary musical compositions.

According to composer Alexei Shmurak,
in contemporary music the integration
with the natural sound environment is
expressed much less than, for instance, in
classical music [13]. Rather contemporary
music forms its own sound environment,
ciphered by the contexts of contemporaneity,
and withdraws into imaginary art, into
pure art. The reverse process — that of
the return to the context of the real world
(Reich’s “Clapping music,” Lachenmann’s
incorporation of radio sounds, noises, etc.)
does not as much bring music closer to
reality, as it endows the reality reflected in
music with fantastic attributes, similarly to
the “rational ocean”, described by Stanislav
Lemm in “Solaris”, which evoked images of
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reality, relying on reason, the noosphere, and
the contexts surrounding the human being.
These images, with all their impressions of
being objective reality, were also projections
of the mind.

It may be considered a firmly established
fact that contemporary music avoids
established genre-related and stylistic
constants and departs from stable elements
of compositional form to the direction of
mobile and mutable genres and forms.
The contemporary composer of the new
musical trends creates with each new
musical composition a new genre, as well as
a new form and a new style. Such diversity
of genre and style brought to life a new
musical language which appeals not only to
traditional means of extraction of sound, but
also to other musical effects. In the scores of
virtually every contemporary composer it is
possible to find a list of symbolic indications
of performance instructions which the score
abounds in.

These symbolic indications of performance
instructions, basing themselves on the
general principles of newspeak (use of sound
clusters, non-traditional uses of the musical
instruments — playing on the other side of the
bridge on string instruments, on mouthpieces
on wind instruments, etc.) display no less
diversity in their particularities.

It may be said that, when writing a new
musical work, the composer supplements
the existent musical language. Thereby, the
language of music transforms itself from
an unfaltering, stable sphere into a stably
altering sphere, fluctuating in dependence
of various artistic contexts of the musical
composition.

In its turn, the extension of the boundaries
of the language of music, the desire to acquire
new, unexpected meanings and effects
leads to an expansion of the thesaurus of
performance gestures. The gesture becomes
not only the expression of the content, but a
symbol of new content. From hence arises the
deliberateness and theatricalization of the
performance gesture. In some compositions
the gesture becomes the bearer of meaning,

and the absence of performance gesture
removes one of the sense-making strata of
the musical composition, which leads to
a loss of the compositions content-based
structure.

Nothing of the sort exists in traditional,
classical music. In the latter the performance
gesture brings in the colorfulness of
perception, but does not bear any sense-
making significance. As such, herein lies
the main distinction of the performance
gesture in contemporary and classical music.
Having taken on the sense-making role, the
performance gesture has acquired traits of
theatricality, prominence, signification.

The contemporary composer forms a
particular gestural scenario for each concrete
composition. The performance gesture is
elaborated and rehearsed the same way the
musical text of a composition is. In this regard
the contemporary performer becomes akin
to a conductor, who also works on a system
of gestures in each concrete composition.

It must be remembered, as has been
indicated above, in classical music the
performance gesture forms the prerogative
of impulsive, subconscious emotional
energy, and the performer does not prepare
a musical score of his or her gestures; these
may change depending on his or her mood,
and almost always are the manifestation of
his or her artistry, and not of an especially
thought-out program.

When speaking of performance gesture,
we must also consider the fact that
contemporary music has obtained another
dimension, which previously had been
inaccessible for classical music, — namely,
the internet. Music becomes disseminated
through social media, and often the listener
may come into contact with the music
one on one, without attending concerts.
Thereby, frequently the perception of
contemporary music becomes bereft of
that collective intelligence which elevates
each concrete listener in a “concert”, which
develops the sense of taste and inculcates
aesthetic ideals, but, on the other hand, the
inquisitive listener may play back numerous

122



2019, Ne 1 %, My3bIKaJIbHOE UCKYCCTBO

times the musical composition of his or her this sense performance gesture, being an
liking (either in entirety or in part) and, inherent part of the performance, becomes
ultimately, shape the working stereotypes the means for attraction, a peculiar “appeal”
of perception of contemporary art. In for the listener.
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Musicological Issues
in the Research Works
of Mikhail Kondratiev*

Musicologist Mikhail G. Kondratiev is known
in the scholarly circles of Russia as the author
of over five hundred publications, as well
as a number of monographs. In his research
of Chuvash folk music, he developed
an original methodology and brought
numerous categories into scholarly circulation
of Chuvash and regional musicology,
such as quantitative rhythm, aphoristic song
plot line, musical dialects, polysyllabic form
and the Volga-Urals musical civilization.

The monographs and articles devoted

to professional art examine the musical
legacy of the Chuvash composers of various
generations — from the founders

to contemporaries, and elaborate on questions
of style, genre, form, thematicism and musical
language. Mikhail Kondratiev is not only

an authoritative scholar, but also the creator
of the academic school of Chuvash musicology.
The author of the article presents the main
problem range of his research, also touching
upon pedagogical and social activities,

along with the scholarly component.

IIpo61eMbI My3BIKOBEAEeHU S
B Hay4HO-HCCJIeJ0BaTe/IbCKUX
paodorax M.T. KouaparseBa™*

MysbikoBes Muxauii I'puropseBuyd
KoHppaTheB U3BeCTeH B HAYYHBIX
Kpyrax PoccuH Kak aBTOp CBEIIIIe
TIATHCOT IIyOJIMKAIINM, B TOM YHCIIe psafa
MoOHoOrpadHi. B ero uccie0BaHUIX
4yBallICKOI'0 MY3BbIKaJIbHOIO QpOJIBKIIOPA
paspaboTaHa OpUTrHHaIbHas MeTO0JI0T S,
BBeJleHbl B HAYYHBINM 000POT YyBaIlICKOTO
M Perv¥oHaIbHOIO MY3BIKOBEIeHUS TaKHUe
KaTeropuHy, Kak KBaHTUTaTUBHAasI PUTMHUKA,
adopucTUUecKas ITleCeHHas CHOKeTHKa,
My3bIKaJIbHEIE JHaJIeKThl, MHOTOCJI0TOBast
dopmMma, Bosro-Ypasnbsckas MysblKaabHas
UBUIN3aLKA. B MOHOTpaQHIX U CTaThIX,
TIOCBAIEHHBIX IIP0deCcCHOHATLHOMY
HCKYCCTBY, UM paccMaTpHUBaeTcs TBOPYECTBO
YyBAaIlICKUX KOMIIO3UTOPOB Pa3HBIX
IOKOJIEHUM — OT OCHOBOIIOJIO’KHUKOB 10
COBpPeMeHHBIX, paspaboTaHbl BOIIPOCH CTHIIL,
JKaHpa, $opMBbl, TeMaTHUKH, MYy3bIKaJIbHOIO
s3bIKa. Muxaua KoHzpaTbeB IBJIsIeTCSA
He TOJILKO aBTOPUTETHBIM YUYEHBIM, HO U
cosjaTesIeM HayYHOM IIIKOJIBI UyBAaIlICKOIO
MY3BIKOBeJJeHHUA. ABTOP CTaThbH IIpe/iCTaBIsAeT
OCHOBHYIO IIP06JIeMaTHUKY ero UCCIeJOBaHUM,
HapsLy C HAyYHOM COCTaBJIAIOIIEH 3aTparuBas
TaKJKe I1eJaTOTUYeCKYI0 1 00II1eCTBEHHYIO
LesaTeJIbHOCTbD.

* The article was published in Russian in the Russian journal for Academic Studies “Problemy muzykal'noj
nauki/Music Scholarship”. 2018. No. 4, pp. 8-15. DOI: 10.17674/1997-0854.2018.4.008-015. Translated by Anton

Rovner.

** JlaHHas cTaThs 6bLIA OIIyOJIMKOBAaHA Ha PYCCKOM SI3bIKE B POCCHUMCKOM Hay4YHOM >KypHaJie «IIpobyieMbl
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ver five hundred publications belong
O to scholar, pedagogue and public

figure Mikhail Kondratiev, about
twenty of them being monographs about
the art of music. His academic activities are
connected with his regular participations
in international and Russian scholarly
conferences in Cheboksary, Moscow,
St. Petersburg, Tallinn, Yoshkar-Ola, Kazan,
Izhevsk, Saransk, Astrakhan, Ufa, and Saratov
and his lectures in the leading Russian
conservatories. A member of the dissertation
boards of the Kazan and Novosibirsk
Conservatories, he has demonstrated himself
as an expert in questions of the theory and
history of the music of Chuvashia and the
republics of the Volga-Urals region, and has
acted as an opponent in numerous defenses
of dissertations the for degrees of Candidate
of Arts and Doctor of Arts in Moscow,
St. Petersburg, Novosibirsk, and Kazan.
Kondratiev’s works elaborate an edifice of
scholarly concepts on which researchers of
various regions of Russia and the countries
of the near abroad rely upon.

His point of departure in scholarship
has been musical folkloristics, which has
revealed to him, primarily, in the field
expeditions he had taken part through the
localities of Chuvashia, Tataria, Bashkiria,
and the Orenburg Region organized in the
1970s by the Chuvash State Institute for
Humanitarian Sciences (previously — the
Scholarly-Research Institute for Language,
Literature, History and Economics). The

work on recording Chuvash songs, their
subsequent deciphering, scrupulous analysis
of recordings made by preceding folk
music scholars, study and systematization,
as well as scholarly summarizations and
generalizations comprised the scholar’s
main forms of academic work from the 1970s
to the 1990s. He compiled and prepared for
publication such collections of folk songs as
“Anatri chavashsen yurrisem” [24; 25] and
“Anat yenchi chavashsen yurrisem” [26],
which presented compilations of previously
unpublished original dialect varieties of
Chuvash folk music. Extremely abundant
musical material, hundreds of examples of
folk songs were elaborately analyzed by him
with the goal of disclosing their structural
and content-based laws, and the techniques
of musical notation and transposition
were also contemplated by him. With all
the diversity of the manifestations of its
constituent components, the Chuvash
system of folk music and poetry has found
elaboration in hundreds of articles, a
number of monographs and dissertational
research works.

The uncommon features of Chuvash
musical literature, its distinctive character
and originality were noted by researchers
over a hundred years ago. This assertion
as a sort of axiom has not been contested
by anybody. However, neither have there
been any attempts to determine the nature
of the phenomenon, to disclose its essence.
The scholar’s reflections about the metro-
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rhythmic system of Chuvash folk songs
morphed first into separate articles, and then
into the book “O ritme chuvashskoy narodnoy
pesni: K probleme kvantitativnosti v
narodnoy muzyke” [“Concerning the Rhythm
of Chuvash Folk Song: Towards the Issue of
Quantitativeness in Folk Music”] [13] and a
dissertation for the degree of Candidate of
Arts. An elegant and unexpected application
of the conception of quantitativeness, —
well-known in literature, — to the realm
of musical thinking of a presently existing
people made it possible not only to explain
rhythmically complex figures of national art
through the concepts and categories of the
overall theory of rhythm, but it also placed
the musical culture of the Chuvashes into
the context of world culture on a par with
the Ancient and Medieval poetical traditions
of Asia and the Mediterranean region:
India, Iran, Ancient Greece and Rome. The
author was supported by the professors
of the Leningrad State Nikolai Rimsky-
Korsakov Conservatory, where in 1984 the
defense of his dissertation for the degree of
Candidate of arts took place, — his research
advisor being Irina Vyzgo-Ivanova, and his
opponents included prominent theoretician
of folk art Izalia Zemtsovsky, and other
specialists. Representatives of the Moscow
musicological school were also responsive
to his achievements: according to the most
significant specialist in rhythm, Doctor of
Arts, Professor of the Moscow Conservatory,
Valentina Kholopova, “the proof of existence
of a quantitative system not in the ‘Iliad’ and
the ‘Odyssey’, ... but in 20th century culture
ought to be evaluated as a ‘world discovery’”
(cit. from: [19, p. 166]). Presently, as Elena
Smirnova notes, the hypothesis once subject
to incertitude by local musicians “about the
given region as a zone of quantitativeness,
uttered by Kondratiev during his research
of the rhythm of the Chuvash folksong, with
the establishment of quantitative norms in
the Tatar musical-poetical tradition receives
a convincing affirmation” [27, p. 432]. At
the same time, the personal techniques
of notation of folk tunes developed by the

scholar, supported as far back as the 1990s
by the prominent Russian folklorist Eduard
Alexeyev,! are in use everywhere, they
are acknowledged and relied upon by the
folklorists of the Volga-Urals region.?

For more than one decade Kondratiev
systematically elaborated the issue of parallels
existing between ethnic cultures, having
turned his attention to the folk songs of the
neighboring peoples of the Volga region —
the Mari, the Udmurts, the Mordovians,
the Tatars and the Bashkirs, also touching
upon the ancient sources of the Bulgarians
and Hungarians. His research approach, in
the opinion of the well-known musicologist
Grigoriy Golovinsky, his opponent during
the defense of his dissertation for the
degree of Doctor of Arts, which took place
in 1995, combines “thoroughness of study...
issues and discretion in conclusions” [6,
p. 81]. The Chuvash folk system, thoroughly
studied in historical evolution, presents a
peculiar reference point in the disclosure
of centripetal features inherent in various
degrees to cultures, and the determination
of their “specific density” in the overall
regional system. The books devoted to it
“O ritme chuvashskoy narodnoy pesni:
K probleme kvantativnosti v narodnoy
muzyke” [“Concerning the Rhythm of
Chuvash Folk Song: Towards the Issue
of Quantitativeness in Folk Music”] [13],
“Chuvashskaya savra yura i yeyo tatarskie
paralleli” [“The Chuvash Savra Yurd and
its Tatar Parallels”] [18], “Chuvashskaya
muzyka: ot mifologicheskikh vremen do
stanovleniya professionalizma” [“Chuvash
Music: From Mythological Times to the
Formation of Present-Day Professionalism”]
[17] convincingly prove the deep structured
quality of all the components comprising the
system and the existence in it of a number of
regional traits. In addition to their absolute
scholarly merit, scholars see in these
work a high spiritual meaning, “a great
sensitizing significance,” and fascination
[3, p. 83], turning to issues of issues of the
non-musical variety: philosophical, moral-
ethical, existential and ontological [2, p. 108].
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Every one of the scholar’s works is unique
not even as much by the researched material,
each time absolutely new and previously
unstudied, as by his original progressive
methodology of theoretic reconstruction,
which leads the readers onto a universal
level, into broad temporal spaces.* In
continuation of research of a rhythmical
system of conceptions of the general cultural
level the study of the phenomenon of the
folk-song poetry of yoavra yur =, analogues of
which exist in a number of Eastern cultures,
first of all, the Tatar, and also in the world
traditions of Persian, Japanese, Indian, and
Korean poetical aphorisms.

The observations which disclose in
the culture of the Chuvashes inimitably
original features, which at the same time
are also close to other peoples of the world,
are well-known to the scholarly elites of
Moscow, St. Petersburg, and the Volga-Urals
region, they are frequently incorporated
by colleagues from other republics, who
see in them foundations for their own
research.* The significance of the given
works is acknowledged in Kazan: “There is
no doubt that M.G. Kondratiev is the most
cited musical scholar in the region, one
of the most cited (first of all, in the sphere
of ethnomusicology) in the scope of our
country” [4, p. 87].

For the first time in the field of regional
folklore studies the scholar brought
into scholarly use and substantiated the
fundamental concepts of quantitative
rhythm, aphoristic song subject matter,
musical dialects, the South Chuvash mode,
and multisyllabic form. The arrangement of
this information and examination of it on a
principally new level — as a single integral
meta-culture, labeled as the Volga-Urals
musical civilization by the example of the
abstractions of present-day scholarship —
all of this was carried out in his monograph
“Chuvashskaya muzyka v zerkale paralleley”
[“Chuvash Music in the Mirror of Parallels”]
[16]. Among many texts written in line with
contemporary folk music studies, the present
research work positions music of the Chuvash

people and the entire region in general from
a new angle in a weighty and demonstrable
manner, presenting “the author as one of
the brightest Russian musicologists in the
realm of ethnomusicology, possessing his
own deeply professional and scientifically
original perspective on many questions.”

The folkloristic vector of Kondratiev’s
scholarly activities is endowed with an
immense practical issuance. The remarkably
estimable material of the anthologies of
Chuvash folk songs compiled by him in the
1980s and 1990s, complemented by new
books which came out already in the 21st
century: a reprint of the pre-revolutionary
collection of Chuvash folk songs compiled by
Valentin Moshkov [20] and the manuscript
legacy of the most talented of folklorist, who
was repressed in the Soviet years, Timofey
Paramonov “Chuvashskie narodnye pesni”
[“Chuvash Folksongs”] [23], — all of this
has served as a source for local composers
and folklorists. The book “Sér savra yura”
(“A Hundred Verses”) has not lost its
significance, its second edition in three
languages in remarkable polygraph printing,
with profound multivalent illustrations by
Stanislav Mikhailov-Yukhtar [28] presents
in a worthy manner the national branch
of aphoristic poetry. Kondratiev has also
substantively influenced the movement
for the dissemination of folk music: with
his assistance in 1989 the Folk Music
Department of the Cheboksary Feodor
Pavlov Music College was established, a
class for instruction of performance on the
helmet-shaped gusli késle at the Cheboksary
Victor and Dora Khodyashevs Children’
Music School No.4 was opened. For several
decades he collaborated closely with the
Ethnomusicology Department of the Kazan
Conservatory, with the Republican Palace
of Culture and Folk Art (previously — the
Republican House of Folk Art, Cheboksary),
routinely conducting lectures and practical
seminars.

Nonetheless, Kondratiev is by no means a
scholar devoted merely to one single subject,
albeit such a boundless one as traditional
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musical culture. For quite a long time he
worked in one of the most complex genres of
art studies: writing annual overviews of the
musical events of Chuvashia. The activities
of the “chronicler” of the musical culture of
the republic has turned out to be remarkably
beneficial, it has allowed the musicologist
to be aware of everything occurring in
artistic life, to know relevant knowledge
from the leading musical organizations. As
a member of the Composers’ Union of the
USSR (from 1978) Kondratiev has taken
part in discussion of new compositions at
congresses, plenary sessions, and Days of
Culture, where everybody waited for his
professional evaluation of various musical
events. His impressions have expressed
themselves not only in scholarly reviews
and research articles: his accumulated rich
experience has been concentrated in a large
number of critical journalistic works —
reviews, memorandums, interviews and
articles in newspapers and journals.

The professional art of music of Chuvashia
in all of its main directions, — compositional
oeuvres, the field of performance, the
sphere of professional preparation, — along
with folk music, has received extensive
and thorough elaboration in his works.®
His extremely diverse works in terms of
genre — from extensive monographs to
articles, textbooks and booklets — have
characterized the main genres of opus-music,
the musical legacy of the masters, musical
ensembles, and the history of educational
institutions. There is not a single composer
of Chuvashia who has not been influenced by
Kondratiev and his research works. A large
number of personalia articles deals with the
representatives of the art of performance. A
large number of surveying characterizations
are devoted to topical issues of the national
and the international, the general and the
individual, history and contemporaneity,
tendencies of development of Chuvash art
in the broad musical-aesthetical context.
Questions of style, genre, form, subject
matter and musical language are touched
upon; a thorough analysis of the oeuvres of

masters from various generations has made
it possible for him to reveal traits typical
for the national compositional school. The
scholar has introduced numerous concepts
related to style, which are crucial to
understanding the music of the masters of
the second half of the 20th century (“national-
traditional”, “national-non-traditional” and
“non-Chuvash”), differentiated according to
their intonational sources [15].

While researching the musical culture of
the Soviet period, the scholar reconstructs
the genuine history of Chuvash music, basing
himself on a historiographic foundation and
on unique materials which became accessible
after the “archival revolution” of the early
1990s. Many things are reinterpreted
in already acquired knowledge and the
existent “mythology”, and new approaches
and evaluations have been found to the
contradictions common during the Soviet
period. The sphere of examined themes is
broad, and it involves representatives of
various professions of the Chuvash artistic
intelligentsia: masters of literature, theater
and the visual arts.

The large stratum of new documents
which Kondratiev turned his attention to has
lain at the basis of the trilogy of monographs
devoted to the biographies and musical
output of the first generation of Chuvash
professional musicians: Feodor Pavlov
[11], Stepan Maksimov [14], and Vassily
Vorobiev [12]. The abundantly illustrated
editions with large numbers of photograph
documents and musical examples which
came out in the prestigious series of the
Chuvash publishing house “Zamechatel'nye
lyudi Chuvashii” [“Remarkable People of
Chuvashia”] illuminated massively the
period of formation of national professional
art and aroused grateful responses from
throughout Russia and other countries (see:
[7]). Upon the musicologist’s initiative for
the first time a compilation of compositions
of the outstanding Chuvash composer of
the pre-war time Gennady Vorobiev has
been published. A whole set of publications
of monographic character compiled and
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edited by the musicologist are devoted to the
composers who asserted themselves during
the second half of the 20th century Grigoriy
Khirbyu, Filipp Lukin, Victor Khodyashev,
Alexander Vassiliev. In them a large amount
of materials is disclosed to the attentive
reader, while the protagonists of the books,
in the opinion of many specialists, present
themselves in new light.”

The depth of perceptions of national art
is solidified by books and booklets which
demonstrate the main stages of appearance
and development of the oldest musical
organizations of the republic: the State
Ensemble of Song and Dance, the Stepan
Maksimov Children’s Music School and the
Feodor Pavlov Cheboksary Music College. The
sections about the art of music in collective
monographs on the history and culture of
the Chuvash people, as well as hundreds of
articles in encyclopedic editions, belong to
the pen of the musicologist. Longstanding
observations and facts brought together
have allowed him to reevaluate and
formulate anew a new integral periodization
of the “general” history of Chuvash music.
The early historical stages of development,
the enlightening transformations of the
late 19th century, and observations of
the art of the Early Modern Period and
Contemporary History have organically fit
into it, having been reconstructed by the
scholar through the depth of the centuries.
Kondratiev’s publications and public
presentations have amazed his audiences
each time by their erudition, the breadth
of their culturological context and the
originality of understanding of the stated
themes. They include many references
to the world art of the past and present,
poetry and philosophy. He has frequently
been invited as an authoritative art scholar
to various events: artistic presentations
and openings of exhibitions, wishing to
hear professionally precise, capacious
characterizations in the sphere of art
culture. As part of his activities of promoting
Chuvash art, Kondratiev frequently appears
on the radio, television, in periodical press,

and in conferences devoted to questions
of art and culture, where he demonstrates
profound competence of understanding of
problems, lucidity and argumentativeness of
reasoning, enthusiasm and an extraordinary
gift of a narrator.® Genuine professionalism,
impeccable logic, scholarly reasonableness
and forethought of ideas have allowed him
to hold and express in many questions his
independent opinion, at times running
counter to the official point of view.

Kondratiev’s research work is successfully
combined with pedagogical activities.
For a long period of time he taught at the
Cheboksary Feodor Pavlov Music College. At
the present time the professor transmits his
rich experience of accumulated knowledge
to the students of the Chuvash State Ilya
Ulyanov University and the Chuvash State
Ivan Yakovlev Pedagogical University, and to
post-graduate students of the specialization
“The Art of Music” of the Music Theory and
Methodology of the selfsame educational
institution. As the research adviser of
Candidates of Art Irina Danilova [8], Svetlana
Ilyina [9] and Lyubov Bushuyeva [9], he is
spoken of as the creator of the academic
school of Chuvash musicology.

Doctor of Arts, Professor Kondratiev is full
of artistic ideas and does not perceive himself
outside of the realm of musical scholarship.
The author of unmatched discoveries in the
field of research and the master of original
solutions of new problems is engaged in
work the essence of which is in minimum
routine, the inimitability of each new goal
and the opportunities for new discoveries.

5
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~)—" NOTES 7 A~

1 Backin 1990 Alexeyev noted in regard to
the musical notation of folk melodies: “As

far as the means of indication of the original
sounding pitches, several of them exist. Certain
musicians cite the real pitch of the initial

tone of the melody immediately after the

first key indications as a whole note placed in
parenthesis or a rhombic note-head (sometimes
shaded, as in the two-volume collection ‘Pesni
nizovykh Chuvashey’ [‘Songs of the Lowland
Chuvashes’] compiled by M.G. Kondratiev —
Cheboksary, 1981, 1982)” [1, p. 64].

2 A similar notation system with the use

of square-shaped note-heads is used by the
specialist in Udmurt folk music, Doctor of Arts
Irina Nuriyeva in her compilations [21; 22].

8 Abram Yusfin, his research adviser during
the years of study at the Kazan Conservatory,
reflecting on the method discovered by
Kondratiev, evaluated it in the following
manner in his letter from 2010: “Your

Chuvash history struck me not only by its
most interesting facts and testimonials, but,
above all — by the methodology, disclosing
great opportunities for immersion into the
history of musical culture, virtually ‘from

its depths’. I perceived in this methodology
something similar to what was elaborated

by paleontologist Cuvier, who was able to
reconstruct an entire organism with one
discovered bone. Maybe it would make

sense to describe the technology of work on
reconstructing the seemingly forever departed
past elaborated by you? However, one may
presume that each different culture would
also require its own respective methodological
version as well. And, of course, I was extremely
happy about the bibliographical reference
book. As far as I can judge, few scholars from
your generation are capable of displaying
something similar to that. I wish you to
continue adding to it” (from Kondratiev’s
personal correspondence).

% From the letter of Candidate of Arts Khatira

Gasanzade (Baku): “I have read your book
about ‘savra yurd’ with great interest. As you
note, there exist parallels with the Azerbaijani
song texts as well <...> Your research works are
well-known in Baku, Azerbaijani musicologists
frequently cite them” (from M.G. Kondratiev’s
personal correspondence).

5 From Alexander Maklygin’s review of the
publication: [16].

¢ In this regard Kondratiev has undoubtedly
demonstrated himself as the successor to

the first Chuvash musicologist Yuri Ilyukhin
(1925-2014), researching on a new round and
in a different scope the issues touched upon in
the works of his predecessor.

7 Irina Mitta. Review of the book “Filipp
Lukin. Muzykant. Obshchestvenny deyatel'.
Sbornik statey, vospominaniy, materialov”
[“Philip Lukin. Musician. Public Figure.
Compilation of Articles, Memoirs and
Materials”] (from M.G. Kondratiev’s personal
correspondence).

8 Kondratiev is engaged in broad public
activities as a counselor to the head of

the Chuvash Republic, a member of the
Commission for State Premiums in the Sphere
of Literature and Art subservient to the head
of the Chuvash Republic, and a member of

the directorate of the Composers’ Union of

the Chuvash Republic. He was awarded many
honorary titles: Honored Activist of the Arts of
the Chuvash Republic (1991), Honored Activist
of the Arts of the Russian Federation (2001);
Laureate of the Premium of the Komsomol

of Chuvashia in the Fields of Science and
Technique (1982), Laureate of the State
Premium of the Chuvash Republic in the Field
of Literature and Art (2004); Academician of
the National Academy of Sciences and Arts

of the Chuvash Republic (1994), Academician
of the International Academy of Sciences of
Pedagogical Education (1999). He was awarded
the medal of the Order “For the Merits before
the Chuvash Republic” (2008).
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AncamMmbieBoe Ensemble Music-Making

My3UIIUPOBaHUe B 3epKaJjie
3amaJHOeBPOIIeCKOM
>kuBonucu XVII-XVIII BekoB

B amoxy 6apokko aHcaMbJieBoe
MY3HIIMpOBaHUe ObLJIO U3IH00IeHHBIM
BPeMAIIPeNIPOBOXKAeHUEeM. /I 3HATU
U Cpe[lHero Kjacca «001jeHre yepes My3bIKy»
SIBJISLJIOCH HEOTheMJIEMOM YacCThI0 )KU3HU:

Ha My3bIKaJIbHOM SI3bIKe BhIpakaJlu II0UTeHUe,
Lejlaid «My3bIKaJIbHbIe IIPUHOIIIEHUS»

U IIPU3HAHUA B JII00BU. B My3bIKaIbHBIX
COpPeBHOBAHUAX BUPTYO3bI IeMOHCTPUPOBAJIU
UCIIOJTHUTEJIBCKOE MacTepCTBO, 3HATHBIE
IaMBbI COIIPOBOXKIAIN UTPOM Ha apde U JII0THe
UCIIOJTHEHNE [I09TUYeCKUX COUMHEHUH.
JKeslaHMeM MY3HUIIMPOBATh B COJIBHOU U
aHcaMb6Js1eBOU popMe 06J1aaIu UCIIOJTHUTEIN
Ha pasJIMYHbBIX MHCTPYMeHTaxX U C pasHbIM
YPOBHEM ITOATOTOBKH.

B pesyJibTaTe 3TOr0 «COLIMAIBHOTO 3aIpoca»
TI0BUJIACh BYXCTPOUYHas popMa 3allucCH,
o6JaziaroIas CBOMCTBaAMU qUASI-IIAPTUTYPHL,
KOTOPYIO IIPUHATO Has3bIBATh K/AASUPHLIM
ypmexcmom. Ho «KJIaBUPHBIMU» 3TU TEKCTHI
SIBJIIFOTCS JIUIIB B CJIy4dae HMCIIOJTHeHUs
HUX Ha OpraHe UIU KjiaBecHHe. CTpyKTypa
IBYXCTPOYHUKOB XVII-XVIII BeKoB obJsiataet
ropaszo 60JIbIIUMHU BO3SMOKHOCTSAMY,

TaK KaK SBJIgeTCsS YHUBepPCaIbHOMU

3alKChI0 aHCaMOJIEBBIX ¥ OPKECTPOBBIX
COUYMHEHUU B CBEPHYTOU popMe. biiaromaps
CBOMCTBaM quasi-TapTATYPHI KJIaBUPHBIN
YPTEKCT 6aPOKKO CTaJl yHUKaJIbHBIM
sIBJIEHHEeM, CBOe00OpasHbIM «3epPKaoM
3II0XM», 3alleqyaT/IeBIIUM MHOXKECTBO

in the Mirror Reflection of
17th and 18th Century Western
European Painting

During the Baroque era ensemble
music-making was a favorite pastime.
For the nobility and the middle class
“communication by means of music”
was an inherent part of life: the musical
language was the means of expressing respect,
presenting “musical offerings” and confessions
of love. In musical competitions virtuosi
demonstrated their exceptional performing
skills, and high-society ladies accompanied
readings of poetical works with playing
the harp or the lute. The desire to make music
in the form of solo or ensemble performance
was shared by players on various instruments
endowed with different levels of preparedness.

This “social demand” resulted
in the appearance of the two-staff form
of notation, endowed with traits of a
quasi-score, which it was customary to call
the keyboard urtext. However, this music can
be termed as being for the keyboard only upon
the condition of their performance
on the organ or the harpsichord. The structure
of the “two-staff scores” from the 17th
and 18th centuries possesses immense
possibilities, since it presents a universal
form of notation for ensemble and orchestral
compositions in convolved form. As the result
of the traits of the quasi-score, the baroque
urtext became a unique phenomenon,
a peculiar “mirror of the epoch”, which
registered numerous 17th and 18th century
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KJIHIIIe MY3bIKaJIbHBIX HHCTPYMEHTOB
XVII-XVIII BexoB, CIIeHbI MY3UITUPOBAHUSI B
IyaTax, TPUO U Ja’Ke aKyCTHUeCKHe 00pasbl
TrpymII 6apovHOro opKecTpa — solo u continuo.
CBoero pofa sepKaJjioM, OTPa’KaroliuM
KapTHHBI My3UIIUPOBaHUS U aHCaMObJIeBbIe
COCTaBBI, IBUJIKCH II0JIOTHA JKUBOIIUCIIEB
XVII-XVIII BeKOB.

KJirroueBsble cjI0Ba:

aHcaM0J1eBOe My3UITUPOBaHUe, KJIaBUPHBIN
YPTEKCT, My3bIKaJIbHbIe HTHCTPYMEHTEI
06apOKKO, My3bIKa U )KUBOIINCH, My3bIKaJIbHBIN
HATIOPMOPT, XyA0KHUKHU XVII-XVIII BeKoB.

musical instrumental clichés, scenes

of music-making in duos, trios, and even
images of groups of the baroque orchestra —
the solo and the continuo. A sort of mirror
reflecting pictures of music-making

and ensemble groups was provided

by the art canvases of 17th and 18th century
painters.

Keywords:

ensemble music-making, clavier urtext,
baroque musical instruments,

music and painting, musical still-life,
artists of the 17th — 18th centuries.
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pesu My3bIKaHTOB, UTPAIOIIMX Ha pas-
JIMYHBIX UHCTPYMEHTAaX, B KapTUHAaX
4acTo U300parkajics K/AA8UpHblil yp-
mekcm. B 1ieHTpe HaTIOPMOPTOB U3 MY3bI-
KaJIbHBIX HTHCTPYMEHTOB 0OBIYHO IIPUCYT-
CTBOBAaJI TeKCT COJIBHOW HUHCTPYMeHTaJlb-
HOU IIapTHUU WJIH KJaBUpPHas PYKOIIUCh
IBYXCTPOYHMKA KaK CBEPHyTasi HapTUTYpa,
KOTOPYIO IIPe/iII0/1arajoch pasBépTeIBaTh B
aHcaMOJIb B IIpoIlecce Urpkl (Wil 1, 2).

et ?ﬂﬂrﬂ STaeil s

Ha. 1. Simone de Passe (1595?-1647).
“Musical company”, 1612 e.
I'pastopa Ha medHOUl naacmuHe

Ha. 2. Antoine Pesne (1683-1757).
“Musical Couple”, 1718 a.

Ha xapTuHe «Jlefu U PKEeHTIbMEH» XY-
IOKHUKAa aMCTepraMCKoM 1KosIbl XVII Beka

136



2019, Ne 1 %,

MY3BIKa H ’)KHUBOITHCH

3amnevyatryéH Iy3T KJIaBeCUHUCTKU U MY3bI-
KaHTa, Urparollero Ha BuoJIe fa ramoa. Pa-
IIOM C HUM Hu3obpakeHa 6apoyHas rurapa
KaK HaMEK Ha BO3MO>KHOCTBL UCIIOJTHEHUS
COYMHEHMs B TPHUO-cocTaBe. KilaBeCHHUCT-
Ka JIep>KUT PYKOIIHUChH KJIABUPHOI'O COUYMHe-
HU, KOTOpas ABJIIeTCA [IEHTPOM KOMIIO3U-
1 (W1 3).

Ha xaptuHe Hosepa Ban AkeHa «Mysu-
UpPYIOIlIe Ha Teppace» PsAL0M C HUCIIOJI-
HUTeJIIMU, UTPaloIUMU Ha KOHTpabace,
CKPHIIKE, TYXOBBIX MHCTPYMEHTaX U JIIOT-
He, U300pa’keHbl BCeTo JIUIIb Be HOTHEIE
pykomucu (uia. 4). OqHa U3 HUX — HOTHI,
Jie)Kalliye Ha II0JIy PSafOM C JIIOTHUCTKOM.
BTopasg — pyKOIUCEH, I10 KOTOPOM MCIIOJI-
HSAIOT CBOU IIAPTHUU TPOe aHCaMOJIUCTOB,
U300pa’KéHHBIX Ha 3ajHeM ILIaHe (TeKCT
IepP>KUT [IeBUILA).

Ha xaptuHe Kapso AmManbdu «My3bl-
KaJIbHOe cobpaHue» (WI. 5) — eBATH IIep-
COH (mambl ¥ KaBaJjiepbl B 60raTHIX Ofe-
KJax). V nmrecTepsIX B pyKaX My3bIKaJIbHEIe
HHCTPYMEHTHI (CIeBa HAIIpaBo): JIIOTHS, Te-
op6a, 610K dIIeliTa, JIIOTHS, CKPUIIKA, 6apoy-
Hasg rutapa. MHCTpYyMeHTHI IBYX My3bIKaH-
TOB — KJIaBEeCHUH U CKpPUIIKa — JIesKaT Ha
CTOJIe, BOKPYI KOTOPOIO PaCIIOJJIOKUIUCH
UCIIOJTHUTEJIH.

JlaMa, IIpuepKUBalolasi pPyKou HOTHI,
CTOsAIIYe Ha ITIIIUTPE, BOSMOXKHO, SIBJISET-
Cs1 aBTOPOM COYMHEHMUs, 03BYYUBAEMOTIO
aHcamb6JiieM. JIUIIIL OfHA U3 YYaCTHHUIL HC-
II0JTHEHW U300pakeHa 6e3 My3bIKaJIbHOIO0
HHCTpyMeHTa. BO3M0O>KHO, 0Ha — IIeBUIIA, U
MY3BbIKaJIbHBIM HHCTPYMEHTOM SIBJIIETCS €€
COOCTBEHHBIHN rosioc. Cpefy CTOJIb O0JIBIIIO-
r0 KOJIMYecTBa UCIIOJTHUTe el u3o0parke-
HBI BCeTO JIUIIB /IBe HOTHBIe PYKOIIUCH. ITa
IIpuMeyaTesIbHas 0CO6eHHOCTh I103BOJISIET
Clies1aTh BBIBOJI, YTO JIeBATH aHCAaMOJIMCTOB
pasBEéPTHIBAIOT CBOU IIapTUU Ha OCHOBe
KJIaBUPHOTO [BYXCTPOYHUKA, IIpe/iCTaBJId-
IOIIeT0 COO0M quasi-mapTUTYpYy.

ITpoussenenue Ilutepa AHresnuca «My-
3bIKaJIbHag accaMbJiesi» (1. 6) n3o6parka-
eT Ay3T TUTAapUCTKU U CKpHUIlaya. PsaoM c
HUCIIOJIHUTEJISIMH JIeXKaT YX0Bble MHCTPY-
MeHTHl (HaMEéK Ha BO3MOJXHOCTH MY3HU-
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Ha. 3. AmMcmepdamckas wkoaa, XVII s.,
«JIedu u 0xceHmMbMeH»

Hn. 4. Hosegp san Axen, XVIII 6.
«Mysuyupyrouiue Ha meppace»

Ha. 5. Kapao Amansgpu.
«My3biKabHoe cobpaHue», 1725 2.
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I[JUPOBAaHUI U UCIIOJTHEHUS B PYyroM aH-
caMbJyieBOM cocTase). Ha mmonuTpe mepef
TUTAPUCTKOM pPAaCIIOJIOXKEH KJIaBUPHBIN
IBYXCTPOYHHUK.

CBoricTBa 6apOYHOIO ypTEeKCTa KakK aH-
caM0J1eBOM IIapTUTYpPHI APKO 3alievarJie-
HEBI Ha II0JI0THe J. backeHHca «XyI0KHUK
backenuc u Jir0THUCT OTTaBUO OJIBAPIH»
(ni1. 7). Ha xapTHHE MBI BUJUM [IBYX MY3BbI-
KaHTOB: KJIaBeCUHHUCTA (OH ABJIIETCS aBTO-
POM KapTHHBI), UI'PAIOIlero Ha IIepeHocC-
HOM CIIMHeTe, ¥ JIIDTHUCTA, UCIIOTHSIOIIEro
IapTUI0 TeOpPOBHI.

O4eBUHO, YTO MY3BIKaHTHI, PaCIIOJIO-
JKeHHble TaK 6JIM3KO0 JPYT K APYIY, UCIIOJI-
HAIOT IIPOU3BE/IeHMeE 110 OJTHOMY U TOMY >Ke

Ha. 6. [Tumep Anzeuc. TEKCTY, CTOsIIleMy Ha IIOIIUTPe KIaBHUpa.
«My3bIKA1bHAS accamones» PHJIOM C HUMHU Ha CTOJIe JIe?KaT eme ABa UH-
CTpyMeHTa — 6apoyHas rurapa ¥ KOHTpa-
6ac, CBU/IeTeIbCTBYIOIIME O BO3SMOYKHOCTHU
UCIIOJTHEHUS COUMHEeHUS U B THOM UHCTPY-
MeHTaJILHOM COCTaBe.

OfuH U3 My3bIKaJIbHBIX HATIOPMOPTOB
macTtepa XVII Beka IBapucTto backeHuca
OTKPBIBAETCS 3PUTEJII0 Ha GpOHeE II0JHATOTO
POCKOIITHOI'O 3aHaBeca, CHMBOJIM3UPYIOIIe-
I'0 IpUIJIallleHHe K My3UIIMPOBaHUI0, Haya-
JIO BCTPeYH, I1I07,00HO OTKPBITHIO TeaTpalb-
HOTI'0 CIIeKTaKJIA (1. 8).

Ha croJie jeaT IIATh UHCTPYMEHTOB
(csieBa HaAIIpaBo): iBe JIIOTHYU, MUHUATIOP-
Hn. 7. Jeapucmo backenuc, XVII e. HBIH IIepeHOCHOM KIaBHp, 6apouHasi CKPHII-
«XyQOOICHUK BACKEHUC U FOMHUCT Ka, 6apouHas ruTapa. Ha IonuTpe KaaBupa

Ommaguo O.1bapou> U II0/1, KJIaBUaTypou U306pakeHbl HOTHEIE
PYKOIIMCH, HA KOTOPBIX YETKO IIPOCMATPU-
BaeTcs 00HA napmusi.

JKUBOIIMCHOE IIOJIOTHO CJIYXKHUT IleH-
HBIM JTOKYMEHTOM 3II0XU: OHO UHPOPMU-
pyeT 3pUTess 0 TPAaLUIIUAX UCIIOTHEHUS
MY3BIKU B aHCaMb6s1eBOM GopMe Ha OCHOBe
CBEPHYTOIO TEKCTA. B pacriopsoKeHUH II9TH
MY3BIKaHTOB, I10 CBUZIETEeJILCTBY KUBOIIHC-
HOI'0 MacTepa, 6BIJIN TOJBKO JBe HOTHEIE
PYKOIIMCH C OJHOM 3alICAaHHOM IlapTHEH.
Karkapiii 13 aHCaMOJIMCTOB HCIIOJIHSII CO-
YMHEeHUe Ha CBOEM UHCTPYMeHTe — JII0THE,

Ha. 8. 3eapucmo BackeHuc, XVII 6. CKPHIIKe WM KJIaBUpPe, Pa3BEPTHIBASI TEKCT
«Hamropmopm ¢ My3blKANbHbIMU B COOTBETCTBHH C BO3MOXXHOCTSAMH 3BYKO-
UHCMpyMeHmamu» U3BJIeYEeHUSI HHCTPYMEHTa.
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Jly1s1 6apOYHOro KJIaBUPHOTO YpPTeEKCTa
KaK quasi-IIapTUTypbl CUMBOJIMYHO U30-
Opa’keHue, HalleyaTaHHOe Ha TUTYJIbHOM
JcTe usfaHusa «COUMHEeHUN I KIaBeCcH-
Ha» JXaHa-AHpu AHryebepa, ppaHIy3CKO-
ro KoMIosuTopa-kjaaBecuHucrta XVII Beka
(m1. 9).

Ha rpaBrope, pasMeIéHHOM Ha 00JI0KKe
COOpPHHUKA €ro K/a8UpPHbIX COUMHEHUH, U30-
6pa’keHa nepcoHU$UKAIUA (OJIULIETBOpE-
HUe) Mys3bIKH, KOTOpas BoccefaeT Ha Bep-
mHe Coepsl, Urpas Ha jivpe. beCKoHeuHbI
CBUTOK HOT pasBOpadyMBaeTCs, HUCIIaAas C
eé KoJieHa. Y IOJHOXHUA chephl — KphlIa-
Thle IIyTTH (MaJIleHbKHe aHTeJIbl) — 0T U
UTparoT Ha opraHe, ¢JieiTe U CKpHUIIKe. Bo-
Kpyr HUX pPyTHe UHCTPYMEHTHI — KJaBe-
CHH, CKpUIIKa, BUOJIa []a raM6a, XapIICUXOpP/,
JIIOTHA U OJI0K(JIeliTa, a TaKKe OTKPBITHIA
COOpPHUK HOT. B JIeBOM BepXHeM YTJIy U30-
Opa’kéH «Tpodei» U3 UHCTPYMEHTOB, KOTO-
pbLii 06 beUHSeT por, GJIeNTy I1aHa, T0601 U
TpyOy. CUMBOJIMYeCKOe U300parkeHure BCe-
ro TeMOpPOBOrO0 MHOI006pasusi My3bIKajlb-
Horo MHCcTpyMeHTapusa XVII-XVIII BekoB
Ha COOpPHUKe COYMHEHUU I KIaBeCUHa
CBUJIeTeJILCTBYET 06 0COOBIX CTPYKTYPHBIX
0COO6EHHOCTSAX KJIaBUPHBIX OITyCOB 6apOKKO,
a8 UIMEHHO — 0 CBOMCTBAaX qUASI-TIAPTUTYPBHI.

[IpruMepoM ITOZ06HOTO pPoza Opus’oB CIIy-
»KaT 3HaMeHUTHIe «30 Essercizi» J[JoMeHUKO
CxapsiaTTy. ETo IBYXCTPOUYHUKHY, QUKCUPYS
boraTreriIiiee pasHooOpasue MHCTPYMeEH-
TaJIbHBIX KJIUIIle aHcaMObJIeBO U OpKeCTpo-
BoM My3bIKU XVII-XVIII BeKOB, IIpe/icTaB-
JIIIOT COO0M HAaCTOAIIYI0 IHITUKJIOIIEeUI0
I U3y4eHUs B HOTOrpapuyeckou opme
IIPaKTUKU MY3UIIMPOBaHUA III0XU 6aPOKKO.

V3ydyeHHe KJIaBUPHBIX YPTEKCTOB
J. CkapJaTTH B KOHTEKCTe Xy 0’KeCTBeH-
HOU KyJbTyphl XVII-XVIII BeKoB Impeo-
cTaBJIsgeT OOJIbINIME BO3MO>XHOCTHU O3Ha-
KOMJIEHUS C TUIIMYHBIMU [[y9TaMU, TPUO U
IpyIIIaMy KaMepHOIo 6apoyHOro opKecTpa
Ha MaTepHaJie fa’ke HeCKOJIBKUX COUUHe-
HUU. [[pakTUYeCKU KaKAbIH KJIaBUPHBIN
OIlyC KOMIIO3UTOpa B pefyIUpPOBaHHOU
dopMe COep>KUT aKyCTHUYeCKHe 00pasbl
JIIOTHH, ap¢bl, ceMelcTBa BUOJI, OpraHa,

Ha. 9. TumyabHblil Aucm uzdaHus
«COHUHeHUs 0151 K/1a8eCuHa»
Kana-AHpu AHesebepa.
I'pastopa d'Anpeca I1. MuHbspa (1689)

Ha. 10. JomeHuko Ckapaammu
(1685-1757)

¢JIerThI, BaJITOPH U APYIUX CTAPUHHBIX
UHCTPYMEHTOB.

CoBpeMeHHas IIPaKTHKa 03BYYHMBaHUSI
KJIaBUPHBIX YPTEKCTOB 6aPOKKO CpefCcTBa-
MU Pa3HBIX MHCTPYMEHTOB $BJIIeTCSI BO3-
POXKAeHHeM TPagUIIMU MY3UIIUPOBAHUA
XVII-XVIII BEKOB, I'te KJIaBUPHBIN YPTEKCT
IIpeJCTaBJIA/I COO0M HACTOLIIYIO TabopaTo-
pHI0 aHCaM6/1eBOM ¥ OPKEeCTPOBOM MY3BIKH.
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C.B. PaxMaHHHOB
U M. A. BpyGeJb:
TBOpPUYeECKHe mapajaiean

CTaThs IIOCBAIEHA TBOPYECKUM
B3aMMOOTHOIIeHUIM Cepresg PaxMaHUHOBA
u Muxawua Bpy6essg. CpaBHUBas HacjIeiue
IBYX XYIO’KHUKOB, MOKHO 3aMeTUTH
OIIpele/IEHHBIN U HEOLHOKPATHBIU UX
«TBOPUYECKHUU THUAJIOT», IIPOIBJISIOITHUICT
B Xy/I0’KeCTBEHHBIX TeMaX U 06pasax,

K KOTOpbIM PaxMaHUHOB U Bpy6esb
IocJieoBaTeIbHO obpalanuck. iMernTcs

B BUly o6pa3ssl Cupenu u «®Paycra» U.B. ['ére.
ABTOp paccMaTpuBaeT 0COOEHHOCTH UX
HHTepIIpeTaluy XyA0KHUKaMU B TAKHUX
IIPOM3BeleHUAX, KaK poMaHC «CUpeHb» op. 21
Ne 5 u IlepBag popTenmmaHHas coHaTa op. 28
PaxmMaHUWHOBA, TPpUNTHUX «PaycT» (1896)

u KapTuHa «CupeHb» (1900) Bpybess. Takxke
aHaAJIM3UPYIOTCS HEKOTOPhIE bHorpadpuyecKue
MOMEHTEI, II03BOJIAIOIIE TOBOPUTh

0 TOM, YTO OJ{MH TBOPYECKHUH OIIBIT 0Ka3aJl
HeII0Cpe[CTBEHHOe BJIMIHYE Ha APYToM.

C TOUKH 3peHUs UCIIOJTHUTEIILCKOTO
HCKYCCTBA, TaKOe IIPOCIeKUBAHHUE
TBOPYECKUX ITapajrieseii 1aéT BOSMOKHOCTb
I10-HOBOMY B3IVITHYTH Ha HEKOTOPLIE
IIpou3BeleHUsA PaXMaHWUHOBA UMEHHO
C IIO3ULIMU MHTEPIIpeTallui B KOHTEKCTe
XyI0KeCTBEHHOI'0 HalIpaBJIeHUs MOO€EpH,

K KOTOPOMY MOKHO OTHECTH 0O0JIBIITYI0 YacTh
Hacaenus Bpyb6ess.

KiroueBnle C/I0BA:

C.B. PaxmaHUHOB, M.A. Bpy6eJb,
XyI07KeCTBeHHOe HallpaBJleHHe MOJIEPH,
«PaycT», «CUpeHb», TBOPUECKUM JUAJIOL.

Sergei Rachmaninoff
and Mikhail Vrubel:
Creative Parallels

The article offered to your attention is
dedicated to the interrelations between Sergei
Rachmaninoff and Mikhail Vrubel. Turning
directly to the legacies of the two artists,
it is possible to observe a definite and
continued “creative dialogue” between them
manifested in the artistic themes in images
to which Rachmaninoff and Vrubel consistently
turned. Most prominent among them are the
images of the Lilac and Goethe’s “Faust”.

The author examines the peculiarities of their
interpretations by the two artists in such works
as Rachmaninoff’s song “The Lilac” opus 21

No. 5 and the First Piano Sonata opus 28,

as well as Vrubel’s “Faust” triptych (1896)

and the painting “The Lilac” (1900).

Also subjected to analysis are a number

of biographical details, which make it possible
to assert that one artistic experience had
exerted direct influence on the other.

From the perspective of the art
of performance, such tracing of artistic
parallels makes it possible to glance anew
at certain compositions by Rachmaninoff
particularly from the position
of interpretation in the context of the Art
Moderne artistic direction, to which the greater
part of Vrubel’s artistic legacy
may be attributed.

Keywords:

Sergei Rachmaninoff, Mikhail Vrubel,
the artistic direction of the “modern style”,
“Faust”, “Lilacs”, creative dialogue.
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PU pasMBINLJIEHUIX O HeoObluau-
HOM IIeHHOCTHU TBOPYECKOI'0 HacJe-
nusg Cepregd PaxMaHHHOBA YacTo
IIOLUYEPKUBAIOT €ro JaJIeKO He JIeXKalllyio
Ha IIOBEPXHOCTH, CKPBITYIO CBS3bL U He-
COMHEHHYI COOTHECEHHOCTh C JYXOB-
HOM aTMocdepoit IIPOIIIOro CTosIeTus [5].
IIpy aTOM He CTOUT 3a6BIBaTh, UTO pPybex
XIX-XX BEKOB — IIepUO/I, B KOTOPBIX HEIIO0-
CpeACTBEHHO CGOPMUPOBAINChL TBOPUYECKas
JIMYHOCTH ¥ OCHOBHBIE 3CTeTUYeCKHe IIPHH-
ITUITEI PAXMaHWHOBA, — IIPUHATO HA3bIBATh
3II0X0M MoJepHa. /laHHOe HallpaBJIeHHe B
TOT MOMEHT MOIJIO IIpeTeHI0BaTh Ha PoJb
TJIABHOT'O XY 0’KeCTBEHHOTO CTHJIA CBOETO
BpeMeHH, BO MHOT'OM OIIpe/le/IMBIIIEro 1aJIb-
Hellllee pa3BUTHE KaK 3apy0e’KHOTO0, TaK U
pycckoro uckyccrBa. KOHTeKCT MojiepHa B
TBOpYecTBe PaxMaHHHOBaA HeMaJIOBa’kKeH
[6], B vacTHOCTH, IIOTOMY, UTO Ha IIPOTSKe-
HUU MHOTHUX JIeT KOMIIO3UTOP IIpe6hIBasl B
OKPY>KeHUH JIF0/IeH, CBI3aHHBIX C 3TUM CTHU-
JieM, — Takux Kak CaBBa MaMOHTOB, BajieH-
TUH Cepos, Cepreu /larunes, Buxkrop Bac-
HeIloB, Muxaus Bpy6esb u apyrux. U TyT
IIpeJICTaBJIAeTCS UHTEepPeCHOM BO3SMOKHOCTh
BBIIBUTL HEKOTOPEIEe IapaJijieslkd MeXAy
TBOpUYeCcTBOM PaxMaHMHOBA U Bpybesrs.
JTUX [IBYX, Ha IIePBBIN B3IJIAL, HEOIU3-
KUX XY/I0’KHUKOB B CBOE BpeMs CBsI3aJIH 1Ba
Ipyrux yesoBeka — MaMOHTOB 1 Hazerxzia
3abesa-Bpy6esn. Yaessaa 6oJiee IpUCTaIb-
HOe BHUMaHUe UCTOPUU IIpodecCroHab-
HBIX B3aMMOOTHOIIIeHUN PaxMaHUHOBa
U 3abesbl-Bpy6esb, MOKHO BBIIBUTH MO-
MEHTBHI IIePeKJIUYKHA HEKOTOPEIX TeM TBOP-
yecTBa KOMIIO3UTOpa U Bpyb6ess. [Ipexze
Bcero, aTo TeMa CupeHU. OTHOMMEHHELIN
poMaHc PaxMaHuHOBa op. 21 Ne 5 6bL1 3a-
nucaH UM U usgaH B 1902 roxy. OgHaKo
COBpeMeHHHUKH KoMIIo3uTopa — EJjieHa
Kpeitniep, Esrena BunHTep-PojkaHcKasg U
Ipyrue — yTBEP)KAAI0T, YTO poMaHC «CH-

PeHb» OHU CJIBINIAJINA B aBTOPCKOM UCIIOJI-
HEeHUU MHOTO0 paHbIlle, TO eCTh B 1898-1899
ropax [4, c. 162]. IIpu aToM OLHOU U3 IIep-
BBIX UCIIOJTHUTEILHUIT BOKaJIbHOU IapTUU
6pl1a MMeHHO 3abesia-Bpybesb [TaM XKe,
C. 221-222]. 3Has1, Kakoe MeCTO B TBOpUe-
CKOU >KU3HU Bpybesisi 3aHUMasa, B 4acT-
HOCTH, HUCIIOJIHUTeJbCKasA [esTeIbHOCTh
ero >KeHbl, IPaBOMEPHO IPEJIIOJI0XKUTh,
4TO IIOSIBJIEHHE JBYX IIOJIOTE€H XYA0KHHU-
Ka 1900-1901 romoB, o3arsaBjieHHBIX «CH-
pPeHb», MOIJIO OBITH BJOXHOBJIEHO UMEHHO
UCIIOJIHEHHEeM poMaHca PaxMaHMHOBA.

OmHaKO IpHU HEIOoCpPeaACTBEHHOM CO-
II0CTaBJIEHUU 3MOIIMOHAJIbHO-00pa3HbIX
chep JaHHBIX IIPOU3BENEHUN IBYX XY 0XK-
HUKOB HeJIb3d He OTMETUTh pasjanuyus B
XYI0KeCTBEHHOU HWHTepIpeTaruu UMH
OTHOM TeMBbl. PAXMaHHWHOB, B KOHITe 1890-x
TO/I0B IIepeKUBABIIUU IJIyOOKUM TBOpUe-
CKUM KPU3UC, BbI3BAHHBIU IIPOBAJIOM €ro
[lepBoi cUMPOHUH, CO3HNAET HEOOIBIITON
poMaHC Ha cTUXU ExaTepuHBI beKeTOBOU.
CourHeHUe XapaKTepU3yIOT IIpo3pavHas,
IOUYTHU MUHUMaJIUCTUYHAag QakTypa pop-
TEeIIHAaHHOTO COIIPOBOKAEeHUS, IIPHUTLJIY-
IIEéHHAas HIOAHCUPOBKAa, ocobas 6ecroJry-
TOHOBAasl «MATKOCTb» BOKAJbHOU IIapTUU.
Kak u ctuxoTBOopeHUe bekeTOBOM, My3bIKa
poMaHca, C OHOM CTOPOHEI, II0JTHA TUXOH,
CBEeTJION PajioCTH, BEI3SBAHHOM CO3epIlaHU-
eM IIPUPOJELL, HO B TO Ke BpeMsI 0OUeHb Tpa-
THYHA B CBOEM YTBEPKIEHUU MBICIH, YTO
cyacTbe — JIMIIL B CHPeHH. «...[IMeeTcsd B
BUIy KPYT 9MOIIMI, BOSHUKAKIINX, KOI/a
TOHKO YyBCTBYIOIIIad AyIlla OCTaéTCs Haelu-
He C I1eli3a)keM, OTPEIIUBIIUCH OT IIPO3bI U
TPeBOJIHEHUU KU3HU, Pe30HUPYS IIpeKpac-
HOMY B IIpUPOJE, UeM JOII0THUTEIbHO I10/1-
4épKHUBaeTCcs KpacoTa BHYTPeHHero Mupa
yeJjioBeKa...» [2, c. 84].

Ha py6exe XIX-XX BeKkoB Bpybesb Ha-
XOIUJICA Ha CBO€OOpasHOM >KU3HEHHOM U
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Ha. 1. Muxaun Bpy6esw. CupeHs. 1900.
Xoscm, macao

TBOPYECKOM IIepenyThe; BIiepeau ObLI IIIy-
OOKHUM [IyILIeBHBIM KPU3UC, HA II0JI0THAX
XyIo>KHHUKa ¢ 1898-1899 romoB BHOBE I10-
saBJisieTcsa obpas lemoHa. B 1900 roxy Bpy-
6esib 06palaeTcs K Teme CUpeHHU U CO3/1aéT
MacurabHoe II0JI0THO (1. 1).

KapTuHa 1101Ha IPOTUBOPEYUBBIX IMO-
UM, B IIepBYI0 OuYepeb, UyBCTBEHHOIO
YIIOeHMA KpacoTOM IIBeTyIrero Kycra. Ho
o6pa3s HUM(BI, BEICTYIIAIOIEN Ha IIepBbIA
I/IaH, IPUBJIEKaeT ¥ HaCTOPaKUBaeT CBOeH
MUCTHUYECKOM 3araloyHOCTEI0. Bropas Kap-
THHA C TeM ’Ke Ha3BaHUeM, paboTa HaJ KO-
TOopoM Besiack B 1901 roxy, Tak U ocrajaach
He3aKOHYEeHHOM.

Bcé >xe HeCMOTps Ha OT/IMYUA TBOpUe-
CKHUX MHTepIIpeTaIliii OJHOM TeMEI ABYMI
Xy[oKHUKaMU CepeOpPsAHOIO BeKa, YUUTHI-

Basg UX II0YTH OJJTHOBpPEMeEHHOe obOpalljeHue
K ITaHHOM TeMaTHKe U 00Iee OKpy KeHUe,
IIPaBOMEPHO NPEAIIOJIOXKUTH, YTO OLUH
TBOPYECKUM OIIBIT HEIIOCPEeJACTBEHHO II0-
BJIMSUI Ha CO3JJaHUe IPYroro.

E1ié 6oJiee MHTEpeCHBIM Ka>KeTCs TO, UTO
U PaxMaHUHOB, U Bpy6eJib B CBOé BpeMs 00-
paiarTca K Teme «daycra» MoranHa I'éte.
B 1907 roxy B /lpe3geHe PaxMaHUHOB CO3-
oaét ceoro IlepByro GopTermaHHyI0 COHATY
(op. 28, d moll) — rpaHUO3HEMNIIIEE TI0JIOT-
HO cuMpoHMYecKoro macurraba. IIpousse-
IleHre IIpe/icTaBiIsieT CO00M TPéX4YacTHBIN
IIUKJI, I7le KpallHUe YacTH, HalluCaHHbIEe B
COHATHOM $opMe, pasjeseHbl BTOPOU, 06-
JIEUEHHOU B OPMY, XapaKTEePHYIO IJII MHO-
TUX OPKeCcTPOBHIX Adagio. B utore IlepBas
coHaTa PaxXMaHHWHOBA — OJJHO U3 CaMBIX
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IIPOJO/DKUTEIBLHEIX 110 3BYYaHUI0 IIPOUS3-
BeJleHUM, HallUCAaHHBIX KeM-JIU60 U KOTI-
Ia-1ubo B 3TOM >KaHpe (oKoJso 37-39 mu-
HyT). My3bIKaJIbHBIU TeMaTHU3M BCeX YacTen
IIpOM3BeeHUA OCHOBAH HAa HECKOJbKHX
TeMaX, IIPOBE/IEHHBIX B 9KCIIO3UIIHUU IIep-
BOM yacTu. B okoHUaTesibHOM BUle [lepBas
¢oprenraHHasg coHaTa PaxMaHUHOBA JIU-
IIIeHa KaKOM OBl TO HU OBLJIO IIPOTPaMMBI,
O[THaKO UMeeTCqd MHO>KeCTBO QpaKTOB, YKa-
3bIBAIOIUX Ha eé cBA3b C «PaycTom» ['éTe.
O6paTuMCa K IIMCbMY KOMIIO3UTOpa K Hu-
KuTe MoposoBy oT 25 amnpesa 1907 ropa:
«...CoHaTa 6e3yCJI0BHO [UKas U 6eCKOHEYHO
[UINHHAad. 5 gymaro, 0KoJIo 45 MUHYT. B Ta-
KHe pasMepbl MeHd 3aBJjIeKja IIporpaMma,
T. €., BepHee, OJHa PYKOBOAAIIAs Hues. ITO
TPH KOHTPACTHUPYIOIIHME THUIIA U3 OJHOTIO
MHPOBOIO JIUTEPATyPHOIo IIPOU3BEEeHUS.
KoHeuHO, IIporpaMMBeI IIPeIlofaH0 HUKAKOH
He Oy/ieT, XOTb MHe 1 HaYWHAaeT IIPUXO/IUTh
B T'OJIOBY, UTO €CJIH 6 1 OTKPBLI IIPOTPaMMYy,
To CoHaTa crasa Obl sicHee...» [4, c. 330]. O
TOM, KaKoe MMeHHO JINTepaTypHOe IIPOH3-
BeJleHHe IojpasymeBaeT PaxXMaHMHOB, MBI
y3HaeM oT KoHcTaHTHHa ryMHOBa: «...3a-
exasB II0CJIe JICHIIITUTCKOT0 KOHIlepTa K Pax-
MaHHHOBY B /lpesfieH, g YCIbIIIaI OT Hero,
YTO IIPU COUMHEHHH COHATHI OH MMeJI B BULY
réreBckoro ®aycra ¥ 4To 1-9 4aCThb COOTBET-
cTByeT ®aycry, 2-1 — I'peTxeH, 3-91 — IIOJIET
Ha bpokeH u Meducrodes...» [3, c. 85].

B HCTOpPHUU MY3BIKH €CThb HeMaJIo CJIy-
4YaeB, KOrJa KOMIIOSUTOPHI OOpalaauch
K «PaycTy». B 3apy6eKHOM HCKYyCCTBe 3Ta
TeMa HadaJia IIPOHUKATh B MY3BIKY eIlé B
XIX Beke. Mi3BeCTHO, UTO y beTX0BeHa ObLi1a
MBICJIb BOIUIOTHUTE BeJHYaiIee IIpou3Be-
IeHue ['éte B orrepe. B Hayase 1830-X roioB
desrrKc MeH/ie/IbCOH CO34aéT XOPOBYIO OaJI-
Jany «BanpnyprreBa HOUb», BCKOpe II0CIe
aToro Puxapna BarHep muiieT yBepTHOPY
«PaycT». B KoHITe 1840-X ro10B IOABJIAIOT-
ca «CreHsl U3 Paycrar» Pobepra lllymaHa u
JApamaTtuyeckad jsereHza I'ekropa bepJinio-
3a «OcyxneHue Paycra». HakoHely, B cepe-
IuHe XIX BeKa poKIarTCda TaKuye I1e/1eBpbl
MHPOBOM MY3BIKH, Kak oriepa [lapJisa ['yHO
«PaycT» U «Paycr-cuMpoHUuss» PepeHIa

Jlucta. M 3TO TOJIBKO HauboJiee SpKUe U3
IIPUMepOB Pa3BUTHUA JaHHOMU TeMBbI, CBiI-
3aHHBIE C TBOPYECTBOM KOMIIO3UTOPOB-PO-
MaHTHUKOB IIepPBOM BeJIMYUHEL. B Hayase
XX Beka K TeMe daycTa o6palarTcs 0JHO-
BpeMeHHO ['ycraB Masiep (B BocbMoi cum-
¢oHMM) U PaxMaHUHOB B CBOelU IlepBoit
dopTenruaHHOM COHaTe.

3a 10 jyieT 10 HaNIKMCaHUA KOMIIOSUTOPOM
IAaHHOI'0 COYMHeHU, B 1896 rony, Bpybeis,
OpU COoLeMCTBUU apxuTekropa Péxopa
[TexTeJid, IIoJy4aeT 3aKa3 OT U3BECTHOTO
KOJUIEKIIMOHepa U MelleHaTa Ajyiekces Mo-
po30Ba Ha Co3/laHUe IIOJIUIITHXA JJIsI TOTH-
4eCKOro KabuHeTa B ero goMe. IToaunTux
IOJKeH ObLI IpefCcTaBIATh CO00M IATH
IIaHHO B HEOTOTHYECKOM CTHJIE Ha TeMy
npousBeneHuda I'éTe. Cro’KeT 3THUX I10JIOTEH
OUeHb OJIM30K «PYKOBOJAIEN upee» Pax-
MaHHHOBA, YIIOMSIHYTOM UM B pasroBope C
HNIryMHOBBIM. BOT 4YTO IHUIIIET 110 3TOMY II0-
Boxy IIéTp CysnmasieB B KHUre «Bpy6esn. My-
3bIKa. TeaTp»: «...Bech ITUKII pellléH, cKopee,
B [IeKOPaTUBHO-MY3bIKaJIbHOM KJI0Ue, KaK
B oriepe. /la)ke BBIOOP CIO’KETHO-00pasHBIX
MOMEHTOB KaK ObI IIOJUWMHEH He CTOJILKO UX
MeCTy B UHTepbepe FOTUYeCKOro KabruHeTa
M COOTBETCTBYIOIIIMM pasMepaM XO0JICTOB,
CKOJIbKO OCHOBHBIM 3PEeJIHIIIHBIM MH3aH-
cueHaM: ,PaycT B CBOEM KabuHeTe", ,Map-
rapuTta“ Ha ¢oHe caza, ,Meducrodpens u
YUeHUK"“ B TOM >Ke KabuHeTe PaycTa, II0MO-
JIOJIeBIIINH U BIIIOOJIEHHBIN ,,PaycT ¢ Mapra-
puToOil B cangy“ U, HakoHell, ,ITosiéT daycra
U Megucrodess”, ITUX CKa30UHbIX BCaHU-
KOB B HOYHOM Hebe HaJl TOTUYECKUM Cpef-
HEeBEKOBBIM I'OPOJOM. Bcé 3T0O — IO TBEPIK-
IeHUe BJIMAHUS MY3bIKaJIbHOIO TeaTpa Ha
BUJIeHUE XYI0KHUKa» [7, c. 149-150].

B TBopuecTBe PaXMaHMHOBA €CTh IIPH-
Mep, KOTZja KOMIIO3UTOP CO3/4aéT MacIITao-
HOe IIpOU3BeJleHHe II0J BIleUaTJeHHueM
OT KapTHUHBI — CUMQOHUUECKYI0 I103MY
«OCTpPOB MEPTBEIX» Op. 29. IIpyHUMad BO
BHUMaHKe TOT $aKT, 4TO I103Ma (Co3/iaH-
Hag 110 MOTHBAM II0JIOTHA IIIBEHI[aPCKOI0
XYL0KHUKA-CUMBOJIUCTA APHOJIb/Ia BEKIN-
Ha) Obl1a HanrcaHa PaxMaHUHOBBIM Cpasy
Besten 3a CoHaTOM op. 28, MOKHO IIPeII0JI0-
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Ha. 2. Muxaun Bpy6enw. daycm.
Tpunmux. 1896. Xo.icm, mac/o

JKUTB, UTO CIy4Yay B3aUMOJIeMCTBUS YKUBO-
IIMCU U MY3BIKHA B TBOPYECTBe KOMIIO3UTO-
pa He gBJIAETCA eJUHUYHBIM.

Heo6X0UMO OTMETHUTH eIllé HeCKOJIBLKO
IIPUMEPOB II0PasUTEJILHOI0 CXO/LCTBA KOH-
LIeIIIIM ITOJIUIITUXA ¥ COHATHL. B UTOre IIATH

110J10TeH Bpy6esd opOpMUIUCE B 3aKOH-
UeHHBIN TpUNTUX «Meductodesnb u yue-
HUK, Maprapura, PaycT B CBOéM KabHuHeTe»
(ui1. 2), IeHTpaJbHEIM 00pa3oM KOTOPOTO
KOMIIO3UIIMOHHO gBJIsIeTCsA 06pa3 Maprapu-
THI (TaK ’Ke, KaK U B COHaTe PaXMaHUHOBA)
U [IBa «CAaMOCTOSITEJILHBIX» IIAHHO Ha 3Ty JKe
TeMaTHKYy. B TO >ke BpeMs He06X0IIMO II0M-
HUTH, YTO UMEHHO TeMa I10JI€Ta (Co CJIOB
HryMHOBa) gBJIsJ1ach A1 PaxMaHUHOBA J10-
MUHUDpYIOLed B puHase [lepBoil COHATHI.
/laHHas TeMa TaK’Ke sBJIsIeTCs 6a30BOM I
CIO’KeTa IIaHHO, He BOILIe/IIer0 B OCHOBHYIO
CTPYKTYypy Tpunrtuxa («Ilosét ®aycra u Me-
ducrodesrsa»).

BriostHe BeposATHO, UTO PaXMaHHHOB,
BCTYIIUBIIHUH B JO/DKHOCTE BTOPOI0 JUPH-
JKépa «Pycckoi yacTHOM ortepsl» B 1897 roxy
(110 IIpUrJIaNlIeHH0 MaMOHTOBa), KAKUM-TO
o6pa3oM (CKopee BCero, OIIATH >Ke IIPU CO-
nerictBuU MaMoOHTOBa U 3abeJbl-Bpy6esib)
CMOT 03HaKOMUTLCA ¢ paboTaMu Bpy6esa
TakK ke, KaK B TO BpeMsi OH 3HAKOMMJICA C
paboramu AnosuinHapus BacHernioBa, KoH-
craHTHHa KopoBuHa 1 Bacuimdg I1ojieHOBa,
KOTOpHIe, KaK U Bpybesb, paboTaau Torga
XyIOKHUKaMHU-leKopaTopaMu B TeaTpe
MaMoOHTOBa.

HecoMHeHHO, ¢paKThl B3aUMOJENCTBUA
IBYX BeJIUKUX XY[0KHUKOB CepebpsHOIO
BeKa AT BO3MOXHOCTE I10-HOBOMY B3IJIs-
HYTh Ha I'paHU UX Haciaegusd. C TOUKH 3pe-
HU WCIIOJTHUTEJIBECKOTO GOPTEIIMaHHOIO KC-
KyCCTBa IIPOCJIeKUBaHUE HEKOTOPEIX TBOP-
YeCcKUX IlapaJuiesied I103BoJIsieT 000raTUTh
UHAUBUYAJIbHBINA IIOAX0[ K HHTepIIpeTa-
I MHOT'HX IIPOH3BeIeHHI PaxMaHMHOBA.
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Tpagunuu ¥ HHHOBAIIUU
B TBOpYeECTBe XyJ0KHHUKA
Taarara MacaJimMoBa

CTaThbs II0CBsIleHa TBOPYECTBY
3aCIIy>KeHHOI'0 XyI0KHUKa Pecly6IuKu
bamkopTocTaH Tajarara MacajiumMoBa —
JKUBOIIKCIIA, TpadrKa, MacTepa JeKOpaTUBHO-
TIPUKJIaJHOr0 UCKyCcCTBa. ETo TBOpUecTBO
paccMaTpHUBaeTCs B CTaThbe B KOHTEKCTe
IIPOIIeCCOB, IIPOUCXOIAIINX B COBPEMEHHOM
H1300pasuTeIbHOM HUCKYCCTBe, 0OTMeUeHHBIX
TIOMCKOM HOBBIX IIJTACTUYECKHUX CPEefCTB.
ABTOpBI BUIAT TBOpUYECTBO MacajiuMoBa Kak
SIPKUH IIpUMep OSJHOBPEMEHHOTO0 BIUAHUA
HapOJHOIO UCKYCCTBA, er0 CUMBOJIUKUA U
06pa3sHOTO CTPOSL, BOCTOUHBIX (THOPKCKUX)
TpagUIIMY U TPaJUIIUU PyCCKOTO aBaHTapia
C eTo CTpeMJIEHHeM K [IPUMUTHBAM,
JIAKOHUYHBIM, YCIOBHBIM GpopMaM. B ctaTbe
IIpUBefleHbl Pab0THI XYL0KHUKA, CO3JaHHbIe
B TeXHUKe YHUKaJIbHOU rpaduKy, I1acTely,
XyI0KeCTBEHHOI'0 BOMJIOKA. B 0CHOBe 3TUX
paboT JIe>KUT 3sHaHMe IIPUHITUAIIOB II0CTPOeHUs
KOMIIO3UITUU U U300pasUTeIbHBIX

Tradition and Innovation
in the Work of Bashkir Artist
Talgat Masalimov

The article is devoted to the artistic legacy of
Merited Artist of the Republic of Bashkortostan
Talgat Masalimov — painter, graphic artist and
master of decorative applied art. his work is
examined in the article in the context of the
processes taking place in the contemporary
visual arts, marked with an exploration of
new plastic means. The authors regard the
legacy of Masalimov as a vivid example of
the simultaneous influence of folk art, its
symbolism and graphic structure, Eastern
(Turkic) traditions and those of the Russian
avant-garde with its aspiration towards
primitive, laconic, conditional forms. The
article cites examples among works of the artist
created in the technique of graphics, pastel
and artistic felt. At the core of the creation of
these works lies the knowledge of principles of
construction of the composition and depictive
techniques characteristic for the Russian
avant-garde and Early Russian icon-painting
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OPHUEMOB, XapaKTePHBIX JIJII PYCCKOTO
aBaHTap/la ¥ APeBHEPYCCKOM UKOHOIIHCH,
WPaHCKONM MUHHUATIOPHI IPU OTCYTCTBUH
OPSAMBIX aCCOITHAIINMN C KaKOU-TTH60
KOHKPETHOU 3II0X0U WU XY/I07KEeCTBEHHBIM
HallpaBJIeHHEM. ABTOPHI BUASAT B TBOPUECTBE
XyIO>KHUKA IPKUU IIPUMep COXpaHeHUs

U IIPeyMHO>KeHUS HacJIeIusI POIILIOTOo,

€ro pa3sBUTHUS U 060TallleHUs CpeICTBaMU
COBpEeMEeHHBIX IJIaCTUYeCKUX UCKYCCTB.

KJirroueBsble cjIoBa:

HU300pa3uUTeTbHOE UCKYCCTBO, IIACTUUEeCKHUe
CpeficTBa, TIOPKCKHE TPATUITHU, KOMIIO3HITHS.

and Iranian miniatures, with an absence of
direct associations with any concrete epoch or
artistic direction. The authors see in the work
of the artist a vivid example of the preservation
and expansion of the heritage of the past, its
development and enrichment by means of
contemporary plastic arts.

Keywords:

visual arts, plastic means, Turkic traditions,
compositions.
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300pasuTesIbHOE UCKYCCTBO bair-

KOPTOCTaHAa ITOCIeJHUX JeCATHIIe-

THUU pasBUBAaeTCA B YCIIOBUIX PasHO-
obOpasusi CTUJIeN U Xy/I0>KeCTBEHHOTO S3bI-
Ka, HaX0/id HOBBIE CII0COOBI ILJTaCTUYECKUX
06pasHbBIX pellleHui. Bo BTOPOM II0JI0BUHE
BOCBMUJIECATHIX U B JeBIHOCTBIE TOALI B
TBOpYECTBe XyA0KHUKOB balltkoprocTaHa,
KaK U B UCKYCCTBe IPYyIUX POCCUNCKUX pe-
THMOHOB, pealuCTUUYecKas M300pasuTesb-
Hasg CUCTeMa CMeHSAeTCd PAAOM CTHUIUCTHU-
YeCKUX HallpaBJIeHUMN, IPUBHECIIINUX HOBOE
IIOHMMaHUe GOpPMBI, IPOCTPAHCTBA U I1BETa
[6]. MeHseTca Tak)Ke U IIOHUMaHUe COJep-
’KaHUs KapTUHBI, pa3fiejieHre Ha >KaHPbl U
BU/IbI CTAHOBUTCS HEPEKO YCIOBHBIM, HHO-
r7a ucuyesasi BOBCe.

MupoBo33peHUeCKHe IMO3UITUU XY 0XK-
HUKOB Havasia XXI BeKa CTaHOBATCSI BCE
boJsiee CyO'bEKTUBHBIMU, BCE HACTOMUYMBeEE
B UCKYCCTBE 3By4YaT JIMYHOCTHbIE MOTHUBEI
U OIleHKU. OIIBIT, HAKOIIJIEHHBIU IIpeJbl-
OYIIUMU IIOKOJIEHUSIMU, MacTepaMHu Tpa-
OUITMOHHOM IIIKOJIBL, IIO/IBEpraeTcs Iepe-
OCMBICJIEHUI0, 060rallaeTcss COBpeMeHHbI-
MU Xy[0KeCTBEHHBIMU U QUIOCOPCKUMU
ugesasMu. Bo MHOTUX IIPOU3BeIeHUIX XY/I0-
’KeCTBEHHBIN 00pa3 obpeTaeT 3HAKOBYIO
KOHIIEHTPUPOBAaHHYI $OpPMY, BhIpakaro-

LIYI0 3CTETUUECKYI0, TPaKJaHCKY0, HaIH-
OHAJIbHO-3THUYECKYIO II03ULTHAI0 aBTOPOB.
Ecii B UCKyCCTBe COBETCKOIO IIepHo/ia
obpaireHre K UCTOKaM HOCHJIO CyIy60 pea-
JIMCTUYECKUU XapaKTep, TO Tellepb aBTOPHI
CTPeMSTCS COeJUHUTh B CBOEM TBOPYECTBE
3JIeMeHThl apXauKH, HAPOJHOM Xy/07Ke-
CTBEHHOMN KYJBbTYpPHI (JIyOOK, BBILIMBKA,
TKa4yeCTBO) C JOCTH)KeHUSIMU HCKYCCTBA
HOBeNIllero BpeMeHU. TBOpUyecKUe UCKa-
HUS MHOTUX XY 0’)KHUKOB COBPeMEeHHOI0
BamkopTocraHa OpreHTHPOBaHbl Ha OIIBIT
PYCCKOI0 >KUBOIIMCHOTO aBaHTap/a HadaJia
XX Beka. B 6alIKupcKoi )KUBOIIUCH U I'pa-
¢rKe IIUPOKOE IIpUMeHeHMe HaXOUT CTU-
JIUCTUKA IIPUMUTHBA, COOTBETCTBYIOIAs
U30paHHOU TeMe — JlepeBEHCKUM CHOKe-
TaM, KpeCcTbIHCKUM obpasaM [5].
[IpUMUTHUBU3M U IKCIIPECCUOHU3M UMe-
10T, II0>KaJIyH, HauboJIblllee 3HaUeHUe I
dopMHUpPOBaHUS XYy/I0’KECTBEHHOTO SI3bIKa
B COBpPeMEHHOM MCKYCCTBe PeCIlyOJIMKU.
Pasyinuuisg B HaIlMOHAJILHOM IPUHAIJIe’KHO-
CTH, )KUBOIIMCHOM TeMIlepaMeHTe, Xy 0/Ke-
CTBEHHOW WHIWBU/YaJIbHOCTH IIOMOTal0T
aBTOpaM U3berkaTh OJJHOCTOPOHHOCTH ILIa-
CTUYeCKHUX IIPUEMOB, CI0’KEeTOB U 00pa3oB.
CTpeMJieHMe CO3/1aTh COOCTBEHHBIN MUp,
YBUZETDH IIPOUCXOZINEee 10 0COOeHHBIM
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YIJIOM 3peHUs BhIparkaeTcs, IIpeK/ie BCero,
B CHCTeMe HU300pasuTeIbHO-BhIpa3uTeIb-
HBIX IPUEMOB — TaKUX KaK U306pakeHue
pasHOBpPEMEeHHBIX COOBITHUM B OJJHOU KOM-
II03UIIMH, [TAHOPAMHBIN 0XBaT IIPOUCXO/S-
11IeT0 Cpe/icTBaMU chepruyueCcKOM MK obpat-
HOU IIepCIIeKTUBE], BBeJleHUe B TKaHb Kap-
THUHBI STHUYECKUX 00pa30B U CUMBOJIOB [2].

ITOMCKY HOBOTO SI3bIKa JIJI51 BOILIOII|eHIS
acconuaTUBHOIO 06pasa, JIUIIEHHOIO IIps-
MBIX OIIeHOK, IIPUBOJAT K apXaudyeCKOMY
muody. B obpalieHun K HapogHOU MUQOJIO-
T'MU KaK K TOUKe OIIOPbI BUIUTCS CIIacCeHHe
OT YTPaThl CTUJINCTUYECKUX OPUEHTHUPOB
U IIyCcTOTHL. O6passl JIOer U OKpy Kalo-
IIUX YesI0BeKa IIpeMeTOB IlepepacTaroT
B HOCTaJIbTU4YeCKYH KapTUHY YXOAAIleN
IlepeBHU. B pesyabTaTe Iepe] 3puUTeeM
IIpeJCTaéT cCaMOOBITHBIM KPacOYHBIM MUD,
YBUJIeHHBIN CKBO3b IIPU3MY aBaHTapzAa, Iie
€BPOIIeMCKYe TPaJUIIUU CIIUBAIOTCS C BOC-
TOYHBIMY, a IT0/I4aC C UCJIAMCKUMU MOTHUBA-
MU, KPeCTbsIHCKUMU CHOKeTaMU U [IepCOHa-
Kamu. Cienysa GQOJILKIOPHON CTUIMCTUKE,
aBTOPBI U3beraroT IIPSIMOM M300pasuUTeIb-
HOCTH, CO3/laBasi HOBYI0 00pasHY0 CUCTEMY,
TBOPS HOBYIO MU OJIOTHIO.

JdTa TeHJeHIUs IBHO IIPOCIeXUBaeTCs
B COBPEMEHHOM MCKYCCTBe MHOTOHAIHO-
HaJILHOTO BalllkopTocTaHa, I7ie CMellleHue
o6bIuaeB, TpaaUIUMI, BEPOBAHUN OKa3a-
JIOCh 6J1arolaTHOM IIOYBOM JIsI BOSHUKHO-
BeHUs CaMOOBITHOM HaIlMOHAJIbHOM XY[0-
’KeCTBEHHOU IIKOoJIbl. Ha TeppuTopuu pe-
CIIyOJIMKU U3[IpeBJIe IIPOKUBAJIN HapO/bl,
UCIIOBe0BaBIMe VciaM U COXpaHUBIIIHE
TIOPKCKHE KYJbTYpHBle Tpaguliuu (6ari-
KUpBL, TaTapbl). MycyJibMaHCKas Bepa, CMe-
LIaBIINCh C MECTHBIMU MU OJIOTUUECKUMU
TpagULIUIMU, IIPUHSAIA «MATKUN», TePIIU-
MBIU XapaKTep, YKOpeHUJIach B 00bIYUasX,
TpPagUIIULX, CUCTeMe HPaBCTBEHHBIX IIeH-
HOCTeMH, TaK U He 06epHYBIIIUCH JKECTKUMU
I0OTMaMHU U 3allpeTaMH, KaK 3TO IIPOU30IILIO0
BO MHOT'HX JIDYTHX PeTHOHaX.

ObpamieHue K MUQPOJIOTUU, XYL OXKe-
CTBEHHBIM TpajuIIUAM, CUMBOJIMKe Mcia-
Ma JIESKUT B OCHOBE CBOe0Opasus IIpOU3Be-
IleHU MHOTHX COBpeMeHHBIX OaIlIKUPCKUX

XYIOKHUKOB [3]. /lyXoBHAasA CBA3b C UCTIaM-
CKUMM KOPHAMU He HOCHUT 37eCh XapaKTep
IIPSAMOT0 3aUMCTBOBaHUSA — OHAa BhIpa’ka-
eTCs B IaJsIore IIOKOJIEHUH, 06pallleHuH K
«POJIOBOMY OIIBITY», «IIAMSITH IIPEJKOB».

CpeZ cOBpeMeHHBIX MacTepoB U3obpa-
3UTeJIbHOTO UCKyCCTBa pecrybsmvky barr-
KOPTOCTaH, BOIUIOTUBIIIUX B CBOEM TBOpYe-
CTBe CIIellMpUUeCKre BOCTOYHbIe, TIOPKCKHE
KyJbTypHBIe Tpagunuu, — Tajnrat Macauu-
MOB, 3aCJIy>KeHHBIH XY/[0KHUK PecIry6/iiKu
balrkopTocTaH, )KUBOIIKCeI] U IpapUK, OFUH
U3 CaMBIX CaMOOBITHBIX MacTepOB JleKopa-
TUBHO-IIPUKJIQJIHOTO HUCKycCcTBa. Ero TBOp-
4eCcTBO OTMeYeHO CTpeMJIeHHeM K Hellpe-
XOJAIIMM HPaBCTBEHHBIM UCTHHAM, YCTOM-
YUBOMY MHUPOIIOPS/IKY, C OTHOM CTOPOHEI, a
C IPyroil — IIOMCKOM HOBBIX IZIaCTUYECKUX
cpencTs. [IocTpoeHMe Xy10KECTBEHHOT0 00-
pasa Ha OCHOBe 3a/laHHBIX HOPM U IIPaBHJI
MacTepcTBa — IIyTh, HEIIpUeMJIEMBIHN I
sToro mMacrepa. Ero pa6oTsl, 6e3yciI0BHO,
CO3/IaHbI C OIIOPOM Ha 3HAHUE IIPUHITUIIOB
PYCCKOI0 aBaHrap/a 1 IpeBHePyCCKOM UKO-
HOIIUCH, CpeIHeBEKOBOU AIIOHCKOM I'paBIo-
PBI, UPaHCKOM MUHHUATIOPHL, HO OHU He BHI-
3BIBAIOT IIPSIMBIX aCCOLTAALTUAM C KAKOU-TU60
KOHKPEeTHOM 3I10X0M WJIU XY 0’KeCTBEHHBIM
HalpasjieHHreM. [Ipy 3TOM IlepeoCMEBICIeHIe
YBU/IEHHOTO U IIPOYYBCTBOBAHHOTIO, OIIBIT
co3eplLiaHUs IIPeKpPacHOro IiepepacTaeT y
Xy[0’KHUKA B CO3[JaHHe 00pa3oB, HeCyIIUX
B cebe MMEHHO BOCTOYHYIO II03THUKY. 3ayda-
CTY0 3TH 00paskl Geclpe/IMeTHEI, a0CTPaKT-
HBI, OHU JIUIIIb HAMeKalT Ha peaslbHOCTh,
BBI3BIBasi CMyTHBI€e I1apaJljIe/Id B CO3SHAaHUU
3putesd. M 3T0 10CTaTOYHO XapaKTepHO I
BOCTOYHOH (TIOPKCKOI) KYJIBTYPBI, II0CKOJIb-
Ky HciaM, Kak U3BECTHO, He I0IyCKaJsl BO3-
MO>KHOCTH BHEIITHero cxojcrsa bora c ye-
JIOBEKOM HJIM JPYTUM 3€MHBIM CYII[eCTBOM;
1300pasuUTEeIbHOCTD ObLIA JOCTOSHUEM HC-
KJIIOUUTEJIbHO CBETCKOU KYJIbTYPHL. /IJIs ye-
JIOBEKA, )KUBYIIIETO0 B IIPOCTPAHCTBE KYJIbTY-
PBI MyCYJIBMaHCKOM, 3eMHOM MHUP — JIMIIIB
WJUIIO3W; KpacoTa 3aKJ4yeHa B MUpe HC-
TUHHOM, b0o’KeCcTBEeHHOM, KOTOPBIU CiIe/lyeT
IIOCTUTaTh Pa3yMoOM, Uepes Iiellb OTBJIeYEH-
HBIX PACCY>KIeHUMN U acCOITHaITUi.
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Mup, YBUeHHBIN IJ1a3aMH 4eI0BeKa,
IIpUHAa/Ie)Kallero OfJHOBPEMEHHO U K €eB-
POIIeCKOM, ¥ K BOCTOYHOM KYJIbTYpe, IIpe/I-
CTaET Ilepel HaMHU B CBOEM HEIIOBTOPHUMOM
obsirke B paborax Tasrata MacaJarMoOBa,
BBIIIOJITHEHHBIX B TeXHHUKe KapaHjalla,
odopTa, mmacreynu, TeMiepsl. Mud, TBOpu-
MBI XyJ0KHUKOM, BPSJ JIA SIBJIIETCS 3a-
BepIIeHHueM J0/IT'UX JIOTUYEeCKUX II0CTpoe-
HUU: aBTOP yJIaBJIMBAET ero IIPUTDKeHUe
TBOPUYECKUM UYThbEM, UHTyUIIUeU. Mudy
MOAYMHAIOTCSA JBYOKEHUS AYIIH XY0KHU-
Ka, IIBITAI0Ierocs IIPUAATh 3TOMY IIOTOKY
COOTBETCTBYIOIIYIO 3CTETUYECKYI0 GOPMY,
IIpe’kJe BCero CUMBOJINYECKYI0, 3HAaKOBYIO.

O6pa3sel ero KapTUH, CHUMBOJIbI, OpHAMeH-
THUKa — BCé 3TO IIPOHUKHYTO BOCIIOMHHA-
HUSIMHU JIeTCTBA, IIPOIIIe/IIIero B TaTapCKOM
IlepeBHe C eé ImaTpuapxajabHbIM YKJIAI0M,
JII000BBIO K [IOMY, VIOTY, IIpeMeTaM, Co-
TBOPEHHBIM PYKaMHU YMeJIbIIeB, ITIECHIMU U
CKaskaMu [4]. Mud, uepe3 KOTOPBIHI Xy0XK-
HUK yTBep>KAaeT CBOE BHUieHUe OYyyILero,
eCTh OJHOBPEMEHHO U IIeMAIasi HOCTallb-
T'Ys 110 IPOILIOMY. CIIO’KHOCTE MUPOIIOPSI/-
Ka, HeCBO/IMMOCTb €r0 K IIPOCTHIM UCTHUHAM,
HeJIMHEMHOCTh X0/ja YKU3HEeHHBIX IIpoIiec-
COB, — BCE€ 3TO BOCKpeIllaeT B [TIaMITH /1aB-
HIe BpeMeHa, KOTZja MUp ObLJI 00BSICHUM, a
HpaBCTBEHHbIE 3aKOHBI OTJIMYAIUCH CTPOH-
HOCTBIO U YIIOPSI0UYEHHOCTHIO.

YTOHUEHHO-MaTeMaTH4YecKass TOUHOCTB,
CBOMCTBEHHAs MyCyJIbMaHCKOMY MHPOOIITY-
IIIeHUI0, II0BJIMSJIA HA 3CTeTUYeCKOoe OTHO-
LIIeHMe XyT0’)KHUKA K MUPY, YTO 06epHYJIOCH
CO3aHHeM OpHaMeHTaJIbHBIX KOMITO3UITUMI
C YETKUM PUTMOM, OTTOYEHHOCTBHIO IIPO-
CTBHIX, IJAKOHUYHBIX 3JIeMEeHTOB, U3bICKaH-
HOM IIBETOBOM rapMOHHUeEH. SICHOCTH, KOH-
KpeTHOCTb 06pasa, ero papuHUpPOBaHHAasA
KpacoTa, CaMOILleHHOCTh JIMHUY, IIITHA, OT-
ZleJIbHBIX TeOMeTPUYEeCKUX GOpPM, COJIIPHBIX
U acTpaJIbHBIX 3HAKOB — BCE 3TO HaflessdeT
paboThI Xy[0KHUKA CIIeITUPUUECKU «BOC-
TOYHBIM» OO6assHUeM. Pab0ThI 3TU TPeOYIOT
HeIpsMOro, aCCOIIMaTUBHOTO BOCIIPUATUSA:
CTPOMHOE MHOTOI0JIOCHE COOBITHI, 3HAKOB
U CUMBOJIOB B IIPOCTPAaHCTBE, TBOPUMOM XY-
IO’)KHUKOM, BBISBIBAET B IIaMATU CMYTHEIE

00passl, HO acCOIUAaIIUU 3TH HEYJIOBUMBI U
MHOI'006pa3HbI.

Tasrat MacasiuMoB €03/1aJ1 rpadpruyecKue
U JKUBOIIMCHBIE CepUU, BOMJIOYHBIE KOBPHIL.
/lnamnasoH ero TBOPYECKUX IIOMCKOB J[OCTa-
TOYHO IIMPOK: OT IVIOCKOCTHBIX OpHaMeH-
TaJIbHBIX KOMIIO3UITUM — K JeKOPATUBHBIM
CTUJIM30BaHHBIM HAaTHOPMOPTaM, OT HUX —
K 000OIIEHHO-IIO9TUYECKUM CHKEeTHBIM
KOMITO3UITUSIM. XYA0KHUK TO OTTaYUBaeT
JIMHUIO, IOBOJA €€ 10 yoeauTeJTbHOU 3aBep-
LIEHHOCTH, TO 3KCIIEPUMEHTUPYET CO IITPHU-
XOM, HaJieJIsgsl ero ciep>KaHHOM, HO MOIITHOM
9HEPTeTHUKOU, TO 06paIfaeTcs K I1BeTy — sIp-
KOMY, 3ByYHOMY, ZIOII0JITHSS eT0 YETKHUM I'pa-
¢rueckuM KOHTYpoM. Ero paboTsl — He IIpo-
CTOM IlepeBOJ| TIOPKCKOTO OpHaMeHTa B TeX-
HUKY IIacTeJId WiId TeMiepbl. Co3aBast Ux,
XYI0>)KHUK TBOPUT HOBBIM CMBICJI, [IOJHUMA-
SICh IIOPOM /10 BEICOKOM CTelleH! 000011eHUs
U 106UBasACh OT OpHaAMEHTaJIbHOT0 MOTHBA
CUMBOJIMYECKOTO0 3By4aHUs. O6pasbl CI0KeT-
HBIX KOMIIO3UITUYN — BJIHOOJIEHHBIE, MOJIO-
Iible CYIIPYTH, JIFO[IH, 3aHAThIE KPeCThIHCKUM
TPYZAOM, — COCYII[eCTBYIOT PSIZIOM C MU OJIO-
TUYeCKUMU IIePCOHAKaMH, TAKUMH KaK My-
CYJIbMaHCKUM I1poo6pas JpsiBosia (Illaiitan),
Anresi-xpaHutesib (aperure). O6passl 3TU
yralaHbl Xy 0>KHUKOM, IPOYYBCTBOBAHBI U
[laHbI C TOU Mepoii 060611IeHNs, KOTOpasi 06-
pailjaeT X B CUMBOJIBL, He [I0ITyCKas IIPSMOM
WJUTIOCTPATUBHOCTH [1].

BiisiHMe MyCyJIbMaHCKOM KyJIbTYPHI Ha
TBOp4YecTBO Tasrata MacaimMoBa BUIUTCS
He B CJIe[IOBaHUU PEeJIMTUO3HBIM JJoTMaM U
IIOBTOPEHUU YTBEPAUBIINXCSI KAHOHOB, a
B 0COO0M MHUPOOIIYII[eHUH, CBOMCTBEHHOM
XYI0’KHUKY, B CO3epIlaTeJbHOCTH, YTOH-
YEHHOCTU BOCHPUATHUSA, JITAKOHUYHOCTHU
SI3bIKa, CTPOTOCTH KOMIIO3UIIUH, COCTABJISA-
HOIUX HEIIOBTOPUMOCTh UHAVMBUYyaJIbHO-
ro CTHJISI MacTepa.

I'padrka — mepBBIA U JIIOOUMMBIA BUJ
TBOpPYECTBA 11 XyA0KHUKA, paboTaroile-
ro IPOAYKTUBHO KaK B YHUKAJIbHOM, TaK U
B IleyaTHOU rpaduke, B TeXHHUKe 0pOopTa,
JIMHOTpaBlope, Kcuorpaduu. I'paduueckue
JIUCTHI IIOCBAILEHB] IIePe0CMBICIEHUI0 Ha-
pomHOM TeMbl, GOJIbKIIOPA (€CJIM TOBOPUTH
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Ha. 1. Tanzam Macaaumos. «Ilepgwlil nap»
(xapmoH, kapaHdoaw, 25%40), 1990 a.

0 coziep>KaHUM) U [IOMCKaM HOBOM ILJIaCTH-
KM, HOBBIX TeXHUUYECKUX IIPUEMOB (ecyu
KOCHYTBCA IIp0o6s1eM GOpMBI).

Jluct «IlepBBIi1 I1ap» U3 cepuu «MoJio-
Ibie» (1990) IOCBAIIEH CIOKETY U3 HapOoJ-
HOM Ku3HU (WI. 1). B MaHepe n306pakeHUs
YyBCTBYETCs JIETKass UPOHUs, UHTepecC K
OBITOBBIM IIO/IPOOHOCTSIM, TI[aTeJbHO II0-
IoOpaHHBIM U U300pa’kéHHBIM Oe3 JIMIITHe N
IeTanusaluy, TeIJIo U II03TUYHO. MoJio-
Iible HAIIpPaBJIAIOTCS B 6aHIO, HeBeCTa CMYy-
IIleHa, 6eCXUTPOCTHBIN KeHUX IIpeObIBaeT
B CIIOKOMCTBUH, a 3a TPyOOU 6aHU pacrio-
JIOKUJICSI YEPT, KaK HaMeK Ha CO0JIa3HBI,
I'PEXOBHBIE MBICJIH.

XyI0KHUK II0JIydaeT YJOBOJIbCTBUE OT
paboThI ¢ MaTepuaJIoM, UIeT HOBbIE TeX-
HUYeCKUe CPe/ICTBa, CO3/jaBasi YTOHUEHHYIO
PUTMHUYECKYI0 KOMIIO3UIIUIO C IIpeobazsa-
HIYEeM CBeTJIBIX TOHOB. B clieHe, 1306 pakéH-
HOM XY[I0’KHUKOM, Mbl BUZIJUM HeCIIeIlTHOe
II0BeCTBOBaHUE 0 )KU3HU TaTapCKOU JlepeB-
HU, YTOHYEHHOE 110 CBOEMY TeXHUYECKOMY
HUCIIOJTHEHUIO, HO 6e3 JTyD0YHOCTH U U3JIUIII-
HeU ujieain3aliuu.

Jluct «<Kaxkpa» U3 cepuu «/lepeBeHCKHe
MOTHUBBI» (1996) BBIIIOJIHEH Ha ITOJ00HBIN
IIPOCTOM CIOKEeT U B OJIM3KOU MaHepe: Xy-

IOKHUK M300pasui Beuep Ha [BOpe, Iie-
4JaJIbHYI0 KOPOBY Ha GOHe 3aKaTHOT'O COJIH-
na (ui. 2). Tema o6eux paboT HaBessHa BOC-
IIOMUHaHUSIMU JIeTCTBA, IIPOBELEHHOTO B
IlepeBHe, II0OTOMY OHU 00J1alal0T 0COO0H,
LIeMAIeU JOCTOBEPHOCTBIO.

TaroreHue K IPUMUTHBY, XapaKTepHOe
111 00enx paboT, He JyinIaeT 06passkl, CO3-
IaHHble aBTOPOM, MHOTO3Ha4YHOCTH, a Tpa-
OUIIMOHHBIE, IIaTpHUapXaIbHbIe CI0’KeThI He
MeIlIalT eMy CO3Z,aBaTh He4uTO abCOI0THO
HOBOe, JIETKO TpaHCPOopMHUpOBaTh GopMy,
caM croco6 paboThl KapaHAAIoM, II0UYHU-
HSIs1 BCE 3TO COOCTBEHHBIM IIpefiCTaBIeHU-
SIM O IIpEKPaCHOM.

JKuBonucHsble paboTs! Tanrata Macanu-
MOBAa BBIIIOJIHEHBI I1aCTeIbI0 WU TeMIle-
poi. OHU OT/IMUalOTCA JII0O0BBI K OpHa-
MeHTaJIbHBIM pelleHUsIM, sIpKO BbIpakKeH-
HOM [1eKOPaTUBHOCTBHIO U, KaK IIPaBUJIO,
IIJIOCKOCTHBI U IIOCTPOEHBI Ha COYeTaHUU
UMCTBIX [IBETOBBIX IIATEH U JIMHUU, 0COOBIM
06pa3oM C03aHHBIX GaKTYPHBIX II0BEPX-
HOCTeH.

CJI0’KHOCTH IIBeTa, oOpalljeHHue K TOH-
KHUM, U3bICKAHHBIM COYeTaHUAM XapaKTep-
HBI 119 paboThl «BeuHoe» (1997). Ha Helt
1300pa’keHbl CTEITHble MOTUBEI, I0PTHI, UX
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Ha. 2. Tanzam Macaaumos. «;Kaxcoa» us cepuu «/[epegeHcKue MOMUBbL»
(6ymaza, kapaHdaw, 38x50), 1996 2.

OTpa’keHUs B BOJie, JOIIOJIHEHHbIE TIOPK-
CKOM CUMBOJIMKOM — POTr006pasHbBIMU 3Jie-
MeHTaMU, 3Bé31aMH, I1oJiymMecsiieM (1. 3).
Msrkue, cepebpuCTO-Cepble TOHA Ha TEILJIOM
30JI0TUCTOM (QOHe, CO3TAI0T OIIyIeHHe
TeIlIa, II0KO0s, BeUHOCTH. CaMa TeXHHKa pa-
OOTHI C ITaCTeJIBI0 BEI3BIBAET aCCOITUALIUH C
4eM-TO YIOTHBIM, PYKOTBOPHBIM — OTZeJIb-
Hble IITPUXH, PUTMUYHO I10JI0’KeHHbIe Ha
IIJIOCKOCTh, HAaIlOMUHAIOT BBIIIIUBKY, TKa-
HBIU KOBED.

Pa6ora «Tporamu frercrBa» (2001) (v1. 4)
BBIIIOJIHEHA B HECKOJIBKO HHOU MaHepe: OHa
I104TH OecIIpeiMeTHa, IIOCTPOeHa Ha pUTMe
COJIMPKEHHBIX 110 TOHY U IIBeTy KOPUYHe-
BBIX, PO30BBIX, 6JI€/JHO-3eJIEHBIX TOHOB, 3a-
UMCTBOBAHHBIX U3 HapOJHOTO TKAa4eCTBa,
TPaAUIOHHBIX KOBPUKOB PYYHOM paboThL,
KOTOPBIMH IIOKPBIBAJIH I10JIBI B KPECThSIH-
CKHUX joMax [5]. [eoMeTpUUYeCKU XapaKTep
KOMIIO3UITUU IIOQUYEPKUBAETCSI YEPHBIM
KOHTYPOM, BBIIIOJTHEHHBIM [ eJIUKATHO U
BOCIIPOM3BOJAIIIMM PHUCYHOK TKaHOM KOB-
POBO# OPOKKU. TaK TpaJUIIMOHHBIN IIpe/-
MeT HapOoJHOI0 ObITa TPaHCPOPMUPYETCS B
abcTpakTHOe U300parkeHUe, Co3/laBasl HO-
BBIY IJIACTUYECKUM 06pas.

TpaguIHOHHBIE BOCTOYHBIE MOTHBBEI
SIBHO IIPOCJIE’KUBAIOTCS B BOMJIOYHBIX KOB-
pax Tasrata MacainumoBa. B pabore «IIBe-
TOYHBIEe MOTUBBI» (2015) XyI0>KHUK UCII0JIb-
3yeT THOPKCKUU IIBETOYHBIN OpPHAaMEHT,
CBOOO/THO MHTEPIIPETUPYS ero I10-CBOEMY,
BBOJ IpKHe, COUHEIE I[BeTa, KOHTPaCTHUPY-
IOIIIHe IPYT C IPYTOM U CO3JaroIIre HeOXXH-
LaHHO COBpeMeHHOe BIleuaTeHue (UL 5).

Pabota «TaHe1» 13 cepud «Crelib» (2011)
IIOLYEPKHYTO IpapuyHa, MOHOXPOMHA,
3leCh HCII0JIb30BaHbl HaTypaJIbHEIE IIBETa
OBeUYbel IIepPCTH — OT CEPOBATO-OXPUCTHIX
[0 TEMHO-KOPUYHEBBIX (M. 6).

CHui1ysTHI 3arafilouyHbIX apXauvHBIX IIep-
COHa’Ke¥ IIPUYY/JIUBEI U IIepeIlIeTal0TCA B
IIJIABHOM [BM)KEHUH, KOMIIO3UIIUA HOCUT
OpHaMeHTAJIbHBIN XapaKTep W HaBesHa
OPeBHUMHU TIOPKCKHUMU obpasamMu. OTHO-
IIeHHe K paboTe C IJIOCKOCTBHIO, JIMHUEH,
CII0c06 3al0JIHeHUs IIPOCTPAaHCTBa KOBpa
CUJIy3TaMHU CTHJIM30BaHHBIX H300parke-
HUU BBIJAIOT PYKY XYAO’KHHUKa-TpapUKa.
06 3TOM CBHUJIeTeJbCTBYeT BbIBepeHHAas
KOMIIO3UIIUSA, BEIPA3UTEILHOCTE PUCYHKA,
IpoAyMaHHast 9KOHOMHUS Xy/10KeCTBEHHBIX
CpeJCTB.
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Han. 3. Tanzam Macaaumos. «BeuHoe»
(6ymaza, nacmenw, 54x70), 1997 e.

Han. 4. Tanzam Macaaumos. «Tponamu demecmea»
(6ymaza, nacmenw, 50x70), 2001 2.

153



Picture Gallery ;§ 2019, Ne 1

Ha. 5. Taneam Macanaumos. «I[gemouHble MOmMuebl»
(wepcme, sotiiokosasiHue, 180%240), 2015 a.

Han. 6. Taneam Macaaumos. «TaHeuy»
(wepcmy, goilokosansiHue, 120x220), 2011 e.
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KapTunHas raiepes

[Tpu BCEM cBOeoOpasuu TeXHUKU, CBOU-
CTBEHHOM Ka’K[OMy W3 BHJOB HCKYCCTBa
(rpaduka, >KUBOIIUCH, KOBPOTKaveCTBO),
paboThl Xy[OXKHUKA BCerjla y3HaBaeMBL.
DOoJILKIIOPHEBIE 06pasel, OpHAMEHTHKA, BIIle-
JaTeHUs U3 pealbHOU JKU3HU, — BCE 3TO
nepepabaThiBaeTCs BOOOpaKeHrueM Macre-
pa, a B UTOTe CO34aéTCs CaMOOBITHAsI MaHe-
pa UCIIOJIHEeHUs, UMeIolas IPKO BhIpa’keH-
HBIU UHIUBUIYAJIbHBIA XapaKTep.

[TIOIBITKYU BO3POAUTH TPALUILIUU HapPO[I-
HOT0 MCKYCCTBa U peMécesI HepeJKHU B COBpe-
MEeHHOH TBOPYECKOM IIpakTHUKe. B paboTax
MHOT'HMX MacCTepoB HU300pasuTeJIbHOI0 UC-
KyCCTBa Mbl BUIUM ObpallleHue K TpaJUli-
SIM, sIBHBIE MJIA MeHee 3aMeTHBIe PeMUHUC-
IeHIIUH. IIpU 3TOM [1ajIeKo He BCerja OHU

3aBepIarTcs ycrnexomM. O6passl HApOHOTO
HUCKYCCTBA — pe3yJIbTaT TBOPUECKOT0 OCBO-
€HUsI MUpPa MHOTMMU ITOKOJIEHUSIMU JIFOJTEMH,
JKUBIIUX B YCJIOBUSX INaTpHUapXaJbHOIO
YKJIa/ia B TApMOHUY C IIPUPOJIOH, U IIPSIMOe
oIpa>kaHue 3/IeCh MaJIOIPOAYKTUBHO: OHO
BEJIET K IIePEePOKIEeHUI0 TPAJUIIUU B 6es-
OyIIHoe IUTUpoBaHUe. COBpeMeHHBIN XY-
IO>KHUK, KUTeJIb 00JIBIIOr0 ropoja, obJia-
TAroINUI OIIBITOM MHOTO XapaKTepa, HeXke-
JI1 HAPOJHBIN MacTep, He MOKeT BEPHYThCA
K er0 MUPOIIOHUMaHUK. OTCIofja elié 6osree
[IpUBJIeKaTeJbHBIM CTaHOBUTCS IIPUMeEP
COXpaHeHUs U IIPeyMHOKeHUs HacJaeaus
IPOIIJIOTO, €T0 pasBUTHUSA U OOOraleHus
CpeACTBaAaMU COBpPeMEeHHBIX IIJIaCTUYeCKUX
HUCKYCCTB.
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KoHuenmus reaTpajibHON
peasibHOCTH AHApUA JKoigaka
(Ha npuMepe cneKTaKjIen
«Zholdak Dreams: moxuTurTeju
YyBCTB» U «II0 Ty CTOPOHY
3aHaBeca»)

B cTraTbe $OpMyIHUPYIOTCSI 3CTETUUECKUE
TIO3ULIMU B TBOPUYECTBE YKPAUHCKOIO
pesxuccépa Aunpud JKosgaka Ha IIpuMepe
IBYX IeTepOYPICKUX crieKTakiIel — «Zholdak
Dreams: IOXUTUTEJIU UYBCTB» U «IIo TY
CTOpPOHY 3aHaBeca». FICX0/d 13 UCTOPUUECKUX
IIPeAIIoChIIOK GpeHOMeHa TeaTpalbHOCTH
U U3JI0’KEHHBIX XYI0KHUKOM IIOHATHUHN
0 CTPYKType TeaTpaJIbHOM MacKH, aBTOP
aHaJIU3UpPyeT UTPOBOM IIOAXO PeKUCCEpa
K IIOCTaHOBKE IpaMaTHUYeCcKOro TeKCTa,

a TaKKe Xy[I0KeCTBEHHbIE IIPHEMBI
TPaHCIIOHUPOBAaHUA CYObeKTUBHOCTH
BOCIIPUATHS B KayecTBe CpeficTBa
dbopMUpoBaHUSA CIIEHUUECKOTO 06pasa
00 bEKTUBHOI'0 MUpA.

O6pairascek K CBOMCTBAM TeaTpaJbHOU
MacCKH, aBTOp HCCJIelyeT IIPUPOLY
CUMOMOTHUUECKUX OTHOIIIEHUH aKTEépa U POJIH,
CYLLIeCTBYIOIINX B leTEPMUHUPOBAaHHOM
CLIeHH4YeCKOH peasbHOCTHU A. JKosigaka,
COeUHSIOIIEr0 B €[HOM IIPOCTPAHCTBEHHOM
I10JIe BpeMeHHBIe IIJIAaCTHI TEKCTa,
UCIIOJTHUTEJII U 3puUTes. Pesxuccép usbupaer
accoIMaTUBHBIN BUJ MOHTa)Ka 3IIKU307,0B JJI1
cosaHud 00IIe BU3yaJIbHOM KapTHUHBI U3
KHUHeMaTorpapuyecKux, U300 pasuTeIbHBIX,
MY3BIKQJIbHBIX U IIJIaCTUYECKUX
BBIpasUTEIbHBIX CPefCTB. IIpu moMoInu
aHaJIr3a KJI4YeBbIX MOMEHTOB II0CTAHOBOK
BBICTpanBaeTCcd CTPYKTypa 06pasHoro
MBIIJIEHUS XY0KHUKA, YTBEPKIAI0IEro

Andriy Zholdak’s Conception
of Theatrical Reality (by the
Example of Performances

of the Plays: “Zholdak Dreams:
Abductors of Feelings”

and “Beyond the Curtains”)

The article presents a formulation of the
aesthetic principles in the work of Ukrainian
film producer Andriy Zholdak by the example
of two productions made in St. Petersburg —
“Zholdak Dreams: Abductors of Feelings”
and “Beyond the Curtains.” Stemming from
historical premises of the phenomenon
of theatricality and the conceptions of the
structure of the theatrical mask expounded
by the artist, the author analyzes the film
producer’s actable approach to performance
of a dramatic text, as well as the artistic
techniques of transposition of the subjectivity
of perception in the capacity of a means
of formation of the stage image
of the objective world.

When turning to the techniques of the
theatrical masque, the author researches the
nature of symbiotic relations of the actor and
his or her role existing in the determined
stage reality of Zholdak, who is able to connect
within a single spatial field the temporal strata
of the text, the performer and the audience.
The producer chooses the associative type of
montage of episodes for the creation of the
overall visual picture out of cinematographic,
visual, musical and plastic means of expression.
Analysis of the crucial moments of the
productions helps organize the structure of the
conceptual thinking of the artist, who asserts
the relationship between the subjectivity
of theater and the objectivity of reality
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OTHOIIIeHUs CyObeKTUBHOCTH TeaTpa

U 00beKTUBHOCTH PeaIbHOCTH

KaK aMOMBaJIeHTHOCTb GOPMBI OBITHSL.
TeaTpaspHOMY MupPY JKoJijaKa IIPUCYIL]
CIOppeaIuCTUYeCKUH IIPUHITUII ITI0CTPOeHUS
CIIEKTaKJIsg, 0TKa3 OT pelpe3eHTaTUBHOCTH U
obpaieHue K JeKOHCTPYUPOBAHUI0 MaTPHUIIbI
IIbECHI C II0CIeYIOIIUM BOILIOIIeHHEeM

Ha CIleHe e€ aJIbTepHAaTUBHOU peaJbHOCTH.

KJirroueBsble cjioBa:

pexuccép Aunpuit JKoJsiak, CrieKTaKJIb,
TeaTpasbHasl peaJbHOCTh, UTPOBOU TeaTp,
aKTEp, MaCKa, BU3yaInu3anus, JeKOHCTPYKIIHUS.

as the ambivalence of the form of being.
The theatrical world of Zholdak

is characterized for a surrealistic principle
of producing the theatrical performances,
a rejection of representation and turning
to deconstruction of the matrix

of the theatrical play with a subsequent
manifestation of its alternate reality

on stage.

Keywords:

producer Andriy Zholdak, theatrical reality,
actable theater, actor, mask, visualization,
deconstruction.

Jas yumuposarusi/For citation:

Jdresnena E.II. KoHIenug TeaTpalbHOMU peaJbHOCTU AHApUd JKosiaka (Ha IpuMepe ClieKTaKJIen
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0 BpeMe€H 3I10XH BO3posKIeHUs IIIeK-
CIIMPOBCKAass KBUHTICCEHIIUA MHUPaA,
3aKJIIUYEHHasd B II03TUYECKOU HJee
«BeCh MUP — TeaTp», IIPOSIBJISAIACh B HCTO-
PHUUYEeCKOH IIepCIIeKTUBE B PasHBIX popMax.
B XVI Beke nibeckl V. lllekcnupa, B HEKOTO-
PO CTeIleHU SIBJIAIOIIHECS PerKUCCEPCKU-
MM 3aIlMCIMHU pasbhIrphIBA€MOTr0 Ha CIleHe
CIIeKTaKJIg', BEIBEJIU ApaMaTyprui0 OTHO-
IIIeHUU aKTEépa C POJIbI0 Ha HOBBIN ypo-
BeHb. }0.M. bFap60i1 B CBOéM HcCCIIe[0Ba-
HUU «K Teopuu TeaTrpa» 3aMedaeT, UTO B
AHTUYHYIO 110Xy MeXKy aKTEPOM H POJILI0
He CyII[eCTBOBAJIO «ApaMaTHYeCKUX OTHO-
LIeHUM», TaK KaK caM peHOMeH «TeaTpalb-
HOCTH» He ObLJI 0CO3HAaH HU PUTYaJIbHBIMUA
U TeaTpaJIM30BaHHBIMH JJeICTBAMH, HHU Ca-
MUMU 3puUTeIMU? 1 ecji Ha IIepBOM 3Ta-
IIe CBOEro CTaHOBJIEHHUS TeaTp CTPEeMUJICA
K Ilepefayve MUQOJIOTUYECKOM UCTOPUH, TO
B 310Xy B0O3posKaeHUsd OH pPacKpLLICI He-
II0CPEe/ICTBEHHO B $opMe U 0O6pase UIPHIL.
HeusBecTHO, LeHUCTBUTEJIBLHO JIA 3pU-
TeJIN CIeJHUJIN 38 KaUueCTBOM HUCIIOJTHEeHUSA
POJIK MM 32 PA3BUTHEM €€ CoJep KaHud,
HO HeCOMHEHEeH Ilepexo0]] TeaTpa Ha 6oJee
IJ1IyOOKUU ypOBeHbL €r0 B3aWMMOOTHOIIIe-
HUMU C peaJIbHOCTHbI. IMEHHO Ha JaHHOM
9BOJIIOIIMOHHOM 3Talle TeaTp IIPUOOpPEI

TOTAJbHBIM XapakKTep, PacIpoCTpaHUB-
IMUCh 3a IIpefeslaMH CIlEHUYEeCKOU KO-
pobxu. Hesb3gd yTBepXAaTh, YTO B 3TOM
OCYII[eCTBUJIOCHL CO3HATeJbHOEe IIPOsIBJIe-
HUe «CBOOOABI U BOJIMU» TeaTpa. OpgHAKO
HUMEHHO 3J[eCh IIPOM3PACTAIOT IJIyOoKHUe
¢urocopckre KOpHU MHOTOGOPMATHOTO U
CUIOMUHYTHOI'O BHJla UCKYCCTBa, BeKaMU
YCTaHaBJIUBAIOIIEI0 U OTMEHSIOIIEro rpa-
HUIILI MeXX/1y TeaTPaJIbHOCTBI0 U Je¥ICTBU-
TeJIbHOCTBIO.

O pasMBITHU I'PaHULL, OTAEJISIOIITUX HC-
KYCCTBO OT KU3HH, U O CMBICJIOBOM eJIUH-
CTBe TeaTpaJbHOCTH B IIpejesax Ieu-
CTBUTEJBbHOCTU HOUJET peyb B CBA3HU C
PEe’KUCCEPCKOM CUCTEMOM perpeseHTaI[uU
peaJIbHOCTHU Ha CIleHe B CIIeKTaKJIAX AH-
Ipud XKosgaka.

YKpauHCcKUH pexxuccép A. Kosmgak (Kosr-
nak-ToouseBuu IV, 1962 roma poKaeHUs)
IaBHO M3BeCTEeH He TOJBKO B Poccuu, HO
U B IPyTHUX CTpaHax Mupa. Ero mocraHos-
KU UIYT Ha cleHaxXx PpaHIY, PYMBIHUH,
[IBettapuu, 'epMaHuU, PUHIIHIUU,
IIBeryy, IlombIIN... MEXXIY TEM O PEXKHC-
cépckoM Metojze JKosijaka HallMcaHO He-
MHOI'0, XO0Ts OOJIBIIIMHCTBO peIljeH3eHTOB
IIBITAeTCSA aTh OOIYI0 XapaKTEPUCTUKY
XY[0KeCTBEHHOI0 CTHJII aBTOpa 4yepes
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TeaTpasbHOE UCKYCCTBO

KPUTUYECKUM aHajlN3 ero CIIeKTaKJew.
ITepBoe peskuccépckoe obpasoBaHue KoJr-
Iaxk mmosny4dus B Kuese, 3aTeM, CIIyCTS TPU
roja, okoOHYMI Kypc A. BacuibeBa B THTHCe
(1989). BpLI Xy10KeCTBEHHBIM PYKOBOJUTE-
JieM XapbKOBCKOTO ipaMaTHUYeCcKOoro TeaTpa
uM. T.I'. IlleBueHko (2002-2005), T1e cTaBUII
CIIEKTAKJIU II0 KyIacCHuecKou apame (Illex-
crup, FonboHY, TypreHes). [IpoBOKaIiHoOH-
HOCTB pe)KHUCCépa He 3acTaBIIa Ce6s1 JKIaTh,
u B 2005 roxy XKosmak cTaHOBUTCS abCOJTIOT-
HO CBOOOJIHBIM JiesATesIeM, pacCeuBaroIuM
110 MUPY HJIeI0 TeaTpaJbHOM MaCKHU.

CJ10BO peaibHOCMb IIPOUCXOIUT OT I103]-
HeJIaTUHCKOTO «realis» 1 mepeBOJUTCA KaK
«BellleCTBeHHbIMN, MTeUCTBUTEJbHBIN» [12,
c. 572]. UTo6sI pa3obpaThCcsa B MeTO/je KOH-
CTPYHUPOBaHUA TeaTpalbHOU peaJbHOCTU
A. Kosaka, He06X0qUMO 06PAaTUTHCS K eé
YCKOJIb3aKIIUM OT aHaau3a CBOHMCTBAM.
EcTecTBeHHO, UTO IIPU IIPOCMOTpE CIIeKTa-
KJI obpasyeTcd HeKoe 3epKaJbHOe OTpa-
JKeHUe YBUJIEHHOTO0, SBJLI0Ieecs JIUIIb
TEeHBIO TOT'0, YTO Ha CAMOM JieJie OHO U3 cebs
mpejcraBigeT. Ho MMEHHO B 9TOM U 3aKJIIO-
JaeTcs peXkuccépckasa «puinka» JKosmaka,
UbU «KUBbIE KaPTUHBI» [4, C. 66] cTposTca
Ha JUCTapMOHUYHOM 3CTETHKE.

[Ipyrpoay IIOCTMOIePHUCTCKOI0® TeaTpa
JKosmaka MHOTHe HcciIeoBaTeIu BOCIIPU-
HUMAaIKT KaK BU3yaJIM3aI[ui0 06pa3oB?, co-
eUHAIIINXCI B OPOCKYI0 JUHaMUYHYIO
KapTUHY C OTCYTCTBYIOIUM CHJKETOM.
Busyasinsanuel Kak ¢yHAaMeHTaJlbHbIM
IIPUEMOM B «TeaTpe XyLOKHUKa» [TaM Ke,
C. 69], K KOTOPOMY OTHOCATCS TaKHe U3BECT-
Hble PeKUCCEPHI, KakK AMUTPU KpeIMOB U
Po6GepT YUIICOH, a Tak ke HH)KeHEPHBIH Te-
aTtp «AXE», He HCUepIILIBAeTCd aBaHTap/-
Hasl CTUJIMCTHUKA YKPAUHCKOIO PeXKuccépa.
Ho nMeHHO OHa [aéT BO3MO’KHOCTH alleJl-
JIAPOBaTh IIOHATUIMU KHUHeMaTorpada u
¢doTorpaduu 1o OTHOIIIEHUIO K paboTe Xy-
IO’KHHUKA C MU3aHCIIeHHYeCKHUM PUCYHKOM
criekTaksd. TpaHCIAUA paKypca peskuc-
cépa-geMmuypra Kostaka Ha CIIeHUUECKYI0
JKU3Hb [[paMaTUYeCKOIro TeKCTa CKJIabIBa-
eTCsd B CO3HAHUHU 3pUTeJIsI pparMeHTapHO,
MOHTa)XX «KaJpOB» NeHCTBUSA IIPOUCXOLUT

110 aCCOITUaTUBHOMY IIPUHITUILY, pa3BUTHE
KOTOPOT0 HelpeicKa3yeMo, TaK KaK HeJlu-
HEeUHO.

dparMeHTapHOCTb ¥ MHOKeCTBEHHOCTh
00pa30B B TeaTpe JKoJitaKa paclieIvsieT pe-
aJIbHOCTb, CKOHCTPYUPOBAHHYIK aBTOPOM
IIpou3BeleHUs, YTOO0bl 3aTeM TpaHCcdop-
MUpPOBATh €€ B UTPOBOE IIPOCTPAHCTBO®, CY-
II1eCTBYIOIIee Ha TPaHU CHOBUJIEHUM, TPE3,
daHTasuil U npejcraBieHUN. Ho 9TOT TeaTp
He HauBeH, X0Ts CKJIOHEH K BOILIOIIEHUIO
HUzeaan3arii MUPOBBIX IIPOIeCCOB. AMOU-
BAJIEHTHOCTh TeaTpaJbHOU peasbHOCTU
0C00EeHHO BhIpa’keHa B IBYX HelaBHUX I10-
craHoBKax JKosaka — «Zholdak Dreams:
IIOXUTUTEJU 4yBCTB» (2015) u «Ilo Ty cTO-
pOHY 3aHaBeca» (2017).

Criektakib «Zholdak Dreams: moxutuTe-
JIX YyBCTB», CO3JaHHBIN 110 MOTHUBAM IIbe-
cel Kapuio l'osbioHu «Ciryra ABYX rOCIIO» B
BAT um. I''A. TOBCTOHOI0OBa, MOKHO Ha3BaTh
arro$eo3oM TeaTpaJbHOCTU. OT KOMeaUU
T'oJIbIOHU OCTAETCA JIUIIBL CXeMa BCTPOEeH-
HBIX [paMaTyproM B TKaHb IIbeChl MaCOK,
KOTOpBIe apTUCTHI HAIIOJHAT COOCTBEH-
HOU 9K3ucTeHIUen. Jlunud Tpyddanbauno,
CJIYTHY IBYX TOCIIOZ, OpTaHU3yeT UHTPUTY Ha
BHelllHeM (abyJIbHOM YpPOBHe, TOIZla KaK
IJIaBHBIMU BepIIUTesIMU cyzeb y JKou-
JlaKa BBICTYIIAIOT IIePCOHAaXU U3 KocMoca.
UépHBIM AHTeJI U er0 KOIIUS PEKUCCUPYIOT
UT'POBYIO PeasbHOCTh, lepyKa B pyKax 6pas-
Ibl YCJIOBHOCTHU TeaTPaIbHOIO JeHCTBUS.

CreKTak/ib HaUWHaeTCd C BUIe0-00pa-
IIeHUs peXKUCCépa, IIpeiBapsollero CHO-
BHU/IUECKOe HaCTPOeHMe II0CTaHOBKU. B Ka-
KOM-TO CTelleHU BhICKa3bIBaHUe JKosaka
0 3bIOKOCTHU TeaTpaIbHOU peaslbHOCTH Ha
CLleHe, a 3aTeM TPaHCIIOHUPOBaHUeE TOU Ke
MBICJIU CLIEeHUYEeCKUM CII0CO60M ITOXO0XKe
Ha MaHUQeCT XyI0KHUKAa, OTMeHSIOIero
II0C/Ie0BAaTeJIbHOCTh U Happaljui, OHO
OTKpBIBaeT IIPOCTOP [JI CO-TBOpPUYECTBA
peskuccépa, akTépa U 3puresnd. 3. Ppein
pejsaraj CBOUM IlallieHTaM CaMOCTO-
ATeJbHO IIPOaHAJIU3UPOBATh COH, UTOOHI
IIPUOIU3UTHCA K ero UHTepIpeTauu. Ilo-
XO0XKUM II0AXO0J BO3MOJKEH IIPUMEeHUTEeIb-
HO K IocTaHoBKe JKosiraka. TeM He MeHee
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COH pe’KHUCCEépa He eCTh COH 3pUTeJId. 1 Bcé
JKe 3pUTesII0 He UyK/Ibl 3aJaHHble IIpaBU-
JIa UI'PHL, eCJIU TOJIBKO TOPXKEeCTBO aTTpPaK-
IJMOHOB He 3aCTaBUT €ro IIOKUHYTH CTeHBI
TeaTpa.

[lepcriekTUBa MUpa B II0CTaHOBKe JKO0JI-
Jlaka IlepeceKaeT 3eMHBIe IIpefeJbl. Ha
9KpaHe IPOeIUPYIOTCA KaZphl U3 POJIMKA
«NASA Conspiracy — UFO Sightings & Alien
Structures»S. /Jlajiee 3pUTeJIb YUTaeT OU-
aJIOTH aMepUKaHCKHUX KOCMOHAaBTOB, IIO-
OBIBABIIMX II0 Ty CTOPOHY JIyHEI, I7le OHU
CTOJIKHYJIUCHL CO 3BYKaMH HEU3BEeCTHOTIO
IIPOUCXOXKAEeHUA. B UTPOBOU CTPYKType
CIIeKTaKJIA CaMO IIOHATHEe UIPHI yABaUBa-
eTCs, yKasblBasg Ha aMOHMBaJIeHTHOCThb pe-
aJIbHOCTH, B KOTOPOM CYII[eCTBYIOT I'epou
U akTépel. C OJHOM CTOPOHBI, PEKUCCEP
IIOTPY»KaeT 3puTesid B MUpP abCOJIIOTHO He-
IIPaB/OIIOL00HBIN, IPOTECKHBIN, ITIOJIHBIN
KHUTYa, [IMTUPOBAHUM, I3TOB U BU3yaIU3a-
nuu. C Ipyroi — OKyHaeT B BA3KYIO TATY-
4eCTh TeaTpaIM3aliiy, YIIUBaeTCsd 3alipeze-
JIbeM MacoK, 0eCKOHeYHOU II0{BHYKHOCTBI0
CLIeHHUYeCKOro BpeMeHHU. PAa30MKHYTOe IIpo-
CTPaHCTBO TO U JIeJI0 03apsAeTcs He6eCHBIM
CBETOM HEH3BEeCTHOIO IIPOUCXOKIEeHUsd,
KOTOpPBIM OCTaHaBJIMBaeT U 6e3 TOTO OIly-
CTOILIEHHOE JIeMCTBHUE, 3aparkaeT TeaTpasb-
HOCTBIO MUp 3a IIpeJieJlaMU TeaTpa Kak Ta-
KoBOro. CoriBeTHe CIOppeaIuCTUYeCKUX 00-
Ppa3soB KOMITMJIUPYIOT Ha MeTaQU3UUEeCKOM
ypoBHe. Bcé mpoucxopdinee — He O0JIbIIIe
4bel-To pa3byleBaBieiica paHTasuU, Kak
U He MeHbIIle KeM-TO IeTepPMUHUPOBaHHOM!
JIIeCTBUTEJIbHOCTH.

B criekTaksie OTCYyTCTBYIOT I1eJIOCTHBIE Te-
POH B IICUXOJIOTUYECKOM CMEICJIe. Bce OHY,
CJIOBHO KOJLJIaXX, COOpPaHBI PeXUCCEPOM
U3 IJIaCTUYeCKUX 00pasoB, KUHeMaTorpa-
¢UUYHBIX UHTOHAIIUM ¥ MHOI/Ia HAMEePeHHO
IITAMIIOBaHHBIX II0BEeleHUYeCKUX MeXaHHU3-
MOB. U1 Bcé-Taky, HeCMOTPS Ha UX BUJUMYIO
KapUKaTypPHOCTBb U 0{HOOOPasHOCTh, KoJI-
[aK BKJIaJbIBaeT B HUX UPPalMOHAIbHOCTD
OILIYIIIeHUM U CIIOCOOHOCTH K pedIeKCUU.
OHa IIposiBJIeHa B CaMOM CII0CO6e CYII[eCTBO-
BaHMA apTHUCTOB Ha CIieHe, I KOTOPHIX pe-
aJILHOCTB CIIEKTaKJId B MOMEHT UTPHI eCTh

TpaHcopMaliys peaIbHOCTH [IJIs1 TePOeB B
MOMEHT CTOJIKHOBEHUS C CyAb00M. XKoI/ax,
CJIOBHO B MaTpHUIIe, pa3iBauBaeT CyObeKTHI,
IpeBpalas uX To B 00beKTHI UCCIel0Ba-
HU, TO B J)KHUBBIE IeUCTBYIOIHE eUHHUIIBI.

«TeaTp — 3TO He Ta peaJbHOCTh, B KO-
TOPOH BBI )KUBETE», — FOBOPUT PEXKUCCEP
B IIPOJIOTE CBOEro CIeKTaK/sd. PeaJlbHOCTD
B €r0 TeaTpe YHUUYTOKaeT BCAKYI CMBICJIO-
BYI0 BapUaTUBHOCTH JIeUCTBUTEILHOCTH,
HUBeJIUPYeT JI00bIe IIOIIBITKYA CaMOU/eH-
TUQUKAIIUU 3PUTEJIA, 0O3HaYaeT YCKOJb-
3arolee IIOHATHE O CaMOM peaybHOCTH.
OOpalléHHOCTH B IJIy0b ce6d 06eCCMBbIC/IU-
BaeT KOHQJIMKT, KOTOPBIM BBICTPaUBaeTCsA
B IpaMaTHYeCKUX OTHOIIIEHUAX MEXy Te-
aTpPaJIbHOCTBHIO IIPOUCXOAINET0 U BOCIIPH-
HUMaloIero. YépHbI AHTeJs U ero KOIIus,
CJIOBHO POOOTHI C 3aCTHIBIIMMHU 3padyKaMHU,
BTOPTalTCsa B 3K3UCTEHIUIO TeaTpa, 0ymy-
YM CaMHU 3aIIepThI B PeKUCCEPCKOM 3aMBbIC-
Je XoJsmaka.

B aHTHYHOCTHM MacKa — He 4UTO HHOe,
KaK 3aMKHYTas, 3alJUKJIeHHasd U KOHeYHas
IAHHOCTD, IIPEe0/j0JIeTh KOTOPYIO He IIpef-
CTaBJITIOCH BOSMOJKHBIM U HEOOXOUMBIM.
B commedia dell'arte 110Jie TeaTpaJIbHOCTHU
paciIupsieTcs, 0B TCA JpaMaTHYe CKU
CMBICJI 06pasa, BCé O0JIbIIle pacKphIBaeTCs
UTPOBOM IIOTEHITHAJ apTUCTa’. B pesKuccép-
ckou cucteme JKositaka grpaMaTyprus Ma-
CKH pacllelisgeTcs, IIPUCBAauBaeT s U cpa-
IIIMBAETCs C ecTeCTBOM apTHcTa. Ho cuMbu-
03 apTHUCTa ¥ MacKHU HEIIOJIOH Ja’ke TOTZa,
KOIJla poJIb ChITpaHa ThICA4YYy pas. 31echb
pe’Kuccép mpejiaraeT BBICTpauBaThL OTHO-
IIIeHWs C MacKOM U KaK C JIMYMHOM, U KaK
CO CBOMM BHYTPEHHUM «s1». CTOJIKHOBEHIE
aKTépa U poJiv, KaK 3aKOHOMepPHBIN IIpU-
3HAK PasBUTHUS XYJ0>KeCTBEHHOI'O CMBbICJIa
B HUCIIOJIHEHUH, B ITIOHUMaHUHU JKoJsgaka
BbIpakaeTcd B IIOMCKe U GOpMUPOBaHUU
HOBBIX MUPOB, y>Ke 3aJI0)KEHHBIX BHYTPHU
JAHHOI'0 aBTOPOM reposi. CBOMM CIOppeaJsIu-
CTUYECKHUM YyThEM XY 0KHUK HalIllyIIbIBa-
eT JBOMHOe JHO MacKH, CyTh KOTOPOH Co-
KpbITa BHEIITHUM e€ IIpOsIBJIeHUEM.

Macka BBICTYIIaeT KaHaJIOM Ilepefayu
HHPOpMaIUM, KOTOPBIH «IIpejroJara-
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eT COo3JaHUe «,BTOPOro Tesa“ (yCIOBHOU
¢opmel)» [10, c. 190], BTOpO# peaJbHOCTH
B IIpeJiesiaX CIleHBI. BpIOMpas MackKy Kak
00BEKT XyZ,05KeCTBEHHOTO HCCIelOBaHuUs,
aKTEp 0CBOOOXKIaeTCqd OT IIO/ICO3HATEeb-
HOro nuIeidga coO6CTBEHHON MaCOYHOCTH.
ITo muHeHnuro JKostaka, CO3HaHUE 3PUTEIA
TaK ke 06peMeHeHO MacKaMH (BHEIITHUMHU
IIPOABJIEHUSIMH 4YeslOBeKa), II03TOMY ak-
TEP BBIHYK/EH IIPOOMBATHCI K HEMY C IIO-
MOIIbI0 eJUHCTBEHHOIO OPYAUsI — MaCKHU
reposi®. TakuM mapazoKcaJbHBIM CIIOCO-
60M pe’KHCCEP TOBOPUT O PeaslbHOCTU KaK
0 BEYHOHU TATe YesI0BEYeCKOIO CYIecTBa
K peaJii3alliy UI'POBBLIX HayajJ U CTpPeM-
JIEHUH, 0 MHpe, B KOTOPOM BCé, rake bor,
HMeeT CBOMCTBO IPATaThCA 3a TeaTpaIbHO-
CTBIO OBITHA. MHOTOYpPOBHEBas CTPYKTypa
MacKH (poJyix) B KOHIIEIIIUU TeaTpaJbHOMN
peanbHOCTH JKosflaKka IIepeKJIUKAeTCsa C
KOHIIEIIIMel TeaTpaJbHOCTH EBpenHOBAa’,
BUJIEBIIIET0 KU3Hb I10]] 3CTeTUYECKUM IIpe-
JIOMJIEHHEM TeaTpaIbHOI'O UCKYCCTBaA.
Macka MMeeT CBOMCTBA CKpPBIBATh U
pasobisiayaTh akKTépa, OTTOpPraTh OT cebsd
U IIpUHUMAaTh, UCYe3aTh, & 3aTeM BO3HU-
KaTb B HOBOM KayeCTBe, OTKpPbIBaTh IIyTh
K CBepXpeajJbHOMY U IIPEsITCTBOBATE €ro
HaxoXxaeHUI0. OHa [aéT aKTEépy II0YyB-
CTBOBATh Cebd peaIbHBIM Ha IlepeceyeHUuH
CIIEHMYEeCKOr0 BpeMeHU U MeCTa, «ObITh»
repoeM, 4Tob6nl cTaTh co60¥. B «Zholdak
Dreams» MOTHUB JIeTEpMUHUPOBAHHOMN Ma-
CKHU COIIPSDKEH C HAaCHJIMEM HaJl aKTEpoM,
HaXOJAIIIUMCS BO BJIACTH «4y>KOr0» JIMILA.
B>KUBJIS B repoeB 3aliporpaMMUpPOBaHHEIe
YUIIBI, CTUpPas UM IIaMATh, HAHOCH YIaphl,
ybuBas ¥ BHOBBL BOCKpeIlas UX, YEpHBINA
AHTeJI ¥ ero KOIIusg CaMU UTparoT Ha BBDKU-
BaHUe, «C KOXKel» caupast ¢ cebsa MEPTBEIe
JIUKH, OKAIIBIBAsCh [0 CYTH, OTKY/la Bellja-
eT HeueJI0BeUeCKHUM I'oJI0C CaMOUIeHTUU-
Kanuu. Tak Hapy>Ky UCTOPTaeTcs SA0BUTHIN
U Uy>KePOIHBIN 06JIUK CYAb0bI, CMOTPSIIAN
Ha 3puTessd KPYIIHBIM IJIAaHOM.
KunemaTorpaduuHOCTE yiBavBaeT Jeii-
CTBUTEJILHOCTD Ha CIleHe U IIPUIAET CIIeK-
TaKJI0 3¢ peKT coMHaMObOyiu3Ma. [1osicHBbIe,
KpPYIIHbBIe U CBEPXKPYIIHEIE IIJIaHBI TPaHC-

JIMPYIOTCA Ha 9KpaH, HaIIpaBJIssi BHUMaHUe
3pUTesd Ha 00beKT BHYTPEeHHUX pedJiek-
CUM TepoeB, IIOCTOSIHHO 6pOCaIUX IBY-
CMBICJIEHHBIE peIlyIMKU B 3aj. Korga rpa-
Ioyc 6e3yMus JOCTHTaeT Ipezesia, Jlombap-
A IIPOU3HOCUT XOPOIIIO 3HAKOMYI0 ¢pasy
«HY>KHBI HOBBIe QOPMBI»'’, a masbIile Clek-
TaKJIb BCE OO0JIbIIIe IIOJTHUTCI [IATaTaMU U3
KuHeMaTorpaga (Kybpuxk, Jlapc ¢oH Tpuep,
Ba4yoBCKH), MY3bIKaJbHBIMHU IIOII-BBICTY-
IUJIEHUSIMU ¥ HeHCTOBBIMU TaHIIaMU. Bcé
B 9TOM HeJIEIIOM, CTPaHHOM U CMeIIHOM
MHUpe CXOLUT Ha HeT C II0sIBJIEHUEM e[lUH-
CTBEHHOTO «IIpaBoIiofo6Horo» Tpydpdaisb-
IOWHO, C/IYHalHO IIpeBPaTUBIIIET0 KOMeIHI0
II0JIO’KEHUN B 6ECKOHeUHYI 60pbOy 3a
IIPaBO JHOUTH U OBITH JIIOOUMBIM.

CTOJIKHOBEHMe PasHbIX BpeMeHHBIX I1JIa-
CTOB, IIepeTaCOBAaHHBIX MeXK/y C060M B Xa-
OTHYHOM IIOpsKe, IIOrpy’KaeT XPOHOTOII
IIbeChl B KOCMHUYeCcKy0 chepy. CI0BHO B
aJIbTepHAaTUBHOU peaJbHOCTH, CUILBUO U
Kitaprue cHOBa ¥ CHOBa OTKPBIBAIOT 60JIb-
e GeJible [BepU, BO3SHHUKAas U3 HUOTKY/a,
a II0OTOM HCIIapsdaCh B yepHOTe Kyiauc. Ha
IIPOTSKEHUHU BCEro «37[eCh U ceiyac» Cos3-
TaeTcd BeJIMKasg WUIH3usad HU 0 4éM, U 9TO
HuuTo nnopaskaet cBoei 6echOpMeHHOCTHI0
U I'PaBUTAIJMOHHOM CUJION. ['epou IIpe6HI-
BaIOT B I'OJIOBOKPY>KUTeJIbHOU HEBECOMO-
CTH, B KOTOPOM TepsArT caMoobJiafaHUe
Ia>ke TaKHe YBepeHHBbIe U XJIaJ{JHOKPOBHEIE
raHrcrepsl, xak ®jopuHg0 U beaTpuue.
U 410 37eCh [eCTBUTEIILHO pealbHoO, TaK
3TO He CJIOBO U He JIeMCTBUeE, a TeJI0 apTUC-
Ta, TOTOBOI'0 06JIaUUTHCA laKe B CaMYI0 He-
YeJI0BeYeCKyI0 MacKy.

CriekTakib «IIo Ty CTOpOHY 3aHaBeca»
Ha cIjeHe AJIeKCaHIPUHCKOIO TeaTpa, 0CHO-
BaHHLIN Ha I1bece A. UexoBa «Tpu ceCTphI»,
TaK>Ke HaXOAUTCAd B JBOMCTBEHHOM ILIO-
CKOCTH, BIIMCAHHOM B HEJIMHEUHYIO IIPO-
TSDKEHHOCTB. JKaHpoBoOe oIlpejesieHue I10-
CTaHOBKH BeCbMa KPaCHOPEYHUBO — «OIIBIT
perHKapHaliyi B IBYX 4acTgax». Kojgak
IepeMelraeT oburaresnei roma IIposopo-
BEIX B 4015 rof, nmpegBapUTeILHO «PEKOH-
CTPYHPOBAB ¥ BOCCTAHOBUB» MO3I TPEX Cce-
CTép. MEPTBBIE UEXOBCKUE I'epPOU )KUBYT Ha
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oTmbe, B boroM 3a6bITOM MecTe (a MOYKeT
OBITh, bora 31eck Bo0oOI1Ie HeT), pa3MeCTUB-
eMcsd OTpakeHueM 3eMJId B YKPOMHOM
yrojke BceseHHOM. 31eCh MUP IIPECTaB-
JIeH OCKOJIOUHBIM HabpOCKOM, BBHIIIaBIINM
U3 COMBUYUBLIX BOCIIOMUHAHUU TPEX 3eM-
JITHOK PEeJIATUBUCTCKOM 3II0XU. «IKCIIpec-
CHOHU3M HIIEeT Cpe/iCTBa, YTOOHI IIpefCTa-
BUTH CaMOo I10/ICO3HaHUe, YbH KOIIIMaphl U
00passl )KeJlaHUs He MOTYT OBITH CKOBaHBI
HUKAKOU JpaMaTU4YeCKOH JIOTUKON» [7,
c. 101], — To4uHO OTMeUaeT HEMEIIKHUU Te-
OpPeTUK U UCTOPUK COBPEMEHHOIO TeaTpa
X.T. lemaHH. becco3HaTe/IbHOE KaK HUCTOY-
HHUK IIOTaéHHBIX MOTHBOB BBIILJIECKHBA-
eTcs Ha CIleHHYeCKoe II0JIOTHO, paspylias
IpaMaTHUUYeCcKHe CBSI3U IIbeChl, YTBeprKaas
IEeKOHCTPYKTUBHYI0 apXUTEKTYpPY CIleHU-
YeCKOM JIOTHKH.

JKosmak HasbplBaeT CBOK IIOCTaHOBKY
«ITo Ty cTOpOHY 3aHaBeca», OCTaBJIAA IIy-
CTYIOIIUN 3pUTEJbHBIU 3aJ1 MeCTOM BBbI-
pacTaroiero IIpoeKIyen IIyMHOr0 Jieca, 110
KOTOpOMY OeraroT IIOTepsBIIIME YesloBeye-
CKHe CBSI3H U CIIOCOOHOCTH K CAaMOHIeHTH-
bUKAIIUU TPU CeCTPhl. AKTEPHI HAXOAATCI
Ha OJTHOM YPOBHE CO 3pUTeJIeM, IIpeojoJie-
Basi KAHOHUYECKYIO0 JUCTAHIIUIO, BIIyTHIBas
3pUTeJIs B TeaTpaJbHOCTh, pa3dobsiauad He-
3alUIIEHHOCTh CAMOI'0 TeaTPaJIbHOTO IIPO-
1ecca, IIOCTOSHHO HallOMHUHAIOIIEro 06 uc-
KYCCTBEHHOCTH JIeMCTBU. TeaTpaJIbHOCTh
MUpa BCKphIBaeTcd U B3priBaeTcs >Kosiia-
KOM Ha 3Talle paclljelyIeHUs TeKcTa YexoBa
Ha KMHeMaTorpapuuecKue 31u30/bl, B KO-
TOPBIX IIOABJIAOTCA GaHTOMBI OTIIA U MaTe-
p¥ IIpo30pOBLIX, HCTOPUYECKHUE U KYJIbTYP-
Hble aJUII03HH B CMeCh HesICHBIX BOCIIOMH-
HaHUi. [Ibeca UexoBa MyTHUPYeT IO/, IIEPOM
JKosmaka B KeCTOKHU CHOKeT JOMAaIllHero
HaCWJIVs, UppaljioOHaIbHOM HEHaBUCTU K
MUPY U HEIIPUMUPUMOCTHU C COGCTBEHHBIM
beccuiiieM mepe]; HABUCIIUM HaJ| YeyioBe-
KoM $paTyMOM.

MoOTHUB CMepPTHU repoeB KaK OTpHUIlaHUE
UX CMBICJIOBOM IIeJIOCTHOCTH, y>Ke BBIHE-
CeHHBIH 3a CKOOKU B «Zholdak Dreams», B
cJIeyroIed mocrtaHoBKe JKostaka CTaHO-
BUTCS JIEUTMOTUBOM 00 YCKOJIb3aKoIlel,

II0CTAIIOKAJIUIITUYeCKOU YTOIINY, I/ie He CY-
IIeCTBYeT HU TOYEK HeBO3BpaTa, HU BBIXO-
ZI0B 13 3aIIpOIPaMMHUPOBaHHOU CTPYKTYPHI.
'epou 4yBCTBYIOT ABbIXaHHE PACTBOPEHHO-
I'0 B IIyCTOTE ¥ 6€CCMBICIEHHOCTH «HOBOM»
JKU3HU JIeMUypra, 9KCIIepUMeHTUPYIOIIEro
Ha/l BOCIIaJIEHHBIM CO3HaHWEM, pasJararo-
IIIMCS BHE IIpefieIoB 3eMHOM )KU3HU. PaH-
TaCTHYeCKHe GUIbMBI U CIIOPHBIE HAyYHBIe
TEOPUU HepeaKOo TOBOPSAT O HECOBMECTH-
MOCTH CyOBbeKTa C JaJéKUM OyAyIIUM ero
moToMKOB. U1 1y1g Kosjaka repeMelrieHue
repoeB «Tpéx cecTép» BO BpeMeHH, 0OUeBU/I-
HO, o6opayuBaeTcsa CyMaclIeJIIUMU II0-
CJIeJCTBUSMU [JId IIPOIILJIIOTO, OT KOTOPOTO
IrepoH 0TKa3aThCd He B CHUJIAX.

B HepmocdaraeMoM peayIbHOCTH IIITOTO
THICAUYeJIeTUSI TeXHOJIOTUYeCKHe IIPUCIIO-
cobJieHUs COCeICTBYIOT C IPUPOJHOM pak-
TYpO¥, HaKphIBAKIIeU C TOJI0OBOU 3HED-
ruer CTHUXHHUHOro 6GexncTBHs. YesoBeK
KaK eIMHCTBEHHO MBICJIALIlee U 3allepToe
BHYTPHU IIYCTOMU 060/10UKU UyrKOro Cyliie-
CTBO BHOCUT B CT€PUJIbHOE IIPOCTPAHCTBO
HaTypaJIMCTUYECKYI0 HAaroTy, TeJIeCHOCTh
¢opM H GUIOJIAPHOCTHL CMBICIOB. Korga
BCE CBEpPIINJIOCHh U KaKeTCs, YTO OOJIbIIIe
He3ayeM HCKaTh JOPOIY K COBepIIeHHOH
JKU3HU, MATE)KHOe I10/ICO3HaHUe BIphI3a-
eTcd B He3aMyTHEHHOCThb YyBCTB U MeJ-
JIEHHO, I10 KaIlJIgIM, BhIJaBJIUBaeT U3 cebs
paba WUTr03ul. BMUr 06Hapy’KrBaeTCsl HU-
YTO’KHOCTB MEUTHI, U ClIaCeHHUeM BUIUTCA
JIAIIL 6eCIIpo6yAHBIN COH B KalICYyJIbHOU
oboJIouKe.

JedopMariysa JUYHOCTH YeX0OBCKUX Iepo-
€B IIPOMCXOUT IIOCTEIIEHHO U MYYUTeJIb-
HO. K KOHIly UCTOPUU OHU YOUBAIOT APYT
B JIpyTe IIOCJIeIHUE IIPOSIBJIEHUS CBETJIBIX
IIOPBIBOB, OTKa3bIBAIOTCA OT COIfMAasIH3a-
UM, OTBepramT >KUBOe Hayaso, O0CTaB-
JIAd 10 U30BITKA IIepelloJIHEHHYI0 I'PSI3bI0
U CTpaXaMu ILJIOTh. PackaJsipiBaroliascs,
CyObeKTUBHAas pPeajbHOCTb I'epOeB JIeJIUT
LeVCTBUTEJILHBIN, 00 beKTUBHBIM MUpP Ha
MUJJIMOHBI Pa3pO3HEHHBIX YaCTHLI.

TakuMm 06pa3oM, B 3CTeTUKe UTPOBOIO
TeaTpa JKoJitaka peaJbHOCTD YKU3HU U pe-
aJILHOCTB TeaTpa HaXOAATCA B IIapaJlyIesidX,
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OTpa’kawIluxX APYT Apyra B UHOPOILHBIX
dopmax. Tak B crieKkTakiie «IIo Ty CTOPOHY
3aHaBeca» Tepou II0CTOSTHHO 3aIJIsAIbIBAI0T
B 3epKaJia, IIbITasACh IIOHATH, KOTO OHU BUJAT
nepen co6oi. CucTteMa 3epKaJl Kak IIopTal
B MUp JIBOMHUYECTBA JIMIITHUY pas II0Ka3kl-
BaeT IIPOUCXO/IIee KaK IIPU3paK TOTO, YeM
Ha caMOM [ieJie OH He sBJisieTcs. HepeasbHEI
repou IIbeChl, HepeaabHBbI IIpeIMeThL, Hepe-
aJIeH, B KOHIIEe KOHIIOB, MUP, HO «UTO TOI/ia
peasbHO?», BO3HUKAET JIOTUYHBIN BOIIPOC.
Huna AruineBa nuiiet: «AKTEp 11 JKosiga-
Ka — 3TO0 UeJIoBeK 6e3 UMeHH, 110J1a, Bo3pac-
Ta U HAIJTUOHAJILHOCTY, 3TO aHTEHHA, yJIaB-
JIMBAIOIasd My3bIKy Hebec U Ilepezaroiias
eé sputesaM» [1, c. 20]. PeasIbHBI apTUCTHI,
KOTOPEIe IIOCTOSHHO YTBEPKAAal0T CBOE ObI-
THe Ha CIieHe II0CPeCTBOM UHIUBUIYalb-
HBIX 0COOEHHOCTEeM, BBIBOPAYUBAKT MACKU
repoes, BMeCTe C TeM II0Ka3bIBasi CBOU Ma-
CKH, COIlepe)KMBaIOT reposiM WU HEeHaBU-
[T UX, pa3obavas COGCTBEHHOE «s».

B «Zholdak Dreams» 0CHOBOM UI'POBOM
CTPYKTYpPBI CTAHOBUTCA 1ehOpMUpPYIOIIee-
¢ aapo Macku. B «I1o Ty cTopoHy 3aHaBeca»
IJIABHBIM CTep>KHEM SBJISIETCS IIOTPaHUY-
HOe CyIlleCTBOBaHUe apTHUCTOB Ha pyberke
JIMYHOM 3K3UCTEHITUU U 3K3UCTEHIUU Te-
pos. CUMBOJIMYHO, YTO B KOHIIe CIIeKTaKJIA
NeKOpalluu IlepeKphIBAET OIIyCKaroIleecs
CBepXy OrPOMHOE 3epKaJjio, OTpakarliee
IIOKJIOHBI apTUCTOB Ilepe] allJIOgUPVIO-
IMUMHU 3puUTeaaMU. JKojlak BHOBb MaHU-
becTUpyeT CONPSKEHHOCTH TeaTpaJbHOMU
peasbHOCTH C ’KU3HBI0, 3alleyaTJieBasi JBe
CTOPOHBI U IIPOJ0JDKAs CIIeKTAKJIb Jlajke B
MOMEHT ero GopMaJIbHOTO OKOHUYaHU4. Pe-
JKUCCEp nobuBaeTcsd OTCTPAHEHUs OT Jipa-
MaTHUYeCKOro JIeMCTBUs, 060paurBas 3pu-
TeJIbCKHeE IJIa3a «3pauKaMHU B IYIITy» CKBO3b
COOCTBEHHOE HaCJIOeHUe MacoK.

M. baxTuH nuireT: «I'poTeck CTaHOBUTCA
dopMoii [yIg BeIpakKeHUs1 CyO'beKTUBHOTIO,
UHIWBU/IyaJIbHOT0 MUPOOIIYIIEHW, OUeHb
NaJIEKOM 0T HApPOIHO-KapHaBaJIbHOI0 MUPO-
OIIYII[eHU IIPOIIIBIX BEKOB» [3, . 44]. XKour-
IlaK — OJITH 13 HEMHOTUX PEXKHUCCEPOB, IIPU-
OJIMDKAIOINMCA K peHeCCaHCHOM KYJIbType
TPaHCIIOHUPOBAaHUS TeJIeCHOCTH, KOTopas

CYLLIeCTBYET B €ro TeaTpaJbHOM peaIbHOCTU
B PUTYyaJIbHBIX popMax. B IpuBeIéHHEIX pa-
6oTtax JKoJiraka, Kak U B JPYyTUX €ro CIIeKTa-
KJIIX (TakuxX Kak «['amuteT» u «Tapac byiib-
6a»!!), TeJIeCHOCTH apTUCTa OTBeJleHa POJIb
HaTypaJHUCTUYeCKOr0 UHCTPYMEHTa, 0Tpa-
JKarolero pabJyesraHCKoe KCTOJIKOBaHUeE
(HM3UOJIOTHYECKHUX MOTHUBOB, CBI3aHHBIX C
IIOTJIOIeHHEeM, U36BITOYHOCTEI0 U pasJIo-
JKeHHeM. B yesioBeueCKUX II0TPeOHOCTAX, CO-
CTaBJIAIOIIMX 3HAYUTEJIbHYI0 YacTh YKU3HU,
TeJleCHbIE II0POOHOCTH HeCyT Ha cebe oTIIe-
YaTKU HaCHUIKS B Pa3HBIX €T0 IIPOsIBJIEHUSX.
HampumMmep, foxTop JIoMbapau ITIOCTOSTHHO U
JKaJTHO IILET U eCT, ITI0Ka He II0/CTyIIaeT pPBO-
Ta; CHJILBHO JKJIET IOAXOAIIer0 MOMEHTa
yequHUTHCA ¢ Kitapude; Maliia ©3HaCHUI0Ba-
Ha CO6CTBEHHBIM My>KeM; COJIEHBIN HOCUT
MaKUsDK U II0ET aJIbTOM.

B TeaTpaspHOUN peasbHOCTH JKoJaka
IIPOUCXOAUT HaMepeHHOe U HeIpephIB-
HOe CTOJIKHOBeHHUe IIPOCTPaHCTBEHHO-Bpe-
MEeHHBIX KaTeropuii, 3aJlaHHOe B KaueCTBe
IIPUHIUIIAAIBHOTO0 3aK0HA, II0 KOTOPOMY
(YHKIIMOHUPYET XaOTUUYHBIM MUpP XY/0XK-
Huka. T.B. KoToBuu, paccyxzgas 0 IIpUpoO-
Ile XpOHOTOIla B TeaTpaJbHOM IIpOH3Be-
OeHUH, ITUIIeT: «MOHTa)XK CO34aEéT HEKYI0
HOBYIO peaJIbHOCTh, Y 3TO II03BOJIAET IIpU-
HUMaTh ero Kak MeXaHW3M OpraHu3aliim»
[6, c. 136]. PUTMHUUYeCKU MOHTaX pasHope-
YHUBBIX CI[eH B3aUMOCBSI3aH C BepTHUKAJb-
HBIM MOHTa>KOM 00II1ei HalIpaBJIeHHOCTH
CMBICJIA XYZ0KECTBEHHOI'O IIPOU3BeJeHUS.
CTeleHb CIIEKTaKyJIPHOCTHU IIPOUCXOLS-
IIIero HapacTaeT 110 Mepe pasBUBAIOLIEHCS
IIPOIlecCyaJTbHOCTH 06pasos.

TexcT Heo6xoMM JKOIJaKy KaK MHCTPY-
MEeHT [/ BO30Y K/IeHUs TBOPUYECKUX II0TeH-
UM, CTUMYJIAIIUU COOCTBEHHOIO IIOZCO-
3HaHUA. JKoJak, Ioo6HO CIoppeaancTaM,
OTPAasUBIINM «KPU3UC perpe3eHTaium» [7,
c. 48], BbIOUpaeT IIPUEM JeKOHCTPYKIIUU B
KOHTEKCTe TeXHHUYeCKOIo IIporpecca, rje
IIpOsIBJIeHUE OBITHUSA QU3UOJIOTUYHO U TH-
IIepTpopUpPOBaHO 10 CBOUM MacIITabaM.
TekcT y>ke He siByIsieTCd GOpMOo0OpasyroIei
CTPYKTYPOH, TaK KaK ero saMeHMJIa Urpa co
3HAKOBOM CUCTEeMOM U CUMYJIAKPaMHU, KOTO-
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phle HapaluBaKT HecTabMIbHBIN HHOOP-
MAaIlMOHHBIN IIOTOK, CO3/iaBasi UJIJIHO3UI0
OTCYTCTBUA CMBICJIA. [[JI1 COBpeMeHHOIo
BOCIIPUATHS, IIepeHachIIIeHHOro BIleyar-
JIEHUSIMU OT BUPTYaJIbHBIX KaPTHH, I10CTa-
HOBKMU JKoJITaKa CTaHOBATCA IIepesIoKeHU-
eM TOro >Ke BUPTYyaJIbHOTO MeXaHHW3Ma Ha
4YeJI0OBeYeCKYIo esTeIbHOCTh. 3aMbIKaHUe,
3aTopMakKuBaHUe, IIOBTOP OIlepaIluU, BhI-
XOJ| U3 CTPOs, IIepe3arpyska, ¢popmMaTHupo-
BaHUe CO3HAHUSI — XapaKTepHble 0C06eH-
HOCTH KH3HU TepoeB U CaMOro CIiocoba cy-
11eCTBOBAHUSA apTUCTOB, 3aKOJUPOBAHHOIO
B IIO/ICTPYKTYPY €ro UT'POBOU peaslbHOCTH.

JKosimak mmpomospKaeT U pasBUBaeT Tpa-
OUITUIO TeaTpaJIbHOM MAaCKU B Hjlee 0TTOp-
JKeHUs 0T MaCKU U eé INPUHIUIINAIbHON
4y>KEPOTHOCTH, KOTOPYI HEe06X0IUMO

IIPeo/[0JIeTh Ha ITyTH K UCTHHE. OIIIIO3UIINN
JKostak HaMepeHHO yIpasJHseT, ypaB-
HUBAas TaKue IIOHATUS, KaK «MYKCKOoe» U
«KEeHCKOe», «CTpalllHOe» U «CMeIIHOoe»,
«IIpeKpacHoe» U «be3o0pasHoe», «IeUCT-
BUe» U «be3elCTBUEe», «UCKYCCTBEHHOE»
U «eCcTeCTBeHHOe». BpeMsi 06 beKTUBHOM
peaslbHOCTH BBITECHEHO 3a CUET IIpeyBeJIn-
YeHHOU CYO'beKTUBHOCTU BOCIIPUATHUS Te-
poeB, CMeIlleHUs aKIleHTOB Ha IIpeiMeT UX
BHUMaHUs. HecrabuibHOCTL Mupa y KoJ-
Ilaka Bcerjga o0OycyoBJIeHAa BHYTPEHHUM
PacKoJIOM JIMYHOCTH, CYI[eCTBYHOIIUM B
CBOEeH peaJIbHOCTU. BeuHoe IIpoTHUBOpeUne
CTPOUTCSI Ha HEBO3MOJXKHOCTH eé COBIIaJie-
HUS C HaCTOSAIUM IIOPSJKOM Belllel, He-
CMOTps Ha 00IIyI0 rpaBUTAIlMOHHYI0 Chepy
B3aUMHOTI0 IIPUTSDKEHUS IPYT K IPYTY.

~)}—" IOPUMEYAHHA -~ ~A—

1 Paccyxpas o CpegHeBeKOBOM TeaTpe,
10.M. Bap60¥i mUIleT 0 TOM,

Kak 00pasyrolurca MU3aHCIleHuYeCKUHI
PHUCYHOK U B3aMMOCBSI3U I'e€PO€eB BIUSIN
Ha CTPYKTYpy JApaMaTHUeCKOIo TeKCTa Tak,
4TO [jBa TeaTpabHbIX IIPOU3BeleHUS
BCTYIIaJIU B CUMOHMOTUYECKHe OTHOIIIEHUS
[2, c. 53].

2 10.M. Bap6oii B paszese «CucreMa

U CTPYKTYypAa CIIeKTaKJIsI» leJlaeT aKIeHT
Ha TOM, YTO TeaTp B aHTUYHYIO 3II0XY

elllé He MBICJIMJI Ce6s1 KaK TeaTp,

O[IHAKO II03/{Hee ero CII0COOHOCTH

K caMopedJIeKCUH TOJIBKO Kperuy [2].

% Cwm.: ManbkoBckad H.B. [ToctMoiepHU3M
B 3cTeTUKe // dPumocodpckasg aHTPOIIOJIOTHS.
M.: UH-T ut-u PAH, 2018. T. 4. Ne 1.
C.192-230.

1 «/IBUDKyIIIasiCd >KUBOIIUCH» [4, ¢. 70] —
OJMH U3 IVIaBHBIX IIPHUEMOB A. JKoJiaxka,
KOTOPBIY HaurboJIee II0JTHO OBLI BhIpakeH
B KaKUX CIIEKTaKJIAX, KaK «OUH IeHb
HBaHa [lerucoBuya» 1 «I'amiieT. CHbI»,
«Mecs11 TI06BH», «T0JIbI0HH. BeHeITUsI».

> Teopwud TeaTpaJbHOIO IIPOCTPAHCTBA
oTpaskeHa B craThbe A. JKosmaka «Teopus

HU7eaJIbHOIO IIPOCTPAHCTBA B UleaIbHOM
TeaTpe». TeaTp, 2016. Ne 23, C. 164-168.

6 PoJIMK IIpeficTaBiIsgeT CO00M MOHTAXHYIO
CKJIEMKY 3aQUKCHPOBAaHHBIX B KOCMOCe
aMepUKaHCKUM KOpabJiéM «ATIOJIOHOM 10»
HJIO, cBA3b C KOTOPBIMU (110 BEpCUU aBTOpa
BUJIe0) 3acekpedeHa. CM.: https://www.youtube.
com/watch?reload=9&v=DVIqsSpHPNo.

7 O B3aUMO/Ie¥ICTBUU HOBOM PYCCKOM
Pe’KUCCYpPHI C COBPEMEeHHBIM aKTEPOM CM.:
JleBurikuii B.I. IIonCKU HOBOU pesKUCCYypPhL

U hajiora ¢ akTépaMu B KOHTEKCTe HOBOH
TeaTpaJbHOU peasbHOCTHU. CI16.: CII6TVII,
2016. Ne 5. C. 51-56.

8 Tlompo6HO 0 $pUI0COHCKOM IIOHUMAHUU

A. KoJsitaka TaKoOro NOHATHSA, KaK «MacKa»,

cM.: http://svobodazholdaktheatre.com/.

®  Cwm.: Ipxyposa T.C. KoHnennusg
TeaTpaJIbHOCTH B TBOPUYECTBE

H.H. EBpennosa// CII6.: CII6I'ATH, 2010.

158 c.

10 dpasa u3 nbeckl A.Il. YexoBa «Yalikar,
KOTOpas IIpHUHALJIeXUT TpeIriesy.

11 TIpo TesiecHyI0 3cTeTUKY JKoJaka B
criekTakygx «amuer» u «Tapac Bysibb6a»
nuiryT H. ArutieBa [1] u H. IlecounnHckuit [11].
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MupoBo33peH4YeCKHe HCTOKH
O0aIIKUPCKOro TeaTpa

HcKyccTBO 6AITKUPCKOro Hapoza, Kak
U UCKYCCTBO BCeX HAPO/IOB MHPa, 3apOHIOCh
B IVTyOOKOM IPeBHOCTH U MeeT CBOU
YHUKaJIbHbIEe KOPHU, KOTOPBIe YBOJSAT HAc
B Te JaJI€KHUe BpeMeHa, KOTJa 6aIliKuphl
TIOKJIOHSUIMCH SI3bIYeCKUM O0raM U BCSI KX
JKHU3HB ObLJIa CITy’KEHUEM IIPUPOSHBIM CTUXUSIM.
ITO BpeMeHa, Korzia ObLI CO3/IaH BEeJIMKUH 3I10C
«Ypan-6aThip», BO MHOTOM 00YCIOBHUBIITHUM
MIPOBO33peHNe U MUPOBOCIIPUSATIIE
OAIIKUPCKOro Hapofa Ha MHOTHe BeKa. [IMeHHO
B 3[IMYECKOM XapaKTepe 3TOro IIPOU3BeleHIs
U B €ro YHCTOMH, HEIIOCPe[CTBEHHOMN
He3aMyTHEHHOM, TapOCHOCTHU KpoeTcs pasrazka
POMaHTHYeCKU-IIPUIIOAHSATOr0 6aIIIKUPCKOTO0
HCIIOJTHUTEIHCKOT0 UCKYCCTBA. 3aUacTyIo Jake
CeroJHs1, B TeXHOTeHHbIN BeK BCEIIPOHUKAOIIeHN
PaCYETIMBOCTH, XOJIOJHON paliiOHAJIbHOCTH
U 6e3rpaHUYHOMN UPOHUY, B HAITMOHATILHOM
TeaTpe B HEKOTOPHIX CIIEKTAKJ/ISIX COXPAHIEeTCs
0COOBIN CTHJIb ITPOU3HOIIIEHHUS TEKCTa —
3MIMYECKOT0 paciieBaHusL. B 110601
TI0CTaHOBKe BaITKHpCKOoro rocy;lapCTBEHHOTO
aKa/leMI4eCcKOoro TeaTpa fpaMbl UMeHHU
Maykura l'adpypu — 6yb TO HallOHAIbHAs,
pycCKasi MIM 3allaJHOeBPOIIeticKast KIaCCHKa,
aKTyaJIbHasl COBpeMeHHas [paMaTyprus —
B Hell BCer/ia 3ByYUT HeoObIYHAsL, XapaKTepHas
TOJIBKO JIJTS1 6AIITKMPCKOT0 I3bIKa, CBOeobpasHast
BO3BBIIIIEHHAs, MeJIOIYecKas, II09THYecKas
WHTOHAIIMA peul. ITa CBoeobpasHasg
HHTOHAIVA eCTh HeoTheMIeMasl 4aCTh
(mpeBHsA, MUQOJIOTHUeCKas, apXeTUIINYeCKast)
OAIIKHUPCKOr0 COSHAHUS U ero IIPOLYKTa —
OAITKUPCKOrO SI3BIKA, 110 3ByYaHUI0 U MeJIOUKe
HaIlOMUHAIOITET0 TepONYecKHe IIeCHOIIEHUS:
CTpOTHe, pa3MepeHHbIe, HeCYeT/INBBIE, MOYKET
OBITh, MTHOT/IA CYPOBBIE U OJHOBPEMEHHO

The Worldview Sources
of Bashkir Theater

The art of the Bashkir people, similarly
to the art of all the peoples of the world,
emerged in very early historical times
and has its unique roots, which lead
us into those remote times when the Bashkirs
worshiped pagan gods, and all of their life
was that of service to natural elements.
These were the times when the great epos
“Ural-batyr” was created, which in many
ways has conditioned the worldview and
world-perception of the Bashkir people during
the course of many centuries. Particularly
in the epic character of this work
and in its pure, unadulterated, direct pathos
lies the key to the romantically elevated
Bashkir performing art. Frequently even
presently, in the technological age
of all-pervading mercenary self-interest,
cold rationality and unlimited irony
in national theater, in some performances
a special style of pronunciation of the text
as a type of epic singing is preserved.
In any of the productions carried out by
the Bashkir State Mazhit Gafuri Academic
Theater of Drama — whether it be national,
Russian or Western European classics
or relevant contemporary dramaturgy —
it always has the sound of the unusual,
original, elevated, melodic, poetical intonation
of speech, characteristic only to the Bashkir
language. This peculiar intonation
is an integral part (ancient, mythological,
and archetypical) of the Bashkir consciousness
and its product — the Bashkir language,
in its sound and melody reminding heroic
chants: strict, measured, not restless, maybe, at
times harsh and at the same time soft.
The language is an invaluable repository
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MSITKHE. SI3BIK SIBJISIeTCS OeCIieHHBIM
XPaHUJIUIIEM IpeBHEU KyJIbTYypPhl U UCTOPUU
Jrofied. TeaTpasibHOe UCIIOJTHUTEILCKOE
HUCKYCCTBO OAIITKUP, CTpeMIIeecs K
00BEMHEBIM, pesibepHBIM GopMaM, IIPUTUEBEIM,
TTyOMHHBIM CI0KeTO000Pa3yIOIUM CMbICIaM

U 3TIMYeCKOM paclieBHOCTH, BO MHOTOM
OIIpe/iesIsieTCsl IMEeHHO ero MHUGOJI0THYeCKUM
MUpooIyIleHreM. [IociefHee reHeTHYeCKH
TIPHUCYIIle OAIITKHUPCKOMY HapOAy

U BOCIIPHHUMAETCS UM KaK «II0/I/TMHHAs

U MaKCUMaJIbHO KOHKpPeTHasl peaIbHOCTb».
MupoB033peHYeCcKre UCTOKH, GOIbKIOPHBIE
TPaULINHU II03BOJIIIOT OAIITKIPCKOMY TeaTpy
COXPaHATH CBOE JIUII0 U, U/id B HOT'Y CO
BpeMeHeM, OpHeHTHUPOBAThCA Ha GOILKIIOPHbIe
TpafUIIUN KaK Mepy Bellleil U TOUKY OTCUETa

B COBPEMEHHOM, CTPEeMUTEIbHO MEHSAIOIIeMCS
MuUpe. B 3TOM 3aK/II04aeTCsd YHUKaIbHbBIN
CMBICJI IBYDKEHUS U Pa3BUTHA GAaIlIKUPCKOTO
TeaTpa: O6BITh CO-BPpEMEHHBIM (CO BpeMeHeM),
HO OCHOBBIBATHCS Ha HEIIPeXOAIeEM U BEUHOM.

KJirroueBsble cjIoBa:

OaIIKUPCKUM TeaTp, POJIBKIIOP,
HaIlMOHAJIbHbIE TPAJUIIUU, MU, 0OPSIIEI,
PUTyaJI, aKTEp, PesKUCCED, CIIEKTaKIIb.

of people’s ancient culture and history.

The Bashkir art of theatrical performance,
which aspires towards capacious relief form:s,
parabolic, profound plot-generating meanings
and epic melodiousness, is in many ways
determined particularly by its mythological
world perception. The latter is genetically
intrinsic to the Bashkir people and is perceived
by them as “a genuine and maximally concrete
reality”. The worldview sources and folklore
traditions make it possible for the Bashkir
people to preserve their face and, keeping

up with the time, to orient themselves

on folklore traditions as the measure of things
and the reference point in the constantly
changing contemporary world. Therein

is contained the unique sense of motion

and development of the Bashkir theater:

to be con-temporary (in tune with the times),
but to base itself on the timeless

and the eternal.

Keywords:

the Bashkir Theater, folklore, national
traditions, myth, rituals, actor, Producer,
performance.
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eB HukostaeBuY TOJICTOM, KOTOPBIH

JIIOOMJI OTABIXaTh B OAIIKUPCKUX

CTeIIAIX Ha KyMBICOJIeueHUH, B 1871
ropy rucaJsi )keHe Copbe AHpeeBHe: «HOBO
U UHTepeCHO MHOroe: U OalllKUpHI, OT KO-
TOpEIX I'epojoTOoM maxHerT..» (IIUT. IIO:
[5, c. 10]). IIpexncraBisgeTcs, YTO B 9TOM U
3aKJIF0YaeTCcsa K/IKY K IIOHUMAaHUI0 BCel
KyJIbTYphl 6AIIKUPCKOTO Hapoja. MlHaue
KaK 00'bSICHUTB TOT GaKT, YTO HaIlMOHAJIb-
HOU CIleHe Bcerja ObLIM 6JIU3KU Tpare U
B IIepBYI0 O4yepeab ApeBHerpevYecKux aB-
TopoB Codokiia u EBpunuza, HeogHOKpaT-
HO CTaBHBIIHeCI B BalllKUPCKOM TeaTpe
CO [THs ero OCHOBAHHWA U B Te4YeHHe I1eJI0-
ro cronetud. Wiau, HalipuMep, Tpareguu
[ITexcupa, KOTOPOro GAIIKUPCKUU 3pHU-

TeJIb TOXKe BCerja CUYuTal «CBOUM» paMa-
TYPIOM 3a €r0 CTPAaCTHBIM TeMIIepaMeHT U
Tparuyeckre KOHQIUKTHL. HaunHasg c ca-
MBIX IIepPBBIX JHel COo3/laHUsA TeaTpa, obpa-
3bI daumna, OTes10, Menen, MakbeTa 661U
U3/1100IeHHBIMHY POJIIMU B pelriepTyape He
O/THOTO IIOKOJIEHUSA OaIlIKUPCKUX aKTEPOB.
B BepIIUHHEBIX JOCTHIKEHUSAX HAITHMOHAJIb-
HOU ipaMaTypruu, 0CO6eHHO B Tparegusax
Mycras Kapuma «He 6pocaii orous, IIpo-
MeTeu!» U «B HOUB JIYHHOTO 3aTMEHUSA»,
TaK>Ke C/IBIIIAaTCSI OTTOJI0CKH IPeBHUX IIpa-
KyJbTyp. He 110TOMY, UTO B 3TUX IIPOU3Be-
NEeHUAX peub HUJAET 0 JeslaX «MHUHYBIIUX
IHel», a I0TOMY YTO B HUX 3aJI0’KeH KOJ| K
IIOHUMAaHUI0 HaITMOHAJIBHOIO CaMOCO3Ha-
HUS U ero 3THOIICUXOJIOTUH.
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Muduyeckoe Co3HaHHE — 3TO KU3HEH-
HOe OTHOIIIeHHE K OKpy’KamwlIleMy MHUpY.
A «Vpas-6aThIp — 3TO UesIOBeK, KOTOPBIA
obecCMepTHUII IIPUPOAY, CIAUJICI C HeH U
CTaJI eé OJIMIeTBOpeHreM. YpaJl — 3TO MUD,
OKpY KaloIluil Jiroiei, 6o cJa0BO ,ypan“
obpa3oBaHO OT CJI0OBA ,ypa“ — ,0Kpy>Kam“.
CiemoBaTesIbHO, JIIOAU CBATO BEPUJIH, UTO
OKPY>KarIINU UX MUP U IIPUPOLY, KOTOPYIO
OHU 0003HaYUJIIU CJIOBOM ,,ypaa®, COTBOPUI
6aTeIip Ypau» [1, c. 190]. I[ToaTomMy y 6alIkup
TaKoe CBAIIIeHHOe OTHOIIIEHHe K IIPUPOZE, K
3eMJIe, K COJIHILY, K KaK[JOMY JlepeBy.

V3BeCTHBIM apabCKUi Iy TellleCTBEHHUK
Axmen n6H-dai1aH, II0CETUBIIUN 6AIIIKUP-
CKHe 3eMJIH B 922 rofy, I¥caJjl, uTo 6alku-
PBI Bepruid 12 6oraM, KOTOpEIe YIIPaBJIsAIN
BpeMeHaMHU rojia, a TakoKe 0XKIEM, BEeTPOM,
JIIOIbMHY, KU3HBI U CMepThio. MUPOBO3-
3peHMe IpeBHUX OaIlIKUpP BO MHOI'OM OIIpe-
IeJIMJIOCh U TOTEeMUCTUYECKUMU B3IJIA/a-
MU U KOCMOTOHUYECKUM IIpe/iCTaBJIEeHU-
eM, a TaK)Ke aHTPOIIOMOPPU3MOM: COJIHILE
(KosI1) — 3TO [eBYIIIKA, a JIyHa (al1) — [DKU-
TUT. BCIIOMHUM HUMEIOIIYI0 MHO>KECTBO Ba-
pHanuii U3BeCTHYI0 OAIIKUPCKYI0 CKa3Ky O
TOM, KaK IIIe/Ias 3a BOLOH [IeBYIIIKA 3aJII0-
6oBajtach MecsIeM-I0HOIIIel U CKa3aJjla, 4To
ecyi 6Bl y Heé ObLI MY>K TaKOH >Ke Kpacu-
BBIH, KaK Mecdl], OHa HelIpeMeHHO poJuIa
6B1 eMy 60TaThIPA. I MecsI] B3sL1 [eBYIIIKY
cebe B )KEHBI, U Tellepb OHAa CTOUT TaM C KO-
pomeiciioM U Bénpamu [10, c. 266]. [pyras
Bepcusd — [IeBYIIIKa-CUpOTa I10CeToBasia Ha
CBOIO TSDKKYIO CyABLOY, I10Kaa0Balach, YTO
Mauexa 3aCTaBJIseT e€ XOMUTh 3a BOJIOH HO-
4Ybl0, U JIYHA, I10’KaJIeB OeTHOKKY, 3abpasia
eé K cebe. [TosTOMy B II0JTHOJIYHHE, COTJIAC-
HO MUQY, MO>KHO YBU/IeTh Ha JIyHHOM JIVC-
Ke JIeBYIIIKY C KOPOMBICJIOM Ha IlIeyax, U
30BYT eé 3yxpa.

B xaure C.U. PygeHko «balmkupel» 1aét-
Cd eIllé OJWH 3aMevaTeJbHBINM IIpUMeD,
I7le COJIHIle B OaIIKUPCKOU MUGOJIOTHUHU
¢UIypUpPYeT II0[ BUIOM «KpacHOM BOJd-
HOU [eBBI» (hBIYRBLIBLY). E€ IIIMHHEBIE, B
HEeCKOJIBKO Ca’KeHel, BOJIOCHI I/IaBaroT Ha
BOJHOM I1afiu. CUIbHBIe U MOTy4YHe 6aThl-
PBI, BU/ BBHIIJIBIBAIOIIYI0 U3 BOABI TUBY,

U3YMJIIIOTCS €€ KpacoTe, a OUH U3 HUX —
CaMblii CUJIBHBIA U JIOBKUU — XBaTaeTcsd
3a [UIMHHbIE IIPSAU U OIIyCKaeTCs B BOJHOE
[1apCTBO, Ile OTell BOASHOM [eBhl BBIIAET
eé 3a Hero 3aMyX [TaM Xe, c. 266]. 3aTeMm
OH OTIIpaBJIsieT UX 060MX Ha 3eMJII0, Ha PO-
OUHY 6aThIpa, C 6€CUNCIeHHBIMU CTalaMU
CKOTa, KOTOPBIX BIIOCJIELCTBUU IIPUHOCUT
60JIbIII0€ TIOTOMCTBO.

[IoMUMO OAYXOTBOPEHUS IIPUPOSHBIX
SIBJIEHUH, 6AaIIIKUPHI OBLJIN abCOJIFOTHO YBe-
PEeHEBI B CYIeCTBOBAHUU BCEBO3MO>KHBIX
nyxoB. OHU I10J1araId, YTO Kak0e ypouHu-
11e, KaXkK[I0e CKOJIbKO-HUOYAb IIPUMETHOE
MeCTO UMeeT X03ghHa (919), 0TCr0/Ia — XO0-
3UH TOpHI (Tay 3liohe), XO03AUH IIelllephl
(MoMepiia 3Miohe), BOOIHOMN (hbly 3lidhe),
IIOMOBOH (eH stiohe) [TaM Ke, c. 268]. IToc-
JIeTHUU, 10 MHEHUI0 OaIlIKUp, UMeJICId B
Kak[ oM foMe. 1 ecii ero He CepAUIH, TO
3jJla OH HUKOMY He fesaJ. IIoaToMmy, 3axo-
I Jaske B IIYCTOM OM, OAIlIKUpPHI BCerza
T'POMKO 3[I0POBAJIMCh, KaK ObI IPUBETCTBYS
HEBUUMOIO X03gUHA. 3a 9TUM, OTUYaCTH,
KPOEeTCsd U XOpOoIllee BOCIIUTaHUE: II03/[0PO-
BaTbCd — 3HAYUT IIPOSIBUTH BHUMaHUeE U
yBa’KeHUe.

OTroJIOCKM TaKHWX BepOBaHUU AT O
cebe 3HATh U cerogHs. Bo MHOrux Oari-
KUPCKUX CEJIaX IIOCJIe 3aX0ja COJIHIIA He
pPeKOMeHIyeTCd XOAUTh B OaHI0, TaK KaK B
9TO BpeMsl TaM SKOOBI TapUTCS JJOMOBOM,
KOTOPBIML MOKeT 3allapUTh YeslOBeKa [0
CMepTU. B BOCIOMUHAaHUAX OJHOTO U3 I1ep-
BBIX aKTE€POB BalllKUpCKOro TeaTpa ApaMbl
I'mmasiernuHa MUHTa’keBa €CTh II0 3TOMY
II0BO/ly OUeHb TporaTeJbHbIM UPOHUYHBIN
pacckas o ToM, KaK OH YYMJICSI UTpaTh Ha 6a-
siHe. I3BeCTHO, YTO B HauaJjie XX BeKa JIIOIH,
3aHMMalolecs TeaTpoM, TaHIJaMU, MY3bI-
KOM, U300pasuTeJbHBIM UCKYCCTBOM, CUH-
TaJINCh B UCJIaMCKOM peIuTUU HeueCTHUBI-
MU I'pelrHuKaMu. [Ipo HUX TOBOPUJIU «eH
KarblJIFaH», TO eCTh IIOMeYeH IIaiTaHOM.
U IIOCKOJIBKY, I10 IIpeJaHulo, IIaiiTaHbl COo-
6upaJsich HOUYbK B OaHe, HAUWHAKOIIUNA
aKTEép pellns YUYUThLCSI UTrpaTh Ha OasiHe
HUMEHHO TaM M UMeHHO II0 HoYaM — JJId
TOTO UTOOBI AyXU IIOMOIJIM €My BUPTYO3HO

169



The Art of Theater

,\:§ 2019, Ne 1

OBJIAZIETh HUHCTPyMeHTOM. Tak [MMasteTAuH
MuHTra’)keB CTajl He TOJIBKO aKTEPOM, HO U
IIePBBIM JIYYIIIMM FapMOHUCTOM B OPKeCTpe
bamkupckoro reaTpa.

JlereHabl U MUOBI JpPeBHUX OalIKUp
OTUYETJIMBO TOBOPAT O TECHOM CBA3HU UeJIo-
BeKa C 3eMJI€i, He60M, BOJOU. /[[peBHUN
6amKup 60roTBOPUJI IPUPOAY, U BCI €T0
JKU3HBb OBbljIa IIOCBMIEeHA CIY>KeHUI0 eH.
HecsiygaiiHO MHOTHe OallIKUpPCKHe UMeHa
HOCSIT Ha3BaHUSI HeOeCHBIX CBETHJI U 3BE3]T
(Ax1ioH[03, Kosgmbai, AURBLIBLY, AUCHIY-
ax, Unihannyp, TaxcyamaH), rop (Ypai,
HpaHpek), pek (M3es, hakmap, [um), KaM-
Hel (Tamutumep, CerHTUMEep, bBIHUEI), IITUIL
(homaii, Kapayrac, haunayrac, bepker), xu-
BOTHBIX (ApbI¢iaH, heoyheH), IBJIeHUN
npupons! (IlTapok). HeyauBUTEIbHO, UTO
MHOTHE I'epOoy U IIepCOHaKU 6AIIKUPCKOM
CIleHbl HOCUJIM 3TH UMeHa. V 6alllKup eCThb
II0Bepbe, COIJIaCHO KOTOPOMY MM peOéHKa
IOJDKHO OTpaskaTh ero BHYTPEeHHUMN MUD,
ero CyIHocTh («bajlaHbIH HceMe eceMeHd
Tall KWIeprs Telel»). OTTOro-To U3gpesiie
IeTIM [aBa/IUCh 3ByYHbIe UMeHa, YTOObI
3apaHee «3aIporpaMMHUpPOBaTbh» HUX Xa-
paKTep, BOJIIO, YCTPeMJIEHUS U Jjake Cy[ib-
6y. TakuM 06pasoM IIBITAJINCh Ha/leJIUTh
leTel MOTYIIeCTBOM I'Op U IIPOYHOCTHIO
KaMH$, IpKOCTBIO 3BE31 U 6e30HHOCTHIO
Heba, TEIIOTOM IIePBOr0 BeCEHHETI0 NOXKIs
UM apoMaTOM JIYHHBIX I1BeTOB. FIMeHa MOIII-
HOTI'0 3By4aHUs OaIlIKUPHI 0COOEHHO cTapa-
JIUCH 1aTh HOBOPOXKAEHHBIM MaJIbUYMKaM B
HaJleXK/ie, UYTO Te BBIPacTyT 6ecCTpallHbIMU
BOMHAMH, OTBa>KHBIMU 3aIIIUTHUKAMU CBO-
€ro pofia, a TAaK)Ke XpaHUTeSIMU TPaSULIUH,
CKa3sUTeJIMHU U C3CIHAMHU POJHOM 3eMJIU.
JTa Bepa IIoATBepKAaeT TOTEMUCTUYECKYI0
00pa3HOCTh HALIIKUP, UX TOXKIECTBO C OKPY-
JKarIlum Mupom. M.M. MakoBCKUH ITHCAJI,
4TO IIePBOOBITHBIN UesI0BEeK, BOCIIPUHUMAs
ce0s KaK BHEIIITHUM MUD, JieJIaeT BCE TO, UTO
ZleJlaeT ¥ 3TOT BHEIIIHUN MUP, TO eCTh II0-
BTOpPSET ero YKU3Hb, I7le TBOPell U TBOPUMOe
OTOXKIeCTBJIAIOTCA [9, c. 22]. [IpecTaBigeT-
Cs1, UTO U B 9TOU TPaJUILIUU 0TUYACTU MOKeT
3aKJII0YaThCA pasrajka K IOHUMaHUIo Oalll-
KHPCKOI0 3THOCA.

[leHTpaslbHOE MECTO B OAIIKHUPCKUX
3MHUYECKUX II0BECTBOBAHUSAX OTBOIUTCS
n300pakeHUu1 60raThIPCKUX IIOIBUTOB —
HeoTbeMJIEMOM YacTH OaIlIKUPCKOM ipaMa-
TYPrUH U TeaTpa B 4aCTHOCTHU. Kak IpaBmIIO,
B 06pa3se Jr060r0 3IMUYeCcKOro reposi BOILIO-
11aTcsa obIeyesloBeyeCKrue HpPaBCTBEH-
Hble YepThI: YeCTHOCTh U 6eCKOPBHICTHOCTD,
CIIpaBeJINBOCTh U TYMaHU3M, HEOTCTYII-
Hasl I1eJIeyCTPeMJIEHHOCTh U HeMMOBepHast
¢usnueckas cuia. B mosectu Mycras Ka-
pumMa «/loJIroe-oJIroe AeTcTBO», KOTopas B
BammkupcKkoM akajeMHU4YecKoOM TeaTpe Apa-
MBI CTaBHJIaCh IBaKawl (1978; 2003), ecThb
CLIeHa, IJie Tepoi 10 UMeHU FOMaryJi, KoTo-
PRI BOT-BOT [IOJDKEH CTATh OTILIOM, IIJIETET
apkaH. Ha Bompoc MasibuMKa 110 IIPO3BUIILY
Kenpek (To ecTh IIyIIOK — UTO TOXKEe HECET
B cebe CaKpaJIbHBIU CMBICJI COeJUHEHUS Ye-
JIOBEKAa C MaTephIo, C 3eMJIEH, C KOCMOCOM),
3a4yeM eMy apKaH, OH OTBeYaeT, YTO KOrja
ero cbIHy XabuobyJie, KOTOPBIH JO0JDKEeH BOT-
BOT POAUTHCS, UCIIOJTHUTCI CEMHA/I1aTh, OH
BPYYUT eMy 3TOT apKaH. «A 3a4ueM apKaH,
KOIZla CeMHaIaTh UCIOJHUTCA?» — IIPO-
IoJDKaeT MHTepecoBaThcd Kenpek. U Torga
IOmMmaryJ1 pacckaseiBaeT JpeBHee IIpefjlaHue:
«Ha caMo1i BepIlIHe TOpkI YpaJsl pacTeT uép-
HBIU peMy4JHn jiec, KyZia yeioBeKa Hora He
CTyIlasia. A B TOM Jiecy — KpyTJiasi IIOJIsTHA, a
Ha TOU II0JITHe — KPYTJI0e 03epo. O3epo 3To
B CeMb/lecaT 00XBaTOB, a THa U BOBCE HeT.
U B 03epe TOM — HHU pbIOBL, HU APYTOU KUB-
HOCTH, OJTUH TOJIBKO 3JIaTOTPUBBIN AKOY3aT.
KOHB 3TOT BETpPOM BeeT, IITUILleX B3MBIBAET,
o’KHjaeMoe TOO0M ITPUOJIU3UT, IIPOIILIOE
TBOE BEPHET, C UeJIOBEKOM II0-4esioBeye-
CKH TOBOPHUT, C 60TOM TaWHBI JIeJTUT — BOT
KaKOM 3TO KOHb... B caMy10 KOPOTKY0 HOYb,
B 4ac, KOI/ia 3aljBeTaeT OPEIHUK U C JIUIIbI
KamaeT MEJ, U3 03epa, paspesas BOJHYIO
IJ1ab, II0JIONA B HEW T'PUBY, IOSIBJIIETCSI
AxOy3aT. M3/10BUUINILCA HAKUHYTH eMy Ha
IIel0 apKaH B CeMbJeCAT 06XBaTOB MJIU-
HOU — TBOUM 0OyJleT KOHb. HO Takoe J1es1o
MO/ CUJTY TOJIBKO DKUTUTY, KOTOPBIU THEM
3BE3[bl BUIWUT, HOUBIO Ha 3Beps UIET. BoT
3ayeM HYy’KeH apkaH!» «Herioxu ke geJsa
y Xabubysiel. CaM elllé ¥ He BBLIYIIUJIC,
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a ero yJke 3JIaTOTPUBBLIM KOHb [O’KH/IAeT-
cdal» — C IeTCKOM 3aBUCTHI0 BOCKJIMIIAeT
ITy1iok.

B aTo11 cKa3Ke KpoeTcs IJIyOOKUI CMBICIIL:
Ka’K/Ioro 4yeJsIoBeKa 0’KHaeT B )KU3HU 3J1a-
TOTPUBBLIA KOHBL. CyMeeIlllb CTaTh JH)KUTU-
TOM — KOHb TBOH. CMOJXKeIllb CTaTh YeJIo-
BEKOM — IIPUOIU3UIILCSA K 60’KeCTBEHHOM
TaliHe, BeJlb OBITH YeJIOBEKOM — 3TO U eCTh
BeJIMKasg TalHa. U I10TOMy B JIeTeHJapHOM
criektaksie Pudkara Mcpadraosa 1978 roma
«U cygpba — He cyab6al» 110 3TOM I10BECTH
XymoXHUK TaH EHMKeeB HaBepXy y CaMBbIX
KOJIOCHUKOB — B IIeHTpe Pa3OMKHYTOIO
CLIeHMYeCKOI'0 IIPOCTPaHCTBA — IIOMEeCTUI
IeTCKYI0 KOJIbIOeJIb, Ha/i KOTOPOM KaK CUM-
BOJI MeUYTBI, KPacoThl ¥ CUJIBI IIAPUJ UTPY-
IIeYHbIN AKOy3aT.

B 6amkupckoi MU 0I0riu 06pasbl KOHSA
(Akbysar, TyJriap) ¥ 4yesoBeKa He IIPOCTO
IOIIOJIHAIOT APYT Apyra — OHU Hepa3phIBHO
CBsI3aHBI U COCTABJIAIOT efUHOe I1esI0e. Tax,
CeJ0BJIaChIM WJIU 3JIaTOIPUBBINA AKOy3arT,
II0 IIpefaHusAM U JIeTeHiaM, — IIOMOIITHUK
U COBETYMK OoraThlpel, BiajeJer; 6yarT-
HOTro Meya. TyJmiap ske — I10J1y4eJI0BeK-I10-
JIYKOHb — Yy APeBHUX OallIKUp BOILIOIaeT
CBOOOM0/IF0OUBBIN IyX HAPOZa, BOXHOBJIL-
IOII[UU CICIHOB, MY3BIKAHTOB, XyT0’KHUKOB
Ha TBOPYEeCTBO. B COOTBETCTBUU C IpejlaHu-
SIMU, OH IIOHUMaeT SI3bIK JII0/IeH U, YyBCTBYA
UX IYIIIH, BCeria IIPUXOAUT Ha IIOMOIIL KaK
B PaJloCTHBIE, TaK U B TsDKEJIbIe MOMEHTHI
JKHU3HU. ITOT 06pas cTajl IeHTPaJbHbIM B
neece diopuga bysnrsakoBa «BcTaHb U BO3-
Hecuch, Mou Tysmap!», rme Tparuyeckue
cobrITHg KoHIAa 1930-x rogoB Metadopu-
YeCKH IIpeJIOMUINCEH B fpaMe 1990 roma B
U300pakeHUuUu UCTpebIeHUs JIYUIIUX I10-
POJ JIoIIaie SKOOBI B CBSI3H C pacIIpocTpa-
HeHUEeM SI3BBL.

C mpuHATHEM HCJIaMa, KOTOPBIN Havasl
IIpOHUKATh B BalkoprocTraH emé B X CTO-
JIeTUU U OBLI yCBOEH TOJIbKO KO BTOPOM
nosoBuHe XIV Beka, IIepe’KUTKU CTapbIX
PeJIUTHO3HBIX IIpe/ICTaBJIeHUN eIlé [0JIr0
KOPEeHWJINCh B HAPOJHOM CO3HaHUMU U IIe-
pefaBaiiCh U3 IIOKOJIEHUS B IIOKOJIEHUE.
KpomMme Toro, Kak I10j1araloT y4yéHsle, MHO-

rvde KaHOHEI McjaMa HeCyT B cebe UepThl
I3bI4eCTBa, TaK KaK OCHOBOIIOJIOKHUK
pesauruu MyxaMMe], OIIHMpaJicsa IJIaBHBIM
obpa3oMm Ha g3blyecKue obpsnsl [6, c. 25].
/10 CHUX IIOp B HapOJe KUBYT 00bIYaU U PU-
TyaJIbHble [eliCTBa, AOIIe/IINe 10 Hac OT
NAJIEKUX IIPESKOB.

OZHUM U3 caMBbIX PaIllpOCTPaHEHHBIX U
SAPKUX QOJIBKIOPHBIX TeaTpaJIUu30BaHHBIX
OeCTB y OalllKUp, KaK U Y O0JILIIIMHCTBA
HapO/I0B MUPA, IBJIIETCS CBaleOHBIN 00,
Bamkupckas cBazbba — 3TO 11es1as KyJIbTY-
pa, COIIPOBOKIAOIIAACS IIepeoieBaHUsIMU
U psbKeHUeM, IIpsiTaHueM, IIOMCKOM U BHI-
KYIIOM >KeHUXOM HeBeCThI, COCTA3aHUsIMY,
XO0XKJIeHHueM [eBYIIIeK B II0JIe C IIpUYUTa-
HUAMU (ceHJ1ay). OHa II0JIHA CaMOOBITHBIX
CBajJIeOHBIX 0ObIYaEeB, Cpefu KOTOPhIX MOXK-
HO BBIJIeJIUTH IIpellofHeCeHUe KaJbIMa —
KOOBLJIBL, OBIIBI MJIM KOPOBBI — KaK 3aJIora
CUacThs U 6JIarOII0OJIyUYUsT HOBOOpAUHBIX,
IpUUYEM HeBecCTa JI0JDKHA O6b1Ia 06g13aTeslb-
HO OIlepeThCs Ha CKOTHUHY. V3BeCTHBI Tak-
JKe 6pocaHUe cepeOPSIHBIX MOHET B IIPUHe-
CEHHOEe HeBeCTOM Be/Ipo C BOJIOH, OCHIIIaHUEe
eé 3TUMHU MOHETaMHU C HOT 10 TOJIOBEHL /[le-
BYIIIKA JO/DKHA ObLIa HACTYIIUTh Ha IIO/yIII-
Ky IIepe]; IOMOM CBEKPOBH, YTOOBI KU3Hb
ObLI1a TAaKOM 7Ke MATKOM... [IpHCcyTCTBYIOIIIHE
Ha CBaJibbe — 3T0 He TaCCUBHbIE 3PUTENIH, a
€€ Y4aCTHUKH, BIIOJIHE OIIpe/ie/IEHHEIE I1ep-
COHAa’KHU C OTBeIEHHBIMHU POJISIMHU, CJI0BAMH,
nerictBuaMHU [13, c. 16]. 3TOT puryaa — ro-
TOBBIU ClIEHUYeCKUH IIPa3IHUK I Hall1o-
HaJILHOI'O 3pUTesis. ONUH U3 CAMBIX IIePBBIX
OaIlKUPCKUX ApaMaTyproB Myxameriia by-
PaHIYJIO0B, 3Had KYJIbTYPY U TPAJUILTUU CBO-
ero Hapoza, HaucaJl IIbecy, KoTopasl Tak
U HasbIBaeTcs — «balllkupckasi cBagb6a»,
I7ie B MeJIbYaUuIlInuX IIOAPOOHOCTIX BOCCO3-
DaéTcsa ApeBHUM pUTyaJl 6paKocouyeTaHUs.
JdTa nbeca MHOTO pas3 CTaBWIach Ha CIleHe
HaIMOHAJIbHOIO TeaTpa, U CeroqHs OHa SIB-
JIsieTCs 3HaKOBBIM /IpaMaTypruyecKuM IIpo-
HU3BeJleHUeM B ero UCTOPUMU.

TpaguiioHHas 6allKuUpcKas cBagbba
IleJIUTCI Ha TPU OCHOBHBIX 3MMU30/1a —
IIpe/icBajleOHBIN, COOCTBEHHO CBafieOHBIN
U 110cy1ecBaZieOHbIN. KaXKIbIi U3 HUX IIpef-
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cTaBJjsieT COO0M CJIOKHBIM KOMILIEKC pU-
TyaJIOB U I1033UU [TaM XKe, c. 33-34]. Tax,
HaJKyChbIBaHHUEe yXa elllé B [TeTCKOM BO3-
pacTe B OAIIKUPCKOM Maru4yeckoM 06psize
«CBajibba cepbIv» (hbIpFa-arka Tyi) Urpajo
60Jlee 3HAUUTEIBHYIO POJIb, HEYKEJIN CaMO
cBaZiebHOe TOP>KeTCBO. /[[eByIlIKa C METKOHU
(MHHMMOI) Ha yXe MoIJla IIpUHaJJjIe’XaThb
TOJILKO TOMY, KTO el HaJJKyCHJI ero B JIeT-
cTBe. B crekraksie ballKMpCcKoro akaje-
MHUYECKOro TeaTpa «AXMeT3aku Bamugu
TyraH» Hakub6a AcaH6aeBa B IIOCTaHOBKe
Avipara AbymaxMmaHoBa (2010) sToT amu-
30[1 «CBa/IbOBI Cepbrv» TAPMOHUYHO U 3T-
HOrpa$UUeCKU TOYHO BOIIEJ B CJIOKHYIO
CTPYKTYPY CLIEHUYECKOI'0 II0BECTBOBAHUS.
PrTyasl COIIPOBOXKAAJICS IIeCHIMU, IIPUTO-
BOpaMu (siiTeM), CBOeOOpasHOM 06PAL0BOM
Xopeorpa¢uet U 6JaronoKeJlaHUAIMU —
CaMOOBITHBIMU peJIUKTaMH, 0ToOparkaro-
IIIUMU HapOJHYIO I1elaTOTUKY U UI0COoP-
CKHe BO33peHHUsI B II03THYeCKON QopMe.
Hazmo oTMeTUTh, UTO B IIOCJIefHee BpeMs
UCII0JIb30BaHUE PUTYaJbHBIX 00PSAI0B 3a-
MeTHO 0060raTUJIO CLIeHUUYECKYH0 KYJIbTYPY
Bamkupckoro TeaTpa. Tak, B ClIeKTaKJIe 110
noBecTd Maxkura 'apypu «UepHosKUe»
(pexxuccép — AripaT A6ylaxMaHoOB, 2014),
cTaBllleM o6Js1astaTesieM Becepoccuiickoit Ha-
IIMOHAaJILHOM IIpeMUU-PpecTUBAIA «30JI0Tas
MacKa» B HOMHUHAITUH «JIydliriasg paboTa xy-
NOKHUKA 110 KOCTIOMY» (Anb6epT Hecre-
POB), 06psIbI, 06BIYAU U TPAIUIIHUU 00pesin
HOBYIO ’KH3Hb. JTa IIOCTAHOBKA CTaJIa eIé
OJJHUM JI0Ka3aTeJIbCTBOM TOT0, UTO HaIlHo-
HaJ/IbHble TPaJUILINU He CIep>KUBalT pas-
BUTHE TeaTpa, a, HalIpOTUB, CTUMYJIUPYIOT
K HOBBIM ITOHMCKaM, [IOMOT'al0T eMy OCMBIC-
JIUBATh CeTOAHSAIIIHEE COCTOSTHUE 00IlecTBa
yepes3 IPU3MY JPEBHUX PUTYaJIOB.
[To-6amkupcKku cBajgbba HasbiBaeTCd
«Ty¥». OJHAKO B CO3HAHUU OAIIKUP CJI0BO
«TyU» UMeeT 6oJiee IIUPOKOe IIOHITHE: 3TO
IIpa3HUK KaK TAKOBOMU, ¥ IIOCBAIIEH OH ObI-
BaeT He TOJIbKO OpaKoCOYeTaHU0 MOJIOBIX
JIIOZIeN, HO U CMeHe BpeMéH rojia, Ipupo-
HBIM sBJIEHUSAM. UTOOHI elllé pa3 yoe UuTsh-
Cs B TOM, 4TO OAIlIKUPCKUU HAapOJ, BCeraa
’)KIJI B TapMOHUU C IIPUPOJION U SIBJISLIICA

eé He0oObeMJIEMOM 4YacCTbhbI0, JOCTAaTOYHO
BCIIOMHUTH BeCEeHHUU ITpa3fHUK KapraTyi,
JeTHUU — KoKyK Tyibl, uiu KoKyk caite, U
OTMeYaeMBbIU B Ce30H 0XOThI AWBIYTYUBL.

BalIKupel TOBOPST: y UejloOBeKa ObIBaeT
TPHU CBaALOBI — POKAEHUeE, BCTYIJIEHHE B
6pak u cMepTh. To eCTh TYH — 9TO IIepexof
YeJjIOBeKa U3 OJHOI0 MUpa B MHOM, U3 OfI-
HOM II0JIOBO3PACTHOM I'PYIIIBI B APYIVIO,
MOMEHT WUHUIManuu. CMepTh — 3TO TOXKe
«CcBaAb0Oa», U pUTyaJsl IpoIaHus C YCOIIIIIUM
y OalIKUp Tak>Ke HOCUT II03TUYeCKUM Xa-
pakTep. B 00psg0BOM ILIaue W IPUYUTA-
HUAX, KOTOPbIE CIY>KUIU CPeLCTBOM OCBO-
60KIeHUs OT TSXKeJIbIX MBICJIEH, TOpsI U
BBIIIOJIHSJIM OYHMCTUTEJIBHYIO, KaTapcuye-
CKYI0 (QYHKIIHIO, eCTh 3JIeMeHTHI TeaTpa.
Kak oTMedaeT yuyé€HBIM-HCCIIeJOBATeb,
C3C3HUA (UCIIOJIHUTeJbHUIIA Kyb6aupoB)
P.A. CysrraHrapeeBa, OaIlIKUPCKUE IIPUYEThI
II0 YCOIIIIIeMY IIOCTPOEHEI B GopMe JHUasIora
MeXK/ly )KUBBIM U MEPTBBIM [TaM ke, C. 29].
Uepes yCOIIIIero KUBble B 9KCTATUUECKOM
dopme (meysay) obpamjanuck K Hebecam
U T3HIPHU C IIPOCBOOM O HOXKAeE, CHACTheE,
6J1aroII0JIy4mnH, 310pOBLe U T. 1. MciaMm, 3a-
IIpelarlui IPOMKO IIaKaTh U ropeBarTh,
BHEéC CyllleCTBEeHHbIe U3MEeHEeHUs B IIpuye-
THI ¥ BBITECHUJI PUTYaJIbHBIE I1eCHOIIEHUS.
PUTyaZIbHBIN IJIa4 3aMeHSEeTCS PeIMruos-
HBIMHU HalleBHBIMM UTeHUSIMHU, 6auTaMy,
MyHaJpKaTaMH, HO MaHepa UCIIOJTHEHUS U
HJieliHOEe cofiepyKaHue, 110 CYTH, OCTaX0TCA
HeM3MeHHBIMH [TaM e, c. 31].

B rrocTaHOBKax ballIkKUpCKOIo TeaTpa pu-
TyaJsl CMePTH BCETZa pelascs I0-pasHoOMYy:
I7le-TO U3JIMIITHEe BLICOKOIIAapPHO U HeIllpaB-
IUBO, ITle-TO IICUX0JIOTUYECKH TOYHO, I7e-
TO MeTapOopHUYeCKH KpaCUBO U YCJIOBHO, a
IZle-TO — CJIBIIIAJICA HaCTOAIIUU «CYyXOH
roJsioc Tpareguu». OJHOM U3 CaMBIX 3HAKO-
BBIX TaKHX CIIeH B UCTOPHUHU BalllKMpCKOro
IpaMaTUYeCKOro IBJISETCI 3IIU30/, YX0/1a B
nHoUu Mup Crapireii MaTepH B CIIeKTaKJIe
«U cynpba — He cyabbal» Pudkara Hcpa-
¢uroBa (1978). IToT 06pa3s B UCIIOTHEHUU
JlereHiapHOU 3alTyHbI BUKOYy1aTOBOM, Ha-
pozrHoM apTUCTKU CCCP, CHMBOJIM3UPOBAJI
B CIIEKTaKJIe TOT «MOCT», KOTOPBI# 00be/1u-
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TeaTpasbHOE UCKYCCTBO

HseT ABa 6epera — HeOBITHE U BEYHOCTh.
Myapas, HpaBCTBEHHO-O/IyXOTBOpPEHHas,
C IpaMaTHUYeCKOU Cyabb60U Hepas/eséH-
HOM JI0OBY, MATKAas U B TO 7Ke BpeMsI CTPO-
ras, obpas, HO C JOCTOMHCTBOM, CTapIias
MaTph — IIOBUTYXa II0 CBOEMY IIpeHa3Ha-
4eHUI0. [IpyHUMas JesloBeKa B 3TOT MUD,
OHa OTHOCHUTCS K CBOEMY JieJIy KaK K CBSATO-
MY JIOJITY, ¥ II03TOMY, OKa3aBIIIUCh Ha II0-
pore BeYHOCTH, OHA IIPOCUT IPUMNTHU K Hel
Ka’kK[[0ro, KOro IIpUHAJIA B pojax, 4TOObI
IlaTh UM CBOE daTrxa — biyiarocjioBeHue.

BoT oHa JIe)XUT Ha OOJIBIINX Kaudessx,
KOTOpBIe MeJ[JIEHHO PacKauyuBalTCA B TAKT
My3bIKe. BOKpyT Heé cobpauch «eé» JIeTH.
Kaxzoro oHa IMIOMHUT U KaKJ0I0 JIFOOUT,
KaK COOCTBEHHOI'0 pe6éHKa, HO CBOUX JleTel
y Heé He 6b1J1I0. OHA TOBOPUT, UTO COOHUpaeT-
Cd B JaJIbHUM IIyTh U IIPOCUT BCeX He ILIa-
KaTh — BeJb TaK II0JIOKEHO, YTO KaXKJOMY
KOIZ,a-TO IIPeCTOUT OCTaBUTh 3TOT MUP U
YUTH B BEUHOCTh... OHA CIIOKOMHO U C [10-
CTOMHCTBOM IIPOITaeTCs C KayKAbIM. Y JIUIITb
OJfHOr0 13 HUX — Illaruaysury, KOTOPBIH I10-
CMeJI IIOJHATE PYKY Ha POAHYI0 MaTh, — OHAa
He MOXeT 6J1ar0CJIOBUTH. «BUTh UeI0BeKa,
IIO/IAPUBILIETO Te6e )KU3Hb, — BeJIMYaAUIINN
U3 I'pexoB, — rosoput Crapirasg MaTb. —
JlenauiTe apyr Apyry Ko6po — TaKOBO MOé
BaM OJiarocsioBeHUe». C 3TUMU CJI0BaMU
Crapiast MaTh vucuesaeT B IJIyOHHE CLIeHBbl,
OCTaBJIAA 32 COO0M 6eJIbIN I — «MOCT»
B MHOM MUD, KyZa [eTH, I10 06s14aro, 6poca-
0T TOPCTU YEPHOM 3eMJIU.

TaxuMm o6pasoM, uaed T06POTHI U MHpa
Ha 3eMJie — IJIaBHBIM MOTUB, 3a/JlaHHBIN B
aroce «YpaJs-6aThIp», — IIPOXOAUT Uepes
BCE Xy0’KeCTBEHHOEe TBOPYECTBO OAIIIKUP-
CKOTO HMCKYCCTBa U SBJIIETCS OCHOBOIIOJIA-
rarlei, CMbICJI000pa3yroler 4acTbio Ay-
XOBHOI'0 MHpa Oamkup.

Ba’kHYI0 pOJIb B 3CTETUYECKOM BOCIIHUTA-
HUY Hapo/ia Ha IIPOTsDKeHUH MHOTUX BEKOB
UT'PaIo TBOPUYECTBO CICIHOB, UCIIOTHUTEIIb-
CKOe MaCTepCTBO KOTOPBIX MOYKHO OBLIO OBI
COIIOCTAaBUTH JIUOO C TeaTpPOM OJHOTO akK-
Tépa (Kora OI1H CICIH UCIIOIHSLI KyOarphl,
3I10C, ITIeCHHU, a Hapo/i CJIyIlla), MO0 TeaTpa
B0O011Ie (KOr/ia Ha UbIMbIHAX IIPOUCXOIUIIO

COCTs3aHMe HeCKOJILKUX C3CIHOB). HOIa
9TU COPeBHOBAaHUA YMa U CMeKaJIKU CTaHO-
BUJIMCH PeIlarIMMU B HACTOAIIUX KPOBa-
BBIX OMTBAaX, KaK 3TO IIPOM3OIILIO B OZHOM
U3 I1Ie/IeBPOB YCTHOIO HAapOIHOIO TBOpYe-
CTBa — COCTsSI3aHUU B aUThINIaX (9MTEILI) C3-
C9HOB AKMBIp3bI U Ky6arya.

CacsH — IMO3T-UMIIPOBU3ATOP, GHI0COP
U YYUTeJIb, HeOpAUHapHas JUYHOCTh. OH
obJiaza peHOMeHaJIbHOM TaMIThI0, XOPO-
IITMUMHU TOJIOCOBBIMU JaHHBIMU U XYI0Ke-
CTBEHHBIM 1apoM. CaCIHBI UCIIOJIHSAINA CBOU
IIPOU3Be/IeHUs pPeuuTaTUBOM, HEpeaKo B
COIIPOBOXK€HUU HaPOJHBIX MY3bIKaJIbHBIX
UHCTPYyMeHTOB. CJI0BO C3CIHA Bcerja ObLIO0
BECOMBIM U BaKHBIM. B caMble TpyAHEIe
MUHYTHI )KU3HU 38 COBETOM IILIU K CICIHY,
aKcakaJsy, KOTOPBIH B II03TUYeCKON popme
laBaJl OTBETHI HAa BOJIHYIOIIUeE JIIO/IeH BO-
IIPOCHI, HAIIPaBJIS/I U BIIOXHOBJILI UX. Caca-
HU3M — OJJHa 13 Ba’KHBIX BeTBel B pOpPMHU-
POBaHUU OAIIKUPCKOIO TeaTpa, OCTaBUB-
Irasi HeusIJIaA¥MBIN Ccjle] B XapakTepe U
MaHepe ero UCII0JTHUTEJIbCKOI0 UCKYCCTBA,
TpeOyIIero cerofHs rJ1y60Koro U3y4eHus u
Hay4HOI'0 HCCJIel0BaHUs.

barkupckue jiereHbl, IIpefaHus, cKas-
KU, PUTYyaJIbl, 0OPSJBI JIeTJIU B OCHOBY 3a-
PpOXKAarolencsa HalluoHaJIbHOM ApaMaTyp-
rud B Havasie XX BeKa U CcTaju TeM QyH-
LaMeHTOM, Ha KOTOPOM B [JaJIbHeHIleM
chopMUpyeTCsa YHUKaJIbHOE, CAMOOBITHOE
balIKupckKoe INpodeccHOHAJIBHOE Tea-
TpaJbHOE HUCKYCCTBO. « MaKTBIMhBIIBIY»,
«bypanb6aii», «Kaparos» JlaysiTa HOaTHIA,
«bIHIBIKaM MeHaH HOyaprka» XabuoyJisl
FabuToBa, «AllrKazap», «lllaypakaii», «fl1aH
HopKak», «bairkopT Tyubl» MyxaMeTIH
bypaHry/sioBa — IepBbIe IILECHI, II0 KOTO-
PBIM B BallIKUPCKOM TeaTpe OGBLIN II0CTaB-
JIEHBI IIepBhIe CIIeKTaKJIu. IMeHHO Ha HUX
CKJIQ[bIBAJIUCh OTJIUYUTEJILHBIE YepPThl U
criequdrKa pPeKUCCEPCKUX IIOCTaHOBOU-
HBIX METO/I0B, a IlepBble OallIKUPCKUe aKTé-
PBI BeIpabaTeIBaJIXd U OTTaYUBaJIU 0COOEH-
HOCTH HaITMOHAJIBLHOI'0 UCIIOJTHUTEIHCKOTO
HUCKYCCTBA.

K OTKpPBITHIO I1EPBOTO B pecITyO/InKe Apa-
MaTH4YeCKOI'0 TeaTpa, HbIHEe BaIllKUpCKOro
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TOCyAapCTBEHHOI'0 aKaJleMUYeCKOro TeaTpa
npaMbl uMeHU Makuta 'apypu, B 1919 rony
Basnyisia MypTtasuH-VIMaHCKUHM IT0/0IIIET
CO CBOEM IIPpOrpaMMoOM, OTHeIbHbIe IIPUH-
ITUITBI KOTOPOM JIEIJIA B OCHOBY TPaJUITAMN
UCIIOJIHUTEJILCKOT0 UCKYCCTBA HAallOHAJIb-
HOU cuieHbl. OQHUM U3 IIPUHITUIIOB SBJIS-
Jlach OIlOpa Ha 6aIKupcKui GosbKiIop. Hc-
caemoBaresb C.I. KycuMoBa oTMedaeT, 4YTo
«OPUEHTUPYACh Ha U3BeCTHLIEe eMy [Myp-
TasuHy-liMaHCKOMY] $OpPMBI eBpOIIeCKO-
I'o TeaTpa, CHHTe3UPYs OIILIT COBPeMEeHHOM
PYCCKO ¥ TaTapCKOM CIieHbl, B. MypTasuH-
ViIMaHCKUU aKTUBHO BHEJPsJI B ClleHUYe-
CKYI0 IIPaKTUKy TpagUIIUU GoraTeuInero
f6amKupCcKoro ¢oJsbKJIOpa U HapOLHOIO
MY3BIKaJIbHO-II09THYECKOT0 UCIIOJTHUTEIIb-
ctBa» [7, c. 7]. IIo mHeHu1o C.C. CauToBa,
MypTasuH-IMaHCKHUH CO3/1aBaJl CIIeKTakK-
JIA — MacCOBBIe IIPa3HUKH, CIIeKTaKIH —
CBAIIleHHBIE 00PSA/b], CIIEKTaKJIH — HApPOJ-
Hble cobpaHus [12, c. 29]. B 9TUX IIOCTAaHOB-
Kax TeaTp obpaimrajici K HallMOHaJIbHOMU
HCTOPUH, MUY, JIeTeH/le, HAPOLHOU IIecHe

B JKaHpe Y3yH-KIOM — JOJITOY U JJIMHHOU
HaIleBHOM IIeCHe, IJIaBHBIA Trepoy KOTO-
PO — HOCHUTEJIb JIIDOBU K CBOEMY HapoAy U
UCIIOJIHUTEJIb [10JITa IIepe] POHOM 3eMJIEN.

B TeyeHHe 11eJI0TO CTOJIETUS OAIIKUP-
CKUH QOJIBKJIOP He pa3 CTaHOBUJIC OJia-
TOaTHOM IIOYBOU I XYA0’KeCTBEHHBIX
IIOMCKOB HaIlMOHAJIbHOU ClleHbl. HOTIa
9TOT 60raThIM NYXOBHBIM MaTepuas UC-
I10JIb30BAJICS TeaTPOM KaK UJLIIOCTPATUB-
HBIY, 3THOIpadUUeCKUM 3KCKYypC B peB-
HOCTb, @ 3a4acCTYI0 ABJIAJICA IIpeJMeTOM
IOCTU)KeHUs ObITHSA. BO MHOTUX CIIeKTa-
KJISIX C IIOMOIIIBI0 HAITMOHAJIBLHOTO CIOKeTa
TeaTp BBIXOAUJI K IIpo6yieMaM 061iedeso-
BEeYeCKOIr0 3BYYaHUs, YAUBJIIAI 3PUTEIIS
HOBBIMHM PEXUCCEPCKUMU pPelIeHUSIMHU,
HeOOBIYHBIMHU U YBJIEKATEeJIbHBIMU aKTEP-
CKUM paboramu. U cerogHsa TeaTp IIpO-
LOJDKaeT 0CTaBaThCA IIpeJaHHBIM CBOUM
KOpHAM. Ho IIpu 3TOM OH HO-IIpeXHeMY
OTKPBIT U JJIs1 YAbTPaCOBPEMEeHHBIX IKC-
IIePUMEHTOB, U JIJI1 HOBBIX CIIOCOO0B OT-
pa’keHus NeiCTBUTEJIbHOCTH.
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Ananramnus HCIIaHCKOTO
TaHIa ¢pJIaMeHKO K YCI0BUAM
KYJIbTYPHO-I3bIKOBOT'0
IPOCTPAHCTBA

coBpeMeHHO# Poccun

B cTaThe paccMaTpuBaeTcs peHOMeH
OBITOBAHMS MCIIAHCKOTO TaHIa GpiaMeHKO
B KYJIbTYPHO-SI3bIKOBOU Cpejie COBPeMeHHOM!
Poccun, BRISIBIISTIOTCS IIPEIIIOCHIIIKHA
IPOHUKHOBEHHUS JAHHOTO UCKYCCTBA
B poCcHICKoe 00111ecTBO B XIX Beke,
IIPOCJIEKUBAETCS er0 PacIipoCTpaHeHUe
B Poccuu 0 HACTOSIETO BpEMEHH.
[IpoBoAUTCS KPaTKUU aHAIN3 3TUMOJIOTHHU
TepMHHA «pIaMEHKO», TTOTUEPKUBAETCS
IIPOTHBOPEYUBOCTH U MHOTO3HAYHOCTD
JAaHHOTO IIOHATHS, UTO 3aTPYLHSIET eTo
aJleKBaTHOe TOJIKOBaHMeE Ha PYCCKOM SI3BIKE.
ABTOpaMu paspaboTaHa KlacCHPUKaAILII
cTwiei pyiaMeHKO B 3aBUCUMOCTHU OT CTeIleHU
CJI07KHOCTHU UX BOCIIPUATHUS POCCUNCKIMU
UCIIOJTHUTEJISIMU — He-HOCUTEJISIMUA
KyJbTYPEI QpyraMeHKO. [lesiaeTcs BEIBOZ,
4TO /IS POCCUSTH HauboJIee CI0KHBIMHA
SIBJISIFOTCSI ICKOHHBIE TPeBHUE IIPOSIBJIEHUS
d1aMeHKO, TaKre KaK CUTUPUNS, KaHbs,
coJiea U T. [I., OTJIMYARIIHeCs HEIIPUBBIYHBIM
MY3BIKaJIbHBIM Pa3sMepOM B PUTMOM.
Ocyl11eCTBJIEH JIEKCUKO-CEMaHTUUEeCKUM
aHaJ/IN3 HEKOTOPBIX UCIIaHCKUX TEPMUHOB
U BOCKJIUITAHUM, XapaKTepPU3YIOIINUX
TaHel ¢pJlaMeHKO, KOTOpbIe IIPOYHO BOIILIN
B JIEKCHKOH COBPEMEHHBIX POCCHUCKUX
UCIIOJIHUTeJIed ¢piaMeHKO: caraTeazo,
¢Jiopeo, bpaceo, baTa-me-Kosa U T. II.

Adaptation of Spanish
Flamenco Dance

to the Cultural and Language
Environment Conditions

of Contemporary Russia

The article reveals the phenomenon
of the existence of Spanish flamenco dance
in the cultural and language environment
of modern Russia. The premises for introducing
of this art form in the Russian society
of the 19th century have been considered,
as well as its dissemination throughout Russia
up to the present time. A brief analysis
of the etymology of the term “flamenco”
is carried out, emphasizing the inconsistency
and ambiguity of this concept, which
complicates its adequate interpretation
in the Russian language.

The authors have developed a classification
of flamenco styles from the perspective
of a non-bearer of flamenco culture.

This classification defines the styles according
to the complexity degree of perception

by Russian performers. It is concluded that
the most difficult for the Russians are

the authentic ancient manifestations

of flamenco, such as sigiriya, kanya, solea, etc.,
which are quite different in musical size

and rhythm.

The lexico-semantic analysis of certain
Spanish terms and exclamations characterizing
the flamenco dance was carried out.

Such expressions have been adopted into
the vocabulary of the Russian flamenco
performers representing: zapateado, floreo,
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[IpencraBiieHa 06111as CTPYKTypa TaHIa
¢$raMeHKO IIPU IIOMOIIIN TUIIMYHBIX
XapaKTePHBIX ABUKEHUU U II03ULTUHI

Ha 0CHOBeE IIPOBEIEHHOI0 COZlepKaTeJIbHOT0
aHaJN3a UCIIaHCKUX KHUHOKApTHH,
TIOCBAIIEHHBIX TAHIY GpIaMeHKO.

B cTaThe TakKe aHaJIU3UPYeTCsS
MHOT03Ha4YHOCTb TEPMUHA «IyIH/IE» —
deHOMEHA, 06J1a/IAI0IIEeT0 TYXOBHOM IPUPOLOH
U SBJIAIOIIET0CI HeOTheMJIEMOX YacThI0
HCKyCCTBa QiaMeHKO. [les1aeTcs BEIBOJ O TOM,
4TO IIpodpeccroHaIbHOe UCIIOJIHEHWEe TaHIla
¢raMeHKO B UHOKYJILTYPHOM IIPOCTPaHCTBE
TpebyeT He TOJIbKO TEXHHUYECKOT0 MacTepCTBa,
HO U ITyO0KOT0 IOHUMAaHUS CMBICJIA TaHIla
dJlaMeHKO, 3HaHUS er0 UCTOPUH,

a TaKyKe CeMaHTUKH HEKOTOPBIX
HCIIaHCKUX TEPMHHOB U BEIpa’KeHUH.

KiroueBrble cioBa:

HUCIIaHCKUH TaHel] pIaMeHKO,

CTWIH QpJIaMeHKO, CTPYKTypa TaHIIa,
3TUMOJIOTHS (pJlaMeHKO, UCITaHCKUH S3BIK,
beHOMEH «1y9H/Ie», BOCKJIUI[AHUS B TAHILE.

braceo, bata de cola etc. The general structure
of flamenco dance is represented by means
of typical positions and movements.
The structure was worked out on the basis
of content analyses of the Spanish film-ballets,
devoted to flamenco dance.

The article also analyzes the polysemy of the
term “duende” — a phenomenon
that has a spiritual nature and is an integral
part of the flamenco art. It is concluded
that the professional performance
of the flamenco dance in the non-native social
and cultural environment requires from
a performer not only technical mastery,
but also a deep understanding of the meaning
of the flamenco dance, its history, as well
as the semantics of some Spanish terms
and expressions.

Keywords:

Flamenco Spanish dance, flamenco styles,
dance structure, etymology of flamenco,
Spanish language, “duende” phenomenon,
dance exclamations.

Anas yumupoeanus/For citation:

Kyuepenxko A.JI., KoHoruiéBa H.A. AganiTariis UCIIaHCKOTO TaHIla ¢raMeHKO K YCI0BUAM
KYJIbTYPHO-93bIKOBOTO IIPOCTPaHCTBA coBpeMeHHOM Poccuu // MKOHMU. 2019. Ne 1.
C.176-183. DOI: 10.33779/2658-4824.2019.1.176-183.

BBeneHnue

HapozHoe mckyccTBO rora MconaHuu —
dsraMeHKO — IIpefcTaBJisieT CO60M code-
TaHHe HeCKOJIbKUX JKaHPOB: BOKaJIa, TUTAp-
HOM MY3BIKU U TaHITA. /[aHHOe HallpaBjIeHUe
cGOpPMUPOBAIOCH OJraroapsa MeKKYJIbTYP-
HOMY B3aHMO/JIeHCTBHUI0O HECKOJLKHUX Ha-
POJZIOB, IIPO’KMUBABIINX Ha fore McrnaHuu B
XV Beke. 3a IIOC/IeJHUE [Ba JeCATHIETHS
TaHIleBaJIbHOE UCKYCCTBO $praMeHKO, SIBJIS-
SICb HAaITUOHAJILHBIM KYJIBTYPHBIM [[OCTOS-
HueM McriaHuH, CTaJIo BMECTe C TeM YacThI0
MUPOBOM KYJIbTYPBEI, IIIUPOKO PacIIpoCcTpa-
HUBIIIHUCE I10 BCEMY MUY, BIUIOTE 10 CIIIA,
SnoHuu u ABcTpasuu. B Poccuu 0HO Tak-
JKe aKTUBHO Pa3BUBAaeTC: II0YTH B KaXKIOM
KPYIIHOM TOpOJie eCTh IIKOJbI GpraMeHKoO,
BO MHOTHUX perruoHax Halllel CTPaHbI IIpo-
BOJIATCS eKerofHble pecTUBaIN QpIaMeHKO.

HUcciegoBanue

ITox, BIUssHHEM HEKOTOPBIX COIIHMOKYJIb-
TYPHBIX GAKTOPOB HCKYCCTBO (pIaMeHKO
3aBOeBaJIO OOJIBIIYIO IIOIYJIAPHOCTE B Poc-
CUH, YTO HavaJIOCh ellfé B HayaJsie XIX Beka
U IIPOJoJDKaeTcd M0 HalluxX AHeU. Tak, B
poccuiickoM 0061ecTBe Haudasa XIX Beka
yMaMU WHTeJUIMTeHITUH BiafieIkd OyHTap-
CKHe MBICJIM ¥ HaCTPOEHUs, YTO B IIOJTHOM
Mepe COOTBETCTBOBAJIO XapaKTepy 3TOr0 UC-
KyccTBa. ITo cioBaMm akagemuka M.II. Arek-
ceeBa, B 3TOT IIePHUOJ, HAUHUHAETCSI PYCCKOoe
«HCIIaHOQUIBLCTBO», IIPU KOTOPOM BXOJUT B
MOJy BC& UCITIaHCKOe: CTHUJIb OJIe7K/bl, I3BIK,
MaHeprl. K cepequne XIX Beka MHOTHe BU/T-
HbIe eATeJH PYCCKOM KYJIbTYPHI U UCKYC-
CTBAa COBEPIILIMJIH IIyTelllecCTBHE B M CIIaHH1Io,
BEPHYBIIIUCH C BOCTOP’KeHHBIMU BIIeYaT-
JIEHUSIMU 00 3TOU CTpaHe, e€ KyJIbType U, B

177



Cross-Cultural Communications

,\:§ 2019, Ne 1

YaCTHOCTH, 00 UCKyCCTBe praMeHKO. B KOH-
e XIX Beka BIepBbIe B TeaTpaxXx MOCKBEI
OBLIU IIpefcTaBIeHbl UCIIaHCKUEe TaHI[OPhI
¢iamMeHKO. VKe ¢ Hayasia XX BeKa TaHIbI
¢sr1aMeHKO CTaId 3aHUMAaTh 3aMeTHOe Me-
CTO B PYCCKUX OaJIeTHBIX CIIeKTakKIAX. CTH-
JIM30BaHHBIE U IIpopaboTaHHBIE B KaHpe
KJIaCCUYeCKOro 6asieTa, OHU BKJIHOYaJIUCh B
crieKTakiau M.M. ®OKUHEIM, A.A. 'OpCKUM U
Ip. Tak, IIpOHUKHYB B PocCHI0, HCIIAHCKOE
HUCKYCCTBO ¢pr1aMeHKO 0Ka3aJIoCh B Haub60-
Jiee 6J1arONIPUATHOU COLTUOKYIbTYPHOU Cpe-
Ile, Haf1 UCKPeHHUM OTKJIUK U II0/IePiK-
Ky B CBETCKOM 00IlleCTBe TOTO BpeMeHH.
Vpeanu3svpoBaHHBIN 00pa3 3K30TUYHOU U
3araJlouyHou McriaHuu, BeI3bIBalOIleil BOC-
XUIleHUue CBOeH KYJIbTYPOU, IIPUPOJLOUA U
HaIlMOHAJILHBIM XapaKTepoM, IIPO/ioJDKaeT
COXPaHATHCSI B CO3HAHWU POCCUAH BILIOTH
10 HAIlIUX THeM [2, ¢. 97-99].

B coBeTCKU# IIepUo[ TaHel paMeHKO
B Hallle¥ cTpaHe II0JIy4YWUJI pa3sBUTHE U pac-
IIpocTpaHeHWe OJiarofapss TaKUM OaJieT-
MeMcTepaM U HCIIOJTHUTeJIsIM, KaKk Mausa
[Inucenikas, Bacunmuii KiieliMeHOB, 3eMoU-
pa Kemuy>xHas, Urops MouceeB u ap. 'o-
BOps1 0 COBpeMeHHOM IIepuoje, CTOUT OT-
MEeTUTh, UTO B €BPOIIeMCKOM YacTu Poccuu
OH CTaJI aKTUBHO Pa3BUBAaThHCA yoKe C KOHIa
XX Beka, a Ha /la1bHeM BoCcTOKe 3TO UCKYC-
CTBO IIOIBHJIOCH TOJILKO B Havase 2000-x
romoB. Tak, ¢ 2013 roga cTaj IIPOBOSUTHCA
NaJIbHEBOCTOYHBIN pecTHUBa/Ib TaHIla ¢Jia-
MeHKO «Flamenco de Amur». BmecTe ¢ TaH-
[1eM B JIEKCUKOH POCCHUMCKUX HCIIOJIHUTE-
JIed ¢pyiaMeHKO, a TaKKe MHOTOYHC/IeHHBIX
TIOKJIOHHHUKOB 3TOT'0 CTHJISA BOIILJIO O0JIBIIIOE
KOJIMYEeCTBO CBSI3aHHBIX C 9TUM UCKYCCTBOM
HCIIAaHCKUX CJIOB U TEePMHHOB: [y3HJe
(duende), cantaTteano (zapateado) — npo6b
KabJIyKoB, KaHTe XOHM0 (cante jondo) —
ri1y6oKoe 1eHue, ¢psiopeo (floreo) — Bpaiiie-
HUe KUCTSIMU DPYK, 6aTa-fe-kosa (bata de
cola) — rwbka co nuieripoM U T. 1. [Ipuuém
HEKOTOpBIe CJI0Ba U3 JIEKCUKOHA pIaMeHKO
BOOOIIIe He IIepeBOAATCA Ha PYCCKUM SA3BIK
U MMeIOT 3HaueHHUe TOJIBKO B KOHTEKCTe
JAHHOTO TaHIleBaJIbLHOIO0 MCKYCCTBA, Kak,
HallpuMep, CJI0BO «Iy3He».

ITUMOJIOTHS TEPMUHA «(pIaMEHKO» SIBJIS-
eTCs CIIOPHBIM BOIIPOCOM: CYII[eCTBYeT He-
MaJIO TUIIOTe3 er0 TOJIKOBaHUs, U, COIJIaCHO
Pas/JIMYHBIM BepPCUSIM, OH UMeeT caMble pas-
HEbIe, II0POM IIPOTUBOIIOJIOKHEIE 3HAYEHUS.
Tax, 110 0fHOM U3 HUX, CJIOBO «(pIaMeHKO»
6epéT HauaJIo OT CJIOBA «pJIaMaHeI» — TaK
HasbIBaJIU I1eBII0B U3 ®aHapuu (CeBepHOM
Besibrun), KoTOphIe B Hayasie XVI BeKa I1esiu
B COOOPHBIX KallesutaxX McIllaHUH, IIPpUYEM,
COIJIaCHO HEKOTOPBIM UCCJIe0BaTeIsaIM
(K. Cumoppa), cjI0BO «praMeHKO» 03HavasIo
CKopee «pJyIaMaH/CKUN XUTpeLl, IIPOX0LHU-
Mel». [pyras Bepcus ([. Boppoy) mpepatio-
JlaraeT, 4YTO CJIOBOM «(piaMeHKO» Ha3bIBaIl
IIbITaH, II0CeJUBIIMNXCS Ha fore McraHuu [6,
c. 20-23].

ITo Tpetheli Bepcuu (b. MHdaHTe), Tep-
MUH «pJIaMEHKO» HMeeT MaBpPUTAHCKOe
IIPOUCXOXK/JAeHHue U O3HaydaeT «Oerybli
KpPeCTbsIHUH», UTO I10-apabCKU 3BYUYUT KaK
«pesaMeHry» — 0T «felah» (KpeCTbIHUH)
u «mengu» (6eryiblii) [Tam xKe, c. 19]. Emié
onHa rurnoresa (P.I. Jlopka) mmpezriosaraeT
ero IIPOUCXOXKeHHe OT JIATUHCKOIO CJI0Ba
«flamma» (oroHsb, 1IaMs), 0603Hayas1 IKC-
IIPEeCCUBHBIM, «OTHEHHBIN» XapaKTep aH/a-
JIYCCKUX IIeCeH U TaHIIeB. /Ipyrue Ucciaeo-
BaTesy (P. MapuHa) CBS3BIBAIOT Ha3BaHUe
UCKyCCTBa (plaMeHKO C IITUIleH pIaMUHTO
BBUJlY CXOJICTBA XOpeorpapuUuecKUx I103U-
IIMH TaHIla C I103aMU 3TOM ITUILIHI [1, c. 32].
AHaJIM3UPYysd OCHOBHBIE B3IVIAABI PasHBIX
aBTOPOB, .M. AH/IM [les1aeT BEIBO/I, UTO IIep-
BOHAYaJIbHOE UCII0JIb30BaHUe CI0Ba «diia-
MEeHKO» OBIJIO CBSI3aHO C 0003HaueHUEM
KaKOro-JIM060 IIpecjeyeMoro Hapoza, 0co-
6eHHO IbITaH U MaBPOB [TaM XKe, c. 23]. Tem
CaMBbIM ITOATBEP>KAAEeTCS POJIb KYJILTYPHOIO
B3aUMOJIeTICTBUS MaBPOB U IIbITaH B $Op-
MUPOBAaHWHU UCKYCCTBA (pIaMeHKO.

CTOUT 3aMeTUTBh, UTO UCKYCCTBO pIlaMeH-
KO BKJIIOYaeT B cebs1 60stee 50 pa3sHOBUAHOC-
Tel pPasJIMYHBIX CTUJIEH, UMEKIIUX CBOU
HUCTOpPHUYECKHe IIPeAIIOChIIKY pasBuTud. Ha
OCHOBE JIMYHOTI'0 OIIbITA U [IPAaKTUKU U3yye-
HUA TaHIla praMeHKO! HaMU IIpe/ijiaraeTcs
KJIaccuPUKaIsgd HEeKOTOPBIX ero CTUJIeH,
paspaboTaHHas C IIO3UIUM He-HOCHUTe-
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Tab6auua 1.

Kﬂaccugﬁukaquﬂ cmunetl (ﬁ/laMeHK'O no cmeneHu C/10HCHOCMu eocnpusamus

pOCCHﬁCKUMu ucno/siHumeamu

P — Ctuiu _ Ctun _ CTmmu
1o amy BBICOKOI1 CTEeIIeHH cpeHel cTelleHHu HHU3KOH CTelleHH!
CJIO’KHOCTH CJIO>KHOCTH CJI0>KHOCTH
MakopHble  bysmepuac — Aserpuac, KaHTUHBSC, TaHTrOC (4/4),
pasmep 3/4, akIjeHTBl  KapakoJiec, Mupabpac, KoJsioMObsgHac (4/4),
Ha pasHBIX JOJIAX pomepac, paHmaHro, pymbac (4/4),
12-m0JIbHOTO pUTMaA CeBHJIbSIHAC, rappoTHH (4/4),
ryaxupa — pasMmep 3/4, cambpa (2/4, 4/4),
12-10JILHBIA PUTM xXabaHepa (2/4) —
C aKIleHTaMu 16-10IBHBIN PUTM
Ha paBHBIX J[OJIAX C aKIleHTaMU
Ha pPaBHBIX JOJIIX
MuHOpHBIE Capabanpa (3/4, 3/2), [TeTeHnepac (3/4) — dappyxka (4/4),

curupui (3/4, 6/8),
KaHb4 (3/4), moJio (3/4),
coJsea (3/4) —

12-10JIBHBIA PUTM
C aKI[eHTaMu
Ha PaBHBIX J[0JIAX

TapaHToc (4/4),
TheHTOoC (2/4, 4/4)

12-10JIBHBIA PUTM
C aKIleHTaMUu

Ha pasHbIX 0JIIX.
ToHa, TUBHAaHA,
MapTHHeTe,
KapceJepac, febJia,
casTa — UCIIOJIHAKTCI
6e3 My3bIKaJIbLHOTO
COIIPOBOXK/IEHUA
10/ pPUTMUYECKUM
aKKOMIIaHEMEHT

JI1 KYJIbTYPBI GpraMeHKO (CcM. Tabuuiyy 1).
B maHHOM Ci1yyae CTHU/IN KIaCCUPUITUPOBa-
HBI 110 CT€TI€HH CI0KHOCTH I BOCIIPUATHA
POCCHUHCKUMHU HCIIOJMHUTeIIMHU. Cienyer
y4ecThb, YTO /11 60JIBIIMHCTBA COBPEMEH-
HBIX POCCUSH 060Jiee IIPUBBIYHBIM SBJIS-
eTcsd MY3BbIKaJbHBIU pasMmep 2/4 uau 4/4,
HauboJsiee TUIIMYHBIN I CIIaBIHCKOM Ha-
POAHOMN U 0CO6EHHO IIOITYJISPHON MY3BIKHU.
CJI0’)KHOCTBH BOCIIPUATUS MY3bIKU QJiaMeH-
KO 3aKJII0YaeTCd B TOM, YTO 3/ieCh YacTO HC-
I10JIb3yeTCd XapaKTePHBIN [JIg 9TOT0 TaHIA
pasmep 3/4 ipu 12-70J1bHOM PUTME, K TOMY
’Ke B IIpeiesiax OTHOM MYy3bIKaJIbHOM Qppasbl
aKIIeHTEI MOTYT CTOSATH Ha Pa3HBIX J0JIIX.

CorstacHO JaHHBIM TaOJHIIBI 1, MOX-
HO CJeJsiaTh BBIBOJ, YTO CTHUJIHU, OTJIMYa-
IOIIIYecs] BBICOKOM CTeIleHBI0 CJI0XKHOCTU
BocopudaTHs (pasMmep 3/4 ¢ aKileHTaMU Ha
PasHbBIX OJIIX), & TaKXKe CTUJIU, UCIIOJIHSI-
eMble B COIIPOBOKAEHUHU YAaPHBIX, UMEIOT
IIperMYyIleCTBEHHO MUHOPHBINA XapaKTep,
OTHOCSCH K KaTeropuu «KaHTe XOHI0» —
IpeBHero IIposiBJIeHUsd (piaMeHKO. CTUIU
CpefHeU CTelleHU CJI0KHOCTH (pasmep 3/4 ¢
aKIleHTaMU Ha PaBHBIX 10JIIX) UMEKT B OC-
HOBHOM Ma’KOpPHBIH XapakTep. CTUIU HaU-
6oJsiee IIpOCThIE /11 BOCHPUATUA (pasMep
2/4 1 4/4 ¢ aKueHTaMU Ha PAaBHBIX JI0JISIX)
MOTYT OBITH KaK MUHOPHBIMHU, TaK U Ma-
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>KOPHBIMHU I10 XapaKTepy, IPU4YéM 60sIbIIIas
4acTh U3 HUX IIPUHAJJIEKUT K KaTerOpUuU
«aflamencadas» — pasJIUYHBIM UHOCTPaH-
HBIM 3aUMCTBOBaHUIM (B OCHOBHOM W3
cTpaH JIaTUHCKON AMepUKH), afallTUPOBaH-
HBIM K $pyraMeHKO. MicX0/1s1 U3 9TOT0, MOYKHO
ClleJIaTh BBIBOJI, UTO UCKOHHBIE CTHJIN «KaH-
Te XOHJ[0» SIBJIIIOTCS HauboJIee CI0KHBIMUA
IJIS1 POCCUICKUX UCITOJTHUTEJIEH, B TO BpeMs
KaK HHOCTpaHHbIe 3aMCTBOBaHUS, CTUJIU-
30BaHHbIe 110J (aMeHKO, 0Ka3bIBAKTCA
60J1ee IPUBBIYHBIMU U IIPOCTHIMH 711 BOC-
npudarud [2, c. 91-92, 253].

PaccMOTpPUM HEKOTOpble TEPMUHBI, UC-
I10JIb3YI0IIIMecs /11 0003HAUYEHUs OTZeJIb-
HBIX 3J7IEMEeHTOB TaHIla ¢plaMeHKO. TaHI[0B-
1UILa, Uiy 6ainaopa (bailaora), UCIIOHSET
TaHeIl B TPaJUIMOHHOM [JIMHHOM 00JIe-
rarwlneM ¢Urypy IviaTbe, CO MHOXKECTBOM
BOJIAaHOB U 000POK Ha 00Ke, HepeaKo CO
nuter$poM, KOTOPHIM OHAa U3SIIHO I10/0pa-
CbIBaeT HOraMU BO BpeMs TaHIIa. Ilogo6Hoe
IJIaThbe HasbIBaeTcs 6aTa-fe-KoJia (bata de
cola). liia TaHa ¢praMeHKO XapaKTepHBI
BeepoobOpasHble BpallleHUsI KUCTIMHU U
najbllaMU PyK, Ha3blBaeMble ¢psiopeo (0T
UCIIaHCKOIO flor — 11BETOK) U 0COObIe I103U-
U pyK — 6paceo (0T UCIaHCKOro braso —
pyka). Taxke OTJIMYUTEILHOM YepTOU TaH-
a ¢yraMeHKO CJIy>KaT pUTMHUYHBIE IPO6U
carateano (zapateado — NIPOXU3BOJHOE OT
HUCIIaHCKOTO0 zapato — 60TUHOK), 0OTOMBae-
Mble HOoraMu (KabJIyKoM, HOCKOM HJIX BCeU
cTOIION). IIpu MX ITIOMOIIU CO3[AETCS PUT-
MUYeCKUU PUCYHOK, KOTOPOMY CJIelyeT caM
TaHel. CallaTeaz|0 UCIIOJIb3YeTCI U MY>KUHU-
HaMy, ¥ KeHIIIMHaMHU, XOTs J0JIT0e BpeMs
OHO HCIIOJIHSJIOCH TOJIBKO MY>KYHHAaMU,
II0CKOJILKY OBICTPHIe IPOOU TPebyIoT GU3u-
YeCKOM IIOATOTOBKU U OTJIMYHOTO YyBCTBA
puTMa [6, c. 66].

B uckycctBe piaMeHKO IIeHUe, MY3bl-
Ka ¥ TaHeI] Hepa3phIBHO CBSI3aHBI MEXKIY
Cc060M, HO IIEPBUYHOMN CJefyeT CUHUTATh
IIeCHI0, KOTOpas 3aZaéT pUTM — KOMIIAC
(compds) — u xapakTep My3bIKe U TaHILY,
IPUYEM TaHeIT CJIeIyeT 3a IlecHel [4, c. 84].
B 3aBHUCHUMOCTH OT CTHJIS, IIeCHS HMMeeT
CBOE caMOOBITHOe Ha3BaHUe, XapaKTep U

OIIpeJieIEHHBIN PUTM, XOTS CTPYKTypa Ire-
CeH BO BCeX CTUJIAX IIPUMEPHO O/IMHAKOBA:
OCHOBHBIMU €€ COCTaBJIAIOIIIVMU SBJISIOT-
Cs TUTapHOe BCTYIUIeHUe, canuza (salida —
BBIXO0[), KoIuta (copla — xymiet), Uama-
na (llamada — «3BOHOUYEK» — IIepexof OT
OJTHOTO 3JIeMeHTa CTPYKTYPHI K APYyroMy),
danbcera (falceta — cosbHasA IapTUA T'U-
Tapkl), 3cCKo6UIbd (escobilla) v mecriaHTe
(desplante) — cosbHBIE IIapTUX TAHIOPA.
Ha ocHOBaHUWU aHaIW3a TPaSUIIMOHHOIO
neHus praMeHKO, a TaK)Ke HabJII0[eHUH 3a
KOHIIepTHBIMU BBICTYILJIEHUSIMU IIPU3HAH-
HBIX MacTepOB TaHIla piaMeHKO, TAKUX KaK
K. Orioc, A.Tagec, X. AHTOHMO XUMeEHeC,
JI. nesib CoJib U Ip., MOKHO clesiaTb 06006-
IIEHHBIN BBIBOJ, O CTPYKType TaHIa ¢Ja-
MeHKO, BKJII0Uallleld xopeorpadpuueckre
IOBIDKEHUS U IIO3ULTUH, COOTBETCTBYIOIIIME
OCHOBHBIM 3JIeMeHTaM IIeHUs.

Tak, HauaJIbHBIN CTPYKTYPHBIN 9/IEMEHT
IIeHUs U, COOTBETCTBEHHO, TaHI[a — CAJIU/A
(salida), Iipy KOTOPOM BOKAJIKCT, BBIXO/IS HA
CIleHy, HauWHaeT I1eThb. B 3aBUCUMOCTH OT
CTHJIS, IIeHHe HaUWHAaeTCs C XapaKTepPHBIX
BO3IJIaCOB II€BIJa, BhIPa’KaIIIUX CKOPOb,
’KaJI00y WM PafoCTh: «ay», «tirititran»,
«lerele», «ay, ay» v ipod. TaHIIOp B HavaJje
IIeHUsl COBepIllaeT MeJJIeHHble IlJIaBHbIE
OBUJKeHUS pyKaMU, HalpuMep, 6paceo
(OKpyIJIEHHBIE B JIOKTE PYKH, IIepexofs-
Iye U3 OLHOM IO3UIIMU B APYIyI0), ¢JIo-
peo (BeepoobpasHble BpallleHUsI KUCTSIMU
PYK), BO3MO>KHBI TaK)Ke HEIPOMKHUE PUT-
MUUHBIe XJIOIIKH, IIOBOPOTHI I'0JI0BBI. Ha
CJIeIyIOIIeM 3Talle IleHus, Ha3bIBaeMOM KO-
m1ac (coplas) — KyIUIeTsl, pacCcKasblBaeTCs
ompefesiéHHasI UCTOPHUS, COIIPOBOKIaeMas
COOTBETCTBYIOIIleX MeJIoAUell U HacTpoe-
HYeM. [IepBBIN KyILIET 00BIYHO OT/INYaeTCs
IIPOCTOTOM UCIIoJHeHUs. Ha jaHHOM aTarie
IIPOUCXOMUT «3aBgI3Ka» B CHO’KeTHOM JIMHUU
TaHIa. TaHITOP B 9TO BpeMsI UCIIOJIHSIEeT pas-
JIMYHBIe XOpeorpapuuecKkue IBUKeHU,
aKI[eHTUPYIOIINe PYKU U KOPIIyC: 6paceo B
COUeTaHUU C pOH/IaMU (KPYrOBBIMU JIBIKe-
HUSIMU HOTaMH II0 I10J1y), IIPOTUOKI U IIPOY.
Cinenyrolui sjleMeHT — KaHTe BaJIbeHTe
(cante valiente — cMeJioe IIeHUe), II0CJIEAYIO-
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II1Me KyILJIeThI IIeCHU. ITOT 3Tall — KyJIbMHU-
Hallys CloKeTa IIeCHU M TaHIla. Bokaauct
HUCIOJIHAET IIapTHUI0 HauboJiee CI0KHOU
MeJIOJJUYEeCKON CTPYKTYPHI BEIIIIE II0 TOHY,
BBIJlepKUBasd Gpasbl Ha OJJHOM JBIXaHUH,
IeMOHCTPUPYS BBICOKUM IIpOopecCUOHa-
J3M. TaHIIOp coBeplllaeT MHOKeCTBEHHBIe
Bpall[eHUs, BBIIIa/ibl, MaXy ITIeHPOM FOOKH,
pasIuYHbIe IIOBOPOTHI KOpIIyca («II0BOPOT
[alIn», «CJIOMaHHbIM [I0BOPOT» U T. 11.). He-
IIpeMeHHBbIN 3JIeMeHT IIeCHU — 3CKOOMIIBO
(escobillo) — «My3bIKa HOT» TaHIlOpa, IIpU
KOTOPOM OH HCIIOJIHSET COJIbHYIO IIapTUIO
carareasio, JeMOHCTPUPYA CI0KHYIO TeX-
HUKY. [Ipy 3TOM OH, aKKOMIIaHUPYS TUTa-
PUCTY, CO3aéT COOCTBEHHBIM PUTM C IIOMO-
1L KabsykoB. Ha 3aBepimnaroieM ararre
ecHU — JeciuiaHTe (desplante) — UCIIOJIb-
3yeTcsl yepeioBaHMe carlaTeasio v rajibMac,
KOTOPBIEe TAHIIOP HCIIOJHAEeT UMIIPOBHU3a-
IJMOHHO, aKKOMIIaHUPYsS TUTapUCTy [TaM
’ke, c. 50-53].

HeoTbeMiieMO 4acThl0 TaHIIA QpiaMeH-
KO, ero «IyXOM», 6e3 KOTOPOIo, KaK CYUTAI0T
IIpopeccroHaJIbHbIE KUCIIOJHUTEIU U PAL
ucciaenoBaresiei (A.IL. KilapamyHT, P. Mosu-
Ha, A.I. KmumeHT, 3.M. Aumy, @.I'. Jlopka u
Ip.), TaHeIl GpJIaMeHKO He MOJKeT CYILleCTBO-
BaTh, IBJISIETCSI IOHATHE AydHTe (duende).
CorstacHO AKaZleMHUYeCKOMY CJI0Bapro HC-
IIaHCKOTO $3bIKa, OJHO U3 3Ha4YeHUH CJIO-
Ba «Iy9HJle» — «BOJIIIeOCTBO, OYapoOBaHUe
TAaUHCTBEHHOTO, 3aral0YHOI0 ¥ UCTUHHOTO
neHusI» [5]. B ucmaHckoM ¢osIbKIIope AysHe
IIOHUMAaeTCs KaK «CBepXbeCTeCTBEHHOE CY-
IIIeCTBO, AyX, HeBUAUMKa». [[pUMeHUTe Ib-
HO K UCKYCCTBY (pIaMEeHKO TePMUH «y3H-
Ie» 0003HavaeT HauBLICIIIee BIOXHOBEHMeE
UCIIOJIHUTeJIS, KYJIbMUHAITUOHHYI0 TOUKY
TaHIa WJIN IIeHUs, YTO CO3BYYHO 3JIeMeH-
Ty 9KCIIPECCUBHOCTH B PYCCKUX HAPOIHBIX
IUIICKAaX U IIBITAHCKUX TaHIAX, OIIHChIBae-
MOMY CJIOBOM «OTOHBb». IIpH 3TOM TepMUH
«Iy3H/ie» B SHaYeHWH, IPUMEHUMOM K TaH-
Iy ¢p1aMeHKO, He COZIEPKUTCA HU B OJHOM
CJI0Bape MHOCTPAaHHBIX CJIOB.

ITo mHeHU10 E.B. CMUPHOBOM, UCKYCCTBO
d1aMeHKO c03/1aéT 0COOBIN MeIUTaTUBHBIN
¢oH, IIpeBpalrias ero U3 IPOCTHIX TaHIA U

IIeHWs B HEKUU pUTYyaJl ¥ co3aBas 0COOBbIH
MUD, KOTOPBIM UMeeT CBOU TPALUIINH, OObI-
Yau U MeTas3blK — SI3bIK JBI)KEeHUU, CTU-
JIe U pUTMa, OTPa’karolliuX fpaMaTU3M U
CTpaZaHus U3THAHHBIX HapomoB. Tak, mo-
HATHE «JIy3HJIe» IBJILeTCI 3HAKOM JaHHOI0
MeTas3blKa, UMEeIIIUM 3HayeHue, 6JI13Koe
K BHYTpPeHHeH AyX0BHOU sHepruu [3]. O6-
IIIUM IIOHATHUEM, KOTOPBIM XapaKTepU3yeT-
cs1 QeHOMEH «JIyaH]ie», IBJILeTCa «oyX». He-
CMOTPS Ha Ba)KHOCThb peHOMeHa JysH[le B
OAaHHOM TaHIleBaJIbHOU GOpMe, 10 CUX II0P
He CyIecTByeT HAay4YHOIO aHaju3a 3TOIO
sABjIeHUsA. COIIOCTaBUB IIOHATHUS «Iy3aHJe»
U «IyX», IIPUHIB BO BHUMaHUue MHEHUe HC-
ciemoBaTesiel pyraMeHKO, aBTOpPaMHU yCTa-
HOBJIEHO, UTO Jy3H]le — 3TO0 KOMILJIEKCHBIH
COLIMOKYJIbTYPHBIN GeHOMeH, TPeOYIOIINi
OT HCIIOJIHUTEJISI 0COO0I0 IIPOsIBJIEHUS CO-
Ilep>KaHUs ero CoO3HaTeJIbHOU U 6eccosHa-
TeJIbHOM IICUXUYeCKOM peaJbHOCTH BO Bpe-
M5 UCIIOJTHEHU TaHIIa.

Jpyroy OTJIMYUTEJbHOU YepTOH TaHIa
dJraMeHKO ABJIAIOTCA Xasieoc (jaleos) —pas-
JINYHBbIE IMOITUOHAIbHBIE BBIKPUKH, COIIPO-
BOYKJAIOIIMe TaHell, I1070apuBalolliye ca-
MOTO TaHIIoOpa U BOBJIEKAIOII[He 3PUTEJII B
IIPOUCXOZAIIee Ha cIjeHe. K 1o106HbBIM BOC-
KJIMIJaHUSIM OTHOCITCA cefyrolnye: «Toma
que tomal!», «Asi se bailal», «Venga!», «Vamos
ya!», «Ole!» u np. [IpuMepHBIN IIepeBoJ, Ha
PYCCKUI SI3BIK 3TUX BBIKPUKOB: «/laBay,
naBau!», «Kru!l», «Tak TaHIyIOT!», «IIpu-
XO[U!» U T. . — TOBOPUT O APKOM 3KCIIpec-
CUBHOCTHU U UyBCTBe 31 $opuU B TaHIIe QJia-
MeHKO. [IpH 3TOM BBIKPHUKH XaJI€0C JO/DKHBI
006s13aTeJIbHO COOTHOCHUTBHCA CO CMBICIIOM
TaHIla ¥ COOTBETCTBOBAThH PUTMY KOMIIaca.
[Tes1b¥0 UCII0JIb30BaHUS XaIe0C B UCKYCCTBE
¢1aMeHKO SBJIAETCS IMOIIMOHAIbHOE YCHU-
JIeHHe KYJIbMUHAIIUOHHON TOYKH IIeHUS
UJIN TaHIa, 4YTO CII0COOCTBYET BO3HUKHO-
BEHUIO IysH/e. [[puMeyaTesibHO, UTO OUH
U3 IIpe/icTaBUTeJIel TaHIa MOJepPH («CBO-
6oxHOrO TaHIla») xopeorpad Pymonrd ¢oH
JlabaH cuuTasI, YTO TaHI|eBaJIbHas UMIIPO-
BU3allys, CIy’Kalllasd 0CHOBOM JIF060T0 TaH-
113, J0J/DKHA BKJIIOUATh B CeOsl He TOJIBKO
IOBIDKEHUS, HO U pa3jInuyHble BepOabHEIe
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U 3BYKOBBIe IIposgBiIeHUA [8, c. 40-45]. Ilo-
MOOHBIM KOMILJIEKCHBIM MOAX0M K MUMIIPO-
BU3allUU POIHUT Teopuio P. ¢poH JlabaHa C
IIPOSIBJIEHUSIMU UCKYCCTBA (praMeHKO.

MeToabI MCC/IEOBAHMS

B pa6oTe 6bLJI0 IPUMEHEHO HECKOJIBKO
MeTO/[0B, XapaKTePHBIX [IJII UCKYCCTBOBE]-
YeCKOro W JIMHIBUCTHUYECKOTO aHaJIM3a.
Tax, [u1d rccyleJ0BaHUA 0COOEHHOCTEHN BOC-
IPUATHSA CTUIeN plaMeHKO POCCUUCKUMU
UCIIOJTHUTEJISIMU OBbLIY IIPUMeHeHbI COITH0-
JIOTUYeCKHe MeTO/Ibl: BKIIIOUEHHOE HabJIIo-
JleHUe U aHKeTHUPOBaHUe, a TaK)Ke TUII0JIO-
THUYeCKUI MeTOJ, ITI03BOJIUBIIUNMI KIacCUPU-
IAPOBAaTh CTUJIH II0 CTEIIEHU CJIOKHOCTH.
J111 U3y4eHUs 9TUMOJIOTUY TepMUHaA «JIa-
MEeHKO» ObLJIM IIPUMeHeHBI OIIUCcaTeIbHbIM,
HUCTOPUYECKUN U CPaBHUTEJILHO-UCTOPHYe-
CKUM MeTozbl. KOHTeKCTyaIbHBIM aHaIn3
OBLI IIPOBEJEH /I U3yYeHUsT HeKOTOPBIX
IIOHATHUN U TEPMUHOB HMCIIAHCKOTO S3BIKaQ,

XapaKTepHBIX I TaHIla GpiaMmeHKO. CeMU-
OTHYECKUHN aHaJIW3 UCIAaHCKUX KUHOKap-
THH II03BOJIMJI pa3paboTaTh 0610 CTPYK-
TYpy TaHIla ¢pyraMeHKO.

Pe3yIbTaThI

TakuMm ob6pa3oM, coueTaHUe HeCKOJIb-
KUX 00IIleHayYHbIX METO/[0B UCCJIeJ0BaHUA
TaHIla paMeHKO I[T0Ka3aJjo, YTO UCKYCCTBO
d1aMeHKO — 3TO 0c060€e BOCIIpULTHE JIeU-
CTBUTEJIbHOCTH Ha ClleHe, OTJIMYaloleecs
IJIy60OKUM 3MOIIMOHA/JIbHBIM HaKalOM U
SIPKUM CaMOBBIpA’KEHUEM UCIIOJTHUTEJI.
JlaHHBIA TaHeIl TpebyeT OT He-HOCUTEJIS
KYJILTYPBI pylaMeHKO, IIOMUMO OBJIaJleHUSA
CJIO’KHOU PUTMHUKOM U TEXHUKOM HUCITOJIHE-
HU4, II0JIHOTO ITIOHUMAaHUs IPEBHUX KYJIb-
TYPHBIX KOpHeU (piaMeHKO, HallMOHAaJIbLHO-
ro XapakTepa, 3MOIMOHAJIbHOTO HAaCTPOs
Ka’KZ0r0 CTUJIS, @ TaKyKe CeMaHTHUYeCKOTO
OCMBICJIEHHUS OT/IeJIbHBIX KOMIIOHEHTOB U
TEPMHHOB TaHIIA.
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Cuenudpuka
NpasgHUYHON KYJIbTYPhI
coBpeMeHHOro Kuras

B uctopuu Kurtas B XX BeKe MOXKHO
BBIJIEJIUTH OT/ieIbHbIE IIEPHO/IBL, COOBITHS
KOTOPBIX 3HAYUTEJIbHO U3MEHUIH IIYTh
HCTOPHUYECKOIO PA3BUTHUA CTPAHEL:
CuHBbXaMCKas PeBOJIIOIIN, aHTUAIIOHCKAs
U I'pa’kJaHCKasl BOMHBI, 06pasoBaHue
KHP, xy/IbTypHast peBOJIIOIIH, IIOJIUTHKA
pedopM 1 OTKpBITOCTU. HepaBHOMEPHOCTH
HCTOPHYECKOTO Pa3BUTHSA COBPEMEHHOTI0

Kurasa OTpa3njiaChb X1 Ha MECTHBIX ITPa3JHHUKAax.

HcxomHOoU 6a30B0O KaTeropruel aBTOPhI
CUMUTAIOT IIOHATHE «HaIlMOHAaJIbHEIE
npasfgHUuKY KuTasa». B KUTalCKOM S3bIKe
«IIpa3HUK» — HEOOBIUHbIe IaMSITHBIE THU,
CBsI3aHHBIE C UeM-71160. Bce HallmoHaJIbHEIE
KUTaMCKUe Ipa3HUKHU JIeJIITCI Ha [IBe
KaTerOpuH: TOCyfapCTBEeHHbIe ¥ HapPOJHBbIE.
[lepBble — opUIHAIBLHBIE, YCTAHOBJIEHHEBIE
3aKOHOM, U THU 3TUX IPa3THUKOB JIJI BCeX
KHUTaUIleB SIBJISIOTCS BBIXOJHBIMU.

B Hacrosee BpeMs B KuTae CyII[eCTBYIOT
BCero 7 IIpasfHUKOB IOCyJapCTBEHHBIX U
MHOT0 HapOoZHBIX. K ITocIeTHUM 0THOCATCA
TpafuIIMOHHbIE, IIPOPeCCHOHAIbHbBIE UIH
coIlMasbHEbIe, IIPasfHUKU HallOHaJIbHBIX
MEeHBIIIWHCTB U ApyTUe. Bo BpeMs HapOogHBIX
IIpas/HUKOB OTABIXal0T He BCe TpakiaHe
CTpaHBbI, TaK KaK BBIXOHbIE He BCera
mos10>keHbI. Ha cerogHsa B Kutae cyIiecTBYIOT
[IBa acreKTa KyJbTYPHBIX IIPO6JIeM:
60JIBIIION paspbIB MeXKAy KyJIbTypaMU
ropofia U ceJjia, a TAakKe aKTUBHOe BHeJIpeHUe
3aIafHOMN KyJIbTYPHI B KUTANCKYI0

Specific Features
of Festive Culture
in Modern China

The history of XX-century China can
be divided into several periods that greatly
altered the path of China’s historical
development: Xinhai Revolution, Anti-Japanese
war, civil war, establishment of PRC, Cultural
Revolution, policy of reforms and openness.
Uneven development of contemporary China
has had its influence on Chinese holidays.
The authors consider the concept of “national
holidays of China” a basic category.
In the Chinese language, a “holiday”
is an unusual day or days connected with
something. All national Chinese holidays fall
into two categories: government and popular.
Chinese government holidays include official
holidays established by law; they are days-off
for all Chinese citizens. Currently there
are 7 government holidays in China and many
popular holidays. Popular holidays include
traditional holidays, occupational or social
holidays, holidays of national minorities
or others. Not all Chinese citizens have days-off
during these popular holidays. There are two
aspects of cultural problems in modern China:
a big gap between urban culture and rural
cultures; there is a problem of active borrowing
and introduction of Western culture
into the national culture of China. In particular,
many western holidays have intervened
into the tissue of Chinese culture. However,
western holidays do not alter the cultural
meaning of Chinese traditional holidays;
they have acquired Chinese features
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HaIlMOHaJIbHYI0. OTHAKO 3TO He MeHseT
KyJIbTYPHOTO CMBICJIA TPaAUIIMOHHBIX
IIpas/[HUKOB, & HOCUT MEeCTHYIO CIIeITUPUKY,
oborarras II0BCeJHEBHYI0 YKU3Hb MOJIOABIX
KuTames. TpaHchopmaliyg IpasgHUIHON
KYJIbTYPBI CTPaHBI OCYII[eCTBIIAETCS I10
CJIeYIOITMM HallpaBJIeHUSIM: IIPOUCXOUT
3aMeHa TPaJUIMOHHBIX IIPa3fHUKOB
WHHOBAIIUOHHBIMU; COBPpEMEHHEIe
IIpasgHUKU GOPMUPYIOTCA 107, BIAUIHUEM
HOBBIX COITUAJIbHO-TIOIUTUYECKUX

YCJIOBUU U KyJIbTYPHOHU I1006a/IM3aITHUH;
IIpHU TpaHCPOpPMAITUX TPAJAUITMOHHBIX
IpPa3gHUKOB MEHSIETCS JIN00 NX KOJIUYECTBO,
60 coflepyKaHUe U KyJIbTYPHBINA CMBICIIL.
OHaKo aBTOPEI IesIal0T BEIBO/, UTO,
HeCMOTpPs Ha TpaHCOpMaIliOHHbIE
IIPOLIECCHI, TIO-IIPEXKHEMY COXpaHAEeTC I
IJIaBHBIY KyJILTYPHBIN CMBICII U IJIaBHas
KyJbTypHasa QYHKIUA TPASUIIMOHHBIX
IIpas[HUKOB: BOCCOeJUHEHUE CeMel, a 3SHAUMT,
BOCCOeIMHEHUE BCell HaI[UU.

KiroueBrble cioBa:

HaIlMOHaJIbHas KyJIbTypa, KuTtai, mpasgHuK,
OVHaMUKa Ipa3fHUYHON KYJIbTYPHI,

cuCTeMa HallMOHAJILHBIX IIPa3JHUKOB,
roCyJapCTBeHHbIe IIPa3HUKU, TPAAUITHOHHEIe
MIpa3/HUKH, HapOHble IIPa3IHUKH,
TpaHchopMaIys Ipa3fHUIHON KYJIbTYPHL.

and enriched the life of young Chinese people.
Chinese festive culture is transformed within
the following areas: traditional holidays

are replaced with innovative ones; modern
holidays are formed under the influence

of new social and political conditions

and cultural globalization; transformation

of traditional holidays changes either their
quantity or their content and cultural meaning.
However, the authors have come

to the conclusion that despite

the transformational processes the cultural
meaning and main cultural functions

of traditional holidays are preserved:

reunion of families and, hence,

the reunion of the whole nation.

Keywords:

national culture, China, dynamics

of festive culture, system of national holidays,
government holidays, traditional holidays,
popular holidays, transformation of festive
culture.
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BBegenue

Kurarickue MIpasgHUKH JaBHO CTalH
IIpeIMeTOM H3y4YeHUs B COBETCKOM U pocC-
CHUMCKOM r'YMaHUTAapHOM HayKe (CM., HAaIIpU-
mep, [1; 2; 3; 4; 5; 6; 8; 10; 11; u xgp.]). Oco-
60e BHUMaHUe yesdeTcsd TpagUuIllMOHHBIM
KUTaNUCKUM IIpasfHUKaM. bosee 1mosgHue
paboTHl POCCUMCKUX aBTOPOB IIOCBsIIe-
HBbI aHAJIN3y COBPeMEeHHOM IIpasgHUYHOMN
KyJbTYyphl Kuras. Xodercs ocob0o Bblje-
JIUTH JAUCCEPTAlUOHHYI paboTy B.A. Jle-
HUHIIEBOU [8], B KOTOPOM aBTOpP CTPEMUT-
Cd IaTh KOMILJIEKCHBIM aHa/In3 KUTaUuCKOU
IIpasgHUYHOU KYJIbTYpPBHI, a TaK)Ke paboThl

JL.A. BepueHKOo [2; 3], rzie mesraeTcsl MOIIBIT-
Ka aHajr3a COBPEMEHHOI0 COCTOSHUS He
TOJIBKO IIPasIHUYHOMI KYJIbTYPbL, HO U BCel
KYJIbTYPBI 3TOM CTPaHBL.

B pyCcCKOSI3BIYHOM JIMTepaType Ipaspi-
HUK OIIpefiesiieTCs KaK JIeHb TOP>KeCTBa,
yCTaHOBJIEHHBIN B UeCTh WU IaMATh KO-
ro-1u60 WIu uero-au6o. Ha aTo, co CChIIKOM
Ha «BOJIBIIION TOJIKOBBIM CJI0Baph I10 KYJIb-
TYpPOJIOTUM» 06palljaroT BHUMaHUe POCCUM-
ckue aBTOpEI IllenHe Mariusl, [IloHYaan
Maiinsl 1 Ocran Yoony [9]. Poccuiickutii co-
moJior B.U. MIbMH corJialiaeTcs ¢ HUMU,
mob6aBJIsds, 4TO, B TOM YMCJIe, 3TO JleHb WIN
P oHeM, oTMeuaeMBbIX IIepKOBBKO B IIa-
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MATH PEJIMTH03HOI0 COOBITHS UJIH CBSATOTO.
[IpasgHUK — BBIXOJHOM, Hepabo4yUll [eHb;
IleHb PaJloCTU U TOP>KeCTBAa; leHb UT'P U pas-
BJIeUeHU [7].

B KuTae CUUTAIOT, YTO IIPA3THUKU — 3TO
Ba’KHbIe THU, KOTOPHIe CTOUT IIOMHMUTh.
[Ipa3sgHUK — BaXHasE 4YacTb MHPOBOU
GOJILKIIOPHOU KyJAbTYpHI [20]. OH co3zaH
JIIOJBMH MHUpPA, YTOOBI aZjallTUPOBAaTHLCA K
IIOTPe6HOCTAM IIPOMU3BO/CTBA U KU3HU. B
«KomMMepuyecKOM MeXIyHapoJgHOM COBpe-
MeHHOM OOJIBIIIOM KHUTaWCKOM CJIOBape»
IIOIYEPKUBAETCS, UTO IIPa3JHUK UMeeT He-
00BIYHOE 3HAaUeHUe, 3TO JOCTOUHBIN JeHb
IJI 103 paBJIeHUsI WU I TOTO, YTOOBI
IIOMHUTB 4YTO-1K160 [17, c. 708]. KuTtarickue
yuéHble Cqg0 ®aH 1 UYxaH bo yTBep)XaarorT,
4TO IIPa3HUKU SBJIAI0TCS YHUBEPCAIbHbIM
KYJbTYPHBIM peHOMEHOM. ITU JHU OTJIU-
Yal0TCd OT YTOMUTEIBHBIX, 0JHOOOPAa3HBIX,
OOBIYHBIX II0BCEJHEBHBIX OyIHe! [25].

TakuM 06pa3oM, B KUTAaUCKOM SI3BIKe
«IIpa3HUK» — HeOOBbIUHbIe, [IaMATHbIE THU,
CBg3aHHBbIe ¢ YeM-In60. KuTalickas Ipasp-
HUYHAas CUCTeMa He UMeeT PeIMTHMO3HBIX
OCHOB, KakK Ha 3ara/ie. B HaIllu JHU KUTal-
I UCIIOJIB3YIOT /IBa KaJleH1apsi: IPUTOpU-
aHCKUY, eVHbIN 11 60JIBIIMHCTBA CTPaH
MHUpa, ¥ YHUKaJIBHLIN JYHHBIN. B Kurae
II0YTH BCe HOBBIE IIPA3JTHUKU PaCCUUTaHbI
110 TPUTOPHUAHCKOMY KaJIeH/1apIo, a Bce Tpa-
OUITMOHHBIE — OCHOBAHBI HA JIYHHOM.

O6beKTOM HAIllero UCCIe0BaHUd SABJIL-
eTcsd KATaucKad IIpasfHUYHasd KyJabTypa,
a IIpegMeTOM — CHUCTeMa HallMOHaJIbHBIX
IIpasgHUKOB coBpeMeHHoro Kuras. Ha HbI-
HelllHee COCTOsIHMe KUTaluCKOM IIpas3fHUY-
HOM KyJIbTYPHI CYI[eCTBEHHOE BJIHSHUE
OKasaJsia eé fMHaMUKa, HabJrofmaeMas B Te-
yeHHe Bcero XX CTOJIeTHS.

AuHaMHKa Ipa3gfHUYHOMN KYJIbTYpPhI
Kurtaa B XX cTosteTn

XX Bek HavaJjica g Kurtasg mpasiie-
HHeM umneparpunsl Ieicu. E€ cBepriu
B pe3ysbTaTe CHUHBXaUCKOM PEeBOJIIOIIUU
(1911-1913), mocsie 4dero Obliza OCHOBA-
Ha Kuraiickaa Pecny6isimka (1912-1949).

B nmepuo[ IIpaBIeHud UMIlepaTpHUIb Lisicu
KHTaMCKOe [IPaBUTeIbCTBO He IIPOCTO 0Xpa-
HSJIO TPaJUIIMOHHYIO KYJIbBTYpPy, HO U B
KaKOM-TO CTeIleHU «KOHCEPBUPOBAJIO» eé,
cTapasCh COXpPaHUTH (eofalbHbIe OOBIYAU
B HE3MEHHOM BHJIE.

Hcropua Kurtas B XX BeKe He pa3BUBa-
JIaCh 3BOJIIOIIMOHHBIM IIYTEM. B HE MOKHO
BBIJIEJIUTE OTJleJIbHBIEe IIePUO/BI, COOBITUA
KOTOPBIX 3HAYHUTEJILHO M3MEHUJIU IIYTh
ucTopuyeckoro passutud Kurasg: CHHbXau-
CKasl peBOJIIOIIHS, aHTUAIIOHCKAs BOMHA,
rpa’kgaHcKas BoiHa, obpa3soBaHue HoBoro
Kurag, KyJIbTypHAas PeBOJIIOIINI, IIOJTUTHKA
pedbopM M OTKPBITOCTH... KUTalicKuii yué-
HbIM ['a0 BUHWKYH yTBep)X/1aeT, YTo, OIJId-
IhIBAsCh Ha XX ¥ Havasio XXI BeKa, MOKHO
YBUIETH, KaKHe pe3Kue M3MeHeHU [IpeTep-
Iesia TpagUITMOHHAA KyabTypa Kurtas. OHa
IIpoIllyIa TPXU PasHbBIX CyALOBI: IlepBas —
IIOJIHBIM 3aIIpeT TPaJAHUIIMOHHON KyJIbTYPEI,
BTOpPasi — OTKPBITOE OTHOIIIeHHeE B II0JIUTH-
Ke K IIpasgHUuKaM, TpeThbs — 3all[uTa Tpa u-
I[IMOHHOU KYyJIbTYpPHI [14, c. 68].

HepaBHOMEPHOCTL MCTOPHUYECKOIO pPas-
BUTUA coBpeMeHHOro Kurasa XX ¥ Hauya-
Ja XXI Beka oTpasujaach U Ha KUTAUCKUX
npasgHUKax. BBIZeISAI0TCS CaefyIolfie
3TaIbl JMHAMHUKHU IIPa3SfHUYHOM KYJIbTYPEI
CTpPaHBL.

ITepgwiii nepuod — ¢ 1911 zoda. Ilocie
CUHBXaUCKOMN PeBOJIIOIIUU II0JIUTUYECKasd
BJIACTh IIpUHAaJJIe’Kasa ['oMuHbRaHy (Ku-
Tarckou HanuonanbHOU HapopmHou map-
T — KHHII). B KUTaNCKyI0 )KU3Hb BOIILIN
MHOIMe 3JIeMEeHTHI 3allaJ{HON KYJbTYPHI,
0COOEHHO aKTHUBHO 3TO IIPOMCXOUJIO B He-
KOTOPBIX KPYITHBIX ¥ IPUOPEKHBIX TOPOax.
Bce TpagUITMOHHBIE KUTANCKUe IIPa3fHUKU
OBLIM OTMEHEeHBI, HO B3aMeH II0SIBHUJIOCH
MHOI'0 HOBBIX IIOJIMTUYECKHUX faT: 1 IHBa-
ps crtasio HoBOrogHUM IIpa3sgHUKOM U IO-
IOBIIIMHOU OCHOBaHUA Kurarickoit Peciy-
6yinKky; 5 dpeBpassi — [JHEM KpPeCTbSIHCTBA;
29 mapTta — /IHEM ITIaMATH PEBOJIIOIIUOHE-
POB-My4eHUKOB; 10 oKTA6pst — HarjpoHaIb-
HBIM IIpa3fHUKOM U T. . B cTpaHe OBLIO
3allpelleHo 3aHUMAaThCA 000U JedaTesb-
HOCTBIO, CBSI3aHHOM C TPAJHUIIMOHHBIMH
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IIpasgHUKaMU, 0TMeYaeMbIMHU 110 IYyHHOMY
KasieHziapro. HampuMep, fake Ipozaska JIyH-
HBIX KaJIeH/lapeu cyuTalach He3aKOHHOM
ZesATeJIbHOCTBIO M TOProBaBIIIKe UMH I10I1a-
IlaJIy TI07T apecT. 3allpelagoch 0CTaHaBJIH-
BaThb pab0Ty MarasvHa B TeueHue JIyHHOTO
Hosoro roga, BBOJUIUCH MITpadbl A1 Ma-
rasyuHOB, TOPIVIOIIUX TPaJUIIMOHHBIMU PU-
TyaJIbHBIMU IPUHA/IJIESKHOCTAMU [24, c. 26].
" xoTd [OMUHB/IaH BCAYECKU IIBITAJICSI HC-
KOPEeHUTH JIYHHBIN KajJleHJapb U Tpaju-
I[JMOHHELIEe IIpa3fHUKH, 3Ta IIOJIUTHUKA He
IIOJIy4HrJIa IO ep>KKU Hapopa. [losToMy B
1934 roxy npaBUTEJILCTBO II€PECMOTPEJIO
II0JIO’KEeHU 0 IIpa3fHUKAaX U II0CYUTAJIO, UTO
B OTHOILIEHUH «...TPAJUIIMOHHBIX IIPa3HHU-
KOB JIVHHOTO KaJIeHZiaps IIpaBUTeJIbLCTBEH-
HBIU OT/iesI He MOYKeT BMeIlIUBAThHCA B 00bI-
Jau HapOoJHOTO IIpasgHuKa» [26].

Bmopoii nepuod (¢ 1931 2o0a) BKIOUaeT
ro/ibl aHTHUAIIOHCKOM BOMHBI B KuTae. B 310
BpeMsd (1931-1945) KyabTypa cUHdTaJIach
«IYXOBHOM 3alllUTON» KUTAMCKOU HaAIUU
U «IyXOBHOM ITUIIle» KUTANUCKOr0 Hapo/a.
KyabTypHass MoO6MIU3arius 6bl1a CTOJIb JKe
Ba’KHOU, KaK ¥ BOEHHBIe, II0JIUTUYeCKUEe U
9KOHOMHUUECKHUe Jlea.

K y>xe cyIieCcTBYIOIIIMM IIpa3gHUKaM [10-
6aBUJINCH HOBBIE, KOTOPbIEe UMeJIH II0JIUTH-
JyecKHUH xapakrep. Hanpumep, B 1931 roxy
B Kutae nmogBuiicd /[eHb 3alllUTHI [eTel, U
IIpasgHOBaJICA OH 4 arpesId. B 3TOT »Ke ITepu-
OJf IOSIBUJIACh Y OYEHb IIOIyJIIpHas KUTau-
CKas [leTCKasd I1eCHs, KOTopas Ha3blBaJach
«JLE 7 F» (JeTckas mpasgHUIHAS TIECHS
«4 atmipesisi»). B Hell MHOTO pas yIIOMHUHAETC S
0 TOM, UTO KUTaNCKUe JeTH JO/DKHEBI CTaTh
MaJIeHbKHMMMU I'eposIMU. ITOT IIPa3fHUK Cy-
II[eCTBOBAJI B TeueHUe 19-TH JieT, a I10CjIe
1950 roza 6bL1 IlepeHecéH Ha 1 uroHd. Torma
’Ke B Kutae nosaBuicd U /leHb oTI1a. B uecTh
COJIIAT, IIOTUOIIIMX Ha BOMHE, 3TOT IIpasj-
HUK OBLJI yCTaHOBJIeH 8 aBrycra 1945 roja,
KOrja BOMHA 3aKOHYMJIACh. KMTaMCKUN
yu4éHbIl Hb UKaoaHb YTBepIKZaeT, UTo
jTa JlaTa BeCcbMa COOTBETCTBYeT KUTau-
CKUM KYJIbTYPHBIM 0CO6E€HHOCTSM, IIOTOMY
uTOo Uudpa 8 B KUTANMCKOM A3BIKE 3BYUUT
Kak «Ila», a «8 aBrycra» IIpOU3HOCUTCI KaK

«IIa-Ila». 9Ta maTa coBHIamaeT U C KUTAU-
CcKUM Heporaupom «OTen» [16].

[Tocsie OKOHYaHUS BOMHBI ObLIV BBEIEHBI
U IpyTHe IIpa3HUKY, CBsI3aHHbIE C COOBITH-
sIMU TeX JieT: /leHb 1106e/1bl KUTaMCKOI0 Ha-
poza B BoitHe COIIpOTHUBJIEHUS AIIOHCKUM
3axBaTuuKaM; 7 HIOJSI — AHTUAIIOHCKUH
IleHb; ITaMsATHad faTa 18 ceHTA0pS U T. [I.

Tpemuii nepuoo (¢ 1949 200a) TeCHO CBH-
3aH C IepuosoM cosgaHus HoBoro Kurasg
(KHP). MeHHO B 3TO BpeMs CTpaHa Haua-
Jla IIpujiaBaTh 00JIbIIIOe 3HaUYeHUe IIpobJre-
Me HallMOHAJILHOM KyJIbTyphl. HeKoTOphIe
Ipa3gHUKY, YCTaHOBJIeHHble HallnoHa b-
HBIM IIPaBUTEJILCTBOM 'OMUHBIaHa, OBLIN
OTMeHeHBI, HO HOBOe IIPaBUTEeJIBLCTBO CO-
XpaHWJI0 TPUTOPUAHCKUM KajleHJapb U
pefyCMOTpPEJIO, YTO 10 HeMy 1 sHBapst —
3T0 HOBRIN rof, a 1 AHBaps I10 IYHHOMY Ka-
JleHJjaplo — Ipas3fgHuK YyHbIze. Tak o6a
9TUX IIpa3fHUKA CTaJIH I'OCYyLapCTBEHHBI-
Mmu. OgHaKo KpoMe UyHbI(3e, Ipyrue Tpa-
OUIIMOHHBIE IIPa3JHUKU TOI/a He CTaau
opUIIHAIBLHBIMHU, U UX 0TMeYaad TOJIBKO
B YaCTHOM CceKTope. 1 X0Tgd OHU He ObLIU
3amnpelleHbl IIPaBUTEJIbLCTBOM, MHOTHE
IpeBHUE 00blUad U CTapble IPUBBIUKU
0KasaJIMUCh I10[, 3aripeToM. KuTtanicKui yueé-
HbIM a0 BUHWXYH o6palljaeT BHUMaHUe
Ha TO, YTO MHOI'He er0 CO0TeYeCTBEHHUKY,
JKUBYIIYe B IJIyOMHKe, 0OKa3aJUCh bOoJiee
pasyMHBIMU. OHU OPraHU30BBLIBAJIUA CBOXO
esaTeIbHOCTh TaK, YTOObI BO BpeMs HEKO-
TOPBIX TPASUIIMOHHBIX IPA3JHUKOB OT/bI-
xXaThb. TeM caMbIM OHU He IIPOCTO COOJII0fa-
Ji 06bIYay, a rapaHTUPOBAHHO COXPAHSLINA
U 1a’Ke pasBUBaJIU Tpagunuu [15].

B aTOT Xe mepuop IOIBUIUCH U CTaIHu
OTMeYaThCd HOBBIE OOJIBINIME IIPa3HUKH,
TaKue Kak /leHb ocHOoBaHUA KIIK, /leHb CO3-
IaHug apMuH, /leHb MOJIOEXHU, MeKIyHa-
POIHBIN JKEHCKUH IeHb U T. [I.

Yemeépmulil nepuod (¢ 1966 zoda) —
IIepUOJ KYJIbTYPHOMN PeBOJIIOINY, KOTOpas
pozospKasack ¢ Mad 1966 roza 1o oKTs0pb
1976-ro. OHa oka3aJia 60JIbIIIOe BIMSHUE Ha
pasButHe KuTas, He TOJILKO HaHecd yIepo
KyJIbType CTPaHbl, HO U IIPensaTCTBYs eé
pasBuTur. Kurarickas ucciaesoBaTeIbHU-
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domo 1. IIpazoHosaHue /JJHs obpazosarusi KHP e ITekuHe

na JIuH Xysu yTBep>K[aeT, YTO BO BpeMs
KYJbTYPHOH PeBOJIIIIUU BCe TpaLUIlU-
OHHBble KUTaWCKHUe NIpasgHUKU ObLIU OT-
MeHeHBbI U Jake UyHbII3e CTajl «KepTBOU
HOJIUTUKMN» [19, c. 41]. KUTaUIbl 0OTMeYaIn
TOJIBKO IIOJIUTUYeCKUe IIpasgHUKU, TaKue
Kak /leHb Tpyna u [leHb o6pasoBaHusg KHP
(poto 1). [TosiBUIICA [aKe IJIaBHBIN JIO3YHT
TPagULIMOHHBIX IIPa3JHUKOB: «Bo BpeMsa
Ipas3gHuKa UyHbI[3e HaM He ClIelyeT OTAbI-
XaTbh, MBI JOJDKHEI Oepeub Ka)KAyI0 CEKYHIY
IUIs1 IIPOM3BO/ICTBEHHOTO TPY/ia U IIPOJIBU-
JKeHUs I100eIbl PeBOJIIOIIUM». ITOT JIO3YHT
Iy6JIMKOBAJICA B Ta3eTaxX BO BpeMs UyHbII3e
B TeueHUe 10 jieT. TpaUIIMOHHEIe IIpa3/I-
HUKU CUUTAIUCH GeolaTbHOM UIe0JIoTUeN
U KyJIbTYpou. OZHAaKO ITaMITh 0 HUX COXpa-
HAJIaCh B CepALiax JIIoeu.

ITamwlii nepuod (c 1978 200a) coBIaJI C Ha-
4ajIoM IIOJIUTUKU pedOpM U OTKPBITOCTH.
VIMeHHO TOr/ia KUTaMCcKoe IIpaBUTEILCTBO
OTMEHMJIO IIOJIUTUKY KYJIbTYPHOU PeBOJIO-
MU U pPelInsI0 HauaThb BOCCTAaHOBJIEHHE
HaIMOHAJILHOU KYJIbTYPHI CTPaHbl. JIUHB
Xyal yTBep>KJaeT, UTO BJIACTH JI0JITOe Bpe-
M1 He o6paliia/ii BHUMaHUs Ha TPaJUIIMOH-
Hble KUTaNCKue IpasgHuKy. OHaKo I1ocie

1980-X ro0B II0JIOKEeHHEe HU3MEeHUNJIOCh B
JIYUIIIYIO CTOPOHY, a Itocsie 2004 roga Kurai
Haske mpucoenuHuiIca K Kousennuu OOH
«06 oxpaHe HeMaTepHUaJIbLHOIO KYJIbLTYPHO-
ro Haciaenus». B 2007 rogy TpHu Tpagyliu-
OHHBIX IIpasgHUKa, ITIOMUMO UyHBI3e, —
[vuuMuH, /lyaHby U YUKYHII0 — OBLIN IIPU-
3HAHBI 0QUITHATIBHBIMY, XOTH 10 3TOT0 OHU
[l0JITOe BpeMsl 6bIIM MapTUHAJIU3UPOBaHbI
[TaMm >xe].

C HayaJsia IOJIUTUKUA pedOpM U OTKPHI-
TOCTH I[eHTpaJIbHble ¥ MeCTHbIe OpraHbl
BJIACTHU IIPOBEJIU O0JIBIINYI0 paboTy 110 BO3-
OOHOBJIEHUIO HaI[MOHA/IbHBIX IIPa3HUKOB
9THHUYECKHUX MEHBIIUHCTB. /[JI1 UX BOCCTAa-
HOBJIeHU4 OblIa OKa3aHa GrHaHCOBasd I10/I-
Lep>KKa, IIOMOIIb B OpraHU3alluy IIpasy-
HeCTB, ObIIU BBIJjeJIeHbl UHBECTUIIUHU [T
IIOOIIIpeHUs UX OpraHmu3aTopos [18].

MEI He MO>KeM OTpUIlaTh, 4To 3a 100-1eT-
HIOI0 UCTOPHUIO COBpeMeHHOro Kuraga Tpa-
OUITMOHHBIe KUTalCKUe IIpasAHUKN OBLIN
OIleHeHBI IIPABUTEJILCTBOM TOJILKO B IIO-
ClefHee IeCATHUIeTHe, KOrZa IIpruobpeau
CTaTyC roCcyLapcTBeHHLIX. Ho ry1aBHad Ipu-
4Y1Ha, I10 KOTOPOM KUTaNCKUe TpasgUuIluoH-
HbIe IIPa3HUKU He MCYe3JIH II0JTHOCTBI0, —
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B TOM, UTO OHU UMeIOT B )KU3HU KUTaUIIeB
IIPOYHYIO0 KYJIHTYPHYIO OCHOBY.

CucreMa HaIlHOHa/ILHBIX IIPa3JHHUKOB
coBpeMeHHOro Kurasa

B.A. JleHuHIIeBa B CBOeU pabore [8] mestaeT
IIOIIBITKY OITMCaHWS TUIIOJIOTUU IIpasgHUY-
HOU KyJIbTYPBI COBpeMeHHO0ro Kurag, ortepu-
Ppy4 CIeIyIOIIUMU IIOHATUSIMU: «KUTalCKUe
IpasgHUKU», «TOCYJapCTBEeHHbIE IIPa3HU-
KU», «TPaJULIMOHHbIe IIPa3fHUKU», «Ha-
POLHEBIe IIpa3gHUKU», «ITHUYeCKHe IIpas/-
HUKU». [laBasg XapaKTepPUCTUKY rocyzap-
CTBEHHBIM IIpas3HUKaM, aBTOP HUCII0JIb3yeT
IIOHATHE «0QUITHAaIbHBIN IIpa3gHUK». Pak-
TUYEeCKU B 9TOM paboTe IIpe/iCTaBJIeHO OIIU-
CaHUe, UHOTAA II0APOo6HOe, KaXKIOU KaTero-
PUU KUTAUCKUX IIPa3gHUKOB. VICKII0OUeHne
COCTaBJIIIOT HAPOHBIE IIPa3fHUKU, KOTOPhIe
JleHUHITeBa IeJIUT Ha IJIaBHbIe, Ha3bIBaeMble
obmuM nMeHeM «CaHb 113e» [TaM ke, ¢. 116],
U BTOpPOCTeIleHHbIe [TaM XKe, c. 117]. Kpome
TOTO, €10 BBIZIEJITIOTCS Ba>KHBIE, HO He 00111e-
HapoJHble IIpa3fHUKU [TaM Ke].

[Io HameMy MHEHUIO, UCXOQHOUN 6as3o-
BOM KaTeropueu sBJIgeTCd IIOHATHE «Ha-
[MOHaJbHBIe Ipa3gHUuKU Kurtasa». Bce oHU
LleJIITCS Ha JiBe IPYIIIbL: TOCYfapCTBEHHbIE
U HapogHble. IIpu 3TOM 6yIeM UCXOAUTh U3
nepUHUITUHY, IIPeIJI0KEHHON POCCUUCKUM
ucciaenoatesieM C.H. IllarroBasioBbIM, KO-
TOPBIN CUUTaeT, UTO IOCyJapCTBeHHEIe
pas3gHUKU — 3TO AAThI, 0PUITUAIBLHO YCTa-
HOBJIEHHbIe YKa30oM IIpaBUTEJILCTBA CTPa-
HEI [12]. OHU ABJIAIOTCA IIPa3fHUKAMU I
BCeX KHUTAaMIleB, II0CKOJIbKY YCTaHOBJIEHEI
3aKOHOM, U [JHU UX IIPa3fHOBaHU4 JJI1 BCeX
KHTAMIIEB SIBJISIIOTCS BBIXOAHBIMU. B HacTo-
dlllee BpeMs B KuTae CyIiecTByHOT BCero 7
TOCYZapCTBEHHBIX IIPa3fHUKOB U MHOTO
HapoAHbIX. K rocy1apCTBEHHBIM OTHOCSITCSL:
I0aHb faHsb (1 AHBaps — IepBBIX AeHb Ho-
BOI'0 I'0/1a I10 TPUTOPHAaHCKOMY KaleHaplo),
JleHb Me>XIyHapoZHOU COTUIapHOCTH TPY-
namuxcs, JleHb obpasoBaHusa Kuralickon
HapopHoit Pecniy6yiMKH, TpaJUIUOHHbIE
npasgHUuKU YyHbI3e, IUHMUH, /[yaHbYy U
WXKYHITIO.

ITo muenuro C.H. [llarroBasioBa, rocymap-
CTBEHHbIE IIPa3[HUKU BCer/ia Urpaalu Baxk-
HYIO POJIb B U/I€0JIOTUYECKOM IT0JIUTHUKE IO-
CyZapCTBa, YKpeIUIas CBA3b MeXXIy HaceJle-
HUeM U BJIaCTHI0 IOCPeCTBOM COBMECTHOM
KOMMYHUKAIUU [TaM >ke]. Kuraiickoe 11pa-
BUTEJILCTBO SBJIAETCA KPYITHEHIIIUM OIle-
paTopoM TrOCyZapCTBEHHBIX IIPa3JHUKOB.
B pasHoe BpeMs OHO MeHSJIO UX CO/ieprKa-
HUe U KOJINYeCTBO B COOTBETCTBUU C IIPO-
BOIMMOM Ha TOT MOMEHT IIOJIUTUKOM, IKO-
HOMUKOU U KyJbTYypou. [Iocsie ocHOBaHUA
Kurarickoit HapogHoii Peciry6/IMKU CIIMCOK
rOCyJapCTBEHHBIX IIPAa3[THUKOB U3MEHSLICS
TPIDKIBL. B HacTosIlee BpeMs OHU SABJISIOTCS
Ba)XKHOU GOPMOU 3aIUTHl TPASUIIMOHHOMN
KYJIbTYPHI CTPaHbI 1 HEOTheMJIEMOM YacCThI0
IIOBCEHEBHOM KU3HU KUTANUCKOI'0 Hapo/a.

HapopmuabsiMu ipasgHukaMu B Kurae cuu-
TalTCAd Te, BO BpeMs KOTOPBIX OTABLIXar0T
He BCe Ipak/JiaHe WU He II0JI0’KeHBI BhI-
xXogHble. K TakuM IpasgfHUKaM OTHOCSITCSA
TpaJUuIIMOHHEIe, IIpopecCHOHaIbHbIe UIN
colasJbHbIe IIpPasAHUKY, IIPasfHUKU Ha-
[[UOHAJIbHBIX MEHBIIIUHCTB U pyrHe.

Kuratickue TpaJUITUOHHBIE IIpa3gHUKU
(HanpumMep, UyHbsAH U Jlaba, KOrga HUKTO
He OT/JbIXaeT) TeCHO CBSI3aHBI C JIeTeHIaMU,
MudaMu, acTpoJIOruen, reorpadpue, IIpu-
pozoii. OHU OoTpa)karT ABAAIlATh UeThIpe
TOAUYHBIX Ilepruoza (cesoHa) U IIPOBOAATCS
TOJIBKO I10 JIYHHOMY KaJIeH/1apio. 3aMeTHUM,
4TO IIpasAHUK UyHBIH TaK)Ke Has3blBaeTCs
JHEM TI0’KWJIBIX JIFO/IeU, WU [IpasqHUKOM
OBOMHOM JIeBATKH, TaK KaK OH OTMeYaeTCs
LeBSTOTO UMCJIa [eBSATOr0 Mecslla II0 JIyH-
HOMY KaJyieHJapto (poto 2).

B coBpeMeHHOM KUTAaNUCKOU Ipa3gHUY-
HOHU KYJIbType eCThb HEeCKOJbKO 0COOBIX
IaT, KOorjga OTABIXAIT He BCe, a JIUIIL OT-
LeJIbHble KaTerOpUU IpakJaH CTpPaHBbl.
K TakuM JaTaM OTHOCSTCS, HaIllpuMep,
JleHb MoJIo1é>XU U JleHb HapoaHO-0CBO-
60UTeJbHON apMUU, MeXXAyHapOo HBIA
KEHCKUU [eHb, MeXIyHapoIHBIU IeHb
3a1uThl feTel (GoTo 3). MeXXIyHapOIHBIN
KEHCKHUU JleHb U MeXXIyHapOoAHbIU eHb
3alUTH] eTel, KaK U BO BCeX CTpaHaXx,
0TMEUaroTCs e>KerofHo 8 MapTa U 1 UIoH4.
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domo 2. /leHb nodcublx rodeil

B JKeHckuii 1eHb Bce pabOTHUITEL, a B /leHb
3aIUTEI leTel BCce eTHU A0 14 jieT oTAbIXa-
0T IIOJIHS.

Hmeetcs B Kutae ¥ 60J1b1110€ KOJTUYECTBO
Ipas3gHUKOB 3THUYECKUX MEHBIIHUHCTB.
OHM ABJIAIOTCA Ba’KHOM YaCTbI0 TPaLUIIU-
OHHOU KUTANCKOU KYJILTYPBI, IOCKOJIBKY B
00111e# CJI0KHOCTH Y 55 9STHUUECKUX MEHb-
IIIUHCTB eCTh CBOM YHUKAJIbHBIN IIPa3IHUK.
Kurarckuii uccienoBaTesb BaH BaHbWKaH
IUIIET, YTO B TaKHe THU JIIOAU MOJISITCSA
0 XOpoIllleM yporKae, IIOKJOHAITCSA Tepo-
M, coOJTI0Iar0T 06bIvan. VX pesIMruo3HbIe
yOesKIeHUs TeCHO CBSI3aHBbI C JIIDOOBBIO K
6/IM3KUM. B aTUX IIpa3gHUKaX HaXOQUT OT-
pa’keHue TpagUIIMOHHAA KyJIbTypa Kak-
IOM 3THUYECKOU I'PYIIILI: HAIlHOHAIbHbBIE
KOCTIOMBI U 06JII0la, HApPOJHBIEe IIECHU U
TaHIIbl, pUTyaJsbl U 00bI4au [23, c. 239]. Ilo-
csie ocHoBaHUA KHP 1ipaBUTEILECTBO IOCY-
JapcTBa IpegyCMOTPesIO peryJaupoBaHue
IIPasfHUKOB MEHBIIINHCTB, U Tellepb opra-
HBI BJIACTH Ha MeCTax JOJDKHEI OIIpe/esIATh
laTy OTAbIXa B COOTBETCTBUU C 0ObIYASIMU
MEeCTHBIX ITHUYECKUX TPYIIIL

domo 3. [leHb 3auumsl demeti

KpoMe BrIllIeniepedyuncaeHHbIX, HapO/-
HBble IIpa3sgHUKU B KuTae BKIIIOUAIOT ellé
U TaKHe, BO BpeMs KOTOPBIX HUKTO He OT-
IbIXaeT. ITO, HAIIpUMe), IIpopeCcCruoHa b-
Hble IIpasgHUKU: MeXAyHapoaHBIU 1eHb
MeIUIIMHCKOM cecTpshl (12 Mas), [leHb y4uu-
Tesst (10 ceHTaA6ps1), /leHb >KypHAaJIUCTa
(8 HOs10ps). Cro/1a YK€ OTHOCATCS TaMSITHbBIE
aThl, TaKWe Kak /leHb o6pa3oBaHusa Kowm-
MyHUCTUUeCKOM maptuu Kuras (1 utoHs),
100nIel Bo3BpaleHus ['oHKoHra (1 UioH),
JleHb 1100€e/Ibl KUTAaMCKOr0 Hapo/a B BOMHeE

190



2019, Ne 1 %,

Me>XKyIbTypHble KOMMYHUKAITMH

COIIPOTUBJIEHUS SIIOHCKUM 3aXBaTUUKaM
(3 cenTs16pS1), F06MIIEN BO3BpallleHUs MaKao
(20 mexabpsi). [IoMUMO 3THUX HPA3THUKOB,
ecTh elllé /leHn Jjiecorocazok (12 mapra),
JleHb 3I0pOBbI KUTAaNCKUX MY>KUUH (28 OK-
Ts10ps1), [leHb KUTAUCKOro oTIia (8 aBrycra)
U T. 1. [I7110C KO BCeMY eCTh elljé U YaCTHEIE,
ceMeMHble IpasfHUKU — HallpuMep, JTHU
POKIeHMs, THU IIaMITHBIX COOBITUH U T. J.

TpaHcdopmanus npa3fHUIHOMN
KYJIbTYpbI COBpeMeHHOro Kuras

MHorue KUTalCKHe UCcaeoBaTen I10-
JlararoT, YTO Ha cerojHs B Kurtae B 0CHOB-
HOM CYII[eCTBYIOT [iBa acIlleKTa KyJbTYp-
HBIX IIpo6JieM: 1) 60JIBIIION pasphIB MeXIY
KyJIbTypaMHU Iopojia U ceJa; 2) akTUBHOe
3aUMCTBOBaHME U BHeJpeHHUEe KYJbTY-
pBI 3amajsa B KUTANUCKYH HaIlMOHAJIbHYIO
KYJbTYpPy B KOHTEeKCTe IJI0OaIH3allyu.

Kuraickuii yuéHsii V CroedpaHb O0TMe-
THWJL, UTO I10CJIe HayaJla IIOJIUTUKU pepopM
U OTKPBITOCTH HEPaBEeHCTBO MeXKAy rOpoJ-
CKUMHU U CeJIbCKUMHU parioHaMHu B Kurae
3HaYMUTeJBbHO BO3POCJIO, YTO 0KasaJyo OT-
pHULIaTeIbHOE BIUSAHNE Ha 9KOHOMUYECKOE,
IIOJIMTHUYECKOe, KYJIbTYPHOE U COIIHaJIbHOe
pasBuTHe cTpaHEI [27]. Takyro ke II03UITHI0
3aHUMAIKT U JIpyTrue KUTalCKUe KCCIel0-
BaTeau (YxkaH SHb, BaH IluH, IH PaHb),
KOTOpHBIe IMUIIYT, UYTO HauMHasi ¢ 1990 roza,
Korga B Kutae Hayasicd OBICTPHIN 3KOHO-
MHYECKHHN POCT, MHOTHE HHOCTpPaHHBIE
MIPeJIIPUATHA IIPUIILIN Ha PHIHKU CTPaHBI.
A 3TO, B CBOI0O O4Yepenb, CIIOCOGCTBOBAJIO
OBICTPOMY PasBUTHUIO IIPOMBIIIJIEHHOCTH
U 3KOHOMUKU KPYITHBIX HAaCeJIEHHBIX IIyH-
KTOB. [IpaBUTEJILCTBO TaK)Xe yBEJIUYUJIO
CBOM OHO/PKeTHBbIe PacXo/bl AJI TOPOJOB,
TeM CaMBIM CIIOCOOCTBYSA HX pacliBeTy U
TIOBBIIIIEHUIO YPOBH JKU3HU roposkaH. [Ipu
9TOM I'OCYZapCTBO IPaKTUYeCKU He IIo/Jiep-
JKUBAJIO CeJIbCKUX JKUTeJIeH, YTO CTasIo He-
II0CPEeICTBEHHOM IIPUYNUHOU MeJ[JIEHHOIO
PasBUTHS IIOCEJIKOB U JlepeBeHb [28].

[To Mepe pasBUTHS 9KOHOMUUYECKUX, I10-
JIMTUYECKUX U KYJBTYPHBIX OTHOIIEHUN
KOJINYeCTBO KOHTAKTOB MexxXay KutaeMm u

3arraioM CyIecTBeHHO BO3POCJIO, B Pe3yJib-
TaTe Yyero MHOTUE «UHOCTpPaHHLIe» IIpasy-
HUKU IIPOHUKJ/IU B )KU3Hb KUTAMIIEB, CyIlle-
CTBEHHO Ha Heé IIOBJIUIB U, B YaCTHOCTH,
OTPasUBIIVCH HA IIPa3JHUYHON KYJIbTYpe.
Oco6eHHO0 3aMeTHO 3TO CpeIx MOJIOOTO I10-
KoJyieHUs. Harmpumep, MOJIOAEXD CcTasa OT-
MeuaThb PoXKIecTBo, /leHb CBATOr0 BajsieHTH-
Ha, /[eHb BceX CBATHIX, /[[eHb Aypaka, /[eHb
MaTepu ¥ MHOTHe fapyrue. [Ipu aToM caMbIM
H3BeCTHBRIM B KuTae 3arajgHbIM IIpas3gHU-
KOM CcTaJ1o PoxxmecTBo.

Pomo 4. B /leHb cesimo20 BasieHmuHa
MYdHC nodapun dceHe 6ykem Auaull,
CUMBOAUIUPYIOUWUX UUCMYH0 /10608b

ITogBUIJICA B CTpaHe M HOBBIM 06pas 3a-
IIaJHBIX IIPa3gHUKOB: B 0TJIMYKe 0T EBpo-
1161, B KuTae OHU He CBSg3aHBI C peJIUTUel, a
SIBJIIFOTCS IIPOCTBIM pasBiiedeHreM. OZfHAKO
IIPYU 9TOM Y HUX UMeeTCs CBOM KYJIbTYPHBIN
CMBICJI, OHU 06pOCJIH 06BIYasiMH ¥ MHOTHU-
MU OTJIMYUTEJbHBIMU YepTaMH, OTHOCH-
IIUMUCSI UMEHHO K KUTANMCKOU TpPagUuIiuu
U KUTAWCKOM HaIlMOHAJbHOM KYJbTYpe.
MBI cyhTaeM, UTO 3allafHble IIpasgHUKU
oboraTU/IH IIOBCEJHEBHYIO )KU3Hb KUTaU-
11eB, IIOCTeIleHHO IIPeBPaTUBIINUCH B 3aUM-
CTBOBaHHbIe IIpa3gHuKuy (poto 4). Ho camu
OHHU TeM He MeHee (HeCMOTPs Ha TO, UTO YoKe
HOCAT KUTANCKYIO0 CIIeITUPUKY) HEe MEHSAIOT
KYJbTYPHOTO CMBICJIA TPagUIIMOHHBIX
IIpasgHUKOB KuTast, KoTophle sIBJISI0TCS Ya-
CTBI0 HAITMOHAJIBLHOM KYJIbTYPHI, XOTS He-
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KOTOpBIe TPaSUIIMOHHBIE MeCTHEIe ITpas/-
HUKU IIepeHsIN OTJe/IbHbIe XapaKTepHEbIe
4epThl 3alafHbIX IIPa3fHUKOB.

Ha xyspTypy KuTast okaseIiBaeT BIUSIHUIE
KyJIbTypa He TOJIBKO 3allaHasi, HO U CoIIpe-
IeJIbHBIX CTpaH. HampuMmep, KUTauCKUMN
IIpasgHUK /lyaHby HaCUUTHIBAeT yKe Oosiee
2000 JieT. Ho B KoHIle 2004 roga Pecmy6siu-
Ka Kopesa sagBuiia B JOHECKO 1pasgHUK
JlyaHby KaK CBOé HeMaTepHaJbHOe KYJIb-
TYpHOe HacJefue. TO 3asiBJIEHHUe BBI3BAJIO
B KuTae HaCTO/JILKO CHUJIBHOE IIOTPSICEHUE,
4YTO IIPaBUTEJbCTBO M OOIeCTBEHHOCTH
CTpaHbl 3aKOHO/IaTeJIbHO YBEJIUYUIU KO-
JIMYeCTBO CBOMX HUCTOPUYECKUX U OXpaHi-
€MBIX TPaJUIIMOHHBIX IIPa3JHUKOB.

CoBpeMeHHBIe KUTAUIbl He COXpPaHU-
JIA U He yHacJIeL0BaIUu BCI0 UCTOPUUYECKHA
CJIOJKUBIIYIOCA TPaLUIIUOHHYI0 KHTaU-
CKYI0 IIPa3fHUYHYIO KYJILTYPY. HeKoTOpEbIe
IIpasgHUKU OKa3aJIMCh 3a0bITHIMU. Ha Halll
B3IJIA[I, IJIaBHas IIPUYNHA UX UCUE3HOBe-
HUA 3aKJ/II04aslach B TOM, UTO OHU OoJiee He
COOTBeTCTBOBaJIX 00pa3y >KU3HU U CII0CO-
6aM MBIIIIJIEHUSI COBPEMEHHBIX KUTaNIIeB.
Hanpumep, TpagUIIMOHHBIN IIpasgHUK
Xyawkao (1t 8 17), KOTOPHIH eIé Ha3bIBaeT-
¢ «IIpasfHUKOM POXKIEHUs BCeX IIBETOBY,
KOIZIa-TO OBLI OUeHb U3BECTEH, HO Telephb
OH IIOYUTH 3a0BbIT, 8 MHOTHE MOJIOZbIE YKUTe-
Ju ITogHe6eCcHOM HUKOTI/A JajkKe He CIIbIIa-
JIA 0 HEM. JTOT IIPa3JHUK MO’KHO IIpOCJIe-
OUTH 10 UCTOPHUUYECKOTO Ilepuoza BecHBI 1
Ocenu (770-476/403 roza 10 H. 3.), HO rpaH-
IUO03HBIM HAaIITMOHAJIEHBIM IIPa3[HUKOM OH
cTaJI co BpeMéH auHactuu TaH (618-907).
CeropiHd 3TOT IIPa3JHUK CYIIeCTBYET TOJIb-
KO B ye3zie JIYHWKOY (B TOPOLCKOM OKpyTe
YyH1130 'yaHCH-UY>KyaHCKOI0 aBTOHOMHOTIO
paitoHa KHP) u ero oTMedaeT HapOLHOCTh
WKyaHbl. A BOT B palioHe CHHBWKOY (IIpH-
TOPOJHBIY PaliOH ropozia YXaHb KUTaUuCKOM
IIPOBUHITNU Xy63i), Ije ITOT IIPa3gHUK OT-
MeyaroT yke 6ostee 800 JieT, OH JaBHO yTpa-
THJI CBOE CTUHHOE CO/leprKaHue U IIpeBpa-
TUJICA B KPYIIHYIO IPMapKy CeJIbCKOXO035IH-
CTBEHHBIX TOBapOB U IIPOAYKTOB [22].

Tax>xe 3abbIBaeTcs elllé OJAWH Tpaju-
[IMOHHBIA KUTANUCKUH IIPa3gHUK — TAHb-

KyaH (K W 7). 9to «IIpasgHuk HebGecHBIX
lapoB», KOTOPBIY IIPUXOJAUTCA Ha I1eCTOH
[leHb I11eCTOr0 MecsIia I10 JyHHOMY KaJIeH-
napro. IIoCKOJIbKY OH OTMeYaeTcs JIETOM,
KOI'/ia IIaJIUT COJIHILE, TO, COIJIACHO OJ{HOMY
U3 ero 00bIYaeB, B 3TOT JileHb HY>KHO IIpOoBe-
TPUBATh U CYIIUTH OesIbé, 0[1eK1y, KHUTU U
IIpeaMeThl II0BCeJHEBHOIO 06MX0/1a; TOTO-
BUTH HETOPAYYIO ey U IIPOXJIafUuTeIbHEIe
HaIIUTKH, a TaK)Ke KyIlaTh KOIlIeK U Co0aK,
4TOOBI J)KUBOTHEIE CMOTJIM IIPOTUBOCTOSATH
JkKape. 1 XoTg B HacToslee BpeMs TIHbKY-
aH II0TepsJ CBOE IlepBOHAYaJIbHOE KYJIb-
TYpHOe 3HaueHHe W KUTAMNIILl II0CTeIleH-
HO CTaJIu ero 3abbIBaTh, — CYIIUTH BellU
B 9TOT JIeHb OHH He 3ab6nIBaroT [21]. 3TOT
IIpasfAHUK 0TMeYalrT MHOIHe 3THHUYeCKHUe
MEeHBIIIMHCTBA (HallpuMep, B IIPOBUHIIUAX
[Munuxau, HuHcd, 'aHbCYy), OpraHU30BLIBasd
IPaHAVO3HbIe BeUepUHKU. 1 06bI4ail aToT
COXpaHMWJICA 110 CeH ieHb [13].

TpaguioHHbIe IIpasgHUKU, KOTOPEIe
CerofHs1 OTMEeYarT KUTAUIbl, UMeIOT CBOU
YHUKaJbHBIE II€HHOCTH, COOTBETCTBYIOT
JKHU3HU U MBIIJIEHUIO COBPEMEHHBIX KU-
TeJlell CTpaHEL. B 1oIoJIHeHWe K HUM B HEI-
HeIllTHel KUTa¥CKOM CuCcTeMe IIpasJHUKOB
IIOSIBUJIMCH HOBBIE IAaThI, KOTOPBIEe OTparka-
I0T X 3I10XU. HeKoTOopbIe M3 HUX HOCAT I10-
JIMTUYECKUU OTTEHOK, JPyIrHe COXPaHAT
IIaMaTh 0 KaKUX-TO COOBITUAX. THBL UKao-
aHb YTBEpXKJaeT, YTO Ka’K[bIH IIpa3JHUK
uMeeT CBOM UCTOPUYECKUUN GOH U CBOE
KyJIbTYpHOe 3HaueHue [16].

TaxuMm o6pasom, aHaJIU3UPOBaThL TPAHC-
dopManu COBpPeMeHHBIX KUTAMWCKHUX
IIPas3JHUKOB CJIe/lyeT B IBYX HallpaBJIeHU-
ax. [lepBoe — U3MeHeHHe «KauyecTBa» Tpa-
OUITMOHHBIX IIPa3HUKOB: TpaHChOpMaIiusi
GOYHKITUU U POJIH, PUTYaI0B U I[IeHHOCTEN.
BTopoe HamipaBieHHe — U3MeHeHHe «KOJIHU-
yecTBa» — BKJIIOYAET /IBa aclieKTa. IlepBblii
CBsI3aH C TeM, UTO 6J1arofapsi pa3BUTHIO CO-
BpeMeHHOU KUTaNCKOU UCTOPUU KOoJIuUe-
CTBO TPAJAUIIMOHHBIX IIPa3HUKOB JIYHHOIO
KaJleHZapsl USMEeHUJIOCh U HEKOTOphIe U3
HUX HCYe3JIU. BTOPOH JKe TOBOPUT O TOM,
4TO CO BpeMeHHU ocHoBaHUA HoBoro Kurasa
(1949) 1104BMUIIOCH MHOTO HOBBIX IIPa3HU-

192



2019, Ne 1 %’,

MesKKyJIbTypHble KOMMYHHUKAITUN

KOB. OHUM COOTBETCTBYIOT IIOJIUTHUYECKUM
OCHOBaM COBPEMEHHOI'0 00111ecTBa CTPaHbI
U IIOTPeOHOCTSAM CerofHsIIHEN )KU3HU eé
rpakaaH.

3axKiIroueHue

Cucrema 1Ipa3gHUKOB COBpeMeHHO0Tro Ku-
Tasi COCTOUT U3 IOCYIapCTBEHHBIX U HAPOI-
HbIX. OTHOM U3 e€ 0COOeHHOCTEM SIBISIIOTCS
peryJsipHble U3MeHeHM s, HabJrojaeMble Ha
IPOTSOKEHUUM BCed UCTOPUU COBPEMEHHO-
ro Kurag. B nmepuoasl TpaHchopMaliuos-
HBIX IIPOIeCCOB KOJIUYECTBO IPa3fHUYHbBIX
IHeU MeHseTCsd.

Kuraiickas npasgHuYHasg KyJabTypa UMe-
eT JUHaMUUHBIN XapakTep. C pasBUTHEM
COBPEMEHHOTO ToCyZapcTBa TPagUIIUOH-
Hble IIpa3JHUKU He TOJIBKO COXPaHAKT 3T-
HUYeCKHUe XapaKTepUCTHUKU. [Ipoucxomut
UX IIepeoCMBICIeHre COITUYMOM. B 11esiom
JKe KUTaMcKad IIpa3fHUYHas KyJIbTypa Xa-
paKTepu3yeTcss MHHOBAIIUIMU.

TpaguIioHHbIe IIpasgHUKU, OTHOCUMBIE
K TOCYZapCTBEHHBIM, OTpPa)kaloT HaIUo-
HaJIbHbIEe TPaJUIIUU U IIEeHHOCTHOE S/IP0 KU-
TaNCKOM KYJIBTYPEI. B 0II0/IHeHMe K ITpas/I-
HUKaM, U3/laBHa COXPaHUBIIIMMCSA B [TaMIATH
KUTaNIIEeB, B IIPa3fHUYHYI0 CUCTEMY CTpa-
HBI II0CTEIIeHHO BOIILJI0O MHOT'O HOBBIX /AT,
COOTBETCTBYIOIIUX COBPEMEHHOM KU3HU.
OHU He TOJILKO 000TaTUIN KUTAUCKYIO CHU-
CTeMy IIPasHUKOB, HO U BBIIIOJIHAIOT CETOf-
HS BaKHYI0 KYJIbTYPHYI0 QYHKITUIO.

B mociegHue necdaTh JIeT KUTaMCKoe
IIPaBUTEJILCTBO HA4aJI0 3HePIrUYHO OXpa-
HATH TPALUIIMOHHYI0 KYJbTYpPY rocyzap-
CTBAa, YTO II0CII0COOCTBOBAJIO Pa3BUTHUIO U
IIPOBMYKEHHUIO B TOM YHCJIe U TPaSUIIUOH-
HOU Npa3sgHUYHOU KYJbTYpHl. HecMoTps
Ha TO, YTO HApOJAHBIe IIPa3JfHUKU BeCh-
Ma CIIeIlMUUHBI, OHU UTPAIOT 3aMETHYIO
POJIb B IIPa3fHUYHOU KYJbTYpe CTPaHBbI.
" X0Td IIpaBUTeJILCTBO He MOXKeT Ilepe-
BeCTH BCe HapOJHbIe IIPa3fHUKU B CTATYC
TOCYyapCTBEHHLBIX, OHO IIOJJIep>KUBaeT U
3alUIaeT Ux.

B HacToglee BpeMda B KuTae MOXKHO
0O0HapyXUTh CJeAyIOIHe HallpaBJIeHUs
TpaHchopMaIu ITpasfHUYHOU KYJIbLTYPHL:

— IIPOMCXOAUT 3aMeHa TPaJgUuIIMOHHBIX
IIpas3HUKOB MHHOBAIlUOHHBLIMUY;

— COBpeMeHHBbIe IIPa3fHUKU GOpMUPY-
IOTCS, C OJHOM CTOPOHEI, 10/, BIUSHHUEM HO-
BBIX COIMAIBHO-TIOJIUTUYECKUX YCI0BUH, a
C IpyIrOM, — II07, BJIMSIHHUEM 3aI1a{HOM KYJIb-
TypbI (KYyJIbTYPHOM I106a/IM3aliin);

— TpaHcopManusag TPaJgUIMOHHBIX
IIpa3gHUKOB OCYILeCTBJIIEeTCSd B IBYX Ha-
IIpaBJIeHUX: JIUO0 MeHseTCd UX Kouye-
CTBO, JIUO0 MeHseTCd UX Cofep KaHue U
KYJIbTYPHBIN CMBICIL.

HecMmoTpsas Ha TpaHCOpMaIMOHHBIE
IIPOIleCCHl, IIO-IIpeXKHEMY COXPaHSAITCA
IJIABHBIN KYJBTYPHBIM CMBICJ U IJIaBHAas
KYJIbTYpPHass QYHKIUSA TPaJUIIMOHHBIX
IIPasHUKOB: BOCCOeIUHEHUE CeMeli. A 3Ha-
YT, — BOCCOeJUHEHNe BCeU HaIUH.
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TBOpYECTBO
C.B. PaxMaHUHOBA

«TBopuecTBo C.B. PaxMaHHUHOBa» —
IepBas U3 JIeKIIUH aBTOPCKOI0 [TUKJIA
IOKTOpa UCKYCCTBOBEeeHU, IIpodeccopa
A.. JlemueHKO «KylaCCUKU 0Te4eCTBEHHOM!
My3bIKH XX Bekar. CiieyIoliye ero pasjesibl
OYIyT IIOCBAIeHBI TAKUM KOMIIO3UTOpaM,
Kak U.®. CrpaBuHCcKkui, C.C. [Ipokodnes,
H.A. MsickoBckui, /I./1. IllocTakoBHUY,

AWM. XauatypsH, I.B. CBupunos, P.K. llegpun
u AT IlTHuTKe.

B xX0/1e M3JI0’KeHUd IIpeIoIaraeTcs
IPOCIYyIIUBaHUE psifia My3bIKaJIbHbBIX
$parMeHTOB, IIPU3BAHHBIX [aTh
ofIIlee Ipe CcTaBJIeHUE O [Halla3oHe
XYZ0KeCTBEHHbBIX UCKaHUM KOMIIO3UTOpPaA.
VKasbIBaeTCs IIpeAIlouTUTeIbHas
UCIIOJIHUTEJ/IbCKAsl BEPCUS U XPOHOMETPaXK
COOTBETCTBYIOII[ero $pparMeHTa.

[Ty6imKaIiys JIEKITUH aipecoBaHa
CTYZeHTaM U IlefilaroraM KOHCepBaTOPHUH,
BY30B HUCKYCCTB, a TAK)Ke MYy3bIKaJIbHBIX
KOJUTeIDKEeN U YUUIIHUIITF.

KJirroueBsble ciioBa:

Cepreit PaxMaHUHOB,
aBTOPCKUU ITUKJI JIEKITUH,
KJIACCUKU MY3BIKH XX BeKa.

The Musical Legacy
of Sergei Rachmaninoff

“The musical legacy of Sergei
Rachmaninoff” — this is the first lecture from
the authorial cycle of Doctor of Arts, Professor
Alexander Demchenko “The Classics
of 20th Century Russian Music.” Its following
sections will be dedicated to such composers
as Igor Stravinsky, Sergei Prokofiev,

Nikolai Myaskovsky, Dmitri Shostakovich,
Aram Khachaturian, Georgiy Sviridov,
odion Shchedrin and Alfred Schnittke.

The lecture is supposed to include listening
to a number of musical fragments chosen
to give a general perception of the range
of the composer’s artistic explorations.

The preferential performance versions
and durations of the corresponding musical
fragments are given.

The publication of the lecture is addressed
to students and faculty members
of conservatories, artistic institutions
of higher education, as well as music colleges
and high schools**.

Keywords:

Sergei Rachmaninoff,
authorial cycle of lectures,
the classics of 20th century music.

* TIyGuIMKaIlKs U JIEKIIHS C My3bIKaJIbHBIMU QparMeHTaMH IIpOU3BeleHUM pacIloyIoykeHa Ha caiiTe
3JIeKTPOHHOU Bepcud XypHasia NKOHU 1o agpecy: journaliconi.com

** The publication and lecture with musical fragments of compositions is located on the site

of the electronic version of the ICONI journal at: journaliconi.com

198



2019, Ne 1 %’,

JlekTopcKasi TpH6YHa. ABTOPCKUE KyPChI

JAns yumupoearnus/For citation:

Jemuenko A.1. TBopuecTBo C.B. PaxmanuHoBa // UKOHU. 2019. Ne 1. C. 198-210.

DOI: 10.33779/2658-4824.2019.1.198-210.

PaHHee TBOpPYECTBO

Ceprein BacuiabeBud PaXxMaHHHOB
(1873-1943) n1poKuJ1 GOJIBIIYIO YKUSHBb —
60JIBIITYI0 KaK 110 BpeMeHU, TaK U I10 eé UC-
K/JIIYHUTEeJLHON IIeHHOCTH /I MHPOBOTO
uckyccrBa. CeMb IeCATUIETHHN JKU3HU U
6oJiblIe IT0JTyBeKa TBOpPYEeCTBa B KayecTBe
KOMIIO3UTOpPA U UCIIOJIHUTEeJII, a 3TO He-
CKOJIbKO CMEHSIOIIUX APYT Apyra 3TaloB
Xy0KeCTBEHHOM 3BOJIFOIIUH, KaKIbIN 13
KOTOPBIX IIPUHEC CBOU HEIIpeXOoadIliye I1eH-
HOCTH.

ITepBEIi M3 3TUX 3TAIIOB — 1890-€ TO/IBI —
leCATUIeTHEe, OTKPBIBIlIEe HOBYIH HCTOPH-
4ecKyIo ¢asy, pasy pyberxka BeKOB U pyberka
310X, KOTZ[a B CJIOKHOM CILIaBe I1eperwieTa-
JIOCH TO, UTO 3aBepIlajio pasBUTHe Kiaccu-
YeCKOH 3II0XH, ¥ TO, YTO HaMeyasIo TOPU30H-
TBI UCKyccTBa XX cTosieTHs. 1 PaxMaHUHOB
BCelleJIo IIPUHA/JIe)Kal TOMY II0KOJIEHUIO,
KOTOpPOe II0 CBOEX CyTH OBLII0O UMEHHO PY-
Oe>XKHBIM.

Cpeu Ipyrux BBIJAIOIINXCA IIPeCTaBU-
TeJlel 9TOro ImokosieHus — Kion /le6roccy,
I'ycraB Mastep, Puxapz IITpayc, a B Poccum —
AnexcaHap CKps61H, B IUTepaType — AJleK-
caHzp biok, UBaH byHUH, B )KUBOIINCH —
Hcaaxk JlesutaH, BaseHTUH CepoB, MuUxaua
Bpy0GeJib (3TO TOJILKO OT/e/IbHbIE IMeHa U3
TeX, KTO COCTaBHUJIU I1BeT PaXMaHMHOBCKOI'O
TIOKOJIEHUS).

PaxMaHMHOB OUeHb PaHO BOIIEJ B MUP
60JIBIIIOTO MCKyCCTBa. [JOCTaTOYHO YCJIBI-
I1aTh OJWH K3 CaMBbIX IIEPBBIX €ro KOMIIO-
3UTOPCKUX ONBITOB — CKepuo 041 OpKe-
cmpa, HallCaHHOe B 14-7leTHEM BO3pacTe,
4TO0OBI IIPU3HATH: OYAy4HU IIOLPOCTKOM, OH
yoKe pacroJsiaraJl HeCOMHEHHBIM IIpogec-
CHUOHAJIbHBIM MacTepCcTBOM. B sTOM cKa-
3aJjlach, pasymMmeeTcs, He CTOJIBKO IIIKOJIa
HapaboTaHHBIX MY3bIKaJbHBIX HAaBBIKOB

(eé PaxMaHMHOB ellé TOJBKO IIPOXOAUJL, C
IeBSITH JIeT 3aHUMasCh Ha MJIQJIIEM OT/e-
JieHuH [leTepOyprckoi KOHCEPBATOPHH, a C
IBeHaAIaTu — B MOCKOBCKOM KOHCepBATO-
pUH, IIPUYEM TOJIBKO I10 Kyaccy GpopTenu-
aHO), CKOJIbKO MHTYHUIIUS U OTIIYIIleHHBIN
eMy IIpUpOJIoH Jap.

Jlap 3TOT OBLI MCKJIIUYUTEJbHBIM. BOT
CBUJIETEILCTBO U3BECTHOIO ITMaHUCTA U I1e-
narora A. T'osibieHBelsepa, KOTOPBIM 3HA
KOMIIO3UTOpa C HOHOCTU: «My3bIKaJIbHOE
mapoBaHue PaxMaHWHOBA HeJIb3d Ha3BaTh
HHayve, Kak peHOMeHa/IbHBIM. CJIyX ero U na-
MATH OBLIM IIOMCTHHE CKa304HbL. O KaKOM
O6B1 My3BbIKaJILHOM IIpOU3BeeHUU (PopTe-
IIMaHHOM, CUM(POHUYECKOM, OIIePHOM HJIU
IPyroM) KjacCUKa WX COBPeMeHHOI'0 aBTO-
pa HU 3arOBOPIJIH, eCIM PaXMaHUHOB KOI-
Ia-Inbo ero CIbIall, a TeM 60Jiee, eCJIM OHO
eMy IIOHpPaBUJIOCh, OH UT'PaJI ero Tak, Kak
Oy TO 9TO IIPOU3BeleHHEe ObLIO UM BhIYU€EHO.
Taxux ¢peHOMeHaIbHBIX CIIOCOOHOCTE! MHe
He CJIy4asioch B JKHU3HU BCTpedaThb 00JIbIlle
HU y KOI'0, ¥ TOJIKO IIPUXOJUJIOCH YUTATh
HeYTo II0JJ06HO0e 0 c1ocOOHOCTSAX MorapTa».

Kak xoMI103uTOp PaXMaHUHOB 3asIBUJI O
cebe He TOJILKO PaHO, HO U Cpasy ke 04eHb
sipko. B camoM HauaJsie 1890-X T0/10B, OTKPHI-
BAaBIIHUX PyOEXKHYIO 9II0XY, eI[é Oyy4uH CTy-
IeHTOM KOHCepBaTOPHH, B Bo3pacTe 19 Jier,
OH CO3/Ja€T [1Ba KPYIIHBIX COUMHEHUs, KOTO-
pble 0603HAaYMJIM €T0 TBOPUYECKYIO 3PeJIOCTh,
Cpasy ’Ke U HaBCer/ia BOIILJIM B aHHAJIbI My-
3BIKaJILHOIO MCKyccTBa — I[lepBBIN dopTe-
IIMaHHBIN KOHIIEPT U OIIepy «AJIeKO0».

ITepevlii popmenuaHHwlil KOHUEpmM OT-
KpbLI Uepeny IIpOU3Be/leHUN B )KaHpe, KO-
TOPBIN CTaJI BeAylIM B TBOpUYeCTBe Paxma-
HUHOBA: 3TO YeThlpe GOpPTEeNHaHHBIX KOH-
nepra u «Parcopua Ha TeMy llaraHUHU».
[IponsBeseHre, CHMBOJIMYHO 0603HaUeH-
HOe Kak opus 1, SBJIJI0 COO0M POCKOIIIHOE
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My3BIKaJIbLHOE II0JIOTHO C 00HIHeM pesbed-
HBIX MBICJIEX U 06pa30B, cofeprKalliee B 3M-
OpHOHEe MHOIO CYIleCTBEHHOIO AJII Oyay-
1ero PaxmMmaHMHOBA.

W omrepa «Asieko», HaITcaHHas Bcero sa 17
IHeU, HaMeTuJIa L1eJIbIA P Ba’KHBIX IIPU-
3HAKOB CKJIaJbIBaBIIIerocs CTUIA PaxMaHu-
HOBa — IIPU3HAKOB, KOTOPBIE COXPAHAIUCH
B €r0 MaHepe /10 KOHIIA )KU3HU. Bo-IIepBBhIX,
OH BBICTYIIHUJI 3/1eCh KaK IOCTOMHBIN HacCJIe -
HUK KJIACCUYECKUX TPaJUIlUil. BO-BTOPEIX,
B «AJIEKO» B IIOJIHOM Mepe IIPOSIBUINCE €T
CIIOCOOHOCTE IlepefjaBaTh UCKPEHHOCTh U
B3BOJITHOBaHHOCTB YeJI0BEYeCKOro YyBCTBa,
a TaxoKe 3aXBaThIBAIOIAs IMOIIMOHAIbHAA
CHJIa ero My3BbIKH. U, B-TpeThUX, B 9TOH OIIe-
pe BO BCEM BeJIMKOJIEIIMH PACKPBIICI €ro
MeJIOJUYeCKHU 1ap.

MeJtoiro caM KOMIIOSHUTOP CUMTAJI IJIaB-
HBIM B MCKYCCTBEe KOMIIOSUIIUHU, ¥ YMEHHe
co3zaBaTh eé IeHUJI IIpeBHIIle Bcero. Ha ceit
CUET OH BBICKA3bIBasICAd Tak: «Mesomusa —
3TO OCHOBA BCeM MY3BIKU. MesioguuecKas
U300peTaTeJIbHOCTL B BBICIIIEM CMBICJIE
3TOT0 CJI0Ba — IJIaBHAsd KU3HEeHHad IleJb
KOMIIO3UTOpA».

Pasymeercsd, My3blka PaxMaHMHOBA OT-
JIn4aeTcs 6oraTemier rapMOHUEH, IIpeBOC-
XOIHO pa3paboTaHHOU GaKTypoOu, IPKOHU
TeMOPOBOM MaJIUTPOM, HO MeJIOAV3M BCer-
Jla OCTAETCs CaMbIM /IParoreHHLIM KOMIIO-
HEHTOM ero IIpou3BeleHUuN. IMeHHO yepes
MeJIOC KOMIIO3UTOP Iepe/iaBaJl IJIaBHOE U3
TOTO, UTO OH XOTeJI BBIPa3UTh.

Cetiyac 13 IOHOIIIECKOM oIlephl PaxMaHu-
HOBA IIPO3BYYMUT CTaBIIIas [IOITY/IIPHeHIIIe
KaBaTuHa Ajsieko. O6paTyM BHUMaHMeE Ha
LIUPOTY MEJIOJUYECKOr0 II0TOKA ¥ KpacoTy
paciieBa — 3TO Te JOCTOMHCTBA, KOTOPhBIE
cTaJu i1 PaxXMaHMHOBA IIOCTOSIHHBIMHU.
B maHHOM caMOIIpM3HaHWU IJIaBHOIO Tre-
pos, MOJAaHHOM B YUCTO 3MOIIMOHAJIBbHOM
I1aHe, 60Jsiee BCero IIPUBJIEKAIOT ropsyasd,
MATe’KHasl IKCIIPeCCHsl U B3BOJHOBAHHEIE
BOCIIOMMHAaHU 0 OBIJIOM CYaCThe, II0AEPHY-
ThIe JBIMKOM 3JIETUYHOCTH.

KasamuHa Asexko
10. I'ysistes (1.17)

B HEKOTOPOM po/jie, OIIePEI «AJIeKO» OBLIO
OBl JOCTATOYHO MJIsI TOTO, 4YTOOBI o6ecIie-
4UTh PaXMaHUHOBY MeCTO B MCTOPUHU MY-
3bIKU. [I0J06HOE CIIYYMJIOCH C ero ABYMS
UTaJIbIHCKUMH COBpeMeHHHuKaMH — Mac-
KaHbU U JleOHKaBaJlJIo, CTaBIIHUMH, KaK
HHOTJAa BBIpa’kawTCsd, «aBTOPpaMHU OLHOU
ornepsl» («CeJbCKast 4eCTb» y IIEPBOTO U
«ITadg1el» y BTOpOro). Ho y>xe Ha UCXOLHOMI
CTaJUH KOMIIO3UTOP CO3LAET IIeJIbIH Pf
IPYyIrUX 3HAUUTEJbHBIX IIPOU3BEEeHUM,
BOILIEJIINX 3aTe€M B aKTHB IIIHPOKO HCIIOJI-
HAeMON MYS3BIKH: paHHUe QopTelMaHHbIe
IIbeChl U poMaHCHl, PopTennmaHHOE TPHO
Ne 2, opkecTpoBasg ¢paHTasusa «YTéc», Ilep-
Basg cUMQOHUI.

IIpoHHuskIBawIlee MY3bIKy PaxMaHU-
HOBAa I1epBOH I10JI0BUHEI 1890-X rof0B Ha-
CTpOeHMe BEICOKOI'0 TBOPYECKOI'0 II0AbEMa
COBIIAJIO C OLyIlleHHeM BCe0OIIero moabe-
Ma JKHU3HHU Poccuu Tex jieT. [lyX fep3aHusd U
00HOBJIeHUS HauboJIee 3a0CTPEHHOE BhIpa-
’KeHue IoJydus B ITepgoil cum@oHuu, Ha-
nuca”HHou B 1895 roxy. CHMBOJIMYHO, YTO
B TOM JKe IOy IIOIBHJIMCEH oIlepa PUMCKoO-
ro-KopcakoBa «Canko», I[Iarass cumdoHUs
I'masyHoBa u IlepBas cumdpoHus KaauHHU-
KOBa, II0-pPasHOMY PacCKpHBIBaBIIIHE TY >Ke
HJeIo.

Cumg@ponus Ne 1, IV wvacmo (Havano)
E. CBeTs1aHOB (1.18)

TakoB OBLI «CTapT» paXMaHHUHOBCKO-
I'0 II0OKOJIEHUS — OHO BXOJWJIO B KU3Hb U
HUCKYCCTBO HeOpAWHAapHO, 0JIMCTaTeJIbHO,
MHoOroo6eIamwIe, B CMeJOM pPasBoOpoTe
CHUJL, C TOPSTYMM 9HTY3HMa3MOM U I10/14ac C BO-
UHCTBEHHBIM IbUIOM. [IpryéM 3aMeTuM B
TOJIBKO UTO IIPOCJIyIIIaHHOU MY3bIKe GpopcH-
poBaHHYI0 ¢aHPApPHOCTH U XapaKTepPHBIN
111 PaxMaHUHOBA BJIACTHBINA PUTM — 3TUM
OTJAJIEHHO IIPeJBOCXUINAJIUCH KOHTYPHI
JKECTKO0-3KCIIaHCUBHOIO Halopa COOTBeT-
CTBYIOIIIMX 00pa3oB UCKyccTBa XX BeKa.

3aMeTHM MU Jipyroe: IIpyh BCel CBOeMH sp-
KOCTH 3TOT MaTepHaJl elé He HeCeT 10CTa-
TOYHO KOHKPETHBIX IIpUMeT CTHIA Paxma-
HUHOBa. CTUJIb €r0 B IIepBOM II0JIOBHHE
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1890-x TOI0B TOJILKO CKJIAIBIBAJICS, II09TO-
MY IIOPOM IBCTBEHHO OIIYyTUMO BJIHUSHUE
YankoBckoro, I'pura, IllymaHa, [lomeHa,
Jlucta. Ho TOorma ke COBEpIIIEHHO OTYET-
JIUBO GOPMUPOBAJINCHL U YePTHl HEII0OBTO-
PHUMOM TBOPYECKON UHAUBUAYAJIBLHOCTU
caMoro PaxmaHMHOBaA.

B unicse Hanb6oJIee paHHUX IIPOPBIBOB K
HUCTUHHO paXMaHUHOBCKOMY CTUJIF0 — 3Ha-
MmeHuTas IIpearodus cis moll op. 3 Ne 2. JTa
IOHOIIIeCcKasd I1beca cTaJjia it KOMIIO3UTOopa
CBOEro poJila BUSUTHON KapTOUKOM, eé KC-
KJIOUUTeJIbHAs IIOIYJISPHOCTE COCTY>KUIa
eMy 100pyIo CIIy>K0Y, COLEUCTBYS ero IIIUPO-
KOH U3BECTHOCTHU.

I'me ¥ KaK TOJILKO He urpajau eé! OgHax-
bl PAXMaHUHOBY JOBEJIOCH YCJ/BIIIAT 3TY
[Tpesrouio B aMepUKaHCKOM pecTopaHe B
IpKa3oBOM 06paboTke. CHYTHUKU KOMIIO-
3uTOpa O6BLIN BO3MYIIEHE], OJHAKO CaM OH
IOCTaTOYHO BHICOKO OIIeHWJI My3bIKaJIbHbBIE
IOCTOUHCTBA IIMKAHTHOU apaHXUPOBKU.

B IIpesarosuu cis moll 3ay105keHO Kak ObI
AP0 PaXMaHMHOBCKOM BBIPA3UTEILHOCTH,
IPUYEM B €€ KOHIIeHTPUPOBaHHOM BHUJE.
C OHO CTOPOHBL, 371eCh BIIeUATJIAIOIIE IIpe-
TBOpPeHa CTO0JIb Ba’KHas [JI1 MY3bIKH 3TOTO
KOMIIO3UTOPA KOJIOKOJIbHOCTE. /[0 HEro Ko-
JIOKOJIBHOCTB KaK IPKUI 3BYKOBON CUMBOJI
PYyCCKOTro 6BITHUS HCII0Jb30BaJaCh MHOTO-
KpaTHO U BIIeYATJIAIOIIe, HO IJIaBHBIM 00-
pasoM BO BHeIIIHEM, KPaCOYHO-IeKOPaTUB-
HoM 1taHe (I'stmHKa, Mycoprckuii, Bopo-
IouH, PuMmckuii-Kopcakos). V PaxmaHUHOBa
KOJIOKOJIbHBbIE 3BOHBI 00pesii BHYTPeHHee
U, MO’KHO CKa3aTh, COKPOBEHHOE KaueCTBO,
repeaBas HEKYI Ba)KHYIO CYTh YXOBHOI'O
MUpa HallUOHaJILHOM HATYPHL.

C gpyrou ctopoHsl, [Ipeatogud cis moll
BIIepBBbIe BO BCeH IIOJIHOTEe sBUJIA TaKoe
HeOoTheMJIeMOe CBOMCTBO MHOTHX 00pasoB
PaxMaHMHOBA, KaK UX 0co0asi 06 bEMHOCTS,
MHOTOCJIOMHOCTb, MHOTOOTTEHOUYHOCTb.
3[ech 3TO IIPEJIOMHUJIOCH Yepes ITHUaJIoTrH-
YeCKYyH 3BYKOBYIO TKaHb, yepes3 HaIpd-
KEHHOe B3aUMOJeUCTBHE IBYX ILJIaCTOB:
CJIOBHO ObI CKOBBIBAIOII[UH, IO/ BJISIOIUHA
HUMIIEPaTUB, TO eCTh BeJleHUe, UCXOdIIee
U3BHe (HM)XHUeE roJioca), U CTpeMJieHue

BBIPBATBLCA U3-II0] CITy/ia 9TOI0 THETYIIEro
BO3/efiCTBUSA (BEpPXHUE T0JI0CA).

Y, Kak 4dacTo 6piBaeT y PaxMaHMHOBa
B IIO/IOOHBIX Cly4dasX, BOSHUKaeT MHOIO-
JIMKUM, HO YAWUBUTEJIBLHO OPraHUYHBINA
oOpasHBIN CILIaB: CyMpayHas IlaTeThKa U
gjleruyecKas IpycTh; IIyOJIUIIUCTHYECKUN
II0CBHLJI U BHYTPEHHUM JIMPU3M; 3[IUUECKUN
pasMax, TOp>KeCTBEeHHO-BeJIMYaBas yKpyII-
HEHHOCTb U 0TUETJIMBO 3ByYalllas Cyobek-
THUBHAas HOTa. U elllé — 11pu Bceli o6adTesb-
HOCTH U KaKyIIeHcs JOCTYITHOCTH MY3BIKY
3Ty OTJIMYaeT CJIO0KHOe IIpobjieMHOe Ha-
II0JIHEHUe, NyX TPYAHBIX pasgyMUy, II0J-
YEPKHYTOM CePbE3HOCTH U ApaMaTHU3Ma.

IIpenrodus cis moll op. 3 Ne 2
I1. CepebpskoB (1.41)

CHMBOJIMYHO, HAKOHEL], UYTO BCE 3TO I0-
BOPHUJIOCH 0 QOPTEITMAaHHOM IIbece — JKaH-
pe, KOTOPHIM Hapsay ¢ ¢opTellrMaHHBIM
KOHIIepTOM ObLI Aj191 PaxMaHHWHOBA OIIpe-
DeJdolnuM (IIpesIrofuy, MYy3bIKaJIbHEBIE
MOMEHTBHI, 3TIObI-KapTUHEI U T. 1.). OfHa-
KO IIOAYEPKUBAA B Xy0>KeCTBEHHOM HacJIe-
oy PaxMaHUHOBA 3HAYUMOCTE QpOpTeIu-
aHHOM MY3BIKH, He IIPUXOJUTCS IIPeyMEeHb-
II1aTh BECOMOCTDH ero BKJIaja U BO MHOIHe
Opyrue KaHpbl, B TOM 4HCjIe U B 06J1aCTh
KaMepHO-BOKaJIbHOM MY3BIKH.

BokaJsibHasg TUpHUKa PaxMaHHUHOBA cTaJjIa
IoCJIeJHEeN SIpPKOM CTpPaHHUIEU «30JI0TOTO
BeKa» PYCCKOI0 KJIACCHMYEeCKOro poMaHca.
[IpruéM I1I0KasaTeJbHO, UYTO 060pBasach
3Ta CTpaHUIIA KaK pas3 Ha BEIXo/e B XX CTo-
JeTthe. CBOH ITOC/IeAHIE POMAHCEI KOMIIO-
3uTOp co3zas B cepexmHe 1910-X ronos,
IIpaKTUYeCKHU yr>Ke O0JIbIlle He IIPUKacasich
K KaMepPHO-BOKAaJILHOM MY3BIKe BCIO OCTaB-
LIIYIOCH KW3Hb, TO eCTh 060Jiee 4eTBepPTH
BeKa. A Be/lb 3TO OBLJI JKaHpP, KOTOPBIXA TaK
IIPUTATUBAJI €T0 ¥ B KOTOPOM OH OBLJI BBIZIa-
IOIIMMCS MacTepOM.

TeM caMbIM TOrza ke ob60opBasiach g
KOMIIO3UTOpPA U 3110Xa «CepebpsIHOTO BeKay,
BBIJIBUHYBIIIas 0JIMCTaTeJIbHYI0 U YTOHUYEH-
HYIO KyJIbTYpy. OfHa U3 IrpaHel 9TOM KyJIb-
TYyphI ObLJIa CBg3aHa C PaclIpoCTpaHEHHBIM
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B II03TUYECKOM JIEKCUKOHE TeX JIeT IIOHATHU-
€M He3JIellTHee.

HespemiHee — 3TO TO, YTO IIPeJACTAET
TOJILKO B MeuTax. B3op yesioBeKa «cepebpsi-
HOTO BeKa» ObLJI 4aCTO YCTPEMJIEH B [1aJIb-
HUe JaJIH, I1e, KaK Ka3aJ0Ch eMy, OH MOT ObI
obpectu cebs1 1 CBOE cuacThbe. Ho 9TO Tak U
OCTAETCSI HeJOCTHXXUMOM Ipé3oi. OTcroza
IIpOoMCTeKaIa HOCTAJIbTHUS 110 HECOBIBIIIEMY-
Cs1 U HeCOBITOUHOMY.

BesiKoJieItHbIM 06pa3el] TaKOM HOCTaIb-
ruu PaxMaHUHOBA J1aéT poMaHC «He not,
Kpacasuua...».

He 1m1oi1, KpacaBulia, Ipu MHe

Te1 teceH I'pysuu neyajabHOU:
HarmoMuHarT MHe OHe

Jpyryro >KU3Hb U 6eper faJlbHbIMN.

K sToMy IIyIIKHHCKOMY TeKCTy obpalia-
JILCh MHOTHEe KOMIIO3UTOPEI — PaxMaHU-
HOBY [IPUHA/IJIE)KUT ero JIydlllee, Haubosee
BBIpasuTesIbHOe IIpouTeHue. IIpuBeiéHHEIe
CJI0Ba POXKJAIOT B €r0 My3bIKe IJIyOOKHUM
CyMpaK AyILIIeBHOM TOCKH II0 UieaTy 1 «Hes-
JeltHel» KpacoTe. Takoro pojia HOCTAJIbLIU-
YeCKYI0 JIUPUKY 3[1eChb U B psfie IPyTUX Be-
111e1 KOMIIO3UTOP 0OBIYHO IlepeiaBal yepes
BOCTOYHOE HayvaJIo.

PaxMaHMHOBCKHUM OpHEHTAJIHN3M BOCXO-
IUT K 00JIBINION TPAJUIIUU B PYCCKOM MY3bI-
Ke (HaumHad c [7imHKY, 3aTeM y bopoguHa,
Pumckoro-KopcakoBa). Ho onisiThb-Taky, 11o-
IOGHO TOMY, YTO TOBOPUJIOCH O KOJIOKOJIb-
HOCTH, BOCTOYHO€E HavyaJsIo y HeT0 — OTHIOIb
He IIPOCTO KpacoyHas 3K30THKa U TeM 60-
Jiee He YTO-TO «MHOPOLHOE», «Uy>KeCcTpaH-
HOe», «3aMOpPCKOe», & BHYTPeHHe He06Xo-
JHUMOe, OpraHu4YeCcKH BXOJdIllee Ba’KHBIM
KOMIIOHEHTOM B KOMILIEKC IIpeJ[CTaBJIeHU N
0 Poccuu Kak cTpaHe, HCTOPUYECKH HAXO0/Id-
Iericd Ha IlepekpecTbe 3amnaza ¥ BocToka,
EBpoIibl 1 Asuu.

Pomanc «He noti, kpacasuua...»
E. Hectepenxko (1.05)

«Cepe6pSIHBIN BeK», BBIIAIOITMCS IIpe/i-
cTaBUTEJIEM KOTOPOTo 6b1L71 PAXMaHUHOB, —

3TO BpeMsd 3akaTa Kilaccuueckou 3II0XH, U
II0TOMY ero KyJbTypy 3pHMO U He3pPHUMO
IIPOHU3BIBAET IIpelUuyBCTBUEe Hen30erKHO-
ro ucxopa. IlpeguyBcTBHUe 3TO HEPeJKO II0-
PO’KaJI0 He TOJIBKO OCTPO/ipaMaTHUYeCKOe,
HO U OTKpPBITO TpareJUNHOe BOCIIPUATHE
IIPOUCXOLAIIIETO.

To, yTo y YaMKOBCKOI'O BBIJIWUJIOCH B
«peKkBHeM» ero IocsuenHe, IlecTo cuMm-
¢oHmuy, cosganHou B 1893 roxy, a y Paxma-
HUHOBA — B HAIlMCAaHHOE B TOM JKe IOy
Anezuveckoe mpuo, IOCBAIIEHHOE ITaMITH
YaMKOBCKOI0O, CBOK KYJbMHHAIIHUIO II0-
JIYYUJIO T103’Ke B CUM(QOHUUYECKOH I103Me
«Ocmpog mMépmevix», Co3faHHON B 1909-M,
TO eCThb Ha «pUHUIIIe» PyOesKHOI0 BpeMeHHU
1890-1900-x rozos.

JTO CBOETO0 PO/ia 3BYKOBOM allOKaIUIICUC,
«OTtKkpoBeHHe 0T Cepregs PaxMaHHHOBAa»,
I7le BCE II0JIHO 6eCIIpOCBETHOIO I1eCCUMMU3-
Ma. TspKésasg, MpayHasi CTUXUS KUTeHCKO-
I'0 MOpPsI HEOTBPATUMO II0TpebaeT B CBOUX
«CBHHIIOBBIX» BOJIHAX JIIOObIe HaZeK/Abl U
yroBaHus. Tak BOSHUKJIA apKa [BYX KYJIb-
MUHAIUN TparusMa yXOJdIller 3II0XU: OT
[Tectoii cuMmpoHUU YallKOBCKOI0 K «OCTpO-
BY MEPTBBIX».

Bcrteckn Tparusma OBUIM y paHHe-
ro PaxMaHMHOBA YpPe3BLIYAHHO CHUJIBHEI.
B 3TOM OTHOIIIEHUY OUYeHb CUMIITOMaTUYeH
IJ1yO0KUM KPU3UC, UCIIBITAaHHBIY UM B KOH-
e 1890-x rozoB, KOrja OH I1epecTasl COYu-
HATH MY3BIKY, IIPpUYEM My4dHUTeIbHAs [1ay3a
IIPO/ioJDKajach OKOJIO TPEX JieT. BHeIlTHUM
II0BO/IOM ITOCJIY>KHJIO HeyLayHoe HCIIOIHe-
HUe ero IlepBoii cCHUM(OHUHY, UTO 3aCTaBUJIO
KOMIIO3UTOPA YCOMHUTBLCS B CBOUX CUJIaX U
BO3MOXHOCTAX (KCTaTH, II0J00HbBIEe COMHe-
HU IIOCTOSTHHO IIPeCIeI0BAJIU ero).

OZHO M3 CBHU/IETEJILCTB TATOCTHHIX IIepe-
JKUBaHUU TOT0 BpeMeHU — My3bIKA/1bHbLI
Mmomenm h moll op. 16 Ne 3. 3aMeTHM, UTO
u3bupaeTcs TOHaJIbHOCTh, KOTOpas Kak Obl
3alporpaMMHpOBaHa Ha Tparusm (K Ipu-
Mepy, B TOHaJIbHOCTHA h moll HamMcaHbI
«HeokoHueHHasa cuMpoHUus» Illybepra U
[lectasa cuM$oHUS YaKOBCKOTO).

PaxMaHUHOBCKUN My3BIKaJbHBINA MO-
MeHT — obpaser] IIpefieJIbHO CIYIIEHHOIO
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TparusMa. 37ech BOILJIOIeHa He IIPOCTO
I10/1aBJIEHHOCTh U CUJIbHEeUIIIas IelIpeccus,
a 6e3qHa CKOpPOU U 6e3bICXOAHOCTU. KoM-
II03UTOP BOCCO3JAET 3TO COCTOSTHHE Uepes
000CTPEHHYIO0 IKCIIPECCHUI0 UCIIOBEJAIbHOMN
YeJI0BEUeCKOHN peuu, IIPeTBOPEHHON B UH-
CTPYMeHTAaJILHOM 3BYYaHUU.

M omgaTh-TaKH OTMETHM XapaKTepHBIHN
111 PaxXMaHMHOBA CMBICJIOBOM CILIaB: MC-
I10BeaJIbHOCTh BBICKA3bIBaHUs, €ro IJIy-
6ouaiilias MCKPeHHOCTh, KOJIOCCAJIbHOE
BHYTpPEeHHee HallpsDKeHHe, HeBeposTHas
UHTEHCUBHOCTh IIepe)XKUBaHUI — U IIpU
9TOM BHEIIIHAA CIePKaHHOCTh, CTPOTrOCTh,
MY>KeCTBEHHBIM TOH... Bpozie GBI coBepIlleH-
HO HeCOBMeCTHMBIe Havajla KOMIIO3UTOPY
YAAETCI COeIUHUTD B OpPTaHUYHOM CHHTe3e.

My3svikatbHblll MomeHm h moll op. 16 Ne 3
JI. bepMmaH (1.03)

PaxmMmaHMHOB
IEHTPAJBHOIO 3TaIla

ToJIbKO UTO TOBOPUJIOCH O Tpareguiu-
HOM 06pasHOCTH B My3blKe PaxMaHHWHOBA.
[Tocsie YaMKOBCKOTO eMy yZAasoch BEIpa-
3UTh TParusM BpeMeHU CUJIbHee, YeM KO-
My-1160. Ho, MOKeT OBITh, CUJIbHEE, UEeM
KOMY-JINO00 B PYOeXKHYI0 3I0XY, YAaJa0Ch
€My BBIPasUTh U CBETJIble CTOPOHBI OBITHS,
IepefaTh SIpKoe >KU3Herb6ue. IMeHHO B
PaxMaHUHOBCKOU MY3bIKe TeX JIeT HeOObI-
YalHO IpKO IIPO3ByYaIld TaK HasblBaeMble
BeCeHHHe MOTHUBBL. TO, 4YTO IIPOIrpaMMHO
0003HaueHO B pOMaHCe «BeceHHUe 800bl»,
PasoILIOCH U II0 I1eJI0MY PSIAY APYIUX IIPO-
U3BeJleHUU — 0T KaHTaTkhl «BecHa» 10 pop-
TelIMaHHBIX IIbeC.

OmHy M3 HUX MBI ceryac YCJBIIIUM —
IIpesrodust B dur op. 23 Ne 2, KOTOpasi poX-
ZlaeT 3pUMBble accolualiiy C BeCEHHUM II0-
JIOBOJbeM, BBIJINBasCh B BOCTOP’KEHHBIN
TMMH 00HOBJISIIOIIEeCS )KU3HU.

IIpenrodus B dur op. 23 Ne 2
C. Puxrep (1.20)

B IBYX TOJIBKO YTO IIPOC/IYIIIaHHBIX QOp-
TeIMaHHBIX IIbecax (MysbIKaJIbHBIA MO-
MeHT h moll u IIpemoaus B dur) HeTpygHO
OLYTUTH II0-HACTOAILEMY IIOJIIPHU30BaH-
Hble KOHTPAaCTHI: KPOMEIIIHBIM MpakK U oc-
JIEIIUTEJIbHBIN CBeT. TaKue KOHTPACThI MBI
HMeHyeM aHTUTe3aMH, YTO SgBJIAeTCS Heco-
MHEHHBIM IIpU3HAKOM POMaHTHU3Ma. FIMeH-
HO POMaHTH3MYy, BHe BCIKOIO COMHEHUs, U
IIPUHA/JIE)KUT UCKYCCTBO PaxXMaHHMHOBA.

B paHHUX COUYMHEHUAX OH B TOU HUIU
MHOM CTeIleHU CJIel0BaJl CBOUM KyMHUpaM
KJIAaCCUYeCKOr0 poMaHTHU3Ma (TO eCcTh Bpe-
MEH I1epBO I0JI0BUHBI XIX BeKa) — IIpexze
Bcero Illymany, Illomnteny, JIxcrty. Briocien-
CTBUHU BCe 3TH BO3[eMCTBUA OBLIU Ilepe-
IIJIaBJIEHBl B COOCTBEHHYIO XY 0’KeCTBEeH-
HYI0 cucTeMy. Yl HCTOpUUYECKHU 3TO OBLI yoKe
TaK Has3bIBaeMBIU IIO3JHUN POMAHTU3M,
POMaHTHU3M 3aBepliarilei ¢assl Kiaccu-
YeCKOH 3II0XU. B 3aKOHYEeHHOM 00JIMKe ero
4epTHl IIpe/iCTajlu Ha IeHTpajJbHOU dase
TBOpuecTBa PaxMaHUHOBA, B 1900-e rofbl.

Ha 1900-e rmafaeT KyJIbMHUHAIHI TBOpYe-
cTBa PaxMaHMHOBA, 3TO OBLIM €T0 «3BE3]-
Hble» TOJBl. BBICOKHE Xy[0’KeCTBEHHBIEe
LOCTHIKEHUS TOTO [IeCATHUJIeTHUSA II03BOJIS-
0T 0e3 KaKUX-TM00 HATsDKeK CUUTATh ero
BEJIMKHUM KOMIIO3UTOPOM. B 3TH rogsl oH
CTAHOBUTCS, I10XKaJNIYH, Beaylneil GUrypou
He TOJILKO 0TeYeCTBEHHOM, HO U MHUPOBOH
MY3BIKH.

JloctaTouHO Ha3BaTh Bropoit u TpeTut
KOHIIepTHI, BTOopyo cuM¢poHUI0, «OCTPOB
MEpPTBHIX», BUOJIOHYEJIbHYIO COHATY, IIpe-
JIFOUHU Op. 23 U 0p. 32, MHOTHE POMAaHCHl —
BCé 3TO IIPOU3BEJIeHUs, B KOTOPHIX CTUJIb U
IyX paXMaHHUHOBCKOM UHIUBUYaJIbHOCTH
HPOSIBUJIUCH C HAUOOJIBIIIEN II0OJTHOTOU U
Xy/I0>KeCTBEHHBIM COBEPIIIEHCTBOM.

Ha maHHOM 3Talle OH CyMmeJI BOIUIOTUTH
BeCh CIIEKTP OCHOBHBIX 00pa3oB U COCTO-
SHUW, XapaKTepHBIX [JIs1 4YesIOBeKa py-
0e’XHOTO BpeMeHHU, IIPUYEM eTr0 MY3BIKY
oTsinyasia 6e3ycioBHasA 00I[e3HaYUMOCTh
Xy0’KeCTBEHHOI'0 BBICKA3bIBAHUSA, 4YTO
O3HayvaJIo CII0COOHOCTH TOBOPUTH B 3BYyKaX
OT JIAIla MHOTUX — TO €CTh IIPU BCeU CBOeU
POMaHTU3UPOBAHHOCTH paXMaHUHOBCKOE
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TBOPYeCTBO OBLJIO Ha/leJIeHO HeCOMHEHHOM
00'beKTUBHOCTBHIO.

Boruronas crieKTp OCHOBHBIX 00pa3oB U
COCTOSIHHUM, KOMIIO3UTOP CyMeJl 3aTPOHYTh
caMble IJTyOMHHBIE U COKPOBEHHBIE CTPYHBI
4JesI0BeUeCKOH AyIy. OxHa U3 TaKUX CTPYH
OblIa cBg3aHa B My3blKe PaxMaHUHOBA C
9JIeTUYeCKHUMU HacTpoeHUIMHU. Ero Ha3bIBa-
JIY 3JIeTHYEeCKUM I1€BIIOM yXO/s1eit Poccuu.
JTO TaK, HO B €r0 3JIETUYHOCTH BBICBEYEHO U
HeuTO BHeBpeMeHHOe — U3BeYHas MeJlaH-
XOJIUSA PYCCKOM Iy1iy. OMH U3 TaKKUX 00pas-
I10B — OCHOBHas TeMa Tpembe2o KOHuepma.

Konuepm Ne 3, I uacms (3asepweHue)
JI.O. AHucHec (1.24)

Korpa cayraenrs I10j06HYI0 MY3BIKY, Ha
aMATh IIPUXOLUT TO, UYTO KaK-TO IIOMe-
Tl [IlorleH: cHaYyasia KOMIIO3UTOP ITHIIET
IIPOCTO M IIJIOXO, 3aT€M CJIOXKHO U IIJIOXO,
elllé I1037Ke CJI0KHO U XOPOIII0 U, HAKOHeIl,
XOPOIIIO U IIPOCTO. TO, UTO IIPUXOSUTCA I10-
poi ciblliaTh y PaxMaHUHOBA (Harogobue
IIPO3BYyYaBIlled TeMbI TpeThero KOHIepTa),
mopaskaeT CBOeU reHUAJILHOM IIPOCTOTOM —
IIPH TOM, UTO BHYTPEHHeE 3TO BeCbMa CJI0XK-
Has IIPOCTOTA.

BepHéMcs Telepb K Co/iep>KaTeJlbHOM
CTOPOHe IIpO3By4YaBIllell MY3BIKH (3TO
610 3aBepieHue I yacTtu). 37ech OTUET-
JIMBO IIPOC/IYIIINBAETCS OYEeHb BarkKHasd JJIsd
PaxmanuHOBa 1900-X romoB ujes IIpeo-
LOJIEHUs 3JIETUYHOCTU U JIMpU3Ma BOOO-
mie. [Tpu BCce¥ IIPUTATaTEIBHOCTH TOTO U
Ipyroro, reposs PaxMaHUHOBA IIOCTOSSHHO
COIIPOBOXKaeT MBICJIb 0 He0OXOAUMOCTH
YTBEPKIeHUs NeliCTBeHHO-AUHAMUYHOIO0
JKU3HEeOIYIIeHUs.

9TU IIpeojoJieBalIle U yTBep)KIalo-
Iye yCTpeMJIeHUs CBOE KOHIIeHTPHUPO-
BaHHOe BBIpa’keHHe I10JIy4aloT B QUHAJIb-
HBIX CKepIio. PaXMaHUHOBCKHE CKEpIo —
OIIATh-TaKH MHOTOCOCTaBHBIH CILIaB:

— 3TO CTUXUS aKTUBHOIO JeMCTBUI,
MOIIHBIM HAIIOp 9HEPIUH, KUIIeHUe CO3U-
JaTeJbHBIX YCUIUM;

— 39TO IyX BOJIEBBIX IIPEO/I0JIEHUM, TePOU-
yecKasi yCTPEeMJIEHHOCTS;

— U, KpOMe TOr0, 3TO IIpa3HUYHO-UT'PO-
Bas HACTPOEHHOCTH (TO, UTO UAET COOCTBEH-
HO OT CIIeITUGUKU CKEPI0).

TaxuMm o6pa3oM, HAJIUIIO I1eJIbIX TPU 06-
PasHBIX IIJIaCTa, CJIUBAKIIUXCA B eJUHOM
cuM6U03e, BL06aBOK K TOMYy BOUparIlleM
B ce0s1 0T3BYKU JIMPUYECKUX IMOLUM. BOT
KakK 3TO BBIIJIAAUT B QUHaIe Bmopo2o KoH-
uepma.

KoHuepm Ne 2, IIT uacmb
C. Puxrtep (1.00)

VTBep)Kgasi IIpUMaT JesaTeJbHO-JAUHa-
MUYHOTO >KM3HEOIYII[eHUsl C IIpeojoJie-
HHeM Ha 3TOM IIyTH BCAKOTO POJa 3JIeru-
YeCKUX, JUPUUECKU-Pa3MIATYEHHBIX U Mey-
TaTeJbHBIX HAaCTPOEHUU, TepOd MY3BIKU
PaxMaHUHOBa HEIIPUKOCHOBEHHBIMU [JIS
cebs1 cOXpaHseT [iBe CBATBHIHU, CBI3aHHBIE
C JIUPpUYeCKOU chepoil — MUP IIPUPOJHL U
obpas Poccun.

Mup IpUpoOALI B PyCCKOM My3bIKe BIIEp-
Bble UMEHHO B JIMIle PaXMaHWHOBA HAIIIE
CTOJIb IIPOHUKHOBEHHOTO KOMIIO3UTO-
pa-KUBOIUCIIA. B ero mpeTBOpeHUH ITOU
obpasHoU cheprl HAXOAUM JBe HauboJee
Ba’kKHble HUIIOCTAaCH — BO3BBIIIEHHO-0/Y-
XOTBOPEHHYIO JINPUKY ¥ paXMaHUHOBCKUM
UMIIPECCUOHU3M.

BO3BBIIIEHHO-0[yXOTBOP&HHAs JIMPUKA
IepenaéT CoCTOsIHME IYIIIeBHOM FapMOHUU
U YMUPOTBOPEHHOCTH, KOTOPOE POXKAaeT-
Cd B CO3epLiaTeJIbHOM yeIUHeHUH Ha JIOHe
OPUPOABI U B eJUHEHUU C €€ KpPaCOTOH.
Cpenu 06pasiioB — pomMaHChl «CHpeHb»,
«OCTPOBOK», «31eCh XOPOIIIO». B I1oceiHeM
3BydaT IIpUMeuaTesbHbIe CJI0Ba, PACKPbI-
Balollye CyTh II0J06HOTO COCTOSHUS:

31eCch HeT JII0JIeH,
3ech TUIIIMHA,
311ech TOJIBKO bor na ...

PaxMaHUHOBCKUU UMIIPECCUOHU3M BBI-
nessieTcsl GOJILIIUM cBoeobGpasueM. B oT-
JiM4ue, K IpUMepy, OT CaMOIleHHOM 3Ha-
YUMOCTH JIaH/IIadTa B UMIIPECCHOHH3MeE
Jle6roccH TeX »Ke JIeT, I10/J06HbIe 3apUCOBKU
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PaxMaHMHOBA HAIIOJIHEHBI UCKIHYUTEIIb-
HOU TPEIeTHOCTHI0, B HUX I1eMi3aKHbIN pOH
HeOTpPBIBEH OT B3BOJIHOBAHHOM 3MOITHO-
HaJIbHOCTH 4YeJIoBeKa, OCTPO M TOHKO YyB-
CTBYIOILIETO )KU3HB IIPUPO/IBL, €€ KPacoTy.

B 3TOM ero My3bIKa 6bLyIa OUeHb CO3ByYHa
Ier3a’KHOM KUBOIIKUCH JIeBUTaHa, TBOPUB-
IIIero TOIJa >Ke. B KauecTBe MJLIIOCTPAIAN
YCIIBIITUM Imroo-kapmuHy C dur op. 33 Ne 2
B UCIIOJTHEHUU caMoro PaxMaHUHOBA — 3a-
IIUCh apXWUBHAas, HO OHAa JaéT IIpezCcTaBJie-
HHe 0 TOM, KaK TOHKO YyBCTBOBaJI KOMIIO-
3UTOP IIPUPOJHOE OKPY’KeHHe U KaK yMeJl
IepefaTh 3TO Uepes3 CBOE IIPUKOCHOBEHUE
K KJIaBHIIIaM.

Imrod-kapmura C dur op. 33 Ne 2
C. PaxmaHmHOB (1.33)

31ecb caMoe BpeMs HallOMHHUTE O TOM,
uTo Ceprei BacuibeBUY PaxXMaHUHOB OBLII
BBIJAIOIIUMCA IHaHUCTOM. boJsiee TOrO,
MHOTHe CUMTaJIU ero HaruboJjiee 3HaUUTeJIb-
HBIM M3 IIMaHHUCTOB CBOEI0 BpeMeHH. Bu/-
HBII TEOPeTHUK GOPTEITMaHHOIO UCKYCCTBA
I'. KoraH yTBep>xaaJi: «M3 Bcex CIIBIIIaHHBIX
MHOIO ITMaHUCTOB s CTaBJII0 Ha IIepBOe Me-
cTo PaxMaHHHOBA; ero eJUMHCTBEHHOIO I
MOIy Ha3BaThb reHHeM; BCe OCTaJbHbIE —
He 60Jiee UeM TaJIaHTBI».

Cam PaxMaHHMHOB 4allle BCero BOCIIPH-
HUMaJI CBOM ITMaHUCTHUYECKHUHN TPYL KaK
IevaJbHYI0 He00X0JUMOCTh, 3apabaThiBas
UM XJ1e6 HaCyIHEIN. OJHaKO, CeB 3a POsJIb,
6bICTPO 3a6bIBasI 06 3TOM, YBJIEKaJICI U Ha-
YHMHAaJ TBOPUTH MY3BIKY.

Mys3bIKaJIbHBIA KPUTUK J. HbIOMeH I10C-
Jle OJJHOTO U3 IIePBBIX KOHIIEPTOB PaxMma-
HHUHOBA B JIOH0HE KPaCcCOYHO OIIHCAJ 3TO
IpoTUBOpeuHe: «MejIeHHO U IIOHYPO OH
BBIIIIEJI Ha 3CTPajy, IIedaJbHBIM B30POM
OKHUHYJI IIepeloJIHeHHBIN 3aJ1; II0KJIOHUII-
Cs1 CO CIep>KaHHBIM JJOCTOMHCTBOM, I10Bep-
HYJICS K POSJIIO C BUJOM OCY KAEHHOIO Ha
IBITKY, CeJI, H... IIOJIUJIach TaKasd MY3bIKa,
4YTO II0 CPABHEHUIO C Hel BCe OCTaJbHbIe
IIMAaHUCTHI II0Ka3a/IMCh BTOPOCTEIIeHHBIMU.
Hu Teneps, HU IIpesKe HUKTO HUKOTa He
HUTpaJsl TaK IIPeKpacHo».

BosBpairasce K pasroBopy 0 MUpe IIpH-
pozbl B My3blKe PaXxMaHHHOBA, CJefyeT
YTOUYHUTH: He IIPUPOJEI BOOOIITe, a pyCCKOM
IpUpozpsl. Y ¢ mei3a’KHBIMU TOHAMH 3a4a-
CTYI0 OBLIa CBA3aHa Jpyras CBATHIHA paxMa-
HUHOBCKOTO TBOpUecTBa — 06pas Poccuu.
3mech camas 6s1M3Kas apaJuiesb — 033U
AJsrekcaHapa biioka. PaxMaHHHOB U bJIOK CO-
3/1aJIM 3TAJIOHBI XY 0KeCTBEHHOI'O IIPETBO-
peHud 3Toro obpasa, caMoe 00Ie3sHaYuMOoe
U IIPOHUKHOBEHHOE B BUleHUHU Poccuu.

Poccuss PaxMaHHHOBA — 3TO JIMPO3IIH-
Ka, 6e3srpaHUYHasd IIIUPb U TO, UYTO HEPEIKO
BBI3BIBAaeT aCCOIMAllUU C IIJIaBHO TeKYIIel
PeKoM U TPOIIOH, BhIOIIekcd B 1mosie. 1 Bcé
9TO Ilepefaércs IIpeXkje BCero yepes Me-
JIoC — MeJioc 6ecKkpaliHUM («6eCKOHeuHas
MeJIOAMSI») U TUXUU, HAIIOMUHAIOIIUN O
HeOpOCKOH, HO YIUBUTEJIbHOM KpacoTe pyc-
CKOM IIPUPO/BL. BeIMKOJIeITHBIM 06pasioM
TAKOI'0 MeJioca ABJIAeTCS Me[JIeHHas 4acThb
Bmopoii cum@oHuu.

CumgpoHus Ne 2, I1I wvacms (penpusa)
E. CBetstaHOB (1.55)

PaxmaHMHOB U XX BeK

[Tocste «3BE3qHBIX» 1900-X rof0B 111 Pax-
MaHWHOBA, KaK U JIIs1 BCe! PYCCKOU KYJIbTY-
PBL, HayasICs «HaCTOAIIUN, HeKaJIeH/TapHbIN
XX Bek» (Tak BbIpasuiacb AHHa AXMaTOBa,
HMeBIIIas B BUAY, UTO KaJleHJapHbIN XX BeK
HauaJsicq elé B 1900-e, HO KOpeHHEIe Iiepe-
MeHBI Ipoucxoauiau B 1910-e). To, UTO aBHO
yoKe 3peJIo IIpeuyBCTBUAMU KapAHaJIbLHO
HOBOTO, ¢ Hauasia 1910-x rofoB 6YpHO II0[-
HUMAaJIOCh Ha II0BEPXHOCTH KU3HHU, U Pax-
MaHHWHOB JI0 U3BECTHOM CTeIIeHH IIbITaJICs
OTBETUTH Ha BBI30B BpeMeHH.

B psze ciy4daeB eMy yJaBajoch Habpo-
caTb TOYHBIE, IpKHe IIOPTPeThl ¥ 3apHUCOB-
KH, CBI3aHHBIE C Pe3K0 U3MEHUBIIIECS pe-
aJIbHOCTBI0. Takoe BcTpevaeTcs, HallpuMep,
B OT/[IeJILHBIX IIbecaX U3 JBYX CePUHU ITIO-
noB-KapTHH (op. 33, 1911; op. 39, 1917). Bot
KaK 9TO0 BBIIJIIUT B Imrode-kapmuHe a moll
op. 39 Ne 6.
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Imrood-kapmuHa a moll op. 39 Ne 6
JI.O. AHncHec (1.36)

OTMeTHUM B IIPOCJIYIIaHHOM IIbece /JBa
HauboJiee Ba’KHBIX MOMEHTA, YKa3bIBalo-
IIIMX Ha IBHO COBPEMEHHYI0 CTUJIUCTUKY.

Bo-miepBBIX, XOTA IOL06HAasA My3blKa B
4EM-TO U OTTAJIKHUBAETCA OT «JIeMOHOJIO-
run» XIX Beka (HalrpuMep, OT JIUCTOBCKOTO
«MedUuCTO»), TEM He MeHee 3TO 06pas yxe
SIBHO WHOU TeHepaliiu — TO, YTO BeJI0 K
BeCbMa XapaKTepHOU A1 061u4bs XX CTO-
JleTUs UHQepHaJIbHOU («aCKOM») CTUXUU
U IIepeJiaBaJjio 3aBeloOMO TeHeBble, HeraTHB-
HbIe CTOPOHBI BpeMeHH, ero «IbsIBOJIHALY»
(Ckpsi6UH B CBOEM TBOpYeCTBe 0603HavasI
9TO IIOHATHEM caTaHu4YecKHUu). KcraTtu, He
clydyaHO PaXMaHMHOB COIIpHKacaeTcsd
3[leChb C aTOHAJIbHOCTHIO: 3BYKOBOM ITIOTOK
CKOJIB3UT, yTPauuBasi yCTOMYUBOCTE OCHOB-
HOI'O TOHA, pa3MbIBas eé.

U, BO-BTOPBIX, IIPOCIIYIIAHHBIN JTHO/-
KapTHHa HaCKBO3b IIPOHU3bIBaeTCS ypba-
HUCTAYECKUM PUTMOM KaK 3HAKOM «HH[Y-
CTPHAaJIbHOM 3II0XU», IIPUYEM BBU/Y YCKO-
peHus TeMIla CO3JaéTcs BlleyaT/IeHUe pas-
TOHAIOIIEr0Cs IOKOMOTHBA (eCaTUIeTUEM
1103>ke QppaHIly3CKU KOMITI03UTOp OHerrep
IIOAXBATHUT 3Ty UZEH B «CUMPOHUYECKOM
OBM)KEeHUM» II0J] HasBaHUeM «Ilacupuk
231»).

CBOIO HEOOXOMMYIO JIEIITY B IOA0O6HOE
BIIeYaTJIeHUe BHOCUT JKECTKOCTb TOHA, OT-
qy’Kzarolas oT IIpe/iCTaBJIeHUH 0 YesloBe-
4yeCcKOM HauaJsie. CTOUT 3aMeTUTh: UTO-TO B
peanuax XX BeKa OTHIOABL He OBLIO UyKI0
PaxMaHUHOBY — HaIlpUMep, OIIyIlleHHe
CTPEeMUTeJIbHOIO JUHaMu3Ma. V3BeCTHO,
YTO KOMIIO3SUTOP CTaJI 3aB3ATHIM aBTOMO-
OMJIMCTOM U JIOOHJI e3IUTh Ha O0JIBIIHNX
CKOPOCTSX.

[leHTpaJbHBIM IIpOU3BeLeHUEM Pax-
MaHUHOBA Ha BBIXO/e B XX CTOJIeTHE CTa-
Jla KaHTaTta «Kosn0Ko.a», HallUCAaHHAsA B
1913 rogy, Kak pa3 HaKaHyHe KpOBaBBIX
6aTtanuii [lepBoii MUPOBOI BOUHEIL. B 1moc-
Jle0BaTeJIbHOM [IBU)KEHUU €€ YeThIpPEx
JacTel KOMIIO3UTOP II03TAIIHO 3arevaTiie
TPaeKTOPHIO CYyALOBI CBOEr0 IIOKOJIEHUS —

IIOKOJIEHUS HOCUTeJIeM KYJIbTYpPhI «Cepe-
OpPSHOTO BeKa»:

— I yacTh — yepe3 KapTHUHY CBaJleOHOTO
KOpTerKa IlepeJaloTCs Te HafleoKbl, CBeT/Ible
YIIOBaHUS U I'eJOHUCTUYECKI e HACTPOEHM ],
C KOTOPBIMH paxMaHUHOBCKOe II0KOJIeHUe
BBIXO/IWJIO HAa apeHy KU3HU;

— II yacTb — «CHBI 30JI0THIe», OJIa’KeH-
CTBO I'P€3 U AYIIIeBHBIX yCJla]], y0artoKUBao-
11asl aypa YMUPOTBOPEHUS U BCEIIPOHUKA-
IOII[eT0 JINPU3Ma,;

— III yacTh — BTOp>XeHHe OTHEeHHOU
cTUXUU XX BeKa, ellé OJUH CTPeMUTEIHLHO
MYaIUNICI «JIOKOMOTUB» 3II0XH, 6e3yMmue
eé MATeKeU U I10’KapHll], a TaKXe CKOpO-
HBIY CTOH U IlJIa4 )KePTB IIPOUCXOMAIIETO.

Konoxkoaa, IIT uacms (cpedHuli pazden)
K. KoggpamuH (1.40)

[Tocie sToro ciaepyet IV yacte — «du-
HUII» IBOJIIOIIMU PaXMaHHUHOBCKOIO II0KO-
JIeHUs, KapTHHAa I1I0rpe6eHrs 6e3B03BpaTHO
YXOJAIIero IIpoIIor0 U MpavyHas TpHU3HaA
110 HEMY.

VIMeHHO B 3TU TOAbI KPYIIEHUS IIpeX-
Hero >KH3HEHHOIO YyKJaja KOMIIO3HUTOP
CTPEMUJICA IIPOTHUBOIIOCTaBUTEL Pa3pyIl-
TeJIbHON CTUXUU HOBOTO BeKa MY>KeCTBeH-
HO-CTOMYeCKOe BOCIIPULTHE IIPOUCXOAIIIe-
T'0 ¥ 3TOC BBICIIIETO HPaBCTBEHHOTO 3aKOHA,
OITHPAIOIIeTOCd Ha TPaSUIIMOHHEIE PeJIUTH-
O3HEIE YCTOH.

B BOKaJILHOM MYy3BIKE OH BBIJIBUTAET 0CO-
OBIM JKaHp «JyXOBHOM IIPOIIOBeaN» («XpH-
CTOC BOCKpec», «O6pOYHUK», «BOoCKpellie-
HUe Jlazaps», «113 EBaHresusa oT MoaHHa»),
a B XOpOBOU cdepe CO3AET 1BA MOHYMEH-
TaJIbHBIX IIaMATHHUKA MY3bIKaJIbBHOIO IIpa-
BocygaBua: «Jlumypeus HoaHHa 3.amoy-
cma» (1910) u «BceHouwiHoe 60eHue» (1915).

HasBaHHEbIe Ba IPOU3BENeHUS — JIyY-
11ee, HauboJIee 3SHAUUTEILHOE U3 TOT0, UTO
[lajia pyccKas IyXOBHas My3bIKa BpeMéEH eé
«peHeccaHca», IPOUCXOJUBIIEr0 B KOHIIE
XIX 1 HauaJsie XX cToJsieTHd. 1, KaK 3TO rOBO-
PHJIOCE y>Ke B OTHOIIIEHUH KOJIOKOJIBHOCTH
U «OpHeHTa», OIAThL-TAKH HAaXOJUM 31eCh
6e3yIlIpeyHy OPTaHUYHOCTh U BIleYaTId-

206



2019, Ne 1 %’,

JlekTopcKasi TpH6YHa. ABTOPCKUE KyPChI

IOIIYI0 CHJIY B IIPETBOPEHUU MHOTOBEKOBOM
TPagUIUH.

OTxesbHBIEe HOMepa 3TUX IIPOU3BeleHUM
HaIlOMUHAIT IMaHUXUAY — TO, AeHCTBHU-
TeJIbLHO, OBLJIO OTIIEBaHHMEM 6e3BO3BPaTHO
yXO[dIled a110Xu. BoT wacTte Jlumypauu co
cJI0BaMH «bJ1arocIoBH Aylie Mosi, [0CIIofw».

«/Iumypeus HoanHa 3aamoycma», Ne 2
H. MatBeeB (1.15)

B ycioBugax npoucxopusinero B 1910-x
rojiax paJiuKaJbHOI0 0OHOBJIEHUS XyI0XKe-
CTBEHHBIX IIPUHITUIIOB MY3bIKa PaxMaHU-
HOBAa OKa3aJjlaCh OTTeCHEHHOMN Ha BTOPOH
m1aH. ¥ BCKope KOMIIO3UTOpPa HacCTHUTaeT
CJIeLYIOIUN TBOPYECKHUH KPHU3UC, HEH3-
MepUMO 6o0Jiee 3aTSOKHOM, 4yeM IIepPBBIY,
KoHIIa 1890-x. MosiyaHue IJIUIOCH IIOUTH
mecsaTuyeTHe. XapaKTepHO, YTO Ha4yasaoCh
OHO B 1917-M, KaK pas B rof; K0JI0CCaJIbHOI0
CJIOMa, IIepeBepPHYBIIIEero BCE U BCSI B COLU-
aJIbHO-TIOJIUTUYECKOH )KU3HU CTPaHBL.

PaxMaHHHOB IIOKHJaeT POAUHY, JOJITO
npucrocabsmuBaeTcsa K ObITY 3amaza, 4To,
KOHEYHO JKe, TO’Ke He CII0CO6CTBOBAJIO OBI-
CTPOMY BO3BpPAIlleHUI0 K CO3LaHUI0 MY3bI-
KH. Me/lJIEHHO U TsDKeJIO 3TO BO3BpallleHHe
HayasJoCh TOJBKO CO BTOPOM ITOJIOBHHEI
1920-x ro0B. OKOHYATEJILHO aJalITUPYeTCsd
PaxMaHMHOB K HOBOH 3rtoxe B 1930-e.

Ho Temeppr u XX Bek IIOII&J HaBCTpe-
4y KOMIIO3HUTOPY, IIOCKOJIbKY B MCKYCCTBe
I10JI0Cy OyHTapCcTBa U HUCIIPOBEP>KeHU
KJIACCUKYU CMEHUJIO CTpeMJIeHUe BepHYTh-
Cs1 K TPQUIIMOHHBIM YCTOSIM. B aTOM cuTya-
IIMY TBOPYeCTBO PaxXMaHMHOBA KaK OBLJIOTO
npexacraBuTesa KiiacCHyecKoM 3II0XH CTa-
HOBUTCS 3aHOBO BOCTPe60BaHHBIM.

/iBa oueHb OJIM3KHE MeXXAY CO60M IIpo-
U3BefleHUs (B CYIJHOCTH, BBIIIOJIHEHHEIE
II0 OTHOM KOMIIOSUIIMOHHOM MOJeIU) OH
IUIEeT B BeCbMa CBOe0OpasHOM BapuaHTe
HeOKJIaCCHUIM3Ma — XYA07KeCTBEHHOI0 Ha-
IIpaBJyIeHus, KoTopoe K 1930-M rogaM ctasio
BeIyIIIMUM B MHUPOBOM MY3bIKe. ITO «Bapua-
uuu Ha memy Kopesaau» pgjig GopTernnraHo v
«Pancodus Ha memy IlazcaHuHu» 1y Gopre-
IIHaHO C OPKECTPOM.

PasyMeeTcs, IiepeJ; HAMU 0COBpeMeHeH-
Has KJIaCCHKa, UTO CKa3bIBAeTCI B OCTPOTE
pUTMa, TapMOHUU U apTUKYJIALUY, a TaK-
JKe B JKECTKOCTU TOHA, BHYTPEeHHEU HEepB-
HOCTH, B JUHAMUYHOM TOHYyCe U XOJIO/IKe
ratio, UyIleM OT HOBOM 3IIOXU C eé IIpar-
MaTHU4YeCKUMHU HAKJIOHHOCTSIMU. BOT Kak
BBITJIAUT MOJepHHU3aIUs KJIaCCUYeCKON
TpaguIiuy B Bapuayusx Ha memy Kopeaau.

Bapuayuu Ha memy Kopeaau
(sapuavuu I u III)
0. Cirecapes (1.10)

Haxopsch IIOC/IeHIOI0 YeTBepTh BeKa
CBOeH »KM3HHU BIaJIdu OoT PoauHbl, PaxMaHU-
HOB HEM3MeHHO XpaHWI B cep/ile eé obpas.
A.TosbeHBeNM3ep IepefaéT pacckas MocC-
KOBCKoro MmyssikaHra C. IlysibBepa, KOTOPBIH
B 1920-x rogax 6511 B [Tapioke, 3a11és B My-
3bIKaJIbHBIN MarasuH, CTaj pacCMaTpUBaTh
pasIoKeHHbIe Ha IIpUaBKe HOTHL U BAPYT
3aMeTHJI, YTO PsilOM CTOUT PaxXMaHUHOB.

Cepreii BacusibeBUY y3HaJ ero, OHU II0-
3[0pOBaJINCh, U PaxXMaHMHOB HayaJs pac-
CIIpaiuBaTh 0 MOCKBe U MOCKOBCKUX [le-
JaX, HO II0CJIe HeCKOJIbKUX CJIOB 3apbliall
U, He IIPOCTUBIIHCE C [IysIbBepOM, BBIOEKAJI
U3 MarasuHa. l'osbaeHBelsep nob6aBJiseT:
«O6p1YHO PaxMaHUHOB He ObLII 0COOEHHO
9KCIIaHCHUBEH B IIPOSBJIEHUU CBOUX YyBCTB;
U3 3TOI'0 MOXKHO 3aKJIIOUYUTH, 10 KaKOH CTe-
HeHU 60JIe3HEHHO OH OINyIasl OTPBIB OT
PouHED».

O6pas Poccuu ocraBasics [I1s1 HETO CBIThI-
Hel CBATBHIHB, II03TOMY B CBOEM II0C/IeJHEM
[IPOU3BeleHUH, « CUMPOHUUECKUX MAHUAX»
(1940), Bocco3zaBas B My3bIKaJIbHBIX 00Opa-
3axX CUTyallHI0 Havajla BTopoll MUpPOBOM
BOMHEI, OH aéT B anuIore ¢uHaga UCTO-
BO ¥ I'PO3HO 3ByYallyl0 UCKOHHO PYCCKYIO
TeMy — TO OBLJIO IIPOPOYECTBO MUCCUU Poc-
CHH, CIIacllled MUP OT TUTJIEPOBCKOIO I10pa-
OOIIIeHUsI.

B 3aBepIiiieHre pasroBopa 0 TBOPYECTBE
PaxMaHMHOBA IPO3BYYUT Havajo ero Ipe-
muell CUM@POHUU, HATITUCAHHOM B CepeiriHe
1930-x rozoB. Tpu o6pasa — 3TO TPHU XY[0-
’KeCTBEHHBIX IIPOeKIIWH IJIaBHOI'O B )KU3He-
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OLIYIIleHUH KOMIIO3UTOpa TeX JIeT: ipaMa- 3MOLIMOHAJIbHOIO IIPU3HAHUS B JIIOOBU.
TUYeCKUU BCILJIECK BCTYIIUTEIbHBIX TAKTOB 1 9T0, KOHEYHO, JIF060Bb K Poccuu.
(rposoBasi atMocdepa BpeMeHH), a 3aTeM

«POXKKMN» (TakK, Cyrybo II0-pyCcCKU TPaKTO- Cum@oHus Ne 3, I uacmo

Basl PaxXMaHUHOB 3By4aHUe JlepeBsIHHBIX E. CBets1aHOB (1.03)
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Ha nmepeceueHuu rpaHen
001IeXy/10KeCTBEHHOI'0
IpOCTPaHCTBA

B 2018 roxy 6pLIH M3AaHBI IBA IIEPBBIX
TOMa KOJIJIEKTUBHOIO COOpHUKa «/lhajor
HUCKYCCTB W apT-apagurM» (OTB. pefak-
TOP-COCTaBUTEJb — JIOKTOP HCKYCCTBO-
BesleHUs, ipodeccop A.U. /leMUyeHKO). ITO
COOBITHE CTAJI0 3HAMEeHAaTeJbHON BeXOou
JKHU3HU He TOJIbKO /11 CapaTOBCKOM KOH-
CepBaTOPHH, HO U JaJIeKO 3a eé IIpefeslaMH.
B ripepjraraeMoM CO0pPHUKE IIpe/iCTaBJIeHbI
TeKCTBI, aBTOPAaMHU KOTOPBIX SABJIAIOTCA Ha-
YUYHBbIe COTPYLHUKU [[eHTpa KOMILJIEKCHBIX
XyI0’KeCTBEeHHBIX HcciefoBaHu CapaToB-
CKOHM TOCyZapCTBEHHON KOHCepBaTOPUU
umeHu JI.B. CobrHoBa. IIIUpOKUI TeMaTH-
YeCKUM CIIeKTP 3THUX TEeKCTOB OTpakaer
pasjuyHble HallpaBJIeHUS MHOIOCTOPOH-
Hero IIPOCTPaHCTBa HayYHBIX U3BICKAHUM
Y4Y4aCTHUKOB TBOPYECKOTO IIPOEKTA.

[[eHTP KOMILJIEKCHBIX XY/ 0KECTBEHHBIX
HUCC/IeIOBAaHUU OBLI CO3/IaH I peaaunsa-
IITUM HOBAaTOPCKOM HJIeH, OTpaKarolleu Iie-
pefoBhle TEHAEHIIMH COBPEMEHHOIO 3Ha-
HU U [IPeI10/Iararole IIOUCK HOBBIX BO3-
MO>XHOCTEeH pasBUTUA UCKYCCTBO3HAHUA
Ha IlepeceuyeHuMr CMe’XHBIX HayK B pycJe
MEeXX/IUCIIUIIIMHAPHBIX B3aUMOZeHCTBUM.
KoHeuHOH I1esIbI0 3TOTO IIpoliecca CTaBUT-
Cs1 I1eJIOCTHBIM 0XBaT MHUPOBOM UCTOPUU U
KYJIbTYpPBI, BCceob1iee (yHUBepCaJIbHOE) HC-
KyCCTBO3HaHHUE.

Teorpadusda IlenTpa obmupHa. B ero co-
CTaB BOIIIM aBTOPUTETHLIE YUYEHbIe, UMe-
Ha KOTOPBIX IIIUPOKO M3BECTHHI, a TAKXKe
3apy6esxHble aBTOpPHI (beslapych, YKpauHa;
B II0CJIeJHee BpeMs K HUM IIPHUCOeJUHU-
JIUCH IIpeficTaBUTeIn Abxasuu, CI0BaKuy,
®paHnuu U CIIA). Kpyr oxBaTbIBaeMBbIX
IIpo6sieM MHOroobpaseH: KOMILJIEKCHBIN U
I1eJIOCTHBIN IT0/IX0J) K MCKYCCTBO3HAHMUIO,

]

S

azmnor UCKyccTB
1a qpr-ﬂqpunurm
|

}
4Uaaor ucKyccTs
ju up‘r-ﬂupclaurm
|

>

~
N

> >

Cratbu. Ouepka. (Matepuaasi Crartbu. Ouepku. (MaTepuaasbi

Tom | Tom Il

Jlruajior UCKyCCTB U apT-llapaurM.
Cratbu. Ouepku. MaTepHaJsisl / pef.-CoCT.
AM. lemueHnKo. CapaToB: CapaToBCcKas
rocyapCTBeHHas KOHCEpBaTOPUA UMEHU
JI.B. CobuHOBa, IJeHTp KOMILJIEKCHBIX
XYL 0KeCTBEHHBIX HUCCIe0BaHu, 2018.
T.1.200 c.; T.II. 230 c.

ISBN 978-5-94841-315-0 (T. )
ISBN 978-5-94841-314-3 (T. 1)

3asBJIEHHBIA B Ha3BaHUU KOJIJIEKTUBHOIO
c60pHUKa «/luajior UCKYCCTB U apT-liapa-
IIUTM», METO/Ibl CEMUOTUYECKOTO aHaJIN3a,
CUHTE3 MCTOPUYECKUX XY[0’KeCTBEHHBIX
CHUCTeM, pa3paboTKa B3aUMOCBI3U HUCKYC-
CTBOBEJUECKHUX U CIIeIlMaJbHO-HayYHBIX
MeTO/I0B HCCJIeL0BaHUs, OCMBICJIEeHUE UC-
KYCCTBA C IIO3UIIHUI CHUHEPreTUKH, UCII0JIb-
30BaHHe PecypcoB KOTHUTUBHOIO II0X0/ia
U KOMMYHUKaTUBHO-aKCHUOJOTUYECKON
MeToz0sI0rHUH. IIoAT0OTOBIEHHBIE K IIeYaTu
TPeTUU U YeTBEPTHIN TOMA JaHHOIO COOp-
HUKAa BBIJIBUTAIOT HOBBIE IJIOLOTBOPHEIE
HUJley, pacKpbiBas JajbHeMUIlre Iepcliek-
TUBBI pa3BUTHA lleHTpa KOMILJIEKCHBIX XY-
I0’KeCTBEHHBIX UCCIeJOBaHUM.
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KoHcTaHTBI OBITHS
U MHBapUaHTHI
oOpasoBaHUsA

[TecTo¥ BBIIIYCK cOOpHUKa «Mccuenmo-
BaHUI T'YMaHUTapPHBIX CUCTeM» IIOCBAIIEH
OUCKYCCUU O BO3MO>KHBIX NHBapUaHTHBIX
OCHOBAHUAX JUAAKTUYECKON TeXHOJIOTUU
Y BU3yaJIM3allUU 3HAHUM Ha OCHOBe QyH/Ia-
MEHTaJILHOTO0 MeTO/[a JIOTUKO-CMBICJIOBOTO
MO/IeJIUPOBaHUS.

AfnpecyeTcs clleljdaJIACcTaM B 06J1aCcTH
TeXHOJIOTUHN 00y4yeHUs, YUEHBIM U IIpaK-
TUYEeCKUM pabOTHHUKaM OOIIero cpemHero
U CpefHero npodeccuoHaJIbLHOIO 06paso-

BaHUA.

Vet humanitas
cloTnua
humanitas

UCCJIIEJOBAHHUA
F'YMAHUTAPHbIX
CHUCTEM

KoHcTaHTbI 6bITHS
W MHBapHaHThI 06])83038]-[145[

Brimyck 6

Brinyck 6

HccemoBaHus TYMaHUTAPHBIX CUCTEM.
BeIrn. 6. KOHCTaHTHI OBITHS X MHBapPUAHTHI
obpa3oBaHud / Hay4uH. pefi. X COCT.

B.3. IllTettH6epr. M.: HUU MIKOJIBHBIX
TexHoJIorui, 2018. 176 c.

ISBN 978-5-91447-194-8
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