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CpesHeBeKOBbLE

(om Pooicdecmea Xpucmoea
K XIII cmoaemuro).

BocTOoK M 3amaz

CyTb ITyOJIUKYeMOTO YKYPHAJIOM
IIMKJIa OYEPKOB COCTOUT B TOM, UTO IIPU
MaKCHMaJIbHOU KOMITIAaKTHOCTHU U3JI0KEHUS
B HEM OCYIIeCTBJIIIETCS CBOAHBIM 0630
OCHOBHBIX SIBJIEHUM MUPOBOH XY/I0KECTBEHHOMU
KYJIbTYPbl, OXBAYEHHOH B 11€JI0M KaK C TOYKHU
3peHHs 00IIIeCTOPHUUECKOT0 ITpoIlecca, TaK 1
B OTHOIIIEHUU Pa3/IMYHBIX BUIOB TBOPUECTBa
(JimTepaTypa, U306pasUTeIbLHOE UCKYCCTBO,
apXUTEKTYpa, My3bIKa, TeaTp U KUHO). [Ipu sToM
TIPeo/I0JIeBaeT s IIPUBBIYHAS PYOPUKAITHSI
110 HaITMOHAJIbHBIM IITKOJIaM U pa3/eseHue
Ha OT/leJIbHbIe BU/IbI UCKYCCTBA C IIPUCYIIEN
Ka’KI0OMy M3 HUX KaHPOBOM CllelpUKaIiel,
YTO OTBeYaeT ITI03SUTUBHLIM TeH/IeHITUAM
rj06au3aIiiy U 06ecIieunBaeT I1eJIOCTHOe
BUJIeHHE Xy/I0KeCTBEHHBIX peHOMEHOB.
[TpexycMaTpuBaeTCd II03TAITHOE pacCMOTpeHue
CJIEIYIOIITUX XYI07KEeCTBEHHO-UCTOPHUYECKUX
IepuooB: [[peBHUN MUP, AHTUYHOCTD,
CpenueBekoBbe, BosporkneHue, bapokko,
[IpocserieHue, PomaHTU3M, [IocCTpOMaHTU3M,
MopepH I, MogepH II, MogepH III, IloctMozepH
U B KaueCTBe I10CIeCIOBUS — «30JI0TOM BEK
PYCCKOM XyT0KECTBEHHOU KYJIbTYPbI».

The Middle Ages

(from the Birth of Christ
to the 13th Century).
The East and the West

The essence of the series of essays published
by the journal is that with a maximum
compactness of the presentation, it provides
a summary of the main phenomena of world
artistic culture, covered in its entirety both
from the point of view of the general historical
process, and in relation to the various arts
(literature, the fine arts, architecture, music,
theater and cinema). At the same time,
the customary categorization according
to national schools and the division into
the separate respective arts with the genre
specification inherent in each of them are
overcome, which answers the positive trends
of globalization and provides a holistic
view of artistic phenomena. The following
artistic and historical periods are considered
in stages: the Ancient world, the Greco-Roman
world, the Middle Ages, the Renaissance
era, the Baroque period, the Enlightenment,
Romanticism, Post-romanticism, the first,
second and third Modern periods,
Postmodernism, and, as an afterword, —

“The Golden age of Russian artistic culture.”
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pedHeseKo8be — HCTOpPUYeCcKasl spa

MeJXX/ly 3aBepllawle ¢azo AHTUY-

HOCTH U HavyaJIbHOM CTaZeU 3II0XU
BosporkaeHus.

Taxoe o603HaueHue (CpedHue BeKa) —
COBepIIIeHHO YCJI0BHO, OHO BO3HUKJIO I10Y-
TH KaK HeJjopasyMeHUe U3 CYObeKTUBHBIX
y6eXIeHUuM mpejcTaBUTeIer Bo3poxkze-
HUs, KOTOPBIe CYUTAIH, UTO MeXAy pac-
IIBETOM KYJIbTYPbl B aHTHUUYHLIe BpeMeHa
U 803p0ONCOeHUeM 3TOTO pacliBeTa B 3IIOXY
PeHeccaHca 1poJierasa Iojoca «meémHblx
6eK06», He UMeBIIlad I10JIb3BI I IIporpec-
ca, HEKUM oCcajHBIN IIpobesl B pasBUTUU
I[IUBUJIN3AIIUU, — OTCIO/Ia 0003HaueHUe
DAHHOTO BpeMeHHU KaK 4Yero-To IIpOMexKy-
TOYHOTO, IIPOXOHOTO.

Ho, BO-TIePBEHIX, Te CTOJIeTHSI HEBO3MOX-
HO paclieHuBaTh KaK YTO-TO CIAy4YarHOe U
OecriesIbHOE, IIOCKOJIBKY YeJI0BEYeCTBO B
CBOEM /[IBMD)KEHUM 3aKOHOMEPHO I 0JIKHO
OBLI0 IPOMTH JAHHBIN 3TaIl. [, BO-BTOPBIX,
3TO OrPOMHOE HCTOpPHYECKOe HM3MepeHue
(IpuMepHO OT HayaJsia Hallled 3pbl U [I0UTHU
o XIV Beka) IIpUHECJIO OO0JIBIIYI0 XY 0Ke-
CTBEHHYIO KYJIBTYPYy CO CBOUMH JIOCTHKe-
HUSIMU U BepIIHHAMMU.

IIpx BCéM TOM CieflyeT IIPU3HATh, YTO
IIPUYKHBI I II0IBJIEHUA CY>KIeHUN 0 KpU-
3HCe KyJIbTYPHI BO BpeMeHa Cpe/lHeBeKOBbS
6bL1u. ['J1aBHBIM 006pa3oM 3TO KacaeTcs 3a-
ajgHoM EBPOIIEI, KOTOpAas Iocjae AHTUYHO-
CTHU IIepekKuJja [JIMTEeJBHYI0 II0JI0CYy TaK
HasbIBaeMOI0 8apeapcmaa.

[IpMeyaTeIbHO, YTO BapBapCcKoe Ha-
4aJIo0 BCé HaCcTOMYMBee BXOAMJIO B )KU3HbB
U UCKYCCTBO PuMa IIepBbIX BEKOB Halllel
9pbl — PriMa, KOTOpBIN OBLI TOTZA GopIIo-
CTOM ITMBUIM3AIIUU. BXOAMIO KaK U3HY-
TPH, TaK U U3BHE.

UToOBI IIpeACTaBUTh, KaK OHO BXO[U-
JIO USHympu, B XOJie CaMOpPasBUTHUSA 3TOU
IPaHAWO3HOM M 6JIMCTaTeILHOM KYJIBTY-
PBL, BO3bMEM, K IIPUMeEPY, PUMCKUU CKYJIb-
IITYPHBIN IOPTPeT. B X0/ie er0 3BOIIOIUU
HapacTaJd TeHJeHIIUH K OIIPOIeHUI0 U
Orpy6JIeHUI0 B MOJ|eJIMPOBaHUH UesioBeye-
CKOT0 06JIMKa.

Cka3aHHOe KacaJoCh Jake IIepPBOIO
Jiara PUMCKOH Jiep>KaBbl — MMIIepaTopa.
Ecyi 06paTUTHCA K U300pakeHUI0 PUIHII-
na ApaBuTsiHuHa (cepenuHa III Beka H. 3.),
TO Cpasy >kKe BOSHUKAaET BOIIPOC: Ije UMIIO-
3aHTHOCTB, BeJIMKOJIeIINe U [JapCTBeHHas
OCaHKa Iie3apeu «30JI0TOr0 BeKa» pUMCKOMU
HCTOPUH, TOTO Ke ABrycra?

JTOT IIepCcoHa)k — U3 yUepenbl TakK Ha-
3bIBA€MBIX «COJIZATCKUX» HMIIEPATOPOB,
TO eCTh TeX BOeHayaJbHUKOB, KOTOpPEIE
3aXBaThIBaJIU BJIACTH IIPU IOAJEPKKe ap-
MUU. U COOTBETCTBEHHO — HU3KUU JI06, TS-
>KEJIBIU I10/I00PO/I0K, BHEIITHOCTH YesI0BeKa
U3 HU30BOU CpeJbl.

Kak u y ®uiauia ApaBUTIHHUHA, IIPO-
3BUIIle UMIlepaTopa MakcuMyuHa ®PpaKkuii-
na (cepefyHa TOTO JKe BeKa) TOBOPUT O ero
IIPOUCXOXKIEHUH C TaJIEKON Ilepudepuu
PYMCKOM UMIIEPHUH, TO €CTh C «BapBapCKUX»
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Ha. 1. KoHcmaHmMuH
(ckysibnmypHblil nopmpem, Pum).
Mpanmop, okosao 325 2oda.
Kanumoauiickue my3seu,

/leopey, KoHcepeamopos, BHympeHHuil 080p.
Pum, Hmaaus

TEePPUTOPHUN. 3amedaTyieHO 06IMYbe upes-
BBIYAaWHO BOJIeBOe, BjacTHoe. KopoTkas
CTPU)KKa 4esioBeKa, MeHee BCero o3abo-
YeHHOI'0 CBOeU BHEIITHOCTBI0, KBapaTHHIN
I10J00POJOK, YKECTKIE YepPTHI JIUIla — UyB-
CTBYeTCs, UTO IIepCOHa C TaKUM «KaMeH-
HBIM» JIAIIOM He OCTaHOBUTCSI HHU Ilepe[
4yeM IS TOCTHYKeHUS CBOUX IeJIei.
BcMmatpuBasice B 06auk KoHcTaHTH-
Ha (KoHcTaHTHH BesMKu#i, UMIIepaTop C
306 roma, ocHOBaJI HOBYIO CTOJIMIly PHM-
CKOM UMIlepuHu — KOHCTaHTUHOIIOJIb, I10]-
Zep>KUBaJI XpUCTUAHCTBO), HETPY/HO 3aMe-
TUTh, KaK Ha JaHHOM MCTOPUYECKOM 3Talle
B3aMMO/IEVICTBYIOT U COeIUHAIOTCA YoKe 1Ba
acIieKTa: «BapBapCTBO» U XPUCTHAHU3AIIs.
UpesMepHO KPYITHOMY, VIIPOIIIEHHO BBLIe-
IJIEHHOMY JIMITY IIPU/IAHO BBIpakeHUe Ha/l-
JIMYHOM, MUCTHUYECKOH OyXOTBOPEHHOCTH.
B 3TOM OTHOIIIEHUH 0COO6EHHO oOpaljaeT
Ha ce6s1 BHUMaHUe KakK Obl 3aKJIMHAIIIUH,

«OCTEeKJIEHEBIIIU» B3TJIA, TUIIEPOOIU3UPO-
BaHHO OTPOMHBIX IJ1a3.

[ToppITOXKUBAsL, HAXOUM B I1€JI0M CJIELY-
IOII[Me XapaKTepHbIe YePTHI: II0AUEPKHYTO
JKEcTKad JIellKa JIMIa, IIpefesbHass Cypo-
BOCTb, IIepBO3/laHHas MOIb — TaK, 06pas-
HO I'OBOpS, U3 PUMCKOM TOTH IIOCTEIIeHHO
BBIpacTaJjl BapBap.

Emé 6oJiee CUIBHON U CYIleCTBEHHOU
OblyIa BapBapu3aliusg U38He — HUMeeTCd B
BUJly HEOCTAHOBHUMBIN UCTOPHUYECKUH II0-
TOK IIPHUIIEAINNX B ABM’KeHHe Hapo/o0B,
HaceJIBIIUX OKPauHbBI PUMCKOM UMIIEPUH.
WX BTOp>XKeHUA HavyaIUCh co Il Beka H. 3. U
COIIPOBOXKIA/IUCEH paspyllleHrueM ropojoB,
XpaMoB, ITaMATHHUKOB HCKYCCTBA.

Ha pyurHax PUMCKON UMIIepUU BO3HUK-
JIX BapBapCKHe KOPOJIeBCTBA, YPOBEHb
[UBUJIM30BAHHOCTH KOTOPBIX, MO’KHO CKa-
3aTh, OBLJI paBeH HYJIIO. B MCKyCCTBe IIpOU-
301118JI COOTBETCTBYIOIIINU «COPOC»: [TAPUIU
HaWBHOCTB, TPyOOCTh, IIPUMUTHUB.

Eciy, 11pofiospKast IMHUIO «11apCTBEHHBIX
0c06», OIleHUBATh CKYJIBIITYPHYIO IPYIIILY
«/lBa uMmnepartopa» (Hauaso IV Beka), To
IPUIETCA IIPU3HATD, UYTO IIPUMUTHBU3AIIUA
Ll0BeJieHa 3/1eCh JI0 IIPSIMOT0 ypojacTBa. M He-
n3berxHa KOHCTaTalusa Toro ¢pakra, 4To B
CpaBHEHUH C AHTHUYHOCTBIO COBEPIIIEHHO
yTpayeHO MacTepCTBO U300pakeHUsT KOH-
KpeTHOTO 4YeJsioBeuecKoro obsuka. Kpome
TOTO, B 3TUX OOpasax BCé 00e3/JIMYeHO U
OTUYY)K/JIEHO OT YesIoBeKa — IIpefCTaroIe
3[leCb MOHapXHU-BapBaphbl HAIIOMUHAIOT Ma-
PHOHETOK.

YTBepKaBlieecs B UCKYCCTBe 3arafHoMu
EBpoOnBI «BapBapCTBO» IIPUHECJIO C COO0H
IIPUCTPacTUe He TOJLKO K 6e306pasHoMYy,
HO U K YyJOBUIITHOMY, K MpayHOU paHTa-
CTHKe, 00Hapy>KUBas PeJINKTHI «3BEPUHOI0
CTHJI» C er0 KOPHAMHU B HCKYyCCTBe /lpeB-
Hero Mupa. Cireibl ¥ 0T3BYKH TaKOI'0 IIpH-
CTPacTHs COXPaHUJINUCH [0 CaMOIro KOHIIa
paccMaTpuBaeMOU 3pHIL.

XapakTepHBI C 3TOM TOYKHU 3peHUs H30-
6paskeHUsd, yKpalnarwinue cobop ITapux-
cko# boromaTepu, mpuuéM OyseM UMeThb B
BHU/Y, YTO BBEINIOJIHEHEI OHU B XII cTO/IeTHH,
TO eCTh y>Ke Ha 3akaTe CpeJHeBeKOBb!
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B CKyJIBIITYPHOM JleKOpe 3HaMeHHUTOIO CO-
Opy’KeHUd Ilepesi HAMU IIpefCcTarT HaCTo-
AIUe YyZ0BUINA — YeJIOBEKOIIOL00HbIe U
B oOpase XUIHBIX IITUIl. B 3aTUX XuMepax
COBEpPIIEHHO IBCTBEHHLI OTTOJIOCKH Bap-
BapCKUX IIpe/icTaBJIeHUMH, U He Oy/ieM 3a05bl-
BaTh, YTO XMMePhI B CO3HAHUU CpeTHEBEKO-
BOT0 YeJI0BEKa SIBJISUIUCH OJIMI[eTBOPeHHEeM
JeJI0BeYeCKUX I'PeXO0B.

BcMaTpuBasch B TaKue HM300pakeHUd,
MO>KHO B KayecCTBe IapaJulesiyd IIPUBeCTU
o6pasiibl $ppaHIly3CKOM TaHIleBaJIbHON My-
3BIKM I103Her0 CpeJHeBEeKOBbsI — Ta JKe
CTpaHa U TO ke BpeMd. K mpumepy, 3ByKoBas
KapTuHKa «Hare, hare, bye! — Balaam»
BPsIZL JIU TpeOyeT KOMMeHTapHeB, II0CKOIbKY
BapBapCKOe HayaJIo B Hel CaMOOYEeBUIHO.

A BOT pyro# o6pasers I10J06HOTO poja
IIPOKOMMEHTHUPOBATh CTOUT. ITO TOXKe
dpannusa XII Beka — «CTpalrHbIA Cya»
(ckyabpIITYpHAd IpyIilia U3 cobopa B OTéHe,
oko0J10 1130 roga). OHa CUMBOJIMYECKHU HU30-
Opa’kaeT CIIeHy «B3BellIUBaHUSA» JOOpPoO/ie-
TeJIel U IIOPOKOB yesioBeKa B CyTHBIN 1eHb.

AbgaBoJ1 (purypa crpasa), KpOBOXKaJHO
yCcMeXxasCh, OTTATUBAET BHU3 Yallly C Ipe-
XaMHU — er0 TeJIO IIOKPBITO KECTKUMU I1a-
paJLieIbHBIMHU I10JI0CAMHU OTBPATUTEIbHOM
YeIlyH, YTO JOII0JTHEHO KOITUCTHIMH JIalla-
MU (agckui MOHCTP). Ho u durypa aHresa
(cseBa, OH IIOAJepKUBAeT Yally A0OPBIX
ZieJI) II0YTH CTOJIB JKe YPOJINBa B CBOEH Jie-
$GOPMHUPOBAHHOCTH.

Korpa 3amagHass EBpoIra mepeskuBaJia
«TEMHEIe BeKar, B psjie peTHOHOB Bocmoka
IIJIO ITIOCTYIIaTeJIbHOe U II0JTHOIIeHHOe Pas-
BUTHe UCKycCcTBa. Ha aTOM HCTOpHUYECKOM
gTare K A3UU BHOBbB (I10CJIe AHTUYHOCTH)
IIepexoiUT JIUAWPYIOIas PoJiab B 06J1aCTH
KYJIbTYPBL.

Tak, Ha ¢oHe ymazKa 3amagHoeBPOIIeH-
CKOT'0 IpaZoCTpOUTesIbCTBA BoCTOK mopa-
’KaJl BeJIMKOJIeIIeM TOpozi0B. biiryke Bcero
K EBpoIie HaxoAuIcd Toria apabckuit Xauiu-
¢aT — orpoMHas JeprKaBa, Co3aHHad II0]
3HaKOM yTBepXKXJeHUs uciaaMa. C ero pac-
IIPpOCTpaHeHUEeM IIPOU3OIIES CTPEMUTEIb-
HBIN IIOABEM MYCYJIbMaHCKOIO 30/14eCTBa.
BrICTPO CHOPMUPOBAINCE OCHOBHBIE THUIIBI

apXUTEKTYPHBIX COOPYKEeHUM, KOTOPHIE Ha
MHOI'HWe CTOJIeTUS OCTaBaJIUCh He3blOJIe-
MBIM KaHOHOM, ¥ CO3[JaHHbIe TOI1a GOpPMBbI
BIIEYATJIAIOT CBOEH I1eJIbHOCTBIO, ICHOCTBIO
U KpacoTOM.

B uucie BIeyaTJAgOIUX 06pasiioB —
Mmag3oJ1ei CamaHu/0B B byxape (IX-X Beka).
JTO COOpy’KeHHe — U3 CaMBIX BBICOKHX J10-
CTHDKEHUU apXUTEeKTYPhI MyCYJIbMaHCKOI0
MHUpa, >KeM4y>KHHa 3o14ecTBa CpegHero
Boctoka. IlopasuTesibHa TapMOHUYHOCTB,
IIPOCTOTAa ¥ OPUTHUHAJIBHOCTb apXUTEKTYp-
HOM KOMIIO3UIIUH: Ky0, YyBeHUYaHHBIN I10JIY-
rapom (MjeaibHbIe IIPOIIOPIIUHU, IIPEIIof-
HOCHMEIE B «YeJIOBEUeCKOM HM3MepeHUn»),
U leKOpaTUBHOE 60raTCTBO B KJIaJKe JOKE-
HOTO KHUpIIN4a (M3bICKaHHasg Urpa CBeToTe-
HU, y30pUaThIi OPHAMEHT).

CoBepIIIeHHO BeJIMKOJIEITHOM 110 KpacoTe
U IVIACTUYHOCTHU MOTJIa BBHITJIA[ETh U UH-
JKeHepHas KOHCTPYKIud. TakuM IIpefcTa-
€T MOCT AHBI3UIIA0 B IIPOBUHIIUU X363911
(589-608 roppl, Kutait). U, pasymeercs, He
IIPUXOJUTCA TOBOPUTE O HEIIOBTOPHUMOM
CTUJIe AIIOHCKUX MHOTOSIPYCHBIX COOPY-
JKeHUH C UX a)KYPHBIM U3dIiecTBOM. OHO
U3 HUX — «30JI0TOM maBUJIBOH» (KuoTo,
SAnonun).

[Tepexops K o6pasiiaM KHTalCKOIo U30-
OpasuTeJbHOI0 UCKYCCTBA, OTMETUM CTa-
Ty 6orunu (['yaHb-UHb — GOTMHS MUJIO-
ceppus, XII Bek). Ecaix oTByIeYbCS OT IIPU-
DAaHHBIX el CBAIIeHHBIX aTPUOYTOB, IIepes
HaMM OKa’KeTCs BIIOJIHe 3eMHas YKeHII[HHa
B MOMEHT pasgyMbsl U BBICOKOTO OTJOXHO-
BeHUs. HelIpHHYXIEHHOCTH 110356l IIOUED-
KHBaeT COCTOHHE IIPOCBETIEHHOMN rapMo-
HUU U BHYTPeHHeHN pacKOBaHHOCTH.

KoHTpacTHBIM HIpUMep — KapTHHA
«HArparomiue getu» (XII Bex). B aToi 3apu-
COBKe OBITOBOM CIIeHKHU OobOpalliaeT Ha cebs
BHUMaHUe JKHUBas IIpeJieCTb IIPeBOCXOLHO
N300paKEHHBIX MaJIbIIIIEN.

Heo6X0quM0O OTMETHUTH U psfi, 06pasIoB
Xy0’KeCTBEHHOT0 TBOpYecTBa MHIUU Bpe-
MéH CpeHeBeKOBbsd. HauHEM ¢ UCKyCCTBa
I'andxdpel (HpIHE Ha TeppuUTOpUM [lakucra-
Ha), KOTOpOe CJIOXKHUJIOCH II0J, BJIUSHUEM
9JUIMHUCTUYECKOU U UPAHCKON TPaLUITHM.
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Ha. 2. Mas3oseli CamaHuoos (Byxapa).
897-902 200wt

3/ech BIIepBBIe II0IBJ/IITCA CKYIBIITYPHEIE
u3obpakeHud byanbl, paHee ITI0YUTaeMOIo
JIIIb B BHJle CHMBOJIOB. B 3TOM 1 MHOTOM
IPYyroM raHjxapckas XyJo)KeCTBeHHas
IIIKOJIa OKasasa 60JIbIIIoe BO3[elCTBHE Ha
pasBUTHe UCKyCcCTBA B IleHTpasbHOM U Boc-
TOYHOM A3UH.

H3obpaxeHue Byaabl, CII0KUBIIIEECS B
uckyccrse l'aHAXapshl, CTaJl0 KaHOHHUYe-
CKHUM. OJIJIH U3 COBEPILIEHHO KJIaCCUYeCKUX
npuMepoB — rosioBa byaaer (IV Bek), rae
BOCCO3JjaH 00pa3 BO3BBILIEHHOI'O COCTOS-
HUA II0KOS U SICHOTO CO3epIiaHus.

B xauecTBe 3TajJI0OHa IlepefaHa puU3HUye-
CKasg KpacorTa ¢ 32 IIpru3HaKaMU COBepIlleH-
CTBA: VAJIMHEHHbIE MOYKH yIIlel (3HaK 6J1a-
TOPOJHOTO IIPOMCXOXKIEHUSI OCHOBATeJd
Oyaausma), BBICTYII HA TeMeHU (CUMBOJI 00-
>KeCTBEHHOM MYJIPOCTH), MUH/IaJIeBUHEIE
riasa U T. 1. [lIoguépKkHyTass MATKOCTDb UepT
JIAIIA CO3/aET OLIYIeHHe )KeHCTBEHHOCTH,
4YTO IIPU3BAHO OTPA3SUTH BCEOOBEMIIIOIIYIO
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II0JTHOTY 06pasa (Kak 66l COeIUHSAS pa3Inyd-
Hble YeJIOBeUeCKHe UII0CTAaCH).

Tenepb 06paTHUMCS K Xy[0KeCTBEHHBIM
COKpOBHII[AM, HAXOOAIIIUMCS B AdxcdHme.
JTO KOMILJIIEKC BBICEUEHHBIX B CKaJaxX Oya-
OUMCKUX MOHACTBIpeH, U B 29 IellepHbIX
3ajaxX 3/lech IIpeJ[CTaBJIEHbl apXUTEKTYP-
HbIe QOPMBI, CKYJIBIITYPHBIHN IeKOp, POCIU-
CH Ha TeMBI OYIUNCKON MUPOIOTUH.

dpecku A/pPKaHTHI 3aMedaTesIbHbI 6oraT-
cTBOM $aHTa3WH, KpacoTOU IIBeTa U PUT-
Mma. Pocriuchk «Pagrka Bo ABopue» (V BeK)
IeMOHCTPUPYeT XapaKTepHble I CTHJIL
AJpKaHTBl YTOHUYEHHOCTD, U3SIIECTBO KU-
BOIIMCaHUS. 3HAUUTEJIbHYI0 POJIb B ZIeKOpe
IIOTOJIKOB ITeI[epPHBIX XpaMOB AJ/PKAHTBI
UT'paIy POCIIUCH, BBIIIOJIHEHHBIE B BUJIE Ma-
JIEHbKUX KBaJ[paTHBIX KapTHUH U COZeprKa-
mye 6yIUCKIEe CUMBOJIBL, pACTUTEIbHBIE
MOTHUBBI, QUTYPKHU )KUBOTHBIX.

OTMeueHHBbIe «IIYHKTUPOM» BHU3yaJlb-
Hble WJIIOCTpalliy KpPaCHOPe4YUBO TOBO-
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PAT 0 COCTOSTHUH MCKYCCTBA Ha PasIMYHBIX
TEePPUTOPHUAX BOCTOKA, pasUTeIILHO OTJIH-
YaIoIIerocs 10 YPOBHIO XYy/I0>KeCTBEHHOI0
HMCIIOJIHEHHUS OT TOI0, YTO IIPe/CTaBJIe€HO B
€BPOIIEMICKOM XY 0’KeCTBEHHOM TBOpYe-
cTBe PaHHero CpelHeBEeKOBb.

OpHako ¥ B 3amajgHou EBpolre, IIyCTh
OYeHb 3aTPYLHEHHO U 3aMeJ[JIEHHO, BCé Ke
IIPOMCXOIUJI IIOBOPOT K 0O6PEeTeHUI0 ITUBU-
JIM30BaHHBIX GOPM CyllleCTBOBAaHUA. Bepy-
IIUMUY [IUBUIU3YIOIUMHU GpaKTOpaMU BHI-
CTYIIMJIN peofau3M U MOHOTEeUCTHYeCKast
pesIuru.

Peodausm BeIpaboTal HaCTOJIBKO YET-
KYI0 U BBIBEPEHHYIO CHCTEeMY MHOTOCTY-
IIeHYaTBIX COIIOAYMHEHNH, YTO OHa OKas3a-
JIach KM3HeCIIOCOOHOM U Ha IIPOTOKEeHUU
MHOTHX CTOJIeTHH I1ocje CpefHeBeKOBbS
(mommycTuM, B PoccHUM KpemmocTHOe IIpaBo
CyILleCTBOBAJIO 10 cepeauHbl XIX Beka).
OcHOBOIIOJIATAIIIKMM VIS CpeJHeBeKOBO-
ro MeHTaJIUTeTa CTal NPUHYUN uepapxuu.
[Ipucyiree aTOMy IIPUHITUILY PacIIoIoXKe-

Ha. 3. T'onosa Byodwl
(nnacmuxa, I'andxapa, HHOus).
IIT gex. Kabyawckuil my3etl, AfpeaHucmau
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HHe COCTaBHBIX YacTeH 00II[ell CTPYKTYpPHI
B IIOps/iKe OT BBICIIIETO K HU3IIEMY BbIpa-
3UJIOCH B JKECTKOM YIIOPSAL0YEeHHOCTH CO-
CJIOBHBIX B3aUMOOTHOIIIeHUM. HeyTo II0-
X0’Kee 0TMeYaJsIoCh B OpraHu3aIliiy ITUBU-
J3anyi /[peBHero Mupa — Telepsb, I1ocje
IPEKO-PUMCKOM AHTUYHOCTH C €€ IIpeuMy-
IIeCTBEHHO [eMOKpaTH4YeCKHUMH, pecIly-
O/JIMKaHCKUMU GOpMaMHU KU3HH, 3TO KaK
OBI IIOBTOPSETCS, HO Y>Ke Ha IPyroM BUTKe
HCTOPUYECKOM IBOJIIOIIUU.

[IpUHITUII HepapXUYHOCTH IIPOHU3BIBA-
eT U CpeJlHeBeKOBOe UCKyccTBO. [Tokasa-
TeJIbHBIN IIpUMeD: Ja’ke TaKOM I'YMaHUCT,
KaKUM MBI 3HaeM TPY3HWHCKOTO II03Ta
Illoma Pycmaeéau (XII Bex) B CBOeH IIO-
IMe «BUTSA3b B TATPOBOM LIKype» CUUTAET
HY>KHBIM TOBOPUTH TOJILKO O TeX, KTO 3a-
HUMaeT BBICIIIee I10JI0)KeHUe B 00IIleCTBe.
U1 PycTaBesir Kak caMo c060¥ pasyMeroliiee-
Cs IPUHUMaeT CaMOYHUUIM KeHUe PA0BOM
MaccChl IlepeJi CBOMMU II0BEJIUTeIIMHU.

Jpyroi, MoXKeT OBITh, elé 60Jiee OCHO-
BaTeJIbHBINA yCTOU CpeHeBeKOBbS — MOHO-
meucmuydeckasa peauaus. Ilepexon oT g3bI-
YeCcKOoro MHOro60>xus /[peBHOCTU ¥ AHTUY-
HOCTU K KYJIbTY €JUHOTO U BCEMOIYILEro
TBopIia cTas IIOAJIMHHOM pPEeBOJIIOIIUEN.
HMMeHHO B CpefHue BeKa OBLIIO 3aJI0’KEHO
U cGOPMYJIMPOBAHO TO PEJIUTUO3HOE CO3Ha-
HUe, KOTOPBIM 60JIbIlIas YacTh 4desoBeye-
CTBa JKUBET 10 CUX II0P.

Torpa CI0KHMJIMCHL TPU MUPOBEIE peJid-
I'u — OyAIH3M, XPUCTHAHCTBO, UcIaM (My-
CYJIbMaHCTBO). [lepBbIM BO3HUK OyAIHU3M —
elé B cepefuHe I ThIcAUeIeTUA [0 Halllel
9pPHI, OJHAKO TOJIBKO C HaYaJIbHBIX BEKOB
Halllel 3pel OH II0JIYYMJI PACIIpOCTPaHeHUe
BO MHOI'MX CTpaHax A3UU U TOJILKO TOTZa
Bygma Obl1 mpusHaH 60kecTBOM. Ilo3f-
Hee BCero II0gBHJICA uciaM — B VII Beke.
A XpHUCTHAHCKOe Bepoy4yeHHe, KaK U3BecCT-
HO, CKJIa/IbIBaJIOCh C I BeKa H. 3., Kak ObI OT-
MeTHUB PokzgecTBOM XPHCTOBBIM Haydajio
HOBOH (a3bl B UCTOPUHU YeJIOBeYeCTBa.

CBsllleHHbIe TeKCTHI MUPOBBIX PeIUIui
ChITPaIvi OTPOMHYIO POJIb B Pa3BUTHH XY/I0-
JKeCTBeHHOU KyJIbTYPBI. /lJI1 Hac 3TO 0CO6eH-
HO 5ICHO B OTHOIIIeHUM KHUT HoBoro 3aBeTta
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(BTOpad yacts bubsaun). UTo xe KacaeTcd
eBpoIleiickoro CpegHeBeKOBbs, TO 3aJI0-
JKeHHOe B 3THUX KHUTaX COJeprKaHue CTajIo
Mepoi BCeX Belllel, a 3CTeTUYeCKUU MUp
HCKYCCTBA TeX BPeMEH B KOHEYHOM CUE€Te
OBLI OpraHu30BaH BOKPYr ¢urypsl Mucyca
Xpucra.

Kpome Bcero mpouero, HoBblli 3aBeT U
0COOEHHO BXOJMAIIIME B €r0 COCTaB YeThIpe
EBaHresins crpaBejMBO IIPUYUCISIOTCA
K BBIJAKOIIUMCSI ITaMATHUKAM CJI0BECHO-
cTy. OJlHa U3 CaMBbIX BIIeYaTJIAIOIUX eBaH-
reJIbCKUX HJIeM CBg3aHa C JpaMaTUYeCKUM
OILIyIIleHHEeM UesI0BeUeCKOH CyiLObI. EBaB-
reJivsi, Kak II0BeCTBOBaHHUs O 3€MHOM >KU3-
HU XPUCTA, BCEMEPHO II0JUYEPKUBAIOT 3TO.
BcrioMHUM KyJIbMUHAITUOHHBIE MOMEHTHI:

— I10CJIe KpeleHUsa Mucyc yXoAuT B IIyC-
TBHIHIO Ha 40 THe, YT06bI B II0JTHOM yeTuHe-
HUU U BO3/IePrKaHUU OT ITUIIH BCTPETUTHCA
B IyXOBHOM II0€IHKE C UCKYIIQIOII[UM €ro
JbaB0OJIOM;

— B HOYb I10CJIe TAWHOM BéUuepy, B KAHYH
PasBI3KU COOBITUU, XPUCTOC «YHCACACMCS
U mocKyem», er0 BHyTpeHHee HallpsDKeHHe
NOXOJIUT 10 KpOBAaBOIO II0TAa U OH, «CMep-
meabHO cKopbawuil», MOJIUT bora-oTmja 06
OTMeHe CBOero HeOTMEHHMOI0 y/iesa;

— CTpajaHusa XpUCTa Ha KpecTe — CTpalll-
Had U I1030pHasi KasHb I10CJIe 6MUeBaHu, I10-
IIEYNH U IUIeBKOB. OH HUCIIBITHIBAET JKeCTO-
KHe JyllleBHbIe 00peHHs CO CTpaXxoM CMePTH,
€ro OXBaThIBaeT TOCKA IIOKUHYTOCTH.

Hapg BceM 11o106HBIM B EBaHTeIHSIX He-
3PHMO BHUTAaeT BOIIPOC: eC/IU TaKOe BBIIIAJI0
Ha proJiro l'ocrioza u eciu gake OH, 3Has1 BCE
Hallepén, TaK TsDKKO IIepeHOCHUJI 3eMHEIe
MYKH, TO UTO Y>K TOBOPUTH 0 6PEHHOM, CJIa-
6oM yesioBeke!

[MuBuiIM3yrOIasd QYHKIUSI XPHUCTHAH-
CKOH I[epKBHU COCTOsJIa U B TOM, YUTO V-
XOBEHCTBO OBLJIO B Ty IIOPYy Haubosiee 06-
pasoBaHHBLIM CJI0€M HacCeJIeHUs, a B psze
clydaeB — e]jBa JIM He eJUHCTBeHHOMU 00-
pa3soBaHHOM YacCThI0 00IIecTBa (ZOCTaTOY-
HO CKasaTh, 4TO Jja’ke UMIlepaTop GpaHKOB
Kapu Bestmkuii, caMblil 3SHAaMEHUTHIN U MO-
I'yIeCTBEHHBIN BJIaCTUTE]b CpeJHeBeKO-
BOM EBpOIIBI, TaK U He HAYYUJICA ITHUCATh).
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CkasaHHOe KacaeTcs U IpodpeCcCHOHaIbHO-
r0 UCKyCCTBa — JI0JITO€ BpeMs OHO pa3BUBa-
JIOCh IJIaBHBIM 00pa3oM B XpaMax ¥ MOHa-
CTBHIPAX. M BCIOMHUM, UTO Ha Pycu Hauasio
IIUCbMEHHOCTH U 3apOorKAeHUe IIpodeccro-
HaJIbHOTO HCKYCCTBA UCUYUCIAETCS CO Bpe-
MeHU eé KpeleHus.

Ecsiz mepebpaTh OCHOBHOM MacCHUB XY-
I0’KeCTBEHHBIX IIPOU3BEJJeHUMN 9TOT0 Bpe-
MEHH, TO IIPUJIETCI IPU3HATh, UTO €/[Ba JIU
He IJIaBHO€ BOIUIOIIleHUEe CpeHeBeKOBO-
ro upeana — 60xcull Hen08ek, IIpaBeJHUK,
OYXOBHBIA NOABH)KHUK, B TOM YHCJIE U
OTIIIeJIbHUK, 6e33aBeTHO MpeJaHHBIN [o-
CIIOZy, OTKAa3aBIIUICSI OT 3eMHBIX OJsar U
c00JIa3HOB.

U BOT 4TO JIFOOOIIBITHO: 6€3 KaKOro-JIu-
60 IIPUHYKIEHUS CO CTOPOHBI (1IIePKOBB 10
IIOPHI 10 BpeMeHU Oblia elé ciaba) yesio-
BeK PaHHero CpegHeBeKOBbS UCIIOJBOJIb
TSHYJICI K OOTrOMCKaTeJIbCTBY U acCKese,
CJIOBHO YTOMUBIIIMCh OT TeJIECHOTO 6orat-
CTBa U YyBCTBEHHO-IIOJITHOKPOBHOM Kpaco-
TBI AHTUYHOCTH.

[Ipoucxoguyia XpUCTHAHU3AIUA Jarke
CBETCKHUX H300pakeHUU. Ecaim 06paTUTh-
C1 K BU3aHTHUINMCKON MoO3auKe, U306parka-
Iied uMneparopa IOctuanaHa co cBH-
TOM (mrepBasi mosioBUHA VI Beka, I1epKOBb
CaH-Burtase B PaBeHHe), TO, Ka3aJ0oCh OBI,
B Hel 3arevyaTyiéH YHUCTO CBETCKUU MOTUB
IIpe3eHTalluu TOPKeCTBEHHOTO I[apCKOro
BbIXOZIa. OTHAKO peasibHbIe UCTOPUYECKHE
JIAITa IIPHUO6pPeTaroT UKOHOIIMCHBIN 00JIHK:
IJIOCKOCTHOE M300pakeHue, YepPThl YCIIOB-
HOCTH U KaHOHUYHOCTU. U B 06aBIeHUe
K sToMy lOcTHUAH HazeléH HUMOOM (OH
OBLT MPUYUCIIEH K JIUKY CBSTHIX 3a TO, YTO
CO/IeFICTBOBAJI CTPOUTEJIECTBY lIepKBe, B
TOM uucie xpama Coouu B KoHCTaHTHUHO-
nosie). Ho, mmo)kaJsiys, TJIaBHBIU II€PCOHAXK
MaHHOU MO3auKH — apXUeNUCcKOIl MaKcH-
MUAH (0H KpallHU CIIpaBa): CyXoe, BBITSIHY-
TOe JIUII0 aCKeTa, OCTPBIU B3IJIA, IIIUPOKO
PaCKpBITHIX IJIa3, UTO IlepefaéT CUIbHeH-
111ee IyXOBHOE HaIIpsDKeHUe.

C TOUKU 3peHUs JBIOKEHUS K XPUCTUAH-
CKOMY JIMKY Upe3BbIYallHO UHTEPEeCHBI TaK
Ha3blBaeMble @dalildMcKue nopmpemsl —
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11oi06HO0e 0603HaYeHUe OHU IT0JIYYUIIH 110
MeCTy HaXo[KHU (oasuc Juib-PatiroM B Erurr-
Te, CO3aBaJIMCh C I Beka H. 3.). OTMeTUM
II0CJIeJ0OBAaTeJILHO TPHU M3 MHO’KeCTBa 3THUX
IIOPTPETOB, IIPOCIe’KUBas Ha IIPOTOKeHUH
II-III BEKOB UX IIOCTEIIeHHYIO 3BOJIIOIIHUIO K
HUKOHe.

IOHoma B 30/10TOM BeHIe (IlepBas
nosioBuHa II Beka). B HacTodlee BpeMs
n3obpa’keHue IIpefCcTaéT ¢ CUILHBIMU II0-
BpeXXIeHUsIMU, HO 6j1arofapss UM XOpOIIIOo
BUJIHO, 4YTO parIOMCKHUe IIOPTPeTHl IIHca-
JIA Ha JepeBAHHBIX JOCKaX — UMEHHO TaK
BCKOpe HaYHYT ITMCATh UKOHBI. CEeMUTCKUM
THUII IOPTPETUPYEMOTI0 TaK)Ke IIepelieT B
HUKOHOIIMCHBIe U300parkeHUs1 XPUCTa, aIlo-
CTOJIOB M MHOI'HIX CBATHIX, 4 30JI0TOM BEHeL]
(puTyasbHas feTaslb) KakK 661 HAIIOMUHAET
TEePHOBBIY BeHell CiacuTess.

CMyrJbI{ IOHOIIAa B 30JI0TOM BeHIE
(BTOpaga nosioBuHa Il Beka). HeTpyHo 3aMe-
THUTB, UTO IJIa3a PACKPBIBAIOTCA BCE IIIHpe
U BO B3IJIAJle IIOSIBJIA€TCA HEYTO UCTOBOE:
BBICOKAasi COCPEIOTOUEHHOCTh, BHYTPEeHHEee
HallpsOKeHHe, TOTOBHOCTD K IIOBH)KHHYe-
CKOMY CJIY’KeHHIO U Jlake K >kepTBe. KoH-
TYp JIUIIA U IIBETOBOE pellleHMe IIPeIBOCXU-
IIAK0T OYAYIITUU aHTeJIbCKUH JIUK.

OpvH M3 QaMIOMCKUX >KEeHCKHUX IIop-
TpeToB (III Bek). ITO yKe IIpaKTHUYeCKU
3aKOHUYEHHBIN MKOHOIIUCHBIA 00pas: mpe-
yBeJIMYeHHO OO0JIbIIINe IJ1a3a, HOTa pe3Kou
OYXOBHOM 3KCIIpecCcHH (IleyaThb Tparusma
CO3JaéT OllyIlleHHue, YTO I1epej, HaMH Ha-
CTOSAIIas «BeJIMKOMYUYeHHIa»), YCJIOBHOCTb
HU300pa’keHus CO CBOMCTBEHHBIMH /IJIs1 HETO
0000IIIEHHOCTHI0O KOHTYPa U IIJIOCKOCTHBIM
XapaKTepoM, 0TKPOBEHHOU I'paGUUHOCTHIO.

HKOHa cTajla B XpUCTHAHCKOM MHpe 0C-
HOBHBIM THUIIOM CpeJHeBeKOBOM >KHUBOIIU-
CH, II0JIyYUB HauOOJIbIIIEee pacIpocTpaHe-
HUe B BU3aHTHUU U B COIIpeJe/IbHBIX C HeH
rocymapcrsax (B Tom uyucie Ha Pycu). U3so-
OpakeHHe CBATHIX IIOTPeO6OBAIO BCSIKOTO
po/ia YCJIOBHEBIX IIPHUEMOB:

— YTOOBI IIOJUEePKHYTH [YXOBHOE HaYasIo,
HUCKJII0YaeTCs BCE MaTepHaIbHO-TeJIeCHOE;

- II0 TOH >XKe IpUUYMHe H300pa’kaeMble
¢UIYypBl CTATUYHBI U HAXOOATCA B IIPO-
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Ha. 4. CMmy2eavlil OHOWA 8 30/10MOM 8eHUe
(nopmpem, ®aiitom, Ecunem).
Jepeso, saHkaycmuka, memnepa, Havuao II gexa.
I'MHH um. A.C. ITlywukuHa. Mockea, Poccus

CTPaHCTBe, JIMIIIEHHOM IJTyOUHEI (QOH yac-
TO IIHUIITYT 30JI0TOM, UTO JieJjIaeT ero Helpo-
HUIIaeMbIM JIJIs B3IJIS/1Q);

— XY0’KHUK He H300pa’kaeT CBOUX IIep-
COHa’ke! B IIPOPHUJIb, TOJIBKO GPOHTAIBHO,
II0OCKOJILKY €My He00XO0JMMO II0Ka3aTh B
JIVIle TO BMECTHJIUIIe IYIIH, pafu KOTOPO-
I'0 OH U IlepeaéT JIUK, — IJIa3a C UX B3BICKY-
FOII[UM B3IJIA/I0M.

OnuH 13 06pasIioB TaKOro UCKYyCCTBA —
«Xpucroc ITaHTOKpAaTOP» (BU3aHTUMCKasA
ukoHa XIV Beka). [TaHTOKpaTop, TO eCTh
BcenmepsxuTe b, KakK BBICIIAs CTYIIeHb CBS-
I[eHHOU HepapXuu IoJaéTcs 3[eCb B MakK-
CHMaJIbHOM KOHIIeHTpaliiy KAHOHUYeCKUX
4epT: JIUK, KecCT, IIBeT, 00I1asg yCJI0BHOCTH
n3obpakeHUsA. 3aMKHYTOCTb U yIIyOJ/IEH-
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Ha. 5. Cnac HepykomeopHblil (ukoHa, Hoezopod).
Bmopas nososuHa XII eexka.
TI'ocyoapcmeenHas Tpembakosckas eanepes. Mockea, Poccus

HOCTBb 06pa3a — BOT Ha YéM CTPOMJIOCH 3TO
CTPOTOE U OTPEeLIEHHOEe UCKYCCTBO.

B ukoHOMMCH, KaK ¥ BO MHOTOM JAPYroM
B HUCKyCCTBe CpefiHeBEKOBBbs, T'OCIIOZCTBO-
BaJI KaHOH U YCJI0OBHOCTh. OJHAKO Ja’ke B
CTOJIb KECTKUX paMKaX XyA0>KHUKU yMeJI!
co3aBaTh IJIy00KO BIevaTIdm0IIMe obpa-
3Bl — IIYCTh U abCTparupoBaHHbIe, HO HUJie-
aJIbHO-BO3BHIIIIeHHbIE JIUKU 00’KeCTBEeH-
HOM KpacoThl. OJUH U3 HUX IIPETBOPEH B
HOBropojckod ukoHe XII Beka «Crnac He-
PYKOTBOPHBIH». B Hell eCTh U YCIIOBHO-Ka-
HOHUWYeCKOe: IeKOPaTUBHBIN abpuc BOJIOC
TOJIOBBI, YT OpOBEN U yIllel, Kpyr, B KO-
TOPBIM 3aKJ/I0UeHa roJsioBa (uM3o0pakeHa
TOJIBKO T'0JI0Ba, 6e3 IIler U IljIed — YCJI0B-
HOCTb, 06g3aTeJsIbHas JIs1 UKOHHBIX 00pa-
30B TAKOTO poja). U eCcTh HUHAUBU/IyaIbLHOE:
MsATKasl IPOPUCOBKA BOJIOC YCOB U 60PO/IBI;
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U3BbICKaHHBbIe JIMHUU I'y0, HOCa, IJ1a3; B3I,
OrPOMHBIX IJIa3 HallpaBJeH YyTh B CTOPO-
Hy, YeM HapylIaeTcs IIOAYEPKHYTasl CUMMe-
Tpud una. Tak CKIaAbIBaeTCsd ueaabHasi,
CTporasi K BMecCTe C TeM yTOHUYEHHas Kpaco-
Ta J[yXOBHOTO I1aCThIPS.

BrIcoKasi ;yXOBHOCTh, KOTOPAasi BOILIOIIe-
Ha B II0[J00HBIX 06pasax, TpeboBasa 0co60M
HpPaBCTBEHHOMU 106J1eCTH, TO €CTh CaMOOTpe-
YeHUS U BO3BBIILIEHUS HAJl «Cyemoll cyemn».
JdToMy 6oJiee BCero oTBevYaso 3aTBOpPHUYe-
CTBO, MOHAIIIECKOe CYIlleCTBOBaHHUE.

/IBI)KeHUe OTIIeJIbHUYEeCTBA 0XBATHUIIO
BeCh CpelHeBeKOBBIM MUp. [Ipruém 0HO He
Tpeb6oBaJIo 151 ce6s1 HeIIpeMeHHOT0 II0CTPH-
JKeHUsa B MoHaxu. /lonyctuM, Tao FOaHb-
MuH (KU1 B KOHIle IV — HauaJjie V BeKa),
KOTOpOTro B KuTae CUUTAIOT BeJIMUaUIIUM
II09TOM, W CJIOBOM, U COOCTBEHHBIM JKU3-
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HEeHHBIM IIPUMepPOM IIPOII0BeL0BaJI YXO[ OT
CTOJIMYHOU CYeTHI K IIPOCTOM, YUCTOU KU3-
HU B Ca/lax U noJyAxX. OTIIeJIbHUYECTBO 03-
HayaJIo [ijI1 Hero ObITh HPaBCTBEHHBIM, TO
eCThb JKUTBh CBOUM TPYAOM, /ieIaThb J00po U
pacriosiaraTb JyXOBHON HE3aBUCUMOCTBIO.
A IyXOBHOU HE3aBUCHUMOCTH MOJKHO [10-
OUTHCS B JIFOOBIX YCI0BUIX, TOJIBKO HY>KHO
BOCIIMTATh B cebe CII0OCOOHOCTEL K OTpellle-
HUI0 — Tak yTBepxaaeT Tao lOaHEMUH.

Cynsa 1o CBUETeJbCTBAM HCKYCCTBA,
ackesa M 6siaroyecTHe yallle BCero JaBa-
JIUCH 60’KBUM JIIOZSAM HeJIerko, II0poH ye-
pes OrpOMHOe IyXOBHOe HAaIIpsbKeHUe. ITO
OBLIM BOUCTUHY cmpacmomepnibl (BCIIOM-
HUM CTpacTHYIO Hefleslro XpUCTa).

Bo3pMéM, K IIpUMepY, ABYX OUeHb pas-
HBIX I109TOB. OTUH U3 HUX — UHIUUCKUN
IIPOIIOBeJHUK Bxapmpuxdpu (riepBas II0-
joBuHa VII Beka). ETMHCTBEeHHas: TeMa ero
TBOpYECTBA CBg3aHa CO CTOJIb KI'y4Yel I
CpeHeBeKOBOI'0 CO3HAaHUA aJIbTePHAaTUBOM
IOyIIU U Tesla. ABTOP HeIlpepbIBHO MeYeTCs
MeXXy cobiazHaMU OBITHS U MOHAIIIeCKOM!
acKe30H, MeXXly BOCTOP’KEHHBIM OYapoBa-
HUeM >KU3HU U TOPbKUM pasoyapoBaHUEeM
B Hell. Ha ofHOM II0JIIOCe [IJIS Hero — Iiap-
CKUH IBOP, 60raTCTBO U 0COOEHHO KEeHIIH-
HbI. OH IIPOCIaBJAET UX KPacoTy, CYacTbe
JII06BH, CUJIy CTPACTH, YBePss, UTO HET HHO-
I'0 CBeTa, KpoMe BO3J1r00IeHHOU. Ha gpyrom
II0JII0Ce — OTPUIIaHHe UYBCTBEHHBIX Pasio-
CTeM, CIJIOIITHOM CKEeIICKC, B TOM YMCJIe U I10
OTHOIIIEHUIO K JKeHIIHe, KOTopad y>Ke He
11o/lo06Ha HeKTapy, a siJ0BUTA, KaK 3Mes.

B cBolicTBeHHOM eMy nadoce oTpHUIia-
HUd, bxapTpuxapu 3ak/JIMHaeT pasyM He
HUCKATh «XPYNKUX HACAAHNCOEHUU 6blmusi».
TosbKO ackes3a, OTPEIIEHHOCThL OT JKeJia-
HUM, pasMBbIIIJIEHUs 0 BeUHOM U 6eCKOHeu-
HOM MOIYT IIPOTUBOCTOSATH PaspyIlIUTeIb-
HOHU CUJIe BpeMeHH, KOTOpOoe UCIIelessieT
U POCKOIITHBIE TOPO/a, ¥ MOTYUYUX Ilapel, U
KpacaBHI] C JIYHOIIO/[0OHBIMHU JIUIIaMHU.

HTak, IpOTHUBOSAME UILIIO3UAM U TJIEHY
KakK 6yaTo 661 o6peTeHo. OJHAKO UTOTOM
cOOpHMKa C XapaKTepHbIM HazBaHUeM «CTo
cTpod 06 OTBEPIKEeHNH MHUPaA» CTAHOBUTCS
cIefyrolras KOHCTaTalUA: [1a, 1 )KUBY KU 3-
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HBIO OTIIEeJIBHUKA, K KOTOPOH CTPEeMUJICA
U B KOTOPOM BUJeJ CllaCeHUe, HO IIPUBSI-
3aHHOCTb K 3TOMY MUY TaK U He TaéT MHe
IIOKOS.

Ty 7ke TeMy HeIIpeo 0 IMMOM IIPOTUBOpPe-
YMBOCTH U AUCTapMOHUHU, OJHAKO COBCEM
WHaye, pasBUBaJl apMgHCKUHN 1103T I'pu-
20p Hapekauu (BTOpas II0JIOBUHA X BeKa).
I'maBHas 1mpobsieMa [jIg HEro cocrosiia B
6e3BbICX0/THOM I'PeXOBHOCTU 4YeJsIOBeKa, YTO
BOCIIPUHHUMAJIOCH II09TOM C HEBEpPOSITHOM
OCTPOTOM, CTYIIIEHHBIM TPAaru3MoM, KakK 3U-
SI0IIas paHa 60JIbHOTO IyXa, KaK CILIOIIHAsA
IIBITKA. TOT BOIIMIOIUN pasJiiaf, [IoIyYUI
CBOIO KyJIbMHUHAIVI0 B «KHHre CKOpOHBIX
IIeCHOIIEHHH», I/le B 9KCTa3e HUCCTYILJIEH-
HOTO IIOKasgHUs OH I'OTOB IIPU3HATH 3a CO-
6011 J06BIe MBICIIMMBbIe U HEMBICJIUMBIE
IperperieHus. A BeJjb 3TO ObLI IIpaBeJHUK,
U MOTMJIa er0 Ha IIPOTsDKEeHUM CTOJIETHUH
ocTaBaJlaCb MeCTOM ITaJIOMHHYecTBa. TeM
He MeHee aBTOp O6HUUyeT cebs SAPOCTHO,
6ecrIoIiasHo, Ha COGCTBEHHOM IIpUMepe sIB-
JIsI1 XPUCTUAHCKUM JIO3YHT «PacnHu cebs!».
BcemMu cusaMU Ao0KasblBass COOCTBEHHOeE
HUYTO’KECTBO — HUYTOXKECTBO YeJIOBEKa,
6e3Haé>KXHO IIOIPs3IIIero B rpexax, Hapeka-
1Y yII0OBaeT TOJIbKO Ha I'ocriofa.

TaxoBEI CBH/IeTEIHLCTBA T€X MOIIHBIX 60-
PeHU fyxXa, KOTOpble 06ypeBaIy IIOABMXK-
HUKOB Bephl BO BpeMeHa CpeJHeBeKOBbS.

U1 Bcé-Taku yalle Bcero 60XKbU JII0AU Ha-
XOWJIU 1 cebs yTellleHUe, oObpeTalu Iy-
IIeBHOe YMUPOTBOpeHUe. CliaceHueM I
HHUX CTAaHOBUJIOCH OJlaroyecTue, CMHpeHHe
U KpOTOCTh. U elrié — GeccTpacTye U OTpe-
IIEHHOCTH. IMEHHO 3TOMY TaK WM MHaye
II0CBAIIEHA BCA KY./1bmogas My3vlka CpesiHe-
BEKOBBSI.

B KaToO/JIMYeCKOH IIepKBU B XOJe [JIU-
TeJIbHOM 3BOJIIOIIUM IIOCTEIIEHHO CJIOXKUJI-
cs1 O0JIBIIION KPYT IIeCHOIIEHU 1107, Ha3Ba-
HHeM 2pu2opuaHckuil xopaa. HassaHue 3To
CBsI3aHO C UMeHeM I1arbl ['puropus I (oko10
540-604) — eMy IIpUIIUCHIBAETCA CUCTEMa-
TU3allYs CBOZA KYJIbLTOBBIX Mesoguid. O60-
3HaUYeHUe Xopa/l II0/ipasyMeBaeT B JTaHHOM
cay4dae IIeCHOIIeHHe, IIpeJHasHauYeHHOe
171 Xopa.
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[les1bI0 3TOM MY3BIKU OBLIO CIYKUTH pe-
JIMTUO03HOMY KYJIBTY, TO €CTh HacTpauBaTh
Ha JIaJi TOP>KeCTBEHHOI0 6JIarOYNHUA U OT-
peleHus OT IVIOTCKOr0, MUPCKOro. ITo-cBoe-
My TOMY Ke CJIY>KUJI Y JIATUHCKUH A3BIK, Ha
KOTOPOM UCIIOJHSAINCH TPUTOPUAHCKUE XO-
paJibl — A3BIK BBICOKHUM U YKe «MEPTBLIN» B
Te BpeMeHa, JaJéKUU 0T )KUBBIX PasroBop-
HBIX IUaJIeKTOB eBPOIIeMCKUX HapOI0B.

B My3BIKe IOCII0/ICTBYeT UMEHHO MOJIUT-
BEHHBIM XapaKTep U HepeJKo HelTpaInso-
BaHHOCTB BBIPasUTEIbHOCTHU: «b6e3 pafloCTh
U Ilevain», IIJIaBHOe, TeKy4yee MeJofuye-
CKOe [BM)KeHUe B pasMepeHHOM pPUTMe,
3a4acTy0 OFHOTOHHOCTB, 6€CKPacOYHOCTh
KOJIOPHTA.

I'puUropruaHCcKuil Xopajl — OCHOBHOE SIB-
JIeHHe MY3BbIKaJIbHOUN KYJIBbTYPHl 3aNa0HO-
esponelicko2o CpeJHeBeKOBbs, ¥ OH BIIOJIHE
MOKeT CUUTATHLCS OJIUIeTBOPEHUEM, XY/I0-
»KeCTBEHHOM 3M0JIeMOM TOTO BpeMeHH.

IIpasocaagHas 11epKOBE CO3/iaBajia CBOIO
MY3BIKY. 3/1eCh IIepBOOCHOBO CTaJIU BU3aH-
THUMCKHe TUMHBL. 3peJIoCTh OHU 00pesd B
recHoIleHUsIX Pomana Caadkonésua (1iep-
Bas I10JI0OBUHA VI BeKa), KOTOPbIM 3HAMEHUT
U TeM, UTO Y Hero BIIepBbIe B eBPOIIeHCKOM
I1033UH I109BUJIaCh pUpMa.

Tpaguiiysg BUSAaHTUNCKUX THMHOB OBLIa
IlepeHeceHa BMeCTe C XpUCTHaHCTBOM B
cocemHue cTpaHbl. Ha Pycu oHa Itosy4vusia
CaMOOBITHOE IIPOJ0JDKeHMe B popMax 3Ha-
MeHHO020 pacnega (0T CTapOCJIaBSIHCKOIO
3HAMS, TO eCTh 3HAK — 3HaKaMHM TOTJa 3a-
MM ChIBAJIU [IEPKOBHBIE MeJIOIUN).

B 3HaMeHHOM paclieBe HeMaJIo 0011ero ¢
TPUTOPHUAHCKUM X0PaJIOM, ¥ IIOHATHO I104e-
My — OJHO UCTOPHYECKOe BpeMs U OJJHHa-
KoBad puTyajbHasg QyHKIud. Ho 1mpu sToM
YyBCTBYeTCS U CyI'yO0 PyCCKOe: pasgyMyuHn-
BOCTB, 0c00as CTEIIeHHOCTh, YeM-TO HaIlOMH-
Hamwllasa ObIIMHHYI0 MaHepy (ObLJIMHBI Ha
Pycu ckiafbIBaIuCh IIPUMEPHO TOI7ZIA Ke).
U roBOpS 0 ITIOYBEHHOCTU IT00OHBIX I1eCHO-
IIeHHU, OTMETHUM B CAMOM THUIIe HalleBHOCTHU
olLyIlleHHe 6eCKpalfHUX IIPOCTOPOB.

JKusHb yxa, 0 KOTOPOH IJIa peyb, He
OblyIa YeM-TO 3aCTBIBIIMM, OMepPTBeJIbIM.
B Heli OBLJIU CBOU IIEHHOCTH, CBOM OTPaiHbIe
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CTOPOHBI U KUBOTBOPHEIE COKU. BO3bMEM,
K IIPUMepY, HCUMUS C8IMbLX, KOTOPbIe CO3/ia-
BaJIVCh TOIZIa B UCKIHOYUTEIHLHOM O0MINH.
9TO OBLI PeJUTHO3HBIN OHorpadryecKUit
JKaHp, IIPOCJIaBJIABIINMI CyIIleCTBOBaHUE 3a-
TBOPHUKOB, OTIIEJILHUKOB, MOHax0B. Mo-
JKeT I10Ka3aThCs, YTO, TAK CKa3aTh, I10 OIIpe-
ZleJIeHUI0, OH IIPeIlOHOCHJI He4yTo Cyrybo
HasujaTeJbHOE, B IyXe MOPaJINU3aTOPCKUX
’KHU3HeOoIThcaHUuM. Huuero 1mogo6Horo!

Bot, Kk nmpuMepy, «>Kutue ®eomocusi»
(mostHOe HasBaHUe: «KUTHe IIPernogo6Ho-
ro oT1ia Hatrero Peomocus, urymeHa Ileuep-
CKoro») — 06 ocHoBaTesie KueBo-Ileuepckoit
JIaBPbL. ITO JKUTHUE OBLJIO B PSALY UCXOLHBIX
06pasIioB PyCCKOU CJI0BECHOCTH (BTOpas
rosioBuHA XII Beka), B HEM aHOHUMHBIN
aBTOP PEKOHCTPYHUPYeT XPOHUKY BOCXOXK-
IleHUs1 CBOEro reposi K BBICIIIEN CBATOCTH, U
IIPU 3TOM CJIOT M3JIO’KEeHUSI OUeHBb KUBOM,
BBIpasUTeJIbHBIN, 6€3 KaKoi-JIM00 BBICOKO-
IIapHOM HAIIBIIIIEHHOCTH.

To, 4TO pesIMrHo3HOEe UCKYCCTBO CpefHe-
BEKOBbsI BOBCe He OBLIO JOIMaTH4eCKHU
OMepTBeJIbIM, 3aCTHIBIIINM, J0Ka3bIBaeT ObI-
TOBaHUE UMYpP2UHecKOU Opambl. ITOT KaHP
3aporkzasica B EBporre ¢ IX Bexa B He/ipax Jid-
Typruu (1lepKOBHOM CIy>KObI). To 6bLIH JIU-
TepaTypHO-My3bIKaJIbHbIe MHCIIeHUPOBKHU
Ha CIo’KeThbl EBaHTeud U 110 JKUTUAM CBS-
TBIX, C leKOpalluaMU U B KOCTIOMax.

Co BpeMeHeM II0100HbIe IIpe/iCTaBIeHUs
PpasbBIrphIBaINCh He TOJIBLKO B XpaMme, HO U
Ha [alepTH, U la’ke Ha TOPOJCKOH ILJIOIa-
. My3bsIKaJIbHOM OCHOBOM ObLI TPUTOPU-
aHCKHUH XOpaJI, HO BMeCTe C IIPOHUKHOBe-
HUEM B JINTYPTUYECKYI0 ApaMy MHUPCKOIO
HayvaJjia BCé IIMpe BXOAWUJI COOTBETCTBYIO-
IIIUY MY3BIKaJIbHBIN MaTepral GoIbLKIOP-
HOTO U OBITOBOTIO IIPOMCXOKIEHUS.

MHO0>KeCTBOM I10/J0OHBIX )KaHPOBBIX 3ITH-
30/10B U300MJIyeT IIIUPOKO M3BeCTHAas JIU-
Typruueckas fpama «/lercTso o laHuusie»
(XII Bek). CompoBOXKIAIOIHe eé 0UeHb JKU-
Bble, 9IMOIIMOHAJIBLHO HeIIOCPeICTBEeHHEIe
IleCeHHble U TaHIleBaJbHbLIe HOMepa CBU-
[leTeJIbCTBYIOT 00 y’Ke 0CTaTOYHO pasBU-
TOM MY3bIKaJIbHOU KYJIbTYpe eBPOIIeMCKOI0
1o3gHero CpeHeBEKOBbS.
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B mpeiiecTByOIleM H3JI0KEHUU 60JIb-
1110e BHUMAaHUe ObLIO YZeJIeHO JYXOBHOCTHU
yesioBeKa CpenHeBeKOBBs. 1 3TO 3aKOHO-
MepHO — ’KM3Hb JlyXa OKasaJjlaCb BO MHO-
T'OM OIIpe/eJIAI0INe! /IJI TOro BpeMeHHU. [le-
pexo/id K IpyrUM CTOPOHaM XY/I0KeCTBEH-
HOU KyJbTYphl CpefHeBEKOBbS, IIpeK[e
obpaTuUMCA K SIBJIEHHI0, KOTOpPOe HaXO0[Au-
JIOCh KakK OBl Ha I1epeceyeHUH JYXOBHOIO U
9TUX IPYTUX CTOPOH, — CyPulickas noasusl.

[IoHdaTHE Cy@Pu3M IIPOUCXOTUT OT apabd-
CKOro cjoBa cy¢ — rpybas IiepcTsHas
TKaHb (0TCIOZja 8/1aCAHUUA KaK OJiessHIe
U aTpubyT ackera). Cypusm — popma my-
CYyJIbMaHCKOTO aCKeTH3Ma, CBSI3aHHOTO C
IIO/IBMPKHHUYECTBOM, OTIIEJIbHUYECTBOM,
C YXOZI0M OT MHpa Cero. ITO MUCTUYECKOe
TeyeHUe B cjIaMe ObLJI0 OCHOBAaHO Ha Bepe
B BO3MOJKHOCTH IIpeO/[0JIeHHsI TOU IIpoIia-
CTH, KOTOpas OT[eJIseT YesloBeKa oT bora.
[TosHaTh TBOpIIA, IPUOOIIUTECI K HEMY
CyQHH CTpeMUINCH IIOCPeNCTBOM OCBO-
60K eHUs OT TeJIeCHOU 000JI0UKH, ITyTEM
pacTBOpPeHUs CBOET0 iyXa B 60KeCTBEHHON
CYyTU — WJIM, KaK OHU BbIpa’kaJIuCh, CTaTh
II0J0OHBIM «Kan/e 8 okeaHe». To eCTb B MO-
MeHT MUCTHUYEeCKOIr'0 03apeHUsd AyX YyesioBe-
YeCKUM pacTBOpsSeTCsd B MUPO3JaHUU, U B
TO JKe BpeMsI OH KaK OBl BOMpaeT B cebs1 Bcé
MUpO3JaHue.

31ech MbI IIPUOJIU3UIINCH K CIeIYIOIen
I'PaHU OCMBICJIEHHU CYIITHOCTH CpeiHeBEKO-
Bb. /lesI0 B TOM, UTO OffHA U3 IJIaBHBIX Ile-
JIel yXOBHOTO IIOMCKA, CTOJIb THTEHCUBHO-
I'0 B TO BpeMs, 6blyIa CBsI3aHa C II0CTHU)KeHU-
€M MMeHHO 3TOM KaTerophuu — KaTeropHuu
Mupo3oaHusl. YesoBeK IBITAJICSI IIPOHUK-
HYTb B TalHBI OBITHS, B €T0 U3BEeYHbIE 3a-
KOHBI. UTO 7Ke KacaeTcs JIIoJlell UCKYCCTBA,
TO OHU CTPEMUJINCH MOZeJIUPOBATh HEYTO
110j06HOE B Xy/[0’KeCTBEHHBIX 00pasax.

Kakoii ke BUfies1acb KapTUHA MUPO3/ia-
HUug? B ollpefe/IéHHON CTeIleHU ero IIo-
nobueM ctaja xpam. U eciid apXUTEKTypy
HepeIKO CUHUTAIT BeYyIIIUM BHU/IOM HUCKYC-
cTBa CpeJHEBEKOBBS, TO XpaM B 3TO BpeMs
SIBUJICA €€ 0e3yCJIOBHO TOCIIOJCTBYIOIEH
dopmoui. UMeHHO Torja OBLIM CO3JaHBI
OCHOBHBIE THUIIbI OYAAUNCKUX, XPUCTUAH-
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CKUX U MYCYJIbMaHCKHUX XpaMOB, KOTOpbIe
COXpaHUIU 3HaueHHe obpasiia s I1oce-
IYIOILIUX 3II0X.

XpUCTHAHCTBO HAYMHAJIO CBOE XpaMo-
BO€ 30/[4eCTBO C II0CTPOeK 6a3suINKaIbHO-
ro tuna. basuauka (rped. yapckuii 0om) —
TakK B ApuHaxX aHTUYHBIX BpeMéEH Ha3bl-
BaJIX JIOM IJIaBbl TOCyJapCcTBa, 6asuiénca.
B lpeBHeM PumMme no06HEbIe 3TaHUA IIpef-
Ha3HayvaJIKCh JJIs [eJI0OBBIX BCTped, TOPro-
BBIX CJIeJIOK, CyZeOHBIX 3acemaHuil. Co Bpe-
MeHeM B TaKOM poJie CTaJlu BO3BOOUTHL U
TepMEI (00IecTBeHHbIe 6aHM). [loXKanyy,
caMoe IIpuMevaTeJbHOe U3 ITUX COOpYKe-
HUU, B TOM 4YHCJIe U C TOUKU 3peHUs Iiep-
CIIEKTUB XPaMOBOTO CTPOUTEJLCTBA, —
TepMbl Kapakasiisl.

Cpasy ke Hy>KHO OTOBOPUTH TOT MOMEHT,
UTO PUMCKHE TepMBl HeJb3s IIOHUMAaThb
Kak 0aHU B IIPUBBIYHOM [IJI HAaC CMBICIIE.
TaM 6b1JI0 BCE 11 pa3sHOOOPA3sHOTO U ITU-
BUJIM30BAHHOTIO [JOCyTa — JJIsI IIPOTYJIOK,
3aHSTUM CIIOPTOM, JI9 COOpaHUM U Jarke
¢uIocoPpCcKUX JUCIYTOB (KCTAaTH, B pacIio-
PSOKeHUH KJIMEeHTOB HaXOAWUINCh IIpeKpac-
Hble 0ubHOTEeKU). TaKk UTO B HEKOTOPOM
poze 3TO GBI Xpam Kak TeJIeCHOIO, TaK U
IYXOBHOI'O OUMIlleHUs. U ecid B TaKOM I10-
MellleHUH YCTaHOBUTH aJTapb, TO OHO Oy-
IeT BIIOJIHe IIOXO/JUTh Ha XPUCTHUAHCKUU
XpaM, IIOCKOJILKY 3/1eCh eCTh CaMOe He00X0-
oyMoe — G0JIbIII0e BHYTPeHHee IIPOCTpaH-
CTBO U BBICOKO BO3HECEHHBIN CBO/I.

JlJI9 TIOATBep>KAeHUsI CKa3aHHOIOo [0-
CTaTOYHO CpPaBHUTH TepMbl KapaKaJjuibl ¢
KaKOM-JIM00 U3 TUIIMYHBIX XPUCTHAHCKUX
0asUIUK, COOPYKEHHOMN y>Ke B KadyeCTBe
XpaMa U, eCTeCTBEHHO, B 6oJiee II03HUE
BpeMeHa. Takag 6asuyIdKa IIpeCcTaBisiia
co060M OOJIBIIION IPSAMOYTOJIbHBIN 3aJI, He-
PelKo pasfeséHHBIN pslaMU KOJIOHH Ha
IpPOJOJIbHbIEe YacTU (Hedsl), U IIeHTpab-
HbI Hed (6oJiee BHICOKUM), KOTOPBIU OCBe-
II1aJICs Yyepes OKHa HaJl KPhIIIaMU 60KOBBIX
He}OB.

Basuinka okasaJach CTOJIb YA0OHOM I
OTIIpaBJIEHUs XPUCTUAHCKOTO KyJIbTa IIpe-
JKZie Bcero 6sarozapsi CBOeM BMeCTUTeJIb-
HOCTH. Be[lb B CpaBHEHUU C AHTHUYHOCTBIO
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IOHUMaHUe QYHKIIUN Xpama ObLJIO KO-
PeHHBIM 06pa3oM IlepeocMbICaeHO. Eciu
aHTUYHBIN XpaM CUUTAJICI >KUJIUILEM 60-
roB (MeCTO XpaHeHUs CTaTyd 60’KecTBa) U
00psiibl TBOPUJIKCH 3@ €ro IIpefesilaMu, TO
Telepb CaM XpaM CTaJl MeCTOM COOpaHUsA
BepYIOLUX IS y4aCTUsl B TAUHCTBE IIpU-
ob1eHus K bory.

BoT 3aueM IIOHaAZO00MJIOCH OTPOMHOE
BHYTpeHHee IIPOCTPaHCTBO — B pacyéTe Ha
6oJIbIII0€e YrCI0 MosdIuxca. KpoMme Toro,
CTaBUJIACH 3a/iadya U30JIMPOBATh, HACKOJIb-
KO BO3MOXHO, 4YeJIOBeKa OT BHEIIIHEro
mupa. /Ijid 3Toro B UHTephbepe IepKBHU CO3-
JlaBajslacb COOTBETCTBYIOIass aTMocdepa.
U ecsi moOHayaly Hapy>KHBIN 00JIMK XpaMa
BBITJISAIeJI IIPeleJIbHO IIPOCTHIM U CKPOM-
HBIM, TO €T0 BHYTpPeHHee yOpaHCTBO II0pa-
’KaJIo BeJIMKoJlennueM (0O4eHb XapaKTepHa
B 9TOM OTHOIIIeHUH IlepKOBb CaH-BuTaie,
VI Bek, PaBenHa, UTanus).

Co BpeMeHeM, II0 Mepe yTBep K[ eHUs
XPUCTHUAHCTBA, IBIITHOCTL MOT IIpUo6pe-
TaTh He TOJIbKO BHYTPEHHU, HO ¥ BHEIITHUM
06JiK Xpama. OHO U3 caMbIX 3aMedaTeslb-
HBIX B 3TOM OTHOIIIEHUU COOPYKEHUU —
co6op cB. Mapka B BeHeruu. CTpowics OH
B IX Beke, a yKpalllaJH ero U3 II0KOJIEHUS B
II0KOJIEHHE HeCKOJIBKO II0CTIeYIOIIUX CTO-
JeTuit. [IoaTOMy UCXOLHBIY BU3AHTUNCKUU
CTWUWJIb BBICTYyIIaeT 3[leCb C HaCJI0eHUSIMU
POMAaHCKOIO M roruyeckoro. Hampuwmep,
KOJIOKOJIBHS, CJIY)KHBIIasd U CUTHAJIBLHOM
6alrHe (c He€ BO3BelljaIu 0 IPUOBITUU KO-
pabJsieit), BBIIIOJTHEHA B POMaHCKOM CTUJIE —
OTCIO/Ia MaCCUBHOCTE U CYPOBOCTE eé GopM.

BosBpalnasce K IpHUHITAIIAM BU3aHTHHI-
CKOM apXUTEeKTYyphl, & OHU OBLIU 3/1eCh OC-
HOBOIIOJIAaTAKIUMU, HAX0AUM TUIIUYHBIN
IJIaH KOMIIO3UITUU: pOpMa PaBHOKOHEYHO-
I'0 KpecTa, [IeHTP ¥ KOHIIBI KOTOPOTro YBEH-
4YaHBbI KyIloJlaMU. 1 [[JIg BHEIITHero BUa, U
IJI1 BHYTPEeHHero IIPOCTPaHCTBa XapaKTep-
HO COeIMHEeHHe YCUIIMBAIOIIUX APYT APyTa
BU3AaHTUUCKOM IBIITHOCTH U BeHeI[UaH-
CKOM pOCKOIIM (MpaMoOpHas 006JIMII0OBKA
CTeH, KOJIOHHBI, CTaTyH, MO3auKH).

BHyTpeHHee IIPOCTPAHCTBO HACHIIEHO
CBETOM, 30JIOTUCTBHIM OT CHUSHUS U Ilepe-
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Ha. 6. Cobop ce. Mapka
(Berneuyus, Hmanaus)

JIMBa IIBeTa B MO3auKaX. YXOdIlye BBbIChH
CBO/IbI, OTPOMHBIE KYII0JIa, IIIUPOKUE apKU
U IIWISICTPBL CO MHOKECTBOM «JIEIIECTKOB»
CO3/Ial0T BIevaTJeHHe 0COO00M JIETKOCTH,
SKHUBOIIMCHOM TapMOHHWY, II03TUYECKOM CKa-
30YHOCTHU.

UTo KacaeTcsd CMBICJIOBOTO HAIIOJTHEHUS
apXUTEKTYpPhl UHTEPbepa XPUCTUAHCKOTO
XpaMa, TO e€ BeJIM4eCTBEHHbIe 00bEMBI
IIPU3BaHEI CO3/IaBaTh BIleUaTJIeHYe BEYHO-
CTH, He3bI0/IeMOCTU. IIpUUéM yCTpeMIIEH-
HOCTh BCeX IIPOIIOPITUH BBBICH BBISHIBAET
accoryanuy ¢ He6eCHBIM CBOJIOM.

[TosiHYy¥0 UMUTAIIUK0 HebGeCHOIo CBOJA
IaBaJl KyNno/bHbll Xpam, Tlie IepeKphITHe
OCYII[eCTBJISJIOCH HE CBOJIOM, KaK B OasuIu-
Ke, a KyIroyioM. KyIiosibHble XpaMbl I1I0SIBU-
JIUCH II03THee OasUINKaIbHBIX, HO UMEHHO
OHU CTaJI B XPUCTHUAHCKOM MUpE CaMbIM
pacipocTpaHéHHBIM THUIIOM I[€PKOBHOTO
COOpPY/KeHUsI.

U ondaTh-Taku cjefyeT 3aMeTUTh, UTO
ujes 3Ta IIpPeBOCXUIAIaCh B HEKOTOPBIX
IIO3THEPUMCKHUX II0CTPOMKAX, IIPEKe BCETO
B 3HaMeHHuTOM IlaHTeoHe (HauaJso II Beka,
Pum), rge obpalaeT Ha cebd BHUMaHUe
yoKe caMO Ha3BaHUe: XpaM Bcex (naH) 60ros
(meo). CUMIITOMaTHUYHO, YTO Ha JaHHOM
HCTOPHUUYECKOM 3Talle Y PUMJIAH-I3bIYHUKOB
BO3HUKJIA MBIC/Ib 00beIUHUTEH BCeX 60OTroB,
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KakK OBl COTBOPUB M3 HUX eJUHOTIO0 bora, To
eCTh IIPOUCXOUIIO IIO/ICITYTHOE COIMDKeHHe
C XpPUCTHAHCTBOM. APXUTEKTYPHO 3[1eCh
pellleHa 3azada, KOTOPYIO BIIOCIEACTBUU
IIOCTOSIHHO CTaBHJIM Ilepe]; COO00M XPUCTH-
aHCKHe 30[uue: IIepeKphITHe OIPOMHOIO
BHYTPEHHETO IIPOCTPaHCTBA I'PaHU03HbIM
KyII0JI0M (ero guaMeTp 0KoJI1o 45 M). bosib-
III0e KPyIJIoe OTBEpPCTHE B IeHTpe (MCTOoY-
HUK OCBeIl[eHUs XpaMa) — CJI0BHO COJIHEeY-
HOe CBEeTHJIO. JTO elllé 6ojiee YCUIHUBAET
WJLIIO3UIO I[apsAIero Hajl 36 MHOM )KHU3HbBIO
He0eCHOTr0 CBOJa U CTOAIIMX 3a HUM BBIC-
IIIUX CHJL.

[Tos>xe [IaHTeOH OBLT IIpeBPAIlEH B XpU-
CTHaHCKYI0 [IePKOBb U II0CITY KU 06pasIioM
KYIIOJIbHBIX IIOCTPOEK II0CJIeIYIOIEro Bpe-
MeHH, B TOM YHCJIe [JI1 CaAMOIr0 3Ha4YUTeJIb-
HOT'O BU3aHTUMCKOIO COOPY’KeHUs1 — Xpa-
Mma cB. Copuu B KoHCcTaHTHHOIIOIE. XpaM
3TOT, B CBOXO OUepe/ib, CTaJI IIpoobpasoM I
MHOTHUX PYCCKUX XpaMOB, HAUWHad € co60-
POB TOro >Xe Ha3BaHUs: CopUUCKUMN cobop
B Kuese, Coduiickuii cobop B HoBropoge
A T. . Codpus, T0 ecTh IIpemydpocmsb, OKa3a-
JIaCh [ PYCCKUX 30UUX IIPUTATATEILHONU
He TOJIBKO I10 apXUTEKTYPHOMY 06pasy, HO U
II0 CMBICJIY, KOTOPBIN BKJIaJbIBAETCS B HETO.

" moutH cpasy xpaM Ha Pycu Kak Mo-
ZleJIb MUPO3/IaHUA II0JTyYUII CBOU aKI[eHTHI.
B camoM paHHeM U3 60JbIIUX CO60POB —
Codun Kuenckou (1037 roxg) — IepBBHIHA
TaKOH aKI[eHT COCTOMUT B JIEIIKe apXUTeK-
TYPHOHR GOPMBI U3 MHOKECTBA COCTaBHBIX
JacTeu, IPUUYEM «IIPUJIeIlIgsd» MeHBbIIIHe
06 BbEMBI K [IeHTPAJbHOMY, CJIOBHO I'OPO-
OUTCS «TOPOJHUILie» (TOPOJ BBICTYIIaeT KaK
CHUMBOJI 3eMHOM KU3HU JIIOIeN).

BTOpO#1 aKIieHT COCTOUT B CUCTEME KYIIO-
JIOB, KaK Ol Ilepefaroux JukK [lapcrBa He-
6ecHoro. IleHTpaIbHBIN KYII0JI BBICTYIIAET
B COIIPOBOKAE€HUU 12 MaJIbIX KYII0JIOB. 9TO
MO>KHO TPaKTOBATh I10-Pa3HOMY:

— BO-IIEPBBIX, CBETHUJI0O B OKPY’KeHUU
ILJIaHET;

— BO-BTOPBIX, 12 aIloCcT0JIOB ¥ BO3HECEH-
HBIU HaJi HUMU Bceep>KuTesb;

— B-TPETBHUX, a/IJIETOPHS CTOJIBHOTO Ipajia
U KHSDKECKUX Y/IeJIOB;
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— Y, B-UeTBEPTHIX, BEJIMKUU KHA3b U IIPO-
yue KHI3b.

B sr060M ciry4ae, CKIaAbIBA€TCSA CJIOXK-
Has CTyIleH4YaTo-IIMpaMuaaIbHasg KOMIIO-
3UIIY, BOILJIOILIAOIAsA TOT IIPUHITUII He-
papXuH, KOTOPHIN OBLI CTOJIb Ba’kKeH [JIA
CpesHeBeKOBbBS U 0 KOTOPOM y»Ke T'OBOPHU-
JIOCh, — CTpOroe IIOJUYMHEeHHe MeHBIIIero
00JIBIIIEMY, HUSIIIETO BBICIIIEMY.

Haubosiee rapMOHUYHOE BOILJIOII[eHHE
IIPUHITAIIA HePapXUYHOCTH HaX0 UM B Xpa-
MOBOM apXuTeKType Biagumupa, KoTopas
CTaJla BEPIIIMHOM PYCCKOTO CpeTHeBEKOBOIO
3oxuecTBa. [IoyTH BCE TUIIMYHOE [JI BJIa-
OTUMUPCKOM apXUTEKTYPHI [IpeCTaBJIeHO B
VcneHckoM cobope (1158-1160, riepectpo-
eH B 1185-1189).

BesinuaBOCTh ¥ TOP>KeCTBEHHOCTE coYe-
TAI0TCA 3/IeCh C 0COO60M ICHOCTHI0, CTPOMHO-
CTBHI0 U U34IIIeCTBOM IIPOIIOPIIHIA. JIETKOCTH
$OpM CO3/1aéT OIIyIleHHe, UYTO OHU CJIOB-
HO ITapsaT. HapgagHOCTE U )KUBOIIMCHOCTD,
KYJIbMUHUPYIOIAsA B 30JI0TBIX KYIIOJIaxX U
KpecTax, BeIpa’kaeT IIpasgHUYHOe COCTOs-
HHe JiyXa — KakK OBl BOCcCO3/iaBas oopas He-
6ecHOro Ipa3gHuKa. TakoB ObLI CAMBIU TOP-
’KeCTBEHHBIHN XpaM IOMOHT0JIbCKOH PycH.

MIMeHHO O0TCH/a, OT BeJIMKOJIEeIIHBIX
00pasIioB BJIAJUMHUPCKON apXUTEKTYPHI,
IepediyT BIIOCHAEACTBUU (yKe B 3IIOXY
BospoxxgeHus) Ha MOCKBY 3IIUTeTHl 6e.10-
KaMeHHAs1, 31amo2aaeas, a8 B MOCKOBCKOM
Kpewmute 110 1107106110 3TOTO 6y/IeT BO3BEEH
co060p TOTO ’Ke Ha3BaHUd — YCIIeHCKUA.

UpesBBIYallHO OPUTHMHAJIBHYI0 KPacKy B
CpeHeBeKOBYI0 MO/ieJIb MUPO3/IaHUs BHEC-
JIa netisaxcHas sxcusonucs Kuras. Ho mpex-
Ile — BKpaTIlle 0 KUTAaWCKOM >KUBOIIHUCU
9TOr0 BpeMeHH B I1eJIOM. Te OTKPBITHS, KO-
TOpPBIE COBEPIIHNIN KUTAWCKHUe MacTepa, 1
TOT BBICOYAMIIIUN YPOBEHb, KOTOPOIO OHU
IOCTHUTJIH, OBLJIN COBEPIIIEHHO HeloCATaeMbl
LI IPYTUX XY0XKeCTBeHHBIX IITKoJI Cpef-
HEeBeKOBbs, U CZleJJAHHOE UMHU OCTaeTCs He-
IIPeB30M/IEHHOM KJIaCCUKOU. 1 3TO IIpU TOM,
UTO I10JIb30BAJIMCh OHU IIPeUMYIIleCTBEHHO
TYILIBO.

KapTHHBI yallle BCero BBIITOIHAINCH Yép-
HOM TYIILIO HAa CBETJIOM QOHe — CjIefj0Ba-
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Ha. 7. YeneHckuil cobop (Baadumup, Poccusi)

TeJIbHO, TO ObLiIa MOHOXPOMHAS )KUBOIIUCH.
OpHako Ka/umurpapuyeckass TOHKOCTD JIU-
HUU U BUPTYO3HOE UCII0JIb30BaHUE IIITeH
U pasMbIBOB TYIIIU Pas3JIMYHON UHTEHCHUB-
HOCTH CO3/JaBaJId UCKJIIOUUTEIEHOE JKUBO-
IKCHOe 60TaTCTBO U BBIPA3UTEIBLHOCTE.
OpHa U3 no00HEIX paboT — «IlopTpeT
moaTa», aBTop JIaH Kaii (mepBas I10JI0BUHA
XIII Beka). Kak 6bI 0OTBeyasi Iipe/iCTaBJIeHU-
M 0 ¢Urype TBOpIla UCKyccTBa (U306pa-
>KéH JIu Taii60), BOCIIPOU3BOLUTCS IKCTa-
TUYeCKOe COCTOsIHUEe BIOXHOBEHU, KOT/Ja
IyX 4YesIoBeYeCKUU IIOJHUMAeTCsI B II0JIé-
Te TBOPYECKON MBICIU HaJ, OOBIIeHHBIM U
MaTepHaJIbHBIM. TeslecHOe HayvaJIo II0YTH
HayuCTO CHHUMaeTcd. Bcé mepemaHo He-
CKOJIbKMMH IIITHAMHU U pasMbIBAMH TYIIH
Ha 6es10M 6ymare. CBUTOK HUYeM He 3aI10JI-
HeH, OJ1arofiapsd ueMy Qurypa ABIDKeTCsI KaK
6BI B COBepILIEHHO CBOOOHOM IIPOCTpaH-
cTBe («BUTAsA B Hebecax»). IIpeebHBIN
JIaKOHU3M, UCKJIIYUTEJIbHOE MaCcTePCTBO,
II0pasuTesIbHO YTOHUYEHHas MaHepa, B KO-
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TOPOM BBIIIOJIHEHA 3Ta paboTa, CBUETe Ib-
CTBYIOT O BBICOKHUX JOCTHXKEHUSAX KUTaAU-
CKOM KHUBOIIHCH.

Terteps o6paTHMCA K IJITaBHOMY 3aBOeBa-
HUIO0 KUTaNCKUX XY 0’KHUKOB Cpe/fHeBeKo-
Bbs — K UX IIeU3aKHOM )KUBOITUCH. [Terizarx
KaK CaMOCTOSATe/IbHBIN JKaHp BIIePBbIe I1051-
BHJICI UMeHHO B KuTae B VI BeKe, TO eCTh 3a
I1eJI0e ThICAYeJIeTHe 10 BOSHUKHOBEHUS eB-
POIIeMCKOro mers3aka. B o0CHOBe KUTaMCKOM
Ief3a’KHOM >KMBOIIHCH JIesKaJla BCE Ta JKe
MOHOXpOMUs (paboTa TYIIbI0), U IIPU 3TOM
XYIO>KHUKU OOUBAINCh II0PAa3UTEIHLHOIO
6oraTcTBa OTTEHKOB.

B xaptuHe I'o Cu «OceHs B JouHe JKéJ-
TOM pekm» (XI BeK) cpasy ke obpalrjaeT Ha
ce6s1 BHUMaHUe BBIOOP pakKypca — OCTpO,
HeOXXHUIaHHO, ITofYac 10 paHTaCTUYHOCTH.
Crosiyla 3a 9TUM YHUKaJIbHOCTHL BUJEHUS
Mmupa. YTo6bsl BOILIOTUTH 3TO BHJIEHUE,
KUTAUCKHe XYI0KHUKU BbIpaboTaIl 0CO-
Oble IPUEMBI IIOCTPOEHUS IIPOCTPAHCTBA.
KapTuHa [equTcsa Ha HECKOJIbKO IIJIAHOB,
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U CTelleHb YETKOCTU U300pa’keHUs YyMeHb-
I1aeTcs II0 Mepe IBUXKeHUs OT IlepefHe-
I0 K 33/lHEMY: OTUYETJIUBOCTD IIPEeMETOB
BOJIM3HU (COBepIIIeHHO IBCTBEHHBIN Ilepe/-
HUU IJIaH) ¥ CMYTHOCTL OUepTaHUM B/IaIx
(IpeacTarolii B TYMaHHOM IbIMKE 3aTHUHA
IJIaH).

Mesxay 3TUMU IZIaHaMHU BOCCO3LAETCs
BO3/JyIIIHAA Cpejia B BH/ie TyMaHa, 00JIaKO0B,
MIJIUCTOM OBIMKHU. M ellé oMuH BaKHBIN
IIpUEM: XYI0KHUK BCerja coobiasna CBO-
UM IIef3a’kaM OYeHb BBICOKYIO TOYKY 3pe-
HUSA — MBI CMOTPHM Ha OTKPBLIBAIOIUNCA
repes HaMHU BUJ, KaK ObI C BEPIIIMHBI TOPHI.
BC€ 9T0 103BOJISLIIO 0TOOPA3UTE OecIipe/iesib-
HOCTB ITPOCTPAHCTBA, IlepejaTh OIyIlleHHe
HeOOBITHOCTH U 6e36pe’KHOCTU MUpa.

Emé onquH xapakTepHBIN o6paselt — Jdu
UsH, « ByaauMICKHI XpaM B ropax» (XI Bek).
" B caMoM fieJie, eC/IM BHUMATEJIBHO BIJISA-
IeThbCsA, TO B HUJKHEM JIEBOM YIJIy CBUTKA
MOJKHO OOHaApy>XKUTh OUepTaHUs I1aro/ibl.
Ho 0HM I10YTH pacTBOPSAIOTCA B I1eM3a’KHOU
cpejie, B TOM YMCJIe IIepeKPBIBAIOTCSA KOH-
TYPOM OTOJIEHHBIX JiepeBbeB. M 3TO 0OUeHb
II0Ka3aTeJbHO. TOT )KaHp ITeM3a’KHOM! KU-
BOIIMCH, O KOTOPOM HJIET peusb, B KuTtae Ha-
3BIBAIOT «20pPbl-800bl». IMEHHO B 3TUX IIPU-
POIHBIX IBJIEHUSIX XYA0KHUKH U HAXOIUIN
Te 00passl, B KOTOPBIX OHU CTPEMUJINCEH BHI-
pasuTh KOCMU3M ObITUA. /IeICTBUTEJILHO,
3/1ech I1epez; HaMH IIpeZcTaéT rpoMajia IIpu-
POLHOTO MHpa C €ro IIePBO3JaHHOCTHIO.

JlJI1 KUTaUCKUX XYLOKHUKOB TeX Bpe-
MéH IIpUpoJa — 3TO He TOJIbKO I'PaHAUO03-
HBIH, HO ¥ CAMOLIeHHBIY MUp, CTOAIIIUN He-
HU3MEPHUMO BBIIIIe MUpa JIIICKOro. IIoaToMy
B UX ITeM3a’KHBIX KOMIIO3UIUAX YeJIOBEKY
OTBOJMJIACH CYry60 IIOJAUYHUHEHHAS POJIb.
9TO 0TBEeYasIo OHOM K3 Ba>KHEUIIIUX UIeH
CpeHeBEKOBbS: YeJIOBEK — JIUIIBb KPOXOT-
Has IIeCYMHKa MUPO3LaHUs.

K npumepy, B KapTuHe Jlu Yowcaodao
«IIlyTHUKH B ropax» (py6ex VII-VIII Be-
KOB) II0KasaHa OIIATh-TaKW IIepBO3JaH-
Hasl, HeTPOHYyTas [IMBUIN3allHel IIpupoza
(xaoc mpuUYyAJIUBBEIX GOpM IIPUOIHKaeT
n3obpakeHre K GpaHTaCTUYECKOMY >KaH-
py). HesroBeueckue QUIYPKHU eJie 3aMeTHHI,
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Ha. 8. JIu Yocaoodao. IIlymHUKU 8 20pax
(xapmuna, Kumati).
dpazmeHm ceUMKA HA WéKe.
Korney VII — nauano VIII sexa.
Cobparue d8opuy08020 Mmy3es, TalleaHb

COBEePIIIeHHO 3aTepPsIHbI, HECOIIOCTABUMEBI C
rpoMajioN IIPUPOJHOM MaTepuu. I BHOBB
obpaiaroT Ha cebd BHUMaHHe MHOIOILIA-
HOBO€ IIOCTPOeHHe MPOCTPaHCTBA U BO3-
IyIITHas IIepCIIieKTUBA: 6eJible KIIyOsImuecs
o6Jiaka Kak ObI pa3pe3aroT BEpPIITUHBI TOP.

ITocTUub 3aKOHBI MUPO3/IaHUS CTPEMHU-
JIach U CpeiHeBeKOBas CJIOBECHOCTh. B aToM
OTHOIIIEHUH 0C00eHHO aKTUBHOMU ObL1a (hap-
CUA3bIYHAA N033us. PapcussbIidHasLd, TO €CTh
Ha apcii— INTepaTypPHOM SI3bIKe, KOTOPbIHI
CJIOKHJICSL y TIEPCOB U TAZPKUKOB U KOTOPHIM
II0JITO€ BpeMsI II0JIb30BaINCh MHOTHE COCe/I-
HUe HapoJbl (HarmpuMep, asepbaipKaHITbI,
BBIIBUHYBIIIME TAKOTO KOpudpess MUPOBOUI
JMTepaTypsl, Kak Husamii).

Yaliie BCero oCMbICIeHUe OBITUS papCcus-
3BIYHBIE II03ThI OCYIIIeCTBJISIA B pOopMe MO-
HYMeHTaJIbHOM anoneu. Camas rpaHu03-
Has U3 TaKUX 3M0IIe IPUHAJJIEXKUT II03TY
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dupdoycu — 310 «Illax-Hamé» («KHHUTa 0
apsx»). Ilo ceoeMy 06 béMy 0Ha BO MHOTO
pas mpeBsimaeTr «Mauany» U «Oguccero»
BMecCTe B3gThle. «IllaX-HaMe» COJEep>KUT
OTPOMHOE KOJIMYeCTBO MUQPOJIOTHYeCKUX
IIpeJaHul, UCTOPUYECKUX JIeTreH], CTUXO-
TBOPHBIX JIETOIIKCEH, I109M O JII06BH, Ha-
3UJaHUM W BCIKOIO poja pasgyMumt —
C 0XBAaTOM OIPOMHOM XPOHOJIOTUYECKOH
OUCTaHIIUU: OT COTBOPEHUSI MHUpa 10 Bpe-
MEeHMU KHU3HU [103Ta.

CoBceM HMHaye IIPOUCXOAUJIO OCMBICIIe-
HUe MUpPO3JaHUs B TBOPYECTBE JPYIroro
3HAMEHUTOT0 papCUSI3BIUHOIO I103Ta — ITO
661 OMap Xaiisim. B IpOoTUBOII0I0KHOCTh
dUP0YCH C ero 3moIleel TMraHTCKOI0 Mac-
mrraba, XaaM obpalraics ToJIbKOo K popMe
pybatl. Pybau — Bcero-HaBCero 4eTBEPOCTU-
III1e, HO B CTOJIb KPAaTKYX MUHUATIOPY eMY
yZlaBaJIOCh 3aK/IIOUUTH KPYIIHYI0, 00 bEMHO
II0JJaHHYI0 MBIC/Ib. ITH OT/eJIbHbIe MBICIIU
CKJIQIbIBAIOTCA B IieJjible MUPUa/bl, OXBa-
THIBAIOIIMe BCé U BCA. I103T-MBICIIUTEIIb,
OH, CJIOBHO 6eCKOHeUHble YETKH, lepedu-
paeT ¥ aHaJIU3UPYeT BCEBO3MOKHBIE KU3-
HeHHbIe IIO3UIUU (CKaXkeM, OT acKe3bl 10
KyJbTa HacCJIaXAeHUN), HaX0d B KaK[I0u1
U3 HUX OIIpefie/IEHHOe pallioOHaJIbHOEe 3ep-
HO U OIIPaBJaHHOCTb.

XalsaM pasMBIILIAeT He TOJIBKO 060 BCEM,
HO U Ha BCe JIaJibl — COBePIIIeHHO CepPhes-
HO U C 93BUTeJIbHOU UPOHUEH, C TOPeYbl0 U
6eCIIeyHOCThI0. B ero 110ssuu MHOIO CKeIICH-
ca, OH HepeJKO pacCy’XJaeT 0 TJIEHHOCTU
U TII[eTe YeJ0BEUYeCKOro CYyI[eCTBOBaHUS.
Ho 0H ’Ke HaXOJUT U IIPOTUBOS/INE CKEIICH-
Cy, yTBep K/asi He00X0UMOCTh KUTh, IIPU-
YEM )KUTbH B CTPEMJIEHUH K PAZ[OCTIM U IIPO-
BO/II MYZPYI0 MBIC/Ib 110 II0BO/ly HEHaIIpac-
HOCTH BCeTO, YTO JjeJIaeT YesloBeK.

To, 0 uéM 10 CHX IIOP IILJIa peUb — HCU3HD
dyxa, IIpeJiCTaBJIeHHasl B CaMbIX Pa3HBIX
CBOUX IpaHsx. PagymeeTcs, CyllieCTBOBaHUE
CpenHeBeKOBbS He OTPaHUYUBAJIOCh 3TUM,
XOT$1 ¥ OYeHb Ba>KHBIM JIJISI HeTO.

Hapspy c IpaBefHUKOM, YeJIOBEKOM
Iyxa, I0)KaJlyi, HauboJjlee IpuMeyaTesib-
HOU I TOTO BpeMeHU CTaJjla Qurypa eou-
mess, pamob6opua, 6yab TO 60raTeipb, BU-
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TSA3b WJIH PHILAPh. [IpUyéM B OIIMCaHUU
PaTHBIX IIOIBUIOB CpeJHEeBeKOBBLIN II0Be-
CTBOBAaTeJIb HeIIpeMeHHO UCII0JIb3yeT IIPU-
€éMbl TUllep6oJsIM3aIlui, 4TOOBI II0Ka3aTh
UCKJIIOYUTEJIbHBIE IOCTOMHCTBA CBOETrO re-
post (3TO 0OYeHb XapaKTePHO IIpe/iCTaBJIEHO
B 3HAMeHUTOM (ppaHKCKOM 31ioce «IlecHb
o Postanze»).

[71aBHBIA ABUKYIIIUU MOTUB paTobop-
Ija — IIOMCKM CJIaBBl, >Kakjga IIOJBUrA.
K mpumMepy, repoii aHIJI0CaKCOHCKOM ITI09MBbI
«BeoByJIb}», IIPOCIIBIIIAB 0 KO3HIX HEKOET0
4y OBUIIA, II0 COOCTBEHHOM BOJIE CIIEIIUT
Ha IIOMOIIIb Yy KeCTpaHIlaM, 3aBeZOMO 110/
Bepras ce6st CMepTeJIbHOM OIIaCHOCTH.

ITOT MaMATHUK CJI0BECHOCTH — H3 Ca-
MbIX paHHUX B EBpone (VII-VIII Beka), Boc-
XOJUT K HapOJHBIM CKasaHUAM VI cToJie-
THS, U3BECTEH I10 pyKomucH X Beka. OH [IbI-
IIIUT CeJ0M CTapHUHOM U MOXKeT CIY>KUTh
0o6pasIioM s1roca: 3/iecb O4YeHb CHUJIEH CKa-
30YHO-paHTACTUYECKUN 3JIEMEHT, a CJIOT
HAaCBIII[eH BHICOKUMU pPeYeHUSIMHU U IIPOHU-
3aH TOU 3BYYHOM, BeJIMYaBO-IIeByYel HUH-
TOHAIlMelN, KoTopas IIoipasyMeBaeT CKasu-
TeJIbCKYI0 PeYUTalIlUIo.

BouHCTBeHHas HaCTPOeHHOCThL CpefHe-
BEKOBbs HalllJla sIpKOe BBIpa’kKeHHe U B
3oxyectse. [IpeXxe BCero UMeITCsI B BUY
pasuyHble hopmuPukayuoHHble COOpYHce-
HUsl. B HEIIPUCTYIIHBIX MeCTaX BO3BOJUINCH
MOII[HbIe KpemoCcTH. I'opoa 06HOCHUIUCH
KOJIBIIOM KaMeHHBIX CTeH CO MHO>KeCTBOM
bareH.

B pycckux ropozax Ha BO3BBIIIIEHHOM
MeCTe CTPOHJICSI Kpem/b — pe3uJeHIIUsA
KHA351 U yOeXKHlIlle I TOpPoyKaH B Ciy4dae
Hala/ieHus Bparos. ITO ObLJI KOMILIIEKC 060-
POHUTEJILHBIX, IBOPIIOBBIX U II€PKOBHBIX
coopy>keHUU. KpemJib IipescTaBiisii CO60M
IIeHTPaJIbHYI0 YacTh TOPO/ia, 06HEeCEHHYIO
OOOpPOHUTEJILHBIMHU CTeHaMHU C OalTHAMU.
bynyuu gapoM ropojia, OH OIIpezeJisyi ero
CHJIYIT U IVIaHUPOBKY. Takue coopy KeHUs
coxpaHuiIUch B HoBropopge, Tyse, CMoJIeB-
CKe ¥ JPYTUX TOpo/iax.

JIg IIpuMepa MOYKHO COCJIaTbCd Ha
Kpemus B IIckoBe, KOTOPBIX B XV-XVI Bekax
OBLJI OFHOM 13 CaMBbIX MOI'YYHUX €BPOIIeCKUX
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KperiocTei. IIpOTsOKEHHOCTE ero CTeH JOCTH-
rasia 10 KUJIoMeTpPOB, OallTHU II0pakaIy pas-
MepaMH U MOIIBIO0 (BBICOTOM 0 40 MeTpOB),
CTeHBI CII0OCOOHBI OBLIM B3STh II07, CBOO 3a-
LITATY BCE HaceJeHHUe ropoja. Iyx Tex cypo-
BBIX BPeMEH XOpPOIIIO0 IIepefaroT TSOKEIIbIe
6alteHHbIe 06 bEMBI C Y3KUMU O0MHUIIAMU.

Tako pyCcCKUM KpeMJib, C ero ABOopIlia-
MH U XpaMaMH, KOTOPEIe CHAIU I1030JI0TOH
KpOBeJIb U KpPeCTOB, XOPOIIIO BIIMCAHHBIN B
pesbed MeCTHOCTH, SABJIAJICI BeJIUKOJIeIl-
HOU I'PalOCTPOUTESILHON JOMUHAHTOM.

Co BpeMeHeM (y>Ke 3a IpegenaMu Cpen-
HeBEKOBbs) KpEeIIOCTHBIe COOpPYKeHUd
CTaHOBUJIMCH CKOpee NaHBI0 TpafHUIlUH,
npuobperas IperMyI[eCTBEHHO CHUMBO-
JIM4YecKoe sHayeHHe. HaITOMHUM HCTOPHIO
MockoBckoro Kpemis, KOTOpbIH HaUHUHAJI-
Cs € TOTO, YTO JpeBHeHIIad, IleHTpalbHas
JacTb MOCKBEI B cepeguHe XII Beka Oblia
obHeceHa BaJIOM, B cepequHe XIV cTosteTus
OBLJIM BO3Be/IeHbI CTeHbI U 6alltHU U3 6eJ10-
ro KaMH¢4, B KOHITe XV BeKa — U3 KUpIIKya.
U Tosbko B XVII cTosteTHH 6AIITHA OJIYYHU-
JIK CYIIleCTBYIOIIMe HbIHEe IPYCHBIe U IIa-
TPOBBIE 3aBePIIIeHU.

B xoH1te XV — Hauase XVI Bexa Ha ero
TEePPUTOPHUU CTPOSATCA TPU cobopa U KOJIO0-
KoyIbHA «MBaH Besmmkuii», a Takke I'paHo-
BUTad I1aj1aTa. 3HAaYUTeIbHO I103JHee 3/[eCh
nogaBJaATCca TepeMHOU nBoOpel] (mepBas
nosioBuHa XVII Beka), 3manue CeHara (BTO-
pag nmosioBuHa XVIII Beka), a B cepefuiHe
XIX Beka — bousbmion KpeM€BCKUM 1BO-
per; u Opy>KeiiHad 1ajaaTa.

Tax ckytazpIBasICS OMH U3 KPaCUBEMIITNX
apXUTEeKTYPHBIX aHcaM0OJsiell MUpa, «TBep-
IBIHS U Cep/Iie» roCylapcTBa, OJIUIleTBOpe-
HUe ero MOIIY, a TaKyKe CAaMOOBITHOCTH ero
KYJIbTYPBI, YXOZAIEeN B TOJIIIY BEKOB.

[IprobpeTtas CKoOpee CUMBOJIMYECKHHU Xa-
paKTep, KPerocTHLIE COOPY’KeHUs CO Bpe-
MeHeM COOTBETCTBEHHO IIpeJcTaBaid BO
BCé 60J1ee 3CTeTU3UPOBAaHHOM o6suKe. I1o-
Ka3aTeJIeH C 3TOM TOUKHU 3peHHs1 HoBoeBH-
YUl MOHaCTBIPb B MOCKBe, 3aJ10)KEHHBIH B
1524 ropy. IIo BHEIITHUM IIpHU3HaKaM IIeper
HaMHU COOpY’KeHHe, KOHeYHO ke, 000pOHU-
TeJILHOTO HasHAYeHHUsd:
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— TUIIMYHOE MeCTOHaX0)K/leHUe, yI06HOoe
[T 3al[UTHI (B U3/IyurHe MOCKBBI-PEKN);

— KpeIoCTHbIE CTeHEI (BO3BEIeHBI B KOH-
e XVII Beka, JyIMHA OKO0JIO 1 KWUJIOMeTpa),
IIPUCIIOCO6JIeHHBIE K BeJleHUI0 604 U CHa0-
>KEHHbIe psijaMu OOMHULT;

— HaJIM4Me IBeHaII1aTy KPYTJIbIX 6allleH,
pasMeléHHbBIX Ha PacCTOIHUM BBHICTpesia
OPYyr OT Ipyra, 4To JaéT BO3SMOYKHOCTH 00-
30pa MeCTHOCTH U 006CTpeJia IIO/ICTYIIOB K
MOHAaCTBIPIO.

Tem He MeHee 00JIMK ¥ CAMOM KPeIloCTH, 1
0COOEHHO 3JaHUU BHYTPU Heé (UX I11eCTh —
CMmosreHCcKUM cob60p Havasia XVI Beka, KOJI0-
KOJIbHA KoHIIa XVII cTosIeTus U T. I.) C UX
HeO0OBIKHOBEHHOM HAPSAHOCTHI0 U Kpacoy-
HO-ZIeKOPaTUBHOU TPAKTOBKOM HOCUT SIPKO
pa3gHUYHBIA XapaKTep, a BeCb aHCaMOJIb
BOCIIPUHMMAETCS KaK AparolleHHasl apXu-
TeKTypHas UI'PYIIKa.

OxHUM U3 CUMBOJIOB CpefHeBeKOBbS
CTaJl 3AMOK — YKPeIUIEHHOe >KUIUIlle peo-
nasia. OGBIYHO ero paclioJiarajiy B U3JIy4U-
He peKHy, Ha BBICOKOM X0JIMe, II03TOMY OH,
IO 006HO CBOEMY BJIaJleTesIt0, TOCIIOLCTBO-
BaJI HaJl OKPECTHOCTIMU.

[ToHavasy 3aMKHU CTPOUJIMCH KaK Cyry60
YTUJIUTApHBIE II0 CBOEMY Ha3Ha4YeHUIO, TO
eCTh UMEHHO KaK YKpPen/aéHHoe Huauue.
OcMmaTpuBas caMble paHHUe 00pasIiibl I10-
IOOHOI0 COOpPY>KeHUs, JIeTKO yb6eqUuThCs,
YTO BCE B HUX C/IeJIaHO UCXOM 13 BOEHHON
I1esieco06pasHOCTU (B 3TOM OTHOIIIEeHUU
0CO6EHHO II0Ka3aTeJIbHA caMasl BbICOKad,
I030pHas OalllHg 3aMKa, TaK Ha3bIBaeMbli
00HX}cOH). OTCroja IIpoCTOTa U OTPyOJIEH-
HOCTb GOPM — IIPUMUTHUBHBIX, HO I10-CBO-
eMy KOJIOPUTHBIX.

Co BpeMeHeM CTPOUTENU HAUUHAKOT
IIPOSIBJIATHL BCE OOJIBIITYIO 3a60TYy O BBHIpa-
3UTEJIbHOCTU OOJIMKa 3aMKOB. B KOHQUTY-
paruu coopy>KeHUU Bo3pacTraJjia poJb TOTO,
UTO IIJIO OT CBOOOJAHOM apXUTEKTYPHOU
daHTasuy, U COOTBETCTBEHHO yBeJIMYUBa-
JIOCb MHOTr0o06pasue KpaCOYHBbIX, IPKO UH-
OUBUyaJIbHBIX TBOPUECKUX pellleHUH. Ta-
KUM 00pa3oM, 060poHUTeIbHasA QYHKITUA
BBITECHSJIACH 3CTETUYECKUMU 3aJavyaMy,
U 3TO IIpeBpaliajgo IIOCTPOUKY GopTUDU-
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KaIlMOHHOI'0 Ha3HaYeHUsd B IIPOU3Be/leHHe
HUCKYCCTBA.

ITo cBOel GpyHKIIMM ITO0OHBIE COOPYIKe-
HUS CTAHOBUWJINCH NAPAOHOU pe3uieHIIreln
BJIaJleTeJIbHOTO ¢eomana. M Bcerpa obpa-
IaeT Ha ce6d BHUMaHUe >KUBOIIUCHOCTD
apXUTEKTYPHOU KOMIIO3UITUH, IIPEBOCXO]-
HO BIIMCAaHHOM B HACBII[eHHOE IIPUPOJHOE
OKpy>KeHHe. IIOMHUMO IPKO BBIpa’KeHHOU
3CTeTHU3alluu KOHCTPYKIIUY, IIpecse/loBa-
JIaCh U I1eJIb BO3BEJIUUYEHUS «CUITEIbHON
IepCcoHbI». [I03TOMY 3a4acTyr0 TAKOM 3aMOK
TOP/Ie/IMBO [JAPUT HaJl OKPY KaroIeil MecT-
HOCTBI0, KaK ObI B3MbIBas BBBICH BCEMHU CBO-
UMHU 06 bEMaMU.

BOMHCTBEHHBIN XapaKTep HepeaKo IIpH-
obpeTasu U IIepKOBHBIEe 3naHud CpenHe-
BEKOBbs. B KauecTBe TUIIMYHOTO obOpasra
MO>KHO HasBaTh cob6op B TypH3 (Hupmep-
JIaH/IBI), KOTOPBIA HE TOJILKO IIPOU3BOLUT
BIIeYaTJIeHHUe HAaCTOsAIer KPeloCTH, HO U
Kak O0bl B MUHHATIOPE IIpe/iCTaBJIsIeT COO0M
MO/IeJIb XOPOIII0 YKPEeIJIEHHOT0 ropo/a.

IToCTpOMKH ITOA06HOT0 THUIIA IIOABOIAT K
MBICJIA O TOM, YTO MHOTO€ B apXUTEKType
CpeHeBeKOBbS UCIILITHIBAJIO BO3/IeHICTBHE
CTOJIb PacCIIPOCTPaHEHHBIX TOTJA COOPYIKe-
HUU KPeIloCTHOTO THIIa, IIprobpeTas He
TOJIBKO COOTBETCTBYIOIIIUM KOJIOPUT, HO
U CXOHOe HasHaueHHe. CYyTh B TOM, UTO,
II0CKOJIbKY CTPOMJIM TOIZla B OCHOBHOM U3
IlepeBa, IIOCTOJIbKY BO BpeMsd BOWH U ¢eo-
JaJIbHBIX MEXXIYyCOOHIL JIF000e KaMeHHOe
3laHUe CIIY>KUJIO0 3all[UTOMN OT HallaJeHus.

SIpko# WiIrOCTpaIriven MoKeT CIIY>KUTH
KylledeCKHH oM BO [ICKOBe — TaK Ha3bIBa-
eMble [IoraHKUHEI I1aJIaTh], II0 UMEHU BJIa-
IesibIta aToro foMa C. IloraHkuHa. B repsoMm
jTa)ke ero IiajaT pacroJiarajuch X03su-
CTBEHHBIe CJIy>KOBI U CKJIaZbl. B BepXHUX
gTa)KaX — CJIyKeOHBIe IIOMeIlleHUs, 3aJIbl,
KOMHAaTBHI [IA TocTeil. MacCUBHOe 3/1aHUe
C IUVIOCKMMMU CTeHaMU JIUIIIeHO KaKUX-JI100
yKpalreHuii. OCHOBATeJIbHOCTb CTeH JBYyX-
MeTPOBOH TOJIIWHEI JOIIOJIHAIOT TSOKEIbIe
CBO/IbI, 6OJIBIIIOE KOJIMYECTBO HUII U Taul-
HUKOB, OKHa-aMOpasyphbl, 3abpaHHbIe Ke-
JIe3HBIMU PeIIeTKaMU, — BCE 3TO IIPUAET
ZIJOMY CYpPOBBIM 00JIMK KPEIIOCTH.
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[ToraHKMHBI IIaJaThl IIOCTPOEHBl B
XVII cTosieTuH, TO €CTh IaJIeKOo 3a IIpeje-
JIaMU IIPUBBIYHOM XPOHOJIOTHU CpeHeBe-
KOBBS. 11 3T0O TOBOPHUT 0 Ype3BBIYAMHO IIPO-
IOJDKUTEJILHOM IJIEHUU TPagUIIuM aBHe !
9IIOXM. /laHHadA CUTyallus Obla XapaKTep-
Ha He TOJIBKO JId Poccuy, rje Ha JoJrue
BpeMeHa (0XBaThIBas 310Xy Bo3porkaeHUA
U JaXke OOJIBIIIYIO YaCTh 3II0XU 6ApPOKKO)
YKOPEeHUWJINUCh KaK Obl 3aKOHCEPBUPOBaH-
Hble QOPMBI CpeJHEBEKOBOI'O UCKYCCTBA,
HO U T4 psijia CTpaH 3anajHoi EBPOIEL

B xauecTBe IIprMepa MOKHO IIPUBECTH
partyiry Bo ®yiopeHiud (ITasaiio Bekkso),
KOTOpasl IIpe/CcTaBJsgeT COO0M TsoKéioe
MaCCHUBHOE COOpY’KeHHe BeCbMa MpayHOou
Hapy>KHOCTH U C IBHBIMHU «CJIeflaMH» Kpe-
IIOCTHOM apXUTEeKTYphl. A Be/lb BO3BELEHO
0HO B XIV Beke, korga ®a0peHIud y>Ke cTa-
Jla «KOJIbIOesIbI0 BO3porkeHuss» — 3II0XH,
YCTPEMJIEHHOH K CBETY ¥ TAPMOHUU.

C TOUKM 3peHUs KPeIIOCTHOTO XapaKTepa
CpeHeBeKOBOI0 30J4eCTBa, UMEHHO TaKoe
BIIeYaTJIeHHUe IIPOU3BOJUT MHOTO€E B apXH-
TEeKType pOMaHcKo2o cmuaf. O6o3Haue-
HUe OH IT0JIYYMJI II0 KOPpEeHHOMY Ha3BaHUIO
Puma (y1aT. Roma u romanus — PUMCKUN),
ero IIPOMUCXO’KAeHUe TPaJAUIIMOHHO BeayT
OT IIOCTPOEeK UMEHHO JaHHOT0 TOPOo/ia.

JleiCTBUTENIEHO, apXUTEKTypa 3TOI0 Be-
nyiero cTuis CpegHeBeKOBbs HOCHIIA Ca-
MBI IBCTBEHHBIN OTII€YATOK KPEIIOCTHBIX
COOPY’KEHUU: CypoBas reoMeTpHUYecKas IIpo-
CTOTa KOMIIO3UIWH, TsDKEJIasd Macca CTeH C
UX O0JIBIITMMU IJIYXUMH IUIOCKOCTSIMU, TPY3-
HBbIe CTOJIOBI ¥ OIIOPBI, Y3KHe OKHa, CKYIIOHM
ZleKOpP WJIM J1a’Ke II0JTHOe eT0 OTCYTCTBHE.

[IpaMBIM IIpefBepUeM POMAaHCKOTIO
CTUJII MOXXHO CUUTATh PaHHeXPUCTHUAH-
CKHe COOPY’KEeHUs B UTAJBIHCKOM ropojie
PaBeHHa (V BeK), a COBEPIIIeHHO TUITUYHON
IOCTPOMUKOM B 3TOM CTUJIe, KOTOPBIH pac-
IIpoCTpaHuiICA I10 Bcelt 3amagHou EBporre,
MO’KHO CUYMTAaTh IIEPKOBE CB. PympexTa B
BeHne (XI Bek). E11é oquH XapaKTepHBIH 06-
paser; pOMaHCKOI0 30/14eCTBa — IiePKOBH B
[Tapé-ne-Mouuass (Hagaso XII Beka, Ppan-
Us), T IIPsIMOe BO3eCTBHE KPeIlOCTHOM
apXUTEKTYpPHI COBEPIIIEHHO 0YEeBUHO B CY-
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POBBIX IIOCKOCTSX CTE€H U B OCTPOYIOJIb-
HBIX OallHgX.

[IprMepHO Te >Ke 4YepThl HAXOJUM U B
PYCCKOM IIepPKOBHOM 30/14eCTBe TOTO Bpe-
MeHU. K 1ipumMepy, cyTh KOHCTPYKIIUHU I'eop-
rueBckoro xpama (1119 roz, IOpreB MoHa-
CTBIPB, 6si3 HOBropoaa) B CTPOroM, Aake
CyXOBaTOM 00BbEMe (BBICOKHUM «O6OraThIp-
CKUI» MOHOJIUT), IIPUYEM BBICTYIIBI alICH
HaIlOMUHAKT 0O0pPOHUTeJIbHBIEe OalllHU.
Bapa6aHb! U I1aBBl XpaMa — TOJILKO He-
6oJibIllasd, BTOPOCTeIleHHasl 4acTh 00Inen
KOMIIO3UITHUH. I]es10e BOCIIPUHUMAETCSI KaK
HeYTo I'PO3HOE, OIIleTUHUBIIIeeC .

He MeHee CUJILHBINM «KPEIIOCTHOMU» OTIIe-
YaTOK JIEJKUT U HA MHOTUX XPaMOBBIX CO-
OpY’KeHUAX CpeJHeBeKOBOro Bocroka. Bor
HEeCKOJIbKO Pa3HOILJIaHOBBIX 06pasIioB.

HaunHéwMm ¢ 3akaBKasbd — /KBapH (Xpam
Kpecra, 586-604) B M11xeTe, KOTOpasi B CBOé
BpeMs Obl1a cTosuIeit I'pysun. OH Bo3He-
CEH Ha TOPHBIM OTPOI, CJIUT C IIPUPOSHBIM
MaCCHUBOM, TaK 4YTO 3/laHHe CJIOBHO BPOCJIO B
CKaJIy, BeH4as eé BEepIIKUHY, ¥ OHO IIpeKpac-
HO BUJHO B paguyce 30-40 KUJIOMETPOB.

Hermogmanéxky ot /pKBapu ObLI BO3BEIEH
CBeTHIIX0BEé/IH (6YKBAJIBbHO KUugomeops-
wuil) B Miixete — KadepajlbHBIN cobop,
OTHOCAIIUAMCA K 60JIee I103JHeEMY BpeMeHU
(3aBepmiéH B 1029 rozy, sogquuii ApcyKuo-
3e). 3JaHue TUTaHTCKUX pasMepoB obHece-
HO CT@HOU U UMeeT Ype3BhIUalHO CYPOBHIH
06JIUK.

Terrepb o6paTHUMCA K COOPYKeHUAM 6Oa-
IIIEHHOI0 TUIIAa — B Ka)KA0M Cjydae 3TO
OyzeT XxpaM-6alltHs, U IIOHATHO, UTO JIto6ast
TaKas IIOCTPOMKa, IOMUMO PEeJIUTHO3HOI0
HasHauyeHUs, BBIIIOJIHAJIA JO30PHYI0 QYHK-
IIUI0. B MCITaMCKOM apXUTEKType 3TO UMeJI0
OTHOILIEHHe IIpe’K/e BCero K MUHapeTaM,
KOTOpPBIe UMEIOT IIPUMEPHO TO JKe Has3Ha-
YyeHUe U apXUTeKTYpPHOe pPacIIOJIOKeHUe,
UTO U KOJIOKOJIbHS B XPUCTUAHCKOM XpaMe.

Cpesiy HHUX HCKIYUTEJIbHOUW OpH-
TUHAJbHOCTBIO BBIJIEJeTCI MHUHapeT
anb-ManbBuss B Camappa (Mpak, 847-
852 rofpl) BBUAY CBOEM CIIMpaIeBULHOU
KOHCTPYKIIMM, BO3SHECEHHOM Ha BBICOTY
50 meTpoB. He MeHee cBoeobOpaseH IJjaB-
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HbIM MuHapeT byxaps! (XII Bek, CpenHss
Asud), U3BeCTHBIM KaK MUHapeT KaJisiH, To
ecTb BesimkWi MuHapeT. Ero BepTHUKaJIb
BHUJIHA B TOpoJie 0TOBCIOY. MaccuBHas Ko-
HHUYecKad 6aIH4a (rmoyTtu 50 MeTpoB BBICO-
TOU) 3aKaHuuBaeTcd GOHAPEM-POTOHIOMN
C IIeCTHAAaTbI CTpeJbYaThbIMU OKHA-
MU. CJI0’KeHa OHa U3 JOKEHOT0 KUpIIUYa U
pacuieHeHa TOPU30HTaIbHLIMU OPHAMEH-
TaJIbHBIMU I105ICAMH, Y30p KOTOPBIX HU pasy
He II0BTOPSIeTCH.

U, HaKoHel], OTMeTHM JjBe KUTalCKHe I1a-
rofpl O6allleHHOIo TUIIa: I1aroza /JlassHbTa B
CuaHe (VII BeK) 1IpeicTaBiisieT CO60M ITUKIIO-
IIMYeCKOe COOpY’KeHHe OTKPOBEHHO 0060-
POHHOTIO XapakTepa, a 4yTo Kacaercd «Ke-
JIle3HOM naroapl» B KalipbiHe, TO B TaHHOM
clydae HasBaHUe TOBOPUT caMo 3a cebs.

3aBepiag 006CyXJIeHUe Xy[0>KeCTBEeH-
HOM KyJbTYpHEl CpefHeBeKOBbs, PacCcMo-
TPUM HEKOTOpEIe SBJIEHUS, CBSI3aHHBIE C
AupuvecKoll 06pasHocmulo.

[IpeXxze BCero oTMeTUM TOT QaKT, YTO
JIMpUYeCcKOe Hayaslo IIHPOKO IIPOHUKA-
JIO B KyJIbTOBOE HMCKYCCTBO. OCO6EHHO 3a-
MEeTHBIM 3TO CTaJI0 Ha IIO3JHUX 3Tallax
CpenHeBeKOBbd. [IpefcTaBuM cebe MaJible
LIePKBH U LIePKBYIIKU PyCH U J)KeMUy>KUHY
Cpefu HUX — IepKoBb ITokpoBa Ha Hépiiu
(1165 ropx, 6113 Baragumupa).

Kak u3BeCTHO, eé mosiBjieHue ObLIO 00-
YCJIOBJIEHO IJIY60KO JIMYHBIM UMITYJIbCOM:
BJIAJUMUPCKUN KHA3b AHApeUd Borosro6-
CKHUM B IIaMATH 0 CBOEM 6e3BpeMeHHO YMep-
IIIeM ChIHE PelluJI IIOCTaBUTh eé «Ha /y2y»
y pexu Hepuib. [loguépKHyTasg KaMepPHOCTh,
IpejesabHas MATKOCTh KOHTYPOB, HeCpaB-
HeHHad II03TUYHOCTH [1eJIal0T €€ CUMBOJIOM
HeOPOCKOM U YUCTOM PYCCKOM KPacoThI.
He ciiyyafiHO I1epKOBB TaK CJIHUTa C OKpY-
JKaIoIyM JIaHAI1aGTOM, HEII0OCPeLCTBEHHO
BBIpacTas U3 Hero.

HeuTo momo6HOE 110 CUjIe JIMPUYECKO-
IO YyBCTBa HaXOJUM U B HEKOTOPBIX 00-
pasiax pycckoi MKOHONUCHU. K nmpuMepy,
UKOHa «AHTeJ1 — 3j1aThie BJachl» (KOHeI]
XII Beka) B COOTBETCTBHUU C XapaKTepoM
o6beKTa 0TOOpa’keHUs Bbllep>KaHa B 30-
JIOTUCTHIX TOHAX. JIMK II0JIOH IPYCTH U IY-
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IIeBHOM TeIJIOTHL. BrieuatTsigeT riaybokas
4eJIOBEYHOCTH OOpasa (obpaiaeT Ha cebst
BHUMaHWe MATKUN HaKJIOH IOJIOBBI), UTO
IOSUEPKHYTO UCK/IIOYUTEIBLHOMN I1IJIaCTUY-
HOCTBI0 U300pa’keHUsI — BCE B HEM JIBIIIUT
HEe)XHOCTBIO U COUYBCTBUEM.

B pspy aHasOorM4yHBIX 06pasoB HaXo-
IUTCcI U «BiraguMupckass boromarepn»
(py6ex XI-XII Beka) — IIo)Kasuyi, camas
3HaMeHUuTasd U3 HUKOH OTeYeCTBEHHOIO
npaBociaBud. 110 IIPOUCXOXK/IEHUI0 CBOe-
My 3TO BH3aHTHICKas UKOHA, HaIlMCaHa
OHa KOHCTAaHTHUHOIIOJIbCKUMHU MacTepaMHu,
HO IIpHJKUJIach Ha Pycu, cTaB 3HAKOM eé
NYXOBHOCTHU M apXeTUIIOM MHOKeCTBa II0-
IOOHBIX 06pa3oB. IKoHa ObLIa IIpHUBe3eHa
B Kues B 1132 roxy. B 1155-m Auzpeit bo-
TOJIF00CKUU TallHO YBE3 e€ BO Biagumup,
I7le OHa HaxoAuIach B YCIIEHCKOM cobope
o 1395 roza. Korza Haz, cTpaHOM HaBHCIIA
yIpo3a HalllecTBHUd TaMepJsiaHa, eé riepeHec-
1 B MOCKBY — 3/1eCh OHa U OCTasach Kak
CBOETO Po/ia CUMBOJI Pycckoii 3eMiIy, coxXpa-
HUB Ha3BaHUe BaJlUMHPCKOM.

boromaTteps — H3JII00JIEHHBIN JIUK PYC-
CKOM MKOHOIIUCH, TPAKTyeTCsd KaK KpoTKas
3aCTYIIHHUIIA 3a POJ, YeJIOBeUeCKUU Iiepes
cujaMu HeOGeCHBIMU. HO IIPUCYTCTBYET U
60JIee KOHKPETHBIN CMBICJ: 00pas Ievasb-
HOM U HE)KHOM MaTEepUHCKOU JII06BU. Uepes
JUK boromMaTepu B XpUCTUAHCKOE HCKYC-
CTBO BOIIJIA TeMa CBATOCTH MaTePHUHCTBA.

B mipepiiecTByOIEM M3JI0KEHUH, Kaca-
Cb KUTAaUCKOU KUBOIIUCH, TOBOPUJIOCH O
IIpUCYILeN el TPaHJUO03HOCTH U BCEOOIII-
HOCTH BOCIIPUATHA MUpa. Ho B Hel MOIIu
MOABJIATHCA U YUCTO JIMPUYECKHEe pellle-
HUS, YTO [IOIIOJIHUTEJbHO IIOATBEePIKAaeT
TOT BBICOYAUIIIUHN YPOBEHBb, KOTOPOI'O 3TOT
BUJ, Xy/I0’K€CTBEHHOI'0 TBOPYECTBA JOCTUT
B CTOJIb JIaJIEKHe BpeMeHa.

OpuH 13 06pasiioB, YKasbIBAIOIUU Ha
MHOroo6pasue 0X0/0B, CBOMCTBEHHbBIX KU-
Ta¥CKUM MacTepaM, — «I'oJIble MBBI U JaJIb-
HUe ropsl» (XIII Bek, XynoXHUK Ma FOaHb).
JlaHHasg paboTa HaXOIUTCA B Py PacCMOT-
PEHHOTO BBIIIIE KaHpPa «20Pbl-800bl».

Ho, TOMHUMO 3TOTO >KaHpa C ero CKJIOH-
HOCTBI0 K KOCMH3MY, CYIIIeCTBOBAaJI U JKaHP
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6oJiee KaMepHBIN: «Ugembl-nMmMuubl», Ie
BCE IIPOHUW3aHO TOHKUM JIMPHU3MOM, UH-
TUMHOCTBI0, )KUBOU TPEIeTHOCTHIO. B psany
Haub0JIee U3BECTHBIX IIpUMepoB — «ABOJI-
ra Ha rpaHaTOBOM JepeBe» (aHOHUM,
XI-XII Beka).

[Too6HBIE BeIlfU TaKyKe BBIIIOJHAINUCH
Ha CBUTKAaX, HO 3/ieChb II0JIy4YHJIa X0XK/eHHe
He TYIIIb, @ aKBapeJib, Aal0Ilas yAUBUTEIIb-
HO He)KHbIe KpacKU. BMecTe ¢ mopasurelib-
HOM TOHKOCTBIO UCIIOJIHEHUS 3TO I103BOJIA-
JIO 106UBATHCA BBICIIEN XYy/I0’KeCTBEHHOU
BBIPa3UTEJIbHOCTH.

PasBuBasiach B Te BpeMeHa U JIMpUKa B
Y3KOM 3HaYeHUU 3TOI0 IIOHATUS, TO eCTh
Jr000BHas JUpUKa. TeMa JIr00BU IIOPOAU-
Jla MHO>XKeCTBO IIpou3sBeieHUN. OC06eHHO
B apabo0g3bIUHBIX CTpaHaX, IJe II03THUKA
II0/J06HOTO PO/ia OT/INYaIach U3BICKAHHOM!
KpacoToH cJIora.

EBpormelickasg JHpUKa B Te BpeMeHa
TOJIBKO JieJlajla CBOU IlepBhle Iaru. 1 eciu
B CBETCKUX yKaHpaxX OHa Oblia IIpefcTaBJie-
Ha JOCTaTOYHO CKPOMHO, TO TeM 6oJIee CJIe-
IyeT OLleHUTH TOT GaKT, UTO JIUPHUUECKOe
HayaJIo 0CTaTOYHO IIIUPOKO IIPOHUKAJIO B
peIUTHu03HbIe JKaHPbI, KaK Obl corpeBasi KX
U3HYTPH, BHOCSI HOTY UYBCTBEHHOCTH.

Co6CTBEHHO paHHASA eBpoIleMcKasd JIU-
PHKa KaK TaKoBasl pasBHUBaJlach IJIaBHBIM
06pasoM B MY3bIKaJbHO-II03TUYECKOM
TBOpPYeCTBe IIPOBAHCAIbCKUX TPybaaypoB,
¢paHIly3CKUX TPYBEPOB U HEMEITKUX MUH-
He3UHrepoB. To OBLIN BhIPa3UTEH PHILlap-
CKOM KyJbTypbl. OHU YTBEPAUIU KYJIbT
[IpexpacHO# /laMbl, BOCIIeBasi BO3BHIIIIEeH-
HO-YyTOHYEHHOE YyBCTBO 000’KaHUA.

EBporeiickas JTUpUKa TeX BpeMéH Obliia
B CBOEM CYIITHOCTU OUeHb I1eJIOMY/IpeHHOH,
4TO 0CO6EHHO OIIyTUMO, KOTZia CTUXHU COe-
OUHAITCA C MY3BIKOM, KaK 3TO U IIPOUCXO-
IUJI0 0OBIYHO B MCKYCCTBE II09TOB-IIEBI[0B
PBIIIapPCKOTO KpyTa.

CpegHeBeKOBLE HepenKo IIpefCcTaBJIsd-
eTCcs HaM BpeMeHeM CYPOBBIM, MpPa4YHBbIM,
Ia’ke THeTYIIUM. 1 1171 9TOTrO eCTh oIlpefe-
JIEHHBIE OCHOBaHUA. CJIUIIIKOM YacTo, B TOM
YucJie U B UCKYCCTBe, 3By4aJId IIPUSBIBBI K
ackese, KOHCTaTaIlUU 6eCCMBICJIEHHOCTHU
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YeJI0BeUeCKOU KU3HU, TPO3HBIe IIpOpoYe-
CTBa. ITO IIIUPOKO IIpe/iCTaBJIeHO B XPUCTHU-
aHCKOM MCKYCCTBe U, MO>KeT OBITh, 0C06eH-
HO B apabCKOU I1033UM.

OfHaKo HeCMOTPS Ha BCE 3TO, )KU3Hb Opa-
Jla CBOE, YTO IIOPOJUJIO XYy/I0KeCTBEeHHBIN
II0TOK, HAIIOJTHEHHBIW UyBCTBEHHO-II0JIHO-
KPOBHBIM IIPUSATHEM MUPa, MHOIOIIBETUEM
SIPKUX Kpacok. U, K IIpruMepy, B TOM Ke apab-
CKOM I1093UU BO3HUKIJIO IlejIoe HallpaBJe-
HUe [0/ Ha3BaHUEM XAMPUUSIM — 033U
BHHAa. ApabCKUM I109TaM I10-CBOEMY BTOPST
eBpOIleficKUe gacaHmel (B UX YUCjIe ObLIN
CBAII[eHHUKU 0e3 IIPUX0/a, MOHAaXHU-PaccT-
pury, 6popsaUme IIKOJISAPHI).

ByHHBIM IIBETOM IIBeJIO TOTZA ILJIOIaL-
HOe HCKYCCTBO CTPaHCTBYIOIUX KOMe-
OUaHTOB. B pasHBIX cTpaHaxX MX Ha3bIBa-
JIY I10-pa3sHOMY: >KOHIJIEPHI BO ®paHIUY,
IIIIUIbMaHbl B 'epMaHuM, CKOMOPOXH Ha
Pycu u T. 1. /11 KOJIOpUTa U HallpaBJIeH-
HOCTH 3TOTO peMecJia XapaKTepeH IIepeBo],
0003Ha4YeHUs WUNUAbMAHbL — USPEUbl.

UTo KacaeTcs CpefHeBeKOBBIX KOHIJIE-
POB, TO He CJIefyeT IIyTaTh UX C COBPeMeH-
HOU ITUPKOBOM Ipodeccueit — TorgalrHue
JKOHIJIEPHI YMeJIU He TOJILKO MaHUIIYJIU-
poBaTh pas’JIMYHBIMHU IIpegMeTaMH, HO U
T1eJIH, IIICaJIN, CKa3bIBaJIU U pasbIrphIBaIi
TeaTpasIbHbIe CLIeHKU. COXpaHMUJINCH 06pa3-
ITbI UX MY3BbIKH — OTKPOBEHHO ILIE6EHCKOH,

HeOoObIYalfHO IIIYMHOM, COYHOM, TEPIIKOH,
Ha pefKOoCTh )KU3HeI00uBOM. U Kaxk To 3a-
YaCTyI0 BOJUIOCH B UCKYCCTBE TeX BPeMEH,
B €€ HapOJHO-)KaHPOBOM IIPUMUTHUBE eIré
sIBCTBEHHBI CJIe/Ibl BApBapCTBa.

[TogBeéM HeKOTOpBIe UTOTU. [Io cymme
Ha3BaHHBIX ¥ OYeHb MHOIMX HEHa3BaHHBIX
sIBJICHUM CaMOI0 BBICOKOI'O 3CTETHYECKOTO
TIOPSIZIKa MOXKHO CZieJIaTh BBIBOJL: HCKYCCTBO
CpeHeBEKOBbSI — OTPOMHBIM, 60raTe NN
IJIACT XY 0KeCTBEHHOU KYJILTYPHI YesIoBe-
4JecTBa.

Oc060 HY>KHO BBI/IeJTUTH Ha JAHHOM HUCTO-
PHUUYECKOM 3Talle TBOPUECKUE TOCTHKEeHU
BocToKa, KOTOPBIM IIPOIIES B Te BpeMeHa
CBOM «3BE3MHBIM yac». IMeHHO Torjga MHO-
rve HapoJbl ASUM CO3JaJH CBOIO XyJOXKe-
CTBEHHYIO KJIaCCUKY. 1 eCsIH eBpOIIeMCKUM
CTpaHaM 3TO eIllé IIPeCTOsI0 CAesaTh, Ha-
YHHasl C 3II0XHU BO3poKaeHMd, TO /11 BocTo-
Ka Hacemye CpefHUX BEKOB OBLIIO U OCTAET-
Cs1 BO MHOTOM HeIIpeB30MIEHHBIM.

OuyeHb Ba)KHBIM UCTOPUYECKUM 3TAIIOM
cTayio CpefHeBeKOBbe U 71 Oyay1eit Poc-
cuu. To 6B17Ia TOUKA OTCUETA e€ UCKYCCTBaA:
CTPEeMUTEeJIbHBIN B3JIET 30/[4eCTBA U UKOHO-
IIMCH, HavaJIo JIUTepaTypsl (C TAKUM BBI/1a-
FOIIIMMCS ITAMATHHUKOM, KaK «CJIOBO O IIOJIKY
Hropese») U IpopecCHOHAaIbHOIO IIeBYe-
CKOTO MCKYCCTBa — BCE 3TO OBLIO CIeIaHo
B ocHOBHOM 3a XI u XII cTosreTus.
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AemueHKO AslekcaHap IBaHOBHY, TOKTOP UCKYCCTBOBEeHMs, IIpodeccop,
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Aesthetic Realism
Explains Rock and Roll
and Our Lives

This is an inquiry into what rock and roll
as art can say to us about our very lives.
It is based on the following principle
of Aesthetic Realism, the philosophy founded
by American poet Eli Siegel: “All beauty
is a making one of opposites, and the making
one of opposites is what we are going after
in ourselves.” Six well-known rock and roll
recordings are looked at for how they make
a one of opposites — principally, inner feeling
and outward expression, also wildness
and precision, continuity and discontinuity,
pleasure and pain; and how the seeing
of these aesthetic opposites as one in the music
of rock and roll can inform us about how we,
as human beings, want to be in our everyday
lives in order to be happy and truly expressed.

Keywords:

Rock and roll; Aesthetic Realism;

Eli Siegel; opposites; Ellen Reiss;

Jackie Wilson; The Beatles; Twenty One Pilots,
The Marvelettes; The Script; Chuck Berry.

JcTeTHYEeCKUH peaaiusm
MOSICHSAET POK-MY3BIKY
U Hallly >)KU3HU

JdTa cTaThd UCCIEAYeT TO, YTO POK-My3bIKa
KaK UCKYCCTBO MOJKET HaM CKasaThb 0 CaMOH
Hale )xiusHu. OHa 0CHOBaHa Ha CJIeyIolleM
IIPUHITUIIE 3CTeTUYECKOI0 peaanusMa —
¢unocodru, KOTOPYI0 OCHOBAJI aMepPUKaHCKUN
1109T ity Curesib: «Beg KpacoTa COCTOUT
B TOM, YTOOBI COeIUHATEH BOEAHHO
IIPOTHBOIIOJIOKHOCTH, B 3TO COeITUHEHHE
IIPOTHBOIIOJIOKHOCTEH BOEJUHO U eCTh TO,

K 4eMy MBI CTPEMHMCS B HAC CAMHUX».

[ITecTh U3BECTHBIX 3aIIHCEH POK-MY3BIKHA
paccMaTpUBalOTCI B KOHTEKCTe TOTO,

KaK OHU COeJUHSAIOT BOCUHO, IJIaABHBIM
00pasoM, BHyTpeHHee BOJIHeHUe M BHEIITHIOK
9KCIIPECCHIO0, JUKOCTh U TOYHOCTE,
IIPOJIOJDKUTEIILHOCTE U IIpephIBaHUe,
YZ,0BOJILCTBHE U 60J1b. U KaK BHeHUe 3TUX
3CTeTHUYECKUX IIPOTUBOIIOJIOKHOCTEH

B POK-MY3bIKe MOKeT PacCcKa3aTb, KAKUMU MBI,
JIIO[Y, XOTUM OBITH B IIOBCEJHEBHOM JKHU3HY,
4TOOBI OBITH CUACTIUBBIMU U UCKPEHHE
BBIpa’kaTb CBOM YyBCTBA.
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hat is it about rock and roll? Why
have millions of people been so
taken by it — from the time it first

emerged in the middle of the 20th century until
now? I believe the reason we are so attracted
to it, thrilled by it, is that good rock and roll has
something we want and need for our very lives.

What I write here about the personal and
cultural meaning of rock and roll arises from
my study of Aesthetic Realism, the philosophy
founded by the great American poet and
educator Eli Siegel. At its core is this principle:
“All beauty is a making one of opposites, and
the making one of opposites is what we are
going after in ourselves.”

Opposites we hear as prominentinrock and
roll are inner feeling and outward expression,
pleasure and pain, and, as the critic Carl Belz
writes in The Story of Rock, “a wildness and
excitement... [which] is always controlled.”
The reason it thrills us is that, through its very
sound, rock and roll tells us these opposites
can be one in ourselves. I love this idea, see it
as true, and in this writing I will show some of
what I've seen, using particular rock and roll
recordings as illustration.

In keeping with this, I’ll first say some
things about myself.

This Is What Happened to Me

At the age of 12, I fell head over heels in
love with rock and roll when the Beatles first
swept the world. Before then I had always
liked music and singing and my care for rock
and roll was growing, particularly through
some of the records my older sister played —
by artists like Dion and the Belmonts, the
Cleftones, Neil Sedaka and others. But it was
the Beatles who ravished me for real and gave
me a feeling of honest, sustained pleasure I'd
never experienced before. And I needed that.
Already at that age, like young men today, I was
getting lonelier, sadder and more confused. I
felt pretty much unknown by the people in my
family, and though I played with kids in the
neighborhood and socialized at school, I felt

more and more that my inner self was apart
from other people, unknown and separate. It
was painful.

Meanwhile, I didn’t know what I was to
learn years later. Aesthetic Realism explains
that every person is in a deep debate at every
moment of our lives between our hope to like,
respect, and see meaning in the outside world
(which is our deepest, most insistent desire)
and the hope to have contempt for the world,
to get “a false importance or glory through the
lessening of things not oneself.” While I very
much wanted to care for other people and to be
cared for by them, I also got a value from feeling
I was made of finer stuff, and that other people
were not good enough for me to be interested in
or show myself to. So, although I felt bad about
my inability to show my feelings and longed
to break out of it, I also gloried in the sense of
separation and “specialness” that I cultivated.

So, what has all this to do with rock and
roll? Everything.

Rock and roll, like all art, stands for and
embodies respect for the outside world. I
loved it because, unknown to me then, it
represented the solution to the mistake I was
making in my life — and in particular this
division I'd made between inward feeling and
outward expression.

The Meaning of Rock and Roll Explained

As I studied Aesthetic Realism, I attended
a class called the Opposites in Music, taught
by Barbara Allen and Edward Green, at the
Aesthetic Realism Foundation in New York
City. In one of these bi-weekly classes, they read
notes from an Aesthetic Realism lesson that
Eli Siegel gave to a man who was a performer
and composer of rock music. That lesson,
which took place in December 1969, was a
revelation to me! It was based on the principle
I quoted earlier, “All beauty is a making one of
opposites, and the making one of opposites is
what we are going after in ourselves.”

Mr. Siegel said to that musician, called Bob
Walker*:

* The name of the man having the lesson was changed for this article.
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The thing about rock and roll is that it
puts two things together. So, Mr. Walker,
have you found in rock and roll a sense
of assertion and agony? That is, do you
feel that somebody is asserting himself
and at the same time there is something
plaintive, a wail?

BOB WALKER. Yes.

ELI SIEGEL. All right. Now this has the
answer to people’s problems. On the one
hand, they want to be very private and
sad, and on the other, they want to have
something like sunlight and public force.
Rock and roll belongs to aesthetics —
there are two opposites there — do you
see them?

BOB WALKER. I think so, yes.
ELISIEGEL. Iwould say that every person
has to make a one of the most secret thing
and the most public thing. And rock and
roll among other things — it’s not the only
thing —rock and roll says that that can be
done. The big principle is that if you listen
to it there seems to be the utmost pain and
the utmost assertion. ...You have the most
terrific woes... the words [are] mostly
about, “How defiantly alone I am!” It’s the
tremendous assertion of loneliness.

Hearing this, I was thrilled. “This is it!” I
thought, “Thisis whyIlove rock and roll!” And
I believe thisis the central reason why people
in such great numbers around this globe have
loved it, and do to this day. Don’t we all want to
make sense of our desires to “be very private
and sad” and to have “something like sunlight
and public force,” to relate our secret, hidden
selves to the wide outside? Since that time I
have looked at many instances of rock and
roll and asked: How are these opposites one,
technically — not only in the words — but in
the structure of the music itself? Here is some
of what I have found.

1. Jackie Wilson’s Lonely Teardrops —
the Blare of Agony

Let’s consider the classic rhythm and
blues recording of 1958 produced by Berry

Gordy and sung by the great Jackie Wilson,
Lonely Teardrops. Here are the lyrics — they
have, as Mr. Siegel said of rock and roll songs,
“terrific woes.”

Hey! Hey! Hey!

My heart is crying, crying

Lonely teardrops.

My pillow’s never dry of

Lonely teardrops.

Come home! Come home!

Just say you will! Say you will!

Just give me another chance
for our romance.

Come on and tell me that one day
you’ll return; ‘cause,

Every day that you’ve been gone away),

You know my heart does nothing but
burn... crying...

Lonely teardrops...

The music begins very dramatically with
a single drum beat. This lonely drum beat
is on the upbeat, preceding the first full
measure of the song, and is immediately
joined by a whole flood of sound — the
band and the big sound of female and
male voices singing, “Shoo be do wop, bop,
baaaa.” On that last syllable, “baaaa,” the
voices all swoop downward in a kind of cry
or groan; but it is done so neatly, with such
style and in such a swinging rhythm that it
also sounds very cheerful.

Jackie Wilson



2020, Ne 3 %’9

JHajor KyJbTyp

Overlaying the backup singers, Jackie
Wilson sings the word “Hey,” the first of
three times. The way that first “hey” soars,
wanders, retreats and swells is agonized and
triumphant at once. In the lesson, Mr. Siegel
asked Bob Walker about rock and roll, “Do
you think it’s the blare of agony?”

As the backup singers repeat their lively
opening phrase twice, Wilson sings “hey”
another two times, and each one gets a more
assertive punch. At the end of the third “hey,”
all the voices and instruments stop. After a
brief silence, we hear Wilson’s voice alone
sing, “My heart is crying, crying...” Following
this, the only thing that next breaks the
silence is that single drum beat, just like
the one that began the song. Again it is on
the upbeat preceding a new measure, and
again it is followed by a large rush of sound
as all instruments and voices return, with
Wilson singing “lonely teardrops” and the
background singers, “Shoo-o0o0-be-do wop,
bop, bop.”

[Listen to Lonely Teardrops
in the following timeframe:
00:00-00:18
(that is, the first 18 seconds)]

Here is a YouTube address:

https://www.youtube.com/

watch?v=jgyl L.Bdcxo
(A complete discography of the songs

I'm talking about will be at the end
of this paper.)

I love that one drum beat in the midst of
silence, which happens at several places in
this song. I feel it stands for the lonely, solitary
self that is also yearning to come forth. In the
lesson, Mr. Siegel related rock and roll to what
he called “the largest purpose of a person...
to make a one of the utmost secrecy and the
utmost relation or public meaning.” I feel
that drum beat has tremendous heartbreak
and tremendous pleasure at once. You can
feel the pang going straight to the heart and
at the same time the composing pleasure of
that sure, reliable beat as it propels the song
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on into the next richly textured passage of
sound. With all the loneliness and sorrow in
the words, the music sounds nevertheless
like a joyous celebration. Rock and roll,
Mr. Siegel said, stands for “the desire of a
person to unburden himself as if he were
an earthquake.” I think this is what Timothy
White was getting at when he wrote: “Rock
and roll is the public expression of a personal
truth, offered at no small risk.”?

In this and other parts of the song, there
are strummed and plucked notes on muted
guitar strings that stand out in time like
individual teardrops. They sound painful
and playful at once. Also those background
voices, including the very high female voices
singing in the middle of the song — and
repeating at the end — the phrase, “Say you
will!” are both excruciating and exhilarating.

In the bridge, which begins, “Just give
me another chance,” the backup voices sing
brightly harmonized chords on the syllable
“ah,” and sound pleased, even reassuring.
But simultaneously, as Wilson begs his lover
to return and tells her that “every day [she’s]
gone away” his heart “does nothing but
burn,” his voice is a high-pitched wail, with
many sour, straining blues notes impinging
on each other. He’s crying, but what do we,
the listeners, get? Happy exhilaration!

[Listen: Lonely Teardrops, 00:14-01:56]

I submit all this as evidence for the truth
of what Eli Siegel said in the lesson from
which 'm quoting: that the art of rock and
roll solves a problem that every one of us
has by being alive. He said to Bob Walker at
one point:

My essay “The Ordinary Doom”® says
there’s a feeling had by everyone that the
rest of the world doesn’t know him or her
well enough. “The Ordinary Doom” is the
feeling that we are more unknown than
known. Do you think that you have that?
BOB WALKER. Yes. I do.

ELISIEGEL. And do you think the purpose
of rock and roll is to shatter it? The words
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are mostly about “how defiantly alone I
am.” It’s the tremendous assertion of
loneliness. And that is why it affects people
more than other things, because there’s
something unabashed about it — also, in
control. What I’'m saying to Bob Walker
is that rock and roll does show that the
opposites are very much in motion, and
that people are trying to be proud of their
pain, not be skulking about it. And this is
what I recommend — that he see himself
and rock and roll as at one with all the art
of the world.

I love this. Eli Siegel explained that rock
and roll has had a message for people all this
time: the strategic hiding from the outside
world of what we truly feel, doesn’t have to
be. While I also hoped my hiddenness would
be shattered, it never would have been except
for the criticism I heard in Aesthetic Realism
consultations, and then in classes taught by
Chairman of Education Ellen Reiss. I was
fortunate to hear questions that changed me
very deeply, such as, “Do you think the outside
world and other people are good enough for
you to show what you feel?” I am grateful
for the fact that I have been known truly —
and continue to be — by Aesthetic Realism,
including thoughts and feelings that I once
felt would never meet the light of day — and
for the feeling I have more and more that my
inner life and the outside world are coherent.

Mr. Siegel said to Bob Walker at another
point in the lesson:

If you want to work with that aspect of
music called rock and roll — it doesn’t
mean that you can’t get to other aspects
of music — there’s Bach rock and roll,
Mozart rock and roll, Victor Herbert rock
and roll, but the big principle is that if you
listen to it there seems to be the utmost
pain and the utmost assertion.

That is such a true description of this song.
The closing “Say you will!” section, with all of
its agonized pleading, sounds like an ecstatic
gospel meeting, complete with handclaps —
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Little Richard

double-clap on the second beat, single clap
on the fourth. Listen to the remainder:

[Listen: Lonely Teardrops, 01:52 — End]

That togetherness of pain and assertion
is also in the work of a close contemporary
of Wilson: the immortal Little Richard. His
passing earlier this year has me want to
honor him in this writing.

I believe the reason Little Richard is so
loved is that, as artist, he did what we are
longing to do in our lives: have big, powerful,
authentic feeling and show it in a way that is
unfettered, unfiltered, uncompromised, and
yet has accuracy and style. When we hear
him almost turn himself inside-out on such
classics as Long Tall Sally, Lucille, or Good
Golly Miss Molly (just to name a glorious few),
there is something so staggeringly entire, so
ALL OUT in his singing, that it thrills us to
our core. It sounds like pain, but it feels like
joy! That, my friends, is rock and roll.

The Beatles
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2. Assertion and Yielding, Independence
and Need in the Beatles’ Help!

I think a large reason the Beatles’ great
1965 recording, Help! has remained one of
their most popular songs is the surprising,
bold, energetic way it deals with a question
had by every person: “If I need something
or someone and say so, am I strong or
weak?” The song is very daring, with its
raw, assertive outburst right at the outset —
and what are they singing? “Help! I need
somebody!” Right away, it goes against the
feeling we can too often have, “I'm okay as I
am. I know how to take care of myself.”

In an essay titled “Care for Self,” Eli Siegel
wrote:

The large matter is: What is the complete
self? Is the self more complete as it needs,
or more complete as it leaves out?*

This whole song — in its words, but
also in its musical structure — is a saying
that the self is more complete as it needs.
For example, as we look at the opening
eight bars, we see that they beautifully
put together two opposites always present
in need — assertion and yielding. As
the Beatles sing “Help!” four times, each
“Help!” is higher, more assertive, until the
last is on an amazingly high C#: But with
each new height the voices reach, the band
simultaneously gets deeper, so there is
yielding, too. We hear opposites together.
As these eight bars go on, the music widens
out, includes more and more.

John Lennon, who was the principal
writer of this song, is musically crying out
for help, and from the very beginning he is
helped, strengthened by the other voices and
instruments. From his first, blaring shout
of the word “Help!” two other voices, those
of Paul McCartney and George Harrison,
harmonize with him. And guitar, bass, also
drums — wonderfully played by Ringo
Starr — are steadily pulsing that descending
progression of chords, providing a solid
ground for his plea.
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[Listen: Help!, 00:00-00:11]
YouTube address:
https://www.youtube.com/
watch?v=2Q_7ZzBGPdgE

In his poem “Hymn to Jazz and the Like,”
Eli Siegel, addressing jazz itself, writes:

The Beatles have used you somewhat to
show that the whisper of one person can
shout across land and water.’

That describes what happens in this song.
And that “whisper of one person” that “can
shout across land and water” is very much
in keeping with the description of rock and
roll in the lesson I have been quoting: “the
tremendous assertion of loneliness.”

The verse is very energetic, with Ringo
hitting the snare drum on every second and
fourth beat, and the bright, ringing sound of
a twelve-string acoustic guitar. Lennon sings
a tight melody that sticks almost unvaryingly
to a single pitch — conveying the feeling
of a person stuck in painful isolation, and
desperate to change it. He sings these words:

When I was younger, so much younger
than today
I never needed anybody’s help in any way.
But now these days are gone and I’'m not
so self-assured.
Now I find I’'ve changed my mind
and opened up the doors.

As great a thing as any in the music of this
song is what happens as Lennon’s melody,
which seems anxious and stuck, is juxtaposed
with a simultaneous counter-melody come
to by Paul McCartney, which has much more
ease as it gracefully rises and falls. The words
are basically the same, but fewer and more
spread out, with some syllables occupying an
entire measure (see Example 1):

When... When I was young...

I nev-e-er nee... ded help in any way.
Now... these days are gone...

And now I find... I've opened up the doors.
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Example 1

Melody and Countermelody in Help! by The Beatles
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As we hear these two melodies together,
we’re hearing something like restlessness
and rest, agitation and satisfaction at once.
It should also be mentioned that this is a
great example of the wonderful relation of
independence and need between Lennon and
McCartney as songwriters — each bringing
out something greater than what the other
might have done alone. So, in their technique
they actually solve the question of the song:
their melodies help each other beautifully.

[Listen: Help! 00:09-00:30]

Like many people, I once felt that showing
I was unsure of myself and needed help
in any way was a humiliation. I wanted
people, including women, to look up to me,
be impressed by me, learn from me, while
I kept my uncertainties hidden. Explained
Mr. Siegel in “Care for Self,” “When you want
yourself to be separate, you have to try to
convince yourself that your self is complete
in some way.”

Studying Aesthetic Realism, I came to see
my notion of completeness was incomplete;
in fact, very unmusical! Years ago, as my
wife and I were expecting the birth of our
daughter, I wanted to act more sure of myself
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than I was, have my feelings under control,
and not need the assistance of other people.
I'was concerned about how stiff and irritated
I was becoming, and in a class, when I asked
Ellen Reiss why this was happening, she
explained:

There can be a feeling in a person that we
are the most precious thing on earth, and
any time we’re with people, gold is being
extracted from our purse.

And she continued:

You are going to have the experience of
holding this child the first day it is in the
world. Do you want to say to the child on
the day itis born, “Dear, Irecommend that,
whatever you meet, you keep yourself to
yourself and don’t let anyone really get
inside of you. Your best friend is yourself.”
If you give this message to yourself, why
shouldn’t you give it to your child?”

Through this discussion, I saw the
foolishness of what I had been doing, and I
changed. I thank Ms. Reiss for her good will
which continues to have such a good effect
on my life.
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Twenty One Pilots

All art shows, and Aesthetic Realism
makes this clear, that we need what is outside
ourselves, different from ourselves to really
be ourselves. In Help! there’s a wonderful
culmination of need and triumph as the
Beatles conclude, building to a powerful,
yearning crescendo on that last “Help me-e-e”
which melts into a sweet, harmonized ever-
so-pleased “oooh,” ending the whole song.

[Listen: Help! 01:51 — End]

3. Stressed Out by Twenty One Pilots —
Boldness and Uncertainty Together

The hugely popular recording of 2015,
Stressed Out, by the American rock duo
Twenty One Pilots puts together, in a very
likable way, opposites that mix people
up terrifically: sureness and unsureness,
or boldness and uncertainty. The song is
basically one long complaint by a young man
about how hard life is and how he longs for
the “good old days” of his childhood. But
it is done with humor, with rhythm and
energy — in such a way that makes it likable.
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Coupled with this is a deeper, more
legitimate complaint that so many young
people today have. That is, they are coming
of age in a time of dismal economic prospects.
Many in the U.S. are saddled with burdensome
student loans, have a hard time finding good
paying jobs, and even so, don’t like the basis
on which they are asked to work — to make
profit for somebody else. They have a hard
time feeling they can have a purpose in their
lives they can honestly like. And as a result,
they’re “stressed out.” This isn’t said explicitly,
but it’s implied.

The song is an interesting mingling of
hip-hop, electronic pop and reggae. Singer
and songwriter Tyler Joseph starts out by
complaining about how hard it is to write
a song, then ends up complaining that now
that he’s older he’s “insecure and cares
what people think.” Then we get to the
refrain, “My name’s Blurryface and I care
what you think,” indicating, I suppose, the
pain of a person so concerned about what
others think that he has no identity of his
own — he has a “blurry” face. Then we hear
the grand, sweeping, anthem-like chorus
about longing for “the good old days when
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our mama sang us to sleep/But now we’re
stressed out.”

[Listen: Stressed Out, 00:00-1:13]
YouTube address:

https://www.youtube.com/
watch?v=Gc4sY98]n9l

As a fortunate man who is grateful to
have learned from Aesthetic Realism about
how harmful it has been to my life to use
the comfort I got from my mother to see
the world as harsh and unfriendly, I am
certainly not recommending the sentiments
expressed in this song. What I am saying is
that these complaints are presented with
a form that makes them pleasing and that,
in fact, constitutes a criticism of those very
sentiments.

In the Opposites in Music class, we recently
studied music in relation to the landmark
work by Eli Siegel, “The Aesthetic Method in
Self Conflict,” a chapter of his book, Self and
World. In that work, Mr. Siegel shows greatly
that the deepest conflicts affecting people
every day are aesthetic matters, and that the
resolution to those conflicts can be found in
the technique of art. For example, he writes
about a man he calls Harold Jamison:

Look at Jamison. He is shy and he is
arrogant; in fact, he is like most people.
Sometimes, Jamison looks at himself
and finds a person who is timid, wants
to evade people, thinks people don’t like
him; is unassertive and inferior. At other
times, Jamison is raring to go, feels like an
excited regiment, like a dozen energetic
lions up to something...

The question Jamison and other people face
is: Can, in one mind, feelings represented by
superiority exist with feelings represented
by inferiority? Can we be both humble
and bold at 3:30 PM Tuesday? — Only art
shows that the answer is Yes.®

AsIsaid, I believe a large reason Stressed
Out has been so extremely popular is that,
in very likable ways, it puts together these
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opposites of boldness and humility. Also,
opposites related to boldness and humility —
definiteness and vagueness.

The song opens with very indefinite
sliding sounds, produced probably by a
synthesizer in sets of three: “buh-um, buh-
um, buh-um.” The bass notes hover and hum
in a sort of ominous way, which, together
with the sliding quality, gives a feeling of
swampy indefiniteness. Then there are the
spooky, Twilight Zone-ish, high-pitched,
echo-y sounds that come floating in from
time to time. You get a sense already of a
person feeling aimless, unsure.

But the fact that these sliding sounds
land so precisely on the first and third beats
of a measure and then on the first beat of
the following measure (and this pattern
repeats) makes them also quite definite,
bold, confident. The drums likewise anchor
this introduction, accenting the second
and fourth beats of each measure. Subtle
intervening organ chords give the whole
groove a reggae feel, which also lends a
kind of jaunty confidence. The overall effect
is one of ominous vagueness together with a
feeling of sureness, direction, purpose.

[Listen: Stressed Out, 00:00-00:11]

Now the singer complains about how
unsure he is of himself; about how he’s
“insecure and cares what people think,” and
here he’s like Jamison who sometimes, Mr.
Siegel writes, “is timid, wants to evade people,
thinks people don’t like him; is unassertive
and inferior.” But even here, amidst all this
uncertainty and unsureness, the words
are said with a very orderly rhythm. He is
definite about what he’s unsure about, and
together with the drums, we feel a very
reliable structure.

Then the refrain: “My name’s Blurryface
and I care what you think.” The melody
here —is it downcast or lightsome? The way
it descends at the end can seem downcast, but
there is also something lovely, buoyant, about
it. Meanwhile, the music accompanying this
refrain floats even more eerily than before,



2020, Ne 3 %’9

JHajor KyJbTyp

seeming to represent a self that is drifting all
over the place. Yet again, it is all contained
securely within that very sure, bold beat.

[Listen: Stressed Out, 00:11-00:39]

I believe this song is trying to get at
something much deeper than just pining
away for one’s childhood. In fact, Tyler
Joseph said in an interview, about his point
of view as a songwriter:

I feel that humans are struggling all the
time when it comes to purpose, trying
to figure out what their purpose is...
justifying your own existence. A lot of kids
and people my age struggle with “What’s
the point?”

I hope Tyler Joseph and the whole
generation of people he is representing in
this song will soon learn of Aesthetic Realism
and its explanation that the deepest purpose
of everyone’s life is to like the world. He could
also learn that in the very structure of this
recording, he and his musical partner Josh
Dun are illustrating what liking the world
means. The chorus that follows is at once
soothing and sour, advancing and retreating,
nebulous and exact — and as such stands
for a world in which these opposites are one
and that therefore can be liked.

Floating, spreading synthesizer notes
accompany Joseph’s voice as he grows
grandly nostalgic on the words “Wish we
could turn back time to the good old days/
When our mama sang...” Then the melody
gets more tortuous and sour on the words, “us
to sleep but now we’re stressed out,” ending
on a really uncomfortable note. When these
lines are repeated, drums, instruments and
voices come in with more crashing force,
once again bringing a definite anchor —and
also impetus —to all this floating uncertainty
and self-pity. The accompaniment gets bold,
like (to use Eli Siegel’s words), “a dozen
energetic lions up to something.” And then,
with the repeat of the words “We’re stressed
out,” things spread out once again.
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[Listen: Stressed Out, 00:39-01:13]

In “The Aesthetic Method in Self-Conflict,”
Mr. Siegel writes:

If a person is unable to do something, or if
he doesn’t know something, and he knows
this neatly, definitely, he will not feel
inferior in the morbid sense. He would
feel atleast he knew himself; and would be
proud of that. In other words, in yielding
to the facts about himself courageously,
truly, there would be a self-approval.

Something approaching this happens
in Stressed Out, because all this inferiority
and self-doubt is being boldly, energetically
expressed in this very rhythmic, organized
structure. With all the complaining, there’s
something strangely celebratory about it.
It is yet another illustration of Eli Siegel’s
words, “Rock and roll does show that the
opposites are very much in motion, and that
people are trying to be proud of their pain,
not be skulking about it.”

I’m grateful to have learned from Aesthetic
Realism that the hope to have contempt for
the world and people is what has given rise
to both fake inferiority and fake superiority
in me. As I have liked the world more — and
instead of hoping to look down on people,
as I have hoped to respect them more —
sureness and unsureness have come to be in
a more honest relation in me. This is a study
I recommend to everyone.

In the second verse, the singer (well, you
can’treally call it singing —it’s rap or hip-hop)
goes on about a certain smell that reminds
him of his childhood. Then he gets back to
that conflict between childhood — a time,
he says, when “nothing really mattered” —
and the pressures of adult life, with the
culminating line:

Out of student loans and treehouse homes
we all would take the latter.

The desperate whine in Joseph’s voice also
has energy, rhythm, and humor that make
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it not just unsure but also bold, confident.
Beneath this complaint, piano notes likewise
sound both wandering and purposeful.
Following the verse, the “Blurryface” refrain
and the “stressed out” chorus both come
around again in their turn.

[Listen: Stressed Out, 01:13-02:11]

The next section of the song takes on
more urgency. With staccato synthesizer-
notes accompanying the singer’s rapid-fire
syllables, he tells that he and his friends
“used to play pretend” that they were flying
in rocket ships. But, he tells:

We used to dream of outer space, now
they’re laughing at our face, saying, “Wake
up, you need to make money!”

And while that last line is sung and almost
shouted by multiple voices with such ferocity,
it also provides the release of humor —
release from the frustration so many people
feel now: “There must be a better, more
likable means for me to conduct my life than
what I’'ve been presented with so far.” The
humor here is good.

In the very last section of the song, Tyler
Joseph’s voice is electronically altered to
sound heavier, darker, more foreboding as
it reiterates and hammers home some of
the same complaints that came before. But
with all the ferocity, the feeling of lightsome
humor continues.

As I’'ve been showing, I believe the success
of this recording comes from the way it puts
together seriousness and humor, vagueness
and definition, boldness and uncertainty.
And I believe that as such it can give people
hope. As Eli Siegel wrote in the sentences I
quoted earlier:

Can we be both humble and bold at
3:30 PM Tuesday? — Only art shows that
the answer is, Yes.

This recording, I believe, gives some of
the evidence. Here’s the remainder:
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The Marvelettes

[Listen: Stressed Out, 02:11 — End]

4. Stop & Go, Pain & Pleasure in Please
Mr. Postman by the Marvelettes

In his landmark essay of 1955 titled,
“Is Beauty the Making One of Opposites?”
Eli Siegel asks about Continuity and
Discontinuity:

Is there to be found in every work of art a
certain progression, a certain indissoluble
presence of relation, a design which
makes for continuity? — and is there
to be found, also, the discreteness, the
individuality, the brokenness of things:
the principle of discontinuity?’

The great 1961 recording by the
Marvelettes, Please Mr. Postman, puts these
opposites together in a wonderful way.

This song starts with an interruption —
accenting “the brokenness of things.” We
hear a drumbeat followed by a group of
female voices abruptly calling out “Wait!”
But we soon find that we are moving along
in a stream of rhythm, as lead singer Gladys
Horton sings “Oh yes, wait a minute Mr.
Postman! Wai-ai-ai-ait Mr. Post-ma-an!”
while drums and handclaps mark the second



2020, Ne 3 %’9

JHajor KyJbTyp

and fourth beats of each measure with two
claps on the 2nd beat and one clap on the
4th. This style of handclapping, used again
and again on rock and roll recordings, is a
wonderful togetherness of brokenness and
continuity. It breaks the time and keeps it
moving; so the overall effect is that we’re
arrested and propelled forward at once.

[Listen: Please Mr. Postman,
00:00-00:08]
YouTube address:
https://www.youtube.com/
watch?v=pSlzhYdOrYw

A section of call-and-response follows.
And now, delightfully, the backup singers
take the lead — with that whiny, complain-y,
sour harmony. Their syllables are very
rhythmic — most of them just a short eighth
note in length — yet there is also a sense of
spreading continuity, caused I think, both by
the drone-y sound of their voices and also
the fact that each voice sticks almost entirely
to one pitch on each line:

Please Mr. Postman, look and see

Is there a letter in your bag for me?
‘Cause it’s been a mighty long time

Since I heard from this boyfriend of mine!

In contrast, the lead singer’s responses
are more elongated and travel more up and
down the scale:

Whoa yeah-eah-eah eah-eah-eah!”
Please, plea-ease Mr, Po-oh oh-ostman!
Whoa-oa yeah-eah ...etc...

Amidst all this stop and go, the message
of these two parts — different as they are —
is continuous: they complete each other;
they speak in one plaintive voice to this
postman. Underneath, the drum played by
Marvin Gaye (yes, that Marvin Gaye — who
later became a famous singer and composer
on such classics as I Heard It through the
Grapevine and What’s Going On?) continues
the pattern we heard in the handclaps
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earlier, and simultaneously maintains a
steady double-time tapping-out of eighth
notes on a closed hi-hat cymbal. Overall,
there is definitely “a design which makes for
continuity” yet within, there’s brokenness,
discreteness, individuality.

[Listen: Please Mr. Postman, 00:08-00:23]

This music, so delightful, has a big
meaning for us. In life, we can go after a
bad kind of continuity: just wanting to be
outwardly agreeable with everyone, under
all circumstances, no matter how unjust —
and a bad kind of discontinuity: not wanting
to fit in or get along with anyone, and
associating our individuality with saying
“No!” Music, when it’s good, makes neither
mistake.

Now, in the first two verses of the song, it’s
the backup singers who accent continuity,
singing long, harmonized syllables,
“Ooooooh, wah-dooooo, wah-dooooo,”
across multiple measures while lead singer
Horton makes sure discontinuity is honored,
as she spells out in shorter syllables her
complaint:

There must be some word today
From my boyfriend so far away!
Please Mr. Postman, look and see;
Is there a letter, a letter for me?

Pve been standing here waiting
Mr. Postman
So-0-0 patiently
For just a card or just a letter
Saying he’s returning home to me.

During that second verse, the backup
singers start breaking up their long syllables
with shorter ones: “Oooooh, Wait! Wait!
Wah-dooooo, Wait! Wait!” (and they get
to even more variations later). And again,
those voices! — so whiny and strange but
somehow so lovely too — almost like some
exotic wind instruments. In all this, and
together with the band, the happy marriage
of stoppage and flow goes on.
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[Listen: Please Mr. Postman, 00:23-00:59]

What is it that we feel when the postman
cometh, or when we go to our mailbox to see
what might be there? Even our e-mail inbox?
Are we looking for an exciting relation of
continuity and discontinuity with people
near and far? Are we hoping to like the
world through that experience?

In the song, we can almost can see a girl
running down the street calling after the
postman as Gladys Horton sings: “You better
wait a minute, wait a minute,” while backup
singers echo her with a rhythmic, “Wait! Wait
aminute Mr. Postman!” The handclaps return,
and the way brokenness and continuity, stop
and go intermingle here — among voices,
drums, piano and handclaps — is simply
delightful. Then there are those pleasing
moments of suspended interruption with,
“Please check and see just one more time
for me!” and of course, the famous line,
“Deliver the letter; the sooner the better!”
Horton’s voice — plaintive, sometimes lyrical,
sometimes husky, even raspy — conveys, with
the help of the backup singers, that urgency.
Meanwhile the song is never hurried. There
is a steady, almost casual feel to the way the
whole thing proceeds.

[Listen: Please Mr. Postman,
01:27 — End]

Eli Siegel described the essence of rock
and roll when, in the lesson I quoted
earlier, he called it “the blare of agony”
while showing also that the upshot is
pleasure. This song has that blare of agony,
but don’t we feel happy as we hear it? I'm
grateful to be seeing more about why this
matters through a discussion with me in
an Aesthetic Realism class, where I asked
about a tendency I sometimes had to feel
hurt, and to focus excessively on that.
Ellen Reiss surprised me when she asked
whether I thought Mr. Siegel’s explanation
of rock and roll could in any way be used
wrongly and inaccurately by me to feel
that, yes, it’s an expression of pain, but to
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stop there and not see the full picture. And
she continued:

Any time in art, if being hurt and pained
are presented truly, there is pleasure. Is
something in you less ready to get to that
than the assertion of a certain hidden
pain? ...Whenever pain is presented with
form it is no longer just pain. It is pain
given so much form that there’s joy. I
think you could benefit from that more.

I am benefiting from it very much! I'm
using it to criticize myself happily. Yes, like
everyone, there are difficulties, obstacles that
I meet, pain that I experience — but any time
I try to sell myself the idea that that’s the last
word, it’salie! Thave such arich and happy life
because Ilearned from Aesthetic Realism the
difference between contempt and respect —
and I've seen that the world has a permanent,
beautiful, lovable structure that one can
always count on. That structure is the oneness
of opposites. “Please Mr. Postman,” in its
presentation of continuity and discontinuity,
separateness and togetherness, pain and joy
as one — and in its transmitting such joy to us
in the process — tells the real story.

5. Quietude and Explosion in Breakeven
by the Script

In 2008, Irish rock band the Scriptreleased
a song that has been loved internationally:
Breakeven. It illustrates once again what
has been true throughout the long tradition
of rock music — what Eli Siegel described
in the lesson I’ve been quoting from: the
“tremendous assertion of loneliness.” In it,
a man tells that having broken up with a
woman, he’s in great pain while she seems
to be doing fine — and that therefore, “When
a heart breaks, it don’t breakeven.”

The beauty of this song is in the way it
travels back and forth between quiet, inner
soliloquy and passionate outburst. After a
stirring introduction the band quiets down
to just a couple of muted guitar notes, as the
singer quietly tells:
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The Script

I’m still alive but I’'m barely breathin’.
Just prayin’ to a God that I don’t believe in.
‘Cause I've got time while she got freedom,
‘Cause when a heart breaks, no, it don’t
breakeven.

Her best days will be some of my worst.
She finally met a man who’s gonna put
her first.
While I’'m wide awake she’s no trouble
sleepin’.
‘Cause when a heart breaks, no, it don’t
breakeven... even. No...

In these verses, the melody resembles a
person alone, not getting very far. It hovers
around the third of the scale, rarely climbs
beyond it, and consistently tumbles back
down to the tonic. With the second verse,
the drums rumble in (along with a second
guitar) and we now almost feel the man’s
heart beating, which builds to a pounding
as we transition into the chorus. Here the
band swells even more, with the addition of
keyboard and synthesizer.
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[Listen: Breakeven, 00:00-01:06]
YouTube address:

https://www.youtube.com/
watch?v=MzCLLHscMOw

The melody leaps up and then falls, then
struggles up and down some more, sounding
like a person in pain, on the words:

What am I supposed to do when the best
part of me was always you?

What am I supposed to say when I'm all
choked up and you’re ok?

Then the refrain “I'm falling to pieces”
breaks through the boundary of the octave
and climbs up to a high 9th (see Example 2),
before settling back to the tonic. We feel a
person reaching beyond himself, agonized,
flailing. And don’t we, at the same time, feel
a person sailing forth, proudly showing
himself? Isn’t it both?

[Listen: Breakeven, 01:06-01:26]
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Example 2
Refrain in Breakeven by The Script
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I'm fal - ling to  piec - es

In the next verse, we’re back to the man’s
lonely soliloquy. It is quiet like the first two
verses, but this time with the drums more
energetic. The chorus that follows gathers
more force than the one before, with more
instrumentation and vocal accompaniment.
The artful drama of soft and loud, waxing
and waning emotion, continues.

The bridge starts relatively quietly, but
leads to the singer’s outburst to the woman:

Ohyou got his heart and my heart but none
of the pain

You took the suitcase, I took the blame
Now I’'m trying to make sense of what
little remains
‘Cause you left me with no love, no love
to my name...

Here, at the very moment the singer and
band reach their loudest crescendo, they
suddenly drop back again to that quiet, inner
soliloquy of one man talking to himself, “I'm
still alive but I’'m barely breathin’.” This last
verse is followed by a passionate, concluding
chorus, and another agonized (and soaring)
refrain, “I'm falling to pieces.”

[Listen: Breakeven, 01:26 — End]

Again I say the popularity of this song
comes from the way it puts together these
opposites of inner, secret feeling and outward
blare. I believe Eli Siegel’s explanation is
true. I'll quote further from the lesson he
gave:

I say the purpose of rock and roll is to
make secrets a public delight. Rock and
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roll consists of opposites, and there is
an assertion of agony. “If you don’t care
for me, O-0-0 I still care for you 0-0-0.”
There is a desire to take one’s private life
and to have a train caller give it.

6. Pleasure and Pain in Chuck Berry’s
Johnny B. Goode

It may have crossed your mind that not
every rock and roll song is on a painful
subject, and that is very true. What about
a song that offhand is happy? Does the
explanation I've been presenting in this
writing still hold? I believe it does.

Take a song — a great song — from back
near the dawn of rock and roll: Chuck Berry’s
eternal classic Johnny B. Goode of 1958. It’s
cheerful, it’s speedy, it celebrates the success
of Johnny B. Goode, who “could play a guitar
just like a-ringin’ a bell.” So where’s the pain?
The pain is in the music, how it’s structured.

Berry’s powerhouse opening guitar solo is
alive with energy and uplift. Bass and drum
hit a sudden stop-time beat to mark the
beginning of the third measure as Berry sails

Chuck Berry
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right past it. Then, at the end of the fourth
measure, the whole band kicks in, sounding
like a railroad train coming down the track.
And while many of the guitar notes are
bright and strong (he hits the perfect fifth
of the scale repeatedly), many of them also
belong to the minor pentatonic scale, which
overlays the chords with something tangled,
sour, uncomfortable.

[Listen: Johnny B. Goode, 00:00-00:17]
YouTube address:

https://www.youtube.com/
watch?v=Uf4rxCB4lys

While this is in the major Key, it is shot
through with blues notes. This is the hallmark
of rock and roll: that togetherness of major
and minor which —like its daddy, the blues —
evokes pain and struggle underneath the joy,
no matter what the words may be saying.
This has, of course, been pointed out before
in commentary about the blues and rock and
roll. But the question is: Why does it get us?
Is there something we are deeply hoping to
learn from it? And can we?

Berry sings:

Deep down in Louisiana close

to New Orleans
Way back up in the woods among

the evergreens,

The chord that accompanies these first
two lines is the tonic, B-flat major. As the
verse continues, it goes through more
shadings of dark and light, agitation and
rest, with the use of flatted seventh chords
(Eb7 and F7), while always returning back to
that confident B-flat:

There stood an old cabin made
of earth and wood
Where lived a country boy named
Johnny B. Goode.
Who never ever learned to read or write
so well
But he could play a guitar just like
a-ringin’ a bell.
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Now we get to the chorus and the joy hits
full throttle, as Berry sings:

Go! Go! Go Johnny, go! Go!
Go Johnny, go! Go!
Johnny B. Goode.

Every “Go!” is on the strong, heroic fifth
of the scale and the last phrase “Johnny B.
Goode” comes right on home to the tonic.

[Listen: Johnny B. Goode, 00:17-00:50]

Throughout the entire song, comfort
and discomfort, pleasure and pain are one.
The overall feel of the song is one of great
triumph. But to triumph, you must have
something to triumph over — something
has to be struggled with. We feel that
happening in the sound structure of this
piece. And it means something for our lives:
we want to feel as we meet obstacles and
difficulties, that we can see them and the
world itself in a way that makes for ease,
pleasure, even joy.

Although the lyrics don’t tell us, we can
surmise that Johnny B. Goode himself had
pain in his life, since we know that he lived
in an old cabin made of earth and wood,
and never learned to read or write. But
the triumph of his life is that he has found
something to authentically love — that
guitar. And that is a clear parallel to the
life of Berry himself, one of the great rock
and roll artists of all time, although in fact
he was well educated and never lived in a
cabin. Still, he did struggle in his life with
ugly difficulties, including racism, from
his earliest days growing up in St. Louis,
Missouri. He tells in his autobiography
that his writing of this song arose from
his visiting New Orleans for the first time
and seeing the place where persons of his
own race — likely his own ancestors — had
been sold as slaves only a few generations
before. But what did he do with the fury he
felt at that injustice? Did he use it to feel
disgusted or to lash out viciously? In the
writing of this great song he did something
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quite opposite: he aimed for beauty. And he I'm quite sure that rock and roll in
accomplished it to a pretty large degree. every instance whatsoever always aims at
The masterful guitar solo that follows the making a one of pain and pleasure, obstacle
second verse and continues through two and release, inner feeling and outward
complete revolutions of the chord progression expression. I’ve given some examples, and
has terrific ferocity, even anger. But it is not there are hundreds more. Any new rock and
a hurtful ferocity or a petty anger — the roll composition that comes out tomorrow
ferocity and anger are the same as pure joy. will do the same, in its own fresh way.
I'll quote again these words of Eli Siegel: I’'m grateful to know, because of what I've
learned from Aesthetic Realism, that this

Rock and roll does show that the opposites has great importance for us. The fact that
are very much in motion, and that people rock and roll has been loved for decades
are trying to be proud of their pain, notbe all over the world shows how much people
skulking about it. everywhere want these opposites to be one

in our lives. And the music itself, as Eli Siegel

[Listen: Johnny B. Goode, 00:50 — End] explained, shows “that that can be done.”

~)—" NOTES 7 A~

! Belz, Carl, The Story of Rock, Oxford 5 Siegel, Eli, Hail, American Development,
University Press, 1972. 256 p. Definition Press, New York, 1968, p. 62.

2 White, Timothy, Rock Lives, Henry Holt & Co., ¢ Siegel, Eli, Self and World; An Explanation
New York, 1990, pp. xiii—xiv. of Aesthetic Realism, Definition Press, New York,
3 “The Ordinary Doom” by Eli Siegel first 1981, pp. 95-97.

appeared in the journal Definition (1961), 7 The Fifteen Questions by Eli Siegel were

and was reprinted in A Book of Non-fiction, first published by the Terrain Gallery in the

ed. Rev. Joseph T. Browne. The Macmillan announcement of its opening, February 26, 1955.
Company, New York, 1965. Reprinted in the following periodicals: Journal

% The Right of Aesthetic Realism to Be Known, of Aesthetics & Art Criticism, December 1955;
Number 155, “Care for Self,” March 17, 1976. Ante, 1964; Hibbert Journal (London), 1964.

~)—" DISCOGRAPHY ‘ ~A—

1. Gordy, Berry and Roquel “Billy” Davis, Gwendolyn Gordy, Lonely Teardrops [recorded
by Jackie Wilson, 1958]. On Jackie Wilson — 20 Greatest Hits [CD] Brunswick Records (2002)

2.  Lennon and McCartney, Help! [recorded by the Beatles, 1965]. On Help! [CD] Capitol (2009)

3. Joseph, Tyler, Stressed Out [recorded by Twenty One Pilots, 2015]. On Blurryface
[CD, digital download] Fueled by Ramen (2015)

4. Dobbins, Georgia and William Garrett, Freddie Gorman, Brian Holland, Robert Bateman,
Please Mister Postman [recorded by The Marvelettes, 1961]. On Motown Classics Gold [CD]
Motown (2005)

5.  Frampton, O’Donoghue, Sheehan, Kipner, Breakeven [recorded by The Script, 2008].

On The Script [CD] Sony (2009)

6. Berry, Chuck, Johnny B. Goode [recorded by Chuck Berry, 1958]. On Chuck Berry (Chess Box)

[CD] Chess (1988)

44



2020, Ne 3 %,

JHajor KyJbTyp

About the author:

Kevin Fennell, Independent Scholar and Rock Musicologist;
B.A., State University of New York at Stony Brook

(11794, New York, USA),

ORCID: 0000-0003-4980-5443, fennell. kevin@yahoo.com

06 asmope:

KeBuH ®eHHeJLI, He3aBUCUMBbIN YUEHBIN, POK-MY3bIKOBe/I, 6aKasaBp,
TocygapcTBeHHEIN YHUBepcuTeT mTaTa Hbio-Hopk B CToyHH-BpyK
(11794, Hero-Hopk, CIIIA),

ORCID: 0000-0003-4980-5443, fennell. kevin@yahoo.com

O -

45



CoBpeMeHHBIH KOMIIO3UTOP

The Contemporary Composer

(K

ISSN 2658-4824 (Print)
VIK 78.01
DOI: 10.33779/2658-4824.2020.3.046-055

OLEKSANDR PEREPELYTSIA

Odessa National A.V. Nezhdanova
Music Academy

Odessa, Ukraine

ORCID: 0000-0001-5206-205X
o.perepl@gmail.com

A.A. IIEPEITEJIMITA

OdeccKast HAUUOHA/TbHASL MY3bIKA/AbHAS
axademusi umeHu A.B. HedxcoaHogoll

2. Odecca, YkpauHa

ORCID: 0000-0001-5206-205X
o.perepl@gmail.com

Innovations

of Genre-Related Form

in Karmella Tsepkolenko’s
Piano Music*

The article is devoted to the innovations
in the piano compositions of Karmella
Tsepkolenko. The presentation of the present
theme demonstrates the complex-dialogical
character of the interrelations between
the composer and artistic space
in contemporary music, which requires a broad
contextual approach upon analysis and study
of the latter. By the example of Tsepkolenko’s
children’s pieces and concert piano pieces,
disclosure is made of the main parameters
of innovations, such as artistic stimulation,
the emotional-energetic context
of the composition, the scenary development
of the musical material, the principle
of synthetic mastery of art, and theatricalization
of non-theatrical musical genres. Scenary
development (the composer’s expertise)
becomes the foundation on which
the theatricalized events in the piano pieces
are unfolded. At the same time the eventful
groundwork of the music does not wedge itself
into the Procrustean bed of the traditional,
historically developed forms and genres,
but directs the composer’s thinking towards
innovation, towards the creation of new forms
and genres appropriate to the scenario.

In the children’s pieces and in the concert
piece the narrative unfolds according to
the principle of “the theater of representation,”
when the narration is stated from

* Translated by Dr. Anton Rovner.

46

NMHHOBaITUHA

>KaHpPOBOM pOPMBI

B popTennMaHHOM TBOpPUYECTBE
KapMmeJsnsl IIenIKoJIeHKO

CTaThd ITOCBAIeHa UHHOBAIIUAM
¢opTentmanHoro TBopyectna K. IlermkoseHKO.
PackpbITHe TaHHOM TeMbI ITI0Ka3bIBaeT
CJI0’KHO-TUaJIOTHYECKUH XapaKTep
B3aMMOOTHOIIIEHUH MeXXy KOMIIO3SUTOPOM
U Xy[0’KeCTBEeHHBIM IIPOCTPaHCTBOM
B COBPeMeHHOU MY3BIKe, [lejlaeT
He00XOAUMBIM IIIUPOKUN KOHTEKCTyaJIbHbBIN
IOAXO/ IIPU e€ aHaJIM3e U U3YUeHUN.

Ha mpuMepe mibec 14 feTel U KOHIePTHBIX
¢opTennmaHHBIX TIbec K.C. I[enKoIeHKO
PacCKpBITHI OCHOBHEIE ITapaMeTpPbl HHHOBAITUH,
TaKHe KaK XyJ0’KeCTBeHHasl CTUMYJISALINS,
9MOIIMOHAIbHO-9HePreTUYeCKUM KOHTEKCT
IIpOU3BeJieHNUs, ClleHapHas paspaboTka
MY3BbIKaJIbHOTO MaTepHaJsia, IPUHITAIL
CUHTEeTHUYEeCKOI0 0CBOEHH UCKYCCTBa,
TeaTpaau3alusg HeTeaTpaJbHbBIX
My3bIKaJIbHBIX KaHpPoB. ClieHapHasd
paspaboTka (HOy-Xxay KOMIIO3UTOPA)
CTaHOBUTCS OCHOBOM, Ha KOTOPOX
pasBopayrBalOTCA TeaTpaJIl30BaHHbIE
coOBITUA QOPTEeNINaHHBIX IIbec. IIpu aToM
COOBITHIHAS KaHBA MY3bIKU He BTUCKHUBAETCS
B IIPOKPYCTOBO JIOXKE TPASUIIMOHHBIX
HCTOPHUYECKHU CJIOKUBIIUXCSI GOPM U )KaHPOB,
a HallpaBJIgeT MBIIJIEHHe KOMIIO3UTOPA

B CTOPOHY HOBATOPCTBA, CO3aHUs HOBBIX
$OpM U )KaHPOB, aZleKBaTHBIX CIleHapHIo.

B mbecax 1j1d eTell U B KOHIIEPTHOM
nbece Gpabysia pasBopauynuBaeTCd
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the third person. One of the manifestations
of the “theater of representation” is the inner
theatricalization, based on the dialogic
relations between separate structural
modules, thematic germs, juxtapositions
both within each of the musical structures
and between them. An important particularity
of inner theatricalization is the presence
of the element of play, bringing in the role
principle into the development of the musical
material, filling the composition with “images”
of the protagonists. Outward theatricalization
is also broadly used, and a special role
in outward theatricalization belongs to plastic
forms — these are gestures of the musician-
actors, their behavioral roles.

It is shown that the use of the principles
of synthetic mastery of art, relying on
the phenomenon of play in its inseparable
integrality, theatricalization as the main
principle of the unfolding of artistic form
and scenary development of the musical
material directs the composer towards
the creation of new aesthetic models, activates
the composer’s subconscious structures for
the creation of semantic complexes which are
new in their new in their form and content,
and fills the musical composition with complex
dialogic connections and play energy.

Keywords:

artistic stimulation,

the emotional-energetic context of a musical
composition, scenary development

of the musical material, the principle

of synthetic mastering of art,
theatricalization of non-theatrical

musical genres.

Ha [IPUHITUIIAX «TeaTpa IIpeCcTaBIeHUI»,
KOI7ia II0BeCTBOBAHUE BeJIETCSI OT TPeThEero
jurta. OMHUM U3 IIPOSIBJIEHUN «TeaTpa
IIpeJiCTaBJIeHUsI» BJISIeTCS BHYTPEeHHAIA
TeaTpaJu3alus, KoTopas 6asupyercs

Ha [UaJI0TUYEeCKUX OTHOIIEHUAX OTAEeIbHBIX
CTPYKTYPHBIX MOJyJIEN, TeMaTHYeCKUX
3épeH, IIPOTHUBOIIOCTAaBIeHUAX KaK BHYTPHU
MY3BIKaJIbHBIX CTPYKTYP, TaK U MEXKIY
HUMHU. Ba)KHOU 0C00eHHOCTHI0 BHYTPEHHEN
TeaTpaaIu3alluu IBJISEeTCA IIPUCYTCTBUE
HUIPOBOI0 Hayasla, BBeJleHre POJIeBOro
IIPUHITUIIA B Pa3BUTHUH MY3bIKaJIbHOIO
MaTepuaJia, HalloJIHeHHe [IPOU3BeeHUA
«0bpazaMu» JeNCTBYIOIIHUX JIUIL. TakKe
IIIMPOKO UCIIOJIb3YeTCsI ¥ BHEIIHAS
TeaTpaJu3alys, ocobas pojib B KOTOPOH
IIPUHAJJIEKUT IJIaCTUYeCKUM popMaM —
9TO 7KeCThl aKTEPOB-MY3bIKAaHTOB,

UX II0BeJleHUeCKHUe POJIHU.

IToxasaHo, YTO HUCII0JIL30BaHMe IIPUHITUIIOB
CHHTETUYeCKOT0 0CBOEHUS UCKYCCTBA, B CBOEH
HepaspbIBHOM 11eJI0CTHOCTH OIIHPAIOIerocs
Ha peHOMeH UIPHI, TeaTpaaIu3aliuu
KaK OCHOBHOTO IIPUHITUIIA Pa3BEPTHIBAHUA
XYI05KeCTBEHHOU QpOpPMBI U CIleHapHOMU
paspaboTKu My3bIKaJIbHOI0 MaTepuasa
HaIpaBJisgeT KOMIIO3UTOPa K CO3JaHHUI0 HOBBIX
9CTeTUYeCKUX MOJiesiell, aKTUBU3SUPYeT
€ro I0/ICO3HaTeJIbHbIE CTPYKTYPHI Ha CO3/laHUe
HOBBIX I10 pOpPMe U COJlep>KaHUI0 CMBICIOBBIX
KOMILIEKCOB, HaIlOJIHAeT [IPOU3BefileHHue
CJI0’KHBIMU JUAIOTUYHEIMU CBSI3SIMH
U1 UTPOBOM 3HEPTETUKOM.

KiroueBrble ciioBa:

Xy/I0>KeCTBEHHAsI CTUMYJISIITHS,
3MOITHOHAIHLHO-9HEPTeTHUECKUE KOHTEKCT
IIPOM3BE/IeHUs, CIleHapHas pa3paboTka
MY3BIKaJbHOTO MaTepHasla, IIPHUHITHIT
CHHTETHYECKOTO OCBOEHHS HCKYCCTBa,
TeaTpaH3aIys HeTeaTPpaJIbHBIX
MY3BIKaJIbHBIX >KaHPOB.
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hen discussing the musical
output of composer Karmella
Tsepkolenko, one cannot avoid

touching upon several global positions
which have determined the direction of
her compositional activities. The first is
the aspiration towards theatricalization of
instrumental music and, in connection with
this, the substantiation and development of
the conception of scenary development of
musical material, which has been described
as a scholarly problem range and lies at
the foundation of most of her symphonies,
chamber and solo instrumental music [5,
p- 11].

The secondliesin the composer’s aspiration
towards comprehension and creation of
hyper-structures; appearing to continue
Alexander Scriabin’s ideas of the universal
mystery, she aspires towards globalization
and the creation of macroforms where she
presents herself both as a “scenarist” and
a “theatre producer.” One example of such
a gigantic musical construction is served
by the annual international contemporary
music festival “Two Days and Two Nights
of New Music” (established in 1995), which,
unlike other festivals, has been conceived,
organized and directed as a giant 48-hour
semi-functional musical action developed
according to the laws of dramaturgy of
musical form. It may be said that in this sense
Tsepkolenko has also manifested herself as
an innovator in the spheres of a new genre
(of a festival), of a new style (of a festival),
and of a new form (of a festival).

In all likelihood, Karmella Tsepkolenko
is the first among all composers who
began to apply particular musical works
by contemporary composers in the role of
structural elements of the festival’s formal
design. In essence, the festival presents a
mega-composition with its dramaturgical
narrative, culminations, dynamics, stylistics,
and other parameters peculiar to a musical
work. It is constructed as an integral synthetic
work of a new art, which is simultaneously
musical, performing and multimedia. The
festival’s programs are compiled particularly
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in a way identical to the creation of a
musical composition according to the laws
of the festival’s structure (unlike other
festivals, where the program is compiled
from separate concerts independent of
each other). There are ties and gravitations
existing between the structural parts of the
form, they are all extremely theatricalized
(with inclusion of installations and theatrical
performances) and, overall, they comprise
an immensely large theatrical performance.
The festival exists as a grandiose hypertext
with associative-symbolic “references,” such
as theatrical performances, installations,
shows of experimental and instrumental
theatres, multimedia performances, etc. Even
if some of the constituent parts “remind”
us of traditional (quasi-concerts), the usual
concert-ritual forms are replaced everywhere
by theatricalized and actable ones — Duel-
Duo, Solo-Solissimo, etc. [2, p. 11].

When characterizing her festival,
Tsepkolenko notes: “There is a maximal
amount of concentration in an extremely
condensed amount of time. As it turned out,
nobody in the world could think of such a
thing, and we turned out to be the first in
creating the festival as an art work with a
largely expanded form. This is an example
of synthetic art, which has been created as
an immense symphony, if you will. For this
reason, each year I ‘compose’ a festival, and
the material is provided by musical oeuvres
by composers from the whole world” [3,
p. 165]. The innovative developments in the
domain of creation of the festival’s form
and style in the realm of creating contexts
of new reality exerted their influence on all
of Tsepkolenko’s musical output.

Karmella Tsepkolenko’s piano oeuvres
also reflect her predilection towards
innovativeness and towards creation of new
contexts of genre and style.

Overall, her output of piano compositions
may be divided into several structural
categories,— namely, music for children,
compositions for piano, piano concertos, and
chamber music. In each of these categories
the composer demonstrates herself as an



2020, Ne 3 %’9

CoBpeMeHHBIN KOMIIOSUTOP

innovator, offering unusual perspectives
of presentation and development of the
compositions’ substantial conceptions,
the exposition of the musical material and
creation of the sounding space.

A few words must be said about sounding
space. In particular the spatial dimension as
sounding material forms one of the original
features of Tsepkolenko’s piano style. After
all, absolute silence does not exist in nature.
Even when it seems to us that we hear
silence “until it rings in our ears,” at the
same time our senses are comingled with
our heartbeats, the additional light sound of
our breath, the rustle of the wind, chirruping
of birds, the buzzing of insects, etc. It is that
sounding space which surrounds us, with
which we have become intimately linked and
which we simply do not notice, perceiving it
as silence, if there are no decibels generated
by civilization speeding ahead.

Sound for Karmella Tsepkolenko is not
a substance extracted mechanically on a
musical instrument invented by human
genius, it is rather an entity generated by
substance. In one of her musical compositions
“Aum Quintet” Tsepkolenko examines how
the word arises out of sound — the entire
composition is built on four archaic fore-
syllables — sal, ber, yon and roch, which,
according to Nikolai Marr provided the
foundation of all languages. It is particularly
the hearing of sounds generated by the
spatial domain led to the creation of various
musical instruments, and not the other way
around. For this reason, for Tsepkolenko the
piano is not as much a musical instrument
as an invariant (a supporting landmark) of
the sounding space. This is how the piano
must be regarded in Tsepkolenko’s music,
especially in its sphere of children’s pieces.
This is one of the particularities which
may disclose the secret of the performance
style in Tsepkolenko’s compositions.
The means of performance include
articulation (accentuation); dynamics
(dynamic intonating); tempo and agogics
(the performing metric rhythm); sound,
pedaling (timbre and color hue); as well as
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phrasing. In recent times a greater amount
of attention in contemporary music has
been bestowed on performance gesture [4].
To these means we also add the reactivation
of the musical composition’s energetic-
emotional context; as such, the unraveling of
this parameter of the composition’s context
is what determines the performance-related
means of expression. Without the energetic-
emotional context the means of expression
bear an extra-personal character and are not
capable of recreating the artistic essence of
the composition, being only able to identify
its genesial mold.

In the present article we shall examine the
innovations applied by the composer in her
children’s pieces and concert compositions.
Of special interest is her music composed
to the book of Oleksandr Perepelytsia Sr.
“Khudozhestvennye igry” [“Artistic Games™].
The first thing which distinguishes this cycle
(the musical material consists of 31 pieces)
is that the world of sounds here manifests
itself in unity with the nature of color,
various types of coloration, in unity with the
universe of imagination and fantasy — with
the microcosm of fairy tales and poetry.

Here the sound material is generated
by the mood child created by the situation
of playing. The first section of the book is
called “From the Fairytale to Sound, Color
and the Word”. It consists of a number of
musical pieces interwoven into the fairytale,
the artifice, the artistic reality. They are
“The Musical Tears of Rika,” “Melodramatic
Recitation,” “Auto-Melodramatic Recitation”
and a set of fairytale games. One of the
first pieces of the compilation is called
“Melodramatic Recitation.” The child
performs it and learns it together with the
teacher. This piece resembles a “preparation”
for a collective improvisation to the pupil’s
emotional states. The little musician declaims
and plays in clusters, while the teacher adds
his or her own sound accompaniment on
the piano. The text is comprised of nonsense
words and phrases (similar to those of
Lewis Carroll from “Alice’s Adventures in
Wonderland”), which the children pronounce
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with such pleasure, filling them with various
emotional conditions. Thereby, the young
pianist attempts to express the acquired
emotion by means of declamation and
playing clusters, while the teacher creates the
corresponding musical background. The next
piece is already an entire fairy tale, where the
emotional states are set by the event-related
base of the narration and the actions of its
protagonists. The child immerses into the
world of emotions which is already “purified”
of his own egotism, into the world of aesthetic
emotions. Here the sphere of the young
performer’s emotional experiences expects
to go through numerous transformations —
through his own colorful drawing, his
complementation of the fairytale or creation
of his own version of it, through creation
of nonsense words or phrases and, finally,
through his own tone painting, his own
expression of his mood with sounds. In his
combined artistic endeavor together with an
adult, the child expresses his own sound image
by rattling on small percussion instruments
and declaiming sounds, while the adult (the
performer) supports the pupil’s emotional
states by playing the piano (at times including
spontaneous sound expressions). What
results is a kind of collective improvisation
based on the emotions of fairytale realities, a
set of colors and sounds created by the child’s
own hands. This creates a peculiar cacophony,
upon which the child actively moves, shouts,
jumps, feels joyful or sad, expresses anger or
happiness.

Properly, these first two pieces present an
example of how it is necessary to organize
artistic reality and to enter it together with
the child. And it is possible to create such
music only being in the fullness of sound,
color or artistic impressions.

The next few pieces of “Artistic Games”
pertain to the genre of micro-operas —
these are micro-operas fairytale-games
“The Tower House,” “The Land of Teasers,”
“The Snow Woman (Spook Story),” “The
Merry Performance,” “An Extraordinary
Occurrence,” “The Feline Dancing Party,”
“The Monkey Chiki.”
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Here, on the one hand, the task becomes
complexified and, on the other hand, it
becomes simplified. The child becomes
more and more immersed in the artistic
reality surrounding him where music is
the connecting component. Fairytales make
it possible to build up an imaginary world
following the laws of the real world — with
action, narratives, decorations, drawings
and sounds. The little performer already
becomes a full-fledged hero of a fairy tale,
a protagonist, who turns at times into a
fly, into a mosquito, into a bear, and even
into a frightening sorceress — the Snow
Woman. Along with the accompanying
adult he recreates that world of sounds
conditioned by the fairytale realities. He
evokes these sounds with his voice, beats
on small percussion instruments — drums
and triangles, toots on various types of
whistles and flutes and, finally, creates
sounds on the piano. Here the child is not
fettered by fear, is not afraid to do something
wrong, and intuitively finds those motions
which are necessary for extracting a sound
corresponding to the appropriate mood. This
is, most likely, one of the chief postulates of
the piano performing style of Tsepkolenko’s
pieces for children — the sound is generated
by the mood and the artistic reality, and not
the other way around.

When composing her pieces for
children, Karmella Tsepkolenko took into
consideration that for a child in an art
works the most important element is the
process, while the result is of little use for
the child and, as a rule, he is indifferent to it
—he mercilessly erases that which has been
created, destroys what has been built in
order to return, once again, to the process —
the endless continuous creation of the new.
For this reason, the musical language of these
pieces is conditional, it does not require
committing to memory, but continuously
changes with each repetition, preserving the
general narrative of the artistic action.

The following section of “The Artistic
Games”is called “We Draw Music. Sound-Color
or Music which becomes Color-Drawing.”
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Compared with the first section, here the task
is somewhat narrowed down. It must be said
that all four sections of the book comprise
the content of one lesson, i.e. unfold in each
lesson, and in this section the little listener
learns to express his emotions obtained
from listening to music by means of color on
paper. In pure form, this phenomenon when
the audible is seen in color is called colored
hearing — a phenomenon of synesthesia in
which two senses — sight and hearing — are
connected into one. The task of the present
section of the pieces is not to develop colored
hearing, since it is almost impossible, but to
learn to express the set of emotions obtained
from hearing music by means of color.

The most enigmatic issue for the performer
is the achievement of the emotional and
energetical context of a musical composition.
The emotional-semantic score of the
composition is what forms the performer’s
contribution to the music, the “animation”
of the musical work on the basis of its own
model of feelings and emotions. The question
of how to recreate such a score is that which
preoccupies every artist. It seems to us that
when such a solution is solved a process is
carried out which seems to be the reverse to
the composer’s thinking. If the composer’s
imagination is stimulated by unartistic stimuli
and the artistic image is generated from an
unartistic premise, then the performer’s
imagination is set into action by an artistic
image which is “ciphered” in the musical text
of the score, and the performer must recreate
it, relying on his extra-artistic associations.

The performer’s task includes creating
an extra-musical scenario for the
musical composition consisting of extra-
musical stimuli, a sort of “program” for
the composition. It is known that many
composers when they wrote a particular
musical work possessed their own extra-
musical program, but did not always make it
publicly known, so that this program would
not seem to be ludicrous or belittling for the
composition. But here what is in question is
not the storyline basis of the program — it
may be that connected storylines do not exist
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at all — but in a set of extra-musical stimuli
(associations, references), which, indeed,
arouse the composer’s imagination. The
same stimuli must also be obtained by the
performer in order to set of his imagination
and to “finish composing” the musical
composition’s emotional-semantic score.

The first piece of this section, Andante
doloroso is compact in its form and built
on the principles of linear polyphonic
thought. The three voices, just like in the
early Russian Znamenny chants seem to
exist independently of each other, creating
unexpected sounds in their vertical
harmonies. The overall emotional state is
that of tranquility, perhaps light sadness.
The syncopated structure of the upper voice
violates the fluency created by the middle
and lower voices and brings imbalance into
the customary position of the feelings. The
piece is written down in traditional notation
in quadruple measure, which changes to
triple meter only once.

The following piece, Rubato accentuato, is
quite contrasting in its content. Here there
is something barbarous, ineluctable and
harshly sounding. In this sense it is possible
to discern a parallel with Bartok’s “Allegro
Barbaro.” The syncopated harsh thuds in the
lower register swell exponentially, leaving
absolutely no doubts of their intentions.
Repeating several times, they incandesce
the intensity up to a culmination and,
having achieved their goal, gradually fade
away in descending trills, calming down and
abating. The “fearful character” came “from
nowhere,” having frightened everybody
away, and then withdrew back into “nothing.”
The composer makes use of absolutely
simple devices: while exacerbating a major
seventh into a tremolo, she adds a minor
second to it in an intimidating repetition
of one and the same sound, after which
broad moves in triplets along diminished
and augmented intervals create sufficient
tension. After this, with similar motion, but
already in descending direction, the sound
texture of the trills leads to total relaxation.
The piece is notated in free meter without



The Contemporary Composer

{§ 2020, Ne 3

barlines, certain note symbols are in need of
deciphering, which is given in the appendix
to “Artistic Games.” Here the performer
already encounters both visually and
factually various elements of contemporary
musical notation, the contemporary type of
statement of musical material.

The piece Rubato culmato is also written
in free meter. The free flow of sound effuses
along its entire range. It is composed in a
linear manner in which one line passes
through into another, comprising a unified
whole. In guise of additional color, the
composer makes use of the right pedal, the
sounds appear to be suspended in the air,
creating the effect of sound evaporation.

The piece indicated as Allegro has a
dynamic and bravura character. It is also
written non-metrically with its meter
changing literally in each measure. Instead of
indicating the traditional beats, the composer
notates the time in the seconds indicated as
the duration of the sound of each measure.
Here too the provisional indications found in
contemporary notation are used.

The piece indicated as Andantino
melancolico is aligned in its mood to the first
piece of this part of the book. It is written
mostly in traditional notation with changing
rhythm literally in each measure. The
prevalence of triplets in the rhythmic patterns
and grace notes on major sevenths creates a
certain playfulness and dance qualities.

The piece marked Allegretto dolce
concludes this section of the book. It is also
written non-metrically and presents a sort
of fluttering of grace notes (on intervals of
seconds and sevenths), while the martellato
episodes create the impression of light
hovering over the entire keyboard. The
through line of unfolding of musical space
leads to the sensation of lightness, the
tangibility of the air with which this piece is
permeated.

The third section of the book is titled
“We Play and Sing Color. Color-Sound or
Music Born of Color.” Here once again the
performer returns to collective performance,
since the composer once again brings in
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additional lines, presuming the participation
of the young coauthor-performer. The
improvisation is developed in response to
the impression received from color, the
color spectrum, color-writing in four-hand
performance with addition of voice and
small percussion instruments, whistles, pipes
and other such instruments. The musical
pieces in this section represent written-out
or preset improvisations, which is based on
the framework of the composer’s musical
text, but may change it depending on the
situation. The pupil’s part is notated in a
system of relative pitches and may also be
transformed in either direction, expanding or
contracting both in time and in the quantity
of used means.

Thus Karmella Tsepkolenko, when
composing her piano cycle for children
titled “Artistic Games,” took as a premise
the fact that mastery of the musical
language for the human being possesses its
own particularities, hidden and apparent
periods of self-education, since learning
music is determined not as much by the
sphere of intellect as the sphere of emotion
(aesthetic emotion), and the child develops
his emotional sphere, shapes the “organ” of
“emotional sensation” by means of music
and, more broadly, art. The hypothesis
which preceded the creation of this cycle of
children’s pieces consisted in the fact that
the emotional attitude toward sound begins
to be formed in a child during the process
of spontaneous activity, which during the
formation of drawing skills is connected
with the period of scribbling gibberish, and
in the formation of speech is connected
with the period in which the child forms its
own transitional language. The hypothesis
was that musical education must stem from
musical experience to the mastery of the
language, and not vice versa. With the aid
of the teacher, the child, being, according to
Lev Vygotsky’s terminology, within “the zone
of the closest development,” at first forms its
attitude towards emotion without reflecting
on the musical language, in other words, in
combined music-making with the teacher
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plays musical “blotches” or spontaneous
sounds, while expressing some particular
emotional state with its voice.

Thereby, the composer seems to set
up new realities of actual life and in
correspondence with them forms the
musical language for the pieces. Without
such specification the pieces themselves,
as well as their musical language would be
hidden from the performer and would not
be realized adequately. It appears to us that
other composers, when writing children’s
pieces possessed their own “mysterious”
hypotheses about development of the pupil’s
musical sensation or musical thinking.

It must be said that it is not in vain that
J.S. Bach left his inventions and sinfonias for
clavier without any indications, including
tempo markings, since, in all likelihood,
he presumed that the tempo, agogics,
articulation and dynamics would depend
on what emotional state will be set by the
performer, what kind of emotional context
would be set by the performer, what kind
of emotional context would be brought into
the musical composition written down with
notes. The “Notebooks of Leopold Mozart”
were directed toward cultivation in the young
musician not only of performance practice,
but also of compositional skills [1, p. 95].

It could be said that from the perspective
of performance style, the artistic meaning of
musical compositions possesses its spatial-
temporal boundaries, and the specific
features of the musical work’s structural
organization depends on the particularities
of interaction between time and space.

Tsepkolenko’s piano music for children lies
within the framework of three interconnected
artistic conceptions — synthetic mastery of
art, in its continuous integrality relying on the
phenomenon of playing, theatricalization as
the main principle of unfolding artistic form,
and scenary development of the musical
material.

The principle of synthetic mastery of
art with the reliance on play was taken
as the basis of composing musical pieces
for children. Procedurality as the basis of
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motion became a form of unfolding of the
musical material of children’s pieces with
the reliance of full feature mastery of artistic
reality in the form of play, with the addition
of the visual arts and fairy tales into the
playing field of music.

The following block of Tsepkolenko’s
piano music consists of concert pieces. As
an example, let us examine one of them
under the title of “Evening Solitaire.” The
conception of the composition is motivated
by playing cards. It is known that card
play was described numerous times by
the classics as a special absorbing feeling,
passion and even an addiction. All too often
the protagonists of many literary works,
having become possessed by this passion,
lost connection with actual reality and
immersed themselves into unreal life with
their insane hopes and aspirations.

Precisely in Tsepkolenko’s composition
there is an attempt made to penetrate into
the world of the player, into the world of
his hopes and dreams. After all, before the
beginning of the performance, the “player”
is setting out the cards on the piano lid and...
the solitaire fails. His hopes and expectations
are not confirmed in cards. Properly, what
happens next is that the solitaire is set out
in sounds. The sounds become cards and in
several spots in the music they materialize
in the form of playing cards.

Theidea of composing thiswork arose from
the composer’s long-held fondness of such a
card augury game as solitaire. Concretely,
this composition was written under the
impression of the Spanish version of the
game of solitaire — solitaire with castanets.
In particular, castanets gave the idea of
using the pedal as an additional percussion
instrument (nonfunctional use of the pedals).
As it is known, contemporary composers
frequently surpass the “constitutionally
statutory” resources of musical instruments,
in this case, the piano, frequently incorporate
playing on the strings, changing the sound
of the instrument, processing the dampers
(sticking buttons, plates, etc.), engage in
playing the piano when there are extraneous
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Example 1
Karmella Tsepkolenko. “Evening Solitaire”

objects lying on the strings, playing on the
strings with the help of special threads, etc.
However, the piano pedals had remained
beyond the focus of composers’ attention.

Since one of the musical sound-depicting
moments of the “Evening Solitaire” is the
sound of castanets, a plausible technical and
musical device demonstrating the composer’s
expertise was shown by playing on the piano
pedals — “a strike and glissando on the right
pedal” and “a strike and glissando on the
left pedal.” In the musical score these two
technical features have received a special
graphic indication (see Example 1).

Since this technical sound effect can be
heard throughout the course of the entire
“Evening Solitaire,” it acquires the meaning
of a leit-technique (in this case, the leitmotif
of fate).

It must be noted that during the course
of the entire composition the pedals are also
used in their direct functional application.

Another technique which violates the
customary performance ethics is when the
performer throws out the cards while playing
the music. It must be noted that one of the
manifestations of contemporary music is its
theatrical aspect, and in this sense special
significance is assumed by the performer’s
plasticity, his gestures and motions. Here
the gesticulation is stipulated by the artistic
image itself (throwing out the cards) and must
be scenically justified. In addition, before the
performance proper the performer stages a
small theatrical show, imitating the game of
solitaire (on a closed lid of the piano). The
performance of the piece involves a small
theatrical action carried out by one actor,
and the listeners’ perception of the piece
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depends on how this theatrical action will be
performed.

Properly, the piece begins already with
the actor-performer’s appearance on stage.
In traditional musical performance a great
amount of attention is also given to the first
contact with the public. It becomes necessary
to capture the attention of the audience, to
concentrate its attention on itself. For this
aim many pianists incorporate various
techniques (depending on the situation
and character of the musical composition).
Some performers come out on stage swiftly
and begin playing at once, not waiting until
the applause subsides. Others, on the other
hand, count up to 30 to themselves before
beginning the music, as Svyatoslav Richter
sometimes liked to do. And when the public
is already in a state of a certain abashment,
they begin playing. In both cases the
desired effect is achieved — the audience’s
attention towards the performer becomes
concentrated. In contemporary music, most
often, all of these difficulties of mastering the
perception are also complemented by the art
of acting. In this musical composition the
performer comes out on stage in the role of a
somewhat diffused and bewildered person,
his thoughts are aimed at finding a solution
to the upcoming problem, and he wishes to
devote laying out the cards for the solitaire
game particularly to it.

The audience does not know anything,
and neither does it suspect in the least about
the pack of cards lying in the pianist’s pocket.
Finally, when the pianist sits at the piano,
tosses up his hands in preparation to begin
the composition and... suddenly, instead of
beginning to play, throws off his hands from
the piano, takes out the pack of cards from
his pocket, closes the lid and slowly begins
to lay out the solitaire.

The leit-technique of throwing out the
cards becomes a viable mechanism in the
development not only of the musical text,
but also of the plastic-figurative text in the
“Evening Solitaire.” Particularly as the result
of this leit-technique the piece acquires the
significance of a theatrical mini-performance.
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In this piece the performer demonstrates
himself as an actor, playing a small role in a
peculiar theatrical action. The leit-technique
of manipulations with the cards becomes a
viable mechanism in the development not
only of the musical text, but also the plastic-
figurative text. Particularly because of it, the
“Evening Solitaire” acquires the meaning of
a theatrical mini-performance.

To sum up, it is possible to mention that
the article discloses the main parameters of
Karmella Tsepkolenko’s innovations, such as
artistic stimulation, the emotional-energetic
context of the musical composition, scenary
development of the musical material, the
principle of synthetic mastery of art and the
theatricalization of non-theatrical musical
genres.
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Interview with Composer Marcus Paus
Conducted for ICONI by Edward Green

e learn in this interview with the

leading Norwegian composer

of his generation, Marcus Paus
(b. 1979), how critical he is of the “academic
tradition” which, in his view, has hurt a
good deal of contemporary music over the
last several decades: a certain snobbish
adherence to non-tonal, non-melodic
“abstract modernism.” Paus, on the contrary,
asserts the living freshness of traditional
values. His own music is grounded in
tradition, is steeped in the value of careful
craftsmanship, and yet, at the same time,
is passionate, surprising, original, deeply
lyrical, and fervently humanist in its
social and political orientation. We learn,
too, of his great esteem for the American
composer John Williams, best known for
his cinematic scores. Paus sees Williams as
a model of nobility: both musically, and as a
human being. In this interview there is also
substantial discussion of the value of the
philosophy of Aesthetic Realism, founded by
the great American philosopher Eli Siegel,
and his profound ideas concerning Art and
Life. During this wide-ranging conversation,
Paus speaks likewise of world music, pop
music, and his abiding interest in literature
and painting. There is also an extended
passage where he keenly and generously
comments on the composers of his own
generation, and points to several of their
most outstanding works.

U3 3TOr0o MHTEPBBIO C BEAYIITUM HOPBEX-
CKUM KOMIIO3UTOPOM CBOET0 IOKOJeHUS
MapxkycoM IlaycoMm (1979 rozma porKaeHus1)
MBI y3HaeM, HaCKOJbKO KPUTHUYECKU OH
OTHOCHTCS K «aKaJ[eMHUUeCKOH! TPaJUILIAN»,
KOTOpasd, I10 er0 MHEHUI0, HECKOJIbKO I10-
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Photo 1. Marcus Paus
[photo credit: Norskmusikforlag]

CJIefHUX IeCATHUJIeTHH HaHOCHUJIa Bpex
COBpEMEHHOM MY3bIKe HeKOM CHOOHUCT-
CKOM IIPHUBEP>KeHHOCTHI0 HETOHAJIBEHOMY,
HeMeJIOIUYHOMY «abCTpaKTHOMY MOJep-
HHU3MYy». [Iayc, HAIPOTUB, YTBEP>KAaeT CBe-
JKeCTh JKHU3HH TPaJUIIMOHHEBIX IIeHHOCTeH.
Ero co6cTBeHHass My3blKa OCHOBaHa Ha
TPaJUIIUAX, IIPONHUTaHa [IEHHOCTBHIO TIIfa-
TeJILHOI'0 MacTepcTBa U, B TO >Ke BpeMs,
9MOIIMOHAJIbHA, Ha/leJleHa HeOo KU JaHHbI-
MU II0BOPOTaMH, OpUTHHAJILHA, IJIyO0KO
JIMPUYHA U IIBLJIKO TYMaHUCTHUYHA B CBOEH
COITMAJIbHON U IIOJIUTHYECKON OpHeHTa-
nuy. MBI Tak)Xe y3HaeM O ero IJIyboKoM
IIOYHUTaHUH aMePHUKaHCKOI0 KOMIIO3UTOpa
J>KoHa VuiabsaMmca, HauboJjiee M3BECTHOTO
CBOUMH MY3BIKaJIbHBEIMU COUMHEHUSIMHU K
¢rbMamM. [layc BUIUT B VUiIbsIMCce o6paser]
6s1aropo/icTBa Kak B My3bIKaJIbHOM IlJIaHe,
TaK U B 4YeJI0BEeUYeCKOM. B 3TOM HHTEePBEIO
Tak)Ke IIHUPOKO 06CYyXZaeTcs IeHHOCTH
3CTeTHUYeCKOI0 peasi3aMa, OCHOBaHHOTO
BeJIMKUM aMepUKaHCKUM QUI0COPOM U
CuresieMm, U ero rj1iy60oKue UjeH, Kacarwlu-
ecsl MCKYyCCTBa U KU3HU. Bo BpeMs 3TOro
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pasroBopa, 0XBaTUBIIIETO IIUPOKUH AxaTIa-
30H TeM, [layc Tak)Ke TOBOPUT O MHUPOBOU
MY3bIKe, II0II-My3bIKe U CBOEM HeU3MeH-
HOM HUHTepece K JIUTepaType U >KUBOIIHCH.
ECTh B UHTEPBbIO U pparMeHT, B KOTOPOM
OH C BOOJYIIIEBJIEHUEM IT[eIP0 KOMMEHTHU-
pyeT KOMIIO3UTOPOB CBOETro ITIOKOJeHHUS U
yKa3blBaeT Ha UX HauboJiee BhIJAIONIMECS
IIPOM3Be/[eHUSL.

Edward Green: When I think of your
work, you seem to have taken a different
direction than that of most other concert
composers of your generation. That is: you
have an ease with earlier musical traditions,
and a love for them, that stands out as central
to your personality as a composer. I think
of Verdi’s famous statement, “Let’s go back
to old ways; it will be progress” — which
surprised just about everyone at that time.
And, of course, I don’t mean (nor did Verdi) a
mechanical repetition of earlier ways of doing
melody, rhythm, harmony, etc. — but a fresh
inspiration from them, a relish in them. Am I
right about this? If so, I'd imagine you’d have
points of agreement not only with Verdi, but
also — more recently — with a person like
George Rochberg. Or with Prokofiev, who
made that lovely statement: “There are still so
many beautiful things to be said in C major.”
Can you comment on all this?

Marcus Paus: When I was accepted to
the composition program at the Norwegian
Academy of Music, the fundamentals of my
technical approach to writing were already
somewhat cemented. Much to the chagrin of
some of my professors there! At the academy,
the climate was distinctly “contemporary,”
which is to say largely Eurocentric and
modernist, and back then (this was the late
1990s), the pursuit of a melodically driven,
tonally centered contemporary music was
seen as patently misguided.

Edward Green: Yes; I remember those
times. It was seen almost as a “contradiction
in terms.”

Marcus Paus: Indeed.

Edward Green: And trust me: it was even
worse in the late 60s and early 70s. That’s one

reason I mentioned Rochberg. It took courage
for him to turn, as he did, towards melody
and tonality.

Marcus Paus: It did. And the situation
was definitely still there 20-odd years ago —
the modernist prejudice against traditional
musical values still ruled the “academy.” So I
felt somewhat ostracized. This undoubtedly
played a part in shaping my musical
personality as a “traditionalist,” or should
I perhaps say “anarcho-traditionalist.” I
felt I needed to rebel against the narrow
perspective I was being asked to conform to
at the Academy.

Edward Green: I like that phrase:
“anarcho-traditionalist.” It’s surprising, and
a nice confutation of the idea that loving
what’s “traditional” inevitably means being
dull, unimaginative — “conservative” in the
bad sense of the word. So, yes, I admire that:
joining the wild, unexpectedness of anarchism
with the solidity of traditionalism.

Marcus Paus: Yes, the phrase I used
about myself does put opposites together —
and I remember you talked a great deal
about that at Manhattan School of Music: Eli
Siegel, Aesthetic Realism, and the tension of
opposites.

Edward Green: Yes, the oneness of
opposites. Eli Siegel’s great statement: “Every
person is always trying to put together
opposites in oneself.”

Marcus Paus: Well, it’s certainly true
about me. And, you see, I always knew my
inclination was to be a lyrical writer —which
meant, of course, a love for the traditional.
The music that I admired and hoped to
emulate when I was in my teens, seemed to
demand that I’d subject myself to a certain
kind of rigorous training. And I was very
lucky to have a great teacher, the Norwegian
composer Trygve Madsen, who had a very
practical approach to what could have easily
been an overwhelming curriculum — since
tradition is a deep and rich thing. Centuries
of knowledge.

My background when I started studying
with Madsen was really various strands of
(more or less progressive) vernacular music,
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and I already had a fair grasp of history and
theory, and a relatively well-developed ear.
And perhaps I was lucky not to have had
classical training up until that point. I played
electric guitar, and so I had no innate fear
of the great masters of the Western classical
tradition, no pedestals on which to put them.
My ears had simply drifted towards 20th
century classical music and film music as I
transitioned from performer to writer.

With Madsen, I studied counterpoint
from the perspective of Bach’s Inventions,
Sinfonias and of course Das Wohltempertiertes
Klavier. But also Shostakovich’s op. 87 —
modeled, as you know, on the great Bach
collection of preludes and fugues.

Through those two great contrapuntal
collections, separated by well over 200 years,
Madsen showed me the validity of technique,
regardless of style or era. And I was invited
to become inspired by these great models,
rather than intimidated. I would write
canons, inventions, fugues, and I would also

bring in whatever I was working on, and he
would critique these early efforts always
from a performance perspective, sharing
practical insights from his own experience
as a working composer.

Edward Green: I'm glad you mentioned
that. It’s so important that composers learn
not to work in the “abstract,” but always with
real performers in mind — always with the
actual impact on other human beings both of
creating the music, and hearing it. Too often,
I've noticed, student composers get a quasi-
mathematical idea for a work, and don’t
ask enough: will people enjoy playing this?
Singing this? Listening to it?

Marcus Paus: Very true.

Edward Green: I met you, of course, quite
a while back when you were doing graduate
studies at Manhattan School of Music — after
those years at the Norwegian Academy. Can
you say what stood out for you at MSM?
Were there professors who were particularly
inspirational for you?
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Photo 2. Manuscript of The Beauty That Still Remains —
A Cantata by Marcus Paus, Words of Anne Frank
[photo credit: Norsk Musikforlag]
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Marcus Paus: Coming to MSM was
a relief to me, for many reasons. What
immediately stood out, was a general
absence of ideology, and an appealingly
pragmatic approach to craft. My reason for
wanting to study in the US was my love for
American contemporary composers such
as John Williams, John Corigliano, Richard
Danielpour, Christopher Rouse and others.
To my mind, the entire classical-romantic
tradition had been residing stateside since
WWII; also, I do have to say, in Russia.
Europe, as I said before, was largely trapped
in a modernist/post-modernist cage. I was
glad to escape!

At MSM I had the great good fortune to
study with one of the people I mentioned
earlier: Richard Danielpour. He was, as they
say, my “major” teacher. And the lessons he
taught me were important, and helped give
further shape to, and even more impetus, as
well, to my opinion that a composer should
always write with the performer centrally
in mind.

We’d have readings of new pieces at his
studio, and he would comment on the score
very much from a producer’s point of view,
focusing on the minutiae that would yield a
better sound, and make the music project.

And I hope you will forgive me for
also singling out your film scoring and
songwriting classes, both of which continue
to be part of how I think and feel about music
drama and text setting.

Edward Green: OK, and thanks. It looks
as if you couldn’t leave it “unstated.”

Marcus Paus: It feels important for
me to state it. Not only in gratitude, but in
recognition of the core underlying motif of
these classes as I understood it: the idea —
again from Eli Siegel — that what happens in
music “in the abstract” is inseparable from
the “programmatic” power of music. It was
his statement “In reality opposites are one;
art shows this,” that affected me — as you
showed how the drama of opposites in a
film scene, or in a set of lyrics, was what a
composer needed to reflect in the music he
brought to the film or song.

https://yvoutu.be/7w2GQdRzdwo
Link to Marcus Paus’ score for Andre
Ovredal’s film MORTAL

Edward Green: Yes, I do think so. I think the
ideal for any song is a full marriage of words
and music; the ideal for a film scene being, very
much related: a complete interpenetration of
the visual and the auditory aspects of the film.
And that leads me to say: I also remember
you then as a ferocious advocate — in the
good sense of both words — of the music of
John Williams. If my memory serves me right,
at the time you thought he was the greatest
living composer. Am I remembering right?
If so, is that still your opinion? And, in any
event, can you tell us about the impact of
Williams on you?

Marcus Paus: John Williams was my
first orchestral love. And I do think the
perfection with which he so often joined
sight and sound in his film scores was the
reason for that love. Let’s face it: growing up
in the 1980s meant having your childhood
underscored by him!

Edward Green: I understand. It’s
paralleled to what I, and so many others, felt
growing up in the 60’s: having the Beatles as
the soundtrack of your teenage years.

Marcus Paus: So, later — as my own
musicality awakened and I began to think
of myself as a “composer-in-training” — I
rediscovered him. But now not just from an
audience’s perspective, a “fan’s” perspective,
but from a musician’s perspective. The more I
studied him, the more I was enthralled by his
phenomenal technique, and the expressivity
of his language. I certainly still revere him,
and consider him one of the great composers
of any century.

Edward Green: That’s what I meant!
What an advocate you still are for him; I
never heard anyone else put him in quite that
category: “of any century.”

Marcus Paus: Yes, I sincerely feel it.
And it’s really a very considered opinion;
I've tested it. On top of that, there’s this
surprising fact to consider: in the strangest
of ways, he might also have come the
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closest of any composer to realizing the old
Schoenbergian utopia that children of the
future would be whistling 12-tone rows!
Although not exactly 12-tone, “The Imperial
March” and the main theme from Harry
Potter are both decidedly 12-note. But more
than an ear-opening “gateway drug,” I think
Williams has found a very satisfying way
of embodying dissonance and avant-garde
techniques within a larger tonal framework.
That’s the big achievement. Again, a making
one of opposites, if you will.

Edward Green: Yes, and not just in a
technical sense; it is a way of bringing together,
in a unified sonic experience, the strange and
the familiar — and these are big opposites in
everyone’s life to make sense of. And Eli Siegel
lectured on them often; in fact, he said they
were the central opposites which impelled the
Romantic Era. I remember one lecture, very
clearly, where he showed how that was so in
the poetry of Wordsworth and Coleridge —
and how Wordsworth generally began with
the familiar, and showed the mystery there,
while Coleridge often began with supernatural,
strange subjects, but presented them so
convincingly, they took on the feeling of “actual
event;” that is to say, the familiar.

Marcus Paus: That is very interesting!
Especially since Williams is often described
as a “Contemporary Romantic.” It's also
interesting to note just how much the
sound of his scores has shaped our modern
conception of what an orchestra can sound
like, regardless of style. That makes him
at the very least one of the most impactful
composers of our time, and one of the most
culturally relevant. What impresses me the
most about him, though, is the humanity of
his work, and his sense of purpose. There’s
something of a latter day Haydn about him.
A man entirely in the service of his art form,
and who feels no conflict between sincerity
and craft.

Edward Green: And that is another — and
very glorious — aspect of the opposites: the
coming together of personality, untrammeled
individuality, and what’s impersonal — sheer
knowledge, craft, technique. I agree, too, about
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Photo 3. Marcus Paus with John Williams
[photo credit: Aleks Ozelins]

the relation you make to Haydn: both men, it
strikes me, have a beautiful humility in them;
an awe about music, and its power to tell the
truth about the world and human feeling.

Marcus Paus: Yes, I agree. And as far
as I'm concerned John Williams — like
Haydn — is musical nobility. By the way, do
you know that I once met him?

Edward Green: No, I didn’t. What were
the circumstances?

Marcus Paus: It was in 2005 in Pittsfield,
Massachusetts, at a Question-and-Answer
event which was part of the Tanglewood
Festival. It was a relatively short and sweet
encounter. Afterwards, I had the chance to
show him a set of variations I had written
on a cryptogram of his name. He was very
welcoming, very courteous, and (of course)
as a young composer that moved me very
much — that someone of his international
stature was happy to take out the time to be
interested in my work.

What I remember most vividly, though,
wasn’t so much about me; it was—
throughout that event — Williams’s very
genuine, almost deferential humility. He kept
using every occasion to point away from his
own work, and steer our attention towards
other artists and composers. And there
was his seemingly encyclopedic knowledge
of repertoire, let alone of literature about
music — all on casual display. I remember
him, for example, recommending a book
on Mendelssohn by Larry Todd, which I
subsequently bought and read.
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Edward Green: That’s a very impressive
story; I'm glad to know it — and it does seem
to go along with so many other stories about
Williams. You’re right in seeing a kind of real
nobility in him: as a man, and as an artist.

While we’re talking about composers
who have inspired you, are there any other
names — from any century — you’d like to
mention, and say why?

Marcus Paus: I am a collector by nature,
and in my younger days, whenever a
composer or artist caught my attention, I
would make a point of becoming acquainted
with his or her entire oeuvre, or as much
as I could find. As such, I went through
infatuation upon infatuation. But as the
years go by, I find my private pantheon
populated by fewer and fewer deities. It’s
not that I don’t want to find value wherever
it truly is. But I don’t want to confuse lesser
value with greater value. That would be
unjust to music.

Edward Green: I agree with that. Once we
call everything “great,” we can lose sight of
just how much we can learn — and be moved
by — what’s truly great.

Marcus Paus: There are the great
cornerstones, of course! And I know some
of my personal feelings are a bit unorthodox.
But I have to be candid: I never feel quite as
comfortable with (or comforted by) Bach as
with, say, Poulenc.

Edward Green: Surprising!

Marcus Paus: Yes, I imagine so. But for
whatever reason, my greatest loves have
been composers whose contributions
may be slightly less titanic (although still
formidable), but perhaps for that very
reason all the more human. You mentioned
the opposites of “personal” and “impersonal”
before. I suppose I give a bit more weight to
the “personal.”

In any case, among the composers to have
the most lasting impact on me I'll mention
Ravel — for the exquisite beauty of his
craftsmanship and the serenity and grace
of his art, Shostakovich — for his sincerity
and his sense of form, Poulenc — for the
wistful charm and lyricism of his melodies,

and John Williams — for his sense of stylistic
synthesis and his profound musicality.

Edward Green: I think that’s a unique
quartet! But I can see, knowing something of
your own music, why it would be. Now, on a
slightly different tact: ICONI is, as you know,
largely a Russian journal, and its readership
is largely Russian at this moment. Being
Scandinavian, there’s a certain rich history —
culturally, and otherwise — between your
part of Europe and Russia. Are there Russian
composers who have particularly affected
you? Russian performers?

Marcus Paus: Having already mentioned
Shostakovich, I must add Prokofiev.

Edward Green: Yes, my own favorite 20th
century Russian composer.

Marcus Paus: And also I need to point,
in particular, to Rodion Shchedrin, whose
technique is simply mindboggling. His
contrapuntal writing is astounding, as
are his orchestrations. A deeply original
composer, and perhaps not as well-known
as he should be (despite certainly having had
an illustrious career).

Edward Green: I agree about that. For one
thing, his Anna Karenina ballet is a powerful
work.

Marcus Paus: Yes. He’s also written
several marvelous concerti for orchestra.
And his Preludes & Fugues, of course, as well
as his Polyphonic Notebook.

Edward Green: Now, let’s turn to another
aspect of music. I know your father is a
famous Norwegian songwriter and popular
performer, and both you and your wife have
worked in the field of Rock-and-Roll, as well
(of course) as “classical music.” How do you
see the relation of pop or vernacular music
and — for the lack of a better word — the
classical tradition? Do you mingle these in
your work? Or do you work in both fields, but
largely keep them separate?

Marcus Paus: I think it would be almost
impossible today not to in some way be
informed by various kinds of vernacular
music, given their omnipresence in our
lives. I think of myself simply as a writer of
music. My particular vantage point is music
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as a written language. This shapes how I
think, how I hear, how I create. Although
I don’t make any effort to be eclectic, I will
allow my musicality to be as promiscuous as
it desires; I try not to censor my impulses,
as long as they serve a greater purpose of
expression.

https://voutu.be/s_TcSa2Mc64
Link to 4th movement of Marcus Paus’
Cello Sonata

Edward Green: Do you collaborate often?

Marcus Paus: Her background also
includes classical training, so she has this
very unique aspect of being both singer/
songwriter and arranger. She writes all of
her own arrangements, so we’re working
along more parallel lines than what one
would perhaps imagine. She’s also recently
ventured into more classical terrain, writing
choral and chamber pieces. I was invited to
contribute a couple of guest arrangements on
her last album, and I’'m sure we’ll continue
to make guest appearances in each other’s
musical worlds.

Edward Green: Related to the previous
question about “vernacular/pop” music —
but not quite the same — is how you see
Norwegian folk music, and also the many
streams of traditional music out there from
other cultures: India, China, Korea, sub-
Saharan Africa, Bali, etc. Have these played
arole in your work?

Marcus Paus: Yes, certainly. And it began
early on. As a teenager, while I was still
only a performer, I was hugely interested in
several types of traditional music, especially
Bulgarian music. But I was also very taken
by Indian, Persian and Pakistani traditions,
and I spent a great deal of time learning
the modalities, rhythms and ornaments of
these traditions. When I was 18, I even got
the chance to play a little with a Bulgarian
wedding band while on holiday in Bulgaria.
Some of the chamber pieces I wrote in my
early 20s display the influence of Bulgarian
music quite explicitly, such as my Lastliansko
Horo for violin and piano.
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Photo 4. Marcus Paus and Tirill Mohn (Paus)
[photo credit: Marcus Paus]

Some years ago, I had the privilege of
writing the music for a dance production
featuring Norwegian folk dancers and
Chinese Kung Fu monks. Parts of this
music was reshaped as A Portrait of Zhou, a
concertino for flute and orchestra, in which I
attempted to find a musical common ground
between these traditions. The Norwegian
folk musical element is probably more
subliminal. It became more present as
a stylistic trait in my music when I was
living abroad during my 20s. Some of it
undoubtedly comes from Grieg, and perhaps
more directly from the Norwegian composer
Geirr Tveitt, and has to do with a certain
flavor of bimodality and extended tonality. In
later years, I've found that all these impulses
have become more integrated into my own
language, rather than calling attention to
themselves as topical seasoning.

Edward Green: You’ve written a great deal
of vocal music — solo song, choral music, and
opera. Plainly you love the relation of words
and music. Can you tell the readers how you
approach the setting of words?

Marcus Paus: Words are my passion. If I
weren’t a composer, I would probably have
endeavored to become a poet or a writer.
Perhaps my father, with his love for the
relation of words and music, had something
to do with this. In any case, simply put, when
it comes to vocal literature, I set what I love,
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and what I cannot resist. Setting poetry
is an urge. My goal is to have the music
enhance the text so that a setting reveals
upon listening what might otherwise only
be gleaned through repeated readings.

Ithink of music as subtext and symbolism.
When setting text, 'm wary of melisma, and
distrustful of anything that obscures the
words. Natural prosody is my guideline,
and I try to adhere also to the form and
dynamics of the poem. If I set a sonnet, I
want the audience to feel the impact of its
final stanzas (or couplet, if it’s Shakespeare).

Edward Green: Brahms, as you know), felt
very much the same way.

Marcus Paus: Yes, I've gathered that. I also
think thisis true about the best pop composers,
too. Lennon and McCartney, certainly.

Edward Green: Speaking of the power of
words, I gather you are actually in the “family
line” of perhaps the greatest Norwegian
author ever; in fact, the greatest Norwegian
who has yet worked in any of the arts. I mean,
of course, Henrik Ibsen. What are you? A
great-great-grandson?

Marcus Paus: Hah! Almost: my great-
great-grandfather was Ibsen’s cousin.

Edward Green: So, I'm sure readers
would be interested in what you might like
to say about him and his art. For that matter,
have you ever thought of making an opera out
of any of his plays?

Marcus Paus: Growing up in Norway, Ibsen
is easily taken for granted. But the older I get,
the more strongly his works resonate with
me. He was certainly one of the inventors of
the modern mind. I actually started thinking
about making an opera of Peer Gynt while
still at MSM, and I already know how I’d solve
it. It has to do with Solveig’s final words, and
making a lullaby of them that will serve as
a lyrical undercurrent throughout the arc of
the opera, only to have its true significance
revealed as the opera closes. Lullaby as
redemption (and I've already set it).

Edward Green: Well, I hope you get to
write that opera! Recently I read Brand, and
I thought it had opera potential, too. But the
poetry, I imagine, is much stronger in the
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original than in the English translation. So it
would be a job for a Norwegian.

Marcus Paus: Well, it’s worth thinking
about.

Edward Green: I’d like to talk for a
moment about some of your chamber music.
I'was very taken by the fact that each of your
string quartets is inspired by the work of a
visual artist. Of course, everyone knows
about Mussorgsky and how Hartmann
inspired his Pictures at an Exhibition. And
there are other examples, for sure, where a
composer wants to honor a particular artist.
I'm thinking, for example, of my favorite piece
of Morton Feldman: his Rothko Chapel. So —
any comments on all this?

Marcus Paus: Art is another great passion
of mine. And as with poetry, I find that art
will sometimes prompt a musical response.
I’'ve had several collaborations with visual
artists, and most prominently the Swedish
painter Christopher Radlund, with whom
I’'ve worked for almost 20 years now.

Photo 5. Marcus Paus with Christopher Radlund
[photo credit: The Beauty That Still Remains]
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Edward Green: To me, a crucial thing for
any composer is to have a philosophic, or even
a religious, viewpoint that he or she is proud
of, and which impels the music. My own,
as you know, is the perspective of Aesthetic
Realism, which I learned from its founder,
Eli Siegel — whom I had the honor to study
with. I do passionately think that there is no
greater, or more precise, explanation of the
relation of Art and Life than his statement:
“All beauty is a making one of opposites, and
the making one of opposites is what we are
going after in ourselves.”

To me, it’s simply logical; inevitable: I just
don’t think important music can come from a
shallow or a narrow world-view. So, can you
say what you feel, in an over-arching way,
inspires your music? What it is you hope your
music truly is fair to?

Marcus Paus: I wholeheartedly agree
with what you are saying, and also your
assessment as to the source of the best in
music. And I love the way you phrase these
questions. What I hope to be truly fair to, is
music as an expression of life and reality as
I feel and experience it. I try to respond as
sincerely, beautifully and completely asI can.
I find that my music changes as I change, and
I try to allow these changes without letting
my ego interfere. Another way of putting
it, is to say that I aim to be vulnerable. As
for overarching ideas, I consider myself a
humanist first and foremost. This tends to
inform what kind of projects I'm drawn to,
and how I approach them.

Edward Green: Related to the last question
is its earthy parallel: a composer's political
and social commitment. Are there matters of
this kind that you are passionate about? And
has that passion taken musical form?

Marcus Paus: I would consider myself an
anarchically inclined social democrat. I am
liberal and left-leaning in most questions,
but beyond a left/right perspective, I'm
concerned about non-authoritarian/
authoritarian tendencies, which zigzag
across the entire political spectrum. One of
the pieces I'm most proud to have written
is The Beauty That Still Remains — a choral
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composition based on the Anne Frank
Diaries.

https://youtu.be/zUOhWN]_npl
Link to “Epilogue” of The Beauty That
Still Remains

I think the greatness of any society should
be measured by the dignity it affords its least
privileged citizens. I also think societies are
healthy only to the extent which they allow
anarchic tendencies. As an anti-authoritarian
with a social conscience, it’s difficult not to
be alarmed by the present state of affairs.
There’s a sense of fatigue that creeps into
everything as real agendas are supplanted
by the fake news and alternative facts so
beloved by right-wing politicians: in America
and, I'm sorry to say, also here in Europe. It
is terrible to see how real social injustice gets
obscured by narcissistic crusades.

I fear we’ve become post-cultural, post-
political, post-everything. It’s not an easy
perspective to write from. I actually wrote
a piece early on during lockdown, entitled
Good Vibes in Bad Times. It’s a piece for
mezzo-soprano and vibraphone, and it sets
a collection of “poems” by Donald Trump
(assembled by Robert Sears). But more than
being merely a satirical take on Trump
(which, of course, it obviously is), these texts
offer a humanizing perspective, allowing us
to take pity where reality otherwise leaves
little room for it.

Edward Green: Yes, every twisted mind
begins untwisted. One can’t imagine a new-
born baby hating truth the way, later in life, a
person can; certainly, a person like Trump. So,
if I understand you right, I agree: we should
hate evil and pointedly satirize it (including
wherever we see it in ourselves) — without
losing sight of the great pity that any mind
would stray so far from where it began. It is
a terrible, a pitiable thing: the way we can
outrage our very deepest selves — which are
built for truth, kindness, and beauty.

Marcus Paus: Yes. Agreed.

Edward Green: Contempt, Eli Siegel once
said, is the great temptation in every life. In
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fact, our greatest danger: to think we will be
for ourselves by making less of the outside
world. He explained that contempt is the
“lessening of what’s different from ourselves
as a means of self-increase, as we see it.” It’s
false seeing, however! The value of things
and of people doesn’t depend on whether we
decide to “give them their due,” or not. The
value simply is there! In fact, one can say —
and I learned this from him — that both Art
and Science are motivated by the passionate
desire to see what reality truly has in it, and
to value it.

Marcus Paus: Yes — I've felt that as
I compose: the feeling of “discovery.” Of
finding beauty where it wasn’t seen before.
It’s really an honor to try to convey that
sense of discovery to audiences.

Edward Green: It is! And I learned from
Aesthetic Realism that everyone’s deepest
desire is to like the world on an honest basis —
and that by showing there is much, much
more beauty and meaning in the world than
we ordinarily observe, art shows the way.

Marcus Paus: I think that’s a beautiful
perspective. And deeply true.

Edward Green: It really does come down
to this: What are we, individually, and also as
a society, going to prefer — the art way or the
contempt way?

Marcus Paus: I guess my little Trump-
piece is a modest way of addressing just that.
I hope it helps!

Edward Green: I hope so, too! OK —
circling around now: I started, with the first
question, saying something about how you
stand out, in a large degree, from most other
composers of your generation. But one doesn’t
have to agree, in terms of “musical language,”
with someone to admire their work. I can
think, for example, of many composers I care
for deeply who work in very different styles,
and in very different idioms, from me. So —
who among composers, say between ages 30
and 50 (your generation, roughly), do you
most admire? And, of course, why!

Marcus Paus: I'm tremendously excited
about so many composers in my generation!
I will mention a handful of those of my
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colleagues whose works have touched and
impressed me recently. Let me start by
mentioning two of my colleagues from MSM,
Christopher Cerrone and Anna Clyne.

Edward Green: Yes, I remember them
both. Fondly.

Marcus Paus: And each of them already
has a high-profile career. Cerrone rose to
prominence with his opera Invisible Cities
and a number of vocal works. He is a great
setter of poetry, and also a wonderful
orchestrator. His music can perhaps be
described as “Feldmanesque,” but with
indie pop-sensibilities. I recently heard
Anna Clyne’s cello concerto — titled Dance;
I think it’s one of the finest of its kind. (Cello
concerti, as you know, are not easy to write!)

Anna’s music is urban, playful, gritty and
lyrical, and imbued with genuine warmth.
Keeping it stateside (although Anna is from
UK), I’'ve been very impressed by Andrew
Norman, who writes dazzlingly brilliant
orchestral music. A phenomenally gifted
orchestrator, he writes music that is vibrant,
energized and overwhelmingly colorful.
I recently heard some works by Akshaya
Tucker, an American composer/cellist/
dancer/choreographer deeply influenced by
Indian classical music, and found her music
convincing, moving and beautiful. Two other
composers I should mention are Octavio
Vasquez and Lera Auerbach. Both are more
traditionally inclined than the composers
previously mentioned, but they’re every bit
as original, composing new music of great
craftsmanship, integrity and beauty.

Among European composers, I'd like to
mention Vito Palumbo, a fabulous Italian
composer who writes with incredible
virtuosity, detail and musicality. He has taken
the techniques of Ligeti and Lachenmann,
and made a kind of music that flows with
impressionistic gossamer grace. Finally
two Nordic composers, Sauli Zinoviev and
Benjamin Staern. Zinoviev writes music in a
kind of cinematic, post-Sibelius style. Staern
is also deeply rooted in tradition, and has
written operas as well as several highly
successful orchestral and concertante works,
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in a language that juxtaposes modernist
jargon with a more American flavor of
orchestration. Neo-Stravinskyan, perhaps.

Edward Green: Thanks for that rich and
very detailed answer. I lost count! Something
like a dozen names there; lots of people for me
(and the readers of ICONI) to get to know —
or if we do know something of them, to dig
deeper. All of which is wonderful.

Now, speaking of richness: everyone
who knows you knows how astonishingly
productive you are. You’ve already written a
vast catalogue of music. Including concerti. I
know your Timpani Concerto made quite an
impression at its premiere.

Marcus Paus: Thank you. I enjoyed
composing it a great deal.

https://youtu.be/fNU-hFR7]bE
Link to the Timpani Concerto
of Marcus Paus

Edward Green: Still, I imagine you don’t
spend every waking hour writing music!
Brahms, for example, read a very great deal.
Schoenberg (and others) painted. Mabhler,
along with so much else, simply couldn’t do
without adequate time in nature. (Beethoven,
too). Prokofiev played professional-level
chess. And I could go on. So — in addition to
music, what are your greatest loves?

Marcus Paus: As I've already mentioned,
two of my great passions in life are poetry
and art, and I spend a lot of time exploring
both (often, I'll admit, with musical ulterior
motifs). I am also an avid film enthusiast.
I actually don’t spend as much time as I
used to listening to music (probably as a
consequence of my writing hours being
as long as they are), and most concerts I
attend are performances of my own works.
I enjoy socializing when I can, and otherwise
I am blessed to reside in rather rustic
surroundings, fjordside and forested, in
which my wife and I go for walks most days.

Edward Green: And now, the concluding
question: for young composers reading this
interview, what wisdom would you like most
to impart?

Marcus Paus: My main advice is not to
worry too much. Fear is a given for all of us.
Own your insecurities and imperfections;
they will ultimately prove to be your
greatest assets. From a technical point of
view: Always write with a performer in
mind, preferably someone specific. Get your
music performed at any cost. That’s when
you learn. Be kind and generous with your
performers always, and be forgiving of your
own efforts.

More advice: rather than contrive to be
original, be true to what you like. Study the
music that moves and interests you, and try
to figure out what makes it work, and why.
There’s always logic behind true emotion:
find it! And always root for your colleagues.
Your only enemies are ego and bitterness,
and overcoming them will require an active
effort. Also (especially when starting out,
but it’s never a bad idea): Write solo works
and duos to cultivate your preferences
within single line and two-part writing.
You will learn a lot, also about your own
language, and your technique and grasp of
line, harmony, texture and form will grow,
and as a bonus, you will have a catalog of
works that are easy to program.

Edward Green: Good advice! And thanks
for this engaging interview.

Marcus Paus: My great pleasure; thanks
for having me!
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apoJHOe HCKYCCTBO C ero 6oraTem-

MIMMH TpajguIUsIMU KaK ¢popma

9THUYECKOTO CaMOCO3HAHUS 3aHU-
MaeT 0co60e MeCTO B Xy/[0>)KeCTBEHHOM Ha-
CJIeiUU, U3y4eHUe KOTOPOTo OT apXeoJIort-
YeCKUX U 3THOTpadUUeCcKUX UCTOKOB CTa-
HOBHUTCS 0C000 Ba>XHBIM B COBpEMEHHOM
3THOJM3alHe.

CemMaHTH4YeCKasl CUCTeMa TpPaJUIIOH-
HOTO MapUMNCKOro HapOZHOTO KOCTIOMAa U
ero XyZ0KeCTBeHHO-06pa3Has UHTepIIpe-
Talysi COeIUHAIOT BOEJMHO MUPOBO33peH-
YecKue, 3CTeTUYeCKUe U XY05KeCTBEHHbIe
IIpeJCTaBJIEHUSI Hapo/ia, IPOSBISSICh KaK
B YTUJIMTApHOM, TaK U B 1eKOPaTUBHOM
npenHasHadeHuu [10, c. 7]. CoBpeMeHHEBIe
HUccefoBaTeJ U IIPOBO3IJIAIIAIOT TE3UC,

®domo 1. [[pegHeMapuiicKuil KoCmrom.
PexoHcmpyKuusi.
HayuoHanwbHblil My3ell
Pecnybauxu Mapuii 91
um. T.E. Eeceesa
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domo 2. C8adebHbLIl KOCMIOM

JIY208bIX MapU.

KoHeu XIX — Hauas0 XX geka.
H3 hoHO08 HauyuoHa1bHO20 My3es
Pecnybauxku Mapuii 31
um. T.E. Esceesa

4TO M300pasuTeJbHbIE METOAbI CAMOBHEI-
paskeHUs TPAJUILIMOHHBIX KYJIbTYp, UX ab-
CTparupoBaHHOE WUJIN 3HaKOBOe H300pake-
HUe MHpa HeU3MeHHHI [4, c. 4].

IBOJIIOIIYA TPASUIMOHHOTO KOCTIOMa
I103BOJIsIeT IIPOCJIEUTH He TOJIbKO TPaHC-
dopMarnio HapOLHBIX IIpe[CcTaBJIeHUuN U
Xy/I0’KeCTBEHHBIX HJleasIoB, HO U IJIyOOKUe
U3MeHeHUs B 00IleCTBEHHOM, CeMeMHOM
ObITe, 0COGEHHOCTHU Pa3BUTHS HapPOLHOTO
X03sMCTBa HAa TOM WJIM MHOM 3Talle, MUTpa-
IIMOHHBIE IIOTOKHU. BOSHUKHOBEHUE CTUJIA
OJleKZIbI U YKpallleHUH IIpe/icTaBJIieT CO00M
TBOPUYECKUHN aKT, UMEKIIUY BHYTPEeHHUN
3aKOHOMEPHBIN CMBICII; a B X0/le KICTOpHUYe-
CKOTO PasBUTHUA Ha HEro HaKJIaJbIBAKTCA
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3aTYLIEBRIBAKIME IlepBOHaYaJIbHBIN
CMBICJI HAIJIACTOBAaHUA WM XpaHdIlue py-
OUMEHTBI KyJIbTYPHbIE TPaJAUuIUU [2, c. 76].

MapHUUCKUM HapOAHBIN KOCTIOM 0dop-
MUJICA B IPEBHOCTHU U U3MEHSJICI Ha IIPo-
TSOKeHUM MHOTHUX BeKOB. ApXau4yecKYyIo
KapTHUHY MUpa 0TpakaroT HeKOTOpkle Tpa-
OUIIMOHHBIE CeMaHTHYeCKHe 3JIeMEHTHI,
OBITYIOIIIEe B 0OPSAL0BOM KOCTHOMe (CBa-
nebHOM, morpebaJbHOM, MOJIeJIbHOM) [11,
c. 124]. ITo apxeoJyioTHYeCKUM U3bICKaHUSIM
clleslaHa PEeKOHCTPYKIUA JApeBHeMapUu-
CKOro KocToMma [1, c. 20]. CpegHeBeKOBBIN
JKeHCKHUU KOCTIOM COCTOSJI U3 XOJIIIOBOM
pyO6aIlKyu TYHUKO06Pa3HOTO IOKPOS C I105-
COM, JIETHEro ¥ 3SMMHero KapTaHa, IIITaHOB,
TOJIOBHOI'0 y60pa, KO)KaHOM 00YBH U YKpa-
LIIeHWH, a 3SUMHA 0/le)K/la BKIro4Jasia Kad-
TaH U3 TeJAYbel KOXKU (MeXOM BHYTpPB) U
MeXO0BbIe pYKaBHIIbL. Ba’KHYI0 pOJIb UT'PaIn
BBINIOJIHSIEMBIE U3 cepebpa U MeJIU yKpalle-
HUY. JKeHIITMHBI HOCUJIU T'0JIOBHOM YOOP WIH
HasI00Hble BEHUMKU U3 TKaHU C HAILIIUTHI-
MU OPOH30BBIMU OYCUHKAMU, I1eII0YKaMH,
HUCII0JIb30Ba/IM OPOH30BEIE U cepebpsHEbIe
BHCOYHBIe KoJblla. [leiiHble yKpallleHUus
COCTaBJISLJIM TPUBHBI, OYCHI UJIN OXKepeJibs.
B HarpyZHoM 4aCTH Ha Ofle)K/y HallIUBaJIKCh
IIOoJBeCKH-aMyJyieTbl. OHU IIpejCTaBJIdIN
cobo QUTYPKU IITULL, KOHel. YKpallleHUus-
MU PYK OBLIH 6paciieTsl U ITepCTHU. TakuM
06pasoM, B MeTaJIJIOIJIaCTUKE CJI0XKUJIUCH
OCHOBHBIe MTHQOPMAIIMOHHBIE KOZBI, KOTO-
Ppble BIIOCIEICTBUU TPAHCIUPOBAIUCH B HC-
KYCCTBO BBIIIMBKHU U COXPaHWUJIU peBHUE
HUe0rpaMMBbL. APXe0JI0THYeCKUM MaTepHaJl
IIOATBEPIKIA€eT, YTO B 3II0XY PaHHEro Cpe/-
HEeBeKOBb4 [IJI IpeBHEMaPUINCKUX IIJIEMEH
Obl1a XapaKTepHa BBIIIIMBKA MeJHOU IIpO-
BOJIOKOH [9, c. 13-14, 16].

K X-XI BeKaM OTHOCHUTCA pacIiBeT ca-
MOOBITHOM JJpeBHEMAapPUNCKOU KYJIbLTYPHI.
B IIMpoKOM acCOpTUMEHTEe MeCTHBIX XY/10-
JKeCTBeHHBIX U3JleJIUi U3 MeJu, OpOHS3BHI,
cepebpa (B 0O4eHBb peJKUX CIydasX — 30J10-
Ta) CBOOOIHO BapbUPYIOTCA U COUETaI0TCA
TeXHUYeCKUe IIPUEMBI U JIeKOpaTHUBHEIE
0COOEHHOCTH JINThs, YeKaHKU, HaCeuKH,
I'PaBUPOBKHU, OCHOBY KOTOPBIX COCTaBJIAET
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®domo 3. (a, b, ¢). /[pesHemapuiicKue yKpauleHUs.
HayuoHaawHblil My3ell Pecnybauxu Mapuil 91
um. T.E. Eeceesa

BbIpasUTeJbHasA rpaduka, YETKUN PHUCY-
HOK. OCHOBHBIMH >K€HCKHMH yKpallleHH-
IMH TOJIOBBI y MapuuIeB B [X-XI Bekax
OBI/IM BEHUYMKH, a TaK)Ke CBOMCTBEHHEIE
TOJIBKO UM MeJHBIE IIeII0YKH, KOTOPBIX
HeT Yy IPYTUX QUHHO-YITOPCKUX HAPO/OB;
B HarpyZHOH YaCTH BCTPeYaroTCd LIyMsd-
II¥e IOABECKHU C OCHOBOM-IIUTKOM Tpa-
IeIeBUIHON GQOPMBEI.



2020, Ne 3 %’9

HarmoHaabHas KyJIbTypa

B nckyccTBe QUHHO-YyTOPCKUX HapO/0B
n3obpakeHUe BOJOIJIABAKOIIEN YTKH —
OJlVH U3 OCHOBHBIX MOTHUBOB. JBOJIIOIIUSI
3TOro o6pasa oT 0600IIEHHON 100U QU-
TYPKH C ABYMsI KOJIbIJAMHU IS KpeIlJIeHUs
II0/IBECOK B popMe YTUHBIX JIAIIOK pPa3BHU-
BaeTcsd K IoApo6HO paspaboTaHHBIM KpPHI-
JIbSIM U [PYTUM 3jIeMeHTaM e KOpaTUBHBIX
n300pakeHUuU QUIYPOK. ITHU I10JIbIE JIUTHIE
I10[JBECKU-YTOUYKHU C 060/JKOM I10 Kparo U OT-
BepPCTUEM [JIs [IPUBEININBAHUS SIBJISINCH
XapaKTepHBIM 3THHYEeCKUM IIPU3HAKOM
OpeBHUX MapuiiieB [3, c. 17, 19]. duryp-
KM YyTOUYeK UCII0JIb30BaJIMCh B aHcaMbJie
JKEHCKOIr'0o KOCTIOMa B KayeCTBe HarpygHO-
IO YKpalleHUs U II0JBECOK K II0SCy U KO-
caM, CJIY>KHUJIA 06eperom U ObLIN CBSI3aHBbI
C uzeed mwiogopogusl. KyjabT 3TOM HTULHI,
JKepTBYeMOH B I3bIYECKUX MOJIEHUSX B CBS-
IIIeHHOM pOllle, COXPaHUJICA [0 HACTOSAILIETO
BpeMeHU.

H306pa3uTesbHbIE MOTHUBbI, BKIHOYal0-
e pasHoobpasHble 300MOpdHBIE (KOHY,
Me[iBeH, IITUIILI) U aHTPOIIOMOPQHEIe CIo-
JKeTsl (I10/IBECKU Ha OKepeJIbsiX B BUJle MU-
HUATIOPHBIX UTYPOK BCAJHUIL Ha KOHIX U3
cepebpa), 6BLIU ITOAUUHEHBI CTPOTOM PUT-
MHYEeCKOU OpraHU3aIily BCeH I1eI0CTHOMI
KOMIIO3UIIUU. PaclipocTpaHEHHBIM THUIIOM
OBl KOHBKOBHJHBIe HarpyJHble yKpa-
IIeHUs — TpalellieBUHbIe IIJIACTUHBI,
B BepXHel YacTHU KOTOPBIX PacIiojiarajiuch
IapHble CTHUJIN30BaHHBIe H300parkeHUs
KOHEeH ¢ CUMMETPUYHO PasBEPHYTHIMU B
pasHble CTOPOHBI MopAaMu. Takue 1ozBe-
CKHU IIOIIapHO HAaIlIMBaJIMUCh Ha KOXKaHbIe
HarpyaHUKU. Kak oTMeuas I'.A. ApXHUIIOB,
«COXpaHUBIIIHECS OCTAaTKU BBICOKOKaue-
CTBEHHBIX H3JeJHUU M3 KOXHU (omexkmia,
00YBb, KOIIIeJIbKH, CYMKH, HOKHBI, ITlepyaT-
KUY, IpyTHe Belly) CBU/IeTeILCTBYIOT O TOM,
UTO HEKOTOphle U3JesIHs... He YCTyIaau
HOBIopozcKuM usenausam X—XI BB.» [1, c. 20].

OpraHUsyHIUM IIeHTPOM KOCTIOMHOTO
KOMILIEKCA CYUTAJICS KOYKaHbIU peMeHb-I10-
IC, NeKOPUPOBaHHBIM MeTa/IMYeCKUMU
HakJIaJiKaMu. My>KUUHBI K I104CY KpeIluIn
KOJIYaH CO CTpesIaMH, HOKHBI C KUH)KaJIoM,
MeuoM WU cabiiel, KOIIesaéK ¢ He00X0U-
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MBIMU IIPUHA/JIEKHOCTAMHY, & KeHIITUHBI
IOIIOJIHSJIU ero IIyMAIUMU IIpUBeCKaMy,
300MOPQHBIMU I'PeOHIMU, USAIHBIMU Ce-
PeOpPSAHBIMUA HOJKHAMHU. B 11eJ10M HCKYCCTBO
MeTaJIJIOIJIaCTUKK 0XBaThIBAJIO U IIPOHU-
3BIBaJIO0 BCIO CUCTEMY MaTepHUaIbHOM U 1y-
XOBHOU KYJIbTYPHI.

J1J1s1 U3TOTOBJIEHUS OJieKIbl HCII0JIb30-
BaJlach JOMOTKaHMHA U3 KOHOIUIY, JIbHA U
LIEPCTH, TaKXKe IIPUMEHAIOCh U KpalluB-
HOe BOJIOKHO. BrtoTh 10 Havasia XX BeKa
HapOAHBIM KOCTIOM H3rOTaBJIMBAJICA IIpe-
UMYVIeCTBEHHO JOMAIIHUM CII0CO60M C
HUCII0JIb30BAaHUEM CaMO/leJIbHBIX TKaHeH.
MexoBble KapTaHbl CIIUBAJIUCh U3 LIKYP
BBIJIEJIAHHOM B [JOMAIllHUX YCJIOBUAX OB-
YHHBI, a JJI1 UX OT[EJIKU HCII0JIb30BaJICA
MeX IUKHUX 3Bepel. B sKeHCKOM KOCTIOMe
IOJIbIIle COXPAHSJINUCh CaMOOBITHBIE Uep-
THI. JIOKaJIbHbBIE OTJIHUYUSA BBIIBJISIOTCI B
II0OKpOe HIDKHEeH 4acTH pybaxu U PyKaBoOB,
B PacIIoJIOKeHWH IPYAHOIO pa3pesa, a Tak-
’Ke B KOMIIO3UITMOHHOM pasMelleHUH Op-
HaMeHTa. HeMaJyioBakKHOe 3HA4eHHe [JId
BBIJleJIeHNsI BAPUAaHTOB JKeHCKOM pybaxu
UMeeT paclloJIoKeHUe I'PYAHOTO paspesa
Ha IIpaBOM CTOpPOHEe U B IeHTpe. Ilo Bcen
BEPOSATHOCTH, TPYJHOMN paspes B IleHTpe
OCHOBHOM TOYH XO0JICTa CTaJIX pasMelaTb
CO BTOpOU 110JsI0BUHEI XIX Beka. OT/eIbHbIe
COCTaBHBIE YaCTHU KOCTIOMa, THII OTJEJIKH,
YKpallleHWs II03BOJIAI0T PasjIindaTh KOCTIOM
TPEéX OCHOBHBIX 3THOIPaQUUECKUX I'PYIIII
Mapu — JIYTOBBIX, TOPHBIX ¥ BOCTOYHBIX.
JKeHckas ke pybaxa y Bcex sTHOrpadpuye-
CKUX TPYILI ObLJIa OHOTUITHOM [8, ¢. 54-63].

HapoHbIi KOCTIOM 60raTo 0pOpPMIISICA
BBIIIIUBKOW. CTapvHHAas BBIIIMBKA ObLIa
IIJIOTHOM ¥ YETKO OYepyeHHOU. OCHOBHEIE
MOTHUBBEl B OpHaMeHTe — H300pa’keHUs
KOMOMWHAIIUN pasjJUYHBIX reoMeTpUye-
CKHUX, PACTUTEJIbHBIX, 300MOPPHBIX, aHTPO-
IoOMOPGHBIX GUTYP. B IpeBHOCTHU BBHIIIIUBKA
BBIIIOJIHSLIa MAaru4yecKyro QYHKIIHIO, YKa3bl-
BaJla Ha IIPUHA/JIE)KHOCTD eé BJIa/iesblia K
OIIpe/leIEHHOM 3THUYECKOU IpyIle, POay.
HawuboJsiee 60oraToli opHaMeHTAI[UeN OT-
Ju4Yanach >KeHcKasd pybaxa IlapéBOKOK-
Ira¥ckoro yesga KasaHCKOM rybepHUH,
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Ha KOTOPOU BBIIIIMBKA paclioJiarajgach Kak
Ha IpyJu, Ha KOHIIaX PyKaBOB U II0I0JI€,
TakK YU BJ0JIb BCEro pykKasa, Ha ypOBHe IPY-
Y, Ha cnirHe. OpHaMeHT JIOII0JIHSAII TaKKe
IIPOJOJIbHBIE IIBBI pybaxu. /iy eé opopm-
JIEHUSI MapUMKU UCII0JIb30BaJIU KpaIlleHYI0
IIePCTAHYIO IPsDKY. B YprKyMckoM yesne
BsaTCcKOM ry6epHUU B IIepBON YeTBEpPTHU
XIX BeKa BMeCTO IIEPCTH HCII0JIb30BaJN
LI&JIK-ChIpell, OKpallleHHbIN B JOMAalllHUX
yCJIOBUAX [6, c. 62-64]. OTHesnka pybax jieH-
TaMU, TeCbMOMH, ITyTOBUIlaMU, 6HicCepoM, KaK
U pacI10JI0’KeHUe BBIIIIUBKHY, OIIpe/esisiyiach
OAaBHUMU TPASUIIUSAMU. YV TOPHBIX Mapu
py6axa B KoHIle XIX Beka uMeJia CKYZHYIO
OpHaMeHTaIu. FisMeHeHUe eé XapakKTepa
00'BSICHSIETCS BBITECHEHMEM KOHOILITHOTO
X0JICTAa TOHKOM IOMOTKaHUHOM 13 pabpuy-
HBIX HUTOK: BBIIIIMBKA CTaJsIa 60j1ee MeJIKOM.
JKeHckas py6axa BOCTOUHBIX MapH UMe-
Jia CBOX0 0COOEHHYI0 9BOJIIOITUI. ITHOTpad
I'.A. Ce1rreeB BBIJIEJINUII 1BA 3TAlla Pa3BUTHUA
KOCTIOMa, KOTOPBIX U3 6eJI0ro XO0JII0BOro
IIpeBpaTHJICA B IIeCTPIAUHHBIN. Py6axa Ty-
HUKO0OpasHOro II0Kpos cTajia UMeTh IITH-
POKMI1 IIOZ[0J1, HATIOMUHAaJIa 0aIlIKUPCKYI0 U
TaTapCKYyIo, BBIIITMBKA 3aMEeHMIACh TKaHbIM
y30poM, 060pKaMHy, JeHTaMH [12, c. 89-91].
KOHCTPYKTUBHO KpO# IIpefCcTaBJIsLI IIepe-
KUHYTBIU CO CIIMHBI Ha IPY/Ib KYCOK XO0JICTA,
COCTaBJIABIINM CTaH. B HEM BrIpesaJiach
TOPJIOBUHA I BopoTa. K aTo# 1ieHTpaib-
HOM TOYe I10 IIPSAMOM HUTKe IIPUIITUBAIUCh
HeBbIpe3HbIe pyKaBa C JIJaCTOBUIIAMU TPey-
TOJIbHOM WX KBaZpaTHOM GopMbl. C 6OKOB
II0J, pyKaBaMu, 3aXBaThIBas UX, IIOMeIlla-
JINCH OOKOBUHEI. /[JIs1 BCeX KEHIIUH Mapu
OBLJIO0 XapaKTepPHO HOIIIeHUe IIITaHOB.
BepxHad ofeXkpa cocrosiyla U3 Kadra-
Ha: JIeTHUM ObLI U3 X0JICTA, OCEHHe-BeCeH-
HUMN — U3 CyKHa, SUMHUU — U3 YTEIUIEHHO-
I'0 CYKHa, TaK)Ke B X0y ObLIU 111yObl U3 OB-
YUHBI YEPHOI'0 UJIM KOPUYHEBOTO IIBETOB.
CyliecTBEeHHBIM 06pa3oM [OIIOJIHSIIU
HapOJHBIN KOCTIOM II0sACa, IepeJHUKU U
OsICHBIEe yKpalleHud. [losgca mmogpasmesis-
JIUCH Ha [IBa BU/IA: II0BCeJHEBHBIE U IIpas/i-
HU4YHBIe. byIHUYHEIEe II0sIica IJIUHOMU [0
2-2,5 MeTpOB U IIIUPUHOU 2-4 caHTUMETpPa
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TKaJIA U3 Pa3HOIIBETHOM IIIePCTIHOM, pexke
LIEJIKOBOM IIpsDKU. K TaKUM I10sicaM IIpUBe-
IIMBAJIUCh MEIIOYKH I XpaHeHUs [JeHeT,
UT0JIOK, HUTOK HU T. [I. IIpasgHUYHO-06ps-
ZOBBIE I105ICa YKpalllaJuCh MOHeTaMH, KHC-
TAMH, OycaMy, IIyrOBUIlAMHU, II03TOMY 3a
HUMU 3aKpeINIoCh Ha3BaHUe «II05IC C cepe-
6poM». /lJI OTI0SICBIBAHUS BepXHEH O/1eK/Ibl
IIPUMEHSJINCH CAMOTKAaHBIE IIIePCTAHbIE KY-
IIIaKU U3 IIIePCTAHBIX ¥ KOHOIITHBIX HUTOK
(Ha Kylllaka JocTuraaa 3 MeTpoB, IIU-
puHa 10-15 canTuMeTpoB). IloBepx pybaxu
JKEHIIWMHBI U MY>KUYHUHBI HOCU/IU KadTaH.

Ba’XHOM 4YacThI0 KOCTIOMA SIBJIAJICA IIe-
penHUK. BeITOBAJIO IBa ero moiTUIia: 6es
ITPYLKHU U C TpyAKoi. [lepefHUK 6e3 IPyAKHA
OBLT IBYX BHU0B: OAWH COCTOSLJI U3 OJHOM
TOYM X0JICTA ¥ YKpAIllaJICa BBIIITUBKOM, TECH-
MO, Kpy>KeBOM (6BITOBAJI ¥ JIYTOBBIX MapH
[1apéBOKOKIIIaMCKOIO ye3zaa), BTOpOr — U3
OJJHOM TOYH XO0JICTa C ABYMs IIPUIIUTHIMU
O0KOBBIMHU II0JIOBUHKaMH, YKpallleHHbIMU
BBIIIIUBKOM U3 IIIEJIKOBBIX HUTOK (YpiKyM-
CKUU yesn). [lepeHUK C I'PyAKOM BOIIEI B
cocTaB KOCTIOMHOI'0 KOMILIEKCa TOPHBIX U
BOCTOYHEIX MapH B KoHIe XIX Beka. Y Boc-
TOYHBIX MapHU QapTyK yKpalasacs TKaHbIM
y30pOM, JIEHTaMH, II03yMeHTOM, OHCepPOM,
os1éctkaMu [12, c. 108].

Ba’KHBIM 3/IeMeHTOM HapOJHOT0 KOCTIO-
Ma SIBJIMITCA FOJIOBHBIE yKpalleHus. ['o-
JIOBHOU y60p IIOATBepKJal 3ITHUYECKYI0
IIPUHA/JIE’KHOCTE HOCUTEJIbHUIIE], €€ BO3-
pacT u 06IIeCTBEHHOE II0JI0’KeHUe, UMeJl
aroTPOIIeMHYIO (3alfUTHY0) QyHKIMI0. Ha-
JIOOHas II0BsI3Ka, O0IIHTas KOXKel, uMeJia
6epecTSHYI0 OCHOBY U 3aBg3bIBaJIach C3a/H.
CBepXy HaIIMBAJIMCh WU 3aKJIEIIBIBAIUCh
HAaKJIaIKU YeThIPEXYroJIbHOM GOPMEI C I10-
BTOPSIOIUMCS OJUHAaKOBBIM OpPHaAMEHTOM.
Hax Has106HOM ITOBA3KOM IIPUKpeIlIAIach
MeJlHad IlelloyKa B 2 060poTa, 0T KOTOPOH
C3a¥ OIIYyCKaJJIUCh MeJHbIe II0JIble IIapu-
KH. 3a yliaMu OT HaJIOOHOM IIOBSSKH Ha
KOJKaHBIX IITHYPKaX C HAHWU3aHHBIMU CIIU-
pasbKaM¥ WIN JPYITUMU IIpeMeTaMU IIpU-
BeIIMBaJJIUCh II0BECKU (KOTOTKU PBICH).
B BHCOYHOM YacTH pasMeIaJIuCh IIapHbIe
KoJsibIia. HastoOHad II0Bg3Ka C TeYeHHUeM
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domo 4. Kocmiom /1y20801 MAPUUKU C 20/108HBIM YOOPOM COPOKAQ.
KoHey XIX — Hauano XX geka.
H3 ¢hoHd08 HayuoHa1bHo20 My3ses Pecnybauku Mapuii 34 um. T.E. Eeceega

BpeMeHHU IIpUHAIa GOpMy I'OJIOBHOIO y60-
pa copoka. ITOT KapKaCHBIU I'0JIOBHOM yoOp
COCTOSJI U3 OYeJsbsg Ha TBEPLOHU IIPSIMO-
YIroJIbHOM OCHOBE U3 0epécThl UJIN KOXKHU.
C 60KOB K 04eJIbIO IIPUIITUBAIUCH 3aBA3KH.
CopoKy U3TOTOBJIUBAIU U3 TOHKOIO JIbHS-
HOT'O X0JICTa U 60TaTo 3aI10/IHSIN BBIIIIUB-
KoH [5, c. 302]. TosmoBHOM y60p HajieBaJICs
Ha XO0JIII0BYIO IIIaII0YKYy-BOJIOCHUK.
Jpyroii CTapUHHBIA TOJIOBHOHU y60p —
wypkd — vuMeJ 60epecTIHYI HJIU KoyKa-
HYI0 OCHOBY B GOpMe yCeuEéHHOI0 KOHyca
BbICOTOM 30-40 CAaHTUMETPOB U IIIUPUHOM
B BepxHeU yacTd 10 caHTUMETPOB. ITOT
6epecTIHON OCTOB OOTATrMBajlM TKaHbBIO
KpacHOro I1BeTa, 0QOPMIISIIA BBHIIIIUBKOY,
Ha KOTOPYI0 psgfaMU HalllMBaJIUCh OYCHI,
MOHETEHI, 61cep. B 1ieHTpe HaxoAUIach ce-
pebpsiHas uiu 6poH30Bas IIOABECKA.
KocTIOM [AeBYIIKK OTJIHYAJICI OT KO-
CTIOMAa 3aMy>KHeU >KeHIIUHLI. OCHOBHBIM
T0JIOBHBIM YOOPOM JieBYIlleK ObLJI ILJIATOK.
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A 3aMy’KHHe >KeHII[MHBI HOCHUJIU KapKac-
Hble OCTPOKOHEUHBIE UlypKd, COPOKA, Wbl
Makw, wapnaH. HollleHre TOJI0BHOTO y60-
pa CHMBOJIM3UPOBAJIO COITHAJIbHBIN CTATYC
JKeHINWHBI. Eciiu fieByIka Morja X04UTh
C OTKPBITHIMU BOJIOCAMH, TO IIOKPBITHE TO-
JIOBBI 3aMY>KHUX KeHII[UH SIBJISJIOCH HEII!-
CaHBIM 3aKOHOM, HeCOOJII0fieHre KOTOPOTo
BJIEKJIO 3@ COO0M HaKa3aHHe. A BO BpeMs
cBafebHOro o6psa IIPOUCXOAUIa CMeHa
IleBUUbEro TOJIOBHOIO ybopa Ha roJI0BHOM
yo0op 3aMy>KHeU >KEeHIIIUHBL.

Illypka 3aMeHseTcsa 60Jjiee JIETKUM U
YOOOHBIM YOOPOM WbiMdKUL. OH UMeeT KO-
Hycoo6pa3Hy popmy, KoTopasi Kak popMmo-
00pasyroIri 3JIeMeHT CTajla XapaKTepHOU
B HapOJHOM HCKYCCTBe U 30/{4eCTBe MapH
(HammpuMep, TpaAUIIMOHHAS 3epHOCYIIHII-
Ka OBUH-IIIUIIL, 6epeCcTsIHOMN TOJIOBHOM y6op
Kpena). IIleimakw TIpeAcTaBasgeT COO0M
IIPSIMOYTOJIBHBIN KYCOK X0JICTa pasMepoM
55%20 caHTUMETPOB, OAUH KOHEI] KOTOPOro



National Culture

{§ 2020, Ne 3

®domo 5. JKeHcKull KOCMHOM 80CMOUHBIX MAPU.
Koney XIX — Hauano XX geka.
H3 ¢poHO008 HauuoHa1bHO20 My3es Pecnyoauku Mapuii 34 um. T.E. Egceesa

cIIMBaJICad B BHUJe KoJnauka. HanmeBasica
Ha TBEPMYI0 OCHOBY — OepecTIHOU POKOK
WJIN TYTO CBUTBIN IIyYOK BOJIOC. IITbiMakw
CILJIOIIb BBIIIIMBAJICS, IIPUUYEM OPHAMEHT
OBLJI CTPOTO OIIpeseIéHHBIM. KoHely rojoB-
HOro ybopa ykpaliaau 6ucepoM, MeJIKU-
MU IIyTOBUIIAMU, KUCTOYKaMHU, 6aXpoOMOH,
WHOria MoHeTaMH [5, c. 328]. [loBepx Hero
HaJleBaJICsA XOJIIIOBBIA TPeyroJbHbBIN I1JIa-
TOK. IIIeimakuwi ObLI PacIpoCTPaHéH cpeau
JIYTOBBIX ¥ BOCTOUYHBIX Mapu. MaHepa ero
HaJleBaHUs pasjIMyHa: JIyTOBble MAapH Ha-
IleBaId OCTpHeM KOHyca BBepX, a BOCTOY-
Hble — BIIePé/, 13-3a 4ero OH HallOMUHaJl
KJIFOB IITUILBI.

B Han6oJs1ee paHHUX 00pasIlax OpHaMeHT
COpOKa COCTOSJI U3 KUBOTHBIX MOTHUBOB, B
60Js1ee IMO3MHUX IIpHUOOpeETas reoMeTpUYe-
CKUe ouepTaHUs. boraTo eKOpUpOBaHHBIN
BBIIIIMBKOU U TECbMOU I10JI0TEHYATHIN Wap-
NdH U3 X0JICTA HOCUJIU C BBILIIUTHIM Haue-
JIBIIIIEM HAWMAK — Y3KOU OpHaMeHTUPO-
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BaHHOM II0JIOCKOM X0JICTA, IIPUKPeEILITeMOHr
C IIOMOIIbI0 MeTaUIMYeCKUX 3aK0JI0K. H130-
Opa’keHUsI KOHA, IITUIIbI, UHOIZA COOaKH,
4Jesi0BeKa y /lpeBa »KU3HU OBLIU IIpeobJiazia-
IOIIMMHU B 3TOM THIIE TOJIOBHOTO0 y6opa, 4To
0TPasUIOCh U B TEPMUHOJIOTUU OpHaMeH-
TOB. B 6oJiee mo3gHUX 06pasmax HawMaxka
U COpOKU IIOJIYYHUIU PacIIpOCTpaHeHMe Ieo-
MeTpHUYeCcKHe Y30pbI — 3BE3/bI, KBapaThl,
3Ur3aroobpasHsble JJMHUH, POMOBI U IIpOYHeE.

Y TOpHBIX Mapu wapnaH UMeJ I1eco4-
HBIHM [1BeT, KOHIBI 0QOPMJISIJIUCH BBIIIUB-
KOH, JleHTaMH, OucepoM, II03YMEHTOM,
KpPY>KeBOM. Y30p BBIIIIMBKHU COCTOS U3 II0-
IIepEeYHBIX I10JI0C, B KaK0H1 COZeprKaIHCh
oIIpejie/IEHHBIe U300pakeHUA-CUMBOJIBI.
VICKYyCHO BBHIIIOJIHAEeMbIe >KeHIIUHaMU
Y30PBI-CUMBOJIBI HA WApnaHe, CJIOBHO KHU-
ra, II0BeCTBOBAJIU O )KU3HU U MeuTax BHI-
IIMBaJIBIIUIIBL. EC/I OHU OBLIIU 3aUMCTBO-
BaHBI, TO K HUM IIPUIIHUBAJIACh IIIEJIKOBAsA
JIeHTa UJIU KUCTOYKaA.
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domo 6. C8adeOHblI N1AMOK.
Koney XIX — Hauano XX geka.
H3 ¢poHdoe HauuoHarbHo20 Mmy3ses Pecnybauku Mapuii 34 um. T.E. Egceega

IllapnaH y TOPHBIX MapH, 110 MHEHUIO
HUcceoBaTeseH, BBICTYIIaI He KaK T0JI0B-
HOM yb0p, a KaK HaCIIMHHOe yKpallleHue [5,
C. 254]. V n1yroBBIX Mapu wapnaH ObLI KO-
podYe, 4eM y TOPHBIX, U He IIpeBHIIIaJl ABYX
MeTpOB.

[I1aTKU U3 XO0JICTA C BHIIIUBKON HOCH-
JIA TI0BePX OCTPOKOHEYHOIO WbIMAKUWA
U copoku. OHU ObUIA TPEYTOJIBbHOMN U KBa-
opaTHOM GOpMEI, IIOCIeJHUEe HaJleBaJlIUCh
TaKUM 006pa3oM, YTOOBI ObLJIM BUHBI BhI-
IIUTBIE PO3ETKHU.

My>KCKOM KOCTIOMHBIN KOMILJIEKC COCTO-
171 U3 TOJIOBHOTO ybopa, pybaxy, IIITaHOB,
kadTaHa, 1osica ¥ o6yBU. HaTenbHOU U
BepXHeH o/1erK/10M 6b11a pybaxa, CIIIuTas U3
CJIO’KEHHOTO I10I10JIaM OCHOBHOT'O II0JIOTHU-
I1a ¥ IByX O0KOBBIX. PyKaBa IIpUIIUBaINCh
1o npsaMou JuHUU. K KoHIy XIX Beka I10-
IOOHBIN TUII MY>KCKOM pybaxy ObLI BbITEC-
HeH py6axaMH-KOCOBOPOTKaMH. Pybaliky
MY>KUMHBI HOCHUJIN IIOJIIOSICAHHOM. B cTa-
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PUHHEBIX pybaxax JIyTOBble Mapu IIpUMe-
HSUTH KaK IIPaBbIM aCCUMETPUYHBIN, TaK U
JIEBBIA I'PYJHOM paspesbl, a BOCTOUHBIE U
TOpHbIEe MapH pacrojaraay ero I1o IieHTpy.
JTOT paspes, KaK IIPaBUJIO, CKPeIISLICH 3a-
BSI3KaMU. B Harpy/THOM BBIIIIUBKE MY>KCKOM
py6axu 066IYHO pasmMeIrajics 3HaK 00pOo/ibI,
a Ha I10[0JIe py6axH B IleHTpaJbHOU YacTU
pacrosiarajzcsi 0603HAaYaWIUN ¢aJjiioc
rpapuyuecKuil opHaMeHT. McciemoBaTein
HapOIHOU O/1eKbl CKIOHHBI CUUTATh, YTO
MYy’>KCKasi MapHuiicKas pybaxa okasasa BJIU-
STHUe Ha MY>KCKOU KOCTIOM PYCCKOTr0 Hace-
JeHud Ypasno-IloBosoke4 [5]. IITaHbl 661U
C Y3KUM I1aroM (OHU TakK)Ke CUUTANTCH
HauboJiee apXxauyHbIMM). 3UMHUE IITaHbI
M3TrOTaBJIMBAJIUCh U3 JJOMAIIIHETO IOy CyK-
Ha. [Tosc cHa6>kaJsIcs pa3IMYHbIMU 0bepera-
MU U UMeJI QYHKIIMOHAJIbHOE Ha3HaYeHUE.
K HeMy mo/iBellIMBaJId HO>KHBI, KOKaHbIe
MeIII0YKH JIg Tabaka, OTHUBA, TPyTa, KO-
I1esIéK I feHer. B 6ygHue nHU pybaxu
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OIIOSICHIBAJIUCH PEMHEM C MEJHBIMH U JKe-
JIE3HBIMU IIPSDKKaMH, a B Ipa3fHUKHA —
KpPaCHBIM LIEPCTSIHBIM II0SICOM C KHUCTSIMU
U peMellIKaMU, BbIpe3aHHBIMU U3 IIKYPHI
>KEpTBEHHOTI0 KUBOTHOTO. [Tosica 6BLIH KO-
>KaHble, TaK)Ke TKaHble IIIepCTSHEIe, IIIEIKO-
Bble U KOHOIUIgHEIe. [IpagqHUYHEBIe I105ICa
6oraTo e KOpUpPOBaJIUCh 6HCepPOM, cepebpsi-
HBIMH MOHeTaMH, BRITIIUBKOH. [Iupokue
OOMOTKaHble KYyIIaKW HCII0Jb30BaJIUCh
IJIs1 OIIOSICBIBAHUS BEPXHEU O/1eK/Ibl. X0JI-
IIIOBBIe I105ICa B BHU/Ie IIOJIOTEHI]A C BBIIIH-
TBHIM WJIM TKaHBIM Y30pPOM HaJ[eBaJICh BO
BpeMs sI3bIYeCKHUX MOJIEHUH, IIPOBOAUMBIX
B CBAII[eHHBIX pOIIaX.

Ba’KHOI 4acThi0 TPASUIIIOHHOTO MYXK-
CKOT'0 KOCTIOMa SIBJISUICh KaQTaHbI — JIeT-
HUe, [eMUCe30HHbIe U 3SUMHHUE.

KpyrJiible BOMIOYHBIE IIIAIIBI ynul, mep-
Kynut U3TOTOBJISUIA B IOMAaIlIHUX YCJIOBU-
ax. /ISl TpasgHUYHBIX TOJIOBHEIX YOOPOB
IpefgHa3Havaslach 6esas MIepPCTh, UépHas
JKe HCII0JIb30BaJsIach I II0BCEeJHEBHBIX.
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Oxpyry0¥ GpopMe IUIAIBI IIPeIIecTBOBal
T0JIOBHOU y6Op M3 MeXa WJIH KOXKH, a TAKXKe
b6epecTsIHOM KOHYCOOOpasHbIN I'OJIOBHOM
y60p MapUMICKOTO Kperia. SMMOU MY>KUUHbBI
HaJleBaJIy IIallIKU C OBUMHHBIM OKOJIBIIIIEM
U CYKOHHBIM BEpPXOM U I1alIKU-YIIIaHKU.

Hapsay ¢ Hau6oJ1ee pacIipoCTpaHEHHOM
KO’KaHOM 00yBBIO (Carroru) HOCUJIN BajleH-
KU U JIBIKOBBIE JIAIITH. M3 KOXKHU [les1aiu
PEeMHU U WU ITlepyaTKU. OCO6BIM MacTep-
CTBOM HM3TOTOBJIEHUS U BBICOKUM XY/ 0XKe-
CTBEHHBIM BKYCOM BBIJIeJIAIOTCA JeKOpH-
pOBaHHBIE MeTaIIMYeCKUMHU OJIAIIKaMU
KO>KaHbIe KOIIIeJIbKH.

[ToBCcegHeBHOM 00YBBI0 MY>KUUH OBLIN
JIAIITH, CIJIETEHHBIE U3 CeMH JIBIK C 0bopa-
MU U3 3TOIO >Ke MaTepHuaJa, IIpU IIOMOIIHA
KOTOPBIX JIAIITHU 3aKpeIUI/INCh Ha Hore. Ma-
PHUICKYe JIAIITA COYeTau IIpIMOoe U KOCoe
ieteHue. [Tofo1iBa y HUX O6bLIa ABOMHOM.
VX HOCHJIM C OHYy4YaMHU: JIETOM — C XOJIII[0-
BBIMH, @ 3UMOM — C CYKOHHBIMU. B T0XKTH-
BYIO IIOTOZly Ha JIAIITU HaJleBaJIk KOXKaHble
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®domo 8. IIpedcmagumends peau2uosHoll cekmul «Kyz2y copma» («boavluas ceeua»)
E.T. KuHOy/AKUuH ¢ cembéll. 1916 200.
H3 ¢poHO08 HayuoHarbHO20 My3es Pecnybauxku Mapuii 94 um. T.E. Egceesa

®omo 9. CospeMeHHbLI MapulicKuil MyxHccKoll Kocmom
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6axubl. My>KUWHBI HOCHUJIN KO>KaHbIe Ca-
II0TH, BOCTOUHbIE MapH — CaIlOTU-KOTHI C
CYKOHHBIMHY U BOMJIOUHBIMHU I'OJIeHUIIIaMU.
OHU ObLIN BOCIIPUHATHI OT 6a1kup. Koxa-
Has 00yBb BBICOKO IleHUJsach. Hauboiee
MOJIHBIMM CUHUTAJIUChH CAIlOry CO cOopaMu
B HIDKHEU YaCTH ToJIeHUIa. 3SUMOM HOCH-
JI BaJIeHKHU. Cpefiy COCTOSTeJIbHBIX Mapu
OBLIM IIOIYJIAPHBI pabpHUUHBbIe Y30pHBIE
BaJIeHKH [7, c. 18-41].

TakuMm 06pa3oM, IIPUCHOCOOJIEHHBIN K
YCJIOBUSM IIOBCEJHEBHOIO TPyJa M ObITa
HapOJHBIN KOCTIOM C TPaJUIITOHHBIMU QOp-

MaMHU KposI ObLII UCKYCHO JIeKOPUPOBaH Me-
Ta/UTHUYeCKUMHU YKpaIlleHUsIMU U COYeTaJI B
cebe 60raTo OpHAaMeHTUPOBaHHbIE TPaLU-
[IUH 3THUYECKOU KyJIbTYpPHIL. U II0CKOJIBKY
B HacTosIIee BpeMs BeJIMKa II0TPe6bHOCTh
COBpeMEeHHOI0 00IIfecTBa B COXpaHEHUU
U TPaHCIAUHN TPAJAUIMOHHBIX 06pasIloB
KyJIbTYpHI, U3ydeHUe CeMaHTHUYeCKOU CH-
CTeMBI TPAJUIIMOHHOTO MapHUICKOro Ha-
POJTHOT0 KOCTIOMA U €T0 XyZ,0’KeCTBEHHO-00-
pasHasg HHTepIIpeTalys IIpeCTaBJIgeT I1ep-
CIIeKTUBHYI 00J1aCcTh I 3THOJLHM3alHa,
HUCTOPUU HUCKYCCTBA U KYJIbTYPOJIOTHH.
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HoBasa KyJIbTYypa
TPaAHCISAIUN 3HAHUN

B YCJI0BUAX HUPPOBOit
oOpa3oBaTe/IbHOM Cpeabl
TBOPYECKOI'o By3a

(00 onbITe pabOTHI

B cucreMax Moodle

1 Moodle Music)

B pab6oTe cTaBUTCA IpobaemMa
$opMUpPOBaHUI HOBOU KYJIbTYPHI TPAHCIALIUHT
3HaHUM. PaccMaTpuBaeTCs COBpeMeHHOoe
COCTOSIHHE CHUCTEMBI By30BCKOI'0 00pa3oBaHus
B YCJIOBUSX TUPPOBOI 06pasoBaTeJIbHON
Cpenbl. B 9TOH CBS3U IIPOBOUTCSA
paciIvpeHHBIN aHaIU3 y4eOHO-MeTOJUYeCKOTO0
obecIieuyeHUs AUCITUILINH, CBI3aHHBIX
C IIpUMeHeHHEeM MY3bIKaJIbHO-KOMIIBIOTEPHBIX
TexHostoTui (MKT) B TBOpUYECKUX By3ax,
OIleHUBAaeTCs KaueCTBO U MeTO/bI
IIpelojaBaHus, 0CO3HAHUS POJIH HOBBIX
UGPOBBIX 06pasoBaTeIbHBIX TEXHOJIOTUMN
u MKT Kax IIepCIIeKTHUBHOI0 MHCTPYMeHTa
pacimrpeHys UHGOPMAIOHHOIO
IIPOCTPAHCTBA TBOPUYECKOI'O BYy3a B YCIOBUAX
GYHKIIMOHUPOBaHUS BHICOKOTEXHOJIOTUYHOMN
11$poBOY 06pa3oBaTeJIbHOMN Cpe/bl.

Ha ocHOBe HOBBIX BO3SMO’KHOCTEH
COBpeMEeHHBIX KOMIIBIOTEPHBIX METO/0B
paboTeI Co 3BYKOM, IIOTeHITHaa COBPEMEHHBIX
KOMIIBIOTEPHBIX HOTHBIX PeJaKTOPOB,
KOMITBIOTEPHBIX IIPOTPaMM, CBSI3aHHBIX

CO 3BYKO3AIIHChI0 U 3BYKOBOCIIPOU3BEeJeHHEM,
y CTYZ,eHTOB-MY3bIKaHTOB BbIpabaThIBAIOTCI
HaBbIKU HCII0JIb30BaHUA BO3SMOKHOCTEN
COBpeMEeHHBIX KOMIIBIOTEPHBIX METO/0B
paboTeI cOo 3BYKOM B IIpoliecce My3bIKaJIbHO-
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A New Culture

of Broadcasting Knowledge

in the Conditions of the Digital
Educational Environment

of an Artistic University
(about the Experience

of Working in the Moodle

and Moodle Music Systems)

The work raises the problem of forming
a new culture of knowledge transmission.
The current state of the system of higher
education in a digital educational environment
is examined. In this regard, an extended
analysis of educational and methodological
support of disciplines related to the use
of music computer technologies (MCT)
in artistic universities is carried out, the quality
and methods of teaching, the awareness
of the role of new digital educational
technologies and MCT as a promising tool
for expanding the information space
of the artistic university in the context
of the functioning of a high-tech digital
educational environment. Based on the new
capabilities of modern computer methods
of working with sound, the potential
of modern computer music editors, computer
programs related to sound recording and sound
reproduction, student musicians develop skills
to utilize the capabilities of modern computer
methods of working with sound in the process
of musical and artistic activity, the potential
of a modern musician develops — whether
a performer, a composer, a music theorist,
or teacher — by using music and computer
programs in various fields of professional
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TBOPI{ECKaH Ilegaroru4dyeckKas MaCTepCKas

TBOp‘fIECKOI‘/JI OesaTeJIbHOCTH, Pa3sBUBaeTCA
TIOTEeHIINaJI COBPEMEHHOI0 My3bIKaHTa —
HCIIOJTHHUTEJId, KOMIIO3HMTOpPAa, TEOPETHKA,
IIperojaBaTesisi — C UCII0JIb30BaHUEM
MY3BIKaJIbHO-KOMIIBIOTEPHBIX IIPOTpaMM

B pasjIMYHBIX cdepax npodecCuoHaTbHON
nesaTeJIbHOCTH. ABTOpOM CTAaThbH TaKXKe
aHaAJIM3UPYIOTCA BOSMOXKHOCTHU cucTeM Moodle
u Moodle Music B TBOpUeCcKOM By3e.

KiroueBrble cioBa:

KyJIbTypa TPaHCIAIINHN 3HAaHUY,

mudpoBas obpa3oBaTesbHasI Cpe/a,
TBOPYECKHH BYy3, COBpeMeHHbIe
WHOOPMAIMOHHBIE TEXHOJIOTHUH,
MY3bIKaJIbHO-KOMIIBIOTePHbIE TEXHOJIOTHH,
Moodle, Moodle Music.

activities. The author of the article also

analyzes the capabilities of the Moodle

and Moodle Music systems in a creative
university.

Keywords:

culture of knowledge transmission,

digital educational environment,

creative university, modern information
technologies, music and computer technologies,
Moodle, Moodle Music.
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HacCTosIIlee BpeMsi HOBoe MHPOpMa-

IIUOHHOE 00IIeCTBO TUKTYeT 0COObIe

TpebOBaHUS K OpraHU3aIuu o6paso-
BaTeJIbHOM cpelibl U K yueOHO-MeToquue-
CKOMY 00eCITleueHHI0 yU4eOHOro IIpoliecca.
[IudpoBble TEXHOJIOTUU CTPEMHUTEIHBHO
BHEJIPSIOTCS BO Bce cheprl HaIllel YKU3HH,
B TOM 4YHCJIe U B oOpasoBaHue. Poxpurenu
MIPUBBLIKAKOT K 3JIEKTPOHHBIM JTHEBHHUKAM,
IIpeIrioaBaTeJI UMeIT JINYHbIe KaOuHe-
THl ¥ IIepCOHAJIbHBIe calThl. Ha pasiny-
HBIX IUIATOPMax CO34ar0TCsI BUPTyaJlbHbIe
y4eOHUKH U MeTOAUYeCKHe MaTepHuaJbl,
BHEJPSAIOTCSA IIPOAYKTHI, 06ecledynBaro-
I1e BO3MOYKHOCTh 3QPEeKTUBHOI0 CaMo-
obyueHus (MOOMIbHBIE 00yUYaloIUe TeX-
HOJIOTHH, IIPUJIOKEHUS [JIS1 IIJIAHIIIeTHBIX
YCTPOMCTB).

[Touatue «I{udpoBast o6pasoBaTebHAS
cpefa» IOCTAaTOYHO MOJIOZOE, C HEYCTO-
SIBIIIUMMCS OIIpe/ieIeHUIMU U GpopMaMH
IIpaKTUYeCKOM peasnsalnyu. PA1oM ¢ HUM
GUTYPHUPYIOT GJIM3KHeE IIOHATHS, TaKHe KaK
«AHPOpMaIlMOHHOe 06pa3oBaTeJIbHOE IIpO-
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CTPaHCTBO», «CeTeBble 06pa3oBaTeJbHbIE
Pecypchl», «aJIeKTPOHHas obpa3oBaTebHas
cpeza», «IIKoJIa UG POBOro BeKar, a TAaKKe
UHHOBAIIMOHHBIE GOPMBI IT0JaYU JUNAKTU-
YeCKUX UCTOYHUKOB: 3JIeKTPOHHBIN y4eb-
HUK, 00JIJa4YHO-OpHEeHTUPOBaHHEIE U online
e aroruyecKre pecypchl U T. II.

B pamMKax JaHHOU paboThl aKIleHTUPY-
eTcs rpobJieMa IoCTeIIeHHOTo pOPMUpPOBa-
HUS1 HOBOU KYJIbTYPBI TPAaHCIAIIUY 3HAaHUHN
B YCJIOBHUAX ITUPPOBOU 06pasoBaTeIbHOMI
cpennl [1]. B coBpeMeHHOM 00II[eCTBe IIPO-
UCXOIUT HensberKHast 9BOJIIOLUSA CII0COO0B
KOMMYHUKaIIUH, QOpMUPYeTCs HOBas WUH-
dopMaIloHHasad Hay4yHas CHUCTeMa, HOBOe
Ieflaroruyeckoe cosHaHue (CM., HalIpuMep,
pa6oTHI [5; 6]). KaxkeTcs, yXOAT B IIPOIILIOe
paccyXKzieHus1 0 He0OX0IUMOCTH IIPOTHUBO-
CTOATh KOMIIBIOTEPHU3aIlUU U BHEPEHUIO
HOBBIX TeXHOJIOTUU B ob6pasoBaTesIbHOE
IPOCTPAHCTBO. HaXxomAT oIlpenesiéHHBIN
KOMIIPOMHUCC C MY3bIKaJbHO-KOMIIBIOTEP-
HbIMU TexHoJorusamMu (MKT) ucriossHUTE TN
aKa/sleMHU4eCKOM MY3bIKHU, KOMIIO3UTOPHI,



Creative Pedagogical Workshop

{§ 2020, Ne 3

MY3BIKOBeIbI, UCKYCCTBOBe/HI [5; 9]. B Hac-
TosIllee BpeMs aKTUBHO M3y4aeTcs BJIUA-
HUe KOMITbIOTePHBIX TEXHOJIOTHUH Ha COBpe-
MEeHHYI0 My3bIKa/JIbHYI0 KyJIbTYPY U 00yUe-
Hue [3; 10]. lyMmaeTcs, 4TO B O6JMKauIeM
OyAyllleM 3JeKTPOHHBbIe yueOHUKU [8] u
UHTEPAKTUBHBIE CETEBBIE TEXHOJIOTHH [6; 7]
OyAYT ABIATHCA HEOTheMJIEMOM YaCThbI0 UH-
¢opMaIrioOHHOTO 06pas3oBaTeJIbLHOIO IIPO-
cTpaHcTBa [11], HOBBIM BHU/IOM TPaHCIAIIUU
3HaHUU CTaHYT AUCTAHIIMOHHBIE TEXHOJIO-
M, COBpeMeHHbIe GOPMBEI IIPeIIoHeCeHUA
y4ueOHBIX MaTepPHUaJIOB U IIPOBEPKU UX YCBO-
eHUs (KOHTpoJis1). CoBpeMeHHbIe ITUGPOBbIE
TexHosioruu U MKT I103BOJIAIOT OpPraHu3o0-
BaTh 0O0yyeHUe B CeTH U 06eCIIeYUTh KOM-
MYHUKAIHUIO C Pa3JIMYHBIMU YYaCTHUKaMU
«KyJIbTYPHOTO AuaJiorar. HoBelInue KoM-
NIbIOTEPHBIE IIPOAYKTHI IIPeCTaBJISAITCA
YHUKaJbHBIMH HUHCTPYMEHTaMH Ilepeiaun
HHpoOpMaIUH, HeOOXOAUMBIMU He TOJIBKO
[T TIOBBIIIEHUS KauyeCTBa COBPEMEHHOI0
npoirecca o6pasoBaHUs, HO U A9 GOpPMHU-
pOBaHMs TOJIEPAHTHOM Cpe/ibl, YIyUIIeHUS
KayecTBa 06pasoBaHUd, IIOMCKa COBpe-
MEeHHBIX CUCTeM 00yueHUs, 3G PeKTUBHOTO
KyJIbTYpPHOIO 06MeHa. B cOBpeMeHHBIX yC-
JIOBUSIX IIPeJCTaBJIAeTCS IePCIIeKTUBHBIM
paciiupeHre MHQOPMAIMOHHOIO II0JId,
CHUCTEM IMCTAaHIIUOHHOTO 00yueHusi, MKT,
U $POBOTO IIPOCTPAHCTBA.

Kpome TOrO, 9KCTpeHHOE BBeJeHUe pe-
»KIMa HOBOI'0 popmara Iepesauu SHaHUU B
mepuo MUPOBOM maHAgemuu 2020 roza yb6e-
IUTEJbHO IIPOJEMOHCTPHUPOBAJIO HEOOXO-
OAMOCTB OBITH IIOATOTOBJIEHHBIMHU B 3TOM
OTHOIIIEHUH, OTOJBUTrasl Ha BTOPOU ILJIaH
BCe pacCy’K/leHUs 0 HY>KHOCTH U Ba>KHOCTHU
TaKOro TUIla 00pa3oBaHUs B I€JIOM, O ero
IOABOAHBIX KAMHX, TPYAHOCTSAX, MHUMBIX
U peaJbHBIX ommacHOCTAX. IToTpeboBasicsa
CPOYHBIN ITepexo/ yUpeKJeHUN KyJIbTyPhI
U 00pa3oBaHUA Ha UHYIO ILIATGOPMY.

MHoOTrue pOCCHUMCKHEe BY3bl BHEAPSIOT
MOJYJILHYIO 00'beKTHO-OPHUEHTHPOBaHHYIO
OUCTAaHITMOHHYI0 yUueOHYI0 cpeny Moodle.
JdTa cucremMa MOKeT OBITH HCIIOJIb30BaHa
IJI OpraHus3alyy y4eOGHOIO IIpoIiecca C
IIpuMeHeHHueM 06pa3oBaTeIbHBIX TeXHO-
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JIOTUH yJaJIéHHOTO IIOJKJII0UeHUs I 0Y-
HOM U 3a04HOU GopM 00yueHUs, a TaKxKe
KYPCOB IIOBBIIIIeHUS KBaJIUPUKaAIIUU IIpe-
nomaBaTesieli. Moodle gBisieTcd OTHOCH-
TeJIbHO IIPOCTOM, HO TOCTaTOYHO yI0OHOM
11aTopMoH. Bee 1ipaBa ynpaByieHUS IPU-
Ha/IeXkaT aJfJMUHUCTPATOPy, KOTOPHIH 3a-
BOJUT KYPCBI, )KypHAJbl U APYyIye 3jeMeH-
THI ¥ 3aKpeIUIsieT UX 3a IleflaroraMu. Takke
OH yCTaHaBJIMBaeT KOHQUIYpaIIUIO CaUTa,
ero IIBeTOBOE pellleHUe, IIPUPTHI, pacIo-
JIO’KeHHe 00beKTOB Ha CTpPaHHUIlaX, UMeeT
BO3MOJKHOCTb BBOJUTH JIOIIOJIHUTEIbHbIE
MOJyJIH, pacuupsisi (GYHKIWOHAJIbHbIE
BO3MO>KHOCTU CHUCTEeMBI JUCTAHIIMOHHOIO
0o6pas3oBaHUsA. A BOT KOHTEHT KYpCOB II0JI-
HOCTBI0 3aBUCHUT OT IIpeIlofaBaTesisl, KO-
TOPOMY IS HayaJla He0OX0UMO 3aperu-
CTPUPOBATHCA U IOJIYUYUTH BO3MOKHOCTh
pefaKTUPOBaHUA C IIOMOIIBI0 BCTPOEHHO-
ro pefakrTopa. Ilefaror UMeeT IIOJTHBIN KOH-
TpoJIb HaJ, QOpMHpPOBaHUEM Kypca, 3aI0JI-
HeHUeM BCeX TOCTYIIHBIX eMy 3JIeMeHTOB.

CrucreMa yfo0Ha He TOJIBKO IIpeIofa-
BaTeJsIsIM, HO U CTyJleHTaM: KaK[AbIH CJIy-
maTesib Kypca MO>KeT B JIFOOOM MOMEHT
IIOJIYyYUTH yueOHYI0 MHPOpMaAIlUIo, IIpO-
aHaJIM3UPOBATh €€, OTBETUTH Ha BOIIPOCH],
BBITIOJIHUTD 3aJJaHUs, a KpOMe TOr0, OTCJIe-
IOUTHh CBOK TEKYIYI U IIPOMEXYTOUYHYIO
ycIeBaeMOCThb. ITa UHGopMaIusgd KOHQU-
IeHIaJbHa U He JOCTYIIHA JPYTUM CIIy-
1aTessIM. Ba)KHO OTMeTUThH BO3SMO>KHOCTh
HUCII0JIb30BaHUS SI3BIKOBBIX IIAKETOB [JI
paboThl THOCTPAaHHBIX CTYZeHTOB. CrucTeMa
OUCTaHIIMOHHOIO 06yueHUs1 Moodle mpes-
JlaraeT 60JIBIIIONM Habop UHTEPaKTHUBHBIX
3JIeMEHTOB U I103BOJISIET I10JIb30BATEIIM
B3aMMO/Ie¥ICTBOBATh APYT C APYroM uepes
4ar, 6J10T, OPyM, BUKHU.

KoHeuHoO, fa’ke MOJIO/IBIM IIpeIio/iaBaTe-
JISIM HeIIpOCTO BHUKHYTH B 0COOEHHOCTH
CHUCTEMBI U CBOOOJHO €0 II0JIb30BaThCH.
/I Havdasia IefiaroraM MO>KHO IIPUCTYIIUTh
K 3all0JITHEHUIO 3JIEKTPOHHBIX >KYPHAJIOB,
rnapaJiieJIbHO IIOArOTaBJAWBAas JIeKI[UH,
ceMUHapbl, MeTOLUYeCKHe MaTepuaJibl,
UHAVBUyaJIbHbIEe U I'PYIIIOBbIE 3aJaHUs
o1 Moodle. ITo-mpexHeMy aKTyaJIbHOM
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ocTaéTcsa TeMa OOHOBJIEHUS MeTOJUue-
CKUX MaTepHasoB. [IoHATHE «3JIeKTPOHHBIN
yueOHUK» B HACTOSII[ee BpeMsd elllé 10CcTa-
TOYHO pacIJIbIBYATO U IIPUMEHSIeTCs, CKO-
pee, Kak cobupaTtesbHOe, 06006111aro1ree. I1o
CyTH, 3TO obyyaroiias ”HopMaIys, pasme-
IIéHHad B ceTU Internet B CBOGOJHOM WU
3aKpBLITOM (OIrpaHHUYEeHHOM) AocTyIie. He-
COMHEHHO, 3TO HOBBIM KaHpP U HOBas TeX-
HOJIOTHS II0/IaUU U 06paboTKU. OTeIbHOMU
Ip061eMOM CTaHOBATCA BOIIPOCHI JUCTaH-
IIMOHHBIX TeXHOJIOTUH B MY3bIKA/IbHOM 00-
pa3zosaHuu. 13BeCTHO, YTO B Halllel CTpaHe
aKIeHT CTaBUTCSI Ha JIMUHOCTHO-OpUEH-
TUPOBAHHBIN IOAXOM, JUYHBIA KOHTAaKT U
60JIbIIIOe KOJIMYECTBO WHIUBUAYAIbHBIX
3aHATHU. [lyMaeTcs, YTO B JUCTAHIIMOHHYIO
cpeny 6oJiee JIOTUYHO BIIUIIeTcs popMmar
TeOpeTUUYEeCKUX JAUCIIUILINH, a IIpaKTuye-
CKHe TBOpYeCKHe 3aHATHs, KaK U3BeCTHO,
HEeBO3MO>XHO OCTaBUTH 0e3 eXeypoyHOTo
JIMYHOTO KOHTAKTa Ileflarora U y4eHUKa.
HHTepecHO 0TMeTUTh, YTO Moodle cozep-
KUT OTJeJIbHBIM UHCTPYMEHTapui B II0-
MOIIlb MY3BIKaHTy (Ilefarory u obyvaro-
meMmycst) — Moodle Music. 3To CBOG0OIHO
pacipocTpaHseMas OHJIaWH-Cpeja [Jid
HU3y4eHUs TeOPUU MY3BIKH U TPEHUPOBKU
ciayxa. TpebyeTcs perucrparius, KoTopasi He
cocrasJsieT ocoboro Tpyzaa. Moodle Music
COJIEP>KUT HOTHBIN pellaKTOp C PYKOBOJ-
CTBOM IIO ero UCII0JIb30BaHUI0. HoTaTop 110-
3BOJIIeT HabpaTh HOTHBIN IIpUMeD, IIPOCIIY-
1IaTh ero, oTpefakTUpoBaTh. Ilegaror mo-
JKeT CO3/1aTh HeOOJILIII0M HOTHBIN IIpUMep
B KaueCTBe 3aJjaHus I10 My3bIKaJbHO-TE0-
peTHYeCKUM JAUCLIUIIMHAM. TOT IIpUMeEpP
OyzeT Ha/leJIéH YyHUKaJIbHBIM Beb-a/ipecom,
KOTOPBIN ITOJIyyuT obyuaromurica. ITocie
BBITNIOJIHEHUS 3a/laHUsI OTBET COXpaHseTCd,
a 11 IIPOBEPKU COXPaHEHHOI'0 BBIIIOJIHEH-
HOTO 3aJjlaHUs OTIIpaBJIsIeTCS CChLIKA Ha
Hero. Moodle Music IipefijiaraeT IIpOBEPUTH
CBOH CJIYXOBbIe BO3SMOXXHOCTU B 15-MHUHYT-
HOM TeCTe, KOTOPBIN BKJIIOUAeT B CeOs1 pUT-
MUYeCKHe PUCYHKH, MeJIOJUU, HTHTePBaJIbI,
raMMbl, aKKOp/BL, 3aZlaHus 110 Ha3BaHUAM
HOT U T. II. OTZesIbHAs 3aKjIajKa II0CBsIIIe-
Ha HaIllMCaHWI0 KaHOHOB.
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OmnpepenéHHble IIPO6IEeMBI CBI3aHBI C
TeM, UTO TeKCT 3ajaHuil B Moodle Music
IIepeBOAUTCI C aHIJIMUCKOIO g3bIKa aBTO-
MaTHU4YeCKH U JOCTaTOYHO IIPUOIU3UTEIIb-
Ho. Hy>KHO IIpucIiocobuThcsa K GopMe 3aa-
HUH U uX GopMyJIUpPOBKaM. B 11es1oM cama
IIOIIbITKA IIPUOJIM3UTHE MY3BIKAHTOB K MY-
3BIKaJIbHO-KOMIIBIOTEPHBIM TeXHOJIOTHUSIM
3acJy’KrBaeT BHUMaHUs, a BO3MOKHOCTH
Moodle Music MOTyT OBITH IIPUMEHEHEI B
I1elarOTUYEeCKOM W TBOPUYECKOM IIPaKTHU-
Ke. BO3MOXXHO IIpe/icTaB/ieHHe KOHTEHTa
Ha pasHbIX A3bIKaX, YTO YZ00HO A1 pabo-
ThI C THOCTPAHHBIMU CTy/leHTaMU. Harmpa-
IIMBaeTCd accolalvsa C IIPUI0KeHUeM
«AGCOJIIOTHBIN CiIyX» (Ha 6a3e ollepalifios-
HOM cUCTeMbl AHJIPOH/T), KOTOPOE II03BOJIS-
eT pa3BUBaTh My3bIKaJIbHbIE CIIOCOOHOCTH.
[IporpamMma 1ipesocraBisgeT 6a30Bble My3bl-
KaJIbHO-TeOpeTUYeCKHe 3HaHUSI O HOTaX,
aKKopJax U uHTepBaiax. Comep>XUT 3aja-
HUS C BO3pacTalIled CTelleHbI CJI0XKHO-
CTU: PUTMHUYECKHE U MeJIOUYeCKUe IUK-
TaHTBHI, OIIpefiesleHre Ha CJIyX U II0CTpOe-
HIle UHTepBaJIoB, aKKOPZ0B, JIaZi0B.

[IpITasiCh OCMBICIUTHL HHPOpPMAIIUOH-
HYI0 [TUBUJIN3AIIUIO, YUEHBIE 00palllatoTcs
K OIIBITY TPaJUIITMOHHOM IIepeiaul 3HaHUM
U onblTa. IIposgBisroiiyecs BCé CUIbHee
IIPOIIeCCHI IJI06aIr3aliii B COBpeMeHHOM
00II1eCTBe HEM3MEHHO II0BBIIIAIT BHUMA-
HHe HCccaefoBaTesled K TpagUIIMOHHBIM
KyJabTypaMm. [lepejaya 3HaHUM, yMeHUN U
HaBBIKOB (KaK ceriuac TOBOPUTCS, OCBOEHUE
KOMIIETEHITUM) B TPaJUIIMOHHOU KYJIbType
IIPOUCXOIUT IIpesKe BCero yepes Herocpes-
CTBEHHBIM KOHTAaKT U obleHue. /o HeJas-
Hero BpeMeHU TaKas TPaHCJ/SALUSI 3HaHUU
U OIIbITa 6bLJIa OCHOBHOM U B cucTeMe obpa-
30BaHU4 (I10’KaJIyH, TOJIBLKO 3a04Has popMa
00y4eHUs, II0 CyTH, SIBJISLIaCb HEKUM CHM-
61030M QUCTAHIIMOHHOU U OUYHOU PopM
KOHTaKTHUpPOBaHUs). OTHAKO C TeUeHUeM
BpeMeHH U I107], BJIUSHYEeM HellpeOoJ0IMMBbIX
006CTOSATeJILCTB (HallpuMep, ITIaHAeMUH) 110-
CcTelleHHO GOpMHUpyeTCcsd HOBas KyJbTypa
TPaHCIALIMM 3HAaHUMU, IIPUBLIYHEIE IIpaK-
TUKU 00y4eHHUs YCTYIIal0T MeCTO HOBBIM
criocob6aM Irepesiayy 3SHaHUM. COBpeMeHHOoe



Creative Pedagogical Workshop

{§ 2020, Ne 3

UHQOpPMAaIFIOHHOE 00111eCTBO B IIEPHOZ, TJI0-
6asr3ani MeHsIeTCsI CTPEMUTEIIBHO.
Taxum 06pasom, Her30e>KHBI IIPOIeCChI
TeXHOJIOTU3alliy COBPeMEeHHOM KYyJIbTYPhI
" obOpasoBaHud. Ha Hamux riasax ¢op-
MupyeTcs ocobasi KyJbTypHas cpejia, CIie-
nmudryeckoe 06pa3oBaTeIbHOE IIPOCTPAH-
CTBO, HOBas KyJIbTypa TPaHC/IALMY 3HaHUH
U OIIbITa. B ycmoBusax 1iudpoBoii o6pasoBa-
TeJIbHOM CpeJibl TBOPUYECKOTO By3a MeX/y-
HapoJHOe COTPYLHUYECTBO BBIXOJUT Ha
IPYTO¥l YPOBEHE: ellé HelaBHO IIepClek-
THUBAa, HaIIpUMep, AUCTaHIIMOHHOMN Cadyu
roCyJlapCTBEHHOM HUTOTOBOM aTTeCTaI[uu
6akasaBpaMU U MarucrpamMu us Kuras
TBOPYECKUX HallpaBJIeHUU IIOATOTOBKHU B
POCCHUIICKOM By3e He IIpeJCTaBJIsIach pe-
aJbHOU. Terepb Mbl UMeeM U TaKOH OIIBIT,
U OOHOBJIEHHYK KYJIBTYPY TPaHCJIAIUU
3HaHui. PassuBaroTca MKT — I1epCrieKTUB-
HBIM MHCTPYMEHT paclliupeHus HHPopma-
IIMOHHOTI'0 IIPOCTPAHCTBAa TBOPYECKOTO By3a
B YCJIOBUSIX QYHKIIMOHUPOBAHUS BBICOKO-
TeXHOJIOTUYHOM ITUPPOBOM 06pa3oBaTeib-
HOM cpefbl. Ha 0CHOBe HOBBIX BO3MOKHO-
CTeH, CBSI3aHHBIX C OCBOEHHUEM COBpPEMeH-
HBIX KOMIIBIOTEPHBIX MeTOZ0B paboTEhI CO
3BYKOM, HOTHBIX pPelaKTOpPOB (HOTaTOPOB),

MKT-mporpaMm 3BYKO3aIIMCH U 3BYKOBOC-
IIPOU3BEJIeHNU, ¥ CTYLeHTOB-MY3bIKaHTOB
BBIpabaThIBalOTCAd HaBBIKU UCII0JIb30BaHUSA
MeTO/0B pab0oThI CO 3BYKOM B IIPOIeCCe MY-
3BIKaJIbHO-TBOPYECKOH JIesITeIbHOCTH, Pas-
BUBaeTCd IIOTeHI[Hal My3bIKaHTa HOBOIO
IIOKOJIEHUSI — UCIIOJIHUTEJISA, KOMIIO3UTO-
pa, TeopeTHKa, IIpernojaBaTes, IIPUMeHsI-
IOII[eTO0 II0JIyYeHHbIe 3HAHUA B Pa3/IMUYHBIX
chepax IIpodecCuoHaAIBLHOM eITeTbHOCTH
[2-4].

Ha mmoMoIb By30BCKOM CHCTeMe TBOP-
YeCKOro o06pasoBaHUA IIPHUIIINA IIPEeHUMY-
mjectBa Moodle 1 Moodle Music, OIIBIT
IIpUMeHeHUs KOTOPBIX IeMOHCTPUPYeET UX
yA,006CTBO, YHUBEPCAJIbHOCTD [JI1 PasHbIX
THUIIOB 3a/ja4: TUCTaHIIMOHHAs BCTYIIUTE Ib-
Has KaMIIaHWs, UTOT0Bas roCcyiapCTBeHHAas
aTTecTanus, TEKYIIUN 060pasoBaTeIbHBIA
IIPOIIeCC i1 OYHOU U 3a04YHOU popM 06y-
yeHUs. KOHeYHO, HUUTO U HUKOTJA He 3a-
MEeHMUT JIMYHOI'O0 KOHTaKTa B TeHJleMe «y4ye-
HUK-yuuTeJb». OfHAKO HeJIb3d OTPUILIATh
dbaxTa GOpMHPOBAHUA HOBOU KYJIBTYPHI
TPaHCIALIMN 3HAHUM B YCIOBUAX ITUPPO-
BOM 0OpasoBaTeIbHOU Cpeibl COBpeMeHHO-
I'0 By3a U, B I1eJI0M, B CUCTeMe 06pa3oBaHUsA
B MUpe.
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ITudppoBoe My3bIKaJIbLHOE
HCIIOJTHUTEJIHCTBO

KaK oTpakeHue akcuocdepsl
KYJIBTYPHI 1 00pa3oBaTeJILHOTO
IMPOCTPaHCTBA IIMPPOBOro BeKa

B craThe paccMaTpHUBaeTcs
HCIIOJTHUTEJIbCTBO HAa COBPEMEHHBIX ITUQPOBBIX
MY3bIKQJIbHBIX HHCTPYMEHTAX, TAKUX KaK
KJIaBUIIIHBIN CUHTe3aTop, IIUPpoBOe IIMaHUHO,
o POBOU OassiH/aKKOP/AEOH U APYTUX,

KaK BOCTpe60BaHHOE Y MHOTOUYHCJIEHHBIX
JIro6UTesIel My3bIKH U IIPOGeCcCHOHAaIbHBIX
HCIIOJTHUTeJIeN HallpaBJyleHHe XY/,0’KeCTBEHHOT0
TBOpYEeCTBa B COBPEMEeHHOM COLIMOKYJIbTYPHOM
IpocTpaHcTBe. OIeHUBAOTCI BO3MOXKHOCTH
GYHKITMOHUPOBAHUA 3JIEKTPOHHO-MY3bIKaJIbHOIO
TBOpPYECTBA B KYJIbTYPOTBOPYECKOM,
KOMMYHUKAIIUOHHOM, 06pa3oBaTeIbHOM
pakypcax. [IpoBoauTcs peHOMeHOJI0TnYeCKUHN
aHaJIN3 UCIIOJTHUTEILCTBA Ha 3JIEKTPOHHOM
MY3bIKaJIbHOM HHCTPYMeHTapHuH, IIPUBOJSTCSI
IaHHbIe 06 0C06EHHOCTSIX COLIUOKYIBLTYPHOTO
BOCIIPHATHS B pasHOH I1eJIeBOM ayAUTOPUH.
OTMeuaeTcs IBPUCTHUYECKUH ITI0TeHITHal
9JIEKTPOHHOT0 MY3HUITMPOBAaHUA JIJIs1 MOJIOJIOTO
IIOKOJIEHUS B OTPa’KeHUH 3aIIpoca II0KOJIeHUs Z
Ha I10JINTeMOPaIbHOCTh U MYJIbTHKaHPOBOCTH
B XYZ,0KeCTBEHHOM IIpoIiecce. [IpuBoagaTCca
IIPUMepHI YCIIEITHOTO OIIbITa pealu3aliui
UHVBUyaJIbHOTO U aHCaM6J1eBOro Iiu$poBoro
HCIIOJTHUTEJIbCTBA, [I03BOJIUBIIIETO BOILIOTUTH
OCHOBOIIOJIATal0IIMe QYHKIIHU XY/L07KeCTBEHHON
KYJIBbTYPBI, CO3/4aTh aKTyaIbHYIO I COITAyMa
CHUCTEeMY HPaBCTBEHHBIX U 3CTETUYECKUX
IIeHHOCTeH, CpOPMUPOBATh 3CTETHUUECKH
OpraHH30BaHHYI0, BBLICOKOTEXHOJIOTUYHYIO0

U BBICOKOXY/I07KECTBEHHYIO0 COIJUOKYIbTYPHYIO

cpeny.
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Digital Musical Performance
as the Reflection

of the Axiosphere of Culture
and the Educational Space
of the Digital Age

The article examines performance
on contemporary digital musical instruments,
such as the keyboard synthesizer, the digital
piano, the digital button and keyboard
accordion and others, as a direction of artistic
creativity in the contemporary sociocultural
space on demand by numerous music lovers
and professional performers. Evaluation
is given to the possibilities of functioning
for electronic musical creativity in the cultural-
creative, communicative and educational
angles. A phenomenological analysis
of performance on electronic musical
instruments is carried out and data is provided
about the peculiarities of the sociocultural
perception among various target auditoriums.
The heuristic potential of electronic
music-making for the young generation
is highlighted in the reflection of the demands
of generation Z on poly-timbre and multi-genres
in the artistic process. Examples are brought
of successful attempts of realizing of individual
and ensemble digital performance which
has made it possible to manifest
the fundamental functions of artistic culture,
to create a system of moral and aesthetic values
which would be relevant for society,
and to form an aesthetically organized,
highly technological sociocultural milieu.
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0 aHaJIOTUH C IIOHATHUIMHU «HOOChe-

pa» (B.1. BepHazckuit) u «ceMuoche-

pa» (F0.M. JlormaH) M.C. KaraH BBO-
IUT IOHATHE «aKChochepar, OIpeesasisa eé
KaK «He IIPOCTYI0 COBOKYITHOCTD, COCEJICTBO,
PSIOTI0JI0XKEHHOCTh TeX UJIU UHBIX IIeHHO-
CTeH <...>, a UX Ue/I0KynHOCMb — 3aKOHO-
MEPHO CJIOKUBIITYIOCS B UCTOPUHU KYJIbTYPbI
cucmemy KOHKpemHbwlx hopM UeHHOCMHO20
OMHOWeEHUs Uesn08eKka Kk mupy» [8, c. 54].

Comep>kaTeTbHO akcrochepa «BKIHYAET
B Cebs: 1) MUp IIeHHOCTeH; 2) CYO'beKTUBHYIO
peaJbHOCTh IIEHHOCTHOTO CO3HAHUS B BU/JIE
IIeHHOCTHBIX IIPe/ICTaBJIeHUH, OIIeHOK, BKY-
COB, HJleaJIOB, 00pa30B U T. [1.; 3) pe3yJbTa-
Thl TBOPUYECKOM J1esITeJIbHOCTH YeJIOBEKa,
0CBaMBAaIOIET0 00 beKTUBHbBIE II€HHOCTH
U 6J1aroiaps IeHHOCTHOMY CO3HAHUI0 CO3-
IaroIllero HOBbIe XyI0>KeCTBEHHbIe, HPAB-
CTBeHHbIe, MaTepHaJbHbIe, PeJIUTHO3HbIE
[IEHHOCTHU U IIeHHOCTH Hay4YHOTO TBOpYe-
cTBa» [14, c. 33]. boJsiee 110Ip06HO KOHIIEII-
us akcuocdepsl IpeacTaBieHa B QUIIO-
copcko Teopud neHHocty M.C. KaraHa [8],
B pabote P.P.TabacoBa [1].

KakoBa akCcHr0s10rvs COBpeEMEHHOT0 3JIEK-
TPOHHOTO0 MY3bIKAJbHOTO HCIIOJIHUTEJIb-
cTBa'! B IIPOCTPAHCTBE COBPEMEHHOU KYJIb-
Typsl? Kakue TpafiUITHOHHbIE [[EHHOCTH U
CMBICJIBI Xy10>KeCTBEHHOHU KYJIBTYPHI MOTYT
TPaAHCJIUPOBAThCI ITUPPOBLIMU MY3bIKaH-
TaMH IIOCPeACTBOM HCIIOJIHUTEJIbCTBA Ha
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3JIEKTPOHHOM MY3bIKaJIbHOM HHCTPYMEH-
Tapyuy B COLIMOKYJIbTYPHOM IIPOCTPAHCTBE
IOCTHUHYCTPHUAJIBHOI0 00111ecTBa? ITHU BO-
IIPOCHI IIOCTOIHHO HAXOAATCA B II0JIe Ha-
y4uHOro auckypca B XXI Beke. OTBeTHI Ha
HUX UIYT Ha CTPaHUIlAX POCCUNUCKUX U 3a-
py6eXHBIX 06pasoBaTeJbHBIX JKYPHAaJIOB,
TaKHUX Kak «IIpo6yieMbl My3bIKaJIbEHOM Hay-
KW», «O0611ecTBO. Cpena. PazBurtue», «IcKyc-
cTBO. KysibTypa. O6pa3oBaHue. HayuHble
HCCIIeIOBaHUA», « My3bIKa U 3JIEKTPOHUKA»,
«HckyccTBO U 06pasoBaHUe», «MUP HAyKH,
KyJIbTYpHI, 0OpasoBaHUus», «MeguaMyssbl-
Ka», Opcion, Springer, International Journal
of Supply Chain Management, Utopia y
Praxis Latinoamericana, International
Journal of Innovation, Creativity and Change,
International Journal of Recent Technology
and Engineering, Universidad y Sociedad,
Revista Conrado, International Journal
of Advanced Science and Technology,
Propositos y Representaciones. PaccMoTpe-
HUIO BOIIPOCOB UCII0JIb30BaHU [TUPPOBOTO
MY3BIKaJIbHOTO0 HHCTPYMEHTAaPH B Pas3Iny-
HBIX 00J1aCTAX [eaTeJIbHOCTH MYy3bIKaHTa,
3BYKOpPEeXKHCCEpa, Iefarora-uccuefoBaTesIs
II0CBdIIleHa cepus COOPHUKOB cTaTel «My-
3BIKaJIbHO-KOMIILIOTEPHEIE TeXHOJIOTHH»,
BeIITycKU [-VII, cpegu KOTOPEBIX: «IJJIEK-
TPOHHBIE MY3BIKAJbHbBIE UHCTPYMEHTEHI.
Teopuss U mpakTHUKa HUCIOJIHUTEJHCKOTO
MacTrepcTBar, «IIpo6saeMsl o6pasoBaHUSI
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U BOCIIMTaHU C IPUMeHeHHUeM 3J1eKTPOH-
HOTO MY3BIKaJbHOTO WHCTPYMEHTapPUsI»,
«/IHKJII03UBHOe MYy3bIKaJbHOe 0OpasoBa-
Hue»?. IIpobsemMaM COBPeMEHHOIO MY3HI-
KaJIbHOro obpa3oBaHUd U, B 4aCTHOCTH,
9JIEKTPOHHOI'0 MY3bIKaJIbHOI'O0 HCIIOJIHU-
TeJIbCTBA IIOCBAIIEHB] eKeroHas Hay4Ho-
IIpaKTUuecKasd KoHpepeHIua «CoBpeMeH-
HOe My3bIKaJbHOe o6pasoBaHUe: TBOpUe-
CTBO, HayKa, TeXHOJIOTUW», IIPOBOAUMAL
c 2002 roma yuyeObHO-MeTOLUYECKOHU J1abo-
paTopuei «Mys3bIKaJIbHO-KOMIIbIOTEpPHBIE
TeXHOJIOTUU» POCCHUUICKOT0O rocyfapCTBeH-
HOI'0 I1eJarTOTUYeCKOr0 YHUBEPCUTETA UM.
A.U.TepueHa u CaHKT-IleTepOyprckoiu
roCyLapCTBEeHHON KOHCepBaToOpHen
uM. H.A. Pumckoro-KopcakoBa, e>xerogHas
MexiyHapoaHasi Hay4YHO-IIpaKTHU4YecKas
KoHpepeHIUsA «My3bIKaJbHO-KOMIIBIOTEP-
HbIe TeXHOJIOTUU B CUCTeMe COBPEMEHHOI0
MY3BbIKaJIbHOI0 o6pasoBaHus» (YMJI «My-
3bIKaJIbHO-KOMIIbIOTEPHbIE TEXHOJIOTHUH»
PTIIYV uwm. A.U. TepieHa u CaHKT-IleTep-
Oyprckast KoHcepBaTopus). bosblioe 3Ha-
UeHUe B BBIIBJIEHUM HOBBIX XYy/I0’KeCTBEH-
HBIX U UCIIOJTHUTEJIbCKUX BO3MOXKHOCTEN
UIparT KOHKYpPCHI (HarpuMep, «KJIAPMHU
XXI Beka», «DEMO», «3/IeKTpOHHAas I1ajIu-
Tpa», «My3bIKa U 3JIeKTPOHUKa») U TBOpYe-
CKHe OJIMMITUAAbI (exkerogHas 'epiieHOB-
CKasi BHYTPUBY30BCKas MeTallpeaMeTHas
KYJIbTYPOJIOTHUYEeCKast OJIMMITHafa «My3bl
JIFOOBH U IIOJIBUTA»).

B 9TOM cTaThe, OIIMpPasiCh Ha OIILIT MY3bI-
KaJIbHO-3JIEKTPOHHOI'0 UCIIOJTHUTEILCTBA U
IIpeIojaBaHusd MY3bIKaJIbHO-KOMIILIOTED-
HbBIX TexHosoruil (MKT [3; 16; 18]), ortuItieM
BOCTpeOOBaHHbBIE U IIPOIIEIIHe arpoba-
nuo MKT 1 akTyaJIbHOCTb HMCIIOJTHUTE/Ib-
CKUX TEeXHOJIOTUM Ha 3JIEKTPOHHBIX MY3bI-
KaJIbHBIX MHCTpyMeHTax (MU [15; 17]).

HTak, mpoireccsl riobanusalii U B3au-
MOBJIUSIHUSA KYJIBTYP, IIPOUCXOLAIIYE B CO-
BpeMeHHOM IIOCTUHIYCTPHUAaJIbHOM MUpe
U IPUBOJAIIME K YHUQUKAIIUU U II0Tepe
CaMOOBITHOCTH HAIMOHAJbHBIX Tpaju-
ITUI3, 3aCTaBJISIIOT IIPOTPEeCCUBHOE CO00IIe-
CTBO MCKAaTh HOBBIE GOPMEI COXpaHEeHUsd U
TPaHCJSAIIUU YCTOSIBIIUXCS /I KYJIbTYPHI
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KOHKPETHOTO 3THOCA IIeHHOCTeN U CMBIC-
J0B [10, c. 36]. B tudpoBO1 BeK MaccoBas
KOMIIbIOTepHU3anugd ¥ UHGoOpMaTHU3alus
00IIlecTBa, «BBIXO/[» YesloBeuecTBa BO Bce-
MUPHYIO0 ceThb HTepHeT BbI3BAJIU [[eBaJlb-
BalliI0 ¥ TpaHCcPopMaIluo MHOIUX 6a30-
BBIX IIeHHOCTHBIX JIETEPMUHAHT B COLIUYME,
B TOM YHCJIe IIeHHOCTH MCKYCCTBa, BOCIIPH-
ATHe KOTOPOI0 COBPeMEeHHOM ITyOJIUKOMM,
II0Celarleil KOHIePThl UJIN BBICTaBKHY,
KOpPeHHBIM 00pa3oM OT/IMYaeTCs OT COIHO-
KYJIbTYPHBIX 3aIIPOCOB COI[yMa IIPOIILIIOr0
[9]. B mudpoByI0 110Xy BCEOOIIEN TOCTYII-
HOCTH JIt060¥ “HYOpMAIUH, B TOM YUCJIE U
MY3bIKaJIbHOM, KOT/ia IIPOU3BeJeHUs UCKYC-
CTBa CTAJIA JOCATraeMBbl I10/Ib30BaTeIsIMU
OYKBaAJIbHO «OJTHUM KJIUKOM KOMIIBIOTED-
HOM MBIIINW», KOIZla JII000e My3bIKaJIbHOE
IIpou3BeJieHre MOKHO II0CTaBUTh Ha I1ay3y,
IIPOCJIYIIIMBA 110 KeJIaHUI0 pparMeHTapHO
(4, KaK IIHIIIYT COBPpeMeHHEIe HUCCIefoBaTe-
JIU, — «II0J] XPYCT YUIICOB»), HUBEJIUPYeTCI
IIeHHOCTh BBICOKOI'0 MCKYCCTBA: OHO Ilepe-
IIJI0 B paspsy yTUIUTApHOro [7]. OueHsb ak-
TyaJIbHO, Ha HAaIll B3IJIA], 3By4YaT CerOfHA
csioBa II.A. COpOKHHA 0 TOM, UTO «HCKYCCTBO
II0CTEIIeHHO CTaHOBUTCS TOBAapOM, IIPOU3-
BeJIEHHBLIM B IIEPBYIO OUepelb /I IIPoJia-
JKH,... paJii pesiaKcaliuy, IOTpeOUTeIbCTBa,
pasBiieyeHUs <...> BeJlb OHO 00CIy>KUBaeT
PBIHOK, a IIOTOMY He MOXKeT UTHOPHUPO-
BaTh €ro 3alpocsl. <...> BMecTo TOro 4To6sl
IIOJJTHUMAaTh MacChl 10 COOCTBEHHOIO YPOB-
H¢, OHO, HAIIPpOTUB, OIIyCKAaeTCs /10 YPOBHA
TOJIIIBI <...> OHO BCé 60Jiee U 60Jiee OTCTpa-
HAETCS OT KYJIbTYPHBIX U MOPaJIbHBIX I1eH-
HOCTeH U II0CTeIIeHHO IIpeBpalliaeTcs B IIy-
CTO€e UCKYCCTBO...» [12, c. 450-451].

B TO ke BpeMs B YCJIOBUSIX BEICOKOTEXHO-
JIOTUYHOU KYJIbTYPHOU 1 06pa3oBaTeIbHONU
cpezbl B IUGPOBOM IIPOCTPAHCTBE aKTya-
JIM3UPYeTCs 3allpoC HaceJleHUs Ha HOBEIe
$OpMBI KYJIbTYPOTBOPUYECKUX IIPAKTHUK.
[MudpoBas KyJbTypa CBsI3aHa C KapAHaJIb-
HBIM BBICBOOOKIeHHEM TBOPUYECKOM 9Hep-
MU HacesjeHUd. biarogaps HeCJI0>KHBIM B
OCBOEHUHU BCEBO3MOJKHBIM 3JIEKTPOHHBIM
IIPUI0XKEHUAM, IIporpaMMaM-KOHCTPYK-
TOpaM, IIporpaMMaM-apaH>KUpPOBIUKaM,
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IIporpaMMaM BU7ie0- U QOTOMOHTaKa U T. [I.
II0SIBUJIOCH OTPOMHOE KOJIMYEeCTBO CaMO/ies-
TeJIbHBIX aBTOPOB, XyI0’KHUKOB, BUZ[e00IIe-
paTopoB, KOMIIO3UTOPOB (II0pO# He UMelo-
IIUX JaKe 3JIeMeHTapHOr0 MY3bIKaJIbHOIO
obpa3oBaHUs) U T. . BO3MOXXHOCTb caMo-
IIpe3eHTalluU Ha OTPOMHYIO ayAUTOPHUIO 110
BCeMY MHUPY BbI3BaJjla HeOBIBAJIYIO TBOpUe-
CKYH0 aKTHBHOCTb HaceJIeHUs, CTpeMslle-
rocs peajii30BaTh CBOE TBOPUYECTBO Uepes
COIlMaJIbHBIE CeTU B PA3IMYHBIX HHTEPHEeT-
coobIecTBax. IMeHHO B TaKOM KYJIbTYp-
HOM U UHQOpPMAaIlMOHHOM IIPOCTPAaHCTBE
CTasI0 BOCTPe60BaHHBIM BBICOKOTEXHOJIO-
TUYHOe 3JIeKTPOHHOE MYy3bIKaJIbHOEe TBOP-
4eCTBO BO BCEM MHOr006pasyiy ero HallpaB-
JIEHUU U HUCIIOJIHUTEeJIbCTBO Ha IMU.
PaccMmaTpuBasi [IeHHOCTHYIO chepy djIek-
TPOHHOI'0 MY3bIKaJILHOI'O TBOPUYECTBA B CO-
BpeMeHHOM KYJIbTYPHOM IIPOCTPAaHCTBE,
obpaTuUMCS K COOCTBEHHOMY OIIBITY II0JIe-
BOT'0 HabJIF0/IeHUS 3JIeKTPOHHOTO HUCIIOJIHU-
TeJIbCTBA B 00JIaCTU JOIIOJIHUTEIHLHOTO 00-
pasoBaHUA eTel U K IIPOopeCcCUOHAIbLHOMN
UCIIOJTHUTEJIbCKOM IIpaKTHKe. PaHee HaMu
y>Ke 0CBeIlaIiuCh BO3MOYKHOCTH 3JIEKTPOH-
HOI'0 MY3UIUPOBAHUA U €T0 COILMOKYJIb-
TYpHOTO QYHKIIMOHHUPOBAHUA B 006paso-
BaTeJIbHOM [3; 5-6], KyJIbTYpOTBOPYECKOM
[2; 4], cuHecTe3UMHO-KOMMYHUKAaTUBHOM
acrekrax [6; 19]. OTMeuanuch QyHKITUO-
HaJIbHble XapaKTepUCTUKU COBPeMeHHOI0
OUPPOBOTO MY3BIKAJbHOIO WHCTPYMEH-
Tapus, TaKyhe KaK II0JIUTeMOpabHOCTD,
BO3MOKHOCTb CO3/IaHUs U UCII0JIb30BaHUA
B KOHIIEPTHOM IIpaKTUKe MHOTOCJIOMHBIX
3BYKOBBIX KOHCTPYKIIUU IIpU COUEeTaHUH,
Halpumep, style + multipad, style +song, ¢o-
HOIPaMM-«MHHYCOBOK», PeryJIUPyeMOCTh
OTUHaMHU4YeCKHUX OTTEHKOB BO BpeMs UCII0JI-
HeHUs 6J1aroziaps TeXHOJIOTUU QU3NYeCKO-
r'0 MO/IeJIMPOBaHUs 3ByKa?, — UTO OTBe4aeT
COBpPeMeHHOMY COIIMOKYJJIbTYPHOMY 3aIIpo-
Cy HaceJIeHUs Ha IIOJIMMHCTPYMEeHTaIUu3M
U MHOIOILIAHOBOCTh B XY/I0’KeCTBEHHOM
IpoIliecce. ITo, Ha HaIl B3IJIZ, 0COOeHHO
Ba’kHO [IJIsI MOJIOZOTO IIOKOJIEHUsI, BOCIIU-
TAHHOTO B YCJIOBUSX KJIUIIOBOU KyJIbTYPHI®
(3. Todpdsiep) 1 HalleIeHHOIO Ha JOCTIDKe-
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HUe OBICTPOro pe3ysbTaTa IIpU MUHUMYyMe
3aTpauyeHHOI'0 BpeMeHHU.

Certuac, HapsA1y CO MHOTUMHU Ha3peBIIIU-
MU IIpo61eMaMU B CUCTeMe 0TedeCTBeHHO-
ro obpasoBaHUs, BCTaja IIpobseMa HeJo-
CTaTOYHOU WHTEPaKTUBHOCTU B y4eOHOM
Ipolecce, 4YTO CBSI3aHO C TPYAHOCTIMU
y COBpeMeHHBbIX feTel (0CO6eHHO B Ha-
JaJIbHOM Ilepuofie 00y4deHUs1) OCBOEHUS
"uHbOpMaIUU B TPASUIIMOHHOM BapHaH-
Te (Hampumep, pabora ¢ ydyeOHUKaMH).
Kynma vHTepecHee 1 UHQOPMaTUBHEE I
II0KOJIeHUd Z8 1osiydeHre UHGOpMaIiuy B
BH/Ie U3JI0’KeHUSI MaTeprasla B ayiHo- UIU
BUJeopopMaTe C BKIIOUEHUEM B CHOKET,
HallpuMep, aHUMHUPOBAaHHBIX TepOeB H3-
BeCTHBIX MYJILTGUILMOB’.

Tak >xe fes1a 06CTOAT U B chepe TOIIOJ-
HUTEJILHOTO0 00pa3oBaHud IIpU 00yUyeHUU
IeTel Ha /IWOOM aKyCTUUYeCKOM HHCTPY-
MeHTe, KOTjJla IIeflalOT¥ CTaJKUBAITCS C
npobseMaMu He)KeJlaHUS OOJIBIIIMHCTBA
ydamuxcsa® KpomoTjuBO paboTaTh Hap,
IIoCTaBJIeHHBIMU 3amadyaMu’. OQHOM U3
IIPUYUH 3TOTO HeXKeJaHUs MOKeT ObITh
U MOHOTEMOPOBOCTh aKyCTHUYeCKOIO HH-
CTPpyMeHTa. B My3bIKaJIbHOM HCKYCCTBeE,
Kak, BIIpOYeM, B JIIOOOM BHJIE [esTeIbHO-
CTH, IleJjaror HalleJleH Ha TOYHOe BBIIIOJI-
HeHUe BCeX KaHOHOB HCIIOJIHUTEeJIbCKOU
IIKOJIBl (alIlJIMKaTypHass LUCLUILINMHA,
PUTMHUYeCKas OpraHu3alyd U T. 1), YTO Ha
MOHOTeMOPOBOM MHCTPYMEHTE, HaIIpuMep,
dopTenraHo, MOYKeT I10Ka3aThCd CKyYHBIM
3aHgTHeM. HalpoTus, Te Ke caMble y4e0-
Hble 3a/lauyd IIPU HKCII0JIb30BaHUU 3JIEK-
TPOHHOI'0 KJIaBUIITHOTO CHHTe3aTOpa MOTYT
OBITH BeCbMa yBJIeKaTeJbHBIMU® U 6oJsiee
IIPOAYKTUBHBIMU.

KoHcepBaTUBHOCTL 00y4eHUS B COBpe-
MeHHOW MY3bIKaJbHOM IIKOJIE, TJe y4eb-
HBIU IIPOIIecC JO/DKEH OBITh ITOCTYIIEHHBIM
U pasMepeHHBIM, IJie IIepBhIU aKajeMuye-
CKUM KOHIIEPT Y pe6éHKa MOKeT COCTOSATh-
Cs TOJIBKO B KOHIle y4yeGHOTO rofia u T. [,
3a4acTyr OTTaJKHWBaeT COBPeMeHHBIX Jie-
TeU OT 06II[eHUS C KJIaCCUYeCKOM MY3BIKOM.
Pe6éHOK, IT0CTyIIas B My3bIKaJIbHYI0 IIIKO-
JIy, MeuTaeT BBICTYIIaTh, HAYYUTHCSI UTPATh
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TaK >Ke U C TAaKUM JKe COIIPOBOXKIeHHeM, KaK
«B TeJIeBU30pe UT'paJl I Ha aKKOPAeOHe»
(umeq B Bupy II. [lpaHry, 1yaT «basgH-mix»
U T. ., UCIIOJIHUTEJIeM Ha aKyCTHYeCKUX
U IMUPPOBBIX MHCTPYMEHTAX C MCIIOJIB30-
BaHUeM QOHOIrpaMM B KOHIIePTHOM IIpak-
THhKe). [IpruuyéM coBpeMeHHBIN pebEHOK
He 20moe8 Jdamb 3TOr0 pe3yjbTaTa rofa-
MHU. OH CTPEMUTCA IIOJIYYUTE COITHAIBLHYIO
OIL[eHKY CBOEro TBOpYecTBa B KpaTyauIlme
CPOKH, MHa4ye ero jKejaHHe 3aHUMAaTbCsd
MY3BIKOM O4eHb OBICTPO yracaeT. MHOrue
IeTy 6pocaroT o0yyeHHUe B CUCTEMe J0II0JI-
HUTEeJILHOIO 00pa3oBaHu B IIePBBIM yKe 0/l
U BCIIOMHHAIOT 0 MY3BbIKaJbHOM IIIKOJIE C
HEeNIPUATHBIMU 3MOLIUSIMU.

JKestaHue pe6éHKa IT0Ka3aTh ce0s1 Ha KOH-
LIePTHOM CIieHe (Ja>ke IIPU HaJIMUUU BeCcbMa
CKPOMHBIX HCIIOJTHUTEJIbCKUX BO3MOXKHO-
CTeM ¥ HeJIOCTaTOYHOM CTeIleHH OBJIaJIeHUS
6a30BBIMU OCHOBAMM HCIIOJIHUTEJIbCTBA)
MO>KHO peaii30BaTh, UI'Pas Ha COBPeMeH-
HBIX 3JIEKTPOHHBIX MY3bIKaJIbHBIX UHCTPY-
MeHTaxX (KJIaBHUIIHBINM CUHTE3aTop, TUpo-
BOM 6asiH, UOpPOBOe MMAHUHO ¢ QYHKIH-
IMHU CUHTe3aTopa'l). [paMoTHO co3aHHas
IeZjlaroroM apaH>KHMpPOBKa Jlake IIPUMUTHUB-
HOU [IeTCKOM IIeCeHKU MOYKeT IIpeBpPaTUTh
BBICTYILIeHHe pe6éHKa B 0UeHb 3G QeKTHHIN
KOHIIepTHBIY HOMep, UTO CTaHeT He3a0bIBa-
€MBIM I10JI0KUTEIbHBIM OITBITOM COIHaIU-
3aljiy U IIPOOYIUT sKeslaHHe IIPO/0J/DKATh
o0y4eHMe My3bIKe U B JaJIbHeIeM. Haripo-
TUB, Ta Ke IIPUMUTUBHA [leTCKas IIeCeHKa,
UCIIOJTHEHHas Ha popTerraHo, 6asiHe U Ipy-
I'MX aKyCTUYeCKHUX UHCTPYMEHTaX B MOHO-
IYeCcKOU paKType, OyeT MaJ03aMeTHOM U
HeWHTepeCHOU B KOHIIEPTHOM IIporpaMMe.

[IprMepoM AUXOTOMHUU COLIUOKYJIBLTYP-
HOT'O BOCIIPHUATHSA MY3SUIIUPOBAHUA Ha MO-
HOTeMOpPOBOM U II0JIJUTEeMOPOBOM HHCTPY-
MeHTaxX MOJXKeT IIOCJY>KUThb CpaBHeHUe
BOCIIPUATHUS KOHIIEPTHBIX BBICTYILJIEHUN
Ha KOHKypcax-pecTUBAIIX UCIIOJTHUTEIb-
CKOT'0 MaCTepCTBa I10 HallpaBJIeHUIOo GopTe-
IIMaHO, C OJJHOM CTOPOHBI, ¥ Ha 3JIEKTPOH-
HOM KJIABHIIITHOM CHHTe3aTope, C JPYTOu.
ITo csioBaM pojuTesiel, COIIPOBOXKAAIOIIUX
y4yalnuxcsd Ha KOHKYPCHI, My3HUIITUPOBaHUe
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Ha CHHTe3aTope 3acTaBJisgeT JHO0ro Ciy-
maTeJis Bcerga ObBITH B CJIYXOBOM TOHYCE,
TaK Kak Xy/I0’KeCTBeHHbIe 06pasbl, OIIpe/I-
MeYeHHbIe UCIIOJTHUTEe/JSIMU Ha CHHTe3a-
TOpax WX IUPPOBLIX IMAHUHO B 3BYKaX,
BCe pasHble 110 TeMOpaM, CTUJIAM, JKaHpaM,
BU3yaIbHO-ayIHaIbHOU KOMOUHATOPUKe'?,
YTO UHTEPECHO BCeM KaTeropusM 3pure-
JIey, HeCMOTps Ha YPOBeHb MY3bIKaJIbHOMU
II0ATOTOBJIEHHOCTA U 00pa3soBaHHOCTH.
MHorovacoBble KOHKYPCHBIE IIPOCJIYIIIH-
BaHWUJ [10 HanpaBeHU0 IMU He ABIAI0TCA
06peMeHUTeJIbHBIMU® [JIs1 IIPUCYTCTBYIO-
VX B 3aJle, TOI7la KaK Ha KOHKypcax Tpa-
OTUITUOHHOTO GOpPTEeNHUaHHOTO UCIIOJIHU-
TeJIbCTBA KOHIIePTHEIE IIPOC/IYIIIMBAHU Ha
MOHOTEeMOPOBOM HMHCTPYMEHTE, HECMOTPS
Ha, Kas3aJIoCh ObI, pa3HOOOpasHyIo II0 CTU-
JILCTUKE IIPpOrpaMMy, BOCIPUHUMAKTCA
MY3BIKaJIbHO HEeIIOATOTOBJI€HHON I1y6JIH-
KOU KaK MOHOMOHHAA JIMHHASA BepeHUIa
IIMaHUCTOB, OTJIMYAOIIIUXCA IPYT OT LPYTa,
MO’KeT OBITh, TOJILKO TeXHUYeCKUM KOMIIO-
HEHTOM, TO eCTb 6eIJIOCTBHIO TaJIbIIEB.
Apyroil HeMaJIOBa>KHBIA acIleKT COBpe-
MeHHOH KyJIbTYpPbl — HUCII0JIb30BaHUE JIHC-
TAHIIUOHHBIX TeXHOJIOTUX B 00y4YeHUU U
HCIIOJTHUTeJIbCTBe, 1 31ech KaK II0JI0KH-
TeJIbHBIN IIPUMep COXpaHeHUs Tpafguliui
KOHKYPCHOTO JBM)XEHUS U yJeprKaHU:
Ha BBICOKOM IIpodpecCHOHaIbHOM YpPOBHE
IIJIAHKU MCIIOJTHUTEJHLCKOI0 MacTepCcTBa
MO’KHO IpuBecTH 1-U MeXXayHapOogHBIN
KOHKYPC HCIIOJIHUTeJIeH Ha OuckK/asupe
«D-competition», IpoBeféHHBIA B deBpa-
Jle — MapTe 2020 roga KOMIIaHUEMN-IIPOU3-
BOJUTEJIEM 3THUX MHCTPYMEeHTOB Yamaha
COBMECTHO € AccoIfyaliyeri jaypeaToB Mex-
OyHapoLHOro KoHKypca umeHu II.Y1. Yai-
KOBCKOro, /lupekivein MexaqyHapo HOTO
IOHOIIIECKOT0 KOHKypca umeHu II.U. Yaun-
KOBCKOI'0 IIpU y4aCTUU MOCKOBCKOM KOH-
cepBaTopuu uM. II.1. YalKOBCKOro U AKa-
IeMUH MY3BIKHA UM. [HECUHBIX, UYTO TOJIBKO
IIOIYEPKUBAET Ba>XHOCTh HUCII0JIb30BaHUA
COBpPeMeHHBIX MHPOPMAIMOHHBIX TEXHO-
JIOTUY B MY3BIKe" [JI1 COBpeMEeHHOU MY-
3BIKAJILHOM, U — IIIMpe — XyZ0’KeCTBeH-
HOU KyJAbTypbl. KOHKypC «D-competition»
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IIPOBO/JIUTCA C UCII0JIb30BaHHUEM UHHOBAIIU-
OHHOTO aKyCTHUYeCKOIo U IIM$pPOBOro Kia-
BUIITHOTO UHCTPYMEHTAa AUCKIaBUpPaA, Ybs
YHUKAJILHOCTD, II0 CPAaBHEHUIO C PYTUMU
3JIEKTPOHHBIMU WHCTPYMeHTaMHU, 3aKJII0-
4aeTcs B BO3SMOKHOCTU KOMMYTAaITUHU ero C
OPYITUMU AYCKIaBUpPaMU, HaXOQAITUMUCSA
B IPyTrO¥l TOUKe MHUPOBOTO IIPOCTPAHCTBA
(II0 IpUHIUITY MOOUILHOU CBI3U MEXIY
COTOBBIMU TeslepoHaMU). [IpU 9TOM >KIOpU
nosyuaem no/aHyr uH@opmauuro 0 TeXHU-
YeCKUX U APYIUX I1apaMeTpax My3bIKajb-
HOTO UCIIOJIHUTeJILCTBA y4YaCTHUKA KOH-
Kypca He TOJbKO II0 BUIEOTPAHCIILIINY,
HO U Ha6.1100as 3a KAasuwamu U neoanimu
HaXOJAIIerocs PSIOM C )KIOPH OUCK1asupda,
KOTOPBIY CKOMMYTHUPOBAaH C JUCKJIAaBUPOM
y4yacTHUKA KOHKypca. KilaBuiu u nejganiu
UHCTPYMEHTAa CamMoCmosme/ibHO 08u2arom-
€51, IOJTHOCTBI0 BOCIIPOU3BO/II UTPY KOHKYP-
caHTa OHyIaliH. OTMeTHM, UTO ayTEHTUYHO
COXpaHSITCSI BCe peJjIeBaHTHBIE [JIsI HC-
IIOJTHUTEJILCTBA JUHAMUYECKUe U ipyTue
HIOQHCBI, CJIOBHO HCIIOJIHUTEIb HAXOIUTCA
B OJTHOM 3aJie BMecCTe C )KIOpH, a He IZe-TO
B IPyro# cTpaHe (IpuUMep OJHOTO U3 IIPO-
CAyIIMBAaHUM KOHKypca D-competition —
URL: https://youtu.be/YEF10alMRE8).
CireyrOIIUN [IeHHOCTHBIN acCIIeKT 3JIeK-
TPOHHOI'0 MY3bIKaJIbHOI'0 TBOPUECTBA KaK
COLIMaIU3UPYIOIer U CpefoOopraHUu3ylo-
1I1e¥ CUCTeMBI B II0JTHOM Mepe IIPOIBUJICI B
CO3/IaHUHU JIBYX IIPOEKTOB BCEPOCCUMCKOTO
IeTCKOro 06'beJUHEHHOIO BUPTYaJIbHOTO
OpKecTpa CHHTEe3aTOPOB. ITHU IIPOEKTEHI BEI-
3BaJIM OLIyTUMBIA OOII[eCTBEHHBIN pe3o-
HaHC ¥ HeMaJloe KOJIMYeCTBO IIPOCMOTPOB
Ha KaHaJie YouTube. Hes 1 BoIUIOIIeHHE
npoekra npuHamiaexart ILJI. )KuBauku-
HY (MockBa, Menua-1ieHTp «ApT-peso-
HaHC»). B 06beJUHEHHOM OpKecTpe IpHU
IOATOTOBKe KOMHOO3UIIUU «CilaBbCSI» U3
onepsl M.U. I'muHKU «KU3HL 3a Iaps»
y4acTBOBaJIo 83 yyaruxcsa u3 13 ropozoB
Poccuu (BHUZeo 110 cchUIKe: https://voutu.
be/084U9SCYmo0). Bo BTOpOM IIpOeKTe IIpU
IIO/ITOTOBKE M3BECTHOTO «Bajibca IIBETOB»
u3 6Gasera II.M. YanikoBckoro «IllesKyH-
YHK» y4aCTBOBaJIO 60 IOHBIX MY3BIKAHTOB
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u3 12 ropogoB Poccuu (BUZEO IIO CCHIIKE:
https://youtu.be/iKVMcovsyos).

CJIO’KHOCTB 3TUX IIPOEKTOB 3aKJII0Ya-
Jlack B TOM, YTO H3-3a IIaHJEeMHUH KOPOHAa-
Bupyca COVID-19 B mepuop arrpesss — Mast
2020 roga mapTHUHU C eTbMHU pa3sy4YuBaInuCh
IejmaroraMy B JUMCTaHIIMOHHOM pekKuMe
06pa3oBaTeJbHOT0 yU4eOHOTO IIpoIlecca.
JleTaM U IIperniofaBaTesIIM Ha XOA4y IIpH-
IIJIOCH OCBaWBaTh HOBLIE, paHee He OIIpo-
6oBaHHBIE GOPMBI OPKECTPOBOT'0 UCIIOJIHU-
TeJILCTBA.

[IpUyMBIBaJINCh HOBBIE METOAUYECKUE
IIPUEMBI, YTOOBI IIOMOYb BOCIIUTaHHUKAM
CIIPaBUTHCA C II0OCTaBJIEHHBIMHU 3alavyaMHU.
[TapTH¥ 3aIIUCHIBAIUCH JeTHEMH U UX POJIH-
TeJIIMU B JJOMAIIIHUX YCJIOBUAX, B OCHOB-
HOM Ha KaMepbl MOOUJILHBIX TeleOHOB, U
3aTeM IIepechlIaIMCh I1elaroraM, KOTopele
OTIIPaBJIJIM BBIIIOJIHEHHYIO paboTy IJaB-
HOMY MeJHaMeMKepy IIpOeKTa [Jd CBe-
IleHUs U ayJuoMacTepuHra BCeX IIapTUU.
['1aBHas ITEHHOCTD 3TUX IIPOEKTOB:

1) B JYXOBHOM eJUHEHUHU OO0JIBIIOIO
KOJIMYeCTBa JII/IeH I CO3LaHUs O0IIero
neJia;

2) B 60JIBIIIOM HPAaBCTBEHHO-IIATPUOTHU-
YeCKOM BOCIIMTaHHUU MOJIOLOIO IIOKOJIe-
HUA'S, UCIIOJIHABIIEI0 UCKOHHO PYCCKYIO
MY3BIKY;

3) B IOJIO’KUTEJILHOM OIIBITE MY3HUIIHUPO-
BaHUs, II0JIyYUBIIEro 0f006peHNe B COLU-
yMe. BUZIeOpoJIMK IIpOeKTa 3a CYUTAaHHEIe
IHU HabpaJst 1,5 ThICAYU IIPOCMOTPOB.

Bo3smMmorkHa jin 6bL1a mogob6Hasa pabora
I10 IIO/ITOTOBKE ITIaPTHI IIPU UCIIOJTHUTEIIb-
CTBe Ha aKyCTHYeCKOM HUHCTPYMeHTapuu?
/la, BO3SMO>KHA, HO TOJIBKO IIPHU HaJIUYUU
cnenuaiabHoro MKT-o6opymoBaHUd U
OOJIBIIIOr0 OIIBITA He TOJIBKO aHcaMobJie-
BOI'0 MY3UIIUPOBaHUSA, HO U PabOTHI II0[
MUHYCOBBIe GOHOIPAaMMEI, UTO B y4Ye6HOM
IIpoIecce Ha aKyCTUYECKOM MHCTPYMEHTa-
pHH He IIpefyCMOTPEHO IIPOrpaMMHBIMU
TpeboBaHUAMU. K TOMy ’Ke ITO0CpefCTBOM
HUCIIOJIHUTeJIbCTBA Ha IMU B BUPTYyaJIbHOM
OpKeCcTpe CUHTe3aTOPOB ObLyIa cobpaHa BCI
TeMOpaJibHas MaJuTpa CUMGOHUYECKOTO
OopKecTpa, He IIpuBJIeKas IIPU 3TOM MY3BbI-
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KaHTOB U3 IPYIrUX UHCTPYMeHTaJIbHbIX Ha-
IpaBJIeHUN.

[ToxBOAS UTOT BHIIIECKA3aHHOMY, MOXK-
HO KOHCTAaTHPOBAaTh, UTO 3JIeKTPOHHOE
MY3UIIUPOBaHUE B IIUGPOBOM HHPOIIPO-
CTpaHCTBe [7] saBJsieTcsl BOCTPe60BaHHBIM
B COIIUyMe HallpaBJIeHHUEeM Xy[I0>KeCTBeH-
HOI'0 TBOPYECTBA U SBJILETCA aKTyaJlbHbIM
KaK [ JIFI0OUTEILCKOro, TaK U I IIPO-
beccHOHAaJILHOTO MY3BIKAJIbHOIO HCIIOJI-
HUTeJbCTBa. OLHAKO JII060M 3JIEKTPOHHBIHN
HHCTPYMEHTapHuU — 3TO JIUIIL BBICOKOTEX-
HOJIOTUYHOE CPe/ICTBO A1 My3bIKaJIbHO-XY-
0>KeCTBEHHOMU [1eITeJIbHOCTH, «PYKOTBOP-
Had ,My3blKaJIbHasg MallluHa”, 6jaromaps
B3aUMOJEMICTBUIO C KOTOPOM IIPOUCXOSUT
TaWHCTBO 3BYKOTBOPYEeCTBA. ICTUHHBIA MY-

3BIKaHT OKa3bIBaeTCs CII0COOHBIM BEIPA3UTh
BCe HI0AHCHI 3ByYaHUs MHOTOTPaHHOI'0 TeM-
6pOBOro IMPOCTPAHCTBA, IMOLIUMOHATbHBIN
»HaCTpPOM” NOYIIU YesIOBEKa, ero 4YyBCTBa,
IepeXruBaHUs, U XyI0’KeCTBEHHOe BO3/el-
CTBUE MY3bIKH CTAHOBUTCA 0CI3aeMbIM» [13,
c. 70]. ITocpeCcTBOM UCNO/NHUMEALCKO20 UC-
Kyccmea Ha COBpeMeHHOM ITUGPOBOM MY3bI-
KaJIbHOM UHCTPYMEHTapUH B II0JIHOU Mepe
BO3MO>KHO BOILIOIIATH TaKUe 0CHOBOIIOJIA-
ramume QyHKIIUU Xy[0KeCTBEHHOMN KYJIb-
TYPBL, KaK UEeHHOCMHO-COuUaIusupyrouas
(BBejeHUe JIMYHOCTU B aKTyaJbHYI0 IJId
COIIMyMa CUCTeMY HPaBCTBEHHbBIX U 9CTETU-
YeCKUX IIEHHOCTeMN) U Cpedoop2aHu3youas
(cosmaHMe 3CTeTUUYECKU OpraHM30BaHHOU
OKpY KaloIllel Cpensbl).

~p " IOPUMEYAHHA -~ ~A—

1 3mech MBI UIMEEM B BHIy HE TOJILKO

HCIIOJTHUTEJILCTBO Ha CTaBIIUX yoKe
IIPUBBIYHBIMU KJIABUIIIHBIX CHHTE3aTOPax

U IUPPOBBIX MTHAHUHO, TUPPOBHIX OassHAX
(akxopzeoHax), HO U MIDI-Ki1aBUATYpHL,
My3bIKaJIbHble KOMIILIOTEPHI, TN POBLIe
My3bIKaJIbHbIe MO/IYJIH, BUPTYaJIbHbIE
CUHTEe3aTOPBI, — TO €CTh Te «AHCTPYMEHTEI»,
II0CPeJCTBOM KOTOPBIX CO3aéTrcs

U 3aIIMCBhIBAETCH 3JIEKTPOHHASA MY3bIKa.

2 My3BIKaJIbHO-KOMIILIOTEPHbIEe TEXHOJIOTUH.
BrI11. I: 9J1IeKTPOHHEIE MYy3bIKaJIbLHEIE
HHCTPYMEHTEI. Teopud U IIpaKTUKA
UCIIOJTHUTEJILCKOI0 MacTepcTBa. COOpHUK
cratel / CocT. U.B. T'opbyHOBa, K.B. /laBiieToBa.
CII6.: U3g-Bo PTIIV uMm. A.11. TeprieHa, 2017;
My3BbIKaJIbHO-KOMIILIOTEPHBIEe TeXHOJIOTHUH.
Boir. II: IIpo6JieMbl 06pa3oBaHUg U BOCIIUTAHUSA
C IpUMeHeHHeM 3JIeKTPOHHOI0 MY3bIKaJIbHOIO
UHCTpyMeHTapusa. CO0pHUK cTaTel / CoCT.
W.B. Top6yHoBa, E.H. Ba>xykosa. CII6.: 31-BO
PTTIV um. A.W. I'eprieHa, 2017; My3bsIKaJabHO-
KOMIIbIOTEPHEBIEe TeXHOJIOTHUH. BoIIL. III:
JJIeKTPOHHEIEe My3bIKaJIbHbIe HHCTPYMEHTEL.
Teopus ¥ IpaKTHKA UCIIOJTHUTEIbCKOIO
macTtepcTBa. CoOpHUK cTaTel / COCT.

W.B. Top6yHoBa, B.II. YyauHa. CII6.: M31-BO
PTTIV um. A.W. I'eprieHa, 2017; My3bsIKaJabHO-
KOMIIBIOTEPHBIE TEXHOJIOTUH. BhIII. IV:
JJIEKTPOHHEIEe My3bIKaJIbHbIe HHCTPYMEHTBHL.
Teopus ¥ IpaKTHKA UCIIOJITHUTEJIbCKOIO
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MmacTtepcTBa. CoopHUK cTaTel / CoCT.

N.B. Top6yHoBa, K.B. /laBieToBa. CI16.: U31-BO
PTTIV um. A.1. I'eprieHa, 2018; My3bsIKaJIbHO-
KOMIIbIOTEPHBIE TeXHOJIOTHUU. BeIIL. V:
[Ipo6sieMbI 06pa3oBaHUs ¥ BOCIIUTAHUSA

C IpUMeHeHUEeM 3JIeKTPOHHOI'O MY3bIKaJIbHOTO
HHCTpyMeHTapHs. COOpHUK cTaTel / CocT.
N.B. TopbyHoBa, E.A. Baa6anoBa. CII6.: 131-Bo
PTTIV um. A.W. I'eprieHa, 2019; MysbsIKaJIbHO-
KOMIIBIOTEPHBIE TEXHOJIOTHMH. BhIM. VI:
VHKI/II03MBHOE My3bIKaJIbHOE 00pasoBaHUe.
C6opHuK craTteii / CocT. 11.B. T'opbyHOBa,
A.A.ToBopoga. CII6.: 3xa-Bo PTTIV

uM. A.Y. TI'eprieHa, 2019; My3bIKaIbHO-
KOMIIbIOTepPHEIEe TeXHOJIOTHUH. BoIIl. VII:
JJIEKTPOHHBIE My3bIKaJIbHble HHCTPYMEHTEL.
Teopus U IIpaKTHKa UCIIOJIHUTEIHCKOIO
macTtepcTBa. CoopHUK cTaTel / CoCT.

N.B. Top6yHoBa, K.B. /laBieToBa. CII6.: U31-Bo
PTTIV um. A.1. I'epriena, 2020.

¥ Hampumep, MHOTHe UHCTPyMeHTaIbHbIe
My3bIKaJIbHBIE )KaHpPBbI, 0yIy4y Ype3BhIUaiHO
BOCTpeb0BaHHBIMU B XX BeKe (Kak, HaIlpuMep,
HapOAHO-KaHPOBBIM HHCTPYMEHTAIU3M

B Poccuu ¥ Ha II0CTCOBETCKOM IIPOCTPAHCTBe),
TepSII0T CBOXO COLTMA/ILHYIO IIPHBJIEKATEIbHOCTD.
4 PusuUYeCcKoe MOJeJIUPOBaHIeE 3ByKa —
COBOKYIIHOCTH METOZ,0B CHUHTEe3a 3BYKa,

B KOTOPBIX pOpMa BOJIHBI TeHEPHUPYEMOTO
3BYKa BBIUMCJIAETCS IIPU IIOMOIIH
MaTeMaTHU4eCKOU MOZeJIH, COCTOSIer
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u3 Habopa ypaBHEHUU U aJITOPUTMOB JIJIS
CUMYJIAAN QU3UUYeCKOT0 UCTOYHUKA 3BYKa,
0OBIYHO MY3BIKAJIbHOTO HHCTPyMeHTa. Takas
MOZieJIb COCTOUT U3 (BO3MOXKHO, YIIPOII[EHHBIX)
3aKOHOB QU3UKH, OIIPEee/ISIOIINX CII0C00
TI0JIy4YeHUs 3BYKa, U 00BIYHO COJEPKUT
HEeCKOJILKO I1apaMeTPOB, O{HU U3 KOTOPBIX
OIIKCBIBAIOT QU3UUeCKHe CBOMCTBA MaTepHUaJIoB
U pasMepbl UHCTPYMEHTA, JpyTHe —
U3MEHSIOTCS CO BpeMeHeM U OIIMCHIBAI0T
B3aUMO/[eFICTBHE UCIIOJIHUTEJIA

C MTHCTPYMEHTOM (TeXHUKY UCIIOJTHEHUS).
URL: https://ru.wikipedia.org/wiki/®usnueckoe
MOJleJIMPOBaHUe_3BYKa

(JaTa obparteHus: 25.03.19).

> KiunoBad KysabTypa (0T aHri. Clip culture) —
TePMUH, IIpeyIoKeHHEIN 3. TopdiepoM i1a
OIIMCAHU KyJIbTYPHI Pa3BUTHIX CTPaH,
OIIpe/iesIieMOM IOCIIOCTBOM CBOMCTBEHHOI'O
IUISL CPefiCTB MacCOBOM KOMMYHUKAIIUU
crroco6a IIpefCcTaBIeHUsI U BOCIIPUSTHS
uHpopmanmu. OcobeHHOCTH KJIUIIOBOT
KYJbTYPbl — MO3aUYHOCTh

U pparMeHTapHOCTH 006pasa, ero IpKoCThb

U KPaTKOBPEMEHHOCTb, OBICTpasi CMeHa
Ipyrumu u T. 1. URL: https://kartaslov.ru/
KapTa-sHaHUuU/KinmnoBaa%20KyabTypa

(JaTa obparmtenus 01.04.2019).

6 TloxosieHue Z (aHII. Generation Z), Takke
U3BeCTHOe Kak il[lokosieHne, — TepMUH,
IpUMeHsIeEMBIN B MUpe /IJIs1 0003HaYeHUs
TI0OKOJIEHUS JIIO[eH, POAUBIIUXCA IIPUMEPHO
nocsie 1995 ropa. CoorBeTCcTBYeT Teopuu
IIOKOJIEHUH, co3MaHHOU YuibsaMoM lITpaycom
u Huitom XoyBowM. IIpefcTraBUTeIN II0KOJI€HUS
Z aKTUBHO UCIIOJIL3VIOT IJIAHIIIETHI,

VR- u1 3D-peasIbHOCTB. 3a4acCTYH0 TePMUH
«IIOKOJIEHHE Z» pacCMaTpUBaeTCsa

B KaueCTBe CHHOHUMA TepMUHa «ITUGPOBOU
4yejioBeK». To, UTO IIpebIAyIliie IIOKOJIeHUA
HasbIBaJIN «HOBBIMH TE€XHOJIOTUSIMM» KN
«TeXHOJIOTUSIMU OYIYIIEero», sl IIOKOJIeHUs Z
yoKe HacCTosdllee. ITO IIepBOe I10-HACTOAIIeMY
U $pPOBOE IIOKOJIeHME.

URL: https://ru.wikipedia.org/wiki/TTokoseHre_7Z

(JaTa obparmenusd: 10.03.19).

7 IIpo1iecc TUCTAaHITMOHHOTO 00yUeHUs

B arpesie — mae 2020 roza rmotpeboBaJ
IIepeCcTPOMKHU Bcero 06pa3oBaTeIbHOTO
IIpoIlecca B IIKOJIAX, II00YKAasl yUUTEIbCTBO
HUCKaTh HOBBIE 00pa3oBaTeIbHbBIE PeCYPCHI,

B TOM YHCJIe B ceTH IHTepHeT. B pesysbTare,
HeCMOTPSI Ha BCe CJI0KHOCTH JUCTaHIITMOHHOTO
oby4eHUs, [JI1 y4eHUKOB PaCIIupPUINCH
obpasoBaTesibHbIe TOPU30HTHI (3JIEKTPOHHEIE
mrkoJisl P, MHGOYPOK.pY U T. [1.), ¥ yIeOHBIHN
mporiecc ctasa 6osee MTHGOPMATHBHBIM
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U pasHOOOpPa3HBIM.

8 3mech MBI paccMaTpUBaeM «OOJIBIITUHCTBO»
KaK KaTeTOPHUI0 YYIaIlUXCsl, COCTaBJISIOIYIO
TI0JlaBJISIEOITee OOJIBIIUHCTBO KOHTHHTEeHTA

B AIITN u [IMIII. 3T feTH y4yaTcs,

KaK F'OBOPUTCS, «JIJI1 OOII[er0 Pa3BUTHSI»

U He UMEeIOT 11eJIbI0 lajJbHellIlee
npodeccoHaIbHOE 00yUeHHe MY3bIKE.

° B03MOKHO, MMEHHO II09TOMY B CHCTEME
MY3BIKaJIBHOTO 06pa3oBaHus cTajo 6osee
BOCTPe60BaHHBIM BOKaJIbHOE UCIIOJTHUTEIHCTBO
Kak 6oJiee IIpoCTOe.

10" KOHeUYHO, 3TO BO3MO>KHO IIPU HaJIUUUH

y Ilefjarora He0OXOAUMBIX KOMIIEeTeHITUHN

B OCBOEHUHU MY3bIKaJIbHO-3JIeKTPOHHBIX
TEXHOJIOTUU ¥ UHTEHITUH K OpraHu3aruu
HHTEPeCHOT0 U Pa3HOILJIAHOBOTO 00yUYeHUs

B CBOEM KJlacce.

1 TTudpoBble MUAaHUHO €CTh IBYX
pasHOBHUIHOCTe: 1) aHaIOT aKyCTHUYeCKOIo
dopTenraHoO ¢ fo6aBIeHUEM MUHHUMAJIHHOTO
KoJyin4uecTBa QYHKITUMI (METPOHOM

U 5-7 TeMOpPOB — HaIIlpUMep, OpraH, KJIaBeCHH,
CTPYHHBIE); 2) aHAJIOT aKyCTHYEeCKOT0
¢dopTenraHo ¢ QyHKITMOHATbHBIMU
BO3MO>KHOCTSIMH KJIaBHUIITHOTO CHHTE3aTopa
(moytMTEMOPOBEIN, HAJTHYHE ITaTTEPHOB
CTHJIEH, 3aIIHCh SONG U T. [I.), YTO OTKPEIBAET
OO0JIbIIIME TIePCIIeKTHUBEI [JIS1 pealn3aliu
TBOPYECKOI0 II0TeHI[Hala My3bIKaHTa.

12 Ha KOHKypCax 3JIeKTPOHHO-MY3bIKaJIbLHOI'0
TBOpPYEeCTBa UCIIOJHUTEIb MOKET UCII0JIb30BaTh
CIIeITHaJbHO IIPUTOTOBIEHHBIN BUEOPSIT,
TAFOIIUMI JOIIOJIHUTELHYI0 «II0/ICKA3KYy»
3pUTeJI0 K IIOHUMaHUK Xy/I0’KECTBEHHOT0
obpasa, co3jlaBaeMOro UCIIOJIHUTEIEM

B KOHIIEPTHOM HOoMepe. [Io106Hor0
ayAHO0BU3YaJIbHOTO CHHTE3a Ha TPASUITOHHBIX
KOHKYypCax UCIOJHUTEIeH Ha aKyCTUYEeCKUX
HHCTPYMEHTAax HeT.

13 Hampumep, BcepoCCUMCKHUI KOHKYpPC
3JIEKTPOAaKyCTUUECKON MY3bIKU IS OaPEHHbBIX
nerert «DEMO» (CaHKT-IleTep6ypr),
BcepoCCUMCKUM KOHKYPC 3JIEKTPOHHOM

U KOMIIBIOTepPHOUN MY3BIKH (MBITHIIY,
MoOCKOBCKOM 00J1.) ¥ IIp.

14 TlocsemHue COOBITHS, CBI3aHHBIE

C IaHeMHel KOpOHaBUPYCHOU UHEKITUN
COVID-19, o6Ha)KuIH IIPO6JIEMBI JaIbHEHIIIETO,
HalnpuMep, KOHKYPCHO-QeCTUBAaIbHOTO
IBIDKeHUSL. MHOTHe My3bIKaJIbHble KOHKYPCHI
HUCIIOJTHUTEJIHCKOT0 MacTepCTBA IEPEeXOIAT
160 B popMaT OHJIAHH-TPAHCISAUHN, JIH00
IIPOXOJAT B popMaTe KOHKypca

110 BH/I€03aIIHUCIM, UYTO, KOHEYHO, He TaéT
00beKTUBHOM KapTUHBI HU 00 YMeHUU
y4acTHHKA Jlep>KaThbCs Ha CIeHe,
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HU 0 MacTepCTBe BJIaJleHUs 3BYKOM, TaK KakK
B pe’KHMe BUJle03alrcH (HallpuMep,

Ha MOOMJIBHOM TeslepOHe UM IJIaHIIIETe)
3HAUUTEJbHO UCKaKaeTCs, Cy>KaeTCs
OUHaMHU4YecKas [IaJuTpa UCIIOJTHEeHUS.
VickiIroueHMe COCTaBJISIOT 3aIlHCH,
BBITIOJTHEHHBIEe Ha KaUeCTBEHHOM alraparype
B pe’KHMe PYYHOI'0 YIIpaBJIeHUs HaCTpOUKaMH
3BYKa.

15 Cwm.: TopbyHoBa U.B. UHpOpMaIIOHHBIE
TeXHOJIOTUHU B My3bIKe. T. 1: ApXUTeKTOHUKA
MY3BIKaJIbHOIO0 3BYKa: yuebHOe Imocobue

IJISL CTYIeHTOB BBICIINX YUEOHBIX

3aBeJleHUM, 00yJaroIxcsl 110 HallpaBJIEeHUI0
«ITemaroruyeckoe obpasoBaHue». CII6.: U3a-Bo
PI'TIV M. A.U. T'epriena, 2009. 175 c.;
T'opbyHoBa U.B. UTHQOpMaIIOHHEIE
TeXHOJIOTUHU B My3bIKe. T. 2: My3bIKaJIbHEbIE
CHHTe3aTOPRI: yuebHOoe ITocobue 151 CTYAeHTOB
BBICIITUX YUeOHBIX 3aBeJleHU, 00yJIaroInuxCs
110 HalrpaBJieHUIo «Ilerarormyeckoe

obpasoBaHue». CII6.: 3a-Bo PITIV

uM. AW TeprieHa, 2010. 215 c.; Top6yHoBa U.b.
MHpopMaIIOHHBIE TEXHOJIOTUHU B MY3BIKE.

T. 3: My3bIKaJIbHBIU KOMITLIOTED: YuebHOe
rocobue 11 CTYAEHTOB BBICIINX YIeOHBIX
3aBeJleHUM, 00yJaroIuxcsl 110 HallpaBJIEHUI0
«ITemaroruyeckoe obpasoBaHue». CII6.: U3a-Bo
PI'TIV uM. A.W. T'epriena, 2011. 411 c,;
T'opbyHoBa WU.B., 3aauBagasiii M.C.
MHbopMaIiOHHEIe TEXHOJIOTUU B My3bIKe. T. 4:
MysbIKa, MaTeMaTHKa, THGOpMaTHKa: yaebHOe
rocobue 11 CTYAEHTOB BBICIINX YIeOHBIX
3aBeJleHUM, 00yJaroIuXcs 110 HallpaBJIEeHUI0
«ITemaroruyeckoe obpasoBaHue». CII6.: U3a-Bo
PTTIV uMm. A.Y. T'epriena, 2013. 190 c.

16 [TepBBIi IIPOEKT «CIaBbCSA» IIOSIBUIICS

B ceTy MHTepHeT K 9 Mmaa 2020 roxa,

4TO BOCIIPUHUMAJIOCE TeTbMH KaK I10/JapOK
BeTepaHaM K 75-eturo [To6ensl,

TI03TOMY IIPOEKT TOTOBHJICS C 60/IBIITUM
BOOJYIIIEBJIEHUEM.
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Hecky4yHBI€ 3TIOBI
B Kj1acce ¢pyieuThI

OIHOU 13 Ba)KHEUIIINX 3a/1a4 BOCIIUTAHUSA
HaYUHAIIEeT0 My3bIKaHTa SIBJISIETCS Pa3BUTHE
TBOPYECKOT0 BOOOpakeHMs. Pelrarontyro
POJIb B 3TOM IIpoIiecce UrpaeT GOpMHUPOBAHIE
YCTAaHOBKY Ha HABBIKHU B3aUMO/IeICTBHUS
OTHOIIIEHUH C aBTOPCKUM ITPOU3BeIEHUEM:
CO3JIaHIe UCIIOJTHUTEIBCKOIO TeKCTa, TO eCTh
ero MHTepIpeTanuy (IIpobjieMHasi CUTyarys
«Ecyy 6BI peJaKTOPOM OBLI 4...»), IUOO ero
TPaHCKPUIITHY, apaH>KUPOBKU («X0Uy CTaTh
KOMIIO3UTOPOM»). PellleHle Ha3BaHHBIX 3a/1a4
(mo cyTu — U306peTaTesIbCKUX) U yUacTHe B
IPOOJIEMHBIX CUTYaIIHsIX CTAHOBUTCS I10 CHJIaM
Jla>ke 0c060 0TapEéHHBIM YUeHHUKaM JIMIITh
IPU YCIIOBUU IIPaBUJILHO pa3paboTaHHOMN
TeXHOJIOTUH B3aUMO/IEMCTBUS C TEKCTOM.
ITomo6HBIH OITLIT M3BeCTeH B Poccuu
¥ 3a pybe>koM, pazpaboTaHbI 06pas3Ilhl 3alaHUHN
U yueOHBIEe II0COOMs, HallpaBJIeHHEIe
Ha BO3MO>KHOCTh IIPUMeHeHUs] THHOBAITHOHHBIX
TEXHOJIOTHUH B paboTe ¢ HAUMHAKIIUMU
IIMaHUCTaMU. B ipefyiaraeMoi cTaThbe
aBTOPOM TPaHCJINPOBaHa B KJIacC QJIeNTHI
TEXHOJIOTHSI pabOTEI 110 Pa3BEPTHIBAHUIO
IIePBUYHOI0 aBTOPCKOI'0 TeKCTa Ha OCHOBE
TOPU30HTAIBHOIO ¥ BEPTUKAJIBHOTO AHAJIOoTa,
HU3JI0’KeHHas B y4eOGHOM I10C06uH
E.T. IllepbaxkoBOM «HeCKy4YHbIE 3TIOIBI»

B KJ1acce GOpTeIraHo.

KJirroueBsble ci1oBa:

My3bIKaJIbHbIE THUaJIOTH, QpjieliTa

U GOpTeINIaHO, My3bIKaJIbHbIe TPAHCKPHUIIITUH,
Ipeobpa3oBaHe aBTOPCKOTO TEKCTA,
WHTOHAITUOHHEBIE 3TIO/HL.
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Diverting Etudes
in the Flute Class

One of the most crucial tasks for educating
the beginner musician is the development
of his artistic imagination. A decisive role
in this process is played by the formation
of the musicians’ attitudes towards the skills
of interaction of their relationship with
the composer’s music: the creation
of the performer’s text, i.e., its interpretation
(the problematic situation “If I were
the editor...”), or its transcription or
arrangement (“I wish to become a composer”).
The solution of the indicated aims (which,
essentially, relate to the musicians’
inventiveness) and the participation
in the problem situations becomes manageable
even for especially gifted students only
upon the condition of a correctly elaborated
technology of interaction with the musical text.
Such experience is well-known in Russia
and in other countries, specimens
of assignments and tutorial manuals directed
at the possibility of application of innovational
technologies in work with beginner pianists
have been developed. In this article the author
offers to instructors of flute performance her
technology of work on unfolding the primary
authorial musical text on the basis of horizontal
and vertical dialogue expounded
in E.G. Shcherbakova’s textbook “Neskuchnye
etyudy” [“Diverting Etudes”] in her piano class.

Keywords:

musical dialogues, flute and piano,
musical transcriptions, transformation
of the authorial text, intonational etudes.
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CTOPUYECKU B IIpaKTHUKEe MY3UIIHPO-
BaHW CJIOXKUJIMCH [IBa THUIIA OTHOLIIE-
HUH C TEKCTOM: pe2/laMeHMuUpo8aH-
Hblll — Ha OCHOBe UHmMepnpemayuu 1epBo-
HavaJbHOI'0 aBTOPCKOr0 TeKCTa (YpTeKCTa)
U C80000HbLU (eT0 IIepesioyKeHue, apaHIKU-
POBKa, TPAaHCKPHUIILs). Ml B TOM U B PyTOM
CJIy4dae BCE 3aBHUCUT OT CTelleHU [TIOHUMaHUs
MY3bIKaHTOM 3aKOHOB CMBICJIOBOM OpraHu-
3al[My TeKCTa. B HaIlIMX MEeTOAUYECKUX IIy-
6yMKarMiax «M3 onbITa paboThI Ilefjarora-My-
3BIKaHTa» PeryJsgpHoO IIpejjiaraeTcs HOBas
“HpOpMaIMg Ha OCHOBe IIPaKTUYeCKOH [ie-
ATeJbHOCTU ¥ UHHOBAIIMOHHBIX YUeOHBIX
II0COOUM, B KOTOPBIX IIPeLyCMOTPEHO COB-
MeCTHOe TBOPYEeCTBO YUUTeJd U YUeHUKa
Ha YpOKe, a TaKKe aKTUBHOe IIpHMeHeHUe
a”caMbJieBBIX GOPM MY3UITUPOBAHUS.

HcrioJtTHeHHWe MHOTUX COUMHEHUM B aH-
camb6JIe B YCIIOBUAX JOMAIITHET0 MY3HUIIHUPO-
BaHU4 OBLJIO pacCIIpoCTPaHEHO B My3ULIUPY-
roreit KysabType XVII-XVIII BekoB. X0Td B
Ty IIOPY CYI[eCTBOBAJIH /iBa THUIIA HOTHOM
3allUCHh — napmumypa U K/1asup, BCE Ke B
OBITOBOM MY3UIIUPYIOIEN cpejie IIpeiIio-
YyTeHHe OT[aBasIoCh KJIAaBUPHOMY TEKCTY
KaK yl06HOMY CI10C00y CBEPTBIBAHUA I10JI-
HOM ITapTUTYPHI. KilaBUPHBIM TEKCT UCII0JI-
HSJICS BO MHOKeCTBe BapUaHTOB pasjiny-
HBIM COCTaBOM MY3BIKaHTOB. Cpequ HUX
BeJylllee 3HaYeHUe KaK COJIbHBIN MeJIo/Iu-
YeCKUU UHCTPYMEHT uMeJia ¢Jeiita. B co-
BpEeMEeHHOM IIPaKTUKe aHCaMOJIeBOU UT'PHI
TEKCTBI CYUTHIBAIOTCS UCIIOJIHUTEIEM TOJIb-
KO B $opMe 3aIlCaHHON HOTaMH, TOTOBOH
IJI UCIIOJTHEHUS IIapTUTYPHL.

HcKyccTBOM pasBépTHIBAHUSA KJIaBUP-
HOI'O TeKCTa B aHCaMOJIeByI0 IIapTUTYpPY
COBpPEeMEHHBIN UCIIOJIHUTEJIb, KaK IIpaBHU-
JIO, He BJIaJieeT. BMecTe ¢ TeM, 3Ta BIIOJIHE
LOCTyIIHasl U KpeaTUBHas ¢opMa My3H-
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IUPOBAaHUS MOTJIa 6Bl HAWUTU JOCTOMHOE
IIpUMeHeHUe B 00y4eHUHU HauYMHAIIUX
MY3bIKaHTOB.

OCHOBOM TeXHOJIOTUU Pa3BEPTHIBAHUSI
KJIaBUpa B IapTUTYPY CIYKUT CTPYKTypa
ayasora. 9To OfHa U3 BeyIUX YHUBepca-
JIMY My3bIKAJIbHOI'O SI3bIKa U pPUTOpUYecKast
KOHCTPYKITUSI My3bIKaJIbHOU peyu.

[IpUCTYyIUM K OCBOEHHUIO Ha IIpaKTUKe
TeXHOJIOTUU PasBEPTHIBAHUS KJIAaBUPHOTO
TeKCTa B IapTUTYPY.

dTrop JI. IlTutTe (1iprMep Ne 1), HarvicaH-
HBIN JUI QOopTennaHo, IIpe0cTaBIseT BO3-
MO>KHOCTB UT'PaTh €ro B Pa3JIMYHBIX aHCaM-
6JIeBBIX IIaPTUTYpax KpeaTUBHO, Ha OCHO-
Be 20pU3OHMA/TbHO20 0UA/102a C YIaCTUEM
IBYX IIAPTHEPOB: GJIeUThI U GOPTEIIHaHO.

ITopsidok ueposwvix deticmaeutl

1. doprenuaHo U QuelTa HUCIIOJTHSAIOT
MeJIOJUYeCKHre MOTHUBEI BCeH IILECh] B [Ha-
JIoTe TI0 OYepeny, APYT 3a APYroM: IIepBBIA
MOTUB — ¢QopTellaHO, BTOPOX MOTUB —
¢retita (1+1). AKKOMIIaHEMEHT $opTellra-
HO 3BYYMT IIPU 3TOM HeIIPpePLIBHO.

CepenuHHas KageHIUs (TaKThl 7 U 8) U
3aKJIIOUNTeIbHad KaJeHITUA (TaKThI 15 1 16)
UCIIOJIHAIOTCS IIOJTHOCTHI0 Ha GOPTeIIraHo.

2. B TOM Ke CTPYKType TOPU30HTAIBLHOIO
nyasiora GIeUTUCT YUTaeT HOTHBIN TeKCT U
UCII0IHAET QIeTOBBIe MOTUBLI B UHBED-
cUH (CIIpaBa HajleBo).

3. 9TI0[, HUCHIOJIHSEeTCd QOopTelIHaHO U
GJIeiTON B AUaIOTUYeCcKOM CTPYKTYpe Clo-
JKeTa «IJX0»: KaKAbIM TaKT IIOBTOPSAETCS
UCIIOJIHUTeJIeM JIBaKAbl. Periuka ¢opre-
nraHo (T. 1) IPo3BYUYHUT Ha QOpPTe, «3X0» Y
¢bJirelThI (IOBTOP MOTUBA 1-T0 TaKTa) — Ha
IUaHo. /lajlee — aHAJOTUYHO: peIlyIuKa
¢oprenuaHo (T. 2) — Ha QopTe, «3X0O» ¥
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¢GJ1eTHI (ITIOBTOP MOTUBA BTOPOTO TaKTa) —
Ha mMaHo. 1 Tak 710 KOHIIa IIbeCkl, JIU00 10
CepegUHHOIO KajaHca (B pesyjbTaTe IIO-
BTOPOB KOMIIO3UIIWS YBEJIUYUTCI BJIBOE,
IIepBbIH pasnes 6yzeT paBeH 16 TakTaMm).

B 3Tr071€ A. JlemyaHa (mpumep Ne 2) 4éT-
KO 0003HayeH TOPU30HTAJIbHBIN [HAJIOT
MOMmMueo08: peIIuKU GopTeIraHo U GpIeUThI
YyepeayrTcd APYT C APYToM (II0 I10JITaKTa).

ITopsidok ueposwix deticmautl

1. [TapTHEPHI UCIIOTHAT TOPU30HTAIHLHBIN
ZaJIoT, 0003HaUYeHHBIM B HOTHOM TeKCTe.

2. ITapTHEPHI UCIIOJIHAT TOPU30OHTAIbHBIN
Iuasior ¢uierTsl U poprerriaHo (Jirbo popTe-
IIHaHO U (QJIENTHI) B CIOKETe IPOCTPAHCTBEH-
HOM KapTUHBIL: PeIUIUKU QopTe Cco3xanyT

WJIIO3UI0 GJIM3KOTO PacCIIOIOKeHUs 3ByYa-
I11eTr0 MHCTPYMEHTA, a [IMaHO — «LAJIEKOTO0».
B npyrom dtroze ITutTe (tiprMep Ne 3)
TOPU30HTAJIBHBIN JUAJIOT OY[eT CUHTAKCH-
YeCKHU II0CTPOEeH Ha peIlIuKax ¢gpa3s (4+4).

ITopsidok ueposwix deticmauil

1. dopTennraHo HUCIOJHUT IIepBEIE pe-
IUIMKKU auaJiora (TakTel 1-4, 9-12). dieit-
Ta — MeJIOOUI0 B OTBETHBIX peIlsIMKax
(TakThl 5-8, 13-16) Cc mepeHOCOM MeJIOqUU
Ha OKTaBYy BBepX. Bo BpeMsi COJIMpPOBaHUS
GJIeThI TapTHUI0 GOPTEIIMaHO JJIA II0JIyYe-
Hudg 3¢pdeKTa pasBEPTHIBAHUSA 3Bydalllei
HapTUTYPHI UCIIOJTHUTEJIb JOJDKEH ChIrpaTh
IBYMS pyKaMHU, yiBauBasi B HUDKHIOK0 OKTa-
BY CUJIbHBIE JI0JIU TaKTOB.
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2. IlepBble peIIMKH quasora (TakTel 1-4;
9-12) UCIIOJTHUT ¢JIeliTa B COIIPOBOKIeHUU
¢opTenraHoO, UTPAIOIero CBOIO ITAPTUI0
IBYMS pyKaMU C YIBOeHHBIM 6acoM. OTBeT-
Hble peIUIUKU (TaKThl 5-8; 13-16) ceirpaer
doprenuaHo.

Crrenyroruii ipumep (tipuMep Ne 4) ripe-
cTaBJisgeT c060M rpaduueckoe U3obpakeHue
CIIeHBI MY3HUIIMPOBAHUA C BOSMOKHEIM y4a-
CTHUEeM COJIUCTa-QJIeNTHUCTa U OPKECTPOBOIO
Tutti.

ITopgagoKk IIPOH3HECEeHUs PeIIUK B Op-
KeCcTpe 4éTKO M300pa’kéH B HOTaX B BHU/JE
TOPHU30HTAJIBLHOTO Arasora. CIoJaHUTe M
(prerTUCTY UM THMAHUCTY) IPENCTOUT Chl-
IrpaTh 3TOT 3TIO/ B POJIEBOM UIPe, UCIIOTHUB
CBOM ITIaPTHUU COOTBETCTBEHHO U300paskéH-
HBIM B I'padrKe HOTHOTO TeKCTa pelInKaM
cosucra (psrerita) u Tutti (hopTenrmaHo) .

B atroge K. UepHu (ripumMep Ne 5) cBEp-
HyTas OpKeCTpoBasd IIapTUTYypa IIpefcTaBIie-
Ha B U300pa’keHUU BepTUKaJIbHOI0 JUaJIo-
ra COJIMCTa U opKecTpa. IIapTHEPEI CMOIYT
UCIIOJIHUTB €T0, Pa3BEPTHIBasi B IAPTUTYPY
IIyTéM CUUTHIBaHUS CBOUX PEILIUK B popTe-
IIMaHHOM 3aIIUCH.

ITopsidok ueposwix deticmautl

1. ®IeUTHUCT UCIIOJTHUT MEJIOTUIO COJIO.

2. I[IMaHUCT CHITPaeT CBOIO IIaPTHIO IBYMS
PyKaMu. ITO 1acT eMy BO3MOKHOCTb pasBU-
HYTb aKyCTUYeCKOe IIPOCTPAHCTBO TeKCTa:
IiepeHecTHy 6ac B JIEBOM pyKe Ha OKTaBY BHU3
U aKI[eHTUPOBaTh CHUJIbHBIE TOJIH KaKI0I0
TaKTa (quasi-BUOJIOHYEIN ¥ KOHTpabacel).

3. UcriosiHUTeIM BapbUPYIOT CIleHapUH,
UCII0JIb3YsI HABBIKU IIPEIbIYIITUX 3ajaHUN:
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CBITPATh IIbECY B COUeTaHUHU BePTHUKAJILHO-
I'0 YU TOPU30HTAJIbHOIO AUAJI0r0B (KOMOU-
HaIlUU aJITOPUTMOB MOTYT OBITH pa3HBIMU).
Hanpumep:

1) 1-94 1 3-9 ¢passl (TakThl 1-2; 5-6) —
TOPU30HTAJBHBIN AUAJIOT: 3XO0 COJIbHBIX
peruviuk (poprenuaHo — ¢Jeita). 2-1 U 4-1
¢pasel (TakTel 3-4; 7-8) — OpKecTpoBOe
Tutti B ¥crioJtTHeHUU GOpTEIIHaHO.

2) B TOM Xe MOJeId COUeTaHUS BepTHU-
KaJIbHOTO U TOPU30HTAJIBLHOIO JIUAJIOTOB
¢dJiieiiTa MOXKeT UCIIOJIHUTH COJIbHBIE pell-
JIMKU B UHBepcuH (TakTel 1-2; 5-6), 1160
yepenys B YKasaHHBIX TaKTaxX HallpaBJie-
HUS IBU)KEHUsI MOTHUBOB.

B Otropax YepHu u IIurTe (IpUMepHI
Ne 6, Ne 7, Ne 8) BO3MO>KHBI aHAJIOTUUHBIE
IeCTBUA I10 COBMEIIeHUI0 BePpTUKAIBbHOTO0
U TOPU30HTAJIBHOIO [HAJIOTOB.

ITopsidok uzposwvix deticmautl

1. dyediTa 1 popTEenHUAHO HUCIIOJTHIIOT
IIbeCy B BepTUKAJIBLHOM Auasiore. IlapTus
¢opTernraHo 3BY4YUT B aKyCTHUYECKOM IIPO-
CTPaHCTBe qUASi-CTPYHHBIX MTHCTPYMEHTOB
C IBYPYYHBIM pasBépThIBAHUEM TeKCTa B
durypanuu CKpUIoK (IrpaBas pyka), I10J-
Iep>KUBaeMbIX aKIleHTaMU Ha CUJIbHBIX (M
OTHOCHUTEeJIbHO CUJIbHBIX) J0JIAX qUASI-BUO-
JIOHUYeJIeH (JIeBas pykKa).

2.B 1-1 u 3-u ¢ppasax (TakTel 1-2; 5-6)
napTusa GopTeraHo BCTYIIaeT B TOPHU30H-
TaJIbHBIU AJI0T C MeJIOAUYeCKUMU pellIu-
KaMU QJrerThI (TaKkThl 3—-4; 7-8).

3. MeHsieM II0CJIe[JOBATEJbHOCTEL pe-
IIMK: 1-9 U 3-9 ¢passl (TakTel 1-2; 5-6)
3By4aT B BePTUKAJILHOM JUajore QpJeHThl
U ¢opTerniaHo. OTBETHYIO PEeIJIUKY TOpU-
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30HTAJILHOTO auaJiora (TakThel 3—-4 u 7-8)
urpaet ¢opTernraHo.

ITpuMepsl Ne 7 1 Ne 8 MOTYT OBITH UCIIOJI-
HeHBI Ha 0CHOBE JIF060T0 U3 IIpe/IJIO’KeHHBIX
BBIIIIe ClleHapueB. HeCOMHEeHHO, y4aCTHUKHU
aHcaMOJIs I10JIy4aT HOBBIU XY 0KeCTBeH-
HBIM pe3yJIbTaT U TBOPUYECKOe yA0BJIEeTBO-
peHre 0T KpeaTUBHOM paboThI 110 IIpeobpa-
30BaHUIO IIEPBUYHOIO TEKCTA.

F'opusoHTa/IbHBIE U BePTHUKAJIbLHBIE [Ha-
JIOTH BCTPEYaroTCs BO MHOKeCTBe TeKCTOB
KJIACCUY€eCKOM My3bIKH. OHU JAI0T BO3MOXK-
HOCTb OPMEHTHPOBATLCS B paclIpee/IeHUH
MaTepuasia MeXkay apTHEpaMU B YCIO0BU-
AX aHCaMOJIeBOM UTPHI C I1eJIbI0 PasBEPTEI-
BaHMA KJIaBUPHOIO TEKCTa B IIAPTUTYPY U
Ipeo6pasoBaHus IIEPBUYHOIO0 aBTOPCKOTO
TeKCTa BO BTOPUYHBIN.
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CMBICJI0BasA AeTaJIu3anus
MY3bIKaJbHOI'0 TeKCTa

B paboTe c HAUMHAIOIUMHU
ruTapucTaMu

[Iporenypa TPaKTOBKH COEPrKaHUS
H3y4daeMOU IIbechl B UCIIOJTHUTETIbCKOM KJIacce
3a4acTyI0 CBOUTCS K BOCIIPOU3BEIEHUIO
BepCHUH, CO3LAHHOU IIpenoiaBaTeseM.
OCHOBO COBMECTHOU C YUEHUKOM
HHTepHIpeTaliy COUMHEeHUN MOKeT CIIYKUTh
nporiecc QyHKIIMOHUPOBAHUS CEMaHTHUECKUX
$Uryp B KOHTEKCTE My3bIKaJIbHON TEMBL.

Eé cMpIC/IOBast OpraHU3aIyis HeBO3MOKHA
6e3 obpalreHHUsI K 0CHOBOIIOJIaTa0IeMy
TIOHATHIO CEMaHTUYeCKOT0 aHa/Inu3a —
HHTOHAIIMOHHOM JIEKCUKe, CYMMUPYIOIEH
IpefcTaBJIeHus 00 HHTOHAITMOHHOM
cJI0Bape KOMIIO3UTOpPa U CO3/JaHHOT0 UM
npousBefieHUs. TakuM 06pa3oM, CMBICIIOBAs
IleTaju3arus T0JoKHA ObITh 6a30M

IJI1 00 beKTUBHOTO aHa/IM3a 06pasHo-
CoJlepKaTeIbHOTO acIleKTa IIPOU3BeIeHUs.

B cTaTbe paccMaTpUBaeTCsa
HUCIIOJTHUTEJIbCKAasI TPaKTOBKA MY3bIKaJIbHBIX
IIPOM3BeJieHUM B KjIacCce TUTaphl
IJIS1 HAUMHAIOIIINX HAa OCHOBE aHaJIN3a
CMBICJIOBBIX CTPYKTYP TEKCTa B KJIaCCHYeCKOM
U COBpeMeHHOU My3bIKe. [[prMeHeHHe
TEeXHUKU CeMaHTHUYEeCKOT0 aHaJIn3a CTaHeT
IJISI HAUMHAIOIIeTr0 My3bIKaHTa HaJ[é>KHBIM
CPeZCTBOM JIJI1 COBMECTHOTIO C yUUTEeJIeM
TIOMCKA UCIIOJTHUTEJIbCKUX PelleHUH.

The Semantic Explicitization
of the Musical Text in Work
with Beginner Guitarists

The procedure of interpreting
the content of the musical composition studied
in a performance class is often reduced
to reconstituting the version created
by the instructor. The foundation of the joint
interpretation with the pupil
of the compositions may be served by
the process of functioning of semantic figures
in the context of the musical theme.
Its semantic organization is impossible without
turning to the foundational concept of semantic
analysis — the intonational lexis,
which summate the perceptions
of the intonational vocabulary of the composer
and the musical work he created. Thereby,
the semantic explicitization must be
the basis for objective analysis of the musical
composition’s figurative-content aspect.

The article examines the performers’
interpretations of musical compositions
in beginners’ guitar classes on the basis
of analyzing the musical text’s semantic
structures in classical and contemporary music.
For the beginner musician application
of technique of semantic analysis will become
a reliable source for a joint search
for performance solution together with
the instructor.
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OBpeMeHHas TuTapHas KJlacCcuyecKas

My3BbIKa I MJIAJIINUX IIIKOJIbHUKOB

B /IMIII oTsimyaeTcss MY3BIKaJIbHO-
CThI0, 00Pa3HOCTHI0, TEXHUUYECKOU JOCTYII-
HOCTBI0. O6 3TOM CBH/I€TEJIbCTBYIOT MHO-
TOYMCJIIeHHbIe 3aroJIoBKU: «Ha Jomangke»,
«bosTyimiku», «/[roimoBoyka» (JI. UBaHo-
Ba); «IIporyskar, «I yMer IIpeIraTh yepes
JyXW», «3aKJIWMHaHUe orHsa» (M. Pexun);
«TanHCTBeHHBIE IIarmu», «4acel ¢ KyKyIII-
Ko», «Menysa Ha ocTpoBe dibba» (B. Kos-
JIOB»); «30JIOTBIe PBIOKU», «ByMaKHBIA
Kopabauk», «Bo3nyiiHeii smei» (H. Komr-
KHWH) U T. I. AHaJIU3 IIbeC MHOTUX HOTHBIX
COOPHUKOB — XpecToMaTHUH, albO60MOB
IJIsI HQUMHAIOIIUX TUTapUCTOB — II0KAa3bl-
BaeT, 4TO 37jeCb HeMaJIO IIPOU3BeleHUH C
3aroJIOBKaMHy, II0J0OHBIMU BBIIIIeHa3BaH-
HeIM: C. CapogH, «/lynouka»; JI. KepIiHep,
«BecéseIi mapeHek»; JI. KoraH, «)Kaso6a»;
I1. BacuibeB, «Cepbé3Has ucrtopus»; JI. Ko-
raH, «Houbo». ECTE ITbeChl ¥ C HEOIIpe/e/IEH-
HBIMU Ha3BaHUAMU (B. 'epirreiiy, «[Ibeca»;
B. AnuresesioB, «IIbeca»), BHISBIBAKOIIIUMHU
3aTpPyAHEHUs B OIIpe/le/IeHUH UX Co/leprKa-
HUA. HeKoTopele IIperoiaBaTesId yoexe-
HBI, YTO B IIbecax KJIaCCUKOB I'UTapkl C He-
KOHKpPEeTHBIMH 3arojioBKamMu — Andante,
Andantino, Aria, [Ibeca U T. II. — HeT IpKOX
06pasHOCTH, OHU SAKOOBI HAIIMCAHBI [JIA
pelleHUsa OIpeneséHHBIX TeXHUYEeCKHUX
3ajay, 6y yuyd OCHOBAaHHBIMU Ha CKYYHBIX
apIe/pKUo, MHTepBalaX U MHBIX TpaMMaTH-
YeCKHUX CTPYKTypax Tekcra. C 3TUM HeBO3-
MOXKHO COIJIACUTHCS, TaK KaK KOMIIO3UTOP
B HOTHBIX 3HaKaX IIEPBUYHOI'0 aBTOPCKOIO

TeKCTa TOHKO U U300peTaTeIbHO 3aIIudpo-
BBIBaeT 3a/lyMaHHOe UM COoJlep KaHHUe.

3HauuTeJbHOE COLENCTBUE B IIOCTIKe-
HUU TOHKOCTEH cofiepKaTe/IbHBIX aCIIeKTOB
My3bIKaJIbHBIX IIPOU3Be/IeHUN CII0COOHA
OKas3aTh TeXHHWKa CEMaHTHUYeCKOI0 aHasu-
3a, KOTOPBIM IIpe/iCcTaB/IsAeT COO0M cCUCTEMY
paciumdpoBKU U QYHKITMOHUPOBAHUS UHTO-
HaIlMOHHOM JIEKCUKHU U COCTaBJIAIOIIUX €@
«CeMaHTHUYeCKUX QUIYP», OCHOBAHHBIX Ha
OIIpejieJIEHUM CBS3U IIpeMeTHO-00pasHbIX
3HaUeHUU C YCTOMYUBBIMU WHTOHAITWOH-
HO-PUTMHUYECKHUMHU 000pOoTaMU. MexaHU3M
BOIUIOIIIEHUA COZep>KaHUA MOXKeT MUMeTh
gblpasumeibHyr (6JIM3KYI0 IIPUPOZiE MY3bI-
KH) WIN U306pasumesbHyro IIpUpPOLy, U3y-
YeHre KOTOPOH JOJ/DKHO IIPUHAJJIe’KaTh He
TOJILKO UHTYMUIIUH, HO U paIjiOHAJILHOMY
MBIIIUIEHHUIO.

PacmiudpoBKa CMBICJIOBOU OpraHuU3a-
MU MY3BIKaJbHOIO TeKCTa HEeBO3MOXKHA
6e3 3HaHWA MHTOHAITMOHHOM JIEKCHUKH,
6e3 MHTOHAIIMOHHOTO C/JI0Baps KOMIIO3U-
TOPOB U CO3/JaHHBIX UMU IIPOU3BEeHUU.
Ha mMaTepuraJsie THTapHOIO perepryapa A
HayvaJbHBIX KyaccoB JMII B cTaTbe OyayT
paccMoTpeHBl HanboJIee paclIpoCTpaHéH-
Hble ceMaHTUUYecKHhe QUIYPHL U UX POJIb B
paciu$poBKe CMBICIOBBIX CTPYKTYp aB-
TOPCKOTo TeKcTa. OC06eHHO Ba>KHO IIpHUMe-
HeHHe TeXHUKH CeMaHTU4YeCKOro aHaImsa
Ha paHHUX 3TallaX 3HaKOMCTBA y4alllUXCA
C MY3bIKaJbHBIM HCKYCCTBOM, MO0 HeIIO-
HUMaHWe CMBICIa IIPOU3BEleHUN CTaHeT
IIpensgTCTBUEM IIPU CO3JaHUHU KCIIOJIHU-
TeJILCKUX pellleHUN.
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B ripeyraraeMoi paspaboTKe aBTOP OIIU-
paJicsa Ha UAer «MUTPUPYIOIUX UHTOHA-
ITUOHHBIX GOpPMYJI» U TEOPHUIO0 3HAaUEHUH,
paspaboranHyw JI.H. lllafiMyXaMeTOBOH,
a TaxyKe Ha TEXHUKY CEMaHTU4YeCKOro aHa-
Ji3a MY3BbIKaJbHOU TeMbl. CeMaHTHUUe-
cKas ¢urypa («MUrpupyrolnasgs UHTOHAIU-
OHHas ¢opmysa») crrocobHa GopMHUpPOBaTh
IIepBUYHLIe U BTOPUYHbBIE 3HAUYEHUS IIPU
B3aUMOJIeUCTBUU C KOHTeKCTOM. HensMme-
HAIOIAsACAd 4aCTh CeEMaHTHUUYeCKUX QUIYDP
ABJIAeTCd WHBApPUAaHTOM UM Ha3blBaeTCsd
JleKCemMol W, XO0TSI HEU3MeHHO Y3HaeTcd,
B Ka’X/10M KOHKPETHOM TeKCTe UMeeT CBOM
CO6CTBEHHBIM MHAWBUAYAJIbHBIU Xy/I0Ke-
CTBEHHBIU pe3ysbTaT. OTCYyTCTBUE 0 He-
LaBHero BpeMeHU pa3paboTaHHOU CHUCTe-
Mbl IIOHSATUMN, KaTeropui, HeoOXOUMBIX
IJI aHaJIv3a Cofep KaHUs, He II03BOJISJIO
CYIUTH O ero riyOMHHOU JIorhKe. TeM He
MeHee COJep)KaHUe MY3bIKaJbHBIX IIPO-
U3BeJIeHUN JIeTCKOro perepryapa Tpebyer
UCII0JIb30BaHUS CMBICJIOBBIX CTPYKTYP MY-
3BIKAJILHOTO TeKCTa U OIIMCaHUsI ero B KaTe-
TOPUSX MY3bIKAJIbHOM II09TUKU, pPUTOPUKU
U ceMaHTHKH [1-5; 7; 9].

00 MHTOHAIITMOHHOM JIEKCHKE
M CTUJIMCTHUKE 0apOKKO

Upe3BhIUaliHO Ba’KHBIM B HayaJIbHOM
repuozie 06ydeHUsI My3bIKaJIbHOMY HCKYC-
CTBY U JIJI1 UCIIOJIHUTEJIS, U /I Iefjarora-
IIpaKTHKa IIpefCcTaBigeTcs obpallleHue K
aBTOPCKHUM TeKCTaM, CO3JaHHbIM MacTepa-
MU B [IEpPUOJ, 310X 6apOKKO. bosiee TOUHYIO
U BCECTOPOHHIOI paciIiupoBKy cozpeprKa-
HUA HAUMHAKIIUM UCIIOJTHUTEJIEM 0], PY-
KOBO/ICTBOM IIe/iarora JaéT HOBBIMN II0XO0/T
K paboTe ¢ My3bIKaJIbHBIM TEKCTOM Uepes
aHaJIU3 CMBICJIOBBIX CTPYKTYP, CMBICIOBYIO
IeTanu3alui.

B MHTOHAIIMOHHOM CJIOBape 3aragHOoeB-
porercKux KoMIirosutopoB XVII-XVIII Be-
KOB HauboJIee 4acTo BCTpPeYaroTcsa «00Ire-
3HauUMble», «00IeyII0TpebUTeIbHbIe UH-
ToHanum» (b. AcapreB) — ceMaHTHUYECKUe
¢urypel. OHU OTHOCATCA K JIeKCHUKe pas-
JIMYHOM 3TUMOJIOTUU, HO HauboJjiee YacTo

HUCIIOJIB3YIOTCA Te, KOTOphle 0603HAYAIOT
IIOBTOPSIOIUECT «KOUYIOIHe» CIOKETHI U
oOpassl: ClleHbl My3UIIUPOBaHUs, TaHIle-
BaJIbHbIe KapTHUHBI, OXOTHUYLU U IACTO-
pajbHBIE CHO’KETHI. /IjIg 3TOr0 KOMIIO3UTO-
paMu IIpUBJIeKaeTCd U3BeCTHas JIEKCUKa B
caMbIX pasHOOOpasHBIX coyeTaHUAX. Pac-
CMOTPHM pPOJIb CEMaHTHUYeCKUX QUTYD B 00-
PasoBaHUM CMBICJIOBOM ITAPTUTYPHI TEKCTA.

ATpHUOYTOM repONUYEeCKUX CIOXKETOB, Pbl-
LIAPCKUX TYPHUPOB, TOP>KeCTBEHHBIX Iiepe-
MOHUU Bcerja ObIM MeJHble HHCTPYMEH-
Thl — paHdapsl U TPyOBl. X TUIIMYHBIE
PUTMBI ¥ UHTOHAIIMU II0CTEIIeHHO 00paso-
BaJIU JIEKCUYECKHUU CI0Baph, y3HaBaeMbIi
B MY3BLIKQJIbHOM $I3bIKe Pa3HBIX JKaHPOB U
CTHUJIeH. B ceMaHTHYeCKOM HaIlOJTHEHUU U
CTPYKType JieKceMbl «paHaprl» IIPUCYT-
CTBYIOT JiBa 3JIeMeHTa, KOTOPbIE IIPOSBJIAIOT
ce0s1 B My3bIKaJIbHOM TeKCTe KaK I10 OT/eJIb-
HOCTH, TaK U B COYETaHUU ITYHKTHUPHOU
PUTMHYECKOM OCHOBBI U PA3IUYHBIX KOM-
OUHAaIUHI 3BYKOB MaKOPHOT'0 TPE3BYYUSL.

B nbeceI'. [1épcesuia «PaHpapsl» (IprUMep
Ne 1) o6Hapy>xuBaeT cebs1 XapaKTepHOe I
9TOT0 MHCTPYMEHTA COUeTaHUe ITyHKTUPHO-
I'0 pUTMa CO 3ByKaMU Tpe3By4uusd (KaK 00bIY-
HO, B 3HaUEHUU «IIPU3bIBa»). HacTouuBo U
PeIIUTeIbHO IIOBTOPSAETCA Apyras CMBICJIO-
Bad [leTaJlb — 3BYK CUTHaJsa. [TocTerreHHOe
pasBépThIBaHME TPe3BYYUs OIIpe/iesisieT II1U-
POTY U IIPOCTPAHCTBEHHOCTH BOIUIOIEHUS
TaHIleBaJIbHO-MY3bIKaJIbHOM CIIeHBI. BTopas
CMBICJIOBasi COCTaBJIAIOIIAsA TEKCTa — PUTMO-
dopmyia 11os10He3a. IMeHHO OHa ABJISETCH
CIO’KETHO-CUTyaTUBHBIM 3HAKOM, B KOTOPOM
ceMaHTHUYecKas ¢urypa «paHpapsi» BOILIO-
1aet 6JIeCK ¥ apUCTOKPaTUYHOCTS. /lpo6Jre-
HUe CWJIbHOM JOJIU TaKTa IPUAAET TaHILY
IPaIfo3HOCTEb U U3SIIECTBO, O[{HOBPEMEH-
HO C TBEP/IOCTHIO U PEIIIUTEIEHOCTBIO BBIPa-
JKaIOIUX I1epeIloJTHEHHOCTh PafoCTHBIMU
4yBCTBaMU. BrIpasuTesIlbHOe HavaIo TeCHO
CBg3aHO C M306pakeHHeM. «TyTTH» CHJIb-
HBIX [J0JIed TaKTa, IIoJiep>KaHHOoe CKaH/u-
POBaHHBIMU aKI[eHTaMU, CBH/IeTeILCTBYET
006 aKyCTHUYeCKUX IIpU3HaKax 3By4YaHUS
IyXOBOTIO OpKecTpa, IOAJep KUBAIOIIero
cosicTa (TakThl 1-2) W IPyNIy COJHCTOB
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(TakT 3). B TpeTheM TaKTe K IapTHUU COJIO
IobaBJisieTCs 3By4aHUe elllé oqHoM «paHda-
PBI», HO y>Ke B HM)KHeM PeTruCTpe, TO eCThb
obpasyeTcs Ba CMBICJIOBBIX 3IIMU30/a, I/ie
B IIepBOM IIpe/iCTaBJIeHO SOlo UHCTPYMeH-
Ta (TakThl 1-2), a BO BTOpOM o06pasyercs
BepPTUKaJIbHBIN TeMOPOBBIM JUAJIOT ABYX
COJIUCTOB (TakKThI 3—4). TakuM 06pasom, He-
CJIO’KHBIY Ha IIePBBIN B3IJIA, TEKCT HAIIOJI-
HeH IlepellleTeHUeM Pa3/IMYHbIX CMBICIIOB,
Ka’K/IbIi 13 KOTOPBIX pellpe3eHTUPYeTCs B
TEeKCTe ceMaHTH4YecKoun ¢urypoiu. Couera-
HUe U B3aUMOJ[eFICTBHEe CMBICJIOB II0POXK-
naeT MeTaQopr3M IIbeChl U OIIpejiessieT
Xy0’KeCTBeHHbIe 3a/1auyl eé KCIIOJTHEHUSA
(«meTadopa-o6pa3» — COBMeIlleHUE IBYX
U 60JIee CMBICJIOBBIX CTPYKTYP B HEOXKHU-
IaHHY0 KOMOHMHAIINIO, CO3/Ia0IYI0 HOBYIO
3HAaKOBYIO CTPYKTYPY Y HOBBIE CMBICJIBI).

K HauboJstee 4acToO UCI0JIb3yeMbIM KOM-
II03UTOPaMH B MHCTPYMeHTaJIbHBIX IIbecax
U COJIbHOM pellepTyape CeMaHTHU4YeCKUM

duUrypam oTHOCATCA «3HAKU corni». B ibece
[. Tropka (ipuMep Ne 2) quasi-BaITOPHOBBIE
3By4YaHU4 CO3/[al0T IIPOCTPaHCTBEHHYIO I1ep-
CIIEKTUBY U 3QPeKT BOCIPUATHS OJIU3KOTO
(TaKT 4) ¥ majbHero (TakT 5) IlaHa, B YEM
IIPOSIBJISIETCS JKUBOIIMCHAsI OCHOBA BOILIO-
IIIeHUs ITacTOpaIbHBIX 06pa3oB. Besd nmbeca
OCHOBaHa Ha UHBapUaHTe U CTPYKTYPHBIX
PasSHOBUJHOCTAX «3HAaKa COrni», KOTOpbIe
BBICTYIIAXOT B IIPSIMOM 3HAUeHUU «BOHH-
CTBEHHOI0O IIpU3bIBa» U ABJIAIOTCA U300pa-
JKEeHHMeM CUTHaJIOB, COIIPOBOKAAIOIIIUX
CLIeHBI 0XOTHI. THBapHaHT «30JI0TOI0 X0 a»
BCTpedaeTcs B BOCXOJAIeM (KOHeIl TaKTa
1, cepeiriHa TakTa 2) U B HUCXOJAIEM BUJle
(Hauas1o TakTa 2; cepeguHa TakrTa 8). CBEp-
HYTBIM BapHaHT 3TOI'0 3HaKa IIPUCYTCTBYeT
B KOHIIe II0CTPOeHU (TpaHUIla TAaKTOB 3—4;
4-5; 9-10)".

Hasinuue pe3Ko KOHTPACTHOM JUHAMUKHU
«popTe — IMHAaHUCCUMO» pellpe3eHTUpYyeT
CIOKETHBIH THaJIOT THUIIa «CUTHAJI — 3XO0».
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[Tof06HBIN AMAJIOT SBJISETCS TUIIUUYHBIM
IJIS1 Xy I0KECTBEHHBIX TEKCTOB C Pa3BEPTHI-
BaHUeM CI|eH OXOTHI.

CeMaHTH4YecKas QUIypa «30JI0TOT0 X0/1a»
BOUpaeT B cebs IIYHKTUPHYI pUTMOQOP-
MyJy UHTOHanuu ¢paHdap, 4TO IPULAET
06pasy OTTEHOK TOpP>KeCTBEHHOCTU. «BbI-
Iep>KaHHBINM TOH» B 000UX rojiocax (TakT
4) cosmaéTt aTMochepy 00IIeHUd C IIPUPO-
IOl — aTMocdepy UYBCTBEHHYIO, HO 6e3
IIpeyBeJIMYeHUN U ITIaTeTUKMU.

B mbecax /i1 TUTaphl YacTO BOILIOIAk0T-
Cs CLIeHbI MY3UIIUPOBAHUS U aKyCTUUeCKUue
06pasbl pa3IMYHbIX MYy3bIKaJIbHBIX UHCTPY-
MEHTOB, YTO pacKpriBaeT 60raTble TeMOPO-
Bble BO3MOXXHOCTH THUTaphbl U 3aCTaBJILeT
y4eHHKa MBICJIUTh KpacKaMU 3BydYalllero
opkKecTpa. Quasi-aHcaM0bJieBble U quasi-
OpPKeCTPOBbIe 3ByYaHUs B My3bIKe 6APOKKO
IIPOSIBJISIIOTCS B BH/JIE IBYX YHUBEPCAJIbHBIX
MoJiesIel THaJIoroB: 20pU3OHMA/NIbHO20 U
8epmuKa/ibHO20. B TOpU30HTaILHOM [JUAJI0-

IIpumep Ne 3

re COCTaBJIAIOIIME er0 PeIl/IMKH pasBepThI-
BalOTCs II00YepéLHO, a B BEPTUKAJIBHOM —
OJHOBpeMeHHO. [Io00HbIe PeIIMKU yYacT-
HUKOB JJUaJIOTa 3aKPeIlILJIMCh B IIPaKTUKe
MmysurupoBaHusa XVII-XVIII BeKoB.

B «Menyate» U.C. baxa us «HoTHOH TeT-
pazu AEHBI MarpasieHs! bax» (mpumMep Ne 3)
IIpe/iCTaBJIeH BepTUKaJIbHBIA AUalor solo
U basso continuo, The IIpU3HaKaMHU IIPUCYT-
CTBUS Ka’K[OI'0 SBJIAIOTCS IIpeXK/ie BCero
TeMOp (perucrp), a TakKe MeJIOJHUUYeCKUe
¢urypanii B MapTHUH COJIUCTA, OTIHYAL0-
Iye ero OT MaJIOIOABHXKHOIO continuo.
KoHCTpYyKIIMH My3BIKaJIbHOTO JHasora oc-
HOBaHbBl Ha BOCIpOU3BeleHUU 3apdeKTa
quasi-opKecTPOBOT0 3ByYaHUs.

[TapTHIO COJIHCTA B IIPAKTHUKE MY3UITUPO-
BaHUA 6apOKKO UCIIOJIHSIN pasHble HHCTPY-
MEHTHI: B3aUM03aMeHAeMOCTb My3bIKaHTOB
OblyIa IIPUBBIYHBIM [[€JIOM IS IIOATOTOB-
JIEHHBIX K aHCaM0JIeBOMY MY3UITUPOBAHUIO
ucriosiHuTe e, CorJIacHO 3TOM TpaJUIlvy,

H.C. Bax. MeHyam u3 «<HomHoll mempadu AHHbl-MazdaieHsl Bax»

(nepenodicerue I1. AeagowuHa)

Moderato
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TreposIMHU CI0’KeTa CTaHOBATCS CKPUIIKA MU
3aMeHdIoIasd eé ¢uieiiTa, YTO MOXKeT OBITH
OTpa’keHO B HCIIOJIHUTEJIbCKOM CILleHapuu
rutapucra. O6pas continuo Cofep>KUT IIPU3-
HaKH «OCHOBHOTO BBIJIep)KaHHOIO 6acar,
KOTOPBIN UCIIOJIHAIOT UHCTPYMEHTHI C HU3-
KUM PerucTpoM (BHOJIOHYEIIB).

AHcaMbJieBast My3UILTUPYIOIIasa KyJIbTypa
6apoKKO OblIa HepasphIBHO CBg3aHa C TaH-
[[eBaJIbHOM KyJbTYpou. MHTOHAITMOHHAA
JIEKCHUKA IIJIaCTUYeCKOM 9TUMOJIOTUH 06pa-
3yeT IIMPOKHUM CJIOU pa3HOOOpasHbIX 3Ha-
YeHU! CeMaHTUYeCKUX QUryp. B paccmar-
puBaeMoM IIprMepe, IOMUMO IIPU3HAKOB
OPKeCTPOBOTrO 3By4YaHWs, HAXOLUM CeMaH-
TUYeCKHe QUTyphl TaHIleBaJIbHOU IIPUPO-
Ibl. X pasjMyHble COYeTaHUA IT03BOJIAI0T
CO3JaThb 8MOpOI 8apuUAHM UCNOAHUMEb-
CK020 CueHapusi — OCHOBaHHBIN Ha CIleHe
C y4acTHeM HOBBIX I'epoeB — TAHI[YIOIIUX
JlaM U KaBaJIepoB.

B 3TOM Cciydae uMeeT 3HaUeHUeE TO, YTO B
«MeHy3Te» IIPUCYTCTBYeT CeMaHTHU4YecKas
¢urypa c 3akpervIéHHBIM 3HaYeHUeM —
«puTMOdOpMYyJIa JAKTUIUYECKOIO Iarar,
MUTPHUPYIOIas B TeKCTaX O0aJIbHbBIX TaHIIEB
XVII-XVIII BexkoB. OHa IIpeacTaBjseT CO-
601 PUTMOCTPYKTYPY «II0JIOBUHHAs — YeT-
BepTh» (TakTel 9; 13-14). OcHOBaHHasg Ha
TPEX0JIbHOM IVIACTHKE MATKOM MaHephl,
aTa pUTMHUYecKasd purypa HecéT uHdopMa-
LU0, CBSI3aHHYIO C IIpeJCTaBJIeHUEM O ra-
JIAaHTHOM, TaK Kak 00JIbIlIasg YacTh MY3BbIKHA
TOT0 BpeMeHH 3BydaJia Ha 6asax. IIpucyr-
CTBUE 3TOM PUTMOGOPMYJIBI B My3bIKajb-
HOM TeKCTe OIIpe/iesigeT IJIaCTHYeCcKoe IIPo-
UCXOXKIeHHe obpasa.

B nibece o6Hapy KuUBaeTCs ellé ogHa ce-
MaHTUYeCcKas raJlaHTHasg ¢urypa — «puTMo-
¢dopMyJia mrara» («4eTBepTh — YETBEPTh —
4yeTBEPThb» B TaKTax 7, §, 10, 12, 15 HKHeN
CTPOKHU U B TaKTax 2, 4, 10, 12 BepXHeU CTpo-
KH). B 3aK/IroUnTe/IbHOM KazaHce (TakT 15)
pacrosiaraeTcs rajJaHTHasi WHTOHAIIUA —
«IIapHBI peBepaHC» JaMbl U KaBaJepa,
KOTOpas TakKe UMeeT IIaCTUYeCcKoe IIpo-
HCXO0XK[IeHHe.

CoueTaHue raJJaHTHBIX PUTMOQOPMY.JI
«Iara», «TaKTUJIHYeCKOro Iara» U «Imap-

HOI'O peBepaHca» CII0COOCTBYET CO3/LaHUI0
crokeTa «KaBasiepbl U aMbl TaHIIYIOT Me-
HY3T». ['palfM0O3HBIN, U3AIIHLIN XapaKTep
UX IUIACTUKHU OIIPeJeJIAIoT «IIpsMble 3Ha-
YeHUsI» CEMaHTUYeCKUX QUIYP.

OnHaKo, HeCMOTpS Ha IIPUCYTCTBUE UH-
TOHAIIMOHHO-PUTMHUUYECKUX GOPMYJI MEHY-
3Ta, B 9TOM CHO’KeTe HeT IIpsIMOro usobpa-
JKeHHUs TaHIla. Yepe3 Mys3bIKaJbHBIE HMH-
TOHAIUU CO3/aéTcsd JIUIIbL YTOHUYEHHAd,
rajlaHTHas MaHepa «00IlleHUs KeCTaMU».
KocBeHHOe BOILIOIIIEHHE TaHIlA IIOMOraeT
IlepeBeCTH IIJIaH C U300pasUTeIbLHOIO0 Ha
BBIpa3UTeJILHBIN U BOIUIOTUTH B 3BYKOBOH
dopme oIpeesIéHHbIE OTHOIIIEHUSI MEXTy
IIapTHEPaMH B CUTYaI[WMH HEXKHBIX YXarKU-
BaHUWU U I1aCTOPAJIbHBIX CIEH.

B mbecax [uid TUTaphl MOXKHO YacTo
BCTPETUTL HeOoIIpe/e/IéHHbIe Ha3BaHUI:
«IIpeca», «IlecHsa», «TaHeIl», «AHIaHTE»,
«AJjylerpeTTo». B TaKUX Kak OyATO Hel-
TpaJIbHBIX, HU 0 UéM He TOBOPAIIUX 3aro-
JIOBKaX, He Ha3bIBAKIIUX Iepos, yBJIEKa-
TeJIbHOM aHaJIUTUYeCKOU 3ajaueil MOXKeT
CTaThb OTKPBITHE CEKPETOB COZeprKaHU ye-
pes aHaJIM3 CMBICJIOBBIX CTPYKTYP. B aToM
cay4dae oco6eHHO Baj)kKHa CMBICIOBas [e-
TaJHU3alysa, KOTopas IIOMOKeT OTBeTUTH
Ha BOIIPOCHI, KAKOBLI aTPUOYIIUU reposd U
CIO’KeTa B My3bIKaJIbHOM TeKCTe U KaK pas-
BEPTHIBAIOTCSA MYy3bIKaJbHbIe COOBITUS BO
BpeMeHH U IIPOCTPaHCTBeE.

B nirece I'. TeremaHa «Largo» U3 ITUKJIA
«12 mpec» (ripumep Ne 4) 6i1arogaps cove-
TaHUI0 pasHOHAaIpaBJIeHHBIX CeMaHTH-
YeCKUX QUIYp OOHaApy’KUBaeTCs TaK Ha-
3pIBaeMasi «IOJUQOHUSA CMBICIOB», IZie
ceMaHTHUYeCKHe QUIYPHI IIJIaCTUYECKOro
IPOUCXOXKAeHUs («I1ar MeHysTa», «Iak-
TUJWYEeCKUH I1ar», «3TUKeTHas GopmyJia
baca», «repoHYeCcKHUM >KecCT») YKas3bIBalOT
Ha cdepy ralaHTHOCTH, & pUTMOPOpPMYyJIa
capabaH[bl — Ha BO3BBIIIIEHHbIE Tparuue-
CKHe COCTOsIHUA. IIpuMeyaTeIbHBIM SBJIS-
eTcsd TaKyKe TOT GaKT, YTO CeMaHTUYeCKHe
¢UTypsl OPraHU3YIOT BCE IIPOCTPAHCTBO
nbechl [IpryuéM 1 BCcero eé MpOoTKeHUA
XapaKTepHa OIIIO3UIIHA IVIaCTUYeCKUX Qu-
I'yp MeHy3Ta U PUTMO(POPMYJIBI IIPOTHUBOIIO-
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IIpumep Ne 4

I.®. TenemaH. Largo (nepenodsiceHue E. ToprakccoHa)
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JIO’KHOTO KaHpa — capabaH/bl: B BepXHel
CTPOKe TOCIOACTBYeT pUTMOpopMyJia ca-
pabaH[bl, a B HU)KHelN CTPOKe II0JIHOCTHI0
IIpeBaJIMpyeT PUTMOCTPYKTYpa MeHyITa.
Cpey MHTOHAIIUH IIJIACTUYECKOI0 IIPO-
UCXO0XKJIeHUs BBIIEJISI0TCA «PUTM Ilara»
MeHyaTa (TakTel 1, 9 BepXHel CTPOKH) U
«puTMOdPOpMYyJIa JAaKTUIUYECKOrOo Irara.
IlepBasg ¢urypa B €€ IpsIMOM 3HAUYEeHUU
BbIpa’kaeT IJIACTUKY raJlaHTHOTO TaHIle-
BaJIbHOIO Itara. OH mepemaér xapakrep
IBIDKEHUs «yYTUBOTO KaBasepa». CeMaH-
TUYecKas QUIypa «Iara MeHysTa» «3aja-
éT TOH» B CO3JaHUU obpasa. THTOHaIMA C
3aKpeIUIEHHBIM 3HaYeHUeM, I10JIy4YUBIIIas
HasBaHUe «PUTMOPOPMYJIBI SJaKTUIHUUe-
CKOro Illara», IIpejicTaBjsgeT COO0M PHUT-
MOCTPYKTYPY «II0JIOBUHHAsA — YeTBEPTH».
OHa HeCcéT MHGOpPMAIIHIO, CBA3aHHYIO C
IIpejcTaBJIeHUeM O rajJlaHTHOM, IIpUja-
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Basgd 3BYYaHUI YepThl 3aKPYIJIEHHOCTU U
IJIaBHOCTU. «IIlar MeHy3aTa» B COUeTaHUU
C «TaKTHUJINYECKUM II1arOM» CIIOCOOCTBYeT
CO3/IaHUI0 «KOUYIOI[EeTO» CI0YKeTa «KaBaJie-
PBI U TaMbl TaHIYIOT» (TakTel 1, 2, 9, 10).
[J1aBHBIM 3HAKOM, JAIOIIUM IIpe/iCTaBJIe-
HUe 0 TaJIaHTHOM, SIBJISIETCS PeBepaHc, TaK
KaK UMEHHO OH CTAaHOBHTCS CIIOCOOHBIM
BOCCO3/laBaTh YUYTHWBbIe U YTOHUYEHHEIE
IOBUDKEHUS U )KeCThI, HAIIpUMeED, «IIOKJIOH»
(TakThl 2, 7, 10, 15 B HUJKHEU CTPOKe).
3HaKaMH IIPUBOPHOT0 apHUCTOKpPaTH-
4eCKOro 6bITa B MY3bIKe, aCCUMUJIUPO-
BaBIIIMMU IIpe/iCTaBJIeHHUEe O TaJaHTHOM,
cTaau QUTYPHI IJIAaCTUYECKUX KECTOB —
«rajlaHTHas ¢urypa» u «purypa repou-
4eCcKoro >kecra». CeMmaHTHUecKasd ¢uUrypa
«TaJIaHTHOTO >KecTa» SBJSIEeTCs U300pa-
’KeHHEeM TaJIaHTHOrO IIOKJIOHA, TO eCThb
BBICTYIIae€T B CBOEM IIPSIMOM 3HAaUYeHUU

113



Creative Pedagogical Workshop

l§} 2020, Ne 3

(TakThl 3, 11). «dUTr'ypa reporUUueCcKOro Kec-
Ta» yallle BCTpevaeTcsd B KaJeHI[UOHHOH!
30He (TakT 15). E€ rpaMMaTUYeCKUM IIPU-
3HAKOM CJIY>KHUT IIpebEéM. ITa QUrypa BbI-
CTyIIaeT B KaueCTBe OCHOBLI BeJINUECTBEH-
HBIX, TOP>KeCTBEHHBIX 00pas3oB.

Cdepa BOIJIOIIEHUS BO3BBIIIEHHOU
CKOpOM Halllla OTpakeHHWe B CeMaHTHUKe
capabaHzbl. Eé pUTMOCTPYKTypa C TUIIAY-
HBIM aKI[eHTOM Ha BTOPOM [j0JIe IIpe/ICTaB-
JIsIeT II0CJIe0BaTeJIbHOCTL «4YeTBePTh —
II0JIOBUHHASA» (TakKTHI 2, 4-7, 10, 12-14 B
BepxHen cTpoke). [[yHKTUPHBIA PUTM —
IpU3HAaK Mapiua (TakTsl 5-7, 13-15) — cos-
NaéT B Ibece IIaTeTUYeCKU-TOP>KeCTBEH-
HOe 3By4YaHHe, He BBIXO/Illee 3a IIpe/iesibl
CTPOTOT0 3THUKETA.

B 11eJ10M B yC/IOBUAX MeJJIEHHOTO TeMIIa
co3maéTcst 06pas cocpe0TOUEeHHOTO, CKOPO-
HOI0 MapIlla-lecTBUsI — BO3BBIIIEHHO-
TepONYeCcKOro ¥ OJJHOBPEMEHHO Tparuye-
ckoro. C Ipyro# CTOPOHEI, 3TO MOXKET OBITh
quasi-opKecTpoBasi OpraHusanus MY3bI-
KaJIbHOTO TeKCTa, CIIOCOOCTBYIOIasg CO3-
NAHUIO CIoXKeTa MY3HUIIMPOBaHUd, Ife solo
UMUTHUPYeT 3By4YaHUe CKPHUIIKH, a basso-
continuo — BUOJIOHYEJIH.

B counnenuu /[. Tropka «IIbeca» (IipuMep
Ne 5) copep>kaHue TakKe IIpefCcTaBJIseT Co-
60i1, Ha IIepBBIN B3IJIA/, IIOJIHYI0 Heollpe-
[leJIEHHOCTD, & Ha CaMOM /[iejie OHO MMeeT
IJIyOMHHBIA IIOTEHIIHMAaJ] paciiupoOBKHU
CMBIC/IOBBIX JleTaJIel B UX 3aBUCUMOCTH OT

Ilpumep Ne 5

. Tropk. ITveca (nepesiodiceHue B. OxomHukosa)

JIOTUYECKOr0 aKI[eHTa MUCIIOJHUTEIs, UTO
ZacT pasIMYHBIN Xy0KeCTBEHHBIN pesyJib-
TaT. B 0603HaYeHUAX OTCYTCTBYIOT JAWHA-
MUKa, TeMII, apTUKYJIALMS, a 3SHAYUT, eCThb
BO3MOJXHOCTb PasJIMYHON PEKUCCYPHI B
CO3JaHUU BTOPUYHOIO TeKCTa — UCIIOJIHU-
TeJIbCKOTO ClieHapus. CeMaHTUYeCKUM aHa-
JIN3 JAaeT KJII0Y K OIIpe/ie/IeHHI0 IBYX PasHO-
HallpaBJIEHHBIX I10 CMBIC/Iy CEeMaHTHUYeCKUX
¢Uryp: UHTOHAIIMOHHOM JIEKCUKU MEeHYyITa
U capabaHabl, 00pasyIIUX «I10JUGOHUI0
CMBICJIOB». [[pU3HaKU MeHy3Ta HecyT Ha
cebe ceMaHTUUeCKUe QUIYPHI: «I1ara» (Tak-
THI 1-2, 6 B BepXHel CTPOKe), JaKTUInue-
CKOTO Il1ara — «II0JIOBUHHAsA — YeTBepPTh»
(TaxkThl 3, 7 B BepXHel CTPOKe), «9TUKETHOU
dopMyJIbl 6aca» B KajlaHCcax (TaKThI 4, 7) ¢ UX
raJlaHTHBIMU 3HadyeHUAMHU. C Ipyrou cro-
POHBI, IPUCYTCTBYET pUTMOdOpMyJia capa-
6aH/bI C TUIIMYHBIM [IJI1 Heé aKIleHTOM Ha
BTOPYIO 100 TaKTa (TaKThI 2—-4, 6-8).

CMblIcii0Bag napturypa «Ilbeckl» ckia-
IbIBaeTCs, TAKUM 00pa3oM, U3 raJaHTHBIX
ceMaHTHU4YeCKUX QUryp (1rar MeHysTa, Jak-
TUJIMYECKUH I11aT, peBepaHC) U BO3BBIIIIEH-
HO-CKOpOHOM capabaHpabl. 11X 3HayeHUA
LAIOT CJIOYKHBIN XY/I0>KeCTBEeHHBIN pesyJib-
TaT: COUeTaHHe TParu4ecKoro, JMPUYeCcKo-
T'0 Y TaJIaHTHOTO.

HITOrOM B3auUMOZeFICTBUSA Pa3sHOILJIaHO-
BBIX CEMAHTUUYECKUX QUIYp CTAaHOBUTCHA
CJIO’KHBIH I UCIIOJTHEHUs, TOHKUM 06pa3
MeJIaHX0JIMYeCKOH I1acTOpaJIH.
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VNHTOHAMOHHAS JIEKCHKA

M aHA/IU3 CMBICTIOBBIX CTPYKTYP
COBpPEMEHHBIX IHEeC

AeTCKOro penepryapa

deHOMEeH MUIPHUPYIOIIeHd HHTOHAIUU
obHapy>KuBaeT cebs1 BHYTPU MY3bIKaJIb-
HOro TeMaTH3Ma II0BCeMeCTHO. Ba’KHBIM
acCIIeKTOM IIpH 9TOM SIBJIZ€TCA BOIIPOC B3a-
HUMOJIeMCTBUS TaKOro pojia MHTOHAIIUK C
KOHTEKCTOM COBPEeMEHHBIX JJeTCKUX MY3EI-
KaJIbHBIX IIpou3BeeHu. CeMaHTHUYeCKHue
¢UIypEI IIbeC JeTCKOIro pelepryapa OTHO-
CATCSI K MHTOHAIIMOHHOM JIEKCHKe CaMOH
pasHOM 3TUMOJIOTMM, HO HauboJjiee 4acTo
HUCIIOJIb3YIOTCS Te, KOTOpble 0003HAa4YarT
IIOBTOPAIOIIMECST «KOUYYIOIUe» (TepMHUH
A.H. BeceJIOBCKOTI0) CHOKeTHI ¥ 00paskbl: CIle-
HBI MY3UIIUPOBaHU, TaHIleBaJbHBIE Kap-
THUHBI, BOILJIOIIlEHHe I'epoeB U IIepCoOHa)Kek
JIATepaTYPHBIX IIPOU3BEIeHUH.

PaccMOTpUM pOJIb CeMaHTUYECKUX QU-
I'yp B 06pa3oBaHUU CMBICJIOBOU ITaPTUTYPHI
COBpPeMeHHBIX TeKCTOB.

KOMIT03UTOpPBI pasHEIX 3I10X, B TOM YHC-
Jle U COBpeMeHHBbIe, [IOCTOSTHHO 00paIaT-
¢ K o6pa3aM My3bIKaJbHBIX UHCTPYMEH-
TOB, TaK KaK 3TH MHCTPYMEHTEI IBJIAIOTCS
XapaKTepHOH IIPUMETOH BpeMeHH, Hallxo-
HaJIbHOCTH, CUTYalluH Ie¥CTBUA U aTPpUOY-
TOM T'epOsi HJIH ITIepCoOHa’ka. SHAaYUTeIbHYI0
YacThb JeTCKOTIO0 peliepTyapa [ TuTapkl Co-
CTaBJIAIOT IIbECHI, CoZleprKallire paKTypHbIe

ITpumep Ne 6
H. PexuH. BoavHWuK u3 Illomaanouu

Moderato assai
m

=

m m

KJIMIIIE Pa3/IMYHBIX MY3bIKaJIbHBIX MHCTPY-
MeHTOB. Haubojiee 4yacTO BCTpedaroIu-
MUCS, UMEIIIIUMHU CTaTyC MUTPUPYIOLITAX
(«KOUYHIIUX») UHTOHAITUOHHBIX GQOPMYJI,
SIBJIAFOTCS «3HAK OYp/0Ha», «3HAK CBUPEJIH»
U «HaUTPHIIIHA HAPOAHBIX UHCTPYMEHTOBY,
B TOM 4YHCJIe U [IIapMaHKHU.

[IprcyTCcTBHEe WHTOHAIIMOHHOMN JIEKCH-
KU UHCTPYMEHTAJIBLHOTO IIPOUCXOKIEHU
B nbece M. PexuHa g ruTapbl «BOJIBIH-
mukK u3 lloTnagguu» (mpumMep Ne 6) aB-
JIIeTCs 3HAKOM CIOJKeTa MY3HIJUPOBAHUSA
C y4aCTHEeM MCIIOJIHUTEeJISI-BOJIBIHIIUKA.
VMHTOHAITMOHHAA JIeKCUKa yKas3blBaeT Ha
MeCTO JeUCTBUA (cesbCKad ClieHa, HapoX-
HBIY IIpa3gHUK). B mbece U. PexyvHa Tak
HasbIBaeMBbIll «3HaK Oyp/0Ha» BBICTYIIAET
B IIPIMOM 3HaUYeHWU KaK U306pakeHue Ha-
POLHOTO MHCTPYMEHTAa — BOJIBIHKU U KaK
CI0’KeTHO-CUTYaTUBHBINA 3HAK, YKa3bIBal0-
I Ha MeCTO JIeMCTBUA (HallpuMep, ceslb-
CKas CIleHa).

B ibece JI. AnniepuHa «IleTpyika» (Ipu-
Mep Ne 7) 3HaKH-00pasbl CIIy>KaT IleJId BOC-
IIPOM3BeleHUs CUTYaTUBHBIX [eHICTBUU B
KOJIOPUTHOM KaHPOBOM CIIeHe SpMOPOYHO-
I'0 BeceJibs, I'7ie IIpe/icTaB/IeHbl My3bIKalb-
Hble 00pasbl IITapMaHKU U 6aJiasaviku. Ce-
MaHTHUYEeCKUU aHaIu3 BBIABJISAET II0JINH-
HYI0 CMBICJIOBYIO IIAPTUTYPY C y4acTUEM
repoeB CUTYaTUBHOIO [[eHiICTBUS — UTrpalo-
IIIUX Ha PAa3JIMYHBIX MHCTPYMEHTaX MY3bI-
KaHTOB. KirroueBast MHTOHAIUA IITapMaHKHU
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IIpeJcTaBJIeHa Yepe3 HeM3MeHHO II0BTOPS-
I0IIUMCca 060poT B BUle OypALOHHOTO 6aca
U MeJIofu4yecKou ¢purypanuu (Taktsl 1-3,
HIDKHSA CTPOKa). 3By4YaHHe IIapMaHKU
«BBIZIAET» OJHOTO U3 I'epOoeB IIbeCHI.
CTpYHHBIM HAapOLHBIN UHCTPYMEHT Oa-
Jlajlaika u3obparkaeTcs 3[eCb Uepes3 HC-
IIOJIHUTEJIbCKUe IIpHeMBl. BhlfesseTrcsa
TUIIMYHOE (aKTypHO-TEMOpPOBOE KIIHIIIEe
basamaiiku — «opgaraHue» (TakTel 10-16)
U UHTOHAIU «I1epe6opoB CTPYH» (TaKThI
6-9). B taHHOM ciy4ae of06Hass UMUTa-

U UHCTPYMEHTaJIbHOI0 HAUTPHIIIa B My-
3bIKaJIbHOM TeKCTe («OpsiliaHue» U «Ilepe-
60pbI» basajTaliKy) CTAaHOBUTCS IIPU3HAKOM
LIeVICTBUU ellé OHOTO K13 repoeB IIbeCkl.
[1aBHBIM repoeM, TeM He MeHee, BLICTY-
aeT akTépckag macka — IleTpyIka, cos-
Jawlasg B MapTUType IIbeChl OTAeIbHBbIN
CMBICJIOBOM aKIleHT. MHTOHAIIUU ILISICKUA
[TeTpyIIKK HaXOLATCA B TaKTaxX 6-9, a B Tak-
Tax 4, 5, 9 BO3HUKaeT «KJIOYHCKas I103a»,
BbIpa’keHHad B BUJle aKKOPJ0B-KJIaCTePOB.
Birarogapsi KJroueBbIM MHTOHAIUAM OOHa-

Ilpumep Ne 7
JI. AanepuH. ITempywka (nepesodiceHue I1. Beuwyuykozo)
Allegro (bsICTpO)
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Py’KHBaeTCd CIOOKeT IIbeChl: IJIaBHEIH IIep-
coHaxx [leTpyIlika BeCeJIUT IIyOJIUKY CMeIll-
HBIMHU JBIDKEHUSAMH, IUIICKOM U KJIOYHAL0M
Ha $oHe 3ByyUalllel, IIOJTHOM COOCTBEHHBIX
COOBITHI, MY3bIKaJIbHOM CIIeHBL.

B croxkere mbecwl B. I[Mukysnsa (ipumep
Ne 8) Tak>Ke IIOKasaHa CUTyallysl HapOLHO-
I0 IIpa3fHUKa: U300pakeHa TaHIleBaJIbHas
KapTHHA, B KOTOPOM IJIaBHBIM I'epoeM SIBJIS-
eTCsl CKa3oUHBIN epcoHa’k bypaTuno. Kpo-
Me bypaTUHO repossMu gBJIAIOTCSI MYy3bIKaH-
TBI, UTPAIoIIfie Ha JYXOBBIX M HAPOAHBIX MH-
cTpyMeHTaX. CUTHaJIbI [YXOBBIX OIIOBEIAI0T
0 Hayasle IIpasfHUKa. Ba’KHBIN 110 CMBICITY
9IIM307, CBI3aH C HaUTPHILIEM OajtalaliKy,
10/ KOTOPBI BypaTHHO BeceJsio TaHIlyeT.

B smm3ofax «My3bIKa B MY3bIKe» HCIIOJI-
HUTEJIL-TUTAPUCT OCYIIeCTBJIAET CII0KHYIO0
XY0’KeCTBEHHYIO 3a/jlauy UMHUTAIAU yX0-

BBIX MHCTPYMEHTOB U HaUTphIIlla 6asaian-
KU. Jlekcukorpadusi Kak COBOKYITHOCTB I'pa-
¢HrUeCcKUX IIPU3HAKOB CMBICJIOBBIX CTPYK-
TYpP B MY3bIKaJbHOM TeKCTe II03BOJISEeT
BBISIBUTH B TeMaTHU3Me IIbeChl AJIs1 TUTaphl
IIMPOKO IIpeJcTaBJIeHHbIe 06pa3bl My3bl-
KaJIbHBIX UHCTPYMEHTOB.

BrIIloJIHeHMe 3TOM 3a7jayu, Tpebyrolei
BHUMaHUS K CMBICJIOBBIM JleTasIsIM TeKCTa,
06eCIIeYUT OPUTHUHAIBLHYIO PEKUCCYPY HC-
IIOJTHUTEJIbCKOIO CIleHapus U ero gpKoe,
BbIpasuTeJIbHOe BOCIIPOM3Be/leHHUeE.

B npousBesieHUsAX COBPEMEHHBIX aBTO-
POB TaK Ke, KaK U B MY3bIKe JPYTUX 3II0X
U CTUJIeH, BCTPeYarTCs COUMHEHUs C He-
oIpefie/IEHHBIMU Ha3BaHUAMU. KirouoMm
K pacliuppoBKe COLepKaHUs B 3TOM CIIy-
Jae, KaKk U B OapOYHBIX IIbecax, SIBJISIOT-
Cs ceMaHTU4YeCcKUe QUIYPHI U CMBICIIOBbIE

IIpumep Ne 8
B. [Tuxysw. TaHey, BypamuHo (nepesaosicerue I1. Beujuuxkozo)
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CTPYKTYPBI, 0003HaUa0II[He CIOKET U IIPU-
CYTCTBHE Tepos.

Tax, B «IIbece» U. CesteHbU (ipuMep Ne 9)
B MeJIOJUHU COUeTarTCsd pasHble CeMaHTHU-
JecKre QUIypHl: TaJlaHTHBIM «pUTM IlIara»
(HeuéTHbIe TaKThI) U «pUTMOPOpPMYJIa Ca-
pabaHasl» — cdepa IevajabHBIX U Tparu-
4eCKUX 00pa3oB (UETHBIe TakKThl). ['epoit
3lech He IIepPCOHUQUIIMPYeTCs, ero IIps-
MOTO HU300pa’keHus B TEKCTe HeT, HO OHO
3aMellaeTcs CUTyarie sMOIIMOHAIbLHOIO
nepekuBaHUs. U X0Td B IIbece yKa3bIBaeT-
Cs1 TOJIBKO OHA, OJJHAKO KOCBEHHBIN HaMEK
Ha IIPUCYTCTBHUE U I'epos, ¥ BOCIIOMUHAHUSI
0 CUTyaI[UU B TEKCTe BCE JKe eCTh.

KiroueBBIMU MHTOHaUSIMU B «IIbece»
SIBJISIFOTCS TaHIleBaJIbHble PUTMO(GOPMYJIBL.
Ecuu corsiacuThCs € TEM, UTO repoii KOCBeH-
HO IIPUCYTCTBYeT B IIPOK3BeeHUH, TO 60-
Jiee II0JTHO U HaTIJISAHO B KOHTEKCTE IIbeChl
c 0603HayeHUEeM MeJ/lJIEHHOIO TeMIIa BHI-
pa’keHBI ero 4yBCTBa. 3pUTeJIbHbBIE IIpef-
CTaBJIeHUs, CBI3aHHbIe C IIJIaCTUYeCKUMHU
UHTOHAIIUAMH, II0ABEPTalTCsI CeMaHTH-
YeCKUM IIpeo6pa3oBaHUSIM II0] BO3Jel-

IIpumep Ne 9

CTBUEM «3aMeJ/IJIEHHOTO H306pakKeHHUsI»,
YTO IEPEHOCUT HUX BO3JIeHCTBHE C YPOBHSI
3pUTeJbHBIX 00pa30B Ha YPOBEHb MeJIaH-
XOJIMYECKUX UYBCTBOBAHUU. ITOT «3aMe]-
JIEHHBIN TaHeIl», KOTOPHIN B TEKCTe eCThb U
OJTHOBPEMEHHO ero KakK Obl 1 HeT, CKopee
BCET0, CTAHOBUTCI 00JIaCThI0 IIepe’KuBa-
HUH 110 TOBOJY KOTZA-TO IIPOU30IIIE/IIIIET0
COOBITHS, OKa3aBIIIer0 Ha Treposi CUJIbHOE
BO3/IeHICTBHE U CBSI3AHHOIO C TaHIIEM. ITO
MOKeT OBITh ¥ CaM aBTOP B POJIU I'eposi, Ie-
PE>KUBAIOIIEr0 110 TIOBOAY UCUYEe3HOBEHUS
U3 coepsl OBITUS IPEKPACHOTO raJIJaHTHOTO
>KaHpa.

HTakK, yTeHHe MY3bIKaJbHOTO TeKCTa —
3TO pacmrudppoBKa aBTOPCKOTO WM CTH-
JIEBOTO KOHTEKCTa C TOUKH 3PeHUsI CMBIC-
JIOBBIX CTPYKTYP, CEMaHTUKU MY3bIKaJb-
HOM WHTOHAIuU. Tak CTAaBUT IIpo6JieMy
aHaJIu3a CoJleprKaHUSA U MHTepIIpeTaliuu
IIPOU3BeIeHUs COBpeMeHHas MY3bIKaJIb-
Has HayKa. /IJIs1 II0CTaHOBKH JII060H XY/10-
’KeCTBEHHOU 3a/layu Heo0XO0QUMO II0AP06-
HOe aHAJIUTUUeCKOoe U3yuyeHHe aBTOPCKOTO
TEKCTa, IOCKOJIbKY aHaIu3 fieTajael 6yeT

H. Cenenvu. Ilveca (nepenodxcerue I1. Bewjuyxkoeo)

Mez1eHHO, BEIpAa3UTEJIBHO
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CIIOCOOCTBOBATH OIIpefiesIeHUI0 COfep>Ka- B JAOCTATOYHOM CTelleHU 00beKTUBHOE, OC-
HU. B 9TOM cilydae apTUKYJISIUSA KaK Bbl-  MBICJIEHHOE 3BYKOBOCIIPOM3Be/[eHHe U 06e-
pasuTesbHOe IIPOU3HECeHMe TeKCTa Ha UH-  CIIeUMT JOCTIDKeHUe 3¢ deKTa BhIpasUuTeIb-
TOHAIIMOHHO-00pa3HOM OCHOBE IBUT COO0I0  HOU U COJleprKaTeIbHOU MHTepIIpeTallui.

~)— > IPUMEYAHHA ~ ~A—

! B My3BIKaJIbHBIX TeKCTaX 6apOKKO 4acTo BBICTYIIAeT «CHHOHUMOM» QpaHdapkl,
pasIuyarTCs CIeAYIOIe PasHOBUIHOCTH HO 60JIee MATKOM U TEMJION 110 TeMOPYy.
«3HaKa corni». IlepBast pasHOBUIHOCTDH — BcTpeyaeTcsd U O{THOBPeMEHHOe

CHUTHAJI «BBIZIeP>KaHHOI0, OIHO00pasHo HCII0JIb30BaHUe 000X CTPYKTYPHBIX
TIOBTOPSIEMOT0 TOHa» (TEPII0BOT0, KBUHTOBOTO  BAapHaHTOB COrni Kak OJUH U3 IIPUEMOB
HJIU 0CHOBHOTO), JAKOIIero IpKui apdexT «CHHOHUMHU» B My3bIKe. TpeThs
IIPOCTPAHCTBEHHOIO IIpe/iCTaBIeHus. Bropas Pa3HOBUHOCTh — «30JIOTOM X0 BaJITOPH».
PasHOBUIHOCTbL — «TPE3BYYHBIN CUTHAI» — [Togpo6HO 06 3TOM CM.: [8].
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Kiraccuyeckas rurapa:
0apoOKKO U paHHUU
KJIaCCHUIIU3M

CemaHmMuueckKue acneKkmsul

NspgaHue colep’KUT aHAJIUTUUYECKHe
OYepKH U METOAHNYEeCKHe KOMMEeHTapHuH K
HCIIOJTHEHHUI0 TeKCTOB OPUIMHAJIBHBIX CO-
YUHEeHUU U IIepeJIoKeHUU I TUTaphl 3a-
IIaJHOEeBPOIIEMCKUX KOMIIO3UTOPOB XVII-
XVIII BexoB. HcciiemoBaHUe OCHOBAHO Ha
UHIUBUYAJIbEHO-aBTOPCKOM IIPUMEeHEeHU N
HEKOTOPBIX IT0JIOKEHUU COBPEMEeHHOM Ha-
YYHOUM KOHIIENIIMU CeMaHTUYeCKOTO aHa-
Jn3a. B KkHure 1pecTaBaeHbl HHTOHAITUOH-
Hble 3TIbl — GparMeHThl My3bIKaJIbHbIX
TEKCTOB, «HAIIOJTHEHHbIE» CEMaHTUYECKH-
MU QUTYPaMHU U CI0’KETHO-CUTYaTUBHBIMU
3HaKaMU aHCcaM0J1eBOr0 MY3UIIMPOBaHUS,
paciirndpoBKa KOTOPBIX IIOMOraeT OBJa-
IEeHUI HaBbIKaMU CO3aHUS BTOPHUUYHOTO
TeKCTa — HCIIOJIHUTEJbCKOIO CIleHapusd.
Ha ocHOBe IIpeiyI0’KeHHBIX IJII IpaKTHye-
CKOM paboThl 06pasIioB UMUTaATEJ b 3HAKO-
MUTCSA C METOLOM CMBICJIOBOM JeTasu3a-
IIUY UCIIOJTHUTEJIbCKOTO TEeKCTa.

B. E. OXOTHUKOB

KJIACCUYECKASA 'MTAPA:
BAPOKKO
Y PAHHUH KJIACCULIU3M

CemaHmuuveckue
acnekmul

H3parenbcTBO op * CankT-TleTep6yp!

-

Ox0THUKOB, Bragumup E¢pumoBuy

Kiraccuueckast rutapa: 6apoKKO U paHHUU
KJ1accuysM. CeMaHTHUUeCKUe aclleKThl: HayYHO-
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A.M. XayaTypsaHa

B mIpepIIyINHUX BRIIIYCKaX JKypHaJa
OBLTH OITyOJTMKOBAHEI JIEKITUU O TBOPYECTBE
TaKHUX BBIZAIOIINXCA 0TeYeCTBEHHBIX
KOMII03UTOPOB XX BeKa, Kak C.B. PaXMaHUHOB,
N.®. CtpaBuHckui, C.C. [IpokodbeB,
H.A. MsackoBckui, /1./1. [IlocTakOBUY.
B rpopio/pKeHue 3TOM CepHuH IIpefjiaraeTcs
JIeKIus 0 TBopuecTBe A.W1. XauaTypsaHa. Ilocie
00IIIeli XapaKTEPUCTHUKHU ero XyL0KeCTBEHHOI0
Hacaenus (IIpeambysia), B pasjesax 0CHOBHOU
yacTy (TpaeKTopus TBOPUYECKOTO IIyTH,
«[I1p My3BIKHU») pacCMaTPUBAIOTCA
OCHOBOIIOJIATarole IIPUHITUIIBL IPKOT0
UHIWBUYaJIbHOTO CTHU/IA KOMIIO3HUTOPA
U OLleHHBAaeTCsd 3HAYUMOCTD er0 BKJIaza
B COKPOBHIITHUILY 0T€YeCTBEHHOI'0 UCKYCCTBA
cepenuHbl XX cTosieTus. 110 X0y U3JI0KeHUA
IpezJjararTcs GparMeHThl My3bIKaJIbHbIX
IIPOU3BEIeHUM, B CYMMe CBOe! Iaroliue
IIpeJicTaBJIeHe 0 HauboJiee CyILeCTBEHHbBIX
CTOPOHAaX TBOpUYecTBa XadyaTypsHa.

KiroueBnle ca0Ba:

TBOPUYECTBO XavyaTypsiHa, IBOJIIOLIHS,
OCHOBOIIOJIaraoIye IPUHITUIIBL, YePTHI CTUJIS.

The Musical Oeuvres
of Aram Khachaturian

The previous issues of the journal featured
publications of lectures about such outstanding
20th century Russian composers as Sergei
Rachmaninoff, Igor Stravinsky, Sergei
Prokofiev, Nikolai Myaskovsky and Dmitri
Shostakovich. This series is continued with
a lecture about Aram Khachaturian’s music.
After a general characterization of his musical
legacy (in the preamble), the respective sections
of the first part of the lecture (the trajectory
of the artistic path, “The Feast of Music”)
examines the foundational principles
of the composer’s bright individual style
and evaluates the significance of his
contribution to the treasury of Russian art
of the mid-20th century. During the exposition
of the lecture fragments of his musical
compositions will be offered for analysis,
in their sum giving a perspective of the most
substantial aspects of Khachaturian’s musical
legacy.

Keywords:

Khachaturian’s musical legacy, evolution,
foundational principles, stylistic features.
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IIpeamoOy1a

pam Miibnu XayaTtypsH (1903-1978) —
apMSHCKHUI KOMIIO3UTOP. CaMOOBIT-
HOCTB ero CTHUJIA 6a3UpyeTcs IIpeXxkze
BCero Ha IIPOYHBIX CBA3SAX C UHTOHAIU-
OHHO-PUTMUYECKUMHU U JIaJJOBEIMU 0OCO-
O0eHHOCTSIMHU pas3JIMYHBIX BeTBel HaIllHo-
HaJIbHOI0 QOJIBKJIOpa ApPMEHUHU U JPYIUX
peruoHoOB 3aKaBKa3bsd U KaBKasa B 11eJ10M,
a TaK>Ke psjia colpee/IbHBIX HApoL 0B (Ha-
IIpAMe]p, UCTOKU Y36eKCKOI0, TaJ KUKCKO-
Io, TYPKMEHCKOTO U TYPeIIKOIro IIPOUCXOXK-
neHus). [IouBeHHOCTH TBOpYEeCTBa KOMIIO-
3UTOpa B U3BEeCTHOM Mepe ollpejessiach
IUTUPOBaHUEM HapOJHO-IIeCeHHBIX 00-
pasIoB, a ellé yale — UCII0Jb30BaHUEM
OTZeJIbHBIX 000POTOB U I10IIeBOK. [Ipruém
BCE 3T0 0OBIYHO CJIY>KHUJI0 MaTepHraIoM, KO-
TOPBI¥ CBOOO/HO I1€Pe0CMBICIHUBAJICI B CO-
OTBETCTBUU C aBTOPCKOM H/ieel BIIOTH 10
ero KOpeHHOro IipeobpakeHus. [s1aBHOe
’Ke COCTOSJIO B IJIyOOKOM IIPOHUKHOBEHUU
B CYTh HapOJSHOU MY3BbIKaJILHOU peud U B
CIIOCOOHOCTH K MHUIIMaTUBHOMY eé IIpe-
TBOPEHUIO B KOHIIEIIITUOHHBIX II0JI0OTHAX
Ha 1podgeccoHaIbLHOU OCHOBE.
BocTouHasg XapaKTepHOCTh CaMbIM He-
II0CpeACTBEHHBIM 00pa3oM CKa3bIBaeTCs B
KpPaCOYHOCTHU 3BYKOBOM I1aJIUTPBI, KOTOPYIO
$OpMUpPYIOT 3aTelIMBas IIPUXOTIUBOCTh
MeJIOJWYeCKOI0 PUCYHKa ¢ 60raTo opHa-
MEeHTHUKOM OpHEeHTaJIbHOIO0 TUIIA, 9K30THYe-
CKU IIpsiHas, IIBETUCTO-IIBIIIHAL JINO0 CBOe-
00BIYHO M3bICKaHHAasA TapMOHUA U 6JIUCTa-
TeJIbHasi POCKOIIbL OPKEeCTPOBOIO IIUCHMA B
ero OIIyTHUMBIX IapaJIessiX C UMIIPeCCHO-
HU3MOM. B TOM JKe psifly — BeJIMKOJIEITHOe
IIBeTeHUe MeJioca, PeJKOro 110 CBoeH ILia-
CTUYHOCTH, IIIUPOTe NBIXaHUSA U KpacoTe.
Y1, KOHEYHO >Ke, 0T UCKYCCTBA HapOJHBIX
My3BIKAaHTOB y XayaTypssHa — HUMIIPOBHU-
3aIlMOHHOCTD U3JI0’KEHUs, a TaK)Ke parico-
OUYHOCTE GOPMBI B CTPYKTYpe psijia IIPOM3-
BeJleHU, B TOM 4YHCJIe B TPEX IMapTUTypax
1711 GOpTenInaHo, CKPUIIKY, BUOJIOHYEJIH C
OPKeCTPOM C OZHOTUITHBIM 0003HayeHUeM
KoHuepm-pancodus. Bcerjesio Iopiep>KuBast
XapakTepHbIe I XY[40’KEeCTBEHHOU KYJIb-

TYpPBI eT0 BpeMeHHU IIPUHITUITE] HAPOLHOCTH
U JeMOKpaTusMa, OH JoOuBaJICd 3aBUJ-
HOM KOMMYHUKaTUBHOCTU CBOEM MYS3BI-
KHU. B I1eHTpe ero TBOpYecTBa HaXOAUINCH
KapTHUHBI HAPOJHOM )KU3HHU, UTO 0CO6EHHO
OYeBUIHO BO BCeX TPeX cuMpoHUax (1934,
1943, 1947) u B o6oux bajseTax («I'assHI»,
1942; «CrrapTak», 1954).

OT IpUHA/IE’KHOCTU BOCTOYHOMY MUPY
BO MHOTIOM II18J1 HeCpaBHeHHBIA TBOpUe-
CKUHM TeMIlepaMeHT KOMIIO3UTOpa, YTO
6oJiee BCEro IpPOSBJISJIOCH B IIOBBIIIEH-
HOM 3MOIIMOHAJBHOCTH, KOTOpas MOIJa
BBLIMBATHCS B 000CTPEHHYIO 3KCIIPECCUIO,
U B CTUXUUHOU cujie 00pasoB C UX JUHA-
MH3MOM U MOIITHOM 3HEPreTHUKOMU. ITOT
TeMIlepaMeHT HaXOAuJ ce0s U B HMCKIIIO-
UUTeJILHOM BJIeUeHUHU K TaHI[eBaJIbHOCTH,
KOTOPYI0 MOKHO paclleHMBaTh KaK IIepBO-
OCHOBY Xa4aTyPSHOBCKOTI'O CTHUJISI — JaHHOe
KaueCTBO OJJHY M3 CBOUX KYJIbMUHAIIUH I10-
JIYYHUJIO B OTHEHHO-BOMHCTBEHHBIX CIleHaX
6aJIeTOB, 3aHABIIUX CTOJIb 3HAUUTEJIbHOE
MeCTO B XopeorpapuuecKoi KjacCcHuKe cepe-
IOUHBI XX BeKa. Bo MHOroM TeM ke oIIpefe-
JI1eTCsd TeaTpaIbHO-KapTUHHOE MBIIILJIEHMe
KOMIIO3UTOpPa (3pUMOCTH, CKYJIbITypHAas
O4YepuYeHHOCTb 00pa3oB, ocobast BBHIIIYK-
JIOCTB peJibeda) U CUIbHeMHIlee TATOTeHHe
K IIPUHIUITY KOHIIePTUPOBAaHU C COOTBET-
CTBYIOIIIMM aKI[eHTOM Ha BUPTYO3HOU
TPaKTOBKe PeCcypCcoB HHCTPYMEHTaJIHU3Ma.

YV XauaTypstHa «nup my3ssiku» (b. AcapbeB)
OBLI HACTPOEH Ha BOJIHY BOCIIEBaHUSA JKU3-
HU, e€ MaHAIeH IIPUTATaTeJIbHOCTH, CBETa
U pafioCcTH. ITO HAXOUJIO Cebs IIperuMyllie-
CTBEHHO B 9HEPTHUU CO3UAATEIbHBIX YCUIUN
U B IIPa3sJHUYHBIX HaCTPOEHUSX, KOTOPEIe
JIAIIIEHBI TeJOHUCTUYECKON pasMAr4éHHO-
CTH, HAIIOJTHEHBI e ICTBEHHOU CUJION. SIpKO
BBIpa’KEeHHBIN OIITUMUCTUYECKUU TOHYC He
UCKJIIYaJ JpaMaTHYeCKUX II0LTeKCTOB,
GUKCUPYIOIIIUX TeHeBble CTOPOHBI CBOe-
ro0 BpeMeHHU (BOKaJIbHO-CUMQpOHUYeCKas
«[Tosma o CraaunHe», 1938; opkecTpoBasg
«TpaypHasg oma mamaTu JleHHuHa», 1948).
OLHAKO CMBICIIOBAasg TPaeKTOpPUS IIPOMU3-
BeJleHUM KOMIIO3UTOpa HeM3MeHHO Oblia
yCcTpeMJyIeHa K UTOTOBOMY YTBEP KAEHUIO
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II0O3UTHUBHBIX HayasI 6bITH. [IoyTHOTAa 3al1e-
4aTJIEHHOIO0 MHUPOBOCIIPUATHUA 6a3upoBa-
Jlach Ha JivaJIeKTUKe TMOKOT0 B3aUMO/lel-
CTBUS aKTUBHO-JIeSITeJIBLHBIX COCTOSHUM U
IIOTPY>KeHUH B cpepy cyrybo sMOIjHOHAIIb-
HOTI'0 XapaKTepa, Ha TapMOHUYHOM /irajore
COCpe0TOYEeHHO-HAIIPSKEHHBIX U PacKo-
BaHHO-UI'POBBIX MOMEHTOB, BCEOOIIero U
Cyry60 MHAUBUAYAJIBLHOTO, & TaK)Xe TOrO,
4YTO COOTHOCHUTCS C IIPUHAJIEKHOCTHIO K
COLIYMY, C TeM, UTO HAIIOJITHEHO OLyXOTBO-
PSAIOLIIM TEILJIOM COKPOBEHHBIX IBHKEeHU N
4YeJjioBeyeCKOoM AyIu. To )Ke HaXO4WM U B
cpepe IMPUUECKUX 06Pa30B, B3AaUMOZ0II0JI-
HAIOIIMe I'PaHu KOTOPOM COCTaBJIAIOT JIU-
P¥3M UyBCTBEHHOIO IJIaHA C er0 3HOMHOM
HeTrO0M, CTPACTHOCTBIO )KI'YUYUX IMOLIUH, J10-
XopsIen 1o OyUCTBEHHOM BaKXaHaIUU, U
BO3BBIIIIEHHO-0AYXO0TBOPEHHEIN JIUPU3M,
OTJIMYAIOIIIUICS 6JIarOPOICTBOM U II03THY-
HOCTBIO, IJTYyOMHOM U CEPbE3HOCTHIO UYBCTB.
Pa3sinyHble BapraHThl OTMEYEeHHOTO IIa-
pUTeTa KOHTPACTHBIX 00pasHBIX I'paHel
SIBCTBEHHO IIpe/ICTaBJIeHbI B TPEX KOHIIEP-
Tax — PoprenuaHHoM (1936), Ckpunuu-
HoM (1940) u BuosioHUeabHOM (1946).

B My3BIKaJIbHOM HCKYCCTBE II0CJIEBOEH-
HOIO flecaTuIeTUs XadaTypsiH BBICTYIIHUII
KaK HauboJiee 3HAQUUTEJILHBIN IIpe/iCTa-
BUTEJIb CTUJI aMIIUP, BCEMEPHO BBISABIILA
4epThl MOHYMEHTAaIUu3Ma, IPaH/IM03HOCTH,
TpuyMdaabHO-II06€JOHOCHOTO [ep>KaB-
HOro MoryirecTBa (0T TpeTbell CUMGOHUU
K 6aznety «Craprak»). Ha aTame mosgHero
TBopuecTBa (1960-1970-e roxpl) OH TATO-
TeJl K HHTeJJIEKTYaJIbHOU CaMOyIIyOJI6H-
HOCTH, BBIJIBUTas Ha IlepeJHUM IIaH IIpo-
6/1eMy KOHQIUKTHBIX B3aUMOOTHOIIIEHUH
JIMYHOCTU U €€ OKpy’XeHUdA. ['ocrioncTBo
MBICJIM 0CO6EHHO OIIyTHMO B COHAaTaX, Ha-
MM CAaHHBIX JII1 BUOJIOHYEIIH S0l0, CKPUIIKHU
solo u anpTa solo (cooTBeTCTBEHHO, 1974,
1975, 1976).

[Ipu >xeslaHUU KOMIIO3UTOP MOT BIleYaT-
JIAI0INe paboTaTh B YUHCTO €BPOIIEHCKOM
MaHepe (My3bIKa K TeaTpaJIbHBIM CIIEKTa-
KJIIM II0 KJIACCHYeCKOH JpaMaTypruu, Ha-
YhHasi ¢ «BajJleHCHaHCKOM BIOBBI», 1940, 1
«Mackapaza», 1941). Ho riiaBHOe ero 3aBoe-

BaHUeE COCTOSJIO B OPTaHUUYHOM CHHTe3e
BOCTOYHOI'O C BOCIPHUHSTHIM OT €BpOIIel-
CKOM KYJbTYpPbl: IIPUHITUIIEI TOHAJIHHOIO
MBIIIIeHUs, popMooOpasoBaHue, I10JIUPO-
HUYeCKHe IIPUEMBI, 3aKOHBI UHCTPYMeH-
TaJIbHOTO IIMChbMa, BKJIIOYas ipaMaTypruio
CUM(OHUUYECKOro pas3BuTUd. OTKphIBas
HHTepHAIlMOHAJIbHONM ayJUTOpPUUH Oora-
TeUIlre, KOJIOPUTHEHIINe 3aJe)KU IIpakK-
TUUYEeCKU HeBEeJOMOTO paHee MY3bIKaJIbHO-
ro MaTepuasa, XadaTypsH CyMeJl B IIpU3Me
HaIlMOHAJIbHOI0 BUJeHUS 0TOOPasUTh Cy-
IIeCTBEHHbIe CTOPOHBI IIPOUCXOAUBIIIETO
TOTJa, YTO [leJjlaeT ero Xy/0>KeCTBEHHOe
Hacsenue 061[e3sHAaYMMBIM U IIOJIMHHOMN
KJIaCCUKOM MHPOBOTO UCKYCCTBA.

TpaeKTOpHs TBOPUYECKOTO IIyTH

OCHOBHBIM JIEMTMOTHBOM IIpe/ICTOsIIIe-
I'0 pacCMOTpPeHUs TBOpUYecTBa Apama Mibu-
4ya XauaTypsHa (1903-1976) cTraHeT MBIC/Ib
0 TOM, UTO OH OBLII U OCTAETCS CaMbIM BBI-
JAroIHMCA IIpe/iCTaBUTeIeM XY0>KeCTBEeH-
HOU KYJIbTYpbI BOCTOKa — He TOJIBKO MY-
3BIKaJIbHOI'0 HMCKYCCTBA, HO U KYJIbTYpPHI
BOOOIIIe, B3ITOM KaK IieJIoe.

C 3TOM TOUKHU 3peHUs B U3BECTHOU Mepe
0Ka3aJIoCh 3aKOHOMEPHBIM TO, YTO OH, ap-
MSHUH I10 KPOBH, POJIUIICS, IIPOBEJI IETCTBO
U IOHOCTH B Tuduuce (Tak Torga UMeHOBa-
s TOUIIMCH), Iie B IIECTPOM U Pa3HOJIUKOM
KOHIJIOMepaTe COeqUHSIUCH KYJIbTypPHEIe
TpagUIIUd MHOTHUX BOCTOUYHBIX HapOZ OB,
4TO AOIIOJHSAJIOCH HACJIOEHUSIMHU PYCCKOM
U 3aI1aJHOEBPOIIeVICKOU TPaSUITUN.

XayaTypsiH, K BOCIOMHUHaHUAM KOTOPO-
ro MbI 6y/1eM oOpalaThcsd He pas, mucas oo
9TOM TaK.

30ecb Hapsdy ¢ KOPEHHbIM 2PY3UHCKUM
Hace/1eHUeM H#CU10 MHO20 apMSsiH, azepoatio-
JHCAHUes, pyCCKUX, YKPAUHUES, d MaKoice nep-
€08, MypoK u dpy2ux. 3Ima MHO2OHAUUOHATb-
HOCMb, MHO20S3bIHHOCMb HAK./1a0bleana
c80il omneuamok Ha 6bim, Hpaeswvl TouauCl,
Ha e20 Ky/1bImypy, 8 MoM vuc/ae My3ulky. Jloc-
mamouHo 6110 NPOUMUCL NO YAUUAM U he-
peyAKam, 1exncauuM 8 CmopoHe om yeHmpda,
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4mo6bl OKYHYMbCSL 8 MY3bIKA/TbHYH AMMO-
chepy, co30asaemyro cambvlmMu pasHoobpas-
HbIMU UCMOYHUKAMU: 860M U3 OMKPbUMO20
OKHA CALLLUUMCA XapaKmepHoe 38yuaHue
X0p0o8oll 2py3UHCKOU necHU, pst0oM Kmo-mo
nepebupaem cmpyHbsl a3epoaiioHaHCK020
mapa, npotidéwb nooaibule — HAMKHEWb-
€ Ha YAUUHO20 WAPMAHWUKA, HAUZPblea-
rouie20 MoOHbLIL 8 My nopy 8a/sc. Hepeoxku
gcmpevu u ¢ XxpaHumensamu opesHell Ky/1b-
mypbl, nesuaMu-CKasumeAsaMu, aulyeamu,
aKKOMNaHupyrowumu cebe Ha case, mape,
KemaHue... HapooHas apMsaHcKas, asep-
6atidocaHcKas, 2py3UHCKas, pycckast NecHs,
WUpOoKo bbimosaswiue mozoa «HecmoxKue»
Ubl2AHCKUE POMAHCHL, NONYASAPHbBlE Me0-
ouu 6a/1bHBIX MAHUE8 — 8CE€ CMeuU8a10Ch
8 nécmpoli 38yko080ll kapmuHe. H 8cé amo
HeyoepaHcUMO 8.1eK/10 K cebe.

Obmire IIOJOOHBIX BIlIeYaTJEHHM, IIO0-
UEPIHYTHIX B TUQJIMCCKOM [IeTCTBE U I0HO-
CTH, HECOMHEHHO CHITPaJIo CBOI0 OTPOMHYIO
poJsib. CaMOOBITHOCTh CTUJIA XadaTypsHa
oIlpejiesisieTCs IIpe’K[e BCero ero OIIopou
Ha BOCTOYHOE HayaJjI0, KaKKMM OHO 3alieyar-
JIeJIOCh B PA3JIMUHBIX 00pasijax HapoJHOIO0
TBOPYECTBaA.

C 3TOM TOYKHU 3peHUs BaXKHO U TO, UTO
OyAYIIHI KOMIIO3UTOP CMOT II0UYEPIIHYTh OT
CBOUX POAUNTesIeN, BBIXO/IIEB U3 TaJIEKOI0
cesia. OTelf 4acTo I1eJ B CeMeMHOM KPYTIY,
B TOM 4YHCJIe U KPeCThbIHCKHE IIeCHU, KO-
TOPBIX ApaM He MOT CJIBIIIATh Ha YJIXUIax
Tuduuca. YacTo 1mesia 1 MaTh, 3HABIIAs
MHO’KeCTBO HapOJHBIX IleceH. KpoMme Toro,
9Ta Ha pefKOCTh KpacHUBas KeHIIMHA IIpe-
BOCXO/THO HCIIOJIHSJIA BOCTOYHBbIE TAHIIbI
(«A 1106UN Ha Heé cmMompemb U 80CMOP2a-
Csl er0», — BCIIOMUHaeT XayaTypsiH).

Ho ocHOBHYyI0 Maccy BIleyaT/JIeHUHU Ja-
BaJI TOPO/I, T/ie MOKHO ObLJIO YCJIBINIATH Ha-
CTOSIIIUX MacCTepOB HapPOAHOI'0 UCKYCCTBA.

B demcmee s ar0bun wacamu cayuams
O6p00SAUUX NesUo8 U MY3bIKAHMO8, auly208
U ca3aHoapos. Imu noImMel U My3blKAHMBbL
O6bliU U B00XHOBEHHBLIMU apmucmamu-
umnposusamopamu. MHe 8 ux Hesamell-

AUBBIX UMNPOBU3AUUAX CABLUAAUCL OM-
20/10CKU meX HAapOOHbIX neceH, Komopble
Hanesaaa mambs. HO 8 UCNO/THEHUU auly208
3HAKOMble, Ka3a/10Cb, Me100uu 38yuanu 6o-
2auve, HapsoHell, 3a80pPa}cu8ast KPaco4Ho-
cmblo c80600HOIU UHMepnpemayuu u mem
80Ue6CcMBOM pumma, KOmopwvle Omauud-
oM MO/bKO HAPOOHOe UCKYCCMBO. S H#AOHO
80CNPUHUMA IMO UCKYCCMEO.

Kak BuguM, MajleHbKUM ApaM y»Ke TOT-
Ila yJIaBJIUBaJI UCKYCHOCTD, «BOJIIIIEOCTBOY,
OTJIMYAIOIIFie MacTepa OT JUIeTaHTa, ! I10-
YyBCTBOBaJI BKYC K UMIIPOBU3aIlUU, KOTO-
pasd CTaHeT Ba)KHBIM CJlaTaeMbIM €ro C06-
CTBEHHOTI'O TBOPYECTBA.

YcipiiaHHbIe TOTAA U I1035Ke GOoJILKIIOP-
HbIe MeJIOAUHU KOMIIO3UTOP UHOTA UCII0/Ib-
30BaJI B CBOUX COUMHEHUsIX. OCO6EeHHO II1U-
POKO IIpe/iCTaBJIeHbl OHU B 6asieTe «['asgHI»,
I7ie UX He MeHee JecaTu. [IpuyéM, IoMHuMOo
3aBeJIOMOr0 [IUTUPOBAHUS, CIyYaJIOCh U TO,
0 4yéM XauaTypsiH TOBOPWJI CJIeyIolliee.

ITopoto 6vi86aem u max, wmo 60buiUe Kyc-
KU c06CMBEHHOlU OpUSUHANbHOU MY3bIKU
nepemexjcaromest ¢ HapoOOHbLMU NONEEKAMU.
Imu nonegku podcoaromcst noporw 6eccos-
HAmMeAbHO, KaK €80e0bpasHble 0me0/0CKU
CALIUAHHBIX K020a-MO U 0pemMasuiux 8 as-
MopcKOM CO3HAHUU MeA00UlL.

XavaTypsiHa OTJIMYaJI0 HHUITUaTHBHOE,
IJIyOOKO TBOPYECKOe OTHOIIIeHHe K Hapo[-
HOU ocHOBe. OH pacrieHUBasI GOIbKIOPHbBIN
MaTepHad «KaK HUB0MEOPHOEe 3epHO, KaK
NepeoHAUANbHYH AUelKY, KOMOPYH MOMXiC-
HO C80600HO U CMeN0 pas3eusams, nepepa-
6amwsleams, 0602auiams» B COOTBETCTBUU C
KOMIIO3UTOPCKHM 3aMBICJIOM, C aBTOPCKOM
Heen.

T'oBOps 0 XapakKTepHOM [ ce6s1 UHTO-
HaIlUOHHO-PUTMUYECKOM IIepeoCMBIC-
JIEHUY HapOJHBIX MeJIOAUM, XadyaTypsaH
IIPUBOJUT B KayeCTBe IIpUMepa OCHOBHYIO
TeMy Il vacTu PopTenHaHHOIr0 KOHIlepTa.

dma aupuueckas mema COUUHEeHa MHOH
Ha OCHOB8e KapOUHAaAbHOU Modupukayuu
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nony/IpHOLL neceHHol Meo00uu. Imo ovlaa
docmamouHo /1e2K08ecHasi N0 xapakmepy
20p00CKast B0CMOUHASL NeCeHK A, CAbIUUAHHAS
MHOI Ko20a-mo 8 demcmee Ha yauuax Tou-
AUCU U XOPOWO U3eecmuas Arbomy sjcume-
110 3aKasKaswvsi. S 04eeuUOHO pucKko8al mem,
umo 6yodyujue Kpumuku mMoez2o npouseede-
HUsl, Y3HA8 NepeouCmMoOvHUK, No0gepeHym
MEHS, M0100020 KOMNO3UMOpa, pasHocy 3a
«dep3ocmb». OOHAKO 8 npouecce COHUHEHUS
. mak da/s1eKko omowés 0m nep8oHaAHabHO-
20 06pasa, cmo/b pewumeabHO NepeoCcMblc-
AU e20 BHyMpeHHee CO0epicaHue U Xapak-
mep, umo oagce 2py3uHCKuUe U apMsaHCKUe
MY3bIKAHMbL HEe YCABLUAU 8 IMOTL meMme eé
HAapOOHOU Nep800CHOBbL.

JlefiCTBUTEeJILHO, IPOU30IILIO € KOpeHHOe
IpeoOpakeHHe: KOMIIO3UTOPY yaI0Ch BIIOX-
HYTb B 3Ty MeJIOZ[HI0 00 bEMHOCTE U IJIyOHHY,
IIpUIaTh el N3bICKAHHOCTH BO3BBIIIIEHHOMN U
OUYeHb UHIUBUTYaTbHOM IMOITUU.

dopTenuaHHbIN KOHIIEPT,
Il yacTh
A. dauep (1.37)

C ®opTenuaHHOIO KOHIlepTa Hayajaach
MHUPOBasi U3BeCTHOCTh XauaTypsiHa. [Ipu-
IIJIa OHA K HeMY JJOBOJIBHO PaHo (eMy OBLI0
B TO BpeMs TPU/LaTh TPU rojia), fake Ipu-
HHMas B pac4yéT IPHUBBIYHBIE «CPOKH» Ha-
YMHAOIIEeT0Cs IIPU3HaHUS Y 60JIBIITHHCTBA
KOMIIO3UTOPOB TaKOT0 Macmitaba. U mpu-
IIIJIa OHA HeBEPOSITHO PaHO, €CJIU Y4ecTh,
Korja XadaTypsiH Hadajl 3aHUMaTbCs MY-
3BIKOM IpodecCHOHaJIbHO: TATOTeHHE K
Hel 06Hapy>KUJIOCH y HEro y>kKe B paHHeM
BO3pacTe, HO JJIUTeJIbHOEe BpeMs 3aHITUSI
HOCHWJIU CyI'y00 JII0OUTeJIbCKUU XapaKTep.

B demcmee 1 MHO20 nea, o4eHb AHb6UN
gblcmykKugeams pAasHOOOPA3HblE PUMMBL.
Cmpacmb K My3blKe HepedKO omeJ/iekanda
MEHSL 0M WKO/bHbIX 3aHamuil. CAy4anocs
mak, 4mo emMecmo mozo, Ymoobwl yuums ypo-
KU, 1 uacamu Hanesas JAroumMbvle Mea00Ull.

3abpaswucb Ha 4epoaxK ¢ MeOHbIM ma-
30M, 1 yCepOHO 8bICMYKUBA/ HA HEM NOO-

CAYWaHHble U nopa3uswiue MeHs. pUmmbl,
U30WPSASACL 8 UX 8APbUPOBAHUU U couema-
HUu. 9ma nep8oHAaAUaANbHASA MY3bIKAAbHAS
«desamesibHOCMb» 00CMAagsAs1a MHe HeOnu-
cyemoe HacaaxcoeHue, pooume.ietl Jce npu-
godusa 8 omuasiHue. «Hy umo mHe deaams
C IMuM OYUHbLIM UMNPOBU3AMOPOM?» —
80CKAUUA/ He pa3 omeu, CAYWas 4acamu
MOUu YepoaydHble ynpadxcHeHusl. OOHaKo 00-
Hax#cObl OH 8Cé-maxku npuobpén 3a epowiu
cmapeHbKoe NUAHUHO, 200HOe pasee 4mo
Ha dpoea. S 0080/1bHO 6bLICMPO HAYUUACA
no cayxy noobupams Ha HEM MeaA00uU Ha-
POOHbBIX NeCeH U MAaHUe8 U ¢ HeU3sSACHUMbBIM
6.1a%CeHCMBOM «80aN61UBAN» UX OOHUM
UAU 08y MS NANbUAMU.

MHe nomHumcs, eHauasne amo 6bula 0o-
80/1bHO CYMOYPHbLI NPOUECC OMbLCKUBAHUS
K/a8ull, noc/.1e0o08ameabHOCMb KOMOPbIX
dasana 3HaKomele mes.00uu. IIomom Hava-
JUCL HEYKH0JCUE NONBIMKU NOOGUPaHUSL 2ap-
MOHUU, COeOUHEHUSl Me100UlU 8 NPasoll pyke
¢ akkopdamu 8 .1e80ll pyke. Imo bblL1u, ecau
xomume, MOU nepevle Wazu 8 KOMNO3UUUU.

ITos>xe ApaM OIATBH-TaKH II0 CJIAYXY aK-
KOMIIaHUPYeT I1eBIaM-JII00UTeIIM U yKe
CIABIBET Cpefu 3HAKOMBIX «IIMaHUCTOMD».
Eme mos’ke, 3aaHUMasACh B KOMMePYeCKOM
YUMJIHILE, IPUHUMAaeT y4acTHe B UTpe CaMo-
ZledTeJIbHOTO JyXOBOI'O OPKecTpa, Ife BIIep-
BbIe 1 Ha CaMOM IIPUMHUTHBHOM YpOBHE 3Ha-
KOMHUTCSI C HOTaMH.

ITpuexaB eBATHaAIATH JIeT B MOCKBY,
IIOCTyIlaeT Ha 6MOJIOTUYeCKUN QaKyJIbTeT
MI'V 1 ogHOBpeMeHHO B My3bIKaJbHBIN
TeXHUKYM HUMeHHU 'HeCHHBIX.

He umes HUKaxkoul, dasxce 3 1eMeHMapHou
meopemuueckoli n0020moeKu, s npedcman
neped komuccuetl. /s npobsl 20.10ca u Cay-
Xa 60UKOo cnes wmo-mo 8pode «HcecmoKo20»
pomaHca «Pasbeli 60Ka1», 8b138a8 Y/1bIOKY
aK3ameHamopos. Bmecme ¢ mem, 6Cnomu-
Ha, 51 /1e2KO CNPABU/ICS CO 8CEMU UCNbIMA-
HUSMU CAYXA, Yy8CM8ea pumma u My3ulKaib-
HOU namsamu, HeCMomps Ha Mo, 4mo ece
amu 3a0aHust MHe NPUX0O0U/I0Cb 8bINOAHAMDb
enepeble 8 HCUIHU.
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O ero abCoOJHTHOM MYy3bIKAJIbLHOM «[€B-
CTBEHHOCTH» TOBOPUT TaKOM Kas3yc: BO
BpeMs IIPUEMHBIX 9K3aMeHOB OH 3asBUJI,
II0Ka3bIBasg Ha BUOJIOHYEJIb: «X0uy yHUMb-
€ uepams Ha 3moul 604bWOLU CKpunke».
U ero IpUHSIMN B KJIacC BUOJIOHYEIN — He
CTOJIBKO U3-3a ero >KeJlaHU$, CKOJILKO I10TO-
MY, YTO KJIaCC 3TOT TOJIKO UTO OTKPBLIN U
JKeJIaIIUX 3aHUMAaThCs B HEM ObLJIO HeJlo-
CTaTOYHO.

Emé Tpu roja crycrs B My3bsIKaJIbHOM
TeXHUKyMe MMeHU ['HeCHHBIX OTKPhIBAeT-
s KJIacC KOMIIO3UIIUU, U ApaM I1epeXOUT
B HEro, OTHbIHE OKOHYaTeJbHO II0CBATUB
ce6s1 My3bIKe (K 3TOMYy BpeMeHHU OH IIpeKpa-
II1aeT 3aHATUA B YHHUBepPCUTeTe). 3aTeM OH
rocryraeT B MOCKOBCKYH0 KOHCEPBaTOPHIO,
I7le IIPOXOJUT OCHOBATEJbHYI KOMIIO3HU-
TOPCKYIO IIIK0JIy B K1acce H.A. MsgcKkoBcKo-
IO, Ilepe/ IMYHOCTHI0 KOTOPOI0 61aroroBesI
U B [INCbMax Ha3bIBaJl He HHaye, KaK «8blCO-
KOUMUMbLM yuume.iem». B CBOIO odepe[b,
U MsICKOBCKHUM, BOCIIMUTABIIHN OKOJIO Ce-
MU/IeCITU KOMIIO3UTOPOB, C TJIyODOKUM yBa-
JKeHHeM OTHOCHWJICA K JIYUIlIeEMY U3 CBOUX
YUEeHUKOB.

KoHcepBaTopuro XauaTypssH OKaHUYHUBaJI
co3ganueM IlepBoi cum¢ponuu (1934), Ko-
TOpas CTasia He TOJILKO «aTTeCTaTOM 3PeJIo-
CTHU», HO U BBIIBUHYJIA €r0 B IIepPBBIN PsJ
COBETCKHUX KOMIIO3UTOPOB TOI'0 BPeMEeHHU.
[1. llocTakoBUY, OOBIYHO C/lepKaHHbINA Ha
I10XBaJly, YCJIBIIIaB TOTZA 3Ty, Ka3aIoCh OBbl,
BCero-HaBCero JAUIJIOMHYI0 paboTy Hadyu-
HaloIero KOMII03UTOpPa, 0TO3BAJICI O Hel
O4YeHb IOpsY0 U Jajl el caMyl0 BBICOKYIO
OLIeHKY, Cpa3y ke 4yTKO BBIJIEJIUB TO, UTO
CTaJI0 TJIaBHBIM B MY3bIKe XauaTypsHa:
«MeHs nopas3uio Heo6bIKHO8EHHOE 6o2am-
CmMeo amo2o npouseedeHust, NPegocxooHeli-
was apKas opKecmpoeka, 2.1ybokas cooep-
HCAMENLHOCMb MY3bIKA/bHO20 Mamepuana
U e20 obwullt NPpa3oOHUYHbBLI U padoCmHblil
Kosiopum. O I1epgoii CUM@POHUU MONHCHO CKA-
3ams, WMo 3mo ynoeHue Kkpacomoti u paooc-
MbHO HCUSHU.

[TepBas cuM$OHUA 3aBeplllajga paHHUY,
«IIpeBapUTeJbHBIN» 3Tall, CBOEI0 Pofa
IIPeJIF0IUI0 TBOpYeCcTBa XayaTypsHa U B TO

JKe BpeMs OTKpBIBajla ero IieHTpaabHBbINA
IIePUO[T, KOTOPBIM KaK pas v 6y/eT rJIaBHbIM
IIpeMeTOM HaIllero BHUMaHUI: 3TO POBHO
Ba mecaTuieTHs — ¢ 1934 1mo 1954 rof, Kor-
Ia ObLI 3aKOHYeH OasteT «CrrapTak».

[TosToMy cpasy >Ke HeCKOJBbKO CJIOB O
II0CJIefHEeM, II03/THEM 3Talle Xy[0>KeCTBeH-
HOM TpaeKTopuHu Kommosutopa (1960-e u
mepsad 11o10BMHA 1970-X rooB). B mosiHoOM
Mepe IIOKHWHAad IIJIOAbI CBOUX BBIZAIOIIINX-
Cs ITOCTMD)KEHHUM IIpebIAyIlero Iepuoja,
Ila’ke HECKOJIBKO 0O0peMeHEHHBIN BCeMUp-
HOM CJIaBOM, OH TeM He MeHee IIPOJoJDKaJl
IOBUJKeHMe BIIepé], YyTKO OT3hIBasiCh Ha
KOpeHHbIe IIepeMeHb], IIPOUCXOSUBIIINE B
XYA0’KeCTBEHHOM «KJIMMaTe» BTOPOM II0-
JIOBUHBI CTOJIETHS.

Tertepp HaITMOHAJILHO-BOCTOYHOE B €I0
MY3bIKe IIePeCTaéT ObITh CTOJIb IIOTUYEPK-
HYTBIM U CaMOIL|€HHBIM, OHO BBLICTYIIaeT B
TECHOM, Hepas/eJIuMOM CIUSHUU C eBpo-
IIeMCKUM, 00I1euesI0BeYyeCKUM. SIpKasd, 1104-
TH 3K30THUUYeCKasd KpaCOYHOCTh MaTepuaJia
CMEHSIETCS CTPOTOM IrpapUUHOCTHIO, OTKPHI-
Tas 3IMOIIMOHAIBHOCTh — CAeP>KaHHOCTbHIO
UyBCTB, UHTEJUIEKTYaJIbHOM TUCITUILINHOM,
TOCIIOZICTBOM MBICJIH.

OnuH U3 IT0Kas3aTesed YCUIeHUs paly-
OHaJIbHOI'O Hayajla — CUCMeMHbLIl TI0IXO0/
K CBOMM TBOPYeCKHUM 3aMblIciaM. Korpa-To
KOMIIO3UTOP C 60JILIITUMU IIPOMEKYTKaMU
BpeMeHH CO03/iaJI TPHU CBOUX 3HAMEHUTBIX
UHCTPYMEeHTaJIbHBIX KOHIlepTa: PopTenu-
aHHBIY, CKpUIIMYHBINA U BUOJIOHYEIbHBIU
(1936, 1940, 1946). Teriepb OH IIUIIIET eIIE
OJHY CepHI0 KOMIIO3UITUH I TeX >Ke UH-
CTPYMEHTOB, Ha3BaB UX OAWHAKOBO: KOH-
uepm-pancoous (i1 CKpUIIKYU, BUOJIOHYe-
Jid, GopTeIraHo ¢ opKecTpoM — 1961, 1963,
1968). A 3aTeM — TpPHU COHamul IJI1 CTPYH-
HBIX UHCTPYMeHTOB solo: CoHaTa-¢paHTa-
3U [IJI1 BUOJIOHYesIH, COHaTa-MOHOJIOT /11
ckpunku, CoHaTa-ecHsd 11 ajabTa (1974,
1975, 1976 — Ka>KIblii TOJI II0 OTHOM).

Tak B ero TBOpYeCKOM HacJIeJuHu CJIO-
JKUJIaCh UHCTPYMeHTaIbHas «TpUajia TpU-
aji», $aKTOM CBOer0 CYI[eCTBOBaHUA SIPKO
BBICBETHUBIIIASA IPUBEPKEHHOCTh XauaTypsi-
Ha K My3bIKe KOHIIePTHOI'O IIaHa.
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YT06Bl IIOYYBCTBOBATH 0COOGEHHOCTHU
ero II03/THEeT0 CTHJIS, BeuyraeMmcs B CoHa-
Ty-paHTa3HIO 111 BUOJIOHYEIH Solo.

Conara-paHTasusa
H. IIlaxosckas (1.45)

Terieprs MBI OKOHYATeJILHO BO3BpalllaeM-
€ K OCHOBHOMY, IIeHTPaJIbHOMY IIePHOLY
TBOpYecTBa XauaTypsHa. Kak y>xe roBopu-
JIOCB, 3TO POBHO [JBa [eCATUJIETUSA, IPaHU-
IIbl KOTOPBIX OTMEeYeHbl IBYMS KPYIIHBI-
MU IIPOU3BEeHUAMU: HIDKHAA — [lepBoit
cuMmdpoHUer (1934), BepxHsasd — 6GajleToM
«Crmaptak» (1954), a Mmexxapy HUMH — Pop-
TelIMaHHBIN KOHIePT (1936), CKpUIIMYHBIN
KOHIIepT (1940), My3bIKa K CIIeKTaKJIIM «Ba-
JIeHCHUaHCKas BoBa» U «Mackapazm» (1940,
1941), 6aiet «['asgHa» (1942), Bropas cuM$po-
HU4 (1943). CBoero poza IIUK TBOpPYeCTBa COo-
CTaBJIsIeT HaltrcaHHoe B 1940-1942 romax:
CKpHIIMYHBIN KOHIEPT, «Mackapapny», «[a-
SIH3» — UMEHHO 3TO U eCTh «KOHIIeHTPUPO-
BaHHBIN» XauyaTypsH C ero UCKJIHYUTeIb-
HOU CBeXXKeCThI0 U HEIIOBTOPUMOCTBIO.

O603HaueHHbIEe XPOHOJIOTUYECKHUE IIpe-
neJbl (¢ 1934 mo 1954 rop) ¢ ux Gyr>KamIen
nepudepuei (Hauaao 1930-x 1 BTOpas I10J10-
BHHAa 1950-X T0Z10B) — 3TO IleJ1asi, OTAeIbHAasA
HCTOpPUYECKas 3110Xa B 9BOIIOITUU XX BeKa,
1 XayaTypsgH CTajl OGHUM U3 eé CaMbIX BhI-
JaIoIUXCA BeIpasuTesie B My3bIKaJIbHOM
UCKyccTBe. OUeHb I10-CBOeMYy 0TOOpasuil OH
I[eHTpaJIbHOe COOBITHE TOM 3I0XU, KAKUM
sABUJIach Besnkass OTeuecTBeHHAast BOMHA.
[lestMKOM 3TOMY ITOCBSIleHa BTopas cuMmoo-
HU, 1 MBI K HeH ellé BepHEMCH.

CoBepllleHHO CBOeoOpasHble OT3BYKHU
IrpeMeBIINX Torja 6aTaJuil HaxXouM B Oa-
aetTe «'asgH3». ET0 IMapamoKCcaJIbHOCTEL CO-
CTOUT B CJIeAYIOIeM: Ka3ajaocCh OBl 37IeCh
pacKphbIBaeTCsl BIIOJIHE MUPHBIN CHOKET
U3 JKU3HU apMsgHCKOIO CeJia, HO IeJIbIX
Pz, ciieH 6ajieTa 3apsKeH HaCTOJIBKO BO-
WHCTBEHHOM 3Hepruey, 4yTO BO3HUKAKT
COBEPIIIEHHO OJJHO3HAYHBIEe acCOIUAIlUU C
IPOUCXOAAIINM Ha I10JI9X cpakeHuu. Hazo
IoJiaraTh, 4YTO K IIPOCTaHOBKE TaKOIr'o poja
aKIeHTOB KOMIIO3UTOPa UHTYUTUBHO II0-

Oy>xzaia atMocdepa IIpeiBOeHHBIX U BOEH-
HBIX JIeT, KOTZ[a CO3/laBaJICd JaHHBIN baJleT.

ITapamoKc COCTOUT U B TOM, UTO 3Ta «MHU-
JIATapPUCTCKasA» B CBOEM CYTH CTHUXUA OKa-
3BIBAeTCd B XY 0’KeCTBEHHOM IIpeJsioMJIe-
HUU BeCbMa IIPUTATaTeJILHOM 110 IIPUUHHE
CBOel HeOoTpasuMoM 3¢ PeKTHOCTH U 3aXBa-
THIBAKOIIIEr0 TeMIlepaMeHTa (MOIIHBIN 3a-
I1aJI CUJIOBOI'O BO3eMCTBUS, OYUCTBEHHBIN
asapT). Kak u3BecTHO, HeUTO II000HOE
IIPHUCYTCTBYeT B «bojiepo» PaBesIst U B «311H-
30/ie HalecTBUsA» U3 CefbMOM CUMPOHUU
IITocTakoBHYa.

CBOE caMoe gpKoe BhIpa’kKeHHUe 3Ta CTU-
XHs HalllJla B 3SHaMeHUTOM «TaHiie ¢ cabJis-
Mu». Ho ceituac MBI IIOCJIyIIIaeM APYro 06-
paselr Takoro poga — «['OPCKyI0 IUISICKY»
U3 TOTO >Ke basreTa.

«T'assHI»
I'opckasa mwrsacka
I'. PosicoecmseHckull (1.40)

Bpems, 0 KOTOPpOM MBI TOBOPUM Cel-
Jac B CBI3U C TBOpPUYeCTBOM XaydaTypsHa
(1930-1950-e rojaml), B OTHOIIEHUHU Ha-
11ed CTpaHbl MHOI/LA UMEHYIOT «CTaJIUuH-
CKOHM 3II0XO0M», yallle BCero IIPUBHOCA B
9TO 0603HaueHNe HeTaTUBHBIN OTTEHOK.
JleliCTBUTEJILHO, OHO OTJIMYaJIOCh HeBe-
POATHOU ABOUCTBEHHOCTHI U IIPOTUBO-
PeYrBOCThI0, HO KaK 661 TaM HU OBLIO, Te
IecATUJIe TS Hen30e>KHO aCCOLUUPYIOTCS,
COIJIACHO TOTJAIIIHEMY JIEKCUKOHY, C QUTy-
POM «80#COSL HAPOOOB8» U «/IyHULe20 Opy2a
C08MCKUX KOMNO3UMOPO8».

XauaTypsiH BCelleJIo IIpUHAaJJIe)Kasl 3To-
My BpeMeHHU U «nepeoll CmpaHe couyuanus-
Ma», ObLIT HEe TOJILKO €€ ChIHOM, HO U 8ep-
HONOOOAaHHbIM. O6 3TOM 6e3 BCIKUX OKO-
Ju4yHOoCcTeNd nuiieT B. I03e¢poBUUY B cBOel
MOHOI'padUU 0 KOMIIO3UTOPeE (0HA OIIy6JIU-
KoBaHa B 1990 roxy, To eCTb KOIZLa MOXKHO
OBLII0 OTKPBITO TOBOPUTH 060 BCEM): «Voice 8
1930-e 20061 XauamypsaH ecem c80UM MEOp-
4eCcmeoM 3as8uJ/l: Most NO3UUUSL — NPOCAAB-
JleHUe coeemckKoll delicmeumebHOCMU.
Teopuecmao e20 6ce20a 0cmasanoCs UCKPeH-
Hell 0001l C08eMCKOU HCUIHU».
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/la, OH MOT COBepIIIeHHO UCKPeHHe CKa-
3aTh 0 cebe: «Pego/1roUUsl KOPeHHbIM 06pa-
30M U3MEHUA 8CH0 MO0 HCU3HL. H ecau s
deticmeume./ibHO 8bIPOC 8 CEPLEIHO20 XYO0HC-
HUKQ, Mo 3mum st 063aH MOJIbKO pPego110-
uuu, napmuu, Hapody. Hapody u nocesauieHa
6CsL MOSL CO3HAME/bHASA HCU3Hb, KAK U 8CS
MOsL meopuecKasn 0esmeAbHOCMb».

XayaTypsiH He TOJILKO OTKPBITO IIPOBO3-
ramasn cebs IIpUBeplKeHIleM TOTO, YTO
HasbIBaJIU «U0eANAMU COBEMCKO20 UCKYC-
cmea», OH BepOu U IIPaBIOU CIIY>KUJI UM, B
TOM YHCJIe IIpUcAras Ha BEPHOCTH I'OCIIOJ-
CTBYyIOILIEMY pekuMmy. Tak, B 1943 rony oH
6e3 Kos1e6aHUM BCTYIIUII B IAPTUI0, U 60JIb-
II10¥M KPYT ero KPyIIHbIX COUMHEHUH I10CBS-
IIIEH COOTBETCTBYIOIIUM TOPKEeCTBEHHBIM
natam: [lepBag cuMmpoHUsA — 15-y1eturo Co-
BeTCKOH BJIACTH B ApMeHUH, TpeTbsa CUM-
¢doHM4 3aiymMaHa Kak ojfa OKTAOpBHCKOM pe-
BOJIFOITHH (K e€ 30-JIeTUIO0) U T. 1.

CaMBIM I'PaHIMO3HBIM XYJ0KeCTBEH-
HBIM IaMITHUKOM CTaJIMHCKOM 3110Xe CTaJl
ero 6asiet «Cmaprak» (1954). Ilo croxeTty
Hajékas OT COBPEMEHHOCTH U «CMpPAaHbl
Cosemos», aTa My3bIKa BCeM CBOUM CyIlle-
CTBOM NPUHAJJIE)KUT II0CJI€BOEHHOMY
necatuneTuro, korga CCCP, ogeprkaBIIUM
BeJIUKYIO I100e/ly HaJ TUTJIepPOBCKOM I'ep-
MaHHeN U INPOJABUHYBIIHUU CBOE BJIUIHUE
Ha MHOI'He CTpaHbl, CTAHOBUTCSI Befylllei
Llep>KaBoy MHpa.

JTO olyIlleHHe TOPAeIUBOM, I100€eJ0HOC-
HOM Jlep>KaBHOCTHU HAIIIO CBOé MeTadopu-
yecKoe BbrIpakeHUe B OasieTe «CriapTak»
yepe3 o6pa3 uMIlepaTopckoro Pruma — 06-
pas BeJIMYeCTBEHHBIN, MOHYMeHTaIbHBIH,
Upe3BbIYallHO UMIIO3aHTHBIN, BBIleprKaH-
HBIH B CTUJIE II0CJIEBOEHHOT0 amnupa («Am-
IIepaTOPCKUM» CTUJIb, HALlle[IINM cebs, K
IIpUMepPy, B BBICOTHBIX 3aHUSAX MOCKBBI
TOTO BpeMeHH).

BoT TO, ¢ yero HaunHaeTcd bOaseT —
«Tpuym¢p Pumar.

«Crmaprak»
Ne 1. Tpuym¢ Puma»
A. Xropatimuc (1.21)

TosibKO UTO MBI HasBaJIM XadaTypsHa
BEPHOIIOIIaHHBIM «cmpaHsl Cogemos» U
[JapUBIIIET0 B Hel ITOJIUTHUYECKOr0 pPeku-
Ma. MBI He HalIéM y HEro HUKaKOU OIIIIo-
SUIIMOHHOCTH, KOTOpas Obljla BHYTpPeHHe
CBOMCTBEeHHa, Hanpumep, IllocTakoBUUYy.
M BMecTe C TeM ero MysbIKa Ccojiep>kaJia B
cebe HeOoXH/aHHBIE, BeCbMa CepbE3HBIe
noomexkcmul.

3meck MBI BHOBB CTaJIKUBaeMcCs C napa-
JOKCOM, TIOIOGHBIM TOMY, KakK B «[assHI»
KOJIX03HBIM IIpasfAHUK IIpeBpalliaeTcs B
BOeHHOe pucranuie. [Tapagokc aToT 00Bb-
SICHSeTC UHTYULIEN 60JIbIIIOr0 Xy/T0XKHU-
Ka, IIo0y»K/1arolleii ero BHOCUTH B CO3/jaBa-
eMble UM 00pa3sl He4yTo, HaXo/sllleecsd, Be-
POSATHO, 3a IIpejieJlaMH ero CO3HaTeJbHBIX
HaMepeHU.

UTO0 3aCTaBUJI0 KOMIIO3UTOpPA 0OOpaTUTh-
ca B «CrlapTake» K COOBITHSIM aHTUYHOU
UCTOPUHU U YTO BBI3BAJO K KU3HU 3TOT
XyI0’KeCTBEHHBIN I1e/ileBpP, IIOMUMO OTMe-
UEeHHOTO BBIIIle IIO/ICIIYAHOTO CTPeMJIEHUS
CO3/laTh MOHYMEHT «CTaJIMHCKOM 3II0Xe»?
JTO TO, YTO BBI3pEBAJIO B €€ HeJpax, — Co-
IIPOTUBJIEHUE 1eCIIOTU3MY U GecuesioBey-
HOCTH TOTAJIUTAPHOIO pesKuMa.

BoT r1oueMy r;1aBHOM paMaTypruyecKoun
IIPY>KUHOM CTaHOBUTCA 3/eCh 3apO’KIaro-
masica 6uTBa paboB BO riaBe co Crnapra-
KOM IIPOTHB BceBjiacTusd PuMa. CTOUT Ha-
IIOMHUTB, UTO OasIeT co3/iaBajicsa B IIepBOX
rosioBuHe 1950-X rozoB, Korja rmobema Has
CTaIMHIIMHOM, IIYyCTh XOTd 6Bl YaCTUYHAd,
ObLIa ellfé BIIepeH, BO BpeMeHa TaK Ha3bl-
BaeMOU «XpYIEBCKOU oTTerean». OTCroa,
OIIATh-TaKU UCXO/ U3 peaIbHOM COBpeMeH-
HOM CUTYyalluy, 3arle4aTIéHHBIN B «CIiapTa-
Ke» IIOPBIB K CB06O/IE ellé Hen306eKHO COo-
IIPOBOJK/IaeTCs OLIyIIleHeM 00peYéHHOCTH.

Ceruac MBI yCabIIIUM clieHy «Hadaio
BOCCTaHUA». PrcyeTcd UCXOQHAsd CTaAus
pasBopoTa CIIapTaKOBCKOI'O [BU KEeHU,
KOTOPOMY IIPEACTOMUT O/iep>KaTh HeMaJlo
robex HaZ, PUMCKUM opykueM. OJHaKoO B
KyJIbMUHAIIUU 3BYYUT CKOPOHBIN MOTHUB
YMUPAIOIero rjaguaropa, ¥ 3ToO BOCIIPHU-
HHUMaeTCcs IIPOpPOoYeCcTBOM IPSAAYILEro II0-
pasKeHUsl.
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«Cmaprak»
Ne 15. HauaJj1io BocCTaHHuA
A. XKwpatimuc (1.34)

XoTeJ1 Toro XayaTypsiH UJIH HeT, HO B CBO-
el My3bIKe OH 3a4acTyl0 B TOU UJIU MHOU
Mepe QUKCHUpOBaJ TeHeBble CTOPOHEI CBO-
€ro BpeMeHH, OMpayvarolye ero MOMEeHTBHL.

[TopasuTeJbHBLIA IIPUMEP B 3TOM OTHO-
IIeHUHU — BOKaJbHO-CUMPOHUUECKASA
«Ilosama o CraixuHe» (1938), mpu3HaHHAsA
JIYUIIIUM IIpOM3BefleHrueM 00 3TOM II0JIH-
TUYECKOM JiedTesie. 3afyMaHHas abCoJIIOT-
HO «IIpaBOBEPHBIM» KOMIIO3UTOPOM KakK
3ipaBUIla BEJIMKOMY YesI0BEKY (3TUM IIpO-
HU3BeJleHHe OTKPBIBAETCS U 3aBeplllaeTcs),
B CBOEM IIOZ[aBJIAIOIEM 00BbEMe OHA OKa-
3bIBaeTCd KOHCTaTalluel I10/{HeBOJIbS, BCe-
HapOJHBIX CTPaJlaHUU U CTOHA 3eMJIU I10[
TSDKKOM IIATON BHEJIMYHOM CUJIBL.

Toit ’Ke I10/ICO3HATEJIBHON YYTKOCTBHIO
XyLOKHHUKA K IIPOUCXOJAIEMY BOKPYT
oIIpefiesisiyiach U CUJIa IIepeKUBaHUM, I104Y-
TH HeOKHJJaHHAasA B KOHTEKCTe XapaKTep-
HOTO JJI1 HEro COJIHEeYHOI'0 JKU3HeJII0us.
[Tomo6HBIE CTpPaHUILI B OOUJIMU paCChI-
aHbl O0YKBaJbHO II0 BCEM COUMHEHUSIM
XayaTypsHa. IMOIMOHAIBHBIM HaKaJsl ero
CKOpPOHO-IpaMaTHYeCKUX 06pasoB yCyry-
6JIs1JIC CBOMCTBEHHOU eMY Hell0CpeCTBeH-
HOCTBIO pearupoBaHUs Ha BCE U BCd, 0 UM
CBU/IETEJILCTBYIOT pas3jMyHble GpaKThl €ro
6uorpadpuu.

06 ogHOM M3 HUX BCIIOMHUHAJ IIMAHUCT
JleB O60pHH B CBSA3U C [IEPBbIM HUCIIOJIHEHU-
eM PopTeITaHHOro KOHIlepTa XauyaTypsHa.
[Ipo11o OHO KpalHe HeyJauyHO BBUY TOTO,
4TO UI'paTh IIPUIIIOCE B Napke Ha KabuHem-
HOM POsiie B COIIPOBOKAeHUU CO0PHO20 Op-
KeCTpa C 00HOU pelleTUIINH U Ha CAYHaUHOU
ny6siuke. ITocsie mpemMbepsl UCIIOTIHUTEIN
«C MpyooOM CMO2/1U OMbICKamMs agmopa 8
3apocaax napka, 20e oH, 06HA8 KaKyr-mo
6epésy, 20pbKo pbloan».

[IpeAmosoXKuM, 3TO B UEM-TO Ja’ke 3a-
6aBHO. HO BOT QakT mmevyaJbHBIH, JIUIIEH-
HBIM KAaKOro 6bI TO HU ObLIO IOMOpa. PakT
9TOT CBg3aH C PasryJioM TaK Ha3blBaeMOU
HCOAHOBUWUHBL — I10 UMeHHU ceKpeTaps 1K

BKII(6) A. )KmaHoBa, BeJjaBIllero B CTpaHe
BOIIPOCaMM KYJIbTYPbI U Pa3Bs3aBIIIero TOT-
Ia (pasymeetcs, ¢ BegroMa CTajarHa) HaCTO-
SAIIUM Teppop IIPOTUB IIBeTa Xy0>KeCTBeH-
HOU UHTeJUIUTeHITUH.

B nmeyasibHO u3BecTHOM 1948 rony >kaa-
HOBIIIMHA OOpyIIMIach Ha My3bIKaJbHOE
HUCKYCCTBO, U XayaTypsH abCOJITHO He-
060CHOBAHHO OBLI BMeCTe ¢ MSICKOBCKUM,
[IpokodoreBbIM U IllocTakOBUYEeM Ha3BaH
B YHUCJIE «KOMNO3UMOPO8-POPMAAUCTIO8.
Karxip1ii U3 IPUTBOXKAEHHBIX K II030PHOMY
CT0JI0Y, KOHEUHO JKe, TSDKeJIo IIepe)XuBall
IPOUCXOJMIIlee, HO JIepKaJICs MY>KeCTBeH-
HO, He JeMOHCTPUPYS OTKPBITO 3MOIIUHI
obupsl, ropeuy, 601u. Ho XavaTypsH, B OT-
Jhure OT IPYTUX, 0KasaJicsd Ha I'paHU OT-
JasiHUS.

Imo 6bLaU 01 MeHsL mpazuyvecKue OHU.
OduHHaduyams siem omoana s pabome no op-
eaHusayuu u pykogoocmaey Coro30M KOMNOo-
3umopos. Kak ece mbl scdanu Haule2o yupe-
dumeibHo20 cve3da!l H 30ecb-mo, UMEHHO 8
Mo 8pemsi MeHsL CMyKHYAU NO 20108 MaK
He3acyHceHHO U Hecnpagedauso. S 6bla no-
das/ieH, s1 6bl1 YHUUMOJCeH. S 8cepbés no-
MbLUAS O CMEHE Npogdeccull.

ITox, «yupenuTeJIbHBIM Che3oM» Xaya-
TypsAH uMeeT B Buay Ilepsriii cbesrn Coro-
3a xomrrosutopoB CCCP, COCTOABIIUMICI B
1948 rozy, X0TA KOMIIO3UTOPCKAas OpraHu3a-
IIUd CYIIleCTBOBaJIa B cTpaHe y»ke ¢ 1932-ro.
K ciioBy, B TOM Xe 1948 rony “MeHHO «dop-
MaJIUCTy» XadaTypsHy, a He KOMY-JIHu00
opyromy (cpesy HeOOBUHEHHBIX KOMIIO3U-
TOPOB TaKOI'0 He HAaIIlJIOCh) [IOPYYHIIN Ha-
IIUCaTh MY3BIKY K ¢UIbMY «CTaJIUHTpaL-
cKas 6uTBa» (K KHHOKapTHHe, I[e, I10 CYyTH,
IIeHTPaJIbLHBIM sgBJsieTcqd o6pa3 CTaJuHa).
B cienyroleM rogy JieHTa BBIIIIA Ha 3Kpa-
HbI U 6bL1a ygocroeHa CTaJIMHCKOU IIpe-
MUH (XauaTypsH IIOJIYUYUIL eé yKe B YeT-
BEPTHIH pas).

BosBpailrasack K XapaKTepHOH IJ1s1 KOM-
II03UTOpPAa 3MOIIMOHAILHOM BOCIIPUUMYU-
BOCTH, HAXO/UM €€ IIPSMYIO IIPOEKIIHUI0 Ha
TBOPYECKHUH IIPOILecC.
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«My3bvlka — amo deso cepoua» (ppasa,
IIpO3ByYaBIllag B OJHOM U3 er0 UHTEPBLIO),
«My3blKy Ha0o nucams cepouem...» (Ha3Ba-
HUe OJTHOM M3 ero CTaTel) — 3TOT 3aKOH ero
HUCKYCCTBa BMeCTe C OTMEYeHHOM 3MOITHO-
HaJIbHOM HeIIOCpe[CTBEHHOCTBLIO OIIpefie-
JISLJI OTKPBITYI0 9KCNPeCcCuro Xya0KeCcTBeH-
HOTI'O BBICKa3bIBaHMUA.

JKcIpeccHsd KaK TaKoBas Oblyia COBep-
IIIeHHO Heo0XoguMa I TOTO, YTOOBI CO
BCel OCTPOTOM BHIPAa3UTh CKOPOU U TATO-
THI CYII[eCTBOBAaHHUs €ro COBpeMeHHUKA.
A 0HU, KOHEUYHO Xe, 6bLIU, U XauyaTypsiH
UX BHYTPEeHHE YyBCTBOBAJI (IIOPOH 0UeHb
6os1e3HeHHO). [I0aTOMY ake B «COJIHEU-
HOM» bOajieTe «I'agH3» MOTJIa IIOSIBUTHCS
«KoJsip16e1pHasi», KOTOpas OYeHb JajieKa
OT HAIIUX IIPUBBIYHBIX IIpe/iCTaBIeHUN O
XapakTepe JaHHOIO >KaHpa.

«T'asgHI»
Kosbi0esbHas
B. /lyoaposa (1.37)

«IIap My3BIKH»

To/JIBKO UTO OTMeUeHHbIe paMaTuyde-
CKHe UCIIBITaHUd, NylleBHBIe 60U U Tep-
3aHUs, TeHU U TATOTHI BpeMeHH, B KOTOpoe
JKWJI U TBOPUJI ApaM XaudaTypsiH, HaCTOM-
UMBO U HellpeMeHHO IIpeo/[0JIeBaIUCh I10-
PBEIBOM K >KHU3HHU. «Hepe3 mepHUU K 38€3-
dam», K CBeTY, K YTBeP>KJeHUI0 II03UTHUB-
HBIX HayaJl 6BITHUS BO UTO OB TO HU CTaJIO
U HEeCMOTpPS HU Ha 4TO — B 3TOM OH OBLI
IocjaeoBaTeIeH U HeYKPOTUM KaK HUKTO.

B maHHOM OTHOIIEHUHU O4YeHb II0Kasa-
TeJIbHA ero Bropas cumgonus. OHa co3fa-
Basiach B 1943-M — TO OBLJI CAMBIN TPYAHBIH,
IepeJIOMHBIN rof Besikoit OTeuecTBeH-
HOU BOWHEL /I 3HAKIIUX TBOPYECTBO
XauaTypsiHa eé II0gBJIeHHe OBIJIO II0YTH
HeOXKHU/IaHHOCTHI0. BeZlb BCero TOJIbKO I'oj
HasaJ, cocTosIack rrpemMbepa «l'asgHa», 3TOro
HeOoTPasuMO >KU3HepasoCTHOIO II0JIOTHA.
A 3iech CTYIIEHHBINM TparusM, 6esyTelll-
HOe OILIaKWBaHUe 6eCUUCIeHHBIX JKepTB.
Ho psaioM — BCKUIIAIOIIMEe BOJIHBI THEBA,
IIpOTecTa, PeIIuMOCTH, TO eCTh TO, YTO

IIPUBOIUT B QrHAaJIe K arto$peosdy rpsagyIen
nobennl. I BCE 9TO MOAKpeIUIsIeTCS HeCTH-
6aeMoi1 BoJIeH K )KU3HHU, BCEII0OeKAatoIen
BepOU B Heé.

JlaBaiiTe OIleHHUM, C KaKOH II0pa3uTeb-
HOU 0Cs1I3aeMOCTBHI0 3TOT HOPHIB K YKU3HU
rnepefaH B OJHOM M3 3IIM30/[0B CUM{PO-
HUU. MeJIofusi CTPYHHBIX 3/1eCh 6YKBaJIbHO
IIPOpPhIBAeTCd CKBO3b 3aCJIOHBI «BOMHBI»
(pardapHO-cUTHAIbHBIE KJIUYU TYXOBBIX
UHCTPYMEHTOB), OHAa yCTpeMJIeHa BBBICH,
B «4YUCTOe HebOO» U II0JIHA CTPAaCTHHIX Yas-
HUU 0 MHUpE, CHaCThe, YeJIOBEYHOCTH.

Cumonus Ne 2,
Il yacTp
A. Jocopdacecky (1.20)

To, uTo MBI yCIBIIIAIN Ceryac, COCTaBJIA-
eT TOJIbKO MaJIyI0 4aCTh [IPOTsDKEHHeHITIeH,
IIOMCTHHE 6eCKOHEeYHOMN MeJIouu. MeJstoiu-
Ka, MeJIOC — OZJHO U3 IJIaBHBIX 60raTCTB MY-
3bIKH XayaTypsHa. [JoMHMO0 TaKKUX Ka4yecTB,
KaK HaIleBHOCTb, pefiKas IIaCTUYHOCTh U
KpacoTa, OH OBLT HaJ[eJIEH CIIOCOOHOCTHIO K
beckpaliHeMy [JIEHUIO 3BYKOBOTI'O IIOTOKA.
BoT 1moueMy MBI MOKeM YTBepXAaThb, UTO
II0 YHUKAJBbHOCTH MeJIOJUUYEeCKOIOo Japa
(B 4aCTHOCTH, 110 IIIUPOTe KaHTUJIEHE]) MY-
3bIKa XauaTypsiHa COII0CTaBHMa C TeM, YTO
MBI HaX0/I¥M, HaIllpuMep, y PaxMaHMHOBA.

Eé Mestomrueckuie 60raTcTBa BO BCeH CBO-
ey II0JIHOTe IIPefCTar0T IIPU BOILIOIeHUU
JIMPUYECKUX 06pa3oB U COCTOSIHUM. 31eChb U
reMsakHasi IUPUKa, U U3/II00IeHHbIe KOM-
II03UTOPOM HCIIOBeJaJIbHbBIe IIPU3HAHUY,
IIPOU3HOCHUMEBIE B aTMOCPepe «HOKTIOPHa»
(OmMH U3 HUX MBI CJIBIIIAINA — Me/lJIeHHas
JacTh ®opTernnuaHHOro KOHIlepTa), U rpa-
ITMO03HO-IIPUXOTJIHUBEIE KEHCKHEe IIopTpe-
TBI, 1 YYBCTBEHHas, «3HOMHAasA» Hera «CIleH
000JIBbIIIEHUSI», U, MOKET OBITh, CaMoe Jipa-
rolleHHOe — I[eJIOMYyAPeHHBIN IUPU3M BO3-
BBIIIIEHHBIX, CEPbE3HBIX UYBCTB.

TaxkoBEI ero 6ajsieTHBIE aZja’kKKW0, B TOM
yuciae Agakuo @puruu v Cnapraka, rzie
MBI BCTpeuaeMcsl C GJlarOyXaHHBIM, IiBe-
TYIIUM MeJIOCOM HeCKOHYaeMOH IIpPOTi-
JKEHHOCTH (celiyac IPO3BYYUT TOJIBKO
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He6osbII0N pparMeHT 10-MUHYTHOTO 3BY-
KOBOTO ITPOCTPAHCTBA).

«Cmaprak»
Ne 34. Aga>kuo ®puruu u Criapraka
A. Xropatimuc (1.12)

ToJsIbKO YTO GBIIU IIPOU3HECEHBI CJI0Ba
6.1a20yXaHHbLU, ygemywuil. /leiCTBUTEb-
HO, MHOT'O€e B My3bIKe XadaTypssHa HaIlOMU-
HaeT IIBeTyIUU caz. E€ eBa ik He IIepBOe,
Cpasy >xe 6pocarolreecs B IJIa3a Ka4eCcTBO —
KpacouHocms. B caMoM [iejie, 3ByKOBBIe
KpacKH, KOTOPBIMU I10JIb3yeTCsI KOMIIO3HU-
TOpP, Ype3BbIUAUHO SPKHUeE, I10[49acC IIPOCTO
OCJIeTIUTeJIbHBIE.

B ¥X HapsiJHOM MHOTOIIBETHUH SIBCTBEH-
HO OII[yTUMO BOCTOYHOE IIPOUCXOKIEeHUe,
4TO 0CO6EHHO 0YeBUHO, KOTZa MeJIoJUKa
6oraTo oOpHaMeHTUPOBaHa BCEBO3MO>KHBI-
MU y30paMH, BBI3bIBas acCOLUAIIUU C BS-
3bI0 apabckoro nucbMa. JKMBOIIMCHOCTD
KOJIOpUTA IIPOU3BeleHUU ApamMa XauaTyps-
Ha [1aBHO y>Ke c/iesiajla 06I[MM MeCTOM HX
CpaBHeHHe C II0JIOTHAMU eT0 BbIIaI0IIerocs
cooTedyecTBeHHUKa MapTupoca CapbsiHa.

Bcé aTo, pasyMeeTcs, 6asupyeTcd Ha UC-
KJIIOUHUTeJIbHOM COYHOCTH MY3bIKaJIbHOTO
A3bIKa. ET0 KpacouHyo ITaJuTpy obpasy-
I0T IJIaBHBIM 06pa3oM rapMOHUS U OpKe-
CTPOBKa.

CBeXKeCTb 2apMOHUUECKUX CPedCcms 4acCTo
oIIpejiesieTCd WHTOHAIIMOHHO-JIa0BbIM
CcBOeoOpasyeM BOCTOUHOU MeJIOJUKH, UTO
NaéT aKKOPAUKY IIPSIHYI0, IIBETUCTO-IIBIII-
HY10, TU60 CBOEOBIYHO U3BICKaHHYH0. C Apy-
TOM CTOPOHBI, KOMIIO3UTOP aKTUBHO BBO-
IUJI pecypcChl, UAYIHeE OT MYy3bIKaJIbHOTO
UMIIPeCCHOHU3Ma, U IIPUMEHST XapaKTep-
HYI0 JIJI1 COBPEMEHHOI'0 MCKYCCTBa HAaChI-
IIEHHYI0 JVCCOHUPYIOIIYI0 BepTHUKAaJb, B
TOM 4YMCJIe CO3[,aBaeMyI0 ITyTéM IT0JIUIaJ0-
BBIX U IIOJIMTOHAJILHBIX HACJIOeHUU.

H.{. MSICKOBCKHUI B XapaKTepUCTHUKe Ha
OKOHYaHMe Xa4yaTypsHOM KOHCepBaTOPHUU
OTMETHII «APKULl memnepameHm, He3aypso-
Hblll Mesio0uvecKull 0ap u eeauKko/ienHoe
Yyecmeo opKecmpoe8o20 Koaopuma». yxe
TOTJa MOJIOJIOM KOMIIO3UTOP BBIJIEJISIIICS

6JICTaTeJIbHOM POCKOIIBI OPKECTPOBBIX
Kpacok. boraTeias n3obpeTaTeJIbHOCTh
U TeMb6poBasg ¢aHTasus IIO[CKa3bIBalHU
eMy BCé HOBbIe, HeO)KUJaHHble COUeTaHUs
UHCTPYMEHTOB, HEYKJIOHHO IIOATBEpKIas
BBICOYAMIIIUN KJIacC €r0 OPKeCTPOBOTO
rcbMa.

«Opkecmp — 110608b MOS!», BOCKJIU-
nan XayaTtypsH. CiaenoBajsio Obl CKas3aTh
HEeCKOJIbKO IIIHpe: He TOJBbKO OPKecTp —
UHCMpymeHmaausm B 1iejioM. UMeHHO B
chepe HHCTPYMEHTAJIbHOU MY3BIKH (K HEl
MO>KHO OTHECTH U 6aJIeTHYI0 MY3BIKY, KO-
TOpasl 4aCToO 3BYYUT B BUJle OPKECTPOBBIX
CIOUT U OT[IeJIbHBIX HOMEPOB) U COCPei0To-
4YeHB] IJIaBHble TBOPUYeCKHe [OCTUXKeHUs
KOMIIO3UTOpa. [IpoHU3BIBAKOIasd ero My-
3BIKy CTUXUS 8UPMYO3HOCMU TIOCTOSIHHO
BJIEKJIa eT0 K >KaHpy UHCTPYMEHTaJJIbHOIO0
KOHIIepTa.

OuegudHo, Moell meopueckoll uHousudy-
a/lbHOCMU C80UICMBEHHA MA2a K «KOHUepm-
HOCMuU», K CMUAK Kpaco4HO-8UPMy03H020
nucbma. MHe no cepouy cama 3adava cos-
JaHus npousgedeHUst, 8 KOMOpPoM npeob.aa-
daem jHcusHepadoCmHoe Ha4as10 c80600HO20
COpPeBHOBAHUS COAUCMA-8UPMYO03A C CUMPO-
HUYEeCKUM OPKeCmpOoM.

U onaTb-TaKu TpebyeTcs IIOIIpaBKa: He
TOJILKO KaHp KOHIIepTa, HO ¥ KaMePHO-UH-
CTPyMeHTaJIbHast My3bIKa BILJIOTH [0 IIPO-
U3BeJleHUH /11 MTHCTPyMeHTa Solo. 3a BceM
3TUM CTOSJIO CHJIbHeHIllee TATOTEHHE K
KOHIIEPTHOMY THUITY MBIIIJIEHUS U K IIPUH-
LIUITY KOHUepmupo8aHust Kak KaueCcTBY CTH-
JI XauaTypsHa.

ApPTHUCTHU3M MY3bIKH KOMIIO3UTOPa KOpe-
HUJICA B CKJIaJie er0 YeJI0BeYeCKOM HaTypPHI.
[ToaToMy BIIOJIHE €CTEeCTBEHHO (IIyCTh IIPU-
IIJIO 3TO TOJIBKO B 3peJIOM BO3pacTe, HaUU-
Had ¢ 1950 roza), YTO OH MHOTO U YCIIEIITHO
BBICTYIIAJI C HUCIIOJIHEHHEM COOCTBEHHOU
MY3BIKH B KaueCTBe JTUPKEpPa. J{UpHKUPO-
BaJl XauaTypsH C OTPOMHBIM HacJIaKIeHU-
€M, BIIOXHOBEHHO, FaCTPOJIUPYs C aBTOPCKHU-
MU KOHIlepTaMU BO MHOrux ropogax CCCP
U II0CETHUB CBBIIIIe TPUAIIATU CTPaH MUpA.
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/iBe 3apyb6exHble pereHsuu (Mranusa
U I'penyisl) MOTyT faTh IIpefcTaBeHUe 06
YPOBHE €r0 BBICTYILJIEHUN.

OH dupudcupogan mak, 4mo Jyuuiezo u
He/1b351 6bL10 JHcenams. E20 dcecm siceH U mo-
YeH, e20 0BUICEHUS 3axcU2arom Kak ucno-
HumeJell, mak u caywame.ietl.

KoHnuepm XauamypsaHa cmasa nooAuH-
HbIM anogeo3om. I'peveckas nybauka peo-
KO UCNblMuleala makoe HacaaxcoeHue.
Oc06eHHO npusmHo 6bL10 8udems 3a oupu-
HCEPCKUM NY/TbMOM camozo agmopa. Cay-
wamesiell 3axeamua €20 8y/AKAHUHeCKUU
memnepameHm.

OTesibHasd IpaHb KOHIIEPTHOCTH XadaTy-
PAHOBCKOIO CTHJII — CBOEr0 pofa acmpao-
HOCM®b. ITO II0Pa3syMeBaso He TOJILKO Xa-
PaKTepHYIO I HEero 6POCKYI0, «3PeJIHIIl-
HYI0» MaHepy IIUCbMa, HO U BOBJIeYEHUeE
dopM, IIpHUEMOB, 3ByUYaHUU, pUTMOUHTOHA-
I COBPEMEHHOM KOMIIO3UTOPY 3CTPafHOM
My3BIKH. IIof ero mepom BCE 3TO IIpHUo6pe-
TaJIO OCOOBIN «IITUK» OOJIBIIION aKaJeMuye-
CKOM «3CTPajbl» C IIPUCYIIIMMHU el UepTaMu
30 PeKTHOCTH, JIETKOCTH, IIMKAHTHOCTH U
IParfrio3HOCTH.

[IycTh IpUMepPOM Ha 3TOT CYET II0CIIY-
KUT «TaHel AeByIIeK» 13 6asieTa «'asgHI».

«T'asgHI»
TaHel JeByIlIeK
B. /lyoaposa (1.05)

CkaszaHHOe 0 KpaCOYHOCTH, BUPTYO3-
HOCTH, KOHIIEPTHOCTU U «3CTPAJHOCTH»
IIOABOSUT HacC K elllé OJHOMY BaKHOMY
CBOMCTBY MY3bIKU XauaTypsiHa — eé meam-
pasibHOoCMU.

Mos cmpacmb Kk meampy maxkoea, umo,
ecau 6bl MY3blKA 8 C80€ 8peMs He 3anoi-
Huaa 6bl Mou dyMmbl, S, HagepHoe 6bl, cman
aKmépom.

JTO CBOE yBJIeUeHHE OH YaCTUYHO peastu-
30BaJI B My3bIKe K JIBa/IIJaTH TeaTpaJIbHbIM

CIIeKTaKJIAM, KOTOPYIO IIKCaJI C OTPOMHBIM
YZ,0BOJILCTBHEM, CO3/1aB B 3TOM >KaHpe J1Ba
IOJJIUHHLIX Ile/ieBpa: «BajleHCcHaHCKasag
BIoBa» (koMmemusd Jlore me Bera) u «Macka-
paz» (zpama JlepMOHTOBA).

Ecsii 6BITH TOUHee, XauaTypsHY OBLIO
IIPUCYIle He IIPOCTO TeaTpaJIbHOE, a Tea-
TpaJbHO-KapTHUHHOE MEBINUIeHue. OTCIoa
Yy Hero UCKJ/II0OYHUTeJIbHasd IPKOCTh 00pasoB
(ApKOCTh, IPKUH, IpKOe — 3TO BOOOIIle, TaK
CKasaThb, JIEUTIIPU3HAK e€T0 TBOPUYECTBA),
HUX 0C3aeMOCTh, 3pUMOCTB, «BellleCTBeH-
Hasi» KOHKPEeTHOCTH (B TOM 4YMCJIe yepes
IIMPOKOe BKIIYEeHUe U300pasUTeIbHbIX U
>KaHPOBBIX IITPUXOB). OTCIO/IA Ke 6pocKas
BBINIYKJIOCTh TeMAaTHUYeCKOIo pesbeda, I10-
UCTUHE CKYJIBIITYPHAas 0UepPUYeHHOCTh ero
obpasoB. KcraTu, TOH Ke peibepHOCTHIO
OTJINYaeTcd U II0JUPOHUS XavaTypsHa —
PasHOro poja KOHTPAIyHKThI, UMHUTAL[MOH-
Hble PeIJIMKH BCer/ia «3By4daT», He Tepsasich
B Macce OPKeCTPOBBIX I'0JIOCOB.

TeaTpasbHO-KapTUHHOM IPUPOZE TBOP-
yecTBa XayaTypsiHa pe3OHUpPYeT ero mem-
nepameHm Kak TBOpPIla UCKYCCTBA — TeM-
IepaMeHT 3aXBaThIBAIIWN, OTHEHHBIH,
«8Y/IKAHUYECKUL», €CJIX BCIOMHUTD PeILIn-
Ky U3 I'pedyeCcKou raseTsl. TeMIlepaMeHT, /10-
BOJIMUMBIH 10 TOM TOYKH, KOTOpPas B OJHOM
U3 HOMepoB 6aJsieTa «CIrapTak» IIOMMeHOBa-
Ha KakK «BakxaHaiusg». B 3ToM, pasymeeTcs,
CKasaJlach IIBIJIKOCTH BOCTOKa, IIpHCyIIe
eMy CTpacTHas 3MOIIMOHAJIbHOCTH U CTHU-
XUUHAas CUjIa — KadecTBa TeM OoJiee fpa-
TOIleHHbIe, UTO 3asBUJIM OHU O cebe B BeK
UHTeJUIeKTyaJIu3Ma U TOTAJbHOM paliuo-
HaJIbHOCTH.

JTOT TeMIlepaMeHT B HeMaJIOH CTelleH!
BBIpakaetT cebs yepes pumm. I KpUTUKHU
IIOCTOSTHHO IIOJYEPKUBAJIH, YTO BpeMeHa-
MU OH «OMMeUeH Heucmogocmuto, 841acm-
HOUl cuoll u dasxce OUKOCMbIO», CIIpaBe[-
JIUBO O0BSICHSIA, UTO 3TO «HEUCmo8cmaeo
NASACKU Hapooa memnepameHmHo20 U 20-
psauezo» (H. IllaxHasaposa). TeMiiepaMeHT
TAKOI'0 POZia MBI y>Ke UMeJId BO3MO>KHOCTD
OLIIyTUTH B BOMHCTBEHHBIX MY>KCKUX Clle-
Hax u3 basera «l'agH9» («Il1gcKa ropres»
H «TaHeIT ¢ cabJIsIMU»).
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OfHaKo € APYTOM CTOPOHBI, UMITYJIbCHUB-
HO-YIIpyrHe PUTMBI XadaTypsiHa SIBJISTEOTCS
HeCOMHEHHOM ITPUHA/VIE}KHOCTHI0 XX BeKa.
X cuiia, 0CTpoTa ¥ 60raTcTBO IIPEBOCXOHO
epefarT CBOMCTBEHHYI BpeMeHHU CTpe-
MHUTEJbHOCTh ABMDKEHHUS, €r0 IUHAMU3M U
YCKOPEHHYI0 ITyJIbCaIlHI0, MOIITHYIO 9HEpre-
TUKY U OYHCTBO KU3HEHHBIX CHJL.

TeMIlepaMeHT U pUTMUYeCKast IHEPTUSA
MY3BIKHU XauaTypsHa CBOE caMoe OpraHuyY-
HOe BbIpa’kKeHUe IIOJYYUIU B MAHUEe8da/1b-
Holl cmuxuu. TaHell, TaHIIeBaJIbHOCTh —
MO>KHO CKa3aTh, IIEPBOOCHOBA €ro CTUJIA.
He csyualiHO B 4yHcJie HauboJjiee 3HAUYH-
TeJIbHBIX IPOU3BeJeHUN KOMIIO3UTOpa
OKasaJIUCh 6asteTsl. U CTOJIb JKe He cayJau-
HO 3TH OaJsIeThl 3aHSJIN caMoe 3HAUUTeb-
HOe MeCTO B XopeorpapuyecKom KIacCHUKe
cepenuHBI XX BeKa.

Celuac Mbl I1I0JIy4YUM BO3MOKHOCTH y0e-
IUTHCSI B OTMEUEHHOM MNBIJIKOCTH TeMIIe-
paMeHTa U B OTHEHHOM PUTMe KakK pa3 Ha
npuMmepe 6aJeTHOU MY3bIKU: OJTHA U3 CI[eH
«Criapraka» — «TaHel ¢ KpoTajgaMu» (Kpo-
TaJIbl — HebOoJIbIIINe MeJHble TapeoYKH,
PO KaCTaHbET).

«Cmaprak»
Ne 27. TaHen, c KpoTajiaMH
H. fIpsu (1.20)

TBOpUeckuii TeMIlepaMeHT, 0 KOTOPOM
IIJIa peyb, MMeJI CBOUM CJIeZ[CTBHEM TaKoe
Ka4yecTBO, KaK yAUBUTeJbHAasA W,edpocms
maaaHma, 4To IIpesk/ie BCero BhIPasuIoCh
B OTMeuaBIlIeMCs BBIIle MeJIOJUYECKOM U
rapMOHHYECKOM 60raTcTBe MY3BIKU Xaua-
TypsiHa, a TakKKe B 60raTcTBe ¥ KpacO4HO-
CTH €r0 OPKeCTPOBOM ITaJIUTPEI.

IMTucaTesrbHUIA MapuaTTa HIaruHSIH I10-
CJle TIOCeIeHUs CIeKTakKJd «I'agH3» BOC-
KJIMKHYJIa: «Apam XauamypsiH C/106HO Onpo-
KUHY/l HA CAYWAameas My3blKAAbHbLL po2
uzobuaus». ABTOp Jaydile xopeorpaduu
6asieTa «Cnaprak» FOpuii I'puroposud ¢ Boc-
XHUIleHueM yTBepKnpan: «Apam Havud —
XYOO0JXCHUK pedkoll uiedopocmu. OH He 3Ha-
em bepedxcusocmu 8 c60éM meopuecmae,
OH pacmoyvumeneH U UapCmeeHHo weop».

PackprIBas IPUMEPHO TY K€ MBICJIb, BBI-
TAIOIUICA MY3bIKaJIbHBIN YUEHBIN b. Aca-
¢beB O6pocui ¢ppasy, cpasy ke CTaBIIYIO
KPBLIATOM: «nup My3ulku». OH He ycTaBaJl
HasbIBaTh XavaTypsHa «PyOeHCcoM Halleun
MY3BIKM» ¥ BOT KaK IIKCaJI 0 IJTaBHOM y Xa-
JaTypsiHa.

3mo, npescde 8cezo, nup My3vlku. Heumo
pybeHco8cKoe 8 NblUUHOCMU HACAAXCOaro-
weticst HCU3HbI0 MeN00UKU U POCKOWU Op-
Kecmpogblx 38yvaHuil. H He mo/abko mym
NblUUHOCMb, HO U u3obuaue, u,edpocmn:
2po30u menoduil u opHameHmos! CaA08HO
8Kywaeub My3blKy, pacmo4umeibHoO npu-
80/1bHYI0, pAOYHWYHOCS C80EMY U300UAUND.
C/108HO nepecvlinaromest Jyducmole 0pazo-
UeHHble KAMHU, U HAHU3bIBACMCS 0JiCepebe
3a odcepesibeM, U CMeHblL KDACOK 8 opKecmpe
KadXCymcst nepemMexcaroueticst u2poti CUsHUl
KaMmHell, om sapKkocmu 6puiAuaHmosslx Jy-
yell 00 3/1ecuqeckoll npesecmu dcemuyal»

JTOT «nup My3vlKu» 60Jiee BCEro OBLI
HaCTpPOeH Ha BOJIHY BOCIIeBaHUA >KU3HU,
eé MaHdIlled IPUTATaTeJIbHOCTH, paZoCTH
U cBeTa. Kak ckasaJ oUH aMepUKaHCKUM
KPUTHK: «Ecau ceem — uucmelii cgem, co
gcem e20 61eCKOM — Modcem 6blmb nepe-
NnAae/leH 8 38yK, Mo UMEHHO amo U coenan
XauamypsaH 8 c80ém wedegpe». OH UMeJl B
BHU/ly CKPHIIMYHBII KOHIIEPT.

CKPHUIIMYHBII KOHIIEPT,
III vacTp
A. Oticmpax (1.25)

U mocsiegHee. PagymeeTcsl, TBOPUECTBO
XayaTypsiHa IIpesKze BCero IMpUHaJIesKUT
KyJabType BocToka. OfHAaKO OH CyMeJl Ha-
CTOJIbKO BIIeYaTJISIOIe BHIPa3UTh B MY3bl-
Ke 3TO BOCTOYHOE BO BCEM ero CBoeobpasuu
U HACTOJILKO OPraHUYHO COeNUHUTH ero C
UIYINVM OT €BPOIIEMCKOM KYyJIbTYpPHl, YTO
ClleJIaHHOe UM BOIILIO OeClieHHBIM Hacley-
€M B COKPOBHUIITHUITY MUPOBO20 UCKYCCMEA.

OH cTaJI KJIaCCUKOM CBOel HallMOHaJIb-
HOM MY3BIKH, KJIACCUKOM OTeUeCTBEeHHOU
MY3BIKHU (ecsiu 107y OTeuecTBOM IIOHUMAaTh
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IIpe/iesIbl HAIlle CTPaHbI B Te [eCATUIIETHS)
U KJIaCCUKOM MUPOBOM MY3bIKU. U 17151 eBpO-
IIeMICKOU ayIUTOPHUHU OH I10KA OCTAaETCSA HAU-
6oJiee KPYIIHBIM IIpeJiCTaBUTeIeM BOCTOY-
HOI'0 UCKYCCTBA «BCeX BPEMEH U HapOZ0B»,
ecJiv 6paTh ero B IJ106aJILHOM Maclilrrate.

Ho mipu Bceli JOMUHAHTE BOCTOYHOTO B
My3bIKe XauaTypsHa, ero0 TBOPUYeCKUH re-
HUM I103BOJISLJI €My C yCIIeXOM BBIXOJUTH
JlaJIeKo 3a paMKU HallMOHaJIbHBIX TPaHHULI.
Mo>XHO Ha3BaTh MacCy IIPOU3BeleHU, Ie
OH CTAHOBUJICA «PYCCKUM» UJIU «eBPOIIEU-
I1eM» U C03/iaBaJl llle/ieBpbI 0611leyesioBeye-
CKOI'0 3By4YaHUs.

OJUH 13 TaKUX I11e/IeBPOB — abCOJII0THO
«pycckasg» (ToyHee, pyCCKO-eBpoOIIercKas)
My3BbIKa K ipaMe JlepMoHTOBa «Mackapagy.

3asepliiag Halll pasroBOp, YCIBIIINM 3Ha-
MeHUTHIN Basibc. XauaTypsaH co3gaja ABa
«XUTa», KOTOpbIe OCTa0TCSA HellpeB30M/IEH-
HBIMM I10 CBOe# paHTaCTHUECKOU IIOITYJIIp-
HOCTH (a 11 3TOTO HY>KHO OBITH TeHUEeM) —
Basnbc 13 «Mackapaga» u «TaHery ¢ cabss-
MU» U3 «['agHI».

BosBpamasce K BaibCcy, Mbl BHOBB CTaJjl-
KUBaeMcs C napadokcom, IIPOSUKTOBaH-
HBIM YIUBUTEJIbHBIM HaUTHEM KOMIIO3UTO-
pa. ly1g crieKTakig TpeboBaIoCh HAIIUCATh
BaJIbC, JKeJjlaTeJIbHO — KJIaCCUYeCKUU U
KPaCUBBI, I10]T KOTOPBIHX 6BLJI0 ObI IIPUSITHO
TaHIeBaTh Ha creHe. U 310, JelCTBUTEIb-
HO, KPaCUBBIN KJIaCCUUEeCKUU BaJibC, yI,00-
HBIU JI TaHIIA.

OIHaAKO CKOJIb MHOIOEe B 3TOU KJacCH-
YeCKOH, «yZ06HOM U IIPUATHOM» KpacoTe
BBIBOJIUT J1aJIeKO 3a IIpefeJibl IIPUKJIaIHO-
r'o ’KaHpa MY3BIKU K TeaTpaJIbHOMY CIIeK-
Takiro! Kakoe IICUX0JIOTUYECKU CJIOKHOE
HaIlOJIHEeHMe II0JIYYMJI 3/1eCh BaJIbCOBBIMT
PUTM, CKOJIBKO B HEM TPEBO’KHBIX IIpef-
YyBCTBUM!

Y MBI IOIMEM 3Ty IIOTPSICAIOIIYI0 0O BEM-
HOCTB 00pasa, ero BHyTPeHHUH ipaMaTUsM,
ecJId BCIIOMHUM, YTO Ha CJIeAyollee yTpo
mocJie mpeMbephl «MacKapajga» Hadajlach
Besmnkasg OTeuecTBeHHas BOMHA. 1 TOJIBKO
TOI/Ia MBI IIOMMEM, II0UeMY Kpy>KeHHe 3TO-
ro TaHIA UJET II0[l HeIIpepPhIBHYIO APO00Ob
Masioro 6apabaHa...

«Mackapang»
Basinc
H. fIpsu (2.20)

OCHOBHEIE IIPOU3BEJEHUS
AWM. XayaTypsiHa

bajeTsl
«Tasgaa» (1939-1942)
«Craprtak» (1950-1954)

OpKecTpOBBIe )KaHpPbI

Cumponmd Ne 1 (1934)

CuMmopoHUA Ne 2 (1943)

CuMmopoHUd Ne 3 (1947)
TaHieBasibHas crouTa (1933)

Pycckas ¢paHTasug (1944)

TpaypHas oza mamaTu JlenrHa (1948)
Top>xecTBeHHas 1moaMa (1950)
KoHniepTHBIHM Baibe (1955)
[IpuBeTcTBeHHAas yBepTopa (1958)

HHCTpyMeHTa/IbHbIEe KOHIIEPTHI
KoH1uiepT 1 popTerraHo

¢ opkecTpoM (1936)

KoHIIepT /1 CKPUIIKU € OpKecTpoM (1940)

KoH1epT /19 BUOJIOHYEIU

c opkecTpoM (1946)
KoHnepT-pancomusi 1yist CKPUIIKHU
C opkKecTpoM (1961)

KoHI1lepT-parcoius it BUOJIOHYEHN
c opkecTpoM (1963)

KoHnepT-parnconys s ¢opTeriaHo
c opKecTpoM (1968)

BoxkasibHO-CHM(OHHYECKHE
Npou3BeeHus

[TosMma o CrasmHe (1938)
Opma pazmoctu (1956)
basutaza o Pogune (1961)

KamepHO-HHCTPYyMEHTAaJILHbIE
COYHHEHHU

[TosMma gyt popTenraHo (1927)
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CeMb peyuTaTHUBOB U QYT
It poprenraHo (1928-1966)

Tokkata 1 poprernmaHo (1932)

JeTckuii anb60oM 11 popTernruaHo
(mBe TeTpagu — 1947, 1965)

ConaTtuHa 11 popTernraHo (1959)
Conata 1 popTeniraHo (1961)

CoHaTa-$paHTasud 111 BUOJIOHYEeIH Solo
(1974)

CoHaTa-MOHOJIOT JIJIs1 CKPUIIKU solo (1975)
CoHarta-T1ecHs 11 asibTa solo (1976)
Taners 111 CKpUIKU U popTenuraHo (1926)

[TecHs-1109Ma /11 CKPUIIKUA
U ¢popTenraHo (1929)
CoHaTa /11 CKpUIIKK
U poprenuaHo (1932)

Tpuo g1 Ki1apHeTa, CKPUIIKHA
u poprenuaHo (1932)

Mys3bIKa K cieKTak/isaMm (21)
«BasieHcraHcKas BIoBa» (1940)
«Mackapaz» (1941)

«MaxbeT» (1955)

«Kopouib JIup» (1958)

My3sika K puisMmam (17)

«ITammo» (1935)

«YesroBek Ne 217» (1945)

«Pycckuit Borrpoc» (1948)
«CrasHrpaackas 6utsa» (1949)
«Apmupal Yinakos» (1953)

«Kopabuu mTypMyrT 6acTUOHBI» (1953)
«Otes1o» (1955)
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My3bIKa, MaTeMaTHKa
U MHOpMaTHKa:
HCTOPUA B3aUMO/JeCTBUSI

B sexiiuu «My3bIKa, MaTeMaTHKa
U nHGOpPMAaTHKa» Ha KOHKPETHBIX IIpUMepax
XapaKTepU3YIOTCS pasIMnYHbIe aCIIeKThI
HUX B3aUMO/JIeHICTBHU C IIPUBJIeYeHHEM
armapaTa COOTBETCTBYIOIUX HaYUHBIX
TUCLIAILIVH (TeOpHUsI MHOYKeCTB, TeEOPU
BEPOSITHOCTeH, Teopus HHGOpPMaIliH,
TeOPHA I'PYIIIL U APYTHe). BEIABIIAIOTCA POJIb
Y 3Ha4YeHUe 3TUX aClIeKTOB B OpPMUPOBaHUU
[1eJIOCTHOTO IIpe/ICTaBJIeHU O My3bIKe
U B OCYII[eCTBJIEHUHU IIPAKTUYECKUX
MY3BbIKaJIbHO-TBOPUYECKHUX 3a/1a4.
PaccMOTpeHUI0 JaHHBIX BOIIPOCOB
TIOCBAIIEHE] JIEKITMOHHEBIE 3aHATUSA B paMKax
y4eOHBIX KypcoB «MaTeMaTHU4ecKue
MeTO/IbI MCCIIeJOBAHUA B MY3bIKO3HAHUM»
U «ITHGOpPMAIIMOHHBIE TEXHOJIOTUH B MY3bIKe»,
pa3paboTaHHbBIe aBTOPaMHU [JI CTY/IEHTOB
CaHKT-IIeTepOYpPTCKOM ToCyTapCTBEHHOMN
KoHcepBaTopuu uM. H.A. PuMmckoro-KopcakoBa
U POCCUIICKOI0 TOCYZapCTBEHHOIO
IelaroruyecKoro yHUBepCcuTeTa
uM. A.U. T'eprieHa.

Jlex1iusg «MysbIKa, MaTeMaTHKA
U nHGOpPMAaTHKa» II0[pasesseTcs Ha [jBe
4acTH. B r1iepBoii yacTu «MysbIKa, MaTeMaTHUKa
u “HQOpPMATHKA: UCTOPHUS B3aUMOJeUCTBUI»
paccMaTpUBarOTCA IIPOIIECCHl B3aUMOCBSA3H

Music, Mathematics
and Computer Science:
History of Interaction

The lecture “Music, Mathematics
and Computer Science” characterizes
by concrete examples various aspects
of interaction of these studies with each
other by incorporating the apparatus
of corresponding scholarly disciplines
(set theory, probability theory,
information science, group theory, etc.).
The role and meaning of these aspects
in the formation of an integral perception
about music and in the realization
of practical creative musical goals are educed.
Examination of these questions is what
the lecture studies are devoted to as part
of the educational courses “Mathematical
Methods of Research in Musicology”
and “Informational Technologies in Music”
developed by the authors for the students
of the St. Petersburg Rimsky-Korsakov State
Conservatory and the Herzen State Pedagogical
University of Russia.

The lecture “Music, Mathematics
and Computer Science” is subdivided into
two parts. The first part, “Music, Mathematics
and Computer Science: History of Interaction”
examines the processes of interconnection
and interpenetration of various fields of music,
mathematics and computer science, spanning
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U B3aMMOIIPOHUKHOBEHUS Pa3IMYHBIX
obJiacTe My3bIKH, MaTeMaTHUKHU

U MHQOPMATHUKH, 0XBaTHIBAIOIIIHeE ITIEPUOT,

OT IpeBHOCTH J0 pyberka XX-XXI BeKOB.
Bropad yacTs JeKiuu «MysbIKa, MaTeMaTHUKa
U nHGOpPMATHKA: 0COOEHHOCTH
GYHKIIMOHUPOBAHUS MYy3bIKaJIbHO-
KOMIIBIOTEPHBIX TEXHOJIOTUH»

(6ymeT orryOJIMKOBaHA B CJIEIYIOIIEM BHIITyCKe
JKypHaJia) IOCBSIleHa PacCMOTPEHII0
PAas/IMUYHBIX aclleKTOB Pa3sBUTHS U IIPUMeHeHUs
MY3BIKaJIbHO-KOMITBIOTePHBIX TEXHOJIOTUU

B COBpEMEeHHOM My3bIKaJIbHOM IIPaKTUKE,
BKJIKOUAIOIIell My3bIKaJIbHOE TBOPYECTBO,
HUCIIOJTHUTEJIBCTBO U 00JIaCTh MY3BbIKAJIHEHOTO
obpa3oBaHUSL.

KJirroueBsble cjioBa:

MY3bIKd, MaTEMATHKaA U I/IHCbOpMaTI/IKa,
HCTOPHUA MYBBIKaﬂbHOﬁ TeopHnu, My3bIKa

1 KOMITIBIOTEDP, MY3bIKAaJIbHO-KOMITEIOTEPHBIE
TeXHOJIOTHH.

the period from Ancient Times to the turn

of the 20th and the 21st centuries. The second
part of the lecture: “Music, Mathematics

and Computer Science: Particular Features
of Functioning of Computer-Musical
Technologies” (due to be published

in the journal’s next issue) is devoted

to examining various aspects of developing
and applying computer-musical technologies
in contemporary musical practice, including
musical composition, performance

and the sphere of music education.

Keywords:

music, mathematics and computer science,
history of music theory, music

and the computer, computer-musical
technologies.

Ans yumupoeanus/For citation:

T'opbyHoBa U.b., 3amuBaguseiii M.C. Mysbika, MaTeMaTHKa U UHQOpPMAaTHUKA: UCTOPHS
B3aumopenctsud // UKOHU / ICONI. 2020. Ne 3. C. 137-150. DOI: 10.33779/2658-4824.2020.3.137-150.

YTHU B3aUMO/IeHICTBUS MY3bIKH U Ma-

TEeMaTHUKH IIPOCIeKUBAKTCI HaUH-

Hasl C IPeBHOCTH, KOI7la IIOSIBJISIETCS
HayKa 0 My3bIKe. Hauajio pa3sBUTHUIO 3TOH
HayKU (eCJI He CYUTATh IT0Ka MaJIo U3yUeH-
HBIX eé IIposiBJIeHUH Ha /[peBHeM BocToke)
OBLI0 TIOJIOKEeHO nUudaropeiIiaMu B /[peB-
Hell 'pertuu B VI Beke 10 H. 3. [Tugazopeti-
Ubl, IPOU3BOJSA aKyCTUYECKHEe U3MePeHUs,
OTKPBLIH MEPBHIN T0CTOBEPHO U3BECTHBIN
¢u3nUeCKUN 3aKOH: 3aBUCUMOCThH BBICO-
THI 3BYKa OT 4aCTOTHI KojiebaHUMI, a ITOU
oCJIeTHeN — OT JUIMHBI CTPYHBI. PasocThb
OT OTKpPBITHS OblJIa HACTOJBKO BeJIHKa,
4TO 9TOT 3aKOH CTajJ OBICTPO obOpacTaTh
mudpamu. OH 6T pacIIpOCTPaHEH TaKXKe Ha
opyrue ¢usnvyeckue sIBJIeHUSA (B KOTOPBIX

[E]2 ]
* QR-xop 1. UMeHHOU yKasaTeJIb: FE?%

Ze¥ICTBOBAaJIM Ha CaMOM /[ieJle ipyrue — 60-
Jiee CJI0’KHbIe — 3aKOHOMEPHOCTH) U, HaKO-
Hell, Ha BeChb KOCMOC (3HaMeHUTOoe yueHUe
0 «2apmoHuu cep»). Cerigac HaC ITOT MU-
¢doJIornyecKuii acrieKT MHTepecoBaTh He 0y-
IIeT, XOTSI OH IIPHUBEJI K 04eHb UHTepPeCHBIM
MY3BbIKaJbHBIM U JlaKe CBeTOMY3bIKajb-
HBIM II0CJIe[ICTBUSAM. BarkHo, uTo nmudaro-
PeyIlbl HAJJ0JIT0 OIIpefesIuINd TPaLUIlio
B3aUMOJIeICTBUS TeOPUHU MY3BIKH, MaTe-
MaTHUKU U aKyCTUKH; 3TO OBLJIIO B3aUMO/Iei-
CTBHE 3BYKa U 4yucya. MOKHO CKa3aTh, YTO
UTOT 3TOU TPaJUIINHU YAAYHO II0JBEN yKe B
XVIII BeKe H. 3. HeMe1lKui putocod I'. JTetib-
HUIT'™, 0XapaKTepHU30BaBIIUN MY3bIKY KaK
«becco3HamesibHOe ynpadcHeHue Oywu 8
apugmemuxe». IHaue roBops, B My3bIKE, CO-
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IJIACHO 3TOMY IIpe/CTaBJIeHUI0, Mbl UMeeM
ZleJIo C COBOKYITHOCTEI0 urcesl. KoHeuHo, 3Ta
TpajUuLYsa He ocTaBajachb HeM3MeHHOU Ha
IIPOTSDKEHUH BEKOB, U MOXKHO OTMETHUTH He-
CKOJIBKO Ba’KHBIX €€ yCOBEePIIIeHCTBOBAHUM.

YueHuk Apucroressi? ApucrokceH: (IV Bek
II0 H. 3.), C KOTOPBIM CBSI3aHO HayaJso cie-
IYIOIIIero I10CJIe KIaCCUYeCKOM JPeBHOCTH
IIepHro/ia B 3BOJIIOIIUU HAayKU O MY3BIKE,
BBIJIeJIWJI [1BA 3Talla B Pa3BUTHUU 3BYKOBHI-
COTHOM ¥ PUTMUYECKOM chucTeM. OIMH 3Tall
OCHOBAaH Ha CJI0’KEeHUH YHUCJIOBBIX U, COOT-
BETCTBEHHO, My3bIKaJIbHBIX BeJIMYUH; BTO-
POM — Ha JleJIeHUH 3TUX BeJIMYUH Ha paB-
Hble YyacTu. B 06s1aCcTU 3BYKOBBICOTHOCTH
IIePBBIN 9TAIl IIPE/ICTaBJIeH CIO)KeHUEeM UH-
TepBaJIOB, B pe3yJIbTaTe Yero Mbl I10JIy4aeM
HeTeMIIepUpOBaHHbIE 3BYKOPSAAbL. BTOpoi
gTall IIpe/iCTaBJIeH JleJleHeM MHTepBaJloB
U, COOTBETCTBEHHO, PAaBHOMEPHBIMHU TeM-
nepanuaMu. CiefyeT OTMETUTD, UTO ApH-
CTOKCeH — IIpaKTH4YeCKHU IIeEPBBIA aBTOp,
y KOTOpPOTO O0OHApPY>KUBAIOTCI CBeJEeHUSA
0 paBHOMEPHOM TeMIlepaliiu. B obiacTu
pUTMa IIepBBIH 3TAll, C KOTOPOr0 HayMHa-
eTCd pUTMHUECKasi CUCTeMa, — 3TO CJI0XKe-
HUe MeHBIIIUX eIUHUI] B 60jiee KPYIIHEIe
(B GOJIBKJIOPUCTUKE 3TU MEHBIIINE eIu-
HUIIBI XapaKTePU3YITCI TEPMUHOM «C10-
20HOoma»). U3 coegviHeHUs TaKUX eHUIL
BO3HUKAIT 60Jiee CII0KHBIe II0CTPOeHUS.
BTopoii aTam IipejcTaBiIeH JejeHUeM 60-
Jlee KPYIIHBIX eIMHUI] Ha paBHBIEe YaCTH.
I9TH OCHOBBI TEOPUU MY3bIKH, 3aI0’)KEHHBIE
ApPHUCTOKCEHOM, IIPEeBOCXOJHBIM 06pa3oM
IIOATBEPAUIUCH BCEM JaJIbHEMIIIUM PasBU-
THEeM U BBICOTHOM, U PUTMHYECKOH CHUCTe-
MBI B My3bIKe BILIOTH JI0 HAIllero BpeMeHU.

BaskHoe [10II0/IHeHMEe B 00IIyI0 XapaKTe-
PUCTUKY PasBUTHS 3BYKOBBICOTHOM U PUT-
MHUYEeCKOH CUCTeM BHeC/IH B Havasie HoBoro
BpeMeHU (XVII-XVIII BeKa) ABa BbIAOIIINX-
cg prtocopa — P. JlekapT? U yrKe yIIOMUHAB-
IMics paHee JIeMOHUIL, yKa3aB Ha peryJiu-
PYIOLIYIO POJIb IIPOIPECCHUU ITPOCTHIX YK CEJL.
JlekapT Ha IIpUMepe COBpeMeHHOM eMy TaH-
I1eBaJIbHOM MY3BIKU I10Ka3aJl, UTo IIpoTpec-
CH IIPOCTBIX YMCeJI UrpaeT Ba>kKHYIO POJIb
B CHCTeMe PUTMOB, OCHOBaHHBIX Ha IIPUH-

e fejeHus. JIeOHUIT 06paTU/ BHUMA-
HUe Ha TO, YTO 3Ta IIPOTpecCHsi AeHCTBYeT
B 3BYKOBBICOTHBIX CUCTeMaX, OCHOBaHHBIX
Ha IIPUHIUIIe CJI0KeHUs. PaHee ObLIO U3-
BEeCTHO (3Ta 3aKOHOMEPHOCTh 0TMeyYaeTcCs
y>Ke y APUCTOKCeHA), YTO PUTMBI, OCHOBaH-
Hble Ha IIPUHITUIIe CI0KeHUs, II0UUHSAIOT-
Cs 3aKOHAM apupMeTHUUeCKOHN IIPOrpeccuu
1,2,3,4,5 61T 1) 1B urore moayya-
eTCsl U3SITHAS CTPYKTYpPa, 3BYKOBBICOTHBIE
U pUTMHUYeCKas COCTaBJIAIOIIUEe KOTOPOH
OKa3bIBAIOTCS CUMMETPUYHBIMU APYT APY-
ry. ITo BbICOTe IIepBBIN 3Tall IIOJUHUHSAETCS
3aKOHY IIPOTPeCcCUH IIPOCTHIX UMCel, a BTO-
POM 3TaIll, IIpe/icTaBJIeHHbIN paBHOMEPHBI-
MU TeMIlepaliuaMU, — apuPMeTHUUeCKOHn
Iporpeccuu. B obsiactu purmMa — Hao60poT:
CHavasa UJET apupMeTHUecKas IIporpec-
CHs, II0TOM — IIPOTPeCcCus IIPOCTHIX YUCeL.
CpefHue BeKa, B CPaBHEHUU C APEBHO-
CTBI0, Ja/I HOBBIE 3HAUUTeJIbHbIE Pe3yJIb-
TaThl BO B3aUMOJIEMICTBUU MaTeMaTUKU U
My3bIKHU. Tak, TeOpeTUKaMU U IIpaKTUKaMU
MysbeIKu biamxkHero u CpegHero BocToka
TPaJULIMOHHblE PUTMHUYECKHEe MOJeNINd U
BBICOTHBIE 3BYKOPS/Ibl OBLIN IIpeJCTaBJIe-
HBI B BU/Jle KpyroB. Kaxzoe mpoBesieHue, Ha-
IIpUMep, PUTMHUYECKON MOJ[eJTU — 3TO O{UH
KpyT; IIepexof K IIOBTOPEHUI0 3TOM MOjie-
JIM TPaKTOBAJICS KaK BO3BpAllleHUE B Ty JKe
CaMyI0 TOUYKY. ITO ObLIIO Ba)KHOE CPeJCTBO
aHa/IM3a My3bIKaJIbHBIX IIPOU3BEJeHUH, a C
TOUKHU 3peHUsI MaTeMaTUKU 3TO ObLIa I10-
CTaHOBKa BOIIpoca 06 oIlepariiy CpaBHEeHUS
110 MOZYJIr0 (KOIta IIPUHUMAETCS 38 3TaJI0OH
HUCXOHOE YHCJIO0, U BCe YHUCJIa, KOTOPBIE OT-
JIMYAIOTCS OT Hero Ha OJHO U TO yKe YHCJIO
eJVHULI, CYUUTAIOTCS PaBHBIMHU PYT IPYTY).
MaTeMaTHUKU K 3TOMY IIPUIILIU I103)Ke, UeM
MY3BIKaHTBI, 1 MOXXHO HaCUUTaTh HEMAJIo
TaKUX I[IPUMEPOB, KOI/la TeOpUs MY3BbIKU
CTaBUJIa Ilepe]; MaTeMaTHUKON BOIIPOCHI,
Ha KOTOpble MaTeMaTHKa JjajieKo He CTOJIb
OBICTPO OTBeYasia; 6bIBAJIO, YTO IIPOXOUIHA
CTOJIETHS, a OBIBAJIO, UTO U THICSYEJIeTHS.
Ha pyberxke Ilepex0JHOTO IlepHofa OT
IPeBHOCTU K CpelHeBEKOBBI0, TO €CTh TOT/IA,
KOIIa )KIUJI APUCTOKCEH, aHTUYHOU TeopHren
MY3BbIKU Hava/Id aKTUBHO pa3pabaThiBaTh-
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Cs1 3BYKOPs/BI. ITa paspaboTKa BK/IOYaia B
ce0s1 II0CTAaHOBKY BOIIPOCA O IBYX OIlepaliu-
SIX: 0000II[eHUH MeJIOJUYeCKOTO ABUKEeHUS
B 3BYKOpsi/ie ¥ PasBEPTHIBAHUU 3BYKOPsa
B MeJIOJMYeCcKoe JBIDKeHHe. MaTeMaTHye-
CKHU 3TO 0Ka3aJI0Ch BO3MOKHBIM BBIPA3UTh
IIPUMEPHO 2-2,5 THICAYH JIET CIIyCTs, KOIa
II09BMJIaCh TeOpUsI MHOXKeCTB (a 3TO OBLIO
B II0C/IefHel yeTBepTH XIX BeKa) U TeopUst
HEUYETKUX MHO’KeCTB (3TO0 IIPOU30IILIO TOJIb-
KO B 60-e rogpl XX Beka). Airebparyeckue
ollepaljMy HaJ MHOXKeCTBaMU HeOOXO0[U-
MBI JIJIS1 TOTO, YTOOBI 00beJUHUTE MeJIOAUN
B 3BYKOPS/[, OIlepaliiy ¢ HeY6TKUMHU MHO-
JKecTBaMH (3/71eMeHTHI KOTOPBIX UMEIOT TOT
WIA WMHOU KO03QOUITMEeHT IIpUHAaJIeKHO-
CTHU K JaHHOMY MHOJKeCTBY, 03Ha4aroIHui
B YaCTHOM CJIy4ae BePOSITHOCTD I10SIBJIEHUSA
3JIeMeHTa) — JIJIs1 TOTO, UTOOBI pasBepHYTh
3BYKOPS/, B MeJIOJUYECKOe IBH KeHHe.

Ha nmporsoxeHuy CpeJHUX BEKOB U Haya-
Jia HOBOro BpeMeHH B IIpolieccaX B3auMo-
IeMCTBUS MY3BbIKU U MaTeMaTHUKU MOXKHO
HabJII0aTh OTBETBJIEHUS, KOTOPBIE IIpef-
BOCXHUIIAIOT O0Jiee KPYIIHBIE MaTeMaTHye-
CKHe UJier U obpallleHue K 60Jiee 0OIUM
3aKOHOMEPHOCTAM MY3BIKH. K TaKOoro poja
OTBETBJIEHUSAM MO>KHO, HalIpyMep, OTHECTH
HavaTKd Meopemuko-uH@GopMayuoOHHO20
nooxoday I'Bui0 ApeTUHCKOro® (1IepBasi I10-
JIoBHHA XI Beka), KOTOPBIY CpaBHUBAJI MeXX-
Iy cCOO0M pas3/IMYHble HHTepBaJbl U OIIpe-
ZleJIsiJl, KaKye U3 HUX SBJIAI0TCS JIYYIIIUMH,
HauboJIee IIPeAIIOUYTUTEILHBIMY, IIPUYEM
3TO He CBSI3aHO C JleJIeHHeM Ha KOHCOHAaHCHI
U JUCCOHAHCHI. IIoTOM 3Ta ujes IOJIydua
6oJiee pasBEpPHYTOe BhIpakeHue y JI. Jitiie-
pa® B XVIII Beke. d¥ijiep II0CTaBUJI BOIIPOC
0 KOMNAEKCHOM nokasameJse C/A04CHoCcCmu
N02UYEeCKOU Op2aHusauyuu My3blKU, KOTO-
pas cooTBeTCTBOBAJIa OBl €€ IIPUATHOCTH,
TO eCThb OJJHOM M3 Ba>KHBIX XapaKTePUCTUK
B BOCIIPUATUU eé CYyOBEKTOM. ITO TOXKe
O4YeHb OJIM3KO K IT03JHeNIIeMy IIOHATUIO
uHGOpMaIHH.

** QR-KOJ 2. BRICKa3bIBaHUSI MY3bIKAHTOB U YUEHBIX, CIIEITHAIHCTOB
B Pa3JIMUYHBIX 06JIaCTSIX HAYKH, ITOSICHEHUS ¥ IPUMeYaHUs:

B XIX Beke c aHaJIOTUUYHOM, HO 06oJiee
IIPOCTOM 110 GopMe Hieel BBICTYIIUI QpaH-
KO-0eJIbTUMCKUN MY3BbIKaHT-TeOPeTUK
K. roproTT’. OH 6B BOCIIMTaHHUKOM Il0-
JIMTeXHUYECKOH IIIKOJIBI — IIEPBOT0 BBIC-
II1er0 TeXHUYEeCKOro yuyebHOIo 3aBe/leHUs
B0 ®paHIIUU — U I1apalyIeJIbHO 3aHUMaJICA
MY3BIKOM; 3TO II03BOJIMJIO €My BBIJBUHYTH
elé oJWH aHaJIOTUYHBIN II0Kas3aTesb —
Haubo./1ee HaNPANCEHHBLI UHMEepP8an aKKop-
da, 0XBaTHIBAKOIIIUU KpaliHHe TOUKH y4acT-
Ka KBapTO-KBUHTOBOU I€II0YKU, KOTOPHIHA
OAHHBIN aKKopZh IpexacraBiseT. CaMbIi
IIPOCTOM IIpUMep: Tpe3By4YHe 00-MU-COb
OXBaThIBaeT IIATh 3BEHbLEB: /10, COJIb, Pe, JId,
Mmu. CaMBIM HaIpsOKEHHBINM MHTepBal —
00-Mu, 60JIbIIIas TePIUs, YeThbIpe KBUHTHI.
[IpenioxeHue /[roproTTa, 60JIee IIpocToe U
6oJsiee KOMIIaKTHOe, 4yeM y Jujepa, O6b11I0
OBICTPO OCBOEHO MY3BIKAHTAMM U BOIILJIO
B OOIIyI0 CHCTeMY MY3BbIKaJIbHOM TEOPUHU.
Jditep, 0HAKO, B CBI3U CO CBOUMH IIpe[-
JIOKEHUSIMU BBEJI B 0OUXOJT TEOPUU MY3bl-
KU MaTpHUIly — IIPSAMOYTOJIBHYIO TabJIHUILy,
C IIOMOIIIBI0 KOTOPOM IIOIIBITAJICA OLleHUTh
(c IO3UIIUI CBOEro BpeMeHU) Ilepexo/bl
MeXK/ly pPasHbIMHU TOHAJIBLHOCTIMU. [lepeit-
TH U3 UCXOJHBIX TOHAJIbHOCTEN B HEKOTO-
pBle JijIepy IIpPefCTaBJIsAI0Ch HEBO3SMOX-
HBIM (OH TaK U IIUIIeT 110 JIaThIHU: nullo, To
eCThb «HUKaK»), B I[pyIrue, HAIIPOTUB, Ilepeii-
TH JIETKO, B TPeTbU — TPYLHO, HO MOXKHO.
U 31ecs, 110 CyTH Jies1a, Oblia II0CTaBJIeHa Te-
OPeTUKO-UI'POBad 3a/iava, 4YeM, OIATh-TaKH,
6pLJIa IIpeABOCXUIIlEHA eIlé 0Ha 00J1aCTh
MaTeMaTHKH — meopus u2p, IoJIyYUBIIas
pasButHe B XX Beke. 1 coBceM KYpbE3HBIH,
MO’KHO CKa3aTh, TParMKOMUYeCKUH crydyan
HCTOPUHU B3aUMOJENCTBUA MaTeMaTUKU U
MY3BIKHA HEIIOCPeJCTBEHHO IIpe/IecTByeT
XX BeKy; 3TOT CJIydad CB3aH C HallMCaHU-
eM ¢yHmamMeHTanbHOro Tpyza C.M. TaHe-
eBa® «I1008UNCHOUl KOHMPANyHKM Cmpo2020
nucoema»***. Ta"HeeB, paboTas HaJ, CBOeH
KHUTOM, KOHCYJIbTUPOBAJICI C OSHUM H3
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BU/IHBIX POCCUMCKHUX MaTeMaTHUKOB CBOETO
BpeMeHU H.B. ByraeBbIM’, OTIIOM IIHMCaTeJIs
A. Bestoro®. byraeB obpaTuy BHUMaHue Ta-
HeeBa Ha pa3pabaThIBaBIIYIOCI B TO BpeMs
TEOPHI0 MaTeMaTUYeCKUX IPYIIIL, ¥ MaTeMa-
TUYEeCKHUU ammapaT, KOTOPBIN IIPeIJI0KUII
TaHeeB B «II008UNCHOM KOHMPANyHKmMe»,
O0TBeYaeT CBOMCTBAM OJHOM U3 TAKUX IPYIIIL,
KOTOpas Ha3bIBaeTCs a00umusHoul abe.1egoi
2pynnotl. 111 TaKOU TPYIIIBI IeHCTBYET 3a-
KOH MaTeMaTHU4eCKOM KOMIIO3UITUU — UM
SIBJISIETCS [eMCTBUE C/A0MCEHUS, — 3aKOH
9TOT IIOJUUHSAETCS CBOMCTBAM acCOIfMaTHUB-
HOCTHU U KOMMYTAaTUBHOCTU. CyllleCTByeT
HeUTpaJIbHBIN 3JIeMeHT, IIpubaByieHHe KO-
TOPOTIO K JIF000MY U3 3JIEMEHTOB He MeHs-
eT er0 BeJIMYUHBI: B 00JIaCTH BBICOTHI 3TO
YHUCOH, B 00JIaCTU BpeMeHHBIX BeJIMYUH
9TO OZHOBPEMEHHOCTb; U CYII[eCTByeT 00-
PaTHBIN 3JIEMEHT I Ka>KI0ro U3 JaHHBIX
3J1IEMEHTOB: BOCXOAII[eMy MHTePBaJIy OTBe-
JaeT HUCXO[AIIINY, [IepeMell[eHUI0 BTOPOro
roJioca I10 OTHOIIIEHUIO K MeJIOTUU BIIePés
Ha TaKT 0TBeYaeT TaKoe JKe I1epeMellleHue
Hasaf, IIp¥ 3TOM caMa MeJIOAU OCTaEéTCs B
HUCXOLHOM I1os10KeHuUU. Ho TaHeeB He f1ai
CCBUIKU Ha meopuro epynn, U QUKCUPOBaH-
HBIN IPUOPUTET IIePeIésl K IBYM My3bIKaH-
TaM, KOTOpBIe 60Jjiee IIPSIMO BBIPa3UIH 3TU
3aKOHOMEPHOCTH II0JICTOJIETHS CITYCTA: 3TO
aMepUKaHCKUU KOMII03UTOp M. Bab6ut!! u
GpaHIly3CKUI KOMIIOSUTOP I'PeyecKoro IIpo-
ucxoxneHus S. KceHakuc'?. 06a OHU B CBO-
UX TeOpeTHYeCKUX paboTax npusodam oc-
HOBHblE NOJI0JCEHUSL meopuu 2pynn, paccMa-
TPUBAs C 3TOM TOUKHU 3peHUs XapaKTepHbIe
cg8olicmaea 38yK08bICOMHOI, pUmMMu4ecKoll u
2POMKOCMHO-OUHAMUUECKOU CUCTeM.

XX BeK Hayasl HOBBIM 3Tall BO B3aUMO-
IeMCTBUU MaTeMaTUKU ¥ TeOPUU MY3BLIKU B
CMBICJIEe BBIIBIDKeHUSA QyHAaMeHTalIbHbBIX
MaTeMaTUYeCKUX U/leyd, U OJJHUM U3 IIep-
BBIX aBTOPOB, KOTOpPble HavaIH 3TOT 3Tall,
6bL1 BBIArOIUicT Gruioco$ U UCTOPUK aH-
TUYHOCTU A.D. JloceB'. B 20-e rozbl B paboTe
«My3blKa Kak npedmem 02UKU» OH IIepBBIM
yKasajl Ha He06X0JUMOCThb IIpUMeHeHUs
TEOPHUU MHO’KECTB K MY3BIKAJIBLHO-JIOTH-
YeCKHUM OllepaliusaM U 000CHOBAJI 3TO TeEM,

4TO TEOPUS MHOKeCTB dlidemuuHa (0T rped.
«3UmoCc» — BU, 00pas), TO eCTh BKJIKYAET
B ce0s1 M1306pasuTeIbHO-3HAKOBBIE 3JIeMeH-
TBHI. 9TO JAeHCTBUTEJIBHO TaK, IIOTOMY YTO
oIlepariy HaJl MHO>KeCTBaMHU MOJKHO IIpeJ-
CTaBUTH cebe B IIPOCTPAHCTBEHHOM popMe:
repeceyeHue, 00’beJUHEHNE MHOXKECTB, J10-
II0JTHEHMe, Pa3HOCTh U IeKapTOBO IIPOM3Be-
IeHUe KaK B3aUMO/[eiCTBHE pa3sHBIX U3Me-
peHU IpocTpaHcTBa. [IpocTpaHCTBO — 3TO
¢yHIaMeHTaJIbLHBIN IIOPSAL0K COCYILeCTBO-
BaHUA COOBITHM, B JaHHOM CJIydae — 3JIe-
MEeHTOB MHO>KeCTBa. M U3 3TOT0 BUAHO pas-
JIn4re MeXy anre6poit MHOKEeCTB U apud-
MEeTHKOM: B pe3ysjbTaTe apuPMeTUUeCKUX
olepanyi U3 ABYX BeJHUYUH II0JIy4aeTCs
TPeThs, a IIepBbIe [iBe UCYe3al0T, TOI7a Kak,
HaIlpuMep, IIpU 06 beJUHEHUU MHOKECTB
YI,ep>KUBAIOTCA BCe TPU BEJIMUUHBL, UTO U
OTBedaeT 0C06eHHOCTAM GOpPMHUPOBAHUA
MY3BIKaJbHEIX ITI0oCTpoeHuu. B XVIII Beke
JIeHiOHUIT] He MOI XapaKTepHU30BaTh TaKUM
00pa3oM My3bIKaJIbHO-JIOTUYECKHe oIlepa-
IIAY, IIOTOMY 4YTO TOIZla He OBLIIO TEOPUU
MHOKECTB.

JloceB IIOUEPKHYJI TaK)Ke HaJu4due Be-
POSATHOCTHOTO 3JIeMeHTa B MY3bIKaJIbHOM
JIOTHKe, KOTOpOe paHee TO)Ke 0TMeYaJIoCh,
HO B HEOTUETIUBOU popMe, U JIUIIE B XVII-
XVIII cToseTusx obpeso popMy pasBieKa-
TeJIbHOM 3aJjlaull — COUYMHEHUS MY3BIKH C
IIOMOIIIbI0 UTPaJIbHBIX KOcTel (Haubosiee
HU3BECTHOE PYKOBOJCTBO TAKOI'0 poOja, BHI-
mrepinee B KoHIle XVIII Beka 1o XapakTep-
HbIM Ha3BaHUeM «Kak npu nomouwiu deyx
USPA/TbHBLX KOCMell COUUHAMb 8A/1bCbl 8 JH0-
60M Koauuecmae, He uMest HU maJeliuie2o
npeocmas/ieHUsl 0 My3blke U KOMNO3UUUU»,
npunuceiBaeTca Monaprty'). V JloceBa BUJI-
HO, YTO 3TOT acIleKT UMeeT BceoOblllee 3Haye-
Hye. OH TOBOPWJI TaK: «BpeMs TOJILKO TOTJa
U BO3MO>KHO, KOI'Zla B HEM eCThb Oyayllee U,
caMoe IJIaBHOe, Heu3gecmHoe 6yayiiee. Bpe-
M, OTCIOZ|a, TAK)Ke eCTh U I[apCTBO CJIy4a-
si»8. My3bIKaJIbHasd ke JIOTHUKa, 110 JloceBy,
IIpe/icTaBJIsAeT COO0M eUHCTBO «YHCJIa»,
TO eCTh MHO>KeCTBa 3JIeMeHTOB, U BpeMe-
HU; BMeCTe, TAKUM 00pasoM, noyvuaemcs
€e0UHCM80 YUCAA, BpEMEHU U CAYHAS.
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B 20-e roxbl aTH uaeu JloceBa 0CTa/IMCh
COBEPIIIEHHO HeIOHATHIMU. Ho Korza B ce-
penuHe CTOIeTUA Havalach HaYy4YHO-TeXHU-
yecKas peBOJIIOIIMS, MaTeMaTUKHU IIPUIILIN
K [IOCTPOEHUI0 IIPOCTPAHCTBEHHOU MO/IeJIH,
KOTOpasi BKJII0OYaeT B cebs BCe TPU 3THU dJIe-
MeHTa. ABTOP 3TOM MOJesIM — TO>Ke Halll
COOTeUYeCTBEeHHUK — MaTeMaTHuK A. ['erH"
u3 ExaTtepuHOypra (paboTaBIIUU TaKXe B
HoBocubupcke). C TpéXMepHOU IIPOCTPaH-
CTBEHHOM MOJIeJIbI0, OXBaThIBAIOIIlel pas-
JINYHBbIE aCIeKThl MY3bIKaJIbHOMU JIOTUKH,
OH BBICTYIIMJI B KOHITe 70-X rooB XX Beka
B JokiIane «O0O gopmanuzayuu nOHAMUS
»2APMOHUUECK020 noas”». TpéxmepHoe
IIPOCTPAHCTBO B 3TOM MO/IeJI BKIKOUYaeT B
ce6s1 B KaueCTBe U3MepPeHU COOTBETCTBEH-
HO: «TapMOHUYECKUE 3JIeMEHTEI», BpeMs U
BEPOSITHOCTH II0IBJIEHUS KaK[0r'0 3JIeMeH-
Ta B mramnasoHe ywuces ot 0 mo 1.

B 20-e rogpl XX Beka, IOMUMO y>Ke 0TMe-
yaBIIUXCA Upen JloceBa, akTUBHO pa3BU-
BAIOTCA TAKXKe MY3bIKA/IbHO-Cmamucmuye-
CKUe ucc/1e008aHusl, KOTOpbIe TOTJa Ha3bl-
BaJIUCh «6UOMEMPUUECKUMU», TIOTOMY UTO
OHU IPUIIINM B MY3bIKaJIbHYI0 TEOPUI0 U3
o6rosiorur. TaKUM MeTO0M HCCJIe/I0BATEIH,
B YaCTHOCTH, CTPEMUJINCH BBIIBUTH Xapak-
TepHble YepThl UHAWBUAYAIBHOIO CTHJISA
TOTO WJIM HHOTO KOMIIO3UTOpA. ITO, KOHeY-
HO, TOJIBKO YaCTUYHO pelllasio IIpobjeMy,
IIOTOMY YTO MY3BIKaJIbHBIW CTUJIbL He CBO-
OUTCI K pOpMaIbHBIM IIOACYETAM JIOTH-
YeCKHUX cpeacTB. Ho aTo 1103BOIMIIO 06pa-
TUTh BHUMaHMNe Ha BEPOATHOCTHO-CTaTHU-
CTUYECKUU acIleKT MY3bIKaJIbHOU JIOTUKU
U IIOATOTOBUJIO 6a3y OLHOM KPYIIHOU II0
3HAUEHUIO IICUXO0JIOTUYECKOUN IIpo6JIeMBbl,
KOoTOpasd II0JIydyuJa Ha3BaHHE /1a008020
mszomeHus. Y>Ke HUCCIeJOBaHUS BTOPOU
II0JIOBUHBI XX BeKa I10Ka3aJiy, YTO B OCHOBE
3TOr0 IICUXO0JIOTHYECKOTO SIBJIEHUS JIE)KUT
CTaTUCTHUKA I1epPeX0/0B MeXXy 3JIeMeHTa-
MU MY3bIKaJIbHO-JIOTHYECKON CUCTEMBI, TO
€CTh €€ BepOATHOCTHBIN acCIIeKT.

HHTepecHBIM pPe3yJbTaTOM U3yUYeHUs
9TOM CTATUCTUKU OBLIN BBIBO/IbI, KOTOPBIE
nsnoxuin C.C. IIpokopres! B craTtbe «Mo-
2ym AU UCCAKHYMb Mea00uu?». 3To OBLIO0

OYeHBb IIPOHHUIIATEJBbHBIM IIIaroM, II0TOMY
4TO YMTaTeJUd — TOIJAllIHUe IIKOJbHU-
KU — 4Yepes3 OJHO-ABa [eCATUIeTUS CTalIu
COBpeMeHHUKaMH, a KTO U3 HUX TOIO II0-
JKeJlaJl — ¥ yYaCTHUKaMU Hay4YHO-TeXHU-
YeCKOM peBOJIIOIIMU cepefUHBl XX BekKa.
[IpokopreB paccMaTpUBaeT COUMHeHUE
MeJIOJUM KaK KOMOWHAaTOpPHBIN IIpOIiecc,
BKJIIOYAIOIIUM B cebs 31eMeHT BepOsaTHO-
CTH, IIpeXKJe BCero, Ha IIpuMepe KOMOUHa-
TOPUKHU BBICOT. [0 OTHOIIIEHUIO K KasKIOMY
3BYKY MO>KHO B3SITh JIFOO0M 13 12 3BYKOB,
COCTaBJIAIOIUX BEPXHIOK OKTaBY, U JIF0001
U3 12 3BYKOB, COCTaBJIAIOIUX HUYKHIOIO OK-
TaBY, JaJIbIlle TOT >Ke IIPOIlecc IIOBTOPseT-
Cs1 B OTHOIIIEHUH Ka’K[0I'0 3BYKa MeJIOJUH.
«f] He X04y CKasaTh, — IIHIIIET KOMIIO3UTOP
B CTaTbe, — UTO B HAllleM paclopsLKeHUU
uMeeTcsd IIeCTh MHJUIMAPLOB MeJIOJUN»
(peub UIET 0 BO3SMOYKHBIX BapHaHTaX MeJIo-
I 13 8 3BYKOB). «CyIIecTBYeT I1eCTh MUJI-
JIMap[0B KOMOMHAITUM, U3 KOTOPBIX KOMIIO-
3UTOP UMeeT BO3MOKHOCTh BbIOpaTh TaKHUe,
KOTOpPBIe OYAYyT MeJIOAUYHEI»C. ITa CTaThd
HHTepecHa TakKe U IPYIUMU CTOPOHAMHU,
B TOM YHCJIe — YUYETOM PUTMUYECKOI0 QpaK-
TOpa U Jake B3aUMO/IeCTBUA PasIMUHBIX
PaBHOMEPHBIX TeMmIlepalyi. Torga BeJauch
OIIBITHI C JleJIeHHueM OKTaBBI Ha 17 yacTel,
U [IpoKoQbEeB BHIABUHYJI U/IeI0 COeOUHEHUSA
12- u 17-38yuH020 OesieHust okmasewl. Tereps,
Korza 6s1arofaps 3JIeKTPOHHOM aIiapaType
TaKue COeJMHEHW MO>KHO OCYII[eCTBUTh U
IIOC/IYIIaTh, 3Ty HU/IeI0 MOXKHO OLIeHUTH I10
LOCTOMHCTBY.

B 3TO ’Xe BpeMs IIPOAOJIKAKOT BBHIJBU-
raTbCs KOMIUIEKCHBIE ITI0Ka3aTesH, Xapak-
Tepusyrlye OOIYI0 JIOTUYECKYI0 CJIOXK-
HOCTBH TOT'0 MJIM MHOIO II0CTpoeHUud. OnuH
M3 TaKHUX II0KasaTesled — XapaKTepUCTH-
Ka n/aomHocmu 3By4YaHUd, OIIpejeJise-
Masl YMCJIOM 3BYKOB B €JUHUIy BpeMeHU
WIN Ha efUHUIY perucrpa. B 40-e romsl
XX BeKa aMepHuKaHCKUM My3bIKaHT-Teope-
TUK /K. [MumuHrep!’ mmpenioXua oobe-
OUHUTH 3TU [iBa II0Ka3aTessd U UCUUCIATD
IIJIOTHOCTh Ha KBAaJApaTHYI0 eJUHUILY MY-
3BIKaJIbHOTO IIPOCTPAHCTBA, TO €CTh, YIIPO-
IIEHHO TOBOPSA, — Ha Makmo-okmasy II0
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IyraroHaJu. BosaMOJKHBI, KOHEYHO, U 60Jiee
CJI0’KHBIE aHAaJIOTUUHbIE XapaKTepPUCTUKHU.
Ho fmasbItie y>xke HaCTYIIHII IIePUOJ Hay Y-
HO-TeXHUYECKON PeBOJIIOIIMU, U UCTOPHU
B3aMMO/IEMCTBUS MaTeMaTUKU U MY3BIKU
oboraTUsIaCh HOBBIM 3JIeMEHTOM — 3JIeMeH-
TOM MHOOPMATHUKU. 1 TOT ’Ke CaMbIU YUET
BEePOSTHOCTHOIO acCIleKTa MY3bIKaJIbHOM
JIOTUKH I1epepoc B HOBBIX METOJ, KOMIIO3HU-
IIUY, KOTOPBIM II0JIYYMNJI Ha3BaHUE CMoxa-
cmuuecko2o. B 4yuciie ero mepBOOTKpHIBA-
TeJlel OBLJIN OJIUH U3 OCHOBATeJIel TeOPUHU
nHbopmanuu K. IlleHHOH'® 11 er0 aCCUCTEHT
[. Hupc?. IIpu 3TOM UM CaMUM IIpUMeHe-
HUe KOMIILIOTePOB B UCII0JIb30BaAHUU 3TOTO
MeTo/Ia Ka3aJI0Ch OYeHb NAJIEKOU I1eJIbI0, 1
B 1950 roxy Ilupc, B3sIB IICEBIOHUM, OIIy-
6JIMKOBAJI B )KypHaJle 3Ty UZiel0 I10/] Ha3Ba-
HUueM Astounding Science Fiction (TO eCcTb
«[lopasutesbHasg Hay4yHasg paHTACTUKA»).
[IpomwIo mecTs JieT, U paHTaCTHUKa CTaJla
peaJbHOCTBIO: IIOIBUJIUCH IIEPBBIe KOMNO-
3uyuUU, COHUHEHHble CMOXACMUYeCKUM Me-
MoooM € NOMOUWbIO KOMNbromepa.
[IepBBIM OTeUYECTBEHHLIM aBTOPOM, KO-
TOPBIM IIPUMEHUJI 3TOT METO/, C y4YacTHueM
KOMIIbIOTepa, 6B MaTeMaTHUK U BUOJIOH-
vesucT P.X. 3apurios®. Ero mepBble KOM-
IO3UIIWHU IT0IBUINCE B 1959 roxy. OH mat
UM HasBaHUe «VpasbcKue Hanegwvl», 00BI-
IrpaB TaKUM 06pa3oM MapKy KOMIbHOTepa
«YpaJi». IlepBeie yeTwIpe «YpaJbCKUX Ha-
IeBa» OBLIM OITyOJIMKOBaHBI B 1962 roxny B
CceJbMOM BBIIIyCKe IIepHUOJHUUYECKOI0 CO0p-
HUKa «IIpobsiembl KubepHemuKu».
Kitaccrueckue OIBITEI CMOXacmuy4ecKo-
20 Memooda KOMno3uyuu, 0{HaKo, CBsI3aHBI C
uMeHeM . KceHakuca. Ero kHura «Popma-
JU30BAHHASL MY3bIKA», KOTOPasi BEIXOUIIA
HEeCKOJIbKUMHU U3JTaHUAMH, IIPeCTaBIsAeT
co60i HanboJIee MaCIITaOHBIMN 10 Cero AHS
OIIBIT IIPUMEHEHUsI MaTeMaTU4YeCKUX Me-
TOJIOB B U3yUYeHUU 3aKOHOMEPHOCTEN My-
3BIKH U B CaMOM IIPaKTHUYeCKOM KOMIIO3U-
uy. KpaTko MOXKHO CHCTeMaTHU3HUPOBATh
MaTepuaJll, KOTOPBIA COJEPKUTCA B 3TOH
KHUTe, 10 TpéM 006J1acTIM MaTeMaTHUKH,
KOTOpBIe TaK WKW HMHaue y>Ke OBbLIIU H3-
BECTHBIL. ITO, BO-IIEPBLIX, TEOPUS MHOXKECTB

(Kcenakuc, B oTsiuue oT JloceBa, y>Ke I10-
KasaJl — He TOJILKO yKasaJl, HO U I10KasaJl
B pasBépHYTOU GopMe — BO3MO’KHOCTHU
IIpUMEeHEeHUs] TeOPUU MHO’KeCTB IS Xa-
PaKTEePUCTUKU MY3BIKAJIbHO-IOTHYECKUX
IIPOIIeCCOB U COUMHEHUS MY3bIKU Ha 3TOH
OCHOBeE); BO-BTOPBIX, 3TO TEOPHUI BePOSITHO-
CTel, KoTopas HalllJla PasBEéPHYTOe IIPU-
MeHeHUe B OIIbITaX KceHaKuca; B-TPeThUX,
KceHnaxkuc Taxke 11orpo6oBasl IpUMEHUTb
TeopHuIo UHOpMaIlnHY, Co3JaHHyo [lleHHO-
HOM, K My3BbIKaJIbHO-JIOTUYECKUM XapaKTe-
puctukaMm. OH, OJJHAaKO, He OIPaHUYMJICA
TOJIBKO CTaTUCTUYeCKOM Teopuell HHPOP-
Malluy, a IIpeJJjIoKUjI UTPOBLIe OIIBITHI Ha-
1o 061e COUMHEHUS MY3BIKH C IIOMOIIBIO
UI'PaJIbHBIX KOCTEH, HO UMEIOIIIHeE IeJI0 yoKe
c 60JIee CIIO)KHBIMU MacCUBaMU 3By4aHUM;
pe3yabTaThl OT COIIOCTABJIEHUS ITUX Mac-
CHUBOB OLleHWBaJIMCh UM B 6asuiax. MHaue
ropops, KceHakuc BBIIIeJ Ha TeOpeTH-
KO-MHO>KeCTBEHHYIO BETBb TeOPUH UHPOP-
Mallyy; Y, IIOCKOJIBKY OH BCé 3TO IIpefCTa-
BUJI B BHJle MaTPHUI], TO 3Ta eJHasi OCHOBA
3aKJIroyasia B cebe II0CTaHOBKY BOIIpoca 00
00beIMHEeHU U TOU U IPYroii BeTBell TeOpUU
uHbopMaIuu. Mul ellé BCTpeTUMCS C UMe-
HeM KceHakuca IIpu JaJbHeHIIeM paccMo-
TPeHUH IIPOIIeCCOB Pa3sBUTHA KOMIIBIOTED-
HOU MY3BIKH.

C cepemuHbl 70-X ro0B XX BeKa HavaJICqd
BTOPOM 3TaIl B3aUMO/IEUCTBUSA MY3bIKH, Ma-
TeMaTUKU U UTHQOpPMaTUKHU. K aTOMy BpeMme-
HU ObLIH pa3paboTaHbl OCHOBBI IIUGPOBOIO
CHUHTe3a 3BYKOB, UX aHa/Iu3a U IIipeobpaso-
BaHUsA. OCHOBOIIOJIATaIOIIYI0 POJb 3/eCh
CBITpaJIx paboThl aMePUKaHCKOI0 MH)KeHe-
pa M. MaTbro3a?!. CBOU OIIBITHI 110 OCYIIECT-
BJIEHUI0 ITUGPOBOIO CHUHTE3a 3BYKOB OH
HayaJs B 1957 ropy, 110 YTBEP KA eHUIO UCTO-
PHUKOB KOMIIBIOTEPHOM MY3BIKH, — IIOCJIE
KOHIIepTa, B KOTOPOM MCIIOJIHAJIUCH IIPO-
usBegeHus A. llIénbepra??, KOMII03UTOPA,
CO3JJaBIIIEr0 B 3peJIblii IIePHOJ, TBOPUYECTBA
OPUTHHAJIBLHYI0 KOHCTPYKTUBUCTCKYIO TeX-
HUKY ITMCHbMa, B pPsifie OTHOLIIEHUH OJIM3KYI0
KOMOMHATOPHOU (B 00MX0/ie OHa U3BeCTHA
o/, Ha3BaHUEM 000eKAPOHHOU TEXHUKH).
BrieyaTiyieHHs OT 3TOr0 KOHIlEpTa HaTOJIK-
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HYJIY er0 Ha MBICJIb O BO3MO>KHOCTH IIpHUMe-
HeHUs KOMIIBIOTEPOB K 00J1aCTU 3By4aHUM.

[IpumepHO K 1975 rogy U pOBOM CUHTES
3BYKOB CTaJI JaBaTh pe3y/IbTaThl, COIIOCTa-
BUMBI€e CO 3By4YaHHUEM TPaJUIIMOHHBIX UH-
CTPYMEHTOB U I103BOJIAIOIIME Hala>KUBaTh
IHUaJIor C My3bIKaJIbHO-UHCTPYMEHTaJIbHOMN
Tpaguue. M Hayasach 311oxa pasBUTHUA
KOMIIBIOTEPHOI'O HCIIOJIHUTEJILCTBA, TOT-
Jla KaK paHee B paMKaxX KOMIIBIOTEPHOIO
MY3UIIUPOBaHUA 3aHUMAaJIUCh IIpeuMylLie-
CTBEHHO KOMIIO3UTOPCKMMH OIIBITAMU B
IIpejiesiaX CUCTEMBI IIEPBBIX TAPMOHUK 3BY-
Ka, TO eCTb, MOKHO CKa3aTbh, 3aHUMAaJIKUCh
«HOTaMM». HOBBIH 3Tall MY3UIUPOBAHUAI C
IIpUMeHeHHeM KOMIILIOTEePOB 03HavaJl I1e-
pexoj OT HOTHI K 3BYKYy M O3HaMeHOBaJICA
3HaUYUTeJILHBIMU JIOCTHKEeHUSIMHU B 00J1a-
CTU CUHTe3a TeMOpOB.

CiengyroomuM 3TallOM KOMIIBIOTEPHOIO
MY3UIITUPOBAaHUSA, KOTOPBIM II0KA TOJIBKO
IIpOCMAaTPUBAETCS, IIOTOMY UTO OH eIllé He
IPUHAJ XapakKTepa IieJeHallpaBJIeHHOIO
IBIDKEHUsI, CTAHOBUTCS BOCIIPOH3BE/leHHe
BHE3BYKOBBIX 00J1aCTel My3bIKH — CBS3aH-
HBIX C HeY 3pUTeJIbHBIX, MOTOPHBIX, 0CS3a-
TeJIbHBIX U T. II. accoItManiuii. KpynHbIM I11a-
TOM Ha 3TOM ITyTH OBLIO CO3/iaHMe KOMIIbIO-
tepa UPIC (Unité polyagogique informatique
du CEMAMu, TO ecTb «IIOJIHaroTHYecKUM
KOMIIbIOTEPHBIN 610K Hcciie[oBaTeIbCKOro
IIeHTpa My3bIKaJIbHOM MaTeMaTHUKHU U aBTO-
MaTHUKH»), KOTOPOEe OBLJIO OCYILEeCTBJIEHO 110
3aMBICJIy U 110/ pyKOBO/CTBOM KceHakuca
B 70-e rogpl XX BeKa. B KOMIIBIOTEPHOM CHUC-
TeMe UPIC mmosib30BaTes b Ha IrpadomocTpo-
UTesle PUCYeT J00ble BO3SMOXKHEIE JINHUY;
MalllMHa MOJKeT IIepeBOJUTH UX B 3BYKHU
TpeMs pa3JIMYHBIMU CII0c06aMU: B IIEPBOM
caydae («ompezesieHHue TeMOpa») — COOT-
BETCTBEHHO I'papUKy U3MEHEeHUs 3BYKOBO-
T0 JaBJIeHUs; BO BTOPOM («u306paskeHUe
I'POMKOCTH») — COOTBETCTBEHHO Orubaro-
11e¥ KpUBOM 3BYKa; TPETUH CII0CO0 — «pH-
COBaHWe CTPaHUIILI MY3BIKH» — B Hau-
6oJIbIIIeN cTelleHU G6JIM30K TPagUIlMOHHOMN
HOTaIlUHU. 3BYK C IIOCTOSHHOM BBICOTOU B
9TOM IIOC/IeJHEM CJIydyae XapaKTepHU3yeTcs
TOPU3OHTAJBHOU IIPSAMOMN JIMHUEH; eCIUu

JIMHUA — KpPHUBasg, TO 3TO Oy/eT COOTBET-
CTBOBAaThH IJIMCCAHAUPYIOIeMY 3BY4YaHUIO.
Ha aToi1 ocHOBe ycuiuaMu KceHakrica U ero
aCCHUCTEHTOB pa3BepHyJIach aKTUBHAs TBOP-
yeckas U IleflaTorTuyecKas 1esiTeJIbHOCTD; C
1986 rozta 10 HACTOSIETO BpeMeHU pabo-
TaeT wkosa UPIC, KOTOPOH II0C/Ie CMepTH
Kcenakwuca B 2001 rogy 65110 IIPUCBOEHO €TI0
UM, ¥ OHa cTajia HassIBaThcsa CCMIX (Centre
de Composition Musicale Iannis Xenakis)".

[TapastesbHO, OJHAKO, CYIIIeCTBOBAaIU U
IpyTHe ONBITHI IIpeobpa3oBaHUs rpadUKU
B MY3BIKYy. Y Hac OHU IIPOBOJUIUCH CHa-
4Jajia Ha JJOKOMIIBIOTEPHOM — aHaJI0T0BOM
OCHOBe. 9TO — CHHTe3aTop 3Byka AHC, 110-
cTpoeHHBIN E.A. Myp3suHbIM* B 1958 rony
U1 Ha3BaHHBIN UM B yecTh A.H. CKpsg6rHa*.
Apyroii mpubop, IIpefHa3HaYeHHbIHN J[JId HC-
CJIel0OBaHUA IIPOCTPaHCTBEHHO-CIYXOBBIX
CUHeCTe3UH, OblI paspaboTaH Ha pyberke
1950-x 1 1960-X TOMOB TOTAA eIlé COBCEM
HeW3BeCTHBIM IIpellofiaBaTesieM QU3UKU
KasaHCKOro I1elaroru4yeckoro HHCTHUTY-
Ta B.M.TajleeBEIM*® M €r0 aCCHCTEHTOM
P.®. Caripy/sIMHBIM?® 110 BJAUSHUEM I103-
3uu KoHITa XIX — Havasia XX BeKa. ABTOPEI
Has3BaJIH 3TOT IIPUOOP «O6proCOPOH» B UECTh
CTUXO0TBOpeHUd B. bprocoBa?’ «Teopuecmeo».
B 3TOM CTUXOTBOPEHHUM €CTh TaKHe CTPOKHU
(ctuxu 5-8): «duosieToBhle pyKHu / Ha ama-
JIeBOU cTeHe / [I0JIyCOHHO UepTAT 3BYKH /
B 3BOHKO-3BY4YHOM THUIIIHHE». ITH CTPOKH U
BIOXHOBWJIHU H300peTaTesiel 6procopoHa.
BriocsieicTBUM aBTOPBI IIPOLOJDKUIIN 3TU
OIILITHI HA KOMITbIOTEPHOM OCHOBE.

K HauboJsiee 3HaUUTEJIbHBIM Pe3yJbTa-
TaM 3TUX OIIBITOB OTHOCATCS 00pasIibl «II0-
I0IIlero mamaussd» (KaJaaurpapudeckou
apabCKoM HaAIIMCH) — UHCTAJUISIINH, B KO-
TOPBIX MY3BIKaJIbHOE IIPOYTeHHe IPaPUKU
HUCXOHOM HaAIIUCU GOPMUPYETCS BMeCTe
C BooOpakaeMbIM IBM)KeHMeM IJ1a3a I10 eé
KOHTYpyY. O/lHa U3 TaKUX WHCTAJLIALUHU C
2005 ropma BhRICTaBJIeHA B My3ee mciaMa B
KasaHCkOM KpeMuie.

Kak Bcerga, HoBoe M300peTeHHUe BBISAB-
JiieT OpUTHHAaJIbHbIE UleU B IIPe/IIeCTBYIO-
e Tpaguiuy. [IpuMeHeHre MaTeMaTUKU
K 3aKOHOMEPHOCTIM MY3bIKaJIbHOM JIOTUKHU
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ZlaJI0 BO3MO>KHOCTb 00paTUTh BHUMaHUe Ha
anzopummuHeckuil Memoo KoMnouyuu, Ko-
TOPBIH ObLI IIpeIoKeH ['BUI0 ApeTUHCKUM
B XI BeKe. I'BH/I0 COIIOCTaBII IJIaCHbIE OYKBBI
JIATUHCKOI'0 aJIpaBUTa CO CTYIIEHAMHU 3BYKO-
psAza. Y Hero I10JIy4uIoCh HeCKOJIBLKO 06J1a-
CTeM TaKOIO COIIOCTaBJIEHU, IIOTOMY UTO
3BYKOpsZ, 60JbII0ON (OH TOTZA OXBaThIBAJI
IiBe OKTaBBhl), a IJIACHBIX OYKB B JIATUHCKOM
asipaBUTe BCEIO IATh: 4, 6, I, 0, U. 1 Ha 3TOM
OCHOBe I'BUJI0 IIpeJJI0KUJI COUUHATEL MeJIo-
IIY U3 JIF0OOT0 TEKCTa, «0CTOMHOTO HaIIMCa-
HUs». B IIpUHITATIE 3/1eCh TOXKE IIPUCYTCTBYET
CTOXaCTUYeCKUU paKTOp, HO OH He 00s13aTe-
JIeH — MOKHO BCE YJIOKUTB B O/IHY 006J1aCTh
U3 [IATU CTyIIeHel. A MO)KHO JIeMICTBOBATh,
OXBaTHIBas pasHble 00/1aCTH 110 TOMY WU
UHOMY aJITOPUTMY. B IIpUHITUTIE 3TOT METO/
IIPUMEHUM U K PYCCKOMY, U K I'PeYeCKOMY,
U K JII000MY Ipyromy aadpaBUTY.

B paMKax KOHCepBaTOPCKOIO Kypca My-
3BIKaJIbHO-TEOPeTUYECKUX CUCTEM YJKe Ha
IIPOTSDKEHUU psifia JIeT IIPAaKTUKYeTC s CEMU-
Hap, IOCBAIIIEHHBIM ITOMY MeTO/ly, Ha MaTe-
pHaie TEKCTOB Ha PYCCKOM g3bIKe (MCII0JIb-
3YIOTCA I11eCTh IIPOCTBIX IJIACHBIX — 4, 3, U, O,
Y, bI; HOTUPOBaHHLIE IJIaCHbIE TPAKTYHTCI
KaK aHaJIOTUYHbIe UM IIPOCThIe). TeKCThI —
pasJIrYHEbIe 110 pOpPMe U COAepKaHUI0: I103-
THUYeCKUe, [Ip03anyecKue, cepbEé3Hble, OMO-
puctuyeckure. OMHUM U3 TEKCTOB ObLI dpar-
MeHT UHTepBbo Kitoza Jle6roccH (B pycCKOM
IIepeBoze) 110 II0BO/Y COUMHEHUS MY3bIKU K
MHUcTepuu «MydeHHUUYeCcTBO cBATOro Cebac-
ThsHa», HAUMHAIOIIUICA cJI0BaMU «KTo Mo-
JKeT IIPOHUKHYTEL B TAMHY COUHMHEHUS MYy-
3BIKU?» (KaK MO>KHO BUJIETH, 3TO IIBITAINCh
ZlesIaTh ellle THICAYY JIeT TOMY Hasa).

TouHO Tak >ke obpallleHHe K BU3yaJlb-
HBIM CTPYKTYpaM II03BOJIMJIO YBUZETE IIpe/-
BOCXHUIIeHHE 3TOU UJleH B TPaJUIIMOHHOMN
TEeOPUU MY3BIKH U MY3bIKaJIbHOM IICUX0JIO-
vy, HaurHasdg co CpeJHUX BeKOB. MBI OIISITH
nepexonum Ha biawxkHu U CpegHuid Boce-
TOK U MO>KEM BCIIOMHUTH BBIJAIOIIEr0Cs
¢uitocoda anb-Papabu?®, KOTOPHIA KU B
X Beke. OH ePBBIM Yynopsaodovus1 mepMuHo-
A102U0 HA38AHULL crmyneHell Ha NPpoCMpaH-
CMBEHHO-C/YX080Ul OCHOBE: «HYKHSISA I0-

6aBJyieHHas» (UMeeTCsI B BULY — CHU3Y Ke),
«HW)KHSAS, Cpe/iHss, BBICOKasi OCHOBHBIX»,
«HU)XHSAA, CpelHss, BBICOKas CpefHUX»,
«CperHssa» (cepefUHA 3BYKOPSIJa), «CIIeIyIo-
11as 3a CpefHen», « HUXKHAS, CpeiHss, BBICO-
Kasi BBICOKUX», «HYDKHSAS, Cpe/iHss, BBICOKas
BBICIIIHX>.

Jl0 aTOTO, B IIEPHOJ ZPEBHOCTH U I1037Ke,
TEePMHUHOJIOTUA B 0003HAUYEHUAX CTYIIeHeH
Obl1a IIECTPO, OHaA BKJIIOYaJsa IIPOCTPaH-
CTBEHHBIe IIpeJCTaBJIeHUs, TeXHUYeCKue
MY3BIKaJIbHO-HUCIIOTHUTE/IbCKUEe TePMHUHBI
U OTBJIEYEHHBIe YMCJIA.

B XVI Beke, TO eCTh IIIeCTh BEeKOB CIIYCTH,
UTaAJNBLAHCKUU XYIOKHUK /J[Kysemne Ap-
4MMO0JIbI0% IIOIIBITAJICI TaKUM >Ke obpa-
30M YIIOPSOYUTH OTTEHKH IIBeTa U CaMU
1BeTa. Y Hero IOJYyYHUJIOCh 15 OTTEHKOB
4EpHO-6esIbIX (AXpOMaTHUUYECKUX) IIBETOB;
XapaKTepu3ys OTAeJIbHBIe T0JI0Ca B MHOIO-
T0JIOCHH, OH TaK)Ke BBICTPaMUBaJ psfi, B KO-
TOPOM BeJYIIYI0 POJIb UTPAIHU yKe XpoMa-
THUYeCKHe I1BeTa, Y I10JIy4aJICsa CBOEro poja
CXeMaTUYHBIHA CIIeKTp (Torza y Hero 65110
elllé He CeMb 3JIEMEHTOB, a MEHBIIIe).

B XVIII Beke JI.b. Kactenn*® — ¢ppaHirys-
CKUU MaTeMaTUK U QU3UK — BBIJBUHYJI
HUJIe10 «KAa8ecuHa 011 22a3». BMeCTo 3ByKOB
(W1 BMecTe C HUMH — 3TO YoKe I10 )KeJIaHUI0
KOHKPETHOI'0 paspaboTuyrKa) IIpU Ha’KaTUH
KJIaBUIITY OTKPBIBAJIOCH OKOIIIEYKO, U B HEM
6bL1a JIMO0 CBeUYa CO CTEKJIBIIIIKOM OIIpefie-
JIEHHOIO IBeTa, JIMO0 [AparoleHHBIN Ka-
MeHb. 1, TakuM o6pasoM, KacTesb 0)KUBUII
HHTepecC K unee cgemomyswvlku. Ero npen-
JIOKeHUsI BBI3BaJIU IIIUPOKYIO JUCKYCCHIO,
B pe3yJbTaTe KOTOPOH yAaJIOCh IIPUNTH K
6oJiee COBepIIIeHHOMY IIpe/CTaBJIEHUI0 O
CBETOMYS3BIKe, YeM TO, KOTOpoe IIpejJiarail
KacTesib, HO Ba’KHOU OIIATH OblIa MaTeMa-
TU4YecKas HUjesl: KAaguu — amo ynopsoo-
YeHHoe MHoxcecmso. 1, biarogapst 3ToMy,
0Ka3aJIOCh BO3MOYKHBIM JleTaJIbHO U3y4aTh
TO, YTO IICUXOJIOTH HAa3BIBAKT CUHeCme3u-
ell — B3aUMOJIeMICTBHE Pa3JINYHBIX UyBCTB
IIPU CO3[TaHUU I1eJIOCTHOTO obpasa, B TOM
YHCJIe — MY3BbIKaJIBHOTO.

Vo>xke B XX BeKe 3Ta Hjesd II0JIY4YHUIa pas-
BUTHE B paboTax aMepHUKaHCKOI'0 IICUXO0JIO-
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ra 4. Ocryza®! (oH HasBaj MeTo[, paspabo-
TaHHBIM UM Ha OCHOBE 3TOU UJIeH, «Memo-
JOM cemaHmuueckoz2o ougg@epeHuuana»).
U 31echs MHOTO TaKUX IIp006JIeM, B pellleHUH
KOTOPBIX KaKIbI MOKeT OBITH IIePBBIM:
O4YEeBUJHO, YTO 3Ta 06J1aCTh OTKpPHITA IS
JaJIbHEeMINero Hay4YHoro I10McKa.

B TeueHne XX BeKa 06/1aCTh IPUMeHeHUS.
MaTeMaTHUKU 4Ype3BbIUaliHO pacCIIupUIach
CPaBHUTEJIHLHO C IIPe/IIIIeCTBYIOIMMU CTOJIe-
TUAIMHU. MaTeMaTu4decKoe o6pa3oBaHUe 5IB-
JIsIeTCs HbIHE OJHOM U3 QyHIaMeHTaIbHBIX
COCTaBJIAIOIUX OOIIeM CHCcTeMbl 06pa3oBa-
HUSl U OJJHUM U3 HeOOXOJUMBIX YCJIOBUU
JIF000M YCIIEITHOM IIPAKTUYECKOM JIesATeb-
HOCTH. ITO CTaJI0 0CO6EHHO OYeBUIHBIM B
CBS3U C PasBepHYBIIIMMHUCSA BO BTOPOU II0-
JIOBHHE CTOJIETHS U IIPOJO/DKAIOIIIUMUCS U
B HaCToslIIee BpeMs IIpolleccaMU PasBUTUA
KOMIIbIOTePHOM TeXHUKH U IIpeBpallleHueM
KOMIIbIOTEpa B OZJMH U3 MHCTPYMEHTOB pa-
60THI IIPAKTUYECKU B JIIOO0HU chepe.

[Iporiecchl 3TU OKas3bIBalOT CYI|eCTBEH-
HOe BJIMsHYe U Ha pasJIMnYHble 00/1aCTH MY-
3bIKaJIbHOM JIesITeIbHOCTHU: KOMIIO3UIIUIO,
HCIIOJTHUTEJIbCTBO, UCCIeJOBaHUE MY3bIKH,
MY3bIKaJIbHYI0 IIeJIarOTUKY U JIp. VoKe B KOH-
Ite XX CTOJIETUS HCCJIelOBaTeJIIMHU OTMe-
4ajioCh, UTO My3bIKaJbHasl HHPOpPMaTHKaA
«CTaHOBUTCSI UHYCTPUEN MUPOBOTO YPOB-
Hi» OK.B. baprep?®, A.C. bestoHeHK0*); «99%
BCeY HOBOW MY3BIKaJIbHOU IIPOAYKIIUU B
MUpe CerofHs CO3/aéTcs U 3allUChIBaeTCd
IIPU IIOMOIIU 3JIeKTPOHHO-MY3bIKaJIbHBIX
HHCTPYMEHTOB ¥ KOMIIBIOTEPOB»: F.

MaTepHaJibl UCTOPUYECKOTO pPasBUTHUSL
KOMITLIOTEPH3ALIU MY3bIKaJIbHOM JlesiTellb-
HOCTH II03BOJISIIOT BBIJIEJIUTH TPU pPasIndy-
HBIX YPOBHSA IIPOSIBJIEHUS 3TOIO IIPOIlecca,
OT/IMYAIOIIIUXCA 110 CTeIleHW KOHKPEeTHOCTH
CoZlep KaHus:

1) ypoBeHb JIOTUKH U CXeMaTHUUYeCKU
IpeACTaBJIeHHOU aKyCTUKHU (IIpeobsazato-
LU 10 cepefuHBI 1970-X TO0B);

2) yPOBeHb PasBUTON GOPMBI aKyCTUKH,
He IIOPBIBAIOIIUH, OJHAKO, CBI3H C JIOTHUUe-
CKOM CTOPOHOM MY3bIKH;

3) ypoOBeHb KOMILJIEKCHOU (MHOIOCTO-
POHHEN) My3bIKaJIbHON CeMaHTUKH (IIpef-

CTaBJIEHHOU IIpe’K/ie BCEeIo CIyX0-3pUTeJIb-
HOU 06J1aCTHI0).

Ha Ka’kz0M U3 9TUX YPOBHEH JOCTUTHY-
THI Ba’KHBIE Pe3yJIbTaThl B 0CBOEHUH 3aKO-
HOMEPHOCTeN My3BbIKaJIbHOI'0 MBIIIIIEHUSA
U IIPaKTHUYeCKOM MY3bIKaJIbHOU JledaTeslb-
HOCTH, UMeII1e, B CYIIHOCTH, 00I1IeMy-
3BIKaJIbHOE 3HaueHHe. Ha ImepBoM ypoBHe
3TO BBIABJIEHHE BePOSITHOCTHO-CTAaTUCTH-
YeCKHUX aCIleKTOB MY3bIKaJIbHOUN JIOTUKU
U IIpUMeHeHMe UX Ha IIpaKTHUKe B popme
CTaTUCTHUYECKOIO MCCIeJOBAaHUSA MY3BIKU
U CTOXaCTHUYECKOI0 MeTOoJa My3bIKaJIbHOM!
KOMIIO3UIIUU. Pe3yybTaT 3TOT CIIOCO6-
CTBOBaJI pelleHUI0 psja CyllieCTBeHHBIX
1Ipo6JieM My3BIKaJbHOM JIOTUKU U IICUXO-
JIOTUM (HaIpuMep, IIPoOJIeMBl TaK Ha3bl-
BaeMOIO0 JIaJOBOTO TATOTEHUSA — CM. IJIaBy
«Teopuss BepoOsATHOCTeM») U 3aKJIOYaJ B
cebe Ba’KHbIe IIPEeJIIOCHIIKYA IIOBBIIIIeHUS
3¢ PeKTUBHOCTU caMOU paboThI My3bIKaJIb-
HOU MbIciu. HauboJsiee IIpruMeyaTeIbHEIe
IIpaKTUYeCKre 3KCIIepUMEeHTHI, OTHOCIIIIU-
ecs K JaHHOMY YPOBHIO KOMIIBIOTepHU3aIiuu
(HarpuMep, KOMIIBIOTepPHBIE KOMIIO3UIIUU
JI. Xuiiepa, P. 3apumnosa, f. KceHakuca
1950-1960-x romoB), He IpUHAaAJIeXa K
BBICIIIMM [JOCTH)KEHHUSIM MY3BIKaJIbBHOIO
HUCKYCCTBA CBOEr0 BpeMeHH, CIIOCOOHEI TeM
He MeHee 0Ka3hIBaTh II03UTUBHOE IICUXO-
JIOTUUYECKOEe U 3CTeTUYeCKOe BO3/lelCTBUe
6s1arofaps IleHHBIM 0COOEHHOCTSIM CBOeH
MY3BIKaJIbHO-JIOTHYECKOM CTPYKTYPHI.

XapaKTepuCTHUKa pe3ysbTaTa BTOPOIO
YPOBHS KOMIbIOTepPU3allUU MY3bIKaJb-
HOM [esaTeJbHOCTH KaK [JOCTHXKeHUSA
«BCeoObeMIIIOIed CBOOOABI»C (IO BHIpa-
keHuw II. Bysesa3*) B OTHOILIIEHUU MY3bI-
KaJIbHO-3BYKOBOI'0 MaTepuaJsia BBITJIALUT
II0Ka eIllé, CTPOro roBops, He BIIOJIHE OYe-
BUJHOM BCJIe/ICTBHE TeX WM MHBIX OIpa-
HUYEeHUU, CBOMCTBEHHBIX KOHKPETHBHIM
KOMIBIOTEPHBIM ycTpo¥cTBaM. OLHAKO
HEeCOMHEHHO, YTO C 3TUM YpPOBHEM CBd-
3aHa BBICOKas CTelleHb 00ecIIeyeHHOCTH
IIPaKTHUUYEeCKOI'0 OCBOEHUA CJIOXKHBIX pOopM
My3bIKaJIbHO-3BYKOBOM opraHusanuu. Of-
HOBpPeMeHHO, 6jiarofiaps 3JIeMeHTY yHU-
BepCaJIbHOCTH, CBOMCTBEHHOMY KOMIIBIO-
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TePHOM TeXHUKe, CO31ar0TCsa 3G PeKTUBHEIE
IIPEeJIIOCHIIKY JIJI1 OCO3HAHUS IIPUHITUIIU-
aJIbHOU OJHOPOJHOCTU (rOMOTeHHOCTH)
MY3BIKaJIbHO-3BYKOBOM CHUCTEMBI, COOTBET-
CTBEHHO — U I OCO3HAaHUS IIPHUHA/JIEX-
HOCTH IIPOSIBJIEHUN MY3bIKaJIbHOU MBICIIH,
BBIpa’kaeMbIX Pas/IMYHBIMU COYeTaHUAMU
3JIEMEHTOB CHUCTEMBI, K €JHUHOMY I1eJIOMY
My3BIKH. K CcyIllleCTBEeHHBIM pe3yJbTaTaM
NAaHHOIO0 YPOBHSA KOMIIBIOTEPHOTO MY3HU-
I[IUPOBAaHUA OTHOCUTCS TaKXe [eMCTBeH-
Hasg POJIb KOMIIBIOTEPHBIX TeXHUYECKUX
CpezCTB B 00beJUHEHUH KOMIIO3UTOPCKHUX,
UCIIOJTHUTEJILCKUX U HCCIeL0BaTeIbCKUX
aCIIeKTOB MY3bIKAJILHOM J1eITeJIbHOCTH Ha
npakrtuke. IIpexcraBisieTcs, 4YTO Ha KOM-
IIbIOTEPHO-TEXHUYECKOM OCHOBE BIIOJIHE
BO3MOYKHO U IIPOJABM)KEHHE K OCYIIlecT-
BJIEHUIO BBICKa3bIBaBIIIEMCS B CBOE BpeMsI
I1. XMHIeMUTOM HJIeU CO3/JaHUS «3[0POBOM
U IIPOYHOM CHCTeMBI 06pasoBaHUsd», Uea-
JIOM KOTOPOM ABJIAETCH «MY3bIKaHT C YHU-
BepCaJbHbBIMU II03HAHUSIMU — II03HAHU-
MU, KOTOpEIe, B CIydae He0O6X0AUMOCTH,
MOIJIH OBI OBITH JIETKO HMCII0JIb30BaHBI JIJIA
60Jiee THTEHCUBHOIO Pa3sBUTUA CIIe[TUOU-
YeCKUX TaJIaHTOB»".

HakoHell, K Ba)KHEUIIIUM IIPUHIIUIIU-
aJIbHBIM JIOCTHJKEHUSIM TPeThEero ypoBHA
KOMIIbIOTEPU3AIlUU OTHOCUTCA obecIre-
YyeHUe CUCTEMATUYHOCTU B BBIIBJIEHUU
BHe3BYKOBBIX 00/1aCTell MY3bIKaJIbHOIO
MBIILIEHU (IIpeXK/ie BCero — 3pUTeILHOM),
COOTBETCTBEHHO — BO3MOJKHOCTH IIpodec-
CHOHAJIbHOI'0 UX OCBOEHUS B CTEIIeHHU, CO-
IIOCTAaBUMOM CO CTEIIeHLI0 OCBOEHUS MY-
3BIKaJIbHO-3BYKOBOM cHcTeMBl. EfBa 11 He
BIIepBbIe B UCTOPUU MY3BIKAJIbHOMN KYJIb-
TYpBbl CUCTeMa MY3bIKaJIbHOI'O MBIIIJIEHUS
YCTOMYUBO IIPeJCTAaET HAa 3TOM YPOBHE KaK
cHCTeMa KOMILJIEKCHas, He CBOAUMas JIUIIb
K CHUCTeMe eé 3BYKOBBIX (JIOTUKO-aKyCTHUYe-
CKUX) XapaKTepUCTHUK. ITO, B CBOIO OUepeb,
CO3/1aéT HOBBLIE BO3MOXKHOCTH [IJISI U3yYe-
HUA B3aUMO/Ie¥ICTBUSA Ba’KHEMIITUX COCTaB-
JIIOIUAX «CBEPXCI0KHOCTHA» MY3bIKaIbHOMU
CHUCTEeMBI, a C JPYroil CTOPOHBI, MOXKET CIIO0-
COOCTBOBATh U BBISIBJIEHUIO €€ ClIelTUGUKHA
(«HeIepeBOAVMOCTH», 10 A. MoJto). To xe

OTHOCUTCS K U3YUEHUI0 IICUXO0JIOTUYeCKUX
U COITUO0JIOTUYECKUX 3aKOHOMEPHOCTEeHN My-
3bIKH, CBSI3aHHBIX C KOHKPETHO-COoZepKa-
TeJIbHBIMU eé XapaKTepUCTUKaMU.

B To ’Ke BpeMs KOMILJIEKCHO-CeMaHTU-
UeCKUU YpOBeHb KOMIILIOTEpHU3alluUl MY-
3bIKAJIbHOU [eATeJbHOCTU BBISBJISIET U
acCIeKT B3aUMHOTO IlepeceyeHUs 006J1acTel,
COCTaBJIIOIIUX CO/lepKaHMe PasHbIX BUI0B
HUCKYCCTBa, CO3/JaBasi «MATKUM», 6e3 pe3KUxX
rpaHei, repexo/ 0T 060CO6JIEHHOCTH KaX-
IOT0 U3 HUX K UX B3aUMO/IECTBUIO U CUH-
Te3y. PopMbl, KOTOpbIEe IIPUHUMAIOT PesyJlb-
TaThl TAKOI'0 B3aUMO/IEUCTBUS HA KOMIIbIO-
TepHO-TEXHUUYECKOM 0CHOBE, YKa3bIBalOT Ha
TeHJIeHIINI0 K BHyTPeHHe! II0ABM)KHOCTH,
CBOMCTBEHHYI CHUHTETHUYECKU-XY0Ke-
CTBEHHOU cdepe, 10 U3BECTHOMN CTelleHU
yoKe B HacTosdlllee BpeMs OTBedas Ha BO-
IIpocC (IIPUCYTCTBYIOIUU TaK UJIN MHAYe BO
BCeX UCTOPUUYECKUX KOHIIEIIUIX CUHTe3a
HCKYCCTB) O JaJbHEUIIUX IepCIlIeKTUBax
PasBUTUA XY[0KeCTBEHHOI'O TBOPYECTBA
[3; 4; 12]. C 1pyroi CTOPOHEL, IlepeceyeHus
U o0benrHeHUs o6JsiacTed Cconep KaHUs
PasJIMYHBIX UCKYCCTB Ha IIPaKTUKe CO3/a-
IOT IIPEeAIIOChIIKYA U JJI1 B3aUMHOI0 00be-
OUHEHUS YCUJIUMN XyJ0KHUKOB U XyL0>Ke-
CTBEHHBIX JlesiTesIel, CBI3aHHBIX C TON WU
HHOU 006JI1aCThI0 9TOT0 COJleprKaHUs, BeJs B
KOHEYHOM CUETe K IIPeoIoJIeHUI0 IIpodec-
CUOHAJIbHOM OTPaHUYEHHOCTH KA’k 00 U3
HUX, II006HO TOMY, KaK IIpeIIeCTBYIOIIHUe
YPOBHU KOMITLIOTEPU3AITUU MY3bIKaJIbHOU
IesaTeJIbHOCTH 3aK/IHYaloT B cebe IIpexIio-
CBLJIKH K IIPEOJI0JIeHUI0 OTPaHUYEeHHOCTHU
U 0060C06JIEHHOCTU PasIMYHbIX MY3bIKalb-
HBIX CIIeITHaJIbHOCTeM .

OCHOBHBIE aCIIeKThbl pacCMaTpUBaeMBbIX
B JIEKIIUH BOIIPOCOB IIOAPOOHEe OCBeIleHbI
B psifie HAIlIUX paboT, cpegu KOTOPBIX OTMe-
THUM CcTaThH [1; 2; 6-9; 11; 13] u MoHOrpa-
¢uro [5].

JlasbHelIlee pa3BUTHE ITUX IIPOIIECCOB
CBsI3aHO ¢ GOpMUpPOBaAHUEM U II0CIIENVIO-
I1eM 9BOJIIOIIUEN MY3bIKAJIbHO-KOMIIbIO-
TepHbIX TexHosIoruu (MKT), oco6eHHOCTAM
GYHKITMOHUPOBAHUS KOTOPBIX OyIeT IIo-
CBSIIeHA CJIeYIOIasi JIEKITUS.
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