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bapokko
(cepeduHa XVI — cepeduna
XVIIT cmoaemus).

Kostusuu KOHTPaCTOB

CyTpb Iy6JIMKYeMOTI0 KypHaJIOM
ITUKJIa OYEePKOB COCTOUT B TOM,
4YTO IIPU MaKCUMaJIbHOM KOMIIaKTHOCTH
U3JI0’KEHUS B HEM OCYIIleCTBIIIeTCS
CBOJHBIN 0630p OCHOBHBIX SIBJIEHUU
MUPOBOH Xy/10’KECTBEHHOM KYJIbTYPHI,
O0XBaUeHHOMU B I1eJIOM KaK C TOUKH
3peHUs 00IIeNCTOPUYECKOT0 IIpoIiecca,
TaK U B OTHOIIIEHWH Pa3INYHbIX BU/I0B
TBOpUeCTBa (JIUTepaTypa, ©300pasuTebHOe
HUCKYCCTBO, apXUTEKTypa, My3bIKa, TeaTp
U KUHO). [Ipu aTOM IIpeofoieBaeTcs
IIpUBBIYHASA pyOpHUKaIlvd 10 HAIJMOHAIbHBIM
IITKO0JIaM U pasjiesieHre Ha OT[e/IbHble BU/IbI
HWCKYCCTBA C IIPUCYILeN KaXKIoMy U3 HUX
JKaHpOBOMU CIlelipUKAIeN, UTO OTBEYaeT
TIO3UTUBHBIM TeHJIeHITUIM I106aIn3auu
U obecIieuynBaeT I1eJIOCTHOE BHIEHIIE
Xy0>KeCTBEHHBIX peHOMEHOB.

KJirroueBsble cjI0Ba:

MHPOBOH Xy/I0>KeCTBEHHBIN ITPOIecC,
OCHOBHBIE UCTOPUUYECKHE IIEPUO/EI,
0apoKKO.

The Baroque Era

(From the Mid-16th

to the Mid-18th Century).
Collisions of Contrasts

The essence of the cycle of essays published
by the journal is that with a maximal
compactness of presentation it provides
a summary of the chief phenomena of world
artistic culture, covered in general both
from the point of view of the overall historical
process and in relation to various types
of artistic creativity (literature, the visual arts,
architecture, music, theater and cinema).

At the same time, the customary categorization
according to national schools and the division
into the separate arts with the genre
specification inherent in each of them

is overcome, which meets the positive
tendencies of globalization and provides

a holistic view of artistic phenomena.

Keywords:

the global artistic process,
the chief historical periods,
the Baroque era.
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rmoxa bapokko Ipuiia Ha cMeHy Pe-

HeccaHCcy. E€ XpoHOJIOTUYecKue paM-

KU Jierdye BCero IIpefCTaBUTHL cebe
CIeIyIOIUM 00pa3oM. lleHTpaJIbHBIM I
Heé 6yzeM cuuTaTh XVII Bek. 1 etk K HeMy
IPHUCOeAVMHUTL IIPHUMEPHO II0 II0JICTOJIe-
TUA 10 (BTopad nmosioBuHa XVI Beka) U I10-
cie (mepBag 1osioBuHa XVIII), To KaK pas u
II0JIyYUM IIPUOIU3UTEILHO 1B CTOJIETHS,
COCTaBJIAIOII[HEe UCTOPHUYECKYIO IIPOTKEH-
HOCTB 3II0XU bapokko.

YT0 7Ke IIPOUCXOIIIIO C cepeuHbI XVI BeKa
B 0011leCTBEHHOM CO3HaHUM? Ha cTaguu me-
pexoja K armoxe bapokko efBa JIM He caMoe
IJIaBHOE COCTOSL/IO B OCTPOM KpH3HCe peHec-
CaHCHOI'0 I'YMaHMU3Ma, KOTOPBIH COCTaBJISI
CyTh U CepAlieBUHY MHPOBO033peHUs Bos-
POKIoeHUs.

HapacTarnT cKelITUYeCKHe HaCTPOeHUd,
IIPUXOJUT pasoyapoBaHUe B HJesIX U Hjea-
JIaX, KOTOpBIe IUTa/IM UCKYCCTBO HelaBHET0
IIPOIIIOTO. B TOM UMCjIe CTpeMHUTEIbHO BEI-
BeTPHUBAIOTCS IIpe/ICTaBIeHHs O COBEPIIIeH-
HOM, IIpeKpacHOM 4YeJIOBeKe, 0 ero rapMo-
HUYHOM CYII[eCTBOBAHUU U €r0 I'OCIIO/ICTBE
HaJl OKPY>KaroliM MHPOM.

K npumepy, ycTaMH IJIaBHOTO repos Tpa-
requu «FamuieT» aHIVIMUCKUU ApaMaTypr
" 103T Yuawvam Illekcnup (1564-1616)
BOCIIPOM3BOJAUT TUITMYHEHIITNY JIEKCUKOH
T'YMaHHCTOB B0o3poKieHUA: 3eMJIsI — I[BeT-
HUK MHUPO3IaHUs, YeJIOBEK — Uy/I0 IIPUPO-
Iibl, €70 BO3MOKHOCTH 6e3TpaHUYHBbI U T. [.
SI3BUTeJILHO IIepeuncaIuB BCE 3TO, [amiieT
IIepeyepKUBaeT JYXOBHOe Hacaeaue IIpes-
LIeCTBYIOI[er0 BpeMeHU ¢ppas3oi, B KOTO-
pO¥ CKBO3UT 6e3rpaHUYHOe OTBpallleHue
K TOMY, YeM JKHJI YeJIOBEK, U K CaMOMY Ue-
JIOBEKY: «K8UHMAICCEeHUUA npaxa» (TO eCThb
CyTh YeJIOBEeYeCKOIro CYyIlleCTBOBaHUSI —
IIyCTOTa, CMEIITHOe U JKaJIKOe HUYTO).

MorJio 1moKasaThCs, 4YTO Ha4yaIoCh IBU-
JKeHUe BCIIATh, Bo3BpalleHue K CpeHeBe-
KOBBIO — pasyMeeTcs, IIPOK/id yepes 6ora-
TeMIINN JyX0BHBIN OIILIT PeHeccaHca. U BO
MHOTOM TO 6blJIa UMEHHO peaKIiys Ha 9TOT
OIIBIT, peaKIiys Ha CBOOOOMBICJIME IIpe/Ibl-
IyIiel 3II0XU C eé OpUeHTUPOBAHHOCTHIO
Ha YeJIOBeKa, TaK KaK B pes3yJbTaTe BO3-
NeViCTBUSA YMOHACTPOeHUU Bo3porxaeHUs
Ha 3aJJHUM IIVIaH 0Ka3a/IUCh OTOLBUHYTHI
IIpe/iCTaBJIEHUA O BBICIIINX CHJIaX MHUPO3/a-
HUA (BK/IrO4as bora) U cBg3aHHOe C HUMU
Ha/UIMYHO-IyX0OBHOe HayaJlo.

BoT nmoueMy Tak aKTUBHO (0COO€HHO Ha
PaHHUX CTaAUAX 3MOXU BapoKKO) 3asiBUII
0 cebe cnupumyaausm (0T jatT. dywda, 9yx,
JdyX08Hblll) — BO33peHUe, KOTOPOe paccMma-
TpUBaeT NyX KaK IIePBOOCHOBY BCEro Cy-
II1er0 ¥ OTHAET IIPeAIIoOYTeHHe JYXOBHOMY,
«Heb6eCHOMY» B ero IIpOTHUBOIIOCTaBJIeHUU
MaTepHaIbHOMY, «<3eMHOMY».

Ha ucxope aroxu BospoxaeHus EBporioit
OBJIaJleBaeT JKa’k/a II0KasgHUs. YTBepyK/aa-
eTCsI MBICJIb O TJIEHHOCTH IUIOTH, U3 «TeEMHU-
IbI» KOTOPOU JiyIlia YesioBeKa YCTPeMIIIeTCs
K Bory. B sxuBonucu nofo6Hy0 HUzero, I10-
JKaJIyH, paHbllle BCEro IIPeTBOPHUJI UTAIbSIH-
CKUU Xy0KHUK TuuuaH (TuiidHo Beués-
JIMO, 0K0J10 1477 miu 1490-1576). IMeeTca B
BU/ly M3BeCTHeMIIas ero kapTuHa «Karoia-
sica Mapus MarpgaiuHa» (1565), e eBaH-
reJIbCKUY 00pa3 pacKasgBIIecsa 6y HULIbI
BbIpacTaeT B IIeJIyI0 KOHIIENITUI0. 37eCh
eCTb ef[Ba JIU He BCE [l CIUpUTyaarsma ba-
POKKo. [Ipr4éM I1epefiaHo 3TO B IIOCKOCTH
CHUJIbHEeMIIero KOHQGJIMKTA IUIOTHU U fyXa. OT
PeHeccaHCca — UyBCTBeHHas IIPUTATaTe Ib-
HOCTB MOJIO/IOT0, ITIOJTHOKPOBHOI'O KEHCKOT0
TeJsia, ¥ KaK OBl HallepeKop eMy MATYIasicsa
Iyllla CTpacTHO pPBETCH K HebecaM. IIpume-
JaTeJbHbI CUMBOJIMYEeCKHUe aTpUOyThHI, BBe-
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Ha. 1. JI. bepHUuHuU. «3kcmas cs. Tepe3vl» (1645-1652).
Beavlil kappapckuil mpamop. Bvicoma 3,5 m
(Kaneana KopHapo 6 uepkgu Canma-Mapusi-Oeana-Bummopua.
Pum, Hmanaus)

néHHBbIe B KaPTHUHY: B €& HIDKHEM IIpaBOM
YTJIy KHUTA (CUMBOJI IYXOBHOTO 3HAHUS) U
yepeIl (0JIUIleTBOPeHHe GPeHHOCTH 3eMHOM
>KU3HM). XapaKTepHO, UTO MOPKIB K CBATO-
CTH BBIpa’keH 37Iech Uepe3 COCTOSIHUE IKC-

masa, a 3TO CTaJo IIOYTH 006g3aTeJIbHBIM
CIIyTHHUKOM JIYXOBHBIX YCTPEeMJIEHUH II0XU
bapoxkko.

Takoe cocTogHHE COCTaBJIsIeT CYThb
CKYJIBIITYPHOM CIieHbl «JKcTa3 cB. Tepe-
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3bI» (1645-1652), CO3TaHHOM COOTeYeCTBEH-
HUKOM TuIlMaHa, cCaMbIM 3Ha4YUTeJIbHBIM
apXUTEeKTOPOM U CKYJBLIITOPOM CTUJIA bOa-
pokko JIopéHuo BepnuiHu (1598-1680).
JdTa KOMIIO3UIIUS YCTaHOBJIEHA B PUMCKOM
co6ope cB. IleTpa, [/ CO3LaHUS KOTOPOTO
BepHMHU MHOTIO C/jesiajJl U B KauecTBe ap-
XHUTEKTOpaA.

CroKeT COCTOMUT B TOM, UTO aHTeJl BOH3a-
eT B CepAlle CBITOU 30JI0TYI0 CTpPeJy. ITOT
CHUMBOJIMYECKUM 3HAK IPUOOIIeHUs K 60-
JKeCTBeHHOMY HavaJly BbI3bIBaeT y Tepessl
OJJHOBPEMEHHO MYUYHUTEeJbHBIN U CIaJ0CT-
HBIM 39KCTa3: 6eCCUIbHO IIOBHUCJIA PYKa,
3aIlpOKHUHYJIach I'0JI0Ba, C YCT CPhIBAETCH
KPUK JKeJIJaHHOM MYKH, a CKJIaJJKH eé MOHa-
IIIeCKOT'0 OJiesTHUSI U3BUBAKTCS B CYZ0POIK-
HOM TpereTe (W1. 1).

CBOI0 BEBICIIYIO IIeJIb CIIUPUTYaIHM3M
BHJIeJI B TOM, UTOOBI BEIPBAThCA U3 TEHET
3eMHOU 000JI0UKH, IIPUKOCHYTHCS K Hebec-
HOMY uyzy. HemmocpecTBeHHBIM ero BhIpa-
’KeHHeM CTaJl II0BOPOT K IJIyOOKOM pesiuv-
THO03HOCTH.

OcobeHHO OILIyTUMO 3TO ObLIO B Mcrma-
HUU, KOTOpas gIBJIsjIach e[jBa JIU He IJaB-
HBIM OIIOTOM KaTOJIMIIU3Ma. BoT rouemy
MMEHHO B UCIIaHCKOM YKUBOIIUCH HaX0IUM
TaK MHOTO COOTBETCTBYIOIIUX HU300paxKe-
HUuM. OQHO U3 HUX, OUYeHb XapaKTepHoe, —
«OTpouecTtBOo boromartepu» (0k0J10 1660),
IIpUHazIe)kallee KUCTU PpaHclicko Cyp-
6apdna (1598-1664). B TporaTesibHOM 00-
pa3e peb6éHKa BbICBeUeHa ocobasi, I1eJsIo-
MyJpeHHas YHUCTOTa, U 4yepe3 Heé — UC-
KPeHHOCTb U UCTUHHOCTH PEJIUTHO3HOTO
YyBCTBa: I103a U >KeCT IIOJYEPKUBAIOT
KpPOTOCTh, HaO0KHOCTh, aHTeJIbCKUN JIUK
IleBOYKU. BceM aTUM cBOeo6pasHO U BIle-
JaT/AIolle pacKpblBaeTCsa CAKPA/bHOe —
OUHIlleHHOe OT OBITOBOTO, CYeTHOro, 06pa-
IIEHHOE B «TOPHUE BBICH».

[Tomo6HO TOMY, KaK OBLJIO 3TO KOTZA-TO
BO BpeMeHa CpelHeBeKOBbs, B HUCKYCCTBE
BHOBb BBIJIBUTaeTCd Ha IlepeJHUMN IIJIaH
durypa 6odcvezo wesno8exka — OTIIEIbHU-
Ka, aCKeTa, BeyIllero 3aTBOPHUYEeCKHU 00-
pas >KU3HH, OTPELINUBIIerocs 0T MUPCKUX
co6s1a3HOB. MCITaHCKUM XYL 0>KHUK Xycéne

de Pu6épa (1591-1652) ouepunBaeT TUIINY-
HBI KOHTYP TaKo¥ QUIyphl B KapTHUHE «CB.
Ony¢dpuii» (1637). lyXx cMUpeHUs, UCTO-
BOCTBb MOJIUTBEI, T€JIO, U3HYPEHHOE I10CTa-
MU, aTPUOYTHI PEJIMTHO3HOI0 IIOIBM)KHUKA
(ueperr, YETKM), JOCTUTIIIETO BEICOT AYXOB-
HOTO Besinuud (Ke3J, KOpOHA), — BCE Io-
BOPUT O IIOJIHOM OTHAHHOCTH CJIY>KEHUIO
bory.

JKCIIpecCUBHee U 0CTpee, UeM KTO-IH60
U3 )KUBOIIUCIIEB, BbIPA3UJI U0 CIIUPUTY-
aimnsMa Iiab I'péko (1541-1614, HacTosAas
dbamuing TeoToKOIIyIn). laHHOE eMy IIpo-
3BaHUe YKa3bIBaeT Ha ero IIPOUCXOKAeHUe
(u3 I'peyuu), HO CBOI IIOJIMHHYI POJAUHY
OH 00péJs B McnaHuwy, rie ObLIN TaK CHUJIb-
HBl PeJIMTUO03HO-MUCTUUYECKHe HacTpoe-
HUd. 1 UMeHHO Yyepe3 MUCTHUYECKYI0 Ha-
CTPOEHHOCTH, TO eCTh Yepes3 CTpeMJyIeHUe
IepefaTrb HaXoAdllleecs 3a IIpefeaaMH
pasyMa U He Ilofjaroiieecs 06bICHEeHUIO,
OH Yallle BCero ¥ BOILIOIAJI CIIMPUTYaJIU-
CTUYeCKHe MOTUBBL. OfHA U3 ero paboT Ta-
Koro poga — «Comrecrsue CBsairoro Jyxa»
(oxosi0 1608) — pacKphIBaeT CUTYaIlUIo
MacCOBOTO0 3KCTa3a: UCIIOJIHAEMOMY 60JIb-
LIIO¥ TPYIIION JIIofie 00paay pajeHus oT-
BEYaIOT TUIIePTPOPUPOBAHHO BEITIHYTHIE,
U30THYTHIE TeJa, 39K3aJIbTUPOBaHHEBIE JKe-
CTBI U JIMIIA, UCKa’KEHHbIe CUJIbHEUIIUM
IyXOBHBIM HallpshKeHHeM. BoccosgaHHas
3geck aTMocdepa 3arafjouHOro TaMHCTBA
CBHUIeTeJIbCTBYET O II0OJITHOM HppaljuoHa-
JIM3Me IIPOUCXOIAIIETO.

B CBOEM BBICIIIEM U 00IlleUeI0BEYEeCKOM
BBIpayKeHUU CIIUPUTYaIU3M OBLI HalleJeH
Ha BOILIOIIleHHE CTYIIEHHOM, KOHIIeHTPU-
POBaHHOM ITYXOBHOCTH. JTO II0pa3yMeBa-
JIO, YTO HpaBCTBEHHAas CYIITHOCTD I[eHUIAaCh
B UeJIOBEeKe IIpesK/ie BCEro U IIpPeBhIIlle BCero.

Emé pas obpatumcs K 3aw I'peko. Ilep-
COHa’KaMH eT0 KapTHUHbBI «AI0CTOJIBI ITETP
u ITaBes» (okosio 1587-1592) aBJIA0OTCA
CBATHIE, HO, II0 CYyTH, IIOKa3aHLI JBe He-
OpAMHapHBIEe YeJ0BeyeCKUe JIMYHOCTH, B
00JIMKe KOTOPBIX BCEMEPHO IIOUEPKHYyTa
OlyXOTBOPEHHOCTH, HPaBCTBEHHAs1 Kpaco-
Ta U uucroTa (Ui. 2). biraropozactBo 06J1MKa,
ocobasg BBIPAa3sUTEJIBHOCTD IJIa3, KOTOPbIe
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Ha. 2. 9ab I'pexo. «Anocmoavt Iémp u Ilagen».
Ok. 1587-1592. Xoncm, macno. 121,5%x105.
TI'ocydapcmeeHHblll Ipmumadic, CaHkm-Ilemep6ype, Poccus

CBETSITCSI He3aypsiHbBIM yMOM, — TaKOBBI  3blKA/IbHOE UCKYCCMB0. BOIIonaao Takxke
JIFOJTH, TIOMBICJIBI KOTOPBIX COCPEIOTOUYEHBl IIPeXK/e BCEro yepe3 peIMTH03HOe Hada-
Ha BBICOKOM. JIO: C OJTHOHM CTOPOHBI, 0OCTYyKHBas IIep-

[TIo-cBoeMy U OYeHb IIMPOKO BOILIOIAI0 KOBHBIM PUTyaJ U CcO3/laBasl y IIPUX0KaH
Uled CIUPUTyaInu3Ma 3M0XU BapoKKO My- COOTBETCTBYIOI[YI HACTPOEHHOCTH, a C

10
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IPYTOM, — UCIIOJIb3YS BO3MOXKHOCTH YHUCTO
XYZ0’KeCTBEHHOTO BO3/eHCTBUS, MY3bIKa
CTpeMuIach IIOTPY3UTH CyIIaTessd B ero
BHYTPEHHUU MUP, B COKPOBEHHOE, B MOJIUT-
BEHHBIM pasroBop HaeauHe C COO0M MO0
BO3HECTH ero B Ha/JINYHbIE BBICH, I/le BU-
TaJsia Iyla, )Ka>kay1as bora, 4To 0JIUIeTBO-
PSIO KaTeTOPHUU BeYHOI'0 ¥ 6€CKOHeUHOTO.

B sr060M ciiydae 3TO 6BLJIO TAUHCTBO,
CBAILIeHHO/eICTBUE, U MY3bIKaJIbHOE KC-
KycCcTBO, HauyuHag ¢ [IosgHero Bo3poxke-
HUS, PE3KO IIOBEPHYJIO B 9TOM HallpaBJie-
HUH, YTO HAXOAUM U B TBOpPUECTBE IBYX
CaMBIX KPYIIHBIX KOMIIO3UTOPOB XVI Beka,
KaKUMU OBbLIH IJIaBa PUMCKOU IIOJTUPOHU-
4eCKOH 1IKoJIb] ITanecmpuina ([J)KOBAHHU
[Ivepayumpxu na [lasecTpriHa, 0Kos10 1525-
1594) v 0[1VH 13 3aBepIIUTeIe IBOTHOITUN
HUJIePJIaHICKOM KOMIIO3UTOPCKOM IITKOJIBI
Opadmnoo Jdacco (oxoso 1532-1594).

Ho y KyJIbTOBOM MY3BIKH CYIIIeCTBOBAJI
elllé OIUH IIyTh BhIpa’kKeHUs PeJINTH03HOT0
4uyBCTBa (0OH OBLJI XapaKTepeH I IIpoTe-
CTaHTCKOU IIepKBH): HEe B OTCTPaHEHUU OT
peaJIbHOIO YeJI0BeKa U peaIbHO YesloBeye-
CKOTO, @ B COIIPUYACTHOCTH K HeMY, IIpeObI-
Basl Ha 3eMule U 00palasiCch K MOJISIIIAMCS
C IIpPOIIOBeAbI0, 6ece0M MU pasgyMbeM,
OJTHAKO COXpaHsds IIPHU 3TOM BBICOKYIO Iy-
XOBHYI0 HACTPOEHHOCTb.

Camas ripuMeyaTesbHagd QUIypa B UCKa-
HHUAX Takoro poga — I'eHpux Illromu, oc-
HOBOIIOJIOKHUK HEMEIIKON MY3bIKaJIbHOM!
KJIACCUKH, POUBIIINICI POBHO 3a CTOJIETHE
o baxa (1585-1672). Y Hero Mbl HaXO{UM U
COOTBETCTBYIOIIINM JKaHpP — «CBAIeHHbIE
cuMPOHUU», HAIITUCAHHBIE [JI1 MHOI'OIO-
JIOCHOT'O XOpa. B HUX CIIBIIIIUTCA IIPOIIOBE/b
XPUCTHUAHCKOI'0 MUPOYYBCTBUS, 38 KOTOPOU
CTOMUT HeyTo O0JIblllee: yTBeP KAeHUe Uyiea-
Jla ’)KU3HU YMCTOMH, I1eJIOMYyAPEeHHOH, 0Tpe-
IIEHHOM OT MeJIOYHO-00bIIEHHOTO.

CBOM aKIIeHTHI B pa3paboTKe KOHIIEIIUHU
CIIMpUTYyaJIM3Ma IIPOCTaBJILIa umepamy-
pa snoxu bapokko. C TOUKU 3peHUs IIPOUC-
XO/IUBIIINX MUPOBO33peHYEeCKUX IIPOIIeCCOB
OUeHb II0Ka3aTeJbHO TO, UYTO BO3HUKAaeET
11eJ10e, IIPUTOM OO0JIBIIIOE U pa3BEeTBIEHHOE
PyCJI0, UMEHYeMOEe peaucuo3Holl nosuel.

11

IT03THI KAIOTCS B CBOEU I'PEXOBHOCTH, QUK-
CUpPYS OCTPHIN BHYTPEHHUM pasyaf, — Kak,
Hanpumep, CumoH I'yaap (1548-1628) B co-
Hete «JI Oery...». Ha Iipezieie ke Ay11eBHOM
MYKHU YeJIOBEK BIIaZjaJl B 9KCTa3 camobude-
BaHUs — HU.K. I''onmep (1695-1723), «TBos
HUYTO>KHeHIIasA TBaphb...».

B moxasaTesbCTBaX TJIEHHOCTH BCETO
3eMHOT0 U 6eccMepTHs HebeCHBIX Hadasl
pasBopauMrBaJIach SpoCcTHAas OUTBA IIOTU U
nyxa: 3 HauboJiee II0Ka3aTeJbHbBIX 06pas-
I10B MO’KHO Ha3BaThb CTUXOTBOpPeHUE «3eM-
Has )KU3Hb» HEMEIIKOI0 I103Ta XpucmuaHa
TF'ogpmanceanvoay (1617-1679). 3ta Tema
BapbUpoOBajach B UCKycCTBe bapokko Gec-
KOHeyHO. K Hell moiTaIKUBaJIU pa3yBepeH-
HOCTb B )KHU3HU U 6eCIIPOCBETHBIMN CKeIICHC.
TakoB 1cajsioM KpyITHeMNIIero JaTcKoro Io-
sTa XVII Beka Tomaca Kiinzo (1634-1703)
C CHMIITOMaTHUYHBIM 3ar0JIOBKOM «YCTaB-
MM OT MHpAa, B3BICKYIOIIHMII HeGa» U C
IIOBTOPSIOIIENCI PEeIUIUKOM «H 8cé cyema, //
H ecé cyema» 3 xHuru «ExkkiecuacT» Bet-
XO0ro 3aBeTa, IIPUIIMChIBaeMo I1apto CoJio-
MOHY (IIpuMeYaTeIbHO, YTO aBTOp obparra-
€TCSI K YUCTO PeJIMTM03HOMY KaHpPY U OITU-
paeTcd Ha U3peyeHMe, 3aUMCTBOBaHHOE U3
bubsmn).

B KOHEYHOM C4YéTe peIMTHO3HbIe I103-
ThI 60JIee BCero 3a/iaBajIkuCh BOIIPOCOM 06
UCTUHHBIX U MHUMBIX IIeHHOCTSX OBITHUS,
pemrasg ero 6e3yCJI0BHO B II0JIb3y JYXOB-
HO BBICOKOTO, CTPeMsICh BO3BBICUTHCS HaAJ,
TPeBOJIHEHUSIMU U 3$eMepHBIMU 6j1araMu
>KU3HU. OC0OOeHHO HaCTOMYHUBO TpaKTOBasIa
3Ty TEMY I'OPA0CTHL MeKCHKHY, I103Tecca Xya-
Ha HHéc de na Kpyc (1651-1695).

PaccMmaTpuBasi CIHUPUTYaJINU3M, JIETKO
y6eqUuThCA B TOM, YTO MHOTO€ B UCKYCCTBe
TOr0 BpeMeHH OBbLJI0 OCHOBAaHO Ha IIPOTH-
BOIIOCTaBJIEHUSAX, KOTOPhIe Mbl UMEHyeM
aHmume3samu. IMeHHO B 9TOM KJIIOY K I10-
HUMaHUIO 3I110XU bapoKKo.

HauHeM ¢ TOT0, YTO IIPOTUBOCTOSLIIO CITH-
PUTyaIU3My. A IPOTUBOCTOSJIO eMy KaK pa3
TO, UTO OH OTBEPraJj, TO eCThb «N/A0MCKoe»,
3eMHOe, Uy8CMeeHHOoe Hauano.

U1 HaCKOJIbKO UHTeHCUBHBIM OBLJIO TATO-
TeHUe K yXOBHOMY, HaCTOJILKO CHUJIbHBIM
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OBLIIO U BJIeUeHHUeE K IIPSIMO IIPOTHUBOII0JIOXK-
HOoMYy. [IprUéM U TO U IPyTOEe MOIJIO OBITH B
PaBHOM CTeIleHU IIpeJiCTaBJIeHO B TBOpUe-
CTBe OJHOI'0 U TOTO >Ke I103Ta, XYLOKHUKA
WJIX KOMIIO3UTOPA.

JloIlyCcTUM, BEJIMKUN HeMEIIKUU KOMIIO-
sutop HozaHH CebacmubsiH Bax (1685-1750)
IaBajl 06paslbl CIIUPUTYaTUCTUYECKOIO0
BJIOXHOBeHU (CKa’keM, B XOpaJIbHBIX IIpe-
JIXO[TUSX JIJIsI OpraHa), ¥ Y Hero Ke MO>KHO yC-
JIBIIIIATh He IIPOCTO YYBCTBUTEJILHbBIE, HO U
SIBCTBEHHO YyBCTBEHHEIE aKI[eHThL, K TOMY
JKe IIOJIaHHBIE I10Yac B TAKOM XapakKTepe,
KOTOPBIN B OyAyllleM CTaHeT CBOMCTBEH-
HBIM T'OPOZICKOMY POMAaHCY U Jla’ke ero 0co-
601 pasHOBUAHOCTHU — TaK Ha3bIBaeMOMY
»KeCTOKOMY poMaHcy. [IppuMmepoM 11oL06HO-
T'0 poza MOKeT II0CIY>KUTh ero CoHaTa 11
CKPHIIKH M KJIaBHpa Ne 4.

CaMpble sIpKue U oCsi3aeMble pe3yIbTaThl
B PacKpBITUU «IJIOTCKOTO» Havaja IIpU-
HeCJIa JHCUBONUCL. ITO MOTJIO BhIpaXkaThCs
B IOCTaTOYHO Cep>KaHHBIX popmax. Takoe
XYIO0XKeCTBEHHOe pellleHHe HaX0IuM, Ha-
npuMep, B KapTuHe «JaHda» (1636), rae
BeJIMKUU TOJUIaHACKUU >KUBoOIUcel Xdp-
MeHc 8aH PeiitH Pémopanom (1606-1669)
ceyeT rpedyecKoMy MHuQY: I1apb, KOTOPO-
My IIpe/icKa3aHa CMepTh OT PYKU BHYKA,
3aKJIUUJI CBOK /0Yb /laHaw B OalllHIO,
KyZia He OBLJIO [O0CTyIIa HUKOMY; OT 3€eBCa,
IIPOHUKIIErO K /[aHae B BHU/ie 30JI0TOTO [10-
JK[Is1, OHA POJiMIa ChbIHA, U OH BO BpeMs UTP
CIy4YarHO YOUJI flefia OPOIIIeHHBIM JUCKOM.

Ha mmosioTHe 1okasaH MOMEHT, Koraa /la-
Hag, Jie)kalllas Ha JIoyKe, [IPUII0JHUMaeT-
Cs1 HaBCTpeuy 30JI0TOMY CHUSHUI, KOTOPOe
penBelaeT mogBaeHue 3eBca. XyI0KHUK
JII00yeTCd IVIaCTUYHOCTHI0 GOPM, MSITKO-
CTHI0 U IJIABHOCTHIO JIMHUU 00HAKEHHOTO
JKeHCKOro Tesia. Ho Ipu 3TOM HaIlOJIHSeT
o6pas IeJoOMyApPHUEM U OAYXOTBOPEHHO-
CThI0, Ilepe/iaBasi IICUXOJIOTUYECKHU CJIOXK-
HOe COCTOsIHUe II0phIBa K HEU3BELAaHHOMY,
JKeJJaHHOMY B COeJUHEHUU C BHYTpeHHe!
HaCTOPOKEHHOCTHIO.

Hapsaay ¢ TakuMu cliep>KaHHBIMU Qop-
MaMHM HaXOAUM B >KUBOIIUCU BapoKKo u
OTKpPBITOe, efiBa JIU He NeMOHCTPaTUBHOE
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BOIUIOIIleHMEe YYBCTBEHHOIO Havasa. Ero
HaCTOoAIIUM artopeo3oM CTasIo TBOPUYECTBO
dramMaHCKOro XynoKHUKa ITiimepa Ilay-
a5 Pybenca (1577-1640).

31ech He0OXOIHMMO HeOOJIbIIIOe II0SIC-
HeHue. B koHIe XVI Beka HuuepisaHabI
OKasaJIuCh pas3fieIEHHLIMU — BOT II0Ye-
MY TOCYZapCTBO, CYI[eCTBOBAaBIIlee 10 3TO-
ro MOMeHTa, UMEeHYIT KakK Hudep.1iaHOwl
ucmopuveckue. Ix ceBepHas 4acCThb B XOJie
IIepBOM B UCTOPUHU OYpP>KyasHOU PeBOJIIO-
1 o6peJsia He3aBUCUMOCTh, BOSHUKJIU TaK
Ha3blBaeMble Hudep.aiaHObl CO8peMEeHHble
(HeoduUIMAILHO UX HEPEIKO UMeHYIOT ['0J1-
JIaH/IeX — 110 Ha3BaHUI0 BeyII[er0 permuo-
Ha). A 10>KHbIe 00JIaCTH 0CTaJIMCh II0] BJla-
OblUueCTBOM lcIlaHUU, U 3Ty TePPUTOPHUIO
110 Ha3BaHUIO BaKHeMIIeH, HauboJsiee 0o-
raTou IIPOBUHITUU UMeHOBaIu PiraHapuen
(e€ ocCHOBHAas 4acCTh BIIOCJIEICTBUU BOIILIA
B COBpeMeHHYI0 beslbrum).

Ha ¢yHIameHTe IIpesXKHEro HUepJIaH/-
CKOT'0 MCKYCCTBA CJIOXKUJIKCH JIBE XY/I0Ke-
CTBEeHHBIe IIIKO0JIbl, KOTOPbIe COOTBETCTBEH-
HO Has3bIBAKTCS IOJUIAH/ICKOU (BO IJIaBe C
PeMmb6paHATOM) U QraMaHICKOM (BO IjIaBe
c Py6encom).

TBopuecTBO BesMKOro ¢JamMaHAIa —
HacTodlllee IIpasAHEeCTBO IJIOTHU (HAII
Kaps BproJsioB cpaBHUBAJL €r0 UCKYCCTBO
C POCKOIIHBIM ITUPOM). UTOOBI yOeUThHCA B
3TOM, JOCTaTOYHO CPaBHUTH PyOEHCOBCKUX
«Tpéx rpanui» (1638-1640) c rpymnmou
TpéX rpaiuii B KapTuHe Ca"Hapo borTrues-
Ju «BecHa», KOTOpas paccMaTpuBaJiach B
KOHIIe 0030pa IIpefbIayleii sroxu. Y boT-
TUYeJIJIU, MacTepa >XUBOIIUCU BBICOKOTO
BospoxmeHus, — 11eJIOMyJpeHHO-C03€epIia-
TeJIbHasi KpacoTa, XPyIIKas [0 HEBECOMOCTH
YTOHYEHHOCTD. Y Py6eHca 06JIMK TOYHO TaK
’Ke Ha3BaHHBIX JKeHCKUX QUIYp He UMeeT
HU4Yero ob1ero ¢ uaeasaMu PeHeccaHca.
[s1aBHOe [J11 HEro — Iepefarh ropsiyee
O6reHHe >KU3HU, )KUBYH U IIOJTHOBECHYIO
4yeJI0BeYeCKylo IJIOTh. IIoaToMy OH He 6o0-
UTCA BIIACTh B «pPasryJl YYBCTBEHHOCTH»,
pHUCys IBeTyIre OYMHBIM IIBETOM TeJia C
UX IIBIITHOCTHI0, OYTPUCTHIMU MaccaMU U
CKJIaJKaMU.
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ITocpencTBOM BCero 3Toro PybeHc BocIe-
BaJl UCKJIIOUUTEJIbHYI0 II0JTHOTY >KU3HEH-
HBIX CHJL, Pa/i0CTh OBITUS, UTO Y HETO HEPEKO
BBLIJIMBAJIOCh B MOTUBBI U300M/INS 3€MHBIX
6s1ar. CUMBOJIOM 3TUX MOTUBOB BOCIIPUHU-
MaeTcs ero KapTuHa-aureropus «Coros 3eM-
Ju 1 Boas» (Mexxny 1612 1 1615).

Borund uiogopoaus Kubésta 1 6or Mopet
HenTyH IolaHbl B TUIIMYHOM «pellepTya-
pe» BeJIMKOTO ¢JaMaH/Ia: OTKpPOBeHHAas
UyBCTBEHHOCTb, IIePEeII0ITHAI0Ias POCKOIIb
4YeJIOBeYeCKUX U IIPUPOAHEIX GopM, Iiepe-
IaHHas COUHBIMU KpacKaMH, U 9HEepIUYHEbIe
KOHTPACTHI I1BeTa, QUIYP, 1103, CO3aroIue
OLIyII[eHHe TeaTpalbHON IIPUIIOJHATOCTH.

O6pamjaeT Ha cebs BHUMaHHE 3bIYHO
TpyOslllee B PaKOBHHY MOpPCKoe 6oxKe-
CTBO — TPHUTOH C ero CTUXUHUHOU CUJIOH,
UIYIed OT IIOJTHOU CJIUTHOCTHU C IIPUPOJ-
HBIM MHPOM. OT BCero BeeT CYACTIUBBIM
COCTOSTHHUEM /1yXa, YTO TaK IIPOTUBOCTOSIIO
IIPOTUBOPEYHSIM U IHUCCOHAHCaM Tparuye-
CKOM 3II0XH, KaKOM MBI II0YyBCTByeM ba-
POKKO HECKOJIBKO IT037Ke.

MOTUBBI )KU3HEHHOT0 U300M/IU U CIIO-
COOHOCTH YesioBeKa HacJaqUuThcsa 6araMu
OBITHS IIIUPOKO IlepeiaBaiiCh U B COBep-
IIIeHHO peaIbHBIX U300parkeHUdX. OHa U3
pazocTeil yesioBeKa 3II0XU bapoKKo cocTo-
sJ1a B MY3ULIUPOBAHUH, KOTOPOE II0JIYUYHIIO
IIMPOKOE pacIpoCTpaHeHMUe y CaMbIX pas-
HBIX COCJIOBHM. BOT I104eMy B JKHBOIIHMCHU
3TOI'0 BpeMeHHU BO MHOK€eCTBE II0SIBJISI0TCS
COOTBETCTBYIOIIIME CHO’KeThl. OJUH U3 HUX
HaXO0JUM B II0JIOTHE UTAJIbIHCKOTO XYZ05K-
HUKa MukeadHddceno da Kapaedaodaico
(1573-1610) «JIroTHHCT» (1595), KOTOpPOE
aBTOP CYMUTAJI CBOUM JIYUIIIUM CO3aHUEM.

[10JITHOKPOBHOE UYBCTBO JKU3HU BhIpake-
HO 371eCh, KaK HUI/Ie, 3aMevaTesbHO. [Ipe-
JKJle Bcero obpairaeT Ha cebsd BHUMaHUe
COYHad U 3HOMHa4 IIpeJIecThb JIUIla 0 KaHU-
Ha (B OKpPYIJIOM IIOJIHOTe 3TOTO JIKIIA eCTh
IleBUYeCKHe YePTHl, BOT [TI0YeMy UHOIa Qpu-
IypUpYyeT Ha3BaHUe «/IeBYIIIKa C IIDTHe»).
[71aBHOe B KapTHHe — IIBeTyIlasd I0HOCTh,
4UTO [OIIOJIHEHO IIBIIIIHBIM OGYKeTOM IiBe-
TOB U POCCHINIBI0 QPYKTOB. UHyBCTBEHHOCTH
n3obpa’keHUsI HaXOJUTCA B TapMOHHUU C
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OIyXOTBOPEHHOCTHI0 0Opasa: MU3SIIeCTBO
BBIJIEJIKU MY3bIKaJbHBIX MHCTPYMEHTOB,
M3BICKAaHHOCTD TpadUUeCcKHUX 3HAKOB B pac-
KPBITHIX HOTaX, TOHKHeE I1aJIbI[bl My3bIKaH-
Ta, HAXOJAIIErocs B COCTOSHUU TBOPY€ECKO-
r0 BIOXHOBEHHUS.

YyBCTBeHHAas IMOJHOTA BOCIPHUSATHUSI
MHpa, TeMa U300MIusd KU3HEeHHBIX 6Jiar
(m306MIIHs, HEPEIKO IIepexosIero B Us-
OBITOYHOCTH) IIOBeJa K BO3HUKHOBEHUIO
U pacIBeTy KaHpa Hamopmopma, CBsI3aH-
HOTO C ©300pa’keHreM yTBapH, IUIOI0B, OY-
KeTOB IIBETOB, OUTON AHUYH U T. 1. OCOOBIN
HHTepec K HATIOPMOPTY eCTeCTBEHHO ObLIO
0’KHJIaTh UMEHHO Yy IIpe/icTaBUTesier ¢Ja-
MaH/[CKOM LIIKOJIbI. OJJH U3 HUX, COBpEMEeH-
HUK Py6GeHca U TeCHO COTPYJHUYABIIUHI
C HUM, — PpaHc CHélidepc (1579-1657).
Kak ucThIil ChIH Oroprepckoil daHIpUH,
OH B JIeKOPaTUBHO-KPaCOYHOU MaHepe pac-
KpbLI OIIlyIlleHHe 60raTCTBa JapoB IIPUPO-
ITbI ¥ CO3/1aJ1 OOIITUPHYI0 CEPUI0 HATIOPMOP-
TOB II0J Ha3BaHUeM «JlaBKH». B UX uuncie
u «PpIOHas s1aBKa» (1620-e — 1630-e), rae
OTPOMHBIN CTOJI JIOMHUTCSI OT HU300UIUS
cHequ. [IpuMeudaTesleH YUCTO GapOUYHBIA
KOHTPACT 9TOTO IIOYTH GAaHTACTUUECKOTO
HarpoMO’KJeHUs )KUBHOCTU U COBEpIIIeH-
HO peaJIbHOU QUTYpPHI X035MHA, 03a604YeH-
HO CHYIOIIETO B IIOBCETHEBHBIX XJIOIIOTAX.

JIPYTyI0 aHTUTE3y MOYKHO IIPeJICTaBUTh
KaK COIIOCTaBJIeHWe YTOHYEHHO-apUCTO-
KpPaTHU4eCKOro U GpoIbKJI0OPHO-HU30BOTO.

YmoHuéHHOo-apucmokpamuyueckoe uckyc-
cmeo BapoKKo HaUMHAJIOCh C MaHbepU3Ma.
Ha paHHUX 3Tanax sII0xXu 3TO OBLIO camoe
3aMeTHOe HaIllpaBJIeHHe, U BBIJIEJINI0Ch
OHO B CHUJTy IIOBBIIIIEHHOTO BHUMAaHUS K XY-
I0>KeCTBEHHOMY ITPUEMY, UHAUBUAYaIbHO-
My CTHJIIO, MaHepe — OTCJla U Ha3BaHUE.
MaHbepH3M TATOTEJI K 3CTEeTHUKe 3arafjoy-
HOT0, HEOOBIYHOTO, IIPUXOTJIUBO-IIPUUY/I-
JIUBOTO (KCTaTH, U cCaM TEPMHUH 6ApOKKO B
OyKBaJILHOM ITepeBO/ie O3HavaeT npudyod/iu-
8blll, CMPAHHDLIL).

OT MaHbepH3Ma Ha BCIO 310Xy BapoKKo
COXpaHWIach YCTAHOBKA Ha IIPUHITUII 3JIU-
TAPHOCTH, C YeM OBLIM CBS3aHBI IIpe/ICTaB-
JeHusd 00 YTOHUEHHOCTH, U3bICKAHHOCTH
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U la’ke paQUHUPOBAHHOCTHU IIPOSIBIIeHUN
4YeJIOBeYeCKOM HaTyphl. /11 caMOCO3HaHUA
JIFOJIefl UCKYCCTBA 3TOT0 BpeMeHHU IIpUMe-
JaTeJIbHO TO, YTO OHH HepeaKO BOCIIPHHHU-
MaJIy ce0s1 apUCTOKpaTaMu ayxa. [losTtoMy
XYO’KHUKHU He pa3 HaXOIWJIU B CaMUX cebe
BIIOJIHE TOCTOMHYI0 MOJIeJIb [IJIs BOCIIPOM3-
BeJIeHUS COOTBETCTBYIOIIIHUX KaUeCTB.
TakuM MBI BUJUM U yueHUKa PybeHca,
¢$raMaH/ICKOT0 YKUBOIIUCIIa AHMOHUcCA 6aH

Aetika (1599-1641) B ero «ABTOIIOPTPETE».
ITOT XYAO0KHUK II0 IIPEUMYIIIeCTBY CO37a-
BaJI GiicTaTesIbHBIE IIapaZHble IIOPTPeThI
3HaTH. B TOM >Ke po/ie IT0Ka3bIBaeT OH U ce0s,
HO IIPY TOM [IOIIOJTHUTE/ILHO BEICBEUUBAs B
CBOEM 00JIMKe UePThI IPKOU apTUCTUYECKOMN
JIMYHOCTU — CBOOOIHOM U BI,OXHOBEHHOM.
To 1 gpyroe MoJUEPKHYTO TAKUMH JleTaIsd-
MU, KaK POCKOIITHasA TKaHb KOCTIOMa U TOH-
KUe, HepBHBIe I1aJIbIIbl XyTO)KHUKA (WL 3).

Ha. 3. A. eaH Jletik. Aemonopmpem.
Ok. 1622-1623. Xoacm, macno. 116,5x93,5.
TI'ocyoapcmeennulii Ipmumasic, Cankm-Ilemepbype, Poccus
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KeslaHre BOIIJIOTUTH CBOMCTBEHHEBIE
3II0Xe apUCTOKpaTHUYeCKUe TATOTeHU II0-
Oy>Kzaso npeHebperaTh, Ka3aJjoch OBI, ca-
MBIMM He00XOJUMBIMHU XY/ 0KeCTBEHHBIMU
YCJIOBHOCTSIMH.

HranbgHCKUN XynoXHUK Kdpao Joas-
yu (1616-1686), Bocco3aBasi B KapTHUHE
«CB. Hemuausi» (oxoso 1670) o6pas opn-
HOM U3 IIOABM)KHMUI] IIepKOBHOM UCTOPUH,
UCKJIIOUMUJI JII00ble UCTOPUUYECKUEe pealuu
paHHeXpUCTHUAHCKOI0 BpeMeHU. OH Ha-
PSAAUIJI CBOXIO IOHYIO TePOHHI0 B «IIIHKap-
HYI0» OJIeKY II0 MOJie BTOPOM II0JIOBUHBI
XVII Beka u ycaguia eé My3HUIIUPOBaTh 3a
IOMAITHUY OpTraH 6apOYHON KOHCTPYKIIUH.
EnquHCTBeHHasA «IIoMeXa» B BOCIPUATHU
9TOM Ha PeIKOCTh IIPUBJIeKaTeJILHOM BeJIu-
KOCBETCKOM 0COOBI C eé He)KHBIMU U BMe-
CTe C TeM TOUYEHBIMU YepTaMU — HUMO Ha[|
r0JIOBOM, HO M OH IIPU HeBHUMATEJILHOM
B3IVIAJle HA KaPTHUHY MOXKET OBITH IIPUHSAT
3a momo6ue ToJI0BHOTO ybopa.

B TO¥1 >Ke JIMHUU OTKPBLITOM MOJepHU3a-
AU JlereHJapHoro obpasa — u «Ma/ 0H-
Ha C IPsIKOM» (1570-e TobI) UCIIaHCKOIO
xusonuca Jdyuca de Mopaaeca (0Ko-
J0 1510-1586). Cpasy ke 0UeBUJHO, UTO
TepOMHI0 3TOM KapTUHBI HUKAK HeJb3s
IIpeJICTaBUTh B Py MaJloHH PeHeccaHca.

HHoe B IIOJUEPKHYTOM apUCTOKPATHU3-
Me 00JIMKA: II0YTH HeeCTeCTBeHHas yAJIU-
HEHHOCTH BCeX IIPOIIOPIIUH, «IIPOIIaCTU»
OIIyIIIeHHBIX BeK, IIpeJIeCTh HeKOTOpOou
aCUMMETPHUHU JIUI]a — COBEPIIEHHO He-
OpAUHAapHAas KpacoTa, U3bICKaHHBIN TUII
KOTOPOU aKI[eHTHUPOBAaH XOJIOJHOBATOM
IIBETOBOM raMMOM M «3MaJIeBO» TeXHHU-
KOU IUChbMa.

HHoe U B 3aralouHOCTH COCTOSHUA.
KoHe4yHO, IO HHEPIUH CTEePeOTHUIIHOH
TPaKTOBKH o6pasa boromaTepu MOYKHO
IIpeAIiogaraTh TPeBOYKHOE IIpeUyBCTBUE
e cyabbbsl MutazeHITa, KOTOPBIM ceruac
I10JIOH 6e33a60THOM 60JPOCTHU U C JIr060-
IIBITCTBOM pasIyIgAbIBaeT II0f00H1e KpecTa
(Tak Ipeo6paskeHa Ipsiaka). TeM He MeHee
ama Ma/loHHa C JIieJKallleil Ha eé JIHUIle I1e-
4aTbI BHYTPEHHEI0 CTpajaHusd, ropeyy,
60JIM, CKOPOHO Pa3MBIIIAIOIIAS O YEM-TO
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CBOEM, — 3arajika, Kak saraZjouHo-Ipexpa-
CeH U BeCh eé 00JIUK.

B 11033uu MaHbepU3M 3asgBUJ O cebe
YCI0KHEHHOU GOpMOM BBIpa’keHUs, UC-
I10JIb30BaHUEM IIPUUY/JIMBBIX MeTapop U
HeOKUJaHHBIX CPaBHEHUM, U30IIPEHHBIM
MacTepCTBOM CTUXOCJI0KeHUs U CKJIOHHO-
CTBIO K 9KCIIEPUMEHTY.

OUH U3 JIU/IEPOB 3TOTO TeUeHUs, UTa-
JBbSTHCKUM jtuTepaTop Jocambammicma
Mapuno (1569-1625) cBOé Kpezi0 OIIpe/ e st
Tak: «I[esib noama — yous.1ams, nopaxcams.
Kmo He ymeem amoeo, nycmb uucmum J0-
wadeli». [ITo MHEHUIO PYTOTr0 3HAMEHUTOTO
MaHbEPUCTA, UCIIAHCKOTO 1103Ta I'OH20pbl
(JIyvic me TéHropa-u-Aprore, 1561-1627),
«NPEKPACHLIM MOdcem 6bimsb AU UCKAI0-
HumeibHoe, NPUU1Y0/1UB0-CAONCHOE».

[Ipu Bcell cBoel paUHUPOBAHHOCTHU
MaHbepPUCTHI MOIJIM 06paIaThcsa U K GOJIb-
KJIOPHOM CTHUXUH, HO U B 3TOM C/Iy4yae OHU
OCTaBaJIMCh BEPHBI CBOEU MaHepe. BosbMéM
111 IprMepa « Y€ pHbIM poMaHC» I'OH20pbl.
BeiiepsKuBast pUTM M UHTOHAIIMIO pOMaHCca
KaK >KaHpa HMCIIaHCKOM HapOJHOM II033UH,
aBTOp CTaBHUT Ilepe] COO0M TPyAHEMIIYI0
3ajjady: CJI0BO UEPHbBLU JOJDKHO 3By4YaTh B
Ka’K[ 0! CTPOKe (B OJHOM U3 HUX 3TO IIPO-
UCXOOUT Jake IBaXKAbl — «Cmae uepHee
YEPHOTU myuu»).

C 6J1eCKOM pel1ias CTOJIb TOJIOBOJIOMHYIO
Hrapajy, OH yMyApsieTcs B IIOJTHOM Mepe
00ecIIeyruTh CMBICJIOBOE HAIIOJIHEHUE U He-
YKOCHUTEJIbHYIO JIOTUKY pasBEPTHIBAHUA
CIO’KeTa. B KkauecTBe HMCXOJHOIO YCJIOBUA
pasbIrpeIBaeMoOM CIIeHKH II0/ipa3yMeBaeT-
Cs1, UTO JIeHCTBYIOIIHE 3/1eCh IIepCOHa KU (0H
U 0HA) — appPUKaHCKOIO IIPOUCXOKIEeHUS.
Ha cTpacTHO-3KCIIpeCCUBHbIE U3JIHUSTHUSA
KaBaJiepa, HaIlOJIHeHHBbIe TOM >Ke «4epHO-
TOMN» («UEPHBLIL 0eHb... UépHasa Hebaazodap-
HOCMb... aH2ea UEpPHbLL... YHEPHAST KOWKAa»
U T.IL.), ero I1acCcus OTBevyaeT B CTOJIb Ke
«4EpPHOU» MaHepe.

Kak >xe OTKJIMKHYJIaChb Ha apHCTOKpa-
THU3aIllUI0 HMCKYyCCTBAa My3bIKa? B KOHIle
XVI cTojsieTuss BeAyIIUM CBETCKHUM >KaH-
POM CTAaHOBUTCA Maopu2a/l — BOKaJIbHas
I103Ma, OTJIMYaBIIasICAd TOHKOCTBIO IIUCHMA,
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T'MOKOM Iepefiayel OTTEHKOB II03TUYeCKO-
T'0 TEKCTa, CTpeMJIeHHeM K IICUX0JIOTU3MY.
VIMeHHO TOI7la HayaJIoCh OCBOEHUE BhIpa-
3UTEJbHOCTH XpOMaTU3Ma U JUCCOHAHCA,
IIpOoTeKaBIllee B MaJPUTaJIbHOMU KYJIbTYpe C
HauO0JIbIIIe MHTEHCUBHOCTHI0. C BBeleHU-
eM XpoMaTusMa (JesileHre TOHa Ha COCTaB-
JIAIOIIIHME ero II0JIYyTOHBI) Pe3K0 Bo3pacTaau
BO3MOJKHOCTH IlepefaBaTh 00Jiee TOHKHeE
rpajaliiiy YyBCTB U OLIYIleHU. /[MCCOHaHC
(kaK co3ByuMe, IIPOTUBOIIOJIO’KHOE KOHCO-
HAaHCY) II03BOJISJI PACKPBIBATE CJIOXKHBIE,
IIPOTUBOPEYUBbIE 3MOIIUU U IICUXOJIOTH-
JeCKHUe COCTOSTHUA.

Ha ucxogHoit ¢pase BapoKKO BCE 3TO C
HauOoJIbIIIeN I10CIe[0BaTeJIbHOCTHI0 0CY-
IIIeCTBJISUI B CBOMX Majipurasiax Joice3ydnb-
do (xkHa3b Kapuio [>ke3yanbao au BeHO3a,
0Ko0J10 1560-1613). BBOoAggd TOHUaMIINe U3-
IrU0bl MeJIOJUYeCKOM JIMHUM, BHe3allHble
IIepexo/bl U3 TOHAJILHOCTH B TOHAJIBHOCTD
U HeIlpepbIBHOE MepllaHWe rapMOHUUe-
CKOM CBeTOTEHH, OH J06MBAJICA YIIyOJ/IEH-
HOTI'O IICUXO0JIOTU3MA, IlepeiaBasi HEPBHYIO
BUOpAINI0 HAIIPSHKEHHENUIIINUX COCTOSIHUMN
OyILIN, — IJId CBOEro BpeMeHU 3TO OBLIO
HeuTO COBepIIeHHO HeObIBasioe. B Kaue-
CTBe OJJHOTO M3 CaMBIX II0Ka3aTeJbHBIX
00pasIjoB TaKoi MaHephl MOXKHO Ha3BaTh
OIYXOBHYI0 KOMIIOSUIIUID «0 VoS omnes»
(s1aT. «O, BBI BCE...»), KOTOPYIO C 0C0601 TOH-
KOCTBIO ¥ IIPOHUKHOBEHHOCTBIO HCIIOIHSII
poccuiickuii aHcaM61b «Maapura».

B pe3skoM KOHTpacTe CO BCeEM, 0O 4YéM
TOJILKO UTO TOBOPHUJIOCH, BBICTYIIAJIU SB-
JIEHUs UCKYCCTBAa, CBI3aHHBIE C (h01bKA0D-
HO-HU3080U cmuxuell. /o srtoxu bapokko
npopeccroHaIbHOE UCKYCCTBO IIpaKTHUye-
CKHU He 06paljaaocs K I10J06HOMY MaTepu-
ayy. O 3aKOHOMEPHOCTH er0 BBIABM)KEHU
Ha 3aMeTHBIe ITI03UIIUH B Xy/10’KeCTBEHHOM
TBOPUYECTBE CBUJETEILCTBYET XOTS OBbI TOT
$aKT, 4TO K HeMy NPOSBJILINA UHTepec
Jlaske IIPUBEPIKEHIbl apHUCTOKPaTUYeCKO-
T'0 UCKYCCTBA.

UyTh BHIIIE TOBOPUJIOCHL 06 AHMOHUce
eaH /Jlelike KaK aBTOpe OJyeCTAIUX I1apaj-
HBIX IIOPTPETOB 3HAaTU. M OH ’Ke MOT Ha-
nucaTh KapTUHY «Anmoctos IIéTp» (0KoJ10
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1617), B KOTOPOH II0AET CBATOIO B 0OJIUKE
11ebes, ¢ Orpy6/IEHHBIMU YepTaMU JIUIa U
BCKJIOKOYEHHBIMHU «JIOXMaMMH» BoJIoC. IIpu
BCEM TOM 3aMeTHM, UTO B JJaHHOM obpase
MO’KHO HaWTH ellé OfUH IIpuMep 6apou-
HOI'O CIIMPUTyajau3Ma — II0 BbBIPaKeHUI0
9K3aJIbTUPOBAHHOI'O0 YyBCTBA, II0 UCKPEH-
HOCTH U UCTOBOCTH PEJIUTHO3HOIO II0PHIBA.

U emé omHO corioctaBsieHue. ['oBops 06
«ABTOIIOPTpPETe» BaH /leiiKa, yIIOMUHAIOCh,
4TO KUBOIIMCIIBI HEPeJIKO HaXOAUIHU B Ca-
MUX cebe IIPeBOCXOAHYIO MOJIesIb YeI0BeKa
«TOJIyOBIX KpoBek». Ho mMesio MecTo U 06-
paTHOe, KOTJa XyZ0KHUK IeMOHCTPaTUBHO
CHIDKAJI CBOM «HMH/>K», HU3BOJSI cebs Ha
«JTHO» )KM3HHU. B aBTOIIOpTpETE 1107, Ha3Ba-
HueM «I'ysaku» (0K0J10 1660) rosutaHICKUM
XyIOoXHUK AH CmeH (0KoJyI0 1626-1679)
C 106POAYIITHBIM IOMOPOM H300pasu cebs
U CBOI0 )KEHY B CAMOM 3aypsITHOMN OBITOBOM
06CTaHOBKE U K TOMY JKe U3PALHO 3axMe-
JIEBIIIMHU.

B uuiciie 1epBBIX OTKPBLIBAJ HU30BYIO
CTUXHIO JIJI1 UCKYCCTBA HUIEPJIaH/ICKUH XY-
n0KHUK ITiimep Bpéiizens (Mexny 1525 u
1530-1569), KOTOpPBI# IIpeCTaBJIAI e1llé HU-
LlepJIaH/ICKOe UCKYCCTBO, TO €CTh 10 IIPOU30-
ILIIeIIIeT0 I1037Ke pasjeseHUs Ha IoJUIaH/I-
CKYI0 ¥ $pJIaMaH/[CKYIO IIIKOJIBI. OH paHbIIle
MHOTUX APYTUX IIepeIéy K U300pa’keHUI0
4yesioBeKa B aTMocdepe peasbHOr0 ObITa U
camMoro Mupa HapOZHOM >KHU3HU — Yallle
BCEro KHU3HU KPeCThbIHCKOM, II0YeMy U II0-
JIyduJ1 IIpo3BaHue Myocuykuii. Mup aToT
OH BOCCO3/iaBaJl BO BCel ero rpy6oBaTou
00Ha’KEHHOCTH, a/IeKBaTHO $opMaM caMOH
IerCTBUTEJIbHOCTU. O CKa3aHHOM BIIOJIHE
MO>KHO CyIUTBH XOTs OBI II0 TAKOMY €eTo II0-
JIOTHY, KaK «KpeCcThbIHCKUM Ipa3 HUK».

IIo cromam bpeiresia BIIOCJIe[CTBUU
IIOIILJT MHOTHE €T0 COOTeYeCTBEHHUKHU KaK
B I'osutaHuu, Tak U Bo uaHapuu. OquH
U3 HUX, pJraMaHICKUU XYI0KHUK AOPpUdH
Bpayap (BcTpedaeTcs U HanucaHue bpoy-
gep, 1605 miu 1606-1638) — MacTep sIpKoro,
OCTPOTIO I'poTeCKa B Ilepe/iaue BCAKOI0 Pojia
«IpUMac )KU3HU», KOTOPble OH GQUKCHUPOBAI
II0CPEeICTBOM QU3MOHOMHUYECKUX 3apHCO-
BOK THIIa’KeU U3 IIPOCTOHApOAbs. B uncie
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SIPKUX IIPUMepPOB — 3apHucoBKa «I'opbpKoe
JIeKapCTBO».

®OJILKJIOPHO-HU30Basd CTUXUS II0JY-
yuJla CBOE OTpakeHHe U B MY3bIKaJbHOM
HUCKYCCTBe. ITO IIpeK/ie BCero KacaeTcs UH-
CTPyMeHTaJIbHbIX Y)KaHPOB, KOTOPbIE TOTZA
obpeTaji CaMOCTOSITEILHOCTD, IIOCKOJILKY
70 3II0XHM BapOKKO ITOJIHOIIeHHOM XY0-
JKeCTBEHHOU 3HAYMMOCTBIO pacliojaraja
TOJIBKO MY3bIKa, OIIMPAIOIasics Ha CJI0BO.
BaKHeMIIIUM HCTOKOM YTBep>XAaBIIUX
CBOI0 aBTOHOMMIO HMHCTPYMEHTAaJIbHBIX
JKaHPOB CUMTAaeTCs TBOPUYECTBO aH2AUll-
CKUX 8€podcuHenucmos (BEpIKUHET —
aHIJIMMCKas pasHOBUJHOCTL KJIaBeCUHA).
JT1o 6bLIa 60JIbIIAY IIessfa MY3bIKaHTOB,
KOTOpbIe paboTasu IrJIaBHBIM 06pasoM Ha
py6exxe XVI-XVII cTosIeTU.

JUU1s1 BEPPKUHEJIMCTOB CBOMCTBEHHO IIPS-
MoOe COJIMyKeHMe C HApOAHO-0BITOBOU MY3bI-
KOH. B CBOMX IIpOM3BeIeHUSAX OHU OXOTHO
HUCII0b30Balu QOJIILKIOPHBIE MEJIOJUMU.
VX mpousBe/ieHUs1 HepeaKo HOcAT Ipybo-
BaThIl, OTKPBITO IJIEOEMCKUU XapaKTep U
OTJIMYAKTCI Ype3BbIYaWHON COYHOCTHIO,
TePIKOCTHIO, SPKUM >KU3HeIr06reM. Bcé aTo
IIpefiCTaBJIeHO U B IIbeCe JIU/iepa BEp/KUHe-
JIUCTOB Yunvsama bépoa (oxoso 1543-1623,
CTaplINM COBpeMeHHUK Yuinbsama Illekcu-
pa) «®jeiita M 6apabaH». OTKPOBEHHBIN
$OJIBKIIIOPHO->KaHPOBBIU «IIPUMHUTHUB», OC-
HOBAHHBIM Ha UMHUTAIIUU UIPbl BOEHHBIX
MY3bIKaJIbHBIX HWHCTPYMEHTOB (IPOXOT
«bapabaHa» U IIPOH3UTEJILHOE 3By4YaHUeE
«(QJIEUTDI»).

[Ipomoskass pacCMOTpeHUe CHUJIbHeH-
IIUX KOHTPACTOB, XapaKTePHBIX /IS 3I10-
XU Bapokko, o6paTUMcd K aHTUTe3e mpa-
2U3M — JHcusHenrobue. IMeHHO TaK: pAfOM
COCYII[eCTBOBAJIN OCTPO IIPOTHUBOPEYUBOE,
MY4YUTeJIbHOe, OTKPBITO TParuyecKoe OIlfy-
IleHWe >KU3HU U e€ pajlocTHOoe, becIipo-
06JieMHOe, JTa)ke JIETKOBeCHO-06e33a00THOe
BocIIpuUsATHe. HayHEM C pacCMOTpeHMs Tpa-
reIUNHBIX CTOPOH.

C cepenuubl XVI Beka Ha CMeHY rapMo-
HUYHOMY, YPaBHOBEIIIEHHOMY pPeHeCCaHC-
HOMY MUPOUYYBCTBHIO BCE yalle IIPUXOIAT
pasgyMbs O HeCOBEpPIIEHCTBE U JUCTap-
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MOHUU OBITHS. YIIOMHUHABIIUUCSA B CaMOM
HayaJie IMeKCIUPOBCKUM ['aMjieT TOBOPHUT:
«PazaasceH JHcu3HU xo0, U 8 amom ao // 3aKu-
Hym A...» 3Ta pasJya’keHHOCTb 3aKOHOMePHO
IIOPO’KZaeT OIIyIlleHre HEIIPOYHOCTH U He-
HaJIE>KHOCTH CYIIleCTBOBaHUSL. YeI0BEK UyB-
CTBYeT cebs II[eIIKOM B BOJOBOPOTE YKU3HU.

OpfHa M3 cCaMBbIX PacIpOCTPaHEHHBIX TEM
JIUTepaTypbl BapoKKO — IIpeBpaTHOCTH
CyIbOBI, KOTOPBIE 6€3>KaI0OCTHO HACTUTAKOT
Jro60ro. McriaHcKui mosT AHmoHuo Mupa
de Ameckya (Mmexnpy 1574 u 1578-1640)
B 1103Me «IleCHb» IPUBOAUT Ha 3TOT CUET
[1eJIYI0 I1ellb CI0’KeTOB: 6€33a00THBIN 111eT0J1
CJIaJIKO IlebeyeT, HO ero IO CTPeJINI 0X0T-
HUK; KpacoTKa IUIeHseT CepAlla, HO XBOPHU
06e300pasuiiv e€ U T. . B 9TOM psily U CyIb-
6a 6oraua.

CoBepIllleHHO 0YEeBUJHO, YTO UCKJIIOUU-
TeJIbHOe U CJIydallHOe HauuHaeT BOCIIpU-
HUMAaThCd KaK HOpMa U 3aKOH CYyIIleCTBO-
BaHUs. U B HeMaJIOH CTeIleH! 10 IPUYHHE
I10/100HOM CyO'beKTUBHOM HAaCTPOEHHOCTH
’KU3Hb YeJIOBeKa HAIlOJIHSIeTCS TPEeBOXKHO-
CTBI0, 6€CIIOKOMCTBOM, CMAITEHHOCTBI0 3MO-
muii. MHOroe OoKpalllMBaeTcs B II€CCUMHU-
CTUYeCKUe TOHA, II0JUEPKUBAIOTCA MOTUBBI
TIeTHl U OPEHHOCTHU OBITUS, UTO C IIOJTHOM
0e3HaI€>KHOCTHI0 KOHCTaTUPYeT B COHETE
«Kyza Hu KuHelIb B30p...» HEMEeITKUH IT03T
AHOpéac I'puguyc (1616-1664).

B mckyccTBe bapoOKKO IIIMPOKOE XOXK/[e-
HUe IIoJIydaeT TeMa CTpaflaHui U My4YeHU-
yecTBa. [[pUYéM X IIPUYUHOM Yalle BCero
CIY>KUJIU 3JI0/1eMCTBa, UCXOdIMe OT ca-
MUx Jroged. K aToi rpo6seMe 0co6eHHO
IIMPOKO ObLIa O6pallieHa aHIJIUUCKas Apa-
MaTypruss — COYMHEHUsI HeIloCpe/CTBeH-
HBIX IIpe/IIIeCTBEHHUKOB Illekcriupa U ero
IIpeeMHUKOB.

Otpas faHb 3TOMYy U caM Yunbam Illek-
cniip. Ho mbIcib ero riay6sxke. OH CTpeMUT-
Cs1 IIOHATH, OTKY/la 6epETCs 3710 B UesJIOBEKe,
KaK OHO IIPOHUKAaeT B IYIITU JIF0/IeN, UTO I10-
Oy>KIaeT UX KOBEpPKaTh UyKyI0 U COOCTBEH-
HYI0 CyAb0y, CesITb CMePTh U pa3pyllleHHe.
W BCKpBIBaeT IIOJOILIEKY IIPeCTYIJIeHUN
IIPOTUB YeJsIoBeKa: IT0U3M, 3aBUCTh, YeCTO-
JIr06He, KaXk/ia BJIacTH U T. II.
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[Iexcrupy yAaIoCh BO BCeX JeTasldX II0-
Ka3aTb «MeXaHUKY» 3JI0[eMCTBa. 3/1eCh Ha
IaMsATh Cpasy ’Ke IpUXoguT ¢urypa ro.
Tpareguro «OTesw10» (1604) ¢ 10CTaTOYHBIM
OCHOBaHHEM MOJKHO OBLJIO ObI Ha3BaTh UMe-
HeM 3TOr0 HM3O0IIPEHHOIO0 MHTPUTraHa, Ko-
TOPBIM CTAHOBUTCA IIPY>KUHOMU [1eMCTBUS.
OH IJIeTET CBOU CeTH, Urpas Ha CaaboCcTIx
Jrofeit. EMy He OTKa)kelllb B CUJIBHOM YMe,
U3MBIIIIJIEHUSI KOTOPOTO OOBIYHO IIOJIHBI
UHU3MA.

YTOo6BI TBOPUTH II000HOE, Ha IIOBEPX-
HOCTB JI0JDKHAa ObLyIa BBIMTHU 0cobasi II0po-
Jla el — «KaMeHHble dyuu», KaK CKa-
3aJ1 Hall AjslekcaHAp bJiok o mepcoHa’kax
LIEKCITUPOBCKOM Tpareguu «Kopous Jup»
(1605). IToxckasKy eMy [1aJ1 caM ApaMaTypr.
HapioMIeHHBIN UCHBITAaHUAMHY, JIUp >Ka-
JKIeT cyJa HaJ IIpeJaBIIUMU ero Jo4epb-
MU U B OTHOIIEHHH OJHOM M3 HUX I'OBO-
PUT: «d mpebyro MeOUUUHCKO20 8CKPbIMUSL
Pezdnvl. Hceaedyiime, umo y Heé 8 o6.iacmu
cepoua, nouemy OHO KAMEHHOe».

CiemcTBHeM BCero CKasaHHOIO CTaHO-
BUJICI MPA2U3M HCUSHEBOCNPUAMUSL, U Ca-
Mble 00JIbIIIHe IJTYOUHBI B 3TOM OTHOIIIEHUH
HaXoauM onaTh-TaKu y Illekcnupa. llepen,
HHUM, II0 €r0 CJI0BaM, OTKPBLIOCH «MOpe
6edcmeuli». 1 X0Td B ero Ibecax B 60pb0e
Mpaka U CBeTa, B OUTBe 3JIbIX U IIpaBeJHBIX
CHJI BepX Yallle BCero oJep>XKUBaroT 100po u
CIIpaBe/JIMBOCTH, He MOYKET He YCTPaIlUTh
I1eHa 3TOoH I100e/ibl — Yepe3 ropsl TPYIIOB,
yepes UCKOBEpPKaHHbIE )KU3HU!

CryctkoMm paspymuit lllekcriupa o Tpa-
rU3Me CYIIeCTBOBAHHUS MO’KHO CUHUTATh
CoHer 66, rTe HaXOAUM CHJIbHEUIIIHUN BbI-
IIJIECK TOpeYHr U pasyBepeHHOCTHU. HarHe-
TaHUWe HelepeHOCUMBIX JAUCCOHAHCOB
JKU3HU BeJIETCS 3/1eCh II0CPe/ICTBOM IIepe-
YUCJIeHUs e€ THYCHOCTed. I B 3aKJIIOUH-
TeJIbHOM JIBYCTUIIINU TAaETCI 00 bICHEeHUE
TOTO, II0YeMy BCE ’Ke HeJIb3s YXOLUThH U3
3TOT0 MHUpa: 6pPaTCTBO OJM3KUX II0 AYXY
JIe — eIUHCTBEeHHAas oIopa B 3TOU
JKU3HU, U HY>KHO BCeMU CHJIaMU II0/i/iep-
JKUBATh XPYIIKYI0 HUTH IYIIeBHON OT3HI-
BYMUBOCTH, COCTPaJaHus, YeJ0BEYHOCTH.
TakoBO OBIJIIO OHO W3 OCHOBAaHUM 6apoy-
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HOI'0 TyMaHU3Ma, peyb 0 KOTOPOM IIOH/IET
B CAMOM KOHIIe 3TOr0 0630pa.

T'oBOps 0 BapoKKO Kak 0 Tparu4yeckou
3II0Xe, MOJKHO IIPHUBECTH B KayeCTBe CBU-
IleTeJIbCTBA MY3BIKYy COOTeUYeCTBEHHUKA
[lekcriupa — I'enpu Ilépcenna (0K0JO
1659-1695). dTa mmeyaThb O4YeHb OIyTUMa
B er0 yBepTIOpe K CIleKTakaw «I'opaueB
y3eJI», Ha3BaHKe KOTOPOro I10-CBOEMY CHUM-
IITOMAaTUYHO, CTAHOBSICH 3HAKOM CJIOKHOIO,
3alryTaBIIIerocs B IPOTUBOPEYUAX BpeMe-
HU. OnHUpasch TOJIBKO Ha CTPYHHBIE U JIU-
TaBpHI, IIPU BHEIIIHEeH CAep>KaHHOCTHU BHI-
pa’keHUsI KOMIIO3UTOPY YAa€Tcs IepesaTh
B 9TOM MY3BIKe K0JIOCCa/IbHOe BHYTPEHHee
HallpsDKeHHe W IIPOH3UTEeJILHOEe YYBCTBO
KaTacTpopuuHOCTU O6bITHA. [TaTeTHKa 60JIB-
IIIMX YYBCTB ¥ MBIC/IEX PACKPBIBAETCH 3/1€Ch
yepes Me/lJINTeJIbHO-BeJIMUYaBYH II0CTYIIb
TPaypHOTO IIeCTBUA (B pUTMax CTApUHHOMN
raccakajbH).

O6ocTpeHHe >KU3HEHHBIX IIPOTHUBOpe-
YUl y>Ke ¢ cepeuHbl XVI Beka, TO eCTh Ha
¢dase repexoza oT BospoxxaeHus K bapokko,
BBI3BaJI0 KOPEeHHBIe U3MEHeHMd B I1aHOopa-
Me U300pasuTesIbHOI0 UCKYCCTBA. BMecTe C
OLIyII[eHUEeM [TUCTapMOHUU OBITUSA B TBOP-
4eCTBO XY 0’KHHUKOB BXOJUT 0OpPHCOBKA
U3BSHOB U 3B OKpPY’Kalolllero Mupa u 6o-
Jiee TOT0 — ero ypo/CTBa.

Oco6eHHO aKTUBHO 3Ta JIMHUS pa3BUBa-
JlaCh B HUJIEPJIaHICKOM YKUBOIIUCH (I103Ke
TOJUIAHJCKOM U (JiaMaH/CKOM), HAUMHAasA C
ITumepa Bpeiizceas. B yrciie ero mocjaeTHUX
noJsioTeH — «Kasexku» (1568), rie n3obparke-
HBI 6e3HOIYe HUIIMe, II0X0’KHe Ha 00pyOKH.
XyI0KHHUK aKI[eHTHUPYeT 3[1eCb UMEeHHO Oe-
300pasHoe, OTTaJIKUBaIIlee, MeHee BCEro
3a060TACH 0 TOM, YTOOKI IIPOOYIUTE B 3pUTe-
JIe 7KaJIOCTh, COUYBCTBHE K 3TUM HecdacT-
HBIM. /[JI1 Hero JaHHBINA «00BEeKT» — CKOpee
MeTadopa, II0CpeICTBOM KOTOPOI OH 06Ha-
’KaeT YpOJIUBbIe CTOPOHBI JKU3HU.

B ToMm xe 1568 roxy bpeiiress cospman
KapTuHy «Ciaemnsble» (1. 4). Ilepecekas
IIJIOCKOCTh XOJICTA, ABUXKETCA Iellb HU-
IIUX CjaennoB. MX Juila ypoaIuBEL, Ha
HUX HaIlMCaHBI TYIIOCTh U )KUBOTHA ILJIO-
TOSITHOCTE. IIporieccus npubanKaeTcsa K
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Hn. 4. II. Bpeticenw. «Caenvie».
1568. Xosicm, memnepa. 86x154.
Myseili KanodumoHme, Heanoaw, Hmaaus

0OPBIBY, U C KaXKIbIM I11aTOM BCE HEYCTOU-
urBee CTaHOBATCSI QUIYPHI, HEYBEpeHHee
’KeCThI — CJIEIIIIbI OUH 3a JPYTUM I1aZjal0T
B POB C BOjoH. Ileper HaMU BHOBb MHO-
rosHauuTesbHas MeTtadopa, I10CPe,CTBOM
KOTOPOH yTBep>KAaeTcs IevajabHasi UCTU-
Ha: OOBIYHBIN )KU3HEHHBIN IIYTh JH/IeU —
IIyTh CJIEIII[0B.

[IT1UpoKO BOIILJIA B KUBOIIUCHL TeMa 3JI0-
[efiCTBa U CBI3aHHOI'O0 C HUM MyYyeHUUe-
cTBa. JIX0[[CKOe KeCTOKOCep/irie pacKphIBa-
JIOCH C TIOBBIIIIEHHOM 3KCIIPeCcCHel U IoJac
Iaxe ¢ pU3UOJIOTMUYECKOM 00HaKEHHOCTBHIO.

B kapTuHe «H30ueHHe MJafeHIIEB»
dpaHIy3cKUU Xyn0KHUK Hukoaa Ilyccén
(1594-1665) mymrocTpupyeT O0UOGJIeHICKOe
CBUIeTeJIbCTBO, COIJIaCHO KOTOPOMY I1apb
HUyneu Upon (koHery I Beka [0 H. 9.) IIpHU
U3BECTUU O POKIeHUU XpHUCTa IIpUKasall
YMePTBUTH BCEX HOBOPOXKIEHHBIX — U3
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OIlaCeHUH 3a CBOU TPOH IIlepef, TeM, KOTO
IIpOPOYECTBO HAa3bIBaJ0 «Ijapém Hynei-
CKUM», U B HeBeJleHUU 0 MeCTOHax0oX/ie-
HUU MitageHita Mucyca. CrookeT Iepeal
¢ 6ecrIoIaHOM OTKPOBEHHOCTHIO U CaMBbl-
MU CUJIBHOJENCTBYIOIIUMU CpelCTBaMU:
HUCTOIIIHAsA MOJb6a HONAAUTHL pebéHKa
(CKeHIIIMHA B IIeHTpe), OTYasgsHUe MaTepH,
YHOCAIIIel youTOro MaJsisiiia (purypa crpa-
Ba), BOUH, HACTYIIMBIIIUN Ha TOPJIO JIesKalle-
My MJIaJIeHIly, — BCE 3TO CaMOOYeBUHbBIE
$axThI 03BepeHus I1ajaveli, UX OTKPBITOTO
U3yBepCTBa.

Bcguecku aKIleHTUPOBAJIOChH OIyllle-
HUe MyYUTeJbHOCTH CyllleCTBOBaHUs. I1o-
I0O6HbIE MOTUBBI HEpeaKO BOILJIOIIAIUCH
yepes CIleHbl U3 IIOCIeJHUX THEeN 3eMHOMI
KU3HU Xpucrta. 1 ongTh-TaKU BCE 3TO 3a-
KJIagbpIBaJIOCh HauuHag ¢ [lo3gHero Bos-
POXKIeHUs.
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i1 cobopa cB. [leTpa B Pume MukeaaH-
doiceno (1475-1564, oH ObLI OTHUM U3 ap-
XUTEKTOPOB 3TOT0 c060pa) CO3JaéT B UUCIIe
CaMBbIX BBIIAKOIIIMXCI CBOUX II03JHUX pa-
60T CKyJILIITYpHYO rpynmy Pieta (IlbeTd).
9TUM HUTAJIBIHCKUM CJI0BOM (Ckopbawas
wiu Musaocepdue) B U300pasuTeIbHOM UC-
KyCcCTBe 0003Hay4aroT ClieHy OIIaKUBaHUS
Xpucra BoromaTepnro. 371eCh 110 ©U3BeCTHOU
CTeIleHH elllé CoOXpaHseTCsd YyBCTBO IIPO-
CBeTJIEHHOM BO3BBIIIIEHHOCTHU B PaCKpBHI-
THUU Tparu4yeckoro obpasa: ImoAjepKuBas
y cebs Ha KOJIeHSX Tesio yMeplero CelHa,
MapoHHa 3acThljla B CKOpOHOM CMUPEeHUU
repez, CIyYUBIITUMCSH.

A BoT TuuudH, MyIaJIINN COBPpEMEHHUK
MuKeJsiaH/pKeJI0, IIepeKUBIINN er0 BCEro
Ha 12 jieT, y>Ke OTKPBITO BbIpakajl TeMy
My4deHUYecTBa. [J0CTaTOYHO BCIIOMHUTH
IIpUHAaJIesKallee eMy I1oJ10THO «CB. Ceba-
CTBSIH», I7le U300pakeHO COCTOSIHYE YeJIo-
BeKa, CTPaJiarollero OT IIPOH3UBIIUX er0
CTpeJL

ITOT XYAOXKHUK, HaUUHABIIUN CBOU
TBOPYECKHUM IIyTh Ha HCX0Ze Bo3poxie-
HUS, BO MHOTOM U O4YeHb Pa3HOILJIAHOBO
OTKpBIBaJI TOPU30HTHI 3CTETUKU BapoKKo.
OHa Xopo11o oufyTUMa B KapTHuHe «Hece-
Hue Kpecra» (0xos10 1566). Kak 1 B «CB. Ce-
facTbsiHE» C ero rpo30BOM aTMochepol,
3/1eCh Ta ’Ke 3aTeMHEHHOCTb KOJIOPUTA, HO
ellé 6oJiee aKkIleHTUPOBaHa OCTPOTA IICHU-
XO0JIOTUYECKOTO COCTOSHUS IIeHTPaJIbHOT0
IepcoHa)ka. BHyTpeHHe KapTUHY IIPOHU-
3bpIBaeT MBIC/Ib: XpPUCTOBO «HeceHHe Kpe-
CTa» — CUMBOJI TSDKKOI0, KPeCTHOTO IIyTH
4JeJI0BeKa B 3TOU JKU3HU-IOJI0JIH.

[IppMepoM «HaCKBO3b» 6apOYHOTIO pe-
IIeHUs pacCMaTpUBaeMOM TeMbl MO>KHO
CUUTATDH IIOJIOTHO UTAJIBIHCKOIO XYA0XK-
HUKa AsieccdHOpo MaHbsicko (1667-1749)
«Pacmarue». [Tapoc MyyeHHYecTBa U CTpa-
IaHUs NO0BeEéH 3/1ech /10 IIpejesa. B3Bux-
PEHHOCTh U Ja’ke B3JbIOJIEHHOCTH BCEH
KOMIIO3UITUU pe30HUPYeT U300pakeHUI0
oyuryroiieii ctuxuu. Ha ¢oHe OrpoMHOro
rpo3oBoro Heb6a (OHO CTAHOBUTCH IIOUTH
ob6s3aTe/IbHBIM aTPUOYTOM IOJ0OHBIX 06-
PasHBIX pellleHU) — paclsiToe TeJIo C pas-
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BEBAIOIUMUCS CKJIaJKaMHU OfesKabl. CUTY-
arys olaéTcs II0YTH HaTypPaJIuCTUYeCKH,
4yeMy CIIOCOOCTBYIOT 3MOIIMU OYEeBU/IIEB
CBEPIIMBIIENCA Ka3HHU, HaXOIAIIIUXCA B CO-
CTOSTHUHU BeJIMYaMUIllero CMATeHusd, 6esMep-
HOTI'0 0TYassHUs, IJTyOOKOI0 CTpecca.

PAIOM C UCK/IIOUUTEILHOU IIPOTUBOpe-
YUBOCTBIO, JUCTaPMOHMEN U TParu3MOM B
HUCKyCcCTBe BapOoKKO IIPHUCYTCTBOBAJIO IIPSIMO
IIPOTUBOIIOJIOXKHOE — APKOe HCU3He1robue,
PazoCTh U JIETKOCTh HacTpoeHUs. To ecThb
IIPOM3OIILJIO PACCIOeHHe )KU3HEHHOIO II0-
TOKa Ha Pe3K0 COIIOCTaBJIEHHBIE MEeXIy
COOO0M II0JIIOCHI, KOTOPBIE COCYI[eCTBOBAIHU
He TOJIBKO Y pasHbIX aBTOPOB, TBOPUBIIIUX
B OJTHO BpeMs, HO U B TBOPYEeCTBE OJHOIO U
TOTO JKe aBTopa.

TosibKO UTO peys I11a 0 pabote ITycceHa
«/36reHUe MJlaJleHIleB», KOTOpasl IIPUBO-
IUIach B KaueCcTBe CBUeTe/IbCTBA KOIIIMa-
poB usyBepcTBa. Y TOT ke IlycceH MOT BO
BCEM BeJIMKOJIEIIUU Ilepe/iaBaTh CUSHUeE
KpacoK MHUpa, TapMOHUIO JIIOJICKOTO CO00-
1lecTBa, HacjakjeHue GjaraMu >KU3HHU,
4TO HaXOJUM, CKakeM, B KapTuHe «Ilap-
cTBO DytopbI» (1631). B 11eHTpe MHOrOHAace-
JIEHHOU KOoMII03UIInu — dJiopa, ofapuBaro-
11as BCé BOKPYT pPaZ0CThI0, KaK MOXKET 3TO
IeslaTh 60TUHA ITBETOB U BeCEHHETO I[BeTe-
HU. [I0JIOTHO 3aJIUTO COJIHIIEM — caMm ['é-
JIoC (60T COJIHITA) HA KOJIECHULIE IBUYKETCS
110 He60CBOY.

Jpyroil mpuMep codyeTaHUsd, Ka3ajoch
OBI, COBEpIIIEHHO HeMBICJIUMBIX KOHTpAac-
TOB BCTpeuaeM B 11033uu IIbépa PoHcdpa
(1524-1585), cooTteuecTBeHHUKaA Ilycce-
Ha. «fI BBICOX A0 KOCTEeM...» — IIOUCTHHE
Jle[leHdIUe CTPOKH, B KOTOPBIX CYPOBO U
’KECTKO TOBOPUTCS 0 QUHUIIIE )KU3HU. A ps-
IlOM — CTUXOTBOpeHUe «Moil O00saAphInI-
HHK JIECHOH...», HAIUCAHHOE IIPUMEPHO
B Te JKe IoJbl U HAIIOJTHEHHOe JIETKOU pa-
IOCTBIO KU3HU, I7ie OLyIlleHHe BeCeHHel
CBEeJ)KeCTH BBIpACTaeT B HACTOAIUA TUMH
MOJIOJIOCTH. BCcé aTo mmepesaHoO, B 4YaCTHO-
CTH, Uepe3 TUHaMUYHEbIe IIepeOUBbI pUTMaA
(B MeTpHKe HeIlpepbIBHOE UepeLOBaHUE
CeMH- UM BOCbMUCTOIIHBIX U TPEXCTOII-
HBIX CTPOK).



2021, Ne 1 %,

IM0OXU MHUPOBOM XY 0’KECTBEHHOMN KYJILTYPHI

[To06HYI0 HEIIOCPeACTBEHHOCTD B BHI-
pa’keHHUH pajoCTH KU3HU Cpelu XYL0K-
HUKOB, I105KaJIyH, sipye U II0JIHOKPOBHeEE,
4eM KTO-JIH00, BOILJIOIAJI TOJIJIaHLCKUN
)XuBonucel; épaHnc Xaac (Bcrpedaercs
U HanucaHue ['ansvc, Mexxay 1581 u 1585
1666). 3TO YyBCTBO OH HEpPeaKO pPacKphI-
BaJI B YAUBUTEJbHBIX I10 )KUBOCTH U IBH-
JKeHHIO 3apHCOBKaX TUIIa’KeH, BbIXBaUeH-
HBIX U3 HApPOJHOM Cpensnl, IIOAUYEPKUBasi
AyIIeBHOE 3J0POBLEe YejloBeKa U3 HHU30B
(ogyH u3 3aMevYaTeJbHBIX IIPUMEPOB —
ero «Myiat»). Kak HUKTO, XaJic Bjajen
CeKpeTOM Ilepefayy eCTeCTBEeHHOH, JKU-
BOM yJIBIOKU. OT HEKOTOPBIX ero JAeTCKUX
IIOPTPETOB UCXOAUT YAUBUTEJIHLHOE B CBO-
el 3apasuTeIbHOCTH BecesIbe — KBHHTIC-

CeHIIWeM 3TOr0 MOXKeT cuuTaThcd «CMmero-
HIUICA MaJIb4uK» (K. 5).

ITpomoskas corrocTaB/IeHUs, HAX0LUM B
chepe cueHuUUeCKuUx UCKyccme CJIeLyIIIYIo
CUTyalMIo: BapoKKo — 3TO 3110Xa pacrBeTa
TeaTpaJbHOU Tpareniv, HO B TO ’Ke BpeMsl
9TO U 3I10Xa pacliBeTa KOMeJuu.

HauaJio pacuBeTy Komeduu, Kak 1 BO0O-
111e Ha4yaJIo eBPOoIIeiCKOMY IIpopeCcCrUoHAaIb-
HOMY TeaTpy HoBOro BpeMeHU, I10JI0KHUIIA
UTAJbSIHCKAsg KomMeous mMacok (commedia
dell’arte). OHa 3apoguiach B BeHeniuu B
1560-e rozb1, KaK pas Ha BBIXO/ie B 3I10XY ba-
POKKO. A 3aTeM B IPYTUX CTpPaHax B CaMOM
CKOPOM BpeMeHH CJI0KUJINCh CBOU IITKOJIBI
KoMepuorpaduu, yBeHUYaHHbIe TaKUMU
BBIJAIOIIMMUCSA UMeHaMU, KaK Illekcnup

Ha. 5. . Xanc. «Cmerowuiica ManbyuK».
Ok. 1620. Jlepeso, macs0. 30,5%30,5.
Kopoaesckas eanepes-my3seit Maypuuxéiic, I'aaza, HudepaaHobl
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B AHriiun, JIone de Béza B Ucrianuu (Ha-
crosiee uMsa — Jlore Pénukc ne Béra u
Kaprmuo, 1562-1635), Moabép Bo paHIIU
(macrtosiiiee umsa — JKaH batucT IIokiéH,
1622-1673).

B My3bIKaJIbHOM HCKYCCTBe HEUTO aHa-
JIOTUYHOE O4YeHb APKO U paHbllle BCEro
3asBUJIO O cebe B yKaHpe Madpu2a/bHou
Komeduu. OHa pasBHUBajach B OCHOBHOM B
HTanuy, BeIpOCIa U3 Majpuraaa U Helo-
CpeACTBEHHO IIpe/IlIeCcTBOBAIA II0SBJIEHUI0
onepsl. Mazpuras B TAKOI0 poja KOMIIO3U-
[YSIX TI0[{BEPICs TeaTpaIn3aliiy, TO eCTh B
Hero ObLIa IIpUBHECeHa CIOKeTHasl KaHBa,
ClLleHUYeCKOoe JIefCTBUe, TUaJIoTu IlepcoHa-
JKel, UTpoBoe HauaJlo. [Iogo6HbIe Bellid Kak
caMo co001 pasyMerolrerocsi TpeboBaJsIu JIv-
Ile/IefCTBa, BKJIKYEHUsI OTKPLITO 0ydPoH-
HBIX IIPUEMOB, TO eCTb KOMHUKOBaHUs, B TOM
4uciIe CBSI3aHHOTO U C IIapOAUPOBaHUEM.

3aKOHYEeHHBIM 00pasIioM MaJpUrajlbHON
KOMeJUU MOXKHO cuuTaTh «IIpexcraBiie-
HUe Ha MacJeHHny» AOpudHo BaHKbépu
(1567-1634), rme B 4aCTHOCTH OJfHA U3 CIIeH
BBIIIOJIHEHA B XapaKTepe H300peTaTeIbHON
U OCTPOYMHOM IapoArH Ha MoJiebeH («Mec-
Ca JKUBOTHBIX»).

M3 ckasaHHOIO CTAHOBUTCH SICHBIM, UTO
YeJI0BEK TOT'0 BpeMeHHU OTJIMYaJICs 3aBUJ-
HBIM 4YyBCTBOM IOMOpa, YAUBUTEJIbHBIM
yMeHHEeM pafioBaThCs JKU3HH, a TaKKe He-
00BIYalTHOM KMBOCTBI0 XapaKTepa.

JTa >KUBOCTH OblIa OJHUM U3 IIPOsIBJIe-
HUU 6oJiee 00IIero CBOMCTBA, IIPUCYILETO
arioxe bapokko. 0603HaYUM €ero CJI0BOM Ou-
HAMU3M, 4YTO, eCTeCTBEHHO, II0/ipa3syMeBaeT
HAaCBIIIeHHOCTh 9Hepryel, 1eiCTBUEM, IBU-
JKEHHEM.

[TocireqHu U3 Ha3BaHHBIX IIPHU3HAKOB
(ZBH>KeHMe) II0JIy4UsI CBoeoOpasHoe IIpe-
TBOpeHMe B 3014ecTBe. dacasbl 3jaHU CTa-
JIV OTJIMYAThCS UCKIHYUTEIbHOM! CJI0KHO-
CThI0: TUOKUeE U IIOJBYDKHBIE TeKyuure Gpop-
MBI, pe3K0 BBIIBUHYTHIN pesibe KapHU30B,
KOJIOHH U IIOPTHUKOB, KPHUBOJIMHENHBbIE
ouepTaHUs (apXUTEKTypHAas IIJIOCKOCTH
CTaHOBUTCS UCKPUBJIEHHOMN WU U3JIOMaH-
HOM, UCII0JIb3YIOTCS BHITHYTBIE U BOTHYThIE
II0BEPXHOCTH, BUTBIE KOJIOHHBI U T. JI.).
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OmHMM 13 06pasIioB BCEro IIepeyncIeH-
HOTO0 MOXKHO CUUTaTh IepkoBb CaH-KapJio
B Pume (eé mosiHoe Ha3BaHUe: CaH-KapJio
asute Kyatpo ®oHTaHe, 1634-1667). 3TO ILIOL,
¢aHTasuM HUTAJIBIHCKOIO apXHUTeKTopa
®dpaHuecko boppomunu (1599-1667), Ko-
TOPOI0 IIPUUYMUCILIOT K CAMBIM OJIeCTAIIIAM
MacTrepaM IPUYYAJIABO-KUBOIIMCHOTIO CTH-
JIs1 6apOKKO. B II0JIHOM Mepe 0CO6eHHOCTH
II0/I060HOTO CTHUJIA IIPUCYIIIU U BHYTPeHHe-
My OGJIMKY COOpPY>KeHUM BOppOMUHU, UTO
B JJaHHOM CJIy4ae JOIIOJIHSEeTCS POCKOIIIBIO
CKYJIBIITYPBI, POCIIHCEMH, JIEITHUHBI ¥ Pa3HO-
obpasueM MaTepHaJIoB. COBepIIIeHHO II0Ka-
3aTeJIbHBIU o6pasel] — MHTepbep LePKBU
CaHT-AHBEé3e B PMe.

B Poccuu uiero NOgUEPKHYTOrO AUHA-
MH3Ma BeJIMKOJIEITHO I1epe/iaBajl B apXUTeK-
TYpHBIX popmax Bapgoaoméii Pacmpén-
au (1700-1771, o ero oTIle, CKyJBIITOpPE
BaprtosoMméo PacTpéiiu 6ygeT YyIIOMIHYTO
II03>Ke).

Korza MBI BXOAVIM B IJIaBHbIM BeCTUOI0JIb
€ro IIPOCJIaBJIEHHOI0 TBOPEHUS — 3UMHEro
aBopua (I[letepOypr), Ie HBIHE pacriosara-
eTCd 3HaMEeHUTHIN JPMUTaK, U HaUMHaeM
nogHUMaThcA 10 MopaaHCKOM JIeCTHHUILE,
TO BMECTO YETKHUX, IIPSIMBIX JIeCTHUYHBIX
MapIlei HaX0/IUM TeKy4e-U30THYThIe 0Uep-
TaHUs KaK JIMHUU IIepUJI, TaK U GOPMBI
CTyIIéHEN — TaKUM 06pasoM, XapaKTepHO
6apo4yHasi KpUBOJHMHENHOCTb IIpefCTaB-
JIeHa 3leCh KakK OBl «B KBajpaTe». CTHJIb
6apOKKO 3agBJdeT 0 cebe TYT U B Pe3KO Co-
II0CTaBJIEHHBIX IIBETOBBIX KOHTpacTax: Oe-
JIOCHEKHBIN MPaMop JIECTHUIILI U TEMHEIe
KOJIOHHBI (3TO HAaIIOMUHAaeT XapaKTepHbIN
111 6apOYHOM >KUBOIIMCH KOHTpACT «be-
JIOTO» U «YEPHOIr0», 0 UEM peub BIIepeau),
a pPALOM IycTas I1030JI0Ta C Ype3BhIYaiiHO
YCJIOKHEHHBIM PUCYHKOM JIEITHUHEIL. 1 BO
BC&M — 0co6asi pOCKOIIb IIBIIITHOIO IBOPIIO-
BOI'O MHTepbepa.

YHUKaJIbHBIM IIPUMEPOM pacTpesLIueB-
CKOI'0 AMHaMH3Ma cjefyeT cuuTaTh EKa-
TEePUHUHCKHH aBopeln B I[apckoM Ceie
(upIHe T. IIYIIKUH), CTPOUBIINICA B 1752-
1757 romax. Ero IBIIHBIN U Ype3BbIYaHO
IPOTSHKEHHBIN, TPEXCOTMETPOBBIU dacap,



2021, Ne 1 %;

IM0OXU MHUPOBOM XY 0’KECTBEHHOMN KYJILTYPHI

BBIXO/AIINH B ITapK, OTJIMYAEeTCs HEBEPOSIT-
HBIM 00raTCTBOM U pasHoobOpasueM GpopM.

CJIO’KHOCTb apXUTEKTYPHOU KOMIIO3U-
WU 3aKJIKYaeTcsI B eé MHOTOCOCTABHOM
CTPYKType: IIapKOBBIM dacajg COCTOUT U3
BepeHUIbl MaiblX pacazoB, KakKbll U3
KOTOPBIX BBIZIep>KaH B CBOEM poje. O6be-
OUHsSeT UX U30LIPEHHAsA CI0KHOCTh U He-
IIpepBIBHOE OOHOBJIEHNE YWIeHeHUH U $opM
(06paboTKa TOBEPXHOCTH, PUTM BBICTYIIOB,
CKYJILIITYPHOE YOPaHCTBO, BCEBO3MO>KHbIE
TUIIbI OKOH, HAJIMYHUKOB, KOJIOHH U T. JL.).
9TO MHOTrOOOpa3sre yBeHYaHO B3JIETOM 30-
JIOTBIX KYIIOJIOB ABOPILIOBOU IIepKBH, UTO K
6apOYHOMY CTHJIIO O0IIeeBPOIIEeNCKOT0 CTU-
JI TIPUCOeUHSeT YHUCTO PYCCKUM MOTUB C
O4YeHb OPUTMHAJIbHOU TPAaKTOBKOM JIYKO-
BUYHOU GOPMBI KYIIOJIOB.

MyssIKaJIbHOE MCKYCCTBO 3II0XU bapok-
KO BbIpaboTasio CBOU GOPMYJIbI ABUTATEIb-
HOM IMHaMUKH, KOTOPbIe YCIOBUJIUCH 000-
3HavaTh CJIOBOM MOMopukda. /leiCTBUTeIb-
HO, B psifie cJIyyaeB 3TO CaMbIX HAaCTOSII[UMN
«MOTOp», paboTarIinuii 6e30CTaHOBOYHO,
B He3aMHUparollley IyJabCaliiy, U BeJIUKO-
JIEITHO BOILIOIAIOIIUY COCpe0TOUYeHHBIN
PUTM CO3UaTeJbHBIX IIPOIIECCOB.

Takoro poja 3Heprur BeJUKOJIEITHO
IepefaBajl B OBICTPBIX YaCTIX CBOUX HUH-
CTPYMEHTAJbHBIX KOHIIEPTOB UTAaJbSH-
CKUM KOMIIO3UTOPp AHMOHUO Buedvou
(1678-1741). 3aocTpéHHOEe BBIpaXeHUeE
MOIIHBIN ABUTaTeJIbHBIN HAIIOp He pas I10-
Jyd4aj B My3blKe HoedHHa CebacmbsiHa
Baxa, yeM-T0 HartoMUHasg GecriepeboHO
paboTariui MexaHusM. IIo06HOe MOX-
HO BCTPETHUTH y Hero la’ke B MUHUATIOpaXx,
IpefHa3sHa4YeHHBIX [IJIs1 HAYUHAKIUX MY-
3bIKAaHTOB — HAaIIpUMep, B OJHOU U3 ero
MaJsieHbKHUX IpeJIrouii 111 Kiaasupa (Ma-
JIeHbKas IIpeJII0Us 0 MUHOpP, KOTOpas B
yKasaTeJse 6aX0OBCKUX COUMHEHUN YU CIIUT-
¢4 110K HoMepoM 999).

Oco6ble IrpaHU KU3HEI0Us IIPUHEC C
CO60¥ CTUJIb POKOKO, KOTOPHIM BO3HUK BO
dpaHIIMH yrKe Ha 3aBepIlIarolluxX CTafAusIX
aroxu. U1 ecsu «Ha BXoze» (BTopas II0JIO-
BuHa XVI Beka) 6apOyHOe HUCKYCCTBO Ha-
YUHAaJIOCh C MaHbepHU3Ma, TO «Ha BBIXOJie»
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(mepBasg nmostoBuHa XVIII cTO/IETHS) OHO BO
MHOI'OM TpaHCGOPMHUPOBAIOCH B POKOKO.

CTUJIb 3TOT OTJIMYAJICA CBETJION, 6e33a-
60THOMH, «CHO6apPUTCKON» HACTPOEHHOCTHIO,
IIepeBO/id e/iBa JIK He BCE B ILJIOCKOCTh Ha-
CIa)KeHUs, JIETKOCTH, IIPa3gHOro Ccyile-
CTBOBaHUS, 6eCIIeYHOM UTPHL. 3a4acCTyI0 TO
OBLII0 UCKYCCTBO HETJIYOOKOe, II0/9ac Jake
II0BEPXHOCTHOe, HO eMy HeBO3MOKHO OT-
Ka3aThb B 00adTeJbHOM, pacIioJarariiei
K cebe U3AITHOM Ipallio3HOCTH U 3JIeTaHT-
HOCTH. BOT 1oueMy ¢uUIypupyeT U Apyroe
0603HayYeHUe 3TON MaHephl — 2A/IAHMHbLIU
CMu/b, 4TO CIIpaBeJIMBO, IIOCKOJIBbKY OH
OBl CBI3aH C aTMOCdepor CBETCKOU >KU3-
HU, U 3HayeHHe QPaHIy3CKOIO CJIOBA 2a-
AAHMHBLIL (YUMuewblil, 8e)4CAUBbLI, U3bICKAH-
Hblll) KaK HeJIb3s1 60Jjiee 0TpaskaeT CyTh JaH-
HOTO Xy/[0’)KECTBEHHOI'0 HallpaBJIeHUs.

CTHJIb POKOKO 3aTPOHYJI BCe BHUABI HC-
KyCCTBa, HO CaMble 3HaUUTeJIbHbIe Pe3yJib-
TaThI IPUHEC B )KUBOIIUCH, apXUTEKTYPHOM
UHTepbepe U My3bIKe.

JKueonucbt pOKOKO OTJIMYAeTCs U3dllle-
CTBOM U [IeKOPaTUBHOCTHIO, B €€ CIOKeTax
IIOYTH BCerjla IPUCYTCTBYeT TaKoe JII000-
IIBITHOE CBOMCTBO: KapTUHBI HAaIlOMUHA-
IOT TI[aTeJbHO OTPEeKUCCUPOBAHHBIE Tea-
TpaJIbHbIEe ClleHKHU. OC06YyI0 TOHaJIbHOCTh
rprobpeTaeT U KOJIOPUT — IIPU BCeU Kpa-
COYHOCTHU OH CTAaHOBUTCS MSITKUM, U3bI-
CKaHHBIM, YYThb OJIEKJIBIM.

MICTOKOM POKOKO B KUBOIIHCH ITOCJTY>KILIO
TBOPUYECTBO QPAHIIY3CKOTO XyL0KHUKA AH-
mydaHa Bammé (1684-1721) co cBOMCTBeH-
HOM eMy TPeIleTHOCTHI0 PUCYHKA U U3BICKaH-
HOU HEKHOCTBIO I1acTeJIbHBIX TOHOB.

OxHa U3 XapaKTepHBIX ero pabor —
«[Ipa3gHuK J06BU» (Mexxay 1717 u 1719),
I7le B ITapKe y CTaTyd 60TUHU JIt06BU Adpo-
IWTHI, COIIPOBOXKAAEMOM AMYpPOM, JaMbl 1
KaBaJlephbl PasbIrPhIBAIOT ralaHTHBIE CLIEH-
KU (11 6).

[To>kanyi, ¢ HaubOJIbIIEeN MOJHOTOU
CTHUJIb POKOKO BBIpasuJ cebsi B apxumex-
mypHom uHmepuwepe. Eciiu B XVII cTosreTun
HHTepecC 30YUX OBLJI COCpef0TOYEeH Ha
OTPOMHBIX MOHYMEHTAaJIbHBIX [IBOPIIOBO-
IIapPKOBBIX KOMILJIIEKCAX, TO B IIePBOM I10JI0-
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Ha. 6. A. Bammo. «IIpasdHuK A1068uU».
Okono 1717. Xoacm, macao. 61x75.
/JIpe3deHcKas kKapmuHHasa zaaepes, /[pe3oen, I'epmaHus

BuHe XVIII BeKa B IleHTpe BHUMaHUA OKa-
3BIBAIOTCS HEOOJIBIIINE IBOPIIOBbIE 3aHUs
U TOPOACKHe 0COOHIKHU. [IpryéM 0CHOBHEBIE
YCUJIUA apXUTEKTOPOB OBLIM HallpaBJIeHbI
Ha MHTepbep 3TUX IoCTpoeK. [ToTpebHOCTH
pecrieKTabeJIbHOT0 apUCTOKPaTHYECKOTO
ObITa BBIIBUHYJIU Ha IlepeJHUM IJIaH Ta-
KHe KayecTBa, KaKk KOMQOPT, MHTUMHOCTD
U HelIpeMeHHas OPUTHHAJILHOCTEL. IMEHHO
9THU IIOTPEOHOCTU U Y 0BJIETBOPUJ CTUJIb
POKOKO C ero M3bICKAaHHOM POCKOIIBIO,
3aMBICJI0BATO-3aTEeUJIUBEIM KOHTYPOM H
Y4acTO HApPOYUTOHM aCHUMMETPUYHOCTEHIO
00111e}1 KOMIIO3UIIUU U €é OT/eJIbHBIX Jie-
TaJIemn.
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C 110f06HBIMU YCTPEMJIEHUSAMMU OBLII CBS-
3aH paclBeT 0eKoOpamueHo20 UCKYyccmad.
JlekopaTUBU3M POKOKO OIIpefesIsiihu Bce-
BO3MO>KHbIe KUBOIUCHBIE 3QPEeKTEHI, 00-
11asg HapsaAHOCTD OTAEeJIKH, IIPUXOTIUBOCTD
IIPUYYJIMBO-U30THYTHIX IMHUMY, CII0KHEN-
IIIMe JIeIIHble M Pe3HbIe y30PHI, 3aBUTKH,
pacTuTesIbHBIe I100eTH, IIBETHI, TUPJITHBL.
[leHTpaJIbHLIM MOTHBOM OpHaMeHTaJIbHOM!
KOMIIO3UIIUM YaCTO CTAHOBUTCS CTUJIM30-
BaHHOe U300pa’keHHe PaKOBUHBI — TaK Ha-
3bIBaeMbIH poKaii/b (0OTCIO/A U IIPOU30IIIET
TEPMUH POKOKO). [[Ji1 BHYTpeHHero yopaH-
CTBa IIOMeIleHUN IHUPOKO IIPUMEHSIIUCH
MHOTOYMCJIEHHBIEe 3epKaja CaMBIX IIPH-
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UyIJINBBIX OUepTaHUM, KpacOUHble KOBPHI
U >KUBOIIMCHBIEe IIaHHO C aJIJIeTOPUSIMU,
MUQOJIOTUYECKUMU CIIeHaMU, TaJIJAaHTHBIMU
IpasgHecTBaMU, GaHTaCTUUYeCKUMU CHOOKe-
TaMH U MOTUBaMHU BOCTOYHOM 9K30TUKH.
Co BpeMeHeM BCé 3TO IIpUIILIO U B Poc-
cuw. IlepsioM pacTOYUTEJIBLHO JeKopa-
TUBHOTO, POCKOIITHOTO PYCCKOIO POKOKO
CTaId UHTepbephbl KuTalickoro gsopna B
OpaHueHb6ayMe (HbIiHe JIOMOHOCOB, 0GJIH3
[TeTepbypra), B TOM 4HCJIe HaXOLAIHeCs
B 9TOM ABOpLie PapdopoBhIii KaOMHET U
CTeKJIsSIPyCHBINl KaOUHeT (CTeKJSAPyC —
pox, 6ucepa: pasHOLIBETHBIE CTEeKJISTHHbIE
TPYOOYKH, UCII0/Ib3yeMBbIe B IEKOPAaTUBHBIX
Iesgx). Bo BTOpOM M3 HUX 4Ype3BBIYANHO
IIpUMedaTesIbHO [TaHHO, 3aHUMaloIIlee BCIO
CTEHY U 3aII0JIHEHHOe BCeBO3MO>KHOM 3K30-
THUKOU )KUBOTHOTO U PaCTUTEIHLHOI0 MUPA.
B Mys3bIKaJbHOM HCKYCCTBe 0OPHCOBKA
0C060T0 H34IecTBa U Ipaljlo3HOCTH IIO-
Besla K MUHHATIOPU3MY: C TOYKHU 3peHUS
MacIITaboB 9TO 6bLIA, KaK IIPaBUJIO, Ibeca
HeOOJIBIIINX Pa3MepOB KU CIOUTAa, COCTaB-
JIeHHas U3 psfia Takux npec. Pakrypa oT-
JIn4asach IIpO3pavyHOChIO, & 3By4aHUE —
KaMepHOCThI0 (HeCKOJIbKO MHCTPYMEHTOB,
a elré yaile KjJaBeCHH solo). Tuxuii, neiu-
KaTHO-X0JIOJTHOBATHIM TeMOp KJaBeCHHa
KaK HeJIb3d JIydllle OTBedas «XOpoIleMy
TOHY» (QpaHIy3cKoe bon ton) N36pPaHHOTO
00IIleCcTBa, ero YTOHYEHHBIM BKYyCaM, HU3bI-
CKaHHBIM MaHepaM U apUCTOKpaTHYeCcKo-
MY 3TUKeTy. BOT moueMy CUHOHUMOM CTHJIS
POKOKO CTaJsI (PpaHUY3CKUU KAABECUHU3M.
[lenTpasnbHasg ¢Urypa 3TOM IIKOJIBI —
®PpaHcya Kynepén (1668-1733). Ero Mma-
Hepy OTJIMYaeT Irpallio3HOCTh MeJIouYe-
CKOTO PHCYHKa, IIPUXOTJIUBAsI PUTMHKA,
IeTaJIUu3UPOBaHHBIN IIITPUX, HACBIII[eHHas
OpHaMeHTHKa (061Ire MeJU3MOB, TO €CTh
yKpalieHu). I0BesrpHast O0TAeIaHHOCTh
$aKTypsl MOXKeT BBI3BAaTh aCCOLIUAIIAU C
6ucepoM, C BBIIIMBKOM KeM4yrom. B oT-
IleJIbHBIX IIbecaxX XPYIIKOCTh 3ByKOBOM TKa-
HU I0BeJleHa 10 TaKOU CTeIleHU, YTO MY3bl-
Ka HauyWHaeT HAIlOMUHATL $papPopoByrO
CTaTy9TKY (M3/1H06/IeHHBIN KaHpP [IPUKJIa]-
HOM CKYJIBIITYPHI POKOKO) MJIN KaKyH0-JIH00
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IparolieHHyIo0 0e3reyIiKy. 113 counHeHU
KynepeHa, HallMCaHHEBIX I KJIaBeCHHA,
OUeHb [I0KasaTeJbHA B JaHHOM OTHOIIe-
HuH CrouTa Ne 23.

B KOHEUYHOM CU€Te HCKYCCTBO POKOKO
OBLIIO YCTPEMJIEHO K CBeTJION yJBIOKe, pa-
LY>KHOMY CBeTY, «JIETKOKPBLJIOM» PafOCTH.
Kaxk BrIpasuicga OgUH U3 BeAYIIUX HeMell-
KHX KOMIIO3UTOPOB, Pab0TaBIIUX B 3TOM
ctuine, I'éope Puaunn TéaemaH (1681-
1767), «My3blKa 00/HCHA NEHUMbCS, KAK
wamnaHckoe». I1of06Hy0 HaCTPOEHHOCTH
IIPEBOCXOHO IIepefaeéT OMMH U3 «IIIAre-
poB» IepBoM 1mos10BUHEI XVIII Beka — 10-
nyasapHeiiee Badinerie ([bagunpul, ¢p.
wymxka) u3 opkecTpoBou CrouTsl Ne 2 baxa.
Costupyrolad 3fechb ¢ureiiTa (Tak ke, Kak U
KJIaBeCHH, OHa Obljla U3JIH00JIEHHBIM TeM-
O6pOM MyY3BIKH POKOKO) 6YKBaJIbHO UCKPHUT-
Cs ’KUBOU PafoCThI0 )KU3HU, UTPOU «COJI-
HEYHBIX 3aMYHKOB».

Kak moMHuM, s3ntoxa bapoKkKo CBOE Ha-
3BaHMe II0JIyYnsIa I10 ONHOUMEHHOMY CTHU-
JI10 (6apOKKO), KOTOPBIM TOCIIO/ICTBOBAJ B
€BPOIIeVICKOM UCKYCCTBe C cepeuHbI XVI 110
cepenuHel XVIII Beka. 3aBepImass paccMo-
TpeHUue CTUIA 6apOKKO, 0OpaTUMCS K Ta-
KHM ero CBOMCTBaM, KaK KOHTPaCTHOCTb,
¢aHTasugd U 6apOUYHBIN TeMIIepaMeHT.

UTo KacaeTcqd XapaKTepHOH i1 6apoK-
KO Pe3KO BBIPpa’KeHHOM KOHMpAacmHocmu,
TO KaK pas 0 KOHTpPacCTax, JOBOSUMBIX 10
YPOBHS aHTHUTeE3, U IIIJIa peYb 0 CUX IIOp,
U y>Ke TOBOPHUJIOCH, YTO UMEHHO B 3TOM CO-
CTOUT KJIFY K IIOHUMAaHUIO 3I10XU bapoKKo.

O4yeHb IIHMPOKO HCII0JIHL30BaJICA IIPHH-
IJUII KOHTpacTa B My3bIKe. He ciy4anHO
TOTJia BIIepBEIe B IIPAKTHUKY BOIIIEJI IIPUEM
OUHaMHUYeCKOI0 COIIOCTaBJIeHUs piano —
forte (Tixo — rpomKo). Ero crierimuyeckum
BapHUaHTOM CTaJI0 «9X0» — HU3JII00JIEHHBIN
3BYKOBOM 3Q$eKT TOr0 BpeMeHU: KpaTKas
¢pasa, mpo3ByuyasIiag forte, TyT Ke IIOBTO-
pseTcd Ha I;1yboKoM piano. Ob1iiee TAroTe-
HHe HCKycCTBa bapoOKKO K paccMaTpHBae-
MOMY KaueCTBY OBIJIO HACTOJIBLKO BEJIHUKO,
4TO KOMIIOSUTOPEI CTPEMHUJINCH II0Yac K
COBMEIIEHHI0 KOHTPACTOB He TOJIbKO IIO
TOPU30HTAJIH (IlepeMerKaroliie JpyT Apyra
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3IIM307b1), HO U I10 BEpTHUKAJIH, TO eCTh B O/
HOBPEMEHHOCTHU.

OpuruHaJbHYI paspaboTKy TaKoU
HUJier, TeXHUYECKHU TPYAHO OCYIeCTBUMOM
B My3bIKe, HaXoAuM B Marauukare uTa-
JIbSTHCKOTr'0 KoMIiosutopa Kadyouo MoH-
meeépou (1567-1643, mepBBIN KJIaCCHUK
MUPOBOM omepsl). Maruupukar (0T mep-
BOTO CJI0OBa JIATUHCKOT0 TeKcTa Magnificat
anima mea Dominum — Beaudum dywa
Mmos I'ocnoda) — IIpoU3Be/ieHUe Ha eBaH-
reJIbCKHUM CIOXKeT O biiaroseljeHHUH, II0
dbopMe 1 MaciiTaby 6IU3KOe KaHTaTe WU
la>ke OpaTOpPUMU.

BIvacTH Ha3BaHHOI'0 IIPOU3BEIeHU C CO-
BEPIIIEHHO 0CsI3aeMOM OTUYETIUBOCTHIO IIPO-
THUBOIIOCTaBJIAIOTCA [JBa 3BYKOBBIX ILJIacTa:
HUKHUH, U3JI0’KEeHHBIA B IIPOTKEHHBIX
IJIUTeJIbHOCTSIX — TATyYe-CyMpayvHblii, THe-
TYII[HUH II0 CBOEMY XapaKTepy, U BepXHUY,
IIO/IAaHHBIA B 0)KUBJIEHHOM [IBU)KEHUH, CO-
BCeM WHOMU II0 CKJIaJy — BBICBETJIEHHBIH,
IIPUXOTJIMBO-UTPOBOM (JaHHAs, OCHOBHAasA
JIMHUS, B CBOIO OUepe/ib, IIOCTpOeHa Ha He-
IIPepLIBHOM OOBITPBEIBAHUU 3G deKTa «3X0»).
ITOT CMeJIBIN U IPKUM paMaTyprudyecKuu
MOHTAaX II0 CMBICJIy IIPOYUTHIBAETCSI KaK
XapakKTepHBIN [yI1 6apOYHOI0 MHUPOOIY-
IIIeHUs aHTaroOHU3M JBYX HayaJl — MOHa-
LIeCKU-aCKeTUYHOT0, «MOTHUJILHOTO» U JKU3-
HeJIFDOUBOTO, FOHOTO.

B )KMBOIIKCH IIPUHITUII KOHTPACTa C 0COo-
6011 I10C/Ie/10BaTEILHOCTHIO 3asIBJIAII O cede
B TaKOM Ype3BbIYaMHO YCTONYHUBOM IIpU-
éMe, KaK II0[YEPKHYTO pe3Koe COII0CTaBJIe-
HHe CBeTa U TeHHU. B 3TOM, KaK ¥ BO MHO-
TUX IPYTUX OTHOIIIEHUAX, OMHUM U3 CaMBIX
PaHHUX [IPOPHIBOB B CTUJIMCTUKY 0apPOKKO
HY>KHO CYUTATh KapTUHY «CBATasA HOUb»
(oxos10 1530) UTAIBAHCKOTO XYOOKHUKA
AHmOoHuo Koppédarco (okoso 1489-1534).

B meHTpe 1mosioTHa — Mapus C TOJIBKO
YTO poguBIIHMMCSA XpucToM. KoJIOpUT HOU-
HOT'O OCBeIlleHUs IIpuoOpeTaeT 3[eCh CO-
BEPIIEHHO OIIpe/le/IEHHYI0 00pasHO-CMBIC-
JIOBYIO HaIIpaBJIEHHOCTb: CHUSHHE, HUCXO-
Isiinee oT MuiafieHIia, cO00IlaeT COOBITHIO
XapakTep 4yza. B CIIJIOIIHOM CBETOBOM IIO-
TOKe — JIMII0 F0OHOM Ma/loHHEI, CKJIOHEHHOE
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HaJl HOBOPOXKIEHHBIM, OHO II0JIHO PalOCTH,
HEe>XHOCTH U JII0OBU.

Bcé octasbHOe IIpeACcTaéT B 0TOJIECKAX
9TOI'0 CHUSHUS. ITO BCE OCTa/IbHOE HaIlOIHe-
HO XapaKTepHBIM /I UCKYCCTBA bapoKko
IIOBBIIIIEHHBIM JUHAMU3MOM, UTO HaXOUT
ce6s1 B 9HEPTUYHBIX 1103aX IIepeJHUX QUTyp
U B CJI0KHOM [MarOHaJIbHOM II0CTPOEHUH
rnosioTHa. [IpuMedyaTeseH M [LOIIOJIHSAIO-
I KOHTPACT: C peaJbHOCTHI0 OCHOBHBIX
nepcoHake! (Bkirouasa Mocuda, KOTOpPBIH
B T€MHOTEe 3aHAT C MYJIOM, — IITPHUX IIO-
BCEJHEBHOCTH) COIIOCTaBJIEHEI I1apsAIie B
obs1ake QUIYpHI HEOOKUTEJIEHN, OCBAIIAl0-
ITYX ITPOUCXO/IsIIlee Ha 3ITOM YIOJIKe 3eMJIN
(MHUCTHYECKUH aKIIeHT).

CHOII IpKOTO CBeTa, IIPOH3AIII[UI TEMHO-
TY, BBIXBATHIBAIOIIUH QUIYPY JIUO0 IIpeiMeT
U3 poHA WU OKPY’KeHHUs U BbICBEUUBAlO-
IIIUH UX CJIOBHO JIYYOM IIPO’KEKTOPa — BOT K
KaKoMy 3QPpeKTy 4acTO CTPEMUIUCE XY/07K-
HUKU Bapokko. OHUM U3 IIEPBBIX K 3TOMY
CUJIBHOJEHICTBYIOIIlEMY CPeJCTBY CTaJsl II0-
CTOSTHHO ITpuberatb TUUUAH.

B ero kapTHHe «XpHCcTOC-BCcegepiKUTeIb»
(1560-e rozip1) 06pas BCeBUAIIETO U BCE3Ha-
rortero borouesroBexa BBICTYIIAeT U3 Mpaka
MHpa CBeTOYeM MY/JPOCTH U BBICIIIEH yXOB-
HOCTH (WJI. 7). JIUIT0 CBETUTCS U3 OBaJIa YIOJIb-
HO-YEPHBIX BOJIOC, OKAMMJIEHHBIX OCTPHIMU
CBeTOBBIMU ITyyKaMU HUMOA. U el11é BbICBe-
YeHB] PYKU: OJJHa B )KeCTe KPeCTHOIO 3HAMe-
HUd, npyras (Kak O0bl USHYTPU CBETHIIASACS)
IeP>XUT TEMHBIN I1ap C peJKUMU IIATHAMU
BBICBeTJIeHUA. CHMBOJIMYECKUN CMBICII I10-
I06HOT0 KOJIOPUCTHUYECKOTI0 PellleHUs COBEP-
IIIEHHO SICEeH: [10 Yero MaJIo CBeTa U 6Jiara Ha
39TOM MpavyHoOU 3eMire!

ITo TaxOMYy >Ke IIyTH IIOAUEPKHYTOI'0 KOH-
TpacTa «CBeTa» U «TbMBbI» HepegKo LU U
Te KUBOITUCIIBI, KOTOPBIX OOBIYHO ITPHUYKC-
JIIOT K peaysctaM. OnuH U3 HUX — Juezo
Beaackec (11os1Hasa pamuins — Pogpurec e
CruibBa Besackec, 1599-1660). B «IlopTpeTe
IO>KHJIOT0 MY>KYHMHEI C KPeCTOM Op/eHa
CaHT-Aro» OH JaéT IPKO OCBEIIEHHOE JIUI0
Ha HelIpOHUIlaeMOM YEpPHOM QOHe CTeHBI U
OZle>KZbl. ITOT KOHTPACT «0esIoro» U «4ép-
HOI'O» B COeJMHEHUU C HACTOPOKEHHBIM
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Ha. 7. TuyuaH. «Xpucmoc-Bcedepicumesby.
Ok. 1570. Xoancm, macso. 96x80.
TI'ocydapcmeeHHblil Ipmumadic. CaHkm-Ilemep6ype. Poccus

B3IJISIJIOM U TEPSIIOIIENCS B TKAHU KOCTIOMa
CBepKaroler 3sMeHKON 30JI0TOM IeII0YKU
HOoAUYEépKUBaeT 60JIbIlIOe BHYTPEHHEe Ha-
IpsKeHHe CAHOBUTOIO IIepCoHaka, ero ro-
TOBHOCTb K IIPEBPAaTHOCTSIM CYJbOBI — K TEM
IIPeBPaTHOCTAM, KOTOpPhIe TaK aKIleHTHPO-
BaJIUCh B CO3HAHUU 4YeJioBeKa bapoKko.
Emé ogHO Ba)kKHOe KauecTBO CTUJIA Oa-
POKKO CBOE COBEpPIIIEHHO OIIpefeIEHHOe
’KaHpoBOe 0003HaUeHHe IOJIyYUJI0 B My-
3bIKe TOH 3II0XU — aHma3suu. Cpasy xe
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OTOBOPUMCS: B XapakTepe paHTasuU B Te
BpeMeHa 4acTo CO3/[aBaIuCh U MY3bIKaJIb-
Hble IIbeChbl TUIIA IIPeJIIUM, TOKKAT, Ka-
IIPUYYMO U T. I. XapaKTepHbIM IIpUMepOM
Ha 3TOT CYET MOYKHO CUMTATh KJIaBUPHYIO
Ibecy ¢paHIy3CKOT0 KOMIIO3UTOpa KdHa
duaiunna Pamo (1683-1764) «IlepeKauKa-
HUe ITHUI».

CHUJIbHEMIYI0 CKJIOHHOCTh K GpaHTasuu
1 QpaHTasUMHOCTH KaK CII0CO0Yy Xy/oxKe-
CTBEHHOI'0 MBIIIIJIEHHUS 0OHapYy>KUJIH U OC-
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TaJIbHbIe BUJbI KCKYCCTBA, B TOM YHCJIe )KU-
BOIIUCH. ITO HAXOUJIO Cebsl B IPUCTPACTUU
K HeOOBIYHOMY, IIPUUY/JIMBOMY, B 06paiie-
HHUU K MaTepHaJly, IIopa)karwllleMy CBOeH
PELKOCTBIO U 9K30TUYHOCTBIO.

KpymHeninmui macTep TOJIJIaHLCKOIO
nemzaxa Ako6 eaH Péiicdoan (1628 nau
1629-1682) nuiiet «JIecHOe 60JI0TO» KaK
YTOJIOK [1eBCTBEHHOM, JUKOM IIPUPOBL. Bo3-
MO>KHO, OHO CYII[eCTBOBAJIO B peaJibHOCTH,
HO Jla)ke B 9TOM CJlydyae IIpUMevaTesbHO
CTpeMJIeHHe XY[0’KHUKa OTBICKAaTh U 3a-
¢UKCHpOBaTh B KpacKax I1o1o6Hoe. Tak i
HHaue, BCE 3/1eCh IIPeJICTaéT B HEOOBIYHOM
pakypce, obpaliarT Ha cebd BHUMaHUe UC-
KPUBJIEHHBIE CTBOJIBI ¥ Cy4bs. B cormmocTas-
JIEHUU C )KUBBIMHU CyIlleCTBaMHU (OXOTHUK
BJlajleKe U BCTPeleHyBIIasiCcd yTKa BOJIU-
3U) JepeBbs KaXyTCsd OTPOMHBIMHU, [ake
[IUKJIOIIMYeCKUMHU. TaK CKJIaZbIBaeTCsa He
TOJIBKO TaWMHCTBEHHO-CYMpPaydyHBbIN, HO U
IOYTU paHTACTUYeCKUU JaHAIIadT.

OfHako ecyd B Ileisarke Péricmasia mpu-
XOUTCA rajfaTh, MOIJIO OBITH TaKOe HJIHU
HeT, TO B KapTUHe Iab I'peko «Toaéno»
(1604-1614) n3o6parkéH peayIbHO Cyllle-
CTBYIOIIIUM HUCIIAHCKUU TOPOJ,. XYIO0KHUK
IycaJ eé 6ojiee [eCATH JIET, U B JaHHOM
clydae HaM IIOHSATHBI «MyKH TBOPYECTBa».
PeasIbHOCTH [AJI9 BBIZAIOIIETOCS MacTepa
6bl1a TOJIBKO UMITYJILCOM, X OH CaMbIM akK-
TUBHBIM 00pa3oM IIpeobparkajl v Imepecos-
ZlaBaJjl eé B COOTBETCTBUU C CYO'beKTUBHOU
UTPOU CBOEro BooOpakeHUs. Pe3ysibTaToM
CTajJla UCKPUBJIEHHO-U3JIOMaHHAas II0JI0-
ca TOPOJICKOTO CHJIy3Ta, 3a’kaTast MexXIy
rpoMaZilaMu 3eMJId U Heba, II0JJaHHBIMU B
MpPayHO-IPpO30BOM KOJIOPUTE.

B ro1o6HbIX paboTax 6e3yaep>xkHasd GpaH-
Tasusd rpaHUYUIIa ¢ paHTACTUKOU U JIETKO
MOTJIa IIepeXoqUTh B Heé. C praMaHICKUM
MacTepoM HaTopMmopTa PpaHcom CHell-
depcom MbI yrKe BCTpedyasvch (BCIOMHUM
ero «PpIOHYIO0 JIaBKY»). ECTh y HETO U «KHU-
BOM» HaTIOPMOPT II0J Ha3BaHUeM «IITH-
YUl KOHLIEPT».

HaTropMOpT KUBOM, HO abCOJIFOTHO BHI-
OIyMaHHBIU. HauuHas C IIpeajioKeHHOU
CUTyallu¥, 0003HAYeHHOW 3aroJI0BKOM
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KapTUHBI, U KOHYasl TAKOM HeMBICIUMON
IeTaJIbl0: HaXOJAIasicsa B IleHTpe II0JIOT-
Ha COBa Jlep>KUT Iiepe] co60i pacKpbIThHIe
HOTBI, BBICTyIlasd B KayecTBe NUPMIKEpa.
['mnep6bosi3M 37ecb 06HApPY>KUBaeTCs BO
BCEM, B TOM UHCJIe B U300paKeHUU TaKo-
IO CKOIIMIIA BCEBO3MO>KHBIX IIePHATBIX U
B CHWJIbHeNIIeM aKIleHTe Ha JUKOBUHHBIX
CyllleCTBaxX, B OOPHCOBKe KOTOPBIX T'OCIIO/-
CTBYeT 3aBeZ0MO U30IPEHHBIN BEIMBICEJL.

B cBg3HU ¢ paccCMOTpeHHeM TaKoro Kaye-
cTBa CTUJISA 6apPOKKO, KaK ¢paHTasud U pas-
Ta3UMHOCTD, OT/IeJIbHOI0 PasroBopa 3aciuy-
JKHUBAaeT PyCcCKoe UCKYCCMB0 3TOT0 BpeMeHU.
OHO FIpKO U 0YeHb I10-CBOEMY 0TO3BaJIOCh
Ha 00IITre BesTHUS 3TI0XH.

K XVII cTosIeTHI0 BEICIIEro pacliBeTa
IOCTUTAET pyCcCKas 0epessiHHAsl apXumek-
mypa: 130bl, MeJIbHUIIBI, YaCOBHU, [IePKBU
U T. 1. — BCE 3TO pyOouau 6e3 rBo3feH U C
YAUBUTEJIBHOU XYy/I0’KeCTBEHHON BBIYM-
Koi. llleeBpoM JiepeBSIHHOI'O 304eCTBa
crasa IIpeo6paskeHCKasa epKoOBb B Kibkax
(ocTpoB Ha OHEXXCKOM 03epe, I7je HbIHe Ha-
XOJIUTCSI My3el-3all0BeJHUK PYCCKOH Jiepe-
BSIHHOU apXUTEKTYpPHI) (WL 8).

MHororsaBue, TO eCTb 06MIKe KYII0JIOB,
KaK Ba’KHeMIIas [IprMeTa PyCCKOIo XpaMmo-
BOTO 30/14eCTBa JOBEEHO 37eCh [0 IIpejie-
Jla — I1epKOBb UMeeT IBa/AlaTh [{Be IJIaBhl.
OHa oT/IMYaeTcs II0pasUuTeJIbHO 3aMBbICIIO-
BaTOM KOHCTPYKIIHEN, OTHAKO II[e/Ipoe pas-
HooOpasue ¢opM coOpaHO B eJUHBIU IIy-
YOK, YCTPeMJIEHHBIN BBBICH Ha 37 METPOB
U CBOe0OpasHO peaUu3yIIUU ITPUHITUIL
nupamMuzsl. ToHKasA, MacTepoBUTasA pabo-
Ta 06Hapy>KHUBaeT cebs B JIIOO0U JleTalu: U
B TOM, KaK JIaJ{JHO BCé IIpUTHAHO, 06pa3ysd
3aTeMINBO-IIPUXOTIUBBIN CUIYIT, U B TOM,
KaK MCKYCHO BBIIIUT Y30p OpHaMeHTa, CO3-
IAIoIIero TpelleTHYI0 BUOPAIIHIO Yelllyiiua-
TOU IIOBEPXHOCTH.

B xamMmeHHOM 3074ecTBe Pycu caMbIM H3-
BECTHBIM IIPUMEpPOM CaMOOBITHO-HAIHUO-
HaJIbHOU IlapaJsuiesy paHTa3UsIM 6apOKKO
MO>KHO CUMTaTh XpaM Bacuiusa BiaakeH-
Horo Ha KpacHoi1 1uromagu B Mockse (ero
«odpunaspHoe» Ha3BaHUe: [JIOKpOBCKUU
cobop, uto Ha PBy). HckiarwuuresbHas
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Ha. 8. IIpeobpasceHckas uepkoss 8 Kudcax.
1694-1714. Jlepeso.
TI'ocydapcmeeHHbLIl My3eli-3anogedHuk «Kuocu», Kapeaus, Poccus

MHOI'0COCTaBHOCTb KOMIIO3HUIIUU [0II0JI-
HeHa U30BITOYHBIM U300MIEeM e€é KOMIIO-
HEHTOB U 3JIEMEHTOB — CO3/aTeId XpaMa
(mpefIosiararoT, YTO UMHU OBIIM MacTepa
Bdapma u II6cmHUK) CJI0BHO ObI 3a/1a/IUCh
I1eJIbI0 IIPe/ICTaBUTh B OZTHOM COOPY>KeHUN
BCé MHOTOOOpasue HaI[MOHAJIbHOU TpaJu-
M. B UTOTe BO3HMKAeT BIleYaTJIeHUe 3a-
TEeUJIMBOCTH U HAPSAJLHOCTH, TpaHUYalIlen ¢
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I1eCTPOTOM, HAaIIOMUHAIOIIeN I[IBeTUCTOCTh
SIpPMapoOYHBIX KpacoK. XpaM IpeBpaIiéH B
CBOETr0 pojia KOpob uyzec, B CKa30YHBIH pac-
IIUCHOM TepeM.

VIIoMHUHaHUe 0 TepeMe TeM YMeCTHee,
4TO PSZIOM, Ha TEPPUTOPUU MOCKOBCKOIO
KpeMiig, HeCKOJIBKO I1037Ke OBLJI IIOCTPOEH
TepemHOu aBopen (1635-1639, macTepa
Basicén Ozcypuoe u Tpedpun Illapymun).
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B ero ob1reM 06/1MKe ¥ 0CO6EHHO B POCIIU-
CAX MHTepbepa C II0JTHOM HaIJIALHOCTBIO
IIPeJIOMUJIUCH YepPThl PYCCKOIO Y30POUbSL.
Y30poube B JaHHOM CJIy4yae — 3TO HACTOs-
LI XOPOBOJ, JKUBOIIUCHENIITNX HAPSATHBIX
Y30pOB, 3TO /10 Ype3BBIYAMHOCTU sApKad,
IIpa3fHUYHasg pacKpacka U 3TO B BBICIIeH
CTelleHU 3aTeMJIMBBIM BEIMBICE] (YacTo
GOJIBKIIOPHOI0 IPOUCXOKIEHUS).

[Tpoiigsa B XVII Beke KyJIbMUHAITUIO Ha-
[IMOHAJIbHO-CAMOOBITHOM 3K30THUKH, K KOH-
11y CTOJIETHS PYCCKOe UCKYCCTBO BCE 6oJiee
CKJIOHSJIOCH K aCCUMUJIAIIUU eBPOIIeHCKUX
$OpM Xy[I0’KeCTBEHHOTO MBIIIEHUd. B UX
CHUHTe3e C PYCCKHUM y30p0UYbeM BO3HUKIIO
TaK HasblBaeMOe MOCKO8CKOe 6apOKKO, UJIA
HHaye — HaPBIIIKUHCKUH CTUJIb, II0CKOJIb-
Ky MHOTO€ B IIOCTPOMKAaX 3TOr0 CTUJIA OBLIO
UHUIIMUPOBAHO JBOPSHCKUM CEMeNCTBOM
HapBIIIKUHEIX, COCTOSIBIIINX B POJICTBE C
JapCcKou paMUIuen.

HecCKoJIbKO 11037Ke, B CBA3U C pepopMa-
mu IleTpa I, B HOBOM cTosulle, [leTepbypre
(upiHe CaHKT-IleTepOypr), CKIaJbIBaeTCsa
PYCCKHU CTHUJIb y>Ke UHCTO eBPOIIeHCKOIo
TOJIKA. /IJI1 OuepTaHUM 3TOT0 CTHUJIA OUYeHb
II0Ka3aTeJIeH OTPOMHBIN pe3HO HKOHOCTAacC
ITeTpomnaB/10BCKOro co6opa (1722-1727, co-
60p HaxoxuTcd B [IeTponiaBJI0BCKOM KpeIlo-
¢ty B IleTepbypre). KOMIIO3UITH 3TOTO UKO-
HOCTaca JjajieKa OT IIPUBbIYHBIX CTaH/IapTOB
IIpaBOCJIaBUd: He Cepys UKOH, pasMeIléH-
HBIX B I10CJIeI0BaTeJIbHON HepapXyuu Psi0B
(UMHOB), a CBOOOIHBIN apXUTEKTYPHBIN aH-
caMb6u1b. [I[prMeyaTeIbHO, YTO CO3JJaH OH He
JKUBOIIMCIIaMH, & Pe3YHUKaMHU II0 IIPOEKTY
apxurekropa HedaHa 3apyoHo20.

BK/IIOUEHHBIE B 3TOT UKOHOCTAC CKYJIb-
IITypHBIE QUTYPHI ITIOJTHOCTHI0 COOTBETCTBY-
0T eBpoIleficKOM Tpagunuu. Ho HeMaso
37leCh U HAIlMOHAJIBLHO-CBOEOOPAsHOro —
B XapaKTepe BUPTY03HOH 06paboTKHU fiepe-
Ba, B CAaMOOBITHOU BBIAYMKeE. UeM elré naH-
HBI IIe/IeBP CMBIKAeTCs C 3CTeTUKOM CTUIA
6apOKKO, TaK 3TO 6e3yep>KHOM POCKOIIILI0
U IIOAUEPKHYTOM JKUBOIIMCHOCTHIO: 60raT-
CTBOM U pa3Hoob6pasueM [eKOpPaTHUBHBIX
MOTHBOB, OCJIEITUTEILHOM IBIIITHOCTHIO 30-
JIOTOTO yOpaHCTBa.
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Pycckoe HCKyCCTBO IIETPOBCKOM U I10CIIe-
IIeTPOBCKOM IIOPHI BOCIIPUHSLIO OT 3aIlaiHO-
ro 6apoKKO M CKJIOHHOCTh K OIITUYECKUM
abpdexTaM, YBOAAIIUM B CTUXUI0 WUJIIHO3U-
oHHU3Ma. OCO6eHHO 3TO IIPOSIBUJIOCH B POC-
UCIX I1adOHOB (TaK HA3bIBAIOT IIOBEPX-
HOCTbB II0TOJIKa, YKpallleHHYI0 KaKUM-JIH60
usobpakeHueM). Macrepa GpecKoBOM KU-
BOIIMCH J0CTUTAIN YIUBUTEIHHOTO «06Ma-
Ha 3peHUs», pUcys Hebo, obJiaka, JajléKue
IIPOCTOPHI U JIeTHIIMe B HUX QUTYPEL, CO3/a-
Bas WIJIH3HUIO IIPOPBIBA B O0JIBIIIOE OTKPHI-
TOe IIPOCTPAHCTBO.

OfuH K3 TaKUX IJIaQOHOB MOXKHO BU-
IeTh B yoKe yIloMuHaBlIeMcs Kuraickom
aBopue OpaHueH6ayMa, I7le BOCCO3aéTCs
daHTasuiHag II03TUKA CBOOOLHOIO II0JIé-
Ta: JIIOAU U IITULBI PEIOT Cpei 006J1aKOB,
TYMaHOB ¥ pa3BeBaIIIUXCS JPallupPOBOK.
IIpexpacHBIe CylliecTBa C paJloCTHOHN 6e3Ms-
Te>KHOCTBIO ILJILIBYT B Hebecax — TakK Ilepe-
naétcsa 6ecriofobHas peepust abCoOIIOTHOTO
BOCIIapeHUs HaJl 3eMHBIM, OOBIIeHHBIM,
TIOJTHBIN OTJIET OT PeaJIbHOCTU B MUD I'PE3.

Ocob6oro poza 6apouHas paHTa3usI —ymo-
nuueckuil pomaH. Ero UICTOKOM cTasia «VTo-
musi» Tomaca Mopa (1478-1535), HatMcaH-
Haq elé B 1516 roxy. BriocsencTsuy, yxe
Kak 6e3yC/JI0OBHO IIpHHAJJIe)Kallllie 3II0Xe
Bapokxo, nnossBuchk «['opog CorHIa» (1602)
Tommazo Kamnanénnwt (1568-1639), «Ho-
Bas ArsaHTUza» (1627) dpdHcuca b3koHa
(1561-1626), «IHO cBeT, vwuiu I'ocyapcTBa U
nmrepuu JIyHasl» (U3n. 1657) u «[ocygapcrBa
u umnepuu CostHIIa» (31, 1662) CasuHbéHa
Cupano de bepoicepaka (1619-1655) U T. 1.

B aTuxX KHUrax uepes ¢aHTasUUHBbIE
OIIMCaHUs, B IIPOTUBOBEC CYIIeCTBYIOIIeN
OUCTapMOHUM, yTBep>KAajsachk Medra 00
HUJleaIbHOM O0O0IIeCTBEHHOM YCTPOMCTBe.
AHaJIOTUYHBIe MOTHUBBI IIPEJIOMUJINCH U B
Macce JPYyIUX JUTepaTypPHBIX IIPOU3Beje-
HUU — HallpuMep, B poMaHe JocoHamaHa
Ceuiggma (1667-1745) «IlytemecTBus I'yi-
JuBepa» (1726). Bcé, 4To IPUBJIEKJIO 3HA-
MEHUTOTO I'eposi B BHIMBIIIJIEHHOU CTpaHe
TYMHTHMOB (pasyMHBIX JIOIIIaJiet), cocpe-
I0TOYEHO B HECKOJIbKUX IIpe/yIO’KeHUAX,
PacCKphIBAOIUX KapTHUHY >KeJaeMoIro B
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IM0OXU MHUPOBOM XY 0’KECTBEHHOMN KYJILTYPHI

JKU3HU. 1 3T0 KBUHTICCEHIUA TOI0, K YeMy
CTPEMMJIMCH aBTOPHI YTOIIUM BapoKKo.
Tak, B I1elI04Ke CyKIeHUU (IyTEM [10-
KasaTeJbCTBa OT IIPOTUBHOIO — «30€Cb
He 6bL10...») CBUQT IIOABITOXKUI pasBUTHe
yTOIIM4YeCKOU MbIciau. Ho «IlyTelmecTtBusd
I'ynnyrBepa» — 9TO IIpeXKae BCero saHUMa-
TeJIbHas, BOJIbHAas, HEUCTOIIMMO U306peTa-
TeJIbHas paHTa3usd, TUIIepO0JIU3M KOTOPOH
HallpaBJleH JIM00 B CTOPOHY HAUMEHBIIIEro
(JIMJIUITYTHI), TU60 B CTOPOHY HaUOO0JIbIIIET0

(BesiuKaHbl). I 0Ha Bcerzja HalpasJjieHa Ha
KaKyH-JI100 OTYETIMBO OCO3HAHHYIO I1eJIb.
OpHa 13 TaKUX IieJled — pa3sBeH4YaHue JDKe-
HayKHU. [leslaeT 3TO ITMcaTesIb C Hellogpaka-
eMBbIM I0MOPOM, KaK, JOIIyCTUM, B paccKase
0 HEKOeM IICeB/I0yYEHOM, OTKPHIBIIIEM CIIO-
co0 ImaxaTh 3eMJII0 CBUHbSIMU U TaKUM 00-
pasoM u36aBUTHCS OT PacXo0B Ha ILIYIH,
CKOT U paboyux.

(OkoHuaHue caedyem)
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CueHHnUYecKass HHTepIpeTanusa
M BHYTPeHHHe TpaHcpopManuu
oOpasa repos B MICKyCCTBe
0apoKKO

O6pas 6apoYHOro repost — My4eHHKaA
WJIM IIpaBelHUKA — IIpe/[CTaBJIgeT HayYHbINA
HHTepecC Kak IIpeiMeT CaMOII03HaHUI
U IIPOBOJHUK UM BHYTPEeHHeH!
TpaHchopmarmu. O6bEKTOM UCCIe0BaHUS
B OOJIBIIIeN CTelleH! II0CTy KUIa IIbeca
I1. KaibiepoHa «CTOMKUM IIPUHIT»
U eé CIleHUYeCKHe BOIUIOIeHHs, B MeHbIIIel
cTernieHu — Tparenus A. I'puduyca «EkaTepuHa
I'pysuHCcKas». CBOMCTBeHHas 6apoOyHOMY
reporo JBOMCTBEHHOCTH BHYTPEHHEHN IIPUPO/IBI
U CTpeMJIeHUe K 00peTeHMI0 beccMepTHs
OTYETIMBO 0TOOPA’KarTCs B MEHTAJIbHOU
cxXeMe IIepexojia 0T CMePTH K BOCKPEIIIeHHIO.
BHeIrHMe cTpafaHUs ¥ TU6esb IIepcoHaXka
B 3TOM KOHTEKCTe BOCIIPUHUMAIOTCA
KaK CUMBOJIMYECKOe OTpa’keHHe BHYTPEeHHUX,
IyIIeBHBIX CTPafaHUM, CII0COOCTBYIOIINX
IIPOCBETIIEHUIO U MUCTUYECKOMY eJUHEeHUIO
¢ boroM. CrieHnueckuii o6pas JJoHa ®epHaH[0
(«CTOMKUI TPUHII») IIPeCTaBIeH
B PEXKUCCEPCKOM MHTEPIIpeTaliuu
Bc. Metepxosbaa (1915), E. I'poTOBCKOrO
(1965) u b. I0xa"HaHoBa (2013). 3TO I103BOJIAET
IIPOCJIEUTH Ha pasHbIX BpeMeHHBIX aTalax
CMeHY BOCIIPUATHS 6apOYHOI0 Iepos
OT IIO3UTUBHOIO ClleHapHd [0 HeraTUBHOTIO.
Ecyiv TO3UTHUBHBIN ClIeHapUi TpaHCHOpMaIluu
obpasa yTBep>KJlaeT IIPOIlecc 00peTeHUs AYIIION
bora, To HeraTUBHBIU ClleHapUU OTPUIIAeT
BO3MOKHOCTB JYXOBHOT'0 BO3POXKIeHU
U BBITeCHseT bora 3a mpejiesibl BHYTPeHHET0
IIPOCTPAHCTBA repod, IIpeBpallas ero
U3 CIIaCUTeJIA B )KePTBY.
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Stage Interpretation

and Inner Transformations
of the Image of the Hero

in Baroque Art

The image of the Baroque hero —
the martyr or righteous man — is of scholarly
interest as an object of self-knowledge
and a guide of the idea of inner transformations.
The object of the research has been served
to a great degree by Pedro Calderon’s play
“The Constant Prince” and its stage
manifestation, to a lesser degree Andreas
Grifius’ play “Catharina von Georgien.”
The duplicity of inner nation typical
of the baroque hero and the aspiration towards
acquiring immortality are clearly reflected
in the mental scheme of the transition from
death to resurrection. The protagonist’s
outward suffering and death are perceived
in this context as a symbolic reflection
of the inner sufferings of the soul capable
of enlightenment and a mystical unification
with God. The scenic image of Don Fernando
(“The Constant Prince”) is presented
in the directorial images of Vsevolod Meyerhold
(1915), Jerzy Grotowski (1965) and Boris
Yukhananov (2013). This makes it possible
to trace on various temporal stages the baroque
hero’s change of perception from a positive
to a negative scenario. Whereas the positive
scenario of the image’s transformation asserts
the process of attaining God, the negative
scenario denies the possibility of spiritual
reawakening and displaces God beyond
the scope of the hero’s inner space,
turning the hero from a savior into a victim.



2021, Ne 1 %;

HcKyccTBO 6apOKKO: IBIYKEHHE BO BpEMEHH

KiroueBble C/I0BA:

6apouHBIY repoit, « CTOMKUY TPUHIT»
KanbnepoHa, «EkaTepuHa ['py3suHCKasi»
I'puduyca, Tpanchopmaliug o6pasa,
ClleHuYecKasi HHTepIIpeTarius.

Keywords:

the baroque hero, “The Constant Prince”
by Calderon, “Catharina von Georgien”
by Grifius, transformation of the image,
stage interpretation.

Aas yumupoeanus/For citation:

AjtecenkoBa B.H. ClieHnYecKass HHTepIIpeTallusa U BHyTpeHHHe TpaHchopMaIiuu obpasa reposi
B UCKyccTBe 6apokko // MKOHH / ICONI. 2021. Ne 1. C. 32-39. DOI: 10.33779/2658-4824.2021.1.032-039.

epMUH «DapOKKO» B COBpPeMeHHOU

HCKYCCTBOBEIUECKON HHTepIpeTa-

U HaJles1éH 60Jiee IIUPOKUM CIIeK-
TPOM 3HaUE€HUU, YeM 3TO OBLJIO B IIPOIILJIOM,
U BBIXOJIUT 3@ PAMKHU «IIPUYYAJIUBOIO» CTH-
J1 B uckyccTBe XVII-XVIII BexoB. IloTepss
crreripUUeCcKyIo CBI3b C IIOHATHEM abcyp-
[la WIN TPOTeCKa, OH paclpoCTpaHUICA U
0XBaTUJI BCe GOPMBI TBOPUECKOU aKTHUB-
HOCTHU — OT apXUTEKTYpPhI, CKYJIbIITYPhI U
SKUBOIIUCH 10 MY3BIKU U JIUTEPATypPHI [13,
c. 38]. BapoKKo, HapsAAy C IIOHITHEM CTHJIS
U 3II0XH, BKJIIOUaeT B cebs U 0COOYI0 TeH-
OEeHITUI0 «MBINJIEHUSI B 9KCIPECCUBHBIX,
OUHAMHUYHBIX ¢opMmax» [3, c. 90]. C aToi
TOUYKH 3PEeHUS UCKYCCTBO 6APOKKO SIBJISIETCS
OTpa’keHUeM B3PBIBOOIIACHBIX IIPOIIECCOB,
IIPOUCXOIUBIIINX B YeJI0BEUECKOH AyIile (Ha
¢$OoHe OBICTPO MEHSIOIENCS KAPTUHBI MUPa)
C €€ IPOTUBOPEYNBBIMU YyBCTBAMU U CBOU-
CTBaMH, C eé CTpeMJIeHHEeM Cpegu 3eMHOU
IIOPOYHOCTH, HEIOCTOSIHCTBA U CMEpTHU
obpectu Bora ¥ mpoJIoKUTH IIYyTh K bec-
cMepTURO. [IoaToOMy B siuTepaType 6apoKKO
«IIIUPOKOE XOXK[IeHMe II0JIydaeT TeMa CTpa-
OaHUM U MyyeHU4YecTBa» [5, c. 11]. OcHOBY
MHOTUX JpaMaTU4YeCKUX CI’KeTOB COCTaB-
JIIIOT «HeIlpepbIBHbIE KojiebaHUsS OT cya-
CThs K HecuacTblo» [11, c. 339], bopmupys
IpezcTaBjeHHe 0 KyJbType U NJYXOBHOM
00JIMKe 3I10XU.

TUNMYHBIN 6apOYHBIN I'epol OTINYaeT-
Cs1 IyIIIeBHOM pa3gBOEHHOCTHI0, OH MeUeTCsd
MeXXIy 3eMJIEN 1 HeO0M, MeKy POCKOIIILI0
U aCKeTU3MOM, MeXXly CaMOYTBep KIeHHueM
U CIy>KeHUeM, He yMes IPUMUPUTH YM U
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UyBCTBa B YCJIOBUSAX IIyTaOIleld U3MeHYH-
BOCTU ObITUA. OTHAKO «0apOKKO — 3TO He
TOJIBKO II0Ka3 HeJOCTOBEPHOCTHU CYILEro,
HO U CTpeMJIeHMe HaUTH 3a IpU3pavYHbIM
IIO/IMHHOE, 3a MHUMBIM — HacTos1ee» [10,
c. 183]. O6pas repos-cTpazanblia, caMmo3ab-
BEHHO YMUPAIOII[Ero 3a BePy, BOSHUKAaeT KaK
aHTHUTe3a JyXOBHOMY 6e3BOJIHI0. « MyUYeHUK
[10JITa ¥ YeCTHU» 0COOEHHO OTYETIUBO IIPOSIB-
JIsIeTCs1 B UCIIAHCKOM, a I1037Ke U TepMaHCKOM
IpaMaTypruy KakK 3TajIoH IIpaBeJHOCTH, KO-
TOpasi 3aKJ/II0UaeTCs B TePOUYECKOM YCTpeM-
JIeHUU 4esioBeKa K bory. 3To ycTpeMiieHHe
HOCUT MUCTHUUYECKUU XapaKTep U OCHOBaHO
Ha y6e’XIeHUH, UTo IIyTh 00peTeHus bora
HaxXOJUTCSI BO BHYTPeHHEM IIPOCTPaHCTBe
4eJI0BeKa, B €ro AyIIeBHOM 0OUTEIIH.

B omrcaHUU UCIIAaHCKOM IOABUYKHUIIBI
cB. Tepesnl ABUIbCKOM (1515-1582) my1tieB-
Hasi 06UTeNb (MU «BHYTPEHHUM 3aMOK»)
IpejcTaBisgeT cobou chepruuecKuu abu-
PUHT CO MHO>KeCTBOM KOMHAT, B I[eHTpe
KoToporo cuseT bor. OfHaKO He BCce IYIIH
CIIOCOOHBI HaWTHU ero. MHorue, 3a6J1yquB-
IIIUCh, YAAISAITCSA OT CHUAIOLIEN IeHTpaslb-
HOU 3aJIbl U IIOTPY>KalTCd BO TbMY, IIOJTHYIO
UCKYIIIeHUH, a UHbIe, 0TKa3aBIIUCH OT IIO-
HCKOB, BOBCe IIOKHAIT 3aMOK U OpOJAT
BOKpYT Hero. CB. Tepesa Buesa IyTh o6pe-
TeHUd Ayloi bora B obpase BHYTpeHHeN
TpaHchopMaIuU: LIeJKOBUYHBIU YepBb
IOJDKEH yMepeTh, YTOOBI IIPeBPaTUTHLCI B
6ab04Ky, TO eCTb COBEPIIUTh PUTYaJIbHbBIA
IIepexo 0T CMePTHU K BO3POXKIeHUIo [9].

B ucropuu ucraHckoro teatpa Ilexpo
KasbpmepoH e js1a bapka (1600-1681) cuura-
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eTcs KJIaCCHYeCKHUM MacTepoM ApaMaTyp-
ruy 6apokko. Ero repou, yAuBUTeIbHBIM
obpasoMm coueTarlue B cebe IVIOTCKOe U
MUCTHUYECKOe, «COBEpPIIaIT II0PasuTesb-
HbIe OTKPBITHUA, — 0TMedaeT B. CHIroHac, —
Ka’KIbI U3 HUX OTKpHIBaeT cBoero bora»
[10, c. 241]. 3TO moApPa3yMeBaeT, YTO repou
HeIllpeMeHHO IIPOXOJHUT 3Tall BHYTPEH-
Hel TpaHCcGOpMaIlluy, KOTOPYIO CIenyeT
paccMoTpeTs 60stee 1Togpo6HO. IlepcoHaK
nbechl «CTOMKUU NPUHID JJoH depHaAHIO
BBIJIeJISIeTCS TeM, UTO SIBJIIeTCs HOCUTeJIeM
IIPOTUBOIIOJIOKHBIX KaueCTB 6apOYHOro re-
posi U OJHOBPEMEHHO IIpe/iCTaBiIsgeT Co60M
SAPKUU IIpUMep reposi-My4yeHUKa, CTYIIUB-
IIIero Ha IIpaBeJHBIM IIYTH CAMOIIOXKepT-
BoBaHud. Ilpbeca HamucaHa B 1628 rogy u
UHTepIpeTHPYeT UCTOPUUYECKHEe COOBITUA
1437 ropa. Ha pycckuii A3bIK TeKCT Kasbe-
PpOHa I1epeBOAUIICSI HEOJHOKPAaTHO, HO HaU-
6oJiee COBepIIIEHHLIMHU IIPU3HAHEI IIEPEBO-
el K. basibmoHTa U b. [TacTepHakKa.

B Hayvasie mIbechl IJIaBHBIN Tepou IIpej-
CTaéT KPOBOXKaJHBIM 3aXBaT4HKOM. Ilop-
TyraJabCKU¥ uHGaHT /loH PepHaH/O, OpaT
KOpoJId diyapaa, sIBJIseTCsI MaruCTpOM PhI-
mapckoro OppeHa ABuca, CO3LaHHOIO JIJIsA
60pBOBI C «HeBepHBIMU». Ero QuroTUINs
BBICA)KUBaeTCs Ha aQpUKaHCKUUN Oeper
C I[eJIbI0 3aXBaTUTh OUYepeSHOU MYCYJIb-
MaHCKuH ropox TaH)Xep U «HAIIOJHUTH
€ro KpOBBbIO ¥ OTHEM» B CJIy4yae COIIPOTUB-
JeHUs. PepHaH/I0 UCKPEeHHe CUUTaeT cebs
IIPOCBEIéHHBIM XPUCTUAaHUHOM, BBIIIOJI-
HAIOLIIUM BayKHYI0 MUCCHUI0 — pacIIpocTpa-
HeHHe U BO3BeJIMUYMBaHHeE Beprl B bora.
ITo ero yberxmeHUI0, UCJIAMCKUH I10JIyMe-
CsAL] — «CUMBOJI HOUU U 3aTMEHbSI» — HECET
YIPO3y XPUCTUAHCKOMY KPeCTy — «CBETOUY
UCTUHBI He0eCHOM», U II0TOMY Bpak/ia UX
npeponpenenaeHa. Omyyinas cebss BepHBIM
cayrout bora, ®epHaH/0 He TOJILKO He KU-
YUTCA CBOUM UMEHEM U II0JIOKeHUEM, HO
Jla’Ke CKphIBaeT CBOM BBICOKHUH CTATYC.

OpneprxkaB 1mobeny B II0OeJUHKe HaJ, Boe-
HavaJbHUKOM apaboB MyjieeM U y3HaB
0 TOMJIIEN ero cepjlle JOBU K >KeHIIU-
He, PepHAH/0 HEOXXUJAHHO IIPOSIBJISLET
cocTpajaHue K Bpary («Ku3Hb TapUTh —
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60JIBIII0€ CYaCThEe») U BO3BpAIljaeT eMy CBO-
6oxy. «THI U JKeCTOK, ¥ MUJIOCEP/», — BOC-
Kiunaetr Mysel, o6HapyKuBasi HaJluuue
B IJIaBHOM Iepoe CBOMCTBEHHBIX 0apoOK-
KO IIPOTUBOOOPCTBYIOIUX HavaJj. Korga
B ILIeH K apabaM Iorrazaet caM PepHaH/[I0,
ero IPUHUMAIT KaK I'OCTSd U 0Ka3bIBalT
rojo6arolue ero CaHy II0OYET U YBaKeHHe
II0 TeX IIOp, II0Ka OH IIpeJCTaBJIsAeT CO00H
IIeHHOCTb [IJI1 BO3MO>KHOT0 06MeHa Ha Io-
pox CeyTy. OHAKO CTOUJIO IIPUHITY HU3JIO-
JKUTBH CBOM CTaTyC [0 IIPOCTOrO IIJIEHHUKA
U OTMEHUTH CZeJIKY, KaK ero Cyibba KOpeH-
HBIM 00pa3oM MeHseTCs.

HenpuBBIYHBIN K CYPOBOM YKU3HU IIPUHIY
IIPUHHUMaeT BCe TATOTHI PabCKOIo Cyllle-
CTBOBaHUS — OKOBBI, YHIDKEHUeE, IPI3HYI0
paboTy B KOHIOIIHAX, TOJIO/ U X0JIOf, — KaK
«Kpebuii, IOCIaHHBIN CBHIIIE», CaM03ab-
BeHHO IIOUMHSAICH 60Kbeli Bojte. OH TOTOB
BBIHOCUTH CTPalaHus pagy TOro, YTOOBI I'o-
poz, CeyTa ocTaBajiCa XpUCTUAHCKUM U €0
JKUTeJIIM He IIPUIILIOCH OBl IIpefaTesIbCKU
MEHATH Bepy IIOJ BJIACTBI0 MYCYJIbMaH,
4yTOOBI M3 HeJaBHO IIOCTPOEHHBIX KaTo-
JIMYeCKUX XpaMOB He ObLJI M3THAH bor u
LIepKBH He ObLIU IIpeBpallleHbl B ICIU WIN
MeyeTH. OTKa3aBIIUCH OT IIOATOTOBJIEHHO-
ro MyJieem 1io6era, ®epHaH/[0 BHOBE IIPO-
BJIAeT 6J1arOpOJCTBO, cllacas 0613aHHOIO
eMy >KU3HbI0 BOeHadyaIbHUKA OT HEBEPHO-
CTHU CBOEMY KOPOJIIO. [IJIs IIPUHITA «YeCTh U
IJOJIT BBIIIIE APY>KOBI U JIF0OBU», HO UMEHHO
JII000BB U py>Kba II0MOralT HeIIPUMUPU-
MBIM BparaMm yBHU/JIeTh IpyT B Apyre bora u
PacKpHITh ero B cebe.

[TosTHUecKass KpacoTa OIIMCHIBAEMBIX
IIepcoOHa)kaMHu Ilersa’keil IIPOTUBOPEYUT
’KeCTOKOCTH IIPOUCXOAAIIMX Ha UX QOHE COo-
OBITHI. POCKOIIIL ¥ BeJIMKOJIeIIre KOPOJIeB-
CKOTO JBOPa U BJIACTUTEJIEH COCECTBYIOT C
HUII[eTOM U MyKaMU pab0oB, HO Pa3MBITOCTh
IpaHUL] MeXXy BeJIMUUeM U abCOITHBIM
becripaBueM OTKpPBIBaeTCs IIOHHUMaHUIO
oxHoro /loHa ®epHaH/0. ITO IIOHUMAaHUe,
C OJJHOM CTOPOHBI, 3acTaBjsgeT IIPUHIA
CMUPEHHO OTKa3aThCsI OT COOGCTBEHHOM
UCKJIFOYUTEIBHOCTH U, C IPYTOM CTOPOHHI,
BJIOXHOBJISIET ero IIPOUTH IIyTéMm bora —
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IIPUHATH CMEPTHBIE CTPajlaHusd 3a Bepy U
CTaTh CIIacHUTeJIeM Ilesioro ropoza. Her co-
MHeHUH, 4TOo KaJybiepoH I03BOJIIEeT CBO-
€My I'epOI0 BO3BBICUTHCA [0 IIOLparkaHUsA
Xpucry. [IppHIB My4YeHUYECKYI0 CMEPTh U
Iake He OyZy4u II0XOPOHeHHBIM, PepHaH-
II0 BOCKpecaeT B iyxe. B mapagHOM phIliap-
CKOM 00J1a4eHUH OH SIBJIIETCS C TOPAIUM
daxesioM mepej; BOMCKOM IOPTyTasblleB U
IIPUBOAUT UX K HEOXKULAHHOM I106efie Haf,
apMuel apa6oB. OZHAKO I1eJIbI0 3TOM I106e-
Iib1 SIBJIETCS YoKe He 3aXBaT HOBBIX TEPPHU-
TOPUU U He YMHOKeHUe KepTB, a, Hallpo-
TUB, BpeMeHHOe IlepeMupue U 00MeH BbICO-
KOPOJHBIX IIJIEHHUKOB Ha TeJI0 YMepIIIero
IIPUHILA, 06peTIIero yX0BHOe beccMepTHe
U CTaBIIIETo /151 CBOUX COOTeYeCTBEHHUKOB
CBATBIHEN.

CosganHbIU KasbzepoHoM ob6pas /loHa
depHaH0 — CTOMKOIO IIPUHIIA — 3aKpe-
IIMJI B [paMaTH4YeCKOM UCKYCCTBe 6apOKKO
obpaser] IpaBefHUKA KaK des0BeKa, IIpo-
IIe/IIIIeTO0 BHYTPEHHIOK TpaHCPOpPMaAIHIo,
BBIpa’KeHHYI0 B MEHTaJIbHOU CXeMe IIepe-
X0/1a OT CMePTHU K BO3POKeHUI0. /[BOMHON
CMBICJI 3TOU TpaHCPOpMaIIUH 3aJI0KEH KaK
BO BHeIlIHel popMe — pr3UYeCcKOU rubesin
U II0CJIeJyI0IleM BOCKPeIlleHUHN Ieposi, TaK
U Ha BHYTPeHHEM IlJIaHe — B MUCTUYEeCKOM
obpeTeHUU AyIIoM bora yepes oTKas 0T co6-
CTBEHHOI'0 BJIaJblueCcTBa HaJ CyAb0O0OH B
I10JIb3Yy IIPUHATUSA BOJIU BCeBBIIIHETO.

JABYyMS [1eCATHUIETUSMH I1037Ke CXOHBIN
o6pa3s IIpaBeJHUKA [10IBJII€TCS B ipaMaTyp-
T'Y HEMEITKOI'0 I103Ta 3II0XU 6apPOKKO AH/I-
peaca I'puduyca (1616-1664). B Tpareguu
«ExaTepuHa I'pysuHcKas» (1648) I'puduyc
CO3/IaéT KJIaCCUYeCKUU o0Opas repouHU-
MYyYeHUIIbl B JIUIle IIPeKpacHOU Ipy3UH-
CKOU IlapeBHBL. CMeJsiasg BOUTeJIbHUIIA CTa-
HOBUTCS 3aJIO’KHUIIEHN IIepCU/ICKOIO II1axa
Ab66aca U IIOKOpSIeT ero >KeCTOKoe Cephlle.
Biro6JIEHHBIN 11aX IIpefjaraeT EkaTepuHe
IIPUHATH KUCJIaM U CTaTh ero >KeHOW HJIN
yMepeTs. Coryiacye Ha IIpe/JIoKeHue I1axa
Io/ipasyMeBaeT [Jisl IJapeBHBI He TOJIb-
KO IIpefiaTeIbCTBO Bephbl XpPUCTOBOM, HO U
IIOJPHIB My>KeCTBa €é BepHOIIO[aHHbIX U
yKpeIlsleHHe I106e/bl IIepCoB-MyCyJIbMaH
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HaJ, IIpaBOCIaBHBIMU 3eMJIAMHU ['pysuu.
[ToaTomy EKaTeprHa IIPOSIBJIIET CTOMKOCTh
U, OCKOpOUB Il1aXxa 0TKAa3oM, IPUHUMAET
MYYEeHHUYEeCKYI0 CMepTh 38 XPUCTUAHCKYIO
BepY, 3a CBOOO/Y CBOETO I1apCTBa OT BJIACTH
MHOBEPHBIX 3aXBaTUYUKOB.

B ocHOBY mibechl I'puduyca 110a0KeHbI
IIO/IMHHBIE COOBITUSA KHU3HU KaXeTCKOM
napunsl KereBaH (1575-1624), necsaThb JieT
TOMUBIIIeMca B 3aToueHUHU B Illupase u
Ka3HEHHOU IepCUCKUM I1axoM Ab66acoMm.
Tparunyeckast UCTOPUA IPY3SUHCKOM IIaPUIIBI
(MaTepH IIpocIaBIeHHOIO Iapsd TeriMypasa)
OblyIa pacIpocTpaHeHa IIOPTyraJbCKUMU
MOHaxaMH H Imoayuuaa B XVII Beke IIUpO-
KYI0 U3BeCTHOCTH B EBporie u Poccuu [12].
JIFOO0MIBITHO, UYTO OCTaHKU IIPUYUCIEHHOM
K JIUKY cBATBEIX KeTeBaH B HauaJsie XXI Beka
oOHapy’>KeHbl B pyMHaX MOHACTBIPS, OCHO-
BaHHOro 400 JieT Ha3ag B MHAUMCKOM ['oa
IIOpTyraJbllaMHU-aBI'yCTUHITAMU. Pacxoxe-
HUe IpaMaTHU4eCcKoro CroyKeTa «EKaTepHrHbI
['py3UHCKOM» C UCTOPUYECKUMU COOBITUIMU
HeBeJIUKO, X0TA [pUpUyc MU3SMEeHWI MHOI'He
IeTaay, B TOM YHUC/Ie YMEHBIIINUI BO3pacT U
CTaTyC TepOMHU-My4YeHUIBL. IIbeca cTaBU-
JIaCh HeCKOJIbKO pas IIpH >KHU3HU aBTOpa,
HO I10CJIe ObLyIa Ha/l0JIT0 3a6bITa U 10 CUX II0P
He IlepeBe/ieHa Ha PYCCKUM A3bIK. [I[pyuynHa
CLIeHUYeCKOM HeIIONYJ/IAPHOCTH Tpareuu,
BepPOSITHO, KPOETCA He TOJILKO B CTaTUYHO-
CTU AercTBUH $pabyJibl, HO U B OTCYTCTBUU
OTUETIUBOU BHYTPeHHel TpaHchopMaIiuu
LIeHTpaJIbHOIro 06pasa, CTaBIlIe XapaKTep-
HOU MHUIIMAaIel 6apOYHOTO0 TePosi.

Hamportus, nbeca KanbiepoHa « CTOMKUNA
IIPUHI» [0 CHUX II0p IIpe/iCTaBJIsAeT MHTEepec
IJI TeaTpaJIbHBIX PEsKUCCEPOB, XOTS UCKa-
JKaeT UCTOpUYeCKHe COOBITHA. M CIIaHCKUM
IpaMaTypr HaMepeHHO H/leaIu3upoBaJl 06-
pa3 ®epHaH0. MCTOPUYECKUM IIPOTOTHII
IIepcoHa’ka He IIPOSIBUII 0COO0T0 My>KeCTBa
U IIaTPUOTHU3Ma U yMep B ILJIEHY CIIyCTH
LIIeCTh JIeT B O’KULAaHUHU 3aTIHYBIIIUXC I1e-
peroBopoB 06 o6MeHe. ETo oCTaHKU ObLIN
IiepeBe3eHbl Ha POJMHY 6e3 MaJIoro yepes
TPUALATE JIET I10CyIe ero cMepTH [10].

JCTeTHKa HUCIIaHCKOro 6apOKKO U CBOU-
CTBEHHBIE el 3CXaTOJIOTUYeCKHe MOTUBEI,
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BO MHOTOM CO3BYYHBIE C PYCCKUM CHUMBO-
J3MOM CepeOpsIHOTO BeKa, IIPUBJIEK/IH aK-
THBHOE BHUMAaHUe TBOPYECKOM 3JIUTHI Poc-
CHH K [paMaTypruu KayibsnepoHa. BceBoJiof,
MetiepxoJib/i, BJOXHOBJIEHHBIN IIepeBoja-
mu K. BaJIbMOHTa, BOIIOTHJI Ha CIleHe I10/I-
PS4 TPU IIbechl UCIIAHCKOI'O aBTOpa, B TOM
yucie U «CTOMKOro IIpuHIta». IlocTaHOBKa
OBLIa OCYIIleCTBIEHA Ha II0JMOCTKaX AJIeK-
CaHJpPHHCKOIo TeaTpa B 1915 rozy, B pasrap
ITlepBO#T MUPOBOM BOMHEL.

CrieKTakJ/b Kak IIPOIIaJbHBIN 6eHeduc
akTépa 0. O3apOBCKOro II0JIyYHUJI OUYEeHb
KOPOTKYIO CIIeHUUYEeCKYIO )KU3Hb, U 0 HEM
OCTaIUCh CKYy[HbIe BOCIIOMHUHAaHU. TeM He
MeHee M3BeCTHO, YTO PesKUCCEPY YAaI0Ch
BOCCO3/IaTh Ha CIleHe B TaH/ieMe C XYL 0XK-
HUKOM A. T'0JIOBUHBIM aTMocdepy 6apoy-
HOH HcriaHuy, IepefaTh Xy40KeCTBEHHBI-
MH CpeZicTBaMH yCJIOBHOTO TeaTpa eé IyX,
OILIyIlleHHe BpeMeHHU U IIPOCTpaHCTBa UC-
IIaHCKOTO KoppaJisad. MHOrHUe CIleHbl OBLIN
pasbIrpaHel Ha BEIIBUHYTOM B 3pUTEJIEHBIN
3aJI IIPOCIIeHUyMe, MaKCUMaJIbHO IIPUOJIH-
JKasl IeUCTBUe K I1y6siuKe. Posb [JoHa Pep-
HaHJo ucnosaHuwia HuHa KoBasieHcKad.
Ha ¢poHne 6ypHO pasBuBaroiuxcsa B Poccuu
TIOJIMTUYEeCKUX COOBITUI U HaBUCIIIEX BOEH-
HOU yIpo3bl TeMa BHYTPEeHHEN CTOMKOCTHU
IIpo3BydYasia 0C06€HHO aKTyaJIbHO, I103BO-
JISIS1 II0-HOBOMY OCMBICJIUTEH FepOU3M — KaK
«0CO3HaHHOE CaMOII0KepTBOBaHUe U I100e-
Iy Hax cyab0ooii» [1, . 21]. CiieHMYecKuii 06-
pas ®epHaH/0 B peKUCCEPCKOU UHTEpIIpe-
Taruy MetiepXxoJib/ia IIPU3bIBaJI 3pUTesIer K
CaMOOIIpe/IeJIeHHI0 U YTBeP KaJl B UesioBe-
Ke KOJIOCCaJIbHbIe BHYTPEHHUE CUJIBI.

TeMma repomryeckoro caMoIloKepTBOBa-
HU4 00pesia HOBOe 3By4YaHUe CIrycTs 50 JieT
B 3HAMEHHTOH IIOCTaHOBKE IIOJIbCKOIO
pexxuccépa Exxu I'poToBcKOro. «CTOMKUM
IpUHI» B IlepeBofie 0. CiroBaIikoro 651
nocTtaBJieH B 1965 roxy B TeaTpe-s1abopato-
puu «13 psagoB» BO BpolyiaBe U UeaabHO
BOIUIOTHJI KOHIIEIIITHUIO TeaTpa KaK CIleHU-
4eCKOro puryasa. PUTyas MHTepIIpPeTHUPO-
BaJICS PEKUCCEPOM KaK «aKT HUCIIOBeJAIb-
HOCTH» apTHCTa Yepes3 CBOEro IIepCoHaxka,
OTKPOBEHHO OOHa’Karolllero Iepes Iyosu-
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KON BCe IpaHU BHYTPEHHEIO COCTOSHUA
B MOMEHT CHUMBOJIMYECKOTO IIepeXxo/ia B
cMepTs. I1o 3aMBbICITy, 3pUTeIH BKIHYAIUCh
B KPYT CIIEHHYECKOTO JAeMCTBUSA U IIOTpyrKa-
JIACBH B IIPOIIeCC CAMOIIO3HAHUS.

B criekTakiie ['poTOBCKOTO aKTép Puriapp,
YecJIK IIepesXuBasl AyllleBHbIe CTpafaHUsA
depHAaH/0 TaK, YTO OHU CTAHOBUJIMCH [IJIA
HUCIIOJTHUTEJIS OYHUIAIoIe U 060HOBJIAIO-
et cuitoit. Kputuk W. Kesrep oTMedat uc-
XOIAIIUU 0T YecssiKa «BHYTPEeHHUU CBeT»
U TaKOe COCTOSIHHUEe BHYTPEeHHEeU JIETKOCTH U
6s1arolaTy, UTO Kasaaoch, «aKTEpP B JII060M
MOMEHT B3JIETUT» [IIUT. 110: 4, . 111]. «IIpo-
cBeTJIeHHe» ¥ I'POTOBCKOTO CTaHOBUJIOCH
KJIIOUEeBBIM 3TallOM BHYTPeHHeH TpaHC-
¢opMaruu 6apoOUYHOIO reposI-My4dYeHUKa.
O6pa3 ®epHaH0-YecsgKa, HEBOJILHO OTOXK-
LeCTBJIIEMBIN B IIpoliecce BOCIIPUATHUA C
XpHCTOM, OKasbkIBaJl Ha 3pHUTEJIEH CTOJIb
CHJIBHOE BO3JeHCTBHe, UTO CII0COOCTBOBAJI
BO3HUKHOBEHUIO CX0’KUX IYIIIeBHBIX IIepe-
KUBaHUU U COCTOAHUU. « CTOMKUU IIPUHIT»
E>Xu pOTOBCKOTO OCTAaETCHd HEeIIpeB30M/IEH-
HBIM CIIeHUYeCKHUM BOILIOIIleHHeM 3aJIo-
JKeHHOro Kasib/iepoHOM B IIbeCy MUCTHUYe-
CKOT'O OITBITA.

ITosiBeKa CIIyCTs paKypcC BOCIIPUATUA 6a-
POYHOro 06pa3a 0CHOBATeJIbHO U3MEHUJICH.
Poccuiickuui pexxkuccép bopuc IOxaHaHOB
IIepe0oCMBIC/IHII U IleperuMeHoBaJI «CTOMKO-
ro IpuHIla» B «CTOMKUU IIPUHITUII». Ha oc-
HOBe KJlaccuueckoro tekcra II. Kaabzmepo-
Ha (B mepeBoge b. IlacTtepHaka) u «IIupa
BO BpeMd UyMbI» A. IIyIIIKMHaA OBLI CO3JaH
OBYX4YaCTHBIN (MAYIWU B [Ba IHS) CIIeK-
TakK/b «B TPEX aKTaX, JBYX KIaA0HUIax U
OJHOM KOHIlepTe». [IpeMbepa II0CTaHOB-
KU cocTosi1ach B «IIIKose fpaMaTUyecKoro
uckyccrsa» B 2013 roxgy, BTopas pefaKIiyisa
CIIeKTaKJIg UJET Ha CIleHe «JJIeKTpoTeaTpa
CraHHC/IaBCKUM» B MOCKBe.

IlepBast 4acThb IIOCBAIleHA HeIIOCpe[-
CTBEHHO HCTOPUU PepHAaH/0 B HCIIOJIHE-
HUU Uropsd S1iko, BTopasd ke 4acTh IIpef-
CTaBJIsIeT COO0M KOJIJIa’K U3 «CIeHOK-MY-
TaHTOB» — CHOB U MUpa’kel Ha KIaJ[0HUIIle,
CIUIETéHHBIX B 3aMBICJIOBATHIE «Y30PBI» B
IIayTUHe 0eCKOHEYHBIX PEeMUHUCIIEHIIUN
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K CIO’KeTaM, MOTHBaM, IIeCHAM, HUCTOpHYe-
CKHUM COOBITHAM, IIepCOHaKaM U IIPUPOJ-
HBIM SIBJIEHUSAM. Pe)XHCCEép B KOMMEHTapuU
K CIIEKTaKJ/II0 00BSICHSAET CBOI0 KOHIIEIIIIHI0
KaK JleJieHue ObITHS Ha CTOMKUU IIPUHITUIL
IBOMCTBEHHOCTH, HOCHUTeJIeM KOTOPOTO
ABJIAeTCA IIPUHIT PepHAHI0, — IIPUHITUII
MHUpa B cpepe KU3HU U IPUHITUAII CMEPTH
B chepe UIIO3UA.

JloH ®epHaHI0 B COBPeMeHHO! UHTep-
IIpeTaryi HeU3MeHHO 00peyYéH Ha CMepTh,
Kak Ha CIieHe oOpedeHBI Ha CMePTh CJIOBA,
TeKCTBI U CMBICJIBL, BEITeCHIeMbIe HaIrpoMoO-
JKIleHHeM IIaCTHYeCKUX U TaHIleBaJlbHBIX
9TIO/IOB, IOX0KUX HAa «BUHErPeT, KaIlyCT-
HHUK, IIepellayKaHHYI0 NaJTuTPy XYI0KHH-
Ka» [7]. O6bpa3s 6apouyHOrO repos IpeTep-
IIeBaeT UYYJOBUIIHYI0 TpaHCPOpMAIIHIO:
U3 IIpeJCTaBJIeHUs O YeJIOBeUeCKOHU IyIlle,
CTpeMsIleNcss K 00peTeHUI 6ecCMepTUs,
OH MYTHPYET [0 IIpeJCTaBJIeHHs 0 KOJIIeK-
TUBHOM CO3HaHWH COIIMYMa HUJIU YesioBeye-
CTBA, XapaKTePHBIM IIPHUHIIUIIOM KOTOPOTO
SIBJIA€TCSA CTpeMJIeHHEe K CMEPTH.

TpuyMoanbHBIN I1epeMOHHAa] CMepTHU
B II0CTaHOBKe I0XaHaHOBA, C OHOM CTOPO-
HBL, IIPO/I0/DKAaeT KOHIIeIITyaIbHYI0 JIMHUIO
TeaTpa JK. )KeHe c ero ugeeit rorpebeHus
KakK IIpasfgHHUKAa, 3aCTaBJIAIOIIEI0 «MepT-
Bella 3aHOBO IIPOXKUTH U yMepeTh Ha IJIa-
3axX y Hero caMoro u nyouvku» [6, c. 149].
C Zpyrou CTOPOHBI, KaK BEPHO IIOJAMEeTHIIa
H. HcaeBa [7], cBefieHHe CHO>KETHBIX JIMHUMN
B ¢uHase crekTakisd K «[Iupy Bo BpeM:d
YyMBI» 3aCTaBJIsIeT IIPOBECTH Ilapasliesb C
pasMEbIIIIeHHeM A. ApTO 0 TeaTpe Kak yyMe
[2]. B cBeTe KOHIIEIIIIMU APTO, TeaTpaIbHOe
npexacraBiaeHue IOxXaHaHOBa IIPU3BAaHO
BCKPBITH, II0100HO 60J1€3HU, MOpPaJIbHbIE U
CoLjMaJIbHble HaphbIBBI, UTOOBI 3aKOHUYUTh-

Cs1 CMEPTHIO MJIH BBI3IOPOBJIeHHeM. OfHaKO
KO0JIOCCaIbHOE HarpOMOJKIeHUe PesKUCCEp-
CKOM paHTasuM, TUPAKUPYs Uzer 6ecko-
HEYHOM CMEeHBI PaKyPCOB OHOT0 U TOIO JKe
COOBITHA B KaJIEHMI0CKOIIe BPeMEH, UCKIIIO-
YaeT BO3MOKHOCTh peayii3aliiy II03UTUB-
HOTO CITeHapus TpaHCPOpPMaIlUu.

Ha ocHOBe CIleHHYeCKHUX MHTepIIpeTa-
U «CTOMKOIO IIPUHITa» MOKHO CIesaTh
Clefylolllee 3aKIUeHUe. Peskuccépckas
TpPaKTOBKa obpasa 6apOUYHOTO reposi-myde-
HUKa JaéT KJIY K IIOHUMaHUI0 BHYTPEH-
HUX IIPOIIECCOB, II03HaBaeMbIX KaK MeTa-
GU3UUEeCKUN OIIBIT, CBOMCTBEHHBIN TOU
WJIM UHOU 3110Xe. [I03SUTUBHEBIN ClleHapui
TpaHcoopMauu (Ilepexops OT CMeEpPTH K
BO3POXK/IEHUIO) YTBEpKAaeT II0CPeCTBOM
HUCKyCCTBa IIyTh 06peTeHUs AyIIoU Bora.
JTOT IyTh IIOZpasyMeBaeT LOCTH)XKeHHEe
MEHTAaJILHOI'O OYHUILIEHUs U IIPOCBETIEHMs],
KOTOPOMY CIIOCOOCTBYIOT repOMYEeCKHU Ilepe-
JKUTBIe CTPa/laHus, IIPUYEM BHEIITHUE CTpa-
NaHWA BOCIIPHHUMAKTCI KaK CUMBOJIHYe-
CKOe OTpa’keHHe BHYTPEeHHUX, AYIIeBHBIX
CTpasaHui. HeraTUBHEIN ClleHApHUH TPaHC-
dopMary OTpUIaeT 3TAIl BO3POKIEHUI U
3asBJIsIeT 0 TAKOM MEHTAaJIbHOM COCTOSIHUU
00IIleCcTBa, IIPX KOTOPOM JOCTH KeHMe IIPOo-
CBeTJIEHUs HeBO3MO>XHO. Ilomo6Has WH-
TeplpeTanysa obpasa IIogpasyMeBaeT BHI-
TeCHeHHe bora 3a IIpefiesisl BHYTPEHHEro
IIPOCTPAHCTBA U IIOIPy’KeHHe AYIIHU B He-
CKOHYaeMBbIi KPYTOBOPOT MHparkey U KOIII-
MapoB. B pesysibTaTe cTpajaHus MydeHUKa
He IIpeoOpa’karoTcs B TepouYecKue, U OH,
IIaCCUBHO OXKH/1as1 ClIaCeHUs M3BHeE, OCTaET-
Cs1 BEUHOU >KepTBOU, TOrJa KakK 0apOuYHbIN
repoy-IpaBeIHUK, IIPOM/A yepe3 MUCTHYe-
CKYIO0 CMepTh, U3 )KePTBEI IIpeBpalllaeTcs B
CITaCHUTeJIS.
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O0Opa3ssl, TeXHUKa

U CTUWINCTHKA 0apOKKO
B TBOpUYECTBE
ypPaJIbCKHUX KaMHepe30B

CraTbsl paccMaTpUBaeT 0COOEHHOCTH
pasBuTHd Ha YpaJie )kaHpa QUIYpaTUBHON
CKYJIBIITYPBI MaJIbIX GOPM K3 COCTABHOTO
KaMHs IIyTéM COIIOCTaBJIEHHUS C UCKYCCTBOM
UTAJIbSHCKUX MaCTepOB 3I10XU 6apOKKO —
OCHOBaTeJIel 3TOr0 BH/la KAMHePe3HOIo
uckyccrBa. Masas QurypaTuBHasi CKyJIbIITypa
13 COCTAaBHOTr0 KaMH$ (IIOJIUJIMTHA),
CJI0’KUBIIASICS KaK CAMOCTOSTeIbHBIN YKaHP
KaMHepe3Horo uckyccrsa B XVII Beke
B UTanuy, nojyuusia JajbHeHlllee pasBUTHe
He TOJIbKO B 3amajHoi EBporire,

HO U B Poccun, B KPYITHBIX 0Te4eCTBEHHBIX
I[eHTpPax Xy0KeCTBeHHON 00pab0TKH KaMHS.
Ha VpaJie, HecMOTpS Ha JOPEBOJJIIOITMOHHEIE
IIPeJIIOChLIKY, OCBOEHIE IIPUHITUIIOB
HU3TOTOBJIEHUS aHTPOIIOMOPPHBIX
N300pa’keHUH B MOJTUJINTHON TeXHUKE
IIPOUCXOLUT TOJIBKO B COBETCKUU IIEPUO],
KakK oIlpefie/IéHHAas 1IIK0JIa [I0OATOTOBKYU
CIleItaaucToB. Ha coBpeMeHHOM JTarie
MO>KHO Ha0JII0/1aTh aKTUBHOE pa3BUTHE
’KaHpa B UCKYCCTBe ypaJbCKUX KaMHepe3O0B.
CerofiHAITHUY paclBeT IOJIUIUTHON
GUTypaTUBHOM CKYJIBIITYPhI MaJIbIX GOpPM

B TBOpPUYECTBe ypaJIbCKUX KaMHepPe30B CBsI3aH
He TOJIBKO C KyJIbTypOo¥ 00paboTKU 3TOTO
MaTepHaJia ¥ IIpeeMCTBEHHOCTHI0 HaBBIKOB
paboThl B IOJIMIUTHOYN TeXHUKE,

HO U ¢ obpallleHreM K TPagUITUsIM
TIOJIUXPOMHBIX QUIYPaTUBHBIX KOMIIO3UIIUN
GIIOPEHTUIICKUX MaCcTePOB 3II0XU 6apOKKO,
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The Images, Technique
and Stylistic Features

of the Baroque Style

in the Works of the Urals
Stonecutters

The article examines the particularities
of the development in the Urals region
of the genre of figurative sculpture of small
forms from assembled stone by means
of comparison with the art of the Italian
masters from the baroque period,
the establishers of this type of stonecutting art.
The small figurative sculpture from assembled
stone (polylite), which has developed
as an independent genre of the art
of stonecutting in the 17th century in Italy,
acquired further development not only
in Western Europe, but also in Russia,
in the large-scale centers of artistic elaboration
of stone in the country. In the region
of the Ural Mountains, notwithstanding
the pre-revolutionary conditions, the mastery
of the principles of preparation
of anthropomorphic images in the polylite
technique took place only during the Soviet
period as a particular school of preparation
of specialists. At the contemporary stage
it becomes possible to observe an active
development of this genre in the artworks
of the stonecutters of the Urals. The present-day
flourishing of the polylite figurative sculpture
of small forms in the works of the Urals-based
stonecutters is connected here not only with
the culture of elaborating this material
and the successive continuity of the skills
of working in the polylite technique, but also
with the turn to the traditions of polychrome
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figurative compositions of Florentine masters
of the Baroque Era, the effectiveness
and naturalist qualities of their depiction.
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of the Florentine masters.
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KB XYJLO’KeCTBEHHBIN CTUJIb

0CTaBJIAgeT CJIe]l B UCTOPUH UCKYCCTBa,

HaXOJUT BbIpa’keHUe B ero JaJbHeu-
I1eM Pa3sBUTHUU, IIPOSABJIALACH B II0CIIELYIO-
IMe 3II0XH B KYyJbTYpe PasHbIX HAPOIOB.
BosBpaImasce cerofHs K Xy/10>KeCTBEHHOMY
HacJIeIUI0 3II0XU 6apPOKKO, KaK 9TO HU IIa-
pamoKcaabHO, MBI OIIfyIlfaeM COBpeMeHHEbIe
peasinu. UMeHHO Ha 3ape HoBOro BpeMeHu
B 3anagHou EBpore yrBepauicsd sKaHp Ma-
JIOM QUTYPaTUBHOM CKYJILIITYPbI K3 COCTAB-
HOT0 KaMH$, paciBeT KOTOPOI0 B ypaJib-
CKOM KaMHepe3HOM UCKYCCTBe IIPHUIIIEICT
Ha Hayasio XXI Beka.

[TpousBegeHUs U3 COCTaBHOIO JIeKOpa-
TUBHOIO KaMH$S U3BECTHHI C JPEeBHOCTH.
Elé aHTU4YHBIE CKYJBIITOPHI JOCTUTATIU
BUPTYO3HOCTH, MOHTUPYSA B OLHO Iiejioe
H3TOTOBJIEHHBIE U3 Pa3HBIX IIOPOJ KaMHeHn
OTZeJIbHbIEe YaCTU CKYJBbITYpPHI [1, c. 118].
AHTUYHBIE IPUHITUIIBI CO3TaHUA CKYJIBIITY-
PBI U3 KaMH IIOJIYYUJIU PasBUTHE B 3II0XY
BospoxneHus B Tasnuu, B 0C0O6€HHOCTU BO
diopeHITUHU. 31eCh aKTUBHO pa3BUBaeTCA
UCKYCCTBO KaMEHHOU CKYJIBIITYPHI, OCHO-
BAaHHOE Ha JJaBHEU KyJbType 00paboTKU
KaMH4, II[e[p0 3aJIeTarlero B HeApax XoJI-
Mo0B TockaHBI.

DJIOpEeHTUMIIBI UTHIN KaMeHb. [[J11 HUX
9TO OBLJI CaMBI IIPOYHBIN, CAMBIHN [10JITO-
BEUHLIN B MUpe MaTepuasl; U3 KaMHS OHU
CTPOMJIM CBOU JI0OMa, ABOPHI U aMbapshl,
IIepKBH, TOPOJa; KaMeHb 1aBajl UM B Teue-
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HUe ThICAYeJIeTUMN 3aHATHe, MacTepCTBO,
He3aBUCHUMOCTB, ITporUuTanye. OHU ITOKJIO-
HSJIUCh KaMHI0, CJIOBHO 60Ty, KaK ITOKJIOHS-
JIUCh eMY UX IIPeIKU — I3bIYHUKHU ITPYCKU.
Pelrraromyro poJib B BO3POXKIEHUU 31eCh
CKYJIBIITYPHOM 06pab0TKU KaMHS UTpaIu
JINYHBIE IIPUCTPACTUA IIpaBUTesiern dj0-
peHIu tvHacTUU Memguuu. OHH, KakK U3-
BeCTHO, BCAYECKU IIO[/Iep>KUBaIu pasBU-
THe UCKYCCTBA, IOKPOBUTEJILCTBYA TaaH-
TaM U IIpUIJIallias ux, Ipuobias K pabore
B CBOUX IBOPIIaxX OapEHHBIX XY 0)KHUKOB.
JlopeHI110 BesIMKOJIeITHBIN OPpraHu3yeT IIIKO-
JIy CKYJBIITYPHOIO MacTepcTBa. B Hel B
CBOE BpeMs 06yyasica MukenaHmxeso. Oco-
60e OTHOIleHMe K MaTepHuasly, 3HaHUe ero
0CO6EHHOCTeM, yMeHNe U HaBbIKU PaboThl
C KaMHeM, BOCTpe60BaHHOCTh U 0JIaTrOIIPU-
STHBIE YCJIOBUA JIJI1 Pa3BUTUSA CIIOCOOCTBO-
BaJIU CO3JaHUI0 BCEMUPHO U3BECTHLIX IIle-
LeBPOB XY 0>KHUKOB BO3poXKIeHUs.
Hapsany ¢ pasBUTHEM KPYIIHBIX CKYJIb-
OTYPHBIX GOpPM, K KOTOPHIM 06palliaauch
111 0pOpPMJIeHUSI UHTEePhepoB, I10sBJIseT-
Cs MHTepec U K 60Jlee MeJIKOHM ILJIaCTUKE
u3 KaMHs. B xoHIIe XVI Beka ®PepauHan/ I
Menuuu (1549-1609) ocHOBBEIBaeT BO dJio-
PEHIIMH IIePBYIO0 IIPUABOPHYIO MacTePCKYIO
10 U3TOTOBJIEHUI0 U3/IeJINM U3 KaMHs, pac-
osiokeHHyo B [Tanmano Yoouny, rae Ha
py6exxe XVI-XVII cTOJIETUHN TOSBJISIOTCS
IIepBble OIIBbITHI Pa60THI 110 U3TOTOBJIEHUIO
HeOO0JIBIIIMX 110 pasMepy 3JIEMeHTOB yOpaH-
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CTBa XpaMOBOTI0 MHTephbepa M3 COCTaBHOTO
KaMmHd. CTpeMJIeHHe K Ilepe/iaye peaJlbHOHU
TeJIeCHOCTH GOPMBI U ITUPOKUI BEIOOP KaM-
H$ 3a CYET BBO3UMOTIO0 U3 APYTUX 06JIacTei
6s1aroapsd pasBUBAaIOIEICs TOProBO-3KO-
HOMUUYECKOHN IOJIUTUKE CIIOCOOCTBOBAJIU
BO3HUKHOBEHUI0 QpeHOMeHa I10JIUXPOMUU
CKYJIBIITYPBI IIOCPECTBOM HCII0/Ib30BaAHUA
3CTeTUYECKUX BO3SMOKHOCTEH IIBETHOTO I10-
[leJIOYHOI0 KaMH4.

Ho cBoero craHOBJIEHUS KaK CaMOCTOH-
TeJILHOI0 ’KaHpa UCKYCCTBA U pacIiBeTa Ma-
Jias IIOJIMXPOMHas CKYJIBIITypa U3 COCTaB-
HOro KaMH4 noctursa B XVII Beke. bapoKko,
3apoUBIINCHL B HMTanuu, 6BIJI0 IPIMBIM
IIPOL0/DKEeHMEeM 3II0XU BO3posKaeHUsd, pas-
BUTHEM ero ujeit u opm. OCHOBHEBIE KpU-
TePHUU HOBOI'O CTHUJIS, KaK Y PeHEeCCaHCHOrO,
BOCXOIAT K AHTUYHOCTU. HOo BMecTe ¢ TeM
6apOKKO CBOMCTBEHHEI elllé 60JIbIlas po-
CKOIIb ¥ 3QPEeKTHOCTH B XY 0)KECTBEHHOM
BeIpa’keHUHU. CHHTe3 UCKYCCTB U CTpeMJIe-
HUe IIOJUUHUTE OT/ie/IbHbIe IIPOU3BeleHUA
MIBIIITHOCTH U APKOCTH apXUTEKTYPHOTO
aHcaMOJIg HaJeJUJIU CKYJIBITYPY >KUBO-
IMUCHBIMHY U [JeKOPaTHUBHO-UJIIF030PHBIMHU
XapaKTepUCTUKaMH, [IBeT U TeKCTypa Ma-
TepHaja B KOTOPBIX UTPaJd HeMaJIoBaXk-
HYIO POJIb. ICTEeTHYECKHe IIPUHITUIIBI HUC-
KyccTBa XVII Beka IBUJIMCH TOJIYKOM K
JaJbHeUIlleMy pasBUTHI0 aHTPOIIOMOP®-
HOM MaJIO¥ CKYJIBIITYPHI U3 Pa3/IMYHBIX 110
BETy U TEeKCTYPHOMY PHCYHKY KaMHeH,
$GOpMUPOBAHUIO B Hell COOCTBEHHOIO XV-
J0’KeCTBEHHOTO s3BbIKa, PacIIojIararolero
6oraTeIMH Cpe/iCTBaMH BhIpa’KeHUs. B Hell
COeIMHUJINCE A3BIK IIVIACTUKHU U 3HaHHEe
BBIPAa3UTEJIIbHBIX BO3MOJXKHOCTEM MHUHe-
paJioB. UTO I103BOJIAET YTBEPXKAaTh, UTO B
KaMHepe3HOM HCKYCCTBe BO3HHUKJIO CaMoO-
CTOSATEeJILHOE >KaHpPOBOEe HAallpaBJIeHHEe —
IIOJIMIUTHAsA CKYJABIITypa MaJjblX GOpM.
Eé xapakTepusyeT 00JIbIIIOE KOJIHUYECTBO
neTtasmei. /Ui KaXkoro sjieMeHTa KOMIIO-
3UIIMU I10/106paH CBOM obpaser;, UMHUTHUPY-
IOIIIMU ero HaTypHble 0CO6€HHOCTH.

dI0peHTUICKHe MacTepa ObLIN IIMOHe-
paMu B U3TOTOBJIEHUU CTaTyITOK U3 OJ1a-
TOPOAHEBIX KAMHEM pasHOM OKpPacKH, CKJIe-
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€HHBIX MeXK/y co00M. 311ech CIIpaBe/jInBo
YIIOMSAHYTHL O TBOpYecTBe /[Kyseliie AH-
TOHHWO Toppuuestu (1659-1719), pesunka
MacCTepPCKOM 110 U3TOTOBJIEHUIO U3/IeJIUH U3
II0JIYparolieHHbIX KaMHeM BO PIOpeHINH.
OH ycrenrHo pa6oTas B IIOJUIUTHOU TeX-
HUKe, C03/iaBas KaMepHbIe CKYJbIITYPHbIE
IIpou3BefleHus II0 3aKa3y reprora Kosu-
Mo III (1642-1723).

[TopaskaeT MacTepCTBOM MCIIOJIHEHUS
6tocT BurTtopuu nesia Posepe (ui. 1), ma-
TepHu BeJHKOro reprora TockaHckoro Ko-
3uMo III. BrocT BestMKOH repiioriHu cobpaH
U3 HeCKOJIbKUX YacTel, BhIpe3aHHBIX U3
II0JIyAParolieHHbIX U II0/IeJIOYHBIX KaMHEeMH.
EIUHBIN KYCOK CBETJIO-PO30BOIO XaJIIle/o-
Ha UCII0JIB30BaH JJjIg JIMIIa C UHKPYCTHUPO-
BaHHBIMHU SAIIMOM IrybaMu, pagy>KHBIMU
000JI0YKaMH IJ1a3 U3 IIPO3PayHOro XaJllle-
ZI0OHa CO 3payKaMU U3 caploHHUKCa U 6POBg-
MU U3 eTUIIeTCKOTO0 raJieyHuKa. O’KUBJIAET
B3IJIAJ, HaZleJIds ero SpKUM 6J1eCKOM, I10JIU-
POBKa IIOBEPXHOCTH TBEPOIo XaJllefoHa.
HaxuHyTas Ha roJIOBY Byaslb BBHIIIOJTHEHA
U3 ¢laMaH/CKOro IlaparoHura. E€ mac-
TUYHBIEe CKJIQJKHU JIOKATCA Ha IIJIeYU rep-
IJOTUHU, IPUOTKPHIBAs I'YCTYI0 BBIOIIYIOCSA
Maccy BoJIOC. 13 3TOro ke KaMHs BBIIIOJIHEH
U KOpCak C IBIIITHBIMY, COOPYaTBIMU PyKa-
BaMU. KOpUUYHEBBIN TeKCTYPHBIN PUCYHOK
IaparoHuTa, UAyIIUU BepTUKaIbHOM I10J10-
COM C IIpaBOU CTOPOHEBI KOpCeTa, UMUTUPY-
eT PUCYHOK JI0POroi TKaHU KOPOJIEBCKOTO
1aThd. [lopTpeT BesIMKOM reprioruHU BHI-
IJIIIAT HACTOJBKO peaIbHO-0CA3aeMbIM,
4YTO Ka’keTcCs KUBBIM. TOUHO IIOJMeYeH-
HOe CBOMCTBO KAMHS COOTBETCTBOBATH IIPHU
OIIpe/ieIEHHOM II060pe U 00paboTKe pe-
aJIbHBIM OOpasaM U IIpegMeTaM CTaHOBUT-
Cs1 OJJHUM K3 OCHOBHBIX BBIPasUTEJIbHBIX
CpeZCTB MaJIOH IIOJTUIUTHOM CKYJIBIITYPBHL.

HM3BecTHa elé ofHa paboTa, UIIHCTPU-
pyrolas cTaHOBJIEHME U pa3BUTHE B HUC-
KYCCTBe UTAJbSIHCKOI0 6apoKKO Qurypa-
TUBHOU MaJIOH CKYJILIITYPBI U3 COCTaBHOTO
KaMHs. ITO CTaTyITKa U3 TBEPBIX KAMHEH,
IIpe/icTaBJILIOIIasd OHOTO U3 Meaguyuu, rep-
nora OpcyvHu (WI. 2). ABTOp IIPOU3BEIeHUSA
He yCTaHOBJIeH. [IepcoHa’k U300pakEéH Ko-
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Ha. 1. [Ixc. A. Toppuuennu.
Brocm Bummopuu deana Posepe.
1713. ITonyOpazoueHHble KAMHUL.

Hanayuo Mummu, Mya3eli cepebpa.
daopeHuus, Hmanus

JIEHOIIPEKJIOHEHHBIM: I'epI[Or CTAaHOBUTCA
Ha KOJIEHU Ha IIOAYIIKY U3 OKpaIlleHHOU B
KpacHbIU I1BeT 6pOoH3Bl. Ha HEM mtapazHoe
oflessHUe U3 YEpHOro Mpamopa. C 1mpaBoro
IIeva HHUCIIaJaeT YEPHBIN ILIAIl, 06pa3ys
MHOI'OYHCJIEHHEBIe CKJIaAKU. KoCTIOM Hackl-
111eH Pas3JInYHbIMU [leTa/ISIMU: ITyTOBUIIAMU,
ITHaroHaJIbHOM JIEHTOM, II0SICOM, OaHTaMHU.
PaioM JIESKUT U€pHad IUIAlla C ITUPOKUMU
II0JIIMH U IBIITHBIM IIepoM. ['010Ba ¥ pyKU
repuora BBIIIOJIHEHBI U3 PO30BOTO XaJlle-
II0HA, BOJIOCHI, YCBI, U3AIHAsI 60pOaKa U
O6pOBU — M3 KOPUYHEBOTO araTa. B3rusaf
omyiteH BHUS3. [lleg 3aKpbITa IIBIIIHBIM
roGppUpOBaHHBIM BOPOTHUKOM U3 6eJIoro
Mpamopa. KoMmmosuiiug pacrosio’keHa Ha
BBICOKOM KBaJIpaTHOM II0/[CTaBKe.

Kak BUIHO 13 IpUBeIEHHBIX IIPUMEPOB,
UTaJbSTHCKHE MacTepa 3I10XU 6apoKKoO IIie-
PO HaJleJIsLIU aHTPOIIOMOPHEBIE CKYJIbII-
TYpPHBIE IIPOU3BeNEeHUS M3 COCTaBHOIO
KaMHsg TOYHBIMH HaTYpPHBIMH XapakTe-
PUCTUKaAMHU, CTPEMSACH IIPUOJIU3UTL CBOU
IpOoU3BeleHUI K peaJlbHOMY OpUTHUHAIY,
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YOUBJISAS IIPaBAOIIOL00KeM HKCIIOJTHEHUS.
OHU HCKYCHO MOJleJIMPOBAaIU TOHUAUIIINe
neTanu n3obpakeHus1, oboraias o6pas z1o-
CTOBepHOU MHpOpMaIied. YTBepAUBIIUA-
c1 BO QJIOPEHTUMCKHUX MacTePCKUX HOBBIN
JKaHp KaMHepe3HOro MCKyCCTBa XapakKrTe-
pU3yeT U IIOHUMaHue TaKUX 3CTeTUYeCKUX
CBOMCTB KaMH$, KaK CIIOCOOHOCTH K 3ddek-
THOM MMUTAIIUU peaJbHOCTU. BrIfjarolee-
Cs1 MaCTepPCTBO CKYJIBITYPHOU 06paboTKu
$OpMBI B cCOUeTaHUM CO 3HAaHUEM KaMHS B
CTpeMJIEHUU MaKCUMaJIbHOIO IIPUOJIMKe-
HUS K HaType 06ecClleunyId [JajibHeMIllee
pacipocTpaHeHue IIOJIHUJIUTHON TeXHUKU
B KyJIbType APYTUX HapOZ0B.

Ha. 2. dueypka 2epuoza I1aono OpcuHu?.
daopenyus. 1620-1625 2e.
ITonydpazouyeHHble KAMHU, MEeMAl.
TI'anepes Kyzesw. Ilapudc, PparHuyus

B Poccum mHTepeC K UTAJIbIHCKON KaM-
Hepe3HOU IIKoJie BO3HUK B XVIII cTosretnu
B CBSI3U C IIPOMBIIIJIEHHBIM OCBOEHHEM
Do6bYM U 00paboTKu KaMHs. Co3garTcs
KpPYIHbIE KaMHepe3Hble IIPOMU3BO/ICTBA B
[Teteprode, Ha AnTae u Ha Vpase B Eka-
TepuHOypre. /10CTaTOYHO YaCTOM IIPaKTU-
KOU ToTrja OBLIO IIPUTJIAIIATh /I Pab0ThI
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UTAJbIHCKUX MacTepoB, UMEKIUX 6ora-
THIH OIIBIT KaMHeoO6paboTKU. A 3aTeM U
PYCCKHUX KaMHepe30B CTaJId OTIIPaBJIATH
B UTasuio, YToOLI OHU MOIJIM OJIMJKe ITO-
3HaKOMUTBCSI C o6paslaMU «BBICOKOIO»
MacTepCTBa U IIOBBICUTH YPOBEHL CBOUX
3HaHUM.

[TomuauTHAsA TeXHUKa H3TOTOBJIEHUSA
MaJIbIX CKYJBIITYPHBIX QOPM, YTBEPIUB-
masicd KaK CaMOCTOSATeJNIbHBIN JKaHP
KaMHepe3HOro HcKycctBa B HTanuu B
XVII Beke, IIOJIyYHJIa pa3sBUTHEe Ha YpaJje
y>Ke BO BTOpoy rmosioBuHe XVIII BeKa B Us-
TOTOBJIEHUU HACTOJILHBIX IIPeIMETOB [2,
c. 28]. C 30-40-x rozmoB XIX Beka Ha pabprke
OCBOMJIM OPUTMHAJIBLHYI0 TEeXHOJIOTUIO U3-
TOTOBJIEHU IIpecc-lallbe C «HaKJIagKon»
U3 QPYKTOB U ATr0Ji U3 Pa3IUYHBIX II0POJ
KaMHel. KaMeHHbIe HATIOPMOPTHI OTJINYa-
JIACh HATYPAJTUCTUYHOCTBIO UCIIOJTHEHUS.
JTOoMYy CIIoco6CTBOBAJja JOCTOBEPHAas MO-
IeJqrpoBKa GOpMBI, og60p U o6paboTKa
MmaTepuasa. [logMeueHHBIEe B HaType 0CO-
0eHHOCTH BBIpa’kaJUCh C IIOMOIIBI ero
Xy[0’KeCTBEHHBIX CBOMCTB. TOHaJIbHbBIE U
IIBeTOBBIE IIePeX0/ibl TEKCTYPHOI'0 PUCYHKA
UCII0JIL30BAJINCh U Ilepefadyu HeJocIie-
JIBIX YacTeu Arofi, HEOGHOPOJSHOCTHU 3eJIé-
HBIX JIUCTheB. OHU KaMHHU I10/IBEPrauch
TIIaTeJIbHOM II0JIUPOBKe, IlepenaBas Oiie-
CTAIIYI0 TJISHIIEM SATOJy, HallpuMep CMO-
POAMHY HMJIH KPBDKOBHUK. [IoBEpXHOCTAM
TaKUX AT0Jl, KaK MaJIMHa, IIpHUaBaIyd MaTo-
BYI0 GaKTypy, UMUTHUPYIOIIYIO MATKOCTb U
6apXxaTUCTOCTh.

BoJiee ci10’kHBIE aHTPOIIOMOPHEIE QOop-
MBI IIOIBUJIMCHL Ha Ypajie 3HaUYUTEJIBLHO
I103’Ke, HeCMOTpPS Ha [esdTeJbHOCTh QUp-
MBI «Pabepxe» U A.K. /leHucoBa-Ypaib-
ckoro B CaHKT-IleTep6ypre — IleTporpane
B Hayasle XX BeKa, OCBOUBIIIUX U3TOTOBJIE-
HUe QUIYpPAaTUBHBIX KOMIIO3UIIUU U3 CO-
CTaBHOI'0 KaMH4 I10 3aI1aJHOEBPOIIEMCKOMN
Tpagunuu. JajbHenlnee pasBUTHe HATY-
paJuCTUYECKUX TeHEHIIUN B ypabCKOH
IIOJIMJINTHOM IJIACTHUKE IIPHUOCTaHOBUJIA
BO3HUKINASA IIOJUTHYECKass CUTyallus B
CTpaHe, MaclITabHble BOEHHbIE COOBITUSA
IBYX MUPOBBIX BOMH.
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3aJIo’KeHHBIE B IOPEBOJIIOIIMOHHBIN I1e-
pHoI IpUEMEL paboThl ¢ 06 bEMHBIMU GOP-
MaMU M3 pas3jIMYHBIX KaAMHEU BHOBbL BO3-
POLMIINCEH T10CIe BTOPOM MUPOBOM BOMHEI
B CTeHAaX Xy/I0’KeCTBEHHOI'0 peMeCJIeHHOT0
yumauia Ne 42, oTKpBITOTO B CBepiIoBCKe
B 1945 roxy. OcBoeHUe TeXHUKU IT0JITUXPOM-
HON O6JIOKUPOBAaHHOMN IIJIACTUKHU OBLIO
BKJIFOYEHO B yUeOHBIN IJIaH 06pa3oBaTesIb-
HOTO 3aBejleHUs1 Gjlarofapsl 3HaHUSIM U
OIIBITY MaCTEpPOB «CTapOi» IIIKOJIBL. PUrypa-
TUBHBIEe KOMIIO3UIIUU U3 COCTAaBHOIO KaM-
H¢l, BBITIOJIHEHHBIE YUalllUMUCI U MacTepa-
MU B KayeCcTBe KypPCOBBIX, JUIJIOMHBIX U
MeTOQUUYEeCKUX paboT, HeCyT B cebe Xapak-
TepHBIE [JI1 COBETCKOI'0 UCKYCCTBA YEePTHI.
[IpousBeieHUs OTJIMYATCS JIJAKOHU3MOM
U KOHIIeHTPUPOBaHHOCTHIO 06pa3oB. B pa-
6oTax HabJ/Ir0faeTCsI MUHUMYM JIeTaIupPOB-
KU. KpacoTa KaMHs JeMOHCTPUPYeTCSI B
KPYIIHBIX 6JI0KaX, COCTaBJIAIOIIUX QUTYPHI
IepcoHa’kel. BbIOOD I1BeTa U TEKCTYPHOTO
pUCYHKa MaTepuraJia JOCTaTOYHO YCIOBEeH
U He CTpPeMHUTCH K JOCTOBEPHOM HaTypa-
JIMCTUYHOU Ilepefiaye M CTBUTEIbLHOCTH.
VipoiieHre ¢opMbl, TPaKTOBKA €€ IIOHAT-
HBIMU TeOMeTpUYeCKUMU 00 bEMaMU 00b-
SCHSIOTCS XapaKTepHBIM [JII COBETCKOTO
IIepuo/ia B3IJISIZI0M Ha eKOPaTUBHO-IIPU-
KJIQZTHO€e HMCKYCCTBO KaK Ha IIPOU3BO/ICTBO
MacCOBOM IIPOAYKIINH, KOTOpasd J0JKHA CO-
OTBETCTBOBATh IIPUHIIUIIAM TeXHUYEeCKOU
9CTeTUKH, OBITH JOCTYIIHOW U ITIOHATHOU
IJIS1 IIUPOKKX Macc Hapoja.

Hnero o cUaCTIIMBOM KU3HU COBETCKHUX
JIIOZleH IIoflep>KUBaeT Co3/laHHas B yueo-
HOM 3aBeJleHUU KOMITO3UIUS «YpasIbCKUN
neperussic» (. 3). ITocBAIEHHAs TeMe TaH-
ja pabora ornuaeTcs 0606IIEHHOCTHIO
dopM, Iie TeKCTypHBble 0COOEHHOCTH KaM-
HS YCJIOBHO PasfeJIsii0T OFHOTOHHOCTD Te-
JIECHBIX YYaCTKOB U IIeCTPOTY TKaHEeBBIX
Y30pOB OJIe7K/bL.

HeTpygHO 3aMeTUTh, KaK TepPSIT B CO-
BETCKOM HCKYCCTBe CBOE 3HaueHUe O6apoy-
HbIe IIPUHIUIIEI pab0ThI HAJL II0JIMXPOMHON
MaJIOH CKyJIBIITYpOU. [Ipy coXpaHeHUH Tex-
HOJIOTUYECKUX 0COOEHHOCTeM HM3T0TOBJIe-
HUJ 1107, BO3/IeMCTBHEM COBETCKOM 3CTeTHU-
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Ha. 3. «<YpanwvcKuil nepenasic»®.
1988. Mpamop, noyopazoyeHHble KAMHLU.
Myseti YpIIY «Pugpeii». EkamepuH6bype, Poccus

KU MeHseTCA CTUIMCTHUKA KaHpa, YBO/IS €T0
OT UCKYCCTBA QJIOPEHTUMCKUX PE3UUKOB U
OT YY>KJbIX COITAAIMCTUUECKOMY UCKYCCTBY
«OyprKyas3HbIX» IIPU3HAKOB.

CrretyroIMi aTall pasBUTHA )KaHpa CBi-
3aH C IOJIUTUYECKHMHU U COIHMAJIbHBIMU
U3MeHEeHUsSIMHU B )KU3HU Halllell CTpaHbI.
HoBas skoHOMHYeCcKasi CUTyalys Crocoo-
CTBOBaJIa aKTUBHOMY PasBUTHIO Ha YpaJie
JKaHpa MaJIo¥ QUIYpPAaTUBHOMU CKYJIBIITY-
PBI M3 COCTaBHOIO KaMHs Ha pybeske XX-
XXI BekoB. CHATHe 3alipeTa Ha paboTy Xy-
IO’KHUKOB C IparolieHHbIMU MeTa//IaMH U
KaMHsIMH, a TaKKe I10BJIeHUe OIIpe/iesIéH-
HOTO KJIacca JI/IeH ¢ XOpOIlIuM MaTepHhaJib-
HBIM J10CTaTKOM — IIOKYyIIaTeJIer JOpOoroun
XY[0>KeCTBEHHOM NPOAYKIIHUH, II03BOJJIHAIN
peaju3aniu TBOPYECKOIO IIOTeHI[HaJa
KaK OT/leJIbHBIX XY/I0’KHUKOB, TaK U I1eJIbIX
KOJUIEKTUBOB KaMHepe3HBIX MaCTepPCKUX,
CIIeITHaIU3UPYIOIINXCS Ha Malod ¢urypa-
TUBHOM ILJIACTHKE, Y)KaHPOBBIX KOMIIO3U-

45

[IVIX B IIOJIMJIMTHON TeXHUKe. Biaromaps
IIpeeMCTBEHHOCTH TPaJUITUH, IOJIUIUTHAS
TeXHHUKa COXpaHWIach Ha Ypaje, U COBpe-
MeHHBbIe MacTepa, IIOJIYUHUBIIHE HaBBIKU
paboThI B COBETCKUU IIEPHUOJ, YUEOEI, C 9H-
Ty31a3MOM pa3BepHYJIM TBOPUYECKYIO Jies-
TeJBHOCTS [3, . 3].

HpeosoruyecKre IIPUHIIUIILI TEPSIOT
CBOE 3HaueHHe BMeCTe C ITaleHHueM II0JIH-
THUUYeCKOro cTposi. [Ipou3BeieHUsI OTparka-
IOT CYII[eCTBEHHBIE IIepeMeHbI, 3apOrKIeHUe
HOBBIX Xy/I0’KeCTBEHHBIX 4yepT. Ha cmeHy
JIJAKOHUYHOMY U JIaIIUIapPHOMY COBETCKO-
MY HCKYCCTBY IIPHIILIO TBOPYECTBO COBpe-
MEHHBIX MaCTePOB, IIPOHU3aHHOE APYTUMU
CTUJIUCTUYECKUMU 0COOEHHOCTSIMHU.

Xy[IO)KHUKH CTaHOBSTCSI CBOOOJHBIMU
OT UJIe0JIOTHH, HO 3aBUCHMBIMU OT BKYCOB
U IPUCTPACTUU COBPEMEHHOTO 00IIecTBa.
B KoHGOPMU3M C IIPUOPUTETAMHU JIMYHOTO
IIPOCTPAaHCTBA, COOGCTBEHHOCTH, MHEHUS,
BKyCa, OpPUTMHAJIbHOCTH XOPOIII0 BIIUCHI-
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BalOTCs Xy 0KeCTBeHHbIe IIPOU3BeJ[eHUs,
OTJIMYAIoIUecs SIPKOCTbI U 3pPeKTHO-
cThio. IloBepriack 3HaUUTEILHBIM U3Me-
HeHUSAM B CPaBHEHUH C IIPOIIEAIINM IIe-
pHOLO0M TpPaKTOBKa (OPMBI, IIOJUYUHSSICH
KaIllpU3HbIM HHTepecaM IIOTeHIIHaJIbHO-
r0 IOKyIlaTessd JaHHOM XyA0KeCTBEeHHOM
«IIPOAYKIIUH», KOTOpasi CTAHOBUTCS IIPU-
HaJ[JIeKHOCTBI0 YaCTHOM KOJIIEKITUH, I10-
4épKUBasg CTaTyC BJa/iesblia, I UTPaeT
poJib VIP-momapka. Ha cMeHy 060611IeHHI0 1
YCJIOBHOCTH IIPUXOJUT CTPEeMJIEHHE K HaTy-
pasIi3My U [leTatu3ariii. XyJ0KHUKHY CTpe-
MSITCS K IIO/IpakKaHUIo IIpUPO/ie, UMUTAIIUU
HaTypbl. CKyJBITYpPHbIe IIPOX3BeeHUs
HAIIOJIHAIOTCA Pas/IMYHOMN JeTalupPOBKOMI
BIUIOTB JI0 I1BeTa IJ1a3. Xy 0’KHUKU HaJleJIs-
IOT CBOUX ITepCOHaKe!N eCTeCTBEHHBIM [IBU-
>KeHHeM, T03aMH, MUMHAKOH JIUITa B 00s13a-
TeJIbHOM COIIPOBOKJeHUM aHaTOMHUUYeCKOHU
TOYHOCTH. [I11acTUYecKasi I0BEPXHOCTH MO-
IeJIupyeTcs MArKo, 6e3 1iockocTeit. CooT-
BeTCTBYeT HAaTypPaJUCTUUECKOMY II0AXOLY
U KOJIOPUCTHYECKOe pellleHHe. YpabCKHUe
KaMHepes3bl, UCII0JIb3ysl IITUPOKYIO I1aJIu-
TPY, IO0MPAIOT IBET, aleKBaTHBIN HaType.
B xonm uznét apPeKTUBHOE UCIIOIb30BaAHUE
TaKUX CBOMCTB, KakK TeKCTypa U ¢akrypa.
JKuBo¥, HEIIOBTOPUMBIN PHUCYHOK KaMHS,
TOHaJIbHBIE U IIBETOBBIE IIepPeX0/bl U BKpa-
IIJIEHWs1 TOYHO IlepefaloT HaTypHbIE 0CO-
6eHHOCTH. ECcTecTBeHHas [I0BePXHOCTh Ma-
TepraJia U CII0COOBI UCKYCCTBEHHOIO dak-
TYPUPOBaHUA [IOIOJHSAIT OopMy, BHOCH
3 deKT JOCTOBEPHOCTH U IIPaBOII0I00US.
KoMIIo3unuu [0II0JIHEHE! 3JleMeHTaMU U3
IparolieHHBIX MeTaJlJIOB (30JI0TO, cepebpo),
KOTOpbIe HEPeJKO CIy>KaT ollpaBaMU I
IparoleHHBIX KaMHel (asimas, U3yMpyz,
cartup U T. 11.).

OfHUM W3 IIPUOPUTETHBIX TeMaTHhde-
CKUX HaIlpaBJIEHUU B ypasbCKOHN IIOJIU-
JINTHOM CKYJIBIITYpe MaJblX GOpM SBJISA-
eTcsl obpallleHHe K UCTOPUU — K 00Opasy
BBIZIAIOIIUXCSI UCTOPUYECKUX JIMYHOCTEN U
CIO’KeTOB. IIopTpeThl PyCCKUX Ilape, I10JI-
KOBO/JIIE€B U IPYTUX U3BECTHHIX JledaTesel
(1. 4-6) cosmaér CTyauss KaMHepe3HOro
UCKyccTBa «CBATOrop» (6bIBIIAsA YpaaibcKas
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KaMHepe3Has MacTepckas UM. M. bopoBu-
KOBa). AlleJUTUPYS K PyCCKOMY peaicThye-
CKOMY HCKYCCTBY, XYI0KHUKHU-KaMHepe3bl
MaKCHMAaJILHO HCIIOJIL3YIOT 3CTeTHYECKHe
BO3MO’KHOCTH IIBETHOI'O KaMHs, ero CIIo-
COOHOCTH BBIPAa3UTEJbHO MMHUTHUPOBATH
HaTypy. boraTeiii Hapsaz ViBaHa I'posHOro
YAAJIOCh IlepefaTh 6s1arofapsl YyHUKaJIbHO-
My IIPUPOSHOMY PHUCYHKY 3TOI0 MaTepHa-
ja. ChOpMUPOBAaHHBIA 32 MHOTOBEKOBOM
IIepUoJ, CI0KEeHUSI U KpHUCTaJIU3allUuU
Pas3IMYHBIX BeIlleCTB, BO3[IeHCTBHU [JaBJle-
HUA U TeMIlepaTypsl )KUBOIIMCHBINA obpa-
3ell mepefaéT CUIy3T PacIIUTON 30JI0TOM
U MeXOM OfieXKbl. ByTo crieruaabHO, Gop-
MHUpPYs KOHTYPHI I[BETOBBIX BK/IIUYEHUH,

Han. 4. T. IIoHoMmapés.
ITemp I (waxmamul)t.
2007. Mpawmop,
no1lyopa2oueHHbvle KAMHU, 3010MO.
YJacmHas KOANeKyus
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Ha. 5. T. I[ToHoMmapés. «HeaH I'po3HbLI» .
2012. Mpamop, noayopazoueHHble KaMHU,
cepebpo, 30.10mo.

YJacmHasa KoANeKUUs

IIPUPO/ia CO3/iajIa CBETJIbIM CHUJIYaT pyobart-
KU, He 3a0BIB BBIJIEJIUTH IeKOPaTUBHBIMU
OpaH’>XeBO-KpPaCHBIMH Y30paMU 3aCTEXKU U
MaH>XeThl pyKaBoB. JKMBOIIMCHAA MeX0Bas
OT/ieJIKa OKanuMJIgeT JIMHHOE I[apCKoe ofie-
sgHue. [I[pOMUKTOBaHHYIO CTPOEHHEeM KaMHS
¢opMy 3aBeplilaeT IJIACTHUKA OCTAJIbHBIX
3JIeMeHTOB QUIYPHIL: TOJIOBEI C BEIpa3sUTe Ib-
HBIM B3IJI[IOM, KUCTHU PYK U CTOIIBI CITyCKa-
IOIIIUXCA 10 JIECTHUIE HOT. bpollleHHas Ha
Kpecyio TéMHad IIyba, AeKOpUpOoBaHHAasd
KOBPOBad JOPO’KKa JTOIIOJIHUIN «3ayMaH-
HBII» 00pas.

MacTepCcTBO ypajJbCKHUX KaMHepe30oB
I103BOJIsIET UM BBIIIOJIHATH U MacllITaOHbIe
MHOTOQUTYPHBIe KOMIIO3UIIMHU, BUPTYO3-
HO coYeTas B HUX CKYJIBIITYpPHEIEe IIPUE-
MBI IOCTPOEHUS 00'bEMHON IIJIaCTUYECKOMI
$OpPMBI U CBOMICTBA KaMHJ JIJIs1 BU3YaJIbHO-
HaTypaJIUCTUUHOTO 3¢ PeKkTa. CTpeMUTeIb-
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Han. 6. T. ITIoHoMmapés. «AnexcaHdp Cy8opoex»®.
2016. I[IonydpazoueHHble KaMHU,
oKameHe10e 0epeso, Memana.
HYacmHas KOANeKUUsL

Has aTaka JIyYHUKOB, CIOJKeT U3 JpeBHeH
UCTOPUU KOUYEeBBIX HApOJ0B, IIPOKUBAB-
IIUX Ha HAalllell TePpPUTOPHUHU, OTPAKEH B
OTUHaMHUYHOM KoMII0o3uIuu «KoueBHUKU»
(u1. 7). Ilox BcafHUKAMU Ha pasTOpsiuéH-
HBIX KOHAX KJIYOBI ITBIJIH, BHIIIOJTHEHHEIE
U3 MeTaJljla B TEXHUKE JIUThS.

B paMKax TeMBI j0cyra U BpeMsIIpeIlpo-
BO’K/IeHUs, I10JIb3YIOIIeMCs CIIPOCOM ¥ IIO-
TeHIIMaJIbHOTO0 3aKa34uMKa, ypaJIbCKHe KaM-
Hepesbl HepeIKo 00palljaroTcd K TeMaTHhKe
asapTHBIX UTp, a TaK)Ke pbhIOasKU, 0XOTHI
UT. I dQPeKTHBIM yKpallleHueM UHTePb-
epa WU ropAoCThI0 YaCTHOM KOJIJIEKITUU
craJia pabora «/[>Kokep» (2006) (u1. 8), mpes-
CTaBJIAIOIIAs aJ/IJIETOPHUI0 KAPTOYHOM UTPHI.
JI>KOKep MMeeT 00JIMK XUTPOTO II1yTa, Tacy-
IOII[eT0 KapThl, KOTOPBIN CUAUT Ha 6apaba-
He, II0JIOKUB HOTY Ha Hory. Pab6oTy oTiu-
JaeT BBICOKAs CTeIleHb JIeTAaJIUPOBKU, BCS
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Hn. 7. H. Tonyb6es. «<KKouesHUKU»’. Ha. 8. B. KopobeliHuko8. «/[acokep»®,
2016. ITostyOpazouyeHHble KaMHU, 2006. ITostyOpazouyeHHble KaMHU,
oKameHe10e depego, Memani. 30/10Mo, IMab.
YJacmHasa KoANeKuus YJacmHas Koanekuyus

¢urypka cocraBjeHa U3 MHOTOUUCJIEHHBIX YacTh HabpaHa MHO>KeCTBOM I'apMOHUYHO
IIBETHBIX 3JIEMEHTOB, BOCIIPOM3BOJAIIUX II0400paHHBIX IIBETHBIX II0JIOCOK, POMOU-
SIPKUM BBIPAa3UTeJIbHBIN KOCTIOM. B IIBINT- KOB M KBaJpaTHUKOB. YeThlpe KapTOYHBIE
HBIX «pOHapUKax» Ha IledyaxXx W 06apax MacTHU IeKOPUpPYIOT Topc GUIyphl. YépHEIe
Y3HAIOTCSI KOPOTKHe IIPOpe3Hble pyKaBa U ITMKH Ha 6esioM GOHe M3 KaX0JIOHTa, Kpac-
IITaHbI-0Y(bI, BEIIIOJITHEHHBIE ITyTEM I10JI0-  HbIe SIIIMOBBEIEe YepBU Ha GOHEe TEMHOMU 3e-
c4yaToro Habopa KaMHel, KOHTPaCTHBIX 110  JIEHU 3aUPCKOI0 MaJIaxUTa, YépHble KPeCTHU
IIBeTYy U TOHY. M3-10/; KOPOTKUX PyKaBOB Ha pPO30BOM sIlIMe, KpacHble 6yOu Ha 4ép-
BBICOBBIBAIOTCA AJIMHHBIE, 0 3alCTbeB HOM obcuauaHe. C3aau K II0SCY IIPUKpe-
PYK, a U3-II0J, KOPOTKUX IIITAHOB — O0TS- IJIEH KOPUYHEBBIN KOIllesIéK. [lecTporBeT-
rUBalllee TojJeHb TPUKO, JeKOPUPOBaH- HbBIM KOCTIOM JIeTKO GOPMUPYeT ILJIaCTUKY
HOe TO UEpHO-0eJI0M IIaXMaTHOM KJIETKOM, aHaTOMHUYeCKOIO CTPOEHUs QUIYpPHIL.

TO [IBeTHBIMU SIIIMOBBIMHU, MPaMOPHBIMU MacTepcKH IlepefjaHa MUMMKa JIUIIA 3a
U JIa3yPUTOBBIMU POMOMKAMU U KJIETOUKa- CYET pesbeda MBIIII, IJIYO0KO II0Ca’KeH-
Mu. Ha Horax Takue )ke KOMOMHUPOBaHHbIE HBIX IJIa3 U HeOGOJIbIION BUTOU GOPOAKHU.
6allrMaKky € 3aTHYTHIMU KBepXy HOCKaMM ¢ 3acCTbUIM B BO3/lyXe UIpajibHble KapThl, He
30JI0THIMU Oy6eHITaMU. Takue ke Oy6eH- yCIIeB IepeJieTeTb U3 OJHOM PYKHU B IPY-
16 IIPUKpeIlIeHb] K KOHIIaM TPEX POKKOB  I'yI0. BEINIOJIHEHHBIE B 9MaJIeBON TeXHUKe
LIYTOBCKOI'O KoJIaka. IIBIITHBINA TOQpHU- U OIlpaBJIeHHBIE 30JI0TOM, IIPUXBaYeHHBIM
POBaHHBIN BOPOTHUK OT/leJlaH UEPHBIM U Ha IIPUIION B HEKOTOPBIX MeCTaX, KapThl
KOPUYHEBBIM KaHTOM. B IlecTperolieM Jie- [elCTBUTeJIbHO IIPOU3BOJAT BlleyaT/IeHUe
KOpaTUBHBIMU 3JIeMeHTaMU HapsiJie IpKOKe-  3aCTHIBIIMX B BO3/yXe 3JIeMeHTOB U II0pa-
pa TOJILKO Ha IIepBbIH B3IJISA/] HET CUCTEMBL.  »Kal0T BUPTYO3HOCTHIO UCIIOJIHEeHUS. Brico-
Ho npucMoTpeBIINCh, MOKHO 3aMeTUTh, KU 6apabaH, Ha KOTOPOM CHUAUT PKOKep,
4TO B IIPaBOM YaCTU QUIYPHI UCIIOJIb30Ba- CKOMOMHUPOBAH U3 PAa3HBIX COPTOB SIIIMBI
HBI 4épHO-0eJsible KaMHH, 3aTO BCA JieBasg U JIOIIOJIHEH CepeOpsSHBIMU I0BeJIMPHBIMU
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meTaJsIMU. Bcsgd KOMIIO3UITHA pacliojiaraer-
Cs Ha II0[ICTaBKe-IIIKATYyJIKe g KapT. OHa
UHKPYCTUpPOBaHa QJIOPeHTUUCKOM MO3au-
KOM C u3obpakeHrueM KapTOYHBIX MacTel
PasIMYHBIX pasMepoB U IIBETOBHIX pellle-
HUU. B pesysbTaTe MOMYUYUIICA APKUU XY-
I0’KeCTBEeHHBIM 00pa3s, IIPOHU3aHHbIN Mac-
TEePCTBOM U BUPTYO3HOCTBIO YMEJIBIX PYK,
BBI3BIBAIOIUY UHTPUIYIOIIUNM HUHTEpecC y
3puUTesIen.

BrIpasuTesIbHOIO IIPaB0II0L00Us XY/I0-
’KeCTBEHHOr0 obpasa JoOHUIuCh KaMHepe-
36l «TBOpPUECKOU MacCTepCKou AjyieKces AH-
TOHOBa» B KOMIIO3UITUHU «Komrem» (Wi1. 9).
[TepcoHa’k TpaAUIIMOHHO U300pakéH C CyH-
IYKOM, I0BepXy HaIlOJITHEHHBIM 30JI0TOM.
MHOro4ucjIeHHble JOCTOBEPHEIE [eTaJlH,
CJIOBHO MO3au4Hble ¢pparMeHTHI, COCTaB-
JISIFOT 3HAKOMBIM 06pas. IHTepecC BHI3bIBAET
IIOpTpeTHas XapaKTepHUCcTHUKa JIuIa Koles.
[ImacTUYeCKUMHU Cpe/iCTBaMU IlepejaHo Ha-
IIpsDKeHre MUMHUYeCKUX MBI, TJIy60Kue

Ha. 9. «Koweii»’.
2013. [IonydpazoueHHble KaMHU,
oKameHe10e depeso, 30.10mo, cepedpo.
JacmHas KoOAAeKUUS
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MOPIIUHEI IIPOXOAAT II0 JIOy, IieKaMm, COo-
OuparTcd y pTa, B yroJKax IJja3, Ha HOCY.
CJI0BHO JIOIIHYBIIIWE OT HAIIPSDKEHUS COCY-
IibI, BBIJIEJISTIOTCS TeKCTYPHBIe BKJIIOUEHUS
amMbl. KopuyHeBaThle OATHA, TPEI[UHBI
nepefamT AedeKThl KOKU.

OmresioMmsirone 3QPeKTHOCTH U PO-
CKOIITHOCTH COBPEeMEeHHBIX IIpOUu3Befe-
HHUU ypaJIbCKUX XYA0KHUKOB MOTJIH ObI
103aBU/I0BATh OapouyHble MacTepa. CIIOB-
HO JIOTHUYeCKas KyJbMHWHAIIUg PasBUTHUA
’KaHpa — BO3BpaT ero K M3Ha4YaJIbHO 3a-
JIO’KEHHOMY CMBICITy. POKIEHHBIE B 310Xy
0apOKKO B KaMHepPe3HbIX MaCTEePCKUX II0
Kallpu3y BIUATEJIbHBIX 0C00, IIpH3BaHHEIE
YOUBJIATH U IIOKUPOBATh YTOHYEHHVIO
ny6JuKy, QUTrypaTUBHBIE CKYJIbITYPHEIE
IIPOU3Be/IEeHUS, IIPEe0/I0JIeB COBETCKYIO H]e-
OJIOTHI0, CHOBA IIOJIYYMJIUA SPKUU BCILJIECK
CBOEro pa3BUTHS. By/ITO UCXOIHBIE YCIIOBUS
CYILLleCTBOBAaHUS 3TOTO YHUKAJIBHOTO UCKYC-
CTBa — OCHOBA €T0 IIPOI[BeTaHUS.

durypaTuBHas MaJjiad IIJIaCTUKa U3 CO-
CTaBHOTr'0 KaMHs, cQOpMHUpOBaBIIasica Kak
CaMOCTOSITeJIbHBIN KaHP KaMHEpPe3HOTO
uckyccrsa B XVII Beke B MTasiuy, I10J1y4u-
Jla pa3BUTHeE Ha Ypasie 6jaromaps 0co6eH-
HOCTSIM pervoHa C HaJIM4yueM 60raThIX Me-
CTOPOK/IeHUM IIBETHOT0 KaMHS U CJIO’KUB-
1eMcs 37ech KyJabType Xy 0KeCTBEeHHOM!
06paboTKM 3TOro MaTepuasa. OCHOBBIBAsICh
Ha JOPeBOJIIIMOHHOM OIIbITE, MaJias KaM-
HepesHasi IJIaCTUKA YTBEPIK/LAeTCs B COBET-
CKUM IEPHUO/I B CTEHAX yUeOHOro 3aBeIeHUs
KakK IIIK0JIa II0ITOTOBKH MacCTepOB, BJIa/ielo-
IIUX ITOJTUJIUTHON TeXHUKOM M 3a/1aBIIIUX
HallpaBJIeHHe Pa3BUTHUA ypaJbCKOr0 KaM-
Hepe3HOro HMCKyCCTBa Ha COBpPeMEHHOM
sTane. OIyTUB CBOOOAY IIOCTCOBETCKOTO
IIPOCTPAHCTBA, YKaHpP BEPHYJICA K CBOUM
IIEPBOUCTOKAM.

CoBpeMeHHbIe ypaJabCKUe MacTepa BOC-
IIPOU3BEJIN 3aJI0’KEHHYI0 XY 0KHUKaMU
9II0XM 6APOKKO CYTh 3TOTO YHUKAJIBLHOTO
’KaHpa U TOOHUIUCH ero paciiBeTa B ypaJib-
CKOM KaMHepe3HOM UCKYCCTBE, YTO JI0 CUX
II0p He yJaBaJIOCh UX IIpeAllleCTBeHHUKaM
HU B JI0PEBOJIIOIIMOHHBIN [IepUOJ, HU B CO-
BETCKOE BpeMsl.
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~)—" IOPUMEYAHHA -~ ~A—

1 JIuito y 6roCcTa CieslaHo U3 Xajllle/loHa,
ry0bl — U3 CUIIWIUHCKOM SAIIMBI, KOpCaXk

U ByaJIb — U3 YEPHOTO0 IIPOOHOr0 KaMHS.
PaboTta Haji 610CTOM IIPOIOJKAIACh TOJITOPA
necaruetus (1696-1713 rogbr).

2 MarepuaJ: MpaMop, XaJjlle/loH, arart,
6poH3a. BricoTa 6e3 0CHOBEI 16,5 cM, C 0CHOBOM
28,5 cM, ocHOBaA 22,4%22,2 CM.

3 PaboTa BBIIIOJIHEHA B CBEP/JIOBCKOM

XTIV Ne 42. PykoBozuTtenb B.IO. PricuH,
ucriosnruTenu O. 'ypueHko, B. 3anues,

I'. 3uMoBUK, E. KirtoeB, A. PorosuH,

H. CyxauéBa. MaTepuasi: aMa3OHUT, J1a3ypHUT,
YapOoUT, POJOHUT, JINCTBUHUT, CEPLOJIUK,
Mpamop. Pasmepsr: 47x30%21 cMm.

4 Pab6oTa BBIIIOJIHEHA B YPaIbCKOU
KaMHepe3HOM MacTepcKoi uM. 1. BopoBUKOBa
(r. EkaTepuHOypr). MaTepHasibl: MpaMop, II1IMa,
4apOouT, aratT, U3BeCTHAIK, 00CHINaH, 30JI0TO.

5 Pabora BelmosHeHA B CTyquu
KaMHepe3HOIo UCKyccTBa «CBATOrop»

(r. EkaTepuHOypr). Mactepa: A. Jlebefies,

K. AuTUNUH; TUTHQOBIIUKU: A. ATEMAacCOB,

C. IIpiraHKOB; 10BeIHPHI: B. Cob0JIeB,

P. ®aTeIKOB. MaTepuaJbl: AIIIMa, MarHesur,
TUTPOBBIN IJIa3, KpeMeHb, [KACIIUINT, arar,
Mpamop, cepebpo, 30JI0TO.

Pasmepsr: 43x33x33 cM.

¢ Pabota BelmoJIHEHA B CTyquu
KaMHepe3HOIo UCKyccTBa «CBATOrop»

(r. EkaTepuH6Oypr). [ oBITUKU:

A. Atemacos, C. [TbITaHKOB; F0BeJIUP

[. babyirkuH. MaTepuaJsibl: XaaleqoH,
4E€PHBIN araT, Y€pHBIN HeQPUT, KBAPITUT,
KpeMeHb, OKaMeHeJIoe [lepeBo, MeTaJlll.
Pasmepsrr: 53x40x40 cm.

7 Pabora BelmoJIHeHA B CTyquu
KaMHepe3HOIro UCKyccTBa «CBATOrop»

(r. EkaTepuHoOypr). Mactepa: 1. Toy6es,

C. ITupsies, A. Jle6eneB, A. VIIIKOB;

I OBIIUKU: A. ATeMacoB, P. baxTus;
roBesiup /l. babyIkuH; MacTepa 1o MeTaJslIy:
[. JeHucos, /I. BabyIIKUH; TUTHE: IUTENHAd
macTepckad [[. Bpesruna (r. EkaTepuHOYpT).
MaTepHaJsibl: IIUPUT, arat, AIIMa, KBapIiuT,
KpeMeHb, OKaMeHeJIOe [IepeBo, T0JIePHUT,
TOPHBIH XpyCTalb, HeQPUT, OIlaJl, FeMaTHUT,
MeTaJsuL. Pasmepsr: 75%64x68 cM.

8 Pab6oTa BBIIIOJIHEHA B YPaIbCKOU
KaMHepe3HOM MacTepcKoi uMm. 1. bBopoBUKOBa
(r. EkaTepuHOypr). MaTepuaJbl: SI1IMa,
MpaMop, Ja3ypuT, HeQpUT, 06CUHaH,
KaXOJIOHT, JOJIEPUT, TUTPOBLIU IJ1a3,

30JI0TO, 3MaJIb.

° Pabora BelIoJIHEHA B TBOpUYeCcKoH
MacTepCcKol AjsleKkcesd AHTOHOBA

(r. EkaTepuHOypr). MaTepuaJsbl: AI1IMa,
LOJIEPUT, IIUPUT, TeMaTUT, KPOBABUK,
OKaMeHeJIoe JIepeBO, aBaHTIOPUH, TUTPOBBIHI
IJ1a3, 30JI0TO, cepebpo. Pazmepsl: 40x32 cm.
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HamnpaByieHHOe oOpa3Hoe
npeacTaBjIeHUe: K BOIIPOCY

0 TepaneBTHYEeCKOM BJIUSTHUU
0apoYHOM MY3BIKHU

Ha npoTsokeHUH BEKOB IIpobJieMa
BO3/[IeHICTBUS MY3bIKU Ha YesIoBeKa
uHTepecoBasia GriocohoB U MBICIUTEIIEH,
II0POXKAAast MHOTOUHCIeHHBIEe TeOPUU
U KOHLeIITUU. CepbEé3HBIM 9TalloM
B PasBUTHUHU MY3bIKaJIbHOU Tepalniu IBUIaCh
aroxa 6apoKKo. BriepBrie yUéHBIMU ObLIA
IIpeJIIpUHATA IIOIIbITKA CHCTeMaTHU3alluKu
CPefCTB My3bIKaJIbHOM BHIPA3UTEIbHOCTH
10 IIPUHIIUIY UX BOCIIPHUATUSA,

a My3bIKaJIbHbIe IIPOU3BeJleHHUs, CO3JaHHbIe
B 9TOT II€PUO[, LIIUPOKO UCIIOIb3YIOTCS

U B COBPeMEHHOU MY3bIKaJIbHOMU

Tepanuu. bapouHas HHCTpyMeHTaIbHas
MY3BIKa, II0JIO)KEHHAasl B OCHOBY METOZa
HaIlpaBJIeHHOI0 00PasHOTIo IIpeCTaBIeHUs,
IJIOIOTBOPHA LI 3aHATUH C II0KUJIBIMUA
JIIOOBMU, CTPafAIUMU 60JIe3HBI0
Anbrrerimepa. HammpaByieHHOe 06pa3Hoe
IIpefcTaBIeHue I10] My3bIKY TPaJAUIIMOHHO
SIBJISIETCS Ha¥aIbHBIM 9TaIlOM I'PYIIIIOBOTO
IICUXO0TepalleBTUYEeCKOTO IIpoIlecca

U UCIIOJIb3YeTCs [JIs1 IIOATOTOBKH
YYaCTHUKOB K CEaHCy IICUXOIpaMBbl.

Ha oCcHOBaHUU CYILECTBYIOIIUX CHCTEM
(Xesien bonHY, /I>x03ed MopeHO) aBTOPOM
CTaThH paspaboTaHa CaMOCTOSTeIbHas
MeTOJHUKa, I1eJIb KOTOPOM — YCTaHOBJIeHUE
U pacliupeHye BepbaJlbHON KOMMYHHUKAIIUN
¢ 60JIbHBIMHY Ha CpefHeN (yMepeHHOM)
cTaauu 60s1e3HU AsbliTeriMepa. IloMuMo
OCHOBHBIX 3a/1a4, JOCTHKeHHEe KOTOPBIX
IIpecaefyIoT 3aHATHA 110 HallpaBJIEeHHOMY
00pasHOMY IIpe/ICTaBJIEHUIO0, MY3bIKa,
nosobpaHHas ¢ y46TOM MHIUBULYaTbHBIX
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Directed Figurative Imagery:
Regarding the Question

of the Therapeutic Influence
of Baroque Music

During the course of many centuries
the problem of the impact of music on human
beings has aroused interest in philosophers
and thinkers, generating numerous theories
and conceptions. A serious stage of development
of musical therapy occurred in the Baroque era.
During that period for the first time scholars
made the attempt to provide a systematization
of the means of musical expressivity according
to the principle of their perception, while
the musical compositions created during that
period are also broadly used in present-day
musical therapy. Baroque instrumental music
taken as a principle for the method
of the directed figurative perception
is seminal for working with elderly people
with Alzheimer’s disease. Figurative perception
and directed apprehension of music are
traditionally considered to be the initial stage
of a group psychotherapeutic process
and is used for preparation of the participants
for a session of psychodrama. On the basis
of existing systems (those of Helen Bonny
and Joseph Moreno) the author of the article
developed an independent methodology,
the aim of which is to establish and expand
verbal communication with patients
at an intermediate (moderate) stage
of the Alzheimer disease. In addition
to the main goals the achievement of which
is pursued by activities in directed figurative
perception, the music chosen in consideration
of the patient’s individual characteristic
features arouses a therapeutic impact
on him, being conducive to the rehabilitation
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XapaKTepPHUCTHK ITaITHeHTa, OKa3hIBaeT

Ha Hero TepalleBTUYeCKOe BO3/IeHCTBUE,
CIT0COGCTBYS BOCCTAaHOBJIEHUIO TMYHOCTHBIX
BOCITOMHUHAHUH ¥ OIITUMHU3AITHHA
IICUX03MOIIMOHAIBLHOTO COCTOSIHHA UesIoBeKa.

KiroueBrble cJioBa:

My3bIKaJIbHas Teparus, XeyjeH boHHY,
I>xo3ed MopeHO, My3bIKa 6apPOKKO,
HanpasJIeHHOe o6pasHoe IIpe/icTaBIeHUE,
My3BbIKa U 060JIe3Hb AJIbIreliMepa.

of personal memories and the optimization
of the human being’s psycho-emotional state.

Keywords:

musical therapy, Helen Bonny,

Joseph Moreno, music of the Baroque era,
directed figurative perception,

music and Alzheimer disease.
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To, uTO >KH3Hb OTHUMAET, My3bIKa BO3BpaIliaerT.

IpeBHEUIIINX BpeMEH TeMbl, CBA3aH-

HbIe C BJIUIHHEM MY3BIKH Ha 4eJIo-

BeKa, IIpUBJIeKaJ]d BHUMaHUe QU-
JIOCOOB, II03TOB, MBICJIUTEJIEH, YUEHBIX.
H3BecTHO, uTO B /[peBHel I'peliu My3bIKa
[IeHIJIACh BEIIIIE, YeM apXUTEeKTypa t JKUBO-
nuck. Tak, CoxpaT, 00y4aBIIHICA MY3BIKe,
BUJeJI B HeH OJHO U3 CPe/ICTB JOCTHIKEeHU
OYIIIEBHOTIO 3/10POBh, a Ils1aToH yKasbIBaJl
Ha TeCHYIO CBSI3b MeXXJy MY3bIKaJIbHBIMU
CTUJIAMH U IIOJTUTUYECKHUMH 3aKOHaMH.
B /IlpeBHeM EruiiTe XOpOBBIM II€HHEM HC-
1eJISUTA OT 6€CCOHHUIIEL, B /[peBHeM KuTae
IIPOIIKMCHIBAIN OIIpeseIéEHHbIe MeJIOLUU
IJ1 U3j1eueHus 0osie3He, a B /lpeBHel UH-
IUY BEPUJIH, YTO My3bIKa CO3/1aéT 0COOBIH
HACTPOM, NMPUOJIHKAIIIUU 4YesoBeKa K
MUPY TPaHCIIeHAeHTaIbLHOTO.

[Ipo6s1eMa BOCIIPUATHS MY3BIKU II0JIY-
4Yunjia HOBOe OCBellleHHe B 3I10Xy 6apOKKO.
BriepBrIe B Tpy/axX yU€HBIX paccMaTpUBa-
JIaCh HaIIpaBJIEHHOCTH MY3BIKHM Ha aKTH-
BH3aIlMI0 IMOIIMOHAIBLHBIX COCTOSHUN H
YyBCTB 4yesioBeKa. UMeHHO ¢ XVII Beka II1u-
POKO yTBep>KAaeTcs IIOHUMaHKWe MY3bIKH
KaK BBIPa3UTEJILHOIO $I3bIKa, CIIOCOOHOIO
IepegaTh AOCTAaTOYHO OIIpeJe/IEHHEIe, 110
MHEHHUI0 TeOPeTHUKOB TOH 3II0XH, YyBCTBA
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I. I'eline

U IpejcraBiaeHus. HeMelKuUM YUYE€HBIN
Atanasuyc Kupxep B TpakraTte Musurgia
Universalis (1650) Hazies11eT My3bIKY «MY3bI-
KaJIbHBIM MarHeTU3MOM», CIIOCOOHOCTBIO
BBI3bIBATh B Jyllle olipefeléHHbIe adpdek-
Thl. Kupxep BbIfiesIsleT BOCEMb IJIaBHBIX:
pazocTh, OTBara, rHeB, CTPAacCThb, IIpOIlle-
HUe, CTpax, HaJe)K[a, CocTpajaHue; a TakK-
’Ke HeCKOJIBKO «IIPOM3BOIHBIX», paszesisas
Bce apdeKThl Ha TPHU IPYIIILI — PafoCTh,
CIIOKOMCTBHE, IIeyaJb [1, c. 60]. OH oImuchI-
BaeT yCJI0BUs, IIPU KOTOPBIX MYy3bIKaJIbHOE
IIpOM3BeJleHUe MOJKeT BbI3BAaTh HauboJlee
CUIbHBIEe apdeKThl, BhIZeadsd GaKTOpPHI,
BJIMAIOIIME Ha BOCIIPUATHE MY3BIKH: MeCTO,
BpeMs JIHd, BpeMsd roga. Kupxep obpaiaer
BHUMaHUe Ha pasMep IIPOU3Be/IeHUs, ero
IIPOIOPIIUU U BpeMs, KOTOpPhIe JOJKHBI
OBITH COTJIACOBAHBI C YXOM BOCIIPUHHMA-
1o0111ero [6, c. 309]. VUéHsblil yTBep>KIaeT, 4To
CYLLIeCTBYET CBI3b MeKy My3bIKaJIbHBIMU
BKyCaMHU U IIPUPOJHBIM TeMIlepaMeHTOM
yesioBeKa: «MeJIaHXOJIUKHU JII00AT cepbés-
HYI0, HeIIpepHIBAKIIYIOCA, IPYCTHYIO Tap-
MOHUI0, CAHTBUHUKU OJiarogaps JIETKOH
BO30yJUMOCTH KPOBSIHBIX IIapOB BCerza
IIPUBJIEKAIOTCSA TaHIleBaJbHBIM CTHUJIEM.
K TakuM >xe TapMOHUYECKUM [IBUKEHUSAM
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CTPeMATCS U X0JIePUKH, Y KOTOPBIX TaHITbI
IIPUBOJAT K CUJILHOMY BOCIIaJIEHUIO >KeJl-
uy. djierMaTUKOB TPOral0T TOHKUE >KeH-
ckue rosioca» [9, c. 283]. Kupxep, usyuasa
IICUX0TepalleBTUYeCKHUe BOSMOXKHOCTHA MY-
3BIKU U IIeHUd, IIPUIIIEJ K BBIBOLY, UTO QU-
3MO0JIOTHYEeCKHe IIPOLeCCHl B TeJjle YesoBe-
Ka II0JBep>KeHBI BIUSIHUIO MY3bIKaJIbHBIX
coep (puTMa, MeJIOUH, IIeHU).
HccieqoBaHusaM B 00J1aCTH MY3bIKaJlb-
HOM Tepaluy B OIIpefeIEHHOU Mepe COOT-
BeTCTBOBAJIM My3bIKa/IbLHBIE IIPOU3BeIeHUA
3II0XY 0apOKKO: UX IleJIMTeJbHbIEe CBOMU-
CTBa OTMeYasu yYéHble U B II0CIeLYIOIIe
arioxu. Ompefessis 6apoOYHYI0 MY3BIKY KaK
MY3BIKY IIOPSA/IKa, MHOT'HE HCCIef0BaTe/In
XX Beka yTBepyKAajH, YTo OHa «bJiarogaps
CBOEM YETKOU CTPYKType pUTMA U 3BYKa
yCUJIMBaeT BIleUaT/IeHHe paBHOBeCUs» [2,
c. 122]. UpoHMYHOe BBICKa3bIBaHME Bpaya
U MY3BIKaJILHOTO TepaneBTa A. IIOHTyHKa
«B COBEPIIIEHHOMN MY3bIKe eCTh CBOU I10/IBO-
IHble pudnl. OHA CTOJIL COBEpPIIIEHHA, UTO
BBIBOJIUT U3 paBHOBecUsA» [2, c. 123] yuib
IIOIYEPKUBAET CJIOKHOCTh ¥ HEOJHO3HAU-
HOCTB IIpeMeTa UCcieJOBaHUs.
bosrrapckuit ncuxostor I'. JIo3aHOB Iipef-
JlaraJl yyaljyuMcs CIyliaTh 6apouyHy0 My-
3BIKY U OJJHOBPEMEHHO IIMCbMEHHO OTBe-
4aTh Ha BOIIPOCHI 11 MOOMIU3aI[UH HeuC-
yepliaeMbIX TBOPUYECKUX PECYPCOB IIPaBoro
TIIoJIyIHIapys Mosra. « My3bika 6apOoKKO IIpH-
BOJIUT MOS3T B COCTOSIHHE TapMOHUU. B yacT-
HOCTH, OHA JaéT IMOITMOHAJIbLHBIN KIHY K
CyIlepIlaMATU: OTKpbIBaeT JIUMOUUYECKYI0
CHUCTeMy MoO3Ta. 9Ta CUCTeMa He TOJIbKO 00-
pabaTheIBaeT SMOLUH, HO U IBJISIETCSA COe/IH-
HUTEeJIbHBIM 3BEHOM MeJK/y CO3HATeIbHbIM
U II0/ICO3HATeJLHBIM OT/elaMU Mo3ra» [7,
c. 165]. IIo ero MHeHUIO, IIpUUYKHA yCHUJIe-
HUS CIIOCOOHOCTH IIOIVIOIATh WU BCIIOMMU-
HaTh MHGOpMAIIHIO 3aKJIHYaeTCsd B TeMIIe
3TOM My3BIKH (60-70 y1apoB B MUHYTY), YTO
IpubIIMKaeTCs K 4acToTe cepAleOrueHus.
JlaHHas runoTesa 6bl1a HOATBEP KAeHA IIPU
U3MepeHUsIX YaCTOThI 3JIEKTPOMarHUTHBIX
BOJIH F'0JIOBHOT0 M03Ta («aJIbda-BOJIHBI» Ya-
cToTOH 7 I'1l ABJISIOTCA IIPUYUHOM 0CO60TO
9MOIIMOHAJIbHO-TBOPYECKOTO COCTOSHUSA
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4yesioBeKa). Ha 0CHOBaHUM HCCIeJOBaHUM,
IIPOBE/IEHHBIX CO CTy/leHTaMU BO BpeMsI BbI-
IIOJIHEHUS [TIUCbMEHHBIX 3a/JaHUM, YUEHbIEe
IIPUIIIN K BBIBOJY, YTO PUTMHUKA MY3BIKH
0apOKKO CTHMYJIHPYeT IPUIIOMUHAHUE
uHboOpMaIlMY, BIMSeT Ha pasBUTHE UHTY-
WY, BHUMAaHUs YesjloBeKa U YMeHU Jia-
BaTb 000CHOBaHHBIe OIleHKU IIPU BBIparke-
HUU BHYTPEHHUX YYBCTB U HAKJIOHHOCTEH
[5, c. 59].

B paborTe C II0KIUJIBIMU JIFAbMU, CTPaZako-
IMMUMH 60JIe3HBI0 AJbIreliMepa, KaKHe-
JIN00 U3MepeHUs IIpobieMaTUUHE], OoJiee
Ba)XHBIMU I1apaMeTpaMH B IIpoliecce My-
3bIKaJIbHBIX 3aHATUU CTaHOBATCA YJbIOKa,
3pUTeJIbHBIM KOHTAaKT U BepbajbHas KOM-
MyHUKaIug. IIJIOM0TBOPHEIM IIpeCTaBJIdg-
eTCs UCII0JIb30BaHUE MY3bIKaJIbHBIX IIPO-
U3BeJIeHUU 3II0XU 6apOKKO B METOJUKaX,
COYeTarINUX MY3BIKy U OoOpasHoe IIpef-
craBjeHre. KOpHU IO00HBIX IIPAKTHK, OC-
HOBaHHBIX Ha CIIOCOOHOCTU MY3BIKU CTH-
MYJIUPOBaTh peslaKCalluio U II0AKPeIlIATh
obpasHoe BooOpakeHUe, — B JPeBHUX 00-
pafax MClieJIeHus, paclipoCTPaHEHHBIX BO
MHOTHX KYJIbTypaX MUpa.

OfHUM U3 IIPU3HAHHBIX MeTOJ0B BTO-
POt 10sI0BUHEI XX BeKa ABJIIeTCA CUCTeMa
MY3BIKaJbHOI0 TepalleBTa XejeH BoHHU
«HampaBiieHHOe 06pa3Hoe IIpe/icTaBIeHHe
I10/1 MY3BIKY», CYyTh KOTOPOTr0 — B CJIyIIa-
HUY MY3BIKH B paccaabIeHHOM COCTOSSHUN
C I1eJIbI0 BBI3BAaTh B BOOOpa’keHUU OIIpe-
IeJIEHHBIe 00pasbl U CUMBOJIBL. Ha ocHOBe
9TOM IIPAKTHUKU MY3bIKaJIbHBIN TepalleBT
J>xo3e¢p MopeHO ocHOBaJ CBOU «MeTo[
00pasHOro IpefcTaBJIeHUS II0J MY3BIKY»,
UCIIOJIB3YS €r0 KaK pasorpes I 3aHATHUHI
IICUXOApaMoH [4, c. 89]. 3aHaTHe HaUUHAaET-
Cs C peJIaKCalluU: YYaCTHUKU CUAAT HUJIH JIe-
JKaT B YA00HBIX I103aX B €/1a00 OCBEI[EHHOM
KOMHAaTe C 3aKpBITHIMU IJIa3aMU, KOHIEeH-
TPUPYIOTCH Ha CBOEM /IbIXaHUU, IIOCTEIIeH-
HO pacciabiisas MBIIIIE! Tesga. C HavyaIoM
3By4YaHU MY3BIKM TepalleBT 3aYUThbIBaeT
OIlpe/ieJIEHHBIN CIleHAaPU, I10CIeYIoIHe
3Talbl IIpoIlecca HOCAT IICUXOTepaleBTU-
YeCKUU XapaKTep U TpeOyIOT OT BeAyIllero
HaBBIKOB pPabOoTHI 110 3TOM METOLUKE.
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MysbIKaJIbHBINA TepaneBT JopuT AMUD,
aHa/JIU3UupPysad pasjiuuyHbie TeXHUKU GIM
(Guided Imagery and Music) [10, c. 110], BbI-
BOJHT YeThIpe YPOBHSI, IIPHUCYIIHE KaXKIOMY
MeTO/ly, COUeTaroIeMy 00passl U MY3BIKY:

1. 3cTeTUUeCKUi/abCTPaKTHHIN YPOBEHb.
BocrpugaTue My3bIKH XapaKTepU3yeTCs BU-
3yaJIbHBIMU ¥ KUHeCTeTUYeCKUMHU obpasa-
Mu. Iles1b — 110/Iy4eHHe YA0BOJIBCTBUA OT
MY3BIKHU. OILIyIeHUa Ka)KyTCs 0OBIYHBIMY,
HO OHHU 60JIee MHTEHCUBHBL.

2. [lcuxogHaAaMUYeCKUM YPOBEHb BKJIIO-
YaeT BbITeCHEHHBIe BOCIIOMHUHAHUA, JIUNY-
HOCTHBIe U MeXJIMYHOCTHbIe KOHQJIUKTEI.
O6passbl WM CUMBOJIBI IIPOIIJIOTO BBIXOIAT
Ha II0BEPXHOCTEH CO3HAHMI, IIPOUCXOUT II0-
HCK pellleHus IIpo6IeM.

3. [lepuHaTaIBLHBINA YPOBEHL OCHOBAH Ha
PaHHUX BOCIIOMHHAHUAX: POJBI, CMepPTh,
BO3POJKJeHHe; IIPOUCXOAUT 0CO3HAHUe Te-
JIECHBIX TPaBM, QU3HUOJIOTHYECKHUX ITIPOOJIEM.

4. TpaHCIIepCOHAJILHBIN YPOBEHb — pac-
IIUpeHre paMOK CO3HaHU 3a IIpe/iesIbl ITo,
OIIyIlleHHe eJUHCTBA, CBATOCTH, HaX0 K/ e-
HHe BHe BpeMeHH U IIPOCTPaHCTBA.

Ve coueTaHUs MY3BIKU U 00pasHOIo
IIpe/CcTaBIeHus, aalITUPOBaHHA /I I1al -
€HTOB repruaTPUYeCKUX OT/eJIeHUH, BOILIO-
THUJIACh B CBOeOOpasHble «MysbIKaJIbHBIE I1y-
TellleCTBUS» — MeTO/IUKY, paspaboTaHHYIO
aBTOPOM 3TOM CTaTbU B COOTBETCTBUU C
IIOTPeOHOCTSIMU II0KUJIBIX JIFOZIeH, cTpaja-
0IIUX 00JIe3HBIO AJbITeliMepa Ha BTOPOH
cTraguuy 3abosieBaHUA. KIIMHUYECKUM COLU-
osior Haomu a1 xapakTepusyeT IO 006-
HBIX MIaIfUeHTOB, «Ie30pHeHTHPOBaHHBIX
BO BpeMeHH», COIJIAaCHO €€ TePMHUHOJIOTUH,
CIeyIOIIUM 00pa3soM: «CHH KeHUe 3peHUs
U CJIyXa, II0CTeIIeHHOe HUBeJIMpPOBaHUe 3a-
I1aX0B, YXY/IlIeHHe JBUTaTeJIbHBIX CII0C06-
HOCTeH U lerpaZariis KOTHUTUBHBIX QYHK-
IIUH II0Ar0TaBJIMBAIOT II0YBY [JI1 3aMKHY-
TOCTH U YX0/1a B cebs1. UeJIOBEK BCE MeHbIIIe
IeP>KUTCA 3a IeCTBUTEIbHOCTD, OH He CIIO-
cobeH NIpUIepPXKUBATHCI XPOHOJIOTHUHU, He
MOJKeT IIPaBUJILHO COPUEHTUPOBATHCA BO
BpeMeHHBIX ITapaMeTpax. IlopakeHre M03-
ra ByIMseT Ha IIeHTPEI YIIpaBIeHHUA: YeJI0BEK
He MOJXKeT BJIaJleTh CO00M, OH TepsieT KOM-
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MYHUKaTUBHBIe CII0COOHOCTH» [11, c. 76].
BeIBecTH IarjeHTa U3 3aMKHYTOI'O KpyTa,
B KOTOPBIH ero 3aTounIa 60J1e3Hb, BEPHYTH
€My CIIOCOOHOCTH K OOILeHUI0 U CBI3HOMY
II0BECTBOBAHUIO, BEI3BATh 3HAUUMBIE [IJIA
YeJjioOBeKa BOCIIOMHHAHUSA, YIYUYIIUTEL €ro
IICUX03MOIIMOHAJIBHOE COCTOSHHE — OC-
HOBHBI€ IIeJIM MeTOOUKH «My3BbIKaIbHBIX
Iy TeIeCTBUI».

B HauaJsie 3aHATUA JKeJlaTeJbLHO IIOopac-
CY’KZaTh C IIOXKHUJIBIM YeJIOBEKOM O TOM,
4TO MY3bIKa, KaK U JINTepaTypa, CBsA3aHa C
oIIpesieIEHHBIM reorpapuyecKrM MeCTOM
U UCTOPUYECKUM IIepHUO/I0M, COOTBETCTBEH-
HO, C My3BbIKaJILHBIM IIPOMU3BEleHIeM MOX-
HO «IIyTeIlleCTBOBAaTb» B IIPOCTPaHCTBE
U BpeMeHHU. /lajiee HHCTPYKTOP O0O'BSACHSI-
eT, UTO Cefuac 3a3BYy4YUT MY3bIKa, U HAJ0
IIpe/ICTaBUTL cebe, Kyfia OHa Hac IIpUIJia-
mraeT. ITaliieHT CUAUT B YAO0OHOM KpecIle,
ero rja3a OTKPHITHEI (Y JIIOJ e, CTpaZaroliux
60J1e3HBbI0 AJBIITeliMepa, IpeJo’KeHue
3aKpBITh IJ1a3a MOXKeT BBI3BATH COCTOSHUE
becriokorcTBa). He cyimiecTByeT TOTOBOTO
TeKCTa /11 KOHKPeTHON MY3BIKH, BCE IIPO-
UCXOIUT CIIOHTAHHO, ’KeJjlaTeJbHO JIUIIb
IIPUIeP>XUBATHCSA IBYX 3TAIIOB IIpoIiecca.
Ha mepBOM 3Tame HUHCTPYKTOP BKJIIOYAET
MY3BIKY U 4yepe3 HEKOTOpOoe BpeMs 3aJaéT
oO0II1Me BOIIPOCHL: I7le MBI, B KaKOM cTpaHe?
Kakas srroxa, BeK? UTo MBI BUITUM BOKPYI?
Kak omeTs! srogu? UTo OHU JesarT? Ka-
KoH nersa’x? Kakoe BpeMs roza, BpeMs Cy-
TOK? Kakue Kpacku IipeobJiasaror? Kakas
o6cTaHOBKa? OOGBIYHO yCTaHaBJIUBaeTCd
IOBOJILHO IIPOCTPAHHBIM AUAJIOT MEXAY
IarfieHTOM ¥ HHCTPYKTOpoM. O6passl, BHI-
3bIBaeMble My3bIKOM, OTJIMYAI0TCH, KaK IIpa-
BUJIO, 0COO0M SIPKOCThI0, UTO XapaKTepPHO
IJIsL IIePBOTO, 3CTETHUYECKOro YPOBHH (B Co-
OTBeTCTBUU C Kiaccupukanuent /. AMup).
VMHCTPYKTOp IIJIABHO II€PEeBOJUT [HAJIOT
Ha JIMYHOCTHBIe BOCIIOMHUHAaHUsA cobecef-
HUKa — BTOPOH, IICUXOSUHAMUUYECKUUH,
YpOBeHb: OBIBAJIM JIA BBl B 3TOM MecTe?
BBLIM JIU TaM Ballld Ipy3bsl, 3HaKOMEIe, ce-
Mbd? JIIM30[, COXPaHUBIIIUICA B [TaMATU?
Eciix 4yBCTByeTCs, YTO BOCIIOMUHAHUA 110
KaKOM-JIM00 IIPUYMHE HeIIPUATHHI I1aliu-
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€HTY WM OH IIpeJIlounuTaeT He TOBOPUTH
0 cebe, KeJjlaTeJIbHO IIepeBeCTU pPasroBOp
Ha TeMBbl JIUTepaTyphl, TeaTpa, ©300pasu-
TeJIbHOI'0 MCKYCCTBA, CBSI3aHHBIEe C 06pa-
3aMH, IIOPOXKAEHHBIMU TaHHON MY3BIKOH,
TO eCTh OCTaThCd Ha 3CTeTUYECKOM YPOBHE.
B miporiecce o6111eHUS UHCTPYKTOP LOJKEH
O4YeHb UYTKO yJaBJIUBaTh MaJleHllive u3-
MeHeHUs B BepbaJIbHBIX U HeBepOaJbHBIX
peakIusx yesoBeKa (OH ycTajl, eMy CTaJlo
CKYyYHO, eMy HelIpUATeH JaHHBINM BOIIPOC) U
COOTBETCTBEHHO BBICTpaWBaTh IIPOJ0JIKe-
HUe WIY 3aBepllleHre 3aHATUS.

Ocob60e 3HaUeHUE IIPUJAETCS My3bIKaIb-
HOU OCHOBe «IIyTeIlleCTBUs». IIpu BbIOOpe
IIpOU3Be/leHUss HeOOXOJUMO YUYUTBIBATh
UHPOpMAIIUIO O ITaljheHTe, 4YTOOHI 110 BO3-
MO>KHOCTH IIpe/lyrajaTh JUYHOCTHBIE ac-
coruanuu, u3bexaTtb Npo6JIEMHBIX MO-
MEHTOB. B CBS3H C 3TUM IIpeAII0UYTHUTEb-
Hee popMaT MHIUBHUYAJIbHBIX BCTpeu (He
HUCKJIIDYEHO, BIIpOUeM, U IIpOBeJleHUe I10-
NOOHBIX 3aHATUU B HEOOJIBIIUX I'PYIIIax).
PexoMeH/lyeTCd IIOATOTOBUTH HECKOJIBKO
Pas/IMYHBIX My3bIKaJIbHBIX GparMeHTOB —
9TO II03BOJIUT II0106paTh MY3bIKY, COOTBET-
CTBYIOIIYIO 3MOIIMOHAJIBHOMY COCTOSTHUIO
TI0’KHUJIOTO YesIoBeKa B JaHHBIM MOMEHT.

MopeHO IS cBOero MeToza o6pasHbIX
acconanii moji My3bIKy IIpejJjiaraeT Hc-
I10JIb30BaTh MaJIOU3BeCTHbIE MY3bIKaJb-
Hble QparMeHTHI, YTOObI He BO3HHUKAaJIU
ocob6ble acconpanyu, Mellarwlue cBo60I-
HOMY U CIIOHTAaHHOMY Pa3BUTUI0 IIPOIleC-
ca. [liga paboThl C JIIOABMHU, CTpPaZaroliu-
MU 60JIe3HBI0 AJIbIITeliMepa, B II0J0OHOM
OrpaHUUYeHUM peliepTyapa HeT HeoOX0oau-
MOCTH — y3HaBaeMOCTb MY3bIKU MOJKET
IIOCIY>KUTh JOIIOJTHUTEJIbHBIM CTUMYJIOM
111 OOIlleHHsT U BOCIIOMHMHaHUN. MOpeHo
CIIpaBe/INBO OTMeuaeT, UTO OJAUH U TOT
’Ke MY3bIKaJIbHbIN pparMeHT MO>KeT BBI3bI-
BaTh pas3JIMyYHble YyBCTBA U acCOIIUAIIUU Y
PasHBIX JIO/lel, TaK KaK 3MOIIMOHAaJIbHbIe
peaknuu cyobeKTUBHBEL «B TO Ke BpeMs B
CaMOM IITMPOKOM CMBICJIe BHe 3aBUCHMO-
CTU OT CYObeKTUBHBIX IIPUYUH (UIHU Ke
6yiarofaps UM) OIIpefiesIEHHbINA TUII MY3bI-
KU BOCIIpUHHUMaeTCs 00JIbIIUHCTBOM JIH0-
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el KaK CIIOKOMHBIA U, HAIIPOTUB, IPYTrou
THUII 60JIBIITHHCTBO JIFOeU BOCIIPUHUMAIOT
Kak Bo3by»kparomuii» [4, c. 103]. EcTb My-
3BIKaJIbHbIE IIPOU3Be/IeHUs, BHI3BIBAIOII[HE
6oJiee U1K MeHee 00yC/JIOBJIEHHBIE aCCOIU-
anuu (HalpuMep, sa’kKuraTejbHble JIATU-
HOaMepHUKaHCKHe TaHIlbl — 6pasuIbCKUN
KapHaBaJ).

«My3BIKaJIbHEbIE IIyTeIlleCTBUA» C IIPOU3-
BeJIeHUsIMHU 3I10XU 6apOKKO, KaK IIpaBUJIO,
II0JIyYalTCAd SIPKUMHU U IIO3UTUBHBIMU:
My3BIKa C JIETKOCTBHIO BHI3BIBAET CJIyIIaTe-
Jlel Ha KOHTAKT, II0OPO’K/Aasd Y HUX OPUTH-
HaJIbHBbIE accoIfMallii U pasHooOpasHbIe
TeMBI J1d 00IlleHUs. B IIpo1iecce 3aHATUN
Hab6II0al0TCd 3aMeTHBIe YJIy4llleHUs B
BepbaJIbHOM CaMOBBIpa’kKeHUU ITalJUeHTa:
paciirpsieTcs ero CJIOBapHBIM 3almac, peub
CTaHOBUTCA 60Jiee IJIaBHOU U JIOTUYHOM.
HeckoJsbKO MHOe, 0c060e pasBépThIBaHUe
IIPUOOpesIH «My3bIKaJIbHbIE ITyTeIlleCTBUI»
c croutou I.®. l'enpesnd «Mys3bIKa Ha BOJe».
CHUMBOJIMYHO, YTO I10 OJTHOM U3 BEPCUL, ITPO-
HU3Be/leHHe OBIJI0 HAIIKMCAHO /ISl UCLleJIeHUs
aHIJIMKMCKOro KopoJus I'eopral oT IrpoBa-
JIOB B ITaMATHU U IJy00UaNIIINX JelpeCcCuii.
Byayuu riy60KO pesIMTHO3HBIM YeJloBe-
KoM, I'eopr I yacTo nnepeunTsiBas bubuio
U 3HaJI UCTOpHIO 0 Ijape CayJie, IPUCTYIIBI
IelIpeCcCUU KOTOPOTO H3JieurBaJl IOHBIN
JlaBUJ] CBOEU UTPOU Ha JIUpe. ITOT MU0/
U N0o6yAUII KOpoJisi 0O6paTUThCA K 'eHpe-
JIXO C IIPOCLOOM HamucaTh I HEro 4yzo-
TBOPHYIO MY3BIKY, CIIOCOOHYI0 M30aBUTH
ero oT Hepyra. HerusBecTHO, KaK I10BJIUS-
Jla My3BIKOTepamusg Ha KopoJud I'eopra I,
He HUCKJIIYeHO, YTO IIOMOTIJIa: II0 MHEHUIO
HeKOTOPBIX COBPeMEeHHBIX HcCIesoBarTe-
Jlel, IIPOCAyIIuBaHUE MY3BIKM 6apOKKO
CTUMYJIUPYET CeKpeIjHui0 3HJOPPUHOB —
«TOPMOHOB pazgocTu» [8, c. 185]. AHasmoru
9HZ0PPUHOB IIPUMEHAITCA B MeJUIliHe
IJId JIle4eHUs] JeIIpeCCUBHBIX PacCTPOMCTB.

Alla Hornpipe — ogHa U3 CaMBbIX IpKUX U
IIOITYJIAPHBIX YacTeM CIOUTHI «My3bIKa Ha
BOZle» — KaK IIpaBUJIO, BBISBIBAET Y I10KU-
JIBIX JIIOJ[eH I10JIOKUTeJIbHbIEe SMOITUU U B
4EM-TO CXOJHBIe accorpanuu. Onpepesss
MecCTO, IJle MorJjia OBl 3By4YaThb II0L06HasA
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MYS3BIKa, IIalJeHThI 00BIYHO HA3bIBAIOT 3aJI
KOPOJIEBCKOTO ABOPIia UJIN OTKPBITOE IIPO-
CTPaHCTBO Iiepen ABoplioM. PaHTasupys
0 COOBITHHM, CXOATCA Ha TOM, YTO OHO Ha-
IIOMHUHaeT TOP>KeCTBO: KOPOJIEBCKUM 6aJl,
oben, IpréM Ba’KHBIX IOCTel, HHOCTpPaH-
HBIX Jlejleralivii. B onucaHusgX UHTepbepa
npeo6Jafal0T CBeTJ/Ible KpPacKU: 3aJIUTOe
COJIHIIEM IIPOCTPAHCTBO, OCBEIEHHBIN 3aJI,
B Hapsjax JOAeHd TOMUHUPYIOT sSpKUe
TOHa. HepeJKo B pacckase BOSHUKAIOT UCTO-
pUYeCcKUe UIH JIUTepaTypHble 06passl, Ha-
BesstHHBIe MY3BIKOH. Ilociie I1epBoro sramna
0OBIYHO CJIeflyeT IIepeXo/ K BoIIpocam, IIpo-
Oy KIaroIluM JIMYHOCTHBIE BOCIIOMUHAaHUS
nanuenTa. OHAKO BCTPEYarTCI U MHEIe
THUIIBI Pa3BEPTHIBAHUA IIpoIiecca 06pasHo-
0 IIpeJicTaBJIeHUs I10/] My3BIKY. B IIpakTu-
Ke «MY3bIKaJbHBIX IIyTellleCTBUNW» OBbLIN
MaIMeHTR], Y KOTOPHIX UMEHHO 3By4YaHUe
Alla Hornpipe O6YKBaJIbHO C IIEPBBIX Xe
TaKTOB BBI3HIBAJIO HEIIOCpeICTBEHHbIH I1e-
pexon Ha BTOPOM 3TAll — BOCIIOMUHAHUA
(6e3 1epBOroO, OIIMCAaTEeJbHOTO, 3Tamna). Ilo-
CJIe BOIIpOCA «Ifie MBI?» YeJIOBEK HaunHaJl
pacckasbplBaTh 3HAUUMBIHM 3IIHU30/] M3 CBOEH
JKU3HU, He CBSI3aHHBIN HAIIPIMYI0 CO 3BY-
YJale My3bIKOM.

B )KM3HU OJHOM U3 MAIlMeHTOK repua-
TPUUYECKOI0 IIeHTpa I CTpafarlux 6o-
JIe3HBI0 AJIbIreriMepa CpegHel CTelleHU
TSDKEeCTH IIPUMEPHO TPUALIATH JIeT Hasal
IIPOM3OIIJIa Tparegus — yMepJia B MOJIO-
ZJOM BO3pacTe OT paKa efUHCTBeHHad [J0Yb.
JKUsHb [ JKeHIIIUHBI II0Tepsiia BCAKUU
CMBICJI: OHA 3aMKHYJIach B cebe, IlepecTa-
Jla obiaTrbesd. IlepruoguyecKH JIeYUJiach
B IICUXHUATPUUYECKUX OT/eJIeHUAX, II03Ke,
B CBSI3U C IIPOrpecCcUpyrolleil 60/1e3HBI0
AnpnreniMepa, eé IIOMeCTUJIHN B CIIeITHAIN-
3UPOBAHHBIN MeIUITMHCKUM I1eHTp. OHa He
co3/laBajia HUKOMY IIpo6JieM, HUYero He
mpocusa, BepbajbHasd KOMMYHUKAIUA C
IIepCOHAaJIOM OrpaHHUYUBAJIaCh CIOBAMM:
«J1a», «<HEeT», «CIIacubo». 1 ¢ IyieMaIHHUIeH,
peryjasapHO IIPUXOQUBIIEN eé HaBellaTh,
JKeHII[MHA TO)Ke He pasroBapuBaja: CUje-
Jla C OTPeIIéHHBIM BUJIOM U JIETKOH YJIBIO-
KOM Ha JIHIle, He pearupys Ha UCKpPeHHUe
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IIOIIBITKU POJICTBEHHUIILI 3aUHTEPEeCOBaTh
TETIO paccKasaMHU O COOBITULX B CEMBbe.

51 mpuryacuia MarueHTKy B My3bIKaJlb-
HYI0 KOMHAaTY, IIpe/iJIoKUIa Y00H0e Kpec-
JIO ¥ TI0CJIe KPaTKOro pa3bsICHEHUs BKIIIO-
uuna Alla Hornpipe TeHpess. C IIepBBIX Ke
TaKTOB IIPOU3Be/IeHUs e€ B3I, cTasl 60-
Jlee KOHIIeHTPUPOBAaHHBIM, MBIIIIIEI JIUIIA
HaIIPAIJIUCh, OHA BBIIIPSIMUIIACH B KpecJIe.
S cripocuiia, The, II0 €€ MHEeHUI0, MOIJIa
3By4daTh TakKasd My3blKa. OHa OTBeTHJIA,
4TO0 3TO PuM, 6oJibIllasg IJIOLIAJb, B I[eH-
Tpe — QOHTaH, YKpallleHHbI MHOKeCTBEH-
HBIMU CKYJIBIITypaMU. Y HeOXKHUJaHHO caMa
HayvaJjla pacckasblBaTbh. EF ObLIIO CJI0KHO
TOBOPUTH, TaK KaK 3MOIIUU 3aXJIECTHIBA-
JIY, BBIIIAZAJIA U3 ITaMATHU HY>KHBIE CJI0Ba,
OHa ITyTasach, BO3BpaIasiCh K COOBITHUIM
II0 HECKOJIBKY pas, HO IIpofoJrKaja CBOé
rosecTBoBaHue. JKeHIMHA BCIIOMHUJIA O
TOM, KaK BIIepBbIe y3HasIa 0 60JIe3HU foye-
PH, KaK IIpUHsIA pellleHre HavyaTh ITyTellle-
CTBOBATh C ;0YepPbIo, UTOOHI Ta ycIlesa Kak
MO>XKHO 00JIbIlle YBUJIETh B OTIIYILleHHBIN
el cpok. CeMbs apeH[0Bajsla aBTOMOOUIb
C IIPUILeIIOM, B KOTOPOM Obli1a 00yCTpoeHa
IOMaIlIHgIgd 00CTaHOBKA, CO3aroias IJisd
Io4YepH oIIpeieI€EHHBIN KOMGOopT. OHU 06'B-
€311 MHOTO UHTepPeCHBIX MeCT, PUM I10-
pasui CBOUM BeJIMUYMeM, IIepeHOoCs B pas-
HbIe 3II0XU U OTpellas OT II0BCeJHEBHbBIX
rpo6JieM. PUM okasaJsicsa IIOCTIeSHUM B UX
Iy TelIeCTBUAX. .

I[Tociie 3TOTO 3aHATUA Y)KU3HD ITaIJUeHTKU
U3MeHUIach: OHa Jierye Ijla Ha KOHTAKT C
IIepCOHaJIOM, 00111a1ach U C ITallieHTaMU B
OTZeJIEHUH, UCKpeHHe MHTepecoBalach UX
COCTOsIHHUEM, CTapasach BCeM IIPeJIOKUTh
CBOI0 IIOMOIIL. MBI IIPOJOJIKUIN HaIlU
BCTPeYH B MY3bIKaJIbHOM KOMHAaTe: CJIyIla-
JIX MY3BIKY 6aPOKKO, TOBOPHJIU O CKYJIBIITY-
pe U apxuTeKType. Eé peub Bo BpeMmsd 3aHd-
THUH CTAaHOBUWJIACh 60JIee POBHOU U CBI3HOM.
OHa IpUIIOMHHAaIa UHTEPeCHbIe 3IIH30/bI
CBOMX IIyTellleCTBHUM, BHOBbL U BHOBB pac-
CKasbIBasg 0 O0JIe3HU /I0YepH, HO yrKe CIIO0-
KOMHO, 6e3 3MOIJMOHaIbHOI0 HaKaJIa.

VHTepeCcHBIN Ciy4yaul IpefCcTaBJIsgeT U
opyras IarjreHTKa repuaTpUuyecKoro oTze-
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JIeHUd JUId JIF0fel, CTpafaroliux 00JIe3HbI0
AnprreiMepa cpefiHeU CTeIleHU TS KeCTHU.
Eé cocTosiHMe OoT/IMYaeT BBICOKUM YPOBEHb
TPEBOKHOCTHU B COYETaHUU C JJOBOJILHO Ce-
PBESHBIMU HaPYILIEHUIMHU KPAaTKOCPOUHOM!
naMsATU: KaKAbIH BOIIPOC OHA IIOBTOPSET
60JIbIIIOE KOJIMYEeCTBO pas, HeB3Wpasd Ha
TO, UTO II0JIy4YrsIa Ha Hero orBeT. CoCTOS-
HUe 6eCIIOKOMCTBAa, KaK IIpaBUJI0, CBI3aHO C
HaBSI3UUBBIMU UJIeSIMU O TOM, UTO HAJ0 KY-
[la-TO UJITH, OBICTPO COOUPATH BEIIH, YTOOBI
He 0I103/aTh. YV IalfieHTKU CepbE3HEIE IIPO-
6J1eMBI C peUbl0: OHA He MO>KeT BBICTPOUTh
peJJioKeHUe, 3aTPyAHsAeTCS I10406paTh
HY>KHOE CJIOBO, YaCTO 3aMeHSIET er0 APYTUM,
II0X0>KHM II0 3By4aHUI0. KoMMyHUKau4 ¢
HeU 0CJIOKHeHa, IIepCoHaNly IPUXOSUTCI
6eCKOHeUHOe KOJIMYeCTBO pa3 0TBeuaTh Ha
OJIVH U TOT >Ke BOIIPOC, IOTOMY UTO, He I10-
JIyYUB OTBETA, )KEHIIHA BIIaZiaeT B COCTO-
sdHUe 6eCIIOKOMCTBA, HAUMHAaeT KpHUYyaTh
U MeTaThCd. Y IMaIJUeHTOB OT/eIeHUs OHa
BBI3BIBAET pas/ipakeHue, HeBOJIbHO IIPOBO-
TPy BCIBIIIKY THEBA C UX CTOPOHBEI.

B oyH M3 TaKHUX «0eCIIOKOMHBIX» THEH
JKeHII[MHa ObLjIa IIpUrJIallieHa B My3bIKalb-
HYI0 KOMHaTy. OHa TOBOpUJIa O TOM, UTO el
HaJI0 CIIeIIUTh, YTO OHA OIIa3/bIBaeT, U I10-
BTOpsJIa 3TO BHOBB ¥ BHOBb. B KOMHaTe 0OHa
He cOIJlacWjIach CeCTh B Kpecyo, HaCTOJb-
KO ObLIa BO36y>KeHa. be3 KaKux 6bI TO HU
6b1710 00BICHEeHU 3a3By4dasl Alla Hornpipe
Tenpesa. OHa 3aMoJsIyasia, IIpUCIIyIiasach,
pucesa B Kpecio. «ATJIUT, KPeIloCTh...», —
IIpOM3HecJa OHa, IPOI0JDKas IIPUCIYIIIH-
BaThCA K MY3BIKe, e€ B3IJIA, CTal OCMBIC/IEH-
HBIM, HallpaBJIeHHBLIM BJajb. [Ipy oTBeTe
Ha BOIIPOCHI OHa cOUBaJjach, yTaJja CJI0Ba,
HO B pe3yJbTaTe IIOJyYUJICI JOBOJIbHO KOH-
CTPYKTHUBHBIN UaJI0T, BO MHOTOM IIPOSICHS-
IOIITUI €€ TyIIleBHOe COCTOSIHUE.

[TaneHTKa poauiaack B Ilosiblle, ¢ 1eT-
CTBa BMeCTe CO CTapIIUMU OpaThIMHU II0-
celasia cobpaHus IIPOrPecCUBHO HACTPO-
eHHOM MOJIONEXHU, YOeXIEHHONU B TOM,
4TO JIFOOBIMU IIYTIMU HAJI0 IPOOUPaTHCI B
Jpers Mcpaaip, B 3emurro 3pauiida. Pogure-
JI OBLJIY IIPOTHUB: CTPaxX 6pOCUTH BCE U Ha-
4aTh )KU3Hb B HE3HaKOMOM MeCTe IIepecH-
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JINBAJI YTOBOPHI JleTel. BpaThs peluiuch
Ha HeJIeTaJIbHYI UMMUIPAIlUI0, IIPUXBa-
TUB C C0601 cecTpPy, KOTOPOU ObLI0 14 JeT.
B cremke cobpaB HeoOX0qUMble Bellly U
HEeMHOTO eJbl, OHU IIPOHUKJIN Ha Kopabib
(0fuH U3 HOCJeJHUX, AABIIUX BO3MOX-
HOCTb CIIACTUCH OT y’KaCOB XOJIOKOCTA).
OHa He IIOMHHJIA IIOJAPOOGHOCTEN 3TOTO
IIJIaBaHUS — BCE CJIUJIOCH B O[IUH KOIlIMap:
TECHOTAa, CUJIbHAas KauyKa, OpbI3TU COJIEHOU
BOJBbI U IIOCTOSTHHOE OIIyIlleHWe cTpaxa.
CienyroInUM 3MU30[, COXPaHUBIIUNCI B
eé ImaMsTH, — KpacuBOe CIIOKOMHOe MOope,
COJIHeYHbIe OJIMKU Ha BOJle ¥ KPeIloCTh Ha
cylie — ATJIUT. Bce BOKPYT 6BLJIM pajOCTHO
BO30Y K/I€HBI, UTO HAKOHEI[-TO IIPUILIBLIH,
MeuTa 0 3eMiie M3pauig 0CyIeCTBHUIACE.
PacckasbpiBast 39TO, JKeHIIMHA obpeTaJa
IPUIIOAHATOE HAaCTpPOeHue, Ia3a biecre-
JIY, yJIbI0Ka He CXOAWJIa C JIUIla. B oTxeste-
HIe OHa BepHyJIach HalleBas U IIPUTAHI[0-
BBIBasl.

[Tocitegyroiiyie 3aHATHUA B MY3bIKaJIbHOM
KOMHaTe BBICTPaWBaJIUCh BOKPYI TeMBI
«ATJIUT»: BOCIIOMHUHAHUA O JIIOJIIX U3 pas-
HBIX CTpaH COYEeTaJUCh C IIECHSIMHU, IIPU-
Be3EéHHBIMU OTOBCIO/IY U IlepeBeéHHBIMU
Ha UBPUT, 3JIeMeHTaMU TaHI|eB, paccKasa-
MU 0 Tpagunuax, GororpadusimMu. ATIUT —
Jlarepb JJIs IlepeMelléHHBIX JIUI], CO3/iaH-
HBI OPUTAHCKUMU BJIACTAMHU B IIEPHUO[
BTOpOM MUPOBOM BOMHEI, CYII[eCTBOBAHUE B
HEM, 110 UCTOPUYECKUM UCTOUYHUKAM, OBLIO
IIOBOJIHO IIpo6JIeMaTUYHBIM. /I 1eBOY-
KU-II0/IPOCTKA ATJIUT CTaJsI IIepBBIM JOMOM
Ha po/iriHe, K KOTOPOM OHA TaK CTPpeMMUJIacCh,
BHU/IIMO, II09TOMY €€ OT3BIBBI 0 HEM OBLIN
OKpallleHbl B CBeTJIble PaZ0CTHbIE TOHA.
PerysiipHble My3bIKaJIbHbIE 3aHATUS OKa3a-
JIU TI0JIO’KUTeJIbHOE BJIMSHUE Ha COCTOSTHHUE
nanyeHTKU. OHa CcTajla 3Ha4YUTeJIbHO CII0-
KOIHee, CyIIleCTBEHHO CHU3WJICSI YPOBEHb
TPEBOKHOCTH, YJIy4IllIWIach KOMMYHUKa-
ys. BcTpeyas MeHs, OHa BCcerja yiblbanach
U C Y0BOJIbCTBHEM IIlJIa B MY3bIKaJIbHYIO0
KOMHary.

AHannsupys sgBJleHUe HeI0CPe/CTBeH-
HOTO Ilepexo/ja ITallieHTOB I10] BIUIHUEM
Alla Hornpipe Ha ypOBeHb JIMYHOCTHBIX
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BOCIIOMHHAaHHWH, JOCTATOYHO CJI0XKHO BEIBe-
CTH eIUHBIN aJITOPUTM IIpoliecca. MoXXHO
IIPeaIIoJIOKUTE, YTO TOP>KeCTBeHHas Be-
JIMYecTBeHHas My3bIKa I'eH/ie 1 BbI3BaJla B
IIaMATH ITOKUJIBIX JIFOJeH BU IUIOIIafgH B
Pume mu kpennoctu ATiiuT B Mspausie. Bos-
MO>KHO, Ha SMOIIMOHAJILHOM YPOBHE IIPOU3-
BeJleHHe 0Ka3a/I0Ch CO3BYYHBIM OILYII[eHH-
SIM PaZOCTH 1 BOCTOPra, COIIPOBOKAaBIIIHM
3HauyUMble B IIPOIILJIOM COOBITUSA UX KU3-
HU. He UcK/I0UeHO, 4TO ['eH/ie/1b IeMCTBU-
TeJILHO CO3/aJI HCIe/IAIOIYI0 MY3BIKY, HIH
CTHUJIb MY3BIKaJbHOI'0 6ApPOKKO B I[eJIOM
OKa3bIBaeT II0JIOKUTEeJbHOe BIUSHHUE Ha

IIaMATh — 3TU U I10[J00HBIe IIP06JIEMEI e11lé
IIPEeCTOUT U3y4daTh.

MeToguka «My3bIKaJIbHbIE ITyTeEIIeCT-
BHsI» HallpaBJjleHa Ha yJIydllleHHe KOMMY-
HUKAaIAU C JIIJAbMU, CTPaZAIIMU 601e3-
HbI0 AJIbIreliMepa, U He CTAaBUT Iieper,
co60¥M 3ajauy, CBA3aHHbIE C pelleHUeM
IICUXO0JIOTUYECKUX IIp0o6JieM I1allleHTOB.
Tem He MeHee yjaqHO I107,00paHHOE MY3bI-
KaJIbHOe IIpOU3BefieHNe, KaK «CKOPOCTHOe
1Iocce K maMaTtu» [3, ¢. 391], 0)KuBJIsIg BOC-
IIOMHWHaHUs, OKa3blBaeT Ha YesloBeKa Tepa-
IIeBTUYeCKOoe Bo3/ielicTBUe. 1 B aTOM — Ile-
JIATeJIbHBIN 3QEeKT MY3BbIKHU.
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Oco6eHHOCTH XOPOBOT0
TBOp4YecTBa Bacuinsa TuToBa

Cpeu pyCCKUX KOMIIO3UTOPOB 3II0XHU
py6esxa XVII-XVIII BeKOB 0c060e MeCTO
3aHMMaeT JyXOBHOE XOpOBOe TBOPUYECTBO
Bacuimg TutoBa (0K. 1650 — ok. 1715),
O/THOTO U3 SIPKUX IIpe/icTaBUTeJIed ITapTeCHOTO0
MHOTOTOJIOCHOTO CTHJIS, B KOTOPOM HauboJiee
SIPKO OTPasmuIOCh CBOeOOpasre My3bIKaJIbHOU
KyJbTyphI 6apOKKO B Poccuu.

TBopuecTBO Bacuiaua Turosa —
BBIIAIOIIEr0Csa MacTepa X0poBOro MUcbMa —
pasHoobpasHo B )KaHPOBOM OTHOIIIEHUH,
eMy IIPUHAJJIEKUT 0KOJIO JBYXCOT
IIPOU3BeleHUN, MHOTHE 13 KOTOPBIX
IJIaBEHCTBOBAJIU B I1ePKOBHO-IIEBUECKOM
00MXO0ie POCCUIICKUX XPaMOB Ha IIPOTsDKEHUH
noutH Bcero XVIII Beka.

V3yyeHMe XOPOBBIX IIPOU3Be/leHUN
Bacuiug TUTOBA II03BOJIUIIO BLIIBUTH
XapakTepHbIe YepThI IIapTeCHOIO CTUIIA
KOMIIO3UTOPA. 9TO MHOTOXOPHOCTh
U3JI0KEHU C eé APKUMU
IIPOCTPaHCTBEeHHBIMU 3¢ heKTaMu,
aHTHU(OHHBIE COIIOCTAaBJIEHUS O0JIBIITNX
XOPOBBIX MacC, IIPUHITUII KOHIIEPTUPOBaHUS,
OCHOBaHHBIN Ha Yepe0BaHUU IPYIIIILI
TOJIOCOB U tutti, Ha IIPOTUBOIIOCTABJIEHUN
aKKOPA0BO-TAPMOHUYECKOTO
U IT0JIMQOHUYECKOTO U3JI0KEeHMs, a TaKXKe
UCKYCHOe BJjIaJIeHUe UMUTAIMOHHOMN
noIMPpOHUEN BIUIOTH [0 II0JTUPOHUUECKOTO
BapbUpOBaHUs. YepThl HAIIMOHAJIBHOTO
cBOeoOpasusl HanuboJiee SpKO IIPOSIBIISTFOTCS
B MY3bIKaJIbHOM TeMaTu3Me IIPOU3Be/IeHUM,
I7ie HapsAy ¢ OpHaMeHTaIbHBIM PUCYHKOM
IepeIIeTalINXCA MeJIOJUYeCKUX JIUHUY,
060pOTaMU HHCTPYMEHTAIbHOTO THIIA
HCII0JIb30BaHbI MHTOHAITUN HapPOJHBIX IIECEH,
KaHTOB, [IePKOBHBIX PaCIIeBOB.
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The Characteristic Features
of Vassily Titov’s Choral Music

Among the Russian composers of the turn
of the 17th and 18th centuries a special position
is held by the sacred choral works of Vassily
Titov (ca. 1650 — ca. 1715), one of the bright
representatives of the polyphonic part singing,
in which the originality of the Russian Baroque
musical culture.

The music of Vassily Titov, an outstanding
master of choral writing, is diverse in terms
of its genres, it comprises nearly two hundred
compositions, many of which predominated
in the church music repertoire of Russian
churches during the course of the 18th century.
A study of Vassily Titov’s choral works has
made it possible to disclose the characteristic
features of the composer’s polyphonic style.
The latter include the multi-choral presentation
with its bright spatial effects, the antiphonic
juxtapositions of large choral masses,
the principles of concertizing based
on the succession of solo voices and tutti,
on the juxtaposition of the chordal-harmonic
and the polyphonic exposition, as well as
the skillful mastery of imitational counterpoint,
up to polyphonic variation. Features of national
originality reveal themselves most vividly
in the musical thematicism of the compositions,
where along with the ornamental design
of the intertwining melodic lines and turns of
an instrumental type, use is made of intonations
of folk songs, cants and church chants.

In his musical oeuvres Vassily Titov revised
and reevaluated the basic characteristic traits
and forms of Western European Baroque music
in correspondence with the particularities
of Russian musical culture, thereby preserving
and enriching the traditions of the Russian
national style.
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B cB0oéM TBOpUecTBe Bacumuii TUTOB
nepepaboTas ¥ I1epe0CMBIC/IAI OCHOBHBIE
XapakTepHble IIPUEMBI X GOPMBI
3amaJJHOeBPOIIECKOr0 6apOKKO
B COOTBETCTBUM C 0COGEHHOCTSIMU PYCCKOM
MY3BIKaJIbHOM KYJIbTYPHL, TAKUM 00pa3om
COXpaHWB U 060TaTUB TPALUIIUU PYCCKOT0
HaIMOHAJIBbHOTO CTHUJIS.
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0 BTOpO rtosioBrHe XVII Beka IIpouc-

XOJIUT I7TyOOKUM CTUJIMCTUUECKHUH I1e-

peJIoM B IIpOodeCcCHOHaIBHOM IIePKOB-
HO-IIeBYECKOM MY3BIKAJILHOM HMCKYCCTBE B
CBSI3U C aKTUBHBIM pa3BUTHEM IIapPTECHOTO
MHOTOI0JIOCHS, KOTOPOe yTBep XJaeTcs U
pacnpocTpaHsgeTcs 110 Bceir Pycu. CMeHa
CTHUJIEH SBJIAETCI UCTOPHUUYECKOM 3aKOHO-
MEPHOCTBI0: My3bIKaJIbHAA KyJIbTypa I1eJIH1-
KOM M II0JIHOCTBI0 OblyIa TOTOBA IIPUHATE U
aJlalITUPOBaTh HOBBIM CTHUJIB MY3BIKAJIBLHO-
T'0 MBIIIIJIEHUS.

B o6JsiacTH mapTeCHOTO0 MHOI'OTOJIOCUS
paboTarT MHOTHE PyCCKHe KOMIIO3UTOPHI,
CpeH HHUX MOCKOBCKHe IIeBUre ObIKU Hu-
KoJstaki baBbIkMH, HukoJsiai KaJlauHUKOB
(KasamtHUKOB), ®€nop Pe6bpukoB, Bacuauit
TUToB. «IIo cTOIIAaM IIOJILCKUX PETEeHTOB U
KOMIIO3UTOPOB, IIPH PYKOBO/CTBE TEOPETH-
YeCKHUX UCCJIeJOBaHUM, II0J0OHBIX COUHHe-
HUAM /[HMIeIIKOr0, He 3aMeJJIUIH I10C/Ie/0-
BaThb B BestMKopoccru 1 MOCKBe CBOM MeCT-
HbIe PereHThl U KOMIIO3UTOPEI», — ITHIIET
B. MeTtaJuios [7, c. 90].

Hctopuueckuit mepuoy XVII-XVIII BekoB
[UI CTpaH 3arafHou EBPOIIEI B I1eJ1I0M IIpe/I-
CTaBJISLI COO0 0COOBIM 3TAIl pa3BUTHUS, KOT-
a Hapsaay ¢ TpagunuaMu CpeHeBeKOBbS
U Bo3porkeHUs 3apoyK/1aeTcs U JOCTUTraeT
KYJIbMHUHAIIMU KOMILJIEKC UCTOPHUKO-KYJIb-
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TYPHBIX U QUI0COPCKO-ICTETUYECKUX Ka-
Teropui, BIIOCJE[CTBUU II0JYUUBIIUN
HasBaHHe 6APOKKO — TEePMMH, KOTOPBIA
yIIoTpeObJIIeTCsa B UCKYCCTBOBEIeHUH U KaK
oIIpefiesIeHHe CTHUJIA, U KaK OIIpe/iesIeHue
HallpaBJIeHUs U XY 0KeCTBEHHOM 3II0XH.

HecmoTpd Ha To, 4TO B Poccuu smoxa 6a-
POKKO He II0JIy4H/Ia TaAKOTO IPKOT0 pasBU-
TH, KaK B 3aI1a{THOEBPOIIEMCKUX CTpaHaX,
ero UCTopuyecKas pojb Ype3BbIUaHO Be-
JIMKA JJI1 PYCCKOM XyI0KEeCTBEHHOU KYJIb-
TYPBI, CTaBIIIEHX YaCTHI0 00II[eeBPOIIEMCKOTO
KYJILTYPHOTO IIpoIiecca.

[Tox BiIHMsTHUEM IIYOOKHUX O6IIleCTBEH-
HBIX IIepeMeH U IIOTpsiCeHuM B Poccum
XVII Beka IIOCTeIIeHHO paclIaThIBAIOTCA
YCTOM CpeIHeBeKOBOI0 MUPOBO33pPeHUd,
MEeHSITCI XyL0oXKeCTBeHHbIe IIPUHITUIIEBI.
HoBas scTreTuka ¢opMUpYeTCS B II0JI€MHU-
Ke cTaporo u HoBoro. Ilepexoz oT cpejHe-
BEKOBOI'0 MCKYCCTBa K UCKYCCTBY 0apPOKKO
YCUJIUBaeT CBETCKOe Hayajlo, ClI0COOCTBYS
aKTUBHOMY PasBUTHIO HOBBIX pOpPM, HOBO-
T'0 THUIIAa MBIIJIEHUS.

PeHeccaHCHBIe YepTHl JOCTATOYHO OT-
YETJINBO IIPOSBJIAIUCHL B PYCCKOM HCKYC-
ctBe XVII Beka. /. IuxauyéB B HECKOJIbKUX
CBOMX paboTax apryMeHTHUPOBaJI I10JI0Ke-
HUe 0 TOM, 4TO B Poccuu 6apOKKO, 110 CYTH,
BBIIIOJIHAJIO PEeHEeCCAaHCHYI OQYHKIIUIO:
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«B XVII cTroseTuy, 1mocjie BeKa HeoOy3gaH-
HBIX IIPUTECHEHUU U TOCyLapCTBEHHOIO
BMeIllaTeJIbCTBA B JIUTepaTypHOe TBOpUe-
CTBO, 3TH PeHeCCAaHCHBIe SBJIEHUSA BIPYT
II0JIy4aroT II03JHee pasBUTHE U CMeIlnBa-
I0TCA B KOHIIEe BeKa C sIBJIEHUSIMU 6apOKKO,
mepIIero ¢ 3amaaa» [5, c. 300-301].

Ba’KHy0 pOJIb B Pa3BUTHU HOBBIX CTHJIEH
B MOCKOBCKOM TOCy/lapCTBe, KaK U3BECTHO,
ChII'paJId 3alaJHOPYCCKHUe MacTepa, KOTO-
pEBIe Che3’KaJIUCh C YKPAaUHCKUX 3eMeJIb U
pasIM4HbIX o6sacTed Peun I10CIIOIHUTOMN.
K cepenuxe XVII Beka Tak HasbIBaeMasi op-
IlepHas apXUTeKTypa, )KUBOIIHMCHbIe UKOHBI
U MHOTOT0JIOCHOE IIeHUe SIBJIJIUCh HeOTh-
eMJIEMOH YacThI0 3aI1aJHOPYCCKOM I1epKOB-
HOU TpagUIIHuU.

HcciegoBaTesId 0TMEYarT, UTO Ha Ha-
4YaJbHOM 3Talle IIIUPOKOe paclIpocTpaHe-
HUe B TBOpYecKOoM mpakTuke XVII Beka
HUMeJl CpeJHeBEKOBBIN B CBOEU OCHOBE Me-
TOZ, PabO0THI «I10 06pasIly», IyTéM 3aUMCTBO-
BaHU XapaKTepHBIX eBPOIIeHCKUX 3JIeMeH-
TOB, HAIIOMHUHAIIIUNA BO MHOIOM MOJeJIb
«KOIIMPOBaHUsI». IMEHHO TaK pa3BHUBaJICA
3HaMEHUTHIU CTUJIb B PYCCKOM apXUTEKTY-
pe, IOJIyYUBIIINI Ha3BaHUE «MOCKOBCKOE»,
WA «HAPBIIIKUHCKOe 6apOKKO», KOTOPBIA
COBMeIllaJI B cebe 4epThl ApPeBHEPYCCKOIO
MOCKOBCKOTO 30[{4eCTBa C IJIAHUPOBKOH,
CBOMCTBEHHOM 3aIaJJHOEBPOIIEMCKOMN Oa-
POYHOM apxXuTeKType. M TOJILKO B Jajb-
HeHIlleM HeIloCpeACTBEHHOe 3HaKOMCTBO,
OCBOeHUe eBPOIIeMCKOU TpaJUIliy, Hello-
Cpe/ICTBEHHOe 00yUYeHMe y HOCUTeJIel 9TOHN
TpagUIMU CII0CO6CTBOBAJIO PaCIiBeTy pyC-
CKOU apxuTeKTypsl [10, c. 359].

VMIMeHHO IIpOCTPaHCTBEHHBIE BUJBI UC-
KyCCTBa — apXUTEKTypa, )KUBOIIKCH, CKYJIb-
IITypa — paspyllarT IPUBLIYHBIE CTEPEeO-
TUIbl CpeJHeBEKOBbS, TaK KakK IIpobJieMa
IIPOCTPAHCTBA IBJIAETCA OJJHOM U3 IJIaBHBIX
XyI0>KeCTBEHHBIX KaTeropuil 6apoKKo.
IIpoCcTpaHCTBEHHOCTL 3BYyYaHUsI CTaHeT
OCHOBOIIOJIAaTAKOIEl U B MY3BIKAJbHOM
HUCKYCCTBe.

«MeToJ, 3aBOeBaHUA IIPOCTPAHCTBA U B
JKUBOIIUCH, U B CKYJIBIITYpe, U B JIATepa-
TYPHBIX IIaMATHUKAaX OJUH U TOT >Ke: BCe-
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My HU300pa’keHUI0 IIPULaéTCcd TUHAMU3M,
coob1rtaeTcs 6ypHOe, BBIXOAIIee 3a IIpejie-
JIbl U306pa’keHus ABU)KeHUe, [eJIbIU g,
KpPaCHOPEUYHUBEIX ,,KeCTOB®, pasjiaMbIBalo-
IIUX CTapyl0 KaHOHUYECKYI0 $OpMy, pas-
PYLIAIOIIUX ABYXMEPHO-IIJIOCKOCTHOE IIPO-
CTPaHCTBO IIOHMMaHUI KapTUHBI MUpa»
[11, c. 50].

ApPXUTEKTYpPy 6APOKKO OT/IMYAEeT «II0[I-
BHJKHOCTBb» 00BEMOB, MHOTOOOpasue OT-
LeJIbHBIX KPYIIHBIX W MeJIKUX YacTew,
KOHTPAaCcTHOCTb UX coueTaHUd. /i1 BHY-
TpeHHero yopaHCTBa XpaMOB XapaKTepHa
IIBIIITHOCTE JleKopa, 6oraTtas U CJI0’KHasd
OpHaMeHTHKa. B 1306pasuTeIbHOM UCKYC-
CTBe 3TO BpeMs IIepexo/ia 0T MKOHOIIHMCH K
JKHUBOIIMCaHHIO, UKOHA BCE MEeHBbIIIe BUIUT-
Cs1 KaK UCKJIIOUUTEJbHOE CBAIIleHHOe U30-
Opa’keHue, a HaUWMHaeT BOCIPUHUMATBLCI
Kak IIpeMeT 3CTeTUUeCKOro JI000BaHUS.

Pycckye KOMIIO3UTOPBI ABJISAIOTCA IIPs-
MBIMHU HacCJIeJHUKAMHU IIpe/IeCTBYIIINX
IIOKOJIEHUM MacTepoB 3HaMEHHOI0 IIeHUs.
COIPHUKOCHYBIIHUCEH C IIaPTECHBEIM MHOIO-
rojoceM, OHM 3aMMCTBYIOT M3 HEro BCé
JIy4lliee, HO He KOIIUPYIOT I10JIbCKO-YKpauH-
CKOe UCKYCCTBO, a CO3al0T 3aMevaTesIbHbIe
00pasIibl HOBOT'O CTUJISA HAITMOHAJIBLHOU XO-
POBOM KYJILTYPBI, JOCTUTas IIPHA 3TOM O0JIb-
IITUX BBICOT.

Oco60e BHMMaHMe [IPUBJIEKAET IMYHOCTD
Bacuma Turosa (oK. 1650 — oK. 1715) — BBI-
JaroIerocss KOMII03UTOPa, MacTepa Iraprec-
HOI'0 MHOI'0OT0JIOCHS, B TBOPYECTBE KOTOPO-
ro GopMupoBaIach pycckas HalloOHaJIbHas
XOpoBas IIKO0JIA.

CoBpeMeHHUKHU cyuTau B. TuTtosa «1ap-
CTBEHHBIM MacTepoM», «BCeX IIpeMyIpo-
CTHUIO CBOEH IIPEeBOCXOAANUM» [IIUT. 110: 9,
c. 62]. H. IlToTHUKOBa 0TMeYaeT, YTO «CO-
YMHEeHHs 3TOT0 IrocyjapeBa I1eBUero Ibd-
Ka IJIaBeHCTBOBAJIM B IIeBUECKOM 00UXO[e
KaK CTOJIMYHBIX COO0POB, TaK U HEOOJIBIIIUX
XpaMOB POCCUUCKOU IIPOBUHITUHU Ha IIPOTS-
>keHHU Bcero XVIII Beka; pegkKast pyKOIIHChH
9TOI'0 BpeMeHH He COAEP>KUT ero KOHIIePTOB
niu Ciry>x6» [8, c. 5].

B. TuTOB ocTaBUJI 6OJBIIIOE HACIEIHE,
0K0J10 200 IIpoM3BeleHUN Pa3IMYHBIX JKaH-
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poB. EMy npuHanigexaT CiyX6n1 boxxuy,
«BceHoIIHbBIEe», BeuepHU, 60JIbIII0E KOJIU-
4eCTBO KOHIIePTOB Ha TPH, YeThIpe, BOCEMb
U IBEHaALaTh I'0JIOCOB, ITUKJIBI BOCBMUIO-
JIOCHBIX ITIECHOIIEHUH — 3aJ0CTOMHUKOB Ha
BCe IBYHaJeCAThble U BeJIUKUe IIPasgHUKU
(15 rtecHOmIeHU), JlorMaTUKOB boropoauy-
HBIX BOCbMH IJ1acoB (16 mmecHomeHUM), «Ka-
TaBacusd Ha JeHb I[IaTumecaTHbIN», BKIIIO-
yarolras B ce0s Bce JeBsATh IIeCHEel KaHOHa
B fleHb CBATOM Tpowuriis!l (IIaTUAeCATHUIIBI)
UT. I [8,c.6].

Mys3BIKaJIBHBIM KaHPOM, KOTOPBIN HaU-
6oJsiee SIPKO U 3aKOHUYEHHO IIpeJCTaBJIsgeT
pyCcCKOoe My3bIKaJIbHOEe 0APOKKO, SIBJISETCS
IIapTeCHBIX XOPOBOM KOHIepT. B. TuToB
CO3aéT OOJIbIIIOe YHCJIO KOMIIO3UIIUM B
3TOM >KaHpe, Cpeii KOTOPBIX HauOO0JIbIITYI0
U3BECTHOCTD IIOJIYYUJIU CIeAyrolue: «PIibl
HaM HbIHe» (1809), HanMcaHHAsA B 4YeCTh
ITosTaBCcKOM I106efbl, «31aTOKOBaHHYIO
TpyOy», II0CBAIIEHHAasA oaHHyY 3J1aTOYCTY,
«BceM cKOpOAIUM pazocTe», «/lHeCch XpH-
croc Ha MopraH», «I'0TOBO cep/ilie MOé» U IIp.

AHa3 HEKOTOPHIX KOHIIEPTOB KOMIIO-
3UTOpPa, OIIyOJIUKOBaHHBIX B COBPEMEHHBIX
U3IaHUIX I[eJJUKOM HJIU QparMeHTaMH
(HOTHBIM MaTepHaJs u3gaH B. IIpoTomorio-
BbIM, O. JlosibcKoM, H. IINIOTHUKOBOM), CBH-
LleTeJIbCTBYeT He TOJILKO O J0CTaTOYHO CBO-
60/THOM ¥ YBEepPEeHHOM BJIa/IeHUU TEXHUKOHU
MHOTOTOJIOCHOTO ITHChMa, HO U 06 U3BECT-
HOM TBOPUYECKOH 3PeJIOCTH U CaMOCTOH-
TeJIbHOCTU MBIIIIJIEHUS aBTopa. KoHIIepThl
OTJIMYaeT MOHYMeHTaJIbHas paKTypa, IpKO
mpencTaBJeHBEl MHOTOXOPHEIE COCTaBHL.
H. IIZTIoTHUKOBaA O0TMeYaeT, UTO y CTapIIuX
coBpeMeHHUKOB B. TutoBa (H. Juienkoro,
C. IlekasIMITKOT0) MaKCHUMaJIbHOE YHCJIO T'0-
JIOCOB — BOCEMb (B IBYXOPHBIX COUMHEHU-
s1X). /1151 B. TUTOBA 7Ke U3J1F00JIeHHBIM SIBJISI-
eTCs TPeXXOPHBIN IBeHaAIlaTUI0JIOCHBIN
cocras [8, c. 6].

[Ipu He60IBIIIOM 06 BEMe TeKCTa KOMIIO-
3UTOP UCIIOJIb3YyeT HPOTHKEHHYI0 GopMy,
KaK OBl CIIelaJbHO PacTIHYTYI0 BO BpeMe-
HU U IIPOCTPAHCTBE.

MysbIKabHbIe 06pa3ssl B. TUTOBa — Kak
IIpaBUJIO, PaJOCTHO-JIUKYIOIIIEro XapaKre-
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pa, AeMOHCTPUPYIOIHe BO3BBIIIEHHEBIE
4yBCTBa, XBaJeOHO-IIPUIIOLHATOE MHUPO-
OLIyII[eHHeE.

SIpKO M BBIPA3UTEJILHO HCIIOJIb30BaHBI
TeMOpPOBO-AUHAMUYECKHEe KOHTPACTHI, KO-
TOpBIE B IIAPTECHOM MHOI'OTOJIOCUHU CTaJIU
OCHOBOM IIPUHITUIIA KOHIIEPTUPOBaHM4, Te-
opeTHuYecKd 060CHOBaHHOTO H. lverikum
B TpyZe «Mea rpaMMaTHUKU MyCUKHUUCKOM»
U OIIpefiesIsieMOoro KakK «60peHue» IoJI0COB.
JTO yepeoBaHUe tutti U «KOHIePTUPYIO-
IIIUX» PasfiesIoB, B KOTOPHIX, KaK IIPaBUIIO,
BBICTYIIAIOT IBa OJHOPOAHBIX roJioca ¢ 6a-
COM B BH/Jle KAHTOBOM QaxKTypsl (II0 oIIpe-
neneHur H. /luienkoro — «aygajabHOe
IIpaBUJIO»), UepeJoBaHUe aKKOPAOBO-Tap-
MOHUYECKON paKTypbl U UMUTAIJMOHHOIO
U3JI0KEeHUs, COUeTaHUe IBYX- U TPEXI0JIb-
HBIX METPOB U T. [I.

B nmaprecHOM XOpOBOM KOHIIepTe B. Tu-
TOB [IeMOHCTPUPYET U MacCTepCcKoe Biaje-
HUe II0JTUPOHUYECKON TeXHUKOU. Kak us-
BeCTHO, ITo1MpoHU3arug GakTypbl BHOCUT
XapaKTepHbIH [T 3TI0XU 6apPOKKO 37IeMeHT
IOBIDKEHU, TeHCTBUA, TMHAMUYHON 9Hep-
ruu. UMUTaAIMOHHBIe IIPUHITUIILL U3JI0XKe-
HUS MY3BbIKaJIbHOTO MaTepuasa C IpKUMHU
IIPOCTPaHCTBEHHBIMU 3¢ PeKTaMu, aHTHU-
GOHHBIM 3ByYaHHEM HeCKOJLKHUX XOPOB
CTAHOBATCA Ba>XHBIM CTUJIUCTHUYECKUM
IIPU3HAKOM IIapTeCHOM KOHIIEPTHON KOM-
TIO3UIIUH.

H. IlnoTHUKOBa B pabote «IlomupoHUs
Bacunua TuToBa», aHaJIU3UPYs Beaylue
4epThl II0JIUPOHUYECKOIO CTUJIL XOPOBOIO
IIMCbMa KOMIIO3UTOPA, IIPOBOJAUT HEKOTO-
pBle aHaJIOTUU C TBOPYECTBOM 3allaHO-
eBpOIIeMCKUX MacTepoB 3II0XU Bo3poxkze-
Hua. OHa oTMevyaeT MHOroo6pasue UMUTa-
IJUOHHBIX GOPM, HCIIOJIb3yeMBIX KOMIIO-
3UTOPOM. ITO pa3IMYHbIe BUBI UMUTALAMN:
«IIPOCThIe (MHOTIa 6€3 IIPOTUBOCI0XKEHUS),
CTpOI¥e U CBOOOJHEIe, IIPeUMYILleCTBEHHO
B IIPSIMOM [IBMDKeHUH, peIKo — B obpallie-
HUY, elllé pe)ke — B YMeHBIIIeHUHU. B coun-
HeHUsX B. TUTOBa IPUCYTCTBYIOT UMUTa-
IIMU KaK C O/fHOM IIPOIIOCTOM, TaK U C IBYMS,
TpeMs, YeThIPbMs IIPOIIOCTaMU, OTpakaro-
II1He CIIeIGUKY MHOTOXOPHOI'O ITapTeCHOTO
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nmiceMa. KaHOHMYecKre UMUTAIIUU IIpUMe-
HAIOTCSI KOMIIO3UTOPOM B BHJle KOHEUHBIX
KaHOHOB, HO ropasfo vallle — B 6eCKOHeY-
HBIX KaHOHAaX ¥ KAaHOHUYECKHUX CeKBEeHIIU-
ax» [8, c. 7-8].

[Io MHEHUIO HCCIe/l0BaTesIsd, IIPpOU3Be-
IeHUd B. TUTOBA II03BOJIAIOT CUUTATEH €TI0
U IIepBOOTKpLIBaTesIeM TaKO GOpPMEI pyc-
CKOM IOJMPOHUHU, KaK II0JIUPOHUUYECKOe
BapbUpPOBaHUe, KOTOPOe B JaJIbHEeNIIIeM 6y-
LleT ApKO IIpe/CTaBJIeHO B TBOPYECTBE MHO-
THX PYCCKHUX KOMITIO3UTOPOB XIX CTOJIETHA.

H. I'yisHULKas Tak)Ke 0TMedaeT, YTo B
TBOp4YecTBe B. TUTOBa «0UH U TOT Ke rap-
MOHHWYECKUU MOTHB, MHOI/A HECKOJIbKO
BapbUPOBAHHBIN, IIPOIJIAALIBAET CKBO3b
IeKOp MeJIoAUYeCKUX JIMHUM, co3/iaBasi 60-
raTCTBO KpPacoK IIpHU 6eJHOCTHU CPefCTB (He
eCTh JIM 3TO IIPHU3HAK TOr0, YTO B TEOPUU
apXUTEKTYPHI Ha3bIBaeTCH ,, JeKOPaTUBHOM
IJIAaCTUKOM“ pycCKOro 6apokko)» [1, c. 65].

OxHUM U3 ApKUX 3¢ PEeKTOB IPOCTPaH-
CTBEHHOI'0 3By4YaHUs KOHIIEPTHBHIX $OpM
B TBOpuecTBe B. TUTOBa, KOTOPBIM IIpen-
CTaBJIeH B pa3HOOOpasHBIX BapHaHTaX KaK
B CTPOroM, TaK U B CBOOOZHOM BHJE, KaK B
KaMepHBIX, TAK ¥ MHOTOXOPHBIX COCTaBaX,
SBJIIeTCS IIPUEM aHTUQPOHHOIO COIIOCTaB-
JIEHUsI XOpOB — IIPUEM, IIOJIYUYUBIIHUUA B
TpakTaTe H. /[MIelikoro HasBaHUe «XopaJl-
HOe mIpaBuio» («XopasHoOe IIeHue, Korja
XO0p II0 XOpe IO0ET», UK B IIepeBOjie «X0op
3a XOpoM II0€T») [2, c. 304, 312].

UepThl HAIIMOHAJIBHOTO CBOeoOpasus
IIPOSBIAITCA U B MeJIOSUKE IIapTeCHBIX
KOHIIepTOB B. TUTOBA, IZle TECHO IIepeILIe-
TAlTCA 3JIeMeHTHl KaK 3allaJ{HOeBpOoIlei-
CKOMX My3bIKU (B. I[IpOTOIIOIIOB OTMevaeT
HEeKOTOPYIO CBA3b C TeMaTHU3MOM II0JIbCKUX
KoMmIt03uTOpPOB XVII Beka, B YaCTHOCTH,
C TBOpYeCcTBOM MapIiiuHa MeJsbuecKoro),
TaK U 0TeYeCTBEHHOM MY3BIKU: B KOHIIEp-
TaX CJIBIIIATCS MeJIOJAUU KaHTOB, HAPOHBIX
IIeCeH, HeKOTOPBIX I[ePKOBHEBIX PaCIIeBOB.

[Ipy 3aTOM KOMIIO3UTOP aKTHUBHO HC-
I10J1b3yeT 060POTHl OPHAaMEHTAaJIbHOIO Xa-
paKTepa, UMeIoIue OIIpe/ieIEHHYI0 CBSI3h
C TeKCTOM. OCOO6EeHHO SIPKO 3TO IIPOSIBJISET-
Cs B BOCBMHUTOJIOCHBIX KOHIIEpTaxX «3J1aTo-
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KOBaHHYIO TPyOy», «I'OTOBO CepjIie MOE»,
B IBEHAIIIaTUT0JI0CHOM KOHIlepTe «/[HeCh
Xpuctoc Ha MopmaH» U ap.

[[BeTUCTHIM OpHAMeHTAJIbHBIU PUCYHOK
IepeIieTalIIUXCId MeJIOJUYeCKUX JIU-
HUY, IIepexo/i TeMaTUYeCKOro MaTepHasia
U3 ToJIoca B I0JIOC, YaCTO HCII0JIb3yeMble
TepLIOBLIE YIBOEHUS, MHOTOXOPHOCTE 3BY-
YaHUsA — BCé 3TO BBHIABJIIET HOBBIE KOJIO-
pUCTHUYEeCKHe BO3MOXHOCTH XOpa, Hallo-
MUHasg CTUJIb 60raTo JeKOPHUPOBAHHBIX,
MHOTOIIBETHBIX COOPY>KeHUM 6apoyHOM ap-
XUTEKTYPHI, BO3BOAUBIIIHUXCA B IIOCIETHUX
necatuieTusax XVII Beka.

HoBEBIM IapTeCcHBIM CTHUJIBL BO MHOI'OM
IIpeoIIpeie/IU/I PacCKpenollleHue My3bIKH
0T KAaHOHHUYECKOIro TeKCTa, KoTopas Hauu-
HaeT BOCIIPUHUMATLCA He TOJIbKO KaK Cpe/fi-
CTBO IpUOJIM>KeHUd K Bory, HO IIpeXkzie Bce-
I0 KakK yCJIOBHeE [iJI1 HPaBCTBEHHOIO OYH-
IIeHU, IIPOO0Y>KAeHUA YHUCTHIX IIOMBIC/IOB
U 106PBIX UYBCTB.

B. TUTOB, KaK ¥ MHOTHE JPyTHe PyCcCKue
KOMIIO3UTOPHI KOHITa XVII — 11epBoM 110J10-
BUHBI XVIII BeKa, aKTUBHO IlepepabaThIiBal
U I1epe0CMBICIMBAJ B COOTBETCTBUU C 0CO-
6eHHOCTSIMU PYCCKON MY3bIKaJbHOU KYJIb-
TYPBI OCHOBHBIE XapaKTepHbIe IIPUEMEI U
¢opMEI 3armaHOro 6apokko. HecMoTpsa Ha
IOCTaTOYHO OJIM3KHe CBA3U C 6ApPOYHBIM
MHOTOI0JIOCHEM 3allalHOeBPOIEeNCKUX
KOMIIO3UTOPOB, PYCCKUM IIapTeCHBIN CTUIIb
ABJIZeT COO0M HUCK/IIUUTEILHOe, HEOOBIU-
Hoe gBiieHUe. [Ipesxze Bcero 3To BBIpa-
3UJIOCH B COXpPaHEHUU HMCKOHHO PYCCKOM
TPaJUIIMU HUCIIOJIHEHHUS IIapTEeCHBIX COYH-
HEeHUH TOJILKO a cappella © B yMeHUHU HC-
I10JIb30BAaTh BCE BO3MO>KHOCTH XOPOBOIO
3By4YaHUs, KOTOpPOe IIPOSIBUJIOCH B pPasHoO-
obpasuu QaKTypHO-TEMOPOBBIX KpPacoK,
BO BJIaJIeHUU Pa3sHO0OpasHoOM MOoIUGOHU-
YeCKON TeXHUKOH, B CIIOCOOHOCTHU CO3/a-
BaTh IPOCTPAaHCTBeHHbIE 3QPEeKTHI 3ByUa-
HUs 60JIBIIINX XOPOBBIX Macc.

B 3110Xy 6apoKKo B POCCUU B My3bIKaJIb-
HYIO IIPaKTUKY aKTUBHO BXO/JAT HOBEIE 00-
passl, CEOXKeTHl, >)KaHpbl. HecCOMHeHHO, UTo
IIIMPOKUM ITIOTOK BCET0 HOBOI'O KOPPEKTH-
pOBaJICAd B COOTBETCTBUU C BHYTPEHHUMMU
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MMOTPeOHOCTIMU U BKycaMH. BiussHue
3aIraHOEBPOIIeHCKON TPaTUITUU He JIH-
IITHJIO PYCCKOe UCKYCCTBO U, B YaCTHOCTH,
MY3bIKaJIbHOE UCKYCCTBO €T0 CAMOOBITHO-
CTH, OPUTHHAJIBHOCTH U CAMOCTOSITEJb-
HOCTH, a JIUIIb IIOMOTJIO PAa3BUTHIO TOTO

HOBOTO0, UTO OBLJIO y>Ke IIOATOTOBJIEHO U
MOIJIO 1aTh BIIOCJIE[JCTBUU SIPKHE BCXO-
bl Ha PYCCKOM IIOYBe, oTOpachiBas BCE
HaHOCHOe€, IIpeXKeBpeMeHHoe U CIydai-
HoOe, TO, UYTO He 0TBeyYaJsio HallOHAaJIbHBIM
IOTPeOHOCTSIM.
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Slovak music culture
and music professions
during Classicism era

The Classicist period in Slovakia developed
between 1760 and 1830. At that time Slovakia
was a part of the territory of the Hungary.
Musical culture during the reign of Maria
Theresa, Joseph II and Francis I evolved
in three stages under the influence
of the European musical tradition and contacts
with foreign composers from Austria,
Germany and Czechia. People could listen
to all sorts of music in opera houses, concert
halls, noblemen’s courts, petty bourgeois salons
and in the countryside. Musical professions
in Slovakia were comparable with those
in Central Europe. Musicians’ jobs included
those of performers, composers, teachers,
writers, theoreticians and organizers of cultural
life. Usually, one person held two or more
of these positions. Composers wrote works
which were performed at various occasions.
Music teachers taught at state-run music
schools, pedagogical colleges and parochial
schools. Manufacturers of musical instruments
created a number of new instruments,
especially wind instruments, violins
and organs, many of which were regarded
as being highly significant throughout
Europe.
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CiroBankass My3bsIKaJIbHas
KyJbTypa U My3bIKaJIbHbIE
npodeccuu B Nepuoy,
KJIaccuumsma

[Tepuog kyiaccurisMma B CJI0BaKUU
pasBuBaJica ¢ 1760 o 1830 rox. B To Bpems
CoBakus 6blJIa YaCThI0 TEPPUTOPUM BeHrpun.
Bo BpemeHa npasiieHusa Mapuu Tepe3uy,
Hocuda II u Ppannucka I MyssikagabHas
KyJIbTYpa pasBUBajach B TP dTara
IO/ BJIUSHUEM eBPOIIeHCKON MY3bIKaJIbHOMU
TPajUuIIUU U KOHTaKTOB C HHOCTPaHHBLIMU
KOMIIO3HUTOpPaMH U3 ABCTpuH, ['epMaHu
u Yexuu. MysrIKa 3Bydasia Be3ze: B oIepe,
KOHIIePTHBIX 3aj1aX, IIPHU ABOpIIax,

B MEIaHCKUX CaJI0OHaX U B CeJIbCKOM
MeCTHOCTH. My3bIKaJIbHBIE IPOdeccuu

B CJI0BaKHUU GBI COIIOCTaBUMBI

c npodeccuaMu B lleHTpanbHOM EBpore.

K My3bIKaHTaM OTHOCHJIMCH UCIIOJTHUTEJIH,
KOMIIOSUTOPBSI, YUUTEJI, ITHUCaTeIH,
TEOPeTHUKHU U OPraHU3aTOPEI KYJIbLTYPHOMI
JKU3HU. OJMH 4esI0BeK 00BIYHO 3aHUMAJI
O[IHY WJIA HECKOJIbKO U3 3THUX JOJ/DKHOCTEMN.
KOMIT03UTOPEI CO3/iaBaId IIPOU3BEeHU,
KOTOpBIe UCIIOIHAINUCH B Pa3JIMYHBIX
CUTYyalUAX. YUUTeJIsI My3bIKH IIPeIiofaBainl
B I'OCyZLapCTBEHHOM MY3bIKaJIbHOM IIIKOJIE,
IelaroruyecKoM YUUJIUIIle, IIepPKOBHO-
LYXOBHBIX ITKOJIaX. Co3/iaTesIu My3bIKaJIbHbBIX
HHCTPYMEHTOB CKOHCTPYUPOBAJIHU Psfl HOBBIX
HHCTPYMEHTOB, 0CO6GEHHO AYXOBBIX, CKPHUIIOK
U OPTrdHOB, MHOTHE 13 KOTOPHIX JOCTHUIJIN
eBPOIIeNiCKOI0 3HaUYEeHUS.
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Introduction

uring Slovak Classicism, between 1760
D and 1830, present-day Slovakia was

part of the northern Hungarian Empire
(Kingdom of Hungary), known as Captaincy
of Upper Hungary. The population of German,
Slovak, Hungarian and Croatian nationalities,
and a large part of the Hungarian nobility,
scientists, artists and merchants lived and
operated here. The territory was divided into
districts, which had a greater maturity, level
and power, the closer they were to Bratislava
and Vienna [5].

The greatest primetime, the “golden
age”, is associated with the reign of Maria
Theresa. The capital was Bratislava, where
the central authorities housed, regional
assemblies were convened, and important
political and power struggles between the
centralist efforts of Vienna court and the
interests of the Hungarian nobility took
place. The successor of Maria Theresa,
Joseph II, continued with the reforms, but in
1784 he annulled Bratislava s privileges as
the capital and political center. He assigned
them to Buda, and therefore Bratislava
lost its prestigious position. However, the
process of social and economic changes
in Slovakia was already unstoppable and
inevitable, and it resulted in the multifaceted
changes in the society [3]. The system was
shifting from the feudal to the capitalist
and the intellectual and the philosophical
movements that the Enlightenment brought,
causing fundamental changes in the cultural
life of Slovakia as well.
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Music culture in Slovakia

In our interpretation, the term music
culture includes all components that
contribute to the existence of music in a
particular period.

The music culture of Classicism was
created and influenced by:

— music composers (leading personalities,
authors of smaller and minor importance),

— performers of music (professional
musicians, amateurs, folk musicians),

- compositional creation (works /

compositions),

— music cultivation (in churches,
monasteries, palaces, town theaters,
bourgeois households),

—music education (church — religious
education, public schools, private classes),

— instrument workrooms (production and
improvement of musical instruments),

— publishers and printers (music sheet,
books, journals and magazines),

- music contacts with foreign countries
(traveling composers, performers, teachers
shared works).

The individual components were never in
balance. Some dominated, others developed
to a lesser extent, or temporarily stagnated.

In Classicism, fundamental changes in
musical development occurred. They were a
consequence of progressive democratization
and secularization. However, the process
of change was not straightforward — it
moved from aristocratic circles to the
bourgeoisie environment, and from church
to secular music. Public music schools were
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established, concert life was opened to the
public, domestic music making spread,
and music attachments in magazines were
published.

Musical life flourished in operas, concert
halls, residences, and in bourgeois salons.
The nobility paid ensembles and the best
musicians to perform for them.

Secular music was played, well-known
works by important Austrian, German and
Czech composers; mainly works by J. Haydn,
W. A. Mozart and L. van Beethoven were
performed. An important center of music
culture was the Grassalkovich Palace in
Bratislava, which was built in the years
1756-1760.

Sacral music and works in the Baroque
style continued to predominate in the
countryside. Rich musical life was happening
in religious monasteries, temples and in
bourgeois houses [7].

Rural musical folklore was also popular:
folk performers were often called to
aristocratic residences because of their lower
financial cost. Famous folk festivities were the
popular dance parties in KoSice, with music
from popular folk ensembles. Thanks to their
excellent level of interpretation, these were
able to perform in any environment — from
simple village pubs to aristocratic salons.

Music also sounded in aristocratic families
on an amateur level, since the nobles
themselves (musical amateurs) ordered
songs that they were able to play on a lay
level [1]. A rarity was the amateur music
and theater activities of the employees of the
Forestry Office and school youth in Liptovsky
Hradok. A report on a shepherd’s play has
been preserved, which evidenced that the
employees themselves created both music
and lyrics for the play.

Music professions during Classicism

Music professions were comparable
with those in the central European
environment. Musicians worked as
interpreters, composers, teachers, writers,
theoreticians and organizers of cultural
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life, while combining two or more of these
posts. Their social status was tied to the
economic situation [7]. In contemporary
practice the composer was also a teacher
or a theorist; the performer participated in
the organization of musical life, the teacher
also worked as an organist; the theorist was
active in journalism and composition, etc.

Slovak music composers wrote a number
of compositions, many of which fulfilled
the aesthetic ideal of Classicism. Popular
pieces included sonatas, rondos, variations,
fantasies, songs, quartets, etc. Over time,
the Classical composers began to belong
to one of the three categories, according to
the importance and quality of their works.
Important composers wrote works that
bear the hallmarks of advanced Classicism
and had a reach and influence beyond the
Hungarian Kingdom. Composers of regional
significance composed pieces, which had
features of the region or the nation. Thirdly,
works by composers of local significance
sounded only in a narrow audience circles,
and features of composing craft prevailed
over their artistic skills.

Music teachers taught in various towns.
However, the most prestigious institutions
were in Bratislava, KoSice and SpiSska
Kapitula. In Bratislava, the music education
class was established and it became the first
public music school. Since it was considered
one of the best in Hungary, it achieved
the status of a “model school”, so called
“Musterschule”. In Kosice, schools focused
on the education of cantors and organists
who performed throughout eastern Slovakia.
There was a pedagogical school in SpiSska
Kapitula and another successful special
class of music education and instrumental
music in Trenéin. Education flourished
at an excellent level in religious orders,
among which the Piarists (Trencin), the
Jesuits (KoSice, Trnava) and the Ursulines
(Bratislava, PieStany) excelled [10].

One of the most famous teachers was
Franz Paul Rigler, a composer and piano
virtuoso who lived in Bratislava. He was
responsible for music in the school reform,
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Ratio educationis. He is also the author of
the textbook, the piano school “Anleitung
zum Klavier”, which has long been used in
Europe [2].

Musical instruments manufacturers also
played an important role. Even though
instrumental workrooms were spread
throughout Slovakia, several of them had
reached only a local level without a wider
impact. The best quality instruments, those
with a European reputation, were crafted
in violin, organ and wind instrument
workrooms.

Wind instruments from Slovakia were
widely recognized and sought after.
European musicians ordered improved
basset horns by Theodor Lotz and improved
French horns by Engelbert Lansmann
from Bratislava. Karol Schmidt introduced
his own claveolin, similar to harmonium
(reed organ), and produced popular and
sought-after keyboard instruments such
as clavichords and pianos. In Spis, these
instruments were produced with success
and recognition by the Wallachy family from
Spisska Sobota and by Jakub Roth and Jozef
Schmidt from Vrbov [8].

Relatively little is known about the
production of percussion instruments, as
they have been preserved in very limited
quantities. For example, of all 4,000
specimens of instruments in the Music
Museum in Bratislava, only 16 are idiophones
and even only 10 are membranophones.
Most records come from Spi$ and Saris: their
military function, use on ceremonial secular
occasions and in sacred music are described.
The specific names of the manufacturers or
workshops are not known, since percussion
instruments were neither signed, nor
marked with names or signs [11].

Violin production flourished in the second
half of the 18th century in Bratislava, where
both excellent violinists and string instrument
manufacturers lived and worked. They
came from Vienna, the Czech Republic and
Germany; they settled in the town to supply
the high need for more and more instruments
for a numerous body of musicians, and
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quickly set up family workrooms. Later,
their sons and students worked in these.
They provided high-quality instruments to
aristocratic ensembles, church ensembles
and monasteries. The first violinmaker
was Anton Thir I, who settled in Bratislava
around 1750 after arriving from Vienna. His
masterpieces were highly valued and very
popular. His sons Ondrej and Anton Thir II,
followed Thir’s art. They used maple and
spruce wood, and tirelessly experimented
with lacquer coatings, which gradually
changed from a completely dark color to
bright red-chestnut and red-gold-brown
shades. Equally important violinmakers came
from the Leeb family: Jan Juraj Leeb I, Jan
Juraj Leeb II, Jan Juraj Leeb III, Ondrej Karol
Leeb. Their instruments were beautifully
shaped, elaborated and polished with a rich
palette of colors from brown through shades
of dark red-brown to yellow. The Leebs
became famous as the best, most progressive
Hungarian violin producers. They raised
many successors, including Ondrej Thir,
who was a pupil of J.]. Leeb III. After the
death of]. J. Leeb IIL, his workshop was taken
over by Jozef Hamberger Sr., who was the
founder of another important violinmaker
family. At that time, they had competition
only in the successful and productive
violin workroom of the Ertlovs. Besides
Bratislava, other workrooms had a very
good reputation: the Trnava workroom of
Jan Pavel Worle, the Nitra violin-maker room
of FrantiSek Kerkovic, the KoSice workroom
of Jan Juraj Leeb I., and the PreSov violin-
producing workroom of Adam Molnar. The
Slovak school for manufacturing violin was
originally based on instrument models by
A. Steiner, N. Amati and A. Stradivari. During
its 150-year flourishing period, it developed
its typical Slovak characteristic features. [6]
High importance was acknowledged also
to the organ manufacturers in Slovakia.
Organs crafted in the famous family PaZicky
from Rajec sounded in churches in Slovakia,
Poland, Silesia and Lower Hungary. During
120 years, the Pazicky family built more
than 200 instruments. The founder of the
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workroom was Jan PaZicky, who allegedly
worked as a mill journeyman and was a self-
taught organist. Several organs are preserved
in churches and are still used today, many
of them have only the cabinet preserved, or
their instrumental part has been electrified
or replaced. Other masterpieces were built
by the father and son Podkonicky from
Banska Bystrica. It is not known how father
Martin entered the organ making craft, but
he was a sought-after expert who always did
precise and professional work, as evidenced
by the organs in Levoca, Zaskov, Smrecany
and Spania Dolina. His son Michal, after the
return from his studies in Jena, Germany,
continued in the organ making tradition and
after his father’s death, he fully took over
the family workroom. He obtained orders
from all over Hungary and built organs of
extraordinary beauty, unique size and rare
sound qualities [4].

Special music professions included
activities of music theoreticians. In Classicism,
the theory of music reflected the practical
requirements of musical life. It was not
purposeless, because theoretical thinking
was characterized by a specific connection
between theoretical and practical aspects. In
relation to practice, music theory visibly and
fully manifested itself in three areas, in music
pedagogy, in the instrument making craft
and in music journalism. The pedagogical
area was focused on teaching musical
instrument playing, teaching singing,
improving the general-bass technique and
acquiring basic theoretical knowledge and
skills in practical composition procedures.
The theory was a part of published schools
for musical instruments and of song
collections, and it had an instructive mission.
Besides the previously mentioned textbook
Anleitung zum Klavier by Franz Paul Rigler,
a collection of spiritual songs Melodiatura or
Partytura by Adam Skultéty was published
in Brno (in the year of the Buda edition of
Rigler’s representative work, in 1798). The
author wrote it in a very understandable
form: in the theoretical part he used a simple
intelligible language and he tried to create
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a Slovak musical terminology. The author
tried to get as close to rural organists as
possible. He did not create a scientific music-
theoretical work, but a practical guide for
amateurs. The level of his work was payable
to the purpose for which it was created [12].
He defined the basic concepts necessary
for the creation of a general bass song
accompaniment. For example:

— A tact was a “arty time division into
certain equal particles.”

— He called preludes ante-playings and
pointed out that “..they should not be
offensive, too long here and there runnings
on the organ...”.

— He recognized three types of tones: “.. a
proper tone that has no marks, a hard tone,
marked with a sharp sign and a soft or sad
tone, fore-signatured by letter b.” [13, 20]

Overall, it can be stated that Slovak music
theory in Classicism significantly lagged
behind the level of the composition and
interpretation sphere.

Publishers and printing companies

The great expansion of technology,
inventions and scientific discoveries —
typical of the Enlightenment of the 18th
Century, significantly and positively marked
all areas of life. The music culture was
mainly influenced by the new quality of
the typography and the improvement of
music printing. In Slovakia, the modern
type of printers spread rapidly, and almost
all major towns could be proud of their own
printers and publishers. Although Vienna
had a monopoly position in the monarchy,
the peak significance was attributed to the
Printing Center in Bratislava, the KoSice
Jesuit Printing House and the Trnava
University Printing House. The printers also
actively and progressively worked in Banska
Bystrica, PreSov, Skalica, Banska Stiavnica
and Komarno. Their outcomes included
compositions by domestic authors, editions of
Haydn’s, Mozart’s works, many compositions
by other foreign authors, opera librettos,
popular and sought-after music attachments
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of journals and magazines. Also, the titles
of unnotated but music related literature
were published (e.g. the Pressburger Zeitung
newspaper regularly reported on music news
and music activities, and in Hungary, the
most widely read periodicals were multiple
editions of cancionales, concert programs,
lyrics, etc.) [9].

Summary

Music Classicism in Slovakia was evolving
similarly to that in Central Europe. It was
influenced by the philosophy of that time, the
political situation and economic conditions.
Many changes were characteristic for music
culture, including a shift from church music
to secular music and from aristocratic
environment to the bourgeoisie. Musical
life developed in opera houses, concert halls,
residences, etc. In addition to church music

in churches and in the countryside, secular
music associated with the names of important
Austrian and German composers (the well-
known trio Haydn, Mozart, Beethoven) was
developing. In the countryside, the people
also enjoyed the folk music.

Composers, performers, teachers, but
also writers, often combining several
posts, dominated the music professions.
Manufacturers of musical instruments,
especially the wind instruments (improved
French horns and Basset horns), organs and
violins were of the greatest importance on a
European level. In music theory, two basic
works were created: Anleitung zum klavier
by Franz Paul Rigler, and Melodiatura or
Partytura by Adam Skultéty. The publishing
houses and printers of notes, sheet music
appendices, lyrics, etc. also played an
important role in the development of music
culture in Classicism.
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Baiet «CBaab06a Ilees
n ®Petuasi» (1653),
COXpaHUBUIUNCA

B H300parkeHUusAX

CtaThd mocBsIeHa 6anety «CBagbba Ileses
U PeTUbI», KOTOPBIN OBLI II0CTaBJIEH
B 1653 roy B maprpkckoM aBopite [ITu-byp6oH,
4TOORI (110 ITpaBMIaM QPAHITy3CKOTO TeaTpa
TOTO BpeMeHMU) I0II0JIHUTh OTHOUMEHHYIO
ortepy Kapsio Kariposir. OCHOBOM 11 CrOsKeTa
TIOCTAHOBKH ITOCTYKHJI IITUPOKO
pacupocTpaHéHHBIN B UCKYCCTBE MU
0 cMepTHOM Ilesiee 1 Hepenune detuse,
npeobpa3soBaHHBIN B COOTBETCTBUU
C 3CTeTHUKOM TOTO BpeMeHU. TaHIleBaJIbHEIE
entrée cie0BaJIA IIOCJIE KaXKIOU CIIEHBI
UTAJIbIHCKOH OIlePHI U OBLIH CBSI3aHBI
C eé coziep>KaHueM, B CBOIO OUepenb
06pasoBhIBas OCJIeI0BaTEIFHOE, IOTHYHO
BEICTPOEHHOE II0BeCTBOBaHUe. 3naHHOe
JTUOPETTO BeCchbMa IPKO U 00pasHo mepeaéT
coflep>KaHUeE, @ MHOT/IAa ¥ BHEIITHUI 00JIUK
InercTBUs. COXpaHWIOCE U OIIMCAaHUE
JeKopalui ¥ MallluH, IIPUMeHEHHBIX
B baJsteTe, by1arofjaps 4eMy B Hallle BpeMs
MO>KHO COCTaBHUTh BU3yaJIbHOE BIIeUaTIeHUe
OT II0CTaHOBKHU. KpoMe TOro, BayKHBIMU
YTOUHSIOIIIUMU IOAPOOHOCTIMU, CIIOCOOHBIMHU
IaThb IIpeficTaBJIeHUe He TOJILKO O BHEIITHEM
BU/JIe IepCOHAa’Kel, HO ¥ 0 KOHKPETHOM
pacupezesieHUH PoJIer MeXy
HCIIOJTHUTEJISIMU, STBJISTFOTCS 3CKU3bI
MHO’KeCTBa KOCTIOMOB, JIOIIEIINX 10 HaIllero
BpeMeHHU. TaKuM 06pa3oM, OKasbIBAeTCs,
YTO B MY3BIKaJILHOM clieKkTakse XVII Beka
3HAUMUTEJIbHYIO POJIb UTPAJI0 eT0 BU3yaIbHOE
peleHye, KOTOPOe, COXPaHUBIIINCh
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The Ballet “Les Noces de Pelée
et de Thetis” (1653)

Preserved

in Visual Images

The article is devoted to the ballet “Les Noces
de Pelée et de Thetis” which was produced
in 1693 in the Petit Bourbon Palace in Paris
(according to the rules of the French theater
of that time period) in order to complement
the opera with the same name composed

by Carlo Caproli. The basis for the plot

of the production was the myth widely
disseminated in art works about the mortal
Peleus and the Nereid Thetis, transformed

in correspondence with the aesthetics of that
time. The Dance entrées followed each scene
of the Italian opera and were connected with
its each content, in its turn, forming

a consistent, logically delineated narration.
The published libretto conveys the plot,

and at times the outer form of the action quite
vividly and figuratively. A description

of the decorations and machines used

in the ballet has also been preserved,

as the result of which in our time it becomes
possible to create a visual impression from
the production. In addition, important defining
details capable of providing a perception not
only of the protagonists’ outward appearances,
but also of a concrete distribution of roles
between the performers are the sketches

for numerous costumes preserved up

to our time. Thereby, it turns out that in 17th
century musical performance a considerable
role is played by its visual solution, which,
having been preserved in iconographic
materials, is capable of helping create
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B UKOHOTpadUUecKUX MaTepHasax, ClioCO6HO
yepe3 HeCKOJIBKO CTOJIETHH IIOMOYb CO3/IaTh
BIIeUaTJIeHHE OT 06IIero 3aMbIciia
IIOCTAaHOBKH.

KJirroueBsble cjI0Ba:

J6pPeTTOo, KOCTIOMEI U leKoparuy bazera
«CBazb6a Ieses u ®eTuabl», onnepa Kapsio
Karmposii, MuQOJIOTHYeCKHE CHKETHI

B OaJieTe U o1lepe.

an impression from the overall conception
of the production a few centuries after
it happened.

Keywords:

libretto, costumes and decorations

for the ballet “Les Noces de Pelée et de Thetis,”
Carlo Caproli’s opera, mythological plots

in ballet and opera.
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outd 370 jsieT Hasaj B IIapPUIKCKOM
nBopite IITu-Byp6oH, HbIHe 60Jjee
BCero U3BeCTHOM KakK TeaTpasbHBIA
3aJ, B kKoTopoM JX.-b. MoJsibep ¢ TpyIIIIon
CTaBHJI COOCTBEHHBIE ITheChl!, OBLJI II0Ka-
3aH CIIeKTaKJIb. J)KaHp ero Ha COBpeMeHHBI
B3IJIA[ OIIpe/iesIsyIcs BeCbMa CJI0KHO U Ha-
IIOMHHAJI CKOpee JUITMHHOe OITHCaHue («HTa-
JIbSTHCKAs KOMe[¥s Ha My3bIKe, CMelllaHHasg
c 6aJ1eTOM Ha TOT ’Ke CIO’KeT»), B KayeCTBe
aBTOPOB U HCIIOJHUTeJIeH OBbIIU IIpefCcTa-
BUTEJH ABYX KYJBTYP (UTaJbIHCKOU U
bpaHITy3CKoi1), a TUOPETTO CIIEKTaKJIS OC-
HOBBIBaJIOCh HA MU(OJIOTUYECKOM CIOKeTe.
Ha3spiBajsiach moctaHoBKa «CBagb6a Ileses
U PeTUIbI».
HcTopus 3TOr0 IIPOM3BejleHUs Havalach
B KOHITe 1653 roza, korga kapauHast /x. Ma-
3apUHU BCTPeTUJICA C UTaJIbIHCKUM abba-
ToM ®. ByTHr. K TOMY BpeMeHU ByTH y>Ke 6511
aBTOpoM ubperTo «Opdes» K. Poccu —
OIlepEl, II0CTaBJIEHHOU B 1647 rony. Teriepb
110 3aKa3y BCeCHJIbHOIO KapauHasia bytu
HaIrcasl JIMOPeTTO UTaJIbIHCKOM KOMeIuN
Ha My3bIKe. TekcT jxe 6aJsieTa, «CMeIllaHHO-
ro» ¢ KoMenuew, rpuHaiexasa U. ne ben-
cepany, IBJISBIIEMYCS aBTOPOM OOJIBIIINH-
cTBa QpaHIy3CKUX IIPUJBOPHBIX OaeToB
TOTO BpeMeHH (M3-1107] ero Iepa BBIIILIA 23
TaKUX [IPOU3Be/IeHU).
B Hauasie 1654 roga Bo ®paHITUIO IIpH-
ObLIa UTaJIBLIHCKas TPYIIIIA, COCTOSBIIAS U3
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IIeBII0B ¥ My3BIKaHTOB. BMecTe C HUMH IIpH-
exaJs1 ¥ OyIyIIiii aBTOp COUMHEHUs, KOTOpoe
OyZeT Co3/IaHO Ha y>Ke HallCaHHOe JINOpeT-
TO — UTaJIbTHCKHUH KOMIIO3UTOP U CKpPHIIa4
K. Karposii. OgHaKo Ha $paHITy3CKOM CclieHe
CTaBUTH OIlepy 6e3 TaHIleBaJIbHBIX BHIXO/I0B
6b171I0 HeMBICTIUMO?. I103TOMY HE0OX0AUMO
OBLIIO CO3/1aTh Ha TOT >Ke CHYKeT U baJer,
4TO U CJiesiajl, II0 HEKOTOPBLIM CBeJeHUAM,
nBaaratuaByxyeTHUM XK. -B. JIrosutu. Pabora
HaJl UTAJIbSIHCKOM KOMeHe! Ijia 0BOJIb-
HO CII0pO, U 14 atipesid 1654 rozia ClieKTak/Ib
OBLI IIOCTaBJIEH B y>Ke YIIOMIHYTOM 3HaMe-
HUTOM 3asie IITU-Byp60H B IIPUCYTCTBUU
KOpoJieBbI AHHBI ABCTPUMCKOM, aHIJIUHCKO-
To KOopoJid B u3THaHUU Yapsbsa II 1 Bcero
¢paHIy3CKOro ABopa.

Jl1s1 crooKkeTa 6Bl U30paH ApeBHerpeye-
CKUU MU 0 cMepTHOM Ilestee U Hepeuje
deTue. 3Ta UCTOPUA ObLIA IIOIYJIAPHA U B
aHTUYHBIE BpeMeHa, HO aBTOPOB TOTO Bpe-
MeHH, KaK IIpaBHJIO, UHTEpecoBaJ OLUH
anu3of atoro Muda: 6oprba Ilenes u de-
TUJBI, KOTOpasi, YTOOBI N36ekaThb Opaka co
CMEepTHEIM, IIpeBpailajack To B 3Me, TO
BO JIbBA, TO B OTOHB, TO B BOAY. /lJI1 aBTOPOB
JKe 9II0XU 6apOKKO UMEHHO 3TOT GpparMeHT
HHTEepeCHBIM ObITh IepecTasl. B XVII Beke
cBagbba PeTuarl U [lesies 60Jiee BCero npu-
BJIeKaJla BO3SMOXKHOCTbI0 U300pasUTh CHa-
4Jajia KypTyasHble B3aUMOOTHOIIIeHU I1ep-
COHa’KeH, a 3aTeM U IIpasgHUK Ha OmrMIIe
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C y4yacTHeM MHOXKecTBa 60kecTB. Kpome
TOTO, 3TOT ITUP B MU e OJTHOBPEMEHHO CJIY-
JKHJI U Ha¥aJIOM HOBOM, TO’Ke Upe3BhIUYaHO
IIOIIYJIIPHOM B My3BIKaJIbHOM TeaTpe, UCTO-
puu — o cyze Ilapuca, Tak KaK UMEHHO Ha
cBagb6e Ieses u ®eTuapl 60IUHA pasgopa
dpuza «1moTepsiyia» CBOE 3HaMeHUTOe 516J10-
KO C HAIIIUCBI0 «IIpeKpacHeMIIIen».

CrexTakJb, II0CTaBJIeHHBIN B 1654 ropy,
pasyMeeTcs, He MOT CJIY>KUTh IIOJTHOM «HJI-
JIIocTpanueri» Muda. B 1r0661e BpeMeHa Ta
WU WHass MUQOJIOTHYeCKast UCTOPHUS IIpHU
IlepeHoCe Ha MY3BIKaJbHYIO CILI€HY IIOJ-
BepraeTcsd U3MeHeHUAM. U IIpexkie BCero
aTo Kacaetcda XVII Beka, Korjja aHTUYHbBIA
MU} — JIUIIB II0OBOJ, «ChIIPaTh» 0UepPeSHYI0
KyPTyasHYI0 HCTOPUIO He 6e3 eé IIPoeKIUU
Ha CaMblii GJIECTSIIUNA eBPOIIeNCKUM JBOP
TOT'0 BpeMeHMU.

JIN6PEeTTO «KOMeIUU Ha My3bIKe» ITHCaJl
UTaJIbgHell, I09TOMY B Hel (M BO BKIIOUEH-
HOM B JleliCTBHe OajieTe) UMeHa aHTUYHBIX
607KeCTB B IIOJABJISAIONIEM OOJIBIITUHCTBE
B34THI He U3 I'PeUeCcKoi, a U3 pPUMCKOH Tpa-
munuu (FOnmrep, FOHOHA, Mepkypul, I'ep-
KyJiec, ATI0OJIUIOH, cTaTys Mapca). OfHaKo B
TOM JKe CIoyKeTe QUIYPUPOBAJL «TPeUYeCKUi»
KeHTaBp XUPOH, OKPY’KEHHBIN aKaJeMU-
cTaMH (Takoe 3BaHHe MMEKT B JIUOPETTO
Yy4aCTHUKU TaK Has3blBaeMOU «aKaJeMUU
XupoHa»), u IIpomereii, 06pa3 KOTOPOIo
CTaHeT 0C00eHHO Ba’KeH B UCKYCCTBe boJiee
I103/THer0 BpeMeHU. KpoMe TOro, Ob1711 BHe-
CeHBI U MeHee sIBHbIE, HO OT 3TOT0 He MeHee
3HauyUTeJIbHble U3MeHeHUs. HecuacTHBIN
[IpomeTel, IPUKOBAHHBIN MCTUTEJIbHBIM
IOnuTepoM K ckasie Ha BepllnHe KaBKasa,
TEPIIUT eXKeJHeBHble My4eHUs, 10CTaBJId-
eMble eMy OpPJIOM, «KOTOPBIX Tep3aeT ero
cepoue [kypcuB mou. — A. I.]» [5, p. 22] (6e3
COMHEHM, TaKasd IIOAPOOHOCTE 60JIee I101-
XoAWIa Ui IIPUABOPHOro 6asera). TurtaH
0 npukasaHuio IOnurepa usbaBisdicA
OT CBOEro HakasaHUA 3a IIoMolb Ilesero,
a I'epkyJsiec BBICTyIIAJI JIUIIL B KayecTBe
«IIOIIYTYHUKAa», KOTOPBIA IIPUBOSUIL €T0 Ha
3aKJII0YaBIIUHU OasieT IIpasgHUK.

B cpaBHeHUM ¢ MUGOM OBLI U3MEHEH U
¢uHas GasieTta, B anopeose KOTOPOIO OT-
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CyTCTBOBaJIa 60TrMHA pasgopa. CresraHo 3To
OBLII0 HAMEPEHHO U, B OTJIMYUE OT JPYIUX
Ipeob6pa3soBaHUM, OTJeJbLHO OroBapUBa-
JIOCH B IIPEJUCIOBUHN K U3JaHHOMY JILOpeT-
TO. BOT Kak TaM 00BSCHAIOCH OTCYTCTBHE
Jpuabl: «6BLIO0 OBI IT030POM, ecJsIu 6 OH [pas-
mop. — A.T.] mogBuiCa U <...> BOSMYTHUII
9TOT BOCXUTHUTEJbHBIN IIPa3fHUK II0CJIe
TOT0, KaK caM 65111 U3 PpaHITUU U3THAH» [5,
p. 4]. 3aMeuaHue ITOABUJIOCH He CIIYYarHO:
B 1654 roxy cTpaHa TOJILKO HavaJia OIIpaB-
JIATHCS OT 3aBePIIMBIIENCS 3a IOf, O TOTO
dpoHALL.

«CBagbba Ilemes u PeTuabl» B IIOJ-
HOM CMBICJIe CJI0Ba OblIa IIPOK3BejleHueM
«CMeIllaHHBIM», TaK KaK II0CJe KaK[ou
CIIeHBl UTAJIbIHCKOM «KOMeJUU Ha MY3bI-
Ke» (TO eCTh, OIlepkhl) CjIeloBajIo 6bajseTHOe
entrée (Bcero Ux ObLIO J1€CATH), CBI3aHHOE
C COOBITHUSIMU UCIIOJTHEHHOM OIIEPHOU CIie-
HEIL Ilo TpaguIuu ¢paHIly3CKOro 6aJera
KaXkjoe entrée copep>kajo, KpoMe Co006-
CTBEHHO TaHIeB, MOHOJIOTH OT[eJIbHBIX
IIepCoHa’kel, HepeaKO AOBOJIbHO IIPOZO0JI-
JKUTeJIbHBble. 3a0aBHO, HO IIPU TOM, YTO
My3bIKa oIlepsl Kallpoyii He cOXpaHUJIaCh,
OT CIIeKTaKJIs1 OCTaINCh UMEHHO OasleTHbIe
BBIXO/bI*. B 3TOM BUIUTCSA HEKUM 3HAK: B Ca-
MOM [ieJe, ITaprok Bcerga ObLI 60J1ee CKJIO-
HeH K 6aJieTy, 4eM K oIlepe, COXpaHUB 3Ty
JII000BB Jja’ke IIpU KapAuHasle MasapuHH,
KOTOPBIM OTKPOBEHHO IIOKPOBUTEJILCTBO-
BaJl UTAJIbIHCKOMY >KaHPY. BBIIIIIO OUeHb
110-QpaHIly3CKU: onepa yTepsiHa, a basem-
Hble BBIXO/Ibl — COXpaHUIUCh. Kak BecbMa
TOYHO 3aMeyaJs ®. boccaH, «IIpH HAJITUYUH
OJIMHAKOBOM OTIIpaBHOM TOYKHU B Ilapu-
JKe XYMH4YecKasl CMeCh I10393UH, MY3BIKU U
TaHI|a [I0PO/iMJla IIPUABOPHLIM OajeT, B TO
BpeMs Kak BO QJIOpeHIIUU CMeCh TeX JKe
UHIPeINeHTOB [IopoauiIa onepy» [1, c. 152].

B 6aJIeTHBIX entrée eHiCTBYIOT KaK I1epCo-
HaKU IIepCOHUGUITMPOBaHHEIE (ATIOJIJIOH U
Myssl, JOHOHA®, [UMeHel, ['epKyJsiec), TaK U
0600111éHHEIEe, KOTOPBIE, UYTOOBI OTJIUYUTH
UX OT OIIEPHBIX XOPOB, B JIMOPETTO Ha3BaHbI
«HeMbIMHU XopaMu» (chceur muet). TaKoBBI
«HeMble XOPBI» BOJIIIEOHUKOB, UCKaTelel
KOpaJIJIoB, Qypull peBHOCTH, AUKaped U
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OUKApOK, ApHUaj, peliapei ®eccaauu, Ipu-
IBOPHBIX U UCKYCCTB (CBOOOJHBIX U MeXa-
HUYEeCKHX).

TaHIeBa/IbHBIe BBIXOAbI «CBaAbORI Ile-
Jed u deTUAbl», 3aBeplIaKIUe CI[eHbI
OIIePbl, COCTOSIJIA U3 IBYX OTTPAHUYEHHBIX
IpYyT OT apyra yacrei. [lepBasi — co6CTBeH-
HO entrée, BTopasi — TaK Ha3blBaeMas air —
CJIeIYIOIUM 3a HUM TaHell. IHTepecHO,
4TO KaXK[0e IIoCaeyrlllee entrée CTaHO-
BUTCS BCe 60Jiee IPUUY/JIMBBIM B BbIOOpe
IIepCcoOHa’keu, B HEM y4acCTBYIOILIUX.

[Tposior KOMegUU II0KAa3bIBAJ JOJIUHY
pozxHoi Ilesiero eccanny, Iie Ha rope pac-
[10JIaTal0TCA JeBATh My3 U ATI0JUIOH (WUII. 1),
KOTOpEIe 3aTeM CITyCKalTCsA BHU3, «3aI10JI-
HAKT TeaTp U COCTaBJILKT IIEpBOe entrée
6asiera» [5, p. 5].

Han. 1. IIponoze — AnoaioH U My3ul
(Ppazmenm uzobpadxceHus)

[lepBasd CrieHa IIepPBOr0 aKTa IIPOXOArIa
B Ilelllepe KeHTaBpa XupoHa (Ui 2), KOTo-
phiii coBeTyeT Ilesiero, YTOOBI TOT «Ha Kas-
Kase IIpocuJI cofericTBus [Ipomeres, Tau-
HO YKpaBIllero Ha Hebe OTOHb U YHECIIIEro
BCe BeJIMKHEe U BO3BBIIIIEHHbIE 3HAHUS»
[5, p- 13]. B KoHIIe ciieHbl, Koraa [leseit co-
rjiamraeTcs II0CJaef0BaTh COBeTYy XUPOHA,
BOJILLIIEOHUKY, IIPUCYTCTBYIOIIIME IIPU BCEM
3TOM, «0YapOBBIBAIOT TaHIlEM» [5, p. 13].
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Hn. 2.10., 1 cuy. — Xupon, Ileneii
U 80/1UUEeOHUKU
(Ppazmerm usobpadxceHus)

Ha. 3.10., 2 cu.— HenmyH (cnesa)
u demuda (cnpasa)
(Ppazmenm usobpadxceHus)

BTopas citeHa I1epBOro aKTa IIpe/cTaBJIs-
Jla 3pyUTesIIM BUJ Ha Mope (U1 3), rae «De-
TH/a II0Ka3bIBaeTCs Ha OTPOMHOM PaKOBU-
He, COIIPOBOKJaeMasi MOPCKUM I101y60roM
U OKPY>KEHHAas [IpeKpaCHOU I'PYIIIION UCKa-
TeJlel KopaJyioB» [5, p. 16]. CiieHa oTKasa
deTuabl 0T Opaka ¢ HeriTyHOM U 110CIeny-
I0IIleli IpO3bl, BBISBAHHOU paccep>KeHHbIM
60TOM MOpeH, 3aBepIIajach BbIXOJOM HC-
KaTeJIed KOpaJslJIoB, KOTOPEIe, «4TOOHI IIe-
pexzaTs O0ypro, yCTpauBaKT pagy passiie-
uyeHUd TaHeI [5, p. 16].

B TpeTneli ciieHe O6pak deTue mpeia-
raJl CIIlyCTUBIIIMICA Ha OTPOMHOM 00JIaKe C
Hebec OnuTep (puc. 4) — U TOXKe I10IyYall
oTkas. Ho cienoM sBisisiachk peBHUBUILA
IOHOHa, KoTOpas «IIpubbIBaeT B BUXpe He
MeHee OypHOM, ueM eé rHeB» [5, p. 20] u
IIpU3bIBajla Ha IIOMOIb QYPUU PEBHOCTHU
(1. 5). YeTBépToe entrée mOCBAIAJI0CH
HMEHHO 3TUM IIepCOHa’KaM.

[lepBad cIieHa BTOPOTO akKTa IIPOHCXO-
ouja Ha BeplurHe KaBkasa, Ife Teplie
My4deHusa IIpomerein (Ui 6), K KOTOPOMY
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SBJIsIETCA 3a coBeToM Ilesedt (W1 7). Turan
«yBepsieT, uTo /e TbQUICKUIN 0paKyJI Ipe-
ckasaJs deTujie cblHa 60JIee BEJIUKOI0, UeEM
ero orel: <...> nmoroMy lOmnwurtep, 6e3 co-
MHEHUS, IIPUHYKAEH OyJeT 0TKa3aThCd OT
CBOUX IIpeTeH3ul» [5, p. 22]. 3aBepiianach
CIleHa BBIXO/IOM IUKapeur U TUKapoK (1. 8),
4 .| BBIPAKABIIKX B TaHIIe CBOE JIMKOBaHUE I10
N \\&'.‘ .y ToBOAY ocBOGOXK/EHUS IIpoMeTesi, KOTOpoe
\ .,s@{?@“\, ToCJIeyeT 3a ero coBeToM Ilesiero.

4
5 \—%:‘:-'-‘:5/'2'

Hn. 4.1 0., 3 cy. — FOnumep
(pazmerm usobpadxceHus)

S 7
BRSS= 2 I=

Hana. 5.1 0., 3 cu. — FOHOHa u pypuu
(pazmenm usobpadceHus)

Hna. 7.2 0., 1 cu. — Ienell
(ppazmerm usobpadceHus)
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Hn. 6.2 0., 1 cy. — myuumvlii [Ipomemeil Hn. 8.2 0., 1 cu. — duxkapu
(Ppazmenm usobpadxceHus) (Ppazmenm usobpasxceHus)
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Hn9.20,2cuy —
yaemarowuii Mepxypuil
(Ppazmenm
u3zobpadiceHus)

BTopasa ciieHa moKasbkIBaJjia [IBOper]
Onurtepa, TaltHO BEICTPOEHHBIM U3 30J10Ta
U IparoleHHbIX KaMHe! CIeIlhaJIbHO [JIs1
TOT0, YTOOBI coueTaThCd OpakoMm c deTu-
nou. OpHako y3HaB oT Mepkypus (ui. 9)
0 cxesaHHOM OpakyJsioM IpeacKa3aHUH,
IOmmuTep oTKasbIBajIiCd OT CBOEr0 HaMepe-
HUA U BO3Bpallajacsd Ha He60. B aTo BpeMs
IpHaabl, KOTOphle IIPUCYTCTBOBAJJIU IIPU
pasroBope, «IIPUCAYIINBASICh, YTOOBI JaTh
oTuéT IOHOHe 000 BcexX MBICIAX IOmuTe-
pa, U3BABJILIOT B TaHIle CBOIO PajfoCTh» [5,
p- 24] (u. 10).

[Toxkasyit, caMas peIlfJapCTBeHHAs Clie-
Ha «CBagbOkI [leses u PeTUbI» — TPETHSA
CIleHa BTOPOTO0 aKTa. B Hel prinjapu decca-
JIUH, «yIPYUYEHHBIE KeCTOKOCThI0 ®eTU bl
II0 OTHOIIIEHUIO K UX I1apro Ilesero, 3aTeBa-
0T MeKy cob0o¥ 6UTBY B yecTb Mapca» [5,

Ha. 10. 2 0., 2 cy. — FOnumep u dpuaosl

(Ppazmenm uzobpadxceHus)

p- 27] (m1. 11). OHU HaEI0TCS, YTO, IPUHSIB
TAaKOI'0 Pojia KePTBOIPUHOIIIEHHE, BOUH-
CTBEHHBIU 60T, B CBOI Ouepe]b, IIOIIPO-
cuT BeHepy nmoMmous Ilesiero B JIt060BHOM
uctopurd. Oco6eHHO XapaKTepHBIM JIs
XVII Beka BERIIJIAAUT KpaTKoe 3aBepllieHue
U3JI0’KeHUs 3TOM CIleHBI: «cTaTyd Mapca
HauyMHaeT TOBOPUTH U IIpe/iCKa3bIBaeT BCs-
yeckoe 0JIaroIloJyudue; <...> pblyapu CHU-
Marom 8oopydceHue u maHuyyrom [KypcusB
mou. — A. T.]» [5, p. 28].

TpeTul aKT — c4yacT/JIHUBas pasBs3Ka
CTOJIb I0JITOM WCTOPUU. B IIepBOM ClleHe
XUpPOH B OKPY>KEHUU COOCTBEHHBIX aKaje-
MHCTOB coBeTOBaJI Ilesiero IBUTHCI K Pe-
THJIe «C II0C/IeTHEN TOPSIUYHOCTHIO JIF0OBU»
[5, p- 29]. AKaieMUCTHI Ke «B TaHIlE U3b-
SIBJISIIOT PAA0CTh II0 II0BOJIY BO3BpAaIlleHUS
[Meses» [5, p. 29] (w1. 12).

Ha. 11. 2 0., 3 cu. — 6bumea pvlyapeti deccanuu
(Ppazmerm usobpadxceHus)
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Bo BTOpOH CIleHe TpeThbero akra llesei [TocsieqHAS ClieHa IIpefcTaBJIsAaa Co00M
BCé-Taku Jjo6uBaeTcsd coryiacusa PeTubl HA OTPOMHYI0 KapTHUHY IIpasJHeCcTBa, Ha KO-
Opak (ui. 13) u «Bech ABOp Ilestesd TaHIyeT TOPOM IIPUCYTCTBOBAJIU IIPaKTHUUECKU BCe
c 6ecIpMepHBIM JIMKOBaHUeM» [5, p. 31].  osmumnuiickue 6o0>kecTBa (UiI. 14), aMypshl
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Ha. 12. 3 0., 1 cu. — akademucmul, XupoH u Ilenetl
(ppazmerm usobpadxceHus)
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Ha. 13. 3 0., 2 cu. — Pemuda (cnesa) u Ileneii (cnpasa)
(pazmerm usobpadxceHus)
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Ha. 14. 3 0., 3 cu. — npasdHecmeo oaumnutickux 6oacecms
(ppazmerm usobpadxceHus)
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Ha. 15. 3 0., 3 cy. — amypul,
maHuyyrowue Ha Hebecax
(Ppazmenm usobpadxceHus)

u HcKyccTBa, 300peTéHHBIE, KAK TOBOPUT-
cs1 B tnbpetTo, [IpomeTeeM (CBOOOAHBIE —
l'eomeTtpuda, MysrbIKa, [[MaleKTHKa, ' paMma-
THKa, PUTOpHKa, ACTposiorus, ApudMeTHKa,
U MexXaHu4yeckue — BolHa, ATPUKYJILTY-
pa, HaBuramus, Oxora, IOBesiupHoe 1eJio,
JKuBorvch, Xupyprus). 3aBepiaaoch BCE
rpaH-6asieToM Ha 3eMJle, «TOIJa KakK Ma-
JIeHbKHe AMYPBHI, B CBOI0 OUepe/ib, TAHITYIOT
Ha Hebecax» [5, p. 35] (mi1. 15).

Ecyii B Hallle BpeMs KOCTIOMEI M CIIeHO-
rpa¢us — 3a4acTyI0 BCEro JIMIIbL COIYT-
CTBYIOII[asd COCTABJIAIOIIAS YacCTh CIIeKTa-
KJyId (0T KOTOPOM MHOTI/Ia MOKHO U yAaYHO

OTKasaThcCs), TO B «CBannbe Ileses u Pe-
THU/IbI», KaK U B IIPOYUX IIOCTAHOBKAX TOTO
BpeMeHHU, BU3yaIbHBIN PsJI 110 IIPaBy CTOSLI
PSA0OM C Xopeorpaduent 1, BeposaTHO, IIpes-
CTaBJIAJICA [ake 4yeM-TO 60Jiee Ba)KHBIM,
ueM MY3BIKaJIbHOE COIIPOBOXKAeHUe. Hena-
POM IIOMHMO JTHUOPEeTTHUCTa YU KOMIIO3UTO-
POB OJHUM U3 Ba’KHEUIIIUX aBTOPOB IIpef-
CTaBJIEHUs CTajJl XYAOKHUK, CO3/aBIIUU
LeKopalluu U ClleHUYeCKHe MAaIllUHBI —
UK. Topesutu. Ero «TeaTpasibHBIE IIepeMe-
HbI», BUVIMO, OBIJIN CTOJIb BIIEYATJISIOIIH,
4uTO II0CjIe IIpeMbephl «CBagbOn! [leses u
deTuAbl» OblJIa U3laHaA OTAesIbHasA Opo-
1ropa (rmapasiesbHO — Ha UTaJbIHCKOM
" QpaHIy3CKOM g3bIKax) II0[] Ha3BaHUEM
«/leKopaliu U MalluHbI C8adb0bl Pemudbl,
KOPOJIEBCKOTO 6asieTa; IIpeCcTaBJIEHHOIO B
3aJste mro IITu-Byp6oH, JKaka Topesiu, U3o-
6peratess. IlocBgaieHo Ero IIpeocBdles-
CTBY KapauHasy MasapuHu» [4].

Kaxxkniasg mepeMeHa JjeKopaliii ¥ CBsi3aH-
HOe C HUMU JIeVCTBUE OIIMCAaHO B 9TOU KHU-
re JI060BHO U IIOAPOOHO, CO CKPYIIYJIE3HO
IIPOPHUCOBAaHHBIMU I'paBrOpaMu’. BOoT Kak,

Han. 16. 1 0., 3 cu. — 8ud cueHbwl

82



2021, Ne 1 %,

I/ICKYCCTBO KilaCCHUITH3Ma

y (T} 1-,'.0' >
Wz % '{'1{;.-45(
it 7

7
7

2.
N

ﬂg}’{»ﬁ*
.

§ { S

KL AN
o DR o
s o Js;cﬁg. i 3;,;'

Hn. 17.2 0., 2 cu. — 8u0d cueHbl

HaIpuMep, OIIHUChIBAETCS CIleHa IIOSIBJIEHUS
¢ypuil peBHOCTHU: «lOHOHA BBI3BIBAET U3
ajla MOHCTpPa, KOTOPBIN, y>KaCHBINA BUIOM,
MMOKa3bIBaeTCs H3-TI0J 3eMJIH, HUCITyCKaeT
IJ1aMsi ¥ JbIM, CMeNIaHHbIe C CEPOM, U U3-
BepraeT 4eThIPEX QypHUN, KOTOPble BMeCTe
CO MHOTMMHU JPYTHUMHU COCTABJISIOT TaHeI]
CKOJIb CTPaHHBIH, CTOJIb W JIFOOOTBITHBIN»
[4] (u1. 16).

Emé 6osiee moApo6HOT0 OIIUCAHUS Y/I0-
CTauBaeTCsd TaHO BHICTPOeHHBIN HOnuTe-
POM ABOpeIl, «3aMedaTeJbHBIN apXUTeK-
TYypOr U KOPUHQPCKUMU KOJIOHHAMHU H3
30J10Ta; Ha CTOJI0AaxX GaIFOCTPajAbl 30JI0ThIe
CcTaTyu OpJsioB. Ha JIHMITeBOM CTOpOHE KO-
JIOHH BUHO MHO>XeCTBO JparoIlleHHBIX
KaMHeM pasJIMYHBIX IIBETOB, OIIpaBJIEH-
HBIX B JIAIIKC-JIa3ypb. MeXXIy NBOUHBIMU
MUJISICTPAMU BO3BBIIIAIOTCS CTaTyH MHOTO-
YHCJIEHHBIX VIIeAINX IpeBHUX bojkecTB»
[4] (m1. 17).

CTOJIb Ke MeJIbYarIIIMMHU I10JpOOHOCTS-
MH OTJIMYAIOTCS M 3CKU3bI MHO’KeCTBA KO-
CTIOMOB, CO3JJaHHBIX J[JII 3TOTO CIIeKTaKJII
JK. JKucce. Tak kak «CBaab6a ITesesg u Petu-

83

IbI» ObLIa IIPOMU3BEeHUEM «CMEIIaHHOTO»
’KaHpa, TO U UCIIOJTHUTEJIU TOXKe ObLIN pas-
HO00OpasHbl. PO B COGCTBEHHO «UTaJIbsIH-
CKOM KOMeIUH Ha MY3bIKe» OBLIU II0PYUYEHbI
eBIlaM, IIpHeXaBIIUM U3 UTasuu BMecTe C
KOMIIO3UTOPOM Karrposiv. 3To U3BeCTHHIN
B TO BpeMsa KacrpaT /K. Kuapunu (Ile-
Jen) (w1. 18), B. Kaposu (Petupa) (. 19),
A. rUMosa (cygd II0 3CKHM3aM KOCTHOMOB,
OH UCIIOJIHSLI POJIU ABYX 60>KecTB — Hen-
TyHa u IOnurepa) (w1 20-21), aHIJIM4aHUH
T. Cradpdopp (IIpomeTent) (v1. 22-23) U 1ake
craBgHUH . ['urod, 1o ogHUM CBeeHU-
SIM — IIOJISIK, 110 JPYTUM — PYCCKHM (KeH-
TaBp XUpPoH) (W1. 24).

Jl11 Hac Ke 0CO0eHHO UHTEePeCHbI UCII0JI-
HUTeJN OaJIeTHBIX entrée. Jucras subpeT-
TO, MOYKHO HAaUTHU IIpaKTUYeCKU BCe UMeHa
TeX, KTO «IIpe/CTaBJIsI» IpUaj, Hepeup,
HUCKaTeJIel KOpaJsUIOB U IIp. B 60/IbIIMHCTBE
CBOEM 3TO0 GBI BEJIUKOCBETCKHE JIOOUTE-
JIY, KOTOpPBIe, KaK 3TO 3a4acCTyI0 CIy4aioch
B TO BpeMsi, B MacTepCTBe TaHIA He YCTY-
naju IpodeccruoHasaM. Pocchillb UMEH
YHUTaeTCcd KaK poMaH A. /[roMa: reprjoruHsa
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Ha. 18. 3ckus kocmroma Ilenes Ha. 19. 3ckuz kocmrooma emuosl

~r Yl'/'_;/llﬂl .. il ““/'“'" ¢ //”-""”” "’l./”'"["‘""‘ g ?/ﬁu‘ln'. ,'/(l' I.i://u'r . A/ﬂ/nn (t;'/;nr:ﬂl.- Chsonn
Han. 20. 3ckus kocmroma HenmyHa Han. 21. 3ckus kocmroma FOnumepa

84



2021, Ne 1 %,

I/ICKYCCTBO KilaCCHUITH3Ma

( / y
___/I)rmrﬁ{l)f s etz eridess

Hana. 22. 3ckus kocmroma
MyUuMozo IIpomemest
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Hn. 23. 3ckus kocmroma
0c806021cdéHHO020 IIpomemes

S .07y O SRR
il e Jiqnor e liafer Desima

ne Kpeku, reprior pme JXyariés, mpuHIiec-
ca e KoHtHy, rpad ae CeHT-dHBSH U Trpad
ne CeHT-OHbAH-MJIAAIINM, MajeMyaseyb
r’acTpe... HekoTopeie M3 HUX BBIXOJUIU
B HECKOJIBKUX entreée.

[TocieoBaTe/IbLHO B IIECTU POJIAX II0SIB-
JIJICA IIepej 3puTeaaMu 16-jeTtHUnt Jlro-
noBUK XIV, mmepBbIM 06pa3oM KOTOPOTO B
3TOM 0baJieTe cTaj AIOJUIOH (ML 25) (poJib,
yoKe «0IIpo60BaHHAasi» UM 3a I'OJ; 10 3TOTO B
«KoposieBckoM 6asieTe Houw»), a fnanee —
IocjaesoBaTeJIbHO — QypHsd, JpHaja, aKa-
oeMucT (Wia. 26), IPUABOPHBIN U BoiiHa
(m1. 27). Ero Mutafiuii 6pat, yeThIpHAa/I1a-
TUJIeTHUU NPUHIL PUIUIIL, 0QUITHATIBHO
HOCUBIIIUH TUTYJI «Mecbe, e JUHCTBEHHBIN
OpaT KOpoJIst», BBIXOZWJI B IBYX POJIAX — HC-
KaTeJd KopaJuioB U AMypa (WI. 28) (3CKU3BI
HEKOTOPBIX KOCTIOMOB MOTYT CJIY>KUTH CBO-
ero pojia MUHHATIOPHLIMHU IIOPTPeTaMU —
HaCTOJIbKO UHIWBU/IYaJIbHEl B HUX YePThI
smmna’). [IoMrMO BceX IIPOYUX, B POJIM OTHOM

Ha. 24. 3ckus kocmroma XupoHa
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Ha. 28. 3ckus kocmrooma Amypa Ha. 29. 3ckus kocmrooma My3ul Ipamo
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U3 My3 (3paTo) BBICTYIIWJIA JEeCATUIEeTHIS
aHIJIMMCKag NIpuHIlecca AHHa-I'eHpuert-
Ta — J104Yb Ka3HEHHOTO B AHIJIMU KOPOJIA
Kapsa I u 6yayiias HeBecta Mecbke (WII. 29).

[Iposmoykasg pacckas 0 fgamMax, IIpUHU-
MaBIIIUX y4yacTue B «CBaanb6e Ileses u de-
THUABI», MOXKHO yKasaTb Ha OJHY Xapak-
TePHYIO [JI IIPUABOPHOTO CIIEKTAKJIS TOTO
BpeMeHHU feTajb: QypUU PEeBHOCTHU HJIH
YBJIEUEHHO Cjefdlue 3a I0nurepoM gpu-
aapl OBLIM POJIMHU Ul MY>KYMH. Torza
Kak 7eBdTb My3 u CBo6oaHEbIe VcKyccTBa
IIpe/iCTaBJISINCh laMaMU. BOT yK IeiCTBU-
TeJIbHO, «B FaJIAaHTHOU KyJIbType Jjlama BCer-
Zla MoJIoZa, IIpeKpacHa JIUIOM U AYIIOl0,
U MHOU OBITH He MOXKeT. M306pakaTh Oe-
300pasHBIX cTapyX, Bpoxe ¢eu Kapaboc, —
IeJI0 MY>KYUH» [2, c. 43].

KpoMe iuieTaHTOB-IIPU/ABOPHEIX B 6aJte-
Te IIPUHUMAaJIU y4acTHe U IIpodeCcCHOHaIbI.
Tpu posu (Bosie6HUKa, Qypuu U akaje-
MICTA) UCIIOJIHSLI «CeHbop baTucT» — mmpen-
I10JIO’KUTeJIbHBIN aBTOP MY3bIKU 6a/IeTHBIX
BbIX0/10B JK.-B. JIrosuu. [Tof TpemMs MacKaMu
(pypumu, npuaasl ¥ akazeMucTa) CKpblBas-
cs «CeHbOp Mouibep». VoKe 3HaMeHUTHIA B
TO BpeMs BoceMHaAaTuiaeTHUu 1. boiran
(TaHITOBIIUK, a BIIOCJIeICTBUH 3SHAMEHUTHIN
xXopeorpad), CoCeACTBYOIIUMI ¢ MoJIbepoM,
K TPéM y>Ke YIIOMSIHYTBHIM POJISIM T06aBUJI
U ellé OfHY — OJHOTO U3 MeXaHUYeCKUX
HckyccTB (JIFOGOIIBITHO, YTO B JIMOPETTO
yKasaHa JKMBOIIUCH, TOI7la KaK 3CKU3, I10]-
IIMCaHHBIN «TOCIIOAUH BolllaH», 0THOCUTCSI
K IpyroMy UCKYCCTBY — Xupypruu (. 30).

Yuactue KopoJisd B 6ajieTe 00BIYHO pac-
[IeHUBAaeTCs UCCIe[oBaTesIMU KaK J0II0JI-
HUTeJIbHOe IIOATBEP KIeHUE «[1eHTPaJIbHO-
ro» B TO BpeMs I10JI0KeHUsI abCOIF0THOIO
MOHapxa, KOTOpOoe IIpOoelpoBaloCh U3
chepsl TOCYIapCTBEHHOTO YCTPOMCTBA Ha
TeaTpaJIbHBIN >KaHp. [loquépKUBaeTCs 3TO
U u3bpaHreM «JIIO6UMoro» obpasa JIromoBu-
Ka XIV — AmnrosutoHa, ®eba vty Bocxopsiie-
ro cosHIta®. HecoMHeHHO, 3TO TakK. OZfHaKO
cyleflyeT IIPUHATH BO BHUMaHUe HeCKOJIbKO
IOIIOJIHUTEJIbHBIX fleTasiel. YuTras subper-
TO 6aJieTa, JIeTKO 3aMeTHUTh, YTO KOPOJIb
HCIIOJHAT B «CBanboe Ilesmes u ®eTHIbI»
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Ha. 30. 3ckus kocmroma Xupypauu

OoJibllle posied B 6asIeTHBIX BBIXOJAX, UeM
JIr000M Apyroi eé yyacTHUK (BKJIIOYas Ta-
KUX IIpo¢pecCcruoHaIoB, Kak boltad, Mosbep
u Jlrosuin). BopoueM, HepeaKo 9TO ObLIHU
POJIH He IleHTpasIbHbIe (IIOMUMO, IT0KaIyH,
yoKe YIIOMSIHYTOT0 AIIOJIJIOHA), & BXOJdIIe
B aHCcaMO6J1b. FOHBIN JIIOJOBUK OKa3bIBaJICA
JIAIITb 0OHUM U3 HeCKO/1bKUX (Qypuit, Apuaf,
aKaJleMUCTOB U T. I1.), U B 9TOM TO>Ke BUJUT-
cs cBoeoOpasHas UIpa B «L0oOpble cTapble
BpeMeHa», KOIjla KOpoJib ObLI JIUIIb IIep-
BBIM CpeJU paBHBIX. OHaKO eMy IIpejHa-
3HA4aJIOCh OOJIbIlIee, UeM y OPYIUX, KOJIU-
YeCTBO CTUXOTBOPHBIX CTPOK B TeX entrée,
I7le OH IIogBJIsICA (eMy >Ke IIPUHAJIEKUT
U abCOJTIOTHBIU «peKopa» — 24 CTPOKH).
C HUM He MOT COIIepHHYATh Ja’ke ero 6par
duun. M 3To o6paTHasd CTOpOHA TaKOIo
poZia «IIPOeIMpOBaHUSA» I€eHTPaJIbHOIO
I10JI0KEHUS1 BEHI[eHOCHOT0 UCIIOJTHUTEJI,
KOrZla HU OJUH U3 IIPOUYUX YYaCTHUKOB
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He MOT JJ0JIbIlle KOPOJIS IIPUBJIeKaTh BHU-
MaHUe I1yO/IUKHU.

[ToxasaHHas B IITu-bByp6oH 14 arpess
1654 roga «CBazp6a [lesess u ®eTHIbI» ObLIA
3a /IBa Mecsdlla IT0KasaHa JieBsaTh pas. Kac-
THIb-byia3 [06aBJIsIeT, UTO «Te Ke aKTEPBI
[laBaJIu IIpe/icTaBJIeHUe Ilepe] [Iy6/IUKOM B
TeaTpe Maps Ha yJulle Bbesb-A1o-TaMILIb»
[3, p. 72].

CroxxeT o cBagbbOe ITeses u ®eTHIBI, HC-
neITaHHBIN B XVII 1 XVIII Bekax B pasHbIX
IIPOU3BeIeHUAX Pa3HBIX UCKYCCTB, BEPHET-
cau B XIX Beke. B 1816 rogy uM BOCII0JIb3Y-
ercs /UK. POCCHHU I CO3faHUA KAaHTAaTHI,
a B 1876 — M. Ileturia B 6asieTe «IIpuUKIItO-
yeHud [lesiess», Bo3BpalljarwIineM Ha CIeHY
MY3BIKaJIbLHOTO TeaTpa «IlepeckKas» IOUYTH
II0JIHOM BepCUU MHUa.

~)—" IPUMEYAHHA -~ ~A—

! Kpowme TOro, TaM OPOXO/IWJIN IIPUIBOPHBIE
Ipas3IHUKY (HallpuMep, B UX YHUCJIe OBLI

U IIepBBIN 6aseT — «KoMeTUUHEBIN 6ajeT
KOpOJIeBBI», 1581).

2 Kak u3BeCTHO, fake B XIX Beke

K IIOCTaHOBKE Ha CI[eHe NapIHKCKoM Onepsl
IIOITYCKAJIUCh JIUIIH OIIEePHI, CO/leprKaIie
OaJieTHBIE CITeHBL. baarogaps aToMy
Tpeb0BaHUIO B BATHEPOBCKOM «TaHrelizepe»
HOsIBWJIAaCh 3HAMEHUTas ClleHa BaKXaHaJIUU.
3 B TOM >Ke Tofy 6bLI IIOCTaBJIEH
3HaMeHUTHIA «KoposieBckui 6aseT Houm»,
KOTOPBIU HETJIACHO CUMUTAETCI IIPa3LHECTBOM
10 CJIy4al0 3aBepIIeHUs CMYTHIL.

4 3mech MBI HE TOBOPHUM O JIUOPETTO

¥ U300pa’KeHHUsIX.

5> IOHOHa — eVHCTBEHHOE e CTBYIOIlee
JIUT10, QUTYPHUPYIOIIlee KaK Cpe/Iy «IIOI0IIHX»,
TaK U CpeJU «TaHIYIOIMUX». [I[pUUéM, «IIOF0IIek»

IOHOHO¥ 6611 UTaNbsIHeIT /K. [IUHbSIHY,

a «TaHITyIoIeN» — QpaHITy>KeHKa MajlaM

e KoMmMmaHX.

6 @parMeHTHI 3TUX I'PaBIOP MEI yXKe
IIPUBO/IMJIU BHIIIIE B KaUeCTBe ULIIOCTPAiUiA
K TeKCTy. MHTepecHO, UTO Ha KaXKA0H

U3 rpaBIOpP B OJHOBPEMEHHOM H300pakeHUH
«coOpaHbI» He TOJILKO BCE TIOPOOHOCTH
IeKOPaIfOHHOIO PeIlleHus, HO U BCe
OCHOBHBIE «COOBITHSI» KOHKPETHOH CIT€HEI.
Hampumep — nosiBiieHue 1iepen eTunoin
IOmmrepa, rocsienyroinmii BeIxox KOHOHEBI

¥, HaKOHeII, TaHeI] Qypuil peBHOCTH (UL 16).
7 MO>XHO, HalIpuMep, CPAaBHUTD 3CKHU3
KOCTIOMa My3bI OPaTo U IIOPTPeT IIPUHITECCH
AHHBI-[eHpHeTTEI.

8 IIIMPOKO U3BECTHO, YTO UMEHHO II03TOMY
JIromoBUuK XIV IIOJIy4uI CBOE oIIpeieieHIe

B UCTOPUU KaK «KOPOJIb-COJTHIIE.
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Interview with Benjamin Baghy, Medieval Musician
Conducted for ICONI by Edward Green

enjamin (Ben) Bagby is one of the
Bworld’s distinguished medievalists,
and is particularly well-known for
his scholarly, yet passionate performances
of the music of the medieval epoch — both
with the ensemble Sequentia, which he
co-founded, and as a soloist. In the field
of solo performance he is renowned for
bringing to life the important Anglo-Saxon
epic Beowulf— presenting it, as far as
contemporary scholarship and vivid artistic
imagination can allow, in an authentic
“bardic” manner. This wide-ranging
interview has much discussion of his career
in both regards, as well as his experience as
a professor at the Sorbonne.
Readers who may wish, after reading this
interview, to know more about this important
musician and scholar can visit these

two websites: www.BagbyBeowulf.com /
www.Sequentia.org

benmxamuH (beH) bar6u — olvH U3 BBI-
NAIOIIUXCs MeJUeBUCTOB MUpa, 0CO6eHHO
W3BECTHBIN U3BICKAaHUSIMHU B cpepe My3hI-
KU Cpe/lHeBEKOBOM 3II0XU U CTPACTHBIM eé
HUCIIOJTHEHHEM, B TOM YHCJIe U C aHCaMbJieM
Sequentia, coopraHM3aTOPOM U COJILCTOM
KOTOPOT0 OH sIBJIeTCd. B 06s1acTH COIBHO-
T'0 UCIIOJTHUTEIbCTBA OH U3BECTEH TeM, UTO
BOILIOTHJI B )KU3Hb aHIJIO-CAKCOHCKHUH 3110C
«beoBysIb®», IpeCTaBUB €ro, HaCKOJILKO
II03BOJISIOT COBPeMeHHBIe 3HaHUS U )KUBOE
BooOpakeHHe, B ayTeHTUYHOU «O6ap/oB-
CKOM» MaHepe. B mpemsaraeMoM 06IIHp-
HOM HUHTEPBBI0 006CYyKIal0Tcs 06e chephl
ero JesTeJIbHOCTH, a TaK)Ke OIIBIT paboThI
npodeccopoM B CopboHHE.

YuraTesy, II0’KeJaBIIHWe IIOCJE IIPO-
YTeHUs TaHHOTO0 UHTEPBbIO Y3HATH 60JIb-

Photo 1. Benjamin Bagby
[photo credit: Frank Ferville]

mre 06 3TOM HM3BECTHOM MY3BIKAHTE U ytIé-
HOM, MOTYT IIOCETHUTH 3TH ABa BebO-caliTa:

www.BagbyBeowulf.com / www.Sequentia.
org

Edward Green: It’s a pleasure, Ben, to do
this interview.

Ben Bagby: I'm honored.

Edward Green: For readers of ICONI
who do not already know something of the
beautiful and extensive work you’ve done —
especially with the ensemble Sequentia —
in having the music of the medieval era
known, loved, and enjoyed with new depth
and richness, I imagine this interview will be
an eye-and-ear opener. For those who have
followed your work over the decades, perhaps
even as “fans,” I hope there will be surprises
along the way for them, nevertheless.
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You’re best-known, of course, for your one-
man performances of the classic Anglo-Saxon
epic Beowulf. Way before the movie with
Angelina Jolie!

Ben Bagby: That unfortunate mass-
market movie had a specific task to perform,
namely, to make a lot of money. It was never
really about the Beowulf story. I have other
priorities, and so I can dispense with Angelina
Jolie and the other special effects. In any case,
the most potent images are the ones which
each listener concocts in her/his head.

Edward Green: Well, unlike the film —
which to my mind is a hyped-up, ultimately
dull, artificial and superficial thing — you
really brought the epic to life. The complexity
and the depth of the emotions of all the
“characters” were there. And you had to be
all of them, which is an acting achievement.

Ben Bagby: Thank you. In my mind,
I am only ‘speaking’ the text (whether
in singing in speaking, or something in-

between) as honestly as possible. I'm never
consciously trying to be an actor in the sense
of psychological embodiment or anything
strictly theatrical. I am always deeply
embedded in the text, which has a poetic
structure, and so my options are limited.

Edward Green: When I saw you do it in
New York, many years back, now, I felt as if
I'was transported, with accuracy, back more
than a millennium to the world of the Anglo-
Saxons; to the bards.

Ben Bagby: Thank you. I was honored
that you came to hear it.

Edward Green: So — can you tell us
how you came to create this powerful and
marvelously engaging performance? I'm sure
lots of thought, study, and effort went into
the recreation of a work of “musical theatre”
of which we have so few actual surviving
records.

Ben Bagby: I was first transfixed by
Beowulf in a suburb of Chicago in the early

Photo 2. Ben Bagby performing Beowulf
[photo credit: Hilary Scott]
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1960’s, when my English teacher handed
me Burton Raffel’s translation of the poem
and laconically said ‘you need to read
this’ (she later handed me yet another
bombshell: Dante’s Inferno). Perhaps it’s
not a coincidence that a few years later, in
high school, I was utterly swept away by the
sound of medieval music and started my
first ensemble (more about that later). The
Anglo-Saxons would say that this was simply
my wyrd (personal destiny).

In 1981, Sequentia (the medieval music
ensemble I co-founded with Barbara
Thornton) was invited to give a concert in
Louvain, Belgium, as part of a university
colloquium about performing historical
vocal music. One of the participants in the
colloquium was the Anglo-Saxonist Thomas
Cable (University of Texas/Austin), who
had recently published a book entitled The
Meter and Melody of ‘Beowulf,” discussing
the theoretical background for various
possible modes of performance. We began
to talk, and our discussions, along with my
close collaboration with Vermont harp-
builder Lynne Lewandowski, sowed the
seeds for making the Beowulf story into a
performance.

The sound-image for this performance
popped into my head a few months later,
as I was driving through rural Arkansas
one blustery March evening; perhaps
my subconscious was prodded by the
omnipresent local images of razorback
hogs, kin to the wild boar, those symbols of
fearlessness so dear to the Anglo-Saxons. An
instrument was ordered and built, and the
project slowly took musical shape, at first
making use of shorter Old English poems
(such as Caedmon’s Hymn and Deor) and later
expanding into a short scene from Beowulf,
which had its first public performance in
1987 and was integrated into a Sequentia
concert program of medieval English
music. Initial guidance with the intricacies
of Anglo-Saxon pronunciation and meter
was generously provided by Thomas Cable,
during several memorable working sessions
in his stone library-tower in Austin.
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In 1990, I was approached by the artistic
director of the Utrecht Early Music Festival
(Netherlands), about the idea of programming
‘an entire evening of Beowulf’ as part of the
festival’s storytelling theme that summer.
How could I possibly say no? With less than
5 months to put together a performance
lasting about an hour, I worked feverishly to
solve the many problems of shaping an ‘epic’
performance instead of a 10-minute ‘song’.
I should note that there were numerous
deletions in the text necessary due to
festival time constraints and — those ever-
pragmatic Dutch — the final departure times
of Utrecht buses & trams following late-night
concerts. This work was all accomplished
with harp in hand and without the use of
musical notation, and it was in this process
of finding a new oral tradition to reconstruct
a lost oral tradition that the project has its
deepest roots. Following the premiere in
the tiny crypt of the medieval Pieterskerk
in Utrecht, this was the version of the story
which I subsequently performed throughout
Europe and North America during the mid-
1990’s.

Edward Green: Including at Lincoln
Center.

Ben Bagby: Yes, and with the Lincoln
Center Festival’s invitation to give a series
of performances in New York, in 1997, the
project received a huge boost in energy and
interest. And it was during those subsequent
difficult years 1997-2000 — which witnessed
the long illness and death of my partner
Barbara Thornton and the uncertainty of
Sequentia’s future — that the Beowulfproject
took on a new importance and urgency:
the memorization process was completed,
deleted sections of text were restored, new
instruments were acquired, and video titles
were used for the first time. Sequentia’s
long-time agent Jon Aaron became the
producer of the Beowulf project and gained
an expertise in Anglo-Saxon which allowed
him to effortlessly run the video titles from
his offstage laptop.

In the meantime, I have been performing
Beowulf between Vancouver Island and the
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Faroe Islands; synagogues in Poland and the
Lower East Side of New York; a warehouse
in Los Angeles and a medieval art museum
in Cologne; Perth, Pittsburgh and Perugia;
the Cloisters and the Sydney Opera House;
a high school in rural Texas and the Cité
de la Musique in Paris, and the Moscow
Conservatory. I had much help with the text
from the late John Miles Foley (University
of Missouri/Columbia), the distinguished
Anglo-Saxonist and scholar of oral poetry,
who also oversaw the filming of the DVD in
Helsingborn, Sweden, in 2006.

Edward Green: Ben, if I'm correct,
your Beowulf performance is a somewhat
condensed form of the entire epic. Yes?

Ben Bagby: That’s true, and I am often
asked if I plan tolearn and perform the entire
poem. In fact, during 2002 discussions were
started about the possibility of preparing
the complete Beowulf (3182 verses, or a
performance time of roughly 5 hours) for a
group of co-commissioners in the U.S., but
sufficient interest and funding could not be
found to make possible the development of
such an intense, long-term project. The idea
was reluctantly abandoned in 2004, but not
before I had worked my way well into the
scene with Grendel’s mother.

Responding to the Lincoln Center Festival’s
invitation to return with Beowulf in 2006,
I decided to expand my performance to
include the final 20 minutes of the first
episode (Beowulf’s defeat of Grendel and the
subsequent celebrations), thereby making
‘Part I’ complete and containing the uncut
text of lines 1-1062, the same version as was
released on DVD. I will soon turn 70 and so
plan to leave to the next generation the task
of working with the next episodes.

Edward Green: Well, you’ve certainly
given them a fine platform on which to
build further. A question now on how your
“medieval” career began. Since we happen to
have been friends at Oberlin Conservatory in
our undergraduate years — circa 1970 — I
remember your orientation then was hardly
focused on the distant past. You did a lot with
contemporary music, yes?
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Ben Bagby: Yes. I was always interested in
many kinds of music, including contemporary
(in high school I was a charter subscriber to
‘Source’ — a new music journal which was
avant-garde even by today’s standards), and
at Oberlin I did hang out with composition
students (shall I name names?), some of
whom were just discovering computers,
while others were trying to emulate
Webern, Terry Riley, or Aaron Copland. My
tastes ran more to weird, anti-authoritarian
composers like Harry Partch, with his self-
made instruments and eclectic texts. And,
of course, there was the ever-present grin
of our generation’s hero and provocateur,
John Cage. But I also loved Berg’s Wozzeck
for its emotional intensity and the genius of
his colors, structures, and the way he played
with time.

Edward Green: And, in fact, you
introduced me to the Dietrich Fischer-Dieskau
recording of Wozzeck. (Actually, you also
ended up selling it to me. Do you remember?)

Ben Baghby: I was sad to part from that LP
you bought, but sorely needed the cash for a
plane ticket to Iceland.

Edward Green: Right — I remember
that! Before that trip you were taking a
correspondence course in the language, yes?

Ben Baghy: Youremember correctly: when
we were both students living at Oberlin in its
“German House,” I was studying Icelandic
by correspondence, in preparation for that
upcoming summer escapade in Iceland. I had
always been fascinated by Iceland, a passion
triggered by some image I saw as a boy
(possibly an article in National Geographic),
and the thought that an ‘ideal society’ existed
somewhere on our turmoil-filled planet, in
a place of great natural beauty, isolation
and mystery. I visited there several times
as a student, learned to speak the language
passably well, and even worked on a farm
in Iceland one entire summer. Many years
later, when I turned my medieval sights to
the Old-Icelandic Edda, as texts which were
clearly performed and not read in the Middle
Ages, my experiences in Iceland gave me a
good basis for the work which was to follow.
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Photo 3. Ben Bagby (2nd from left in the front) in 1971 with the Oberlin Collegium Musicum
[photo credit: L.D. Nuernberger]

Edward Green: Back a bit again to
Oberlin: I also remember your doing theater
work with Julie Taymor — so many decades
before Lion King! And singing Brahms in
recital. And caring for Wagner. So: how did
your professional orientation come to be
pointed so firmly towards the Middle Ages?

Ben Bagby: Yes, I put together the music
for a student production of ‘The Lady’s Not
for Burning’, starring Julie Taymor, but
I doubt she even noticed me, so I would
hardly say we ‘worked’ together. And as for
your memories of me caring for Wagner,
I think you may be confusing me with
someone else. I admire Wagner, but as Mark
Twain once said: ‘His music is better than it
sounds’.

Edward Green: Maybe I was thinking
of Robert Black — the pianist, and later
conductor. A great loss that he died so young.
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Ben Baghy: Agreed. Bob and I worked
on a lot of Lieder at Oberlin, and he was a
wonderful collaborator and Mensch, and
a dedicated Wagnerian with an intimate
knowledge of the operas. And may I say a
bit more about my “pre-Oberlin” days?

Edward Green: Sure!

Ben Bagby: In the spring of 1967, was an
idealistic and ambitious high school student,
fanatically dedicated to classical music and
to singing, and resolved to spend my summer
holidays studying music as much as possible.
I signed up for an intensive summer school
in Michigan, to sing in a choir under Robert
Shaw, and study German Lied. I suddenly
found myself in an environment of like-
minded kids, and the generally advanced
level of music-making was thrilling. I was
in heaven. As it happens, the New York Pro
Musica Antiqua (America’s premiere early
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music ensemble in the 1950’s and 60’s) was
also holding a summer workshop at the
same school, and we students received free
tickets to one of their concerts, which was of
music by Machaut and 13th century French
motets. I had no idea what this music was,
or what the ensemble was, but went along
with my new friends in a spirit of discovery.
I think we were all high on music.

From the first moment of that concert,
I was utterly transfixed by this music
I had never heard before, and by the
performances, which remain etched in my
memory today. Many of these musicians
would later become my mentors, friends,
and colleagues, but on that magic night
they were all gods. I felt transported as
only a 16-year-old can, and left that concert
feeling stunned, mystified, and delighted.
The course of my entire professional life
had been set in those hours, and a love affair
with Machaut’s introspective side which has
lasted a lifetime.

After that experience, I wanted to read
everything I could get my hands on and
learn all about this incredible music I had
just heard. I pestered the NYPM director to
grant me an audience, and he very kindly
gave me a basic reading list of books to
consult. I wrote to my high school pals
and informed them that we were going to
start our own early music ensemble, and
that we needed to procure the appropriate
instruments. By the following November
we had already given our first concert, and
basically, with my ensemble Sequentia, I
have been doing the same thing ever since.
It’s been a straight line from that evening of
that concert, through the entire arc of my
musical life. The following summer, I went to
an early music summer school in Vermont,
and my focus shifted increasingly towards
New York. Then, as you remember, I spent
five years at Oberlin Conservatory, as a voice
major (also a German major in the College),
but also pursuing medieval music on the
side. During one of those years, I spent a
semester as an intern to the NY Pro Musica
and also did some performing with them, in

95

the last years before they ceased to exist, in
1974. A golden age was over, but still, I was
so lucky.

Edward Green: True. But if you’ll forgive
me, I think you were part of another golden
age. Perhaps there’s been more performances,
recordings, and scholarship concerning the
medieval period in the last 40 years than ever
before.

Ben Bagby: The demise of the old Pro
Musica was definitely the end of a certain
era in the institutional performance of early
music in North America. But you are right, a
new way of doing things was emerging, and
our generation was incredibly lucky to live
through a new and even richer period for
the arts, especially between the late 70’s and
late 90’s, when there were seemingly endless
opportunities and sources of funding.

Edward Green: Meanwhile, back to your
biography. What happened after Oberlin?

Ben Bagby: In a nutshell: my post-Oberlin
interests led me to Europe, on a Watson
Foundation Fellowship, then a diploma
from the Schola Cantorum in Basel (in those
days the teachers were Thomas Binkley and

sequentia

Photo 4. The ensemble Sequentia, ca. 1993
Left to right: Elizabeth Gaver, Ben Bagby,
Barbara Thornton
[photo credit: Markus Bollen]
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Andrea von Ramm), where I met Barbara
Thornton. We started Sequentia together
and moved to Cologne, Germany, where
we remained until her tragic death in 1998.
Later, I moved to Paris, where I still live.
Sequentia is in its 43rd year of existence, and
I am now trying to train the next generation
of young artists.

As a teacher I sometimes run into a
highly motivated and energetic student who
reminds me of my young self, and at those
moments I remember the thrill of that 1967
concert, the gravitas of soul in their singing,
and the wonderful feeling of harmony and
cohesion which that music-making provoked
in me. And at those moments I sense the
slow passage of time’s long cycle, and the
gifts which we may bequeath to those who
follow us.

Edward Green: Do you know Eli Siegel’s
essay “The Middle Ages, Say,” which appeared
nearly a century back in the December 1923
issue of the “Modern Quarterly”?

Ben Bagby: No. Do you have it on-hand?

Edward Green: Yes. And here’s why I'd
like to continue the interview by asking you to
comment on it: because the passion he shows
in the essay — a passion that justice come to
the people of the medieval era — seems to
me to strike a powerful ethical keynote for
this interview. Equally, a scholarly and an
artistic keynote, very much in keeping with
the passion which has been at the center of
‘your own pace-setting career as a scholar and
performer of medieval music.

Here’s some of what Eli Siegel wrote; these
sentences come from the end of the essay.
It’s prose, but the language is so beautiful
and ardent, it’s clear a poet is writing. What
I love here is the ethical intensity: how he
wants the full reality of the Middles Ages seen
and honored; how he wants to put an end to
any making it “picturesque,” far-off, quaint,
strange — wrongly distant from our own lives
now, our own most immediate emotions.

We need to look upon the people living
then, as men — there were “individuals”
and “personalities” and “egos” in the
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Middle Ages too — like our friends, our
enemies and the people we meet on the
street we don’t care about much

We should look on the past passionately;
we should see all reality passionately, not
only the part we have right under our
noses or nearly that. Our feelings should
have no limits in either extensity or
intensity... Then we shall see the Middle
Ages, that man-made division of reality in
time, as having along with monks, kings,
wars, Charlemagne, Battles of Hastings,
Catholicism, ignorance, guilds, Thomas
Aquinas, serfs, feudal systems, Marsiglio,
Battles of Tours, and all, all the rest of such
things — to be found in some text book or
other every one; complexes, moonlights,
moments for every century, creative
instincts, repressions, amcebae, dirty
stories, pains and pleasures, individual
aspirations, desires, frustrations, adrenal
glands and the others, ravishments, deaths
for every person with the death pangs for
each person, named and unnamed, love
with all the details of love, and lastly,
possibilities. The men of the Middle Ages
had possibilities; part of them are seen
working in man today. The rest of them
are ours.

Ben Bagby: This is a very moving and
heartfelt text about the universality of
human experience, which in turn is reflected
in the music we hear from any given period.
Thank you for introducing me to it.

Edward Green: You're very welcome.

Ben Bagby: And I couldn’t agree more
that we should — we must — look on the
past passionately, in detail, and not make
generalizations based on stereotypes. For
the Middle Ages, these stereotypes were too
often formed by 19th-century Romanticism
and later, by Hollywood (and by Wagner),
in a process which continues to this day in
fantasy series such as ‘Game of Thrones’,
but also in the ubiquitous blandness of the
‘Medieval Fair’ and the clueless banalities of
certain role-playing groups. I think Siegel’s
wise words could be equally applied to any
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period, and any place and social condition
in human history: pre-Confucian China,
hunters on the African savanna, Frenchmen
in powdered wigs discoursing on the rights
of man, swooning Romantics in the German
forests or Viennese salons, passionate
Roman Republicans, the court of the Shogun,
the cities of the Inca and Aztec, any empire
you can name, or that elusive beast called
‘Modern Democracy’.

Edward Green: Recently, in these months
of pandemic, you did a marvelous on-line
presentation of the music of Oswald von
Wolkenstein. I “zoomed” in on it, along with
my wife, Carrie — and we both felt it was
wonderful.

Ben Bagby: Thank you. It was my first
‘virtual concert’ of the Covid era, and the
experience was intensely weird, sitting
alone in my room, singing into my laptop,
knowing that perhaps 200 invisible people
were listening, across the ocean. I suppose
this is going to remain the new normal for
a while yet.

Edward Green: Including the work of
your collaborator, the translator Lawrence
Rosenwald. The English version he came up
with was very moving. Sincere. Deep. The
counterpoint of you singing the original, and
Dr. Rosenwald reading his translation was
thrilling.

Ben Bagby: Yes, he is one of the most
sensitive translators I know, with an ear for
the singer, and for the essential orality of
these texts, their structures and word-games.
To that, he adds his own very distinctive
voice. As a reciter of his translations, he is
wonderful, very unique and inspiring. We
had a lot of fun during that presentation, in
spite of being on two sides of the Atlantic.

Edward Green: Now, I was a bit amazed
at how much of Wolkenstein’s German from
roughly 600 years back was immediately
understandable — at least if one has some
degree of fluency with modern German. It was
very different with Beowulf; there — except
for an occasional phrase like “any other
man,” most of it was impenetrable to modern
English ears. Which made me glad when you
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performed it live you had a screen with a
running translation. Why the difference?

Ben Bagby: We need to bear in mind
the telescoping effect of looking back in
time. Both Beowulf and Wolkenstein count
as ‘medieval’ but they are possibly 600
years apart, or more, in time. By the time
Wolkenstein was making his poems, he
was a sophisticated traveler who had seen
the world and spoke (by his boasting) ten
languages. When he wanted to record his
songs for posterity, he personally oversaw
the production of two manuscripts, and
chose to write his songs in a more-or-less
standardized literary German which he
himself did not grow up speaking. This
written language qualifies as ‘early modern
German’ although it predates Luther’s Bible
by almost a hundred years. This is probably
why you, and many other speakers of
German, can understand so much of the text.
The native German speaker can understand
almost everything, in a way which might
approximate our understanding of Chaucer
or even the early Tudors. Wolkenstein also
understood the musical notational system
of his time (mensural notation of the 15th
century), and so could accurately notate
rhythms as he heard them.

The situation is much different with
Beowulf, where we have an orally transmitted
text which was, by serendipity, written in a
manuscript in ca. 1020 by monks interested
in preserving a [Christianized] pagan tale
which was obviously beloved. It is the sole
manuscript source for this text. There are
many scribal errors and indeed there were
two different scribes who understood the
text in different ways, so that what we have
in front of us by no means represents the
work of a poetic creator who is documenting
his masterpiece. It is a haphazard survival,
from the early 11th century, of a text which
may date back to the 8th century or earlier
(this is still being debated). It’s no wonder
we do not understand the Anglo-Saxon
language (also known as Old English), apart
from a few phrases or specific words (ship,
anker, man, sword) which have remained
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unchanged since then. As the language of
the ruling elite, English was replaced by
Norman French in the 11th century and
that transformation is audible now, so
that modern English is a hybrid language,
whereas Old English is a strictly Germanic
language much more related to Old Norse
than to Latin. But modern Germans
and Scandinavians also have problems
understanding it, and in fact only today’s
Frisian speakers (in the Netherlands) can
really follow along with some success. There
is no musical notation of any kind, and in
fact we would have no reason to expect to
find such a document. We know such tales
were sung, often self-accompanied on the
harp, but these performances never found
their way into writing.

Edward Green: Thanks for the detailed
explanation. I want to say also that I cared
very much for how you both spoke about
Wolkenstein: the man, himself. And when
you explained his text, it is remarkable that
someone was so candid back then. I mean,
it’s more than a century before Montaigne!
It made me wonder. I know Montaigne was
affected by Rabelais, who was affected by
Villon. But was there any impact — direct or
indirect — of Wolkenstein?

Ben Bagby: I'm not aware of any
connection between Villon and Wolkenstein,
but it might have simply been two parallel
phenomena, or the ‘Zeitgeist’. Wolkenstein
was certainly an ambitious man with an
oversized ego, which we might expect from a
talented and ambitious youngster brought up
in a lonely Alpine valley, who had dreams of
the court, exotic faraway places, and hanging
out with powerful aristocrats. He made
himself into the poetic persona we venerate
today, but his actual life was of course filled
with petty strife, problems with women, with
his family, and with money. Yes, his persona
was huge, but probably the man himself
was solving life’s problems on a day-by-day
basis, and, as Siegel reminds us, concerned
with “...complexes, moonlights, moments for
every century, creative instincts, repressions,
ameebae, dirty stories, pains and pleasures,
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individual aspirations, desires, frustrations,
adrenal glands and the others, ravishments,
deaths for every person with the death
pangs for each person, named and unnamed,
love with all the details of love, and lastly,
possibilities.” Wolkenstein was particularly
concerned with his own death, and wrote
movingly about it in his songs.

Edward Green: Montaigne is usually seen
as the 1st person to make Self the “subject of
subjects.” And without Montaigne, it’s hard to
think Shakespeare would have achieved all he
did. One more thing I’d like to ask you about
now: from one point-of-view, Wolkenstein is
not all that engaging as melodist. Compared
to Machaut earlier, or Dufay, a bit later. Let
alone some of the great early composers of the
Sequences. But you took what he presented on
that parchment manuscript and gave it your
all. What you did (including knowing just when
NOT to sing, or accompany on harp — also
how to vary the rhythms so richly) — sparked
the song, from a musical perspective, to life.

Ben Bagby: Thanks.

Edward Green: And am I right in thinking
that the melodic core of “Es fugt sich” is a lot
like “Scarborough Fair?” In other words: does
it make sense to think of Simon & Garfunkel
when listening to Wolkenstein?

Ben Bagby: In a sense, sure. Meanwhile,
like any medieval artist or musician, Oswald
had no trouble ‘borrowing’ melodic material
from elsewhere. Not across centuries,
naturally — not from Simon and Garfunkel.

Edward Green: For sure!

Ben Baghy: And borrowing was common
in a world which had no concept of artistic
copyright or ownership. To copy was
to venerate, and creative re-purposing
was the rule. A long story song like the
Wolkenstein one you mention, which lasts
almost 15 minutes, doesn’t really require a
complex melody, since it must serve many
purposes. This is why you hear a relatively
simple and straightforward modal melody,
mostly syllabic, which contains no rhythmic
information whatsoever, so that the text
itself can determine the rhythm. This type
of melody is also commonly found in late
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medieval Germany: honest and balanced,
slightly neutral, a vehicle the poets called a
‘Ton’, to which any number of texts might
be sung. But Oswald also wrote some of the
strangest and most sophisticated melodies of
the 15th century, with chromatic alterations,
and complex rhythmic play. So, it’s more a
case of using the right tool for the job. In
addition, he happily adapted well-beloved
French and Italian courtly songs, some of
them polyphonic, to his own texts. He was
omnivorous.

Edward Green: Yes, I heard all that on
your album of his songs. I was very glad, too,
for your compact — yet vivid — explanation
of the level of musical education Wolkenstein
would have had. And the fact that in other
of his manuscripts he was up-to-date as to
music theory. I assume this meant rhythmic
procedures and notation, and — perhaps? —
polyphony, too. Yes?

Photo 5. Dr. Lawrence Rosenwald,
Wellesly College
[photo credit: Kenneth Freundlich]

Ben Baghy: He was a curious and ambitious
man, with many interests, and widely
travelled. As such, he would have come into
contact with the greatest musicians of his
time, especially in ca. 1415-17, when he was
present for much of the Council of Constance,
a huge gathering of high churchmen and
nobles, who arrived with their retinues, their
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knights, courtiers and entertainers, and their
own clergy, cantors, composers and chapel
choirs. That must have been a heady mix
of ideas, sounds, and personalities, perfect
for a polyglot like Wolkenstein. Musical
notation was a hotly debated topic in those
days, but also the increasing virtuosity
of polyphony, about which Wolkenstein
certainly understood a great deal. But at the
same time, he was also performing his own
story-songs and entertaining the German-
speaking high nobility with his witty verses,
even to the point of criticizing the local
taverns, brothels, and price gougers. Like
all big meetings or conferences, this was a
unique chance to network and schmooze
with the rich and powerful, and there was
no lack for big egos, hustlers, and ambitious
men in the medieval church.

Edward Green: But above all, what I loved
most about the presentation was the sheer joy
of it. So often that’s missing in the modern
presentation of medieval music; a certain
“grayness” comes over it too, too often in my
experience.

Ben Baghy: There are so many genres and
shades of medieval music — after all, we are
discussing a period of 700 years or more,
across the wide geographical area of Europe,
so it’s very hard to make generalizations.
Some types of music are indeed introspective,
ritualized, and intellectual, whereas others
may well be extroverted and designed to
entertain, to amuse, to provoke. Again: the
spectrum is vast. In the case of this one song
which we performed and discussed, it was a
modern performer giving voice to a slightly
neurotic egomaniac, telling his life-story,
and hoping the listeners will sympathize.
So of course, the energy in the presentation
was intense, often hilarious, but not always
joyful. In fact, he ends the song on a dark
note, fearing the fires of hell which may
await his soul.

Edward Green: On this point — the joy,
the fun which was very much part of medieval
times — I'd like to quote a poem I love very
much. And having already quoted some prose
by Eli Siegel on the medieval era, it’s a poem
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of his: “Night in 1242,” which appeared in his
book “Hot Afternoons Have Been in Montana,”
[Definition Press]. It’s very surprising in its
everydayness: no popes; no drawbridges; no
crusades: just two children wanting to have
fun! A mother is in it, too.

And this from a year which — as Eli Siegel
knew — had lots of “bigger” events: Alexander
Nevsky defeating the Teutonic Knights in the
famous “Battle on the Ice;” or the battle of
Grobnicko Polje, where the Croats halted
the Mongolian invasion of Europe. How
meaningful the “everyday” is in this poem:

In 1242 people looked at the sun.
Let’s have some fun,
Said Jane Terrell to John Hodge in 1242.
Jane was so little, John was so little,
in 1242.
So they tried to pull off some branches
from a tree,
a tree that was near them.
John couldn’t and Jane laughed.
John laughed back and said she couldn’t
do near as well as he.
Jane laughed back and said anyway
it was funny the way he tried.
Jane’s mother came out. Where have
you been all this time? she asked.
Jane said: Mother, I haven’t been
out long.
Why, it’s almost dark, said Jane’s mother,
and I haven’t seen you since
noon when the sun was right above
us shining very hotly
and brightly.
Goodbye, John, said Jane, laughingly.
John was rather angry at the way she
laughed;
he didn’t like her then for it.
It was about dark now.
Very soon it was night in 1242.
There were other nights in 1242,
and the sun came every time
before these nights,
and came every time
there was a night;
So there were sun and night in 1242.
In 1242, there were sun and night.

Ben Bagby: Specificity is everything! As
this thought-provoking, charming poem
makes clear, there is no such thing as ‘the
Middle Ages’, but rather a multiplicity of
specific persons, places and events. The
dates and definitions we use today were
largely inherited from the 19th century,
including the term ‘Middle Ages’ — how
ridiculous is that? And the word ‘Gothic’?
It’s evocative and provokes a feeling which
probably a thoughtful Jungian could explain
to us, but as history it’s completely without
real meaning. Who knows what scholars
and performers, 700 years from now, will be
calling the times we currently live in, times
which contain for us so much specificity,
such a clear identity. Our era will certainly
be given a name we would find ridiculous
and hopelessly clueless.

Edward Green: Let’s hope not! But you
may well be right.

Ben Bagby: To return to the poem: when
I was a student, I kept a little memory
notebook which was devoted to historical
events in one particularly fertile century in
European cultural and political life (1150-
1250), with one page reserved for each year
in that period. And as Ilearned details about
a given year, I filled those pages with notes
and descriptions, so that the individual
years themselves, previously expressed only
as impassive numbers, slowly took on life,
identity, and personality. If I could ever find
that notebook again, I’d be curious to see
what I wrote on the page for 1242.

Edward Green: For me, as a fan of the
Eisenstein movie and Prokofiev’s great score
for it, had I done what you did, I’'m sure
Alexander Nevsky would have been my choice.

Ben Bagby: Well, I hope my notebook
shows up sometime; then, we’ll compare
notes. Meanwhile, it’s the same for you and
me even now. If somebody mentioned to us
the year 1970, we would each call up a host
of similar and specific feelings, pictures,
people, images and sounds from that one
year, in our student days. It would have a
quality, an aura, a vibe. But if you mentioned
that year to one of my students born in the
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1990’s, they would stare blankly and perhaps
mention the Beatles or something about
their parents being born then. Events and
people slip into the foggy past so quickly.

Edward Green: Speaking of academic
circles, you recently retired from a position
at the Sorbonne — yes?

Ben Bagby: Between 2005 and 2018 I
was on the music faculty of the Sorbonne —
University of Paris, as a part-time associate
professor, teaching in a newly-created
master’s degree program for the performance
of chant and medieval music. Our students
were quite international (we had students
from France, Italy, USA, UK, Ireland, Argentina,
Colombia, Spain, Russia, Poland, and Japan)
and mostly vocalists, wanting to specialize
in music before 1300, learn techniques for
accessing medieval manuscript sources
and bring them to performance. There was
an emphasis on liturgical chant, but also
polyphony and secular song, and they studied
notation, counterpoint, history, languages,
and medieval techniques for improvisation.

Each year ended with a public student
concert, which was usually of an extremely
high quality.

Edward Green: Was that your first
academic posting? Or had you held formal
positions earlier? If so, where?

Ben Bagby: Although I have taught
many courses, summer workshops and
limited guest professorships regularly
over the past 40 years, the posting at the
Sorbonne was my first and only such formal
position. Previous to that, my entire career
had been spent as a free-lance musician,
as a founding member of my ensemble
(Sequentia) and as a soloist. More recently, I
have been teaching as an adjunct instructor
in medieval performance practice as part
of a master’s program at the Folkwang
University of the Arts in Essen (Germany).
We presently have students from Germany,
Slovenia, Korea, and USA.

Edward Green: I’d like now to engage you
in something like a lightning round — for the
purpose of your giving us apt, if surprising,

Photo 6. Sequentia, 2020.
Left to right above: Jasmina Crnéic, Bagby;
left to right below: Norbert Rodenkirchen, Ian Harrison
[photo credit: Gesine Bdinfer]
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relations between medieval music and
musicians, and people (and compositions)
more familiar now. Kinships of spirtit, say. Or
of technique. Or of subject matter. So — I'll
name someone, or something, and then who
or what comes to mind, say, roughly between
the years 500 and 1500, or so. And perhaps
you might swiftly say why you see or hear that
kinship.

Ben Bagby: Good; I'm up for it.

Edward Green: OK — first: Franz Joseph
Haydn.

Ben Bagbhy: What comes to mind
is structural clarity, the desire for an
established order and hierarchy, but also the
occasional surprise. I suppose the medieval
musician who first comes to my mind with
that combination of qualities in his music
is the 15th century Gilles Binchois, who
wrote charming, pristine little polyphonic
chansons in the ‘Burgundian’ style.

Edward Green: Next: the Beatles.

Ben Bagby: The overwhelming power of
love. Music can be the love-potion, similar
to the one which Tristan and Isolde drank.
Humans are powerless to act in that moment.

Edward Green: And were there any
“performance/composition” collectives, so-to-
speak, that could be seen as roughly parallel
to the Beatles, that come to mind to you from
the medieval centuries?

Ben Bagby: We might look to the
assembly of composers, arrangers, scribes,
artists, translators, and poets who were,
we assume, called together by the Castilian
King Alfonso X (‘The Learned’) in the mid-
13th century. He ordered that a collection of
sung Marian miracle-stories and canticles of
praise be put together, the ‘Cantigas de Santa
Maria’, of which he was the nominal author
but for which he actually functioned more
as editor, facilitator, and paymaster. More
than 400 Cantigas were gathered together,
in luxurious illustrated manuscripts, in a
process which must have involved a huge
amount of collaboration, coordination, re-
writing, translation and design. There were
certainly multiple sources, possibly even
the king himself, but all these songs were

normalized into the Galician-Portuguese
language, considered more fitting for such
poetry, and not Castilian or Latin. There is
no direct witness to this process, but it can
only have come to pass in a ‘collective’ such
as you describe. Of course, those amazing
artists, true to their beliefs, remained
forever anonymous.

Edward Green: Continuing: how about
the musical West Side Story?

Ben Bagby: In a rigid world of ‘them’
versus ‘us’, the forbidden lovers must meet in
secret, but their ‘loved ones’ conspire against
them. The medieval story it most reminds me
of, at least in the basic feeling, is the fateful
love affair between Abelard and Heloise,
in 12th-century Paris. The older scholar
(a brilliant and controversial lecturer in
philosophy, obviously an irresistible man)
and his beautiful young student fall into a
passion which is discovered, and results in
his being castrated by her male relatives.
This event does not end the enmity of their
clans, but the lovers do remain true to one
another throughout their lives, exchanging
letters from their respective monasteries,
trying to transcend their youthful passion
into a love which is more spiritual. Their
letters are studied and admired to this day.

Edward Green: Let’s now have Beethoven.
This interview is taking place almost to the
day of his 250th birthday!

Ben Bagby: And certainly it’s right that
there’s a world-wide celebration. So, with
Beethoven, again, what comes immediately
to mind is the awesome mastery of structure
and tonal language — as I said about
Haydn — but with Beethoven even more
the desire to push past its limits in finding
expression for basic human emotions:
love, freedom, justice, transcendence. In a
similar way the earliest church polyphony
(here thinking of Leoninus, ca. 1200) built
upon the venerable structure of Gregorian
Chant, to create new vertical and temporal
structures, sung freely at times, which
transcended the original, to the point where
that ‘Gregorian’ original was almost entirely
imperceptible (in the time of Perotinus, early

102



2021, Ne 1 %;

Mys3bIKaJIbHOE UCKYCCTBO

13th century). In turn, bits and pieces of
these radical polyphonic creations served to
carry a new text, which could be about The
Virgin Mary, or about erotic love. These were
called motets. A constant re-purposing of the
past, dynamic and fearless — (did someone
mention Beethoven?)

Edward Green: And Bartok.

Ben Baghby: Here I think of the power
of modal music, oral tradition and local
practice, and of the power of language
to inflect rhythm and hence musical
expression. Where would Bartgk be without
the magnificent cadences of Hungarian,
and the folk traditions of his countrymen
which he knew and studied so closely?
And where would Machaut be without the
complexities of French, and the melodies of
his predecessors, the trouvéres, whose work
he surely knew and venerated?

Edward Green: And sticking with the
famous “B” composers, how about Bach?

Ben Bagby: I'll pass on Bach. Too
monumental.

Edward Green: Sure, I understand that!
Switching a bit: as you know, I’'ve done a lot
of scholarly work in relation to jazz, and in
particular, Duke Ellington. So —what parallels
do you find there? And, specifically, does any
medieval person remind you, in a strong
way, of Ellington? Any great and constantly
innovative “band-leaders,” for example?

Ben Bagby: We have no directinformation
thatsuch a thing as a ‘band’ existed in courtly
music of the Middle Ages. Of course, there
were gatherings of minstrels and performers
of all sorts whenever a Church council was
called, or an official court festivity, or a
yearly trade fair, and we cannot rule out
that musicians got together to combine their
forces on such occasions. But we should
bear in mind that medieval instruments
were not standardized by any means,
neither in sound quality nor in tuning, so
that it would require a monumental effort
simply to get a group to play in tune in any
given mode. Duke had the piano as a basis,
and standardized band instruments which
were all tuned the same way. To continue

this comparison: medieval instrumental
music was transmitted uniquely by oral
tradition, and there was no such thing as
a score, arrangement, or lead sheet of any
kind. In fact, most musicians would have
had no need to read musical notation at all.
Add to this the simple fact that players had
their own personal way of performing and
were used to being soloists (or in a few cases,
we read of duos), and you have a recipe for
disaster with a large group of individualists.
Although we can see depictions of idealized
‘angel consorts’ in 15th-century painting (4-5
instruments or more), the band tradition, as
such, did not really come into being until
the 16th century, with the formation of
courtly instruments into matched ‘consorts’
(especially viols and winds), for which
composers wrote new pieces, which could
be performed from part books. So, I'll have
to pass on the Ellington comparison.

Edward Green: Well, despite the absence
of "The Duke,” that was one enlightening
answer, anyway! Now, turning in a different
direction: who, among your colleagues
these decades, do you admire most for
their contributions to the understanding of
medieval music? And/or to the compelling
performance of it?

Ben Baghby: One performer in particular
whom I admire is Katarina Livljanic, the
founder and director of the ensemble
Dialogos, who has done amazing work with
the rediscovery of Glagolitic Chant from
her native Dalmatia, as well as Beneventan
chant, the earliest polyphonies from
Winchester, and ground-breaking music-
theater productions such as Tondal’s Vision
and the tale of Barlaam and Josaphat. An
amazing artist and scholar.

Edward Green: We have, in this territory,
at least one colleague in common: Edward
Roesner. When I was doing my PhD at NYU,
I took every medieval course he offered. I
remember conversations with him about
the value to any jazz or blues scholar of
being trained as a medievalist — including
how to reconstruct music for which very
little detailed notation (if any) exists. This, of
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Photo 7. Katarina Livljanic, Dialogos and Kantaduri Ensembles in concert.
Zagreb, July 2014

course, brings us back to the question I asked
earlier about how you did the “Beowulf” and
the Wolkenstein.

Circling back a bit: as I said, early on in the
interview, I vividly remember your Oberlin
performances of non-medieval music. Also,
your theatrical performances. Do you branch
out still? Or have you pretty much focused
your life as a performer and scholar on the
medieval era?

Ben Baghby: Sequentia was founded in
1977 and since then I have been doing
basically nothing but medieval music, and
almost exclusively with my own ensemble
or as a soloist. In our early years of poverty
in Cologne, I took limited jobs with other
ensembles (Ensemble Organum, Collegium
Vocale Koln) simply to remain active and
pay the bills. In those first years in Cologne
(ca. 1977-1981), most of our friends were
young composers in the scene around
Stockhausen, Kagel, Kontarsky and their
students, and several of them (Clarence
Barlow, Kevin Volans, Johannes Fritsch,
Walter Zimmermann) wrote pieces for us.
There was a flourishing loft-music culture. I
once sang in a production of Stockhausen’s

‘Sternklang’ in Bonn, which gave me the
unique opportunity to work with him, his
son Markus, and the conductor Peter E6tvos.
It was a heady time: a lot of loft concerts,
intense conversations, and many cigarettes
(remember those?). But after that time, the
scene shifted, our ensemble started working
full-time, and I ceased performing other
repertoires. My love of theater has been
kept alive by my work with Beowulf and
the dramatic nature of Sequentia’s concert
programs in general.

Edward Green: Speaking of non-
medieval music, I was happy to learn, from a
conversation we had at Lincoln Center some
years back, that you are in the direct family
line of George William Bagby (1828-1883) —
one of America’s best humorists of the time.
He was also, I gather, a physician. I learned
of his work from a lecture Eli Siegel gave in
which he read an “Account” by Bagby of the
impact of a concert given by Anton Rubinstein
in New York. Do you know it?

Ben Bagby: Yes. A little history: the Bagby
family came to Virginia from northern
England in the early 17th century, probably
to plant tobacco, and stayed there well into
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the 19th century until some of them (my
branch) ventured ‘out west’ (in those days,
west meant Kentucky). I am not proud to be
a very distant relative of the racist essayist
G. W. Bagby, active in Richmond, who was
an unapologetic defender of the Old South,
the Confederacy, and Slavery. His comical
piece on Rubinstein is anything but subtle,
and must have struck a chord at the time.
If you read his other essays, you’ll see that
he lived on another planet, a planet I do not
care to visit. I would much prefer to have
a drink with another distant cousin, Albert
Morris Bagby, who had studied piano with
Liszt in Weimar, not with much success,
it seems, and later lived in New York City
where he became an impresario, organizing
the city’s first public chamber music series
in the ballroom of the old Walldorf Hotel.
He also published a truly awful novel about
the adventure of an American girl studying
piano with Liszt: ‘Miss Tradumerei’. Later,
he started a charitable foundation to help
care for elderly and infirm musicians who
had fallen on hard times (this was in an age
before musicians’ unions), and in fact The
Bagby Foundation still exists. Moral? We all
have good and bad skeletons in the closets of
our family trees.

Edward Green: Perhaps! In any event, this
is the point in the interview where readers
can learn a bit more about your background:
family, early years, etc. Anything in particular
which you’d like to share? The most obvious
question is: what was your first big emotion
about music? And that leads to the next
obvious question: when did you decide that
music was the career for you? — and why?

Ben Bagby: My brother was a jazz
musician, and my father had a lovely voice,
so there was always music around our
house, also in church and in my schools. I
have a distinct memory of Van Cliburn at the
Tchaikovsky Competition in Moscow (19587?)
and the intensity of his playing. My mother
had an LP of Chopin polonaises which I
simply adored, and when she noticed that
enthusiasm, she gave me for my birthday
an LP of Mozart and Beethoven symphonies

(which I still own). Of course, I had to
endure the obligatory piano lessons which
were de rigueur for a child of my time and
circumstances. But later, in middle school
around age 12, I discovered singing, and
how music liberated us kids from suburban
banality. At age 14, I saw a performance of
Tosca in Chicago which totally blew me away,
and then obtained a recording of Fischer-
Dieskau singing Schubert. The musical
blessings were falling around me, right
and left. In school, I was in every musical
production, every play, every vocal concert.
But also counting the days until my escape.
The rest of the story has been told already.

Edward Green: As you know from our
many conversations over the years, I see
the philosophic work of Eli Siegel — like his
poetry — as having permanent cultural value
of a very large kind. In fact, I think the one
solidly universal statement of aesthetics that
exists, is the one he made: “All beauty is a
making one of opposites, and the making
one of opposites is what we are going after
in ourselves.” To my mind, this principle joins
Art and Life in an eternal bond of friendship;
it explains both.

So, I'd like to ask you: what particular
aspects, or persons, or works, of medieval
music seemto you to exemplify, in a particularly
vivid way, certain relations of opposites. Of
course, feel free to explain in deep technical
detail if you like.

First: the opposites of Energy and Repose.

Ben Bagby: Here, I would call to mind
the liturgy of the medieval church, in which
singing played an absolutely essential role,
together with movement and gesture, the
spoken word, and silence. I think the constant
juxtaposition of these elements creates a
kind of Neo-Platonic vision of the cosmos,
wheels turning within wheels, at different
speeds, and yet totally interconnected, and
the total harmony which this represented for
the medieval mind. A vast world-machine
oscillating between energy and repose, run
by a ‘master mechanic’ or prime mover.
Anyone who has heard a medieval mass, or
a real sung Latin mass, will have sensed a
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Photo 8. Sequentia, 2017.
Left to right: Norbert Rodenkirchen, Hanna Marti, Ben Bagby
[photo credit: Johannes Ritter]

faint glimmer of what that was felt 700 years
ago and more.

Edward Green: Next: the opposites of
Freedom and Order.

Ben Bagby: From one perspective, we can
say that there was no concept of Freedom as
such in medieval music, just as the concept
of personal freedom was a non-starter in a
world ruled inexorably from above, both
in this life and the next. In fact, Order was
ordained in all things and respected, and
anything not ordered was either the work
of the Devil or it was darkness, chaos.
Therefore, it’s very difficult to discuss this
particular set of opposites, which would
have had little or no clear meaning for the
medieval intellectual. As an example of the
status of order, I might mention Hildegard
von Bingen’s 12th century music drama, Ordo
Virtutum (literally, ‘The Order of the Virtues’),
in which a human soul is seduced by the
Devil away from the Virtues and salvation,

and into ‘the world’, only to be abused. She
comes crawling back, bruised and beaten,
and is received again by the Virtues (led by
Humility), regaining her immortal soul. In
this play, the parts of the Soul (Anima) and
all of the Virtues are notated for singing,
often with quite virtuosic vocal parts. But
the lines delivered by the Devil, words of
insult, blasphemy, and abuse, are not sung,
but spoken with a rough voice (Hildegard
specifies: ‘strepitu’). The Devil, being from
the world of evil and bondage, cannot know
the gift of singing, which is the essence of
order and liberation.

Edward Green: Liberation — sounds like
“freedom.”

Ben Bagby: True! And there is, indeed,
another aspect to the relation of order and
freedom in the musical sphere of the Middle
Ages, which centers on what we would
today call ‘improvisation’. The bedrock of
all medieval musical creation (at least that
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we can see in manuscripts) was the corpus of
Frankish liturgical chant known as Gregorian
Chant. I will have to make a long story short:
this huge body of music was transmitted
orally during a period of several hundred
years, before being first written down during
the reign of Charlemagne (early 9th century).
For this purpose of documentation, musical
notation was first codified in the West. All of
the many manuscripts attest to an enormous
uniformity and respect for tradition. But
then, upon this solid base, the idea of the
‘cantus firmus’ emerged, a platform for
the creation of new melodies (polyphonic
extemporization in two and three, or even
four voices), sometimes sung ‘ex tempore’
but later notated, or the addition of new texts
(sequences, tropes, and later the polyphonic
motet), all done without violating the sacred
order of the original chant. This was certainly
a field of creativity for medieval musicians,
who were searching for ways to respect
the untouchable liturgical essence, while at
the same time engaging in the freedom of
building new vertical polyphonic structures,
adding new texts, adding rhythmic elements,
and manipulating the sense of time. It began
as a spontaneous process of extemporaneous
singing (we know of treatises which teach
this by giving models), which later was
codified into compositional techniques. And
so the original freedom slowly went back
into the world of order.

Edward Green: Yes, the opposites do
merge, in so many ways. Now, let me ask
you about the opposites of Roughness and
Smoothness — so big in the physical world,
but also in the world of human feeling: how
things are impeded, difficult, but also easy-
going, even sweetly so.

Ben Bagby: I could once again mention
the scene between the Soul and the Devil: the
angelic quality of sing vs. the roughness of
the Devil’s rough spoken voice (‘strepitu’ —
we still say ‘strep throat’).

There certainly was ‘rough’ music at all
times in history (also in 1242) but since it
lived uniquely in oral tradition, it was not
deemed worthy of being documented for

posterity. The musical manuscripts which
have survived, did so for a reason: they were
important, authentic, repositories of worthy
song, having ‘auctoritas’ and ‘gravitas’, and
meriting the incredible expense and effort
of making a parchment manuscript, which
required hundreds of animal skins, precious
ink and pigments, a team of expert scribes
and designers, and the whole laborious
process of making those individual folios
into books. No ‘rough’ music was going to
be thought worthy of such treatment. That
would have to wait for the invention of
printing, in the 15th century, which made
more kinds of music available to people of
more limited means. The world of parchment
manuscripts is a world of smoothness.

Edward Green: Finally: the opposites of
Heaviness and Lightness — including, as they
are in our feelings, so much — Seriousness
and Playfulness.

Ben Bagby: Here, I should stress again that
the music of the liturgy (which accounts for a
vast majority of the surviving medieval music
manuscripts) involves the vocalization of holy
texts, destined for reflection, contemplation,
and study. As such, they are not considered
Light or Playful, and yet within the liturgy
there certainly can be lighter and heavier
moments, when the relative lightness of
an antiphon envelops the more profound
texts of the Psalms, or when a complex
and highly virtuosic responsory follows a
reading of scripture. Then, in response to
this liturgically heavy seriousness, there
are new creations from the 12th and 13th
centuries, usually associated with a certain
class of clerical orders: young men and
boys, who had their own feast days in the
time following Christmas (especially Saint
Stephen, and the Holy Innocents, as well as
the feast of the Circumcision). For these holy
days, the Church created a certain amount
of lightness, frivolity, and role-playing, with
a boy bishop, processions with a donkey, and
even some tolerated misbehavior (which we
learn about from the complaints of visiting
priests). Whether as a means of letting off
steam after strenuous liturgies of Advent and
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Christmas, or as an expression in the joy of
youth, the idea of winter darkness turning
back towards light (more opposites!), these
are definitely moments of “the making one
of opposites.”

Edward Green: Yes, and just how much
light and dark affect people is a field for
constant study. Delightful study. So — I'd
like to conclude with a question that is
meant quite seriously, but off-hand seems
paradoxical: “What is the Future of Medieval
Music?” By which I mean, what new direction
of understanding do you think musicians need
to go in, in order to even more richly and fully
be fair to the reality that was the medieval
world, medieval aesthetics, medieval thought,
emotion, and music?

Ben Bagby: Any discussion of the future
of medieval music must start with the way
music is taught, and how students gravitate
towards one repertoire or another. Medieval
musicians generally lived in a series of
interlocking oral traditions and had memory
skills which we can hardly imagine. They
learned by listening and doing, in a process
of long-term dedication and endless
repetition. The main modern convention
which is contrary to something we might call
a ‘medieval way’ is the slavish veneration we
have for written sources, for the primacy of
‘the score.

In the Middle Ages, musical notation was
known since the 9th century, but mostly
for the documentation of chant. However,
notation was basically never used for
purposes of performance. Throughout most
of the medieval period, cantors would rarely
put a manuscript on a music stand and sing
from it. The later concept of the performance
score was unknown, and the cult of the
genius composer was basically still in its
infancy as late as the 14th century. Most
medieval musical works were created —
and later written down — anonymously.

Although the last forty years have
witnessed an expansion of the number
of music schools which teach early music
performance, the spectrum of repertoires
and styles in music before, say, Beethoven,

is simply too large to offer instruction in all
types and genres of historical music. Early
music (which is now generally called HIP —
‘Historically Informed Performance’), once
thought to be a limited body of primitive
works (which a music-history professor
of mine once referred to collectively as
‘pre-music’), is in fact an overwhelmingly
varied complex of repertoires. In contrast,
the traditional classical-music conservatory
is inevitably evolving into the role of
‘specialist’ school, offering instruction in a
period of music which encompasses roughly
250 years, whereas an early music program
must contend with at least a thousand years
of documented musical creation. The trend
is clear: along with jazz, world music, and
electronic music, most professional music
schools today offer a course of study in
something called early music, which in most
cases means instruction in Baroque-music
performance. But in the environment of
early music study, the medieval period —
and for that matter, the Renaissance — is
still largely neglected.

Edward Green: Having spent myself
now close to 40 years teaching in a major
Conservatory and knowing a fair amount
about other schools of music in the United
States, I can vouch for what you are saying.
We’ve strayed far from the most time-tested
mode of music education: Master-Apprentice.

Ben Bagby: Right — and, of course, that
relationship was an integral element of oral
transmission as a way of keeping traditions
alive and strong. Later it was formalized
into something we associate with guilds,
a process which began for musical
composition and poetry in the 13th century.
But the guild phenomenon is already a
sign of formalization and rigidity, and it
was only a matter of time until learning
could be shifted to printed documents,
books, and musical scores. Then came the
shift to screens, and here we are, with our
fabulous capacity for information retrieval
and storage, but our vastly diminished
capacity for memory. Orality in musical
transmission can be a fertile ground for
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creative tension, but this is not what music
schools are generally interested in pursuing
in the training of young musicians. The basic
course of study in all early-music schools
remains focused on the traditional model
for performers: the technical mastery of
an instrument or voice, the learning of
the canon of pieces most performed, the
acquisition of a sense of appropriate style
and ornamentation, the chance to work in
ensembles with expert coaches, advanced
master classes with famous performers,
and finally, competitions. We can hardly
expect students of Baroque music to be
interested in a world where music was
transmitted orally, where rhetoric and
ancient languages are as important as
music, where improvisational skills are
valued more than sight-reading. It’s messy,
time-consuming, and difficult to evaluate
with traditional exams and juries.

Edward Green: All the more reason for
music educators in general — not just in the
field of medieval music — to rethink these
“traditions.” We should start with the bedrock
question: what will most encourage our
students to keep alive their beginning emotion
about music — their love for it — and not

squelch that love, or stunt it, through a cold
and impersonal academicism.

Ben Bagby: Right. And that’s why I think
a dedicated school for medieval music
would need to approach this type of study
very differently. I have always dreamed
of starting a school which pursues these
essential aspects of musical study, but it
remains a dream and I am the first to admit
that there is simply not a critical mass of
students — especially paying students —
who would be interested, nor is there
enough solid employment opportunity
waiting for such students when they finish
their diplomas.

Without a doubt, the big energy field now
in early-music performance is the Baroque —
and for singers, especially, Baroque opera —
where thereis aninfrastructure,asolid career
to be built and a decent living to be earned.
We lack enough passionately interested
and gifted candidates for serious, full-time
institutional programs in medieval-music
performance, and this situation guarantees
that the general level of performance skill
will continue to remain generally static.
Expectations remain correspondingly low,
and as a result medieval music performance

Photo 9. Sequentia, 2006
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does not enjoy the competitive ascending
spiral of excellence which the Baroque music
scene has so brilliantly created. Luckily,
there are some wonderful exceptions to this
state of affairs, but they remain exceptions.
Recent students of mine have given me cause

for hope that this situation will change in the
years to come. I hope I'm around to witness
that.
Edward Green: I do, too. And thank you
very, very much for this engaging interview.
Ben Bagby: You’re certainly welcome.
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Mark Belodubrovsky,

a Versatile Contemporary
Composer, Violinist

and Educator

Mark Belodubrovsky is one of the most
accomplished contemporary composers living
presently in Moscow who has written
a substantial amount of solo, chamber
and vocal musical compositions of high quality,
which are performed in Russia and in a number
of other countries. His musical output
is especially noted for its versatility of different
styles of music: some of his compositions
are traditional and romantic in their style
and tonal in their harmony, with a strong
influence of Russian folk music which
the composer actively employs in a number
of his compositions, while other works follow
innovative avant-garde trends and incorporate
serialism, including serial rhythm, sonoristics,
aleatory technique and a number of other
techniques. Some of his compositions are very
accessible to a broad audience, containing
memorable melodic and rhythmic traits,
while others are written in a highly complex
language, based on musical experimentation,
comprehensible for the most part to
a sophisticated audience well-versed in avant-
garde trends in music. Some of his works
are based on extroversive theatrical gestures
and even contain comic elements, while
others bear an inner philosophical discourse.
Nonetheless, both of these contrasting
features combine together to express a highly
original style of the composer’s music which
cannot be mistaken for that of anybody else.
Belodubrovsky is known and highly regarded
as a composer, a violinist, an enthusiastic
cultural activist who discovered

Mapk bes1oayopoBCKUi,
MHOT'OTPaHHBIA COBPeMEeHHBIN
KOMIIO3UTOP, CKpUIIay

U IIPOCBETUTEIh

Mapxk besioybpoOBCKHMUI — OJUH U3 CaMbIX
HHTEepeCHBIX COBPeMEeHHBIX KOMIIO3UTOPOB,
JKUBYILIUX B HaCTosAIlee BpeMs B MoCKBe
U HalMCaBIIMX 00JIbIII0E KOJIMYECTBO COIbHBIX,
KaMepHBIX ¥ BOKaJIbHBIX IIPOU3BeeHUN
BBICOKOT'0 XY/[05KeCTBEHHOI'O IOCTOMHCTBA,
UCITOJIHABIIUXCSI B POCCUH U 3a pyOesKoM.
OCc06eHHOCTD eT0 MY3bIKH 3aKJIH0YaeTCs
B KOHTPaCTHOCTH CTUJIEH: HEKOTOPEIe
ero COYMHEeHHUs TPaJAUIIMOHHEbIE
U pOMaHTHUeCcKHe, 06/1afal0T TOHAJIbHOMN
TapMOHUEH, ¢ 3aMeTHBIM BIUIHUEM PYCCKOMN
HapOogHOU MY3BIKH, KOTOPYIO0 KOMIIO3SUTOP
AKTHWBHO HCIIOJIB3YET B I1eJIOM psifie CBOUX
IIPOM3BeJleHUM, B TO BpeMs KaK Apyrue
ero COYMHEHHU CIeyI0T HOBaTOPCKUM
aBaHTapAHBIM TeUeHUAM U UCIIOJIb3YIOT
CEepPUMHYI0 TEXHUKY, BK/IIOUasi CEpUNHBIN
PUTM, COHOPHUCTHKY, aJ1eaTOPUKY U ApyIue
TeXHUKH. MHOTHE er0 COUMHEHUS JOCTYIIHBI
LI IIUPOKOM ITYOJIUKU U CofleprKaT
3allOMHUHAaIOIIHecs MeJIofuYecKue
U pUTMHYeCKHe UepTh], B TO BpeMs KaK JApyrue
HallKCaHbl BeCbMa CJI0KHBIM S3BIKOM,
6asUpPYIOIIMMCI Ha MYy3bIKaJIbHOM
9KCIIEpPUMEHTaTOPCTBE, IIOHATHOM JIHIIb
UCKYIIIEHHOU IIyO6JIUKe, 3SHAKOMOM
C aBaHTapAHBIMU MY3bIKaJIbHBIMU TeUeHUSIMHU.
B 0CHOBe HEKOTOPHIX er0 COUMHEHUN —
9KCTpaBepTHUBHBIE TeaTpaJbHBbIe YKeCTH],
eCThb ¥ OMOPUCTHUUYECKHeE 3JIEMeHTHI, B TO BpeMs
Kak JpyTHhe HeCyT BHYTPeHHUH GUI0COCKUM
oucKypc. TeM He MeHee 3TH KOHTPacTHbIe
CBOMCTBA OPTaHUUYHO COUETAITCH, Co3/laBast
SPKUAH ¥ CaMOOBITHBIN CTHJIb KOMIIO3UTOPA,
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and popularized rare compositions of the early
20th century Russian modernist trend,

the long-time director of the Nikolai Roslavetz
and Nahum Gabo Festival for the Arts

in Bryansk, and simply as a very open musician
with a broad-minded approach towards various
musical styles and directions. All of this has
undoubtedly created an impact on his
multifarious musical style which combines
opposite stylistic directions.

The article describes the life and the musical
activities of Mark Belodubrovsky, then proceeds
to describe an analyze his musical compositions.
It is shown that notwithstanding the fact
that his compositions pertain to different styles,
they are all united by one individual stylistic
trait which defines the composer’s artistic
individuality.

Keywords:

Mark Belodubrovsky, Bryansk, Nikolai
Roslavetz, Nahum Gabo, music festival,
musical compositions.

KOTOPBIX HEBO3MOJKHO CIIyTaTh C YbUM-JIHO0
IpyTUM. BesiorybpoBCKOro 3HAKOT U YBaKarOT
KakK KOMIIO3UTOpa, CKpHUIlaya ¥ aKTUBHOTO
JesiTess KyJbTyphl, OTKPEIBABIIIETO
U IIpOIIaraHAUPYIOIero peKue IIPOU3BeeHUA
pycckoro aBaHrapja Hauasa XX BeKa,
6eccMeHHOr0 qupeKkTopa decTrBasg HCKYCCTB
nmMmeHHn Hukosiag PocsiaBrja u Hayma 'a6o
B BpsIHCKe U IIPOCTO KaK OTKPBITOTO
MY3BIKaHTa C IITUPOKUM B3IJISZ0M
Ha pasJIMYHble My3bIKaJbHbIE CTUIN
U HallpaBJIeHUs. Bcd ero 1esdTeIbHOCTS,
6e3yCJIOBHO, OKa3aJjia BO3/[eliICTBHE
Ha er0 MHOTOTPaHHBIA MY3bIKaJIbHBIU
CTUJIb, COUETAIOIUN IIPOTUBOIIOIOKHBIE
CTUJIMCTHUYECKHe HallpaBJIeHU .

JlaHHas cTaThs OIMCHIBAET )KU3Hb
U MY3BIKaJIbHYIO [1eaTeJIbHOCTh Mapka
Besogy6poBCKOrO, a 3aTeM aHAJIU3UPYeT
ero IIpoM3Be/leHUs. ABTOP JiesIaeT BBIBOJ,
4YTO HeCMOTPS Ha CTUJIEBbIe pasInuus
COYMHEHUN KOMIIO3UTOPAa, BCe OHU
00beTMHEHBI eTUHOU CTUTUCTHUECKOU
CYTBIO, OIIpe/eIAI0IeN eT0 TBOPUYECKYI0
HHIVUBUYaJIbHOCTb.

KiroueBrble cioBa:

Mapk besnogybpoBckuii, bpstHck, Hukostai
PocnaBern, Haym I'a60, My3bIKaJIbHBIN
¢ecTUBaJIb, My3bIKaJIbHbIE [IPOU3BEeHUA.
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ark Belodubrovsky is one of the

most accomplished contemporary

composers living presently in
Moscow who has written a substantial
amount of solo, chamber and vocal musical
compositions of high quality, which are
performed in Russia and in a number
of other countries. His musical output is
especially noted for its versatility of different
styles of music — some of his compositions
are traditional and romantic in their style
and tonal in their harmony, with a strong
influence of Russian folk music which the

composer actively employs in a number of
his compositions, while other compositions
follow innovative avant-garde trends and
incorporate serialism, including serial
rhythm, sonoristics, aleatory technique and
a number of other techniques. Some of his
compositions are very accessible to a broad
audience, containing memorable melodic
and rhythmic traits, while others are written
in a highly complex language, based on
musical experimentation, comprehensible
to only a sophisticated audience well-versed
in avant-garde trends in music. Some of his
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works are based on extroversive theatrical
gestures and even contain comic elements,
while others bear an inner philosophical
discourse. Nonetheless, both of these
contrasting features combine together
to express a highly original style of the
composer’s music which cannot be mistaken
for that of anybody else. Belodubrovsky is
known and highly regarded as a composer,
a violinist, an enthusiastic cultural activist
who discovered and popularized rare
compositions of the early 20th century
Russian modernist trend, the long-time
director of the Nikolai Roslavetz and Nahum
Gabo Festival for the Arts in Bryansk, and
simply as a very open musician with a
broad-minded approach towards various
musical styles and directions. All of this
has undoubtedly created an impact on his
multifarious musical style which combines
opposite stylistic directions.

Mark Belodubrovsky was born in
Bryansk, a regional center in Russia close to
the borders of Ukraine and Belarus, on June
23,1941 (a day after Nazi Germany invaded
the Soviet Union). He began violin studies
with his mother Alexandra Belodubrovsky,
then entered the Specialized Music School in
Leningrad, where he majored in violin as a
student of Veniamin Scher and later studied
composition with Sergei Volfenzon, from
where he graduated in 1960. Then he went
on to study at the Leningrad Conservatory,
continuing his violin studies with Veniamin
Scher, his composition teacher being Orest
Yevlakhov, graduating from there in 1965.
After that Belodubrovsky returned to
Bryansk where he became a soloist at the
Bryansk Philharmonic Society, a member of
the Bryansk String Quartet (with Alexander
Simonov as second violinist, Igor Dubinin
as violist and Nikolai Kovalchyuk as cellist)
and the Bryansk Piano Trio (with Ludmila
Severina as pianist and Yuri Kravchenko
as cellist). He also began to teach violin,
chamber ensemble and music theory at the
Bryansk Music College. In 1972 he founded
the “Apodion” Club (the title of which
presented a humorous parody of a Soviet-

style abbreviation of the words “Apollo”
and “Dionysus,” the two opposing aspects
of Nietzsche’s artistic dichotomy) which
was aimed at presenting and promoting
rare specimens of music, literature and art.
This club was forcefully closed down in
1985 by the Soviet authorities, who accused
Belodubrovsky of promoting “bourgeois
culture, religious art and Zionism.” However,
the musician did not despair and continued
his musical activities, having founded the
“Nikolai Roslavetz Festival for the Arts”
during the following year, 1986.

At that time Belodubrovsky discovered
for himself the works of Nikolai Roslavetz
(1880-1944), an early 20th century Russian
modernist composer who wrote music based
on single chord-formations, resembling late
Scriabin’s harmonic style and preceding
Schoenberg’s serialism. Roslavetz’s music
was discovered by George Perle in 1959 in
the USA and musicologist Detlew Gojowy in
the 1960s in Germany, the latter popularized
the composer’s music in his comprehensive
book “Neues Sowjetisches Avant-garde in die
1920-es Jahre,” published by Laaber Press
in Germany. In the Soviet Union Roslavetz’s
music began to be popularized in the 1980s
by musicologist Marina Lobanova, music
theorist Yuri Kholopov, composer Edison
Denisov and others. A number of Roslavetz’s
compositions were published in Moscow
during the years 1989-1992. Since then,
most of Roslavetz’ musical compositions
have been published in Germany in Schott
Edition. Marina Lobanova has written a
comprehensive monograph on Roslavetz’s
music, and a number of pianists and other
performers have recorded the composer’s
works on CD’s with famous labels.

Belodubrovsky began actively performing
and popularizing Roslavetz’s music while he
still directed the “Apodion” Club, then after it
was closed he founded the Nikolai Roslavetz
Festival for the Arts (renamed as the Nikolai
Roslavetz and Nahum Gabo Festival for the
Arts in 1993, having added to the title the
name of the famous architect Nahum Gabo).
This festival was aimed at popularizing the
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music of Nikolai Roslavetz, as well as other
early 20th century Russian modernists
Alexander Mosolov, Arthur Lourie, Sergei
Protopopoff, Vladimir Shcherbachev,
Vladimir Deshevov and others, and
also presenting music by contemporary
composers from Russia and other countries.
During the years 1988-1990 Belodubrovsky
performed a number of concerts with his
wife, pianist Ludmila Severina, and with
other musicians in Moscow, Leningrad and
other cities and wrote a number of articles
about Roslavetz which were published in the
Soviet music journals “Sovetskaya muzyka”
and “Muzykal’naya zhizn',” the first articles
about the composer to be published in
the Soviet Union since 1929, when he
was essentially prohibited from being
performed. In the 1990s Belodubrovsky
started to participate actively in various
music festivals in Russia and Western
Europe, including the festival “Aid to
St. Petersburg” in Finland, the “Moscow
Autumn” and “Alternativa” contemporary
music festivals in Moscow, “Sergei Oskolkov
and his Friends,” “From the Avant-garde to
the Present Day” and “A Week of Music of
Gabriel Fauré” festivals in St. Petersburg, and
went on tours with concerts in Germany and
Switzerland. His music has been performed
a number of times at the Composers’
Concordance concerts in New York since
2004. The “Nikolai Roslavetz and Naum
Gabo Festival for the Arts” continued to be
held in Bryansk, and a number of important
musical compositions by Nikolai Roslavetz
have been premiered at the festival, most
notably, the Second Chamber Symphony,
performed by the Studio for New Music
chamber ensemble in March 2002. Since
2008 Belodubrovsky has lived in Moscow,
where his music has been performed at the
“Moscow Autumn” contemporary music
festival, at the Jurgenson Salon and at the
“Musical Bridges” contemporary music
series at the Moscow Conservatory. The
performers of his music include the Moscow
Ensemble for Contemporary Music, the
“20th Century” Ensemble, pianists Mikhail

Dubov and Ivan Sokolov, violinists Maria
Khodina, Maria Margorina and New York-
based violinist Dan Auerbach.

As has been stated before, Belodubrovsky
has written compositions in various musical
styles, ranging from the traditional to the
avant-garde style. The composer’s earlier
works are for the most part fairly romantic
in their style. During the 1960s and 1970s
Belodubrovsky composed a number of song
cycles set to lyrical poems by the famous 18th,
19th and early 20th century classic Russian
poets Gavrila Derzhavin, Alexander Pushkin,
Feodor Tutchev and Ilya Selvinsky, as well
as Hungarian poet Sandor Petefy. In each of
these song cycles the composer attempted
to create by musical means the portrait of
the respective poet on whose poems the
corresponding cycle was composed. The
single song “Romance” to the poem of
early 20th century poet Velemir Khlebnikov
(1885-1922) and the Two Romances set to
Poems by Ilya Selvinsky are the earliest
songs, and virtually the first compositions
by Belodubrovsky, having been written in
the early 1960s, while he was a student at
the Leningrad Conservatory. At that time,
he received the published editions of the
poems by these masters, which were very
rare in those times in the Soviet Union. The
Romance set to the text of Khlebnikov is a
traditional romantic song, albeit composed
on the text of a modernist poet. The Two
Romances on the texts of Ilya Selvinsky
contain stylizations of street songs and
cabaret songs, organically combined with an
academic romantic style. One of the reasons
why the composer had the wish to compose
this small cycle was his desire to express
by musical means the popular tavern-like
spirit expressed in the poems. Herein lies a
parallel with the bringing in of quotations
of popular songs present in Alban Berg’s
operas “Wozzeck” and “Lulu,” each of which
contains stylizations of cabaret songs, as well
as the allusions to cabaret music existent, on
the one hand, in Schoenberg’s early tonal
“Cabaret Songs” and, on the other hand,
in his expressionistic “Pierrot Lunaire” in
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their juxtaposition of the vernacular and the
elitist musical styles. Belodubrovsky’s aim in
composing these songs was to alleviate these
“vulgar” musical traits and to elevate them
to a “high” classical style.

The Songs set to texts of African Poets
for baritone and piano was composed in
1964, when Belodubrovsky was studying at
the Leningrad Conservatory. The composer
chose four poems from a collection of African
poetry translated onto Russian and recreated
in his music the African exotic color and
the intensive feelings present in the poems.
The first song is called “The Voice of the
Ancestors,” the music to which is solemn and
dark in its mood. The poet calls upon people
to listen to the voices of their ancestors.
The second poem is called “The Lonely
Woman,” the music of which is lyrical and
sad in its mood, expressing the poem which
describes a sad and lonely woman walking
on the street, and claiming his resemblance
to her in his forlorn state. The third song
is called “Answer,” and it features a fast
tempo and an intensely tragic mood with
dynamic vocal declamations, expressing
the poem’s supplicating questioning about
the meaning of life. The fourth song is called
“Waves,” and it is the only joyful song in the
cycle, endowed with a fast tempo, virtuosic
piano textures, and a major mode with
pentatonic predominance, expressing the
poem’s pantheistic hymn to the joy of life.
The colorful allusions to the exoticism of
the African continent is depicted by means
of fanciful melodic turns with suggestions
of folk music from unspecified faraway
countries, harmonic chords with parallel
fifths and octaves, an abundance of modal
harmonies, and pentatonicism in the final
song. At times, sharpened rhythms brings
in allusions to a Westerner’s perception
of African music, thereby continuing the
tradition of exoticism in music, as expressed
by Rimsky-Korsakov, Ravel and many others.

The Concerto for Violin and Orchestra
was composed in 1965 as a diploma work for
graduating from the Leningrad Conservatory.
Only the first movement of the work was fully

orchestrated, while at the graduation exam
performance the entire composition was
played in its violin and piano arrangement.
The second movement has been frequently
performed by Belodubrovsky and his wife
Ludmila Severina in its version for violin
and piano. It is a lyrical work in an Andante
tempo with minor-leaning modal harmonies
and parallelisms in the harmonic outline. It
is in ternary form with a tranquil beginning
and ending and a more intensive middle
section with a more virtuosic violin part,
ending with a dynamic cadenza for solo
violin, after which the tranquil mood of the
first section recurs in the recapitulation.
The second movement of the concerto was
performed at the Moscow Conservatory in
2019 by Maria Khodina on the violin and
Sayaka Takahashi on the piano, for which
occasion it was renamed by the composer as
“Poem for Violin and Piano.”

The Song Cycle on the Texts of Sandor
Petefy originally consisted of three songs,
initially composed in 1966, all of which were
rather short in duration. They had a very
simple, traditional, romantic style, bearing
allusionsto a popular, folksy musical manner.
In 2006, forty years later, Belodubrovsky
decided to expand the conception of the
cycle and wrote three other songs, longer
in their durations, considerably more
complex in their musical language, in their
harmonies and textures, more expansive
in their musical development. This was
stipulated by the composer’s fondness for
the poet’s works, as well as for his desire
to maintain his principle demonstrated in
his previous song cycles to reflect the entire
fullness of the poet’s personality. For this
reason, he started to choose other texts by
the poet, thereby raising the total number
of songs of the cycle to six. Notwithstanding
the apparent difference of breadth between
the earlier and the later composed songs, all
of them contain a sense of unity with each
other and help create an integral song cycle.
Obviously, the three later songs bring in
greater breadth to the whole cycle, endowing
it with almost symphonic qualities.
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The “Bryansk Songs” for soprano, violin,
viola, cello and piano were composed in
1970. They consist of three original Russian
folksongs from the Bryansk region, to which
the composer added accompaniments.
These pieces were composed as the result
of Belodubrovsky’s study of Russian folk
music. When the composer studied at
the Leningrad Conservatory, the students
were sent on “folk music expeditions” to
Russian villages so that they could collect
folk songs as they were sung by the village
dwellers, and he was very impressed by the
singing of the women folk singers. He added
instrumental accompaniments to the songs
he collected during his trips to the villages,
thereby turning them into original pieces.
The accompaniment expressed the essence
of the folk songs, at the same time, endowing
them with the character of classical music
and with his personal compositional stylistic
manner. The composer wrote these pieces at
a time of a state of compositional stagnation
he experienced, when he felt no stimulus to
compose music, and he did not know what
to do next. He decided to overcome this
crisis by creating arrangements of these
folk melodies. The accompaniments also
bear the trace of influence from the style of
Carl Orff, whose music the composer was
fascinated with at the time. Orff took original
elementary German songs in their actual
sounds and incorporated them verbatim in
his own musical compositions. In addition,
he developed his own conception of how
the folk songs were to be elaborated and
incorporated in classical compositions.
The German composer had six notebooks
with elaborations and arrangements of folk
songs, as well as instructions of how to teach
children by their means. These elaborations
began with simple melodies, on the basis of
which Orffinstructed how the children would
be taught to improvise in class and thereby
to develop their musical and auditory skills.
Belodubrovsky remembers how pleased
he was when after a performance of his
“Bryansk Songs” a fellow composer came
up to him and told him that it was clear that

the music was simple and comprehensible
and, at the same time, there were certain
elements present which were more
complex than originally perceived. After
having finished this work, the composer felt
freed of his compositional stupor, and this
composition served as a stimulus for him to
continue developing further in terms of his
compositional activities.

The Fifteen Pieces based on Folksong
Themes for string quartet were composed in
1972, and they are essentially arrangements
of folk songs of the peoples of each of the 15
republics of the Soviet Union. The composer
was immensely interested in folk songs
of various nations and peoples, and he
decided to compose pieces for string quartet
in which he would elaborate and create
accompaniments for them as harmonic
and textural filling. At first, he arranged the
folk songs of only several nationalities, and
then he decided to incorporate those from
all the 15 Soviet republics. In addition to
other considerations, he was particularly
interested in the fact that extremely
different nationalities with cultures that are
totally dissimilar to each other frequently
have music with very similar features. This
prompted him to speculate that the further
back through the centuries we go in history,
the more similarity and even unity between
different peoples may be found in terms
of their culture and music. In addition, the
creation of this instrumental cycle included
a practical element — Belodubrovsky wrote
this work in order to support the Bryansk
String Quartet, in which he was the first
violinist. The cycle was performed rather
frequently in Bryansk in the 1970s and was
even broadcast on the radio. In Moscow
it was performed by the “20th Century”
ensemble at the Jurgenson Salon in 2010.

The theatrical music to Maurice
Maeterlinck’s play “L’Oiseau bleu” [“The
Blue Bird”] for recitation, soprano, violin,
cello and piano was composed in 1977. The
composer was fascinated with the theatrical
plays of Maeterlinck and decided to compose
this work for the Bryansk Piano Trio affiliated
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with the Bryansk Philharmonic Society. This
was a theatrical play to be performed not
in a theater, but in a concert hall by one
person reciting the text, while the singer
provided a few vocal numbers, while all the
instrumental parts were performed by the
piano trio. The music consists of separate
numbers, each one delineating a character
or an episode of the play. The composition
includes a lot of sophisticated avant-garde
effects characteristic of contemporary
European music, intermingled by some
highly melodic numbers, most notably,
those including the soprano, containing very
accessible melodic tunes in the vein of Soviet
children’s music of the second half of the 20th
century. The composition lasts 45 minutes,
and, notwithstanding its wide assortment of
refined avant-garde textures, it is altogether
very audience-friendly and greatly accessible
to lay listeners unfamiliar with sophisticated
avant-garde music, especially to children,
who appreciated it during its numerous
performances in different schools and
libraries in Bryansk in the 1970s and 1980s.

The cantata “You are in my Heart,
Fatherland” for recitation, mixed chorus
and chamber orchestra was composed in
1979, and contains three movements. The
subject matter of the text is the history of
Russia from its early days to modern times.
The first movement is called “Song of the
Russian Land,” wherein the music brings in
allusions to early Russian Znamenny chant
church singing. The middle movement is
more dramatic and includes aleatory writing
and declamations, while the third movement
describes Russia during the Soviet period
and contains melodic writing in the vein of
children’s songs of that time period.

The cantata “Bryansk” for female
chorus and piano was composed in 1982 in
commemoration of a significant historical
date connected with the city of Bryansk, set
to texts by Sergei Markov and Alexander
Levinsky, supplemented with slight literary
revisions by younger-generation Bryansk-
based poet Galina Kartashova. Since in
the original conception of the Cantata its

texts described the historical events of
Bryansk during and after World War II, it
was necessary to introduce realities of the
city’s life during more recent years, and this
was superbly carried out by Levinsky and
Kartashova.

The song “The Bryansk Madonna” was
composed in 1982 to a poem written by
Belodubrovsky himself based on several
poems by Italian poets. In the center of
Bryansk, close to the Bryansk Music College,
there is a small park named after the
famous Russian poet Alexei Konstantinovich
Tolstoy, wherein there is a large number of
wooden statues, one of which presents a
copy of the statue of the Madonna, or Virgin
Mary, originally created by a classic Italian
sculptor. This particular statue inspired the
composer to write this song. Since he had
in his personal library a volume of Italian
poetry translated into Russian, and since he
perceived the importance of the fact that
the statue of the Madonna was based on an
original Italian statue, he decided to base
his original poem on four Italian poems. He
chose poems by four Italian poets, uniting
their aspects into one poem, so that the
object of the poem was only the Virgin Mary.
The music of the song is very soft and lyrical,
combining a tonally centered harmony with
very intricate deviations into chromaticism,
especially in the piano part, while the vocal
part sings a very gentle tonal melodic line.

The “Ten Frescos for Four Electronic
Bayans” were composed in 1985 for a special
group of musicians playing on a unique set of
“electronic bayans” (essentially electrically
amplified accordions). The composition was
written in commemoration of the thousandth
anniversary of the city of Bryansk (the first
time Bryansk was mentioned in historical
chronicles was in the year 985 AD), and
it expresses the historical realities of the
city, and it organically combines Russian
melodicism with contemporary sonoristic
textures. It also includes a few vocal lines,
which may be sung either by the performers,
while they play on their instruments, or
by singers who are added to the ensemble
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during the performance. The texts for the
vocal parts are written by different poets,
the most significant of whom is Vyacheslav
Kupriyanov. His vers libre poems have
been set to music in this composition.
Belodubrovsky found Kupriyanov’s poems
in a literary journal and was very impressed
of the way he depicted the history of Russia
from its earliest days to modern times. The
composition consists of three movements,
the second of which has an abundance of
sonoristic textures played by the bayans,
while the first and the third emphasize the
melodic element. The composition includes
a stylistic allusion to the traditional folk song
“Desnyanka” the text of which Belodubrovsky
replaced with his own original text.

In the late 1980s Belodubrovsky began
composing his first works in his avant-garde
style. The composer was more grateful than
most of his contemporaries for the changes
brought about by the end of end of the Soviet
regime, since the atmosphere in a smaller
city like Bryansk were especially oppressive
to artists than that of the big cities like
Moscow and Leningrad, and the changes
the country underwent in the late 1980s and
early 1990s presented Belodubrovsky with
greater opportunities for his composing and
performing activities than he ever had before.
Belodubrovsky’s works for solo violin are
extremely important among his output. Since
the composer is a violinist, the works written
in his genre are written to demonstrate both
his virtuosic technique of performance and
the expressivity of his musical style and his
personal character. The most well-known
of his solo violin works is his Prelude and
Toccata. This work, composed in 1988,
consists of an expressive first movement in a
moderate tempo with free rhythm endowed
with a poignant emotional intensity, while
the second is fast in its tempo, dynamic in
its energy and mood, quite virtuosic and
its technique and is written almost entirely
in the regular motoric rhythm of regular
sixteenth notes performed at a speedy pace.
The composition combines a perceptible
tonal centricity with intensive chromatic

harmonies, spelling out a peculiar use of
serial technique. This was the composer’s
first work incorporating serialism, and he
found it especially intriguing to compose
a work which possessed serial writing in
combination with tonal centricity.

The composer’s second work for solo
violin was the Prelude and Chorale, which
was written by him in April 1989. It is also
a two-movement cycle. The first movement,
which is the Prelude, is extremely dramatic,
emotionally poignant, entirely atonal in
its harmonies, consisting of short separate
rhythmically fast phrases played loudly and
dynamically, alternating with slower and
softer sounds, the latter including harmonics.
The second movement, the Chorale, is
predominantly diatonic, combining the
C major mode and the Mixolydian mode,
containing irregularly rhythmed repeated
double stops, all of which is meant to
resemble church chants from Georgia. In the
Chorale the composer attempted to reflect
elements of Georgian folk and church music
by means of nonstandard modal harmonic
progressions. Some chromatic harmonies
return towards the end of the work. The
dichotomy of the two movements of the piece
extremely contrasting in their harmonic
and textural languages creates a moving
dramaturgical effect.

“Burn, O Invisible Flame” is a work
for female chorus in three movements
set to a poem by contemporary Russian
poet Olga Sedakova, depicting feelings of
sadness, loneliness and, at the same time,
religious fervor expressed in the poem. Olga
Sedakova came to Bryansk in 1985 to take
part in Belodubrovsky’s “Apodion” Club, and
the composer had the chance to acquaint
himself with her poems, which he liked
immensely, and wished to set one of them to
music. The initial version of the composition
was written in 1991, but the composer made
a revised version in 2015. The work is tonal
in its harmony with a predominance of the
minor mode, very sad, plaintive, and at
the same time elevate, featuring multifold
repetitions of short melodic fragments
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overlying harmonic textures. The harmonic
textures involve a large number of divisi
for the female soprano and alto voices,
giving way to full harmonic textures and
complex chords, with an abundance of
seventh chords, ninth chords and triads
with added neighboring notes. The third
movement features the separate choral
voices singing repetitive motives at various
speeds, thereby creating an aleatory texture.
In the composer’s later version of the work
the harmonies and the textures, especially
those of the third movement, are made
even fuller and more complex. There are
slight allusions of folk music and Russian
Orthodox Christian church music, albeit not
as direct as in the cycle “The Blue Candle.”

The Dramatic Fantasy for two pianos
was composed in 1991 and is written
by means of the serial technique, which
the composer organically combines with
sonoristic textural effects for two pianos.
The work is fast in its tempo, very dynamic
in its mood and contains a lot of rhythmic
repetitions alternating between the two
pianos, succeeding each other at times,
which creates an interesting antiphonal
acoustic effects.

Of special interest are his two Sonatas
for Violin and Piano. The First Sonata for
Violin and Piano was composed in 1991-
1992. It is a complex modernist work written
by means of the serial technique. The entire
composition is based on one single twelve-
note series, which is such that if it were stated
in several voices at once, it would create
the impression of an overall improvisation
consisting of a freely atonal displacement
of pitches. However, the entire musical
material of the work is structured in such
a way that lengthy fragments of the music
are organized serially. This series not only
develops the horizontal melodic dimension
of the music, but also affects the rhythm in
the broadest sense of the word, making it
possible to organize the overall form of the
composition. Since the twelve-tone series
organizes all the parameters of the music, this
also generates the composition’s large-scale

form. The intervallic relationship between
the tones of the series can be numerically
established and then transferred to the
value of the respective duration. To a certain
degree this corresponds with the serial
technique of American composer Charles
Wuorinen known as the time-point system.

At the same time, the Sonata contains
avant-garde sonoristic textural effects which
are not connected with the serial technique,
such as playing inside the strings of a grand
piano, as well as a tragic emotional mood. The
work expresses the composer’s intensive sad
feelings connected with the adverse material
and political conditions of living in Bryansk
in the 1980s. The First Sonata initially
was given the title of “Ksnyarb,” which
is “Bryansk” spelled backwards, but the
composer later discarded the title, in order
to avoid excessively concrete biographical
connotations. It was composed under the
influence of the composer’s friendship and
musical interaction with St. Petersburg-
based pianist and composer Sergei Oskolkov,
together with whom Belodubrovsky
performed in a piano-and-violin duo. The two
musicians performed this work at the Nikolai
Roslavetz and Nahum Gabo Festival for the
Arts in 1993, and then played it in different
concerts and festivals in St. Petersburg and
Moscow. Recently it was performed at the
“Moscow Autumn” contemporary music
festival in Moscow by violinist Vladislav Pesin
and pianist Mikhail Dubov.

The choral cycle “Luminous Dreams”
for children’s chorus a cappella set to poems
by Russian contemporary poet Victoria
Andreyeva was composed in 1997. The
cycle contains four short pieces for two-part
chorus (three-part in the third movement),
with repetitive entirely tonal harmonies
and simple melodic and contrapuntal
writing, both extremely accessible, so that
children could sing it without difficulty, and
at the same time, very sophisticated and
expressive, effectively grasping the moods of
the four poems, which also seem deceptively
to be simple on first reading, but are in fact
very profound and philosophical in their
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inner content. The titles of the four pieces
are, respectively, “Luminous Days,” “An
Opened Window,” “Thunderstorm” and “Ah,
in that Garden.” Belodubrovsky was very
fond of these poems and wished to convey
their lyrical moods by musical means. The
third movement is the fastest in its tempo
and most dynamic in its mood and the most
complex in its textures. It has a three-part
texture, two of the voices of which repeat
a fast melodic motive at random, creating
an aleatory texture, while the third voice
comes it a few seconds later with a more
expanded melody. The fourth piece returns
to the simple two-part texture and the lyrical
mood of the first two pieces.

The “Four Poems by Joseph Eichendorf”
for solo violin were composed in 1998 under
the influence of the great German poet’s
verses. Each of the four pieces of this cycle
is preceded by Eichendorf’s poems, which
may be recited by the violinist in German,
or in Russian. The music includes a lot of
sound painting, not only expressive, but also
depictive elements, such as trumpet fanfares,
the rustling of the wind and bird calls. It
combines elements of tonal melodicism with
a variety of sound color, including pizzicato,
harmonics and such extended techniques as
playing on the other side of the bridge.

The Four Transformations for solo
violin, composed in 1999, contain fragments
of real music by other composers — namely,
Mendelssohn, Webern, Grieg and Dufay,
transformed by Belodubrovsky, each
time in a different way. The composer
was influenced by the technique of
“transformation” developed by Russian
artist Mikhail Chemiakine, who emigrated
to Paris in the 1970s, who had the tendency
of creating altered or distorted copies of
well-known sculptures or paintings by
other visual artists, recognizable, albeit,
greatly varied in Chemiakine’s rendition.
Likewise, Belodubrovsky tried to alter well-
known musical works by other composers,
thereby creating original works of his own
with recognizable features of the original
compositions. The first movement is a

transformation of Mendelssohn’s Wedding
March, which is altered by speeding up the
tempos, adding dissonant harmonies and
presenting the initial melody with a comical
touch. The transformation of Webern’s
fourth piece from his Five Pieces for String
Quartet opus 5 is extremely difficult in its
technique, albeit, containing a comical
character by having the violinist combine
all four rhythmically and texturally diverse
parts together in one part with an added
whistling part. Notwithstanding the comical
quality, Belodubrovsky’s transformation of
Webern’s piece retains to a certain degree
its expressive and mystical character. The
transformation of Guillaume Dufay’s motet is
also extremely difficult in its technique, since
it combines all the four voices of the choral
work in one violin part as quadruple-stops,
the awkwardness of playing all four voices
on one bow dispelling much of the solemn,
elevated character of Dufay’s work and
bringing in an unwieldy, comical character,
retaining only a bit of the original austere
character of the original piece. Grieg’s “Death
of Ase” is transformed by having the violinist
play the chorale texture of the original music
faster than the elder composer wrote it and
with added double-stops, thereby bringing
in a humorous element.

Two Bryansk Songs for solo violin
were composed in 1999 and are based on
genuine folk songs from the Bryansk region,
which the composer transformed to such
an extreme manner, that it is no longer to
recognize the original songs. The first piece
is moderately slow in tempo and elaborates
folk Russian melodicism in the high register
of the violin, at times making use of
harmonics, as well as dramatic double-stops
in combination with trills on the violin. The
second piece is fast in its tempo and dynamic
in its mood. It elaborates a melody which
sounds as a Russian folk song, presenting it
in various registers, with various manners
of playing the violin, combining the initial
diatonic melody with dissonant, chromatic
double-stops. The violinist is supposed to
recite in a funny voice the text of a Russian
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folk song from the Bryansk region about
a dove flying and a girl asking her mother
permission to go out to the village and to
hear folk musicians playing the Russian
folk instrument, the gusli. The middle of
the piece contains very dynamic, virtuosic
music in regular sixteenth-note durations
performed in contrasting registers, including
high register. Then the music returns to the
initial folk-song material of the piece. The
performance of this composition has been
performed by Belodubrovsky himself in an
especially impressive and dynamic manner.

The Second Sonata for Violin and Piano
was composed in the year 2000 with the aim
of performing together with Sergei Oskolkov
at the piano a set of “Second Sonatas for
Violin and Piano,” including those by
Oskolkov, Alfred Schnittke and 20th century
French composer Jacques Charpentier.
Unlike the First Sonata for Violin and Piano,
this composition is not written entirely in
the serial technique, but employs some of
aspects of serialism in the context of diatonic
melodic musical material. The composition
contains tonal centricity combined with
lengthy excursions into the realm of
chromatic harmony. Although this Sonata
was written much later than the First Sonata,
it also expresses, albeit retrospectively, the
composer’s intense emotional response to
the hardships of his life in Bryansk in the
1980s connected with the oppressive political
situation, when the governmental authorities
were giving him a hard time because of his
musical-educational activities of promoting
rare specimens of music, literature and art,
including those prohibited by the Soviet
regime. The most prominent use of the serial
technique is expressed by the inclusion of the
famous Soviet popular song from the time of
World War II “Shumel surovo bryansky les”
[“The Bryansk Forest was Stirring Sternly”]
composed by Sigismund Katz to a poem by
Anatoly Sofronov. The composer presented
the pitches of this widely famous Soviet
song in retrograde form, as if it were a serial
line. Simultaneously he gave instructions
for the musicians to pronounce the words

of the song’s title backwards, and then
in the dramaturgical culmination of the
composition the names of the two creators
of the song Katz and Sofronov are also to be
chanted by the two performers backwards
as “Tsak” and “Vonorfos,” in a seeming act
of mystical exorcism. Thereby, the composer
was expressing his attitude of protest against
the political persecution he had to endure
from the Soviet authorities during those
years, most notably when his “Apodion”
Club was forcefully closed down in 1985.
The Second Sonata for Violin and Piano was
performed by Belodubrovsky and Oskolkov
at the Nikolai Roslavetz and Nahum Gabo
Festival for the Arts in Bryansk, at the
“Moscow Autumn” contemporary music
festival and the Sergei Berinsky Musical Club
in Moscow and the “Sergei Oskolkov and his
Friends” festival for the arts in St. Petersburg.

“Journey from Moscow to St. Petersburg”
(or “Composition in which I Expressed my
Feelings during my Journey from Moscow
to St. Petersburg”) for piano, harmonica,
whistle, quail-pipe and automobile horn,
all played by one performer, the pianist,
was composed in 2002. It is a lightweight,
comical and theatrical composition,
containing predominantly repetitions of
alterations between tonic and subdominant
harmonies played on the piano and the
harmonica, to which are added additional
comically sounding textures of the whistle,
the quail-pipe and the automobile horn. The
title of the work invokes a book of memoirs
by late 18th century poet and writer
Alexander Radishchev “The Journey from
St. Petersburg to Moscow” which combines
sentimental poetic musings with elements
of social criticism. The composition, written
during one of Belodubrovsky’s trip to St.
Petersburg to take part in the festival for
the arts “Sergei Oskolkov and his Friends”
lacks both traits inherent in Radishchev’s
book, but is entirely comical, expressing a
primitivist and Dadaist musical aesthetics,
akin to the artistic movement of the 1920s,
and meant to depict the sound of a train.
It has been performed in various venues
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in Moscow, at Belodubrovsky’s festival in
Bryansk and at the aforementioned festival
in St. Petersburg.

The choral cycle “Blue Candle” for mixed
chorus set to poems by Russian mid-20th
century visionary poet Daniil Andreyev
(1906-1959) was composed between 1998
and 2003 and consists of three movements.
The composer chose three poems by
Andreyev from his collection “The Blue
Candle,” all of them containing religious
visionary qualities and moods. All three of
the pieces are moderate in their tempi, the
second being slightly faster than the first and
third. They combine a simple melodic quality
with the choral textures and elevated moods
of Russian Orthodox Christian church music,
albeit the composer’s intention was not to
create a canonical church composition, but
to recreate the profound, mystical qualities
of the poems by means of the music. The
second movement contains more discernible
melodic writing, while the first and third
pieces emphasize the choral textures to a
greater degree.

The Sonata for Violin and Organ, subtitled
“Epitaph, Improvisation and Chorale” was
composed in 2004 and was performed at
the “Moscow Autumn” festival in Moscow.
It consists of three extremely contrasting
movements the characteristic features of
which are essentially described by the work’s
subtitle, and is written almost entirely in a
traditional musical style containing elements
of neoclassicism and a diatonic harmony.
The first movement is slow and solemn,
the second is faster and more rhythmically
active, and the third movement is slow and
has an austere, religious mood. In the first
movement of the Sonata, the “Epitaph,” there
is a self-quotation of a musical theme from
the composer’s “Suite for Four Electronic
Bayans” from the 1980s, whereas the last
movement of the composition, the “Chorale”
contains a quotation from a specimen of
Znamenny chant, the early Russian (pre
17th century) monophonic church singing.

In 2005 Belodubrovsky composed a short
opera “Nikolai” [“Nicholas”] for soprano,

tenor, violin, cello and piano to a libretto of
his own creation based on poetic and prose
texts by early 20th century poets Velemir
Khlebnikov, Daniil Kharms and Alexander
Vvedensky and by contemporary Russian
writer Victor Pelevin. The libretto contains
lightweight humorous elements, as well as
serious, philosophical contemplation of life
and its meaning. It deals with the last Russian
tsar Nicholas II (who reigned between in
1894 and 1917). He is shown as superficial
in his character and weak and indecisive in
his motivations. Through the influence of
his wife Empress Alexandra, his character
is changed, and he acquires strength of
motivation and volition. Belodubrovsky
considers this work as the most important
in his musical output. The music, tonal in its
harmonies and romantic in its style, with
elements of neoclassicism characteristic
of late 20th century composers from St.
Petersburg, begins and ends in a slow and
austere mood with sparse textures, switching
to a faster tempo and a more lightweight,
jovial mood, prior to returning to the initial
mood later. The end of the opera contains
a text setting of Alexander Vvedensky’s
famous “Elegy” and offers extremely sad
and pensive music, depicting the mood of
the text in its philosophical questioning
about the meaning of life.

“Dream” for violin and piano, composed
in 2005, is a short lyrical composition, entirely
tonal in harmony and traditionally romantic
in its instrumental texture and overall
language, composed in a rather standard
ternary form with a slightly more dynamic
middle section. It was composed in memory
of composer German Okunev, a faculty
member of the Leningrad Conservatory, who
was killed in a car accident, when he was
taken away in an ambulance after having
fallen ill with the flu.

“Extraction of Iodine from Algae”
for solo violin was composed under the
impression of a philosophical treatise
by priest and philosopher Father Pavel
Florensky (1882-1937). The music expresses
and depicts the aforementioned title by
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means of physical effects, such as rustlings,
created by sparse sonoristic avant-garde
textures, including quarter-tone intervals
and glissandi carried out by double-stops in
the high register of the violin. It also contains
depictions of bell peals created by double-
stops and triple-stops in the lower register of
the violin, indicating the fact that Florensky
was a priest. A very important element in
the piece is the pitch F, indicating the name
of Florensky, with which the piece begins
and which frequently recurs throughout the
entire work.

“Az i ya” for solo flute was written in
2007. The title of the piece presents a word
play, including the Old Slavonic word “Az”
(meaning “I,” as in first person singular),
the “i” meaning “and” in Russian” and the
“ya” meaning the first person singular
“I” in contemporary Russian. At the same
time, the assemblage of word also connotes
the Russian word for “Asia.” Thereby the
composer presents a correlation between
ancient, historical with contemporary
culture. The music combines in an organic
way simple diatonic melodic passages,
repeated by means of variations, with more
complex chromatic passages containing
livelier virtuosic textures, albeit containing
lots of repetitions. Subsequently the
composer created a newer version of the
piece, to which he added more chromatic
harmonies, virtuosic passages, and even a
small number of extended techniques for
flute. The piece conveys a succession of
different emotional moods, ranging from
pensive and philosophical to fast and lively.

“The Beasts of St. Anthony” for clarinet,
violin, cello and piano is a three-movement
composition written in an avant-garde
style. It was inspired by a book of poetry
titled “The Beasts of St. Anthony” written by
Leningrad-based poet Dmitri Bobyshev, who
was patronized by Anna Akhmatova, and
who later emigrated to the USA, and by the
picture illustrations of these poems by artist
Mikhail Chemiakine. In Bobyshev’s poetry
book each poem is illustrated by Chemiakine,
and the music was inspired both by the

poems and the pictures. The composition
contains serial technique applied not only
to pitch, but also to rhythm. The rhythmic
series is built in such a way that it bears
rhythmic development, thereby, the pitch
series is transferred to the rhythmic series,
and that in turn is transferred to the gradual
development of the overall form. In addition
to the serial aspect, the composition includes
very harsh sonoristic textures and elements
of aleatory technique.

“Debryansk” for piano, composed in
2010, consists of three movements bearing
the titles of “Morning,” “Day” and “Evening.”
The title of the work denotes the early
historical name of “Bryansk” (stemming
from the Russian word “debry,” which
means “forest thickets). The composer
wished to express the history of Bryansk,
so the work is endowed with an assortment
of avant-garde textures meant to convey
historical color and exoticism — first of
all, piano textures depicting bell peals,
describing the churches of Bryansk and
their lengthy history, as well as extended
techniques, such as playing inside the strings
of the piano and pizzicato sounds inside the
strings. The work was performed by pianist
Ivan Sokolov in Moscow and at the “Nikolai
Roslavetz and Nahum Gabo Festival for the
Arts” in Bryansk.

This examination of Mark Belodubrovsky’s
musical compositions demonstrate him
as a versatile, talented and distinguished
composer, able to create music in various
styles and techniques, from traditional
to avant-garde, in different instrumental
and vocal media. Notwithstanding their
extreme diversity, his musical style is not in
the least eclectic or lacking in inner focus,
but the extreme diversity of the composer’s
styles merely presents a broad panorama
of various aspects of a single unified style,
endowed with profound philosophical
thought, emotional expression, colorful
depiction and brilliant theatrical qualities.
All of this portrays a powerful and highly
integrated creative talent whose musical
language speaks powerfully to those
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who are fortunate to hear it, and whose concert organizer and popularizer of music
recognition by the public definitely deserves by undeservedly forgotten composers, he
to be expedited and given its proper dues. deserves to be better known and appreciated
In addition to his merits as a violinist, as a distinguished original composer.
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Hess pyccKoro CHMBOJIM3Ma
0 CHHTe3e KyJIbTYPHBIX GopM
B KOHTEKCTe KYJIbTYPhI
IIOCTMOJepHa

AKTyaJIbHOCTB TeMBI 00yCJIOBIEHA
BHUMAaHHEM K TeHZIeHIIUAM PasBUTHA
KyJIbTYpHL. CHHTe3 KyJIbTYPHBIX GOPM SIBJII€TCS
OJHUM M3 Ba)KHbIX paKTOPOB JUHAMUKHU
KyJIBTYPBI. YUeHHe PYCCKOT0 CUMBOJIM3MA
0 CHHTe3e KyJIbTYP aHaJIM3HUPOBaIOCh
B Hay4YHOU JiUuTepaType Bcero XX BekKa.
HoBu3Ha uccief0BaHUA 3aKIH0YaeTCd
B COIIOCTaBJIEHUH HJIe CHHTe3a UCKYCCTB
B Hauyaste XX 1 XXI BeKoB. PaccmMaTpuBaroTCs
[iBa aclleKTa HUjeu CuHTes3a: 1) akTyaJIbHOCTb
HJled CUHTe3a UCKYCCTB B 3II0XY IIOCTMO/IEPHA;
2) My3bIKa U 3pUTeIbHBIN P
KaK OpraHU3yIoIHe IIeHTPbl CHHTe3a UCKYCCTB
B 9110Xy MHGOPMAILIOHHbBIX TEXHOJIOTHH.
Ilesib JaHHOM CTaTbU — PACCMOTPETh YUeHUe
PYCCKOro CHMBOJIM3Ma 00 HHTEerpanuu
pa3IuuHbIX GOPM HUCKYCCTBA U 0COOEHHOCTH
CHHTe3a B 3II0XY IIOCTMO/IepHa.

Vpest nHTerpanuu KyJIbTYPHBIX GOpM
SBJIAJIACH OJJHOM U3 KJIIOUEBBIX B PYCCKOM
CHMMBOJI3Me B HauaJie XX BeKa
U OCMBICJIMBAJIACh KaK peaJbHasd IIepCclIeKTHBA
pasBUTHA KyJbTYPHI. B IIMPOKOM 3HaUeHUU
CHHTe3 B CHMBOJIM3Me 03HayaJl I11eJIOCTHOCTh
>KU3HU, MHTETpaIuo Bcex chep
JKU3HeJedTeJIbHOCTH YeJI0BeKa,
«OpraHuYecKoe CoeJUHeHue» KYJIbTYp
IIPOIILJIOTO ¥ HACTOLIIero. Peasmusanys
CHHTe3a BO3MO’KHA Ha OCHOBE UCKYCCTBAa
CHMBOJIM3Ma, CIIOCOOHOI0 CO3aTh HOBYIO
KyJbTYpy. CHHTe3 UCKYCCTB IIOHUMAJICA
Kak Hadayio OpMHUPOBAHUI HOBOU KYJIbTYPHL.

The Idea of Russian Symbolism
about the Synthesis of Cultural
Forms in the Context

of Postmodern Culture

The relevance of the topic is due
to the attention to trends in the development
of culture. The synthesis of cultural forms
is one of the important factors in the dynamics
of culture. The teaching of Russian symbolism
about the synthesis of cultures was analyzed
in the scientific literature of the entire twentieth
century. The novelty of the research
is to compare the idea of art synthesis
in the early twentieth and twenty-first centuries.
Two aspects of the idea of synthesis
are considered: 1) the relevance of the idea
of art synthesis in the postmodern era;

2) music and the visual series as organizing
centers of art synthesis in the era of information
technology. The purpose of this article

is to examine the teaching of Russian
symbolism about the integration of various
forms of art and the features of synthesis

in the postmodern era.

The idea of integrating cultural forms was
one of the key elements in Russian symbolism
at the beginning of the twentieth century
and was interpreted as a real prospect
for the development of culture. In a broad
sense, synthesis in symbolism meant
the integrity of life, the integration of all spheres
of human activity, the “organic connection”
of cultures of the past and present.

The synthesis can be realized on the basis

of the art of symbolism, which can create a new
culture. The synthesis of arts was understood
as the beginning of the formation of a new
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SImpoM cHHTe3a UCKYCCTB CUMBOJIUCTHI
BUJIeJIA MY3BIKY.

I ICKyCCTBa 3II0XU IIOCTMO/IepHa
XapakTepeH CUHTeTHU3M. KoMIIbIoTepHEIe
U MHQOPMAIFOHHbIE TeXHOJIOTUU CO3Lal0T
HOBBIe QOPMEBI CHHTETUYEeCKOT0
MeHanCKycCTBa. [[eHTpoM HHTerparfiOHHOMU
KOHCTPYKIIUUA GOpPM ayLUO0BU3yaIbHOMN
KyJILTYPHI IIOCTMO/IEPHA CTAHOBUTCS
BUzleopss. CHMBOJIMCTCKAs HUesl O CHHTe3e
HCKYCCTB KaK Havajle U3MeHeHUs KyJIbTYPhl
B 3II0XY IIOCTMO/IepHa 0CTaéTCs YTOIIHYeCKUM
npoekToM. Ho co3aHue HOBBIX GopM
HCKYCCTBA B KyJIbType IIOCTMO/IepHa
IIPOMCXOSUT Ha OCHOBe UHTEIrPaIiuu.
HoBBIe TeXHOJIOTHH CTAHOBATCA GaKTOPOM,
OIIpeJiesIIIINM 0COOeHHOCTH CHHTE3a
HCKYCCTB U BJIUAIOIUM Ha TUHAMUKY
KyJbTYpHI. Kak B pyCCKOM CMBOJIM3ME,
TaK U B COBpeMEHHOM HCKYCCTBe I1eJIbI0
CHHTe3a UCKYCCTB OCTAETCd IIpe/iCTaBIeHUe
[1eJIOCTHOTO 06pasa Mupa, opMHUpOBaHUE
CHUCTeMBI MUPOBO33peHYEeCKUX YCTaHOBOK.

KiroueBrble cioBa:

PYCCKHI CHMBOJIM3M, CHHTE3 HUCKYCCTB,
KyJIbTypa II0CTMO/IepHa.

culture. The core of the synthesis of arts,
the symbolists saw music.

Postmodern art is characterized
by synthetism. Computer and information
technologies create new forms of synthetic
media art. The video series becomes the center
of integration construction of postmodern
audiovisual culture forms. The symbolist idea
of the synthesis of arts as the beginning
of cultural change in the postmodern era
remains a utopian project. But the creation
of new art forms in postmodern culture i
s based on integration. New technologies
are becoming a factor that determines
the specifics of the synthesis of arts
and influences the dynamics of culture.
Both in Russian symbolism and in modern art,
the goal of art synthesis is to present an integral
image of the world, to form a system
of worldview attitudes.

Keywords:

Russian symbolism, synthesis of arts,
postmodern culture.
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OBpeMEeHHBIN 3Tall UCTOPUUECKOTO

pasBUTHS 0603HAYAIOT KaK 3IOXY II0-

CTMO/IepHa. I110Xa MOJiepHa, IIPOBO3-
IJIaCUBIIIasi Bepy B UeJO0BEeUECKUH pasyM,
HayKy U TEXHUKY, II03BOJIIJIA UeJIOBEUECTBY
IepedTH K OCTUHYCTPUAJIbHOMY 00II1e-
cTBY. HayyHO-TeXHUUECKHUE JO0CTHIKeHUs,
OJHUM U3 KOTOPHIX CTaJl UHTEPHET, U3Me-
HIIU IIpefiCTaBJIeHUsI 0 IPOCTPaHCTBE, Bpe-
MeHH, IBIKeHUH. O6111ecTBO CTAHOBUTCS
nHOpPMaIMOHHEIM. HacTymnaeT amoxa I1o-
cTMo/iepHa. Ka)kpIii TUII 06I1lecTBa UMeeT
cnermupUKy, KOTOpasi BrIpakaeTcsl B pas-
JUYHBIX GopMax U BUMAX JeATeIbHOCTH.
JlIUHAMUYHOe Pa3BUTHE KYJIbTYPHI B COBpe-
MeHHOM O00IIlecTBe IIPOSIBJISETCS B CO37a-
HUHU e€ HOBBIX $OpPM U BHJIOB.

BciencTBue KyJAbTYPHOM OTUHaAMHUKU
XXI BeKa COBpeMeHHbIe CTpaTeruu eé uc-
CJIelOBaHUs OCHOBBLIBAKTCA Ha IIOHHUMa-
HUU KYJbTYPbl KaK GOPMBI OBITHS, KOTO-
pas yrpayuBaeT IIOCTOSIHHYIO CYIITHOCTH U
CTAaHOBUTCI MU3MEHUYUBOU JUHAMHUYECKOU
peanbHOCTHIO [3, c. 183]. /laHHOe oIipefe-
JIeHHe I103BOJIgeT PacCMOTpeTh JUHAMUKY
PYCCKOM KyJIbTYphl Hauvasa XX M Haydaja
XXI BeKa, eé BHYTpeHHUE CUCTeMHbIe U3-
MeHeHUs, OJHUM U3 KOTOPBIX CTaJI CHHTE3
HCKycCTBa. MHTerpamoHHbIE SBJIEHUS
U Iporeccsl B chepe 3CTeTUYeCKOIo IIpo-
CTPAHCTBA SABJIAIOTCA Ba>KHBIM MCTOYHUKOM
OIUHAMUKHU KyJIBTYPBhI, KOTOpas peaausyer-
s B pa3sHO06pa3HbIX GopMax, CUHTE3UPYIO-
IITUX pas3JIUYHbIe BUABLI UCKYCCTB U 3HaHUA.
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IIpy B3aUMOJIeICTBUU U COeITUHEHUH Pas-
HOPOJHBIX 3JIeMEeHTOB BO3HUKAKT HOBEIE
$OopMBI, HallpaBJIeHUs, CTUIHU, MOJIEJIH, U3-
MeHseTCs TUII MBIIIIJIEHHs, CJIel0BaTe/IbLHO,
CO3/1aéTCs APYyroe COIMOKYJIBTYPHOE IIPO-
CTPaHCTBO.

TpaguIiioHHO OJHOU M3 GOPM KYJIbTY-
PEI SABJIAETCA XYL0’KeCTBeHHas, OCHOBaH-
Has Ha TBOPYECKOH AedTeIbHOCTH, Halle-
JIEHHOU Ha Y[ 0BJIETBOPEHHE IOYXOBHBIX
IIOTpe6HOCTeN 4YesioBeKa. Xy 0XKeCTBeH-
HOe TBOPYECTBO TECHO CBA3aHO C IIOHATH-
€M HCKYCCTBa. JJIeMeHTaMHU XY/[0)KeCTBeH-
HOU KyJIbTYPHI Ha3hIBalOT CeMb BU/IOB HC-
KYCCTBA: apXUTEKTYpPy, U300pasUuTeIbHOe
HCKYCCTBO, MY3BIKY, JIUTEpPATypPy, TaHel],
TeaTp, KuHeMmartorpag. O ¢peHoMeHe B3au-
MOZIeFICTBHA Ha3BaHHBIX BUJI0B B pasHEbIe
UCTOpPUUYECKUE IIepUOAbl IIHUCATIU MHOTUE
aBTOpHI [2; 8; 11; 14; 17; 18]. [loHUMaHUe
CUHTEe3a UCKYCCTB 3aBUCUT OT COIJUOKYJIb-
TYPHBIX $aKTOPOB, MUPOBO33PEHUA IIOXHU.
B cBOEM HCTOPHUYECKOM PasBUTHUU GOPMBI
HWCKYCCTBA COeUHSINCE JIJI BOILJIOIIeHUS
XyI0>KeCTBEHHOU H/ieH, 60JIbIIIEero 3CTeTH-
4eCKOro Bo3ziercTBusd. Ocoboe KU3HeCTPo-
UTeJIbHOe 3HaUYeHUe Hjiesd HUHTerparuu uc-
KYCCTB II0JIy4YHJIa B PyCCKOM CUMBOJIM3MeE B
Hayasie XX Beka. CHMBOJIM3M QOPMYJIHPYeET
HUzer noJaIuGoHUU BeeX chep aCTeTUYeCKO-
ro, 3HaHUU, MUDOB, I3bIKOB U B KOHEUHOM
UTOre KYJbTYP, TO €CTh UJEI0 KyJIbTYpPhI
KaK OTKPBITOM CHUCTEMBI, HaXOAIIlencs B
IIOCTOAHHOM AuHaMuKe. CHHTe3 UCKYCCTB
B TeOpPHU CHMBOJIM3Ma IIOHUMAJICI KaK
byHIaMeHT CO3JaHUSA HOBOU KYJIbTYpPHI
4YeJjioBeyecTBa.

B Hauasie XXI Beka COIIMOKYJIBTYpHAas
IUHaMUKa 00ycJI0BHUIa 0C060e BHUMaHUe
K CHHTe3y HCKyCcCTB. IIpoIieccsl MHTerpa-
Uy GOpM HMCKYCCTBa B 3II0XY IIOCTMOZEp-
Ha II0 CpaBHEHUIO C JPYITUMU IIepruofaMu
YCUJIMBAKTCA. B obiecTBe mmoTpebiieHUs
TeXHHUYeCKHe JOCTHKeHUS ITI03BOJISAI0T Coe-
OUHATH pasjIuYHble QOPMBI 3CTETHYECKOT0
[T YI0BJIETBOPEHUS 9MOIIMOHAIbHBIX 3a-
IIPOCOB YeJIOBeKa. B Ky/JIbType IocTMozep-
Ha CoeJMHEeHNe PasJIMYHBIX POPM HCKYCCTB
CTaJI0 HeOOXOAMMOM XapaKTepUCTUKOM

npousBeneHus. HoBrle peHOMEHEI KYJIb-
TYPBI OIIpeesIAF0TCI TAKUMH TepMUHaMHU,
KaK «MHTerpanus UCKyCCTB», «CHHTe3 UC-
KyCCTB», «CHHTeTHYECKO€e HCKYCCTBO», «CH-
HeCcTeTHYeCKOe IIPOH3Be/leHue».

Pycckuii CUMBOJIM3M, yTBepyKaas HeoO-
XOAUMOCTb eJUHCTBA PaljHOHAJIbHOIO U
BHepaIMOHAJIBHOTO 3HAaHUSA, NUOHUCHUM-
CKOTO ¥ all0JIJIOHUYeCKOro HavaJl, eJUHCTBO
HUCKYCCTB Y, HAKOHeIl, KyJIbTYP, IPOPOYECKH
ompezesigeT 061N BEKTOP B pellleHUH 3Ha-
4UMBIX ITpobsieM XXI crosieTus. IlosTomy 1te-
JIBIO CTaThbH SIBJIAETCS YACHEHHe CYIIIHOCTH
HU7led CUHTe3a B UI0COQUU PYCCKOIO CUM-
BOJIM3Ma Hadasia XX BeKa U eé COIIOCTaB-
JIEHHe C IIpoIjecCaMU pa3MBbIBaHUS TPaHHUI]
MeXK/ly pasJIMYHbBIMH BHIaMH HCKYCCTBa B
3II0Xy ITOCTMOJepHa. Eciiu TeMy cHHTe3a B
PYCCKOM CHUMBOJIM3Me OCBeIljaIu I1y60Ko,
TO 00 aKTyaJIu3aliiy Uied MHTerpaliu pas-
JIMYHBIX KYJIBTYPHBIX GopM B XXI Beke I10JI-
HOT'0 HCCJIeIoBaHUs He ces1aHo. [IocKoIbKY
CUMBOJIMCTCKOE YUYeHIe O CUHTe3€e HCKYCCTB
HMeeT MHOTO acIIeKTOB, /I COIIOCTaBIeHU
C TeHJIeHIIUAMH K IUTIOPaJIHM3aliU KYJIbTYP-
HOI'0 IIPOCTPAHCTBA B 3II0XY IIOCTMOJEpHAa
O0CTaHOBHMC Ha [IBYX BoIIlpocax: 1) aBisgeT-
Cs JIM HJies] CHHTe3a UCKYCCTB aKTyaJIbHOU
B 3II0Xy IIOCTMO/IepHAa; 2) CTaHOBATCA JIU
MYy3bIKa UJIH 3PUTEJIbHBIN Pl OPraHU3yIo-
IIIMM [[eHTPOM MHTerpaliiu HCKYCCTB B 3I10-
Xy THQOPMAIIOHHBIX TeXHOJIOTUH.

HWest CHHTe3a HCKYCCTB
B PyCCKOM CHMBOJIU3MeE

Pycckuil CHMBOJIM3M KaK JILTepaTypHO-
Xy[IO’KeCTBEHHOe HallpaBJIeHHe KOHIIa
XIX — Hauasia XX BeKa IIpe/CcTaB/IeH TBOP-
4eCTBOM BBIIAKOIINXCA GUI0COPOB, II03TOB,
HCTOPUKOB (/M. MepeXKOBCKUM, A. beJIbIl,
A. biiok, B. bprocoB, Bgu. UBaHOB, 3JIJIHC
U 7ip.). CUMBOJIU3M CcHOpPMYyJIMPOBa GUIIO-
COPCKO-3CTEeTUYECKHE OCHOBBI KYJIbTYPHI
3II0XU MOJlepHa, IIPe/JIO’KUJI HOBBIE XY-
IO’KeCTBEHHO-3CTEeTUYECKHe IIPUHITUIILI,
HHOe [IOHUMaHMe COOTHOIIIeHUs UCKYCCTBa
U JKU3HHU, II03TOMY OKasaJl CyIlleCTBEHHOe
BJIMSIHHE Ha PYCCKYIO KYJIBTYpPy XX Beka.
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Hpesa cuHTe3a CTAaHOBUTCA OLHOM U3
IIeHTpaIbHBIX B TEOPUU CUMBOJIM3Ma. Pyc-
CKHe CHUMBOJIMCTBI IIOHUMAaJIU CUHTe3 GopM
KyJbTYpH! [14, c. 293] npenesbHO IIIHUPO-
KO — KaK eJUHCTBO HUCKYCCTB U KYJIbTYP.
HHTerpanus KyJbTyp HAYHETCA C CUHTe3a
HUCKYCCTB, KOTOPBIHX CIIOCO6EH CO37aTh HO-
Bble GOpMEBI B BU/BIL. MICKYCCTBO, OTpakas
U IIpeobparkas JeHCTBUTEJIbHOCTD, U3Me-
HAeT KyJIbTYpY.

[loHUMaHUe CUHTe3a B CUMBOJU3ME
CJI0’KHee, yeM MeXaHHu4ecKoe oO0beJuHe-
HUe pasJIMYHBIX BUJOB HCKyccTBa. Hes
CHHTe3a II0Jpa3syMeBaeT HMHTerpaJbHOe
OCMBICJIEHUEe SIBJIeHUM KYJIbTYpPHhl. O0bek-
TUBHBI MUP MHOIOTPaHEH U He MOXKeT
OBITH PACKPBIT CPeACTBAMU OJHOTO BHIA
3HaHUU. Bce GOPMBI KYJIBTYPHI OTPa’karoT
pasauyHble chephbl AYXOBHO-IIpaKTHUYe-
CKOM JesITeJIbHOCTH 4YesI0BeKa, CjaefoBa-
TeJIbHO, UHTEIPaTUBHO B3aUMOZeCTBYIOT.
XymosKeCTBeHHbIEe U HeXY/10’KeCTBEeHHEIe
3JIeMeHTHI, 00pa3ys eJUHOe I1eJI0e, COCy-
IIeCTBYIOT HA Pa3JIMYHBIX YPOBHAX COIH-
OKYJILTYPHOMN peaJbHOCTHU. Puiocodus,
HUCTOPUS, TBOPUYECTBO, 3CTETUKA U T. .
IIpeCTaBJIAIT CO60M OTZAebHble Chephl
YeJIOBEYeCKOI0 3HAHU, U TOJIBKO KYJb-
Typa B IIpoIlecce UX MHTeTPaIiuu CII0CO0-
Ha 00pa3oBbIBaThH HOBBEIe GOpMEBI. CHUHTe3
poXKgaeTcd KaK HeKoe CoelUHeHUe XY[0-
KeCTBEHHOU U BHeXYJ0)KeCTBeHHOU pe-
aJILHOCTEMH.

OCHOBHOM HJieell KOHIIEIIIIUU CUHTe3a
HUCKYCCTB CTAaHOBUTCS CTUpaHUe BCeX Ipa-
HUIL| MeXAY KaHpaMu U BUJaMHU, UCKYC-
CTBOM U )KHU3HEBI0, «BOCCOeJUHEeHUe tudde-
PEeHIIMPOBaHHBIX KYJILTYPHBIX CUJI B HOBOE
CHUHTeTHUYeCKOe MHUpPOCO3epllaHue U Iie-
JIOCTHOE >KU3HEeCTPOUTeJILCTBO» [9, c. 47].
KpyIHeiie TeOpeTHKH PyCCKOI0 CUMBO-
JIM3Ma, CO3HaBas OTPaHUYEHHOCTh PaMOK
TPAJUIIMOHHOI0 MCKYCCTBa, CTPeMSATCH
Il0Ka3aTh, YTO IIpPeo/i0JIeHHe TBOPUYECKOI0
KpHu3uca KyJbTyphl BO3SMOXXHO TOJIBKO Ha
IIyTAX BBIX0/]a TBOPYECTBA 3a IIpefieJIbl HC-
KycCTBa B chepy CO3UTaHUA HOBOTO YPOB-
H4 OBITHS, OPUEHTUPOBAHHOTO Ha BBICIIIHE
IyXOBHBIE IIeHHOCTH.

B Teopuu cUMBOJIM3Ma CUHTE3 paccMa-
TpUBaeTCd KaK BO3MO>KHOCTh CHSTHUS U3-
BEUYHOI'0 IIPOTUBOPEYUS MeX/y KapTUHOMI
MHUpa, CYILIeCTBYIOIeld B CO3HAHUU YeJIo-
BeKa, U OKPY’KarIluM ero MUpoMm. JKus3Hb
U UCKYCCTBO KaK OYATO CJIUBAIOTCI B €[IU-
HOe I1eJioe, IIPOUCXOIUT COeUHEeHUe V-
XOBHOTO U MaTepHUaJbHOTO, IIOTOMY YTO
pas3jInuHbIe BUIBI HEXY0KECTBEHHOH Jie-
SITeJIbHOCTHU CTAHOBITCS GOpPMaMHU HUCKYC-
CTBa. B HCcKyccTBe, B chepe aCTeTUUECKOTO0
IIPOUCXOIUT peasibHOE COefHEHNe MeTa-
¢r3nUeCcKoro ¥ MaTepuaJbHOro. biarosma-
P TAKOMY CHHTEe3y HCKYCCTBO He IPOCTO
OTpakaeT, HO IIpeobparkaeT, TBOPUT JeU-
CTBUTEJILHOCTh. [Ipou3sBeieHUe, POK/AAL0-
Ieecs B pe3yJbTaTe CUHTEe3a, CTAHOBUTCS
sIBJIEHHEM HCKYCCTBa, KOTOpoe 6oJiee, UeM
TPagUIIMOHHOE IIPOU3Be/leHHe, aJeKBaT-
HO peaJIbHOMY MUPY U II0 XapaKTepy IIpo-
CTPaHCTBEHHO-BPeMEeHHBIX CBSI3€H, U II0
BOCIIPULTHIO eT0o cyobeKTOM [17, c. 27].

OCHOBOM 6yAyIlero UCKycCTBa CTaHET
CUHTEe3 PpasJIUYHBIX XYJ0KeCTBEHHBIX
dopM u cucteM. B pesysbTraTe CHHTe3a
HUCKYCCTB OyZeT co3maHa OyayIas KyJjb-
Typa — «KyJbTypa KyJbTyp». «Opranuye-
CKOe coefMHeHUe» KyJbTYpP IPOU3OUIET
6s1arogaps CUMBOJIY, KOTOPBIA ITO3BOJISIET
HallleMy CO3HAaHHWI0 OTKPBHITh CO3HAaHHUE
VIIeAITUX KYyJIbTYP U COeIUHUTHCS C HUMHU.
Co3HaHUe JIMYHOCTU BMeIllaeT COBOKYII-
HOCTh «CO-3HAHUW», TJle «CO» O3HadaeT
«CO3HaHUe 3HaHUM» [4, c. 35], TO ecTh UH-
OIUBHUyaJbHbIe CO3SHAHUS BCeX IIPeIbIay-
IIIVX 310X U KYJIbTYP. [I03TOMy CUMBOJIN3M
onpepensgeTcsa A. beJbIM KakK KyJbTypa,
BMeIawinasl B cebd MHIUBUyaAJIbHBIE
CO3HAHHUS BCeX MNPEeABIAYIUX KYJbTYP.
[TepCIIeKTUBEI UCTOPUUECKOIO0 Pa3BUTUSA
U CO3JaHUS HOBOU KYJIbTYPHl CUMBOJIH-
CTHI BUJISIT B e[IUHCTBE BCeX MPeAbIAYIITHUX
KyJIbTYp, cOM>KeHUU BocToka U 3amaja.
PasBuBas upiero CHHTe3a KyJabTYp, B. bpro-
COB OoIIpejiesiieT KOHEUHYIO I1eJIb Pa3BUTHUS
KYJbTYPhl — POKAEHHE eJUHON XyH07Ke-
CTBEHHOU CHCTeMBbl, BOUpawIiel B cebd
HacJeue IIPOIIJIOr0 MU JOCTHKeHUs Ha-
crosiiero [6, c. 52].
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HOBBIM CHHTETHUYECKUM HCKYCCTBOM,
COeUHSIOIIUM MY3BIKY, )KUBOIIUCH, TAHEII,
apXUTeKTypHbIe GOPMBI U [IP., CHMBOJIVCTHI
BUJIeJIU TeaTp.

MysbIKajJlbHOe CUHTeTHYeCKOoe HCKYC-
CTBO, IToJ1araj besblii, OyIeT BOILJIOIIEHO
B Muctepuu. CoBpeMeHHad ApaMa MOXKeT
CTaTh MUCTEpPUEN, «0Ha HEMUHYEeMO CXOLUT
C IIOIMOCTKOB CIIeHbI U pacCIIpoCTpaHsIeTcs
Ha >KU3Hb» [5, c. 105]. B aToMm ciiyyae Mu-
CTepHUsl CTaHeT >KU3HBI, CJIeJ0BATEJIbHO,
CHHTe3 UCKYCCTB eCTh )KU3HETBOPUYECTBO.

Hero Muctepuu Kak GOpMbI BOILIOIIE-
HUA CUHTe3a UCKYCCTB pasessil Bsau. Ba-
HOB. TeaTp — 9T0O 0c060€e CUMBOJIMYECKOE
[lefiCTBUeE, CIIOCOOHOE COeJUHUTH BpeMeHa,
IIPOCTPaHCTBa U CO6BITHA. TeaTp TeCHO CBS-
3aH ¢ MUOOM, CO3TAIIIMM KOJJIEKTUBHYIO
KOMMYHUKaIU: «Koablbesibio TeaTpa sB-
JIIeTCs TAKOU BUJ 1eHICTBA, B KOTOPOM IIpsi-
MO y4acTBYIOT BCe, cOOpaBIlIrecs ero Ipa-
BUTH» [10, c. 212]. IcKyCCTBO IIpeCTaBIIsIET
CII0C06 peastn3aliuy >KU3HEeCTPOUTEIbLHBIX
yCTpeMJIEHUH, a TeaTp — 3TO chepa UCKYC-
CTBAa, B KOTOPOH OYAYT 3a/I05KEHBI OCHOBBI
Oyaylei KyJbTypHL.

CHUMBOJIMCTHI IIOHHMMAaJHU CHHTE3 HC-
KYCCTB Kak IIpeobpasyrolree >KU3HeTBOP-
4eCTBO, IIOCKOJILKY BHUJIeJIU B CHUHTeTHUUe-
CKOM HCKYCCTBe BO3MO>XHOCTH OpraHU-
3aIlMX B3aUMOCBSI3H U B3aUMOJEeNCTBUSI
pasjivYHBIX BUJOB >KU3HEIEeITeJIbHOCTH
yeJjI0BeKa.

HTak, B CUMBOJIUCTCKOM KOHIIEIIITUH
KYJIbTYPbI CUHTE3 UCKYCCTB OCMBIC/IMBAET-
Cs1 B KOHTEKCTe 0CBOEHHUs MUpa U II0OHUMa-
eTcs, 110 ciroBaM A.M. MasaeBa, Kak «TBOpUe-
CTBO, HaIIpaBJIeHHOE Ha BCeOXBaThIBAKOIIlee
3CTeTUYECKOe OCBOEHHE U IpeobOpasoBa-
HHe MMpa, Ha CO3jJaHUe MaTepHuaJIbHOU U
IYXOBHOU Cpejbl, 6J1arOIIPUATHOU I Ue-
JoBeKa» [14, c. 11]. CuHTe3 HUCKYCCTB CIIO-
co6eH J1aTh 4YeJ0BeKYy I1eJIOCTHBINM B3TJIS]
Ha MUp, U3SMEHUTH 4YesI0BeKa, a 3HA4UuT,
U KyJbTYPY, K KOTOPOU OH IIPUHAIEKUT.
CuHTe3 pasIHuYHBIX chep KYJbTYpPhI OC-
MBICJIMBaeTCd KaK MX B3aUMOJEeNCTBHE
Ha OCHOBE BBICIIHX 00IleUeI0BeYeCKHX
eHHOCTe!. [I0CKOJILKY B TEeXHOTEHHYIO

3T0XY Ba’KHEHIIINM BOIIPOCOM CTaHOBUTCS
COXpaHeHUe U pean3aliis HHIUBUYaIb-
HOM CYIITHOCTH YeJIOBeKa, Hjlesi CUHTe3a
HCKYCCTB UMeeT 0C00yI0 aKTyaJbHOCTD B
KYJIbType II0CTMOZIepHa.

My3bIKa — SIAPO CHHTE3a UCKYCCTB

Hpes cuHTe3a KYJbLTYPHBIX GOpPM CO3-
laBajlaCb B TeueHHe BCero TBOpYeCTBa
TEOPeTUKOB CUMBOJIM3Ma. [IoMCK CUHTe3a
HUCKYCCTBA, CTUJIEBBIX TEH/IEHIIHMI OCYIIeCT-
BJISJICA CMMBOJIM3MOM Ha OCHOBe aHaJIn3a
pasIUuYHBIX GOPM HUCKYCCTBA.

B craTtbke 110 3cTeTuKe «®OPMBI HCKYC-
cTBa» B 1902 roxy A. BeJIbIi ITUIIIET, UTO OT-
IleJIbHBIM BUJ, UCKYCCTBA HE B COCTOSTHUU
IepenaTh IIOJHOTY JeMCTBUTEJIbHOCTH,
IIOCKOJIBKY H300pakaeT MUp B popMax
JIM00 IIPOCTPAaHCTBEHHEIX, JIUO0 BO BpeMeH-
HBIX. BeJIbId IIpejiaraeT uepapXudecKyro
CTPYKTYPY HUCKYCCTB, B KOTOPOU HOPMBEI
HUCKYCCTBA PaclioJararoTcs Ha 0CHOBaHUU
UX CBSI3aHHOCTHU («OpraHHuYecKoe») Uju OT-
CTPaHEHHOCTH («HeopraHHUYecKoe») OT pe-
aJIbHOTO0 MUpa. B Kitaccupukariiu UCKyCCTB
apxXuTeKTypa 3aHUMaeT HU3IIYIO CTyIIeHb
B CBSI3U C IparMaTH4YeCKUM HasHa4yeHUeM,
«3eMHBIM IIPUTSDKEHUEeM», Ha BBICIIIEH CTY-
IIeHU pacliojaraeTcs My3blKa. [1033usg —
KaK «MOCT, IlepeKHHYTHIA OT [IPOCTPaHCTBa
K BpeMeHU» [5, c. 96], cBSA3BIBaeT IIPOCTPaH-
CTBEHHEBIe ¥ BpeMeHHbIe UCKYCCTBA )14 I10-
3HAHUA COKPOBEHHOM CyTH OBITUA. «POPMBI
HUCKYCCTBA CIIOCOOHBI IIePeXOSUTh APYT B
Ipyra, IeperieTaTbes JPyr ¢ IpyroMm, IIpo-
HUKAaTbCA IyXOM OJIHDKe JIesKalux GopM...
BospoxxgeHre KaXknoi ¢OopMBI UCKYCCTBa
3aBHCHUT OT BO3[[eICTBUS HA Heé 6oJiee Co-
BepIllleHHOU GOpMEI» [TaM Xe, c. 97].

CHHTe3 UCKYCCTB He SBJIIeTCd CYMMOM
MeXaHU4YeCKHU COeJMHEHHBIX HCKYCCTB.
[To y6exmeHuI0 besoro, CHHTe3 UCKYCCTB
eCTh OpraHUYHOe COeJUHEeHNe BCeX BUJI0B
HUCKYCCTB B e[HOe IieJjioe. B KaXkmoM IIpo-
U3BeJleHUU HeT 3aKPeIlJIEHHON JOMUHUDPY-
I0Ile GOPMBI UCKYCCTBA, TO €CTh CHUHTe3
HUCKYCCTB JUHAaMHWYeH. B 3aBUCUMOCTH OT
XY0>KeCTBEHHOM HJier COIM)KAIOTCS, CJIU-
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BaIOTCA 109311 U MY3BIKa, )KUBOIIUCH U JIU-
Teparypa U T. [.

Ha ocHoBe aHaiu3a GopM HCKyCCTBa
Besbli mpezcTaBiasgeT UX CUHTE3 B BHJE
CTPYKTYPHI, UMeIlell OpraHU3yIIIUNI
LIeHTp. BeayIlyro posib MOJKET BBIIIOJIHATH
TOJIBKO OJMH BHJ, UCKYCCTBa, APyrue [0-
IIOJIHAIOT ero B 06pa3soBaHHOM CHHTe3e.
Ompe/e/IAI0IINUM BUIOM UCKYCCTBA, ILPOM,
BOKpPYI KOTOPOI0 00'beJUHEeHBI BCIIOMOTa-
TeJIbHBIEe BU/IBI, besiblii BUIUT MY3BIKY. biiu-
30CTh K MY3BIKe OIIpefiesisieT JOCTOMHCTBO
¢opMEI UcKyccTBa. [IpeogoseBas BpeMsa U
IIPOCTPAHCTBO, MYy3bIKa CBA3bIBAaeT BCe IIPO-
IITbIE U OyAyIliie MUPBI, «00HUMAaeT COO0F0
BCeBO3MOJKHbIe KOMOWHAIIUU [elCTBU-
TeJIbHOCTH», IIPeJCTaBJIsAeT CYTh ABMKEHUA
JII0004 GOpPMBI MaTepUH, farke TUIIIMHA B
MY3bIKe (HUUYTO) ABJIIETCA CPefCTBOM BhI-
pa’keHus, TO eCTb UMeeT CMBICJI0BOe Ha-
IoiHeHHe. «My3bIKa — UCKYCCTBO OecIIpu-
YHUHHOT0, 0€e3yCJIOBHOIO JABM)KeHUSA» [TaM
XKe, €. 96]. My3bIKa COZlep>KUT B cebe «BHY-
TpeHHee JBI)KeHHe MHpA, ero CyIIHOCTb,
YIIPaBJIAIOIIYI0O MUPOM», II03TOMY OHa pac-
KpbIBaeT HaM BHYTPEHHIOK CYIIIHOCTDH SIB-
JleHusd. /lpyrue GopMbI UCKYyCCTBA OTpaka-
I0OT BHEIIIHKe CTOPOHBI IeICTBUTEIbHOCTH.
My3bIKa II0OTeHIIHAJIBHO COIEePKUT B cebe
CYLLTHOCTHBIE 3JIeMeHTHhI PasJIUYHbIX GopM
HUCKYCCTBA, UX CUMBOJIMYECKUH SA3bIK. Bes-
KO€ MCKYCCTBO BeJIéT HaC K YHCTOMY CO3ep-
IJaHHI0 MUPOBOM BOJIM, UJIU «BCIKas popma
HUCKYCCTBA OIIpe/iesIIeTCs CTelleHbI0 IIPOsIB-
JIEHUS B HEU [lyXa My3bIKW» [TaM ke, c. 104].
[To06HO CUMBOJIY, My3bIKa CIIOCOOHA IIPO-
HUKAaTh B TPAHCIIEH/IEeHTHOe, YIIYOJIATHCSA B
«HOYMeHaJIbHOe» U Ilepe/iaBaTh CYIIIHOCTh
Bellleli B 9MIIMpUUYeCKOoe O6bITHE. «Bce uc-
KyCCTBa BCTpPeYarT aHaJOTUYHBIE YepPThI
B MY3BIKe, HO SI3bIK MY3BIKM O00BeJUHSET
U 0600I11aeT UCKyCCTBA... B My3bIKe HaM
OTKpPBIBAKOTCS TaWHBI JBU>KEHU, €r0 CYIll-
HOCTB, YIIPaBJILIOIIasd MUPOM. MBI UMeeM
ZleJIo C I1eJI0M BCeJIeHHOM» [TaM Ke, c. 104].

A. BeJIblii I1os1araj, 4To 6JIU30CTh K MY-
3bIKe IPUZIAET XY/[0’)KeCTBEHHOMY IIPOM3Be-
IeHUI0 IJIyouHy. B « CHMGOHUAX» OH COeU-
HeT INTepaTypy ¥ My3bIKY. [IpousBeieHUA

IIpefCTaBJIsL/IM HOBBIM BUJ| MY3bIKaJIbHOTO
CUHTeTHUUYeCKOI'0 UCKYCCTBa, B KOTOPOM 3BY-
KOBOW PUTM OpPTraHU3OBBIBAJI CTPYKTYPY.
CiioBa, 06passl U CHOYKeT UTpaid BTOPOCTe-
IIEHHYIO POJIb, WJIIOCTPUPYS pUTM. CIIeHBI
He CBSI3bIBAJIUCh C OCHOBHBIM TEKCTOM, a CO-
IIPATaJIUCH KaK CAMOCTOSATeIbHbIE CMBICJIO-
Bble eqUHUIBL. CHHKpeTHU3M «CUMGOHUM»
BBIpa’kaJICs B CTPEMJIEHUU K CHHTeTHYe-
CKOMY H300pa>keHUI0 [eliCTBUTEIbHOCTH,
CTUPaHUIO I'PaHUILl MeXAy OTIeJbHbIMU
BH/IaMU UCKYCCTB.

B yuenuu Bgu. iBaHOBa 0 6yayleit op-
TaHUYeCKOM 3I10Xe My3bIKa OIIpe/lesIsIeTCs
KakK IIeHTpP, 00 beJUHSIIOIIUN BCe BUABI HC-
KyCcCTB. My3bIKa eCThb «3auMHaTeJbHUIA
U PYKOBOJAUTEJLHUIIA BCSIKOIO OYIYyIIero
CUHTETHUYEeCKOI0 JeliCTBa U Xy/0KeCTBa»
[9, c. 41]. B Ka)K[OM IIPOU3BEIEHUU UCKYC-
CTBa, I10 Y0erKieH1I0 [IBaHOBa, eCTh CKPHI-
Tasl My3bIKa, He TOJIbKO GJ1arofapsi puTMy 1
BHYTpPeHHeMY IBIDKeHUI0. [loInHHOoe Xy-
I0’KeCTBEHHOe IIPOK3Be/ieHle BCer/ia roBo-
PUT HaM 0 60J1ee TJIyOOKOM, UeM OTKPEIBAET
HaM 3MIIUPUYECKUN MU, «B 3TOM CMBICJIE
OHO CUMBOJIMYHO, TO, YTO OHO O00beMJIET
CBOUM CUMBOJIOM, OCTaéTCs 11 yMa Heo0'b-
STHBIM Y HeCKa3aHHBIM /I YeJI0BeueCKo-
ro cjoBa» [TaMm e, c. 42]. My3bIKa U eCTh
He BhIpaKeHHBIN B CJI0BAX U APYIUX MaTe-
pHanbHBIX GopMax MOPHIB, KOTOPHIN rOBO-
PHUT 0 CyI[eCTBOBAHUN UCTUHHOIO CMBICIIA,
PO’KJaeT CTpeMJIeHHE K eT0 JOCTHKEeHHUIO.

Taxkum o6pa3oM, BepbaibHas 0CHOBA UC-
KyCCTBa B CUMBOJIU3Me eCTh TOJILKO BbIpa-
JKeHHe MY3BIKH. /IJIs1 oIIpefie/IeHHs My3bIKU
CUMBOJIUCTHI UCII0JIb30BaIN abCTpaKTHOE
IIOHATHE «yX My3bIKU». B oT/I4Me OT [Ipy-
I'UX UCKYCCTB, My3bIKa B PYCCKOM CHUMBO-
JIM3Me IIpe/iCTaBIIsgeT He OTpakeHUe UieH,
a caMy Hjer, sBJIsIeTCs «b6ecco3HaTelb-
HBIM BbIpa’keHHeM BHYTPeHHEU CYIIIHOCTH
mupa» [12, c. 155].

A. BeJsibll, 3arypIBasi B Oyyliee, 3any-
MBIBaJICSI O COXpaHEHUU MY3BIKOM CBOETO
cTaTyca Kak s/ipa CHUHTe3a UCKYCCTB: «...0y-
IOyT JIA CTPEMUTHCA Bce pOPMBI UCKYCCTBA
BCé 6oJIee 1 O0JIee 3aHATH MECTO 06ePTOHOB
I10 OTHOIIIEHUIO K OCHOBHOMY TOHY, TO €CTh
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K My3bIKe?» [5, c. 105]. KakuM >Ke cTaJ1 opra-
HU3YIOIUH [IEHTP CUHTEe3a UCKYCCTB B II0-
Xy IIOCTMO/IepHa?

Bu3yajibHO-3ByKOBOI1 CHHTE3
B COBPEMEHHOM HCKYCCTBE

Ocoboit GOopMOM MBILIJIEHUSI B HUCKYC-
CTBe sBJIgeTCsa o6pa3, IOCTPOEHHBIM Ha
BepOasIbHOU, 3BYKOBOM, U300pasUTeILHOMN
WJIU IJIaCTUYeCKOM ocHoBe. Eciu 1portecc
BOCIIpUATHUSA MHPOPMAIIUU UIET He yepes
O[IVH, a Yepe3 HeCKOJIbKO KaHaJIoB, 00pas
Oyzet 60Jiee ITOJTHBIM. I3BECTHO, UTO MBIIII-
JIeHHe 4YeJIOBeKa MMeeT HeJIMHEeNHBIN Xa-
paKTep: BCcd HeMPOHHAas CeTh, a He TOJIBKO
OT/IeJIbHBIN YYaCTOK, y4acTBYeT B IIpoIiecce
MBIIIIEeHHUSA. MHOTOYpPOBHEBOE, TUCKPETHOE
MBIIIIEHYe IBJISeTCs CUCTeMHBIM. CUHTe-
THUYeCKOoe WCKYCCTBO, 00beUHSAS Pasiny-
Hble GOpPMBI HMCKyCCTBa, HauboJlee peJie-
BaHTHO CHCTEMHOMY MBIIIJIEHUIO, II0CKOJIb-
Ky peayiidyeT BO3MOKHOCTb CUCTEMHOTO,
CHHECTEe3UNHOI0 BOCIIPUATHS.

HOBBINI TeXHOJIOTUYECKHU 3Tall B 3II0-
Xy IIOCTMOJIepHa CYIleCTBEHHO BJIMAeT Ha
0CO6EHHOCTH KYJIbTYpHI. B XXI Beke pasBu-
BaeTCqd caMOe CHHTeTHYeCKOe HMCKYCCTBO
3a BeChb IIpe/IIeCTBYIOIINMI IIEPHO], CYIIe-
CTBOBaHU yesioBeyecTBa. CHHTE3 UCKYCCTB
TpebyeT CUHTe3a BOCIIPUATHA. II0aTOMY 7151
COBpPEMEHHOI'0 UCKYCCTBA XapaKTepHa CH-
HeCcTe3us — 3TO 0COOBIM CII0C06 BOCIIPHUSI-
TH, KOIZla HEKOTOPBIe COCTOSHUS, IBJI€HUS,
TIOHATUS ¥ CUMBOJIBI HEIIPOU3BOJILHO HaJle-
JIAIOTCS JOIIOJIHUTEJIBHBIMU KayeCTBaMU:
IIBETOM, 3aI1aX0M, TEKCTYPOH, BKYCOM, Ie0-
MeTpUYeCKON $OpMOI, 3BYKOBOU TOHAIb-
HOCTBI0 UJIH I10JI0KEHHEM B [IPOCTPAHCTBE
[2, c. 43]. TpagUITMOHHO CUHECTEeTUYECKOe
HCKYCCTBO CBSISBIBA€TCSI C TaKHMM >KaH-
paMu, Kak ayAuoBHU3yaJbHOe UCKYCCTBO,
KUHO, MIO3UKJI U JIp., TZie BOCIIPUATHE IIPO-
UCXOIUT Ha IlepeceuyeHUU KaKUX-JIN00 U3
4yBCTB — 3PeHUd, C/IyXa, JBYKEeHUd, U T. [I.
[IpobyiemMa CUHeCTe3UH, aKTyaJIl3UPOBaH-
Has B CBSI3U C TeXHOJIOTUYEeCKUMU UHHOBA-
USAMHU B chepe KyJbTYPE], II0Ka He UMeeT
OJHO3HAYHOTIO pelreHus. C OHOM CTOPOHBI,

IIOHATHE CUHEeCTe3UH B MCKyCCTBe paclie-
HUBaeTCd KaK OJHOBpeMeHHOe BOCIIpUd-
THe MHO>KeCTBEHHBIX CTUMYJIOB B OJJHOM
[1eJIOCTHOM TelllTaJabT-IIepesxuBaHuu [19].
ITo MHEHUIO IPYIUX HUCCIeJ0BaTes e, CHHe-
CTe3UMHOCTH BOCIIPUATHSI UMeeT pparMeH-
TapHbIN XapaKTep U YCJI0KHSAeT BOCIIPHUS-
THe 11eJI0CTHOTO o6pasa [7, c. 63].

JlyMaeTcs, 4YTO B KyJbType II0CTMOZEep-
Ha 6Jiarozapsl TeXHOJIOTUAM YCUIUBaeTCs
B3aUMOJIeFICTBHe Pa3IMUYHbIX GOPM KCKYC-
CTBa, B cpepy KOTOPOIro BXOJAT BCE HOBEIE
CUHTeTHUYeCKHe KaHpPHL. biiarogaps TeXHo-
JIOTUYECKUM IIpUéMaM B HeCTaHJapTHOU
dopMe UHTerpUpPYIOTCI U TPaSUILIMOHHbIE
BHUJBI UCKYCCTBA. B OTHOM IIpOM3BeleHUU
COCYII[eCTBYIOT pas3jiMyHble JKaHpPBI, CTU-
Jv, OpPMBI UCKycCTBa. MIHTerpanus ¢popm
HUCKYCCTBA I103BOJISAET CAesIaTh IIPOCTPaH-
CTBOM 3CTETHYECKOIO BCe CPeprl KHU3He-
IesdTeJIbHOCTH YesI0BeKa, 0T UCKYCCTBAa [0
II0BCeTHEBHOM KM3HU. CUHTE3 HUCKYCCTB
II03BOJIAET Pealnu3oBaTh IIOTPEOHOCTD Ue-
JIoBeKa u300pa’kaTb U BOCIPUHUMATh
e CTBUTEJIILHOCTEL HauboJIee I10JIHO. IIpu-
MepOM CHUHTETHUYeCKOr0 UCKYCCTBa 3I10XU
IIOCTMO/IepHa SIBJIgeTCI HUHGOPMaIMOHHOe
HUCKYCCTBO.

C IIOMOIIbI0 KOMIIBIOTEPHBIX WMJIH HUH-
$GOpMAITMOHHBIX TEeXHOJIOTUM CO34al0TCA
pasjiuyHble CHHTETUYeCKHEe BUJALI Me-
OUAUCKYCCTBA: KOMIIBIOTEpPHOE MOZeJIH-
poBaHUe, BUAeOoapT, MeauaneppopMaHc,
MeJVauHCTaLIaud, Beb-apT, udpoBas
¢oTorpadus, peksama, JaHAIIAPT, TU3aH
HHTepbepa, MOJABI U JIp.

®eHOMEHOM CHHTEe3UPOBaHHOIO HUCKYC-
cTtBa XXI Beka saByigeTcsa « MHcTarpaMm» B UH-
TepHeTe. B TeueHHe KpaTKOIO BpeMeHU B
HECKOJILKO CeKYH/[ IIpeJjlaraloT TeKCT, CO-
IIPOBOXK/IaeMbIli BUeO0PAL0M, MY3BIKOH,
CLIeHUYeCKUMU [IpUEMaMHU U Ap. SIpKuM ¢e-
HOMEHOM COBPEMEeHHOI'0 UCKYCCTBA SIBJIS-
1oTcd nnpousBeseHus YouTube Poop. Coenu-
HeHHe, MOHTa)K HHQOpPMAaIUK, MyJIbTQUIIb-
MOB, QUIBMOB, MY3bIKH, CIIEI[3$EKTOB,
BUJIEOUTP B OJHOM CIOKeTe 00yCJI0BJINBA-
eT CUHeCTe3uiHoe BocupusaTue. OHIANH-
Mejaua IIpejsararoT GOTOIIONEI, MOJHEIE
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rpapuyuecKre CepBUCH], BUeOPeTaKTOPhI
U T. . — 3TU HOBBIe peHOMEHBI KyJIbTYPhI
IIOCTMO/IepHa UMeIOT XYy/I0’KECTBEHHYIO0 U
CMBICJIOBYIO HAIIOJTHEHHOCTb.

B coBpeMeHHOM KYyJIbTYPHOM IIPOCTPaH-
CTBe He TOJIbKO UHTEepHeT CTaJl CUHTeTH-
YeCKHUM HCKYCCTBOM. APT-T€XHOJIOTUH HC-
TI0JIb3YIOTCH JIJI1 CO3aHUs 1110y, KOHIEPTOB,
MAacCCOBBIX IIPa3JHUKOB, ITPe/CTaBIISIOITUX
co60¥ HOBBIE IIOJIMCEHCOPHBIe GOPMBI HUC-
KYCCTBa, B KOTOPBIX IIPE0/[0JIeBAlOTCA I'pa-
HUIIBI )KaHpa U BUJA. TeXHOJIOTUU TeJie-
BUJIeHUS U KMHO UHTETPUPYIOT BCe BUJBI
uckyccrBa. CJIOXKHO Ipe/ICTaBUTh KHHOIIPO-
usBejleHHe 6e3 MY3bIKHU, KOTOpas CO3JaéT
I1eJIOCTHBIN 06pa3. Bocrpusitue My3bIKU
I103BOJIAET CBSI3aTh B €IMHOE CHKET, BU-
neopsa. Ho ocTaércs id My3bIKa OCHOBOH,
SAIPOM COBPEMEHHOIO CHHTe3a UCKYCCTB?
Unu o6beAUHSIOIEN OCHOBOM CHHTe3a
$OpM HCKYCCTB CTaJ BUEOPSL?

Biraromaps yHUBepcaJlbHOM IPUPOJIE MY-
3bIKa IIPO/IOJKAET 0CTAaBaThCsl BaYKHEHUIIINM
3JIeMEHTOM CJIOKHOM CTPYKTYpPHI CHHTe3a
HUCKyCCTB. My3bIKa crioco6Ha 6e3 n3obpaske-
HUS U BepbasIbHOTO psijia IlepeflaBaTh HUH-
dopmarnuro. BMecTe ¢ TeM TEXHOJIOTUU Me-
OUaKyJIbTYpPhI 00eCIIeyrIn 0co60e MeCTo B
CHUHTe3e UCKYCCTB U300pakeHut0. CrucremMa
BHUJI€OKYJIBTYPHI CO3[JaHAa COBpeMEeHHBIMU
KOMITbIOTEPHBIMHU TEXHOJIOTHUSIMH. JKpaH,
BUJIeOPsi]], KApTUHKA COIIPOBOXKAAT BOC-
npusiTHe o6pasa, Ipor3BeJeHUsI UCKYCCTBA.
[IpuopuTeT BU3yaJbHOCTH OTMeYaJsl emyé
K. IllTokxayseH «...y 999 jsroxet u3s 1000 B
HaleM 0061ecTBe IIpeobJiajiaeT BU3yaslb-
HOe HauaJlo B BOCIIPUSTHUH, U JJI1 HUX eJJ1H-
CTBEHHBIU IIyTh — II€PEBOJUTH OIIBITHBIE
IaHHbIe UYBCTBEHHOT'O BOCIIPUATHUS B 3pU-
TeJIbHBIE pAabl» [18, ¢. 53]. Ho, HeCOMHEHHO,
6e3 MY3bIKU CJI0KHO IIpeJiCTaBUTh COBpe-
MEHHYVI KYJIbTYpPY, He CJIydalfHO Ha3bIBa-
eMYI0 ay/ITU0BU3yaIbHOM.

KysnbTypa mocTMojepHa OTKa3blBaeT-
Cs OT TOTMaTHUYHOCTH, >KECTKOCTH U 3aM-
KHYTOCTU KOHIIEIITyaJbHBIX ITIOCTPOEHUH.
JIJI91 IIIUPOKOTr0 M IJTyOOKOTO OTpPakKeHUs
CMBICJIOB SIBJIEHUN U COOBITUU B KYJIbTYpPe
IIPO/I0JDKAETCS IIOUCK CUHTEe3a Pa3IMUHbIX

BH/JI0OB HCKYCCTB, CTHJIEBBIX TEeHJEHIIHH.
B cuHTe3e HCKYCCTB 3II0XHU IIOCTMOJIepHA
IIpeo0JIeBal0TCI BHUA0BEIE, >KaHPOBEIE,
MHPOBO33peHYeCKHe, KyJIbTypHEIe TPaHH-
16l. CHHTEe3 HCKYCCTB CO3Ja€T KYJbTYPY,
IIOHATHYIO BCEM U II0TOMY CIIOCOOHYIO 00'B-
eJUHUTH BCceX. PasBUTHeE TeXHOJIOTUH 1aéT
peabHYIo IIEPCIIEKTUBY CO3JAaHMI HOBBIX
CUHTEeTHUYeCKUX QOpPM HUCKyCcCTBa. Bo3MOXk-
HO, YTO MHTerpalfiOHHbIe IIPOIIeCCHl B che-
pe acteTuyeckoro B XXI BeKe CIIOCOOHEI
IIpeof0JIeTh TPAHUIILI MeXAy popMaMU
MeUaKyJIbTYPhl U TPaJAUIIMOHHBIMU QOp-
MaMH HUCKyCCTBa.

HTak, yueHHe 0 CHHTe3e UCKYCCTB B pycC-
CKOM CHMBOJIM3Me I103BOJIIET OCMBICIIUTD
O0COOEHHOCTH KYJBTYPHl MHPOPMAIUOH-
HOI0 00IIlecTBa, a8 UMEHHO — CMellleHHue
$opM U BUJ0OB 3CTETUUYECKOTO IIPOCTPaH-
CTBa, XapaKTepHoe IJId UCKYCCTBa 3II0XH
II0CTMO/epHa. [J106aJILHOTO YTOIIUYECKO-
ro IIpoeKTa CUMBOJIM3MA O CHHTe3e BCeX
KYJBbTYpP COBpeMeHHas HHTerpaliyis Hc-
KyccTBa He pemraeT. Ho uaesa CMMBOJIH3Ma
0 CTHPaHUHU I'PAHUIl MeXKAY PasIMYHBIMHA
BUJaMU B chepe 3CTETUYECKOIO II0JIyUHU-
Jla 0CO6eHHOe pa3BUTHUeE Ha COBPeMEeHHOM
sTamne. TpaHcpopMallus Uier CUHTe3a 3a-
KOHOMEpPHO 00ycJI0BJIeHa WHHOBAIJUOH-
HBIMH TeXHOJIOTHYECKHUMH IIpoIleccaMu
UHPOpPMAIMOHHOIO 06IecTBa. YesoBeK
XXI Beka IIpUHaJJIe’KUT He TOJILKO KHIMK-
HOM, HO ¥ ayAUOBHU3yaJIbHOH KYJIBLTYpE,
XapaKTepHOMU 0CO6eHHOCTHI0 KOTOPOH SB-
JIsieTCs CHHTeTHU4YeCKOoe U306pakeHue Jleli-
CTBUTEJILHOCTH. CIZIaB MCKYCCTB B 3I0XY
II0CTMO/iepHa GOPMHUpPYeT 0COOBIM CHUHe-
CTe3UMHBIN crocob BocupudaTHa. Kak B
PyCCKOM CHMBOJIM3Me, TaK U B COBpeMeH-
HOM HMCKYCCTBe CTHpPaHHe I'PaHUI] MeXAY
$opMaMU HCKYCCTBA II03BOJIAET CIUTHCH
B IIPOM3BEIEHUHU BCeM XY 0KeCTBeHHBIM
yCTpeMJIEHUSAM /I CO3JaHUs PasIUYHBIX
accoranu B cpepe He TOJIBKO UCKYCCTBA,
HO U ObITHA. [IpescTaBiIas 11eJI0CTHBIN 00-
pa3 Mupa, CHHTe3 UCKYCCTB CII0COOCTBYeET
$OopMHPOBaHMIO CUCTEMBI MUPOBO33peHYe-
CKHUX YCTaHOBOK, SIBJIAIOIIHXCSI OCHOBaHH-
€M KYJIbTYpPBEI.
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