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Kypnan «CoBpeMeHHbIE IPO0JIEeMbl MY3bIKO3ZHAHHUSA» — CETEBOe IIePUOJUYECKOE
pereH3upyeMoe HaydYHOe U3JaH1e OTKPHITOTO JOCTYIIA.

W3paercs ¢ 2017 roga.
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HAy4YHBIE CTAaTbU M 0030PHI, IEPEBOBI 3apy0OeKHBIX HCCAEJOBAHUNA ¢ KOMMEHTAPUSIMU, aHAIN3
HCTOPUYECKHUX JIOKYMEHTOB U PEIIEH3NU Ha HOBbIE KHUTU O MY3bIKE.
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pereH3upPyeEMbIX HAyIHbIX U3JaHNUH, B KOTOPBIX JIOJIKHBI OBITH OIyOJTMKOBAHBI OCHOBHBIE HAYUHBIE
pe3ybTaThl IUCCEPTAIIUI HA COMCKAHUE YUEHBIX CTENIeHEN JJOKTOPA U KaH/IuaTa HayK.

KypHan 3apeructpupoBaH B HaykoMeTpudeckou 6aze PUHI] (Poccuiickuil mHJIEKC HAYYHOTO
IIUTAPOBAHUS ), BCE CTAThU Pa3dMelaroTces Ha caiite HayuaHot asiekTpornHoM 6nbnorekn eLIBRARY.
RU.

Kypnau 3apeructpupoBat B eiepayibHOU CITy:Kk0e 110 HaZ30py B cdepe CBA3U, UHPOPMATTMOHHBIX
TEXHOJIOTUHM U MACCOBBIX KOMMYHUKAI[UH.

CBuzeresnibcTBO 0 perucrpanuu: JJI Ne dC 77 - 86261 27.10.2023.
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Anton Rubinstein and Grand Duke
Konstantin Nikolayevich.
Concerning the History of Their Interactions*

Grigory A. Moiseev
Moscow State Tchaikovsky Conservatory,
Moscow, Russian Federation,
gmoiseev@yandex.ru,
https://orcid.org/0000-0003-2361-7997

Abstract. The topicality of the research and the academic novelty of the work
are stipulated by the fact that for the first time on the basis of unpublished
archival documents it presents an overview of the interactions between the
august director of the Imperial Russian Musical Society, Grand Duke Konstantin
Nikolayevich (1827-1892) and the founder of this largest concert and educational
organization, the outstanding Russian musician Anton Rubinstein (1829-1894).
Various methods of analysis are made use of in the article, including comparative
analysis of source materials and the biographical method. The main material
of the research is formed by the Grand Duke’s personal diaries. They reflect all
of Rubinstein’s artistic roles — a prodigy musician, the unsurpassed chamber music
player, the prolific composer, the pianist, the conductor, the promoter of Russian

*The article is based on a presentation read at the International Scholarly Conference Musical Scholarship
in the Context of Culture. Musicology and the Challenges of the Informayional Epoch, which took place at
the Gnesin Russian Academy of Music on October 27—30, 2020 with the support of the Russian Foundation
for Fundamental Research» (Project No. 20-012-22033).

Translated by Dr. Anton Rovner.

© Grigory A. Moiseev, 2023
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music abroad, the director of the St. Petersburg Conservatory, and the educator.
The peculiarity of the interrelationship between Konstantin Nikolayevich and
Anton Rubinstein is conditioned by several factors — on the one hand, their
belonging to the same generation, and on the other hand, the lengthy time-span
of their communication. The article is written in a four-part structure. The first
section deals with the phenomenon of composer’s protection as a child and the
history of the dedication of two of his compositions — the early Piano Concerto
in D minor (1849) and the Piano Octet opus 9 (1856). The second section is
associated with the musical life and ensemble performance at the imperial court.
It demonstrates how from the diary entries it becomes possible for us to restore
the chronology of Rubinstein’s performances at the imperial and grand-ducal
residences, to acquire the perception of his instrumental ensemble partners, his
musical repertoire and his audience. The central place of the article is taken up
by the section The Composer and the Pianist. It contains critical comments made
by Grand Duke Konstantin Nikolayevich about various musical works pertaining to
different genres (chamber music, operas and symphonies), as well as about visiting
seven Historical Concerts held in St. Petersburg in January and February 1886.
In the final part, an attempt is made to look at Rubinstein, the director of the St.
Petersburg Conservatory through the eyes of the august patron of this educational
institution.

Keywords: Anton Rubinstein, Grand Duke Konstantin Nikolayevich,
Russian Musical Society, St. Petersburg Conservatory, august patronage, Marble
Palace

For citation: Moiseev, G. A. (2024). Anton Rubinstein and
Grand Duke Konstantin = Nikolayevich. @ Concerning the  History
of  Their  Interactions. Contemporary  Musicology, 1), 9—28.
https://doi.org/10.56620/2587-9731-2023-4-009-028
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AHTOH PyOMHIITEH U BEJIUKUN KHA3b
KoncranTun HukoJsiaesuu.
K ncropuu B3auMOOTHOIIIEeHUN*

I'puropuii AnarosibeBu4 Moucees
MockoBcKas rocyZiapcrBeHHas koHceppatopus umenu I1. Y. HYaiikoBckoro,
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AHHOTaNUA. AKTyaJIbHOCTh UCCJIE/IOBAaHUSA W HaydyHasi HOBHU3HA PAbOTHI
OIIpENIEJISIIOTCA TEM, YTO BIIEPBblE HA OCHOBE HEOIMYOJIMKOBAHHBIX APXUBHBIX
JIOKYMEHTOB TIpe/JIOKeH 0030p B3aUMOOTHOIIIEHUN aBIyCTEUIEero Impe3ujieHTa
HNmmepaTopckoro Pycckoro My3BIKaJIBHOTO — OOINECTBA BEJIUKOTO  KHsA3S
Koncrantnna HuxosnaeBuua (1827-1892) u ocHoBaTesisi 3TOU KpyIHeUIen
KOHIIEPTHO-TIPOCBETUTEbCKOM  OpraHMW3allu{,  BBIJAIONIETOCS  PYCCKOTO
My3bIKaHTa AHTOHA PyOuHImTeiHa (1829-1894). B cTaThe UCIIOIB3YIOTCS METObI
MYy3bIKQJIbHOTO HCTOUHUKOBEIEHMS, KOMIIAPDATUBHBIA aHAJINU3 HCTOUHUKOB,
ouorpadpuueckuii Metos. OCHOBHBIM MAaTepPUAJIOM TMOCIYKUIU JIUIHBIE
JTHEBHUKHU BEJIMKOTO KHfA3A. B HHX OTpaskeHbl Bce apTUCTUYECKHE aMILIya
PybuHIniTeliHa — My3bIKaHTa-ByHJIEPDKHUH/IA, HENPEB30UIEHHOTO aHCAMOJIUCTA,
IUIOJIOBUTOTO KOMIIO3UTOPA, IMHAHUCTA, JAUPUXKepa, IPOMaraHiucTa pPycCKOu
My3bIKU 32 pyOekoMm, nupekTopa [leTepOyprckoil KOHCEpBAaTOPUH, TPOCBETUTES.
CBoeoOpasue BzammooTHoleHnd KoHcranTuHa HukosmaeBuda ¢ AHTOHOM
PybunIireiiHOM 00yc/IOBJIEHO HECKOMbKUMU akTopaMu. C OJHON CTOPOHBI, UX
MIPUHA/IJIE}KHOCTBIO K OJIHOMY IOKOJiIeHHI0. C Jpyrol — J0JIrOBPEMEHHOCTHIO
ux oOmeHus. CraTbsd UMeeT UYeThIPEeX4YacTHYI0 CTPYKTypy. B mepBom paszene
3aTPOHYTHl (DEHOMEH JIETCKOTO MOKPOBUTEIbCTBA U UCTOPHUS IOCBAIIEHUS JBYX
npousBenieHuil — QoprenuanHoro Konnepra d-moll (1849) u ¢oprennaHHOTO

* CraTbsl OCHOBaHa Ha JIOK/IaJie, IPOYMTAHHOM Ha MeXyHapOoIHOI Hay4HO KOoHdepeHIM «My3blKanpHast HayKa
B KOHTEKCTe KY/IbTypbl. My3bIKOBe/leHle 11 BBI3OBBI MH(POPMALIMOHHOI SII0XM», COCTOsIBILelcs B Poccuiickoit aka-
feMuu My3bIky MeHM [HecuHbix 27-30 okTs16ps 2020 ropa npu noppaepsxke Poccnitckoro @onga PyHpameHTaNb-
HbIX VccnenoBanmii (ITpoext Ne 20-012-22033).

[TepeBox KaHAMAATa MCKycCTBOBeReHMA AHTOHA PoBHepa.
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Oxktera op. 9 (1856). BTopoii cBsi3aH ¢ MPUABOPHBIM MY3bIKAJIbHBIM OBITOM
1 aHcaMOJIeBbIM UCIIOJTHUTEIHCTBOM. B HEM IMOKa3aHO, KaKk Ha OCHOBE THEBHUKOBBIX
3amuceid MOYKHO BOCCTAaHOBHUTb XPOHOJIOTUIO BBICTYILIEHWUN PyOuHINITEliHA B
MMIIEPAaTOPCKUX U BEJIMKOKHSKECKUX PEe3UJIEHIUAX, MOJIYUYUTh IpeJicTaBIeHne
O ero maprHepax MO aHcaM0Jl0, pelepTyape U CAyHNIaTeJIbCKOU ayIUTOPUU.
IleHTpasbHOE MeECTO 3aHUMaeT paszen «KommosuTop u mnmaHucT». B Hem
MIPUBOJATCA KPUTHUUECKHE OT3hIBBI BeJTUKOT0 KHA3: KoHcTantnHa HukosaeBuya
0 TPOUBBEAEHUSAX Pa3HbIX KAHPOB (KaMepHO-UHCTPYMEHTAJIbHBIX aHCcaMOJIAX,
orepax, cMiMMOHUX), a TAK}Ke O IMOCEIEeHNU ceMU « FICTOpUUECKUX KOHIIEPTOB»,
cocrosiBiiuxcs B IlerepOypre B sinBape — (peBpasie 1886 roga. B 3aBepiaroiiem
paszesie cJeaHa TIONbBITKA B3IJIAHYTh Ha PyOuHINTEliHAa — JIUpPEKTOpa
[TeTepOyprckoii KOHCEPBATOPUHU TJla3aMHU aBTYyCTEUIIIETO IMOKPOBUTENS 3TOTO
y4e0HOTO 3aBeJIeHUS.

KiaroueBbie ciaoBa: A. I'. PyOunmTeliH, BeJUKWH KHsA3b KOHCTaHTHH
HukosaeBud, Pycckoe My3bikasibHOe — 001ectBo, CaHkT-IleTepbyprekas
KOHCEPBATOPHs, aBrycTeliliee IIOKPOBUTEIHLCTBO, MPpaMOPHBIN IBOPEI]

Has murtupoBaHusi: Moucees I. A. AHTOH PyOMHINTENH U BEJIUKUU
kHA3b KoHcrantuH  HwukosaeBudy. K  wucrtopum  B3amMooTHoOIeHuu //
CoBpeMmeHHbIe TIpOOJIEMbl My3bIKO3HaHUA. 2023. N2 4. C. 9—28. (Ha aurs. s3.).
https://doi.org/10.56620/2587-9731-2023-4-009-028

14 onstantin was always interested in music. He was always a clever and
intelligent person.” Such a sympathetic characterization was bestowed
in his Autobiographical stories by the legendary Russian composer,

pianist and musical public figure Anton Rubinstein (1829-1894) to his august
contemporary, Grand Duke Konstantin Nikolayevich (1827-1892).

“He is an incredible colossus.” “It is hard to appease such an artist as he
is.”® This is what was written in his diaries about Rubinstein by His Imperial
Highness Grand Duke Konstantin — the President of the Russian Musical Society*
and the patron of the St. Petersburg Conservatory, the founder of which was
“the vehement Anton.”

1 Rubinstein, A. G. (1983) Literaturnoe nasledie: v 3 t. [Literary Heritage: in 3 vols] (L. A. Barenboim,
Ed.) (Vol. 1). Muzyka, p. 68. (In Russ.).

2 Gosudarstvennyy arkhiv Rossiyskoy Federatsii (GARF) [State Archive of the Russian Federation].
F. 722 (Konstantin Nikolayevich, velikiy knyaz’) [Konstantin Nikolayevich, grand duke of Russia]. Op. 1,
no. 1166. L. 149.

3 GARF.F. 722. Op. 1, no. 120. L. 110 back side.

4 The name of this organization had changed several times. It was established as the Russian Musical Society

(RMS, founded in 1859), and fourteen years later it was a transformed into the Imperial Russian Musical
Society (IRMS, 1873). The initiator of this transformation was Grand Duke Konstantin Nikolayevich.
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The theme of “the artist and the government,” set up by the paradigm “the poet
and thetsar” (represented by Pushkin and Nicholas I) is one of paramount importance
for Russian culture. At the same time, the relations of outstanding Russian musicians
with representatives of the imperial family have not become the object of intense
analysis up tothe present time. The problem-related aspects of this subject matter have
been traced by the author of the present article within the framework of the research
project “Presidents of the Russian Musical Society (the 19th Century): Materials
and Documents.”> At the center of attention was the phenomenon of the august
musical patronage, both official and private (see [1; 2; 3]). My recent publication
emphasizes, once again, the importance of archival-documental research and the
comprehension of this phenomenon “from new methodological positions, since in
the historiography of the Soviet period the images of the patrons were construed
as indubitably negative [i.e., standing against the figure of the musician], whereas
in the texts of prerevolutionary historiographers — just as inevitably idealized.”
[3, p. 67] The same work highlights the adherence of some of the modern authors
to “apologetic tones, of an officious protrusion of the ‘philanthropy’ of the august
persons” to the detriment of objective characterizations. [Ibid.]

This is frequently accompanied by a substitution of historical specificities
with abstract discoursing. For example, Natalia Efimova in her work devoted

o “the dialogue between the government and the musical community” under
the “banner of the reigning imperial house,” [4, p. 154, 156] departs from her
declared subject matter to the direction of a “state-oriented accent” in a “salon
system of informal relations” and certain “patronizing relations built on idea-
based relations,” [Ibid., p. 157] failing to comment her metaphorical formulations.
The subject matter of musical patronage has become a sphere of attraction not
only for musicologists, but also for culturologists, archivists and historians. The
many-sided examination of the subject matter could have been conducive for the
appearance of a productive interdisciplinary dialogue. However, this is deterred by
a corporation-based insularity and an insufficient competence of the aforementioned
specialists in the questions of music history, as a consequence of which the scholarly
level of their publications does not stand up to criticism.® Thus, the works of scholar
of Scandinavian history Yulia Kudrina about Pyotr Tchaikovsky and Emperor
Alexander III err due to their facilitated approach towards the issue and distortion
of the facts. Unfortunately, one of its texts (Vernopoddanny russkogo tsarya. Pyotr

5 Project of the Russmn Humamtarlan Scholarly Fund No. 09-04-00396a. See
: i . ? %20 (accessed 06.12.2023).
6 See for example the contemporary scholarly ed1t10n of the diaries of Grand Duke Konstantin Nikolayevich
for 1858—-1864, in which the names of the musical public figures are deciphered with mistakes, the names
of canonically famous musical compositions (by Mendelssohn, Beethoven, etc.) are omitted (replaced
by suspension points), and the titles of operettas by Suppé and Offenbach are ridiculously translated into
Russian, etc.: Mironenko, S. V. (Ed.). (2019). Dnevniki velikogo knjazja Konstantina Nikolaevicha. 1858—
1864 [The Diaries of Grand Duke Konstantin Nikolayevich. 1858—1864]. ROSSPEN. (In Russ.).
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Ilyich Tchaikovsky i imperatorskaya vlast’ [ The Loyal Subject of the Russian Tsar.
Pyotr Ilyich Tchaikovsky and the Imperial Authority]) was accepted for publication
by the journal Muzykal’naya zhizn’ [Music Life] and published in commemoration of
the 180oth anniversary of the composer’s birth. [5]” The other weak point of research
works of this type, the concentration of attention on the “top figures” (the emperor
and the empress), leads to the result that the other representatives of the Romanov
family (the Grand Dukes and grand duchesses) haveremained beyond the scope of this
research, even though the duties of patronage of musicians was allotted particularly
to them, and particularly their interactions with the musicians were characterized
by significant durations of time, as well as the abundance of personalized tints and
artistic productivity.

The musical public activities of Grand Duke Konstantin Nikolayevich have
made their way into the trajectory of scholarly research only in recent times.
The familiarization with his personal archive, “musical diary” and correspondence
has disclosed new strata of information connected with his undercover patronage
extended to a number of musicians and music ensembles. The distinctive qualities
of the interactions of Konstantin Nikolayevich with Anton Rubinstein was stipulated
by their durable contact: their acquaintance was made during their childhood
(in 1841) and continued for around half a century. In the Grand Duke’s diaries all of
Rubinstein’s professional activities were reflected, including that of a musical child
prodigy, a young court accompanist of singers, an ingenious pianist-interpreter,
a prolific composer and an outstanding pedagogue, educator, promoter of Russian
music abroad, conservatory director and administrator. Let us fix our attention
on a few chosen subjects.

The Acquaintance. Childhood Patronage (the 1840s)

Most remarkable are the circumstances of Rubinstein’s first meeting
with Konstantin Nikolayevich, which had an almost random character. It took place
at The Hague (on June 27, 1841) at a musical evening organized at the residence
of King Willem II, where the main personage was the 11-year-old guest performer
from Russia. According to the diary, “the little boy named Rubinstein, who,

7 1 shall limit myself to two quotations that illustrate the scholarly level of this publication and shall
comment them. The first quotation: “While being a tsesarevich, Alexander Alexandrovich assisted
the composer materially” [5, p. 96]. The information that Tchaikovsky received material assistance
from Alexander Alexandrovich when the latter held the status of heir and tsesarevich has not found any
documental substantiation. The only exception is Modest Tchaikovsky’s letter from December 2, 1893,
but it gives admission to an obvious error (for more details on this, see [2, pp. 500—501]). The second
quotation: “Nine sacred [sic!] musical compositions have been written by the composer upon the invitation
of the emperor. Among them is the famous All-Night Vigil and Liturgy of St. John Chrysostom.” 5, p. 97]
Here a grave fallacy is made: three independent cycles created by the composer in different years have
been mixed together: Liturgy of St. John Chrysostom opus 41 (1878), All-Night Vigil opus 52 (1882), and
Nine Sacred Musical Compositions TchS 79—87 (1885). To bring other examples (which are numerous)
would be superfluous.
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nonetheless, was Russian, played the piano quite well,” performing compositions
by Henselt and Liszt’s transcriptions of Schubert’s songs.? The Grand Duke himself
(who at that time was 13 years old) turned out to be in Holland participating
in a program of swimming studies. Having been drawn by the extraordinary talent
of his compatriot, Konstantin expressed the desire to become acquainted with him.
“I don’t know, how it was for others, but for me it was, at least, very amusing,” he
wrote.? “He was a guest and was very charming with me,” Rubinstein noted.*°

In light of the subsequent biography of Anton Grigoryevich and, in perspective,
of the history of Russian music, as well, it would be difficult to underestimate
the significance of this meeting: under the impression of it, the Grand Duke prepared
the ground for the child prodigy’s concerts at the court in the capital of Russia. The
musician emphasized this especially: “In 1843 we returned to St. Petersburg. <...>
I played at the Winter Palace. Konstantin Nikolayevich knew me and talked about me
tothetsar’s family”." It was particularly the Grand Duke who “discovered” Rubinstein
for his parents — Emperor Nicholas I and Empress Alexandra Feodorovna, having
therefore exerted patronage to him at the childhood stage of his artistic activities.
The Grand Duke’s diary does not convey to us in details of their communication
in the second half of the 1840s and the early 1850s. But, judging by the preserved
financial documents, Rubinstein performed in Konstantin Nikolayevich’s residence
in the capital city (the Marble Palace) and received valuable gifts from the Grand
Duke’s court bureau.*?

The initial period of their communication is crowned by a musical dedication:
in 1849 the twenty-year-old Rubinstein dedicated his Piano Concerto in D minor
to His Highness. The title page of the presentational manuscript bears the inscription
in French: “Concerto pour le piano avec accompagnement d’Orchestre composé
et trés respectueusement dedié a Son Altesse Imperiele Monsieur le Grand Duc
Constantin Nicolajewitch par Antoine Rubinstein.”3 Having published it seven
years later in the form of the Octet opus 9 for piano, flute, clarinet, horn, violin,

8 GARF.F. 722.0p. 1,n0.78. L. 41-41back side. The diary provides the impression not only of the advanced
level of Konstantin Nikolayevich’s musical preparedness as a listener and an audience member (practically
all of the compositions performed by Rubinstein were very familiar to him, their titles were precisely
recorded by him), but also of what significance was provided to the education of the Grand Duke’s musical
aesthetical taste (the basis was formed by the orchestral and chamber works of the Viennese classicists;
a tremendous role was played by attending the opera).

9 Ibid., L. 41—41 back side.

10 Rubinstein, A. G. (1983) Literaturnoe nasledie [Literary Heritage] (Vol. 1), p. 68.

1 1bid., p. 7o.

12 Thus, for example, in late March 1850 “artist Rubinstein” was presented with a brilliant breastpin
worth 110 rubles in silver from the “English store” (Rossijskij gosudarstvennyj istoricheskij arhiv (RGIA)
[Russian State Historical Archive]. F. 537. Op. 1, no. 30. L. 7—9).

13 The “Concerto for piano with accompanying orchestra, composed and respectfully dedicated
to the Sovereign, Grand Duke Konstantin Nikolayevich by Anton Rubinstein.” (The presentational
manuscript copy was preserved in the Grand Duke’s music collection. At the present time, it is preserved
in the Manuscript Section of the Library of the Moscow State Conservatory [6, p. 166].)
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viola, cello, and double-bass (Leipzig: Peters, 1856), Anton Grigoryevich preserved
the dedication.™

The momentous character of the acquaintance, which took place abroad,
is enhanced by the diary entries from the subsequent decades: the descriptions
of Rubinstein’s concerts in Western Europe at which the Grand Duke was present
invariably convey the feeling of pride for the great musician’s connection with
Russia.’s The childhood meetings were not obliterated from the memories of both
participants and left a mark on their subsequent relations. Their repercussions
can be perceived in the notes made after almost half a century during the period
of Rubinstein’s Historical Concerts and the conjoint attendances of the student
concerts at the St. Petersburg Conservatory in the 1880s.

The Court Accompanist and Ensemble Performer (1850—1870-e)

Having emerged because of Grand Duke Konstantin Nikolayevich within
view of the imperial family, Rubinstein in the early 1850s came into the circle
of another influential personage — Grand Duchess Elena Pavlovna (1806-1873),
due to the direct patronage of which the Russian Musical Society was established
in 1859, and the St. Petersburg Conservatory — in 1862, where Anton Grigoryevich
became its first director. At the same time, he ended up being one of the most high-
demand musicians at the numerous imperial and grand-ducal residences, since
the main form of palatial music-making was served by vocal and instrumental
ensembles (orchestral concerts were held rarely). “What others consider as a career
for an artist, I seem to have plenty; I do not have any business with anybody lower
that the royal family,” Rubinstein confessed in one of his letters of the late 1850s."”

14 Rubinstein A. (n.d. [1856]). Ottetto op. 9 pour Piano, Violon, Violoncelle, Contrebasse, Fliite, Clarinette
et Cor. C. F. Peters, p. 1.

15 See, for example, the diary entries made in Paris in 1882. January 23: “The Club of Russian artists,
where there was a very nice evening. The performers who played were Brandukov, Poul Viardot and, most
importantly, Anton Rubinstein, incredibly, as always, and Turgenev read from the series of his portraits
about two old men resembling old-world country gentlemen; very cute and amusing” (GARF. F. 722. Op. 1,
no. 1166. L. 147 back side). February 7: “I set out for Cirque D’Hiver to a concert which was conducted
by Rubinstein and which consisted entirely of Russian music. Tchaikovsky’s Overture to Romeo and I zhar
1 znoy [And Heat and Sultriness] sung by Ryndina, Korsakov’s Sadko, Davidov’s Cello Concerto played
by Verzhbilovich,” Susannin’s final aria sung by Malakhov, Dargomyzhsky’s Kazachek [Little Cossack] (so
in the original. — G. M.), Rubinstein’s Nimfa [The Nymph] sung by Ryndina, and Rubinstein’s Feramorz
dances. Everything was received extremely sympathetically” (GARF. F. 722. Op. 1, no. 113. L. 3—3 back side).
The event was organized within the framework of the Sunday “Pasdeloup concerts” addressed to a broad
circle of listeners; it took place in one of the commodious halls of Paris, the Cirque d’Hivers [ Winter Circus].
16 While observing the students of the St. Petersburg Conservatory in January 1886, the aging Konstantin
singles out among them the fourteen-year-old pianist Evgeny Gollidey, “who positively reminds me
of Rubinstein, when he was little” (GARF. F. 722. Op. 1, no. 118, L. 158—158 back side). This sounds with
special veracity from the mouth of a person who remembers the “original,” bearing witness to the fact, how
strong were his childhood remembrances.

17 Rubinstein, A. G. (1984). Literaturnoe nasledie: v 3 t. [Literary Heritage: in 3 vols] (Barenboim L. A.,
Ed.) (Vol. 2). Muzyka, p. 83. (In Russ.).
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Judging from the diaries of Konstantin Nikolayevich, an active attendee
of private musical gatherings and the organizer of his own (at the Marble Palace),
it is possible to receive an impression of the type of the participants involved,
the character of the music-making, the repertoire and the listeners’ auditorium,
and to recreate the chronology of the performances. Let us cite some selected
diary entries:

(March 5/17, 1857; Nice, Villa Bermond) “In the evening at Elena [Pavlovna]’s there
is music. Rubinstein and Géraldy™®

(March 2,1861; Mikhaylovsky Palace) “In the evening a gathering at Elena Pavlovna’s.
<...> The music was quite bad. The only good music was Beethoven’s Kreutzer Sonata,
which was played in a splendid manner by Rubinstein and Wieniawski.”*

(April 8, 1861; Winter Palace) “Maria?® had a little musical evening. Rubinstein,
Schubert and Wieniawski played Beethoven’s Grand Trio in B-flat major®, a movement
from one of Mendelssohn’s sonatas®? and various other miscellanea. It was rather good.”23

(April 26, 1861; Mariinsky Palace) “In the evening at Mary’s* there was a large
concert. The guests numbered 300 people and the entire diplomatic corps. The Overture
to Oberon?s, played in such a way as I have never heard before. Mendelssohn’s Concerto
for Violin®®* — excellently. Konzertstiick by Weber?’, Rubinstein, not very well and
the entire Sommernachtstraum.?® The orchestra was superb, the choruses less s0.”%

18 GARF.F. 722. Op. 1, no. 134., L. 21 back side. Jean-Antoine-Juste Geraldi (1808-1869) was a French
chamber singer, teacher and composer. A pupil of Garcia Sr. and Garcia Jr. During the years 1837-1850
he was a professor at the Brussels Conservatory. He became celebrated as a performer of Franz Schubert’s
songs and Giacomo Meyerbeer’s romances. The presence of the highest Russian aristocracy in Nice
in the middle of the 19th century was conducive to the expansion of international musical contacts. Special
attention is merited by Count Eugene de Cessole, 1805—-1876), an amateur violinist and composer, a close
friend of Niccolo Paganini and a collector of musical score autographs. As the senator of Nice, Cessole had
the opportunity of communicating with the most elevated Russian guests and is mentioned in Konstantin
Nikolayevich’s diary entry from November 29, 1858. Unfortunately, in the publication of the diaries (2019)
his name is extremely distorted (Dnevniki velikogo knjazja Konstantina Nikolaevicha. 1858—-1864 [The
Diaries of Grand Duke Konstantin Nikolayevich. 1858—-1864], p. 19). The correct spelling (in Russian)
was verified according to Robert Adelson’s catalogue (Adelson, R. (2020) Autographes musicaux du XIX
siecle. L'album nicois du Comte de Cessole. Académia Nissarda).

19 GARF.F. 722. Op. 1, no. 1153. L. 18 back side.

20 Empress Maria Alexandrovna (1824—1880).

21 The Trio for Piano, Violin, and Cello in B-flat, opus 97, dedicated to Archduke Rudolf.

22 Most likely, what is meant here is the Sonata for Cello and Piano No. 2, opus 58 dedicated
to M. Yu. Vielgorsky.

23 GARF.F. 722. Op. 1, no. 1153. L. 27 back side.

24 The Grand Duchess Maria Nikolayevna (1819—1876) was the eldest sister of Grand Duke Konstantin
Nikolayevich.

25 The Overture to the opera Oberon by Carl Maria von Weber.

26 The Concerto for Violin and Orchestra in E minor, opus 64.

27 The Konzertstiick for Piano and Orchestra in F minor, opus 79.

28 A Midsummer Night’s Dream opus 61 for soloists, female chorus and orchestra by Felix Mendelssohn.
In the publication of the diaries this entry was deciphered incompletely and with distortions (Dnevniki
velikogo knjazja Konstantina Nikolaevicha. 1858—-1864 [The Diaries of Grand Duke Konstantin
Nikolaevich. 1858-1864], p. 283).

29 GARF.F.722. 0p. 1, no. 1153. L. 27 back side. L. 31 back side.

17



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

(February 21, 1866; Mikhaylovsky Palace) “In the evening at Elena P[avlovna]’s.
Stockhausen2® sang, Rubinstein and Wieniawski played Beethoven sonatas.”

(December 19, 1869; Mikhaylovsky Palace) “To Elena P[a]v[lovna] for the evening,
where Rubinstein played better than ever before.”3?

It is notable that, being in the service of Grand Duchess Elena Pavlovna,
Rubinstein did not perform at the musical gatherings of Grand Duke Konstantin
Nikolayevich. What was the reason for this? In one of his letters to Baroness
Edith von Raden (1862) the musician calls Elena Pavlovna “his friend” and source
of “everything good that occurs in the sphere of music,” while calling Grand Duke
Konstantin Nikolayevich “his enemy” [7, p. 50]. This testifies to the competition of the
two grand-ducal courts within the space of “musical St. Petersburg” of the 1860s.

After 1873, each visit of Rubinstein and his fellow chamber musicians to the Marble
Palace for the grand-ducal musical matinees becomes a noticeable event:

(February 23, 1874) “From 2 to 3/ 6 music. <...> Rubinstein arrived. He played alone,
then the B-flat major Trio by Beethoven and the Adagio from his D-major Trio. This was
an inexpressible, unbelievable charm™33

(November 11, 1875) “Anton Rubinstein was here, having brought from Paris Saint-
Saens himself, with whom I had the chance to acquaint myself and invite him to my
musical event on Thursday”3+

(November 13, 1875) “From 2 to 34 6 music. <...> Saint-Saéns was there. He played
one Bach fugue on the organ and his own wonderful and extremely interesting quartet
on the piano. then he played the entire first half of Mozart’s Requiem. This way, we had
a very multitudinous dinner. Next to me sat Anton Rubinstein and Saint-Saéns”35

(January 14, 1877) “From 2 to Y2 6 music. <...> A. Rubinstein, Davydov and Auer
arrived, and they played charmingly Beethoven’s charming B-flat major Trio with the
wondrous Adagio.”3®

Rubinstein visited the Marble Palace afterwards too, but his visits were
stipulated by other reasons.

About Rubinstein the Composer and the Pianist (the 1870s and 1880s)

An epigram to this section can be served by the diary entry made by the Grand
Duke reflecting the contradictory impressions from one of Rubinstein’s concertos,
where he presented himself both as a composer and a performer: “He played
extraordinarily wonderfully Beethoven’s Concerto in E-flat major and himself
conducted his own symphony, which is incredibly boring and tedious.”s”

30 Julius Stockhausen (1826—1906) is a famous German baritone.

31 GARF. F.722. Op. 1, no. 1157.L. 13.

32 GARF. F.722.0p. 1, no. 97. L. 53.

33 GARF. F.722. Op. 1, no. 106. L. 26 back side.

34 GARF.F.722.0p. 1, no. 110. L. 14.

35 GARF. F.722. Op. 1, no. 110. L. 14 back side-15.

36 GARF. F. 722. Op. 1, no. 112. L. 49.

37 GARF. F. 722. Op. 1, no. 115. L. 102. It is referred to the Forth (Dramatic) Symphony opus 95
in D minor, which takes up more than one hour in performance. It was played at the Fifth Orchestral
Meeting of the St. Petersburg Section of the Imperial Russian Musical Society (on December 17, 1883).
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Let us focus our attention on his specialization as a composer. From the early
1870s, Rubinstein’s compositions began to be performed regularly on the theatrical
and concert stages of the Russian capital. How does Rubinstein appear on the pages
of the Grand Duke’s diary? What is his place in the hypothetic hierarchy
of the contemporary composers as arrayed by the Grand Duke?

First of all, our attention is drawn by the comments about his chamber
instrumental ensembles: Konstantin Nikolayevich, being a passionate amateur cellist
and an encyclopedically educated connoisseur of chamber music,3® demonstrated
a constant interest in new chamber works. Not coincidentally, the highest appraisal
was bestowed by the Grand Duke on Rubinstein’s string quartets, especially opus 9o
No. 1 in G minor — “a most interesting work with a charming scherzo in 5/8”,3°
“very beautiful, but frighteningly difficult.”#° It is likewise not coincidental that one
of the most ardent promoters of Rubinstein’s chamber production was the Russian
Quartet — a young chamber ensemble, the initiator of the creation of which
is traditionally thought to be Anton Grigoryevich, and the tacit patron of which
was Grand Duke Konstantin Nikolayevich (see [8]). The quartets are adjoined
by the “perfectly made, interesting, beautiful, but extremely difficult” String Sextet
in D major, opus 97,4 and among the piano ensembles there is a “the beautiful Cello
Sonata” opus 18.4 The other chamber ensemble works involving the piano were
accorded more reserved comments. The Viola Sonata opus 49 seemed to the Grand
Duke to be unintelligible in regards to the balance of sound: “The viola can barely
be heard”.#3 The Piano Quartet opus 66 was marked with a laconic “did not like”+4
as similarly was the Piano Trio opus 108.45 (Was it possible that the reason for this
evaluation was due to poor performances of these works?)

A separate block is comprised by notes about operatic and orchestral
compositions — that part of the legacy by which usually the composer’s reputation
is formed. Only one of them — the programmatic musical-characteristic picture
for orchestra Ivan the Terrible opus 79 — was evaluated by Konstantin Nikolayevich
as being perfect in all compositional parameters.4® The others aroused critical

38 “Being enthusiastic about playing quartets and quintets (with two cellos), he played at home though
all the chamber works of both the classics and the contemporary composers. <...> He knew the chamber
and orchestral literature sometimes better than the quartet players and the conductors, upon numerous
occasions proving this in a witty manner,” — as Eduard Napravnik testified in his unpublished Memoirs
(Kabinet rukopisey Rossiyskogo instituta istorii iskusstv (KR RIII) [Cabinet of Manuscripts of the Russian
Institute of Art History]. F. 21 (Napravnik E.F.). Op. 1. N2 221. L. 20 backside—21).

39 GARF.F.722.0p. 1, no. 102. L. 12.

49 GARF. F. 722. Op. 1, no. 1160. L. 23 backside.

41 GARF.F.722.0p.1,no0.112. L. 9.

42 GARF.F.722.0p. 1, no.113. L. 3.

43 GARF.F.722. Op. 1, no. 106. L. 40.

44 GARF. F.722. Op. 1, no. 112. L. 39 back side—4o0.

45 GARF.F.722. Op. 1, no. 115. L. 115.

4% GARF.F. 722. Op. 1, no. 1161. L. 13.

19



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

comments, albeit, with the acknowledgment of positive sides, which he tried
to convey to the composer (in most cases, unsuccessfully). The main motive
of the critique was an insufficient selection of expressive musical material, combined
with dramaturgical miscalculations and, as a consequence, a loss of interest
on the part of the audience. Thus, having attended the premiere of Makkavei
[The Maccabees] (February 4, 1877), the Grand Duke acknowledged: “In general,
the music is good, and some of the numbers are outstanding, but the entire opera
is still very boring, and on several occasions I almost fell asleep”.4” His observation
of the Fourth (Dramatic) Symphony was made in the same vein: “The scherzo
is excellent and extremely original. The rest of the work also has some good and
beautiful things, but, overall, it is overly extended”.+8

The Grand Duke had special expectations connected with the opera The Demon.
He began his familiarization with it at the rehearsals at the Mariinsky Theater
a month before the premiere.+ (January 7, 1875): “I heard the first scene and the
ballet music and found that it has decent spots in it”.5° On January 11 he listened
to “the second act with the ballet” and “the very end”.5! And, finally, on January 22,
already in full: “In the evening, the first time at Rubinstein’s The Demon (the third
performance). The first and third acts are very good. The second, besides the excellent
ballet music, is long and boring.”s? It is possible that particularly at this performance
the intense “backstage” conversation between Rubinstein and the Grand Duke took
place in the presence of Eduard Napravnik and Mikhail Ippolitov-Ivanov. According
to the latter’s memoirs, “Konstantin Nikolayevich tried to criticize something, and
I was surprised, how sharply Anton Grigoryevich contradicted him, and Konstantin
Nikolayevich, being himself rather harsh in conversation by his nature, went silent
obediently and without contradictions”.53

Another composition based on a plotline by Lermontov — The Merchant
Kalashnikov — transfers us to a musical-political platitude. Having attended
on February 22, 1880 the first performance of this opera by Rubinstein, “which he
conducted himself,” Konstantin Nikolayevich noted with satisfaction: “He had great
ovations and, in general, the public accepted the opera well. It is produced well and
is listened to with interest, except for the second scene of Act II, which is very dull.”s
47 GARF.F.722.0p. 1, no. 112. L. 61.
48 GARF.F.722.0p. 1, no. 108. L. 26.
49 Mostlikely, he familiarized himself with it in the form of the piano-vocal score (it was listed in the musical
library of the Marble Palace). The date of the premiere was January 13, 1875.
50 GARF.F. 722. Op. 1, no. 108. L. 23 back side.
51 GARF.F.722. Op. 1, no. 108. L. 25 back side.
52 GARF.F.722. Op. 1, no. 108. L. 33 back side—34.
53 Ippolitov-Ivanov, M. M. (1934). 50 let russkoj muzyki v moih vospominaniyah [50 Years of Russian

Music in My Reminiscences]. Gosudarstvennoe muzykal noe izdatel’stvo, p. 28. (In Russ.). Rubinstein’s
operas were also criticized by his other contemporaries including Napravnik and Tchaikovsky (see [0,

p- 3151).
54 GARF.F.722.0p. 1, no. 1164. L. 31.
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However, having not stood three performances, the opera was suddenly taken off
the repertoire. The prohibition was issued from the heir, tsesarevich Alexander
Alexandrovich, which regarded the libretto ideologically disloyal.ss The Grand Duke,
as we can see, was of a differing opinion about it — the quoted response is devoid
of any political subtext. The response of Konstantin Nikolayevich’s son, Grand Duke
Konstantin Konstantinovich, also has a favorable tone.?® Thereby, the opinions
of the representatives of the imperial family differed with each other. The composer
himself reacted to such an unexpected prohibition extremely oversensitively. Having
visited the Marble Palace a few days later (on February 26, 1880), most likely, he
discussed the current situation with Konstantin, who at that time possessed some
influence on the Russian opera.5”

Four years later, the tsar’s family accepted the opera Neron [Nero] practically
unanimously (on January 29, 1884). However, in the opinion of Konstantin
Nikolayevich, the opera, once again, has “many excessively lengthy passages,”
notwithstanding the “effective and beautiful spots” and the “splendid and exceedingly
effective” production carried out by the St. Petersburg-based Italian troupe under
the direction of Alberto Vicentini.5® This became the last opera by Rubinstein of all
those attended by the Grand Duke in stage performance.

The diary entries testify that although the Grand Duke allocated Rubinstein
a high position in the hierarchy of composers, he did not list him among the greatest
masters of modernity. He gave priority to Tchaikovsky for his “musical and melodic
qualities” and to Serov for his “sublimity and grandiose qualities.” Rubinstein was
merely provided with an “honorable” niche.

The Grand Duke perceived the art of Rubinstein the virtuoso absolutely
differently. For him, just as for many other Russian contemporaries of his,
Anton Grigoryevich was not only an unsurpassable pianist, one of his kind, but
a national asset. An especially high statusin the diariesis given to the educational
project Historical Concerts (1886) — one of the culminating heights of the world
art of piano playing. For Konstantin Nikolayevich, this triumph of his

55 Formore on this see Eduard Napravnik’s unpublished “Memoirs” (KR RIII. F. 21 (Napravnik E.F.). Op. 1.
No 221. L. 26, 35 back side). According to Anna Vinogradova, “as it is known, the reason for the prohibition
was the “untimeliness” of the plotline of the opera, in which Kalashnikov’s execution coincided in time with
the real execution of activist of the Narodnaya volya [People’s Will] political group Ippolit Mlodetsky,
which took place on the day of the premiere of Rubinstein’s opera. Another reason, possibly, was the
scene of the first act, which created the impression of a parody of an Orthodox Christian Church Service
(in which Ivan the Terrible himself was presented in the role of the patriarch).” [10, p. 68].

56 « especially liked the chorus a cappella of the oprichniks, the first scene and the entire third act.
In the new opera, as in other works by Rubinstein, there is a lot of purposeless noise and clack sound
in the orchestra” (GARF.F. 660 (Konstantin Konstantinovich, velikiy knyaz’) [Konstantin Konstantinovich,
Grand Duke of Russia]. Op. 1, no. 16. L. 118 back side).

57 See Grand Duke Konstantin Nikolayevich’s diary entry (February 26, 1880): “At home I had a meeting
with Rubinstein” (GARF. F. 722. Op. 1, no. 1164. L. 33).

58 GARF. F. 722. Op. 1, no. 115. L. 127—127 back side.
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contemporary was especially significant, because he was a witness of the latter’s
entire artistic path.

The Grand Duke attended the cycle of concerts fully:

(on January 4) “At 8 o’clock at the first of the historical concerts. <...> Rubinstein
played composers from the 16th and 17th centuries, and played them with unutterable
mastery. What a colossal force and memory this person has!”

(January 11) “At Rubinstein’s historical concert. Today he played 8 sonatas
by Beethoven. This is extremely tiring.”®°

(January 18) “At Rubinstein’s third historical concert. This time he played Franz
Schubert, Weber and Mendelssohn. Naturally, it was superb, but, in my opinion, he
spoiled many pieces, because he took to fast tempos.”®

(January 25) “At 8 o’clock I am present at the assembly of nobility at Rubinstein’s
fourth concert, which consisted entirely of Schumann’s compositions, and he played
them exceedingly superb.”¢?

(February 1) “In the evening at Rubinstein’s fifth historical concert. He played
Hummel, Moscheles, Henselt, Thalberg and Liszt and has once again showed himself as
an unrivaled colossus.”*3

(February 8) “At 8 o’clock at Rubinstein’s sixth historical concert devoted solely
to Chopin. Naturally, he played superbly, but, once again, he spoiled many things a great
deal, by taking took fast tempos. <...> It finished only at 3/ 11.7%4

(February 16) “At the Hall of the St. Peter and St. Paul for a repeat of the last
of Rubinstein’s historical concerts (Chopin and the Russian composers). During
the intermissions, we smoked with Rubinstein in a separate room.”®

Given that the notes are written down laconically, each one of them is
endowed with its own characteristic feature, and the last one — even with something
“all too human.” I shall specify that only three of the concerts were bestowed
unreserved fascination on the part of Konstantin Nikolayevich. To the others
he made aset of comments, among which the complaint about the parameter
of tempo is symptomatic.%® All of this characterizes him as a very demanding and
even extraordinary listener. Having familiarized himself with the performances

59 GARF. F. 722. Op. 1, no. 118. L. 144 back side. The works of ten composers were performed: William
Byrd, John Bull, Francgois Couperin, Jean-Philippe Rameau, Domenico Scarlatti, Johann Sebastian Bach,
Georg Friedrich Handel, Carl Philip Emmanuel Bach, Joseph Haydn and Wolfgang Amadeus Mozart.

60 GARF.F. 722. Op. 1, no. 118.L. 149 back side. It is hard not to agree with such a comment, after having
seen the list of the performed sonatas (No. 14, 17, 21, 23, 27, 28, 30, 32), the aggregate timing of which adds
up to about three hours.

61 GARF. F.722. Op. 1, no. 118. L. 153 back side.

62 GARF. F. 722. Op. 1, no. 118. L. 157.

63 GARF. F. 722. Op. 1, no. 119. L. 1-1 back side.

64 GARF.F. 722. Op. 1, no. 119. L. 6—6 back side.

65 GARF. F. 722. Op. 1, no. 119. L. 10~10 back side.

The complaints about “incorrect” tempos, as Natalia Vlasova notices, “more frequently in the
excessively fast tempos, which at times leads to ‘ambiguity,” haste in the performance” sounded out
frequently in Rubinstein’s addres from the mouths of both Russian critics and those from other countries.
At the same time, “the musician’s performing style was unified, regardless of whether he performed as
a conductor or a pianist”. [11, p. 121]
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of the most outstanding listeners (among others, Franz Liszt), having discussed
their performing art with his interlocutors (including Feodor Litke, Rudolf
Kiindinger, Eduard Napravnik and others), he accumulated an abundant amount
of experience as a listener. If we are to speak of a virtuoso who could provide
competition for Anton Rubinstein, from the angle of the Grand Duke, it could only
be his younger brother Nicholas. He characterized the latter’s playing with the same
epithets. His diary contains several mentions of the two brothers making music
together.®” However, we would not find any direct comparisons between them.

Konstantin Nikolayevich also had the opportunity of comparing the brothers
in another, administrative sphere of activities, as well.

Rubinstein the Conductor in the Eyes of the August Patron

When the Grand Duke assumed the position of the chairman of the Chief
Directory of the Russian Musical Society and the patron of the conservatories,
(1873), the creative activity of Anton Rubinstein, who stood at the origins of these
institutes, was mainly connected with concert and compositional projects abroad.
Substantial aid in solving questions of musical organization was provided to His
Highness by Nikolai Rubinstein (1835-1881), who up to his death was his closest
assistant (as the director of the Moscow Conservatory, he was a member of the Chief
Directory); between them warm human relations were formed.

Nonetheless, each one of Anton Grigoryevich’s appearances in St. Petersburg
was marked by the Grand Duke in his diary. This was not only the already mentioned
theatrical and orchestral premieres under his direction and the chamber music
performancesattheMarble Palace,butalsothediscussionsofimportantorganizational
projects. Thus, in June, 1873 the Grand Duke “had a lengthy conversation with
A. Rubinstein, who returned from his American trip, about our musical activities”.5®
In the summer of 1878, Rubinstein is mentioned in the role of virtually the sole
intermediary who could resolve the conflict between cellist Karl Davydov (at director
of the St. Petersburg Conservatory at that time) and the other members of the Chief
Directory of the Imperial Russian Musical Society in the question of appointing
a director of the Concerts Russes at the World Fair in Paris.® After the death of his
brother, Anton Grigoryevich, who at that time did not hold any official post at the
Imperial Russian Musical Society, is mentioned numerous times in the diary as
an influential consultant in the determination of the fate of the orphaned Moscow
Conservatory. In April 1881, the members of the Chief Directory, taking his suffrage
into consideration, make the decision of introducing there “an interregnum with

67 See, for example, the diary entry from December 28, 1876: “In the evening at the Kononov Hall
for the benefit of the Kologrivov family. <...> Both of the Rubinstein brothers played Schumann’s variations
for two pianos, and this was splendid” (GARF. F. 722. Op. 1, no. 112. L. 39 back side—40).

68 GARF.F. 722. Op. 1, no. 104. L. 83 back side.

69 GARF. F. 722. Op. 1, no. 1160. L. 52—52 back side.
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the local small-range powers”.” On January 19, 1885 he single-handedly provides
the Grand Duke with “the thought of appointing Tchaikovsky” as the director of that
educational institution.”

Discovering anew these and others unknown details, we convince ourselves
of how a high was the status of reputation which Rubinstein held, not only
in the eyes of the Grand Duke, but also of the public opinion in Russia, overall.
He “was considered by public consent to be the head of the entire musical affair
in our native country” (cit. from: [12, p. 98]). With the aim of consolidating
this position, the project was developed for establishing for Anton Grigoryevich
the title of “Honorable Director of Music” affiliated with the Russian imperial
court (the implementator was Senator Andrei Markevich, Grand Duke Konstantin
Nikolayevich’s assistant in directing the Imperial Russian Musical Society;
the project was not realized — see [Ibid., pp. 94—100]). In light of the foregoing,
the invitation addressed to Rubinstein to return to heading the St. Petersburg
he had established does not appear as unexpected, even despite the stressful
situation emerged around his “invocation to reign” (stipulated by the sudden
escapement of Karl Davydov in January 1887). Incidentally, it came not from
the Grand Duke, who was absent from the capital city and compulsorily played
the role of an observer, but from the already mentioned Markevich.”>

After having returned to St. Petersburg, Konstantin Nikolayevich immediately
met with Rubinstein: “We discussed the conservatory and, generally, talked about
musical matters, and coincided in our thoughts. I hope that the affair would take
a favorable turn.””3 Undoubtedly, hope centered on the entire experience of their
previous communication. Indeed, the first impressions from Anton Grigoryevich’s
actions gave hopes by their serious qualities, while his displeasure with “the entire
piano instruction and the professors and their programs” could be explained
by the fact that “it was difficult to satisfy such an artist as he was.”?

However, soon after that (on June 14, 1887) the Grand Duke expressed his
worry about the future:

“At the Marble Palace I have a musical counsel with Rubinstein. Great changes are
to occur. We spoke in general, about the conservatory and its future, about establishing
our own concert orchestra, and various musical matters. I am continuing to be cautious
that the business with Rubinstein would not last long.”75

70 GAREF. F.722. Op. 1, no. 1165. L. 144—144 back side.

71 GARF. F. 722. Op. 1, no. 117. L. 52 back side.

72 See Moiseev, G.A. (Ed.). (2011). Konstantin Nikolaevich (vel. kn.), Markevich A. N. Perepiska
(1885-1889) [Konstantin Nikolayevich (Grand Duke), Markevich A. N. Correspondence (1885-1889)].
T. S. Tsar’kova (Ed.), Ezhegodnik Rukopisnogo otdela Pushkinskogo Doma na 2009—2010 g. [Yearbook
of the Handwriting Department of the Pushkin House for 2009—2010]. Dmitriy Bulanin, pp. 540-596,
pp- 564—565. (In Russ.).

73 GARF.F.722. Op. 1, no. 117. L. 77.

74 GARF. F. 722. Op. 1, no. 120. L. 110 back side.

75 GARF.F.722. 0p. 1, no. 121. L. 51—51 back side.
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Such an unfavorable prediction was the consequence of Anton Grigoryevich’s
peremptory demand to bring in, instead of the then active official conservatory
Regulations, the Provisions for the St. Petersburg Conservatory developed by him.
In the event of their non-adherence, he threatened to leave his post immediately.
The Regulations were printed out and sent to the august patron. Such an initiative, as
well as the ultimatum manner shocked the Grand Duke. “I have read them and have
determined that they completely destroy and topple down the present Provisions,”
he wrote. “It seems to me that our venerable Anton Grigoryevich <...> has set
himself on the path of personal arbitrariness. <...> is this not a case of setting a knife
against my throat? — la bourse ou la vie,”® do not interfere with my predilections,
or I shall leave! <...> I hope that he [Rubinstein] would not want me to change
my opinion of him in such radical a manner.””” Nonetheless, the conditions were
partially accepted by His Highness. “I could not do anything else, because in the
event of a different answer on my part, Rubinstein would immediately leave, frightful
confusion would begin, and both the conservatory and the Musical Society <...>
would be thereby placed in a most difficult, it could be said, desperate position.””

It goes without saying that such confessions could only be entrusted
to a personal diary, or a private correspondence. Other rules of the game were
active in a public space. And for this reason, upon a crossed reading of a number
of documents, the feeling of nervous tension arises. The contrast is present (1887):

“I congratulate you with my whole heart in regard to the twenty fifth anniversary
of the conservatory you have created, which has been so valuable to Russia; I ask you
to convey my heartfelt congratulations to all the members of the conservatory, the teachers
and the learners; I wish that it continue to flourish; they all know that I love all of them
with my entire heart” (September 8, Konstantin — to Rubinstein, a salutatory dispatch).”

“I preserve an inner deep doubt, that things would hardly go successfully with
Rubinstein’s character” (diary from October 10).8°

(1888): “To the conservatory, where <...> especially for me the second act of Wagner’s
The Flying Dutchman has been prepared. <...> generally, it was very charming, and
I thanked everybody cordially, and kissed Rubinstein” (diary from February 16).%

“I received Anton Rubinstein. It is difficult to speak with him about practical affairs,
and I find that his mind is impractical” (diary from August 24).%2

The discharge of the atmosphere was aided by outer circumstances —
the authorization coming from Emperor Alexander III to build the new building

76 Your purse or your life. — French.

77 Moiseev, G. A. (Ed.). (2011). Konstantin Nikolaevich (vel. kn.), Markevich A. N. Perepiska (1885—
1889) [Konstantin Nikolayevich (Grand Duke), Markevich A. N. Correspondence (1885-1889)],
p. 580, 582.

78 bid., p. 579.

79 1bid., p. 575.

80 GARF. F.722. Op. 1, no. 121. L. 116-116 back side.

81 GARF. F. 722. Op. 1, no. 122. L. 48.

82 GARF.F. 722. Op. 1, no. 123. L. 36.
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for the St. Petersburg Conservatory. It seems that the Grand Duke gave a sigh
of relief, since Rubinstein set part of his energy onto a positive channel and
disengaged himself from the utopian ideas of the inner transformation of that
educational institution (from which both the teachers and the students suffered).
However, they both were not fated to view the final result — the paths of their lives
were terminated at the beginning stage of this grandiose project.

Conclusion

In the field of art studies in the 20th and 21st centuries outside of Russia,
the subject of “the artist and the government,” “music and patronage” are being
actively developed on the materials from various time periods, in diverse angles and
forms. At that time, the phenomenon of Russian musical patronage is practically
not reflected at all in them. In Philip Taylor’s monograph Anton Rubinstein.
A Life in Music (2007) the Grand Duke is mentioned only a few times. The latter
have to do with Konstantin Nikolayevich’s contacts with Anton Grigoryevich only
in the year of their childhood and youth [13, pp. 15, 29, 82]. In the offered work,
on the basis of the materials of the Grand Duke’s archive, their ambiguous and
peculiar interactions are shown. It can only be hoped that the filling of the existent
lacuna by facts and reflections presented for the first time shall serve as a definite
contribution to world musical historiography.
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AxnHOTanmuA. JImyHble OHUOJIMOTEKW KOMIIO3UTOPOB HAYaId HW3ydaThCs
CPaBHUTEJLHO HEJABHO, BCErO OKOJIO 100 JIeT TOMY Hasaj. Mekay TeM B3TO
IIeHHEUIITUN MCTOYHUK HCCJIeJOBAHUSA TBOPUYECKOW Ouorpaduu, KOTOpPHIN HeCeT
OTIIEYaTOK KaK JIMYHOCTU BJIQJIE/IbIIA, TAaK W BCErO €ro MokoJeHus. bubimoreka
II03BOJISIET CY/IUThH O BKyCax U MPUCTPACTUAX aBTOPA, IOMOTAET PEKOHCTPYHUPOBATH
TBOPUYECKHE 3aMBIC/IbI, TIOPOH COAEPKUT PA3HOTO POZla MAapPTHUHAINH, KOTOPHIE
B COBPEMEHHOM MCTOYHUKOBEAEHHUH MTOJTYUHJIN CTATyC TEKCTOB.

Cynpobl 6ubnuorexk A. Illénbepra m ero yueHuka A. bepra ciioKuWiIucCh
ro-paszHomy. llIén6epr He 6611 OubIUODHUIOM, ONOIHOTEKA CIYKUIa eMy pabounm
WHCTPYMEHTOM 1 OTPaXKaJia ero MHOTOCTOPOHHYE HHTEPECHI B PA3JIMYHBIX 00J1aCTAX
s3HaHuA. HecMOTpsI Ha MHOTOUYMC/IEHHBIE TIepee3/bl, ero OMOINOTeKa COXpaHmUIa
cBoIo mesocTHOCTh. Cam III€éHOEePT cocTaBMII ee YaCTUUHYIO OIHChH, PACIIOJIOKHUB

© Bekcnep 10. C., 2023
29



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

KHUTU B COOTBETCTBUM CO CBOeW wuepapxued IeHHocTed. CucremaTruueckoe
HM3y4YeHHe ero KHIKHOTO coOpaHusa Havasnoch B MHcetuTyTe ApHosbaa I1Ién6epra
B Jloc-Anmkenece u ObUIO mposonkeHo B Llentpe ApHosbaa Illénbepra mocie
repeMelreHus1 ero apxusa B BeHy. Oco0yro lIeHHOCTb B IIIEHOEPTroBCKOM OH1OJIOTEKE
HMEIOT €ro IoJieMUudyeckre MapTrUHaJIuU, B KOTOPBIX OH BEJIET BOOOpAKAEMYIO
auckKyccuio ¢ coppemeHHukamu: X. Ilpuinaepom, @. bysonu, X. IlleHkepom.
OHU JOTIOJIHAIOT KOPIYC OIMyOJMKOBAHHBIX U HEOIYOJIMKOBAHHBIX MY3bIKAJIbHO-
TeopeTnueckux Tekcros [IIénbepra.

bubsimoTeka bepra 710 cux op Haxo/IUTCs B BEHCKOUM KBapTUPe KOMITO3UTOPA.
JIoCTyll K ero KHUTaM HCCJIe/IOBAaTeJN TMOJYYUIA CPABHUTEIBHO MO37[HO, IOCJIE
cmepTu BAOBBI bepra XeneHwl B 1976 roxy. CucremaTusanus U KaTaJoTU3aIus
OubIMOTEKU ellle He B3aKOHYeHa. bepr Ipoucxoaus U3 CeMbH AaHTHKBapa,
016 IMOMUILCTBO OH YHACJIEAOBAJI OT OTIIA. Y3Ke C IOHBIX JieT Oubsroreka ObLia
JUUTs1 HETO CPeICTBOM MO3HAHUSA ce0s1 U MUPA, O YEM CBHUIETETLCTBYET COCTABJIEHHOE
UM MaciuTabHoe cobOpanme nurat «O camono3HaHum». bepr, kak u II1€énbepr,
HMeJT IPUBBIUKY ITOJIEMU3HUPOBATH C ONMIIOHEHTAMU B ()opMe MapruHaaui (TakoBa
nojemuka ¢ B. Kpyrom B ero kuure «HoBas Mysbika»). Bosbinoil uHTEpec
y HccJie/ioBaTesiel BhI3bIBAIOT OeproBcKue paboure SK3eMIISAPHI ApamMbl « Boriiek »
I'. broxHepa, a Takxke aunorum «/lyx semun» u «Amuk Ilaugoper» ®@. Benekunpa,
KOTOPBIE UCIOJIb30BAJINCh KOMIIO3UTOPOM B paboTe Haj1 inOpeTTo 00eux onep. OHU
TT03BOJIAIOT PEKOHCTPYUPOBAThH TBOPUECKU U ITPOIIECC U COJIEPIKAT [IEHHbIE YKa3aHU S
B OTHOIIIEHWH JApaMaTyprui U KOMIIO3UIIMU, XapaKTEPUCTUKU IIepPCOHaXKeH,
a Takke (OpMbI OT/EJIBHBIX YacTeH.

[Tponoskaromuiicss mporece onudpoku apxuBoB Illénbepra u bepra
TI03BOJIAET HAJIEATHCA HA TO, UTO JIOCTYH K JIMUHBIM OHUOJIMOTEKAaM KOMIIO3UTOPOB
IOJIyJaT UccjieoBaTeIN Ha BceX KOHTUHEHTAaX.

KiaroueBbie cJioBa: JIMYHblE OWUOJIMOTEKHM KOMIIO3UTOPOB, APHOJIB/I
[I1én6epr, Anbban bepr, maprunaauu

Joist IIUTUPOBAHUA: Bexcaep IO. C. JlnuHble 6ubIMoTEKU
A. Illénb6epra u A. bepra kak WCTOUHUK H3y4yeHUs TBOpUeckou Ouorpadum //
CoBpemeHHblE TpOOJIEMBI  My3bIKO3HaHMsA. 2023. N2 4. C. 29—49.
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as a Source of Study of Artistic Biographies

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

Abstract. Composers’ personal libraries began to be the objects of research
relatively recently, only about a hundred years ago. Meanwhile, it presents
a valuable source for research of composers’ artistic biographies, which bears
the imprint of the personalities both of the owner of the book collection and of his
or her entire generation. The library makes it possible to evaluate the tastes and
the predilections of the composer in question, helps reconstruct his or her artistic
ideas, at times contains various types of marginalia, which in modern source studies
have acquired the status of texts.

The fate of Arnold Schonberg’s library and that of his student Alban Berg
unfolded differently from each other. Schonberg was not a bibliophile, his personal
library served him as a working tool and reflected his multifaceted interests
in various fields of knowledge. Despite his numerous relocations, his library
retained its integrity. Schonberg himself compiled a partial inventory of it, arranging
the books in accordance with his hierarchy of values. The systematic study of
his book collection began at the Arnold Schonberg Institute in Los Angeles and
was continued at the Arnold Schonberg Center after his archive was moved
to Vienna. Of particular value in the Schonberg library are his polemical marginalia,
in which he conducts imaginary discussions with contemporaries: Hans Pfitzner,
Ferruccio Busoni, Heinrich Schenker and others. They complement the corpus
of Schonberg’s published and unpublished music theory texts.
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Berg’s library is up to the present day located in the composer’s Vienna
apartment. Researchers received access to his books at a relatively late date, after
the death of Berg’s widow Helena in 1976. The systematization and cataloging
of the Berg Library has not been finished up to the present time. Berg came
from an antiquarian family, he inherited his bibliophilia from his father. Already
from a young age, he perceived his personal library a means of cognition of himself
and the world, as evidenced by the large-scale collection of quotations Von der
Selbsterkenntnis [About Self-Cognition] compiled by him. Berg, like Schonberg,
had a habit of polemizing with opponents in the form of marginalia (such is his
polemics with Wilhelm Krug in his book Neue Musik). Of great interest to researchers
are Berg’s work copies of Georg Biichner’s dramatic play Wozzeck by, as well as
Frank Wedekind’s dilogy of plays Erdgesit [The Spirit of the Earth] and Die Biichse
der Pandora[Pandora’s box] which were used by Berg during hiswork on thelibrettos
for each of his two operas. They make it possible to reconstruct the composer’s
creative process and contain valuable instructions regarding the dramaturgy and
compositional form, the protagonists’ characteristic features, as well as the formal
structures of separate sections of the operas.

The ongoing process of digitization of Schonberg’s and Berg’s archives makes
it possible for us to hope that researchers on all the continents will be granted access
to personal libraries of these two composers, as well as those of other composers.

Keywords: personal libraries of composers, Arnold Schonberg, Alban Berg,
marginalia

For citation: Veksler, Yu. S. (2023). Arnold Schonberg’s
and Alban Berg's Personal Libraries as a Source of Study of Artistic
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Bgeodenue

gydasi Ouorpaduio M TBOPUECTBO KOMIIO3UTOPA, MbI IIPUBJIEKAEM

caMble pa3Hble UCTOYHUKU, XpaHAILIUECHd B ero apxuse. B ux uucie

PYKOIIC — HOTHBIE U TEKCTOBBIE, IIepeNrCcKa U JIHEBHUKH, MEMYya-
PBI U 3allMCHBbIe KHIKKU. [loguac Ba>kHOe 3HaUeHHe UMEIOT J1aKe TaKhe MeJIOYH,
KaK IOYTOBble KBUTAHIMU: OHU MOTYT, HalpUMep, MOATBEPAUTH (PAKT OTCHLIKU
MUCbMa, BIIOCJIE/ICTBUM yTpaueHHOro. OMH U3 PeJKUX, HO Ype3BhIUaHO 1IEHHBIX
HCTOYHUKOB — 3TO KOMIIO3UTOPCKAasA O1bOImoTeKA.

HeiHeniHee NOKOJIeHUE, KUBYIIee B IU(QPPOBYIO 510Xy, BPAJ, JIU MOKET II0-
HATH [IEHHOCTh OMOJIMOTEK, KOTOPBIE celyac MaccoBO C/IAl0TCsI B MakysaTypy. Ho
ellle YeTBEPTh BeKa Has3aj JieJio obcTosio mHave. bubinoreka Obplia aTpubyTOM
He TOJIbKO 00pa30BaHHOCTHU U KYJIBTYPHI, HO U COCTOSITEIbHOCTH, MAapKEPOM OIIpe-
ZIeJIEHHOTO COITMAJIBHOTO CJIos. KHUTH He MPOCTO YuTaIu, UX O0epeskHO XpaHWIIH,
KOJUIEKITUOHUPOBAJIU, EpefaBajiv Mo HacaeACTBY. [[OCKOIbKY OHU OBLIU OUeHb
ZIOPOTH, TIO3BOJIUTH cebe KyIUTh UX MOIJIN He Bee. [loaToMy KHUTA ObLIA JIydIIINM
MIOZIAPKOM, U B 3TOM U30UTOM BBIPAKEHUH HET IIPEyBEJIMYEHU — UX TAPUJIN U KO
JTHIO POK/IeHUsA, U Ha IPA3HUKH, U 10 IPYTUM IIOBOJAM.

«IlucaTesnb MepTB, HO €r0 KHUTHU BCe ellle roBopAT», — yTBep:xkzaaer lloib
Bastepu (1ut. mo: [1, p. 120]). JImuHble OMOIUOTEKN TTHUCATENIEN YKe JaBHO CTaJIN
IIpeMeTOM MPUCTAJIBHOTO BHUMAHUA U COCTOATEJIBHBIX KOJUJIEKIIUOHEPOB, U y4e-
HBIX-JTUTEPATYPOBeIOB. B cBoe Bpemsa ExaTepunoii I1 6b111 TprobpeTeHbl KHMKHBIE
cobpanus ¢panity3ckux mpocseruteseit [uapo u Bosprepa. Ceiiuac coxpaHHOCTD
JIMYHBIX OUOJIMOTEK 00EeCIedynBarOT TOCy/lapCTBEHHbIE M HAyYHbIE yUPeXKIeHUs,
KOTOpble TPUHSIN 3cTadeTy OT MeleHaToB. Hanmpumep, Hanmonansnasa 6mubu-
orexka ®paHIUU XPAaHUT U3JAHUA, IpUHaAJIexamue AHarono ®pancy u Pomeny
Posutany, Hayanas 6ubsmoreka MHcTuTyTa pycckoit auteparypsl (ITymmkuHCKOTO
Jloma) — kHWXKHBbIe coOpaHus AsekcaHjyipa CepreeBuua Ilymikuna, AsiekcaHzapa
Anexcanznposuua bioka u Anekcanapa Hukonaesuua OCTpOBCKOTO.

Ecin m3yueHre JTUYHBIX OMOJIHMOTEK MHUcaTesiell UMeET JIOTYI0 TPAJUIIUIO,
TO KOMIIO3UTOPCKHE CTAJIA IPEeAMEeTOM HCCIIeJOBAHUA CPAaBHUTEJIbHO HEJIABHO:
B 1920 — 1930-€ TO/Ibl BBIIILIH MEPBbIE MyOIuKanuu o oubsmuorekax Moranna Ce-
bactpsiHa baxa m Bosbdranra Amanes Momapra, 3aTeM, MOYTH ITOJIBEKA CITyCTS
— 0 KHIKHBIX cobpanusax Puxapma Barnepa u Moranneca Bpamca'. B XXI Beke
1o/I00HBIE HCCIIE/IOBAHUSA TTOYyUAIOT HOBBIM UMIIYJIbC: TMOSABUINCH pabOTHI O OU-
ouorekax OnuBbe Meccmana, Mopuca Pasens, ApHosipaa I11énbGepra, BeHcana
n’9uau, Munnsa AnexkceeBuua banakupesa, [letpa Mapnua YatikoBckoro, Urops
®enopoBuua CTpaBUHCKOTO U MHOTHX JIpyrux>. C pa3BUTHEM HOBBIX TEXHOJIOTHHN

1 CM. 06 aTOM mIo/1poOHEe B 06CTOATEIHHOU cTaThe A. 71e MoHIIebe, KOTOpas CO/IEPKUT yKa3aHUe Ha 60JIb-
IIIOU KPYT UCCIeA0BaHUE 0 OUOIMOTEKaX 3alIaIHBIX KOMIIO3UTOPOB [1, p. 4].

2 113 uccnenoBaHuil 0 OGUOINOTEKAX PYCCKUX KOMIIO3UTOPOB CJIeyeT Ha3BaTh auccepranuio A. I. AlH-
Oounzep o 6ubsimroreke YarikoBckoro [2], myOosukanuu T. A. 3aiinieBoit o 6ubauorexke banakupesa [3]
u T. b. bapanoBoii-MouurerT o 6m61oreke CTpaBUHCKOTO [4].
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JIMYHBIE COOpPaHUS CTAaHOBATCA H60JIee JOCTYITHBIMU, HAUUHAETCS IIPOILIECC UX OIUd-
POBKHM HaApAAY C HOTHBIMU U TEKCTOBBIMU PYKOIUCAMU U ITIMCbMaMH.

B craThe peub MOUJET O JIByX KOMIIO3UTOPCKUX Oubsmorekax. OgHa U3 HUX
IIpUHAJJIe}Kaia TylaBe HOBOUM BeHCKOU ITKOJIbl ApHOIby [IIéHOepry, Apyras — ero
yueHUKy AsbO0any bepry. 1 xots IlIénOepr u bepr Ha IpOTS:KeHUHU MHOTHUX JIET
»KUJIN B OJTHOM TrOpojie, B BeHe, cy/1bObI X OMOJIMOTEK Pa3TNUHBI.

Bubauomexa Illénbepaa: udeanvHuiil pabouuil uHcMpymenm

ApnHoubn [II€HGepr — BBIXOAEI U3 MeJIKOOyp Kya3HOU cpeabl. OH He ObLI
6ubIodMIOM, KOJUIEKITMOHUPOBATh PAPUTETHI HE MO3BOJISJIO €My MaTepUaIb-
Hoe ToJsiokeHue. Ero 6ubsmoreka He UMesia Mejiu JeMOHCTparuu 61arococTo-
sIHUA WM oOpa30BaHHOCTU BJIaJiesiblla. JIJ1si Hero oHa Oblaa Ipek/ie BCero pa-
60YUM UHCTPYMEHTOM — WHCTPYMEHTOM KpailiHe HeOOXOMMbIM U OTBEUYAIOIUM
€ro mMOTPeOHOCTSM.

O ToM, KaKO¥ OH BUJIEJI CBOIO OMOJINOTEKY, CBU/IETEIbCTBYET TUCHMO, OTIIPAB-
sieHHoe bepry B ceHTs10pe 1916 roaa. bepr, Kak oH caM cUuUTas, cJiesiaa JT0CTOU-
HBIU 110/IaPOK YUUTEJIIO KO HIO POKAeHus — nucbma Puxapaa Baruepa 'ancy don
brosoBy3. Ho peakiusa IlIénbepra okazajach HEOXKHUJAHHOU. MATP BOCIPUHSLI
II0/IapeHHYI0 KHUTY KaK MPO3PAayHbId HAMEK Ha TO, YTO OH caM He yMeeT MHUCaTh
nucbMa. IloaToMy eMy npeiararoT IOy4YUuThCA STOMY y APYTUX, KaK OH A3BUTEJIb-
HO 3aMeTWI, «[IPUHATh K CBEJEHUI0, KAKHWe MPEeKpACHbIe IIMChMa IUIILYT APyrue
KOMIIO3UTOPBHI, B OTJIMUHE OT .....!!!»4. Jlto6as kHura /iyisi Hero — yuyeOHUK, B JIaH-
HOM cJTydyae y4eOHUK STUCTOJISIPHBIN — MHaUe OH K UTEHHIO He OTHOCWJICA. bplia
U [ipyras Ipu4yrHa HeZloBoJIbeTBA. OH BhIroBapuBaeT bepry 3a To, 4TO U3-32 MHO-
TOYMCJIEHHBIX MOIaPEHHBIX KHUT €r0 OUOJ/IMOTEeKA JIUITAeTCs UHAUBUAYATTbHOCTH:
«Most 6ubIOTEKA COCTOUT, B KOHIE KOHIIOB, OOJIBIIIEN YaCThIO U3 KHUT, KOTOPhIE
HPAaBATCS JIPYTUM; KOTOPbIE cebe rKeytaiu APyTHhe; O KOTOPHIX S HUKOT/Ia He TO/y-
MaJt OBbI HJTH ITOAYMas1 OBl B IIOCJIETHIOIO0 OYePEab», CIe/IOBATENIFHO, «Y Hee HUKOT/Ia
He OyJIeT MOero JuIa, <...> y Hee OyIeT Takoe BOT CMeIIaHHOe JINIIO0, UTO COOTBET-
CTBYeT BceoOI1ieMy 00pa30BaHUIO»O.

Bepr ycBows ypok. 1 suirb uepes AeBATH JIET, B 1925 TOAY, YKe Oy/lydu aB-
TOpOM «BoIliieka» U U3BeCTHBIM KOMIIO3UTOPOM, OH BHOBb OCMEJIWJICH IIOIAPUTh
YUHUTEJTIO SIUCTOJISIPUU: TOM ITHCEM CBOEro JrobumMoro nucartesist ABrycra CTpuH-
Oepra. B compoBoUTETHHOM MMOCIAHUU 3TOT BaXKHbIH /171 HETO IIar JapeHus1 000-
CHOBBIBAETCA B CEMHU ITyHKTAX:

3 Wagner R. Briefe an Hans von Biilow. Jena: Eugen Diedrichs, 1916. Archiv / NachlaB Schonberg: BOOK
Wa.

4 Briefwechsel Arnold Schonberg—Alban Berg / hrsg. von J. Brand, Ch. Hailey, A. Meyer. Mainz u.a.:
Schott, 2007. Bd. 1. S. 620. [Ipexne bepr gapu yu4uTesro MUchbMa IO MEHbBIIEH Mepe JABaK/IbI: ISATH-
ToOMHOe cobpanue nuceM berxoBeHa Ha PoxzaectBo 1910 roza u nucbMa banp3aka Ha PoxecTBo 1912.
Cw. ibid. S. 621.

5 Ibid.
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Ecnu s BHOBb IPUX0KY HA TBOU JIEHb POXKAeHUA ¢ ToMOoM «Ilucem», Mout Joporou
APYT, — HECMOTPA Ha TBOIO AHTHUIIATHUIO K 3IIUCTOJIAPHBIM CO6paHI/IHM, TO 3TO IIPOUCXO-
JIUT 10 CJIEeAYIOIIUM IPUYUHAM:

1.) IOCKOJIBKY 9TO TTicbMa Cmpundbepeaa

2.) IIOCKOJIbKY 3TO H€ YaCTHBIE IIHNCbMaA, HO COO6IJ.I€HI/IH U paCIopAXEHUA, KOTOPbIE
JAaI0T pa3bACHEHHA I10 IIOBOJY meopuecmaeda €ro mnocjaeaHux 20 JIET, U 9TO B CXKaTOH
Y JJAKOHUYHOU opMe, Kak HUrze b6osee B counHeHusax CTpuHadepra

3) IIOCKOJIbKY 3TO U3JaHHUE COAEPKUT TaKXKE HECKOJIBKO €IIle HE OHy6JII/IKOBaHHbIX
crateit 1 acce CtpuHabepra

4.) TIOCKOJIBKY MHChMa JIAI0T aOCOJIIOTHO TMOJIHYI0 KaPTHUHY €Tro JIesITeJIbHOCTH B «CO-
BPEMEHHOM TeaTpe» (Kak IT0X0Ka OHA — BILIOTH JI0 JIeTaJIEl PacIops>KEHU — Ha TBOIO
ZesaTeIbHOCTh B O0IIIeCTBE 3aKPHITHIX UCIIOJTHEHUN MY3bIKH!)

5.) IIOCKOJIbKY U3 HUX MOKHO IIO3HAKOMHUTHCS co CTPHUH/I0€PTOM KaK aBTOPOM ITHCEM.

6) IIOCKOJIbKY BC€ 3TO MHE TaK HEOIIMCYEMO HPAaBUTCA, YTO A4 HE MOTY AyMaTb, YTO
U Thl HE UCIIbITa€Illb HEMHOI'O YAOBOJIbCTBHUA.

HaKOHeH, IIOCKOJIBKY TOM — JazKe HerO‘IHTaHHbIﬁ — o6pa3yeT JAOITIOJIHEHHE K TBO-
eMy B OCTaJIbHOM IIOJTHOMY coOpaHuio counnenuii Crpunabepral.

[IIénbepra oueHb OECIIOKOMJIO TO, UTO ITIOTOMKH, KOTOPbIE «HAa OCHOBAaHUU
OMOIMOTEKN CyIAT 00 MHTEJUIEKTYaJIbHOM YPOBHE ee obJiaziaTesisi»’, oIyJdar He-
IIpaBUJIbHOE IIPE/ICTABJIEHNE O HEM U €ro B3rjisaax. OmacHOCTh TaKOTO pojia Jiek-
CTBUTEJILHO CYIIIECTBYeT — OMOJIMOTEKA TUHAMUYHA, OHA MEHsEeTCs Ha MPOTsKe-
HUU JKU3HU aBTOpPA BMECTe C HUM U ellle OOoJIbIlle MEHSETCSA MOCJ€e ero CMepTH.
Kakue-To KHUTH 6€3BO3BPATHO TEPAIOTCS, IIOCTYIIAIOT HOBBIE, yOJIUPYIOIIHE APYT
Apyra ToMa 0OMEHUBAIOTCAS, B 3THX IPOLECCaX MOTYT y4acTBOBATH UJIEHBI CEMbH
1 OJIM3KHeE APY3bs BiIajiesablia. THOTIAa Cpe/i CBOUX OKa3bIBAIOTCA U Uy KHE DK3EM-
IUISIPBI, B3AThIE HA BpeMs, HO He Bo3BpaleHHble. U Bce ke 6ubanoreka [I1€nbepra
HMEET CBOE JIUI0, U « MHOTOUMCJIEHHbIE KHUTH, IOJJapEHHbIE YUEHUKAMHU, JPY3bsi-
MU ¥ COPATHUKAMH, SIBJIAIOTCS HEOThEMJIEMOU YaCThIO ee 0OJIMKA, TOYHO TaK JKe,
KaK U KHUTH O My3bIKe, U3JJaHUS KJIaCCUKOB, IPUK/ITIOUEeHUECKHE POMAaHbI, y4eOH!-
KJ MHOCTPAHHBIX SI3BIKOB, IITaXMaTHbIE PYKOBO/ICTBA, KOTOPbIE IMMPUHA/IJIEKAT €TO
YACTHOMY KHUKHOMY COOpPaHUI0»®.

Cynpba 6ubnuoreku IlIénbepra mowcTuHe yauBUTEIbHA. Ha mpoTs:KeHUU
CBOEN JKU3HU OH MHOTOKPATHO MEHsSJI KBAapTUPHI'®, HECKOJIbKO pa3 IepeesKall
u3 Benb! B bepsinH u 06paTHO, a B 1933 rO/ly, B CBSA3U € IPUXO0/IOM K BJIACTH HAIHO-
HAaJI-COITMAJINCTOB, BBIHYK/IEH ObLIT SMUTPUPOBATh B AMepuKy. brubsmoreka, mycTtb
1 He cpasy, cieloBasia 3a HUM. B amepukaHcKyo smurpanuio [IIénbepr oTipaBuI-

¢ Ibid., Bd. II. S. 246.

7 Bungardt-Eckhart J. Ex libris Arnold Schonberg: Biicher und Zeitschriften in der Nachlassbibliothek:
kommentierter Katalog. Wien: Arnold Schonberg Center Privatstiftung, 2021. Journal of the Arnold
Schonberg Center 18 / 2021. S. 9.

8 28 mexabps 1911 roga IllenGepr coobimaer cBoemy yueHuky I'. fIoBiy o mojapeHHo Ha PoxkmecTBO
kHure Ctpunabepra: « Tpukbl TOT ke Tom!». [{ut mmo: ibid. S. 15.

9 Ibid. S. 10.

10 CorslacHO KoppecroHaeHuy, IIIEnGepr MeHs cBOH azipec He MeHee 20 pa3. Cum. Ibid. S. 12.

35



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

cs1 HAJIETKE, BCE €ro BelU ocTauch B EBpomne. Y siuiib Tpu rojia CycTs, B 1936-M,
B Jloc-AH/:Kesiec 6bLIA AOCTaBJIEHBI €r0 KHUTH, HOThI, PYKOIIUCH U UHCTPYMEHTHI
(0H cMOT OIUIATUTh UX TPAHCHOPTUPOBKY JIUIIH TOT/IA, KOTJAa OJUH U3 YUEHUKOB,
kuHOKoMMo3uTop Panbd Paiiarep (Ralph Rainger), BBIILIATHJI TOJOBOM TOHOPAp
aBaHcoM'.

B 1951 rogy III€én6epr y1iesn us ;ku3Hu. B 1970-x ero apxus (B TOM UHCIIe JTUY-
Hasg 6ubsMoTeka) ObLI IepeBe3€eH B TOJIBKO UTO CO3/IaHHBIN MHCTUTYT ApPHOJIBAA
[IIénbepra B Yausepcurere I0xuott Kanudopuuu (Arnold Schonberg Institute).
HecMoTpsi HAa TO, YTO MHOTHIE KHUTH OTCHIPEJIN ¥ OBLIU B IJIOXOM COCTOSTHUH, UX y/1a-
JIOCh COXPaHUTh, KPOME TOTO, Cpa3y ke Hauajach KaTtajgorusamusa. OTHaKO CIIyCTs
7IBa JIeCSTUIETUsI YHUBEPCUTET OTKA3aJICsA BBIJIEIATh HA HETO CPEJCTBA U ITPEIIO-
yes1 puHaHCUPOBATH OelicOoIbHYI0 KOMaHAy. B pesysbTaTe 6110 IPUHATO pellie-
HUe O IepeMeleHny apxuBa B Beny, rie 6611 co3fad LleaTp ApHosbaa [Iénbepra
(Arnold Schonberg Center). Takum o6pazom, OMOJIMOTEKA, KOTOPAs ABaK/IbI IIEpe-
ceksa ATJIaHTUYECKUHN OKeaH, BHOBb BEPHYJIACh HA POJUHY KoMIo3uTOpa. B Bene
HayayIoch ee PyHIaMeHTaIbHOE U3yUeHUe, a B 2021 TOAY OTAEJIbHBIM U3JaHUEM
BBIIIIEJI aHHOTUPOBAHHBIN KaTaJIor 2,

[IIénbepr cam moMoOr cBouM OyAyIIuM wuccaeoBaTesasaM. B 1913 roay —
B TO BpeMs OH y»ke ObLT aBTOpOM «JIyHHOTO IIhepO» U KU ¢ ceMbell B bepnHe —
OH HAYMHAET COCTABJIATH OMUCH JUUHOU OHbmoTekn'S. KOMIIO3UTOP BHOCUT B Hee
1epBbie 330 TOMOB, He ITPOCTO MEPENUChIBAsA HOThI U KHUTH 110 ajihaBUTY, HO yCTa-
HaBJIMBasi HEKYIO HepPapXUI0, HA OCHOBAaHUH KOTOPO MbI MOKEM IOHSTH €r0 CHUCTe-
MYy IIeHHOCTeH (CM. waarocmpauuio 1).

Crniucok kuur IlIén6Gepra oTKpbIBaeTcs: TpyZlamMmu BarHepa (12 TOMOB), 3aTeM
ykazaHbl ApTyp Illontenraysp u Ummanywin Kanr, nanee ciaenyroT bubsus, IlnaTon
1 ApucTOoTesib, 32 HUMU JIB€ KHUTU CKaH/IaIbHO M3BecTHOTO pustocoda OTTo Beii-
HUHTEepa, aBTopa becrcesiepa Hauasia Beka «I1oJ1 u xapakrep», u Tpy/bl Opuapuxa
Hure. [ToTomM uayT KHUTU CHMBOJIMCTOB: 28 TOMOB IIIBE/ICKOTO ITHcaTesst ABrycTa
Crpunabepra (BIocae/cTBUU UX CTAJIO 42) U 18 ToMoB Oesibruiina Mopuca Metep-
suHKa. 3ateM [IIéHOepr yka3pIBaeT COBPEMEHHYIO P03y U 0330, KOTOPYIO OH
TIOJIOXKWJI WJIU TIJIAHUPOBAJ TIOJIOKUTHh HAa MY3bIKY: 103TOB Credana I'eopre, Pu-
xappa Jlemesns (y Kaxkaoro 10 ToMmoB), Patinepa Maputo Puibke, nmucareneit I'enpu-
ka M6cena, OHope nie banbzaka u Ilerepa AsbTenbepra. /lajee 3amucanbl YeThIpe
ToMma AHpu beprcoHa u msATh TOMOB IuceM berxoBeHa. B jasbHeliieM onuch Io-
TIOJTHsIETCS ITOCJIETHUMH BbIMycKamu KypHaia «®akesn» (Die Fackel), nuzmaBaeMo-
ro BeHckuM catupukoMm Kapsiom Kpaycowm, a Takke counHenussMu Bacunusa Kan-
nuHckoro, Ockapa Yaitnpaa, dmuis 3od. B 1918 rosy IIIén6epr BHOCUT B KaTaIoT

1 Cwum. Ibid. S. 12.

2 Bungardt-Eckhart J. Ex libris Arnold Schonberg: Biicher und Zeitschriften in der Nachlassbibliothek:
kommentierter Katalog. Wien: Arnold Schonberg Center Privatstiftung, 2021. (Journal of the Arnold
Schonberg Center 18 /2021.)

13 Ibid. S. 12—14, 309—340.
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HocJIeIHIE 3alMCH — KHHUTHU 10 My3bIKaJIbHOU TEOPHUH: YYEHHA O TADMOHMH, KOH-
TPAIlyHKTe 1 HHCTPYMEHTOBKE.

B aBTOpCKyI0 OIHUCH NONAIU He BCe
KHUTU KoMno3uTopa. Celuac Hallle Ipes- ﬁé_/ iﬁ%m:_ Gt S fraafer s

CTaBJIeHHE O ero 6mubInoTeKe HEU3MEPH- #2 “ [onfp &+ S ke gk
MO moJiHee. Bcero B He 0K0JIO 1100 TO- #3 . s se o'l
MOB'4, IMOJIOBUHY U3 KOTOPBIX COCTaBJISET B - ﬁ%ﬁﬂ’ « friomi bty
XyIOKeCTBeHHAS TUTepaTypa: HeMerkne, 7 ": _ Tapptniake | | Gmetline
a TaxkKe aHIVIMHCKUEe, WCIAHCKWe, WTa- e ”ﬁ’“""

JIBSTHCKHE, (PpaHITy3CKHe, PyCCKUe KHUTH I7 1

B HEMEIIKOM IIepeBoJie (B TOM YHCJIE CO- e . "M’”{‘ﬁ“’?&
unHeHua JIbBa Hukosaesuua TosicToro /;_; j

u ®enopa Muxainiosuda J[0CTOEBCKOTO, ———

YTeHHe KOTOPOTO CUUTa 00s13aTeIbHBIM :;
I'ycraB Masep, myxoBHbIN oTery IIIEHOep- e

ra). B KHM>KHOM cOOpaHHM KOMIIO3UTOPA 5

MHOTO Y4eOHUKOB, U HE TOJIbKO IIO TeO- s

PUU MY3BIKU: €r0 MHTEPECOBAIU SI3BIKU, & A R T5 i

IIaxMaThl U Jake JoOMOBOACTBO. OH OBLI 2 : 7 Y et

obsiaslaTeslIeM MHOTOYHMCIEHHBIX CIIpa- et T Do s
57

BOUHHKOB, CpeZIl KOTOPBIX, HaIpUMED, 77 Maisln
YHAC/Ie[JOBaHHAsA U3 POAUTE/ILCKOTO IOMA /47 : T e g
MHOTOTOMHAasI JHIUKIoNeAus Meliepa |
(Meyers Konversations-Lexikon) — He- Iamocmpayusa 1. Crpasuna us cocTaBaeHHOR

MEIIKOA3BIYHBIM AHAJIOT CJI0BApsA DBpOK- A. IlIéGeprom omucy ero JIMIHOMH 6HOIHO-
raysa u E(l)pOHa, ITomumo »sToOTO, Ou- Teku. VicTOUHUK WLTIoCTpanuu: Bungardt-
6JIMOTEeKa BKIIIOUAIA OKOJIO 200 kHUT mo Eckhart J. Ex libris Arnold Schonberg: Biicher
MY3BIKATBHOR TEOPUHU H HCTOPHH MY3HIKH und Zeitschrifter} in der Nachlassbibliothek:
kommentierter Katalog. S. 311.
(yuebHuKHU, buorpaduu, croBapu, My3bI-
KaJIbHO-TEOPETUUECKHE TPAKTATHI), OKOJIO 100 o (pusocoduu U peIuruu, mouTu
30 KHUT 00 n306pa3uTesibHOM HcKyccTBe. [IIénbepr cobpajl OorpOMHOE KOJTUYECTBO
IepUOANYECKUX U3JaHUM O My3biKe. [[puMepHO 100 TOMOB U3 €ro 6MOJINOTEKU
MMEIOT JJAPCTBEHHbBIE HAAIINCU aBTOPOB.

CBoeobOpa3HbIM MOKa3aTeJieM 3HAaUMMOCTU KHUTHU 711 11Iénbepra ObL1 cO0-
CTBEHHOPYYHBIN TepervieT. OH JIMUHO TepelvieTas Haubosiee BOCTpeOOBAHHBIE
1 YaCTO HCIIOJIb3yeMble 3K3eMIUIAPHI (CM. wa1rocmpayuio 2), CTpeMsCh UX coxpa-
HUTh WU K€ «00J1aropo/IuTh». B 4aCTHOCTH, TaK KOMIIO3UTOP ITOCTYIIaJ C MTapTH-
TypaMH, 110 KOTOPBIM JOJI?KEH OBLT TUPUKUPOBATh.

[II€n6epr, kak, BripoueM, 1 bepr, Bcerja yuras ¢ KapaHaaioM B pykax. Kuu-
ra JjaBajia eMy IIpOCTPaHCTBO Jiid nucbMa. OH Jeiajl MIOMETKU Ha MOJISAX, OTYep-

4 KpaTkoe omrcaHue, a TaK»Ke MOJIHbIN KaTasor cM. Ibid., S. 20—21, 39—308.
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KUBaHUA, TMcaJ KoMMeHTapuu. Koryia Mecra He XBaTajlo, BKJIEUBAJ B KHUTY JIU-
CTOYKH C COOCTBEHHBIMU 3aNUCAMH. [IOMETKH OMOTaIi CTPYKTYPUPOBATh TEKCT,
BBIPAKaJIl HEMOCPEACTBEHHYIO peaKInio Ha mpounTaHHoe. IIIEHOepr Bospaka
aBTOPY, HOATBEP:K/IaJI €70 IIPABOTY, HAIlaajl Ha Hero. V3 MapruHaJIui poKaainuch
€ro cOOCTBEHHBIE CTaTbH, KOTOPbIE, OHAKO, HE BCerJa ObLIN 3aBePIIIeHbI UJIH OIIy-
OJIMKOBaHBI.

Hanocmpauus 2. Tlepensierennbie [IIEHOeProM KHUTH U3 €70 IMYHOU OMOJTHOTEKH.
Vcrounuk wutioctTpanuu: Bungardt-Eckhart J. Ex libris Arnold Schonberg: Biicher und
Zeitschriften in der Nachlassbibliothek: kommentierter Katalog. S. 23

I/ISY‘IGHI/IG MapI‘I/IHaJII/Iﬁ B I1ocdisieaAHue rogbl CTaJiIO BECbMa BOCTpe6OBaHHOﬁ
00J1aCThIO TYMaHUTAapPHbIX HAYK, OCHOBaHHOU Ha MENKAUCHUIVIMHAPDHBIX B3aWMO-
,Z[efICTBHHX. I/ICCJIEZ[OBaTe)Ieﬁ HHTEPECYET TO, UYTO OCTAETCA 34 paMKaMH IIPOU3BE-
JAE€HHA KaK I1€JIOTO U HE BIIMCHIBACTCA B HUX, 0cob0ro pPoaa «KYJIbTYPbI HaA IIOJIAX»
(Randkulturen): napaTeKcThl U TUIIEPTEKCTHI, aHHOTAI[UH, IIPUMEYaHUI, KOMMEH-
tapuu (cMm. [5, S. 7]). OHU B u300MIUH cosieprkaTcs B kuurax [Ilénbepra, KOTOPBIT
IIpuaaBaJl 0OOJIBIIIOE 3HAYEHYE TAKUM MaJIbIM (1)OpMaM TEKCTOB, ob0o3Hayasg ux TEP-
MuHOM Glosse (B mepeBojfie ¢ HEMEIIKOTO «IJI0CCa», « APOHHUYECKOe 3aMedYaHHe»,
«peMapka» )

Tak, ¢ kapaugamom IIEéuGepr unTan «IDCKU3 HOBOM My3bIKaJbHOM 3CTETH-
ku» ®eppyudo By3oHH, MpoBO3BeCTHHKA HeoKIacculin3ma. [IIénbepropckue map-
TUHAJINUA ObLIU OHYGJII/IKOBaHbI BMeECTE C TEKCTOM KHHTH Yy2KeE IIOCJI€ CMEPTH KOM-

5 B coBpeMeHHOM IlIeHOeproBe/ieHUH MoI00HbIe MapruHAINU U KpaTkue 3amMeTku (/. IIIMmuaT oTHOCUT
UX K «IIapaTeKkcTaMm», CM. [6, S. 124]) y>ke mproOpesIH cTaTyc TEKCTa.
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nosuropa'®. MHOrounc/IeHHbIe HIOMETKH COAEPKaTC U B ITOJIEMUYECKOH GPOIIope
HeMelKoro kommnosuTopa Xanca Ilduraepa «®PyTyprcTuyeckasi OacHOCTb», Ha-
npaByieHHOU NTpoTuB By3oHu, kotoporo [Idurtaep cunrtan ¢yrypucrom (M. uaatro-
cmpayuto 3). llIéubGepr yBakaa U IEHWT U TOTO, U IPYroro, Mpu3HaBasch: «Eciu
OBI 111 MeHs UMeJia 3HaUeHUe apTUiiHasA Touka 3peHust, To [Idbumuep u By3oHu,
KOTOPbIE KAKyTCsI MHE IByMsI 13 HEMHOTUX JIOCTOMHBIX BHUMAHUS XapaKTePOB Ha-
IIIeT0 BpeMeHHU, ObLIu ObI MOel mapTueii» (1ut. 1o: [7, S. 211]). OgHaKO OH HE MOT
yZiepaKaThes OT nmosieMuku ¢ [IuitHepoM — OHa Tak U OCTaIach B KHUTE U TP JKU3-
HHU He ObLIa OmMyOJIMKOBaHA, KaK, BIPOYEM, U IIJIAHUPOBABIIASCA CTaThs IIPOTUB
[Idumaepa no Ha3BaHUEM «JI0KHASA TpeBora»'’.
[IIénbepr MmoApPOOHO KOMMEHTHUPYET
u craTbio Kiayca IIpunrexaiima « HoBas my-
3bIKa?» (1926) B :xypHaze Die Weltbiihne'®.
Ee aBTOp, AUPMKEDP U MY3BbIKAJIbHBIN KPU-
THUK, ydeHUK MaJjiepa, CTaBUT I10JT COMHEHUE
JIETUTUMHOCTb COBPEMEHHOT'0 MY3bIKaJIbHO-
ro UCKYyCCTBa U HAIlalaeT KaK Ha «aTOHAJIU-
CTOB», TaK U Ha «00BEKTUBUCTOB». OH moJa-
raeT, 4To yIIpa3JHEHHE JIByX OCHOB MY3BbIKU
— TOHAJIBHOCTH W WUHIAUBUAyaIU3MA — THU-
OeJbHO /ISl Hee: «aTOHaJIbHAsA My3bIKa, I10
CyTH, CAMOYHHUYTOKAEeTCs, a My3bIKa BHe-
> PGS

- .—-*-J:_:*;rﬁj_&—:;: JINUHAA IIbITAETCA HTHOPHUPOBATH YEJIOBEKA,

S | uro exBa iu Bo3MOKHO» [8, c. 136]%. K co-
Ho o i -.-T.a:,.:,-._.l--.,i-\l_,... —

e e

= =~ | xanenuro, komMmeHTapuu IIIénGepra moka
He paciiugpoBaHbl, B TO BpeMs KaK OHH
MOIJIM OBl JIOTIOJIHUTD JIDYTHE €r0 MaTepH-
aJIbl 10 CTOJIb Ba’KHOM JIJIsI HEro mpobJieme,
CoZlepIKaIINecs: KaK B OT/AEIbHBIX 3aMeTKaX
(OHM COXpaHWJINCh B apXHBe), TaK U B CTa-
The «HoBas My3bIKa, ycTapeBIllas My3bIKa,
Hanoempauusa 3. Maprunanuu IIIEHGep- CTUIb U MBICJIB».
ra B 6pourtope X. IIpunuepa «Pyrypu- [IIéu6epr BCTyIIaeT B AUAJIOT U CO 3HA-
CTHYECKAs OIACHOCTb> . MICTOYHUK MIITIO- o prrrmr s ABCTPUIICKUM TeOpeTHKOM I'eH-
crparuu: [6, S. 80]
puxom Illenkepom. B cBsizu ¢ mpezmoarae-

16 Busoni Ferruccio. Entwurf einer neuen Asthetik der Tonkunst. Mit Anmerkungen von Arnold Schénberg
u. einem Nachwort von H. H. Stuckenschmidt. Frankfurt am Main: Suhrkamp-Verl. 1974.

7 Falscher Alarm. Arnold Schonberg Center, Wien T01.18. Ilogpo6Hee o nmonemuke ¢ bBysonu cm. B [7,
S. 210—212].

8 Schonberg A. Kommentar zu: Pringsheim K. Neue Musik? I. Die Atonalen. II. Die Objektiven.
Die Weltbiihne 22 (1926). Nachlass Schonberg: P17. ASC.
9 TTompobHee 06 aToM cwm. [8, ¢. 136—137].
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MoOH mybyiMKanell peTyInpoBaHHON MapTUTypshl JleBsaroit cumdoHun berxoBeHa
OH OCTaBJIAeT KOMMEHTApHUH K IIIEHKEPOBCKOMY aHAJIM3y ee MeJIJIEHHOW YacTH.
[Ilenkep cuuTaeT ee BapuanusamMu, [IIEHOepr kKaTeropuuecKyd OTPUIIAET TAKOE TOJI-
koBaHHe: «HeBepHO. ATO IIPOCTOE POHIO, TEMA KOTOPOTO, KAK OOBIKHOBEHHO OBI-
BaeT B POH/I0, BCAKUI pa3 BapbUPYETCA», XOTS 3[€Ch «BapbUPOBAHIE 3aXOIUT He-
CKOJIBKO JaJIbIIIe, 4eM OOBIYHO» [9, S. 56].

Bce 5T MapruHas iy IMeIOT HEIIPEXO/IAIIYIO IIEHHOCTD, U3/IaHNe UX, 3aIlja-
HHUPOBAHHOE B paMKax IIOJTHOTO coOpaHus counHenui II1énbepra, mpusBaHO IIPO-
JIEMOHCTPHPOBATh «3HAYMMOCTh KOMMYHHUKATUBHON CPeJbI, a Tak:Ke «0OTraTCTBO
1 IUTIOTHOCTDb B3aMMOCBSI3€eli» B IIIEHOEPTOBCKUX TeKeTax [8, S. 124]%°

Bubauomexa bepaa: no3naHue cebs u mupa

bubsimoreke Bepra Bpimasia nHas cyzpba. OTel KOMIIO3UTOpa — aHTHKBap,
BJIaJIEJIEl] JIABKU KOJIOHUATBbHBIX TOBAPOB — OBLIT BEChbMa COCTOSITEIbHBIM UesI0Be-
KOM. B 5TOl ceMbe yuTa/IN BCE U UMTA- . d
JI oueHb MHOTO0. He O6bL1 HCKITI0OUeHnEM
u bepr, o ueM cBU/IETEBCTBYET IOHOIIIE-
ckast pororpadusa OyayIIero KOMIO3HU-
TOpa ¢ KHUTou?*! (cM. uaatocmpauuio 4).
JlutepaTypHbIH Kpyro3op bepra 6pL1 Hc-
KJIIOUUTEJIEH, XOTS BBICIIETO, aKaJeMU-
YeCcKoro 06pa30oBaHUs OH TaK U He IOJIy-
yn. Ellle KUBsI B POIUTEBCKOM JIOME,
18-71IeTHUN IOHOIIA Hayvajl COCTaBJIEHUE
rpaHAN03HOTO cobpanus muraT «O ca-
MOIIO3HAHUM». B 11 TeTpazax coxpep-
JKUTCA OoJiee 1000 3amucent (cM. waaro-
cmpauuio 5). I3 HuX Mbl MOKeM y3HaTh,
KakWe KHUTU uurtaia bepr, xoTd, ckopee
BCETO0, HE BCE OHU HAaXO/TUJINCH B €T0 CO0-
cTBeHHOCTU. B andaBuTHOM yKazaresie

ouTaT 4alie BCETro BCTPpEUYaroTCA MMEHAa .
" Bosbd T& T <a Hanmocmpayus 4. bepr B «I11éHOpyHHCKOM
OratHa DOJb@ratra 1€Te, 1eHpH nome» B BeHe, r71e OH pojiuiics U IpoBeJt

Nb6cena, Ockapa Yaiibaa, Kapia Kpay- JeTcKue rofbl. ICTOUHUK WJLIIOCTPAIUAMN:
ca, Orto BetitHunrepa. bepr ucrosib3yeT Ender D. Alban Berg im Bild: Fotografien und
0CcOOYI0 CHCTEMY 3aIIMCH: Ka)Kaasl IIUTa- Darstellungen 1887-1935. Wien: Koln: Bohlau
Ta cHab’kaeTcs He TOJIbKO HOMEPOM, HO Verlag, 2023. 8. 22.

20 B yycsie NOCBSAIIEHHBIX 5TON TeMe HCC/Ie/IOBAaHUMU cJle/lyeT Ha3BaTh U cTaThio B. I1. BapyHiia o mapru-
Hausax [IénGepra k uHTEpBBIO CTpaBUHCKOTO ¢M.: BapyHy B. I1. KommeHTapuu k MapruHaiusam: [11én-
6epra o CtpaBuHckoM u CTpaBuHCKOTO 00 AcadreBe // My3bikasbHas akageMus. 1992. N2 4. C. 182-184.
21 CoxpaHUJI0Ch HeCKoJIbKO dotorpaduii bepra 3a urenuem, cm. Ender D. Alban Berg im Bild: Fotografien
und Darstellungen 1887-1935. Wien: Koln: Bohlau Verlag, 2023. S. 22, 25.
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1 0003HAaUEHNEM TeMbI, HEpeKU epeKpecTHbIe cchbIKU. Cy/is IO MOPSJIKY IIUTAT,
bepr BbIIKCchIBAJI MOHPABUBIIMECA eMy (DparMeHThI B IIpoliecce YTeHUs TOU WU
MHOU KHUTH. B ero cobpaHuu ectb U pycckue nucateau: ['opbkui, JlocToeBCKUH,
Toncrou, Typrenes, [Tymkua>2.
HexkoTopbie aopu3Mbl MUTATHOTO cOOpaHUs BOCXOAAT K camoMy bepry

U ero Apy3bAM. IIpuMep TOMy — OCTPOYMHBIE Bapuallui Ha 3HaAMEHUTBIE CTPO-
k1 u3 «®aycra» ['éTe 0 BeUHO-3KEHCTBEHHOM, 3Byuaiiiie B BocbMoii cuMdoHuu
Masepa:

«BeuHO-KEHCTBEHHOE BjieueT Hac BBbIch» (Das Ewig-weibliche zieht uns hinan)

(K. B. T'ete, «®Payct»)

«BeuHO-3keHCTBEHHOE IpUTATHUBaET Hac (zieht uns an)» (I'. 6ceH. «Ilep I'toHT»);

«BeuHo xeHcTBeHHOe TsHeT Hac BHU3 (zieht uns hinab)» (®. Hurie);

«Be4HO »kKeHCTBeHHOe ToiHuMaeT Hac (zieht uns auf)» (®puga 3emuep>3);
«BeuHO ’KeHCTBEHHOe pasjieBaet Hac (zieht uns aus)» (Asnpban bepr, cMm.: [10, c. 1032]).
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,Unn. "Lnat MI'&JZL-\ L) (VI a5s80) 114) L ...é/m m] é/z-/;"-fwé}myq'zﬁt e I~ —
oo Syt TV rere
2) 15, ,ﬁm&y’mﬁ
«!’-,':jf P 4{—/.'».—&144-’ S
3) Tt T Tkt - Goetie.
. - AR
,f‘/ ‘an !4} - /" e & cha
B a Kol “E/M
%) !/f_} ! J‘as /..-r’f Narllocke xz'n(l forid Puid.
/—\ -y _-.‘-B.v-
,{g‘/ f % th\‘ﬂ 4«1%{ ﬂ'm«&ﬁ»:a» "'wx““‘ﬂlﬂ"t
ORI ok &7'@‘ Jovs. Torersorndlimprlill
. 7
R otsceneln
; T R RN J o m/&r
A L FrntifoSobt ikt 3
— N ey
)

Hanrocempayus 5. Ctpanuiipl u3 nutatHoro cobpanus bepra «O caMomno3HaHUM».
3amnucH 0 «BeYHO->KEHCTBEHHOM». ABCTPUICKAas HaIllMOHAJIbHasA OMOJINOTEKa,
MyssbikasibHOe cobpanue, F 21 Berg 100/1, f. 30-31. VIcTOYHUK WLTIOCTPAIIAH:

http://data.onb.ac.at/rec/AC13930174 (mara obpareHus: 5.11.2023)

B 1911 roxy Bepr xeruicsa Ha Xesnene HaxoBckoi. Mos1ogokeHbI 000CHOBA-
Jiuch Hepasieko ot [IIEHOpyHHA, B THXOM apUCTOKPAaTHYECKOM palioHe Ha OKpPanHe

22 [TonpobHee 0 TUTATHOM cOOpaHuU cM. [10, c. 1020—-1038].
23 Opua 3emiiep — noApyra IoHoCTH bepra, oT/ipIxaBiias B ceMEHHOM ITaHCHOHE ero MaTepu B KapuaTuu.
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Bewnsl, rae cusiu kBaptupy (Trauttmansdorffgasse 27). ImeHHO 371eCh BO3HUK-
Jta muaHasi 6ubsimorexka bepra, KOTOPYIO COCTaBUJIN KHUTH U3 €r0 POAUTETHCKOTO
JlIoMa M KHUTHU €ro >keHbI (cM. uaarocmpauuro 6). Eciu cobpanue Ilénbepra mo-
CTOSTHHO TIEPEBO3HJIOCH C MeCTa Ha MecTo, Onbanoreka bepra HaunHasi ¢ 1911 roza
Y 710 HACTOSAIIEr0 BpeMEHH He MeHsJIa CBOeH ITPOITHCKH. J[oJiroe BpeMsi €0 Biiasiesia
ero BJIoBa XeJIeHa, a I0cJie ee CMEPTH B 1976 rojiy OMOJIMOTEKA Iepelia B BeJie-
uue ¢onya bepra (Alban Berg Stiftung). Ho, B oTyimune OT MIEHOEPTOBCKOM, OHA
M3ydeHa He CTOJIb XOPOII0, OKUHYTh €€ B3TJISIZIOM HEBO3MOKHO. [0JTHBIN KaTaor
6ubsoTeku bepra HaxoIUTCSA B IIpoIlecce CO3aHusl, I03TOMY HH(GOpMAaIs 0 Her
JIOCTYITHA JIUIITH 10 3anpocy. HaumHas ¢ 1980—1990-X T0JI0B JOCTYII K 6EProBCKOMY
KHIDKHOMY COOpaHUIO TOJIYYHJIN HCCIIETOBATEIH, Pa3pabaThIBAIOIIe Pa3IuIHbIE
TE€MbI, CBSI3aHHBIE C er0 TBOpYecTBOM. COOTBETCTBEHHO, OCBAaUBAJIUCH TE€ WU UHbIE
yactu oubsimorekn>4. CBe/leHUs O KHUTAX, HOTAX, MJIACTUHKAaX bepra npucyTcrBy-
IOT B HEJITaBHO OITyOJIMKOBAaHHOM WJLIFOCTPUPOBAHHOM M3AaHuU «Jloma y XeseHbl
1 Anbbana bepr»23,

vy
ol TR

TP
e L

Hanrocmpauus 6. bubsiroreka Bepra B ero BEeHCKOM KBapTHPe
Ha Trauttmansdorffgasse 27. ABcTpulickas HalluOHaJIbHasi OMOJINOTEKA,
Cobpanmue dotorpaduii u rpadpuru, US 13.186/4 POR MAG.
Hcrounuk wutioctpanuu: http://data.onb.ac.at/rec/baa657334
(maTa obpareHus: 5.11.2023)

B nocnenuue roanl houa AsbOaHa bepra mpeanpuHsI pelIuTeIbHbIE IIIaru
[0 COXpPaHEHMWIO0, CUCTEMATU3AlMU U U3YyUeHUI0 OeproBckoi 6mubinoTeku. B Ha-
CTOsIIIlee BpeMsl peasin3yeTcs IPaH/IN03HbIA ITPOEKT OIMMPOBKU BCEX KHUT U HOT.

24 HauboJsiee moapoOHOE omrcaHue 4yactu OeproBckoi Oubsmoreku mpuBogut B. Ipamep. Cwm. [11,
S. 261-279].

25 Cm. Ender D. Zu Hause bei Helene und Alban Berg: eine Bilddokumentation. Wien; Koln; Weimar:
Bohlau Verlag, 2020. S. 143-161.
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Jlnis aToM 1esin BeHcKast komnaHus Treventus pa3dpaborasna u moctpousia pooor,
KOTOPBIA CKAHUPYET U IlepeBOpPaunBaeT CTPAHMIIEI aBToMaTHdeckn2®, Jloctym k au-
rUTaIU3aTaM BHE COMHEHHs COOOITUT HOBbIE UMITYJIbChl OeproBesieHrn0. MUHyChI
o poBKHU (yTpaTa « CEHCOPHOTO BOCIIPUATHS OUOJIUOTEKH: BU3YaJIbHOTO BII€YaT-
JIEHUsS OT KOpeIKa, OIIyIeH!s U 3araxa IepelvieTa U KHIKHBIX CTPaHUuI» [12,
S. 138]) abcosI0THBI HECOTIOCTABUMBI C €€ IMPenuMyIecTBaMu, 0COOEHHO I yde-
HBIX 3a IIpe/ieJIaMU 3aTlaJHOEBPOIIENCKUX CTPaH.

bubnunoreka bepra HamHoro 6o0Jibllle MEHOEPTOBCKOM, OHA BKJIIOYAET He-
CKOJIBKO TBICSY TOMOB. HacTh UX MO-IPEXHEMY HAaXOJUTCS B KBapTHUPE, YaCTh —
B cobpanuu Bepra B ABcTpHiickoil HaloHaIbHOH 6ubauoteke (Osterreichische
Nationalbibliothek, Musiksammlung, F 21 Berg). MHoroe B cocraBe 0HOJIHOTEK
Bepra u IlIén6epra coBmaiaer, HO ecTh U pa3nuyusa. K mpumMepy, B KHUKHOU KOJI-
Jiekiuu bepra HeT uyZlauku, HO MHOTO KHUT O MUCTUKe. bepr BJjiajies1 rpaHino3-
HbIM cobpaHuem CTpuHibepra, OHO BKJIIOUAET 64 TOMa, KOTOPble CHA0KeHbl MHO-
TrOYMCJIEHHBIMH MoMeTKaMu>’/. OJlHa U3 HUX OCOOEHHO MpUMeuaTesibHA: B 3cce
«IIpuMupeHue ¢ )KU3HbI0» OTUEPKHYTO U ToMedyeHo unuinaiamu I11éubepra cie-
nytoree: « OTHAKO eCTh JIIOJU, K KOTOPBIM, KaXKeTCsI, Thl MpUroBopeH. Tebs iep:xat
daranbable, HEOOBSICHUMbIE, BJIACTUYHbBIE Y3bl; OHU PACTATUBAIOTCSA, HO HUKOT/A
He pByTCsS. B m0oA0OHBIX OTHOIIIEHUAX MBI IIPUTOBOPEHBI K TOMY, YTOOBI CITYKUTD
ZPYroMy HeB3HUpasd Ha JUYHYI0 aHTUIIATHIO» 28, DTH c/10Ba MO3BOJIAIOT C/ie/1aTh BhI-
BOJI O B3AaMOOTHOIIIEHUSX YUYUTENS U YueHUKa. beprosckas 6ubnoTeka coaep>KuT
MHOT'O COBPEMEHHbBIX KHUT, TOJJaPEHHBIX aBTOPaMU U, COOTBETCTBEHHO, ITO/IITUCAH-
HbIX /11 bepra: B ux uncie Toma ®paunna Bepdessa, dnunaca Kanerru, 3urdppuna
Kpaxkayapa, 3oma MopreHiitepHa (rocieanuii mogapuii bepry 3a HeCKOJIbKO THEHN
710 €70 CMEPTU TOJIBKO UTO OMyOJIUKOBAHHBIN poMaH «ChIH OJIyAHOTO ChIHA»)?9.

bepr, Kak U ero y4uTesb, YUTAJI ¢ KapaH/IAIllOM B PyKax, JieJaJl MHOTOYHC-
JIEHHBbIE TIOMETKHU U OTYepKUBaHUsA. Tak, I1eCThbl0 BOCKJIUIATEIbHBIMU 3HAKAMU
IIOMeYeHa OTYEPKHYTasA KPACHBIM KapaH/IalllOM IJ1aBa « OMaHCUIIMPOBAHHBIE YKEH-
IIIUHBI» KYJIbTOBON KHUTU BelitHuHrepa «Ilos u xapakrep» (CM. waarocmpauuio 7).
Ectb u 10o700HBIE IIEHOEPrOBCKUM MapTUHAIUN IMOJEMUUYECKOTO XapakTepa.
K nmpumepy, ouu copep:karcs B kuure Basbrepa Kpyra « HoBast My3bika»3©, aBTOp
KOTOPOU — IOPUCT U MYy3bIKaHT-JI00UTEJIH TOBOJILHO KOHCEPBATUBHBIX B3IJIA/I0BS.

26 CM. 00 aTOM Ha caiite Ponpa: https://www.absw.at/cms.php?content=0&menu=0&id_news=34 (mata
obOparreHus: 5.11.2023).

27 OnrcaHue HEKOTOPHIX OePrOBCKUX MapruHaini B kuurax Ctpunzabepra cm. [13, S. 65].

28 Strindberg 1921, 1284. Strindberg, August. Ein drittes Blaubuch. Nebst dem nachgelassenen Blaubuch /
iibertragen von Emil Schering. Miinchen: Miiller, 1921. S. 901—1312. Alban Berg Stiftung.

29 Ender D. Zu Hause bei Helene und Alban Berg: eine Bilddokumentation. S. 151.

3¢ Krug W. Die neue Musik. Erlenbach b. Ziirich: Rentsch, 1920. Alban Berg Stiftung.

3t BasbTep Kpyr (Walther Krug, 1875-1955) — opuct, BepxoBHbIN cyabs B [llondxaiime (bageH), 6bL1
ceIHOM sipyTa toHoctu @punpuxa Humme 'yeraBa Kpyra. O kuure Kpyra m komMmeHTapusax bepra B Hel
CM. TaK)Ke HaIlry crarThio [8, c. 138].
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bepr Bo3MyllleH ero HeraTUBHBIM OTHOIIIEHHEM K HOBOMY HUCKYCCTBY, B TO K€ Bpe-
MsA IPU3HAET IPABOTY €ro HEKOTOPBIX CyKJieHuU. K corkasieHu1o, moKa He y/1aJ10Ch
pacmdpoBaTh 3TH 3aIIUCH /10 KoHIA. Cpesiu HauboJiee MpUMeYaTeIbHOTO B HUX —
HaMeUeHHBIU Ha MOJISIX KHUTHU P/l COOTBETCTBUM NHcATeIEN U My3bIKAaHTOB:

[Mopwuc] Metepaunk — [Knoxa] [lebroccn

[Tepman] Synepmans? — [Dasaps] I'pur

[Tepman] bap — [Puxapa] HItpayc

[®enop] TocTtoeBckuii — [['ycraB] Masiep

[Tepxapa] 'aynrman — [Maxc] Perep

[ABryct] Ctpunnbepr — [ApHosbz] [1Iénbepr

[Bunbsam] [llexkcnup — [Puxapx] Baraep

[JTromsur] Tanrxodep33 — [Xauc] Ilbunaep

[Tenpux] Kneiict — [AnTOH] Bpyknep34

VM HTEepEeCHO, YTO O CPOJICTBE — «HU3JIydeHUsX bora» — mexy dunocodamu/
MUCcaTeIAMH M KOMIIO3UTOPaMU B 1911 roxy mucan bepry BeGepH, KOTOPBIU mpH-
cias emy Ha PoxkaectBo Tom nrcem Kanrta. Y BebepHa 5Tu mmapasiiesiu BbITJIA/IETN
tak: KaaT — betxoBeH, Ctpunabepr — Masnep, Merepaunk — III€éa6eprsd.

Eme ogna rpynma kKHUT u3 O0ubsnorekn bepra — sK3eMIUIAPHI JTUTEPATYP-
HBIX IIEPBOMCTOYHUKOB ero omnep. OHU BaKHBI JIJI U3yYE€HHUs OIEPHOTO TBOpYe-
cTBa KoMno3uTopa. Kak n3BecTHo, 06€e ero omnepbl OTHOCATCS K KATETOPUH «JIUTE-
PaTYPHBIX», TO €CTh HE UMEIOIIUX JIUOPETTO, HO HAITMCAHHBIX HA MOJITMHHBIN TEKCT
JIpaMaTUYECKOTO MTPOU3BeJIeHUsA. Padymeercsi, B 9TOM CJIydae TEKCT JI0JKeH ObITh
COKpallleH, HHOT/Ia IIEPEKOMIIOHOBaH. DTy paboTy Aesian caM bepr, © Mbl MOXKeM
PEKOHCTPYUPOBATh €€ Ha OCHOBE ero paboumnx 3K3eMIUIAPOB ApaMbl I'eopra brox-
Hepa «Boiinek» u Byx apam ®panka Bezekunga: «Jlyx semun» u «Amuk [1aumo-
pbI». bepr miaHupyeT COKpalleHus, YKa3bIBAeT YIeHEeHNe TEKCTa U BO3MOKHbIE
My3bIKaJIbHBbIE (POPMBI, BBIIIUCHIBAET KIIOUEBBIE CJI0BA, HAOpachIBaeT HEKOTOPHIE
MY3bIKaJIbHbIE U/IEM.

Ha ofHOH HX IyCTBIX CTPAHMI, OEPrOBCKOTO dK3eMIuIApa «Bolineka»3° me-
peJl IIMYITUTYJIOM HakIeeHa HeOOoJIbIas ra3eTHasi BbIpe3Ka ¢ aHOHCOM MTPEMbEPHI
ZIpaMbl B Teatpe «Pe3umeHn0oHe» 5 Mmasa 1914 roaa (f. 2). [IoosiBaB Ha Hel, bepr
Cpaasy Ke pellnl COUNHATD OIlepy Ha 3TOT CIOKET.

HekoTopble MOMETKH B TEKCTE HAMEUAIOT JleTau Oy/IyIero counuenus. Tax,
B crieHe « KomHaTa Mapu» (ee bepr momerraer B TpeThe AeiCTBUE, 0003HAUYNB PUM-
ckoit nudpou III) 6ykBamu ABAAB u puMmckumu rmudpamMu HaMmedeHbl KOHTYPbI
My3bIKIbHOU hopmbl MOHOI0Ta Mapu (f. 15 v). Tperbeti ciiene (Wirthaus/Kabak)
[IpeJIIIecTBYeT KPelleH0 Ha OJHOM TOHE HaUMHAaA C ppP, KOTOPoe 3HaAMEHYET Ile-

32 Tepman 3yzmepmad (Hermann Sudermann, 1857-1928) — HeMelKUi OeJIETPUCT U ApaMaTypr.

33 JIrogsur Anbbept I'anrxodep (Ludwig Albert Ganghofer, 1855—1920) — HEMEIKUH ITHCATETb.

34 Krug W. Die neue Musik. S. 5. Alban Berg Stiftung.

35 BebepH A. Jlekiun o Mmy3sike. [Tucbma / nep. B. I'. IllnuTke. M.: My3bika, 1975. C. 86.

36 Biichner G. Wozzeck-Lenz: Zwei Fragmente. Leipzig: Insel-Verlag, 1913. ONB, F 21 Berg 128. 41 Bl.
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pexo1 oT MoOMeHTa youiictBa Mapu k nocienyiomneit cuene (f. 18). Ha mmytituryse
cienymwiel npamsl «JleHr» bepr seraeT 3aMeTKH 0 ApaMaTypPryuy OIIEPHI B IIEJIOM.
OH 110/IpOOHO OIUCHIBAET IIEPEXOJ] OT BTOPOU K TPEThEH ciieHe. 3/1eCh MOsBIIsAET-
cs yKa3aHHe Ha y/lapHble, a TAK)Ke PUTM IOJIbKH, UCIIOJTHAEMOU HAa PACCTPOEHHOM
doprenuano (f. 20, cM. wrrrocmpauuro 8).

~

Yeny

- »

Hanocmpayus 8. 3aMeTky 0 ipaMatypruu onepsl «Borek» B 6eproBckoM 9K3eMIULApe
nByx apam I'. broxaepa. ONB MS, F 21 Berg 128, f. 20. VIcTOYHUK WJLTIOCTPAIIAH:
http://data.onb.ac.at/rec/AC14362150 (maTa obpameHus: 5.11.2023)

He meHee nHTepeceH 3K3eMIUIAp Apambl Bemexkuaga «Amuk ITaHmopsi»3?.
ITogpoOHee Bcero KOMMEHTHPOBaHa IocieaHss cTpaHuna kauru (f. 51, cm. waaro-
cmpauuio 9), KOTopasl COJIEPKUT 3aBePIIleHNe IPaMbl: IPeICMEPTHBIN KpuK Jlyiy,
IIMHUYHBIE CJI0Ba ee youunpl, [Ixkeka-Ilorporurens, (Das war ein Stiick Arbeit! /
«BoT aT0 paboTeHKka!») u 3akaOuUUTeNbHbIE pelUTUKHU ['ermBull. [lomeTku coaep-
»KaTcs BHU3Y CTPAHUIIBI: 3TO OOJIBIIIOE JUMUHYIH/IO OT ££f K PPP B MOMEHT KPHKA
Jlyny (TakT 1294), KOTOPBIHA conTpoBOXKIaeTcs autaBpamu (Pke), purmudeckas mMo-
nesb lemBulr (2 od 3mal / «ABaKIbI LJIN TPUKIBI» ), KOTOPasi IPECTABIISIET COOOM

37 Wedekind F. Die Blichse der Pandora. Tragddie in 3 Aufziigen mit einem Prolog. Miinchen: Georg Miiller,
1921. 97 S. ONB, F 21 Berg 132/1. 55 Bl.
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BOJTHOOOpA3HOE YMEHbBIIIEHHE U YBeJIMUEHHEe PUTMUYECKUX €INHUII, CO3/Ialolee
accelerando-ritardando, compoBoxkaatolieecss HApacCTaHUEM U CIIaJi0OM 3ByYHOCTH.
Bepr HabpachIBaeT U TEMIIOBYIO perpeccuio: Presto-Allegretto-Adagio3®.

- = 1

falu: Reln, nein! — Erbarmen! — Mibeber! — Poligei!

Polijei!
Fad: Seirubig! Du entfommit mir nidt mebr! (& erlge e in
bem Lherflag.} -
T Rulu (wea innm): Rein! - Bein! - Rein! — — O -9 ...
' Jad {rmmnmﬁﬁmrnnﬂuub feone boc Schalke auf b DlEmons

oifg): Dag mar ein Stid Wrbelt! — (Sig bie Hinde wafdest): Jdh
bin bod) ein verdammicr Glicddpili! (Sicgt i nady claem umdrud
~um) Ridyt cinmal ein Handtudy baben die Leute hier! — Eine

furdytbare drmliche Hdble! — (Fr trodnct feine Dinde am Unterred der
Seidrin oh) Died Ungebeuer i gang fidher vor mir! — (3ar G
win) Wit bir ift e audy bald ju Enbe. (Durd bic Diere ab.)
DieGefdmin tan): tuln! — Dein Engel! — Laf iy
I nody cinmal jeben!_f= V) Sin dir nab! Bleibe dir nah — in
Emigheit! (n tie Tlenbogem bredend): D verfludit! — (Sie itirke)

ey —

L

:i

|
il

l 7 EBextind, Diddfc ter Pandera 97

ATy r
Hamocmpayus 9. 3aMeTku 0 ApaMaTypruu omepsl «Jlysay» B 6eproBCKOM 3K3eMILISPe
«fmmka [Taumopel» ®. Begekunga. ONB MS, F 21 Berg 132/1, f. 51. McTounuk uutocTpa-
nuu: http://data.onb.ac.at/rec/AC14018234 (naTa obparmenus: 5.11.2023).

3axawueHue

[TogBenem mroru. Kommosutopckas 6uOInoTeKa — IEHHEUITUH UCTOYHUK
JUIsT My3bIkoBesta. OHa Bcerjia COAEPIKUT OTIeYaTOK JIMIHOCTH BJIaJlesiblla U He-
PEJIKO BOCCO3/IaeT MOPTPET BCETO MOKOJIEHUS, IIEJIOU SIIOXU B UCTOPUH KYJIBTYPBHI.
Ee usydyeHue jaetT "HOOPMAIIHIO O BO33PEHHUAX KOMIIO3UTOPA, O €r0 OKPYKEHUH
U IIEPUTIETHUAX ero Omorpaduu, IOMOTaeT PEKOHCTPYHPOBATh TBOPYECKUH ITPOIIECC
1 IOKYMEHTHUPOBATh HEPEeaJTN30BaHHbIE MY3bIKAJIbHO-TEOPETUYECKUE 3aMBbICIIBI.
[ToMmeleHHBIE B KOHTEKCT JIPYTUX BEPOAIbHBIX UCTOUHUKOB — IIEPENUCKH, MEMY-
apoB, THEBHUKOB, «OHUOJIMOTEUHbIE “eIUMHUIBI XPAaHEHUA HAYUHAIOT “TOBOPUTH,
IIPEBPAIIAIOTCS B JKUBBIE IOKyMEHTAIbHBIE CBU/IETEIbCTBA» [4, C. 40]. bubsmore-
Ka IIPOKHUBAET CBOIO CyZbOYy, HO B TOH 7K€ Mepe OTPaKAeT U CyAb0y CBOETrO X035-
MHA: IIePEMEHBI B €T0 JKU3HU, KPYT €ro OOIeHUs, HHTEPECHl U CKJIOHHOCTH, €O
B3POCJIEHHE U JYXOBHOE co3peBaHue. K coxkaieHHIo, JaJieKo He BCerJa Mbl MOXKEM

38 CM. 00 9TOM B HAIlIEM HCCIeL0BAHNU [14, C. 22].
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BOCIIOJIb30BAThCSI 3TUM HCTOUYHHKOM: OMOJIHOTEKH MaJIOAOCTYIIHBI, ITOABEPKKEHDBI
IIop4de " TJIEHY, IOTOMKH 94aCTO OTHOCATCA K HUM 0e3 AOJIZKHOTI'O ITMETETA, ITPUYIH-
HOU UX NCUE3HOBEHUS CTAHOBSTCS colaJibHbIe KaTaKJIU3Mbl. MHOTHE JTUYHEBIE ou-
OJIOTEKU IIpOAaHbI C aYKIITMOHOB U paCC€AHbI B PA3JINMYHBIX KHUZKHDBIX CO6paHI/IHX.
Ocraercs YIIOBaTb Ha TO, YTO AEATEJIbHOE YHaCTHE B X COXPAaHEHHNHU I'OCyAapCTBEH-
HBbIX 1 HaCTHBIX yqpexc,ueHI/II‘/’I, HCCJIGI[OB&TEJIEIZ U apXHUBHUCTOB, a4 TAKXKE 6ypH06 pas3-
BUTHE TEXHOJIOTUH IO3BOJIUT c6epeqb ITOT YHHKaﬂbeIﬁ KJ1aJ€3b I/IH(I)OpMaI_[I/II/I
U IIPpEAOCTABUT €TI0 B HEOT'PAHUYEHHOE I10JIb30BaHHE€ BCEM NHTEPECYIOIITNMCA.
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Bonpoc o HappaTuBe 1 apXUTEKTOHUKE —
IIPUMEHUTE/IBbHO K npo3e lanuniaa Xapmca
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Annortanua. Hacrosmas craThs HanmrcaHa Kak OTKJIUK Ha (GOPMYJIUPOBKY
TeMbl KOHpepeHIUU «My3bIKajibHAsI KOMIIO3UIUA: HAPPATUB US APXUTEKTOHU-
ka» (PAM umenn 'HecnHBIX, 2022), B KOTOPON KOHCTAaTUPYETCA OOITHOCTH MEKIY
MY3BIKOU, JINTEPATYPOI U APXUTEKTYPOI, TO €CTh My3bIKOU U TeMU cpepamMu TBOpUe-
CTBa, KOTOPBIM M3HAYAJIBHO NIPUHAJUIEKAT HAPPAmMue 1 apxumexkmonuka. My3bl-
Ka 00J13/1aeT paBHOUM CIOCOOHOCTBIO K BOCHPHUATUIO KOMIIO3UIIMOHHBIX IPUHITUTIOB,
aKTyaJIbHBIX 7715l BDEMEHHBIX U IIPOCTPAHCTBEHHBIX MCKYCCTB, 1 3TO 0OCTOATETHCTBO
CTaBUT MY3BIKY B IIEHTP TPOUHOIO COIIOCTaBJIeHUs C HAppPaTUBOM (U Ipe/ICTaBJIeH-
HOU UM JIUTEPATYPOU) U APXUTEKTOHUKOH (1, COOTBETCTBEHHO, AaDXUTEKTYPOM).

ABTOD cTaThU MpeAJjaraeT MOBEPHYTh CXeMY TPOMHOTO COIIOCTABIEHUS TAKUM
o0pa3oM, 4TOOBI B [IEHTPe OKa3ajach He My3bIKa, a JiuTepartypa. 1 He suteparypa

© I'epsep JI. JI., 2023
50



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

BOOO11Ie, a Masias npo3a Jlanuuia XapMmca — npeuMyliecTBeHHas 06s1acTb HabJIio-
JleHUI HaJl 0COOEHHOCTAMU Happamueda B ero TBOpuecTBe. B opranusanum couu-
HeHUU XapMca UTparoT 3aMeTHYIO POJIb KaK MY3blKA/1bHble, TAK U apXumexmyp-
Hble aHAJIOTUH, 000CHOBAaHME KOTOPBIX MBI HAXO/IUM B Ps/Jie ero 3anuceil, pucyHKOB
U TeOPeTUYECKUX TeKCTOB. «My3bIKaJIbHBIE» CBONCTBA MO33UHU W MPO3bI Xapmca
M3y4eHbl B JIOCTATOYHOM CTelleHU, Yero Hejib3fA CKa3aTh O IPUCYIed ed apxu-
MeKMOHUYHOCINU — CPaBHUM C (PUIYPUPYIOIIYMM B 3alUCAX XapMca «3aKOHOM
CUMMETpPHH, 3aKOHOM paBHOBecusi» (Tpakrar o OeckoHeuHOM, 1932). MHcTpy-
MEHTOM BBIABJIEHUA CUMMETPUU B JINTEPATyPHOM TEKCTEe CIIYKUT MempomeKmo-
Huueckuit memod Kowtoca. B cratbe pacCMOTpPEHBI TPU IPUMeEPA CUMMEMPUUHO
8blCMPOEHHOLl TIPO3bl XapMca — pacckasbl «Onruueckuii ooman», «CuHGOHU
No2» u « CyHIOyK».

KiroueBbie ciioBa: Masas nposa Janumna Xapmca, CKMMeTpPUs, apXUTEK-
TOHUKA IIPO3bl, MeTpoTeKTOHUYecku MeTof I'. 3. KoHioca

g nurupoBanuna: ['epsep JI. JI. Boripoc 0 HappaTuBe U apXUTEKTOHU-
Ke — IIPUMEHUTENbHO K npo3e /Janunia Xapmca // CoBpeMeHHbIe TPOOJIEMbBI MYy-
3bIKO3HaHUA. 2023. N2 4. C. 50—67. https://doi.org/10.56620/2587-9731-2023-4-
050-067
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Abstract. The present article was written as a response to the formulation
of the theme of the conference Musical Composition: Narrative and Architectonics
(Gnesin’ Russian Academy of Music, 2022), where in the commonality between
music, literature and architecture was stated — i.e., between music and those forms
of creativity to whom narrative and architectonics initially pertain. Music possesses
the equable capability of perception of compositional principles relevant to both
the temporal and the spatial arts, and this circumstance places music in the center
of a triple juxtaposition with narrative (and literature presented by it) and
architectonics (and, correspondingly, architecture).

The author of the article suggests turning the scheme of the triple juxtaposition
in such a way, that not music, but architecture would appear at the center. And the
focus would be not literature in general, but specifically on Daniil Kharms’ flash
fiction — the primary sphere of observation of the peculiarities of the narrative in his
works. In the organization of Kharms’ literary works both musical and architectural
analogies play a discernible role, the substantiation of which we find in a number
of his diary notes, drawings and theoretical texts. The “musical” traits of Kharms’
poetry and prose have been studied to a sufficient degree, which cannot be said
about the inherent architectonic qualities intrinsic to them — let us compare them
with “the law of symmetry, the law of equilibrium” mentioned in Kharms’ notes
(Treatise about the Infinite, 1932). The instrument of the revealing of symmetry
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in a literary text is the metrotectonic method of Konyus. The article examines three
examples of Kharms’ symmetrically aligned prose — the short stories The Optical
Illusion, Symphony No. 2 and The Trunk Box.

Keywords: Daniil Kharms’ flash fiction, symmetry, the architectonics
of prose, Georgy Konyus’ metrotectonic method

For citation: Gerver, L. L. (2023). On the Narrative and Architectonics
Applied to Daniil Kharms’ Prose. Contemporary Musicology (4), 50-67.
(In Russ.). https://doi.org/10.56620/2587-9731-2023-4-050-067

acTOSIAs] CTaThs HAMMCAHA KaK OTKJIUK Ha (OPMYJIMPOBKY TEMbI KOH-

depennu «My3blKaJbHasi KOMIIO3UIIUS: HADPATUB US apXUTEKTOHU-

Ka»', B KOTOPO! KOHCTAaTUPYETCs OOIIHOCTDb MEXKAY MYy3bIKOH, INTEPA-
TypPOH U apXUTEKTYPOU, TO €CTh My3bIKOU U TeMU chepaMu TBOPUECTBA, KOTOPHIM
W3HAYaJIbHO IPUHAJJIeKAT Happamus u apxumexkmoHuxa. I1o cioBam ¢punocoda
Wpunsl Onerosus! [lleaprHOi, ¢ TOMOIIBIO TOHATHSA «HappaTUB» 0O003HAUYAETCs
«CTPYKTYPUPOBAHHOE CMBICJIOBOE MPOCTPAHCTBO, KOTOPOE MOKET OBITh U3JI0XKe-
HO Ha JIIOOOM s3bIKe (JIUTEpaTypHOM, My3bIKaJIbHOM, KHHEMATOTpadUIeCcKOM, Xy-
JI0’KeCTBEHHOM)» [1]. B aTOM mepeuHe My3bIKa CJIeAyeT cpasdy 3a JIUTEPATypou Mo
npaBy. [IpMJIOKUMOCTh TOHATUS «HAPPATHUB» K My3bIKe, K My3bIKaJIbHON KOMIIO-
3UITUU KaXKeTcs 0COOEHHO yOequTeIbHON B CUJTY MPeCTaBIeHus 00 N3HAUAJIbHOM
eIUHCTBE My3BbIKHU U cjI0Ba2. HecslygailHO B UCTOPUH 3TUX UCKYCCTB CyII[eCTBOBAJIU
IIEPUObI, KOT/Ia My3bIKa TO «yUYHJIACh» Y OPATOPCKOI'0 UCKYCCTBA ITPaBMUIaM KOM-
MO3UIUH (CM. CIENMATLHO TOCBAIIEHHYI0 3TOU TeMe auccepTanuio Paccesna O'Pyp-
Ka [2]), To cTaBuIach Ha IIEPBOE MECTO 110 3HAYMMOCTH B OBJIQZIEHUH HCKYCCTBOM
1os3uuns. Vjiess B3auMOCBsI3U MY3bIKH U CJI0BA, KAK U TOTOBHOCTH YBUIETH B OJTHOM
W3 HUX JAPYToe, IPOJI0JIKAIOT CBOE CYIlleCTBOBaHME. XapaKTepHa peakiiusa MIBaHKu
CTossHOBOU Ha NpPUBEJEHHOE €lo onpezeseHne Japo Tapactu: «HappaTusB Mo:KHO

1 V MexayHapo/iHas HayIHasg KoHGepeHIUs «TexHuKa My3bIKaJIbHON KOMIIO3UIIMU: HAPPATHUB US ap-
XUTEKTOHHUKA» Ipouwia B Poccuiickoil akajeMuu My3bIKH UMeHU ['HeCcHHBIX 18—20 ampesis 2023 roja.

Cwm. nHdopMaIuio 0 Hel U cOOpHUK Te3ucoB: https://gnesin-academy.ru/mezhdunarodnaja-nauchnaja-
konferencija-muzykalnaja-kompozicija (mara o6pamienus: 1.11.2023).

2 Cp. 3aKpeIUIeHHbIE B sI3bIKe BBIPaKEHHs THUIA a singer of love, ein Sdnger der Fretheit, cantore di
Laura u t.11. ITIpuBeaem u dparment us «lefinpuxa pon Odrepaunrena» Hosamnuca, r/ie pemuTeabHO
yTBepKJAeTcsl Hepa3JIMYUMOCTb ABYX cpep TBOPUYECTBA U COOTBETCTBYIOIIIX UM XyZOKHUKOB: «... CJIy9IH-
JIOCHh OJTHQK/IBI, UTO OJIH U3 STUX YAUBUTEIbHBIX II03TOB WJIM My3bIKAHTOB — B CYyIIIHOCTH MY3bIKa U I10-
93U OJJHO U TO XKe <...> — co0pajics eXaTh 32 MOpe B UyKyIo cTpaHy...». (HoBanuc. I'efinpux pon Odrep-
JnuHTeH; rep. 3. Benreposa, B. 'uninnyc, uza. moar. B. b. Mukymesuy. M.: Jlanomup; Hayka, 2003. C. 35).
3 Cp.: «O my3bIKe Ha IEPBOM MecTe!» — MePBYIO CTPOKY CTUXOTBOpeHus « ckyccTBo noazumn» Iosist Bep-
sieHa (B ep. B. Bprocosa).
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MIOHATH <...> KaK OOIIYI0 KATETOPUIO UeJI0BEYECKOTO MBIIIJIEHU, KaK CIOCOOHOCTD
I KOMIIETEHTHOCTD, KaK yMEHUE PACIOJIOKUTh BpEMEHHbIE sIBJIEHUs B ompe/ie-
JIEHHYIO I10CJIEJ0BATEIbHOCTh, B CHHTATMAaTUYe€CKUN KOHTUHYYM. OTOT KOHTUHYYM
MeeT CBOM HayaJio, pa3BUTHE U KoHel» [3, ¢. 158]. 3aech CTosiHOBa m00aBiIsieT
B ckoOKax: «JIerko y3HaTh <...> U3BECTHYIO HaM Tpuaay bopuca Acadresa i-m-t»
[Tam xke].

CTosb ke OpraHuYHa CBA3b MY3BIKHU C apXUTEKTYPOU U apXUTEKTOHUKOU—
IIOHATHEM, B UHCJe 3HAUEHUU KOTOPOTO IMPUCYTCTBYIOT «apPXUTEKTOpP» U «ap-
XUTEeKTypa». B cratbe u3 CioBaps JMTepPaTypPHBIX TEPMUHOB (1925) TOBOPHUTCS:
«IlepeHeceHHOE B JIUTEPATYPY U3 APXUTEKTYPHI, KOTOpas MO CAMOMY CBOEMY Cy-
ecTBy TpeOyeT CTpoKallllero BHUMAaHUs, IPEXKe BCETO, K COOMHOWEeHUI0 Ja-
cTelt (make 6€30THOCUTEIHLHO K UX BHYTPEHHEMY 3HAUEHUI0), — 00 B IPOTUBHOM
cIydae IIOCTPOEHME OKaXKeTCs 3bIOKNM, — noHamue “apxumexmoHuku’ U 8 Au-
mepamype coxpaHsem 3mo 3HauveHue» (mocaeauut Kypcus mout. — JI. I'.)4. XoTs
B My3bIKe TEDMUH YTBepPAWJICA MIO3/IHEE, UeM B JINTEPATYpe, UMEHHO Ha aHAJIU3e
MY3bIKU OBLJIO TIOKA3aHO, YTO «CTPOKAMIIIee BHUMAaHUE K COOTHOIIIEHUIO YacTe »
MO3KEeT OCYIIECTBJIATHCA C MAKCUMAJIbHOU TOYHOCTHIO, CDABHUMOU C TOUHOCTBIO
apXUTEKTYPHOU MOCTPOUMKHU. JloKa3aTesabCTBA Mbl HAXOAUM B MHOTOYHCJIEHHBIX
aHaIMTUYecKux ombiTax I'eoprua dayapaosnya KoHiocas, a Tak:ke 11eJI0T0 pAna
IpYyTUX uccienoBaresaei (HazoBeM paboThl Ajiekcanzapa ['eoprueBuua UyraeBa®
u Kotpun beiin’, anajutuueckre cxeMbl KOTOPBIX IIPUBEJIEHBI B U10CMPAyU-
sax 1—3). My3bIkasibHasi apXUTEKTOHHKA WM, Mo KoHIocy, mMempomekmoHuka,
MOKET OBITh UCUHCJIEHA B TAKTAaX, B TAKTOBBIX JOJISX UJIH AJIUTEIbHOCTAX HETAK-
TUPOBAHHOU MY3BbIKU. Y PABHOBEIIIEHHOCTh U CUMMETPUS MY3bIKaJIbHBIX IOCTPO-
€HUU J0Ka3bIBaeTCs MOCPEICTBOM UHCIOBBIX BBIKJIAI0K U CXe€M, HATIOMHUHAIOIUX
apXUTEKTYpPHbIE CXEMBbI WJIN 3JIEMEHTHI IIOCTPONKH, a B PsAJle CIy4aeB, KaK ecTe-
CTBEHHO IIPEIIOJIOKUThH, HAMEPEHHO UM ynoa00ieHHbIX. CDaBHUM IapHbIE IIPHU-
MEpPBHI B u10cmpayusix 1—3:

4 3yndenosuu A. O. ApxutekTonuka // JiuteparypHas sHIUKIIONeAus: C0Baph JIUTEPATYPHBIX TEPMHU-
HOB: B 2 T. / moj pen. H. Bpoackoro u ap. M.; JI.: UsnarensctBo JI. /1. ®penkenb, 1925. Ct6. 75—76.
B psize uccienoBaHui akTyaseH U OCOOBIN CIEKTP 3HAUEHUH MOHATHA «aPXUTEKTOHUKA», U3BECTHBIH 110
uccienoBanuio Muxawina baxtuaa «K ¢puwiocoduu nocrynka» (baxTul nuiier 06 «apXUTEKTOHUKE HETIO0-
BTOPUMOT'O MUPa MOCTYHAIIIETO CO3HAHUA», KOTOPYIO «/I0JIKHA ONKCATh HpaBCTBeHHas dumocopus»,
— 3TO «KOHKPETHBIH IJIAaH MUPA €UHOTO U €INHCTBEHHOTO MOCTYIIKa, OCHOBHbIE KOHKPETHbIE MOMEHTHI
€r0 MOCTPOEHUs U UX B3AaUMHOE PaCIIOJIOKeHUe» [4, . 49]). B Takom KJTtoue HcciieyeTcss apXUTEeKTOHUKA
WH/INHACKUX HAaPOJHBIX CKa30K B [5]: MepBUYHBINA HAPPATUB CKa3KU TPAKTYETCs KaK 2UNOmexkcm, CyKa-
UM MaTepuaJioM BO3HUKAIOIIETO B pe3yJIbTaTe MHOTOKPATHBIX IIEpecKa3oB 2unepmexkcmad.

5 Cwm., B yacrHoctu: Konroc I'. 3. Kak ucciienyer popMy My3bIKQIBHBIX OPraHU3MOB MeTPOTEKTOHUYE-
CKHU MEeTO/: Hay4. coo0IIeHne, Wi. 46 rpadud. mpernapupoBaHHBIMU HOTHBIMU IIPUMEPAMU U3 Pa3JIny-
HBIX My3. mpousBeneHuii. M. : T'oc. My3. U3/1-Bo, 1933.

6 Yyeaes A. I'. OcobeHHOCTU CTPOEHUs KIaBUPHBIX GyT baxa. M.: My3bika, 1975.

7 Bailey K. The Twelve-Note Music of Anton Webern: Old Forms in a New Language. Cambrige University
Press, 1991.
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MnaH
LLOKOMNbLHOro aTaxa

Hanoempayus 1. T'. 9. Kontoc. MeTpoTeKTOHUUECKHE CKeJIEThI 12 ITIO0B
[ITonena op. 10 (N 12)8. [1;naH pe3uieHITNH, ITOKOJIbHBIN 3TaK
(koMMepUecKUil TPOEKT)?
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Crema 61

Hanroempayus 2. A. T'. Uyraes. Cxemsl ¢yt U. C. baxa u3 Xopouio temnepu-
poBanHoro Ki1aBupa h-moll I u g-moll IT*°.
Jle Kop6ro3be. Buuta CaBoii. [Tonepeunsbiii pa3pes’

8 Kontoc I'. 9. Kak uccienyer GopMy My3bIKAJIbHBIX OPraHU3MOB METPOTEKTOHNYECKHH MeTos. C. 26—27.
9 Hcrounuk usobpaskenus: Design Home ART BOJIBIIIOM JIBOPEIL I'otoserit. URL: https://i.pinimg.
com/originals/2b/od/a3/2boda314742ebeodetbdeb446632e594.jpg (mara obpamenus: 1.11.2023)

1% gyeaes A. I'. OcobeHHOCTH CTpOeHUs KaaBUupHbIX ¢yr Baxa. C. 147, 189.

' Mcrounuk usobpaxkenus: 1928/29. Maison Savoie a Poissy (1928-30) [Electronic source] // Le

Corbusier — (Euvre compléte Volume 1: 1910-1929. https://doi.org/10.1515/9783035602852.186

(accessed: 1.12.2023).
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Hanroempayus 3. K. Beitun. Cxema cuMMeTpUn'? B cepUHOM KaHOHe V 4acTu
KanTaTs! op. 313 A. BeGepHa
Merajuinueckas crep:kHeBas cTpykrypa MAPXI1*

TakuM 0Opa3oM, ITOJIydaeTcs, YTO My3bIKa 00J1aZjaeT paBHOM CIIOCOOHOCTBIO K
BOCIIPUATHIO KOMIIO3UIIMOHHBIX IPUHIIMIIOB, aKTYaJIbHBIX JIJII BpEMEHHBIX U IIPO-
CTPAHCTBEHHBIX UCKYCCTB. ATO 0OCTOATEILCTBO CTABUT €€ B IIEHTP TPOMHOTO COIIO-
CTaBJIEHUS ¢ HappaTUBOM (1 IIpeACTaBJIEHHOW UM JIUTEPATYPOI) B apXUTEKTOHU-
KOH (11, COOTBETCTBEHHO, apPXUTEKTYPOI1).

Teneppb monpITaeMcsl IIOBEPHYTHh CXEMY TPOMHOTO COIIOCTABJIEHUS TAKUM 00-
paszoM, UTOOBI B IIeHTPe OKasajiach He My3bIKa, a JuTeparypa. 1 He juteparypa
BOoOOIIle, a Masiasg mpo3a Janumiaa Xapmca — IpenMylllecTBeHHasi 00J1acTh Ha-
OJI0MeHUH HaJl 0COOEHHOCTAMH ero Happamued. I10CKOoJIbKy B OCHOBE TBOpUYe-
cTBa Xapmca JIeKUT ITO3THUKA abcypza [7], abcypiHBIM IPU3HAETCS U HAaPPATUB C
THUITUYHBIMH JIJIS HETO MEePEYNCIUTETbHBIMI KOHCTPYKIUAMH [8] 1 BCAKOTro poja
IIOBTOpaMu [9].

B opranuzanuy counHeHn XapMca UTPAiOT 3aMETHYIO POJIb KaK MY3blKA/1b-
Hble, TAaK ¥ apXumeKmypHbvle aHaJI0THUN, 000CHOBaHHE KOTOPBIX MbI HAXOJAUM B Psifie
€ro 3aIlmced, PUCyHKOB M TeOpeTHYeCcKHX TekcToB. Ha mHTepec Xapmca K My3bl-
KaJIbHBIM IIPUHITAIIAM OPTaHU3AIH YKA3bIBAIOT HEKOTOPbBIE «00Pa3IIbI» U « MOLY-

2 Cxema Kotpun Beiin nmpusesieHa B Moeii rpaduueckoit pefakuuu — JI. I'., B TOU 5Ke BEPCUU OHA TIPEI-
craBjieHa B [6, c. 105].

13 Bailey K. The Twelve-Note Music of Anton Webern ... P. 91.

14 MlcrouyHuk n300paXkeHUs — MeTalIndecKas crep:kHeBas crpykrypa MAPXU. Crpykrypa IIpodxoma.
URL: https://static.tildacdn.com/tild3565-6266-4264-b134-373833303031/unnamed.jpg (maTa obpare-
HUS: 1.11.2023).
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ChI» U3 TeTpaau 1moji HazBauueM «Crpoduka». OcobeHHO TpuMeuaTesieH «Modus
N¢ 10. (IIpo3amyeckoe ITOCTPOEHUE)»: OH HAIIOMUHAET CXEMaTHYEeCKUH PHUCYHOK
MHOTOA3Ta}KHOU OalllHU — IIPU TOM, YTO TEKCT B SUYEHKaX CXEMBbI ITOUTU [EJTUKOM
3aMMCTBOBAH U3 MY3bIKaJIbHOM JIEKCUKH: «3anes. | I tema. | I anasorus | Passurue
I Temsl | IT anastorus | Var. I remsl. | II Tema | III ananorus. | JIByKpaTHBIN 3alleB.
| Coequnenue tem. | I Koaa. | IT Koma» (warrocmpayusa 4).

| Jened J

L meue,

L Qpuaco zed.

Z Atcioiad.

.V"@f. IW‘!.

lo¢ Ducareee mey

T Ko'Pa.
U Ko?a. _J

Hanrocmpauus 4. Xapmce. Modus N2 10. (ITpo3amueckoe IOCTpoeHue)s

¥ Xapmca nuMeroTcea 1 OTHOCUTEIBHO Pa3BePHYThIE TEKCThI, B KOTOPBIX yCMATPU-
BAIOTCS MapaJlIesIi MEeXKAY JINTEPATYPHBIMU U MYy3bIKAJIBHBIMU KOMITO3UITUSAMU'®.

5 Xapme /]. U. TlonHoe coOpaHue COUNHEHW: B 4 T. / BCT. CTaThs, IOAT. TeKeTa u npumed. B. H. Caxkuna.
CII6.: I'ymanuTap. areHTCTBO «AKaj. ITpoekt», 1997—2001. T. IV. C. 122.

16 OcHOBHASA YACTh HACTOAIIEH CTATHH TIpe/IcTaBIIsieT cOO0M IPO/I0JIKEHHE HeJlaBHEH ITyOIUKAIUHY, B KO-
TOPOU MOAPOOHO M3JI0KEHBI KOMIIO3UIIMOHHBIE uien Xapmca. Cwm. [10, c. 171-175].
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HemocpeicTBEHHO My3bIKOH BJIOXHOBJIEHA udes mpex a3, OTYaCTH COBMA-
Jarortas ¢ acadpbeBCcKOU popmysion i:m:t Hecmotps Ha 0000IIIeHHBIH XapakTep
(opMyIpoBOK, XapMc MBICJIUT BBISIBJIEHHYIO UM TPUAy MPEXK/IE BCETO KaK CBOM-
cTBO My3bIku Opuziepuka llloneHa, XOTA B OJHOM CJIydae U CChLJIaeTCA Ha «HEKOTO-
PBIX KOMIIO3UTOPOB»'. I'/TaBHBIN €ro TE3UC COAEPIKUT, TaK CKa3aTh, o0OoCcHOBaHUEe
nJieu U BBe€JIcHUE OCHOBHBIX TEPMUHOB:

...C Hame#l TOYKM 3peHusd, JJIs MpaBUIbHOTO ucioiHeHus [llomeHa, HEOOXOMMO
MOHATH TPU BaXKHBIX (Pa3bl B KAXKJOM €T0 IIPOu3BeJieHUU. ATU (pa3bl Mbl HA3bIBAEM:
1. Hakomienue.

2. OTcekaHue.
3. BosbHOE JIpIXaHmE™,

Kaxk mokazaHo B [10], ¢da3bl 3To1 GyHKIIMOHAIBHOU TPHUA/IbI 0OHAPYKHUBAIOTCS
B psAJZie XyA0KECTBEHHBIX TeKCTOB Xapmca. Takum 06pa3oM, OH He TOJIbKO MBICJTUT
IIPO3aHMY€eCKOe IIOCTPOEHNE KaK aHaJIOT MY3bIKAJIbHOH (DOPMBI B OOIIEIPHHATOM
IIOHWMAaHUU, HO U IPUMEHAET B CBOEM TBOPUECTBE — OCO3HAHHO UJIU HET — IIpUe-
MbI KOMIIO3UIINY, OOHApYKeHHbIe UM B My3bIKe [IlomeHa.
JIpyras xapMcoBcKasl ujesi, B paBHOH Mepe OTHOCAIasICA K KOMIO3UIINU
B MY3BIKE U JIMTEpPAType, UMEET IIPAMOE OTHOIIEHUE K APXUTEKTOHUKE XY/I0XKe-
CTBEHHO TeKCTa. JTO CYyXXIAEHHUE O pasHosecuu KpaﬁHux yacmeill 8 ux coomHece-
HUU C UeHMmpoMm:
5. Bcé kpaiinee czesath oueHb TpyaHO. CpeHHe YacTH AesatTces jerde. CaMblit
IIEHTD He TpeOyeT HUKaKuX ycraui. Llentp — paBHoBecHe. Tam HEeT HUKaKOi 60PHObI.
6. Has1o st BEIXOOUTH U3 paBHOBECHUA P

B nmyHKTe 5, Kak 0TMe4asI0Ch MHOIO B CTaThbe «B mpososzkeHre 3HakOMCTBA C
MY3BbIKaQJIbHBIMU CiIydaaMu Jlanuniia XapMca: UZied U OCyIeCTBIEHUA », Y3HAETCA
«JIEKCHUKA OITMCAHUS TPEXYacTHOH (GOpMBI» [10, C. 174], B KOTOPOH, KaK OBLIO U3-
BECTHO U KO BpeMeHH Xapmca, W, BUAUMO, CAaMOMY XapMcCy, UMEeIOTCs KpaHue U
cpenussa yactu°. [Ipuuem «Xapmc moapasyMmeBaeT OIpeieJIEHHBIN TUT TPEXUACT-
HOCTH — CO Cpe/THEN YacThi0, B KOTOPOH “HET HUKAKOU OOPHOBI~, TO ECTh OTCYTCTBY-
€T pa3BUTHE» (CP. CJIOKHYIO TPEXYACTHYIO (OpMYy C TpUO) [Tam xke].

«3aK0H paBHOBECHUSA», IOHMMAaeMbIl KaK «3aKOH CHUMMETPUH», POJICTBEH
HJiee pasHosecusi ¢ HeboAbWOU No2pewHOCmbo, chOPMYJIUPOBAHHOU APYTrOM
Xapwmca, dunocopom AxoBom JIpycKUHBIM (CpaBHUM C PEHECCAHCHBIM IPUHIU-

7" Xapme /1. . TlonHoe cobpanue counnenuii. T. IV. C. 46.

18 Tam xe. C. 45.

19 Xapwmce /1. H. Tlonnoe cobpanue counnenuii. T. II. C. 322.

20 TIpezacTaBiieHHst O CPEAHEN YACTH U OKPYXKAMIIMX €€ KPaWHUX BOIIUIU B MY3bIKOBE[YECKUH JIEKCUKOH
yke K Hauany XX Beka. K nmpumepy, B nomnyaspHoM yuebHuke « My3bikasbHasA ¢dopma» . [Ipayra yacto
HCITOJIb3YET BhIPAJKEHUE «CPEJIHSAS YacTh», HAPSAAY ¢ 0003HAUEeHHBIMH KaK «IlepBas» U «TPEThsi» Kpau-
HuMH yactamu. Cm.: IIpaym 5. MyssikanbHas dopma / nep. ¢ anri. rpada C. JI. Toscroro. 2-e uzzg. M.
[ gp.]: I1. FOprencos, 1917.
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oM varietas)*'. XapMmc O6bLJ1 HACTOJIBKO yBJIeUeH ujeeil J[pycKuHa, YTO YUpeaI
«OpaeH paBHOBeCHs ¢ HEOOJIBIIION MTOTPENTHOCThIO» (CM. waaocmpauuio 5, pes-
CTaBJIAIONIYIO, IO MBICIU XapMca, IPUMeP TaKoro paBHOBecusi). OJIHAKO B Teope-
TUYECKHUX 3amucsax XapMca paBHoBecHe (CUMMeTpHs) U HeOOJIbIIasi IOTPENTHOCTD
paccMaTpUBaIOTCSA MOPO3Hb, TAK KAK BO3MOXKHA U ITOTPEITHOCTh BHE CUMMETPUU, U
ropazzio 6oJsiee BaskHas ISl HAIllEW TEMBI cuMmempus 6e3 nozpewHocmu.

Quaerlam aaywﬂﬁiﬁu cum ;oecmé patvo

£

Hanrocmpayus 5. 1. XapMc. ApXuTeKTypHbIe IPUMePHI HeOO0JIbIION
norpemHocTr??. Hajinucey Ha BepXHEM I10JIe — JIATUHCKUU I1epeBo/i IOHS-
THSI «HEKOTOPOE PaBHOBECHE C HEOOJIBIIION MOTPEINTHOCThIo» — quaedam
aequilibritas cum peccato parvo
VIMeHHO Takas CHMMETPUSA — HEOThEMJIEMOE CBONMCTBO apXUTEKTYPhI, a TaK-
»Ke U My3bIKU, — B 3aMEeTHOM KOJIMUECTBE OOHAPYKNUBaeTCsA B COUMHEHUAX XapmMca,
0COOEHHO JKe B ero MaJIoH Ipo3e. ITHCTPYMEHTOM BBISBJIEHHUS CUMMETPUH B JINTE-
PaTypHOM TEKCTe MOXKET CJIY:KUTh MeTPOTeKTOHUUYeckuil MeToj; KoHroca, nmpume-
HHMOCTHh KOTOPOTO ObLJIa B CBOE BpeMsI MHOIO ITOKa3aHa IPU aHAIN3€ JIBYX BEPCHUU
CTUXOTBOPEHUA «3aKJIATHE cMexXoM» — 1909 u 1918 rojioB [11, ¢. 213—217, 230].
[IpuBeaeM aHAJIMTHYECKYIO 3aIIUCh OCHOBHOTO BapHaHTa CTUXOTBOPEHU (1909)23
(IIpumep 1).

21 B tpakrare o0 6eckoHedHOM (1932 I.; aBTOPCKUH 3ar0JI0BOK OTCYTCTBYET) XapMc muier: « Mbl He 3HaeM
SIBJIEHUSI C OTHUM HarpassieHreM. Ecjiu ecTh IBH)KEHHE B IIPABO, TO JIOJIKHO OBITh U JIBH)KEHUE B JIEBO»
(31echb 1 1asiee BOCIPOU3BeAEHbI 0cO0OeHHOCTH opdorpaduu u nmyHKTyanuu Xapmca. — JI. I'.). «9To 3axoH
CUMMETPHH, 3aKOH paBHOBecHs. U ecsiu ObI 0JTHA CTOPOHA HAIPaBJIEHUS MOTEPsiia ObI BTOPYIO CTOPOHY,
TO paBHOBECHE HAPYyIIaJI0Ch ObI M BCeJIEHHAsI OPOKUHYJIach 6b1». Xapmc /[. U. TlostHOE cobpaHue couun-
Henuii. T. IV. C. 13.

22 Tam xe. C. 21.

23 PacmoJioskeHue CTpPOK, B3AToe 6e3 UMCI0BBIX BHIKJIAZ0K U Pa3METKH TeKCTa, BOCIpousseeHo B Cobpa-
HUM counHeHul B. XusiebHMKOBa 1oz o01ed pezaknuei P. B. [lyranosa (M.: UMJIV PAHB «Hacienue»,
2000.T. 1. C. 209).
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Y E), paCCM?fITer, cMmexaun! 4(242)
O, 3acmeiiTech, cmexauu!

99 [{To CMEIOTCS CMEXaMH, 9TO CMESTHCTBYIOT CMESIITBHO, 4 ]
O, 3acmeiiTech ycMesibHO! 2

15 |0, pacementuiy HaiCMesJIbHBIX — CMeX yeMelHbIX  cMmexaueit! 5 (2+1+2) >

15 [O, MCCMelicS  PacCMesIbHO,  [CMeX |  HajgcMelHbIX cMmesueit! 5 (2+1+2)

CwmelieBo, cMelieBo, 2 —‘

2% Ycwmelt, ocmelt, CMEIINKY, CMEITNKH, 4
CMeHYNKHN, CMEIOHYNK. 2 (')

" E), paCCM?ﬁTeCB, cmexayn! 4 2+2)
O, 3acmeiiTech, cmexauu!

IIpumep 1. CuMMeTpUA B CTUXOTBOPEHUU XJIeOHUKOBA «3aKJIATHE CMEXOM».
AHasimTHUecKas 3aIiuch 1997 roja [11, c. 217].

CneBa yka3aHO YHCJIO CJIOTOB B ITOKa3aHHBIX CKOOKaMU IpyInax CTUXOB, CIIpaBa — pac-
MI0JIOKEHHE OJITHOKOPEHHBIX CJI0B; pacnosiokeHue Tekera moe. — JI. I

Temepb oOpaTuMcs K XapMcy U MPeACTaBUM TPU IMPUMepPa ero CHMMeTpPHUY-
HOU 11po3sI (IIpumep 2).

, | Cemén CeménoBuy, HaZleB OYKH, CMOTPUT Ha COCHY ¥ BH/JUT: HA COCHE 35
CHUIUT MYKHK ¥ [TOKa3bIBAET EMY KyJIaK.

5 | Cemén CeMEHOBUY, CHAIB OUKH, CMOTPUT HA COCHY U BUJIMT, UTO|HA 26
COCHE HHUKTO HE CHJIWT. 6

3 Cemén CeMEHOBHY, HafIeB OYKH,CMOTPHT HA COCHY U |[OTIATh|[BH/IHT, [4TO| | 38 4
Ha COCHE CUIUT MY’KMK U IIOKA3bIBaeT eMy KyJIaK. "

— - 12

4 Cemén CeMEHOBUY, CHSB OUKH,|ONATH|BU/IUT, [UTO[HA COCHE 20
HUKTO He CUJIUT. 62

5 Cemén CeMEHOBUY,|OIATH|HAZIEB OUKHM, CMOTPUT HA COCHY u[onATH|BU- | 40
JUAT,[U4TO[HA COCHE CHANT My>KHK U IIOKA3bIBAET My KyJIaK.

6 | CemEn CeMEHOBUY He KeJIaeT BEPUTH B 9TO SIBJIEHHE U CIUTAET ITO 35
SIBJIEHHME OITHYECKUM OOMaHOM.

Ipumep 2. CummeTtpus B pacckase /. Xapmca «OnTryeckuii o0OMaH»24.
31ech U 1asee mojcueT B corax. [[BeTHbIM (hOHOM OTMEUEHBI CJI0BA, COOOIIAIOIIHE O JIel-
crBusix Ceména CeMEHOBMYA C OYKAMU, PAMKOU — CJIOBA, I00aBJIEHHBIE IIPU IIOBTOPAX

NuadopManinoHHO 3HAUMMBIMU B CIO’KETE PAcCKa3a sIBJISIOTCSA JUITb KpaHUe
CTPOKH 11 6 ¢ UEHTUUHBIM uncIoM csIoroB: CeméH CeMEHOBUY BUJIUT MY>KHUKA Ha
COCHe, KOT/Ia HaJleBaeT OUKH, OTHAKO MPEJINOUYUTAET CYUTATh €TI0 ONTUUECKUM 00-

24 Xapwmc /1. H. Tlonnoe cobpanue counnenwuii. T. II. C. 322.
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MaHoM. [ToaTOMYy /IeficTBUSA B CTPOKaAx 2—3 U 4—5 He OoJiee yeM Bapualiu, CrpyIl-
MIUPOBAHHBIE TTOMTAPHO:

||: oTpuIianme «TeMbI», U3JI0KEHHOU B CTPOKE 1 — €€ MOATBEPKIAEeHUE | |.

CrnenoBarTesibHO, 3JIeMEHTAMU CUMMETPHUU CJIYy:KaT JBE KpalWHUE CTPOKH U
B3AThIE ITOTIAPHO CTPOKH MEXK/Ty HUMHU — WJIU JKe, B KOHEYHOM CU€eTe, IBE KpallHue
CTPOKH W BCe IIpoume, BMecTe B3sAThIe. YncaoBas cxema 6e3 Tekcra, o popme 3a-
MIFCY aHAJIOTUYHAsA cxeMaM KoHroca, BBITJISIZIUT CIIEAYIOIUM 00pa3oM:

35
26+38  22+40
4 62

35

B Hamem martepuasie 3TO €IUHCTBEHHBIN CITydall CHMMETPUH, MEXaHU3MOM
KOTOPOU CJIYKUT KOJIBI[EBOE PACIIOJIOXKEHHE OJIMHAKOBBIX IO IPOTSKEHHOCTHU
CTPOK 10 KpasiM (GOpMbl. 3/1eCh OTCYTCTBYET KOMIIO3UIIMOHHO BhIPA’KEHHBIH U CIO-
»KETHO MOYEPKHYTHIN IEHTP, MPE/ICTABJIEHHBIN B CJEAYIONIUX Jlajiee IBYyX 00pas-
11ax. IlepBbiil U3 HUX — YTOUHEHHOE aHAIUTHYecKoe onucanue « CuadoHuu N2 2»
(cm. IIpumep 3, cp. IepBBIF BapUaHT, OIyOJIMKOBAHHBIN B [10, ¢. 179—180])

Cundonus N 2 cocTouT U3 JIByX yacTed. B 11epBoil M3 HUX KaXKABIN U3 TPEX
IIOCJIEZIOBATEIPHO OTBEPTaeMbIX PaCCKa3uYNMKOM 3a4NHOB 3aKaHUMBaeTcs pepeHoM
«PaCCKaXKy JIydIIe...» («JIydIlle paccKay...» U T.I.). Bropas yacTh HaunHaeTcs I10-
cJie epeJioMa B clokeTe (paccKa34uK yIasl co CTyJIa U 3a0bLjI, 0 UeM coOupascs pac-
CKazaTh): MOMEHT IepejioMa TMPEeAIIEeCTBYeT 1eHTPY — ¢pase «f jydirie pacckaxKy
0 cebe». B oTstnume OT mepBOU YacTu, BTOpasi MPeCTaBsAET COOON CIUTHBIN TEKCT,
HaMepeHHO Pa30MKHYTBHIN M3-32 HEOXKUJJAHHOTO COOOIIeHUs O TOM, KaK obJibicesia
Mapuna IleTpoBHa — TpeThs U3 JaM, «He N30eramIux» JUPUIECKOT0 Teposi-pac-
ckazuuka. 9PDEKT HEOKUTAHHOCTH YCYTYOJIsI€TCsA TPOTUBOTIOCTABIEHUEM C TAKUM
ke 10 QYHKIMHU (TPETHUM B IiepeuHe) coob1ienneM 06 AaHe IrHaTheBHE: 0 HEH pac-
CKa3YMK HUUEro He 3HaeT, a caydato Mapunsl [1eTpoBHBI, B/IOXHOBUBIIIEMY €r0 Ha-
CTOJILKO, UTO OH BIIEPBBIE YyIIOTPEeOMIT GUTYPY cpaBHeHUs («00IbIceIa KaK JIAJIOHD» )
1 BocKyInnanue («Tpax!»), — IocBsIeHa 1ej1as HoBeJia. BripoueM, pa3oMKHYTOCTb
(opMbI 1 TOAUEPKHYTASA PA3HOPOIHOCTH ITIEPCOHAYKEN KOMIIEHCUPYIOTCS HATMYUEM
CKBO3HOTI'O ITpYieMa TPOEKPAaTHOTO cOODIIeHus: O maeBke AHTOHa MuxaiisioBuua, o
TpeX OTBEPTHYTHIX PACCKA3UMKOM ITepCOHAYKAX MIEPBOU YACTH, O TPEX JJaMax BO BTO-
PO YacTHU U, HAaKOHEII, O cayuae obsibiceHus1 MapuHbl [1eTpoBHBI: TIpeAyITIpeINTEb-
HBIN paccKa3uuK KIacCu(UITUPYET ero Kak 1) 3a0aBHBIN, 2) BIIOJTHE OOBIKHOBEHHBIH,
3) HO Bce ke 3a0aBHBIN. ITH abCyp/IHbIE TTOAPOOHOCTH OYEHD CXO/IHBI ¢ My3bIKaJIb-
HBIMU ITIOCTPOEHUSMU, B KOTOPBIX IIOBTOP COUETAETCs ¢ 0OOHOBJIEHUEM U JIBUKEHUEM
BIIEPE], & OCHOBHOM KOHTpACT (POPMBI CTPOUTCSA Ha «3a0BEHUM» IIPEBIIYIIETO —
IIpY OOMJINY HESBHBIX B3aMMOCBsI3el ¢ HUM (yTOUHEHHUe TeKcTa [10, ¢. 179]).
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AnTOH MUXailjloBUY IUIIOHYJI, CKA3aJl «3X», OIATH IJIIOHYJI, OIIATh CKa3aJl ITpedcmasnerue mpex nepcoHadxcell. Kpaitnas
«3X», OIIATH IUIIOHYJI, OILATH CKa3aJl «d3xX» U yuies. M boe ¢ Hum. Pacckaicy 1)XapMCOBCKHUH ILUTIOIOIIUIHCSA TIEPCOHANK. 4acrs 1
ayuwe npo Uavro Ilasaosuua.

47
Wnbs [TasnoBuu poauics B 1893 roay B Koncrantunonose. Ene manenskum | 2) [lepcoHak ycaoBHO-O6morpaduaeckoro
MaJIBYUKOM ero TepeBe3siu B [IeTepOypr U TYyT OH OKOHUIJI HEMEIKYIO IITKOJIy | TeKcTa.
Ha Kupounoii ynuiie. [IoToM OH C1y»K1JI B KAKOM-TO Mara3uHe, IOTOM elle 107
YTO-TO JieJ1ajl, 4 B HaYaJsie PeBOJIIOINY SMUTpUpPOBaJl 3a rpanunly. Hy u boe ¢ 206

Hum. A ayvwe pacckaxicy npo Auny HenamuvesHy.

Ho nmpo Auny UrHaTheBHY paccka3aTh He TaK-TO IIPOCTO. Bo-TiepBeIX, 51 0 HeWl | 3) [IepcoHak, 0 KOTOPOM HEYETO CKA3aTh.
HUYero He 3Hal0, a BO-BTOPBIX, A celyac ynaJs co cTyJia U 3a0bLj, 0 4éM coOu- IlepesioM B OBECTBOBAHUMU. 52
pajics pacckasarh.

A ayvwwe pacckadicy o cebe. Paccka3uuk CTaHOBUTCSA IJIaBHBIM FE€POEM. IeHnTp: 9
S BBICOKOTO pOCTa, HETJIYIIbIH, 0ZIeBAIOCh U3AIIIHO U CO BKyCOM, HE IIbI0, Ha ABTOXapaKTepUCTHKA PacCKa3unMKa — IIePCOHA-

CKAYKM He X0’KY, HO K JlaMaM TsAHyCh. 1 1ambl He n30eraroT MeHs. [laxe Jiro- ’Ka ¢ IYyBCTBOM COOCTBEHHOTO JJOCTOMHCTBA.

0T, Kor/Aa s ¢ HUMH ryJisito. Cepaduma M3maiisioBHa HEOJHOKPATHO puriia- | IIpedcmasaetue mpex 3HaKoMbvlx 0am 132

masia MeHs K cebe, 1 3uHanza fIkoBeBHA TOKe TOBOPMJIA, YTO OHA Beerja 202
pasia meHs BuieTh. Ho BOT ¢ MapuHoii [leTpoBHOM y MeHs BbIIies 3a0aBHbBINA

CIydam, 0 Komopom s u xouy pacckazamsw. Ciryuail BrioJiHe OOBIKHOBEHHBIH, Pacckas o Mapuu IlerpoBHe, o6ocobien 61a- o

HO BCé 2Ke 3a0aBHBIH, 160 Mapuna ITeTpoBHa, 611arogaps MeHs, COBepIIeHHO | FoAaps pedpeny («...s Xouy pacckasaTb») U U
obJutbIcena, Kak J1aJioHb. CIIy4MIOCh ATO TaK: IMPUIIIEN s OJHAXKABI K MapuHe Gosiee cBOOOIHOM, YeM JI0 3TOTO, MaHEepe pac- Kpaiinas
ITeTpoBHe, a oHa Tpax! 1 obbicesa. BOT u BCE. CKasa. JacTh 2

IIpumep 3. Cummerpus B «Cuadonuu N2 2» Xapmcas.
KypcuBoMm BblJlesIeHbI TEKCTOBBIE U KOMIIO3UIIMOHHBIE IOBTOPBHI.
I'naBHBIN U3 HUX — pedpeH: coobIIeHne 0 HaMePEHUN CMEHUTD IIPeMeT paccKkasa

25 Xapmc J. H. Tlonnoe cobpanue counnenunii. T. 1. C. 159.

62



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

Ham Tpetuii u mocjeHUNA OpuUMep — pacckas moji Ha3zBaHUEM «CyHIIyK»
(IIpumep 4). IloBecTBOBATENb JIUIIL B Hauajle U B KOHIIE paccKkaza cOODIIaeT O
IIPOUCXOIAIIEM, OCHOBHYIO K€ YaCcTh TEKCTA COCTABJISAET MOHOJIOT TJIABHOTO Te-
posi — YeJsIoBeKa ¢ TOHKOH Ieeil, KOTOPBIN 3a0paJjics B CYHAYK B 3aKPBLI 3a COOOU
KPBIIIKY, CIOBHO BXOZHYIO BEPh. Ues0BeK ¢ TOHKOH Ilieeil TOTOB 3a/I0OXHYThCA U
yMEpPETh, HO He JIOMYCTUTD, UTOOBI HCU3Hb 3ACMABUAA €20 PYKU OMKPbIMb IIPECIIO-
BYTYIO KPBIIIKY2®. Ero ciioBa «IIocMOTpHM: KTO KOTO?» B PaBHOI Mepe OTHOCSTCS
1 K HECOTJIACHIO C )KU3HBIO B €€ HaMePEeHUH OTKPHITh KPBIIIKY CYHZIyKa pyKaMu 3a-
KPBIBIIIETO €€ YeJIOBeKa, U K MpeICTosIel 00ph0e Ku3HU u cMepTu. HecmoTps Ha
CTOMYECKHH HACTPOU, OH CTpajiaeT — 0coOOEHHO OT 3araxa HadTalnHa, KOTOPbIM
mepechIialbl Beny. [10400HO MHOTHM JIIOJISIM, IIONABIIUM B Oe/y, OH JaeT o0erT:
o0ellaer, 4YTo, eCJIM OCTAHETCS KB, COBEPIIIUT HEUTO 0COOEHHOE: JIJIs YeJI0BEeKA C
TOHKOH Illeel ATO 3aMeHa HadTajnHa Maxopkoii. O06eT — IeHTp MOBEeCTBOBaHUS,
I1OCJIEe KOTOPOTO MIPOUCXOUT ITIOBOPOT B ClOKeTe. MOHOJIOT yTpauruBaeT MOHOJIUT-
HOCTh?’, UEJIOBEK C TOHKOH IIleel He MOHMMAEeT, UYTO ¢ HUM: OH BOCKJIMIIAET, BO-
mpoiIaet u gaxke moet! IToroMmy 4To CyHIyK Hcue3 HEBEJOMBIM 00pa3oM: «KHU3Hb
rmobeaua cMepTh»28,

AO03anpl IOBECTBOBATENSA C 3a4UHOM «YesIoBEeK ¢ TOHKOU IleeH...» CO-
CTaBJIAIOT okaliMyieHrue ¢GOpMbI, a 00ET YesloBEKa C TOHKOU Illeed — ee IeHTP
(cm. IIpumep 4).

OnpIT aHa/IKM3A pAAA IMIPO3anUvYECKUX TEKCTOB XapMca IMOKa3bIBa€eT, UTO B HUX
JIEMCTBYIOT HPUHIIUIBI OPraHu3alliu XyA0KECTBEHHOT'O TEKCTa, KOTOpPbIe IIPHUCY-
I My3bIKE, C OJTHOU CTOPOHBI, U aPXUTEKType — ¢ Apyrou. OTCIo/ia XapaKTepHbIE
JIByX- U TpexuacTHble (POPMbI, Ha/ieJIEHHbIE CHMMETPHEN.

[IpucyTcTBUE 3JIEMEHTOB MY3bIKaJbHOU OpPTraHU3aIlUd OCBOEHBI B PYCCKOU
auteparype KoHIia XIX — Havasa XX BeKa U MOCBAIIEHHBIX UM HCCIEOBAHUAX.
Ho TO, 4TO HappaTuB MOXKET IOAYUHUTHCA IMPUHIUIY apPXUTEKTOHUKH, MOKET
Pa3MeCTUTHCA B JKECTKUX PaMKaxX CUMMETPUYHOU (POPMBI — BEIllb JOCTATOYHO He-
OXXKUJAHHAsA M HeodeBHIHAA*. B mpo3anyeckux Tekcrax Xapmca HappaTUB U ap-
XATEKTOHUKA He IIPOTUBOMNOCTABJIEHB] KaK MPUHITUIIBI, IIPUCYIIUE PA3HBIM THIIAM
XYJ103KECTBEHHOTO TBOPUYECTBA, HO JIEHCTBYIOT 3a0/THO.

26 B GeayeiicTBIH UeIOBEKA C TOHKOI IIIeeil 1 TepIeIMBOM OXKUAHUK CBOEH y4acTH MOXHO YCMOTPETh
OJIHY U3 IBYX «IIOZOTBOPHBIX MOJEJIEN IOBEIEHNA» U «OCHOBOIIOJIATAIINMX HEH Jaocu3Ma U Oyams-
Ma» [12]. OgHako MosTYaHUe — Jipyras IUIOIOTBOPHAsA MOBeJleHYecKas MoJieslb — Iepoio XapmMca CoBceM
He CBOIMCTBeHHA. Ero MOHOJIOT cocTaBiIseT OCHOBHYIO YacTh pacckasa.

7 Curyanust, camMmerpuuHas «Cuadonuu N2 2», Ij1e CIMTHOCTh MOHOJIOTA — IPU3HAK IIEPBOM YACTH.

28 TIo moBosy dpashl «KU3Hb II00eIMIA CMEPTh» B OT/IEILHOM aBTorpade 0/ TEKCTOM pacckasza « CyH-
IyK» uMeeTcsi aBTopckoe «IIpumeuanue»: «Eciu ckazaTh: “KU3HBb 0o0OeIMIa CMEPTh’, TO He SCHO, KTO
Koro 1mobeinit, u6o sicHo: “Turp mobeaws jibBa” win “Turpa mobesus jes” ». Xapmc /[. H. TlonHoe cobpa-
Hue counnenui. T. II. C. 480.

29 Crosib 7K€ HEOYEBH/[HA U «IIOBECTBOBATEILHOCTh» aPXUTEKTYPhI, KOTOPOH IOCBAINEHA IMyOIMKaIUs O
TBOpuecTBe I'BapuHO 'BapUHH — «TOJIKOBATEJISI ITHUECKOTO M PEJIUTHO3HOTO HappaTuBa» [13, ¢. 1119].
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YestoBek ¢ TOHKOU Ieei 3abpaJjicsi B CYHZYK, 3aKPbUI 32 cO00M KpHIMKY U Hauas | [ToBecTBoBaTeslb cooOimiaer o0 3Kcrepu- 26
3a/IBIXaThCA. MeHTe YeJIOBEeKa C TOHKOH ITeel Hajl caMUM

co0O01i.

— Bot — roBopui, 3a/1pIxasich, YeJIOBEK C TOHKOM Ileel, — s 3a/IbIXal0Ch B CYHAYKE, IT0- | MOHOJIOT UesioBeKa ¢ TOHKOM Iieelt «Bor, s1
TOMY UTO Y MEeHs TOHKas 1es. KphIIiKa cyHAyKa 3aKphITa U He ITyCKAaeT KO MHE BO3/yXa. | 3abIXal0Ch...»: O CYH/IYKE U €r0 KPBIIIKE, O
A 6yny 3ampIxaThes, HO KPBIIIKY CyHAyKa Bce paBHO He OTKpoIo. I[locTenmenHo s Oyay | 6opbbe KU3HU U CMEPTH.

ymupaTh. f yBHKY O0pHOY *KU3HU U cMepTH. Bo¥ MpoU30ieT HeeCTECTBEHHBIH, TTPH
PaBHBIX IIAHCAX, IIOTOMY YTO €CTECTBEHHO IOOEKIAEeT CMEPTh, a JKU3Hb, 00peueHHA 223
Ha CMEPTH, TOJIBKO TIIETHO OOPETCS ¢ BparoM, /10 ocJIeHel MUHYTHI HE TEPSAA HaIlpac-
HOH HaJeXIbl. B sTOM Xe 6ophbe, KoTopas MPOU30HAET ceduac, KU3Hb Oy/IeT 3HaTh
croco0 cBOew MoOe/IbI: /ISl ATOTO KU3HU HAI0 3aCTAaBUTh MOU PYKU OTKPBITh KPHIIIKY

cyaayka. [TocmotpuM: KTo KOoro? TOJIBKO BOT YKaCHO ITaxXHeT HA(PTAIUHOM. IleHTp:
Ecu mo6GeiuT Ki3Hb, s OyAy BEeIld B CYHIYKe IepechliiaTh MaXOPKOi... ober 21
Bot Hauasock: 51 6oJibie He MOTY AbImaTh. f morud, ato sicio! MHe yike HeT cnacenus! | Bropas ¢paza MmoHostora: 47

U1 HIYero BO3BBHIIIEHHOTO HET B Moeii rojiose. f 3ajpIxaocs!.. omuasHue,

Oii! Yto xe ‘To Takoe? Ceifuac 4TO-TO MPOU3OIILIO, HO 51 HE MOTY ITOHSATh, YTO UMEHHO. | HedoymeHue, 62

A 94TO-TO BU/EJ UJIX UTO-TO CJIBIIIAI...
Oi1! OnaTp uTo-To mpousonuio! boxke moit! MHe HeueM AbIIATh. f, KaxKeTcs, yMUpa.
A o710 eme uto Takoe? [louemy s mow? Kaxerca, y meHa 6osut mes... Ho rae ke cyH- | usymaenue. 62

nyk? Ilouemy f BUKy BCE, YTO HAXOAUTCA Y MeHA B KOMHare? Jla, HUKakK, A JexXy Ha 227
nosty! A rzie ke cyHIyK?

YeJiOBEK C TOHKOM Ieel MOHSJICA ¢ 110J1a 1 ocMoTpest Kpyrom. CyHayka Hure He 0but0. | KoHel akciepuMeHTa ¢ CyHIyKoM, | 56

Ha cTysibAX 1 Ha KPOBATH JIeKaJI! BEIIH, BHIHYTHIE U3 CYH/YKA, a CyH/IyKa HUT/IE He ObUTO. | ero KPBIIIKOH, )KU3HBIO U CMEPTHIO.

UesioBeK ¢ TOHKOU IIeed cKa3a: [ToBecTBOBaTE b cOOOIIAET 00 YMO3AKIIIO- 27

— 3HAYUT, )KU3HDb 00E1Ia CMEPTh HEU3BECTHBIM JIJISI MEHS CIIOCOOOM. YeHHH YejoBeKa ¢ TOHKOU Ieed IO OKOH-
YaHUU DKCIIEPUMEHTA.

IIpumep 4. CummeTpus B pacckase Xapmca « CyHIayk»3°

3% Xapme J]. Y. Tlonuoe cobpanue counnenni. T. I1. C. 335-336.
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B 3aktoueHme ocTaercsi CKka3aTh, UTO BOIIPOC O TOM, B KaKOW Mepe UCKJII0UU-
TeJIbHBI JIs1 POPMBI JINTEPATYPHOTO MIPOU3BEIEHUS CIyUau apXUTEKTOHUKH, BbI-
paKeHHOU B CTPOTO-CUMMETPUYHOU KOMIIOHOBKE YacTel 11ej10TO, TpebyeT Jaib-
HEeUIIero u3y4eHus.
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B 2009 roay Anamc nHanucan «Cutu Hyap» — Tpex4acTHYI0 OPKeCTPOBYIO IIbeECY,
WHCITUPUPOBAHHYIO IeJIbIM «OyKeToM» HCTOYHHUKOB. Cpeau HUX — KyJIbTypa
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Abstract. John Coolidge Adams is at the present times is one of the leading
composers of the USA. Being a conductor of world renown, he composes particularly
frequently for the orchestra — the musical means that is the closest for the composer.
In 2009 he composer City Noir — a three-movement orchestral piece inspired by
an entire “bouquet” of sources. Among them is the culture and the spirit of the West
Coast of the USA in general and of California in particular, the aura of Los Angeles
and the era in the life of the city connected with the emergence of films in the style
of “noir.” It is referred to the time period of the 1940s and the 1950s with their half-
criminal romanticism of night-time adventures, bold energies and a blood-bustling
freedom. Dedicated to conductor Dudamel, the orchestral composition City Noir
balances in terms of genre between a three-movement symphony, a soundtrack
to a film and a jazz suite, relegating the listener’s imagination to the cult figures
in jazz during the 1950s, the experience of composing in the jazz idiom (among
such composers as Milhaud and Gershwin) and to elements of ekphrasis (referring
to Wat Disney’s unique concert hall constructed by the ingenious architect Frank
Gary). The article provides an overview of all the sources of Adams’ musical ideas
and engages in the attempt to interpret the result of the composer’s work.

Keywords: John Coolidge Adams, City Noir, symphony, soundtrack, jazz
suite, ekphrasis
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For citation: Tsargradskaya, T. V. (2024). City Noir by John Adams:
A Way to Interpretation. Contemporary Musicology, (4), 68-103. (In Russ.).
https://doi.org/10.56620/2587-9731-2023-4-068-103

Urypa aMepuKaHckoro kommnosurtopa JIxxona Kymmmka Axamca (John

Coolidge Adams, p. 1947) IPOU3BOIUT HEOTHOZHAYHOE BII€UaTI/IEHUE.

C oziHOI CTOPOHBI, OH BUAHEUIINH JIeITEIh B 00JIAaCTH COBPEMEHHOM
MY3bIKaJIbHON KOMIIO3UIUH, JIaypeaT MHOXKeCTBa MpeMui'; mo cioBam JleBoHa
OranecoBu4ya AKOIIsIHA, «AzlaMc 00J1a/IaeT PEAKUM JIsi COBPEMEHHOIO XYI0KHU-
Ka YMEHUEM COUeTaTh “HauBHOCTH (IIPOCTOTY SA3BIKA, IMOYTHU IJIAKATHYIO SICHOCTD
HJied, He3aMbICJIOBAThIN IOMOP) C TAKUM JaJIEKUM OT HAMBHOCTH U POJCTBEHHBIM
“ceHTHMEeHTaTbHOCTU (B ITUJIJIEPOBCKOM IIOHUMAaHHH ) KAUECTBOM, KaK HHTEJLIEK-
TyaJIbHasl HAIIOJIHEHHOCTh KOHIIEIIINN, He3aypsiIHOe 60raTCcTBO UX KYJIbTYPHOIO
¢ona. biarogaps aToMy yMeHHI0 AJlaMC K KOHITY 1990-X CTaJI e/iBa JIu He Haubo-
Jiee 4acTO UCIIOJTHSIEMBIM M3 BCEX KUBYIIIUX CEPhE3HBIX KOMIIO3UTOPOB» [1, C. 19].
C npyroii, HabIO/1aeTCA YAUBUTEJIBHO CKPOMHOE OTPaskeHHe TBOPYECTBa KOMIIO-
3UTOPA B CYIIECTBYIOIEN MY3bIKOBEIUECKOU JIUTEpAType, JAake aMepPUKaHCKOM.
OtcyrcTBue MOHOTpad U, IOCBAIIEHHBIX AZJaMCy, CDPABHUTEIbHO HEOOJIBIIION P/I
aMepPUKAHCKHUX cTaTed U paboT® U OCTPHhIN AedUIUT PYCCKOA3BIYHBIX [4; 5] — 3TO
status quo B cOBpeMeHHOM MYy3bIKO3HaHUH. KoHeuHO, cTOJIb 3amMeTHasA durypa
He MOTJIa He BBhI3BAaTh HHTEPECA y 3KyPHAJIHCTOB, YTO 3aMETHO 110 OITyOJIMKOBAaHHBIM
WHTEPBBIOS3, pelleH3usaM [6; 7] u craTtbe B cioBape I'poyBa [3]. BodHukaer 3ako-
HOMEPHBIH BOIIPOC: YeM OOBSCHUTDH CTOJIb HE3HAUYUTEIbHBIN HHTEPEC IPOodECCHo-
HAJIBHOTO COOOIIECTBA K TAKOMY SIPKOMY U PE30HAHCHOMY SIBJIEHHIO, KaK TBOpYe-
ctBO /I>xoHna Apamca?

KoHeuHO, HbIHE JKUBYIIHU U JIEHCTBYIOIIUN aBTOp — He BcCerjia yAOOHBIN
0OBEKT JIJIs MccieioBaresisa. Bo MHOroM «Heymo6eTBO» AjjlaMmca CBSA3aHO C TeM, UTO
OH He YKJIaJ[bIBAe€TCS B KaKOe-IM0O «IIPOKPYCTOBO JIOXKE». AJaMC — KOMIIO3UTOP
aKaJeMUYECKOr0 HalpaBJIEHHsI, CEPbe3HOUN MY3bIKH, IIPOHU3AHHOM, OJTHAKO, BJI-
SIHUSIMH TIOII-KYJIBTYPBI, JI3Ka3a, PoKa; CO3/JaTesb OIep JiJis TPAAHIIMOHHOTO MYy-
3BIKAJIBHOTO TeaTpa, CIOKEThI KOTOPBIX ITOXO03KH, CKOpee, Ha KMHOCIIEeHApUH HJIU

! Pumckas npemust; [Tysutieposckas npemus (2003); [Ipemus Erasmus (2019); «'pammu» (1989); Ipe-
must 'paBematiepa 3a JIy4IIyi0 My3bIKJIbHYI0 KOMIO3UIIHIO (1995).

2 CMm. [2; 3], a Takke Porter A. Nixon in China: John Adams in Conversation // Tempo (New Series). 1988.
Issue 167. P. 25—30.

3 Cwm. Adams J., Jemian R., Zeeuw A. M. de. An Interview with John Adams // Perspectives of New Music.
1996. Vol. 34, no. 2. P. 88—104; a Takxe B Porter A. Nixon in China ...
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CIOKEThI MIO3UKJIOB. [IOrpaHUYHOCTh U ITIEPEMEHYNBOCTh — KadecTBa, 3aCTaBJIA-
IOIIFie MY3bIKOBE/IA UCIBITHIBATh JUCKOMQOPT. 1 BCe 3Ke CyIlecTByIoIIee MOT4a-
JIIBOE COIJIacHe C TeM, UTO TBOPYECTBO AJlaMca — 3HAUUMOE SIBJIEHHE COBPEMEH-
HOCTU — IIPOBOITUPYET HA aHAIUTHYECKHUe mTyauu. Hama 3aauya — paccMOTpeTh
ero opkecrpoBoe counHenue City Noir (2009). BbIO0Op He ciiydaeH: 3TO KPYITHOE
cuMdOHUUYECKOE TTPOU3BE/IeHEe, HAITMCAHHOE KOMITO3UTOPOM B BayKHBIX JIJISI HETO
00CTOATEILCTBAX, O KOTOPHIX OYZIeT CKa3aHO HIKE.

/Jicon Adame k 2009 200y : AUMHOCMb U MBOPHECTB0

JKusHeHHBIN 1 TBOPUECKUH ITyTh, MPOUAeHHBIN AjaMmcoM K Hauany XXI Beka,
OJHOBPEMEHHO U IPOCT, U cJ0XKeH. [IpocT, MOCKOJIbKY KOMIO3UTOP C CAMOI0 Ha-
Yyajia 3aHUMaJICA TEM, UTO €r0 BJIEKJIO U PAZ0BAJIO: My3bIKOU. B leTCTBE OH BIIOJIHE
FapMOHUYHO BJIMJICA B PAJBI My3bIKAHTOB: CHaUaJIa KaK YYeHUK CBOEro OTIIa-KJiap-
HETHCTA, 3aTeM KaK 4JIeH JyXOBOTO OpKecTpa U Aka3-05Ha. Ho, cys mo Bcemy, ero
My3bIKJIBHOE JIapoBaHue TpeboBasio yero-to 6osibiiiero. Cam Agamc BCIIOMUHAET:
«BriepBbie A ycIbIIiaa My3bIKy TOT/Ia, KOT/Ia OTell OCTaBUJI IVIACTUHKY € 3aIIUCHIO
yBepTiopbl YatikoBckoro “1812 roa’”. [ cirymas ee CHOBa M CHOBA, IIPEJCTaBJIsAsA ceOs
IUPUIKEPOM, TUPHIKUPYS BA3AJIBHOU CIHIENH BMECTO MaJIouku»?. PacckazaHHas
IIIKOJILHOUW yYUTEJIbHUIIEN NcTOopusa MonapTa, o Npu3HaHUio Afjamca, «3aruimHo-
TU3UPOBaia» ero°. Korjga eMy UCIIOJTHUIOCH JI€CSTh, POJIUTENN KYITUJIU TPOUTPHI-
BaTeJIb, U OH CMOT CJIyIIaTh IJIACTUHKHU. OTO U ObLIN IIePBble « yHUBEPCUTETHI».

K 13 rogam oH yke pemrwi, 4yTo OyaeT koMmmodutopom. OHAKO ero JeTCTBO
MIPOXOJUJIO HE B A//MUHUCTPATUBHBIX IIEHTPAaX aMEPUKAHCKHUX IIITATOB, I7le My3bl-
KaJIbHOe 0Opa3oBaHue ObLIO JIOCTYITHO, & B KPOIIIEYHBIX TOPOJKAX CEBEPO-BOCTO-
ka® ¢ orpaHMYEHHBIMHE BO3MOKHOCTAMH. OOydeHre Urpe Ha KJapHeTe OCyILIecT-
BJISZIOCH T107] PYKOBOJICTBOM OTIIa, BCE OCTaJIbHbIE MTPOOIEMBbI AZlaMC pelraj caMm:
CJIyIIajl My3bIKy, Oepsi HalIpOKAaT U MOKyTas rpaMIIaCTUHKH B MECTHOM Mara3uH-
YUKe, PEIETUPOBAJI ¢ MECTHBIM J?Ka3-09HA0M. J[0CTaTOYHO OBICTPO HAYUUBIIHCH
UTpaTh HA KJIapHETEe, OH CTaJl IPUHUMATh y4acTue B aHcaMOJIs1X, MeCTHOM cuM@O-
HUYECKOM OPKeCTpe U 3a0/IHO B [yXOBOM. KOMIIO3UTOp BHOCJIEACTBUU TOBOPUJI,
YTO BECh CBOU MY3BIKQJILHBIN Oarak OH IMOJIYUYHJI II0 TPEUMYIIECTBY CIYXOBBIM ITy-
TeM, ¥ 9TO OYeHb IIOMOTJIO eMy BIocjieACTBUU. B 1962-M, yesbiias « Becrcanickyio
rcroputo» Jleonapaa bepHcraiina, AjlaMc yKpENUyICs B CBOEU MeUTe CTaTh KOMIIO-
3UTOpPOM. B pe3ysbraTe 3HAaKOMCTBA ¢ YoaTepoM IIucToHOM, NU3BECTHBIM aMepu-
KaHCKUM MY3BbIKaHTOM, IIpelo/iaBaBiiuM B ['apBapze, OH NOATOTOBUJICS K BCTYIIHU-
TeJIbHBIM dK3aMeHaM U MOCTYNWJI B 3TOT YHUBEPCUTET HA (PaKyJIbTET KOMIO3UIIUU
B 1965 romy.

4 Adams J. Hallelujah Junction: Composing an American Life. 2009. New York: Picador, 2009. P. 10.
5 Ibid. P. 15.
¢ B cBoelt aBToOHOrpaduu AraMc yImoMHUHAET HECKOJIBKO TaKUX TOPOJIKOB: Bycrep, r/ie OH po/iniIcs B 1947

rony; Byzerok, kyma cembs AjlamMcoB nepeexasa B 1950-M; U, HakoHel, Koukop, mrrat Hpio I'smmmmp,
r7ie AIaMChI CTaIu KUTH C 1954-TO.
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B yHuBepcuTeTe AgaMc OKOHUATEJIBHO ONPEEINICA B CBOUX My3bIKaJIbHBIX
BKyCaxX: OH YCJIBIIIAQJI U HaBCET/ia MOJII00UI My3bIKY « BUT/I3»; OMBITAJICA TOHATD
cepran3M (IO ero cjaoBaMm, JOJITO YuTaa KHUTY byne3a «MBbICIUTh MY3BIKY Cce-
TOZIHAA») — U OTKA3aJICS OT 9TOTO IIyTH; YBJIEKCS POK-My3bIkoi, Bobom Jlumanom,
J>xuMMy XeHIPUKCOM — U BCe 3TO Ha (POHE yJacTus B KOHIIEPTAX KJIACCUUECKOU
My3bIKH. CBOU BIE€UYATJIEHUA OT 3TOTO BPEMEHU KOMIIO3UTOP OTPa3uj B aBTOOUO-
rpadpumn:

A HaXxoauJjicda Mexay MOJIOTOM U HaxkoBasibHen. C O,ZIHOﬁ CTOPOHBI, BJIaCAHUIIA U
JIOJKE C TBO3ISAMH CEpUAIN3Ma, C APYrOd — OTKPBITasi 3MOIIMOHAJIBHOCTh OepHCTal-
HOBckol cuMmbonnu «Kagaum» win CkpunudHoro koHiepra bapbepa <...> CouunHe-
HUA Be6epHa 3aHUMaAJIN II0YETHOE MECTO Ha YPOKaxX aHaJ/In3a. CTpaBI/IHCI{I/Iﬁ IpeaanHo
€My BTOPHWJI, B 1€JI0 CTAHOBHUJIOCHh COBCEM ILJIOXO <...> HpeﬂCTaBbTe ce6e, €CJIN CMOXKETeE,
MeHA <...> BBIYHCIAIINUM ABEHAAATHUTOHOBYIO IIOC/TIEA0BATEIbHOCTD, IIBITAIOIUMCA
OCBOUTDH KOM6I/IHaTOpI/IKy U CTaparlomerocad BOCXUTUTBCA TpeXMHHYTHOﬁ MHHHaTIOpOﬁ
Ha cruxu Tpaxsis win Feopre...”

CaMbIM AIDKUM BIleUaTJIEHUEM 3TOTO BpeMeHU AJlaMC CUMTAET OUTIOBCKUMI
anpbom «Kiyb omuHOKUX cepzen cepkaHTta [lennepa» U pa3zHOoOOpa3Hble CTUIIN
MIOIYJIIPHOM MY3bIKU: «POK M COyJI MMeJi OTPOMHOE BO3/IEMCTBUE Ha JIIOJeU MO-
ero nokosieHus. butns, Apera ®pankiauH, PosummHr croyus, bob [uman — ux ay-
TUTOPUS ObLJIa OTPOMHOM <...> OHU HECJIN TO, YTO S HA3bIBAI0 AHUMA, Ty CYIII-
HOCTHYIO CWJIy KOMMYyHUKanuun» (uut. mo: [8, p. 26]). YBiaeueHue pok-My3bIKOH,
1053Kell OUTHUKOB, ICUXO/EIHEHS yKUBAIOCH B )KU3HHA MOJIOOTO KOMIIO3UTOPA C
y4acTUEM B cePhe3HBIX CUMMOHUYECKUX KOHIlepTaX. Bce 5TO TaMHCTBEHHBIM 00pa-
30M COEUHUIOCH U TpaHCcPOPMUPOBaJIOCh B AjlaMce, HAlIUTaB ero JIMYHOCTh MHO-
»KECTBOM MHTEJIEKTYQJIbHBIX «COKOB». B 2008 roay oH uszact cBoio aBTobuorpa-
¢uto u Bo3pMeT snurpadom OTPHIBOK U3 AstaHa I'mH3bepra, «oTa» ABUMKEHU
OUTHHUKOB:

BCJIEZI 3A « MEPTBBIMU JIYIIIAMU »
AmepuKa, Ky/Zia Thl MUHUIIIHCS
B IITUKapPHOM aBTOMOOMJIE
HECEIIbCA BHU3 MO I10CCE
HaBCTPEUy KaKOMY KPYIIEHHIO
B IryonHax CKaJIUCTBIX TOP
WJTU JIETHUIITH Ha 3aKaTe
Haj 3osi0ThIMU BopoTamu
HaBCTPEUY KaKOMY JUKOMY
TOPOJTy TIOJT My3BIKY 7Ka3a
npbirad B TUXU OkeaH

Becna 1951°

7 Adams J. Hallelujah Junction ... P. 33.

8 Amamc cuuTa, YTo UMEHHO 6J1arofjaps MCUXOJEINIECKOMY OIIBITY ¢cOPMUPOBAJICA IEHTPAJIBHBINA 00-
pas3 Grand Pianola Music: natumeTpoBsii (!) posiib «CTeliHBEW», pACTAHYBIIHICA Ha III0CCE U CTPEMU-
TeJIFHO MYaIUics, T0I00HO OTPOMHOMY JINMY3HUHY.

9 [lepeBoy snurpada Adams J. Hallelujah Junction ... mo#t. — T. I].
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Otuactu 3TH (paKThl OOBACHAIOT, IoUueMy Iocse 'apBap/a, r7ie Agamc ObLT
OTHIOZb HE TOCJETHUM CTYJ€HTOM, OH OTIIPaBWJICS Ha JAPYrod Kpail AMepUKu —
B Kanudopuuto. OHAaKO OCHOBHBIM COOBITHEM, CTaBIIUM IIOCJIeTHEN Karuien
B IPUHATUH PEIIEHUs O Tiepee3/ie, AZlaMC CUNTAET IPOBAJIEHHBIN KOHKYPC 110 KOM-
TIO3UIINH, T/IE KIOPH, COCTOsIBIIIEe 13 TpodeccopoB 'apBap/aa, «MCIOBEIOBABIITAX »
cepuajin3M, OTBEPIJIO €T0 COUNHEHUE.

KaaugopHus

KanudopHuiickue nemnsaku, OTKPBITbIN BUJl HA MOPE, POCKOIIIHASA TPUPOJA
Ipou3Beu Ha AjlaMca cuibHelee BrieyatyieHnne. CaH-OpaHITUCKO C €0 MOCTOM
yepes OyxTy 3osiotou Por, mecTpas ToJima, B KOTOPOH MOKHO OBLIIO YBU/IETH MHO-
»KECTBO BBIXOJIIIEB M3 A3UM, MEKCUKAHIIEB, XUIIIU, JaBAJIN OIIyIIeHUe CBOOOIBI
(B TyImYMe OT KOHCEPBATUBHOTO BOCTOUHOTO TOOEPEKDS, T7€ BHIPOC KOMIIO3UTOD).
B KakoM-TO cMbIciie AlaMc HaurHAJI HOBYIO *KU3Hb, U IIOHAYAJTY Jake He IIbITaJICs
rckKaTh paboty mo nmpodeccunu. OH ropopwit: “I began my tenure as a lumper”™®°,
YTO MOXKHO TIEPEBECTU KaK «CBOe IMPeObIBaHME 5 HaYa/I KaK MOPTOBBIN IPYy3UUK».
OpmHako CJI0BO tenure 03HAYAET TAK)KE U «ITpeObIBaHUE B JIOJIKHOCTHU », U TOT/IA YK
TOYHO MO>KHO YCMOTPETD B 3TOU (hpase IBOMHOU CMBICJI: IIPEYCIIEBAIOIIUHN CTY/IEHT
FapBapjaa, pacCYUTHIBABIINKM Ha MPOJOI’KEHUE CBOEN Kapbephl B YHHUBEPCUTETE,
HAUYMHAET C HyJis — pasrpyskaet B CaH-OpaHIIHCKO TIOKU ¢ ojiexk0i. He 6e3 romo-
Pa OH OITUCHIBAJI ATOT OIBIT: «JIeToM 1972 rojia s TUIHO IePETrPYy3UJI BCe YIIAaKOBKHU
¢ OpTaMu, KOTOPbIe HOCHJIO “MoTdaanBoe 00JIbITHHCTBO Hukcona”» . Jlasa Agam-
ca 9To BpeMs ObLIIO OUEeHb HEJIETKUM: « POMaHTHKaA IPOJIETAapCKOTO CyIeCTBOBA-
HUs OBICTPO UCHAPSIach B peaIbHOCTH COPOKAIIIECTUUACOBOM pabouelt Hememm» 2,
CuTyanus BHe3alTHO U3MEHWIACh K JIYUIIIEMy ITOCJIe 3BOHKA €ro Jipyra 110 UMeHH!
VBan Yepemuunu'3. OH ckazai, uTo KoncepBatopus CaH-®paHIHCKO CPOYHO UITET
IIpernoiaBaTesiss KOMIO3UITUM, KOTOPBIA MOT OBl elle U JUPUKUPOBATh KOHIIEPTa-
MU HOBOU My3bIKU. C 9TOTO MOMEHTa HadaJICsl HOBBIU ATAll KU3HU AjjlaMmca — KOM-
IIO03UTOPa U AUPUIKeEpA.

[TpodeccrnonanbHast Kapbepa HAKOHEI-TO Havajla CKJIaIbIBAThCS IOCTATOUHO
rapMoHuYHO. C 1972 110 1982 TO/T OH MPEIOAeT B KOHCEPBATOPHUHU 3aTEM CTAHOBUT-
cs1 kommo3uTtopom opkectpa Can-Ppaniucko (composer-in-residence) u BIIOCTIET-

1o Adams J. Hallelujah Junction ... P. 67.

1 Richard Nixon’s Silent Majority — MosiuasinBoe GOJIBIITUHCTBO — HeOIIpezieJIeHHass 0OJIbIIas TpyTa
JIIOJIeN B CTpaHe WJIU TPYIIE, KOTOPBIE HE BBIPAYKAIOT CBOE MHEHHeE IMy0IndHO. TepMUH ObUT MOy ISpH-
supoBaH npesusieHToM CIIIA Puuapmom HukcoHOM B TeeBU3MOHHOM OOpalieHuu 3 HOAOPA 1969 rona,
B KOTOPOM OH cKasas: «/ moaTomy cerofHs BeuepoM — obpamiasch K BaM, OTPOMHOMY MOJIYaJIBOMY
OOJIBIIIMHCTBY MOUX COOTEUECTBEHHUKOB — aMEPHUKAHIIEB, — s IIPOIILY BaIllel MOIIEPIKKH ».

2 Adams J. Hallelujah Junction ... P. 68.

3 1IBan YepennuH (5 deBpansa 1943, Vccu-ie-Mynuno, Cena — 11 amnpess 1998, bocToH) — amepuKaH-
ckuit komrozutop. CelH Kommo3utopa Anekcanapa HukonaeBnua YepennnHa, BHyK kommosuropa Hu-
kosast Hukosaeeuua Yepennuna. [lociie okonuanus koHcepBaTopun Can-®@pannucko u CteHDOpP/ICKOTO
YHHUBEPCUTETA, B 1972 TOAY CTaJI JUPEKTOPOM CTY/IUH DJIEKTPOHHOU My3bIKH B ['apBap/iCKOM YHUBEpPCHUTETE.
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CTBUU 3aHUMAaeTCs TOJIBKO JIMPHKUPOBAHHEM U couMHeHUeM. Ha mpoTskeHuu
MIOCJIEIYIONINX JIET UM OBLJIO HAIICAHO MHOKECTBO COUYMHEHUUN — OIepbl, MbeChl
JUIsT CUM@OHUYECKOTO OpKecTpa (IIpernMyIleCTBEHHO MPOrPaMMHbIe), ITPOU3BE/Ie-
HUsI KOHIIEPTHBIX JKaHPOB, BOKaJIbHAs U KaMepHasi My3bIka. K ToMy MOMEHTY, KOT-
7la AnaMmc IpucTynI Kk co3aanuto City Noir, OH y:ke ObLJI aBTOPOM YeThIPEX OIIep,
OITyCOB /17151 cMiM(OHUUYECKOTO OPKECTPA, B TOM UHCJIE, OJTHOTO U3 3HAKOBBIX JIJISI €TO
TBOPYECTBA IIPOU3BENEHUN — cUMMOHUYECKOHN Mbechl B Tpex yacTsax «Mol oTelr
3Has YapJsiza AriB3a» (2003), psi/la KAaMEePHBIX U KOHIIEPTHBIX TPOU3BeJIeHUH (TaK,
B 2007 roly NOSBUJINCHh CUM(OHUSA « ATOMHBIN JIOKTOP», I/i€ HCII0JIb30BaJIach My-
3bIKa OJTHOMMEHHOU omepbl, B 2008-M — [lepBhIil KBapTeT).

City Noir (2009) kak npoexm

[Treca Amamca npezcTaBiseT coOOM OPKEeCTPOBOE MPOU3BEJIEHNUE B TPEX Ua-
CTSIX, HAITMCAHHOE JJIs1 OOJIBIIIOTO0 OPKECTpa U IMOCBsAIIEeHHOe Auprkepy ['ycraBo
Hynamesnto. Tpu yacTu UMEOT Ha3BaHUSA:

I.The City and its Double (I'opox 1 ero IBOHUK)
I1. The Song is for You (9Ta mecHs a1 Tebs1)
ITI. Boulevard Night (Hous Ha OysibBape)

«Cutu Hyap» BXOJIUT B TPUIITUX OPKECTPOBBIX COUMHEHUU A/laMca, UHCIU-
PUPOBAHHBIX KyJbTYypOU, meudakamu u ayxom Kamudopuuu. /[Ba apyrux — sto
«dnpaopano» (El Dorado) u «/Ixapma B bur-Cype» (The Dharma at Big Sur).
«Cutu Hyap», Mo 3aMe4aHUIO0 caMOTO KOMIIO3UTOPA, BO3HUK IO/ BO3JEUCTBUEM
kuuru Kesuna Crappa 06 ucropuu ocBoenus KanudopHuu, 0co6eHHO T/1aBbI MO/
HazBaHueM «YepHbIl reoprun» (Black Dahlia), rne nana kapTuHa 3HOWHOU, IyB-
CTBEHHOU 3pbI 1940—1950-X, TOU aTMocdepbl, B KOTOPOil (HOPMUPOBAJICA CTUIb
«Hyap». B mpe/incioBuHU K IIbece YUTAEM:

W3nanka ropojickux ¢acajioB nocjaeBoeHHOro Jloc-AH/Keneca BpyT OOHAKUIIACH.
HecMmoTps Ha BCIO CBOIO BYyJIbIapHOCTb, I'0posi AHTesoB 0013711 OTIpe/iesIeHHOU Jiep3-
KOU sHepruey 37[paBoro cMbIcjia. ATO ObLI, HOMUMO BCEro IIPOYETo, FOpoJ, — BUTPHUHA,
I/ie *KU3Hb MHOTHE IIPOKUBAJIU C PUCKOM, HAa YECTHOM CJIOBE U OTHOM KpPBbLJIe, U 3TO BIIN-
CBIBAJIOCH B XOPOIINY (PUIBM-«Hyap».

ATty 00pa3bl U OKPYKAMIIAA UX aypa MOJOTPeSIr MOU allleTUT K CO3/LaHUIO MPO-
U3BeJIeHUsA, KOTOpoe, He Oy/lydl HeNOCPEeZICTBEHHO CBA3AHHBIM C CAyHATPEKaAMH 3THUX
¢punpMOB, TeM He MeHee TPOOYK/IATU COOTBETCTBYIOIIEE HACTPOEHNE U UyBCTBEHHBIH
TOHYC 3IOXH. MeHs Tak:Ke CTUMYJIHUPOBAJIO TO, UYTO TaM Ha caMOM Jiejie CYIeCTBOBaJ
CaMbIll HACTOAIIUM KaHP OCHOBAHHOH Ha /JKa3e cCUM(POHUYECKOU MY3bIKH, CAMBIN UTO
HU Ha €CTh aMePUKAHCKUU OPKECTPOBBIM CTWIb U TPAAUIINA, KOTOPAsi CBOUMU KOPHS-
MU YXOAUT B HAUaJIO 20-X (XOTs, HA caMOM Jiejie, UMeHHO (paniys Jlapuyc Muiio 6611
TeM I1epBOIIPOXO/IEM, KOTOPBIN peasin30BaJj 3TOT IOTEHITUA B CBOEM OasieTe 1923 roAa
«CoTBOpeHHne Mupa», roioM paHbliie Paniconuu B ctusie 6;1103» ['epiiBrHA, mpeMbepa
KOTOpOH cocTosmack B Heio-Hopke).

Mysbika «Cutu Hyap» umeer dopmy 30-MuUHYTHOU cuMdoHUU. PopManbHbIN
U SKCIIPECCUBHBIN BeC TPeX ee yacTell pacipejiesieH B CTYCTKH BBICOKOUM BHEPTUH, KO-
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TOpbIe pa3MeIleHbl B 00y1acTAX 0ojiee pa3psKEHHOTO — MOXKHO JIaXKe CKa3aTbh, «KH-
HOIITHOrO» jupusMa. llepBasd yactp, «I'oposi 1 ero JBOMHUK», OTKPBIBAETCSA KOPOT-
KOU, MOIITHOU «IIIUPOKO3KPAHHOW » TAaHOPaMOU, KOTOpas yCTyIaeT MeCTO IeNuyIlieMy
AUAJIOTY MUIIIUKATO KOHTpabaca u (puryp, BO3HHUKAIOIUMHI MEX/Y JAePEeBIHHBIMHI
IyXOBBIMU U KJIABUITHBIMU. [IOCTOSHHO PUTMHUYHOE OCTHHATO JKa30BOro O6apabaH-
IIUKA TOJKAET 9Ty HEPBO3HYIO AaKTUBHOCTD BCe JAJIbIIEe U Jajbllle — 37jaKasd KapTUHA
MyCTHIHHOM YJIMIBI B MO3JHUMN 4Yac, ecjid yrojiHo. Ilocse pa3zBepHYTOr0 JIMPUYECKO-
TO MEJIOJNYECKOTO X0/[a y CTPYHHBIX BO3BpAIllaeTCs HadaJIbHOE JIBMIKEHUE Scorrevole
(r1agko, 6e3 3a71ep:KKH ), 3apsIKEHHOE Bce 00J1ee HAaCTOMYUBBIM UMITYJIBCOM U BBICTpA-
uBarolieecs B IOTOK JI0 TeX MOp, IOKAa OH He JIOCTUTAEeT HOJTHOBECHOTO OPKECTPOBOTO
TyTTU. BosTHOOOpa3Has MeJiofus y BaJITOPH, pope3aeMast MeJITHBIMHU « BBICTPEJIaMU»,
MOZIBOIUT 00IIlee ABMKEHUE K MMOUTH XaOTHYECKON KyJIbMHUHAIIMH, HO OHA BHE3AITHO
paspyliaeTcs, pacnazaeTcs Ha OCKOJIKU U (pparMeHThI, 00pa3ys BHE3aIHBIN CTAa3HC,
KOTOPBIN BO3BeIlaeT BTOPYIO YaCTh.

HasBanue «I'opoj 1 ero IBOMHUK» — 3TO aJUII03UsA Ha PPaHIy3CKOro ApaMaTypra
AnTOHEeHa ApTO, ero u3BecTHBIN TPy «TeaTp 1 ero ABOUHUK», B KOTOPOM, KaK IIPUHATO
CUYUTaTh, APTO «IIPOTUBOIIOCTABUII }KUBOE UeJIOBEUEeCKOe BOCIPUATHE KOHBEHIUOHAIb-
HOMY IpeJICTaBJIEHUIO O TeaTpe Kak o popMe suTepatypbl». BoT mouemy Mol «ropop»
MO>KHO IIPE/ICTaBUTh HE TOJIBKO KaK reorpaduyecKyio TOUKY WUJIHU COIIUAIbHBIN y3€es, HO
B e11e OOoJTbITel CTeNeHN KaK UICTOYHUK HEHCUYEPIIaeMOT0 UyBCTBEHHOTO OIbITa. E1rie pe-
OEHKOM s CMOTpeJI TeJIeBUeHNE Ha er0 paHHEN CTaIUM U XOPOIIIO IOMHIO ITPOTPaMMY,
KOTOpasl BCEr/ia 3aKaHYMBAJIACh OHOU U TOH Ke ppasoit «B OOHaKeHHOM TOpoie BO-
ceMb MUJUIMOHOB HCTOpHUi. U 3T0 ofiHa U3 HuX» 4,

B To Bpems kak nepBas 4acTbh JeMOHCTPUPYET HAIIOP U HHEPTHIO, 2 YaCTh «ITA IMec-
HA A1 TeOsA» pa3BOpauMBAETCSA HECIIEITHO M MEUTATUBHO. Masio-moMasty U3 Xpoma-
TUYeCKH OKpAallleHHbIX 3ByYHOCTEN BO3HHUKAeT MeJIoAuuecKas JUHUA ajIbT-CakcodoHa.
Menonus Bce BpeMs MOAOUpAETCs, HO TaK U HE MPUXOAUT K apXETUMIHYECKOU «OJIIo-
30BOi» HOoTe. HO B KOHIlEe KOHIIOB IIECHS paclBeTaeT B COJIO TPOMOOHA, «TOBOPAIIEM»
COJIO, B MaHepe BeJIMKUX 3JUIMHITOHOBCKUX cONMUCTOB JlopeHca bpayna u bputra By-
nMaHa (06a, 1o cirydallHOMY COBHafieHHIo, kuTen Jloc-Amxkeseca). Mysbika TpoMbO-
Ha IIO/IXBATBhIBAET IBMKEHUE U JIOCTUTAET KPATKOTO Maccaka, HAlIOJTHEHHOTO OellleHoH
LIEHTPOCTPEMUTEIbHON HEpruel, KOTopas CcocpeZloTOYeHa B KOPOTKOU HaBA3UYMBOU
usee, yrBep:xkaaemMon cakcodpoHoM. M3pacxozoBaB 3amac 3Hepruu, My3blKa BO3Bpa-
IIAeTcsA K CHOKOMHOUM My3bIKe Hauasla, OKAaHYMBAsACh 33/[lyMUMBBIMHU Pa3MbIILIEHUAMU
y BQJITOPHBI U aJIbTA.

«Houp Ha OysibBape» — 3TO 3TIOZ B KUHeMaTorpadudyecKnux TOHAX: MHOTAA, KaK
B €OJIO TPYyOBI OJTMKe K Hadajly, OH TOMHBIA ¥ HOKTIOPDHOBBIM; MHOT/A, KaK B TPACYIIENcs
KallUIAIOIel MOTOPHON My3bIKe y CTPYHHBIX CTAKKATO, OH HAaIIOJTHEH KUBOTHOM CHJION
U IIyJIbcalriiel; B [PyTUe MOMEHTHI, KaK B U3AIIHOU U3BUJINCTOU TeMe cakcodOHa, KOTO-
pas Bce BpeMs BO3BpalllaeTcs, KaKAbIM pa3 clerka epekpallleHHasA, OH JIep3KO NpbITaeT
Tebe MpsMO B JIUIO. B My3bIKe JOJIKEH MPUCYTCTBOBATH CJIETKA JIE30PUEHTUPYIONTUI
a¢ddeKT oueHb CUIIBHO 3aPY>KEHHOU TOJIIOU YJIUIIBI, T/I€ ITONaJal0TCA CTPAHHBIE IIEPCOo-
HaXKH, IOXO0KHMe Ha Te, 4YTO BCTpeuaroTesd B puabMax /[sBusa JInHua — Te, KTO BBIXOJIUT
HAa YJIUIY TOJIBKO II03/{HEN HOUbIO'®,

4 Adams J. City Noir for orchestra (2009) [Electronic source] // John Adams. 2009. Available at:

https://www.earbox.com/city-noir/ (accessed: 06.12.2023).
15 Thid.
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Ecu mpo ropoja AjaMc Bce 00bsICHIIL, TO UTO TaAKOE «Hyap»?
ITos IlIpenep B cBOeH cTaThe «3aMETKH O (PUIbME Hyap» ITHIIIET:

B 1946 roxy dpaHIy3cKkue KUHOKPUTHKU ITOCMOTpeau puiabMbl, cHATble B CIIA
3a TOZbI BOMHBI, 1 00paTH/IM BHUMaHHe Ha HOBOE HACTPOEHUE IIMTHU3MA U Oe3HaIeKHO-
ro IMecCuMu3Ma, KOTOPOe MPOHUKJIO B aMEPUKAHCKUIN KHHeMaTorpad. TOT MPAvYHbIN
KJIMMAaT ObLT OCOOEHHO XapaKTepeH JIAd 3aypAJHbIX JE€TEKTHUBHBIX TPUJIJIEPDOB, HO €TI0
CUJIbHBIM OTII€UaTOK YYBCTBOBAJICA U B JOPOTOCTOSAINIUX MestoApamMax. Bckope dppanirys-
CKue CI/IHe(I)I/IJ'IBI IIOHAJIW, YTO 9TO JIMIIb HAYaJIO: C IIEPBBIMHU IIOCJIEBOEHHBIMU I'OJlaMU
OCBE€IIl€HUE B I'OJUIMBYZACKOM KHMHO CTAaHOBHJIOCH BCE TEMHEE, IIEPCOHAKU — IIOPOYHEE,
MHTOHAIUA — Oe3HazieskHee, a CI0XKeThl IpuobpeTatn GpaTaauCTHIeCKylo OKPacKy.

K 1949 roay aMepHKaHCKOe KHMHO Hpe6I)IBaJIO BO BJIaCTHU FJIY60an>’ILLIeFO, HO B BBIC-
1IeH cTelleH! MPOyKTUBHOTO0, OTYassHUA. Hukoria npex/e co3zareau GUabMoB He OC-
MEJINBAJINCh BbIPAXKATb CTOJIb X XECTKHUU 1 HEJIECTHBIN B3IVIA/] HAa aMEPHUKAHCKYIO )KU3Hb;
TOJIBKO iBa JE€CATUJIETHUA CIIYCTA 9TO CHOBA CTaJI0 BOSMOXKHBIM [9]

KuHosileHTa ¢ OPUTUHAJIBHBIM U TIO CeU JleHb Ha3dBaHUeM «OOHa)KeHHBIU
ropoa» (The Naked city), XOoTI U ynmoMUHaeTcsa AjaMcoM KakK oOpasel Hy-
ap-puabMma, HO UMeeT CBOU 0coOeHHOCTU. To, UTO OIpe/iesisaeT *KaHPOBYIO IIPU-
HA/[JIE?)KHOCTD K Hyapy, B HEM IIPUCYTCTBYET — 3TO U 3aKaAPOBBIU T'0JIOC, COTIPO-
BOXK/IAIONUN TIOBECTBOBAaHMWE, M OOJIBIION TOpPOJI-Ta0UPUHT, MOKA3bIBAIOIUN
«HUUYTOXKHOCTh» OJJHOTO 4YeJIOBEKAa B MacliTabax OTPOMHOTO MYypaBEWHHKA,
nMeryemoro Hpio-Mlopkom. OT/IMYKA OT Hyapa — IPUBHECEHHEBIE PEKUCCEPOM
Krnem [JacceHOM 31eMeHTHI Heopeasin3Ma. byiarozapsa IpUBJIeYEeHUIO B KaUue-
CTBE CHh€MOUYHOU IJIOMIAJKH YJIUI «OETOHHBIX JUKYHIJIEN» (711 CheMOK ropo/a
6e3 BeoOMa IMPOXOKUX NMPUMEHSIMCh (QYPTOHBI, OCHAIlleHHbIE MPO3PAYHBIMU
TOJIBKO C OJTHOM CTOPOHBI CTEKJIaMU, — HOBAaTOPCTBO TOU 31OXM), JlacceH JocTu-
raeT sddekra IMCeB0IOKYMEHTAIbHOCTU. VJIIOCTpUPOBaHUE JTUYHOU KU3HU
JIETEKTUBOB CO BCTaBKaMM KaJIpOB *KU3HU Tropojia — ellle OJJHO HOBOBBEJIEHUE
BpPEMEHU — B COBOKYITHOCTHU C BBIIIIEONTUCAHHBIMU «HATYPHBIMU» JEeKOPaIruaMu
MIPaKTUYECKU 3aCTABJIAIOT MOBEPUTH B MMPAB/IMBOCTh IPpOUCXOAIero. Bepuemces
k onipezienenuto Illpenepa: «B 1iesom, mousaTue “Guabm Hyap” OTHOCUTCH K TEM
TOJUIMBY/ICKUM KapTHHAM COPOKOBBIX M Hauajia MATUAECATHIX TO/I0B, B KOTOPBIX
n300pakaeTcsi MUP TEMHBIX, OJIECTAIIUX OT JOXKA YJINI, MUD IMPeCcTyIJIeHUun
U TOPOKOB» [9]. ®parMeHT U3 peneH3uu Ha npeMmbepy «Cutu Hyap» Apgamca
BKpariie oOpHUCcOBbIBAaE€T 0COOEHHOCTH 3TON MY3BIKU:

«Cutu Hyap» 6pu1a Hanucana i I'yeraso Jynamens u Jloc-Anxesnecckoro ¢u-
JIADMOHHYECKOT'O OPKECTpPA. BoJjiee Bcero aTo 1moxozke Ha IIPDUHOIIIEHNE TOMY Jloc-An-
JKesecy, KOTOPbIF 0OPHUCOBAaH B KMHO 1940-X — 50-X, K My3bIKe 3TOT0 KUHO. 32 JIEHUBBI-

MH MEJIOAUYECKUMU JIMHUAMU, IIYJIbCUPYIOIMMMHA aKKOMIIaHEMEHTAMH U MOMEHTAMHU
JKECTOKOH ApaMbl CTOUT MY3bIKa KHHOKOMIIO3UTOPOB TOH IIOPHBI U JKa30BbI€ MOTUBBI —
0COOEHHO B COJIO TpOM6OHa u CaKCO(l)OHa B HepBOfI YaCTu — B TO Bp€MsA KaK HEKOTOPbIE
OoJiee MO3/THIE MOMEHTHI OTCHIIAIOT HAC K IPEJbIAYIeMY ITOKOJIEHUI0, MUDPY MY3BIKH

PaxmanunoBa u Kopurosabza. OpkecTpoOBbIN CTHIb AlaMca, CJIOKUBIINICA 32 TTOC/Ie]-
HHe 20 JIeT, CHaCTJIUBO COeAUHAET 5TU auno3un. OJHaKO HECMOTPS Ha JIETKOCTb U U3-
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SIIIECTBO, MY3bIKA KAKETCS MMOPOU CIIUIIKOM OecrpobIeMHON — KaK eCTi Obl KOMIIO-
3UTOP BIIOJTHE Y/IOBJIETBOPSJICSA OBl paMKaMU yKe C/I€JIAHHOTO, a He IIesl ObI BIEpES,
BBICTpanBas Oojiee «cUM(POHUUECKUE» CTPYKTYPHI [7].

[To/iBe/ieEM TPOMEKYTOUHBIN UTOT: IO MHEHUIO KOMIIO3UTOPA, B « CUTH Hyap»
MIPUCYTCTBYeT MOTUB Jloc-AH/I)Kesieca 40-X TOJIOB, €r0 MOJIYKPUMHUHAIBHOM, TTOJTY-
MHUCTHUECKON ayphl; IJTaBHBIM 3((HEKTOM «YCTPOUCTBa» MY3bIKH CTAHOBUTCA €€
CIIOCOOHOCTh 0003HAUYUTh aTMOcdepy ropoja B paMKax IIOXOKEro Ha JKa30BYIO
UMIIPOBU3AUI0O MY3UIIMPOBAHUA, KOTOPOE IMOBUHYETCA IIPUHIIUIIY CBOETrO poja
CIIOHTAaHHOTO HEIIPEPHIBHOI'O pa3BepPThIBAHUSA.

Cum@ponus uau ...?

B ToM, Kak Ha3bIBaeT CBOU COUMHEHU AJlaMc, BCET/Ia €CTh KAKOU-TO «IBOU-
HOU ko/1». HaumeHoBaHue «Cutu Hyap» KOMIO3UTOP JIyKaBO KOMMEHTHUPYET B KaK
«CcIM(MOHUYECKYIO IThECYy», U KaK «CayHATPEK» (TO eCTh COMPOBOK/AEHNE K (DUIIb-
My, IT0 BCEA BUAUMOCTH, BooOparkaeMoMmy). 1 To, u ipyroe BeTpedaeTcs B IIPAKTHUKE
KOMITO3UTOPOB XX Beka: Tak, OnunHaanaras cumdonusd 1. 1. llloctakoBrya BIIOJI-
He MOXKET BOCIIPUHHUMAThCS KaK CAyHATPEK, PABHO KaK U MPOKO(MHEBCKASA KaHTaTa
«Anekcanzp HeBckuii». Anamc JieficTByeT, ckopee, o mozaenu IlloctakoBuya: ya-
CTH €T0 «TPULIATUMUHYTHON cuMdoHUM» (Tak OH Ha3biBaeT «Cutu Hyap») umeror
IIPOTPaMMHBIE 3aTOJIOBKU U CJIEAYIOT APYT 3a APYroM 0e3 mepepbiBa. XOTsI MO00-
HOe TOXKe He IIepBbIH pa3 ciydaercs ¢ cMMQOHUAMK'®, B 3TOM COUMHEHNH, IOMUMO
addekTa cayHATPEKA, BOBHUKAET U OIIyIeHE HEKOTOPOH « CIOUTHOCTHU ».

KoHeuHO, eciii B3ITh TEMIIOBYIO IIIKAJIy, TO Mbl YBUJUM COOTHOIIIEHUE, B IIe-
JIOM CcOOTBeTCTBYyMOIlee cuMboHUU. B nepBoit yactu (462 TakTa) OCHOBHOU TEMII
. = 130; BTOpas MOJHOCTLI0 060c06/IeHa B MAPTUType, HauMHAasA ¢ HazBaHMA. I[Ipu
3TOM MEJKy IIEPBOU 1 BTOPOI YaCTAMM IIEPEPHIBA HET, U BTOPAs HAUMHAETCS C TEM-
ITOBOTO 0003HAUEHUS «BHE3AITHO MeieHHee» (suddenly slower), To eCTh HUKAKOMH
Iay3bl MEKIy ABYMs YacTAMH He mpejnosiaraercsa. CBI3KOU CIy:KaT IPOTSIHYThIE
3BYKH Y MeIHBIX (TpyObI, BAJITOPHBI, TPOMOOHBI) Ha (pOHE THUXHUX YZapPOB TOHTOB
1 KOJIOKOJIOB. JITOOOIIBITHO, UYTO OTCUYET TAKTOB HAUMHAETCS OIATH C IIEPBOTO — 3TO
JlaeT OIIyIeHHEe JBONCTBEHHOCTH COETUHEHUS MEXKIY YacTSIMU: TPAHUIIA KaK ObI
eCTh, HO BpPOJI€e ObI €€ U HET.

OcCHOBHOI TeMI BTOPOH YacTu 0003HAUYEH KaK , = 67 (To ecThb B/IBOE MeJJIeH-
Hee, UeM B IIEPBOH), ee TEMIIOBbIE OTHOIIIEHUs 00Jiee U3O0IPEeHHbIE: 3/1eCh MHOTO
YCKOPEHUH U 3aMeJIJIEHNH, 1 OCHOBHOU MaTepHaJl HaXOAUTCS B IIOCTOSTHHOM JIBU-
»KeHHH! (YTO HECKOJIbKO HAIIOMUHAET He CTOJIBKO OPKECTPOBBIM IPHUEM, CKOJIBKO
caBUTaHUE TyMOJIepa Ha 3JIEKTPOHHOM CHHTE3aTOpPeE). YIUBJIAET, UYTO HAYAJIO TPe-
TheU YaCTU U KOHEI] BTOPO 0003HaUeHbl OJHUM U TEM K€ YKa3aHHUEM TeMIIa: very
slow u very slow espansivo. OcraeTcs TOJBKO TaiaTh, MoueMy very slow B KOHIIE
BTOPOH 4acTu — 3T0 , = 48, a B HauaJje TpeTbeil , = 76...

16 Mo>kHO BCIOMHUTD U «PaHTacTUUECKYI0» bepsnosa, u JTucToBCcKrue CUMMOHUH.
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TpeTbsi yacTh HAUMHAETCSA OUEHb MEJJIEHHO, U ee TpPaHHUIla CO BTOPOU, Kak
HU CTPaHHO, BblJIeJIeHa IBOMHOM DHuHaIBbHOU yepToii. O003HaYeHue attacca OTCyT-
CTBYET, HO CJIOKHO MOHSTh, KAKMM 00pa30M JI0JI3KEH ObITh BbIJIEJIEH IIEPEXO/T MEK/TY
STUMHM YaCTSIMHU, €CJIU OJHA 3aKAaHUYUBAETCS MeJJIEHHO U TUXO, a JIpyras aHaJIOTUY-
HO HaunHaeTcs. Bo3moxkHo, TakThl 1—21 III yacTtu m0kHBI 06003HAUATh ITEPEXO/I;:
Ha ¢ OHE BBIJIep>KaHHbBIX AKKOP/IOB Y CTPYHHBIX U JIEPEBIHHBIX JIyXOBBIX PlANISSIMO
3ByYaT TUXUE MAaCCAKU MEJIKUMU JJIUTEJIbHOCTAMU Y dopTenuano (IIpumep 1):

III. Boulevard Night

1 2 3
Very slow, espansivo J=76
"

Obs. 1-3 =

Eng. Ho.

.2
inBb

Bass Cls.
inBb

Alto Sax.
inBb

Bsns.

Celesta

Harp2

M
H\S* 1

|

ITpumep 1. [T:x. Agamec. City Noir. 111 yactb, Hagaio
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[TporpaMMHOCTb JIJIsA AfaMca KaskeTcss Hen30eXKHOU: B CIIMCKe ero COunHe-
HUU TI0JIaBJIAIONee OOJBIIMHCTBO — IPOTPpaMMHbBIe. VICKIIOUeHHE COCTaBJISIOT
CKpUNUYHBIN KOHIEPT, He UMEIIUN JOTMOJHUTEJIPHOTO HaMMeEHOBaHUs (B TO
BpeMs Kak (hopTeNnUuaHHbIN KOHIEPT, HATTMCAHHBIH JIJI1 IMMaHy3J1s1 AKca, Ha3bIBa-
eTcs «Bajimku Beka»); U J1o HeKOTopou crenienn KamepHas cumdonus (umeronas,
O/THAKO, sicHble a/uTio3un Ha KamepHywo cumdonuto I11€éubepra). B oTHomeHUU
«Cutu Hyap» M03kHO ObLIO OBI CKa3aTh, UTO 3TO COUMHEHHE MPEJICTABIISIET COOOU
»KaHPOBBIU «KPOCCOBEP» — COBMEIIEHHE YEPT TPEXUaCTHOU cuMMOHUM, CFOUTHOTO
IUKJIA U CAyH/ITPEKa.

Medium is the message-1. Opkecmp

Kak 3amedaerT caM KOMIIO3UTOP, OH UHOI/IA CPABHUBAET «TBOPUYECKUU aKT
C IEUCTBUSAMU XOpoliero cazsoBojia. CaMm My3bIKaJIbHBI MaTepuas, TapMOHHHU,
PUTMBI, TEMOPBI, TEMIIBI — 3TO CeMeHA, KOTOphle BhI ceete. CounHeHUe, GUHATIb-
HBIU 3Tan o0beUHEeHUs BCeX STUX SJIEMEHTOB — 3TO YacCTO Pe3yJbTaT TOro, Kak
OHU PACTYT, a BbI 32 3TUM HabJII0/]aeTe, MIOHKUMas, KOrja yZI00pUTh, KOT/Ia TOJIUTD,
KOTJ]a TIo/[pe3aTh U Mo/IBA3aTh»'7. B OTHOILIIEHUN K KOMIIO3UIUN AZIaMC BCTyTaeT
B BUPTYAJIbHYIO MTOJIEMUKY ¢ XUHAEMUTOM, OIMCHIBAIOIINM CBOM TBOPYECKUU Me-
To/i B KHUTE A composer’s world. Eciiu XuHIeMuTy CBOMCTBEHHA CHavasIa I0JIras
IIPEKOMIIO3UIIMOHHAsA paboTa, a 3aTeM HEKUU MOMEHT 03apeHUs, KOI/ia B TOJI0Be
BO3HHMKAaeT Kak Obl I[eJINKOM Bce IIPOU3BeZieHNe, TO AZlaMC JeCTBYeT NHaAYe:

A gacro norpy»karch B HOBOe COUMHEHNE, KaK HCCIe/0BaTe/b-IIyTellleCTBEHHUK 3a-
XOAUT B HE3ZHAKOMbIE €MY BO/JIbl, UM€A JIMIIIb CMYTHYIO U/Z1€10 TOT'O, YTO TaM MOIJIO OBl
HaXoAUTbCA 3a BUAUMBIM I'OPU3OHTOM. na Imoao3peBaro, 4To 4 HE OJUH Takou <...>
HY)KHa CTUMYJIAONWA B BUE€ TAKTUJIbBHOT'O KOHTAKTa CO 3BYKOM. Bor ImouemMy Tak MHOTI'O
KOMIIO3UTOPOB HY>K/JAI0TCA B TOM BJJOXHOBEHHHU, KOTOPOE OHU IIOJIy4alOT OT UMIIPOBU-
3al1 Ha KaKOM-HI/I6y2[I) HUHCTPYMEHTE — 6}72[13 TO (I)OpTeHI/IaHO, CHUHTE3aTOp, ruTapa ujin
yaapHad YCTaHOBKaIS.

U nobasiisieT: «/ly1g MeHs1 caMoe TPpyIHOe — 5TO Hadyayio HOBOU mbechi» 2. Op-
KECTP — 5TO TOT MEIUYM, TOT «IIOCPEAHUK» B Mepefaue uaell KOMIIO3UTOpa, KOTO-
pbIi ObLT 3HAKOM AZlamMcy Jiydllle Bcero (BO3MOXKHO, 32 UCKJIIOUEHNEM KJIapHeTa,
WHCTPYMEHTA €T0 IETCKUX U IOHOIIIEeCKUX 3aHATUI). OpKeCcTPOBBIN cocTaB y Ajamca
JIOCTaTOYHO WHTEPECEH, YTO 3aMETHO B Psifie TPOU3BEAEHN. YKaKEM HA HEKOTO-
phle CIyJan.

Harmonielehre (5TOT TPpUIITHX HEPEAKO HA3BIBAIOT «KHHeMaTorpaduye-
CKHUM») COZEP>KUT OOJIBIIYI0 NePKYCCUOHHYIO TPYIINY: B MapTUTYPe 3aJI1€MCTBO-
BaHbBI YEThIPE y/IAPHUKA U UHCTPYMEHTHI — Mapum0ba, KOJIOKOJIa, TPEYTOJIbHUK,
TJIOKEHIIIT Wb, KCUJI0DOH, aHTUUIHbBIE TAPEJIOUKH, TAPEJIKU, TaM-TaM, BUbpadoH,
TOHT.

7 Adams J. Hallelujah Junction ... P. 190.
18 Tbid. P. 190—191.
19 Tbid. P. 191.
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O APYIroM CBOEM COYMHEHHUU A,Z[aMC II1NcCaJl B aBTO6I/IOI‘pa(1)I/II/II

Eciu Common Tones in Simple Time HuKor/1a He BO30Y»K/1a/I BHUMaHUE ITyOJTUKU
TaK, KaK JPYI'He MO IIbEChI, TO 3TO IIOTOMY, UTO «MEHBIIIEe» BPSA/L JIU MOKET IIPOU3BECTH
COOTBETCTBYIOIIIEE «bobIe» <...> CocraB 00JIBIIOr0 CUM(POHUUECKOTO OPKECTPa ILTIOC
JIBa POSLJISL UCIIOJIb30BAH JIJISI TOTO, YTOOBI COTKATh MATKOE U CIIOKOMHOE IIJIETEHHE 3BY-
KOB C II€JIbI0 CO3/IaHUs He-Te1e0Iorndeckoi popmbl. CIIOKOHHOE, ITOYTH OeCCTPacTHOE
«MYpPJIBIKAHbE» MY3BIKA B Pa3HbIX TAPMOHHYECKHX 00JIACTAX, BO3MOKHO, OTBPATHIN
IUPHUKEPOB OT TOTO, UTOOBI 3a/IeCTBOBATH €€ B IporpaMmax=°.

OpHoit u3 3aMeTHBIX YepT Common tones CTajio OTCYyTCTBUE CKOJIbKO-HUOYAb
3allOMHUHAIOMUXCA Meoui. Y Korja My3blKa 3ByUYUT, TO CTAHOBUTCA SICHO, UTO
addekT, KoTOporo J0OHBaeTcs Afamce, CBsI3aH ¢ MTHCTPYMEHTOBKOU. Ha cBoeM caii-
Te*! AnaMmc 3aMmeuaeT: «3h@dEKT, KAKUM £ €r0 CJIBIILY, JaeT IBUKEeHUE 0 TEPPUTO-
puu, Win JagamadTy, Kak ecyii 661 Mbl pacCMaTPUBAIU IOBEPXHOCTh 3€MJIU OTKY-
7la-To cBepxy»Z2. OcoOeHHOCTh MHCTPYMEHTOBKH y Ajamca B OOJIBIIIOM OPKeCTpPe
BCerJla CBsA3aHa C JIETKOCTHIO 3BYyYaHUSI — U 5TO HECMOTPs Ha OOJIbIIIKE COCTABBHI,
rcnosb3yemble M. Crierudrka TaKoro 3By4YaHHs CBA3aHa C T€M, UTO MOXKHO Ha-
3BaTh «TEXHUKOU IJIACTOB».

B «Cutu Hyap» nepBoe, uTo obpartiaeT Ha cebs1 ocob0e BHUMaHUE — 3TO Op-
KeCTp, JOCTaTOYHO HEOOBIYHBIN 10 CPABHEHUIO CO CTAHJAPTHHIM UETBEPHBIM CO-
crtaBoM. CocTaB, KOTOPBIU IIpejIaraeT AJjis CBOEro Mpous3BeieHus AJjaMc, TaKOB:

3 eiTh! + MUKKOJIO (TpeThs (ieriTa 3aMeHSIETCA HA BTOPYIO ITUKKOJIO)
3 ro60s + aHTJIUUCKUU POXKOK
3 xiapHeTa in B + Gac-kyapHeT (IlepBbI U BTOPOU 3aMEHSAIOTCA Ha KJIAPHET
in A, TpeTuil 3aMeHseTcA Ha BTOPOU Oac-KIapHeT)

AnpT-cakcooH
2 ¢parora + kKoHTpadaror
6 BaJITOpH in F
4 TpyObI in C
3 TpoMboOHa + Tyba
JluTaBpsl + 5 TPYII yAPHBIX:

1 rpynmna: BubpadoH, 60Hru

2 TpyIma: TOHTH, TaPeJIKU, TJIOKEHIIITIIb, MapuM0Oa, OO0JIBIIION TaM-TaM,
BHOpadoH, KOJIOKO0JIa, O0IbIION OapabaH, Mayibiii 6apabaH, pa3HOOOpa3HbIE
yZlapHble (KacTaHbeThbl, KOPOBUM KOJIOKOJIBUMK, KJIABECUH, TEMILI-0JI0K

3 rpymnna: KoJoKoJIa, IJIOKeHIINNIb, TAMOYPHUH, CPeJHUN TaM-TaM, Kpo-
TaJINU, KCUJIOGOH, TapeJIKH, 2 OyOHa

4 rpynrma: 6osbIoi 6bapabaH, Mayiplii 6apabaH, TOHTHM HACTPOEHHBIE, Ta-
PEJIKU, KPOTAJINH, KACTAHbETHI, TPEYTOJIbHUK, TJIOKEHIIIITIThH

5 rpymnma: 2 taMm-Tama, 0osiplioli 6apabaH, TapejKH, TPeyroJIbHUK,
TeMILT-0JI0K, Masbli OapabaH, 0ybeH, 60HTH, KyOMHCKUI OapabaH

20 Tbid. P. 108.
2t John Adams [website]. URL: https://www.earbox.com/ (accessed 06.12.2023).
22 Adams J. City Noir for orchestra ...
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HNMmeeTrca Taxkxe IpuMedyaHHe KOMIIO3UTOPA, JAHHOE [JiA TOHIOB: «I'OHIum
JIOJI?KHBI OBITh TAMCKOTO WM 6AJTUIICKOTO TUIIA ¢ OOTaThIM Pe30HAHCOM» 23,

Kpome Toro, mpeznosaraercs Aa30oBas yaapHas ceknus (jazz drummer):
Xal-Xx3T, MaJbld 6apabaH; B OHOM TpylIle ¢ HUMU HaXOJATCA HE OTHOCAIINEeCS
K J[’)Ka3y TPU HU3KUX TaM-TaMa, KOPOBUU KOJIOKOJIBYUK, OYOHBI, TAPEJIKU, a TaKKe
(¢oprennano, yesecra, e apdul U CTPyHHEIE.

YetBepHoli coctaB «Cutu Hyap» gocratouno pazHoo0paseH, HO 0co00e BHU-
MaHUe IIPUBJIEKAIOT aJIbT-CAKCOOH, OTPOMHAA YZlapHasd rpyIina 1 ClielaabHO BbI-
ZleJieHHas Jka3oBas yzapHas ceknus. [Togobnas TemOpoBas crenuduka IpuBo-
AT HA TIaMATh MBICJIb, cpopMymupoBaHHyio Mapmauiom Maktosnom: Medium
is the message. Ee MOXHO TpaKTOBaTh TaK: CMbBICJI COODOIIEHUS OIIPE/IEISIETCA He
TOJIBKO U HE CTOJIBKO COZlep>KaHueM, CKOJIbKO (pOpMOU ero mojiauu; BeIOOp Cpe/i-
CTBA NepeZiayy MH@OpPMALMU BJIUAET HA CMBICII caMOU MHGopManuu. B Hamem
cJydae MeIuyM — 3TO cuUM@PB00H#ca308blil OPKECTP.

TepmuH «cuMmdo/kaz» 6bLUI IPeJIOKEH aMEPUKAHCKUM JUPUKEPOM U J>Ka-
30BbIM ckpumauoM Ilosiom YauitmeHoM B 1920-X rogax. Ero MoKHO TpaKTOBaTh
I10-Pa3HOMY:

e CHHTE3UPOBAHHBIH CTHJIb, COUETAIOIINN B cebe JIeTKylo cUM(POHUYECKYIO My-
3bIKY U 3JIEMEHTHI /2Ka34;

e JPKa30Bad M oCTpaZHAA MY3blKa, UCIIOJTHAEMaA CI/IM(l)OHI/I‘{eCKI/IMI/I OPKECTpaMU,

¢ «YKpall€HHadg» JKa30BbIMHU MHTOHAIITUAMU PA3BJIEKATEC/IbHAA MY3bIKad B HCIIOJI-
HEHUHU />Ka3-OpKecTpa, KOTOprI‘/JI paclinpeH rpyrmoﬁ CTPYHHO-CMbIYKOBbBIX MH-
CTPYMEHTOB;

e (CThJieBasd pa3HOBUIHOCTDb KOMMepquKOfI paSBHeKaTeﬂbHOﬁ MYBBIKI/I24.

KittoueBbIMU CJIOBaMU, XapaKTEPUIYIOIIUMU MY3BbIKY cuMdokasa, OyayT,
TaKUM 00pa3oM: JierKas, 5cTpajiHasd, JPka30Basd, pa3BjeKaTeJabHasA, KOMMepUecKas.
N 5T0 BXoauT B nipotuBopeune ¢ «Cutu Hyap» — counHeHneM He pa3BJyeKaTeslb-
HBIM U HE KOMMEPYECKUM, a, HAIIPOTUB, IOCTATOYHO CJIOKHBIM U HEIIPUBBLIYHBIM,
MMEIIUM OTHOIIIEHUE, CKOpee, K aKaJ[eMUUeCKON HapaBieHHOCTH. JIUIIb O/THO
CJIOBO B 3TOM II€peYHe COOTBETCTBYET XapaKTepy IIpou3BeZeHusd AfamMca: JKas30-
BbII. ATO HE BHAUUT, YTO MBI UMEEM JIEJIO C J?Ka30BbIM MOIYPPH WU JaKe C TbeCOor
tuna «Pamncoauu B ctuiie 6to3». Mysbika «Cutu Hyap» uMmeet cnenuduyeckuit
MUKCTOBBIN XapaKTep, UTO MIPOSABJIAETCA B TOM YHCJIE B MOMEHTBI 3ByUaHUS COJI0 —
KoHTpabaca (TakTbl 20—42), ayibT-cakcodoHa (TakThl 118—129) U JPYTUX.

Medium is the message-2. /[ebopa bopoa u I'ycmaso /[lyoamens

Ha nepBom sucre «Cutu Hyap» umeercs nocpsienue /lebope bopaa. Ity
’KEHIIMHY AZlaMC Ha3bIBaeT OJTHOU U3 IVIaBHBIX (DUTYP aMepPUKAHCKON KJaccuye-
CKOU My3bIKH, 3aHUMAaBIIEN MMOCTHI JINPEKTOPA TAKUX KOJJIEKTUBOB, KAK OPKECTPHI

23 Adams J. City Noir for orchestra ...
24 Yro Takoe cuMoKas, ucropus cumdokasa [dnexkrponnsiil pecypce]. URL: https://soundtimes.ru/o-
dzhaze/simfodzhaz?ysclid=Ipfibohodh636230065 (;1aTa obpaimenus: 06.12.2023).
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B Cenr-Ilosie, MuHHearoJsmce, Hbm—ﬁopKe U, HakoHell, B Jloc-AHxKenece. JInu-
HOCTb /[ebopbl Tprobperia A1 AjaMca 3HaueHUe MOUTH YTO TaInCMaHa — UMEHHO
OHa CTaJia IIPOJICEPOM €ro IIEPBOr0 OPKECTPOBOro IpoekTa B CaH-OpaHIMCKO HA
3ape TBOPYECKOU JIeATEeIbHOCTU KaK INPHUKEPA: IIPOEKT NMeJl BbIpa3uTeIbHOE Ha-
3Banue New and Unusual Music Concerts, To ectb « KOHIIepTHI HOBOH M1 HEOOBIU-
HOU My3bIKH». B JasibHelIeM OHA cOTpyAHUYAsA ¢ apxuTeKTopoM ®pankom 'epu,
nupumkepamu Jca-Ilekka Casonenom u I'yeraso lynamenem.

Jynamenpb u crasn nepBbiM ucnoaautesnieM «Cutu Hyap». Ero kaprepa BbI-
IAAUT PaHTacTUYeCKU: OH poausicsa B 1981 rosty B BeHecyasie u mociie obydeHust
B KoHcepBatopuu Jacinto Lara (Kapakac) u JlaTuHOaMepUKaHCKOU CKPUITMYHOMN
aKaJieMUU Hauvajl 3aHUMAThCA AUpHKUpoBaHueM y Pomonbdo CarnmumbeHu U B
TOT 3Ke ToJ] cTan pykoBoauresieM Amadeus Chamber Orchestra. Ero Bctpeua c jie-
reH/lapHbIM X03e AHTOHHO AOpey ITpuBesia K Ha3HAaUeHUI0 PYKOBOIUTEIEM MOJIO-
nexkHoro opkectpa Cumona bosimBapa. B 2007-m, koraa Jlyziamesnto 66110 26 J€T,
OH MOJIYYWJI CBOIO MEPBYIO IIPEMUIO 3a BKJIAJ] B JJATUHOAMEPUKAHCKYIO KYJIbTYPY,
a B 2008-M OpKeCTp IO/, er0 PyKOBOACTBOM ObLJT YZIOCTOEH CIIEIUATIbHOU HATrPaIbl
npunna Acrypun (Mcnanus). BmecTte co cBouM HacTaBHUKOM AOpPey OH Tak:Ke I10-
JIydmJ1 npeMuio ['apBapCKOro yHuBepCUTeTa 3a BbIJAIOIIUECH JOCTUKEHUA B JleJie
obpaszoBaHus feTell. Ero mpusHamm 0JHON U3 caMbIX APKUX (PUTYD CPEU MOJIOJIBIX
MY3bIKAaHTOB, U B 2009 I'0/ly OH HauaJl CBOIO JeAATEeJIbHOCTh B KAUeCTBE IIOCTOSAHHO-
ro pykoBoauTeisi Jloc-AHkenecckoro ®ujaapMOHNUYECKOTO OpKecTpa. 8 OKTsA0ps
2009 rojia CoCTosJIach He TOJIbKO IIpeMbepa «Cutu Hyap» Ajgamca — 3T0 ObLIT MHA-
YIypPAllMOHHBIN KOHIEPT [ynamensa kak pykoBogutessa Jloc-AHmxenecckoro ®u-
JIADMOHHUYECKOTI'0 OPKECTpa, Iie, IOMUMO Ibechbl AjlaMca, UcIosiHAaach eile [lep-
Bad cuM@oHua Masepa.

OrpomHbIHd ycnex Jlyaameris Kak IUpUKepa BAOXHOBIIAI AJlaMca: KOMIIO3UTOP
ObIBasI B BeHecyasie, CBOUMU TJ1a3aMH BUJIEN, KaK JIEUCTBYET MPOEKT IO JIETCKOMY
obpazoBaHUIo0, o0IaICs ¢ AOpey — MHUITUATOPOM U «MO3TOM» 3TOU T'PAHIMO3HOMN
rocyZlapCTBEHHOU mporpaMMmsbl. [[yamens ObLT mpoTeske Abpey, 1 AnaMc BIIOJIHE
OIIEHUJI €T0 TAJIaHT: «eCTeCTBEHHbBIN 1 OJJaPEHHBIN TOH K€ Xapu3MOU U TEMHU KE MY-
3bIKAJIbHBIMH WHCTUHKTAMH, 9YTO U bepHcTaitn»>5. IMeHHO B 2009 roxay Jlyzamesnn
OBLI Ha3BaH B UKCJIe HanboJIee BIUATEIbHBIX JIIOZEeH 2009 roaa (100 most influential
people of 2009) amepukanckuM kypHaaoM «Tarim» (TIME). M0XHO IIP€JII0JIo-
JKUTD, UTO C TAKUM OPKECTPOM U TAKUM JIUPUKEPOM AJIaMC MOT COYMHUTH MY3BIKY
JIF0O0M CTETeH! CJI0KHOCTH — MHCTPYMEHT OH UMEJI COBEPIIIEHHBI.

Medium is the message-3. Konuepmmnbwiil 3an Yoama /[ucHes

PaccmaTpuBas «ImocpelHUKOB» B JUAJI0OTe KOMIIO3UTOPA U CAyIIaTe s, HeJlb-
35 He 00paTUTh BHUMAHHS W Ha IIOMeIeHHe, B KOTOPOM IIPOM30IILIA IIPpeMbepa
«Cutu Hyap» 1 KOTOpOe, CKOpee BCero, He MpoIILJI0 MUMO BooOpakeHUA Aamca.

25 Adams J. Hallelujah Junction ... P. 304—305.
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Ocenbio 2003 rojia B Jloc-AHKkesece ObLT OTKPHIT KOHIIEPTHBIN 3aJ1 UMEHU
Youra ucues (Walt Disney Concert Hall), B xoropoM pacrmosiaraiics u Jloc-AH-
JioKeecCKU cuM@MOHUYECKHUU OpPKecTp. APXUTEKTOPOM HPOEKTa CTajl BCEMUPHO
u3BecTHbIl ®psuk ['epu, co3gaBmIUN OAUH U3 JYUIIUX U CIOKHEUIIUX II0 KOH-
CTPYKIIMH aKyCTHUYECKHUX 3aJI0B B MHUPeE (CM. waarocmpauuio 1).

Hanrocmpauus 1. Walt Disney Concert Hall, BHEIITHUH B/

Hcrounuk wumtoctpanuu: https://probauhaus.ru/disney-concert-hall/

(maTa obOpammeHus: 06.12.2023)

ApxuTeKTypa 371aHUs CO3/]aeT HEMOBTOPUMBIN 00pas3: ero BHENTHUU BUJI, Ha-
IIOMUHAIONUN CKOIUJIEHHUE 3aCTBIBIIUX alicOeproB, Ka*KeTcs HEBO3MOXKHBIM, OH
cpasy mopaskaeT BooOparkeHue. I'epu yz1amoch COBMECTUTh QYTYPUCTHUECKUH DKC-
TepheP C TPAMOTHO MPOIyMaHHBIM HHTEPbEPOM (CM. warrocmpayuio 2).

BHeniHue ouepTaHWsA 37aHUSA CJIOBHO OTKJIMKAKIOTCA HA «HENPAaBUJIbHBIE»
BHyTpeHHHEe (PopMmbl 3asa. ClleHa MOJIHOCThIO OKPY?KeHa 3PUTEJIbCKUMU PslaMU
PA3HOUN BEJIMYUHBI U MPUIY/VIMBOU KOHCTPYKUUU. ®psHKy 'epu NpuHAAIEKUAT
1 pa3paboTKa YHUKAJIBLHOTO JIU3aiiHa OpraHa ¢ XaOTMYHO TOPYaIllMMU B pa3HbIe
CTOPOHBI TpybamMu (cM. warrocmpauuio 3).

PaccmaTpuBasi m30rHyThIE IIOCKOCTU, puayMaHHble @psnkom I'epu (cm.
wanrocmpayuu 1—4), HEBOJIBHO 3a/]aelllbCsi BOIIPOCOM: a He ObLJI JIM U 3aJ1 YaCThIO
TOTO «MeCCe[?Ka», KOTOPBhIA AJlaMC 3aKJIaZIbIBAJI B CBOU «1'opoAcKo Hyap»?
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Hamocmpauus 2. Walt Disney Concert Hall,
BHyTpeHHee yOpaHCTBO KOHIIEPTHOTO 3aj1a. Maker.

Ucrounuk wutioctpanuu: https://probauhaus.ru/disney-concert-hall/
(maTa obpamenus: 06.12.2023)

Hanocmpayus 3. Walt Disney Concert Hall, opran
Hcrounuk wunoctpanuu: https://probauhaus.ru/disney-concert-hall/

(maTa obparmenusi: 06.12.2023)

85



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 4

Hanrocmpauus 4. Walt Disney Concert Hall Beuepom
Hcrounuk wmoctpanuu: https://probauhaus.ru/disney-concert-hall
(maTa obpameHus: 06.12.2023)

O Happamuse u monocax

Wneu nono6HbI peroaM. Eciu BbI XOTUTE TOAIENUTD

MeJIKYIO PBIOEIIIKY, OcTaBalTech Ha MeJkoBozbe. Ho ectn
peub 3aXO/TUT O OOJIBIION PbIOE, BAM IPUETCS OTIIPABUTHCA
naspliie. Ha riry6rHe BOoAATCS MOIIHBIE OTPOMHBIE PHIOBI, SP-
KHe U IpeKpacHble. f HaX0XKych B IOCTOSSHHOM ITIOUCKE OIpe-
JleJIEHHOTO BU/1a peIO. IMEeHHO OH Ipe/icTaBIIsAeT /IS MEHS
HaUBBICIIYIO [IEHHOCTh U MOXKET OBITH ITepEBeJIEH HA A3BIK
kuHeMaTorpada. OgHako peIb XBaTUT Ha BeeX. ECTh phIObI
111 Ou3Heca, ecThb JIJIA CIIOPTA, CJIOBOM, Ha JIF0OO0H cirydail
»ku3HU. CYITHOCTH MOAHUMAaeTCs ¢ TyIyounsl. CoBpeMeHHast
(pusuka Ha3bIBAET IVIyOUHY €IUHBIM 10JIeM. UeM cuIbHee
PaCIHIUPAIOTCSA TPAHUIIBI BAIlleT0 CO3HAHUSA U OCO3HAHUSA, TEM
OJ1r2Ke BBI ITOAXO/TUTE K UCTOYHUKY, TeM OOJIBIIYIO PhIOY BbI
CI0COOHBI TONMATh.

Hasup JIvuHy, Klzmope;KI/Iccep26

Ecnu «BHeMy3bIKaJIbHYIO» UAet0 B «Cutu Hyap» cpopmyaupoBaTh He Tak
CJIO3KHO, TO MIOHATH YCTPOUCTBO 3TOU MY3bIKU He TaK JIeTKO. My3bIKa opakaeT
CBOEU «IIOTOKOBOCTHIO», HEMIPEPHIBHOCTHIO, HEBEPOATHBIM «IpaiBoM». T0o, 4TO

26 JTuny /[. TloimaTh 60JbIIyI0 pHIOY. MeauTarys, 0CO3HaHHOCTb, TBOpUecTBO / mep. ¢ aHmI. K. A. Kucrs-
KOBOH. M.: DkcMo, 2006.
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yXBaTBIBAETCS CJIYXOM, OKa3bIBA€TCS CBA3AHHBIM IIPEXK/IE BCETO C TEMOPOBBIMU
KpacKaMHU, U 9TO JI0 ONpe/ieJIeHHOU CTEIeHU OTChIJIaeT HAC K CIIocoOy B3anuMO-
JIEUCTBUS C MY3BbIKAJIbHBIM MaTepUaoM, CO3ITaHHBIM caMUM AslaMmcoM. Bo3Hu-
KaeT HeoOXOUMOCTh OCO3HATh: YTO JKe AJlaMC IMOHUMAET IO/, MYy3bIKaJIbHBIM
MaTepuajaom?

O06 5TOM caM KOMIIO3UTOP HAIIKCAJI HEMAJIO: OH HCCIIeTyeT COOCTBEHHYIO TEX-
HUKY, U U3 €70 00bsICHEHUY MOKHO ITOHSATH, UTO B MaTepHaJsl BXOJIUT BCsA LEMb (ak-
TOPOB, COCTABJIAIONINX 3ByYaHue: HHCTPYMeHT (TeMOp) — TemMmepanus (3ByKOps/I)
— My3bIKaJIbHAsA TKAaHb — OpraHu3alus HappaTtuBa. KpoMme 3Toro, /151 COUMHEeHU s
Ba)KeH TOT Tomoc (MecTo), rie OHO OyzleT UCIOoMHAThCsA. OO MHCTPYMEHTE U MecTe
HCIIOJTHEHUSA YiKe ObLIO CKa3aHO B COOTBETCTBYIOIUX pasjesiaX, pAaCCMOTPUM Te-
1Iepb My3bIKQJIbHBIN TEKCT U €TI0 3BYKOBOE BOILIIOIIEHUE.

B Tekcrte obpaiaer Ha ceOs BHUMAaHHE OTPOMHOE KOJUYECTBO TEMIIOBBIX
CABUTOB. B mepBOi YacTH HA MPOTSIKEHUH 462-X TAKTOB MY3bIKU TEMIT MEHSIETCS
10 pa3! DTo, OJTHAKO Ke, He TIPeiesT: KOJIMYECTBO C/IBUTOB BO BTOPOU YaCTH IOCTH-
raet 16-TH, HO Bce PEKOP/IbI ObET TPEThs: 22 TEMIIOBBIX cMeHbI. O YeM 3TO TOBOPUT?
[Ipexx/ie Bcero, 0 TOM, UTO KOMIIO3UTOP HE COMHEBAETCS B CIIOCOOHOCTH IUPHIKEpPa
1 OpKecTpa ¢ 3TUM cIipaBuThcsi. Ho 3auem?

«ITOTOKOBOCTb» U TEKy4YeCTh — 5TO, HaBEpHOE, He caMble NpUMeUaTeIbHbIe
CBOMCTBA «CTPYKTYPHPOBAHHOM» MY3BIKU: IIOJOOHBIE KauecTBa CKOpee MPHUCYIIU
TaKUM THUIAM MY3bIKQJIbHOTO U3JIOXKEHUs, KaK CBA3KH U pa3pabOTOUHbIE pasjie-
Jibl. OJTHAKO €CIU BCIIOMHUTD O CUMMO/1Ka30BOM KOMIIOHEHTE, TO KAPTUHA CTAaHET
siCHee: JIXKa3 — UCKYCCTBO UMITPOBU3AIMOHHOE, UTO, MO-BUAUMOMY, U 3aCTABJISIET
KOMIIO3UTOPA MEHATDH TEMITHI.

VMiMmpoBU3aliMOHHAs IIPUBJIEKATETbHOCTD J[?)Ka3a CETrOJIHs CTAHOBUTCSA 00h-
€KTOM TIPUCTAJILHOTO BHUMAaHUsS He TOJIBKO TaKUX KOMIIO3UTOPOB, Kak Ajiamc,
HO ¥ My3bIKOBE/IOB Pa3HBIX CTPaH: 00paTUM BHUMAaHUE Ha P/ MIPOXOAAIIUX KOH-
depennuii M0 UMIpoBU3ANUU (KaK WHAUBUAYAJTbHOU, TaK U KOJIJIEKTUBHON),
Ha HACBIIEHHYIO IIOBECTKY ATUX cobpaHuii (cM., HampuMmep, [10; 11]).

KoHeuHoO, HEJIb3s HE 3aMETUTh U HEKOTOPBIe MPOTUBOpeuns. IMmpoBusanus
— HUCKYCCTBO B OOJIBIIIEN CTENIEHU COJIbHOE; MPUHIUITHI KOJIJIEKTUBHOU UMITPOBH-
3aIiu B JKas3e, KOHEYHO, CYIIECTBYIOT, HO HEe B TAKUX MHCTPYMEHTAJIbHBIX Cpe/laX,
Kak OoJibIion cuMpoHUYECKU opkecTp. K ToMy ke KaK/Iblil y4aCTHUK KOJJIEKTH-
Ba ONUPAETCA HAa HEKUM YCTOMYUBBIN MY3bIKAJIbHBIA TEKCT — J?)Ka30BbIU CTAaH/IAPT,
6s1arofapsi yeMy WHAVUBUIyaIbHbIE UMITPOBU3AIUY COETUHSAIOTCS B HEKOE I1eJI0E.
B cirygae ¢ mbecoit AgaMmca y Hac HET HU TOTO, HU JPYTOTrO.

OpHako KOMIIO3UTOP, ITIOX03Ke, CTaBUJI Ilepe] cOO0M 3a/1a4y BOTLJIOTUTD B 3TOM
COUMHEHUHU Te MPUHITUIIBI, KOTOPbIE OH CYUTAJI TPAaBUIbHBIMU. OHU OCHOBBIBAJINCH
Ha JKeJIaHUU U30eKaTh TPAJIUIIMOHHBIX cXeM, (pOpMaJIbHbIX MOJIEJIEN U UX CPEJICTB
BoILIOIeHus. [lo3TOMy OKasbIiBaeTcss OEeCIlOJIe3HbIM 3aHATUEM HCKaTh UX B €rO

MMapTUTYPeE.
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Hawm nokazaioch He0OXOTUMBIM PACCMOTPETD ITPEK/IE BCETO ITOCJIEIOBATE b~
HOCTh TeMIIOB (cM. Tabauuy 1).

Tabauua 1. 1. Apamec. City Noir. Temmsl B [ vactu

TaxThl Temrbl
1-183 J =130
gradually relax tempo
184-186 (IIOCTeNeHHO 3aMe/IAA TEMII)
186—229 . =116 + rit.
230-242 /=116
243-244 =114
245-246 .=108
247-252 /=104
253-284 - =156
285-305 =78
306-331 -=132
332 . =120
334-462 -=134

B Tabsuie BugHO, uTO B I uacmu couuHeHuss — «I'opod u e2o 080tUHUK» —
€CTh 30HBI, IJIe TEMII He MeHsIeTCsI OTHOCUTEJIBHO JI0JITO, B TO K€ BPeMsI B Ps/ie CIIy-
YyaeB IMOYTH KaKbIH TaKT BjIeUeT 3a cOO0M TeMIIOBBIN caBur. O0Imas cxeMa TaKux
BBITJISIUT CJIEAYIOIIUM 00pa3oM:

183-43-12-2-1-5-31-20-25-2-128

MO:KHO cZies1aTh BBIBOJ, UYTO B HAUaJIe U B KOHIIE YACTU UMEIOTCA OTHOCUTEIIb-
HO JUTUHHbBIE CTaOUJIbHBIE TEMIIOBBIE 30HbI, B CepPeIUHE K€ BOBHUKAIOT TEMIIOBbIE
(ykTyanuu.

3BYKOBBICOTHBIII MaTepHa He JlaeT BO3MOKHOCTU KaK-TO IIPEJMETHO €ero
ornpezieiuTb. B 1mepBoM, 183-TaKTOBOM pasjiejie, Mbl YacCTO CJBIIIAM CTPEMU-
TeJIbHbIE BocxojsAnie Gurypsl (B Mmy3bike XVIII Beka mMeHyeMble «THpATaMU»,
cMm. IIpumep 2):

88



CoBpeMeHHBIE TPOOIEMbI My3bIKO3HAHUSA /

Contemporary Musicology 2023 / 4

to Deborah Borda, in celebration of a long friendship

CITY NOIR

John Adams
I. The City and its Double
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(February 2011) Copyright © 2009 by Hendon Music, Inc., a Boosey & Hawkes company

ITpumep 2. Ixx. Anamc. City Noir. I gactb, Ha4aio
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BerynuTenbHblE «THPAThl» 3aKaHUYMUBAIOTCA B TakTe 26, CMEHAACH 3BY-
YaHUEM «J/I?Ka30BOTO» OapabaHa, KOTOPHIN HCIIOJHSET CBOE COIPOBOK/EHUE
BILJIOTH JIO TAKTa 134, IOCJIE Yero ucuye3aeT Ha BeCbMa IPOJIOJKUTEIbHOE BpeM A

(IIpumep 3):

Approximate idea, but embellish freely Play at soft “background”
level, mostly on hi-hat, ride cymbal and very light rim shots.

Jazz

ITpumep 3. Tx. Anamc. City Noir. I vactb, naptusi 6apabana

Ha ¢one 6apabaHa B TakTe 29 HAUMHAET CBOE COJIO KOHTpabac, BeJisl ero B Ma-
HEpe /I>Ka30BOT0 CTHJIA OO0 — PUTMHUUYECKH OUYEHDb MPUXOTINBO, Uepeys HeEpe-
ryJIsIpHbIe DUTYPHI ¢ peryIapHbIMU (IIpumep 4):

Cls 1 F = = =
inBb 2 3 g 7 g 3 30 5 g
Bass Cls. 1 |8 -
mBb 2 [ ﬁg i
’(Vibraphonc)JA 4" 4"
¥,
1 #’1 | % ==
Perc, , r~ (Chimes) r~ i 3
3 | = i — = —— Y
@ - = C = o 7
Jazz = )
Drummer
- == — . ——
Celesta Ak et e =g ! et
#Pﬁmvumpre - - - -
; = £ £
Harp 2 jg P L.V.
: i —— e =
2 e = -
- e e e il
IS ﬁa s = *
P S e o e
Vo I %’5
Vla. % IT IT I¥ ¥
Vel ¥
P N A = E is l’F = E : ]
dqhﬁ%l:xﬁ:%#w’— e et B P yE e P g O
- Solo %:gqazr:ﬁtgﬁ: === LS = 3 -y—x—gi e S=sis
the E T ¥
others \3 T Tr ™ ®

(0
]
¢ H
[
(N

IIpumep 4. Ixx. Anamc. City Noir. I yacTtb, cosio KOHTpabaca

HOBer COJIO KOHTpa6aca BCTYIIAOT AE€PEBAHHDBIE IYXOBbIE€, CO3JaI0IIE CBOU-
MH I1accakaMU TOTaJIbHO 3aII0JIHEHHBIN mecTHaaaTbIMU (1)OH (prwep 5)
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™ p (others: play softer than the Soloy
NEB. Harp 1: From here let ring (about one beat). Then dampen.

ITpumep 5. Ax. Anamec. City Noir. I yactb, BCTYILUIEHUE JePEBAHHBIX JyXOBBIX

JlaJIbHEHIIINHA IIPOIECC PAa3BEPTHIBAHMSA CBSI3aH C paciIupeHueM (POHOBBIX
CTPYKTYP: IOAKJIIOYaercss (popTemuaHo, 3aTeM 4YejiecTa, C TaKTa 104 BCTYIIAIOT
OCTaJIbHbIE CTPYHHBIE IMUIIIIUKATO. B TakTe 118 HaUMHAETCS COJIO aJIbTOBOTO CaK-
codona (cm. IIpumep 6) — UHCTPYMEHTa, HA KOTOPOM YacCTO UTPaJl FeHUAJIbHBIN
mxasmer Yapau ITapkep (kak 1 Ha KJapHeTe)

o By lalke £ E e /—\E! e ¥
in Eb - == —

| f

1%

ITpumep 6. [Ixx. Anamc. City Noir. I yactb, coyio abTOBOTO cakcodoHa (hparMeHT)
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ATO COJIO COMIPOBOKAAETCA MOAAEPKUBAIOIUME aKKOP/IaMU, TTO3BOJIAIOIIM-
MU HCIIOJTHUTEJIO IIPOIEMOHCTPHUPOBATH CBOIO TEXHUKY. /[ajiee MOKHO 0003HAUUTh
30HY TyTTU: OHA HAaUWHAETCA B TaKTe 144 U UJET IMJIOTHO PACIIOJI0KEHHBIMU Tac-
cakaMH JIo TakTa 183. XapaKkTepHbIli oO0pasel] (pakTyphl STOTO THUIA IIPEJCTaBIEH

B HOTHOM npumepe 7.
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ITpumep 7. I:x. Agamc. City Noir. I yacts, 30Ha tutti

CmeHna TemIia B TakTe 186 BezieT 3a cO00H U cMeHy (PaKTypbhl: 0OHAPYKHUBAIOT-

cs MeguTaTuBHbIe Tpuoau (IIpumep 8):
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IIpumep 8. Ix. Anamc. City Noir. I uactb, 30Ha CMeHbBI TEMIIA B TaKTe 186
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«PHACYHOK» IapTUTypbl MEHS- A tempo (J= 116)
eTcs, OJHAKO CUJIBHOTO KOHTpacra : _fe e P
C OpeAbIAYIIUM U3JIOKeHuWeM Her. V! § ==——"""
B03MOKHO, 3TO CTOUT TPAKTOBATH KaK L ¥
CBSI3Ky, IOTOMY YTO II03K€, B TAKTaX v g e . f_ﬁ*‘_r_r_mee
230—247 IOSAABUTCA HOBBIN TeMaTHue- o =l
CKUM MaTepual — TeMa JUPUUECKOTO vy, 3
xapakrepa (ITpumep 9).
C TakTta 259 CHOBa BCTYIaeT L
JKa30BbIM OapabaH, MapKupys He- v - E =
OOJIBIIION KOHTPACTHBIM pasjesi, OT- -
YET/INBO JIEMOHCTPUDPYIOIIUA «MHO- < == = =

rOIJIACTOBOCTb» OPKECTPOBOU TKAHMU:
denTsl, popTENUaHO U YesiecTa HC-
TIOJTHAIOT PENETUIIUY HA OTHOM 3BYKE,
JlepEBSIHHBIE YXOBbIE€ UTPAIOT IMMACCa’ku, CTPYHHBIE JI00ABJISIOT CBOU IUIITUKATO
(cm. IIpumep 10). Y1 utiib B TakTe 286 BO3HUKAET ellle O/[HA KOPOTKAasl, HECKOJIbKO
«poOKasi» Jiupuueckasi TeMa y GhJIeUThl U CKPUIIOK (TaKThl 286—287).

UyTh fasblile, B TakTe 289 K 9TUM JIMHUAM IPUCOEJUHAETCA COJIO BAJITOPHBI
— OHO He TOX/|eCTBEHHO TeMe (JIEUTHI U CKPUIIOK, a IIPEJICTaBJIsAET COOOU ee UM-
MIPOBU3UPOBAHHBIN BAPUAHT, I/l€ JIUIIb HAYaJI0 CXO/ITHO, HO JAJIbHEUIIIee IIPeCTaB-
JisieT co0ol cBOOOTHOE pa3BepThIBAHUE, KAK B JIXKa3e.

B TakTe 306 cHOBa MeHsSeTCS TEMI U BO3HHKaeT oOo3HaueHue leggiero.
[Ipoucxosiiee B 3TOM pasiesie BhIMJIAAUT KaK CBOEr0 PoJa CKEPIIO3HBIN 3MTU30/;:
B OTCYTCTBHUE CTPYHHBIX U MeJIHBIX AYXOBBIX Ha (pOoHe akKOMIaHeMeHTa (JIEeUT
3ByUaT uejiecTa U IJIOKEHIIWIb, CO3/IaBasi CBOMMHU TeMOpaMu OIyllleHue Hepe-
aJIbHOCTH, 3aUYapOBAHHOCTHU. B TakTe 311 MOABIAETCA KOHTPAIYHKT — MEJIOIUA
y BUOJIOHUYEJIH, K KOTOPO! B TakTe 318 mpucoenunsercsa anbT. ObIee yIIoTHe-
Hue QaKTypbl MPUBOJIUT K CIIEAyIONEMY paszeny (¢ TakTa 334), MEHAIOIIEMY Xa-
pakTep 3BydyaHUs O6J1aroapsi BHOBb MOSIBUBIIEMYCH JPKa30BOMY 6bapabaHy U TeMe
y CKPUMOK (II0 MeJIOANUYEeCKOMY PUCYHKY OHa HalmoMHHaeT «TaHer phllapei»
u3 6asiera C. C. [IpokodneBa); 3Ty ke TeMy ayosnupyet poprenuano. Ho purmu-
Ka MHasi, U I03TOMY aJLTI03UsA XOTh M BOBHUKAET, HO cabast. dta TeMa (a MOKeT,
JINHUA?) UcUYepIbIBaeT cebsl K TaKTy 367, mocjie 4ero HaunHaeT popMUpoBaTh-
cs mosusieMeHTHas dakTypa, KoTopas K TakTy 386 obpasyet 6a30Boe AByX3Jie-
MEeHTHOE COe/ITUHEHUE:

IIpumep 9. JIxx. Anamc. City Noir. I gacTs,
HavaJsI0 JINPUUECKOH TEMBI Y CTPYHHBIX

» O@eiiTa, ro60¥, BUOpadOH U UesiecTa UCHOJTHAIOT MEJIOANI0 CKEPIIO3HOTO T1aHa (110-
XOKYI0 Ha TIOJIbKY MJIN KaKOW-TO MHOU JABYX/I0JIbHBIN TAHEIT);

» Caxkcodon, haroTel, BAJITOPHBI, CTPYHHBIE BEAyT KOHTPAIIYHKTHUPYIOIINN r0OJI0C ¢ KOH-
TPACTHBIM 3JIEMEHTOM — TPUOJISIMU YETBEPTIMH U BOCHMBIMU.
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«CrinakuBaHue» PUTMUYECKUX ITPOTUBOPEYUI IMIPUBOJUT K paszesry, Hadu-
HAIOIIEMYCsI B TAKTe 416, KOT/Ia TPUOJIbHBIX 3JIEMEHTOB OOJIBIIIE HE OCTaeTcs U 00-
Iasi OPKECTPOBAas TKaHb HAYMHAET IIPE/ICTABJIATH COO0H KOMILJIEMEeHTapHbIE MOTH-
BbI, OCHOBAHHBIE TOJIbKO Ha OMHAPHBIX COOTHOIIIEHHUX.

OcraBuivecsi TaKThl 427—462 MOXKHO BOCIPUHHMATh Kak KOMY, I7ie obIee
TYTTH COCTaBJIEHO 110 00pa3Ily, HEMHOI'O HAIIOMHHAIOIIEMY MUHUMAIUCTCKUE T1ap-
TUTYPBI: Pa3HbIE TPYIIIHI OPKECTPA UCIOJIHAIOT HEOTUHAKOBBIE, HO B JIOCTATOYHOU
CTEIIeH! CXOJIHbIE 3JIEMEHThI (DaKTYyphl, UTO CO3/IA€T ODIIlee MeCTpoe PUTMHUYHOE
IIOJIOTHO.

Bropast yactb — «dma necHsa 045 mebs» — TakxKe 00J1aJIaeT pa3BepPHYTON
TEMIIOBOH CTPYKTypoul. OCHOBHAs JIUTUTETbHOCTh — YETBEPThH, U 00II[as1 MPOTIKEH-
HOCTBb MY3BIKJILHOTO TeKCTa (173 TakTa) pa3buBaeTcs Ha 20 GparMeHTOB C Pa3HbI-
MU TeMIOBBIMH 0003HaueHuAMU (cM. Tabauuy 2):

Tabauua 2. Ixx. Anamc. City Noir. Temmsi Bo 11 vactu («39ta mecHs a1s Tebs»)

TakTel TeMmrbl
1-41 J=52
42 . =67
53 .=80
54—67 . =52
68 molto ritenuto
69—80 .=52
81-83 poco rallentando
84-90 J=52
91-105 . = 98, ocJIe/IHYE TP TaKTa — YCKOPEHHUe
106 . =106
108 J=107
110 . =110
112 . =120
122 accelerando
125 .. =96
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128 ..=98
132 .. =100
143 vs =60
148 suddenly slower , = 52
160 suddenly faster, = 116
165 meno mosso , = 105
Ritardando
168
low =48
- very slow =4

CTpyKTypa 4acTH IIpeCcTaBIsieTcs ceayomneii. TaKThI 1—41 BBIIOJIHSIIOT POJIb
BeryIuieHusA. C TaKTa 42 HAUYMHAETCSA U3JI0KEHUE CBOe0OPa3HOH TEMBI aJIbT-CaKCO-
(doHOM, IBHO CMOJIETUPOBAHHOU II0 TUILy UMIIPOBHU3AIUN B CTHJIEe OMOOII, OUeHb
BUPTYO3HOM, C BeCbMa U3bICKAHHBIMU (DUTYPaMU Pa3HbBIX TUIIOB PUTMHKU. VIMITpO-
BU3allMs IIPOIoJIKaeTcs /1o Takta 53 (cm. IIpumep 11):

7
Ipumep 11. I:x. Agamc. City Noir. 11 yacTb, *MIpOBU3AIUA aJIbTa-caKCOPOHA, PparMeHT
Pazpes 2 (BHe3amHO MeJIJIEHHEe, C TaKTa 54) BHIBOJAUT HA MEPBBIH IJIaH UM-

MIPOBU3AIMIO COJI0 BaJITOPHBI. OHA Tak)Ke HAaNKMCAaHA B cTUe OOI ¢ XapaKTepHO!

ZIJIs1 HETO YaCTOU CMEHOU pa3MepOB M UPPAOHATIBLHBIM JieJIEHUEM JIJIUTETbHOCTH.
B TakTe 61 cOJI0 BAITOPHBI 3aKAaHYMUBAETCS, €€ cMeHseT TpoMOoH (IIpumep 12):
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Tpts. 14 £ % g é-. ¥ =
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IIpumep 12. [Ixx. Anamec. City Noir. 11 gacTs,
MMAPTHUH COJIMPYIOIUX MEITHBIX MHCTPYMEHTOB, (DparMeHT

B TakTax 63—68 BO3SHHUKAET IIapaJlJIEJIbHOE COJIMPDOBAHHE aHTJINHCKOTO POXKKa
u (l)aI‘OTa, IIPpHU 9TOM B 68 TakTe IIPOUCXOAUT OCTAHOBKA ABUKEHUA, A YKE CO CIIEAY-
IOIIEeTr0 HAYMHAETCA oUuepeaHad UMIIPDOBU3allUA TpOM6OHa, ABHUTaIOIIasAaCA HeDO0JIb-
IIMMH «BOJTHAMH».
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ITo OKOHYaHUH «OTTOJIOCKU» UMITPOBU3AIINH TPOMOOHA «JOJIETAIOT» JI0 TaK-
Ta 106; UX COIIPOBOK/IAeT IPyNIia CTPYHHBIX U (opTenuaHo. B Takre 105 B mpo-
IlecC BCTPauBaeTCs ajibT-CaKCOMOH, KOTOPhI HAYMHAET CBOETO POJA COCTSA3aHUE
C KJIapHeTaMu, IPOJIoJIKAoIIeecs 10 TAKTa 125, II0CJIe Yero K COJITUCTaM IIPUMbIKA-
IOT AaHTJIMHCKUI POXKOK B TOOOH.

B TakTe 147 Bce BHE3aIlHO MPEKPAIAlOT UTPaTh, KpOMe CKPUIIOK U aJIbTOB;
BO3HHMKAET HEUTO BPOJie OJHOTOJIOCHOTO IIEPEeX0/ia, U C TAKTa 149 COJIO NMEPEeXOAT
K CTPYHHBIM: HEIUIAACH ZIPYT 3a ApyTa, CIEAYIOT «BBICTYILIEHUs» ayibTa. Ero nepe-
OMBaAIOT BUPTYO3HBIMU ITacca’kaMU KJIAPHETHI, KaK ObI COPEBHYIOIIHNECS APYT C APY-
rOM; O/THAaKO Ha TOPU30HTE — OKOHUYAHUE YaCTHU; B TAKTe 169 — reHepasibHasd naysa,
U MOCJIETHUN aKKOP/T UCIIOJTHAIOT BAJITOPHBI, KOHTpabachl U Oac-KJIapHET.

Tpethbs yactb — «Houb Ha Oyabeape» — IEMOHCTPUPYET CAMOE «COMBUMBOE
JIbIXaHUE»: KOJIMYEeCTBO CMEH TeMIla JJOCTUTaeT 23-X B IIPOCTPAHCTBE 340 TAKTOB.
OTuyacTu 3TO CBA3aHO C TEM, UTO HAYaJIbHBIN pa3jiesl — MePexXoHbIi, 0003HaYEeH-
HBII Kak very slow, espansivo, , = 76. OH npeacrasisgeT co60i cBOe0OpPa3HYIO Ka-
JIeHIIUIO (POpTEINNaHO, YesiecThl U apdbl HA (POHE TUXUX CTPYHHBIX U IYXOBbIX. JTa
Ka/IeHIIVA JUTUTCA 20 TaKTOB U 3aTeM 3aKAaHUYMUBAETCA B TAKTE 21; IIOCJIE Yero B TaK-
Te 29 BCTyIaeT OYeHb KPAaCUBOE COJIO TPYOBI, TPOAO/IKAIOIIEECS /IO TaKTa 54.

TakTel 55—57 A€MOHCTPUPYIOT OTPOMHOE HapacTaHue — JUHaMH4YeCKoe,
(gakTypHOe, TeMnoBoOe, 3akaHuuBamwIleecs gepmarond. C Takta 58 HaunHaeTCA
pasjiesi, moHavaJly UMeIONUid HEKOTOPOe CXOJICTBO C «aKKOPJAaMH BBITAIITHIBA-
Hus» y . ®. CtpaBuHCKOTO B «BecHe cBsAlIeHHOW», HO €r0 pa3BepThIBaHUE Ha-
IIOMUHAEeT CKOPee MOIITHOE KPeIleH/[0 HaOupaIoIero CKOpocTh roesza (He OT3BYK
oi 3T0 Pacific Ouerrepa?). BosuukawT u accoruanuu ¢ «Bpems, Brepen» CBu-
punoBa (Tem 6osiee, YTO My3bika CBUpHUJ0BA — 3TO My3bIKa K QUIbMY); O Ha-
KO HeT abCOJIIOTHO HUKAKUX CBUJIETEBCTB, YTO AZlaMc MOT 3HaTh 3Ty TeMy. Ilo-
caenywoIue coObITUA MHAaUe KaK MPOIlecC pa3roHa IMoe3jia BOCIPUHSATH TPY/IHO;
0cobOEeHHO crocOoOCTBYET 3TOMY peryJisipHasi CMeHa pa3Mepa B My3bIke. B pamkax
Habopa CKOPOCTH CJIYYAIOTCA CBOeOOpa3Hble MPUTOPMaskKuBaHUs (TaKThl 79—80),
3aTeM MOcCJaeaylnee YCKOpeHrue U CHOBa TOpMOXkeHue B TakTax 88—93. C Takra
94 HauMHaeTcsA Kak Obl HOBas cTpoda, cBsI3aHHAsA C YBeJIMUYEHUEM TeMIla U I0-
SIBJIEHHEM «II€pCOHAXKa» — MapPTUM aJIbTa-CaKCODOHA, UCIIOJTHAIOIIETO TPy THEN-
IIIee COJI0 Ha MPOTSKEHUU 13 TaKTOB. ATOT ITUKJ (3allyCcK JBUTATEJs — PA3TOH
— BOCCTAHOBJIEHHE JIBUKEHUS) TOBTOPSETCS ellle pa3 B TaKTax 116—137, a B TaKTe
138 MBI HaAbJII0/ITaeM, Kak IIOcjie TeHepaJIbHOM Mmay3bl MPOUCXOJIUT CMeHA «Kap-
TuHKH». C 0003HaueHueM furtivamente (TalikoMm, KpaJy4uch) My3bIKa HauHlHa-
eT OCTOPO’KHO, HO HAaCTOMYUBO JIEMOHCTPUPOBATh HACTyHaTeJbHblE MHTEHIUU,
B UeM MOKHO YCMOTPETh 3ByKON300pa3uTebHbIE UIEU: aBTOMOOMIIb, HA0OP CKO-
pocTH, curHasbl (rmocyieHre ocobeHHO 3aMeTHBI y TPOMOOHOB B TaKTax 147—149
1 150—151). My3bIKa JeHCTBUTEJIbHO MUHUTCS «HaA BCeX IMapax» K (pUHaIy CUM-
(oHMYECKOH TTheChl, MOCTENIEHHO YILJIOTHSASA OPKECTPOBOE 3ByUaHUe, HapallnuBas
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KOJIMYECTBO UHCTPYMEHTOB; C TaKTa 305 U /10 KOHIIA OPKECTP IPOXOYET, IeMOH-
CTPUPYS IIOJTHOE MOTYIIECTBO TOHA M TEXHUKH.

BepHemMcs k BOIIpocy O Tomocax u HappaTuBe. HaMm kajkeTcs CyllleCTBEHHBIM
c/iesIaTh MOMBITKY OMPEETUTH TOTOCHI (TO eCTh O0IIKe, BCEMH Y3HaBaeMble CHCTe-
MBI My3bIKaJIbHBIX 3HAKOB) B 3TOM IIPOU3BEEHIN UMEHHO IIOTOMY, UTO KJIacCHuue-
ckas Tomuka (ecsi paccMaTpuBarth ee 1o JleoHapay PatHepy?’, HampuMep) 371eCh
OTCyTCTBYeT (WJIu TOUYTH OTCyTCTBYeT). HO y3HaBaeMOCTh HEKOTOPBIX TUIIOB MY3bI-
KU BCe 7K€ UMeeTCs.

OnuH U3 y3HaBaeMbIX TOIIOCOB — /IKa30Basi UMIIPOBU3AIMs B CTHJIE OHOOIT:
JUTUHHAsI MHCTPYMeHTaJIbHAsA JIMHUS 0e3 IMMPU3HAKOB MECEHHOCTH (BhIpa3UTeIbHAS
MeJIOIVS) WJIM STIOAHOCTH (Ha/IM4yue MOBTOPSIONeNcs (PUTYphI), aCHMMETPUYHAS
¥ BUPTYO3Hasl, CO CJIETKa ITpeyBeTNUYeHHBIM HECOBIIAJIEHUEM C CHUTbHOU JToJ1el (MMuU-
TamusA CBUHTA). Tormoc /?Ka30BOM MMIIPOBU3AINN BhIPAKAETCs 10 IMPENMYIIECTBY
B COJIO, YEPEAYSCh, KaK MPABWIO, C KOJUIEKTUBHOU UTPOH «03HAa». IHCTPYMEHTHI,
yalme BCero MpUMeHseMble B TAKUX «KBa3HU-UMIIPOBU3AIUSIX», — aJIbT-CAKCO(DOH,
xkiapHeT (mHCTpyMeHThI Yapsu I1apkepa), TpoMOOH. AfaMc pa3pabaThIBaeT TaKKe
HEKUH WHAUBUAYAJIBHBIN TOIIOC: OyIyuu OOJIBIIINM ITOKJIOHHUKOM AIB3a, OH JIIOOUT
IIPUMEHSATH COJIO JIyXOBBIX (0COOEHHO YacTo — TPyObI) B MeJIEHHOM TeMIIEe; IT0100-
Hble parMeHThl MOKHO ObLIO OBI Ha3BaTh «AMB3-Memoaun» (cM. IIpumep 13). Uto
KacaeTcs HappaTHBa, TO Ha 3TOT cUeT y AjlamMca ecTh BIOJIHE c(DOPMHUPOBAHHOE I10-
HUMAaHUe ITPON3BEeJIEHNs KaK ITyTellecTBHA, YTo 04eBUIHO B «Cutn Hyap». MoskHO
TaK>Ke BCIIOMHHUTB y3Ke HCIOJIb30BAHHBIM MOTHB «KOPOTKOM ITOE3/IKU B OBICTPOIL Ma-
IITMHE» — HAIIOMHUM, UTO OZ[HA U3 OJIECTSAIIUX OPKECTPOBBIX ITbeC Ajlamca Tak U Ha-
3pIBaeTcs: Short ride in a fast machine.

3axaroueHue

[Tonsenem nroru. «Cutu Hyap» — cuMmdoHUUecKast mbeca B TPEX YacTsX, OC-
HOBHOM CMBICJI KOTOPOHl — «yIHaKoBaTb» B (DOPMAT KOHIIEPTHOTO COUYMHEHUST TEMBI
1 MOTUBBI JIIOOUMBIX AJIaMCOM CTUJIEN: C OMHOM CTOPOHBI, )Ka3a B CTwIe O6uborl,
c ipyroii — AtuiBaa, oruactu Mwuiio. C Touku 3peHusi popmoobpa3oBaHUs 3TO CKO-
pee MOKHO OBLITO ObI XapaKTEPU30BaTh KaK Ka30BYI0 (DaHTA3HI0, IIPE/ICTABIEHHYIO
B HECKOJIBKUX YaCTsAX U B Pa3HBIX TEMIIOBBIX BapuaHTax. IIbecy TpyiHO BOOOpA3UTh
cebe BHE TeX JIOKYCOB, JIJISI KOTOPBIX OHA ObLIa co3mana — Jloc AHpKesec, KOHIIEPT-
HBIH 3aJ1 Yosrta J[ucHest, opkecTp 1o yrpasyienueM Jlyzameris. BHe 5Toro KoHTeKcTa
My3bIKa MHOTO€ TepsieT. Bo3HUKaeT /ajke IOI03pEeHUE, YTO TIPUHA/JIEKHOCTD IThe-
Cbl aMEPUKAHCKON KYJIBTYPE JIeJIaeT ee He CIUIIKOM MOHATHON TeM, KTO K Hel He
TIPUHA/IJIEXKUT U He TIPeJICTaBIIsAeT cebe peayinii, CBI3aHHBIX C OI00HOU MY3bIKOU —
B TOM YHCJIE ¥ C My3BIKOU AJtamca, B3SITON BO BCEH ee MOJIHOTE.

27 Ratner L. Classic music. Expression, form and style. London; New York: Schirmer Books, 1980.
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Kro e oH, /I>xoH Atamc? OH KOMIIO3UTOP, 1J18 KOT'O «aMePUKAHCKAA UJIeHTUY-
HOCTb» MMeeT I10-HACTOAIIEMY BaKHOE 3HAaUeHHEe; HO 5TO COBMEIIAETCA C IpPeKpac-
HBIM 3HAHUEM U BJIaJIeHHEM 3aMaJIHON KJIACCMYEeCKOU MY3bIKOU — U TO, U JIPYTO€
OH UHTEePIIPETUPYeT He KaK HEUTO HOCTAJIbIMYECKOe, HO KaK KHUBOE U aKTyaJbHOE.
B ero ay1ie ectb MecTo U beTxoBeHy, u QJ/LTUHITOHY, U Jlebroccu, u Koymy I[TopTepy,
a TBOpYECKHUE pellleHUs YAUBJIAIOT CBOEN HelpeacKa3dyeMOCThlo. /[»KoH AnaMc co-
€INHIWI B CBOEM TBOPYECTBE MHOTOUMCJIEHHbIE My3bIKQJIbHbIE BJIMAHUSA, BKIIIOUAsA
JI>Ka3, POK U TOIYJISAPHYI0 MYy3bIKY, HO €r0 HHIUBU/IYaJIbHBINA CTUJIb HE MOKET ObIThH
CBeJIeH K KaKOMY-TO OZTHOMY BO3JEUCTBUIO: OH He SIBJeTCd HU MUHUMAJINCTOM, HU
[IOCT-MUHUMAJIUCTOM, HUI HEOPOMAHTUKOM B UMCTOM BHUjie. HekoTopble u3 ero couu-
HEHUU MOKHO OTHECTU K 3TUM CTUJISM, HO OH B I1€JIOM HE MBICJIUT ce0s1 Ipe/iCTaBU-
TeJeM KaKOTr'0-TO OIPe/IeJIeHHOTO HalpasiieHUusd. Ero OTHOIleHNe K Ipe/IIeCTBYIO-
II[eMy OIIBITY BCErJa KpUTUYEeCKoe. XOTA My3bIKaJIbHBIN MaTepual AjaMca KaXKeTcs
BIIOJTHE 3HAKOMbBIM, 3Ta Y3HAaBAEMOCTh/HENPeACKa3yeMOCTh IIPUBOJUT K TOMY, UTO
My3bIKa 3BYYUT HEOOBSICHUMO, HEITOHSTHO KaK yCTPOEHHas.

He 06 saTom jtu tucast Pugapy Tapyckus: «Pybexx XX—XXI BeKOB B My3bIKaJIb-
HOM HCKYCCTBE MOKHO Ha3BaTh BpeMeHEM “TOPU30HTAJILHOTO” <...> Biaromaps Ttex-
HOJIOTUAM 3BYKO3aIMCHU U TPAHCJAILMU BCA My3bIKA IPOIIIOTO U HACTOAIIETO CTa-
Jia IOCTYITHOM JII0OOMY MY3BbIKaHTY B JIFOOOU TOuKe TIaHeThl. TOT crmocod, KOTOPhIN
IIO3BOJIMJI 3TOW “TOPHU30HTAJIBHOU Ilepeiade IOJIMEHUTh COO0OHN “BepTHKAJIBHYIO”
repe/iady, OCHOBAaHHYIO Ha XPOHOJIOTHHU (2 UMEHHO Ha 3TOM 0as3upyeTrcs UCTOpHUUe-
CKO€ MBIIIJIEHUE), CTaJI OJJINHHON My3bIKaJIbHOUM peBoJTIoNel KoHIla XX BeKa, Bce
MIOC/IE/ICTBUS KOTOPOU OYAyT OCO3HAHBI yKe 3a mpeaesaMu crosetusi, B XXI Beke
u fasiee. HemocpeicTBEHHOE BO3IEUCTBUE 3TOU PEBOJIIOIUU <...> €CJIU TPOIUTHUPO-
BaTh OJHOT'O U3 KOMIIO3UTOPOB 3TOTO IIepro/ia, J»koHa Azlamca — COCTOUT B TOM, YTO
II0-HACTOAIIEMY 3HaUnMasi My3bIka XX BeKa SIBJIAETCA “II0 MPEUMYIIECTBY MTOPOXK-
naemon apdexramMu myJibcallui M yIAPHOCTH, 4 HE MEJIOAUYHOCTU U (Pa30BOCTH »
[12, p. 369]. BodamokHO, AZlamc Kak pa3 U eCTh TOT, KTO OTKPhIBAET HAM HOBYIO CTPa-
HUILY UCTOPUU MY3BIKU.
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AnHOTaIuA. B cTaThe paccMaTpUBAIOTCS OCHOBHBIE CTPYKTYPHbIE 2JIEMEHTBI
IJIaI-KOHIIEPTA, BKJIIOYATOIIE B ceOsI MPOU3BeIeHUS PA3IMYHBIX 3)KaHPOB U CTHJIEH,
KOTOpPBIE BJIUSAIOT HAa MY3bIKQJIbHO-CIIEHMYECKYIO JIpAMATyprui0 U OCOOEHHOCTHU
WHCTPYMEHTOBKHU MY3bIKaJIbHOTO Psijia TPOrpaMMbl. /IOBOJIBHO YaCTO B IIpOrpaMme
IUTAI-KOHIIEPTa 00paIaioT Ha cebs1 BHUMAaHUE MPOU3BEJIEHUS IBHO BHIPAYKEHHOTO
HAITMOHAJIBHOTO XapaKTepa, a TaK)Ke HCII0Jb30BaHUE HAPOJHBIX WHCTPYMEHTOB,
KOTOpbIe JI00ABJIAIOT MPOrpaMMe OcCOOYI0 KpPACOYHOCTh U IIOTYEPKHUBAIOT
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XapaKTEPHOCTh BBICTYIJIEHUS yXOBOTO OpKecTpa TOW WM WHOWU CTPaHBI.
Onupasicb Ha COOCTBEHHBIU OIBIT U MU3yUYeHHEe IPOU3BEAEHUN ILIaI-KOHIIEPTOB,
HCIOJTHSAEMBIX JYXOBBIMU OpKecTpaMu Poccuu U eBpOINENCKUX CTPaH, aBTOP
MPOAHAIU3UPOBaI U CHOPMYJIUPOBAJ OCHOBHBIE TIPUEMBI U IIPUHITUAIIBI
WHCTPYMEHTOBKH Pa3JINUYHBIX 3JIEMEHTOB OPKECTPOBON (haKTyphl, paccMOTpel
0COOEHHOCTH UX B3aMMOJIEUCTBUSA, BbIJIEUJI TECCUTYPHBIU IMIPUHITUII BHYTPEHHEN
OpraHu3aIuy JyXOBOTO OpKecTpa Kak JOMHHUDYIOIIHUUA TIIPU IIOJTOTOBKE
U HCIOJHEHUU MY3bIKAJIbHBIX IMPOU3BEJIEHUN MPOTPAMMBbl ILal-KOHIIEPTA.
Kpome Toro, mojiluepkHyThl OOIIHME M YACTHBIE OCOOEHHOCTH WHCTPYMEHTOBKHU,
CBOMCTBEHHBIETYXOBOU MY3bIKE, A TAKKeE OITPe/leIeHbl HEKOTOPble 3aKOHOMEPHOCTHU
B UCIIOJIb30BAHUU OPKECTPOBBIX CPEJICTB.

KirroueBbie CI0Ba: JyXOBOH OPKECTp, ILIAI-KOHIIEPT, MHCTPYMEHTOBKA,
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Abstract. The article examines the main structural elements of parade
ground concerts, including compositions of various genres and styles which affect
the musical stage dramaturgy and the peculiarities of orchestration of the musical set
of the program. Very frequently in programs of parade ground concerts the attention
of the audiences is drawn towards musical compositions of a pronounced national
character, as well as the use of folk instruments, which supplement the program
with a special color and emphasize the characteristic features of the performance
of a wind band of any particular country. Basing himself on his own experience and
on the study of parade ground concerts performed by wind bands in Russia and
in European countries, the author has analyzed and formulated the main techniques
and principles of orchestration of various elements of orchestral textures, examined
the particular features of their interaction, and has highlighted the tessitura
principle of the inner organization of the wind band as the predominating element
for the preparation and performance of musical compositions in a program
of a parade ground concert. In addition, the general and particular peculiarities
of orchestration intrinsic to wind music are emphasized here, and some regularities
of use of orchestral means are determined

Keywords: wind band, parade ground concert, orchestration, scores, march
parade, texture, tessitura
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Bgeoenue

pesi pa3HOOOPA3HBIX BUJIOB KOHIIEPTHOU JI€STETbHOCTH JTyXOBBIX Op-

KECTPOB 0c000e MEeCTO 3aHUMAET ILIAI-KOHIEPT. TOT OTHOCUTEJIHHO

HOBBIN JKaHP, OKOHYATEJIbHO C(OPMHUPOBABIIUINCSI B HAIlEed CTpaHe
B KOHIIE 1980-X T'0/IOB, OCHOBAH Ha CUHTE3€ Pa3JIMUHBbIX BUJIOB HUCKyccTB. Ceroji-
HsI TTOMYJIIPHOCTD IJIAI-KOHIIEPTA ¥ HAJIMYKUE er0 MHOTOMUWIJIMOHHOU ayIuTOPUU
obecrieunBalOTCs HE TOJBKO ITUPOKUM Pa3BUTHUEM BOEHHO-MY3BIKAIbHBIX (DECTHU-
BaJiel, HO U COBPEMEHHBIMHU KOMITbIOTEPHBIMU TEXHOJIOTUSAMU, 0OEeCIIeunBaIOIIIH-
MU WX OHJIAUH-TPaHCIIAIUAIO",

Kak mpaBusio, mporpaMmma Iiam-KoHIIEPTa BKJIOUaeT B ceOs B3aUMO0IIOJ-
HSIOIE KOMIIOHEHTBI: MapIil-Tiapaji ¥ KOHIEPTHBIN 0Jiok2. Mapui-tiapaj mpe/i-
TroJIaraeT UCIOJTHEHNE MapIIeBbIX MPOU3BEEHUN C OJTHOBPEMEHHBIM JIBUKEHUEM
MYy3bIKAHTOB B Pa3/JIUUYHbBIX HAIIPABJIEHUAX, IEPECTPOEHUSIMU, 0OOpA30BAHUEM Pas3-
JMYHbIX puryp. OTMETHUM, YTO IOMHUMO UHCTPYMEHTAIbHBIX ITheC B 3TOU YaCTU MTPO-
rpaMMbI YacTO 3By4YaT MapIIU-TIeCHHU, BCErJa BhI3bIBAIOINIUE Y MyOJIUKH OOJIBIITION
WHTEpeC, MOCKOJIbKY, Kak 3aMerwsa 'asmHa AHjapeeBHa CXamioK, «AHTOHAIIUU
TIOMYJISTPHBIX MEJIOAUMN U CJIOBECHBIN TEKCT, HEM3MEHHO “BCILJIBIBAIOIIUIN~ B CO3HA-
HUU CJTyIIaTessA, yCUJIUBAIN B MapIiiax KOHKPETHBIE CIOKETUKY U TPOrPaMMHOCTb,
3aJI0JKEHHbIE B Ha3BaHUU» [2, c. 88]. XapakTepHas ocobeHHOCTh MapIl-apaja —
YEeTKUU, OPraHU3YIOIIUU MeTp, 00PN U MY>KECTBEHHBIN XapaKTep, a TaKKe siC-
HOCTb CTPYKTYPHI C IIPe0bJIa/laHrueM KBaJIpaTHBIX ITOCTPOEHUH.

B omimume OoT mapii-mapajia KOHIEPTHBIN OJI0K BKJIIOYaeT 0ojiee pa3zHOO-
Opa3Hble cpejicTBa BU3YaJIbHOTO BO3JIENCTBU: TaHIIEBaJIbHbIE KOMIIO3UITUH, CBE-
TOBBIE U TIUpOTexHUYeckue 3¢hGEKThI3, OJHAKO UMEHHO MY3bIKAJIbHBIN DSl CIIy-

1 O BO3MO’KHOCTSIX HOBEHIITUX KOMITBIOTEPHBIX TEXHOJIOTHH B 3TOU CBA3HM CM. ITOApoOHee [1].

2 KoH1epTHBIH 0JIOK — Ha3BaHUe, 0003HAYAIOIIEe YACTh IIPOrPAMMBI ILIAI-KOHIIEPTa, — UCIIOJIb3YeTCs
[IPENMYIIIECTBEHHO JUPHKEPAMHU JyXOBBIX OpKecTpoB. KoHIEpTHBIN 6JIOK 10/[pa3yMeBaeT UCIIOJTHEHHE
My3bIKaJIbHBIX TPOU3BEJEHUN WM UX (PparMeHTOB B CTPOTOM IOC/IEOBATEIBHOCTH, 00pa3yIoIel My3bl-
KaJIbHO-CIEHUYECKYIO APAMaTyPTHIO.

3 ITogpobHee 06 3TOM CM. [3, €. 429].
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»KUT €ro CMBICJIOBBIM cTepkHeM. [IporpaMMy 0OBIUHO COCTABJISIOT ITPOU3BEEHUS
PA3JINYHBIX MY3bIKAJIbHBIX )KAHPOB U CTUJIEU, CBA3aHHBIX C TEMATHUKOM ILJIAI[-KOH-
nepta. Ero aBropy npuxogurcs, mopou, He TOJIbKO 3aHOBO OPKECTPOBATh COUMHE-
HUsI, HO Jlaske TIePEOCMBICTIUBATh UxX ¢GopMmy [4, ¢. 79]. Hampumep, My3bIKaJIbHBIN
psz iam-koHiepra «byker Poccum» (1994, aBTop A. A. CaBUIKUI) HAUMHAETCSA
¢ dandapsl, ocHoBaHHOU Ha TeMax ¢uHana Cumdonuu NO 4 I1. Y. HallkoBCKOT0
u I vactu Cumdponnu N 2 «boraTtbeipckoii» A. I1. bopoauna. Mapmi-ttapag, («Pyc-
ckuil mapir» CaBUITKOTO) IEPEXOAUT B MOMypPpHU U3 GparMeHTOB COUMHEHUU pyc-
CKHUX KOMMO3UTOPOB: «KamapuHckoii» M. . I'muuku, mo6ouHo# maptuu I yactu
Cumdonuu N2 6, Kornepra N@ 1 i1 popTennaHo ¢ opkecTpoM U «Heamosmras-
CKOTO TaHIla» U3 banera «JlebeauHoe o3epo» YarikoBckoro, «IllecTBUs KHA3EH»
u3 omnepbi-Oasieta «Mutaga» u cumdonnueckou cioutsl «Illexepazaga» H. A. Pum-
ckoro-Kopcakosa. B nmomyppu CaBUIIKMU He IPOCTO COEIMHUII OTPBIBKYU MOITYJISP-
HBIX COUMHEHUU JIPYT C JIPYroM, HO (DAaKTUUECKHU CO3/1aJI Ha UX OCHOBE (paHTA3UIO,
B KOTOPOUN MY3bIKaJIbHBIE TEMBI Il€epeIIeTal0TCA, HAKJIAAbIBAIOTCA APYT HA Jpyra
6s1arofiaps UCIOJIb30BAHUIO MOTU(MOHUYECKUX TTpueMoB. [1o 3ambIiciy aBTOpa, Ta-
Kas OpraHu3alusa My3bIKaJIbHOTO MaTepuasia rnepejiaBajia MuPOKUU, pa3HOJIUKUN
xapakrep Poccum 1 cooTBeTCTBOBajIa IPOTPAMMHOU Hjlee IIall-KOHIIEPTA.

Ocoboro BHUMaHUs 3aCJIyKHUBAeT TEXHOJIOTUUYECKUUM acIeKT IOTOTOBKHU
ATOTO IIOITyPPH, a UMEHHO — BBIOOP TOHAJBHOCTH AS-dur, eTuHOM JJ1s Beex ¢par-
MEHTOB, UTO ITOTPebOBaJIO TPAHCIIO3UIIMH OPUTUHAIBHOTO MaTepuasia. Takoe pe-
IIIeHue, MO-BUIMMOMY, B MIEPBYIO OUepeb 00yCIOBIEHO YI0OCTBOM JIJIsl TyXOBBIX
WHCTPYMEHTOB 0€MOJIbHBIX TOHAJIbHOCTEN, KOTOPbhIE «JAI0T BO3MOKHOCTD ITPUMe-
HUTb HaUOOJIbIIIEe KOJTUUECTBO OTKPBITHIX 3BYKOB (3BYKOB HATYPaJIbHOTO 3ByKOPSI-
7la, U3BJIEKaeMbIX 0e3 MpUMeHEeHUsI BEHTUIeH) Ha MeTHBIX HHCTPYMEHTAX, a TAaKKe
HCIOJIb30BaTh yI00HBIE allTIMKATYPHBIE KOMOUHAIIUY BEHTHIIEN» [5, c. 67]. Baxk-
HO OBLJIO TaKKe YUeCTh TECCUTYPHbIE BO3MOKHOCTH U 0COOEHHOCTH MY3bIKAJIbHBIX
WHCTPYMEHTOB (B IEPBYIO 0YePE/Ib MEJIOJINYECKON, COTUPYIOIIEN TPYTIIIHI).

YHUBepPCaAJBHOCTD J[yXOBOT'O OPKECTPA BBIPAXKAETCA B BO3MOKHOCTH €r0 3BY-
YaHUSA TPU JIOOBIX aKyCTUUECKUX W KJIUMATHUYECKUX YCIOBHAX, UTO IMO3BOJISET
HCII0JIb30BAaTh €r0 Ha IIYMHOU YJIWIle, BO BpeMs IIeCTBUM, MapaZ0B, MAaCCOBBIX,
CIIOPTUBHBIX MEPONPUATUH, TYJIAHUW U NPA3JHUKOB, B TOM YHCJIEe TPU HU3KOU
TemIiepatype [6, c. 78]. A TOCKOJIbKY COeITMHEHNE UTPHI C IBUIKEHUEM BCer/ia IIpe/i-
CTaBJIAET ONIpPeeIEeHHYIO CJI0KHOCTb, IPOU3BEJIEHUA JIJId IJIAI-KOHIEPTA, TOJIK-
HbI OBITH YIOOHBIMU JIJISI UCIIOJTHEHUS, C TIpeobiiaflaHueM OPKECTPOBOTO tutti, 4TO
BAKHO MPU BBICTYIIJIEHUM HAa OTKPBITOM BO3/yXe WJIU Ha OOJIBIIION ClIEHUYEeCKOH
IUIOIIIAJIKeE.

JI71s1 MakcUMaIbHO 6JIarOIIPUATHOTO BOCIIPUATHUSA IIJIAIl-KOHIlEpTa TpedyeTcs
cobJtIoZileHre onpesieJIEHHbIX TPeOOBAaHUN U MPaBUJI UHCTPYMEHTOBKHU. J[ocTmoke-
HHe SIPKOTO U HACBIIIEHHOTO 3By4YaHus, CO3/lJaHue peabedHON (HaKTyphl — JIaJIeKO
He MOJIHBIN TIepeueHb 33/1a4, pellleHre KOTOPBIX 00513aTeIbHO JJIs UHCTPYMEHTOB-
muka. CeroHs co0It0/ieHre 3TUX TPeOOBAHUI HEPETKO Peasin3yeTcs: IPU IMTOMOIIH
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IIPUMEHEHHS 0COOBIX MY3bIKaJIbHBIX KOMIIBIOTEPHBIX TEXHOJIOTHIH, ITO3BOJISIOIINX
6osiee 3PpHEKTUBHO «(POPMHUPOBATH HOBBIE CJIOKHBIE KOMILJIEKCHBIE ITpodeccro-
HaJIbHbIE HABBIKM KOMIIO3UIIUH, aPDAHKUPOBKH U MHCTPYMEHTOBKH JJIS BOEHHOT'O
ZIyXOBOT'O OpKecTpa» [7, ¢. 195], HO HaJIWJNe aKaJIeMUYeCKUX 3HAHUU U YMEHUH,
a TaK>Ke MY3bIKaJIbHO-3CTETHYECKOI'0 BKyCa OCTAETCS /IJIsl aBTOPa MHCTPYMEHTOBKH
00s13aTeJIbHBIM.

dnemeHmsvl opkecmposoll paxmypul

['maBeHCTBYIOIAsA POJIb MEJIOAUHN B BEIPAYKEHUN MY3bIKJIbHON MBICIH MOOY-
»K/TaeT WHCTPYMEHTOBIIIUKA YAEIATh e 0oco0oe BHUMaHue. Menoaus pa3BUBaeT-
¢ B pa3HOOOPAa3HBIX TEMOPOBBIX BApHAHTAX U YaCTO CTAHOBUTCSA CAMbIM MOOMJIb-
HBIM KOMIIOHEHTOM OpKecTpoBOU akTypshl. Crienuduka UCIOIHEHUS TPOrPaMMbl
IIaI-KOHIEPTAa, Io/ipadyMeBalolas peryjsapHble IIEpeCTPOEHMs OPKeCTpa U yAa-
JIEHHOCTHh MY3bIKAaHTOB JPYT OT APYra, TpeOyeT MaKCUMAaJIbHO YCUJIUBATh MEJIOU-
yecKylo JuHu. Hanpumep, menoaus B tutti MokeT ObITh U3JI0KEHA B MOIIHOM
KOMILJIEKCE KOPHETOB U TPYD ¢ OKTaBHOU AyOJIMPOBKOU (DJIEUT M KJIapHETOB, UTO
npuzaeT 6JIecK U IPKOCTh 0011eMy 3By4uaHuto (IIpumep 1).

B ciryuae ke OKTaBHOTO JyO0JIMPOBaHUs BEPXHETo (OCHOBHOTO) T0JI0Ca MEJIO-
MU TOJIBKO (hJreliTaMu, IPU HAJI0KEHUH KJIADHETOB HA TPYObI M KOPHETHI, MEJIO-
v B tutti mpruobpeTaeT MATKOCTh U TIOJTHOTY 3ByUYaHUsl. XapaKTepHbIH IpUMep —
(¢dparmenT U3 napTUTypsl 1714 1yxoBoro opkecrpa C. B. Eropenkosa «Ilapadpas Ha
TEeMbI TOIMYJISAPHBIX Mejoauii» (IIpumep 2). Takou ke MpUeM BUAUM B IOMYJISIP-
HoU mibece JI. Auniepcona «Kartanue Ha caHax» (Sleigh Ride) B mepenokeHUH JJIs
nyxoBoro opkecrtpa (IIpumep 3).
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ITpumep 1. E. MapTbhiHOB. «Jl0OphIe cKa3ku AeTcTBa» (MHCTpyMeHTOBKA A. A. Hucenbayma).
®parMeHT U3 MapTUTYPHI /I IyXOBOT'O OPKeCTpa
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IIpumep 2. C. Eropenkos. «Ilapadpas Ha TeMbI NOMYJIAPHBIX MEJIOAUMN »

(macrpymentoBka C. B. EropeHkosa).
dparMeHT U3 MapTUTYPHI JJI5 AYXOBOTO OPKecTpa
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ITpumep 3. J1. Aunepcon. Sleigh Ride (uHcTpymMeHTOBKa P. Besbae).

®dparmeHT U3 NAPTUTYPHI /I yXOBOTO OPKECTpa

B mporecce mepecTpoeHUT MY3BIKAHTOB OPKECTPOBBIX T'PYIIN MPaKTUUYECKU
HEBO3MOXKHO CKOHIIEHTPUPOBATH B OJTHOM MeCTe MHCTPYMEHTBI, KOTOPBIM ITOpyYe-
HO aKKOP/OBOE U3JI0KeHue Mestofaun. [1oaToMy Hepe/Iko BO3HUKAET CUTYaIlUsA, IIPU
KOTOPOU BTOPBIE U TPETHU T'OJIOCA 3ByUaT 060COOJIEHHO, UTO OTPUIATEIHHO BIUSIET
Ha BOCIIPUATHE MEJIOANYECKOU JIMHUY U HAa YUCTOTY THTOHUPOBaHUA. B Takux ciry-
Yyasx MHCTPYMEHTOBIIIUKY OYEHDb YACTO MIPUOETAI0T K YHUCOHHOMY M3JI0KEHHIO Me-
JIOUY Y KOPHETOB U TPyO ¢ 1yOimpoBKoii ee dutetitamu u ki1apHetamu (IIpuwvep 4).

FapMOHquCKOG COIIPOBOXKAECHHNE KAaK OJHO M3

CPEJICTB JOCTHKEHUS KOJIO-

PUTHOU 3BYYHOCTH IIPOU3BEJ€HUM, MPeJHA3HAUEHHBIX JIJI1 My3bIKQAJIBHOTO P
IIpOrpaMMBbl ILUIAI-KOHIIEPTA, OYeHb Pa3HOOOPa3Ho. B HeM MIUPOKOe TpUMeHeHe
HaXO/JAT OHO- ¥ MHOTOTOJIOCHBIE TIe/IaI, MHOTOOOpa3Hble pUTMUYECKHE, TaAPMO-
HUYECKHe U MeJogudyeckue purypanuu. OTU 3JIEMEHTBI UCIIOJIb3YIOTCA KaK CaMo-
CTOATEJIbHO, TaK U B codeTaHUAX. OCHOBY TapMOHHYECKOTO COIIPOBOXK/IEHUA, KaK

IIPpaBUJIO, COCTABJIACT PUTMHUYECKAA (l)nrypaunﬂ, Hau

0oJiee IIOJTHO COOTBETCTBYIO-

112 « MOTOPHO-/IBUTATEJIbHOW » IPUPO/IE IJIAI-KOHIIEPTA.
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ITpumep 4. K. ®pancya. «Moii myTb» (nHCTpyMeHTOBKA B. 0. IleTpenko).
®dparmMeHT U3 NAPTUTYPBHI JIJIA [yXOBOTO OPKecTpa

[T;10THOE 3ByyaHUe MeHBIX UHCTPYMEHTOB B CTPOTO OUEPUYEHHOU TECCUTY-
pe — caMblil pacIpOCTPaHEHHBIU CIIOCO0 M3JI0KEHUS PUTMUUYECKOUN (pUryparuu.
YcuseHHOe yZapHBIMU WUHCTPYMEHTaMU, OHO HpUaeT o0IeMy 3By4aHUIO YIIPY-
I'yI0 MOHOJINTHOCTh ¥ TpUOOpeTaeT 3HaueHne CBOe00pa3HOro 3TajioHa. TpexroJsio-
cue IOTOJIHAET 0acOBbBIN r'0JI0C, KOTOPBIN, KaK MPAaBUJIO, UMeEeT OKTABHOE y/IBOEHHE
Y 3aHUMAaeT HUKHIOI0 YaCTh OPKECTPOBOTO JIana3oHa.

MHOroIIaHOBOe TApMOHUUYECKOE COMPOBOXK/AEHNE MHOTZIA co3AaeT apdexT
TiepeHachIIeHus1 OpKecTpoBou dakTyphl. Hecyuaiino Muxawn BanoBud ['iuH-
Ka OIIEeHWBAJI TaKWe CIydyau KaK «3JI0yIoTpebyieHne» U «Ipe3MepHBIN IITyM OpKe-
CTpa», a Tak:Ke Ipe/iocTeperajl OT UCIOJIb30BAHUSA «HECBOMCTBEHHBIX MY3bIKAJIb-
HBIM UHCTPYMEHTaM CIIOCOO0B BBIPpIKEHUA» 4.

Tak, Hanpumep, coueTaHue Oojiee ABYX 3J1eMEHTOB TapMOHUYECKOTO COIPO-
BOXK/IEHUS HEPEJTKO OTO/IBUTAET HAa BTOPOU IUIaH JPYyTUe 3J1eMeHThl OPKECTPOBOM
(axTyphl, YTO OTpPHUIIATETBHO CKa3bIBAE€TCS HA BOCHPUATHM OOIEro 3By4YaHUS
(IIpumep 5).

OpavH 13 caMbIX pacIpOCTPaHEHHBIX 3JIEMEHTOB MEJIOUUYECKOTO 0O60oTaIeHns
OPKeCTPOBOU (PAaKTyphl — KOHTPAIYHKT — M3JIaraeTcs, Yalle BCEro, B aJibTOBO-Te-
HOPOBOU TeCCUTYpe. B a/IbTOBOM TecCUType OH pacliojiaraeTcs HaJ, PUTMHUUECKOUN
durypanueit u nox mesonuen. [Ipyu 3anosHEHUN Ke TEHOPOBOTO PETUCTPOBOTO
YPOBHS IUIOTHOU TPEXTOJIOCHOU PUTMUUECKOU uryparye KOHTPAIYHKT BBOJUT-
csl MPenuMYIIeCTBEHHO B CPEHUX U BEPXHUX rosiocax. Mejiou3upoBaHHas nealb
MOKET 3aMelllaTh KOHTPAIIYHKT, O/THAKO IPU I10/I00HOM U3JI0KEHUU OHA, KaK mpa-
BUJIO, OTPAaHUU€EHA B MEJIOAUYECKOM JIBUKEHUHW U BO3MOKHOCTH MHOTOTOJIOCHO-
ro uzsioxkenus. [IprumMeHeHNe TaKUX JOMOJHUTEIbHBIX 3JIEMEHTOB, KaK CUTHAJIbI
U JIpyTue MeJoguvecKre U TapMoHudeckrue GUrypbl, aHAJIOTUYHO UX UCIIOJIb30Ba-
HUIO B IPOU3BEJIEHUAX TPAAUIIMOHHOU JIyXOBOU My3bIKHU. MeCTO U pOJib YKa3aH-
HBIX 3JIEMEHTOB B OPKECTPOBOU (haKType MOJTHOCThIO HOAYNHEHBI KOMIIO3UIINOH-
HOMY IUIaHY U O0I1lel pamMaTypruu IpOu3BeIeHU.

4 T'muaka M. U. 3ameTku 06 mHcTpymMeHTOBKe // ITosTHOE coOpaHue COUMHEHUH: JINTEPATypPHbIE IPOU3-
BeZleHus U nepenucka. M.: Mysbika, 1973. T.1. C. 183—-184.
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IIpumep 5. C. Eropenkos. «Ilapadpas Ha TeMbI IIOMYJIAPHBIX MEJIOAUM »
(macTpymenToBKa C. B. Eroperkosa).
®parMeHT U3 NaPTUTYPHI JJIS TYXOBOTO OPKecTpa
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Baaumodeiicmsue 3n1emeHmos opkecmposoi pakmypbwl

Cnenuduka xaHpa IUIal-KOHIIEPTa O0yCJIOBUJIA MPOCTOTY U SICHYIO Peru-
cTpoBYIO M depeHITUAIINI0 SJIEMEHTOB OPKECTPOBOU (aKTyphl. VX KOJIUYECTBO
00yCJIOBJIEHO XapaKTEPOM MY3bIK&JIHLHOTO TPOU3BEJEHUS U €ro JApaMaTyprueu.
Kak y»xe oTmMeuasioch BBIIIIE, B MHOTO3JIEMEHTHON OPKECTPOBOU (PaKType peryJiu-
PYIOIIYIO Pojib Urpaet Menoaus. [Ipu ee TpeXrosocHOM HM3JIOKEHUU U OKTaBHOM
y/IBOEHUHU, KaK MPABUJIO, BBOJSATCA TPEXTOJIOCHAS Ke puTMHUecKas Qurypanus,
O/THOTOJIOCHBIN KOHTPAITyHKT, UCIIOJIb3YETCS OJHO-, IBYX-, TPEXTOJIOCHAS Tealb.
B To ke BpeMs OTKa3 OT OKTaBHOU JyOJIMPOBKU MO3BOJISIET BBECTU B BEPXHEU UACTH
OPKECTPOBOTO JMalla30HA MeJIOJIUBUPOBAHHYIO I1€/lalb, TADMOHUYECKYIO WU Me-
JIOAUYECKYIO (pUTYpAIIUU U U3JI0KUTh UX KaK OJTHOTOJIOCHO, TAK U MHOTOT'OJIOCHO.

B tutti HapAy ¢ MesoAvel U TaDMOHUUYECKUM COIIPOBOXK/IEHUEM, KaK IIpa-
BUJIO, BBOJATCA KOHTPAIYHKT WJIM MeJIOAU3UPOBAaHHAA Ie/iab (IpU OTCYyTCTBUU
IIPOCTOU TeJlain), a TaKXKe CUTHAJIbI U 3aIl0JIHEHUs, COOTBETCTBYIOIIUE XapaKTe-
py npousBezieHus°. OTHAKO 3TO He BCEr/ia ONPaB/IaHO, U HE BCET/la COOTBETCTBYET
IeJIAM U 33JlauaMm, CTOSAIUM MepeJT aBTOPOM IIPOTrpaMMBbl IIan-KoHIlepTa. B MHO-
ro3J1eMEHTHOU OPKeCTPOBOU (haKType My3bIKaJIbHOTO PsAla HEN30eKHO HEKOTOpOoe
ypaBHUBaHHE PETUCTPOBOrO KOHTPACTA, ee Upe3MepHas «3arpy:KeHHOCTb» BeJIeT
K 0CJIabJIeHUIO OT/IEJbHBIX TOJI0COB (OTCIO/Ia BOBHUKAET HEOOXOJUMOCTD Y/IeIATh
ocoboe BHUMaHUe OajyiaHcy 3BydyaHUsa). Kpome TOro, BO3MOKHOE ITOSIBJIEHUE CO-
MpsI>KEHHBIX 3BYKOB TpeOyeT OT UHCTPYMEHTOBIITUKA JIENCTBUU M0 U36€TaHUIO J1C-
COHAHCA U HEPEJIKO HUBEJUPYIOT ICHOCTh OOIIEro 3ByUaHUs.

s noctukeHus: pesbedHOCTH 0011Iel 3BYYHOCTHU Ha MEPBBIN IJIAH BHIIBU-
raercsi TeMOpOBasi BBIPA3UTEJIBHOCTh U 060COOJIEHHOCTh OPKECTPOBBIX T'OJIOCOB.
Takol 1mojixo/ cmocoOCTBYeT APKOCTH U XapaKTEPUCTUYHOCTH OOIIEro 3By4aHUs,
a Takxke OosibIieMy pakTypHOMY pazHoobOpasulo. [[Byx- UK TPEXToJ0CHOe U3JI0-
»KeHHe OCHOBHOTO I'0JI0Ca, KaK IMPaBUJIO, COITPOBOK/AAETCs BBeJIEHUEM KOHTPAIIyH-
KTa, co3/1ato1iero ¢pakTypHBIN IPOTUBOBEC, U TADMOHUYECKOTO COITPOBOKEHUS.

B To ke Bpems mpeobJiajilaHie MHOT03JIEMEHTHON OPKEeCTPOBOU (PaKTYyphI
BJIEUET 3a cOOOU MCIIOJIb30BAaHUE, B IEPBYIO OUEPEIb, CMEIIaHHBIX TEMOPOB, KO-
TOpbIE B UTOTE 00Pa3y0T CyMMapHbBIN OpKeCcTPOBbIN TeMOp. [IpenmyIiiecTBO Tako-
ro crocoba OpraHu3ali OPKECTPOBOM TKAHU MPOSABJISETCA B MOIITHOM 3ByYaHUU
KaKJ[0T0 3JIeMeHTa U 00II[eM eJINHCTBE. B To ke BpeMs IuTeIbHOE BO3/IEMCTBHE
atoro adderTa Ha ciayiiaTeass Hen30eKHO MPUBOAUT K CHUKEHUIO MHTEpeca
¥ BHUMAaHUS.

Tpaxmoska opkecmposbslx spynn
U 0MOeNbHBIX MY3bIKAALHBIX UHCMPYMEHMO8

B nporiecce 3BOIIOIUU AYyXOBOTO OpPKecTpa ¢(pOPMUPOBAINCH /IBA OCHOBHBIX
TUIIA €er0 BHYTPEHHEN OpraHu3al[Uui: TPyNIIOBON U TECCUTYPHBIU.

5 O B3aMMO/IEHICTBUU JIEMEHTOB OPKECTPOBOH (paKTyphlI B tutti cM. moapobHee [8].
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'pynmnoBo# npuHIUNI 06beJUHEHNST OPKECTPOBBIX MHCTPYMEHTOB IO ITPU3HA-
Ky TeMOPOBOU U KOHCTPYKTUBHOU OOIITHOCTU XapaKTePeH /IJis OTeUYEeCTBEHHOU HC-
TIOJIHUTEIbCKOU MPaKTUKU. BriepBbie oH ObLT mpoaeMoHcTpupoBaH H. I1. MiBaHo-
BBIM-PajikeBrYeM B «YBepTIope Ha TeMblI IteceH Hapoji1oB CCCP» (1932). ITo ciioBam
KOMIIO3UTOPA, «TeOpUsA CUM(POHUYECKOTO JleJIeHUs BCeX NHCTPYMEHTOB JyXOBOI'O
OpKecTpa Ha YeThIpe IPYMIlbl HA OCHOBE MPUPO/IbI U criocoba U3BJIeUEeHUs 3BYKa,
oTcloZila U TeMOpa, MoJIydusia IMOCTENIEHHO CBOe YTBEp KAeHue. TH JBa BOIIPOCA,
BOIIPOC COCTaBAa M JieJIEHUS Ha UeThIpe TPYIINbI, He ABJIAIUCHh TEOPETUYECKOU ca-
MOIIEJIbIO, @ OBLITM HUYEM HHBIM, KaK BhIpaK€HHUEM TBOPUECKUX Hel» (IHUT. 1O:
[0, c. 74]). JlaHHBINM IPUHITUATI IIPEJIIoJIaraeT mpeobsialaHue rPYIIOBON TPAKTOBKU
WHCTPYMEHTAILHBIX CPEJICTB, MIO3BOJISIONIEN B TO K€ BpeMsI yepraTh MHOTO0Opas-
Hbl€ IIPUHIUIIBI U IIPUEMBI U3 IIPAKTUKU CUM(POHUUYECKOTO OPKECTPOBOTO MKUChMA
(IIpumep 6). ITockobKY BO BpeMsi OOBIYHOTO KOHIIEPTHOTO BBICTYIJIEHUS] MY3bI-
KaHTbl HAaXOJATCSA B CTATUUHOM ITOJIOKEHUH, KaK/las U3 TPYIII CIIocOOHA TOJTHO-
IIEHHO UCIIOJHATH OCHOBHBIE 5JIEMEHTHI OPKECTPOBOU (PAKTYPHhI, OTHAKO 3Ty 1E€JIb
CJIOKHO IOCTUYbh BO BpeMs ILIAll-KOHIePTA.

OcobeHHOCTH W TPAJUITUM KaHpa IUIAll-KOHIIEPTa TPeOYIOT cocpefoTode-
HUs UCIOJHUTEJIEN OT/IEJbHBIX 371eMeHTOB (haKTypbl (Meso/iusi, rTapMOHUYECKOe
COTIIPOBOK/IeHNE, KOHTPAIIYHKT U T.JI.) B OJIHOM MeCTe, YTO IIPUBOJIUT K Hapyle-
HUIO TPYIIIOBOTO MPUHITUIA 00beINHEHUS UHCTPYMEHTOB, HO TIO3BOJISIET TOOUTH-
cs1 cOaJIaHCUPOBAHHOTO 3BYYaHUsS OPKECTPa Ha OTKPHITOM BO3/yXe MM OOJIBIION
CIleHYeCcKoU Ioiagke. Kpome Toro, B0 BTOpou moJsioBuHe XX BeKa COCTaB My-
XOBOT'O OpKecTpa mpeTepIiesl 3HaUuTe/IbHble N3MeHeHUsA. Vcue3n ajbThl, BTOPOU
U TPETUU TeHOPa, KOPHETHI ObLIIU 3aMeHeHbI TpyOaMu, cakcOOHBI BbIZIETUINCH U3
COCTaBa JIePEBAHHON TPYIIIBI U MOJIYYUIU CTATYC CAMOCTOATEILHON OPKECTPOBOU
eIUHUIIBI — TTOZI00HbIE SIBJIEHUS TaK»Ke He YKJIa/IbIBAIOTCS B TPYIIIOBYIO CUCTEMY
OpraHu3aliu JyXO0BOr'0 OPKeCcTpa.

[Tpu TeccuTypHOM IIPUHITUIIE OO bETMHEHUS NHCTPYMEHTHI OPKECTPA IEJIATCS
Ha HECKOJIbKO APYCOB, KAK/JIbIM M3 KOTOPHIX 3aHUMAET OIPeJleJIEHHOE BBICOTHOE
TI0JIOXKEHHE B OPKECTPOBOU BepTUKaIu. [IpeobiiafaroniuM Mpu3HakoM ux oobeau-
HEHUSA CITYKUT yKe He TeMOp, a TECCUTYPa, a IMOJI APyCOM IMIOHUMAETCS «CJION OpKe-
CTPOBOU BEPTUKAJIU, OOBEUHSIIONTUN CXOTHbIE TI0 TECCUTYPE UHCTPYMEHTHI» [10,
c. 193]. Takoit cnocob M3/105KeHUsI, U3HAYAJIBHO ABJIABIIUNACSI IIPUOPUTETHBIM BO
BCEX CTPaHax, MO-MPeXXHeMY UCIOIb3yeTCs 3apy0esKHBIMU HHCTPYMEHTOBIITUKAMU
(IIpumep 7).

CoenuHsAsA WHCTPYMEHTHI OJIMHAKOBOU TECCUTYPbI, MOXKHO MOJy4aTh pas-
JINYHBIE TeMOPOBbIE COUETaHMs, a TaK)Ke CBOOOJHO NMPUMEHATH YHUCThIE TEMOPHI,
II0Ka3 KOTOPHIX UTPAET BA’KHYIO POJIb NP UHCTPYMEHTOBKE IIPOU3BEJIEHUN IIPO-
rpamMMbl IIaM-KOHIlepTa. BBesieHe TOJTHOM OPKECTPOBOU TPYIIIBI JA€T CMEIIaH-
HBIN TeMOP, /I MOJIyYeHUs] YUCTOTO HEOOXOUMO CIIENHATBLHO BBHIWIEHATh WU
00beTUHATD MOATPYIIIIBI TEX UJINM UHBIX POJICTBEHHBIX HHCTPYMEHTOB (HAIIpUMep,
KOPHETBI U TPYOBI): «...MCIIOJIb30BaHUE COJIbHBIX U aHCAMOJIEBBIX 3BYYHOCTEH <...>
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OIIpeEACIIAET IIPO3PAYHOCTD U KPAaCOYHOCTD, CBOGO6paSHy10 KaMEPHOCTb 3By4adHUA
OPKeCTpa, CHOCO6CTByeT YCHUJIEHNIO BBIPA3UTE/IbHBIX MY3bIKAJIbHBIX 06pa3013 u My-

3BbIKAJIPHOM TKAHU B IIeJIOM» [11, ¢. 13].
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IIpumep 6. H. UBanoB-PazikeBuu. YBepTiopa Ha TeMbl ieceH HapozoB CCCP.
®parmeHT U3 NAPTUTYPHI /IS JyXOBOTO OPKECTPa
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ITpumep 7. J1. AunepcoH Sleigh Ride (uacTpymeHTOBKA P. Besbe)

®parmeHT U3 NAPTUTYPHI JIJISA yXOBOTO OPKECTpa
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AHcaM0bJieBast TPAaKTOBKA OPKECTPOBBIX CPEJICTB IT03BOJISIET THOKO TPAKTOBATh
(QYHKIIMOHAIBHYIO IIPUHA/IJIE}KHOCTD MTO/TPYIIN, B TO BpeMsI KaK IPYIIIIOBOI ITPUH-
IIUII 3aKpeIUISET 3a Olpe/ie/IEHHBIMU HHCTPYMEHTaMu JIU00 MeJioindeckue pyHK-
1uu, 100 rapMmoHndeckue. Hepenko aTo mpeBpailaercss B cBoeoOpa3HOe KIIHUIIE
(mampumMep, akkoMITaHUpyIomasa GyHKIUA BaaTopH). CTpeMiieHHUEe MPUAATh Sp-
KOCTh 00IIleMy 3ByJaHHIO HEPEIKO BBI3BIBAET 3JI0YIIOTpPeOIeHrEe BEpXHUMU Peru-
CTpaMHu WHCTPYMEHTOB, KOTOPOE, B CJlydae IOA00HON apaHKUPOBKU ITPOrPaMMBbI
ITAI-KOHIIEPTa, IPUBOAUT K HEOIPaBIaHHOMY (POPCUPOBAHUIO OOIIET0 3ByUaHUS
opKecTpa.

CymiecTBeHHas1 0COOEHHOCTD ITPOCJIEIKUBAETCSA B TPAKTOBKE Psifila OPKECTPO-
BBIX MHCTPYMEHTOB. Tak, cTpeMJIeHre UCIO0JIb30BaTh KJIAPDHETHI B BEPXHEM peru-
CTpPe BO MHOTOM SIBJISIETCSI CJIEJICTBUEM T'PYIIIIOBON TPAKTOBKH OpKecTpa. Hampo-
TUB, YIIOTpeOJIeHNE TeX jKe WHCTPYMEHTOB B UX CPEJIHEN TECCUTYPE IO UYEPKUBAET
MCTOPUUYECKYIO ITPEEMCTBEHHOCTH C MMPAKTUKON 200-JIeTHEN JaBHOCTH: JI0 BBeJle-
HUS XPOMAaTUUECKUX MEIHBIX WHCTPYMEHTOB HUMEHHO KJIADHETHI B JTyXOBOM OpKe-
CTpe ObLTH OCHOBHBIMH MEJIONYECKUMU HHCTPyMeHTaMu. [ToaTBep:KeHne 3TOMY
MO’KHO HAWTH B KJIACCHYECKOM TPyze nmo uHcTpyMmeHToBKe I'. KacTtHepa. B riiaBe,
IIOCBSIIIEHHON JYXOBOMY OPKECTPY, OH IHIIET: «J[Jif MpaBUIBHOTO COEeTUHEHUS
BCeX MHCTPYMEHTOB U JIOCTHIKEHUS HY;KHOTO 3¢ ¢eKTa UCIOTHEHUS HeOOXO0TUMO
HICIIOJIb30BATh CTPYKTYPY CTPYHHOT'O KBapTeTa, B KOTOPOU KJIapHETHI KaK ObI 3aMe-
IAI0T CKPHUITKK, & TPOMOOH ¢ O(pUKJIENIOM, COOTBETCTBEHHO, BUOJIOHYEh U KOH-
Ttpabac» [12, p. 51].

Hapsty ¢ IpuBBIYHBIMU MapIIIEBBIMU, IPEUMYIIECTBEHHO y/IaPHBIMU, MY3bI-
KaJIbHBIMH WHCTPYMEHTaMH B IIOCJIEAHHE TObI BCE Yallle UCIIOJIb3YIOTCA Maplie-
BbI€ JIyXOBbI€e (BaJITOPHBI, OAPUTOHBI, TYOBI), CIIEIIUATILHO ITpeIHAa3HAYEHHBIE IS
UTPHl BO BpeMs JBHKEeHUs. byiaromaps CBOMM KOHCTPYKTHUBHBIM OCOOEHHOCTSM
OHU CITOCOOCTBYIOT HamboJIee IJIOTHOMY U cOQJITaHCHPOBAHHOMY 3BYYaHUIO OPKe-
crpa. VIx 0coOeHHOCTh 3aKJIF0YaeTcss B TOM, UYTO PACTPyObl IepeMeIleHbl BIIEPe/I,
a He 1o/, (Ha/1) TJIEYOM MCIIOJTHUTEJISI, U COOTBETCTBEHHO 3BYK HAIIPaBJIEH B CTOPO-
HY €ro JIBUKEeHUS.

OTaesibHO ciIe/lyeT OCTAaHOBUTHLCSA HA MCIIOJIB30BAHUU B ILIAI-KOHIIEPTE Ha-
POJHBIX UHCTPYMEHTOB, KOTOPbIE 100aBJISIIOT OPKECTPOBOU (aKType 0cobyio Kpa-
COYHOCTh W ITOJYEPKHUBAIOT TEMATHUYECKYI0 HAIIPABJIEHHOCTb BBICTYILIEHUS. DTO
MOTYT OBITh OastHbI, Oasajaiiky, POXKKH, BOJIBIHKH C MapIleBbIMH OapabaHaMu
u T.1. 11X BBeZleHre B J[yXOBOH OPKECTP IO/IUePKUBAET HAI[MOHAJIBbHOE CBOeoOpa-
3re 3BydyaHusA®. TpaKTOBKA OPKECTPOBBIX CPEJICTB IIPU 3TOM HAXOJUTCS B MOJTHOMU
3aBHCHUMOCTH OT CIIeliu(pUKH HApOJHOTO MHCTPYMEHTA.

B Hacrosimee BpeMs, IPU HAJTUUHUHU IITUPOKUX 3BYKOTEXHHYECKUX BO3MOXKHO-
CTeH, JIOCTaTOYHO YacTO HAOJIIOAIOTCA ITOIBITKU ITPUMEHEHUs B IUIaIl-KOHIIEPTE

6 B mnarn-koHuneprte «Pycckas parnconusi» (2003 roz, asrop M. IO. ITomoB), HanpuMep, ObLTH UCIOJTHEHBI
Bapuanuu Ha TeMy pyccKou HapojHou mecHUu «KammHka» ajisa 6ananaiiku ¢ OPKECTPOM KOMITO3UTOPA
B. H. T'oponoBckoii.
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BJIEKTPUYECKUX MY3bIKaJIbHBIX HTHCTPYMEHTOB. [Ip1 5TOM BOBHUKAIOT JIBE ITPOOJIEMBI
— BHYTPEHHsIs, 3aTPAruBaloOIUi HEITOCPEJCTBEHHO My3bIKaHTOB OPKECTPA, U BHEIII-
Hsisl, CBAI3aHHAsI ¢ BOCIIPUATHEM CJIyIIaTesiel. 3BYK U3 aKyCTUUYECKUX CHCTEM, HaXO-
JIATIUXCSA, KaK MMPaBUJIO, HA y/IaJIEeHUU OT OPKECTPa, IOXOAUT 10 MY3bIKAHTOB C He-
KOTOPOH 3a7iepkKkoii. Kpome Toro, cieryeT yauThIBaTh, YTO OH HAIIpaBJjIeH B IIEPBYIO
ouepeb Ha MyOJIUKY, ITO3TOMY BO3BpAIllaeTCs K My3bIKaHTaAM YK€ OTPa’KEHHBIN OT
OKPY>KaIoIUX 3/IaHUH, COOPYKeHUH U T.Jl. VIcIiosib30BaHue CrelualbHbIX HAayIITHU-
KOB JIJIs1 TOYHOT'O BOCITPOM3BEIEHUS NCXOHOTO 3ByUYaHUS U KOOP/IMHAITUY CUHXPOH-
HOT'O MCITOJTHEHUSI OPKECTPOBBIX MAPTUH, PA3IUUHBIX PAUOCUCTEM, U JlasKe IOoCcTa-
HOBKHM MY3BIKAQHTOB C 3JIEKTPUYECKUMU MY3bIKQ&JIBHBIMU MHCTPYMEHTAMU B CTPOU
OpKecTpa CyIIeCTBEHHbBIX Pe3yJIbTaTOB, KaK ITPABUJIO, HE IPUHOCAT; HAIIPOTUB TaKue
BKCIIEPUMEHTHI BJIEKYT 32 COOOMU MOSIBJIEHUE MHOKECTBA JIPYTUX ITPOOJIEM.

OpHa U3 HUX, B YACTHOCTH, CBsI3aHA C T€M, YTO IIPU IlepeMelleHUsIX OpKe-
CTpa U3MeHseTCs He TOJIbKO BpeMs 3a/IeP’KKH 3ByKa, HO U OasiaHc TpoMKocTH. Ee
pelleHue AOCTaBJIsET MHOXKECTBO XJIOIIOT 3ByKOpeEXKHCccepaM U, caMoe TJIaBHOE,
JleJ1aeT BBICTYIJIEHNE KOJIJIEKTUBA C UCIIOJIb30BAHUEM 3JIEKTPUUECKUX MY3bIKAJIb-
HBIX HHCTPYMEHTOB MaJIOMOOMJIbHBIM, OTPAHUYNBasi BO3MOXKHOCTb IIpeJicTaBJie-
HUS [IPOTPaMMBbl MIPU JIOOBIX TEXHUYECKUX YCIOBUAX U HA JIOOOW KOHIIEPTHOU
iommaake. Mcxonsa U3 3TOro OU4eBHHO, YTO MPU UHCTPYMEHTOBKE ITPOU3BeEJIE-
HUU U1 TJIal-KOHIlEpTa cjle/lyeT BechMa OCTOPOKHO HCIOJIb30BaTh, & B HEKO-
TOPBIX CIIyYasxX BOOOIIe OTKA3aThCsA OT BKJIIOUEHUS 3JIEKTPOHHBIX UHCTPYMEHTOB

B IIAPTUTYPY.
Pe3srome

AHanu3 My3bIKQJIBHOTO MaTepuasa, UCI0JIb3yeMOTO B IJIAI-KOHIEPTAX, MO-
3BOJIWJI BBISIBUTD OOIIME U YACTHbIE YePThI HHCTPYMEHTOBKY, ITPOSBUBIITUECS B JTy-
XOBOH MY3bIKe, U cC(POPMYIUPOBATH HEKOTOPhIE 3aKOHOMEPHOCTH B UCIIOJIb30BAHUU
OPKECTPOBBIX cpe/icTB. [I0CKOIbKY HHCTPYMEHTOBKA ITPOU3BEIEHUH TITAIl-KOHIIED-
Ta JI0JKHA 00ecreyrnBaTh CO3/JaHNe SIPKOTO U IUIOTHOTO 3ByYaHUs OpKecTpa C Uc-
II0JIb30BAHUEM BCETO MHCTPYMEHTAJILHOTO COCTaBa, BHIPAOOTAJIUCH OITpeieJIEHHbIE
IIpUEeMbl U MPUHIIUITHI, HATIPaBJIeHHbIE HA MAaKCUMAaJIbHO cOaJITaHCUPOBAaHHOE 3BY-
yaHUe OpKecTpa:

. nybsimpoBaHue MesIoiuu (IT0JTHOE WJIM YaCTUUYHOE OKTaBHOE y/IBOe-
HUe), TpeobJiaZlaHre YHUCOHA HaJl aHCAaMOJIEBBIM U3JI0KEHUEM;
. npeobJiaflanue puTMudeckon gurypamuu (Impu BceM MHOTrooOpa-

3UM BapUAHTOB U3JIOKEHUs), HEe Oojiee JIByX 371IeMEHTOB KOMOWMHUPO-
BAHHOTO COITPOBOK/EHUS;

. HCIOJIb30BaHNE KOHTPAIMYHKTA KaK CaMOTO PaCIPOCTPAHEHHOTO U
3¢ deKTUBHOTO MpreMa MeJIoINYecKoro oboraiieHus QGaKkTyphl;

. OTpaHUYEeHHOE yIIOTpeOIeHUsI MHOTO3JIEMEHTHOU (haKTyphl;

. npuMeHeHne HauboJjiee yZO0OHBIX AUANA30HOB OPKECTPOBBIX HH-
CTPYMEHTOB;
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. OTXO/T OT I'PYIIIIOBOTO MIPUHITUIIA U3JI0KEHHUs OPKECTPOBBIX CPEJICTB
B I10JIb3Y aHCaMOJIEBOTO;
. paciiipeHre OPKeCTPOBOM MAJIUTPhI 3a CUET HCIIOJIb30BaHUS Ha-

POAHBIX MY3bIKAJIbHBIX HTHCTPYMEHTOB.
Takou IMoAXoaQ K MHCTPYMEHTOBKE IIO3BOJIUT MAKCHUMAaJIbHO PACKPBITH aBTOP-
CKUH TBOp‘—IeCKI/Iﬁ 3aMbICEJI IIPOT'PAaMMBbI IJIAll-KOHIEPTA B OKaXKET ITOJIOKHUTEIIb-
HO€ BJIMAHHNE Ha €TI0 JUHAMUYHOE pPa3BUTHE.
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