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Huna Pasanosa

I1.b. Paszanos
u b.B. Acagves:

U3 UCMopuU 00HO
KONZIEKMUBHOU pabombi

Cmamps noceAueHa npakmuvecku Heussecmuomy gaxmy ucmo-
puu omevecmeeHHoll MY3bIKATLHOTI Neddzo2uku — HeOnyONUKOBaH-
HOTI XPecmoMamuy no convbPedruo, cocmasnienHol HenocpedcmeeH-
HOIMU  YUACHHUKAMU  Pepopmbl  KOHCEPBAMOPCKO20 06pa308aHust
8 1920-x 200ax, epynnoii MOLOOIX NEHUHZPAOCKUX MY3bIKAHIMOE HOO
pyxosodcmeom b. B. Acavesa. Ha ocHose mamepuanos nuuHozo ap-
xuea I1.B. Psizanoea 6 cmamve ONucbi8aemcsi Agmopckuii Kosex-
mue, cmpykmypa u codepicaue Xpecmomamuy, OUeHU8Aemcs 3Have-
Hue Imoil pabompl 8 KoHmeKxcme PAOUKANLHOL nepecmpoiiku o6pa-
308aHUST, 4 MAKHE PACKPLIBAIOMCS HOBble 00CMOSMENbCMEa HANUCA-
HUS U HA3HAYeHUe makux pabom Acagvesa xax «ObocHosanue pyc-
CKOUL My3bIKATIbHOU UHMOHAYUU» U «Peuesas unmonayus». Ommeua-
emcs 0coboe 3HaueHue pabompt HAO xpecmomamueii 075 Psizanosa kax
cozdamens Kypcos «Menoduxu», «OcHO8 B0KANLHOL KOMNOZULUU».

Kimouesble cnosa: B. B. Acagpves, I1. B. Pszanos, Jlenunepadckas KoHcep8amopus,
obpasosatue, pedpopma, convdedincuo.

B naHHOJ cTaTbe pedb IOMIET O HEOMYOIMKOBAaHHOM XPeCTOMATUM IO COJIb-
(demxuo, KO/UIeKTHBHAs paboTa HaJi KOTOPOJl aKTUBHO Belach B JIeHMHrpaj-
CKOIt KoHcepBaTOpUM B 1920-€ rofpl. Kak M3BeCTHO, 3TU TOIbI XapaKTePU3YIOT-
sl pafiiKa/IbHO IIepeCcTPOIKOI My3bIKaJIbHOTO 00pa3oBaHusA Y, B YaCTHOCTH,
KOMIIO3UTOPCKOTO, CO3IaHMEM MY3BIKOBEIYECKOTO (Hay4HO-MY3BIKaJIbHOTIO)
otnenennsa. Pedopma ocymecTBIsIach IpymIoil MOJIOAbIX My3bIKaHTOB, B KO-
topyio Bxomwmu b.B. Acadppes, B.B. Illep6aués, 10. H. Tromus, X.C. Kymna-
pés u I1.B5. Pasanos. B nponecce pedopM MeHAMNMCH IPOrpaMMBl, BBOAWMINCH
COBEpLICHHO HOBbIe KYPChI, pa3pabaTbIBamich HOBble y4eOHble mocobus. ITo-
MIJMO IIepefie/IK/ Y4eOHOro IIaHa Ha KOMIIO3UTOPCKOM OTHeTIeHUM (B CBSI3U



Anekcanppa Kynemosa

/Kanpwvl Hemeyxot
UePKOBHOU MY3bIKU:

01 e8aH2eNIbCKUX KOMNOSULUTE
XVI sexa do madpueanvHoli
kanmamol Hayana XVIII eexa

B cmamve npedcmasnen 0630p ucmopuy panHux JHaupos Hemeukoi
UepKOBHOTL MY3blKU, UX IB0NIIOUUT PACCMAMPUBACINCH 8 CB53U CO CMa-
HOB7IeHUeM JIIOMEPAHCKOLE UMypeuteckoli npakmuky, HAUUOHAb-
HBIX MY3bIKAZIbHO-NOIMUYECKUX MPAOUUULL, 00UUMU USMEHEHUIMU
MY3bIKANIbHO20 CUJIAL, U 603PACAIOUAUM UHIMEPECcoM K UMANbAHCKOL
mysvike. C6edeHUsT 0 PasHO0OPAZHLIX HAHPOBBIX POPMAX CUCTEMAMU-
3UpP0oBAHDL, BblOeNIEHbL HECKOMILKO Mooerieli CO Cneuuduueckumu npuH-
yunamu opzavusayuu. Beicmpausaemcs ucmopuveckas nepcnekmu-
84 8 PA3BUMUL IMUX HAHPOB, NOOUEPKUBAEMCS UX HE3ABUCUMOCID
OM UMANLIHCKUX HAHPOB KAHMAMbL U 0pamopuu 6nnomy 00 HA4d-
na XVIII sexa.

KimoueBble croBa: 6apokko, HeMeuKas UepKoBHAs My3vikad, actus Musicus, naccuom,
apus, xopan, kaumama, Hotimaiicmep.

Hemenkne 1epkoBHBIE «KaHTAaTHO-OpaTOpuanbHble» counmHeHMA XVII Beka
TPaAUIVIOHHO OL|eHUBAIOTCA Yepes IPYU3MY IIPeACTaBIeHNII O Ooee IO3IHIX
COBepILEeHHbIX BOIUIOLIEHUAX >KaHpa. BolMbHO MM HEBOBHO MBI CpaBHUBA-
eM ux ¢ KaHtatamu u naccuonamu V. C. baxa, c oparopusamu I. ©. Ienpens.
Mexpy TeM, U3ydeHNe UCTOPUM PaHHUX >KaHPOBBIX (POPM He TOJIBKO ITIOMO-
raeT OLCHUTb MX CIeUM(UKY, HO U YITyOnsdeT MMOHMMaHNUe BHYTPEHHUX 3a-
KOHOMEPHOCTeN! 60/ee O3IHUX LIeieBPOB, POOBbIC KOPHM KOTOPBIX YXOIAT
B Ipouuioe. B maHHOI cTaTbe (paKTONOIMYecKas OCHOBA ONMUPAECTCS IIpeu-
MylecTBeHHO Ha sHuuknonegun The New Grove Dictionary of Music and
Musicians u Die Musik in Geschichte und Gegenwart. Indopmanus cucre-
MaTV3MpOBaHa U BHICTPOEHA B ICTOPUYECKYIO NepcreKTuBy. HeobxopumocTs



Anappac Mlymmma

Myswvixa

U ee 3Ha4eHue 8 numepamype
(Ha npumepe pacckasa
Tomaca Manna «Tpucman»)

Bsaumocesiso mysviku u aumepamypot wupoxko o6cyxdanacy Ha npo-
msoicenuu XX eexa, uccnedosamenu nvimanucy Onpedeiunms 603MOxK-
Hocmu ux e3aumodeticmeust. B 0anmoil pabome st paccmompio anasno-
2uu Men0y My3vikoll u numepamypoti Ha npumepe pacckaza Tomaca
Manna «Tpucmany. IIpouno ycmaHo8UBUASCT KIACCUPUKAUUS 8 UC-
C71e008aHUSIX MAK020 poda He ecezda npumenuma 6 ciyuae Tomaca
Manna, xomopuiii 3ampazusaem WUPOKUil cneKmp CesA3aHHbBIX C My-
3bIKOTI NPOOTIEM — MAKUX, KAK HAUUOHATUSM UMY CYOBEKMUBHOCTD.
Hannoe uccnedosarue onuUpaemcst Ha cucmemy cmpyKmypHoti cemuo-
muxu A.IO. Ipetimaca. IIpu nomMousu ceMuomuueckoz0 ananu3a s no-
NBIMAIOCL OOHAPYH UMb YHUBEPCATIbHDIE OUAEKMUYECKUe CIPYKMY-
pulL 8 numepamype u my3svike, 4 makxxe 6 AMOUBATIEHMHOM OMHOUIE-
Huu Tomaca Manna K my3vike, KOMOPYI0 OH BOCHPUHUMAT, C 0OHOLL
CMOPOHDL, KAK NO3UMUBHOEe NPOse/ieHue NOOTUHHOL 0YXOBHOCMU,
a ¢ 0pyeotl cmopoHvL — KAk vipadceHue dyx08H020 dekadaHca.

KimoueBble CroBa: my3vika, numepammypa, my3vikosedeHue, KOMNAPAMUBUCINCKUE
uccneoosanus, Tomac Mann, cemuomuxa, Happamus.

Pasnuynble MHEHNUA 1O IOBOAY B3aMOOTHOLIEHWI MY3BIKM M JTUTEPATYpPhI
MOYXHO IIPOCTIEIUTD IIOYTH Ha BCEM IIPOTSKEHUY VICTOPUM 3aIIaJHON 3CTeTH-
k1. XOTS VX UCTOPYSI YXOAUT KOPHAMMU B aHTUYHOCTD, 0c000€e 3HaUCHUE OHU
nonyyunu B XIX Beke, BO BpeMsA pacliBeTa pOMaHTM3Ma B MICKycCTBe. B rere-
JIEBCKOI MepapXM NCKYCCTB MY3bIKa YCTYIIAeT INIIb 11033uM. [1o MHeHMI0 po-
MaHTVKOB, OyAy4uy caMbIM a0CTPaKTHBIM 13 BCEX ICKYCCTB, My3bIKa CIIOCOOHA
BBIPAa3UTb HEUTO BBICIIEE, YeM OOBbIJIeHHasl pealbHOCTb, HEUTO HEBBIPA3MIMOE,
He4To Oojee ONMM3KOe K CYLIHOCTM Belleil —To, 4TO HeMelKue (Guaocodbl-



Koncrantus Yunrenp

Dopezeep.
Onepa. Xapvkos

Ilepsyto pycckoasviunyio nybnukauuio manugecrma Huxonas Dopee-
eepa «Onepa», onyonuK0BanHoz0 6 YKPAUHCKOM A8AH2AHOHOM HYp-
nane «Hoga eenepayis» 6 1929 200y, npedsapsiiom 6cmynumenvHas
cmamos u kommenmapuu Koncmanmuna Yuumens. B cmamve npo-
cnexcusaemcs kapvepa Qopezzepa— meampanvHozo pexcuccepa u xo-
peozpagpa, npuHecuieeo 6 paHHecosemcKuli asaHeapoHvlli meamp
NPUHUUNDL  eBPONELICK020 MIO3UK-XOIAA, onepemmul, 6ydPHoHavt
u nnowaonoeo meampa. Ocob6oe mecrmo yOensemca nocrmaHoexe one-
pot Maxca Bpanda «Mawunucm Xonxumc» 6 Xapvkosckom meampe
onepot u 6anema (1931). B manugecme Dopezzep npusvisaem k 3amene
ycmapesuiux KoOHeeHyuti onepHoti pexcuccypot («kpacusocmeti»), yka-
3b18aeN HA CUHMEMUYECKYI0 NPUPOOY HAHPA U BANHYI0 POTb MAH-
Ua u 0BUNEHUA, U 8 Kauecmee aA/bMePHAMUEbL Npednazaerm Haup
0NnepHO-0anemHo20 3penuua.

Kiouessie cnosa: Hukonaii @opezeep, Anvoan Bepe, Makc Bpand, Macmgop, co-
semcKuli asaneapd, yKPAUHCKuULl meamp, onepHas pexcuccypa, dopmanusm, Zeitoper.

B TBOpYecTBe baneTMelicTepa, pexxuccepa U TeaTpanbHoro myomnycra Hu-
konas Muxaitnosnya @operrepa (pon IpeiipenTypha, 1892-1939) onepHomy
TeaTpy HMpUHAIIXNUT ocoboe Mecto. C opHOI cTopoHbl, Poperrep 3aHsICA
OIepoli II0 HeOOXOAVIMOCTY, OHa ObUIa (OPMOIL ero BBIHYX/ICHHON BHYTpeH-
Helt smurpanun. C gpyroii — cnmuimkoM MHoroe Poperrep cienan B OIEPHOM
TeaTpe, YTOOBI 9Ta cepa ero MHOTOCTOPOHHEN JIeATEIbHOCTY OCTaBajIach
MaJIOU3y4EHHOI.

IOpuct no o6pasosanuto, Poperrep B MOIOJOCTH YBIEKCS AeMOKpaTuyie-
ckyMu (opMaMy eBPOIIEIICKOTO TeaTpa CpefHeBeKoBbs, Bospoxaenns u 6a-
POKKO: KOMexnyell Jienb apre, ¢apcamu, sipMapouHbiMu Oypdonamu. Yexas
u3 pogHoro Kuesa B Mocksy, B 1916-1918 rogax 6bi1 akTepoMm Kameproro
TeaTpa U TeaTpa-kabape «Kpusoe sepkano». B 1918 ropy cran pexuccepom
OPTaHM30BAaHHOTO UM caMyM «TeaTpa 4eTbIpex Macok». B 1920-M BosrmaBun
Macrepckyio ®operrepa (Macrdop).



Abstracts

Nina Ryazanova

A collaboration between P. B. Ryazanov and B. V. Asafyev

Thearticle investigates the work, in the 1920s, of a group of young Leningrad musicians directed
by B.V. Asafyevonabook of solfeggio, which remained unpublished. In her investigation Nina
Ryazanova makes extensive use of sources from P.B. Ryazanov’s archive.

Keywords: P.B. Ryazanov, B. V. Asafyev, the reform of higher music education, solfeggio.

Alexandra Kuleshova

The history of genres of German church music from the 16th-century
Gospel compositions to the early 18th-century madrigal cantata

Alexandra Kuleshova gives an overview of early genres of German church music and traces
their change caused by the Lutheran liturgy, local musical and poetic traditions, the general
change in musical style, and the increasing interest in Italian music. A. Kuleshova argues that
the influence of Italian genres did not begin until the early 19" century.

Keywords: baroque, German church music, actus musicus, passion, aria, chorale, cantata,
Erdmann Neumeister.

Edvardas Sumila

The influence of music on literature demonstrated
by the example of the novella Tristan by Thomas Mann

Since the beginning of the 20" century, scholars have attempted to establish the character
of the relations between music and literature. Edvardas Sumila investigates the similarity
between literary text and music in Thomas Mann’s work, in his novella Tristan in particular.
The traditional classification, commonly adopted by other scholars, proves not readily applicable
to Thomas Mann as it fails to include his nationalism and subjectivism.

This research, based on Algirdas Julien Greimas’s structural semiotics, has identified universal
dialectical patterns in literary texts and music as well as in Thomas Mann’s ambivalent approach
to music, considered by him as a manifestation of both true spirituality and spiritual decadence.

Keywords: music, literature, musicology, comparative studies, Thomas Mann, semiotics, narration.
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Konstantin Uchitel

Foregger. Opera. Kharkiv

The first Russian publication of Nikolai Foregger's manifesto Opera, originally published in the
Ukranian avant-garde journal New Generation in 1929, is accompanied by Konstantin Uchi-
tel's introductory article and commentary. The article traces the career of the theater director
and choreographer Foregger, an adept of formalist aesthetics, who introduced the principles
of European music-hall, operetta and slapstick comedy to the early Soviet avant-garde theater.
The overview focuses on the circumstances of Foregger's staging of Max Brand's opera Maschinist
Hopkins in Kharkiv Opera and Ballet Theater (1931), against the backdrop of the political

“purges,” and changes in the director's aesthetic approach, at least partly forced by the political
change. In his manifesto Foregger urged to reject the outdated conventions of opera staging,
pointed out the synthetic nature of the opera genre and the importance of dance and move-
ment, and proposed an alternative genre of opera-ballet spectacle.

Keywords: Foregger, Alban Berg, Max Brand, Mastfor, Soviet avant-garde, Ukranian avant-garde
theater, opera staging, formalism, Zeitoper.



