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"KYJbTYPOTBOPUECKHAMN CUHTE3"
B PEAJIMAX MY3bIKAJIBHOI'O UHCKYCCTBA PYBEXA XIX-XX BEKOB
(Ha npumepe xopoBbIx npousBeaenuii C. Taneepa)

B cratee wmccnenmyercs mpoOieMa HMHTETPHPOBaHHS, CHHTE3a Pa3HOCTHIEBBIX HCTOYHHMKOB, pa3HOOOpasue
(bopM B3auMOAEHCTBUSI CTUIIEBBIX TEHICHIMI B XOpoBoM nukie "J/IBeHaanaTs XxopoB a cappella myist cMemaHHbIX T0J10-
coB" op. 27 Ha cnoBa S1. [IoJOHCKOTr0 ¢ TOUKM 3peHHs] COXPAHEHUS U IEPEOCMBICTICHNS TPAIULIUi, CTUIIEBOIO CHHTE3A.

JleranbHoe H3yueHHE CPENICTB MY3bIKAILHOW BBIPA3UTEILHOCTH BBISIBIIIO MONMH(OHUYHOCTH MbiuieHus C. Ta-
HeeBa. Ero mMacuitaOHBIN XOpOBOW IIMKJ CTaj 00pa3loM B3aWMOAEHCTBUS PAa3HBIX CTHJIEBBIX TEHICHIMH B UCKYCCTBE,
TOKa3aJl CBSI3b JI0X, OIPEENTUB HETOCTHOCTh CTHIISI KOMIIO3UTOPA.

Kniouesvle cnoea: KynbTypOTBOPUECKHH CHHTE3, pyOEKHOCTh CTOJIETHH, KYJIbTYpHAasl TPaJWIMS, MY3bIKallb-
HBIM UHJUBUAYATbHBINA CTUIIb.

Illseuv Hamanis Onekcanopisna, Kanouoam MUCIEYMBO3HABCMEA, 6.0. 00YeHma Kaghedpu meopii ma
icmopii kynemypu Hayionansnoi mysuunoi akademii Yepainu im. I1.1. Yaiikoecokozo

"KyabrypoTBopumnii cuHTe3'" y peajisix mMy3uyHoro mucrenrsa Ha pyoOexi XIX-XX croaite (Ha
npukJjaaai xoposux TeopiB C. Taneea)

B craTTi mocnimpkyeThes mpodiaeMa iHTerpyBaHHs, CHHTE3Y Pi3HOCTHIBOBHX DKEPEI, pO3MaiToCTi (opM B3ae-
MOJIi1 CTHJILOBUX TEHJEHIIN y XOpoBoMY MK "J[BaHaaIsITh X0piB a cappella mis 3Mimanux ronocis" op. 27 Ha cioBa
S1. TIonOHCHKOTO 3 TOYKH 30py 30epeKEHHS 1 IEPEOCMUCIICHHS TPAMLIiH, CTUIIHOBOTO CHHTE3Y.

JletanbHe BUBUGHHS 3aCO0IB MY3MUYHOI BHPA3HOCTI BHSABMIO momiponiumicts mucnenns C. Tameepa. Voro
MacITaOHUI XOpOBHH UK CTaB 3pa3KOM NEPETHUHY PI3HUX CTHIHOBUX TEHAEHIIN y MUCTEITBI, TIOKa3aB 3B'SI30K €I10X,
BH3HAYMBIIH IUTICHICTH CTUJIFO KOMIIO3UTOpA.

Kmouoei cnoea: KymsTypOTBOPUMIA CHHTE3, PYODKHICT CTOMITh, KyJIbTYPHA TPAIHILILS, MY3HIHFH 1HIUBI Ty TbHUIN CTHITb.

Shvets Natalia, PhD in Arts, associate professor of the theory and cultural history chair, P.Tchaikovsky Na-
tional Music Academy of Ukraine

"Culture and creativity synthesis' in music art realities at the turn of XIX — XX centuries (based on the
examples of choir compositions by S. Tanieyev)

The problem of integration, synthesis of multistyle sources, variety of ways of style trends reciprocity in choir
cycle "Twelve choires a cappella for mixed chorus" or. 27, words written by Y. Polonsky, from the point of view of
preservation and rethinking of traditions and style synthesis is investigated in the article.
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The trend of style synthesis, assimilation of models of previous epochs brightly shown in S. Tanieyev’s crea-
tive activity, whose potentioal was shaped and carried out during the period from the late XIX — early XX centuries,
explicitly stands out as one of the leading trends in pluralism of styles defined by the turn of centuries, in complicated
mixture of various style orientations (search of the new, separation from traditional systems, and, at the same time,
strive for balance, compensation, preservation of progressive development of art).

The aim of the article is to find out variaty of ways style trends reciprocity, style synthesis effectiveness in the
author's compositions as the expression of important style processes of the given period.

Being a representative of musical romantism in historical sense, S. Tanieyev, at the same time, apealled to
models deeply intellectual in music art: Renaissance, barocco, classicism.

The search of something new together with assimmilation and rethinking of traditions appeared in several as-
pects of S. Tanieyev's activity.

The key point of S. Tanieyev's spiritual world and supreme tradition turned out to be philosophy. There is a
resonation with Bach concepts of creative acivity, with the problematics of classicism as well as with ethic essence of
the Russian religious philosophy of the Silver Age in his reference to masisve philosophic and ethic problems, in under-
standing the need in constant pursuit of ethical perfection, of the themes of complexity and counterpoint of the world,
which means the unity of polar and, at the same time, cooperating beginnings of "life — death".

Connection with barocco tradition possesses a special place in S. Tanieyev's heritage of chorus compositions.
Russian chorus music owes to the author's creation of mastery and extraordinary compositions in different genres — op-
era chorus, cantatas, certain chorus a cappella, massive chorus.

A very important place in composer's activity, in his theoretical concept, is devoted to polyphony — a signifi-
cant achievement of the Renaissance and barocco.

The author’s relying on rhetoric resonates with both barocco traditions and symbolist poetics of the late XIX —
early XX centuries. Using music and rhetoric shapes, generalization, conventionalism, whose "eternal meaning" gives
them the meaninf of an emblem, symbol of certain notiions, the compose tried to "decode", "interpret" the deep sense of
poetic content, fill a note text with spiritual programme.

Textual and compositional structure of Tanieyev's choires are rather difficult, and can be revealed only to those
listeners, who are aware of barocco music lexis.

The motive of chross — a symbol of chross agony — is emphasized among the most significant ones. It is this
very shape which ties chorus cycle on Y. Polonsky's words. Austerity, ascetism, concentration of the motive resonates
with the content of the text in those its parts where this music symbol is introduced. Rhetoric sign is included into ex-
tremely important, philosophically significant in dramatic sense moment of the cycle.

A drawing of a circle (circulatio — turning around) became one of the most intensive and meaningful signs in S.
Tanieyev's choires. It is associated with the idea of eternity, incredible beauty and verity in barocco music.

In intonation dramatism of choires there can be found other music and rhetoric shapes as well, which are im-
portant for the dramatism of the whole.

Thus, rhetoric shape anabasis, which denotes the symbol of resurrection in barocco music, appeares mostly in
choires apealling to reveal lyrical beginning. Catabasis (a symbol of dying, a sign of sorrow, "putting into coffin" on
barocco music) can be seen in the cycle of choires where there is a tense and dramatic beginning.

Such rhetoric shapes as passus duriusculus, saltus duriusculus are applied to express mourning, suffering. Due to
their fixed and stable semantics these music shapes were turned into "signs", emblems of certain feelings and concepts.

Detailed study of means of music expression revealed polyphonism of S. Tanieyev's thinking. His massive
chorus cycle became the ideal of reciprocity of different style trends in art, showing the ties between epochs, defining
integrity of composer's style.

Key words: culture and creativity synthesis, turn of centuries, cultural tradition, individual music style.

B ctuneBom 1uttopanusme, onpeaensieMoM pyOeKHOCTHIO BpEMEHH, B CIIOKHOM CIUICTCHUH Pa3iiny-
HBIX CTHJIEBBIX OPHEHTAIMi (IIOMCK HOBOTO, OTMEXKEBaHHE OT TPAJAULMOHHBIX CHUCTEM H, OJHOBPEMEHHO,
CTpeMJIeHHE K ypaBHOBEUIMBAHUIO, KOMIIEHCAIIMH, COXPAaHEHHUIO MOCTYIMATENbHOTO Pa3BUTHS MCKYCCTBA)
penbedHO BBIIENSETCS, KaK OHA M3 BEIYIINX, TCHACHIIUS CTHIIEBOTO CHHTE3a, ACCUMHJISIIIUM CTUIIEBBIX MO-
JieTiel IPeIIEeCTBYIOMINX 310X, OCOOCHHO SIPKO MposiBuBIIasicss B TBopuectBe C. TaHeeBa, MOTEHIIUAT KOTO-
poro GopMUpPOBAJICS U PeaTH30BaJICs B YCIOBUsAX KoHIa XIX — Havana XX cToneTui.

Lenb craTthi — 00HAPYXHUTH pazHOOOpasue GopM B3aMMOJICHCTBUS CTUJIEBBIX TCHCHIINH, pe3yibTa-
THBHOCTH CTHJIEBOI'O CHHTE3a B MPOU3BEIACHUSIX KOMITO3UTOPA KaK BBIPAKEHHUS BaKHEHIINX CTHJIEBBIX IPO-
LIECCOB 3TOr0 MEPUOJIA.

NzBectho, C. TaHeeB BOWIEN B UCTOPHUIO MY3BIKH HE TONBKO KaK KOMIIO3UTOp, MENAror, MHaHUCT,
TMPMKED, YIEHBIN, HO M KaK KPYITHEHIIINI My3bIKaIbHO-00IIECTBEHHBIN JACSTEb, My3bIKAHT-MBICIIATENb.

SBnsisace, kak mucan o HéM M. Muxaiinos, "<...> oIHUM U3 BRIJAIOMINXCS MIPEICTABUTEICH pOMaHTHYC-
CKOM "?1oxanbpHON" CTHIIEBON cHCTeMBI Ha 3aBepiatorieM e€ atame” [8, 235], C. TaneeB oqHOBpEMEHHO arie-
JIMPOBAI K MOJIEISIM, KOTOpPBIE B MY3bIKaJIbHOM UCKYCCTBE CIOKHUITICH KaK TITyOOKO WHTEIUICKTyaIbHBIE: peHec-
caHc, 0apokko, Knacchiu3M. OH CTOSIT y ICTOKOB XapaKTEPHOH ISl cepeOpsIHOro BeKa TCHICHIIMK CO3HATENLHOM
PETPOCTIEKINH, OBUT OTHOM M3 OCHOBHBIX (DUTYp TepBOi BOJHBI ("KIIACCHIIN3ALINN B PAMKaX POMaHTHUYECKOH 3C-
terukn" [6, 83], popMupoBaHUS HOBOrO MY3bIKAITLHOTO KIJIACCUIIM3MA.
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MHOKeCTBEHHBIE CTUIICBBIC UCTOKH — MOJIM(OHUIHOCTD SMTOXH 0apOKKO, 0aXOBCKHA MPUHIHIT "SI0
— pa3BépThiBaHKE", MOTHBHAS WHIMBHIyaIHM3UPOBAHHOCTh, AKTHBHOE WCIIOJIL30BAaHHEC UMHTAIHMA, CTPETT,
oOpalieHuii TeM, 4E€TKasi OnpeneEHHOCTh KOJMYECTBEHHOTO COCTaBa TOJIOCOB, MCIOIb30BAHUE (PAKTYPHOTO
KOHTPACTUPOBAHUS TYTTHHHBIX M aHCaMOIICBBIX Pa3J/IeliOB, aKKOPJOBBIX U MMHTAIIMOHHBIX OJIOKOB; HJEs
KJIACCHYECKOW YPaBHOBEUICHHOCTH W (DYHKIIMOHAIBHON CHAasHHOCTH, KOMITO3HIIMOHHAS JIOTHKA IIEJOT0; Po-
MaHTHAYeCKasi LeNeyCTPEeMIEHHOCTh, CBOOO/IA MENOJAMYECKOTO BBICKA3BIBAHHMS, DKCIPECCHBHAS HACHIIICH-
HOCTh TAPMOHHWH, BApUALIMOHHOE MPOpACTaHue — IEMEHTUPYIOT TaHeeBCKUi cTuib. "He Hamo 3a0bIBaTh, —
Mrcana KOMIIO3UTOP, — YTO B MOMEHTHI TBOPUECTBA YEJIOBEUECKUIT MO3T HE CO3/aET HEYTO COBEPIIEHHO HO-
BOE, a TOJIbKO KOMOMHHPYET TO, 4TO OH MpHoOpén myTéM npusBbiuku' [15, 60].

B pernen3un Ha cocrosBimiics 17 HosOpst 1915 roma koHiepT opkectpa nox ynpasieauem C. Kyce-
BHIIKOTO, OCBsAIIEHHbIN mamsitu C. Taneesa, B. Komomuiiios nucain: "TaneeB <...> CO3HATEIbHBIN U YOCK-
NEHHBIN MPEeICTaBUTEND KIACCHYECKOro Havyalla B HCKYCCTBE, CBOMM BEPYIOIIUM TBOPYECTBOM YTBEPAUBILIUI
JparoleHHEeHINe TOCTOSHUS MY3bIKaJIbHOW KYJIBTYpPHI U MOJAIOLINH PYKY, Yepe3 IBYXBEKOBOE MPOCTPAHCT-
B0, camomy Cebactuany baxy" [2, 113].

Hacnenue baxa 3aHuMaer ocob0oe MeCTO B TBOPYECKOM J1abopaTOpUK PycCKOro koMmmosutopa. "Me-
HsI IPUBJICKAET CBO0OA U 11e71€c000pa3HOCTh OaxoBckoro rojocoseneHus, — mumer C. Tanees [1. YalikoBckoMy,
— 51 CTaparoCh MPOHUKHYTh, HACKOJIBKO MOTY, B TaifHbI" ero "TBOpUecTBa, BUXKY, UTO" OH 3HAJ "MHOrO€, 4ero g He
3HAI0, CTApalOCh 3TOMY HAYUUTHCS — BCE ATO HUCKOIBKO HE MOXKET HcCymTh MeHs" [15, 59]. "<...> MHoro ro-
Bopwi ¢ HUM (['Ma3yHOBBIM) <...> 0 3HaueHWM baxa, 0 ero npeauecTBeHHUKAX, O TOM, YTO JUIsl TOrO, YTOOBI
cTaTh OONBIIMMHI MY3BIKAHTAMH, MBI JIOJDKHBI YCBOMTH CTHIIM PYTHX OOJBIIMX MY3bIKaHTOB U mp." [12, 56].

JIHEeBHMKOBBIE 3alMCH KOMIIO3UTOpa CBHJIETEIBCTBYIOT O TOM, YTO Mpou3BeAeHHUd baxa oH urpan
MTOYTH KaXKAbIi JeHb. [ TaBHBIM 00pa3oM xopaibl, npenoauu u Gyru "Wohltemperiertes klavier", opranabie
¢yru, a Taxke haHTa3MH, COHATHI, KOHIEPTHI, KaHTaThl, h-moll’nyto u G-dur’myro meccol, "CTpacTu 1o
Martdero" u ap. Urpan Ha KoHIIEpTaX, 3aHITHAXK, YACTO 3aBepIasi YpOK, 00MIAsCh ¢ KOJUIETaMU U IPY3bsIMH Y
ce0s1 goma b0 B rocTsax (B wacTHOCTH, mpoBozs Jjieto 1895 rona B SIcHoit [lonsHe B cembe TONCTHIX, OH
mHoro urpain baxa [10, 100-121]. IIpu Bctpedax ¢ Toncteimu B MockBe oH urpaer berxosena, Menzaenbco-
Ha, Illonena u obs3arensHo baxa [10, 68]; [11, 11]. [Tox nameiamu TaneeBa 3By4uT bax M B MOMEHTBI
TBOpUecKkoro mporecca ("mucan Bapbsinuu G-dur’Horo kBuHTeTa. B mpomexxyTtkax urpan cis-moll’nyto dyry
Baxa" [11, 199]; "[Tumy Tperuii oTaen KHUTH O KOHTparmyHkTe. Urpan B mpomexxyTkax ¢pyru baxa B pemakunu
Byzonun" [11, 269]; "Jloma BeuepoM mrpain Oosee JABYX C MOJIOBHHOM 4acoB ¢yru baxa u mmmpoBusupoBan Oy-
nyumii poprenuannbiii kKortept” [11, 288]). TaneeB koHCYynbTHpYET X0p CHHOAATBHOTO YUUITHIIA, €r0 TJIABHO-
ro aupmwxépa B. Opiosa mpu moarotToBke K ucrnonHeHuto h-moll’noit meccel baxa [11, 205-215], penietupyer ¢
niepuriet E. JlaBposckoit apuro baxa [10, 276], korcymstupyeT HO. CaxHOBCKOTO MpH MOATOTOBKE K KOHIIEPTY,
Ha KOTOPOM ObLIM WCIIONHEHBI Mpon3Benenust baxa [12, 362-363]. 3adukcupoBaHo B JHEBHUKAX U IPHOOpETE-
HHUE CaMoro MOJHOTO K TOMY BPEMEHH HEMEIIKOT0 M3JaHMS TPOU3BEAECHHI BelMKOro kommo3surtopa [11, 145].

Bo Bpems moe3axu B ['epmanuio ocensio 1903 roga TaneeB Henamonro 3aexan B Jleinuur (Beuep
13, 14 v monmus 15 CEHTAOPs) ¢ LENbI0 MOCEHICHHU MaMATHBIX 0axoBCkMX MecT. beu1 B Thomas-Kirche,
JIBK]IbI TIBITAJICS TPOHUKHYTH B 3aKPBITHIA B TO BpeMs My3eii e Butra, kyna ObuT epeBe3eH opraH, Ha Ko-
topom urpai bax. beut B Johannis-Kirche, rae noxoponen bax [12, 67-69].

Haxonsice B bepiune B Koposerckoii Onbnnoreke, Buaen mkadsol ¢ pykonucsmu berxopena u baxa
[12, 73].

B nenom, "obmenune" ¢ baxom Hannio otpaxeHue Ha 146 crpaHuiax JTHEBHUKOB TaHeeBa. YBICUEH-
HocTh TaHeeBa TBOpUecTBOM baxa, nesMu cKyccTBa OapOKKO BIUCHIBAETCS B KOMILIEKC aKTyaJbHBIX TIPOOIeM
KyJbTYpHI "cepedpsiHoro Beka". M. JlobaHOBa, IE€TaIbHO aHATM3UPYS JIBE BEITHKUE TICPEIIOMHBIE STIOXH [7], BbI-
SIBJISIET MHOYKECTBO OOIIMX TEHACHIIMN: aHTHHOMHYHOCTh CO3HAHMS; auajior "mpoiioro” u "Hacrosiiero" (00-
UM CTaHOBHTCS, C OJJHOW CTOPOHBI, OTPHIIAHUE CTAPHIX 3aKOHOB M TOMBITKA 000CHOBATH HOBOE; C JIPYrOM —
CTpEeMJICHHE K MY3bIKAIBHOMY OXPaHUTELCTBY, BUIIEHUE COBPEMEHHON MY3bIKH U KyJIbTYpPhI KAK OOHOBJICHUS Ha
CTapoll OCHOBE); CTHJIEBAas MHOKECTBEHHOCTb; IMOBBIIICHHBIM HHTEpEC K CJIOBY; OBJAIEHHE PUTOPUUYECKHIMU
CTPYKTYpaMH; CTPEMIICHUE K SIIMHCTBY, TOCIOJICTBYIOIIEMY HaJl MHOXXECTBOM, (DEHOMEH IIeIOCTHOCTH.

B ycioBusX CIIOXXHBIX KPU3UCHBIX ABJICHUH MepernoMHON 3moxu koH1a XIX — Havana XX croieTuit
MOMCK HOBOTO BO B3aUMOJICHCTBHH C aCCUMIIISIIICH U MEPEOCMBICIIEHHEM MacIITabHOro Iiacta TpaJuiui,
oOpalieHre K MOCTOSTHHBIM, HEM3MEHHBIM IIEHHOCTSIM KYJIBTYPBI, BKJIIOUCHUE B CBOW MUP HapsIy CO CTHIIE-
BBIMH KOMITOHEHTAMH POMaHTH3Ma U KIIACCHIIU3Ma UJEH 0apOKKO M ero BEpIIMHHOTO (peHOMEeHa — TBOpUe-
crBa baxa, ctpemienue yoeIuTh B EPCIIEKTHBHOCTH (PyHIaMEHTAILHBIX IIPUHIIMIIOB UCKYCCTBA, (POPMUPO-
BaBIIIMXCA B €0 MHOTOBEKOBOW HCTOPHH, MTPOSBUIIOCH B TBOpUECTBE TaHeeBa B HECKOJIIBKUX aCIeKTax.

KirodeBoit TOUKOM B3aMMOAEHUCTBHS TyXOBHOTO Mupa TaHeeBa, OMHON M3 BENYIIMX KOHCTAHT HC-
KyccTBa "cepeOpssHOro Beka" W BBICOKOM TPaIuIuKU sSBHIAch (hritocodus.
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B obpaiernn k MacmTaOHbIM, PHIOCOPCKO-HPABCTBEHHBIM MTPOOIeMaM, TPOHUKHYTHIM BHICOKUMH
STHYECKUMU HcaaMu, IPEIOMIEHHBIMU B 00pa3ax MpaB/ibl U CIPaBEeIMBOCTH, BEPBHI B TOPKECTBO J00pa,
B OCO3HaHHU HEOOXOIUMOCTH MOCTOSHHOTO CTPEMIICHHUSI K HPAaBCTBEHHOMY COBEPIIICHCTBOBAHUIO, TAPMOHUH
pasyMma u OBITHS, K TEMaM CIIOXHOCTH, MHOTOTNIAHOBOCTH MHUPO3JIaHHSI, TPEACTABISIONIEr0 COO0H €INHCTBO
MOJISIPHBIX ¥, OJHOBPEMEHHO, B3aUMOJIONONIHSIONINX Hayall JKU3HU — CMEPTH, OOBEIUHEHHBIX TOHITHEM
BeuHoctn — 1 pe3oHHpOBaHUE ¢ OAXOBCKUMH KOHIICTIIIUSME TBOPYECTBA, C KIACCHIIMCTCKOM MpoOiieMaTu-
KOH, a TaK)Ke ¢ ITHUECKON CYITHOCThIO PYCCKOW peauruo3Hon ¢punocoduu cepeOpsHOro Beka.

C tpanmunmeii 6apoKKO IMepeKInKaeTcsl 0coboe MeCTo, 3aHMMaeMoe B Haclieuu TaHeeBa XOpOBBIMH
Mpou3BeeHUsAMHU. Pycckast XxopoBasi My3blKa 00s3aHa KOMITO3UTOPY CO3JIaHHEM MAaCTEPCKHX M OpUTHHAIIb-
HBIX COYMHEHUH BO MHOTHX »aHpaX — 3TO OMEPHbIC XOPbI, KAHTATHI, OT/ACNbHBIC XOpHI a cappella, Macmitab-
HBIE XOpOBBIE IIUKIBI. TBopuecTBO TaHeeBa Kak Obl CHMBOJIMUYECKH BIIMCAHO B PAMKY M3 TPOWU3BEACHUH 1S
xopa. [lox op. 1 3Hauntcs xantata "Moann Jamackun" Ha ci. A. Toncroro. Ilox op. 36 — mocnennum codu-
HEHHEeM KOMIIO3UTOpa — rpaHano3Has kantata "lIlo mpourenun ncanma" Ha TeKCT A. XOMSKOBA.

Baxneiiee mecto B TBOpUECTBE KOMIIO3UTOPA, B €r0 TEOPETUIECKON KOHIIETIIIUU MTPOrpecca UCKyc-
CTBa OTBEJICHO YTBEPXKICHHIO 0c000i cTHiIe00pasymoinel u (HopMooOpasyrolield poiu NoIU(GOHUN — KPYII-
HEWIero AOCTHXKeHUs 31oxu PeHeccanca u Gapokko. "J[si coBpeMeHHON MY3bIKH, TApMOHHS KOTOPOH TO-
CTENIEHHO YTpauWMBaeT TOHAJIBHYIO CBSI3b, — IHCAIT KOMIIO3UTOP, — JIOJDKHA OBITH OCOOEHHO IICHHOIO
CBsI3yIOIIasl CHila KOHTpanmyHkTuaeckux gopm” [13, 10].

N3BecTHO, YTO OJHUM M3 MarucCTpajibHBIX HaNpaBiICHUN pyccKoi (uiaocodckoi MbICIN pyOexa Be-
KOB OBLIO OCMBICIIEHHE ()eHOMEHA I[ENTIOCTHOCTH, UJICH SAMHCTBA BCEX CTOPOH OBITHS, BCEX MPOSIBICHHUN Ue-
JIOBEYECKOTO JIyXa, UIeaIbHOTO Havaja, paBHOBECHE MEXIY €IMHUYHBIM U OOMIMM. ApKa K 3TOi mpoldiieme
MEPEKUILIBACTCS OT TEOPETHYECKON MBICITH M TBOPUYECKOH MPAaKTUKU BMOXH 0apOKKO, KOrna, Kak 00 3ToM
nurer uccienoarens M. JlobaHoBa, "Bech MUP MBICTHIICS KaK €HHCTBO, KOTOPOMY ITOTYMHEHBI MHOXKECT-
BO U pa3HooOpasue. <...> VIMEHHO B €MUHCTBE O0OpeTaeTcs Mepa KpacoThl, rapMonuu <...>" [7, 124]. B my-
3pike baxa, o cmoBam . KypTa, "Benuuue 11enocTHoro MupoBo33penus’ [5, 144].

OnHoli U3 caMbIX JEHCTBEHHBIX CHMBOJIMYECKIX dMOJIEM 31OXU 0apOKKO SIBIIIETCS PUCYHOK Kpyra —
BOILIOIICHUE TapMOHUHU, OOXKECTBEHHOM IeIOCTHOCTH MHUpo3aanus. Kak ykaseiBaer H. Ockuna [17, 263],
POJb 3TOM IMOJIEMBI-HJIEH YPE3BBIYAHO BEINKa M B (JOPMUPOBAHHUH JICKCUKOHA U B CTPYKTYPHBIX, KOMIIO-
3UIIMOHHBIX 3aKOHOMEPHOCTSX MCKYCCTBa 0ApOKKO, B JIOTHKE apXUTEKTOHUKH BCEro MPOU3BENCHHUS, B Opra-
HUYHOM B3aMMOJICMICTBUH BEIMKOIO U MaJIOro, LIEIOr0 U JIETajH.

C TpamunusmMu 0apoKKO M, OJHOBPEMEHHO, C CHMBOJIMCTCKOW MO3THKON KoHma XIX Hauama XX
CTOJNIETUH PE30HHPYET HIMPOKas OMmopa KOMIIO3UTOpa Ha PHUTOPUYECKOE HCKYCCTBO. VCmonb3ysh B CBOUX
MPOU3BENICHUAX MY3BIKATBHO-PUTOPHYECKHE QUTYPBI, 0000IIEHHOCTh, YCIOBHOCTh, "BEUHBIH CMBICI" KOTO-
PBIX COOOIAeT MM 3HAaYEHHE dMOJIEMBI, CHMBOJIA ONPENeNEHHBIX MOHITHH, KOMIIO3UTOP CTpEMHIICS "pac-
mmdpoBaTh", "UCTONKOBATE" TITYOUHHBINA CMBICI MTOITHYECKOTO COIEPKAHMS, HATIOJHUTh HOTHBIA TEKCT -
XOBHOW MPOrpaMMOH.

CMbICIIOBast U KOMITO3MIIMOHHASI CTPYKTYpa XopoB TaHeeBa BechMa CIOKHBI U OOHAPY)KUBAIOTCS B
MOJTHYIO MEPY TE€M CIyIIaTelleM, KOTOPhIH BIa/IeeT My3bIKAIbHON JIEKCHKOH 3MOXH 0apOKKO.

I'myGoko n3y4ast HOTHBIH TEKCT TOro BpeMeHH, MHorue uccnenoarenu (O. 3axaposa, M. JlobaHoBa,
B. Hocuna, H. Ockuna, Y. FOakuH 1 1p.) BEIBISIOT HHTOHAIINH, 32 KOTOPBIMH 3aKPEIUINCEH ONPENeIEHHbBIC
ceMaHTHUecKre 3Haku. Cpean 0co00 3HAUNMBIX BBIJICIIEH MOTHB KPecTa — CUMBOJI KpeCTHON MyKku. FiIMeHHO
3Ta (QUrypa CKpersier XopoBoil IukI Ha TekcThl . [lomonckoro. CTporocts, aCKETHYHOCTh, COCPENOTO-
YEHHOCTh MOTHBA PE30OHHUPYIOT C COJEPKAHUEM TEKCTa TeX (parMeHToB, i€ BBOIUTCS 3TOT MY3bIKaIbHBIH
CHMBOJI. PUTOpHYECKHI 3HAK BKIIIOYAETCS B YPE3BBIYAHO BakKHbIE, QHIOCO()CKH 3HAYMMBIC, STAIHBIC B
JpaMaTypruueckoM OTHOIIEHWH MOMEHTHI KA. Tak, MOTHB KpecTa CTAHOBUTCS KIIFOYEBBIM B IKCIIO3UIIN-
onHoM xope "Ha moruiie". OH mosiBIsSeTCsl BO BCTYIUTEIBHOM pa3fielie Xopa, CMBICI KOTOPOro B INTyOOKOM
MTOCTHKEHUU BOIIPOCOB OBITHSA, XM3HK M cMepTH (TT. 2-3 — "cro Jyiet npoitnér"). He moasepras 3ty dpasy
Pa3BUTHIO, IPEOOPA30BAHUIO, KOMIIO3UTOP BBOJUT €€ M B 3aK/IIOYUTEIBHBIA pa3/iell Xopa, 3aMbIKas 3TOM
(dbopmyIoii mpon3BeneHNEe, CMBICTIOBOW apKO# CBA3bIBAast HAYAJI0 M KOHEI] (OPMBI.

CuMBoON KpecTa BBEJEH B OMH W3 3HAYUTENBHBIX Y3JIOBBIX Pa3JIEOB OTKPHIBAIOLIETO BTOPYIO TET-
pazap 1ukiIa xopa "Ha kopabmne" (1. 3 — "He 3akauaB, emé kayatoT Hac"). [TosBisscs B mapTun Oaca B HEU3-
MEHHON HUCXOJAIIeH HAIlpaBIEHHOCTH, B UETKOM CJI€OBAaHUU YETBEPTHBIMU UIMTEIBHOCTSIMH, TEMA CUM-
BOJIM3HPYET OUIYIIEHHE yX0/1a, HEYMOJINMOE IBUKEHHE B HEM3BECTHOCTb.

B xope "lIlpomereii", Haxoadmerocst B To4ke "30J0TOr0 ce4eHus" XOpOBOro IUKIA, B KyJIbMHHAIIH-
OHHOM pa3Jielie, OTKPBIBAIOIIEM TPEThe MpoBeAcHUEe pedpeHa (1. 25, 26, 27), 0cOOCHHO MOTYEPKHYTHI JHEP-
THYHO, MMITEpATHBHO 3By4Yaiue ¢pas3sl "mycTh B O0prOe mamy ", "MycTs B LENIX HEBOJH'", HHTOHAIIMOH-
HBIM HMCTOKOM KOTOPBIX SIBHJICS CHMBOJI Kpecta. XopoBoe tutti, XopalbHOE 3By4aHUE, YETKHI PHTM,
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(dopTHCCHMO BOCIIPHHHMAIOTCS KaK KOHIEHTPHUPOBAHHOE BBIPaKCHUE CTYIIEHHOTO, OCTPOro JpamaTh3Ma.
My3bIKkajibHas CTaTHKa 3TOT0 3nu301a (1. 25) acCOlMUPYETCcsi ¢ MOTHBOM "BCEOOIIEro cTpajanus'.

Tema kpecta sBisiercst KiroueBoil u B TperbeM B III Terpagu xope "[lo ropam nBe Xxmypsix Tydu'".
Crenyst KaXJJOMy CIIOBY TIOOTHYECKOTO TEKCTa, KOMITO3UTOP BBOJIUT OCHOBHOH CHMBOJ B PE3IOMHPYIONIHN
paszaen ¢opmel. BoneBasi KoHIIEHTpanus 00yCIOBHIIA MOBBIIICHHYIO HANPSHKEHHOCTH Tpoliecca, HeoOXou-
MOCTh BBEICHHS EMKOTO WHTOHAIIMOHHOT'O KOMIUIEKCa Ha ciIoBaX "MPOTsHKHBEIM cToHOM" (. 21 +1 T.), "Tak
B3noxHyna" (1. 21+4 1.), "moBTopuTh yaapa" (u. 22—1 T.).

CyIIecTBeHHO, YTO B HEKOTOPBIX CIIydasXx Te€Ma KpecTa MPOXOIHUT B KOMIUIEKCE C IPYIHMMH TEMaMH-
cumBosiaMu. Tak, B xope "Ha xopatne" Tanees, xenast MOIYEPKHYTh OCTPYIO Teyalib, 00jb, YyBCTBO PacTEpsH-
HOCTH, HEU3BECTHOCTH, BBOJJUT TEMbI-CHMBOJIBI Ha OJIMIKAMIIIEM PACCTOSHUM OfHA OT Apyroi (i 3, 4): majaeHue
Ha Tepuuto ("KadyaroT Hac'") — CHMBOJA medany; passus duriusculus — xpoMaTu4eckuid X0/, yrnoa00sieMbIii BbI-
paXkeHHI0 CKopOu, cTpaianus — "B OE3TYHHOM MpaKe Mbl IOPOTY MOTEPSUIH'"; HUCXOJAIINI MOTHUB U3 TPEX TPYIII
1o 4 3ByKa, B XpUCTHAHCKON YHMCIIOBOM CHMBOJIMKE COOTBETCTBYIOIIMM TanHCTBY EBxapuctun — Cesaroro Ilpu-
YaCTHsI; 3aMBIKACTCSI TIAy3UPOBAHUEM BO BCEX IOJIOCAX — PUTOPHUECKOM (hUTypoii tmesis — Iepenaroiei ckopo-
HBIE B3/10XU. HeManoBayKHBIM SIBJISIETCSI M CEMaHTHKA TOHAJIBHOCTH — c-moll — rmevanbHo-ropecTHast, TpaypHasi.

OpHKMM M3 0c000 3HAYMTENIbHBIX, MKHX 3HAKOB B Xopax TaHeeBa craj pHCYHOK Kpyra (circulatio —
KpY)KEHHUE), B My3bIKe OapOKKO aCCOLMUPYIONIMICS C Hlieeld BEUHOCTH, HENPEXOASIICH KPACOThl U MCTHHBI.
durypa kpyra BHeApsieTCS KOMIIO3UTOPOM B Pa3HbIE 10 AIMOIIMOHAIFHOMY CTPOIO XOpBI, HO BCErja 3TO BBE-
JIeHHEe MaKCUMAIIbHO 320CTPEHO, TTyOOKO HHIMBHIyaIu3HPOBAHO.

Tax, B 9kcrio3uinoHHoM xope "Ha Moruie", mpeacTaBisiioneM CypoBo-CAepKaHHOE MIOBECTBOBAHHE
0 OpenHocTH ObITHSA, UTYpa Kpyra BBOIUTCS JUTS TIEPENAvH IMOHITHS BEUHOCTH (1. 3 — "mpax JaBHO OCTHI-
neiit"). durypa BpamieHus: MoJo0Ha HECHENHOMY JBHKEHUIO MBICTH B YElIOBEYECKOM CO3HAHWU. TaHeeB
JOCTHTaeT MaKCHMAJbHOW 3a0CTPEHHOCTH 00pa3a: clIepKaHHOCTh CIUIaBlieHa ¢ OOJE3HEHHOW HEOTBSI3HO-
CTBIO MBICIIH, YTO BBIpaXKaeTcsi B HEMPEPHIBHOM OCTHHATO KPATKOH Menoaudeckod (pa3bl B JUAra3oHe
YMEHBIIEHHOH Tepuuu. Menoauueckas JIMHUS BbIIEP)KaHA B POBHBIX YETBEPTHBIX JUTMTENBHOCTAX, CO00-
MIAIONIUX 3BYYaHHUIO TIPOLECCYabHOCTb.

Ocoboe MecTo B 3TOH JTMHUM 3aHUMAeT JpaMatudeckuit xop "Ha kopabme". ®@urypa circulatio BBe-
JIeHa KOMITO3UTOPOM B KYJbMHUHAIIMOHHBIN pa3fie TJIaBHOM mapTuu — "He 3akayas, emeé kadator Hac" (1. 3).
KonmeHTparusi MeIoauKo-rapMOHHYECKOTO JIBUKEHUSI CKa3bIBaeTCS B XapaKTepe BBIPaXKCHUsS: M300pasu-
TENFHOE IMOJYMHSETCS TCUXOJIOTMYECKOMY COCTOSIHHIO. DKcrpeccusi y TaHeeBa orpaHW4YeHa, HO MAaKCH-
MaJbHO KOHIIEHTpHpOBaHa. FIMEHHO B TakWe KIIOUYEBBIC 30HBI KOMITO3UTOP BBOJUT PUTOpPHUYECKUE (QHUTYPEI,
Ooree TOro, MX KOHTPAIYHKTHO COBMeIaeT. B aTom pasnene ¢opMbl BepTUKaIbHO B3aUMOJICHCTBYIOT TEMa
Kpecta, purypsi circulatio, suspiration (B310x), tmesis (nmepenaya addexra crpaxa). "CrutaB" pUTOPUISCKUX
CHMBOJIOB TIOMOT'a€T TITy0)Ke OCMBICIHTD COJIepKaHKie, BHOCUT TOYHOCTh B PACKpBITHE TeKCTa. Bee nHTOHA-
IMOHHBIE 00Pa30BaHMS TTOMYMHEHBI MTPOIIECCY TICUXOJIIOTHIECKOT0 000CTPEHHUS, BEIPAKEHHS 1yBCTBA TPEBO-
T'H, ONTACHOCTH. Kpyr cTaHOBUTCS CHMBOJIOM HEOCYIIECTBUMOCTH CTPEMIICHUH M O€3bICXOHOCTH.

B WHTOHAIIMOHHOH JApaMaTypriuu XOpOB OOHAPYKHBAIOTCS W JPYrHe MY3bIKaJIbHO-PUTOPHYCCKUE
(Gurypsl, 3HaYUMBIC ISl JpaMaTyprud menoro. Tak, puropuueckasi purypa anabasis, B My3bike OapoKKo 3a-
KpenuBIIasicsi 32 CAIMBOJIMKOW BOCKPECEHUSI, 110 MTPEUMYIIECTBY MOSBISIETCS B XOpaX, aleuTUPYIOLINX K pac-
KpBITHIO JIupHueckoro Hauana. ®urypa catabasis (B My3blke 0apOKKO — CHMBOJI YMHpAHUS, 3HaK Iedallu,
"MONOXKEHUs BO TPO0") BCTpeuaercs B IIUKIIE B XOPaX, Tl YCUIEHO HANPsHKEHHOE, IpaMaTHYeCKOe Havalo.

Puropuyeckue durypsl passus duriusculus, saltus duriusculus ncnoab3yroTCs 1151 BRIPaYKSHHsI CKOP-
6u, ctpamanus. brnaronapst cBoeil cTaOHIBHON ceMaHTHKE 3TH My3bIKaJIbHbIE (QUTYPBI IPEBPATHIIUCH B "3Ha-
Ku", SMOJIeMBI ONIpEACIEHHBIX YyBCTB M MOHSTHIA.

Takum 00pazom, JeTalbHOE HM3YYCHUE CPEJCTB MY3BIKAIBHOW BBIPA3UTEIBHOCTH, OCOOCHHOCTEH
pa3HBIX ACIEKTOB JApaMaTypruu OOHapYKHUJIO MHOTOypoBHeBOCTh MbllnieHUs1 C. TaneeBa. B aTom acrmekre
MacIITaOHBIA XOpOoBOM HUKI Ha cTUXH 5. [TooHCKOro SIBHIICS SIpKUM 00pa3iioM pe3yibTaTta "mepeceucHus "
Pa3HBIX CTHJIEBBIX TEHJICHIIMH MUCKYCCTBa — OApPOYHOH, KIACCHUIIMCTCKO-POMAHTHUYECKOHM H CHMBOJIHCTCKOH.
OTH MOJIENH HE TOJIBKO BJIUSIOT HA KOMIIO3UTOPA CAMBIMA MHOTOOOPA3HBIMU TPAHSIMH, HO M OPTaHUYHO yC-
BaMBAIOTCSI B €0 TBOPUECTBE, UTO OOHAPYKUBACT CBSI3b AIIOX, ONpeeiseT nenocTHocts ctiist C. TaHeesa.
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