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IHVIEHAPHBIE JOKJIAIbBI

A. C. Cokonoe

K MMPOBJIEME JIOTUYECKUX JTE®UHUIIAN
INOHATHUA «MY3BIKAJIBHAA ®OPMA»

OtkpeiBasg MmieHapHoOe 3acefgaHue YerBepToro MeXIyHApOJHOrO KOHIpecca
OO61ecTBa TeOpUM MY3BIKH, sl paJl IPUBETCTBOBATh BCEX MHOTOUYMCICHHBIX yYaCTHHU-
KOB Hallero npeacTaBUTeIbHOro Gopyma. MHTEpec, NposiBIEHHBIN K IporpaMMe oye-
pennoro Konrpecca, cBUAETEIbCTBYET O pacTylled MOTPEOHOCTH B KUBOM JIHMAJIOre
MEX]y KOJUIETaMH, NMPEACTaBISIOIIMMU pa3Hble MY3bIKOBEIUECKHE IIKOJIBI, Pa3HbIe
nokoJieHus1 uccnenopateneid. Ceroans mpeKpacHble YCIOBHS JI1 TAKOTO JUAora Ham
rocTenpuuMHO mnpenoctaBwiia KazaHckas rocyaapcTBeHHas KOHCEPBATOPUS HMEHHU
Ha3u6a XXuranoBa, HayyHble M NEJaroruuyeckue TPAJAULUU KOTOPOI HE HYKIAIOTCS
B JIOJITOM TMPEACTABIEHUH — OHU OOIIEM3BECTHBI U 3aCIYKHBAIOT CaMbIX BBICOKHUX
cioB. X04y OT AyIIX MOOJIaroapuTh 3a TEIJIbIA IPUEM CBOETO KOJUIETY U JIpyra, peK-
topa Kazanckoil konceparopuu Pyouna Kabuposnua AOnyninHa.

Brei6op Tembl HbiHemHero Konrpecca Obln caenan Ha 3acenanun Cosera OO-
I1eCTBA TEOPHH MY3bIKH, HCXO/ISl U3 HAKOIUIEHHOTO OIbITa Mpeasaymux Gopymos. Ha
HUX B XOJI€ COJIEpKaTeNIbHbIX JUCKYCCHI BCE OTYETIMBENW CTAaHOBWIIACH MOTPEOHOCTH
HE MPOCTO «JI0TOBOPUTHCS O TEPMUHAX», a TITyOOKO BHUKHYTh B CIIO)KHOE Ieperuiere-
HUE HCCIIEIOBATENIbCKUX MapaaurM, 0e3 0CO3HaHUs CYTH KOTOPBIX HEBO3MOKHO ILIO-
JOTBOPHOE COTPYAHMYECTBO. BakHO mpH 3TOM MOHMMATh, YTO CMEHa MapaJUrMbl
HE TOJIBKO COIIPOBOXKJIAETCS paJUKaIbHBIM OOHOBIIEHUEM HAyYHOTO JIEKCUKOHA, HO U
MO3BOJISIET BOCIIPUHATH B HEOKUIAHHOM PaKypce YCTOSBIIMMCS U, Ka3aloch Obl, yXKe
CMECTHUBUIMIICS C aBAaHCILIEHBI IOMCKA K YBAXXHUTEIBHO YUUTBIBAEMON «UCTOPUH BOIPO-
ca» uccleoBaTeIbCKUil nHCTpyMeHTapuii. Ha aTo oOparan ocoboe BHUMaHUE B CBO-
eil u3BectHoil kuure Tomac KyH, koTopoMy Mbl U 00s3aHbl BBEJIEHUEM B HAyUHBIN
o0uxoa moHATUs «mapagurmay». [1o ero oOpa3HOMY BBIpaKEHUIO, YUEHbIE B MEPUO[
CMEHBI apaJIUrM OKa3bIBAIOTCS KakK Obl HA MHOM IUIAaHETE, B OKPYKEHUH HE3HAKOMBIX
IPEIMETOB, II€ U 3HAKOMBIE ITPEAMETHI IIPEJICTAIOT B COBCEM MHOM CBETE.

B cBs31M ¢ 3TUM BIOJHE 3aKOHOMEPHO KeJlaHue y4yacTHUKOB Hamiero Konrpecca
o0CcyMTh U pa3HOOOpa3HbIe HEOJOTHU3MBI, MpeJIaraeMble COBPEMEHHBIMU KOMITO3HU-
TOpaMy MPUMEHUTEIBHO K COOCTBEHHOMY TBOPYECTBY; U AYTEHTHUHYIO TEPMHUHOJIO-
T'HI0, TO3BOJISIONIYIO YIUIYOMTBCS B HM3YYEHHE MY3bIKAIBHOW KYJIbTYPhI JaJIEKOTO



MPOLUIOr0; U TEPMHHOJOTHYECKUE 3aMMCTBOBAHUSI M3 CMEXHBIX OOJiacTedl 3HAHUS.
[ToTpeOHOCTH TaKOro poJa OYEBHUIHA MPU U3YUEHUH MY3BIKAJIBHOTO SI3bIKA BO BCEBO3-
MO’KHBIX €ro MpOeKIUsIX, Oyap To (popma, xkaHp, JaJ0Basg UM PUTMUYECKAs OpraHU-
3anus, (hakTypa 1 Tak Jajiee.

OtBeyast Ha 3Ty NOTPEOHOCTh, MBI MPEAYCMOTPEIN BO3MOXKHOCTH AKTUBHOI'O
oOMeHa MHEHUSMH B (hopMaTe MIECHAPHOTO U CEKIIMOHHBIX 3aCeaHMi, CTEHIOBBIX J0-
KJIaJI0B, CEMHUHapa-MpakTUKyMa M Ipe3eHTauuid. TemaTuka IOKIaI0B, OTOOpaHHBIX
JUIS IUIEHAPHOTO 3aCENaHMs, ONpENEseT HAIpaBICHUE AUCKYCCHM Ha 3aCEeNaHMsIX
CEeKLIMOHHBIX. Ha3BaHusi cekiuil pa3BopauuBarOT LETYI0 MaHOpaMy OO0CYXIaeMbIX
npo0JsieM U roBOpsT camu 3a ceds: «KoHuenTyanbHbIlE OCHOBBI B MCCIIEOBAHUIX HO-
BeHIIer My3bIkn», «[[OHATUHHBIN anmapaT U TEPMUHOJIOTHS B U3YUYEHUH JIaJa U rap-
MoHMMY, «[loHATUIHBIN anmapaT B u3ydyeHun TeMOpa u axkTyps», «IloHsaTHS U Tep-
MUHBI B MEXIUCUUILUIMHAPHOM MpPOCTpaHCTBe», «HappaTtuB u HappaTuBHOCTH», «Tep-
MUHOJIOTUS B u3yuyeHUU (opmbl», «I[IOHSATHS ¥ TEpMUHBI B JBH)KEHUU HCTOPUNY,
«IIoHATHS M TEPMUHBI B U3Y4YEHUH KaHPOB», « [€pPMUHOIIOTUS B My3bIKaJIbHOM MEHe-
BUCTHKE», «Crenuduka MOHATHUIHOrO anmapata U TEPMUHOJIOTHH B Pa3TUYHBIX
HAallMOHAJIBHBIX TPAIULIMAX», «[IOHATHIHBIA anmapar ¥ TEPMUHOJIOTHS B HW3yYEHHUH
MY3BIKH OaPOKKOY.

[lo oxkOH4YaHWW HAIIETO KOHTpecca HAKOIUICHHBIM HAy4HBIH MaTepuasnl OyaeT
OMyOJIMKOBaH B COOPHUKE JOKJIAJ0B U HaBEPHsKa MPEACTAaBUT OOJIBIION HHTEpEC IS
IIKPOKOTO Kpyra CHelualncToB. 3aberas BIepe, XOUeTcsl MPEArnoaoKUTEIbHO Olle-
HUTH CTENIEHb HOBU3HBI BCETO TOT0, K YEMY MBI B 3TH JHHU NMPUOJIU3UMCS COBMECTHBI-
MU YCHUJIMSIMU. 32/IaBIIUCh ATHM BOIIPOCOM, s 3aHOBO MPOoUe] COOPHUK HAYUHBIX TPY-
JIOB COpOKaJIETHEN TaBHOCTH, KOTOPBII 10 3TOr0 0OCTOSATENBHO MPOIITYIUPOBAT €I
B MOPY aCMUPAHTCKUX 3aHATUA ¢ MOMM Hay4dHbIM pykoBoauTenem E. HazalikuHckuM.
S umero B Buay coopHuk «IIcHxoyiorusi mpoIeccoB Xya0KECTBEHHOT'O TBOPYECTBAY,
MIOATOTOBJIEHHBIN K H3AaHu0 Komuccrnen KOMIIEKCHOTO U3YYEHUS XY 10KECTBEHHOTO
TBOpuecTBa npu Hayunom coBere no ucropunt MupoBoit kKynbtypsl AH CCCP. B Hem
BBIOOPOYHO MpEACTaBlIEHbl JIOKJIaAbl, MPOUYNTAaHHbIE Ha cocTosBlieMcs B 1978 romy
B MockBe Bcecoro3noM cumIioznyme, MOCBAIMIEHHOM METOAOJOTHIYECKUM TTpobieMam
W3Yy4YEHUs MPOLECCOB XYy0)KECTBEHHOI'O TBOPYECTBA.

B pamkax panHoro cummnosuyma ObUT IPOBEACH KPYIJIbIA cToN Ha TeMy «Tepmu-
HOJIOTHUsl B JIMTEPATypOBEACHUU U HCKYCCTBO3HAHHUM», MATEPHUAIbl KOTOPOTO TAKXKE
onmyonukoBaHbl. CaMO Ha3BaHHE KPYIJIOTO CTOJIAa OTPaKaeT 3aKOHOMEPHBIN aKIIEHT Ha
JUTEPaTypOBEACHUH, TaK KaK MMEHHO B 3TOH cdepe B Ty mopy HaOIOAAICS IUIONO0-
TBOPHBIN BCIJIECK AKTUBHOCTH BBIJAIOIIMXCS YUEHbIX. M XOTSI HCKYCCTBO3HAHUE OBLIO
TAKKe IPEACTABIICHO MCCIIEN0BATEIAMU TE€ATPa, )KUBOIIUCH, MY3bIKA U KMHO, JOMHUHHU-
poBaHue (PUIONIOTUN ObUIO OYEBUIHBIM. J[pyroii JOMHUHAHTON B MMOCTAHOBKE BOIPOCOB
Ha KpPYIJoM CToje Oblja MHTEpAUCHUILUTMHAPHOCTh. MHUIMAaTHBa B 3TOM IIJIaHE MpPHU-
HaJyIeXkana BeayleMy Kpyribslid cton b. Meiaxy, aBTopy HE3a0Ir0 10 3TOr0 U3JaH-
Hoi kHUTH «Ha pyOe)ke HayKu U UCKYCCTBay.

EQMHCTBEHHBIM NPEICTABUTEIEM MY3bIKO3HAHHUS, BBICTYIIMBIIMM TOI1A HA KPYT-
jom ctotie, 6su1 B. Meaymesckuii. Ero noknan «Murpaiusi TepMUHOB U CUCTEMHOCTh



HayKu» M CErOAHS HE IOTEPsJl aKTyalbHOCTH. Peup muta O pasiuyHbIX YPOBHSX
U IJIaHaX CHUCTEMAaTU3allMi UCKYCCTBOBEAUECKON TEPMUHOIOTUN — YPOBHSIX OOIIET0 U
YaCTHOTO MCKYCCTBO3HAHMS, YPOBHAX (MIOCO(CKO-ICTETUYECKUX U CIEHUAIBHO-
HAy4HBIX MOHSTHH, O COLMOJOTHYECKHUX, IICUXOJIOTMYECKUX, CEMUOTUYECKUX U IPO-
YUX CTOPOHAX XYAOXKECTBEHHOM KyibTyphl. OOcyxaanack mpobiieMa OMOHUMHUU H
CUHOHUMHH TEPMUHOB. B 4acTHOCTH — 10 OTHOIICHUIO K (PyHIaMEHTAJIbHBIM KaTero-
pusiM (hopMmbl U coepkanus. HencueprnaeMocTs TakuX BOIIPOCOB 3aCBUIETENIBCTBOBA-
Ha ¥ B TEMATHKE psiJia JOKJIAJ0B Hamero HelHemHero Konrpecca.

CrnenyeT OTMETUTh, YTO OTTOJIOCKUA TOW AUCKYCCHHM O TEPMHUHOJIOTUU YK€ HEMO-
CPEICTBEHHO B MY3BIKOBEIYECKOM Cpele MOSBUIMCH NOYTH cpa3y. Cpenu TakoBBIX
MO’KHO BBIIEIIUTB CTaThIO TOro e B. Menymesckoro «O My3bIKalabHBIX YHUBEPCAIU-
ax», nyonukauun E. Hazalikunckoro u T. bepmanckoil. B marepuanax xe ynomsiHy-
TOTO KPYIJIOIO CTOJIAa CTOUT 0OpaTUTh BHUMaHHE HAa HEOJHOKPATHO MOJHUMABUIYIOCS
pa3HbIMH JOKJIATUMKaMU NPoOJIeMy «TEpPMHUH WIH MeTadopay». 3a 3TOH onmo3uuuein
CTOUT aJbTepHATHBA BHIOOpAa TOTO WJM HMHOTO S3bIKA ONHUCAHUS XYyJO0>KECTBEHHOI'O
TeKCTa. Y Iajssch OT JEKapTOBCKOIO «OMpeaesiiTe 3HAUeHMs CJIOB, U Bbl M30aBUTE
YEJIOBEYECTBO OT MOJIOBUHBI €r0 3a01y:KICHUI», SI3bIK (punocodun, Hayku (M HE TOJb-
KO TYMaHHMTapHOM) CTaJl HaChIIIaThCsl 0OPAa3HOCTHIO METAPOPHUUECKOTO IUIaHa, a CTaJIo
OBITh, MPU3HAKAMU XY 0’KECTBEHHOTO MBILLIICHUS.

B nexnapaTuBHOM BHJI€ 3TOT IIOBOPOT MPEACTABIEH Ha MEPBBIX CTPAHULIAX KHH-
ru E. Hazaiikuackoro «JIornka My3bIKaJIbHOM KOMIO3ULMNY: «KaHp KHUTH JUKTYET
HaM IyTh JUTEPATyPHO-MY3BIKOBEIUECKOIO OMMCAHMS, JUIIb B HEKOTOPOW CTENEHU
OTMPAIOIIMICS HA YUTATENbCKYIO MHULIMATUBY aKTUBHOH CIIyX0BOM paboThl <...> Yu-
TaTEJNIO MpeJIaraeTcsl OMUCaHue, MPOTUBOIOIOKHOE 00bIYHOMY aHanu3y. OHO OyneT
CKOpee CHHTE30M, HAIllpaBJIEHHBIM K KOHKPETHOMY Ipou3BeneHuio <...> OOpa3Hble
OMMCAHMS B PsJie CIy4yaeB OKa3bIBAIOTCS OCOOEHHO HEOOXOIMMBIMU B POJU UCKYC-
CTBOBEAYECKOI'0 SKBUBAJIEHTA CTPOTUX HAYUYHBIX IUCLHUIIINHY.

N ecnu B xHure E. HazalikuHCKOro O4eBHUHAs OMMO3UIMS HeomU(paropenckoi
TpaAULMK, CTaBAIIECH BO IV1aBy yria Yuciao U COOTBETCTBYIOIIME €My TOYHO OINpEJe-
JsieMble KpUTepuH OlleHKH KpacoTbl, OcTaBiieHa B MOATEKCTE, TO B OMYOJIMKOBaHHOU
Tosibko yTo kHUre V. Xannanoa «HesepOanbHas cienr@uka My3bIKW» Takasl OIIO-
3ULUS TPEACTaBIEHA YK€ KaK YOeKJEeHHOE O00OCHOBAHME PEIIUTEBHOTO0 OTKa3a OT
IIPEXKHEN, OTCIYKUBLIEH CBOE, IO MHEHUIO aBTOPA, apaJurMbl BO UMsI HOBOM.

JIBI>KEeHUE B 3TOM HAlpaBJiIeHUHU, BIIPOUYEM, 0003HAUMIOCH 3HAYUTEIBHO paHbIIIe
U TOHAYaJly MOIJIO BOCHIPUHMMATBCS C MPEXHUX MO3ULUN KaK HEKOTOpas J10CaJHast
Pa3MBITOCTh HAYYHBIX CYXJIEHUH. DTO XOpOIIO BHJIHO B paHHUX paborax b. Acadb-
eBa, B KOTOPBIX OH SIBHO M30eraj 4eTKOro OMpeesIeHus MOHATHIA, 3HAaU€HHEe KOTOPBIX
caM e noauepkusai. [IpuBeny HeKOTOpbIE TOMY TPUMEPHI:

«Ormpenenutb cuM(GOHU3M HEMBICIUMO, TOYHO TaK e, KaK HeIb3s ONpPEeAeTUTh
MOHATUSA >KUBONMCHOCTU, MUCTUHHOM IOATUYHOCTH, MY3BIKAJIBHOTO 3BYKa U T. ILY;
«B cBoeii kKauecTBEHHOM CYITHOCTH OH (CUM(OHU3M) HEOTIPEICTUM).

SIBHO He B aay ¢ KaHOHaMU (hOpPMaIbHOM JIOTHKH M Takoe acapbeBCKOE Ompee-
nenue: «CoHara, HacTOsIasl XOpOIllasi COHAaTa — HE €CTh HU CXeMa, HU KOHCTPYKIIUS,



HU dopMa Jake, a METOJI MBILUICHHUS] MY3bIKOW, BIIpOYEM, U HE METOJ JlaXke, a Kaue-
CTBO MY3bIKH KaK MBIIIJIEHUS.

B 10l cBA3M mMoOHATHA HE BIOJIHE ymecTHas octpora M. CrocoOuHa, qomyiieH-
Hasi UM Ha noxopoHax b. AcadbeBa: «Tak Mbl U HE y3HAJU, YTO TAKOE UHMOHAYUSA...».
[ToHsITEH M KOHTEKCT, ONpEAEIUBIINI Takoe pazmexeBanue nosunuid. Yxe y C. Knep-
Keropa ¥ B MPOJOJDKUBIIEM €r0 YYEHHUE 3K3UCTEHIIMAIN3ME «IOSBIISIIOTCS HOBBIN
¢unocopckuil A3bIK U CTHIIb, IPU3BAHHBIE BBIPA3UTh MBICIL (UIOCOPA KOCBEHHBIM
nyTeM, (hparMeHTapHO, apOPUCTHUUHO U TUPUUHOM.

BriOpanHas MHOM TeMa JTOKJIa/ia CBsi3aHa CO BCEMH BBINICTIEPEUHCICHHBIMU TPO-
onemamu. OMOHMMUS TepMHUHA «popMay OYEBUIHA U JaBHO OOOCHOBaHA KakK B HayKe,
Tak 1 B nefaroruke. C KOHCTaTallMud CEro HauYMHAET CBOM yueOHUK «OCHOBBI MY3bI-
KanpHOUM Kommozuuum» A. IlI€nbepr: «Tepmun ghopma ynotpebnsieTcst B HECKOIBKUX
cMmbiciax. Korma oH mpuBiekaeTcss B CBSI3M € JABYXYACTHOM, TpexuyacTHOW (popmamu
WM POHJIO, OH YKa3bIBaeT HAa KOJUYECTBO yacTell. Beipaxenue conamuasn ¢popma yxa-
3bIBAET, HAMPOTHB, Ha pa3Mep 4YacTel M CIOXKHBIA XapaKTep MX B3aMMOOTHOLIEHUS.
['oBOpst 0 MEHYATE, CKEPIIO O APYTUX TaHIIEBAIBHBIX (hOpMax, UMEEM B BHUILY pa3Mep,
TEMII U IPyTrue pUTMUYECKUE XapaKTEPUCTUKH, CBOMCTBEHHBIE TaHIly. Eciau 3ToT Tep-
MUH YHOTpeOJIIeTCS B 3CTETUYECKOM CMBICIIE, TO BBIPAKEHUE hopma O3HAYAET, YTO
KOMIIO3UIIUSI COOTBETCTBYIOIIUM 00pPa3oM OpraHN30BaHa, TO €CTh COCTOUT U3 DJIEMEH-
TOB, (YHKIIMOHUPYIOIIMX MO MPUHIUIY )KUBOTO OpraHu3ma. be3 takoi opranuzanuu
My3bIKka OblIa ObI aMOP(HON Maccoi, TaKoM ke O0ECCMBICIICHHOM, KaK 3cce 0e3 3HaKOB
NYHKTYallud ¥ Takou ke OecnpeaMEeTHOM, KaK pa3roBOp, NEPECKAKUBAIOUINI ¢ OJJHOM
TEMBbI Ha JPYTYIO».

[Ton dopmoli MOXKET MoApasyMeBaThCcs U ACTETHUKO-PuiIocodckas KaTeropus,
Y Hay4yHOE MOHSTHE, U y3KOCHelHaIbHbI TepMHUH. CTaBsg BOMPOC O JIOTUYECKUX Je-
GUHUIUSAX TOHATUS «MY3BIKAJIbHAS (QopMay, 1eIecO00pa3HO OCTAHOBUTHCS Ha Clle-
JTYIOIIUX MOMEHTaXx.

1. BaxxHO MOHMMAaTh, B CBETE€ KAKOM UMEHHO HAYYHOU MapaJUTrMbl UCIIOIb3YETCS
3TO MOHATHE, KAaKUe HOBBIE CMBICIBI OHO OOpeTaeT B Ompe/esieHHOM KoHTekcTe. [la-
¢doc BoicTymieHus: B. MeayieBckoro Ha BBIIIEYTIOMSHYTOM KPYTJIOM CTOJIE€ 3aKIIO-
Yajcs, B YaCTHOCTH, B TOM, YTO B T€ TOJbI UM Obljla IPUHATA 32 OCHOBY HEHPOCEMHUO-
TUYeCKasi KOHLEMUs, HOBEHIIINE TaHHbIe UccieloBaHul (heHoMeHa (HYHKIIMOHAIbHON
ACUMMETPHUHU TOJYIIAPUM TOJ0BHOrO Mo3ra. IMeHHO ¢ 3Tux mosuuuii B. Menymes-
CKUi 000CHOBAJ MPEIOKEHHBIE UM MOHATUS «(hopMa aHaTUTHYEeCKas» U «popma uH-
TOHAIIMOHHAs», «(popma penylurpoBaHHas» U «popMma pa3BepHyTas». YpOBEHb Hayd-
HOW MpOopabOTKH ATUX WAEH ObUT MOATBEPIKICH 3alIUTON JOKTOPCKOW IucCCepTaIiu
U MyOnMKanuei noay4YrBIIel IMUPOKYIO U3BECTHOCTh MOHOTpauu.

JIuHrBHCcTHYECKAs MMapaJurMa Jerjia B OCHOBY JIPYroro KanuTaJbHOI'O UCCIIENO-
BaHUs — KHUTU M. ApaHoBckoro «CHHTakcHuY€ecKasi CTpYKTypa MEJIOAUN». 3eCh MU-
rpaius TepMUHOB MpUBeEJa K CyIIECTBEHHOW KOPPEKTUPOBKE YCTOSBILIUXCS B MY3bIKO-
BEJCHUU Kiaccuukanuii. ABTOp, B YaCTHOCTH, MOJIHOCTBIO OTKA3aJCs OT MCIIOJIb30-
BaHHUS B aHAJIM3€ MY3bIKAJILHOW (POPMBI TEPMUHOB «ppazan u «nepuoay». [Tockonabky



¢dpasza B A3bIKO3HAHUU TOXKIECTBEHHA MPEIOKEHUIO, TO B MY3bIKOBEIUYECKOM JIEKCH-
KOHE, 110 MHEHHIO M. ApaHOBCKOro, MPUCYTCTBHE 3TOrO CJIOBA — HE YTO MHOE KakK
«TEPMHUHOJIOTUYECKOE HEAOpazyMeHne». MOKHO 3aMETUTh, YTO TEPMHUHA «(ppa3a» HET
U B U3BECTHBIX yueOHUKAX MY3bIKalbHON (opmbl, npuHamiexamux A. b. Mapkcey,
N. X. JIo6e. Bo ¢paniy3ckoM ke y4eHHH O MY3bIKaIbHOW (opMe, B YacCTHOCTH,
B yueOHuke Bencana 1’ Ouau, koTopoMmy B porpamme Hamero Konrpecca Oyzer yze-
J€HO 0c000€ BHHMAHHE, CMBICIOBOE COOTHOILIEHHE TEPMHUHOB «(ppa3a» U «IIEpUOI»
IPSIMO MTPOTHBOIIOJIOKHO MPUHATOMY Y Hac: EPUOJ SIBJISETCS YaCThIO (Ppasbl.

M. ApaHOBCKHI1 PEATIOKUI CBOIO TEPMUHOJIOTUYECKYIO CUCTEMY, aJANTUPYIOIIYIO
JMHIBUCTUYECKUE TPAAULIMU. B 4acTHOCTH, OH Ha3BajJ YeThIpE (POPMBI CYIIECTBOBAHUS
TOHA: TOHEMA, TpaMMeMa, TOH, IHTOHEMA. B XxapaKkTepucThKax My3bIKaJIbHOTO CUHTAKCH-
Ca UM TaKXe MCHOJb30BAHBI TEPMUHBI «CJIOT», «CIOBO», «CHUHTArMay, «IpeajlOKECHUE.
Kak nmoka3zano BpeMs1, IMPOKOTr0 pacpOCTPaHEHHsI ITUX HOBALM B MYy3bIKOBEJCHUM HE
npousonuio. BuauMo Bce-Taku, kak ckasan O. PeHaH, «ecTh ClioBa, KOTOpBIE CIEAYET
o0eperaThb, JaXKe €CIIU Mbl YOSKIICHBI, YTO B HUX COAEPIKATCS OITUOKI.

B 3apy0exxHOM My3bIKOBEJEHHUH BO BTOPOU MOJIOBUHE MPOIIOTO CTOJETHS OCO-
OEHHO 3aMETHO HAKOIIEHWE 3aMMCTBOBAHHBIX M3BHE napanurMm. Ha xonrpecce OTM
B CtpacOypre B 3TOM CBSI3M pedb LUIA O CEMUOJIOTHH, FTEPMEHEBTHKE, KOTHUTUBUCTH-
Ke, Teopun TpaHchopmanuii. Ha Hamem HbeiHemHeM KoHrpecce B Kazanu otnenbHas
CeKLHUs MOCBAleHa npobiemMaMm Happaronorud. CTporo roBopsi, HE BCerjua pacrpo-
CTpaHEHUE B MY3BIKOBETUECKHX KPyrax 3aMMCTBOBAHHBIX M3BHE M€ JOCTUTAET 3HA-
yeHus napagurmel. Yaiie peds UAET O HOBATOPCTBE OTACIIBHBIX KOMIIO3UTOPOB, KOH-
HENTyaJbHO OOOCHOBBIBAIOIIMX CBOIO TBOPUYECKYIO IMO3UIMIO, KOTOpasi, B CBOIO OYe-
pelb, MOJy4aeT U MY3bIKOBEUECKU KOMMEHTAPHUH.

[IpuMepomM MOXKET CITYKUTh HEIAaBHO M3/IaHHAs KHUTA MOJIOJIOIO MCCIEN0BATENS
O. I'apOy3, mocBsiieHHas: TBOpYECTBY (paHiry3ckoro kommosutopa Ilackans [[roca-
neHa. B Hell U3n0)keH MaTepuall IUCCEPTAalUK, HAMCAHHOM MO JBOMHBIM HAay4YHBIM
pykoBoacTBOM — mpodeccopa MBanku CTOSTHOBOM M MOMM, — W 3alIUIICHHON Kak
B Poccuu, Tak u Bo ®panuuu. I1. lrocanen, cmenuBmuii 11. byne3za Ha mocty pykoBo-
nutens Komnex ne dpanc, B cBOeH MHAayrypalluOHHON pedyr 0OCTOSATETBHO MPOKOM-
MEHTHPOBAJI OPUEHTUPBI CBOEr0 TBOPUYECTBA. B 4acCTHOCTH, MOYEPIIHYTHIE UM U3 TPY-
noB Jlené3a u I'BaTTapu KOHIICTIIIMU PU30OMBI U MAJIMMIICECTA. TeM caMbIM ObLIT JaH
KIIFOY K aHaJli3y €ro My3bIKM C OIOpPOM Ha IPEIIOKEHHYIO CaMHM KOMIIO3UTOPOM
TEPMUHOJIOTHUIO.

B TO ke BpeMs BMOJIHE MOXKHO TOBOPHUTH O MapajurMax, yTBEpAUBIIUXCS B ca-
MOM MY3bIKO3HAHUM B PYCJE €ro MMMAaHEHTHOI'O pa3BUTHs. MHOrOYMCIEHHOCTH
uccienosareneii, ycrpemusmuxcsa no cronaMm I'. Pumana, A.b. Mapkca, 3. Kypra,
b. Acadrena, X. lllenkepa — 3puMoe TOMY CBUAETEILCTBO. M 3a4acTyro Takue «Ipo-
LEHTHI C KamuTanay sIBISIOTCS BeCbMa 3HAYUTEIbHBIMU U 3aCIy>KEHHO BBOJST HOBBIC
HCCIIEA0BATENbCKUE UMEHA B AJIUTY MY3bIKO3HAHUS.

B nporpamme Hamero Konrpecca, B 4aCTHOCTH, IPEYCMOTPEH JOKJIA] O TEOPETH-
yeckoil koHuenimu B. BoOpoBckoro, 4yTo mo3BosisieT MHE JIMIIb YIOMSHYTh €r0 3Ha4M-



TENIbHBIA BKJIAJ, B pa3BuUTHE acadbeBCKOW JIMHUM HCCeN0oBaHUMN. bpolieHHas BCKOIb3b
b. AcadbeBbiM paza — «cxeMa COHATHOTO AJUIErPO OJJHA, COHATHBIX ke (JOPM CTOJIBKO,
CKOJIBKO €CTh COHAaT» — OTpa3uiachk y boOpOBCKOro B MOHATHAX «(popMa KaK MPUHIUID)
U «popmMa Kak JaHHOCThY, «popma-TeHe3uc» u «popma-pe3ynsTar». M ¢ ucmnonp3oBaHu-
€M 3Toil HOBOW TepmuHONIOTUK B. BoOpoBckHil yOemuTeNnsHO MPOJEMOHCTPUPOBAI J10-
CTOMHCTBA CBOEr0 OPUTMHAIBHOIO METOA aHAIN3a MY3bIKH.

2. CnenyeT OCTaHOBUTBHCS M HAa HEKOTOPHIX 3aKOHOMEPHOCTSAX JKU3HHU IMOHSATHUS
«popmay. Dtoli mpobieme NocpsileHa 3amedarenabHas kHura A. JloceBa «/lnanexktuka
XyJI0KecTBeHHON (popMbl». B Heli oCHOBHOM 3agadeil aBTopa cTaid (EHOMEHOJIOro-
JTUATIEKTUYECKUI aHaIu3 MOHATHS XyA0KecTBEHHOU (opmbl. IIpennoxkeHHbiii UM Me-
TOJI «BOPOHKM» O3HAuYaeT IMepexoi OT OOIIeKaTeropHaibHON (HEHOMEHOIOTHYECKON
JTUAIEKTUKU XYy10)KECTBEHHOW (POPMBI K SMIIMPUUYECKOMY €€ aHAJIU3Y, TO €CTh JIBHKE-
HUE OT oO1el 3cTeTukH K yacTuuHoi. CBoro kHUTY A. JloceB Ha3bIBall 4acThiO OOJIb-
IIOTO TPy/Aa MO CUCTEMATHUYECKOU ICTETUKE U Tpejyiarai B Heil UTOTOBYIO Kiaccudu-
KalliIo0 BCEX XYJ0KECTBEHHBIX (OpM.

Tpanunueit ¢unocoduu emre co BpeMeH aHTHYHOCTH OBLII0O PACCMOTPEHHE KaTe-
rOpUil Kak CaMOCTOATENbHBIX (ApHUCTOTENb), KaTEropuil B COCTaBE MOJSPHBIX IMap
(mudaropeiinbl) U B Tpuagundeckom aenenun (IIpoxi). Kak B 3Tol «cucreme Koopau-
HaT» ObIBaJia MpejcTaBlieHa My3blKasibHas (hopma?

dopma Kak HEUTO €IMHUYHOE, (popMa Kak TakoBas — MOHATHE, NOJIPa3yMEBaIO-
mee 000Cco0JIeHHE TI0 OMpeIeIeHHBIM NMpH3HakaM Ha (oHe «O6echopMeHHOCTH», TO
€CTb OTCYTCTBUSI HEKHMX MCKOMBIX MPU3HAKOB OpraHu3aluu. BcmoMHUM onmpoMeTdu-
By10 (ppazy Bencana n'Dumu o mpemoausx Jebroccu: «3ta My3bika HE OyIET KUTh,
MOTOMY UYTO y Hee HEeT GOpMbD». 371eCh 0CO00 OIIYTUM aKCHOJOTUUECKUHN aCTEeKT CYyXk-
nenus: «Dopma — 3HauMT KpacoTay (M. I'muaka). Takoi moaxoa 0OBICHAM B YCIIOBH-
AX TOCHOJICTBA ONPENEICHHOIO0 XYJO0KECTBEHHOI'O0 KaHOHA, HalpUMeEp, KIACCHUIUCT-
CKUX MpeJCcTaBiIeHH 0 coBepiieHHOM Gopme. Onnako B uckyccTBe XX Beka (heHOMEH
«aKCHOJIOTMYECKOW peadMInTali» TaKUX MOHSATHH Kak Xaoc, abcypl, IKIEKTHKa —
MOBJIEK 32 COOOW MEepPecMOTp MPEKHUX MpeacTaBieHud. OJHUM U3 KIIFOUYEBBIX TEPMHU-
HOB 3CTETUKHM IOCTMOJEPHM3Ma cTaja HOHceneKuusa. «OTCYTCTBHUE KOMIIO3HUIIMU
B HoBoM pomane XX Beka €cTb IO CyTHM HOBBIM THII KOMIIO3ULMW», — OTMEYAET
A. Iuma.

3HAUNTENHHO MPUBBIYHEH BBITJISIANUT JJIS HAC (popMa Kak KOPPENsT B MapHBIX Ka-
Teropusx. MoXHO cKa3aTh, YTO Ha JAHHOM 3Tarle Mbl HAXOJIUMCS «B TJIEHY» MPUHIHU-
na OwHapHoctu. K yxke ymomuHaBmmMcss MHOM TepmuHam B. Menymesckoro,
B. BoOpoBckoro MoXHO A00aBUTh MHOTO Jpyrux: «hopma B HIMPOKOM U (opma
B TECHOM CMBICIIE CIIOBa» (OTEUYEeCTBEHHbIE YUeOHUKH), «hopmMa Kak mporecc u hopma
Kak oTkpucrtaumsoBasiasics cxema» (b. Acadbes), «hpopma-siinoc u Gpopma- mopder»
(K. HJanbxay3s) u Tak gainee.

Oco00 cremyeT 0OCTaHOBUTHCSA Ha MAPHOW KaTeropuu «popma-coaeprkaHue, 1o
U3BECTHBIM TPUYMHAM CTaBIIEH B COBETCKUH MEpPHOJl MPOBOJHUKOM HJICOJIOTHH
coupeanusMa. OCTaBUB M0O3a¥ ATOT H300MIOBABIINI HOHCEHCAMU NIEPUO/T HAIIeH HC-
TOpUHU, HY’)KHO BCE-TaKd ONPEJEIUTHCS B OTHOUICHUH K CaMoOM, MyCTh U CKOMITPOME-



TUPOBAHHOM, TEPMHUHOJIOTUU. MOXKHO, Ka3ajloch Obl, MOMPOCTY BBIBECTH €€ U3 HAyu-
HOr0 00MX0/1a, UCIIOb3Ys AJTbTEPHATUBHYIO TEPMHUHOJIOTHIO, KaK MPEIJIOKUIa B CBOE
BpeMs B. XomomoBa B ctathe «lIpomanpHbIii B3MVISA Ha JUXOTOMUIO (opma-
cojaepxkanue». Ho He nUIIHUM OyAeT U «OTMBIThY» 3JIOMOJIYYHBIA TEPMUH NJIs TOTO,
YTOOBI OCMBICIIEHHO MM I0JIb30BaThcsl M Janbiie. Tak noctynaer E. Ha3zalikuHckuid,
ycMaTpuBasi JUAIEKTUKY (DOPMBI M COJIEp KaHMs B BOCXOXKICHUU OT OJJHOTO MPEIMET-
HOT'O YPOBHS K IPYTOMY — IPHUHIIUIT «JIECTHULIBD B3aHMONIEPEXO0B.

[Ipu »>TOM CcTOMT OOpaTUTh BHUMAHHE Ha JIPYryl0 Mapy MOHATHUH — «popma—
MaTtepua€, UICTOpUs KOTOpol BocxoauT kK aHTuyHoctH (ILnotun, Apucrorens). B my-
3BIKAJIbHOM KyNnbType XX BeKa MMEHHO 3Ta mapa obperna ocoboe 3By4anue. «My-
3bIKaJibHAsl (hOpMa eCTh Pe3yJbTaT "IOTUYECKOTO OOCYKJIeHUs" MY3BIKAIBHOIO MaTe-
puanay», — ropopui Urope CrtpaBunckuil. [lo cpaBHEHUIO ¢ «MaTepuaroM» TEPMHUH
«coJepKaHue» 3HaYuTeNbHO MoJoxke. OH ObuT nipesioxkeH . Iereniem, HO UTO cyiie-
CTBEHHO, HE B KaueCTBE AJIEMEHTA MAapHOW KaTeropuu, a B cocrase Tpuaabl: «Conep-
YKaHUE €CTh €AMHCTBO (JOPMBI K MATEPUN»; «COJIEPKAHUE UMEET HEKOTOPYIO GopMy U
HEKOTOPYIO MAaTepuIo, NPUHALJICKAIIUE €My M CYIIECTBEHHBIE Uil HEro; OHO MX
eIMHCTBOY». Mes, 4To Ha3bIBaeTcs, HOCUJIach B BO3AYyXE M Obla TYT e MOJXBavyeHa
. I'ere: «Marepuro BUIUT Tiepes co00i BCIKUIN; coaepKaHUEe HAXOIUT JIUIIb TOT, KTO
UMEET C HUM J1eJ10; hopmMa K€ OCTaeTCs TAMHOU JJIs1 OOJIBIITUHCTBAY.

[TonsiTe XymoxkecTBeHHass (opma B cOoCTaBe TpHAJ MOSBISIOCH M TIO3/HEE.
Y B. benuHckoro BcTpedaeM o0coOyro Tpuaay: coaepxkaHue—popMa—KOHKPEIHS.
[lon mocnenneil moapa3zymeBalach CIUTHOCTh (OPMBI M COJEpkKaHHS, SBICHHAs
B LIEJEBPE.

Pa3pabGotranHOCTh (HUITOCO(DCKUX KATErOpUl UMEET, KaK JaBHO 3aMEYE€HO, CBOIO
cTaananbHOCTh. CrienuanbHO M3ydasi 3TOT Bompoc, B. O0yXoB MpUXOIUT, B YaCTHO-
CTH, K BBIBOJY, YTO KaTETOPUHU-OJMHOYKH IO MEPE Pa3BUTHSI HAYKH 0Opa3yroT MOJsIp-
HbIe Mapbl. K COOTHOCHMMBIM e KaTeropusiM Mo Mepe YIrIyOJNeHUs TUANICKTHUKUA WX
CBSA3M MPHUOABIAIOTCS CHUHTE3UpYIONIME. 371eCh OYEBUIHO JIOTMUECKOE IMOJBEICHUE
K TerejeBCKON TpHaJle Te3UC—aHTUTE3UC—CUHTE3 (MPUMEP TOMY — BbIIICTIPUBEICHHAS
Tpuaga B. benunckoro). OgHako CynieCTBYIOT U MHBIE, HETE€TEIEBCKUE TPUAAbL, Ja U
TpuaJaMu JeJ0 He orpaHnuuBaercs. B wactHocTH, A. JIoceB B ynmoMsIHYTOM KHUTE,
TaKXe ONUPAsACh HA FEreJIEBCKYI0 TPUaAy, OTAAET MPEANOUYTEHUE TETPAKTUIHOCTH.

Crnenyet nu 0XUJaTh OTPAKEHUS ITUX 3aKOHOMEPHOCTEW B AalibHEWIIUX nedu-
HUIUSX TIOHATUS «MY3bIKanbHast popMmax? [lonTBepiknaromuii 3To MPOrHo3 ObLIT HEKO-
raa caenan E. Hazalikunckum: «KareropuasibHble TpUaJbl €CTECTBEHHO POMKIAKOTCS
B CaMOM MPAKTUKE MY3bIKH, B €€ CO3JaHWUH, UCIIOJTHEHUH, BOCIIPUSITUN U OCO3HAHHHU.
HccnenoBanue TpuagHOCTH KaK METOJIa, XOPOIIO OTBEYAIOLIETO MPUPOJE MY3bIKaJlb-
HOTO TPOW3BEICHHUSA, IOJDKHO COCTaBUTh, IMO-BUAMMOMY, CIHEHUAIBHYIO 3aJady».
HMmeHHO Takoil miar ObLI cAeNaH caMHM y4YeHBIM B Kiaccuukauuu @yHkyuti My-
3bIKaNIbHOM (opMbl. IM Oblia peasiokeHa U onucaHa HOBasi TpUaa: KOMMYHUKATHB-
HbIe—TEKTOHUYECKUe—CceMaHTH4Yeckue (yHkiuu. Ckopee BCero, ¥ B OTHOIIEHUU MY-
3BIKATTbHOW (POPMBI HEUTO MOAOOHOE TPOU3OUACT TaM, TJe CaM HEOOBIYHBINM MaTepual
MY3bIKH M HOBATOPCKHWE TBOPYECKHE YCTAHOBKH COBPEMEHHBIX KOMITO3UTOPOB MOJ-
CKaXyT MY3BbIKOBEJAaM COOTBETCTBYIOIEE HampaBieHHUE Moucka. Kak mpumep Ttomy
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MOTy MpPOLUUTHPOBAaTh (PParMEHT MHTEPECHOI'O0 MHTEPBBIO, KOTOPOE Aajl B IPOIIIOM
rogy B Mockse Tpuctan Miopaii: «BpemeHHds: opraHusamnus sBISETCS I MEHS
KJIIOUEBBIM MOMEHTOM B KOMITO3MIIMH. Korna s roBopro épemsi, s Moapa3syMeBaro MoJ
3TUM LEJbIN psll, Ka3aJoch Obl, COBEPIIEHHO Pa3HBbIX MOHITHI: 3TO pUTM (B HEOOIb-
oM Macitade), KecT (B KpymHoM Macitadbe) u gopMy (B OTpOMHOM MacIITade)».
He xomMmeHTHpYs ceifuac 3Ty HEOOBIYHYIO TpHUaLy, TOBTOPIO JIMIIb, YTO IieJecoo0pas-
HO C 0COOBIM BHMMAaHHEM OTHOCHUTBHCS K IpeajaraeéMbIM KOMIIO3UTOpPaMH HEOJIOTHU3-
MaM, «J1aXe €CIH Mbl YOKIeHbI, YTO B HUX COJIEPKATCSI OIIUOKN»!

A. JI. Makavieun

CTAHOBJIEHUE HAIIMOHAJIBHbBIX MY3bIKAJIbBHBIX KYJIBTYP
B COBETCKHMI NEPHUO] (20-40-e TOJIbI):
ITPOBJIEMbI TEPMHUHOJIOTI'NAN

bmkaiimme roast (2020, 2022) BOHAYT B HICTOPUIO OTEYECTBEHHOM TOCYIapCTBEH-
HOCTH Kak I0OWJICHHbIE — CTOJIETHHUE — JIAThl, OTPaXKaIOIUe MPHUHIMITHATIEHO MHOTOHAIIH-
OHAJIbHBIM BEKTOP Pa3BUTHUS KYJIbTYp, OOYCIOBIEHHBIM HOBOM CTPYKTYpOUl TEppUTOPH-
anpHOro nenenus Poccun. Imenno HaumHas ¢ 20-x rogoB XX Beka HA OTPOMHOM T€o-
KyJIbTYPHOM NIPOCTPAHCTBE HAUMHAET aKTUBHO pa3BopauuBarbes (a B 30-e roasl U op-
CHUPOBAaHHO) «HALMOHAIILHOE KYJIBTYPHOE CTPOUTENBCTBOY». YacThIO 3TOro Ipouecca
ctano ¢GOpMHUPOBAHME HAYKH O «HAIIMOHAJIHLHOMY, CTAHOBJIECHHE KOTOPOM MPOXOIUIIO
B KOHTEKCTE 3apOKICHMSI HOBOW COBETCKOW MY3BIKAJIIBHOW HAyKH, «JIEHHHCKOIO 3Tala
B My3bIkasibHOU Teopun» (0. Kenmpim).

B atoT mepuon obOpasyeTrcsi BechbMa MHOTOJIMKHN KOPITYC HCCIIeoBaTenei u
«CTICTIMATIUCTOBY IO MpobOIeMaM HallMOHAIBHOW MY3BIKHA: OT aBTOPUTETHBIX CTOJWY-
HBIX YYEHBIX C CEpbE3HBIM aKaJEMHUYECKHM (YHUBEPCUTETCKUM M KOHCEPBATOPCKUM)
oOpazoBanueM (B. benses, X. KymHapeB u ap.) 10 HakayaHHBIX Ha «PAIIMOBCKOM»
¢dpazeonornu My3bIKaHTOB-OOIIECTBEHHUKOB MJIH aJICTITOB «HALIMOHAIBHOW YUCTOTHD»
B perumoHax. OTcro/la, IMEHHO TEPMHUHOJIOTHUS, a IIHMpe, BepOallbHOE MPOCTPAHCTBO
OTHMCAHMSI HOBBIX KYIbTYPHBIX (DEHOMEHOB ((paKTUYECKH OTKPHIBAEMOro (hoJbKIOpa
U (GOPMUPYIOIIETO KOMIO3UTOPCKOTO MBIIIJIEHUS]) BOCIPUHUMAETCSl KaK SIBJICHHE
JIOCTATOYHO CaMOOBITHOE M HEBEPOSITHO MHOT0OOpa3HOe, B YEM-TO «KaJleHJI0CKO-
UYHOE».

PaboTh! (Hay4yHble 1 OCOOEHHO MyOIHUIMCTHYECKUE) 1al0T OTPOMHOE KOJIHYECTBO
IPUMEPOB Pa3HOJMKOIO ONEPUPOBAHUS TPAAMLMOHHBIM TEPMHHOJIOIMYECKUM CJIOBa-
peM, ero ajamnTanued K «MECTHBIM YCJIOBHUAM». Benuko 3HaueHue rpeKo-JIATUHCKUX
TEPMHUHOB KaK CHMBOJIa JBM)KEHHS K BBICOKMM €BPONEHCKUM LIEHHOCTSM MOJIOAON
npodeccHoHaNbHON KynbTypbl. OCOOEHHO 3TO KacaeTcsi TEPMUHOB JIaJJOBOM TPYIIIIbI
B CBSI3U C aKTUBHBIM M3YYE€HUEM YCTHOM MOHOJMYECKOM mpakTuku. Hekoropsie u3 mo-
HATUN TIOJBEPratoTCs JIEKCHUECKOW, a 3aTeM M CMBICIIOBON peabuiurtaiyu (Harmpumep,
nepexo]] OT «KUTAHCKOM raMmbl» K «IIEHTaTOHHMKE» M CHATUE €€ CTaJualbHOM Tpak-
TOBKH).
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B cuny HanmoHanbHOM cnenu@uky 00beKTa HcCael0BaHusl ITOT NEePHOJ] 3HaMe-
HYETCSl IOIBITKAMM CEMAaHTHUYECKOIO COOTHECEHUS EBPOIICUCKOM M «POJHON» My-
3bIKAJIbHOM TEpMUHOJIOTHM (HalpUMep, TPAKTOBKA «Myrama» 4epe3 NMPUHLMIIBI (yH-
JAMEHTAJIbHOM KaTErOpUH COBETCKOTO BpPEMEHM «cHM@oHH3May). Ocoboe MecTo 3a-
HUMAIOT TEPMHUHOJIOTUYECKUE MHUIMATUBBI, BHIPAKAIOIINUECS B MONBITKaX BHEIPEHUS
HOBBIX TEPMHHOB («MYT'aMHOCTb)), KOMOMHUPOBAHMSI pa3HOHAIIMOHAIBHBIX TEPMUHOB
(«moneBka-nepad» y TarmussiHa). OTAENBHBIN BONPOC — IPUKUBAEMOCTH» HOBBIX
TEPMUHOB: K IPUMEPY, NpeaaoxkeHHoe bensieBbIM «(aakosieTHOE MEeHNe) HE MOTy4H-
JI0 IIMPOKOT0 MPUMEHEHUS U B HACTOSILIEE BPEMS ATOT (PEHOMEH NEHUSI TYBUHLEB M3-
BECTEH KaK «TOpJIOBOE TICHUEN.

Kniouegvie cnosa: coerckas Mmy3sbika 20—40-x rofi0B, HallMOHAJIbHBIE MYy3bIKAJIb-
HBIE KYJIbTYpBbl, HAIMOHAJIBHBIN KOMIIO3UTOP, MY3bIKaJIbHAsE TEPMUHOJIOTUS.

T. U. Haymenko

«HOBBIA JEHb 3ACTAJI HAC HETOTOBBIMM...»:
HAYYHBIM TEPMHUH B 3IOXY CBJIMXEHUS KYJIbTYP

CraThs MOCBSIEHA COCTOSHUIO OTEYECTBEHHOW MY3BIKAaJIbHOW HAYKU B TIEPUOL
nocnie 1991 rona. Beinensiercst oHa U3 3aMETHBIX TEHACHIIMM BpeMEHH, 00YCIIOBIIEH-
Has aKTyaJu3alueil B3auMOJICHCTBUS MEXKITY POCCUMCKON M 3apyOeKHOW MY3BIKOBE/I-
YECKUMU TPATUIUAMH. XapaKTepu3yroTcs GOpMBbI TAKOTO B3aUMOICUCTBUS; IPH STOM
OTMEUAETCsl, YTO HEKOTOpast UX YacTh — B OCOOEHHOCTH Ta, YTO MHUIIMUPYETCS CBEPXY
B BHUJIC PA3IMYHBIX TPEOOBAHMI K MyOJIMKAIIMOHHON JEATETbHOCTH YYCHBIX, — BBI3bI-
BaeT HEOJHO3HAYHOE OTHOIICHHWE B OTEYECTBEHHOM aKaJeMHUYECKOM COOOIIECTRE.
HekoTopeie mpuBOIUMBIE apryMEHThHI BeCbMa PE30HHBI M 0OHAXKAIOT MPOOJIeMy caMo-
CO3HAHUS HayKH, B COBPEMEHHOM MEXJIYHapOJHOM KOHTEKCTE OCOOEHHO OCTPO OIIly-
TUBIIEH CBOIO HEMOXO0XeCcTh. OTHOBPEMEHHO, CTPEMSICh K COJIMKEHUIO C 3amaJHbIMU
HAay4YHBIMHU TEUEHHUSIMH, PYCCKOE MY3bIKO3HAHUE CTAJIKUBACTCS C PSAIOM MPOOJieM, KO-
TOpbIe TPEOYIOT CIENMAFHOTO aHall3a W OCMBICIEHUs. B nmokiaze 3T mpoOiieMbl
paccMaTpuBarOTCs CKBO3b NPU3MY TEPMHUHOJIEKCUKH, CUCTEMHO OTpa)KarolIeld BCeE
YPOBHH MIPOTHUBOPEUUN U MOTEHIIUATBHBIX KOH(DIUKTOB: OT 6230BOT0 MPOTHUBOTIOCTAB-
JICHUSI «PYCCKOe — 3apyOekHOe» 10 «KIIOYEBBIX CIOB» HAayKH, JAlIeKO HE BCeraa
UJICHTUYHBIX B PYCCKOSI3bIYHOM M aHTJIOSI3bIYHOM BEPCUSAX HHU B MPEIMETHOM, HHU B MO-
HATUMHOM acmnekTax. B kauecTBe 10Ka3aTesbHOIO MaTepuala NpUBJIEKAlOTCs KaK OpHU-
TUHAJIbHBIE UCCIIEIOBAHMS OPUTAHCKUX U aMEPUKAHCKHX METOO0JIOTOB, TaK M TEKCThI
OT3BIBOB O PYCCKHX MY3BIKOBETYECKHUX KHHTraX, OIMYOJIMKOBaHHBIC B CJIABUCTCKOMN
HayuyHoit mepuoguke CIIIA wu EBpomnbl. YkazanHele NmpoOJIeMbl paccMaTpUBAIOTCS
B KOHTEKCTE HEKOTOPHIX 3HAUUMBIX UCTOPUUECKUX OOCTOSITENHCTB, TOMOTAIOIINX TO-
HSITh HEM30€KHOCTh CETOJIHAIITHETO MOJIOKCHHS BEIIeH, a TaKKe HAMETUTh HEKOTOPHIC
IIyTH K €ro MPEeOJ0JIEHHUIO.

Knrouegvie cnoea: cOBpEMEHHOE POCCUMCKOE MY3BIKOBEICHME, 3amafHas My-
3bIKaJIbHAS HAyKa, HAYYHBIN TEPMUH, COMTUKEHUE KYIbTYD.
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C. U. Cagenko
HOBEMIIAS MY3bIKA U CIIOCOBBI EE OITMCAHUS

B kxauectBe marepmana cooOmieHus m30paHa My3bIKa €BPONECHCKOW TpaaWIdn
IPUMEpPHO TpPeX TOCIEAHUX ICCATHIICTHH, KOTOPYIO B HACTOAIIEEC BpEeMs MPHUHSITO
KJIaccu(pUIMpPOBaTh KaK «aKaJeMUYECKHA aBaHTap» — TO €CTh, CEPhE3HOE MY3bIKaJIb-
HOE MCKYCCTBO HOBAaTOPCKOTO HampasiieHHs. ETo 3Bomonus U COBpeMEHHOE COCTOS-
HHE CTAaBUT PSI MPOOJIEM mepesa My3bIKOBeIUYecKod Haykoi. CyIIHOCTh aBaHTapAHBIX
COOBITHH B MY3bIKE, KaK U3BECTHO, B IIEPBYIO OYEPEIb ACCOLUUPYETCS C N3MEHEHUSIMU
ee MEePBUYHOI OCHOBBI — 3BYKa M €r0 OpraHu3aiuy. My3bIKalbHBIN MaTepual mocie-
HETO BPEMEHHU MOKHO MPEACTABUTH KaK Pe3yNbTaT PACHIMPEHUS 3BYKOBOTO MPOCTPaH-
CTBa, 3ByKOBOT'O KOHTHHYYMa, KOTOPBIH Ka)KeTCsl MPEAETbHBIM IO IUPOTe, HOO B €T0
opOuTY JaBHO MOMAIH HAPsSAY C TOHAMH H IIyMbl. OJTHAKO TPaHUIIBI ITOH «paciIupsi-
IOMICHCS BCEICHHOW» HEOMpeAeNICHHBI, TOCKOIBKY KaKJas HOBasl aBaHTapHAasi BOJHA
yCTaHaBIMBACT WX 3aHOBO; PETPECCHBHBIC SIBICHUS (MUHUMAIN3M, «HOBas IIPOCTOTAY,
«KOHEI[ BPEeMEHH KOMIIO3UTOPOB») TaK)K€ OTPAHWYCHBI BO BPEMEHU W HECTIOCOOHBI
00paTUThH BCIATH MOCTYNATEIBHBIN X0 YBOJIOIHH.

Bcenen 3a My3bIKol MEHSIETCsl €e OIMCAaHWE U €€ OCMBICICHHE; MEHSIeTCs 00b-
eKT, TIOJUIeKAIINN aHaJIN3y, B 3aBUCUMOCTH OT TOTO, HACKOJIBKO BBICOTHBIN TTapameTp
YCTYyMaeT MEeCTO COHOPHOMY, HAacCKOJIBKO TOHOBBIE XapaKTEPUCTHKH CMEIIAIOTCS
B CTOPOHY ITyMOB. B 3aBUCHMOCTH OT 3TOTO MEHSIOTCS U METOJIbI MCCIICAOBAHUS, T]Ie
0003HAYaIOTCS MIPU3HAKKA CBOETO COOCTBEHHOTO KOHTHHYYMa, C JJIEMEHTOM MOJSpH-
3aiuK (pOpMaIU30BAaHHOTO U MeTahOPUYECKOTO MOIXOI0B.

Kniouesvie cnosa: HOBelIas My3bIKa, aBaHTap/l, TOHBI U IIyMBbI, METOABI UCCIIE-
JIOBaHHSL.

K. B. 3enxun

IHPOBJIEMbI TEPMHWHOJIOI'NN
NCTOPUYECKOI'O MY3bIKO3HAHUA

Jloknan mocBsieH mnpobieMe GOpMHpPOBaHUS LIETOCTHON TEPMUHOIOTUYECKOM
CHUCTEMBI UCTOPUUECKOTO My3bIKO3HaHUS. C OJHON CTOPOHBI, TaKas CUCTeMa HEOO0XO-
JIMMa, €CJI UCTOPHUSl MY3bIKH MOHUMAETCSl KaK HayKa, a He IPOCTO JIUTepaTypHas Aes-
TEIBHOCTh (UTO TOXE BO3MOXKHO). C JIpyroil CTOPOHBI, UCTOpUUYECKAsT TIOJIBHYKHOCTD
JKaHPOBBIX M CTWIEBBIX OIPENIEICHUN HE JAaeT CUCTEME TEPMUHOB OTKPHUCTAJUIN30-
BAaTbCSA, «3aCThITh» H TEM CaMblM CO3[aThb YCTOWYMBBIA IOHATUWHO-TEPMU-
HOJIOTHYECKU O6a3uc. B neHTpe BHUMaHUS JTOKJIaa: OCHOBHBIC KaTETOPUM UCTOPUKO-
XYJ0KECTBEHHOTO IIpolecca B MX NPOCKIMM HAa MY3BIKY: KIIACCHUKA, POMAHTHU3M,
OapOKKO U T. II.

[Ipexnae Bcero, paccMaTpUBAIOTCS MY3bIKAIbHO-UCTOPUUYECKUE TEKCThI (TIPEkKIE
BCET0, PYCCKUE) co BTOpoi mosoBuHBI XX Beka ¢ TOUKH 3peHHS MOCTEIEHHOTO (Hop-
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MUPOBaHUS ClIeUU(PUUECKU-UCTOPUUECKON TEPMUHOJIOTHH, YCBOCHHS U TpPaHCIIaHTa-
I TEPMUHOB U3 CMEXKHBIX TYMaHUTAPHBIX JUCHHUILINH.

Bo-BTOpBIX, HCCiienyeTrcs MpOIecC TEOPETUUYECKONW pa3pabOTKU MY3bIKaIbHO-
MCTOPUYECKON TEPMHUHOJIOTHUU: B TOM YHUCIE, TOSIBICHUE MY3bIKAIbHO-UCTOPUUECKUX
TEPMHHOCUCTEM: KaK «yMO3PUTEIbHO-(PHiIoCOPCKUX» (0T UX «peareun» lerens no
b. SBopckoro, C. CkpebkoBa u T. UepeTHHUEHKO), TaK U TMPAKTUYECKUX — (GOPMHUPY-
IOLUXCSl B JIOHE U3YyUEHUSI KAKOM-TMOO0 CTOPOHBI My3bIKaIbHOr0 Matepuaia: J. Kypra,
FO. XonomnoBa. AHaTU3UPYIOTCS CUIIBHBIE U ClTa0ble CTOPOHBI pacCMAaTPUBAEMBIX TEP-
MUHOCHCTEM. B 0COOGHHOCTH aHaNU3UPYyeTCsl TOCTIOJCTBYIONIAs B COBPEMEHHOM HC-
TOPUM MY3BIKM TEPMUHOCHCTEMA, KOTOPYIO CJIEIOBalO Obl Ha3BaTh «IOABH)KHO-
IMIUPUUYECKON» — HIIM «KBa3U-CUCTEMay, KOTOpasi CUHTE3UpyeT 0ba moaxoja, coue-
Tas JAEIyKUUIO U MHIYKLUUIO. B 3akitoueHue n0KiIazga HaMeyaroTcs MyTH COYETaHHs
UCTOPUYECKON MOABUKHOCTU TEPMUHOJIOTMU C €€ CUCTEMHOCTBIO, NHBIMHU CIIOBaMH,
dbopMUpOBaHUS TUHAMUYECKOH, KOTKPBITON CHCTEMBI» TEPMUHOB U TTOHSATHH.

Krrouegwvie crnosa: uctoprs My3bIKH, 3110Xa, CTUIIb, KJIACCUKA, POMAaHTH3M.

U. I1. Cycuoxko

TEPMUHOJIOI'NYECKHUE OBO3HAYEHUSA KAHPOB:
NCTOPUYECKASA AYTEHTUYHOCTDb UW/NJIM CUCTEMATHKA

Jlokaa moCBAILIEH BOIPOCAaM KaHPOBOW TEPMUHOJIOTUHU, & UMEHHO — COOTHOILIE-
HUIO UCTOPUYECKOTO OMBITa U MPECTaBICHUM Haiiero BpemeHu. Koppensius gocto-
BEPHBIX, «ayTEHTUYHBIX)» KaHPOBBIX Ha3BaHUM, C OJTHON CTOPOHBI, U TEPMHUHOB, KOTO-
pbie chOpPMUPOBAIHCH B HAYYHOU JTUTEpaType OoJiee MO3IHEr0 BPEMEHH, — C JIPYTOM,
COCTaBJISIET HE TOJIBKO TEOPETHYECKYIO, HO M MPAKTUUECKYIO MPoOiieMy, KoTopas mpsi-
MO CBSI3aHa C CErOAHSAIIHEN UCIIOIHUTEIBCKOW U U31aTEJIbCKON MMPAKTUKOM.

Ota npobiieMa paccMaTpUBaeTCsl Ha MPUMEPE KaHPOBOW TEPMHHOJIOTHH B HTa-
aesHckoil onepe XVII-XVIII Bekos. IIpocnexensl psa TeHACHIMENH W MPUHIHUIIOB:
1) nBH>KEHME OT MHOXKECTBEHHOCTH >KaHPOBBIX Ha3BaHUU K UX TUIH3AIUY; 2) HAIUYNE
JIBYX CTaHIAapTOB B 0003HAYCHHUH >KAHPOB — C OMOPOM HA JAPAMATHUYECKYIO MOITHKY
(B MUOPETTO, MAPTUTYPE) U B CBSI3U C TEATPAIbHON NMPAKTUKOM (BTOPUYHBIE UCTOpUYE-
CKHE MCTOYHUKH — TEpernucKa, THEBHUKH U Tp.); 3) HECOOTBETCTBUE BO MHOTHUX CITy-
YasiX COBPEMEHHOTO yMOTPEOICHHS KaHPOBBIX TEPMUHOB ¢ UX nmoHuMaHueMm B XVII—
XVIII Bekos.

HcTtopudeckun nHGOPMHUPOBAHHOE HCIIOIHUTEIHLCTBO, KOTOPOE B MOCJEIHHUE JIBA
JECSATUIIETUS CTajJ0 HOPMOM B HMHTEPHPETALMH MY3BIKAIIBHOW «4acTW» CTAPUHHOMN
onepsl (BOKajl, OPKECTPOBOE 3BYyYaHHUE), PACIOiaraeT U MYy3bIKOBEJOB K MOBCEMECT-
HOMY HCIIOJIb30BAHUIO AyTEHTUYHBIX KAaHPOBBIX Ha3BaHWU. OJHAKO BBISBUTH OOIIHE
MPOIIECChl BOBHUKHOBEHHMS U IBOJIIOIIUU JKAHPOB, MOHSTH JIOTUKY (HOPMUPOBAHUS HX
HAllMOHAJbHBIX W PETHOHAIBHBIX PA3HOBUIHOCTEH B paMKax TEPMUHOIOTUYECKHUX
YCTAaHOBOK «ayTEHTUYHOTO» MY3bIKOBEJICHHS HEPEIKO HEBO3MOXKHO, TaK KaK OJUH U
TOT € TEPMHUH MOKET 0003HAYaTh MPUHIIMITUATILHO Pa3HbIE B )KAHPOBOM OTHOIICHUHU
aBieHusi. Bmecte ¢ TeMm, UCMONb30BaHME HEKHX YHHUBEPCAIbHBIX TEPMHUHOB, TaKHUX,
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HanpuMmep, Kak My3blKaJlbHas JjpaMa WM KOMHUYECKasi oriepa BHE COOTHECEHMs C JKaH-
poBeiMu 0003HaueHusIMU XVII-XVIII BekoB, yacTto Bener k rpyObIM omIMOKaM U
HEIOpa3yMEHHUsIM M, KpOME TOI0, MCKJIIOYAeT COYMHEHUE U3 HCTOPHYECKOTO0 KOH-
TEKCTa.

B noknazne npensiokeH myTh KOOPAWHALUN UCTOPHUUECKUX U COBPEMEHHBIX JKaH-
POBBIX TEPMUHOB B 3aBUCUMOCTH OT c(pepbl UX UCHOIb30BAHMS.

Kniouegvie crnosa: TepMUHOIOrMYECKOE 0003HAUEHHE KAHPA, UTAIBIHCKAs OIlepa
XVII-XVIII Bexos.

H. Cmosanosa

OCHOBBI CIIEKTPAJIN3MA:
MNOHSITUUHBIN AIIIAPAT TEOPUU U DCTETUKHA

CrniekTpanusm — 3To nocienHsisi B XX BeKe CUCTeMa KOMITO3UIH, KOTOPYIO BBEITU
bpaniysckue kommoszutopbl JXKepap ['puze, Tpucran Miopaii, FOr drodyp, Mukaen
JleBunac, Poxxe Teccue B OTBET WM Kak PEAKLUIO HA CEPUAIN3M MY3BIKAJIBHOIO aBAH-
rapna 50-60-x romoB. Crektpaiu3zM NpuAaET MEPBOCTENECHHYIO (OPMOOOPA3YIONIYIO
posb TeMOpy, crieHu(pUUECKUM KauecTBaM HMCXOAHOI0 MY3bIKaJbHOrO Marepuana. T. e.,
B OTJIMYME OT CEPUATIU3MAa, OH OTHAET MAKCUMAJIbHOE 3HAUEHUE HE OT/IEIbHBIM IapameT-
paM M CTPYKType 3ByKa B TPAIUIIMOHHOM MOHMMAHUH, a €r0 CHEePUIecKOr aKycThde-
CKOM MaTepuu. MUKpO- U MaKpOCTPYKTypa MPOU3BEACHUS BbIBEICHBI HE HA OCHOBE €/1-
HOW CTPYKTYpBI U Ha OCHOBE OoJiee M€ MEHee CIIOKHBIX apu(PMETUIECKUX OTepalui, a
Ha OCHOBE KOHKPETHBIX M TOYHBIX aKyCTHUYECKHX KadeCTB MY3bIKaJbHON Marepuu. Jle-
TaJIbHBIE aHAJIM3bl 3BYKa CO CPEICTBAMH CIIEKTPOTrPaMM IPEAIIECTBYIOT MPOLIECCY KOM-
MIO3UIIMU U OTPENIENAIOT pa3BUTHE MY3bIKaIbHOU (popMbI Kak mporecca. CreKTpainsm,
HE3aBUCUMO OT TOT'O, HCIIOJIb3YET JIM OH COBPEMEHHYIO TEXHOJIOTHIO B OKOHYATEIbHOM
BapUaHTE TIPOU3BENICHHSI WIN HET, SIBJISETCSI HOBBIM 3TAallOM B 3BOJIFOLIMN MY3BIKAJILHOIO
MBIIIICHUS ¥ MY3bIKAJTbHON SCTETUKH XX BeKa, BEIyIIUM K TeMOpy Kak MeTadope KoM-
NO3MULMU U K 3CTETUKE MaTepUM 3ByKa. JTO, €CTECTBEHHO, BBI3bIBAET BO3HMKHOBEHHUE
HOBOT'0O MOHATUMHOTO ammapara.

DnexTpoHHas peBoitonus XX BeKa MpHUBeENa K CYHIECTBEHHbIM U3MEHEHUSIM MY-
3BIKAJIbHOM MaTEpHUH, MY3bIKAJIBHOIO S3bIKA U MOHATUN TEOPUHU. DBOJIIOLNS aKYCTUKU
U HOBBIX TEXHOJOTHH, KOTOpPbIE HCIOJNb3YIOTCS B MY3bIKE — CHayaja aHaJOrOBbIE,
3aTeM HU(POBBIE — IPUBOIAT K HOBBIM MOHATHSM U K HOBBIM CIIOCOOAM MBIIIIJICHHUS.
To, 4TO CTAaHOBUTCS OCHOBOIIOJIATAIOIIMM B MaTE€pPUH 3BYyKa, 3TO €€ MUKPOKOMIIO3U-
1y, T. €. €€ CO3JJaHhe B CAMbIX MUHUMAJIBHBIX JIETAJSIX U BO BCE MOP(OIOrn4ecKoi
HEYCTOMYMBOCTH, BAapHUaOEIBbHOCTH, IpoLeccyalbHOCTH. Hayka MIMpOKO HCHOJB3Y-
€MOr0 B COBPEMEHHOI MY3bIKE 3ByKa OCHOBBIBAETCS HA B3aMMOJICMCTBHUHM IISITH HE3a-
BUCUMBIX JUCUUIUIMH: (GU3UKU, HHHOPMATHKH, 0OpaOOTKH CUTHANIA, ICUX0AKYCTHKH /
KOIHUTUBHOMW TCUXOJIOTUU U MY3bIKH, YTO 00YCIaBIUBAET MIPUMEHEHUE TOHITHH 3TUX
HayK B 00J1aCTH COBPEMEHHON MY3bIKaJIbHON TEOPHH.

CrniekTpabHblif METOJT KOMIIO3UIIMU MTPUBOAUT K BBEACHUIO MHOXKECTBA HOBBIX I10-
HATUHA B MY3BIKQIBHYIO TEOPHIO, a TAaKXKE K MEepeMEHE 3HAYCHMS, K MEePEOCMBICICHUIO
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MHOTHX YK€ YCTAHOBJICHHBIX MOHSTHU. [IOHATUS CHIeKTp, CrieKTpaibHasi MYy3bIKa, ajJiu-
TUBHBIM CHHTE3, UHCTPYMEHTAJILHBIN CHHTE3, KOHEYHO, — HOBOCTb. 3aTO TAaKUE N3BECTHHIC
TIOHATHSA, KaK 3BYK, IITyM, 3BYKOBBICOTHOCTb, JUTUTEIBHOCTh, TUHAMUKA, TeMOp, dhopMma,
MIPOLIECC, MOYJISINS, OPKECTPOBKA, BPEMSI, TPOCTPAHCTBO, 0OOTAIAIOTCS U HAJICISIFOTCS
HOBBIMM 3HAUEHWSIMH. B 3TOM JOKIIaJe s MOCTaparoCh BBIACHUTH HEKOTOPBIE U3 CAMBIX
IJIaBHBIX HOBBIX MOHSTHI M HEKOTOPBIE CYIIIECTBEHHbIC U3MEHEHUSI B IOHUMAHUU YKE
W3BECTHBIX ITOHSITHH.

Knrouesvie nonsamus: CieKTp, My3bIKallbHBI 00BEKT, (opMa, mporecc, HHCTPY-
MEHTAaJILHBIM CUHTE3.

B. H. Xononoea

IHOHATUE «MYJIbTUMEIHUA» B TBOPYECTBE
UI'OPA KE®AIUIN

[TonsiTe «MynbTHMENHa» B HACTOSIIEE BPEMsI BEChbMa IIMPOKO HCIOJIb3YyeTCs
B 00pa3oBaHUHU, HAYKe, UCKYCCTBE, peKiiaMe; B cepe MY3bIKH — B KJIIMIIAX pa3BIeKa-
TEJbHBIX KaHPOB. 3a/1a4y J0KJIaJa COCTABIISET OYEPTUTh KPYT SIBICHUI MyJIbTUMEINA
B TBOpYECTBE KoMmImo3utopa akagemuueckod Tpaguiuu W.JI. Kedamumu. Haunbonee
TUTIMYHA 71 JAHHOTO aBTOpa CieAylolas TPEXKOMIIOHEHTHOCTD: 3JIEKTPOHHBIE 3BY-
KU, 3By4aHUE aKyCTUYECKUX MHCTPYMEHTOB U BUACOPSA — B YACTHOCTH, B JIYUILIUX €TI0
counHeHUAX « TapeExty, «S_S S». KpoMe Toro, umeroTcs mpou3BeACHUS: C y4aCTHEM
MHCTPYMEHTAJIBHOIO TeaTpa — AJIEKTPOHUKA, YAapHble MHCTPYMEHTHI, Te€aTpaJibHbIC
nBWKeHus, Buaeo («Percato molto»); ¢ yuactuem TaHIa — 3JCKTPOHUKA, TAHEI, Yaap-
HBIC, BUJIEO («Sophisteiay); ¢ ygacTneM 4eioBE4eCKOro rojoca — 3JIeKTPOHUKA, YeII0-
BEYECKHUI TOJIOC, TyXOBhIe, BUICO («...S0 und auch So...»); ¢ yyacTueMm Jia3epHbIX y-
yeii («Feu le fol,eh!»). YV npyrux koMmo3uTopoB aBTOp 3HACT MYJIbTHMEIUA 0€3 JJICK-
TPOHUKH: MHCTPYMEHTaJIbHBIM aHcaMOnb U Buaeo (P. [lapuc). B ctunsax Buzpeo s
HEro npuemieMbl U aOCTPaKIUU, U U300paxeHus ¢ dJeMeHTaMu peanbHocTu. Komrio-
HEeHTOM MynbTuMenua Kedamuan cumtaer Takke U IMOLUU 3PUTENS-CIYIIATEs.
B xayecTBe mokaszaTeNbHOTO MpUMeEpa B JIOKJIAe pa30oupaeTcss COYMHEHHEe «S_S_ Sy,
¢ Xya0KHUKOM 3. KBUHHOM.

Knroueswvie cnosa: mynstumenua, snexkrponuka, . Kebamuau, 3. KuHH.



KOHIEINTYAJBHBIE OCHOBBI B UCCJIEJOBAHUSIX
HOBEMIIEN MY3bIKHA

I. /laynopasuuene

MOHSITUMHBINA ANIIAPAT B MCCJIEJOBAHUSAX
HOBBIX ®EHOMEHOB MY3BIKAJBHOI'O UCKYCCTBA JIMTBBI
(OT MOCJIEXKAHPOBOI'O K HOBOMY KAHPY)

My3bIKaJIBHOE MPOCTPAHCTBO «KYJBTYPHOTO CJIOMa» ONPEAEISIOCh KaK Iocie-
*aHpoBoe. Paciupenne KOHLIENIUHN KaHPOB B HAIIPAaBJIECHUH OCO3HAHUS MOOMIIBHOCTU
(deHoMeHa, THOpUAN3AMY U HOBIIECTB BBI3bIBAET MEPEOCMBICIEHHE SMUCTEMOIOTHYE-
CKOTO XapakTepa. JTOMY COMYTCTBOBAIM (PyHIaMEHTalIbHbIE M3MEHEHHS B CHCTEME
MY3bIKaJIbHOTO MCKYCCTBA, HAUaBIIMECS B CEAbMOM JECSTWIETHN: CTAHOBJIEHUE MOCTMO-
JIepHU3MA, IIU(POBast peBOJIIOIMSA U (POPMHUPOBAHUE MEXKTUCHUILTMHAPHOTO UCKYCCTBA.

['myOouaiiias neH3ypa MakpoKaHpPOBBIX CHUCTeM mpou3zonuia okosno 1600 rona.
[Ton MakpoxkaHPOBOIM CHUCTEMON MOJPA3yMEBAETCS CAMOOPTaHU3YIOIIACS MHOTO3Je-
meHTHas cuctema (Patte 1987, 1997: Raczazek-Leonardi, 2009). CocyiecTBoBaHHe
MOHO>KaHPOB CTapoi TPaTUIMH, MOJIMKAHPOB, CBOOOJHBIX >KaHPOB, JKAaHPOB HOBOMU
TPaJMLIAN SIBJISIETCS JIOTMUECKONM OCHOBOM JUISl BBIABM)KEHMSI TMIIOTE3BI O COBEpLIAO-
HIEMCSI «XPOMAaTHU3ME» B CMEHE MAaKpOKaHPOBBIX CHUCTEM. TpaH3UTHOE COCTOSHUE
CBOMCTBEHHO TaKXe 3MHCTEMOJOTMU MY3bIKaJIbHOTO >kaHpa. KiaccuukannoHHBIHN
MOJIXO0JT OCHapUBaeTCs JEUCTBYIOIMMHU (DakTOpaMu MOOMIIBHOCTH M TpaHchopmanuu
¢eHomena. B Teopernyeckux Tpynax BBISBIAIOTCS COLMANbHbIE (DYHKIUHU KaHpa
u ero kommyHukarnnonHoe Hauaino (Kallberg, 1988; Samson, 1989; Tarasti, 2015).

Tpu npuMmepa CHHOHMMM3aLMK MOHATHS My3bIKalbHOTO *aHpa: A. XK. I'pelimac
(1966) onpenensieT moHATUE CUTHU(DUKAIIMN — U30TOIHUIO KaK «I1e10e, KOTopoe o0a-
JTAeT 3HAYEHHEM», a JKaHPY NPUIUCHIBACT (YHKIUIO YIIyOJNEHUS «IPOUYTEHUS TEK-
cta». E. Tapactu (1994, 2015) npupaBHUBAET OJHY U3 MY3bIKaJIbHBIX U30TOMHMI K MY-
3bIKANbHOMY kaHpy. C OMOXYI0KECTBEHHON TOUKH 3PEHUSI TEPMUH «TCHOTHIT MY3bI-
KI» BBICTYIAET B Ka4eCTBE CMHOHMMA MYy3bIKajabHOTO kaHpa (Daunoraviciené, 1990,
2013). Tperuil CHHOHUM OCHOBAaH Ha TaKCOHOMHYECKOW cHcTeMe, aJanTHPOBaHHOM
k uckycctBoBenenuto (Derrida, 1980; Taves, 2001; Holt 2007; Fabbri 2012), uro mo3-
BOJISIET aCCOLIMHMPOBATh MY3bIKAJIbHBIA JKaHP C «MY3bIKaJbHBIM TaKCOHOM». M3yuas
Mopdorene3 mysbiku, K. Jlen€3 u @. I'Barrapu (2004) He MPU3HAIOT TOKIECTBEHHOCTH
(eHOMEHOB OMOJIOTHUH U MY3bIKH, OTHAKO YTBEP)KJAlOT BO3MOXKHOCTh MX OOBSCHEHMS Ha
OCHOBE aHAJIOTUYHBIX MOJCIICH.

Kntouesvie cnosa: My3bIKaJbHBIN JKaHp, CAMOOPTAaHU3YIOIIAACS MaKpPOCHUCTEMA,
MEXCUCTEMHBIN XpOMAaTH3M, U30TOINS, TEHOTHUII, TAKCOH.
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I Illpéoep

MYJIbBTUMEJINA INNEP®OPMAHCBHI, CO3JABAEMBIE KEHIIIMHAMM:
MOJIEJIb MOJAXOJA K U3YUYEHUIO MOCJIEJHUX KOMIIO3UIUI
JAKYJIUA MUXAW U ATOJbI IIMBITKH

N3ydyeHrne My3bIKaJbHBIX MYJIbTUMEINA KOMIIO3ULUI CONPSKEHO C OIpPEIENICH-
HeiMU TpyaHocTsMH (cm.: Cook 2000; Bonardi et.al. 2017). K npumepy, kak paccuutaTh
MOTEHIMAN pa3jIMYHbIX MeAauariockocteii? He Tonbko aynuanbHbie (3BYK, pedb, MY3bl-
Ka), HO TaKkKe BU3YyaJIbHbIE U3MEPEHHsI JOKHBI ObITh COOTHECEHBI JIPYT C JPYTrOM: CIie-
HUYECKUI KOCTIOM, MaKUsLK, IPUYECKA, JEKOPALIMY, ABHKEHUS Tep(OpMEPOB Ha CLICHE.

He MeHbIIyI0 CIOXKHOCTH MPHU M3YyYEHUH MYJIBTUMEIUMHBIX MepPOpPMaHCOB JI0-
CTaBJISIET U TOT (PAKT, YTO UX MAPTUTYPHI ABJIFOTCA HE OOJIee YEM CKYIBIMH 3aMETKaMH.
Ecnu aHanMTUKU U CKIOHSIOTCS K TOMY, YTOOBI UCKITIOYUTH JIMYHOCTh KOMIIO3UTOpA U3
CBOETO aHaJlM3a U CKOHIIEHTPUPOBAThCS JIMIIb HAa counHeHuu (arte factum), To mis uc-
ciefioBaHusl TepOPMAHCOB B LIEJIOM TaKOBasi CTPATETHsI BPSAJ JIU MOXKET CUUTAThCS Ipa-
BWIBbHOM. B noknazne OyayT npencrasiens! 1Ba neppopmepa: xynus Muxaii (p. 1984) u
SArona ImbiTka (p. 1982). [TapTUTYphl OONBIIMHCTBA X MYJbTUMEIUIMHBIX KOMITO3UIINIA
B BEChbMa C)KaTOM BUJE MEPENAOT TO, YTO JOJHKHO MPOUCXOIUTH BO BPEMsI MCIOTHEHUS
nepdopmanca. B utore nnble He CMOTYT UX MOBTOPUTH. K TOMY k€ BaKHOM yacThio mep-
(GbOopMaHCOB CTAaHOBSITCA MX COOCTBEHHBIE Tella, TAK YTO OHM CTAPEIOT BMECTE C HHUMH.
B HenmaBHux xomnosuuusx IIMeiTkn 1 Muxai uCnosib30BaHbl IIPOCTEUIINE, TIPUMUTHB-
HbIE TEXHUYECKUE NPUCTIOCOOJIEHUS, TaKUE KaK UTPpoBble KoHCoIM 1980-x romoB. A mpu-
€M MaHOPAMUPOBAHUS, MPU KOTOPOM Kamepa OTpakaeTcsl B TYCKIIBIX 3epKajiaX, MoOyx-
JIAET «CXBATUTH» 3(DEMEPHOCTB.

B onpeneneHHOM CMBICHE MPOLECC Pa3MbIBAHUS IMOHATUS «OMYC» TMOJy4aeT
YCKOPEHHE 32 CUET PAa3JIMYHBIX TPAHCTEKCTYAJIbHBIX W3MEPEHUM, XapaKTEPHBIX IS
counHeHuit [IIMpiTkn 1 Muxaii. B HUX BO3HUKAIOT aJUTFO3UU Ha COOBITUS U3 UCTOPUHU
kynbTyphl. [lepdopmance [IMeiTku oTchinator k Moptony ®@ennmany unu CteHiu
KyOpuky, B TO BpeMsl Kak OJjHa U3 MOCIEAHUX KOMMIO3UIMI Muxail akiieHTUpyeT OT-
qyXAAOIIYI0 poiib (PeMUHU3MA BO BpeMs CTyJeHYEeCKuX BoiHeHur 1968 roma. Bkyme
C UCTOPUYECKUMH AJUTIO3USIMH, UHTETPALU CIABIIIMMOTO U BUAUMOIO Marepuasa Jiu-
11a€T OITYC €ro HENPUKOCHOBEHHOCTH.

Kniouegvie cnosa: nepdopmanc, MynpTUMeIMa, CMEPTh aBTOPA, pa3MbIBaHUE T10-
HSTHUS «OIYCH.

T.I. Moueanu

ACHEKTHI HEJIMHEWMHOCTU B MY3BIKE
BTOPOH IOJIOBUHBI XX BEKA

My3bIKaJIBHOE HCKYCCTBO KaK 4acThb XYZOKECTBEHHOM KYJBTYDPBI, SBISAETCA
3€pKaJIOM, OTPAKAOLIUM HA SI3bIKE MY3BIKA aKTyaJbHOC MUPOBO33PECHHME U TAaKHE JKE
aKTyaJbHbIE IPOLECCHI, MpOUCXOAAIMe B KynbType. COBpEMEHHBIM, MOCTMOAEPHBIM
MUp 3a(UKCHUPOBAH KOMIIO3UTOPCKHM CO3HAaHHEM Kak OCOObIH MHUp, BaKHEWIIEH
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4epTOi KOTOPOTO BBICTYMAET HECTAOMIBLHOCTH. B CBOIO ouepenb, HECTaOMIBHOCTD SIB-
JSI€TCA HEOThEMJIEMBIM aTPUOYTOM HEIMHEMHOCTH, KOTOPYIO XapaKTepU3yIOT MPOTH-
BOPEUYMBOCTh, MOJHMBAPUAHTHOCTh, aAJIbTEPHATUBHOCTh, HWHIAECTEPMHUHUPOBAHHOCT,
CKayKooOpa3HOCTh pa3BUTHs 0001 oTKpbITOM cuctemsl (M. Ilpuroxun, C. Kyparo-
MOB, J. Copoko). SIBneHne B BUAY CBOEU NPUHUMUIIMAIBHON aKIACCUYHOCTH M HEOP-
JTUHAPHOCTH TpeOyeT CO3aHMs OMpeIeIeHHOr0 TEPMUHOIOTUYECKOTO Te3aypyca, 1a-
IOIETO aJICKBATHOE MPEACTABICHUE O CUTYyallMH B MOCTHEKIACCHYECKOM MY3bIKAJIb-
HOM HckyccTBe. OTCI0/la BBEJICHUE B HAYYHBIH OOOPOT MOHATUM «HEIMHEHHOCTHY,
«OTKPBITBIM HEJTMHEWHBIN TEKCT», «HEJTUHEWHAsT KOHUEIIUSA MY3bIKH», «CaMOOPraHU-
3alus» U «camopa3Butue». B Hacrosmell paboTe HETMHEHMHOCTh paccMaTpUBAETCS
B JIByX aCIEeKTaX — B €€ SIBJICHHOCTH («COCTOSIHUE HEJIMHEWMHOCTU») U B CTAHOBJICHUU
(«HEeNMMHEWHBIN mTpoleccy). B XapakTepUCTHKYy HETMHEHMHOCTH BXOISAT MHOXKECT-
BEHHOCTb CMBICJIOBOTO U CTPYKTYPHOTO MIPOUTEHUSI MaTepuasa (Hampumep, ajiearopu-
Ka (opMbI) M HE3aKPEIUICHHOCTh TeKCcTa (Hampumep, rpaduyeckas My3bika), aim-
MPOKCUMATHUBHOCTb DJJIEMEHTOB M CPEJCTB BBIPAKEHUS (MY3bIKaJbHBIX W BHE-
MY3BIKAIbHBIX), Ka3yaIbHOCTh U AMEPIKEHTHOCTh U3MEHEHHM, OU- U TonudypKarus
C IUMCCUIIATUBHOM COCTaBJIAIONIEH (Pa30MKHYTOCTh CTPYKTYPbI) U CaMOCTPYKTYPHPO-
BaHME Ha OCHOBE BPEMEHHOTO, aHTPOMOreHHoro (hakTopoB. B pabote BbiAeneHbI 3 THIA
HEIMHEMHOCTH — JIOKaJibHas, OudypkanuonHas u ToTanbHas. [IpousBenenus,
pPENpE3CHTUPYIOLME TMapagurMy HEJIMHEWHOCTH, Ha3BaHbl HaMU HEIMHEHHOMN
MY3BbIKOH, MPOIECC CTAHOBJICHUSI KOMIIO3UTOPCKOW MBICII, OCHOBAHHBIN HA UAESAX UH-
JIETEPMUHN3MA, TIEPMAHEHTHOW »SBOJIOLUMM U CTPYKTYpPHOHM Pa3OMKHYTOCTH,
HEJTMHEHHBIM, caM (PeHOMEH, BKIIIOYAIOIINUNA COCTOSIHUE U TPOIIECC, — HEMTMHEWHOCTHIO.
Bompocsl pernpe3eHTauMM W OPraHU3allMM OTKPBITOM HEIWHEWHOW MY3BIKaJbHO-
XYJI0’KECTBEHHOM KOHCTPYKIIMU KaK TEKCTa pacCcMaTpHUBAIOTCS HA OCHOBE HOBBIX JKaH-
POBBIX peauii, NPeICTABISIOINX aKIIMOHHOE UCKYCCTBO.

Kntouesvie cnosa: MOCTMOIEPHU3M B MY3bIKe, Ka3yalbHOCTh, OMQypKaims,
HEJIMHENHBIN TEKCT.

A. A. Makavicuna

KOMIIO3UIIMOHHBIE YCTAHOBKH 3. BAPE3A:
IMPOBJIEMbI TEPMHWHOJIOTI'NN

Tepmunonorus Bapes3a kak BakHasi 4acTb MY3bIKaJIbHO-TEOPETHUUECKOIO HACJeE-
st koMrosuTopa. CJI0XKHOCTM B MOHMMAHUU M HCTOJIKOBAHMM €r0 TEPMHHOJIOTHH.
Oco06eHHOCTH BO3HMKHOBEHHSI M PETPAHCIALNSA TepMUHOB. OTCYTCTBHE CTPOrO Hayd-
HBIX TPAKTaTOB; YCTHBIM (hopmat nekuuii. M30eranue cTporo JOTUYHBIX ONpeAeIeHUH,
CTpeMJIEHHE K HEKOTOPOM pa3MbITOCTH; c1a00 BhIpaKeHHAs! HATJISIIHAS apTyMEHTAIHsL.

NmeHHbIe TEpMHHBL. 3BYKOBBIE MAacChl, 30HbI HMHTEHCUBHOCTEH, IIaHbl U IUIOCKO-
cTH, cercMorpaduyeckasl HOTalMs, CUMYJIbTaHHbIE PUTMBI, TUIIEpOOIMYEcKie U napado-
JIMYEcKUe TPaeKTOpHU 3BYyKa, HOBas ocBoOoxarommas cpefa. COOTHECEHHE C CYILECTBY-
IOIIMMHU TEPMUHAMHU HOBOM MY3bIKH.
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Oco0eHHOCTH UCTIONB30BaHMsl BAPE30BCKOM TEPMUHOJIOTHH B aHAJIM3E €r0 MY3BIKH.
Kputrka TepMUHOIOTMYECKHX IOJIXOJO0B 3alaJHbIX AaHAIMTUKOB Ipou3BeneHUN Bapesa
(Lx. Crpon; A. Bumbxaiim; 1. B. Kneiron; [[x. bepHapn) B KOHTEKCTE OTEUECTBEHHBIX
AHATMTUYECKHUX TPa UL

Katoueswvie cnosa: Iarap Bapes, Tepmunonorust Bapesa, amepukanckuii KOMIo-
3UTOP, 3ByKOBBIE MACCHI.

O. B. Komapnuukasn

MNOHATHUE «IMAPAJUIEJIBHOM JIPAMATYPITUW» B COBPEMEHHOM
OIIEPHOM MCKYCCTBE BTOPOM ITOJIOBHUHBI XX BEKA

Konuenuus «napamienbHOR ApaMaTypruu», SsBUBIIUCH OJHUM U3 OTKPBITUN (PU-
noco¢un uckycctBa XX Beka, Halllla CBOE PAaCIpPOCTPAHEHHUE B TeaTpe, JUTepaType,
My3biKe, KuHO. «llapamnenbHas ApaMaryprus» craja BaXKHEMIIMM OpraHU3YIOLIUM
(bakTOpOoM MY3BIKAaJbHBIX MPOU3BEIACHUI B Pa3jMYHbIX kKaHpaxX. Pa3Butue B ogHOM
COUMHEHUHU TMPOTHBOIOJIOKHBIX JApaMaTypruueckux cgep yCHIUBAET CMBICIOBYIO
HAITOJIHEHHOCTh, CUHTE3UPYsl UX B €IMHOE Lejoe. B onmepHOM Tearpe 3TOT creHudYe-
CKHMIl THI CTaJ MOKa3aTeJbHBbIM KakK JJi1 PYCCKOW, TaK M JUIsl 3aIlaJHOEBPONEHCKON
Y aMEPUKAHCKON MY3BIKH.

Onno u3 nepBbix npousBeaeHuil — «Congate» b. A. ummepmana (1964, no
neece f. Jlenna), rae npou3onuio pasaesieHue CUeHNYECKOTo MPOCTPaHCTBa Ha CEKTO-
pa, B KOHIIe — Ha 24 cueHbl Ha ciieHe. OCOOEHHOCThIO COAEPKAHUS 31€Ch CTAHOBUTCS
HECBS3aHHOCTD JpaMaTyprudeckux cdep, aloru3m AecTBusl.

JIByniaHoOBOCTh JpaMaTyprum IokasaTeiabHa Jis omnepsl «Mactep m Maprapu-
ta» C. M. Cnonumckoro (1972, mo pomany M. A. bynrakosa). [lonudonnyeckas
CTPYKTYpa pOMaHa, «CJIOXHbI€ KOHTPAMYHKTbD» CHO)KETHO-(haOyJlbHBIX JUHUN Tpe.-
OTpeNienIu CBOoeoOpa3ue CIIEHWYECKOIO0 U MY3bIKAIbHOIO BOIUIOLICHHUS OIEpHI.
Kak u B pomane, BpeMs 371eCh TE€UET B JIBYX U3MEPEHUsSX, 00pa3ys caMOCTOSITEeIbHbIE
KaHaJbl ApamMaTypruu: OJWH M3 HUX cBsizaH ¢ Memya ['a-Houpu u eBaHrenbckumu
IEpCOHAXXamMu, Apyrom — ¢ Macrepom, Maprapurtoil U JIUTEPATYPHBIM OKPYKEHUEM
Macconura.

Hpamaryprust «Jlomuter» P. K. Henpuna (1994, mo pomany B. B. Habokosa) mipen-
CTaBJIeHa IIECTUKAaHAJIbHOCTBIO JIBMKEHHS eiicTBusl: CybH, BEIHOCAIIME TpUroBop ['ym-
Oepry; MoiuTBa ManbuikoB B 1IepkBH; ApamaTtypr Kimsp Kynnbstu kak sxkeprBa yOuiicTBa;
OCHOBHO€ CIO’KETHOE JIEUCTBHE C Y4aCTUEM INIABHBIX IIEPCOHAMKEHN; OPKECTPOBBIE ITU30bI;
ITy9Thl PexiiaMucToxk.

SApkum 00pa3oM MPOU3BENEHUS C «MapaUIeIbHOW apamarypruei» sBIsieTCs
OIepa COBPEMEHHOTO aMmepukaHckoro kommnosuropa /x. Kopunbsano «lIpuspaku Bep-
cais» (1991, o tperweit wactu tpuwitoruu I1. O. bomapme «IIpectynnas mats»). Tpu
IUTaHA JIEUCTBUS COCYILECTBYIOT HE3aBUCUMO JIPYT OT Jpyra: NMEpBbIil U3 HUX CBSA3aH
C OTpaX€HUEM MOTYCTOPOHHETO MHpa, B KOTOPOM HAaXOAATCS Ka3HEHHble Mapus
AmnTtyanertTa, JlrogoBuk XVI u ux n1Bop; BTOpoi miaH — octpoymHas 0yddonana (mup
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®urapo, Cro3anHbl, AnbMaBuBbl, Po3unbl, KepyOuHo); TpeTuil miaH BOCIPOU3BOAUT
rpo3Hble coObITUs Benukoii ppaHIy3cKoi peBOJIOLNH.

Knrouesvie cnosa: «mapamiensHas Opamaryprus», omepa, b. A. Ilummepmasn,
«Conpate», C. M. Cnonnmckuii, «Mactep u Maprapura», P. K. llleapun «Jlonurtay,
Jxon Kopunbsino, «IIpuspaku Bepcamnsy.

E. I'. Oxynesa

O MOHSTUU CEPUM B TEOPUU U NMPAKTHUKE
CEPUITHOVW KOMMO3ULIUM (MTPOBJEMBI KOPPEJSILIMU
1 UCTOPUYECKOT'O PA3BUTHSA TEPMHUHOJIOTHUN)

B nokiazie npeacraBiieHa NONbITKA B3TJIIHYTh HAa MOHSATUE «CEPUS» C TOUKHU 3pe-
HUSl UCTOPUYECKOrO pa3BUTHS TepMUHOJIOTHH. TepmuH «Zwolftonreithe», Bo3HUKIINI
B HEMELKOSI3bIYHOM MY3BIKaJIbHOU cpelie B IepBor TpeTu XX BEKa B CBA3U C JOJEKa-
¢doHMel, B TeUeHHE MOCIEAYIOUIUX JIET HEOJHOKPATHO H3MEHSJICA W MOJBeprajics
CMBICJIOBOMY PacCHIMPEHUI0. AHAlW3 IaHHOTO MOHATHS B HBOJIIOIMOHHON JMHAMUKE
noTpedoBal MHOI0ACIeKTHOro nonaxoja. Ocpemaercs ObITOBaHUE W ajanTanus Tep-
MHHA «CEpHUs» B PA3TUYHBIX S3BIKOBBIX TPAAMIIMSAX, TTOJHUMAIOTCS BOMPOCH Tudde-
PCHIIMAIIMU CMBICIIOBBIX 3HAYCHHH «IOW», «SErieS» m «Set» B aHTIIOS3bIYHOW cpee,
a TaKXKe MOHSATUN «CEPUS» U «PSI» B OT€UECTBEHHOM MY3bIKO3HAHUHU.

OtaenbHOE BHUMaHHE yneiseTcs: npobiemam neduHunud. TPpyIHOCTH MEPBBIX
bopMyTUPOBOK OBLITM OO0YCIIOBIEHBI CBSI3bI0 KOMITO3UTOPCKOTO MBIIUICHUS C TpaJiu-
[USIMU KJIACCUKO-POMAaHTUYECKOM cucteMbl. Cpean haKkToOpoB, MOJ] BO3IEHCTBUEM KO-
TOPBIX OMNPEIEICHUSI U3MEHSIIUCh U KOPPEKTHUPOBAINCH, BBIACISIOTCS CIEAYIOLINE:
NPEKOMIIO3UIIMOHHAs IPUPO/Ia CEPUH, €€ MHTepBaibHas crenuuka (3T0 00ycI0BIIO
BBEJICHHUE HOBBIX MOHATUN B 3apy0eKHOW HayKe — «BBICOTHBIH KJIacC», «MHTEPBaJIb-
HBIN KJIacc»), MEpEeHeCeHNne MPUHIUIIA CEpUM Ha WHBIE, IOMHUMO BBICOTHOCTH, Tapa-
METPBHI.

Takxe paccMaTpuBaeTCsl pa3iMdve B TPAKTOBKE CEPUU «JIByMSI aBaHTapAaMK»
Ha cmeny «ynpTpatematnueckoin» (byne3) xoHuenuuu IBEHAILATUTOHOBON CepUH
C €€ MPUHIMITHAIIBHO TOPU30HTAIBHBIM XapaKTEPOM NpUILIA UAES «TE€HEPUPYIOIICII»
cepun (0e3 MPEaNOUYTUTENHHOIO KOJMYECTBA AJIEMEHTOB), U3 KOTOPOW BBIBOJUIMCH
BCE MPOU3BOJIHBIE 00BEKTHI. ['eHepupytomas cepusi CTAaHOBHIIACH 0A3MCOM ISl APYTUX
napaMeTpoB M CO3/1aBajia CTPYKTYPHYIO HEPApXHI0, OXBAThIBAasl BCIO KOMIIO3HUIUIO
B LIEJIOM.

Knroueswvie cnosa: cepus, pan, cepuiiHas My3blKa, CEpUAIIN3M, BBICOTHBIN KJIAacC.

I0. H. Illanmeneeesa
O COBPEMEHHOM KOMITIO3UTOPCKOM TEPMUHOJEKCHUKE

Ha dbopmupoBanue s3pika COBpEMEHHON HAyKU O MY3bIKE 3HAUUTEIHHOE BO3/IEH-
CTBUE OKAa3bIBalOT pa3jIM4Hble «BCTpeuHble TeueHus» (tepMuH A. H. Becenosckoro),
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NPUHOCALIUE C COO0M OOIIMPHBIN 3armac HOBOM TEPMHHOJIOTHYECKON JIGKCUKU U CBsI-
3aHHBIX C HUM MOHATUN. OJIHUM U3 TaKUX «TEUYCHUI», 0€3YCIOBHO, SIBISETCS KOMIIO-
3UTOPCKAass TEPMHUHOJIEKCUKA, OTPa)Xarolas HENPEPBIBHBIM MNPOLIECC CAMOIIO3HAHUS
Y CaMOMCTOJIKOBAHUS TBOPILIA.

B noknazge paccMaTpuBarOTCs HEKOTOPBIE IOKA3aTENIbHBIE ISl COBPEMEHHOU
XYI0OKECTBEHHOW CHUTYyallUH MPUMEPHI, TAE€ «CJIOBO KOMIIO3UTOPA» CIIYKUT HE TOJBKO
dbopMoll TBOPUECKOTO W/WIM aHAJIIMTUYECKOTO BBICKA3bIBAHUSI aBTOpa, HO M BaKHBIM
METOOJIOTUYECKUM HHCTPYMEHTOM, OTKPBIBAIOIIMM IIyTh K HAay4YHOMY MOHUMAaHUIO
COBPEMEHHOI'0 MY3BIKaJIBbHOTO ITIPOU3BEICHMUS.

Knrouegvie cnosa: TepMHUHONIOTHSA MY3BIKOBEACHUS, METOIOJIOT U, CJIOBO KOMIIO-
3UTOpA.

H. K. Anaxuee

TEPMHWHBI «TEMIIEPALIUSA» U «MHTOHUPOBAHUE» B KOHTEKCTE
MUKPOTOHAJIBHOM MY3BIKA KOHIIA XX - HAYAJIA XXI BEKA:
TEOPUSA U INTPAKTHUKA

TepMuHbl «TeMmepanus» 1 «KMHTOHUPOBAHKUE» UMEIOT UCTOPUYECKOE 3HAUCHHE.
Co BpeMeHHU IpeAnoiaraéMoro Hayajaa pa3BUTHSI TEOPUU MY3bIKU (IIPEANOI0KUTENb-
HO, ¢ [Iudaropa) obcyxaanacy uaes MOUCKa MPABWIBHBIX COOTHOIIEHUN. Bo BTOpOIA
nosioBuHE XX BeKa HAOII0aeTCsl BO3POKICHUE UICH UCCIECTOBAHUS PA3TUYHBIX TEM-
nepanuii 1 UHTOHUPOBaHUS. My3bIKaJIbHbIE U TEOPETUUYECKHE KOHIIENIUU KOMIIO3U-
TOpoB, Takux kKak ['appu [lapu u ben J[»OHCTOH, OyQyT paccCMOTpEHBI B KayecTBE
NPUMEPOB TPOU3ZBEACHUH, HAMHCAHHBIX HCKIIOYUTEIBHO C UCIOJIb30BaHWeM Just
Intonation. C apyroii cTOpoHBI, paBHOE pa3eicHUE OKTAaBbl BO BCEM €€ pa3HOOOpa3uu
SBIIIETCS OCHOBHOM YacThl0 KCEHTapMOHUYECKOW CYyOKYIbTYpHI (OCHOBHBIE UMEHA —
NBop laper, Maiik battanss, JIxo3ed MoH30).

B noxnane mpoBOAMTCS CPaBHUTENBHOE M3JIOKEHHUE TEPMHUHOB, METOJOB IOJIY-
YeHUs1 TaMM U UX MPUMEHEHHS B MHUKPOTOHAJIbHOM MY3BIKE KOMIIO3UTOPOB BTOPOM
nonoBuHbI XX — Hayana X XI Beka.

Karouegvie cnosa: MUKpOTOHaJIbHAsg MY3blKa, TEMIEpalus, IPOCTO MHTOHALUSA,
paBHOE pa3JelIeHUE OKTaBBI.

K. P. Acaponan

TEXHUKA MVYJbTUINVIMKAIIUU TEMBPA (MULTIPLE COMPOSITION):
COBPEMEHHASA KOMIIO3UTOPCKA A ITPAKTUKA
U EE NMMOSICHEHUSA Y MJ3PU JIKEWH JINY

[Monsitme multiple-kommosuiuu  puMeHsIeTCsT HEKOTOPBIMH  COBPEMEHHBIMHU
komno3utopamu CIIA nans XapakTepUCTUKM CBOMX COYMHEHUH; Hauboliee mocieno-
BaTEJIbHO ATy TEXHHMKY NMUCbMa ucnosb3dyeT Mapu JlxeiH Jluu (p. 1949). Eii cocras-
JICH BHYIIMUTEIBHBIA CIHUCOK MOJO0OHOrO poja Mpou3BelcHUi, B kotopom Multiple
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COmposition mpeacraeT Kak YHHUBEpPCAIbHOE SBJICHHE, BCTPEUAIOIIEECs] B TBOPUECTBE
IPEUMMYLIECTBEHHO COBPEMEHHBIX MY3bIKaHTOB. OOpa3Lbl TaKoro poja KOMIIO3HIIMMA
JInu HaxoAMT B TBOPYECTBE psiia M3BECTHBIX amMepuUKaHCKUX aBTOpoB (/[x. TenHu,
9. Kappen, 9O. Kaprep, Jla Mounrte fHr), a Takke B npousBeneHusx Il. Xungemura,
JI. bepuo, b. ®epuuxoy, K. llltokxaysena, /. [llenscu, C. I'ydaitnyauHoii.

B kadecTBe CBOEro BHEIIHETO, IIMPOKOro Kpurepus multiple composition npen-
noJjlaraeT TeMOpPOBYIO OJHOPOJHOCTH COCTABOB; B 0o0jee Y3KOM CMBICIE TEXHHKY
onpefenseT uies HCIOJIb30BaHUS MHOXKECTBA HMHCTPYMEHTOB (aKyCTHUECKHX WM
3alMCaHHbBIX) KaK €IMHOTO, HO MPH 3TOM «MYJIbTHILUIMIMPOBAHHOTO» WHCTPYMEHTA.
B TtBOpuectBe M. JIk. JInu mogoOHOTrO pojaa cocTaBbl M ONpesiesieHHas (akTypa uc-
NOJIB3YIOTCS JUISl CO3/1aHMSI aKyCTUUYECKUX (PEHOMEHOB, TaKUX, KaK OMEHUs, 3By4aHHE
KOMOMHAIIMOHHBIX TOHOB H JIp.

B noknazne mnanupyercs pa3bICHUTDH CieU(PUKY TEPMUHA, TPEATIOKUTD U 000C-
HOBaTh €r0 MEepPEeBOJ Ha PYCCKHIl SI3bIK, BRISIBUTH pallMOHANIBHBIE 3€pHA U MPOTUBOPE-
qus B nosicieHusIX M. Jx. JIMd K 3TOMY MOHSTHIO, ONpeAeuTh napameTpsl multiple-
KoMmo3uiuid. B o0nact KOMIO3UTOPCKON MpakTUKU (EHOMEH TEXHUKH MYJIbTH-
IUTMKAIUM  TeMOpa OyAeT NpOJEMOHCTPUPOBAH Ha MpHUMEpPe COYMHEHHH caMoii
M. JIx. JIng, a Taxxe Hekotopbix nbec C. ['ybaiinynunoi, J[x. Tennu, ®@. Hubnoka
U IPYTUX KOMIIO3UTOPOB.

Knrouesvie cnosa: multiple-kommosunus, TeXHUKAa MYJIbTUIUIMKAIMA TeMOpa,
Mbpu JIxeitn Jiug, [xeimc Tenan, KoMOMHAIIMOHHBIE TOHBI.

C. E. Yupkos

THUITOJIOTUYECKASA MHTEPIIPETALUA INOHATUA
MY3BIKAJIBHOI'O ) KECTA FPAMAHA ®EPHUXOY

My3bIKaabHbBIA KECT SIBISETCS OJJHUM M3 OCHOBOIOJIATAIOIIUX 3JIEMEHTOB KOM-
MMO3ULMOHHOr0 MbIIUIeHUsT PepHUxoy. B CBOMX TeOpeTHUECKHX TPyJax KOMIIO3UTOP
HEOJIHOKPATHO MOIYEPKUBAET BAXKHOCTh AITOr0 (DEHOMEHA KaK OMpEeJENsIONIero dHep-
TUI0, JIOTUKY W BEKTOP Pa3BUTUA KOMIIO3UIMOHHOrO mMpolecca. MHOrM03Ha4HOCTh
SIBJICHUSI MPEICTABIISAECT 3HAYUTEIBHYIO CIIOKHOCTD IS UCCIIE0BATENS: U3YUEHUE OT-
JIETBHBIX KECTOB-00BEKTOB MO3BOJSET YCTAHOBUTH OMPEICICHHbIE KOMIIO3UIIMOHHBIC
B3aMMOCBSI31, OJTHAKO HE JIaeT IEJIOCTHOTO MPECTaBICHUS 00 WACHTUYHOCTH MPOU3-
Be/ICHUA. B COOTBETCTBUM C KOHUEMIMENW MY3bIKAIbHOW JIEKOHCTPYKIMH, KOTOpAas
HE MPENNOoJIaraeT CyleCTBOBAaHUS MEIbYalIlIel CEMAHTUUYECKON €IUHUIBI B MY3bIKE,
UICHTUYHOCTh KOMIIO3MIIMM BO3MOXKHA JIMIIb B CTPYKTYpE, TOYHEE BO MHOMKECTBE
OJTHOBPEMEHHO (DYHKITHOHUPYIOIIUX CTPYKTYP BHYTPHU OJTHOTO COYMHEHUSI WITA €0 YaCTH.

MOoJeT JI1 KECT BBIOJHITh CEMaHTUYECKYIO (DYHKIIUIO C TOYKU 3PEHUST KPUTH-
yeckor kommo3unuu? KakuM oOpa3oM HM3MEHSIETCSl €ro MpHUpPOJa MO OTHOIICHHUIO
K MCXOJIHOMY BHUIY 0OBbekTa-koja? Kakum oO6pa3oM COOTHOCHTCS JKECT U MY3bIKallb-
HBIIl MaTepual B MEepCHEKTUBE KOMIO3UIMU? PaccMoTpeHne 3TUX BOMPOCOB MPE.Io-
JaraeT OINpeeTCHHYI0 WHTEPIPETAIUI0 UM MHOXECTBO MHTEpHpeTanuil (heHOMeHa
xkecta. HeoOXoaquMbiM (yHIaMEHTOM WHTEPIPETAIUU SBIISETCS OCO3HAHWE BO3MOXK-
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HOW BapMAaTUBHOCTH IOHATHS HHTEpHpeTupyemoro siaeHus. C 3TOil TOYKM 3peHus
JIOKJIaJ TPEACTaBIsieT co00M MOMBITKY C(OPMYIHPOBATH THUIIOJOTUYECKHE YCIOBHUS
JUIS TIOCTIEAYIOLIeH Kiaccu(uKaluy ’KecTa B CBeTe TEOPUH KPUTHUECKONH KOMIIO3UIIMU
Knayca-llIteppena Mankonda u reopernueckux padbot depHUXoy.

Kniouegvle cnosa: My3bIKaIbHBIA JKE€CT, HOBast MY3bIKa, KPUTHUECKAsh KOMITO3H-
uus, bpaitan ®epuuxoy, Kiayc-llltedpdhen Mankond.

E. A. H30moea

CUCTEMATHUKA U TEPMHUHOJIOI'USA HOBBIX ®OPM HOTALIUU
B KYPCE COBPEMEHHOH MY3BIKH

CoBpeMeHHas HOTaIMsl KaK OTJIENBHO B3ATHIA y4EOHBIM Kypc B POCCHICKOM My-
3pikasibHOM BY3e — nocratouno penkoe siBinenue. B MockoBCckoi KOHCEpBAaTOpUU H3YyYe-
HHUE HOBOW HOTALIMU TECHO CBSI3aHO C APYTUMH KypcaMH COBPEMEHHOM MY3bIKH — «Perep-
Tyap XX Beka», «COBpeMEHHbIE KOMIIO3UTOPCKUE U UCTIOIHUTEIbCKIE TEXHUKIY, «IIpak-
TUYECKUI aHAJIN3 COBPEMEHHOM MY3BIKW» M ap. HoTanms u3ydaercs He TOJIBKO KOMIIO3H-
TOpaMH M MY3BIKOBEIaMH, HO M CTYJECHTAMHM NPAKTUYECKH BCEX HCIIOIHUTEIBCKUX
CHEIUATTBHOCTEH, MTOCKOJIbKY HEOOXOMMa UM B KOHLIEPTHOM TIPaKTHKE.

[Io okOHUaHMM Kypca HOTalMU CTYAEHT JOJDKEH YMETh aJeKBaTHO IMPOYECTb
T00yI0 COBPEMEHHYIO NapTUTYpPY (TMpPEeXkIe BCEro, CBSA3aHHYIO C €ro CIeluaIbHO-
CTBIO), TO3TOMY €My TpeOyeTcsl He MPOCTO U3YyYUTh OCHOBHBIE MPUHLUIIBI HOTHOM 3a-
[IMCH TOCIEAHETO CTOJETHUS, HO U MOHUMATh, K KaKOMY MEPHOJy, HAIIPABICHUIO WIIU
CTWJIIO OTHOCUTCS M3y4aeMoe MPOU3BEIEHHE; TaKkKe CTYACHTY HE0OXOIMMO UMETh MpPea-
CTaBJIEHUE O HOBBIX (pacIIMPEHHBIX) TEXHUKAX UCIIOJHEHHS HA CBOEM HHCTPYMEHTE.

B coBpeMeHHOI HOTalMM BONPOCHI CUCTEMATUKA W TEPMUHOJIOTUU SBIISIOTCS
KIIFOUEBBIMU U OJJTHOBPEMEHHO CaMbIMH CJIO)KHBIMU. DTO CBA3aHO HE TOJBKO C MHOTO-
YUCJICHHOCTBIO CUMBOJIOB, HO U C MHOTOYPOBHEBOCTBIO MX CMBICIIOB, IIOCKOJIBKY OHHU
0003Ha4al0T U BbIPA3UTEIbHBIE TIPUEMBI, U PACHIMPEHHBIE TEXHUKH, U 3HAKHU IKCIIpEC-
CHUH, M TUITBI KOOPJAMHALIY, U T. 1. JIo cux mop B 3To# chepe HeT enuHoi YHUDUKAIIUU
U CTPOMHOM CUCTEMATUKH, @ B PYCCKOSI3BIYHON JINTEPATypE BCSA TEPMHUHOJIOTUS OKa3bl-
BaeTCsl MEPEBOJIHOM, MOCKOJBKY TeopeThyeckas 0a3a 3aMMCTBYETCSl U3 TPYAOB 3apy-
OexHbIx uccnenonareneit (Ipxapa Kapkomka, I'apnuep Pun, Kypr Croyn, [I»Bua Ko-
yn, XoBapa Pucartu). UMeHHO cuctemaTu3anus U palliOHANIM3ausl HOTAI[UU C MOMBIT-
KOI ee MPaKTUYECKOro MPUMEHEHHUS SBJISIOTCS 1IeJIbI0 yUeOHOro Kypca.

Knrouegvie cnosa: coBpeMeHHast My3blKa, HOTAIUS, PACIIMPEHHBIE UCITOJTHUTEIb-
CKUE TeXHHUKH, rpapuyeckas mapTuTypa.

M. baponu

KOHLENTYAJBHBIE OCHOBBI B UCCJIEJOBAHUAX
HOBEMIIEN MY3BIKH

OnHMM W3 BaXXHEUIIMX TMOHATHUH B Tak Ha3zbiBaeMol HoBON My3bIke sBISETCA
cepust (nem. die Reihe). Ero mepBonauanbHas ¢opMynupoBKa Obula NpeiokeHa
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[[Iéabeprom — cozmareneM ABEHAIIATUTOHOBOM TEXHUKH (CEpUUHON TEXHHKH),
TO ecTb cucteMbl noaekadonun. C camMoro MmosiBJICHUS B HEMl NMPUMEHSIIUCH CTPOTO
omnpe/ieNieHHbIe MaTeMaTudeckue (HopMbl MOAUM(HUKAUKM HOTHBIX MOCIEI0BATEIBHO-
cTeil (TpaHcmo3uIys, HHBepcus, pakoxon). [locme Bropoili MUpOBO# BOMHBI MHOTHE
MOJIOJbIE KOMITO3UTOPBI NPEAJIOXKWIA HOBBIE KOHIIENTYaJIbHbIE U MAaTEMaTUUYECKHE
pa3pabOTKH, OTTAIKUBASACH OT MEPBOHAYATBHOMN MIEHOEPTOBCKOM crCTEMBI. BoabIuH-
CTBO M3 HHUX OOCYXXJAJIUCh B paMKax 3HAMEHHUTHIX JlapMIITaICKUX MEXTyHApOIHBIX
JIETHUX KYPCOB.

B npousBeneHusax, co3AaHHBIX KOMIIO3UTOPAMU-aBAHTApAUCTAMHU, MPOCIEKUBA-
I0TCSI Pa3JIMYHbIE CTUIUCTUYECKUE TEHJICHIIMH, KOTOPhIE MOTYT OBITh CBEJICHBI K CJIe-
JYIOLIUM:

1. cepuiiHasi opraHu3alusi MPUMEHsUIACh HE TOJIBKO K BBICOTE€ 3BYKOB, HO U
K JIpyTUM MY3BIKaJIbHBIM IapaMeTpaM: JUIMTEIbHOCTH HOT U May3, YepEAOBaHUIO HH-
CTPYMEHTOB, COBMEILIEHHIO HOT B pPa3HbIX OKTaBax U Jp. B Takux ciywasx cosnaBa-
JIaCh HOBas TEPMUHOJIOTHSI M HOBBIE CTPYKTYPHBIE KOHIICTIIIUN;

2. 1eNbI0 ATUX MHOTOCEPUHHBIX MPOIEeaAyp ObLIO M30eXaTh HE TOJIBKO TOHAIb-
HBIX COOTHOIIEHUN MEXY 3BYKaMH, HO M UX PUTMUYECKUX, METPUUYECKUX U (PaKTyp-
HBIX 3aKOHOMepHOCTed. MHBIMU clOBaMH, U3 CHCTEMbI ObUIH YIPa3AHEHBI MOHSTHS
MEJIOJUH, TAPMOHUH, KOHTpanyHKTa U ¢pa3upoBku. s 0603HaUeHUsS HOBOTO CHH-
TaKcuca moTpeOOBaIMCh HOBBIC MTOHATHSA, TAKHE KaK COCTAB TPYIIIBI HIIM TyaHTUIIU3M;

3. Taxke Obla rayOOKO M pa3sHOOOpa3HO OOCYXJIeHa KOHIEHIUs (OPMBI: ee
MacmTadbl (MUKpO- U Makpodopma), pyHKIMOHHMPOBAHUE PUTOPUUYECKUX CBOMCTB
(HEempepbIBHOCTh U Pa3pbIB, CETMEHTAIIUS, YBEJIINUYEHNE U YMEHBIICHHE WHTEHCUBHO-
CTH) M NPEIBOCXUILIEHUE MOCIEAYIOMMNX YacTel WM HAJIU4HMe CBS3€H MEXAYy HUMH
(Hampumep, «KMOMEHT-(popMay);

4. MaTeMaTUYECKUE MIPUHITUIIBI OBUTH B3STHI 32 OCHOBY IIPH BHIOOpE BCEX CTPYK-
TYPHBIX aCIIEKTOB KOMIIO3UIIMHU, U TaKUE MPUHIIUIIBI, KaK MPABUIIO, JTEHCTBOBAIIA HE3a-
BHUCHMO OT MPOU3BOAMMBIX UMHU 3BYKOB. CaMbIM MHTEPECHBIM PE3yJIbTaTOM PabOTHI
CUCTEMBI OBLIO CO3/IaHHE HOBBIX 3BYKOBBIX KOMIUIEKCOB, KOTOPBIX HUKTO MPEKIEC HE
capiman. C My3bIKaTbHON TOYKH 3PEHHUs, HEKOTOPhIE U3 HUX CUUTAINCh WHTEPECHBI-
MU, Ipyrue — O€CIOIe3HbIMHU. DTO 3aBHCEIIO OT JIMYHOTO BHIOOpA KOMITO3UTOPA.

B 3aknroueHue MOKHO KOHCTaTUPOBaTh, YTO NEPHOJ JEUCTBUS 3TOW CTPOrou
KoHIenmuu Juics He 6onee 20—30 JieT, HO OH OCTaBWJI MHOTO SIPKHX CJIEIOB B IPO-
U3BEICHUSAX, KOTOPHIE CO3/IaBAIMCH B MOCIEAYIOMINE Tobl. Tak 4To CTPYKTYphI, KOTO-
pbie OBLTU HEOOXOAMMBI JJI MPUJIAHUS TTOCTTOHATIFHON MY3bIKE HOBOM U CIIOHOU Op-
raHu3ally, He UCUE3JI B COBPEMEHHOMN MY3bIKE.

B cBoeM nokmane s packpor psl mpoOsieM, CBSI3aHHBIX KakK C OINpeiesieHueM
HauboJee BO3MOKHOTO MPABMIIBHOTO OMPEJIEICHUS] HOBBIX MY3bIKOBETYECKUX U KOM-
MO3UIIMOHHBIX TEPMUHOB, TaK U C HEKOTOPBIMHU TPYJHOCTSIMU B UX HUCIOJIb30BaHUU Ha
pPa3HBIX S3bIKaX.

Kniouesvie crosa: HOBeliIast My3bIka, My3bIKaJIbHBIN aBaHrap/, cepusi, die Reihe.
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MOHSITUMHBIN AIIIAPAT U TEPMUHOJIOI'US
B M3YUEHUH JIAJIA U TAPMOHHUHN

M. B. Kapacésa

OCOBEHHOCTH MCHOJb30BAHUSI MY3bIKOBEJTUECKOM
TEPMUHOJIOTUHA B KYPCAX COJIB®EIKNO U TAPMOHHUH
CPEJHUX CHEINUAJIBHBIX MY3bIKAJIBHBIX HIKOJI

Metoaunueckas CyTb MpOOIEMBI yIAaYHOTO U HEYAAYHOTO TepMHUHA (KaK U €ro omnpe-
JIETICHHUsI) COCTOUT B TOM, YTO TOCIECAHUNA MOXKET CIIOCOOCTBOBATH WIIM MPEMSITCTBOBATH
a/IeKBaTHOMY IIOHMMAaHUIO U CIIyXOBOMY OCBOEHHIO KaKOTr0-JIM0O JIa0BOr0, TOHAJIBHOTO,
PUTMHYECKOT0, aKKOpaoBoro siejaeHus. Co3gaHue TEpMUHOB, KaK IPABWIIO, SIBISIETCA,
npeporaTuBoi yueHsIX. B obmacTu Teopuy My3bIKM TEPMUHBI Yallle CO3/IAI0T CaMH Iefa-
TOTH, 3aKPEIUIsisi X B CBOMX JICKIIUSIX M YU€OHBIX TTOCOOHSIX.

[TpoGnema B 0OCBOEHMH MY3bIKAIbHO-TEOPETUUECKUX TEPMUHOB B CPETHEM 3BEHE
oOydeHus co3gaercsi AByMsl OCHOBHBIMU (akTtopamu: 1). B oTinuuue ot y4deHsIx, cu-
CTEMHOE MBIIIIEHUE TIEAaroroB-My3bIKAaHTOB YaCTO Pa3BUTO HE CTOJb BBICOKO, MOTO-
My B y4e€OHBIX Kypcax 4acTO BCTPEYAIOTCS TEPMHUHBI, KOTOPHIE CETOJHS CTOWJIO OBl
MPU3HATH HEYAAUHBIMU (HEPSAOMOI0KHBIMU, IPOU3BOJIBHBIMU IO CMBICTTY); 2). MbIc-
JIUTENIbHbIE HAaBBIKM YYEHHMKa-My3bIKaHTa (OPMHUPYIOTCS B pe3yibTaTe NpEeuMyIlie-
CTBEHHOT'O Pa3BUTHUS MPABONOIYIIAPHBIX YMEHHUH (0Opa3HO-aCCOIMATUBHOTO MBIIILIE-
Hus). JleBomosyliapHbele HaBBIKM, TaKHME€ KaK JHUCKPETHOE JIOTMYECKOE MBIIIEHUE,
B Y4eOHBIX Kypcax y UCHOJHUTENEH pa3BUBAIOTCA 3HAUUTENIbHO MeHblIe. B pe3ynbTa-
T€, TeIaror 4YacTo He OOBSACHSIET AITUMOJIOTHIO M CTUJIEBYIO 00JIaCTh JEMCTBUS TEPMHU-
HA, a YYCHHUK MPOCTO 3ayYEHHO MOBTOPSAET ITOT TEPMHUH.

ABTOp, omHpasch Ha OCOOEHHOCTH BOCHPUATHUSA TIYOMHHON CTPYKTYpBI CIJIOB,
B YAaCTHOCTH, Ha aHaJU3 CEMaHTHYECKHX CETei, BO3HUKAIOIIMX B CO3HAHUU PYCCKO-
S3BIYHBIX MY3BIKAHTOB, a TAK)KE HA OCHOBE JIMYHOM Mearorn4eckoil MpakTUKH Mpe-
CTaBUT KJIACCHU(PHKAIMIO TICUXOJIOTHYECKUX MEXaHU3MOB MOJOOHBIX MPENsSTCTBHA.
Byayt: 1) BblsiBeHBI U Kiaccu(UUIHUPOBaHbI MPOOJIEMHbIE TEPMHUHBI (YIPOIIEHUE MO
aHaJIOTMU, HEOTKOMMEHTUPOBAHHAS KaJlbka C MHOCTPAHHOTO SI3bIKA U T. I1.); 2) BBISB-
JieHbl MPOOJIEMHBbIE 30HBI B cHCTeME OOyYeHHs YYEHUKOB; 3) JlaHbl OCHOBHbBIE PEKO-
MEHJAINK M0 YHOPSAOYMBAHUIO CUTYallUU, B TMIEPBYIO OYEPE/lb, B 00JACTH «aOUTYpH-
EHTCKH 3HaYMMBIX IIPEIMETOB)» TAPMOHHUH H CONb(EIHKUO.

Kntouesvie cnosa: conbdenxuno, rapMoHus, My3bIKaJbHOE 00pa30BaHUE B Cpejl-
HEM 3BEHE.
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I. H. JTvircoe

JAJ KAK CIIOCOB M THUII MPOJOHTALIUU
(IO TPYJAM IO. H. XOJIOIIOBA)

[Tpoussenennsiii 10. H. Xon0moBeIM B y4eHHUM O TapMOHHMHM CHUHTE3 PUMAaHOB-
CKHMX U IIEHKEPOBCKUX MHTEHIIUH BBIPA3UIICA B METOAOJIOTUH TAPMOHUYECKOTO aHAJIH-
3a, IPUHLUIIOM KOTOPOH, 10 XOJIONOBY, SIBJISIETCS pACCMOTPEHNE TAPMOHUYECKON CH-
CTEMBI B €€ pealibHOM (DYHKIIMOHUPOBAHUU B MY3bIKaJIbHOU Qopme (0 TOM K€ TOBOPUT
u adopuszm @. M. I'epiikoBruua: «dopma — 3TO TOHAIBHOCTH B JIEUCTBUWY). [Ipu Ta-
KOM IIOJXOJ€ PeYb BCErJa HIET O NHAIEKTUYECKOM B3aMMOOCMBICICHHH IIpolecca
CTAHOBJICHUS U TOTO, YO CTAHOBUTCA — PETPOCIEKTUBHO MOCTUTA€MOU CUCTEMBI OT-
HOILIEHUH 3BYKOBBICOT (J1afa). TpyaHOCTH MpoOIeMBbl, TOCTABICHHON XO0JIOMOBBIM, 3a-
KJIFOYAETCSl B PA3UTEIIbHOM — IO CPABHEHUIO C MPEAIIECTBEHHHUKAMH — PAaCUIUPEHUHN
CTHJIEBOTO perepTyapa. ITO 0OCTOATEIbCTBO CTaBUT HCCIEAOBATENS B CUTYAIUIO
IUTIOpAJIM3Ma U HEOIIPEAEIEHHOCTH, IPUMEPHO TaK e, KaK ecliid Obl CIOPTUBHOMY CY-
b€ Ha/lo ObUIO M3BIIEKATh MpaBWJIA UTPHI M3 XOJa HAOIIOJCHHUI HAJl caMOWl UTpOWl.
TpyaHocTu yBenu4HMBaroOTCA elie W Ojarogaps TEPMHUHOJIOTHYECKOM pa3zHOTOJIOCHUIIE,
CYIIECTBYIOIEH B OTHOIICHUH 0a30BbIX MOHATUN (FapMOHUS, JiaJl, TOHAJLHOCTh, MO-
JAIBHOCTH) JaKe BHYTPU OTEUECTBEHHOM TpaJUIIUU, TOBOPSIIEH Kak OyaTO Ha OJTHOM
A3BIKE, & TAKXKE AMUCTEMOJIOTHYECKOT0 KPU3HUCa, 3aKII0YAOIIETrOCsl B COMHEHNN OTHO-
CUTEJIbHO HEOOXOAMMOCTH «OOJBIINX KOHIIEHIINI» B My3bIKO3HaHUU. B Takoit curya-
[IMA XOTEJIOCh OBl MPEIOKUTh K OOCYKJICHUIO TE€3UC, CPOPMYITUPOBAHHBIN B 3arja-
BHUHU MPEINOIAraéMoro BbICTYIUIEHUS U MOJAKPEIUICHHbI KOHKPETHBIMU NIPUMEPAMHU, —
HE CMOXET JIM OH MOCIYKUTh 001l OCHOBOM, COTJIACUBIINCH C KOTOPOH, BO3MOKHO
OyZeT MOCTENEHHO YCTPAaHUTh HEKENATEeNbHbIE TEPMUHOJIOIMYECKUE «OUEHUS», WIH
HaNpOTHUB, ONPABAATh U OOBSICHUTH 11€JIECO00PA3HOCTh UX COCYIIECTBOBAHMUSL.

Kniouesvie cnosa: FO.H.Xonono, mposioHramusi, Jiaa, TOHAIbHOCTb, MOIAJlb-
HOCTb.

E. M. /leockuna

HISTORIA MODULANDI
NJIN BAPUAIIMU HA TEMY MOAYJSALINUN

Onpenenenne My3bIku Kak Scientia bene modulandi, «3nanus mpaBUIILHON MOTYJIS-
Uy, BriepBeie 3adukcupoanHoe B |11 Beke H.3. B TpakTaTe Llenzopuna «O gHe poxae-
sy (De die natali), ¢ Tex mop kodeBayio U3 Tpakrara B Tpaktar a0 koHima XVI Beka
C TEMHU WM MHBIMU BapHAIlMsIMU. 32 3TO BpeMsl OMpPECICHNE, OCTABAsCh BHEIIHE TIOYTH
HEU3MEHHBIM, 00pacTaao pa3IuYHBIMH CMBICTIAMHA M KOHTEKCTAMH, KOTOPbIE TPYIIIHPO-
BAJIKCh IIABHBIM 00pa3oM BOKpyr TepmunHa modulatio. OH, B CBOIO o4epeiib, HHTEpIIpe-
THPOBAJICS B PA3HBIC 3MOXU COBEPILCHHO PA3IUYHBIM 00pa30M — OT OOIIIETO MPEACTABIIC-
HUSL O CJQ)KEHHOCTH, COPa3MEPHOCTH YacTei IO MEHHUs WM MIPhl Ha MY3bIKATbHBIX HH-
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crpymenTax. [TompoGnee Bcero oH pazoupaercs B « Tpakrare 0 My3bike» ABpenus ABTy-
ctuna (387-390 r.).

[Iupora cmbicioBoro mojs TepmuHa modulatio oOycnoBuaa MpUKIIOYCHHS Jie-
(UHUIIMK HA TPOTSHKEHHH TOJIYTOPA THICAY JIET, YeMy, TJIaBHBIM 00pa3om, u Oyaer
NOCBSIIEHO npennaraemoe coobmenue. Tonpko HaunHast ¢ XVII Beka, B cBsI3U € KO-
PCHHOM CMEHOW MY3bIKAJILHOW MapagurMbl, TPATUIMOHHAS NCHUHHIINSA HCUYE3aeT W3
TPaKTaTOB.

Onnako B XX Beke B Poccun, B Tpynax Jlocea, Acadbesa, SIBopckoro, Konroca
B3[JISI/T HA CYIIECTBO MY3bIKH BHOBb 3aCTaBJISICT BCIIOMHUTH O MMOHUMAHUH €€ Kak SCi-
entia bene modulandi, mpuuem B muckypce, BecbMa OJU3KOM K TOMY, KOTOPBIH OBLI
HPUHAT ABIYCTHHOM.

Kniouesvie crosa: ABrycTHH, MOTYJISIIIUS, PUTM, CTOIIA, TAPMOHHUS, BPEMSI.

0. K. 3axapoes

TEPMUHOJIOI'MYECKHUE CUCTEMbI U ITOHATHUE
O ®YHKIUAX AKKOPAOB B KNTACCUYECKHUX
COBETCKUX U AMEPUKAHCKUX YYEBHUKAX 'TAPMOHUU

HMeHHO ¢ yueOHMKOB B COZHAHUM OYAYIIMX MY3bIKAHTOB HauMHAETCs (hOPMUPO-
BaHUE CIIOCOOOB MBICIUTH O MY3bIKE, IOATOMY MbI PEIIMIN CPABHUTH TEPMHUHOJIOTH-
YEeCKUE CHUCTEMBbI U OpPTaHM3AIMI0 MaTepHalia B aMEPUKAHCKUX U COBETCKUX y4eOHH-
Kax rapMOHMH. BblM BeIOpaHbl JBa KIAaCCHUECKUX aMEpPUKAaHCKHUX ydeOHuKa — «['ap-
MoHus» Y. Iluctona u «TonanbHas rapmonusi» C. Koctku, JI. [Isiin u b. Anmena.
[IepBrblif XpOHOIOTHYECKU ONM30K TaK Ha3bIBAEMOMY «OpHUraJHOMY» y4eOHUKY (aBTO-
psl — U. JIy6oBckuii, C. EBcees, 1. Crioco6un u B. CokonoB), u, mogo6HO emy, pery-
nsipHO Tiepensnaércs ¢ Havyana 1940-x rogos. Bropoit (1984) comepxur 6omnee riaydo-
KO€ M3JI0’KEHUE MaTepuasa U OXBaThIBAET TEMbI BIUIOTh A0 FapMOHUHN XX BeKa.

B amepukaHckux y4eOHUKax, B OTIMYHE OT COBETCKUX, (YHKIMOHAJIBHOE yde-
HUE UMEET CKOpee MOBEPXHOCTHO-HOMUHATUBHBIN, HEKEIN CYLUIHOCTHBIM Xapakrtep.
Kaxxnas cryneHb raMMbl TOJTydaeT TPaAWIMOHHbIE (DYHKIIMOHAIbHBIE HAa3BaHUs, O]I-
HAKO TaKhe TEeMbl, KaK B3auMOJAEHCTBUE MEXIy (QYHKUUSIMH, KPYr aKKOpAOB, Mpe.-
CTaBJISIIONINX KXYyl GYHKIUIO, QYHKIIMOHATBHAS JIOTUKA TAPMOHHYECKHX MOCIIE0-
BaTeIbHOCTEH, HE pacKpbIThl. B yueOHuke Koctku TepMuH cyb60omuranma BBITECHS-
eTCsl TEPMUHOM HPEOOMUHAHMA.

OTCcyTCTBYET TaKoe MOHATHE, KAK 080UHASA OoOMUHAHma. JJoMuHaHTa K TOMUHaH-
T€ paccMaTpHUBAETCs B PAAY APYTUX MOOOYHBIX TOMUHAHT; €€ aKKOPJbl HE BbIJECIECHbI
B OTACJIbHYIO Tpynny. AKKOPJbI C MOBBIIIEHHON BTOpOW cTryneHbto y [luctona tpak-
TYIOTCSl KaK «aJbTEPUpPOBAaHHAs CYNMEPTOHHMKA» WJIM KaK BCIIOMOIAaTEJbHBIM aKKOp
K TOHHKE.

[IIupokoe pacupoctpanenue yuenus ['. IlleHkepa NIpUBHUIO AMEPUKAHCKUM TEO-
peTUKaM YMEHHE U MPUBBIYKY MBICIUTh TKaHb B TOPU30HTAILHOM acriekte. Y KocTku
B MEPBBIX K€ CTPOKAX HAMKMCAHO, YTO TAPMOHHUS TPOU3BOAUTCS MY3bIKATbHBIMU JTMHU-
MU, a aKKOPJIbl — JIUIIb BEPTUKAJIbHBIE CPE3bl ATUX JIMHUNA. bonbllioe BHUMaHue yre-

27



JsieTcsl BBIpAOOTKE KOHTpAmyHKTa compaHo U 6Oaca. llupoko mpumensiercs memoo
peoyKyuu: NS BBISBICHUS JIBYXI'OJIOCHS COMpaHo-0aca, UIsl «CHATHS» (QUrypalui,
JUTSL pa3TpaHUyueHUs] HEAKKOPIOBBIX 3BYKOB IIEPBOTO U BTOPOT'O MOPSJIKA.

Knrouesvie cnosa: meronuka oOy4eHHs] TAPMOHUU; TEPMHUHOJIOTUS; TAPMOHHYE-
ckue (QYHKIHUU; KOMITApATUBHBIN METO/.

E. b. Tpemobosenvckuii

IHOJIMONIOPHOCTbB: OIPEAEJIEHUE INTOHATHUA
N MOTHUBbBI ETO BBEJIEHUA

«BOJIBIIMHCTBO MPUBOJUMBIX B JIUTEPATYpE MPUMEPOB MOTUTOHAIBHOCTH B JIEH-
CTBUTEJIBHOCTU €€ He mpenacrasisieT». CTonb kaTeropuuHoe yreepxaeHue FO. Xomo-
MoBa, JaHHOE B YETBEPTOM ToMe «My3bIKalbHON SHIUKIONEINNY, MOSIBUIOCH OYK-
BaJbHO BCIIE] 3a BhINIENIIeH rogoM panbine MoHorpadueit FO. IMaucosa «Ilomuro-
HaabHOCTE» (1977). OHO omHMM pocuepkoM Tiepa OyKBaJIbHO MEPEUEPKHYIIO
BKJTIOYCHHBIC B HETO U B IPYTHE UCCIIEIOBAHUS PUMEPHI M aHATUTHUECKUE BBIKIIAKH.

B Gonee yem cToneTHEH MCTOPUU MOHSATHUSL «TOJUTOHAIBHOCTH» U PaHbIIE TO-
CTOSTHHO BO3HUKAJIM PAa3HOUYTEHHUS, KOTOPHIE B CBOEM KpallHEM BBIPAKEHHUH JTOBOIH-
JIUCh J10 TIOJTHOTO OTPULIAHMS ONPEACIIIEMBIX UM SIBI€HUN M CaMOI0 MOHATHUSA (BCIIOM-
HuM nonemuky C. CkpeOkoBa u B. bepkoBa Ha cTpanunax xypHaia «CoBeTckas My-
3bIKa», YBJCKIIYIO B JaJIbHEHIEM M APYTHX Y4eHbIX). bombiioi pa3dbpoc MHeHUM
OOBSCHSETCS OTYACTH HECOBEPIICHCTBOM TEPMHHA «IIOJUTOHAIBHOCTHY, MOCKOJIBKY
3aJI0’KEHHBIN B HEM CMBICTT BIPSAMYIO COOTBETCTBYET TOJIbKO CPAaBHUTEIILHO MAJION Ya-
CTH O0BEIMHSIEMBIX UM OOBIYHO 00pa3loB U siBlieHUH. [lo OTHOIIEHUIO XK€ K JIPYyroi
UX YaCTU OH OKa3bIBACTCS HE TO, YTOOBI UYKJBIM, HO HE TOYHBIM, XOTSI CAMH 3TH SIB-
JIEHUs C SIBJICHUSIMU NEPBOI YacTH UMEIOT T€HETUYEeCKOe poACTBO. Bee oHM Xapakre-
PHU3YIOTCS BOSHUKHOBEHHEM B Pa3HBIX CIOAX (DAKTyphl CBOMX JIAJIOBBIX OMOpP (CBOETO
poja EHTPOB) — TOHOB WJIM aKKOPOB, CYMMHUPYIOIINXCSI B HEKOE MOJMOMOPHOE 00pa-
3oBanue (1o 0. [TancoBy — MOJIMTOHUKY).

[IpeacraBnsieTcs, 4ToO MpeaaraéMblii TEPMUH «ITOJIHMOIIOPHOCTHY BBUAY IIUPOTHI
MOHATUA «IaJ0Basi onopa» (OHO MPUMEHSETCSl UCCIEAOBATEISIMU HApOJAHOW U aKaje-
MUYECKOW MY3BIKH JFOOBIX CTWUJICH, BKJIFOYAasi CTApUHHBIE U HOBBIE) MOXET CIOCO0-
CTBOBATh Pa3peUICHUIO0 HAKOMUBIIMXCS MPOTHUBOPEYMA U OOBEAMHEHHUIO TOJI TTOKPO-
BOM OJIHOM T€OpUHU COOTBETCTBYIOLUX MPUMEPOB U3 MY3BIKM Pa3HBIX 3MOX — OT, CKa-
keM, CpemnHEBEKOBBbS 0 COBpeMEHHbIX oOpasmnoB. Cuna u ONpeaeIeHHOCTh
noJiroropHoro 3¢ dexra (HauOOJBIIMM OH OBIBa€T B COBPEMEHHON MY3BIKE) 3aBUCHT
OT BECOMOCTH, YKPEIJICHHOCTH U MHTEPBAJIBHOM CBS3M COUYETAEMBIX OIOpP, OT COOT-
HOIIICHUS 3BYKOPSAJIOB, PETUCTPOB, TEMOPOB M TPOMKOCTHBIX TApaMETPOB, OT XapaKTe-
pa, TOHAJBHOW CTPYKTYPhI U OKPACKH T€M, a B HEKOTOPBIX CIy4asiX U OT 3a0iaroBpe-
MEHHOTO MT0Ka3a KaKJI0M U3 HHX.

Nzy4yaempblii peHOMEH MOJIMOMOPHOCTH PACCMOTPEH B KOHTEKCTE APYTHUX IOJIH-
TapMOHUYECKUX SBJICHUN, UEPAPXHSI KOTOPHIX B OOIIMX YepTax COOTBETCTBYET Clie-
TYIOIIEH cXeMe: K MOJUTapMOHUU OTHOCSTCS TOJHUAKKOPAWKA U MOJUIaJ0BOCTh, KO-
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TOpasi, B CBOIO 0YEPE/lb, WICHUTCA Ha MOJIMMOJAIBLHOCTh U MOJMONOPHOCTH, a 3Ta MO-
cienHss ObIBacT MpECTaBlIeHA SBJICHUSIMHU TOJUTOHUKATHHBIMH M TOJTUTOHHYHBIMH
(monuroHanbHBIMU). Korjga noHsTie nmoamonopHOCTH MPUHUMAETCS HA CBOEM yYpOBHE
Kak 0a3oBoe W 0obOoOIIaromee, a MOHATHE MOJUTOHUYHOCTH (ITOJTMTOHAIBHOCTH) B Ka-
YECTBE €ro Pa3HOBUIHOCTU, CTAHOBUTCS BIOJIHE BEPOATHBIM, YTO BOIPOCHI, BCETa
COITYTCTBOBABILKE MPOLECCY M3YUYECHUS IMOJUTOHAIBHOCTH, MOTYT, HAaKOHEI], HAWTH
paspelicHue.

Knroueswvie cnosa: dhaktypa, J1aj, MOJIUTOHATBLHOCTD, MMOJUOTOPHOCTD, TOJIUTAP-
MOHUS, XoaonoB, [Tancos.

A. C. Makcumosa

HEOJUATOHHM3M B MMOHATUMHON CUCTEME
B. IYKEJbCKOI'O U H. CIOHUMCKOI'O

B 1929 rony B pycCKOSI3bIYHOU cTaTbe «MOJIEpPHU3M MPOTUB COBPEMEHHOCTH
B. Jlykenbckuil BIIEpBbIE UCIIOIb30BaJ NOHITHE «HEOJAUATOHU3M», ONPEIEIIHB €r0 KaK
«3BYKOCO3€pLIaHN€, IPUHUMAIOIIEE TOHAJIBHOCTD (WM J1al) HE KaK UCXOJHYIO TOYKY,
a Kak GopMaibHyt0 onopy». OObICHSSA CyTh MOHATHUS, KOMIIO3UTOP MPUBEN B IPUMED
counnenus Ilynenka, Ilpokodpresa, Opuka, CrpaBunckoro. HoBoe nonsarue norpebo-
BaJIOCh JJIsi 0003HAUYEHUS HOBAIMM B 00JIaCTH MY3bIKaJIbHOIO s3bIKa. C Ipyroit cTopo-
HbI, Ha3bIBasi «HEOJAMATOHU3M)» «HOBBIM OIIYLIEHHUM 3BYKOBOTO MHpay, JlyKenbCKuii
uMel B BUJly U COOCTBEHHbIE UCKAHMSI, U OyAylee My3bIKH, COXpaHABIIEH CBA3b C Ka-
TErOpUsIMU TOHAJIBHOCTH U JIaZa (IOHATHE «JIal» KOMIIO3UTOP MCIOJIb30Bajl BCIE] 32
b. SIBopckuM, y kotoporo obyuancss B KueBckoil koHcepBaTOpuM); MpHCTaBKa HEO-
yKa3blBajla Ha «IEPEOTKpPbITHE» (BbIpakeHHe JIyKelbCcKOro) HOBOrO MOTEHLHAja
B MPEKHEW cucTteMe KoopauHaTr. B Tekcrax J[yKelbCKOTO MOHATHE «HEOIUATOHU3M»
HAJEJIAETC ICTETUYECKUM CMBICIIOM. B NMOHATHIHON cHCTeME KOMIIO3UTOpPAa OHO CTO-
UT B OJHOM pSAYy C HMOHATHSAMH OJaro3By4yusi U «0OECCO3HATENIbHOIO KIACCUIM3May.
Bmutote 1o 1960-x JlykenbCkuil ymoMUHaI HEOAUATOHU3M B CTAThSIX, KAK HA PYCCKOM
s3bIKe, TaK U Ha aHmiickoM (Neo-Diatonicism, neo-diatonic idiom).

BHe scTeTMyeckol TPAaKTOBKHM IMOHATHE HeoauaToHu3Ma (neo-diatonic idiom)
npumens1 H. Crnonumckuii (mo noony myssiku «llcanmma» M. MapkeBuua, 1934).
Kak u y [lykenbckoro, HEOJIMATOHU3M 3/I€Chb HE INPETEHAYET Ha CTaTyC TEPMHUHA.
B 1937 nousaruitHas cucrema CIOHUMCKOTO MOMOJHUIACh TEPMUHOM «IAHIUATO-
HU3M»: «UCIIOJIb30BaHHE BCEX 7 TOHOB 33JaHHOW TOHAJIBHOCTU B CBOOOJHOM MENOIM-
YECKOM MJIM TAPMOHUYECKOM MOpsake». CIOHUMCKUI HEOJTHOKPATHO KOPPEKTUPOBAI
3TO ompezaeneHne U K 1970-M pa3bsCHUIT ACTETHUECKYI0 (QYHKIMIO MaHIUATOHU3MA.
CyTb M 3cTeTHKa HeoAuaToHu3Ma JIyKelIbCKOro, Kak aKCHOJOTMYECKOE HU3MEpPEHHE
MOHATHSA, CBA3BIBAIOT €0 HE TOJIBKO C «IaHAMAaTOHM3MOM» CIOHMMCKOTO, HO U C KpY-
rOM MY3BIKaJIbHBIX siBIeHUN 1960—70-X, B KOTOPBIX NEPEOCMBICIIEHA KaTeropusi KOH-
COHAHCa 4yepe3 IMOUCKU HOBBIX MOAXOJOB K AUATOHUKE M aKyCTUYECKOE IMOCTHKECHME
IIPUPOJIbI 3BYKA.

Kntouesvle cnosa: HeonuaToOHU3M, HOBas AWATOHWKA, Brnagumup [lykenbckwii,
nanauatoau3M, Hukomait CIOHUMCKUH.
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A H. Cmanuweesckui
O N'PAHUIIAX ITPUMEHEHUS NOHSATUA POACTBA B TAPMOHUHU

Cpenu noHsITHA, OTHOCSAUIMXCA K cdepe TapMOHUU, OJHO M3 BUIAHEHUIIUX MECT
NPUHAICKHT TMOHATHIO POACTBA. V3BecTHOE MOHSATHE POACTBA TOHATBHOCTEH B JIMTE-
paType ONOJHSETCs OHIATUSIMH POJICTBA CO3Byunii (HauuHas ¢ JI. Ditnepa u nanee),
3BYKOB (HA4YMHasi C AaHTHUYHOCTH), a TaKke TEeMOpOB (CUCTEMHO — HauyMHAs
c A.T. lllauTke) u cepuit (HaumHas ¢ 3apyOeKHBIX paboT cepeauabl XX Beka). [1lu-
poTa pacnpoCTpaHEHHUs MOHITHS 3aCTaBIISIET 3alyMaThCsl O CYTH CTOAIIUX 32 HUM SIB-
JICHHUH, @ BMECTE C TeéM 00 YMECTHOCTH €T0 MCIOJIb30BaHMS B PA3HBIX KOHTEKCTaX.

VYake BONpOC 0 pacUIMPEHUH MOHATHS TOHAIBHOT'O POJICTBA C BBIXOJIOM 32 IMpejie-
JBI KJIACCUKO-POMAHTHUYECKOW TApMOHHUH BEJIET K HEOJHO3HAYHBIM ciencTBUsAM. [lepe-
IpYNIUPOBKA CTETIEHEW POJACTBA BIUIOTH 0 MX PEAYKIHH (aKTUUECKH 0OECCMBICITH-
BaeT MCXOJHOE TMOHATHE, (OPMUPOBAHHE KOTOPOTO OOYCIOBJICHO aKyCTHYECKUMHU
TPEIOCHUTKAMHU.

[TpoGiema BO3HUKAET U B CBSI3U C MOHATHEM POJICTBA CO3BYUYHI, 00BEKTOB 3aBe-
JIOMO MHOUM TMPHUPOJBI B CPAaBHEHHUH C TOHATBHOCTAMU. [Ipy BHEIITHEM CXOJICTBE KPHUTE-
pHEB OLIEHKH POJICTBA Ha 0a3e 3BYKOBOW OOITHOCTH ()EHOMEH CBSI3M CO3BYYHI B €Ile
OoJbIlel cTerneHrn 00YCIOBIICH aKyCTUYECKUMU MPEANOChUIKaMU. AHAJIOTHYHASL CUTY-
amysl KacaeTcs 3BYKOB, BOCIPHHUMAeMas CBSI3b MEXIY KOTOPBIMH MOXET OBITh
Ha3BaHa POJICTBOM JIMIIb YCJIOBHO, MO NMPUYMHE MHOTO POJia OIIYIICHU rapMOHUYe-
ckoll cBs3u. Ilepexon ke OT 3BYKOB K TeMOpaM, a OT TOHAJIbHOCTEN K CEpUSIM CTABUT
BOIIPOC O TpaHUIAX PACCMOTPEHUS MOHATHS B KOHTEKCTE FapMOHUU, TaK KaK B 3TOM
cllydae HauYMHAIOT UTpaTh Oojee 3aMETHYIO POJIb BOIPOCH BPEMEHHOTO pa3BEPTHIBA-
HUSI 00BEKTOB POICTBEHHBIX OTHOIIICHHIA.

YroMmsiHyThIE TPOOJIEMBI 3aCTABIISIOT MOCTABUTH BOIIPOC 00 YTOYHEHHUH TPaHUI
MOHATHUSL POACTBA B TapMOHUH. /|1 ero pemeHus: mpeiaraeTcs MpuBIeYh CBEICHUS
U3 00JIACTH aKYCTHKHU U TICHXOJIOTHH BOCIIPUSITHUSI.

Knrouesvie cnosa: rapmMoHus, 3ByKOBBICOTHOE POJICTBO, aKyCTHKA, TICUXOJIOTHS
BOCTIPHSITHSI.

M. I'onuax

IHHOHATHUE KOHCOHAHCA U JUCCOHAHCA
B KOHTEKCTE MJEN O BBIYMCJEHWU TIMOKA3ATEJIA
COHAHTHOCTHU CO3BYUYUH, COCTOSIUX
U3 TPEX U BOJIEE 3BYKOB

Hanuyre HeoqHO3HAYHOCTEH B TEPMHUHOJOTHHM — OJIHA U3 CYHIECTBEHHBIX IPO-
onem B mo6oi Hayke. He 00XonuT oHa CTOpOHOU U My3bIKO3HAHUE. MIHTepecHO, uTo
HESICHOCTh TEPMHUHOJIOTUM B MY3BIKO3HAHUU TOPOH UCXOMUT HE 00s3aTelbHO W3
CJI0)KHOCTH COTIOCTABJICHUS PA3HBIX SI3BIKOBBIX CHUCTEM, PA3HBIX JUCIMILIMH U Pa3HbBIX
UCTOPHUYECKUX WIIH TeorpaduiIecKuX TPAIAUIIMNA, OHA MOXKET BBITEKATh U3 CTOSIIHMX 3a
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TEPMUHAMM TOHATHUN. J[MCCOHAHC M KOHCOHAHC SBIJIAIOTCS XOPOUIMMH IpUMEpamMu
TaKUX MOHATUI. MBI OyneM paccMaTpuBaTh TO, KAK B COBPEMEHHOW TPAKTOBKE 3THX
0a30BBIX MOHATUN TEOPUS BIIMAET HA UX COAEPKAHUE B KOHTEKCTE MCCIIEIOBAaHUS CO-
3BYYMH, COCTOSAIIMX U3 TPEX U O0JIee 3BYKOB.

CoBpeMeHHbBIE UCCIIEIOBAaHUS 110 BOIPOCAaM JMCCOHAHCA U KOHCOHAHCA CO3BY-
Y KacaroTCs Pa3HbIX AUCLMIUINH, CPEIU KOTOPBIX aKyCTHKA U IICUXOJIOTHS.

Urto kacaeTcsi COHaHCa UHTEPBAJIOB, TEOPHUSI OMEHHI TOBOJIBLHO XOPOIIO OOBIICHS-
€T SKCIIEPUMEHTAIbHBIE PE3YJIBTATHI, HO €€ 0000IIeHNE NPUMEHUTEIBHO K CO3BYUUAM
13 TPEX M YETHIPEX 3BYKOB OKA3bIBAETCS HE TaK yclelmHbIM. Kpome Toro, caMo mnoss-
THE COHAHCAa JTUX CO3BYYMU HESICHOE, MOCKOJIBKY OHO HAIpsMyK HE COBIIAJIAcT C
OILlYILIEHUEM CTENEHHU NPUATHOCTH. MBI paccMOTpHUM NpENCTaBICHHBIE B JIMTEPATY-
pe MOAXOAbl, YIy4arolulie JaHHYI MOJENb, KOTOPbIE BKJIKOYAIOT HOBBIE COOOpake-
HUS. OTU TONOJHEHHBIE TEOPETUUECKHE MOJIENU Yallle BCEro MPUMEHSIOTCS JUIsl CpaB-
HEHMsI CO3BYYUH TOJBKO ONPEEIIEHHOTO KOJMYECTBA 3BYKOB, KaK €ciu Obl camo Io-
HSITUE 3aBUCEJTIO OT KoJM4yecTBa 3BYKOB. OIHAKO MpPH MOMNBITKE TMOIYYEHHUS OOIIeH
TEOpPHUN KOHCOHAHCAa M JUCCOHAHCA, BKIIOYAIOLIEH BCE CO3BYYMsI, BOSHUKAIOT HOBBIE
BOIIPOCHI, CPEIU KOTOPBIX: BEIOOP METO/1a BBIUMCIICHHS MOKa3aTelisi COHAHTHOCTH MPU
nepexoie OT ABY3BYUHil (B IpOCTEHIIEM Cydae) K MHOTO3BYUHSM U BIIMSHUE OKTaB-
HBIX IIEPEHOCOB Ha NOKAa3aTelb COHAHTHOCTU. MBI MpejyuiaraeM pa3Hble OTBETHI U CIIO-
coObl BU3yaIM3al[ii 3aKOHOMEPHOCTEM, aKTyaJbHbIE JIsl 3TOT0 HApPaBIICHUS.

Knrouesvie cnosa: coHaHc, cO3By4Hs, ICUX0aKyCTHKA, MOJIEITMPOBaHNUE.

U. A. Toxkapes

IMPOBJIEMbI HWAEHTUOUKALIIMN JIAJA
B 'NMHOI'PA®GUYECKOM PENEPTYAPE XI-XIII BB.
(I'MMHBI, CEKBEHIIUHU, KOHAYKTbI)

N3yueHue 3BYKOBBICOTHOW CHCTEMBbI I'pPUTOPHAHCKOro Xopana (Jatr. cantus
planus) B OTEYECTBEHHOM MY3bIKO3HAHWU pEAIM3yeTCsl, KaK MHHHUMYM, B TpeX
HampaBJIeHUAX. B ocHOBe mepBOro nexar CBEACHMS, MOTYYEHHbIE U3 ayTEHTHUYHBIX
teoperudeckux TpakrtatoB (H. . E¢umona). Bropoii moaxos cBs3aH ¢ coOCTBEHHOM
paspabotkoit Tepmunonoruu (FO. B. Mocksa). TpeTbe HampaBieHUE — 3TO COEAMHE-
HUE ayTeHTHMYHBIX TEPMUHOB U TIOHATUNA C HOBEHIIMMH JOCTUKEHUSMU MY3BIKOBE/I-
gyeckoi mbicim (FO. H. Xononos, C. H. JleGenen).

AyTeHTHYHas TEPMUHOJIOTHS, TIOJTyUCHHAs U3 TIO3IHEAHTHYHBIX M CpPEIHEBE-
KOBBIX TPaKTaTOB, OOBSICHAET MHOTO€, HO OOIIMPHBIA U CTHIMCTUYECKU HEOJHOPOJI-
HBII THMHOTpaUuecKuil perepryap TpeOyeT CHenHaaIbHOTO PacCMOTpPEHHs (JIHIIb
HEKOTOpPbIE U3 COTEH COXPAHMBLIMXCSA OOpa3lOB IMOAJAIOTCS TOYHOM HaTHPOBKE).
Kanp ruMHa CIOXKHUICS 33JJ0JT0 10 BOSHUKHOBEHHS MEPBBIX TEOPETUUECKUX MTOCOOUM
0 XpUCTHAHCKOMY meHuto. [Ipoliecc rUMHOTBOpYECTBA OXBATHIBAET BCIO HCTOPHUIO
3anmagHoeBponeiickoro CpenHeBekoBbs. CreaoBaTeNbHO, YacTh pernepTyapa CIIOXKHU-
Jach BMECTE C AyTCHTHYHBIMU TEOPETHUECKUMH TMOJIOKEHUSIMU. A Apyrast 4acTh MO0
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HPEIIECTBYET UM, JINOO 00pa3yeT napajuieabHbIi IpoIecc, He BIIOJIHE COBIAAAOINN
C TEOPETUYECKUMH TE3UCAMU, UJIM BOBCE HE COIIIACYIOUIUIICS C HUMH.

['mmuorpaduueckue )aHpbl, CBI3aHHBIE C AYTCHTHUYHBIMH TEOPETHUECKUMU
HOJIOKEHUSIMH, HanboJiee AOCTYIHBI i OOBSICHEHUSI CYHITHOCTH FapMOHHYECKOM cu-
cremsl. MccienoBanre no3BossieT 0OOHApYKUTh 3aBUCUMOCTb 3ByKOBBICOTHOI'O TUMHO-
rpau4ecKoro TBOpPUYECTBA OT MPAKTHUKU ICAIMOBOH (OPMYIBbHONM MOAAIBHOCTH
Y TIPAKTUKHA MHEMOHHMYECKON (POPMYIBbHOW MOAAIBHOCTH (THUIIA «HOBAH»).

Cn0XHOCTH, KOTOpbIE HE MMEIOT NPELEJECHTOB B ayTEHTUYHOM TEOpeTHYe-
CKOM 3HaHHUM, BOSHMKAIOT IPU PacCMOTPEHUHU OOMIMpHON yacTu pernepryapa. Cyie-
CTBYET perepTyap <«JI0OKTOMXHOI» CHCTEMBI, OTIUYAIOIIHUICS 0COOBIM (POPMYIBHBIM
cocraBoM. CoXpaHMJIUCh U THUMHOTpauueckue o0pa3libl HEJUATOHUYECKOTO HHTEp-
BaJIbHOTO POJia, CKJIAJBIBAIONINECS HE Ha OCHOBE BUIOB (SPECIeS) KBUHTBHI M KBAapThI,
a U3 COEIMHEHUs TPEX BHUJOB KBAPT (COETUHEHHBIE TETPAXOP/bl), OOHAPYKUBAIOIINE
POJCTBO C BU3AaHTUHCKOH J1aJOBOM CHUCTEMOH, KOTOpas B CBOIO Oyepe]lb Oblia 3auM-
CTBOBaHa JUJIsl IPEBHEPYCCKOro MeBYeckoro uckyccrna («rekcanx» 0. H. Xononosa).
HoBble pa3HOBUAHOCTH TUMHOIpaduu MOSABUIUCH MOCIE CIOXKEHUs cucteMbl OKTOU-
xa. Cepau HUX BbLIENseTCs GOPMYNbHAsI CUCTEMa KOHJIYKTOB, ONUPAIOLIAsCA HA WH-
TEpBaJIbHO-3BYKOPSAAHYIO CUCTEMAaTUKy TOHOB OkTouxa. BmecTe ¢ TeM, OHa OTIM4aeT-
Csl OT CJIOKUBIIMXCSI CTEPEOTUIIOB (hOPMYJBHOIO pa3BepThIBaHUA Jaaa. B mokmnane
OyAyT paccMOTpEHbI TUMHOTpaduyeckrue oOpa3ibl BhIIEYKa3aHHBIX TUIIOJIOTHYECKUX
IpyIIIL

Knrouesvie cnosa: TMMHBI, CEKBEHLIUU, KOHIYKTHI, JIaJl MOJAJIbHOTO THIIA,
NICAJIMOBBIN TOH, (POPMYJIBI-MOJIETH «HODAHBI».

JI. B. Bpasicnuk

AHI'EMUTOHHUKA KAK MY3BIKAJIBHO-TEOPETHYECKAS
KATETOPHS: O TEPMHAHE TPUXOPJHOM AHI'EMUTOHHUKH

YTO4YHEHHE IPEAIaracMoro TepMUHa:

— @QHF€MUTOHUKA Ha TPUXOPJAHO-MOTHUBHON OCHOBE;

— @QHI€MUTOHUKA C TPUXOPAHBIM TUIIOM UHTOHUPOBAHUS.

Konkperuzaiys TepMHHa TPUXOpAHAS aHTEMUTOHUKA OOYCJIOBJIEHA TEM, YTO IOHS-
THE aHT'€MHTOHHKA (KaKk OecrOoIyTOHOBOCTb) OTHOCUTCS U K LIEJIOTOHHUKE, WX 11E€IOTOHO-
BOM AHINEMUTOHHUKE, KOTOpas MMEET MHYI0 MHTOHALMOHHYIO Npupoay. B mpemyaraemon
TEOPHH ITO SBJICHUE HE PACCMAaTPUBACTCS.

OpHuM 13 NEepBBIX B OTEYECTBEHHOM 3THOMY3BIKO3HAHUU K TEPMUHY aHTE€MHUTO-
HuKa oOpartuics B cBoux Tpynax K. Kutka. B ero TpakToBke aHréMHTOHUKA — 3TO
0€cCII0IyTOHOBBIE TPEX-, YETBIPEXCTYIEHHBIE J1a/10Bble 00pa30BaHUs U Pa3HOBUIHOCTHU
neHTaToOHUKH. B paboTax aBTOpa JaHHBIX CTPOK MpEJCTaBieHa pacHIMpeHHas Tpak-
TOBKa IMOHSTUS TPUXOPJIHOM AaHTE€MUTOHMKM KaK WHTOHAIIMOHHOM CHCTEMbI C OOJb-
IIMM KOJWYECTBOM CTYIIE€HEH, BIUIOTH IO ABEHAAUATH. bnarogaps pa3HOBHIHOCTSAM
TPUXOPJIOB U TETPAXOPIO0B, 0Opa3yIOIIMMCS 3a cUeT oOpalleHMi, 3epKajlbHbIX OTpa-
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KEHHH, MEepecTaHOBOK M MOBTOPOB CTYNEHEH, CKauykKoB M JPYruX MoJuduxaimii,
a TakKe CBOEOoOpa3usi pUTMUUYECKUX OpraHU3alui, B TOM YHCIIE€ PUTMUYECKON (op-
MYJIBHOCTH, TPUXOpPJHAs aHI€MUTOHMKA IOJy4yaeT MHOIOBAPUAHTHOE BOIUIOLIEHUE.
D10 obecrieunBaeT el CyIIeCTBOBaHHWE B KaueCTBE OCHOBBI MHTOHAIMOHHOTO SI3bIKA
Pa3HBIX MY3BIKAIBHBIX TPAJULMM U CTHICH. SIBiIeHUsT O€COTyTOHOBOIO HHTOHUPOBA-
HUsl QUTYPUPYIOT U B CEPUIHON TEXHHKE.

PacmmpenHasi TpakToBKa MOHSATHSI TPUXOPIHOW AHIE€MUTOHUKHU IOJIyYMJia BOIUIO-
IIEHUE B LIEJIOM psijie padOT aBTOpa TAaHHBIX CTPOK: CTaThsAX, YUEOHBIX MOCOOMAX, & TAKKE
JIBYX OCHOBHBIX MOHOTPa(UsX — «AHT€MUTOHUKA B MOJIAJIbHBIX M TOHAJIBHBIX CUCTEMAX:
Ha npumepe My3bIku TIOPKCKUX U (pUHHO-yropckux HapoaoB [loBomxkbs u [Ipuypanbs»
(Kazans, 2002. — 282 c.) 1 «KAHTEeMUTOHHKA B PyCCKOW MY3BIKE. Tpaauiiuu, KOMIIO3UTOP-
ckoe TBopuecTBo» (M31anue Bropoe, nononHenHoe. Kazans, 2018. —223 c.).

Knrouesvie cnosa: aHreMUTOHMKA, TPUXOP/IHAS AHT€MUTOHUKA, OECIIOIyTOHOBbIE
TPUXOPABI U TETPAXOPIBL.

b. Bpogep-/looecku

MOJIOKEHUE JUCCOHAHCA B TPAJIUIIUM PRIMA PRATICA
B CBETE TEOPHUM SCUOLA DEI RIVOLTI
(IIKOJIbI OBPAIIIEHUI)

TpakToBKa ITUCCOHAHCA — ATOT KPaeyrojbHBIM KaMCHb Pa3IndHs MEXIy prima
U seconda pratica, kak IPUHATO CUHUTATh, PETYIUPYETCS YUCTO MY3BIKAJbHBIM KOH-
TEKCTOM B NEPBOM U3 HHX, IO CPABHEHHUIO C IMPUOPUTETOM, MPUIABAEMBIM BBIpA3U-
TEIHHO-PUTOPHUUECKIM COOOpaKEHUsIM, — B TIOCIeIHEM cTuiie. Teopun PpaHueckaH-
tonno Kamerapu (Francescantonio Calegari, 1656—1742) cTtaBsT 1moJ COMHEHHE 3TO
ybOexnenue: ero pykonucHseiii Tpaktar Ampla dimostrazione degli armoniali musicali
tuoni (1732) npeanaraet OpUrHHAILHYIO KOHIICTIIIMIO OTHOCHTEIBHO MOJIOKEHHUS JTHUC-
COHaHca U ero o0OpalieHuii B moiu(OHUN CTPOTOro MUChMa.

B apxuBe bepnuHckoil AkaneMuu MeHHUs] XpaHUTCSA KOJUIeKIus u3 26 aBTOrpa-
¢oB Kanerapu — apanxupoBok counHeHui [lanectpunbl, Acona U Apyrux aBTOPOB
XVI cronerusi. OHU coaepKaT TIIATENbHbINA aHaIn3 BEPTUKAJIbHBIX CO3BYYMil; KOJU-
YeCTBO MapTUH COKPAILEHO J0 YeThIPEX—IIATH, ¢ ToOaBJIieHHEeM napTuu basso continuo
u 1udpoBeix o06o3HaueHuit. Cpenu Hux, Otto Magnificati [Tanectpunsr (D-Bsa 418),
BBIJICTISIFOTCSI CBOMMH MacIITabaMu U MPOUCXOXkKAeHUEeM. PyKomuch oTpakaeT UHTepec
Kanerapu k aHanu3y BepTUKaJIbHBIX 3BYYHOCTEW M MX IMOCIEIOBATEILHOCTH B Pa3JINy-
HBIX MOJIaJIbHBIX KOHTEKCTaX.

CaMbIM OYEBHUAHBIM 3JIEMEHTOM, KOTOpBIM Kanerapu u3Biek u3 uaydeHus: pabot
[TanectpuHbl, OblIa BO3MOXXHOCTH COYETAaHHUS AMCCOHAHCOB C WX pa3pelIeHUSIMU
U CO3JaHKe TeM caMbIM OCOObIX 3ByuHOCTel. OH 3asBnseT: «ToT, KTO XO4eT nmucarb
B COBPEMEHHOM TapMOHHMYECKOM CTHJIE, JIOJKEH MOHMMAaTh CTApbld CTWIb. Teopuu,
U3JI0KEHHBIE 3/1eCh, OCHOBAHbI Ha MpakTuke [lanecTpunsi».
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TeOpeTI/I‘IeCKI/Ie MMpCAITOCHIIKA KanerapH, OCHOBAHHBIC Ha €ro aHaJInM3C CTapbIX
NOJM(POHUYECKUX MPOU3BEACHUN U €r0 COOCTBEHHBIX COXPAHUBIIUXCS COUYMHEHHM,
OIPOBEPrarOT OJHO3HAYHOCTH PA3NIMUMs MOJOXKCHHUsS JTHCCOHaHCa B prima e seconda
pratica.

Knrouesvie cnosa: ncropus TeOpuH, My3blka OapOKKO, KOHTPAILYHKT CTPOTOIO
IMUCbMa, rapMOHHA.

A. A. I'vnoopuna

JUCKYCCHUA O NOJIMTOHAJIBHOCTMU:
13 UCTOPUU ®OPMHUPOBAHUA TEPMHUHOB U NOHSTHUMI
B OTEYECTBEHHOM MY3BIKAJIBHOM HAYKE
(HA OCHOBE APXMBHBIX MATEPHUAJIOB)

B nmoknazge Ha OCHOBE apXHMBHBIX MaTe€pUalioB BIIEPBBIE OCBEUIACTCS HAy4HAs
JTUCKYCCHUSI O TIOJIUTOHATBLHOCTH, BO3HHUKIIAA B OTCYECTBEHHOM MY3BIKO3HAHUU
B 1957-58 rogax. AKTyaabHOCTb TEMbI HCCIIEIOBaHMS 00YCIOBIEHAa HEOOXOAUMOCTHIO
paccMOTPEHUSI SBOJIOLMOHHBIX MPOLIECCOB MY3bIKaJIbHOM TepMmuHoJoruu. CraThs
C. C. CxpebroBa «O coOBpeMEHHON rapMOHHUM», OMYOIMKOBAaHHAS Ha CTpaHULAX XKYp-
Hana «CoBetckas My3bika» (1957 roa, Neb), moponuia sipKyro U JUIMTETBHYIO JUCKYC-
CHUIO O IOJUTOHANIBHOCTH. B criope rmaBHbIM onmoHeHTOM CKpeOKoBa cTal ero KoJijie-
ra B.O. bepkos. [lonemuka, pazropeBuiasicss MeKy yY€HbBIMU Ha CTPAHULIAX HAYYHOTO
U3JIaHus, BOBJIEKJIA B CBOIO OPOUTY HOBBIX YYACTHHMKOB U BBUIMJIACH B J€0aThI, KOTO-
pBI€ MPOXOJIUIN Ha COBMECTHBIX 3acelaHusAX Kadeapbl TEOpUH MY3BIKH U Kadeapbl
uctopuu mMy3siku ' MIIN umenu ['Hecunbix. B Teuenue despans u mapta 1958 roga
COCTOSJIOCH YEThIPE COBMECTHBIX 3acefaHuil Kadeap, KOTOpble IPOXOIUIN B 0KECTO-
YEHHBIX CXBaTKax.

Juckyccust MEXly aBTOpaMM CTaTed M IPYTUMH €€ YYaCTHUKAMU, I€MOHCTPHU-
PYET CUTYaIHIO0, XapaKTePU3YIOUIYIO MOJ0KEHNE OTEUECTBEHHON MY3bIKaIbHON HAyKU
koHla 1950-x romoB. AHanu3 apXWBHBIX MaTEpPUAIOB IO3BOJISIET CAEIaTh BBIBOJ
0 TOM, YTO Pa3HOIJIACHS TJIaBHBIM 00pa30M 3aKIIOYAIUCh B MOHUMAHUHM CAMOIO Tep-
MHHA NOJUTOHAJIBHOCTh, €r0 ONPEJEICHUHU, SCTETUUECKON OLIEHKE, a TaKKe METOJI0-
JIOTUYECKUX MO3ULIUAX UCCIEIOBAaHUM.

Knrouesvie cnosa: nonuToHaNbHOCTh, MYy3bIKaJIbHbIE TEPMHUHBI U OIpEAEIICHUS,
COBETCKOE MY3bIKO3HaHHUE.



MOHSITUMHBIN AIIIAPAT U TEPMUHOJIOI'US
B N3YUEHUU TEMBPA U ®AKTYPBHI

E. B. Tumoesa

TEPMUHOCUCTEMA OTEYECTBEHHOHN TEOPUM
MY3BIKAJIBHONU ®AKTYPBI

VY4yeHue o My3bIKQJIBHON (pakType B OTE€YECTBEHHOM MY3BIKOBEACHUU MPOIILIO
3HAUUTENbHYIO 3BONMIONMIO. [lepBble HaOMIOIEHUS O MY3bIKaJIbHOM MaTepUH — MYy-
3bIKANIbHOM TKaHU — nosBWIKCh B 10—20-e roasl XX Beka Ha 3Tamne CI0KEHUS Hayd-
HOUM Teopuu, GOPMHUPOBAHUS €€ MOHATUHHOrO ammapara, Il KOTOPOro B TO BpeMs
ObUIM XapaKTEepHBI YCIOKHEHHAsh CHHOHMMUYECKas JIEKCUKa, BHICOKMI YpOBEHb MeETa-
dbopuzanuu.

3HAUUTENbHBIMU BEXaMH B pPa3BUTHM (AKTYpPOJOTHUU CTalM HCCIEIOBAaHUS
1O. H. Tronuna. B HuxX mpou3solen ckadok ¢ ypoBHS MeTadopu3aluu TEPMUHOCHCTE-
MBI Ha KaU€CTBEHHO MHOW YPOBEHb — YPOBEHb YCTAHOBJICHUS «KAaTETOPUAIBHOU CET-
KU» U OCHOBHBIX KOHILIETITYaJbHBIX JUHUN HOBOM TEOpEeTHUECKOW 001acTU B MY3BIKO-
3HaHuM. [lanbHeiiee pa3Butue Teopuu Gaktypsl, HaunHag ¢ 1970-X rogoB, cBs3aHO
C mosABJIEHHEM (yHIaMEHTaJIbHBIX HMCClelnoBaHUM M HayuHbX Tpyaos lO. H. Xomo-
noBa, B. H. Xonomnosoii, E. B. Hazalikuackoro, P. H. bep6epora, T. C. bepmazackoi,
M. C. Cxpebopoit-Ounarosoit, A. JI. Makneiruna, 3. A. Buzens, T. H. KpacuukoBoii
u jap. CoBpeMeHHbIE HCCIEAOBATEIbCKUE YCTAHOBKU (DAKTypOJIOTUH OIPEIeTICHbI
HEOOXOJIMMOCTBIO TEOPETUYECKOTO OCMBICIICHUSI HOBBIX TEXHHUK MHUCbMa M BOBJICUEHU-
€M B QHAJIMTUYECKHUE 30HbI HOBBIX PEAJIMM 3BYKOBOI'O IIPOCTPAHCTBA.

Hanpasnsitorum BeKTOpoM B (POPMUPOBAHUHU MPEACTABIECHUNA O TEPMUHOCHUCTE-
M€ OTE4YEeCTBEHHON (PaKTYpOJIOTHH SIBIISIETCS BEKTOP «HAYKHU O HayKe», ONMUparoLIUiics
Ha siBJIeHUE peduIeKCUM Hay4HOTO 3HaHUs. PedrexcuBHBbIE Mpolecchl B HaAyKe Mpej-
M0JIaratoT YCTAHOBJIEHHE OCO0O0M MO3UIIUHU, OOpAIIEHHON HE CTOJBKO K MpPEIMETY HUC-
CJIENOBAaHMsA, a MPEXAEC BCErO K IPOLECCY IMO3HAHWS U CPEACTB €r0 OPraHU3alMM.
B nocnegnue necsaTuneTuss CaMONO3HAHUE HAYKHM CTAJIO OJHOM M3 3aMETHBIX TEHJICH-
LU{ B MY3bIKO3HAHHH.

TepmuHOCcuCTEMa COBpeMEHHON (DaKTypOJIOTUM MOXKET OBITh pPaccMOTpeHa
B Pa3JMYHBbIX pakypcax, HEHTPUPYIOIIUX OTIEIbHBIE «CIOXKEThbD» TEPMHUHOOOpa3oBa-
HUS: UICTOPUS BOSHUKHOBEHUS M OBITOBAaHUS TOTO WJIM MHOTO TEPMHUHA; PAa3HOUTEHUS B
WHTEPIpPETALUU OTACJIbHBIX TEPMUHOB B COBPEMEHHOW CHCTEME 3HAHUU; IOJABUXK-
HOCTh (POPMAHT «KAaTETOPUATBHOI CETKN»; BBEJACHNE HOBBIX TEPMUHOB H JP.

Kniouesvie crosa: Tepmun, My3bika, hakTypa, GakTypOJIOTHsL.

35



/. P. 3acudynnuna

KYPC «(MCTOPUU OPKECTPOBBIX CTWJIEW» B BY3E:
BOIIPOCBI TEPMUHOJIOI'MHN

Kypc «Hcmopuu opxecmposwix cmunei» B CpaBHEHUU C JAPYTUMU TEOpETUYE-
CKMMH JUCIUIUIMHAMU SIBJISIETCS JOCTaTOYHO MousioAsiM. Hampumep, B MockoBcKo
KoHcepBatopuu ¢ 1950-x mo 1997 r. oH cymiecTBoBas B BUjie (haKyJIbTaTHBa (BEN €ro
1O. A. ®oprynaroB). B Kazanckoii koHcepBaTopuu npeaMet Benercs ¢ 70-X roioB.

0. A. @opTyHaTOB MOJUYEPKHUBAIL, YTO «IEJIb Kypca — HAYYUTh CTYJEHTOB KBa-
JTU(PUIMPOBAHHO aHAJIM3UPOBATH XaPaKTEPHBIE CPEICTBA M MPUEMBI U3JIOKEHUS, KOTO-
pbI€ CBOMCTBEHHBI TOMY WJIM MHOMY CTHJIIO». J{JIs1 JOCTHOKEHUS ATOM e Heo0X0IMMO
TEPMHUHOJIOTUYECKOE OCHAILIEHUE CTYAEHTOB. [IpH 3TOM cienyer mOMHUTH O TOM, YTO
UCTOPHSI OPKECTPOBBIX CTHJIEH TECHO CBS3aHA C FapMOHHEW, MOIU(OHUEH, My3bIKaJIb-
HOW (opmoii. B Tpyaax, MOCBSIIIEHHBIX HUCCIETOBAHUIO OPKECTPOBOTO SI3bIKA Pasiny-
HBIX KOMITO3UTOPOB, 0OpalllaeTcsi BHUMaHUE Ha MHOTHE TeMOpoBble cpeacTBa. OHaKo
3HAYUTEJBHOE YUCIIO ONKCHIBAEMBIX IPUEMOB HE UMEET Ha3BAHUIA, a psJl UCIIOIb30BaH-
HBIX TEPMHHOB TpeOyeT yTOUHEeHUs. B 1enom cBefeHus o TeMOpPOBBIX IpUEMax HE CH-
CTEMaTU3UPOBaHbI U pa3po3HEHHBL. Bce 3T0 co3maer onpeeneHHble METOI0I0TMYECKUE
TPYAHOCTH TIPU aHAIN3€ OPKECTPOBOM TKaHU cUMGpOHHUECKUX Tpou3BeneHuii. [1o aToi
NpUYMHE TpeiaracTcs cucteMa AU QepeHIuaniy U3BECTHBIX CPEACTB OPKECTPOBOM
opranuzanuu. J[ns 0003HauUEHUSI KOHKPETHBIX TEMOPOBBIX MPUEMOB OBLTH TO00PAHbI
Y BBE/ICHbI COOTBETCTBYIOIINE TEPMUHBI.

B ocHOBY cucTeMaTuku TeMOPOBBIX MPUEMOB TMOJIOKEH Kpumeputi popmwi, M0O3-
BOJISIFOIIMM pa3iuyaTh MPUEMbl B COOTBETCTBUU C MX MacCIITaOHO-BPEMEHHBIM JIEH-
ctBueM. I1o ycnoBusiM QyHKIIMOHUPOBaHUS B OpME pa3INyvarOTCsl TPU IPYIIIBI TEMO-
POBBIX ITPUEMOB:

— npueMbl (POHNYECKOTO YPOBHS ACHCTBYIOT B YCIIOBUSX KOHKPETHO 3ByYalle Qak-
TYpbI U OTPAKAOT BEPTUKAJIbHBIN ITapaMeTp OPKECTPOBOM TKaHU;

— MPUEMbl CUHTAKCHUYECKOI'O YPOBHS SIBIISIFOTCSI CPEICTBOM Pa3BUTHS B HEOOIb-
MIMX pazzaenax GopMbl WK Ha TPaHU PA3IMYHBIX TOCTPOCHUIA;

— TIpHEMBI KOMITO3UIIHOHHOTO YPOBHSI CBSI3aHBI JINOO C KPYITHBIMU pa3aesaMH Mpou3-
BeZICHUS, 100 (DYHKIIMOHUPYIOT Ha YPOBHE IIETIOCTHON (POPMBI.

Kriouesvie cnosa: opkecTp, OpKECTPOBBIN CTUIIb, UCTOPHUS OPKECTPOBBIX CTHIIEH,
TEMOpPOBbIE MPUEMBI.

A. K. Henuukan
«FTAPMOHMETEMBP» B MY3bIKE XX U XXI| BEKA

Tepmun «rapmonueremMOp», BrepBbie npuMeHEHHBIN JI. CabaHeeBbIM MO OTHO-
mieHuio K My3bike A. CkpsiOnHa, 0003HaUaeT «MEeHee aHaJIUTHYHbIE YeM TapMOHUH U
oonee muddepeHpoBaHHbIe YeM TeMOpb». HecMoTps Ha TO, UTO B CBOE BpeMs OH
HE MPWKUJIICS JTaXKe B OTEYECTBEHHON HayKe, 0003HaUYaeMOe UM SIBIIEHHME IIUPOKO pac-
NpOCTpaHeHO B My3blke XX Beka. I1o cyTH, crekTpanbHas TEXHUKa M 3aKIH0YaeTcs
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B KOHCTPYHPOBAHUU FapMOHUETEMOPOB U paboTe ¢ HUMH. TakuM 0Opa3om, 3TO MOHS-
THE, yJIaYHO CXBaThIBasi CyTh (DEHOMEHA, OKAa3bIBACTCA MPUMEHUMO KaK K COOCTBEHHO
cnektpanbHoit mkone (K. I'puze, T. Mropaii, 10. /{rodyp), Tak B K IHUPOKOMY KpyTy
KOMIIO3UTOPOB, TaK WM HHA4Y€ OOpAIIAOMINXCS K CIEKTPAJIbHOMY METOIY
(k. encu, ®. Pomutennu, K. Caapuaxo, M. Jlunabepr, B. TapHononbckuit u ap.).

B orcyTrcTBHE €IMHOrO TEPMUHA PACCMOTPEHUE BCEX SIBJICHUN OKAa3bIBA€TCS 3a-
TPYIHEHO: OJTHU CKOPEE OTHOCSTCS K 00JIAaCTH 3BYKOBBICOTHBIX CTPYKTYp, a APyrue —
K o0nactu TeMOpa. Mexay TeM, UCIIOIb30BaHUE MTOHATUS «TAPMOHUETEMOP» NJis aHa-
JM3a CHEKTPAIbHON U MOCTCIEKTPAIbHOM MY3bIKH MO3BOJISIET 3a)MKCUPOBAThH T€ OCO-
OCHHOCTH KOMITO3UIIMOHHOW TEXHUKH, KOTOPhIE NHAYE OCTAINCh Obl HE3aMEUCHHBIMH.
Jloxnan mpu3BaH 0OpaTUTh BHUMAaHUE OTEUECTBEHHOTO U 3apy0eKHOTO0 MY3bIKOBEIe-
HUSl Ha aKTyaJbHOCTh TEPMHUHA «TapMOHUETEMOP» ISl pa3BUTHUS MOHATUMHOTO armma-
paTa B MCCIEOBAaHUU HOBEHIIEH MY3BIKH, a TAKXKE MOKA3aTh BO3MOXKHOCTHU €ro IMpH-
MEHEHHsI Ha IPUMEPE U3 TBOPUECTBA YIIOMSHYTHIX BBIIIE KOMIIO3UTOPOB.

Knrouesvie cnosa: rapmonneTeMOp, CIEKTPAIbHBII METOJ, CIIEKTpajIbHas MIKOJIA.

. B. Illymko
TEMBPOBASA TAPMOHUA (OITPEAEJIEHUE)

[losiBieHne B My3bike XX BE€Ka HOBOI'O MY3BIKAJIBHOIO MaTepHalla — IPUHIU-
MUAIEHO HETOHOBOTO, IITYMOBOTO (MY3bIKa memMoOpo38yuHocmell, cOHopucmuxa, Noise-
MUSIC, U T. 11.) CTABHT 3aJa4y IePeCMOTPa U YTOYHEHHUSI ICHCTBYIOIIETO MY3bIKAIBHO-
aHAJIMTUYECKOTO ammapara. B joknaze yTBep:kaaercs, 4TO K HACTOSIIEMY BPEMEHU
memoposas 2apmornus cHOpMHUPOBANIACH KaK SBICHUE U UMEET COOCTBEHHYIO TpaJu-
IIUI0 TEOPETUIECKOTO OCMBICTICHHs. B apearne 3Toil Tpaauuy — MOHITHE 2apMOHUe-
memopa (JI. CabaneeB), o6epronoBasi rapmonus (B. H. Xononosa, T. Mropaii), kKoH-
uenuus 38yxosvix oovekmos (I1. leddep), Teopus cnekTpaabHON MY3BIKH, MY3BIKH
wymos ¥ Jip.

Kniouegvie cnosa: temOp, rapMoHHs, OOEpTOHOBAs TapMOHHS, CHEKTpajbHas
TapMOHUS, My3bIKa IITYMOB.

H. B. Buckoea

«WCTOPUSA MY3BIKAJIBHBIX THCTPYMEHTOB» KYPTA 3AKCA:
MNPOBJEMbI UHCTPYMEHTOBEJYECKOIN TEPMUHOJIOIUA

Kypr 3akc (Curt Sachs, 1881-1959) siBnsieTcst ocHOBaTeIeM HAYYHOTO MOAXO0/1a K HC-
TOPUH MY3BIKIBHBIX MHCTpyMeHTOB. CoBMecTHO ¢ XoprOoctenem (Erich Moritz von
Hornbostel, 1877-1935) uM Obia co3iaHa KaacCu(pUKAIUs My3bIKATBHBIX HHCTPYMEHTOB.
Cucrema, co3nansas B 1914 rosy, COXpaHseT CBOKO aKTYaJIbHOCTh JIO CETOAHSIIIHETO JTHS.

Kuwra «Mcroprs My3bIKaIbHBIX HHCTPYMEHTOBY» ObLiia BriepBble m3aaHa B 1940 roxy
B Heto-Mopke. OHa HanmcaHa B COOTBETCTBUH C IPEICTABICHUAMH aBTOPa 06 YBOJO-
IIUH, MATPAllUU ¥ KIaccu(UKALUU MYy3bIKaJIbHBIX HHCTPYMEHTOB. B Heil naetcs 0030p
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HE TOJIBKO €BPOIEHCKUX, HO U HEEBPONEUCKUX MHCTPpYMEHTOB. KypT 3akc cuuraercs
OJIHMM M3 OCHOBATEJIEH 3THOMY3BIKOJIOTHU. B cBoell kHUTe 3akc 3aTparuBaeT BOIPO-
Cbl BO3HHMKHOBEHMSI T€X WJIM HMHBIX MHCTPYMEHTOBEIUECKHX TEPMHUHOB, CBS3aHHBIX
C Ha3BaHHEM MHCTPYMEHTOB ((uensb, BUoia, ncantepui, apda, puaaxoner u 1. a.). On
TaK)Ke€ JA€T Pa3bsCHEHUs 110 MOBOAY Ha3BaHUI YyacTell My3bIKaJIbHBIX HHCTPYMEHTOB.

OpnHako 11 ”HCTPYMEHTOBEIOB OCTPO CTOUT BOIIPOC NPABUIIBHOTO MOHUMAHUS
yIOTPEOIAEMBbIX B KHUTE AHTJIOSI3bIYHBIX TEPMUHOB, IIOCKOJIbKY OHU YacTO BXOJST B
IIPOTUBOPEUYNE C TEPMUHOJIOTHEN, IPUHATON B APYrUMX CTpaHax. Tak, K mpumMepy, ro-
BOps 0 eBponeiickux apgax, 3akc BbIIEISIET UX B OTAEIbHBINA BUJ], XOTS HE YKa3bIBAET
YTO 3TO paMHble MHCTPYMEHTHI. J{naroHndeckass apda MOXKET HE UMETh YyCTpPOIlCTBa
JUI YKOpPAuMBaHUS CTPYH, XOTS MOXET OBITh OCHAIIEHA CHELHaIbHBIMU KPIOUKAMU
WM TIeJaIsiMU, OJMHAPHOTO WM JABOMHOTO JeHCTBHs. 3aKC BCerna ynoTpeOsser aH-
riuiickoe ciioBo h0OKS, KoTopoe mepeBoaUuTCs Kak KPIOUKH. B ero TepMUHOIOTHH HET
TEPMUHOB JIEBEPC WJIM pbluar, OH He ynoTpeOusser Ha3BaHue Jlesepchasa apgha. 3akc
Ha3bIBaeT (uieiTaMu Bce BHJbI JaOHaNbHBIX a’pO(POHOB, XOTS B PYCCKOS3BIUHOM
JUTEPAaType MbI BCTPEYAaeM TEPMHUHBI CBHCTOK, IyJKa, CBHpenb. UTO Kacaercs
aMOYIIIOPHBIX HHCTPYMEHTOB, Po2 min Pooicok 4acTo 3aMeHsieTcsl TEpMUHOM pyoa.

Knura Kypra 3akca «Mctopust My3bIKaIbHBIX HHCTPYMEHTOB)» COXPaHHJIA CBOIO
aKTYaJIbHOCTh JI0 CErOAHSIIHEro JHS, OAHAKO OHA TpeOyeT 3HaHUS CHelM(HUKH HH-
CTPYMEHTOBEIYECKON TEPMUHOJIOTHH.

Knrouesvie cnosa: Kypt 3akc, HCTOpHS My3bIKaJIbHBIX MHCTPYMEHTOB, TEPMHUHO-
JIOTUsl, THCTPYMEHTOBEICHHUE.

C. 3. Hcexakoesa

OF OCOBEHHOCTSX BO3HUKHOBEHUSI W SBOJIIOIIMU
MNOHATUN «IUADPOHUS» U JIUCKAHT»
B 3AIIAJTHOEBPOIIEMCKOHN MY3BIKAJIBHOH ITPAKTHUKE

B ucrtopun 3anagHOEBpONENCKON MY3bIKM B TEYEHUE MOCIEIHUX JECATH CTOJE-
TUH HaOmomaeTcs JTOOONBITHEIN (EHOMEH CMEHBl TepMHUHA, 0003HAYAIONIETO THUIl
opra"uzaiuu MHororosiocusi. CMeHa TepMUHA NPOUCXOIUT npumepHo dyepe3 300 net
BMECTE CO CMEHOW XYJ0KECTBEHHOW MapagurMbl. TakuMu KIIOUEeBHIMU 0003HAYEHU-
MU CTAHOBUJIUCH TIOHATHS «IUA(OHUS», «IUCKAHT», KKOHTPAIYHKT», «TapPMOHHUSI
U «TIOTUPOHUSD.

Tepmun «uadoHHs», IEPBOHAYATBHO UCTIOIB3YEMbIN B 3HAYCHUH MHTOHAIIMOH-
HO-MOOWJIBHOTO MHTEpBaia (B OTIMYME OT MHTOHAILIMOHHO-CTAOUIBHBIX «CUMGMOHUNY),
B TiepBoi moJjioBuHe [X Beka CTAaHOBUTCS HETaTUBHOW MeTadopoil MO OTHOIIECHUIO
K MepBbIM o0Opa3liaM HenapajienbHOro opranyma. [lo3zaHee, monyduB ctatyc oQuiim-
aJIbHOTO TEPMHUHA, JAHHOE MOHATHE MPEBPAIAETCS B OCHOBHOE 0003HAYEHUE 3BYKOBbI-
COTHOM CHCTEMBI JaHHOU 31moxHu B 1eaoM. OqHako B XI Beke ¢ IIOSIBICHUEM B TEXHOJIO-
MM COYMHEHHS OpraHyMa IMPOTHUBOIIOJIOKHOTO JIBMXKEHHUS TOJIOCOB, TEPMHUH «auado-
HUS TIOCTENEHHO CJIBUTAeTCS Ha SIBIICHUE, Jake Oosiee ApeBHEe, 4eM To, Omaromaps
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KOTOPOMY BO3HHUKJIO CaMO 3TO CJIOBO. JTUM IMOHATUEM HAYMHAIOT HAa3bIBaTh COBEPILIECH-
HO YCTapeBIIHMNA K TOMY BPEMEHH MapaJUICIbHBIA OpTraHyM.

AHanornyHasi KapTuHa HaOJIOAAETCS B CBSI3U CO CJIOBOM «IUCKaHT». BO3HUKHYB
B 30-40-e roapl XI Beka kak HEraTUBHOE 00O3HAUEHHUE IIOBEICHUS BEPXHETO Troyioca
B TaK Ha3bIBAEMOM CBOOOJIHOM OpraHyMme (AMC-KaHTyC KaK IMPOTHUBOpEYALIUM JBUXKE-
HUIO KaHTyca, COJIEPKAIIEero IPUTOPHAHCKHM Xopai), 3To noHsATHe K cepeaune XII Beka
npuoOpeTaeT TEPMHUHOJIOTUYECKUI CTaTyC MO OTHOILEHHUIO K JIFOOOMY JBYXTOJIOCHIO,
coJieprKallieMy MpOTUBOIONIOKHOE rosiocoBenenue. Oanako k 30-m rogam XIII crone-
TUS 3HAQYEHHE JaHHOIO TE€PMHUHA BHOBb CJIBUTA€TCS: JIMCKAHTOM TENEpPh HAa3bIBAIOT
JIByXT'OJIOCHE, B KOTOPOM 00a rojioca JBMKYTCSI B MOJIAJIbHOM PUTME, B TO BpeMs Kak
MPOTHBOIIOJIOKHOE JBUKEHHE TOJIOCOB 0€3 MOJIAIbHOTO PUTMA HAYMHAET UMEHOBATHCS
organum purum. B KOHEYHOM HTOre JUCKAaHT CTAaHOBHUTCS OOO3HAYEHHEM XYJO0XKe-
CTBEHHOI'O Pe3yjbTaTa, MOJIYYEHHOIO B PE3YyJIbTaTE€ OCYIIECTBICHHUS HOBEHMIIEH HA TOT
MOMEHT MPOIEAYPbl — KOHTPAIyHKTA.

Knrouesvie cnosa: nuagonus, opraHyM, JUCKaHT, KOHTPAITYHKT.



HHOHATHUA U TEPMUHDBI
B MEKIUCIUIIJ/IMHAPHOM ITPOCTPAHCTBE

A. A. Ampaxosa

INOHATHUE NNPEJUKAIIMN B MY3bIKE,
NJIN O HOBBIX BO3MOXHOCTAX NNPUMEHEHUSA
JUHI'BUCTUYECKOW TEPMHUHOJIOTUM B MY3bIKO3HAHUUN

Hcropust OCMBICICHUS IPEAUKALUA HACYUTBIBAET HECKOJIBKO THICAUYEIIECTUH, K €€
IIOCTH)KEHUIO CTPEMUJINCh W JIMHIBUCTHKA, W JIOTMKA, U rpammatuka. [loatomy cam
aKT IPEAULMPOBAHUSA IIOJIy4aeT pa3Hble HA3BaHUS U II0-Pa3HOMY XapaKTEepU3YyeTCs
B 3TUX Haykax. B y3KoM cmbIcie, IpeuKar — 3TO TO, YTO BbICKa3bIBaeTcs (yTBEpKaa-
eTcs WINM OTpHLaeTcs) 0 cyObeKkTe. DTa Kiaccudeckas Uil JMHIBUCTHKH (HOpMyIIu-
pPOBKa He IMpeJoaraeT Kakoro-1100 OTHOIICHUS K My3bIKe, B TAKOM BH/JIE IpoOiema-
TUYHBI KaKHE-TUOO aHAJIOTMHM C MY3BbIKJIbHBIM MCKYCCTBOM. Jlelo B TOM, 4TO caMo
PAacCI0CHHUE CMBICIIOBOIO IOJIA MOAPA3yMEBACT U TEPMHUHOJIOIMYECKYI0 MHOXKECTBCH-
HOCTb Ha Pa3HBIX YPOBHSX IOCTMKEHUS JHUCKYpCa U TEX IPOLIECCOB, KOTOPHIE CTOAT
3a €ro CTaHoBJIeHHEM. Hanpumep, OMH U TOT JK€ aKT IIPUIIACBIBAHUS [IPEAMETY KAKO-
ro-nu0o MpHu3HaKa (3TUM Yallle BCEro OOBACHSIOT aKT MPEIUKAI[UU) MOAPa3yMEBACT:
Ha KOTHUTHBHOM YPOBHE — B3aUMOOTHOILLIEHHE CEMAaHTUYECKOrO NMPEAUKaTa U CUCTE-
MbI OTHOILLIEHUM MEXAY aKTaHTaMH (JEHCTBYIOIIMMHU JIMIIAMU «IOJIOKEHHUS BELIEH»),
Ha JIOTUKO-KOMMYHUKATUBHOM YPOBHE — B3aHMOOTHOILIEHHE MEXIY TEMOU U PEMON,
Ha MOBEPXHOCTHOM (I'paMMaTHYECKOM) YPOBHE — B3aMMOOTHOIIIEHHUE MOJIEXKAILErO U
CKa3yeMoro (3TOro ypOBHS HET B MY3bIKalbHOM si3bike). [loaTOMy MBI mocTapaemcs
aKLICHTUPOBATh BHUMAaHUE HA IIPEAMKALUHA KaK KOTHUTUBHOM IIPOLIECCE, SBJISIOIIEMCS
OJIHMM U3 OCHOBHBIX CBOWCTB 4€JIOBEUECKOI'0 MBIIIJICHUS.

CoBpeMEHHBIN NOAX0/ K SIBICHUIO MMPEANKALIMN OCHOBBIBAETCS HA TOM, YTO HEKOE
CMBICIIOBOE SIIPO XPAHUTCS B MaMSTH YeJIOBEKa B BUJE HE Bcerjga Mopdosioruniecku
oQOpMIIEHHOW KOHTaMUHAIIMM HECKOJIBKUX 00pa3zoB W mpenctaBieHuid. [Toatomy mpe-
JUKaLlAs TPAKTYETCsl KaK IIPOLECC MEPECTPYKTYPUPOBAHUS CMBICIIA, B PE3YJIbTATE KOTO-
POTro CMBICIIOBOM MHBAPHAHT (IIPOMO3UIINA) «JIMHEAPU3YETCS», T.€. AIIEMEHTHI BHICKA3bI-
BaHUS JIMHEIHO BbICTPaNBAIOTCs, OJ1arojjaps 4eMy CTaHOBUTCSI BO3MOXKHOM caMa peyb.

B BBICTYyIUIEHMM pedb NOMAET O TAKUX SIBICHUAX NMPEIUKALNH, KOTOPHIC T0KA3bI-
BaIOT BO3MOXXHOCTh MPEIULIUPOBAHUS B MY3bIKAIBHOM fA3bIKE. 1 3TO HE TOIBKO «pa3-
BEPTHIBAHNE)» THUIIOJOTMYECKOM CXEMBI B ITOJIHOLICHHBIM AUCKYPC, HO U IPOLECCHI, KO-
TOpbIe MOXKHO CPaBHUTH C MpeauKalueld cOCTOSHUM, coObITHi, AeiicTBuil. B ocHoBe
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3TON AuddepeHnuanuy JIeKUT pa3HULA MEXAy CTATUYHBIMU U JUHAMUYHBIMU CUTYa-
nusMU. B3anMOCBSA3b 0OOILEA3BIKOBBIX W HMHJAWBHIYaJIbHO-aBTOPCKUX CIOCOOOB U
CPEJICTB BBIPAXKEHMSI «IIpeAUKaTa» (BCEro TOro, 4YTO B MY3bIKE MOKET BBIIOIHITH €r0
(YHKIUIO) MO3BOJISIET TOBOPUTH O CBOEOOPA3UU OTOOPAKEHUS aBTOPCKOW «KApTHUHBI
mupa». Cnenupuky aBTOPCKUX CHOCOOOB IPEIULMPOBAHHUS MOKHO paccMaTpHUBAaTh
KaK OJIHY U3 YepT UJAUOCTHIIS.

Kniouegvle cnosa: mnpenukar, NpeiAuKalus, KOTHUTHBHBIE HCCIEIOBaHUSI, MY-
3bIKAJIbHBIN JUCKYPC, MY3bIKaJIbHBIM CTHIIb.

K. A. ZKaounckuu

MY3bIKOBEJEHUE U I'YMAHUTAPHBIE HAYKH:
O TEPMHUHOJIOTHYECKHUX 3AUMCTBOBAHUAX
N «TAPAJUIEJIU3MAX>

OO6oranieHre TEepMUHOJIOTMYECKOTO anmnapara My3bIKOBEIEHUS IIyTEM 3aUMCTBO-
BaHUU U3 APYTrux chep UCKYyCCTBO3HAHMS M TYMAaHUTApPHBIX HAYK B IIEJIOM paclieHUBa-
eTcs OTCUYECTBEHHBIMU CHEIMATUCTAMHU BECbMa IO3UTHUBHO — KaK «...0TBEYaloIlee
NpHUpPOJIE MY3BIKM U OOHapyXuBarollee OJecTsmMe adcTparupyroume CrnocoOHOCTH
sTtoro uckycctBa...» (E. Hazalikunckwmii). IIpum 3TOM BBICKa3bIBacTCs OOOCHOBAaHHAS
KPUTHKA T10 MTOBOY U30BITOYHOTO « ‘TEPMUHOTBOpUECTBA” 03 0co00l K TOMY HaJ00-
Hoctu» (M. CriocoOuH), Mopoil He yYUTHIBAIOLIETO CIEUU(UKY pa3IndHbIX OTpaciiei
HAY4YHOT'O 3HAHUSL.

Oco0€eHHO ysSI3BUMBIMU OKa3bIBAaIOTCS MOJO0OHbBIE 3aMMCTBOBaHUS B 00JacTH Me-
TOJIOJIOTUH, KOTJ]a 3aUMCTBYEMOE MOHATHE WJIM TEPMUH (PAKTUUECKU «OOS3bIBACT» UC-
clenoBaTeNsl K IMOCIENYIOUIEMY YCBOCHHUIO W/MIW alanTalud psAjla aHAIUTUYECKUX
Opolelyp WIN OLIEHOUHBIX KpurepueB. CTporasi NpUBEPKEHHOCTh 3aMMCTBOBAHHOMY
METOJly BIIOJIHE MOXET MHCIUPHUPOBATh «abeppaluumn» B MPOIECCe HAYYHBIX U3bICKa-
HUU U IPUBECTH K 00JIee YeM COMHUTENbHBIM UTOTaM MOCIEIHUX; «CBOOOAHBINY» MO~
X0/l K COOTBETCTBYIOIIIMM METOJOJOTMUECKUM IUTYAMSIM CIUIOUIb U PSAJOM BIIEUYET 3a
co0oill «meTadopuzalnioy TepMUHA, KOTOPbII COXpaHSET JMIIb OTAAICHHYIO MpeeM-
CTBEHHOCTb CO CBOMM HMCKOHHBIM IOHMMaHHMEM M INpeJHa3HaueHueM. B kadecTse
IPUMEPOB MOTYT OBITh YIOMSHYTHI OYEBUAHBIE TPYIHOCTH, COMYTCTBYIOLINE BHEIpE-
HUIO KYJIbTYPOJOIHUECKOr0 MOJAX01a, (PEeHOMEHOJIOTUYECKOTO0 U FepMEHEBTHYECKOTO
METOJIOB KaK «MHHOBALMI» OTEYECTBEHHOI'O MY3bIKO3HAHUSI.

3acnyKUBalOT BHUMaHUS U «MEXAUCUMIUIMHAPHBIE Ka3yChl», OOYCIOBJICHHBIE
CYLIECTBOBAaHMEM B T'yMaHUTApHBIX HAayKax CBOEOOPA3HBIX TEPMHUHOJIOTUYECKUX
«OMOHHMMOBY». B 4acTHOCTH, KOMILJIEKCHBIN MOJXO0Jl HEPEIKO OTOKIECTBIISIETCS C Me-
TOJIOM KOMIUJIEKCHOTO (paHee — LIEJOCTHOI0) aHAIM3a MY3BbIKAIbHOI'O MPOU3BEICHUS.
Takoro poja «mnapajuienu3Mbl», OYEBUIHO, MPEANOJAraloT HEKYI B3auMOIpHUeMJIe-
Myto auddepeHIano TePMUHOB-«OIU3HEIIOBY, B JIOJDKHON Mepe YYUTHIBAIOIIYIO
MHTEPECHI PA3IMUYHBIX MCKYCCTBOBEIYECKUX AMCLMIUIMH U MPAKTUYECKYIO LIEIECO00-
Pa3HOCTh «OYKBAJIMCTCKOTO» CIIEJOBaHUS OOIIECPUHATHIM HOpPMaM HayYHOW ITHKH
(mpoGyieMa TepMUHOJIOTHYECKOTO IPUOPUTETA U JIP.).
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B cBsA3u ¢ ocBemaeMbIM KpyroM BOIPOCOB, IPEJCTABIIAETCS HEOE3bIHTEPECHBIM
(GYyHKIMOHMPOBAHUE «MEXaHU3Ma OOPATHOM CBSI3W»: MOAPAa3yMEBAIOTCS aHAJIOTUYHbBIE
3aMMCTBOBAaHUS MY3BIKOBEIUECKUX TEPMHUHOB, OCYIIECTBIIIEMbIE JTUTEPATYPOBEICHH-
€M, 3CTETHKOM, Teopuell M300pa3UTENbHBIX HCKYCCTB, KMHOBEACHUEM M JPYTUMH
HayKaMH.

Kniouegvle cnosa: My3blkoBeieHNEe, TYMaHUTAapHbIE HayKU, TEPMUHOJIOTUYECKUI
anmnapar, 3aMMCTBOBaHHUE TEPMHHOB.

T. b. Cuoneea

«I'PAHUIA» U «OIIBIT I'PAHUIIBI» B METOJOJIOI'MYECKOM
NHCTPYMEHTAPUU MY3bBIKOBEJIEHUSA, ®PUJIOJIOTI'NU
N KYJbTYPOJIOT'UHN

Ecnu moboe HaydyHOE MOHSATHE ToJiaraTh OKaMeHeBIel Metadopoii, To cTaHo-
BUTCS OYEBHUJIHBIM IIPOLIECC MpEBpallleHus MeTaQop «rpaHUlay, «IOTPaHUYbE»,
«IOPOT», «pamay, «IOpPOr», «ONBIT TPAHUIIBDY B MOHATHS. 3a MOCJIEAHUE NECATUIICTUS
B (pusos1oruM U KyJabTypOJIOTMH TPAaHUIA, CO BCEMH COIMYTCTBYIOIIMMHU €1 SIBICHUSIMU,
YTBEPAWIACh KaK OJIHA W3 LEHTPAIbHBIX METOAOJOTHMYECKH 3HAUYUMBIX KaTETOPHA.
OO00CHOBaHBI CTATyC T'PaHUIBl KaK KYJIbTYpHON YHUBEpCAIMH, ONpE/eeHa ee Be3e-
CYLIHOCTh M BCENPOHUKAEMOCTh, CBSA3b C (PYHIAMEHTAIbHBIMU CMBICIAMH KYJIbTYPBHI.
ApPryMEHTUPOBAHO €€ KaTeropHalbHOE 3HAueHHUe IS MOHUMaHUs crenuduxu pas-
JMYHBIX AI0X, HalpaBJIE€HUM, LIKOJ, HAI[MOHAJIBHBIX KYJbTYp, 3CTETHYECKUX Iapa-
JIUrM. BBISBIIEHO, YTO UMEHHO IpaHUIa MOPOKIAET CYIIECTBOBAHUE OMMO3UIIUNA Xa0C-
MOPSIIOK, BUAMMOE-CIIBIIITUMOE, KOHEYHOE-0€CKOHEUHOE, TIpeieibHOe-0ecpeieIbHOE.

OIHOBPEMEHHO B COBPEMEHHOM T'YMAaHMTapHOM 3HAHMM IMPOUCXOIUT IMepeme-
[ICHWE [IEHTpa BHUMAaHHUS C BOIpoca O (UKCAUU TPAHUI] K MPOOJIEME «UTO TaKoe
rpanuna». Co Bcell 04eBUAHOCTHIO OTKPHIBAETCS HEIMHEWHOCTh U MHOTOCOCTABHOCTh
CTPYKTYPBI TPAHUIIBI, €€ oI YHKIIMOHATHHOCTb.

My3bika MOXKET ObITh MpeJCTaBlIeHa KaK KBUHTAICCEHILUS T'PaHUIIbl, TOCKOJBKY
Ha BCEX YPOBHSX CYUIECTBOBAHMS MY3bIKY IPOHM3bIBAET JUATEKTUKA GKECTKOCTH» U
MOJIBU’KHOCTH, 3aKPBITOCTH U «IIPOXOJUMOCTH» PYOeKel, MpenenoB, TpaHHuIl.

B MeromonornyeckoM HHCTPYMEHTAPUU MY3bIKOBEACHMSI KAaTETOpHsl TpaHUIIbI
MMEET BBICOKHM IBPUCTUYECKUN NMOTEHUMAN. B TO ke BpeMsi B MY3bIKAJIIBHON HayKe
OCTaeTcs akTyaJlbHOM mapajokcanbHasg cuTyauusa. C OJHOW CTOPOHBI, CPeAH TPYAOB
0 My3bIKE TPYIHO HAWTHU 3HAYUTENLHBIE WCCIIEJIOBAaHUSA, KOTOPbIE HE KacallucCh Obl
TPAHULBl U IOTPAHUYHBIX sIBJIEHUN. C Ipyrol CTOPOHBI, ONPENEICHUE «TPAHULA», KaK
MPABUIIO, UCIIOIB3YETCS MO YMOTYaHUIO, 0e3 PrKcarum 00beMHOCTH MTOHSTHS.

[TpencraBneHHass BO MHOXKECTBE Pa3JIMUHBIX €€ (PYHKIIMOHAIBHBIX (OpM rpaHu-
1[a MOKET CTaTh KJIIOYOM K JIOMOJHHUTEIBHOMY OOOCHOBAHMIO CaMOMJICHTU(UKAIINU
JIOKAJIbHBIX TPAIULUNA U UX B3AUMOJICUCTBUS, IOHUMAHUIO aKTyaJIbHBIX MY3bIKAJIbHBIX
npakTUK. [lOMMIMHIBUCTUYHOCTh TPAHMUIIBI MOXKET CIHOCOOCTBOBATH OOHAPYKEHUIO
paHee CKPBITBIX aCHEKTOB OTHOIIEHUS TPAJUIMOHHOIO U HOBOI'O, CBOETO U YY¥KOTO,
aBTOPCKOr'0 U aHOHUMHOTO U T. [I.
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B peuenTuBHON 3cTeTHKE MOHUMAHUE «OMbITA IPAHULBI», KaK MMOBEAECHUS CYyOb-
€KTa Ha MEPECEUYCHUH PA3IIMYHBIX TEPPUTOPUM, OTKPBIBAET HOBBIE aACHEKTHI UCCIIEN0-
BAaHMS IICUXOJIOTUM MY3BbIKAJIbHOTO BOCHPUATHA. BBICOKYI0O KOTHUTUBHYIO IIPOYKTHB-
HOCTh MMEET COMYTCTBYIOLIEE TPAHULE MOHATHE IIOTPAHMYHBIE KOJBD», MO3BOJISAIO-
ie€ COXPAaHUTh E€IWHCTBO T'€HETUYECKOW IAMSATH MY3BIKAJIBHOIO MCKYCCTBA H
KOHTHHYYMa €r0 UCTOPHH.

Knrouesvie cnosa: rpanuiia, NOrpaHUYHBIE KOJABI, ONBIT I'PAHULBI, (DUIOJIOTHSA,
KYJIbTYpPOJIOTHs, MY3bIKOBEACHHE.

M. C. Cmapueyc

TEPMHUHOJIOI'UA B YCJIOBUAX MEXIUCHUIIJIMHAPHOI'O
UCCJEIOBAHUSA (HA IPUMEPE MY3BIKAJIbHON IICUXOJIOIN)

BocTpe©oBaHHOCTh MEKIUCIUIUIMHAPHOTO TMOIX0/Ia B U3YYCHHH MY3bIKaJbHOTO
UCKyCCTBa B Omipkaiiliee necsaTuieTHe OyIeT BO3pacTaTh MO MHOTHM IPUYHHAM.
W mpexae BCEro MmoTomy, 4TO B MY3bIKaIbHO-TBOPYECKOW MPAKTHKE CYIIECTBYIOT U
MHOXaTCs (PEHOMEHBI, KOTOPBIE BBIXOMAAT 3a TPATUIIMOHHBIC TUCIUIUITMHAPHBIC TPaHU-
16 MY3bIKO3HAHHSA. XOTS W BHE MY3BIKO3HAaHHUS OHHM HE OOBSICHUMBI. [IO0CKOIBKY Kax-
Jasi Hay4yHas JUCIUIUIMHA UMeeT COOCTBEHHBIN MpeIMEeT MCCIIECIOBAaHUS U TCPMHHOJO-
THYECKHUH anmapar, MeXKIUCIUILTHHAPHOCTD U3 MOTCHIIMAIBHO MPOAYKTUBHOTO YCIOBHS
HAyYHOTO IOMCKA MOXKET CTaTh CAMOCHMOSMENbHOU UCCAe008AMENbCKOU 3a0ayetll, 9TO
OUYEBHJIHO HA MMPUMEPE MY3bIKAIBHON TICUXOJIOTHH.

My3vikanvHyio ncuxonozuro ONPEACISIIOT ABOSKO: KaK NMPHUKIATHYIO BETBb IICH-
XOJIOTHH (Haro100Me BOSHHOW MM MEIUIIMHCKOMN) M KaK MPUKIaJIHOE MY3bIKO3HAHHUE,
UCCIeayoIIee My3bIKy B 0co00M pakypce. Ho 06e unocracu My3bIKaabHOM IICHXOJ0-
MU HE BIOJIHE COBMECTHUMBI. [lepBasi 1OBOIBCTBYETCS TEPMUHOJIOTHYECKUM arrapa-
TOM OOIIEH MCUXOJOTHH C COOTBETCTBYIOIIUMH YTOUYHEHUSMH («M)3bIKATbHOE MBIIII-
JeHue» W T.I.). Bropas omupaercs Ha TEPMUHOJOTHIO TEOPHUU MY3BIKHM C COOTBET-
CTBYIOILIUMH aKLIEHTAMHU («IaJ0BOE YY8CMBO» U JIp.).

OnHako ncuxonocuyeckuti aHaIu3 MY3bIKA Ha SI3BIKE MY3bIKAILHOU TEPMUHOJO-
TUU OKa3bIBACTCS «3aJI0KHUKOM» ATOM TepMUHOIO0TUH. HEBO3ZMOXKXHO KOPPEKTHO OIH-
caTh B TEPMHHAX MCHUXOJOTUU Takue (DEHOMEHBI, KaK TO ke <JI1aJI0BOE YYBCTBO» HIIH
«4yBCTBO pUTMa». TeM He MEHee, CTOMT MOKUHYTh MOHATHHHBIE MPEeesbl MY3bIKH,
KaK TEPSAETCS MY3blKANbHOe, a TOT/Ia U MCUXOJIOTHYECKUN aHaIu3 JIMIIAETCS BCSIKOTO
CMBICIIA.

CocTrossHue MEXIUCITUTIMHAPHBIX UCCIICI0BaHUN TpeOyeT 0OCTOSITEIHFHOrO aHa-
Jau3a ¢ TeM, 4TOOBI MPOJBHHYTHCS OT CYMMHPOBAaHMsI 3HAHUM U METOJIOB Pa3HBIX
HayYHBIX JUCHUHUIUIMH K PEajJbHO MPOAYKTUBHOMY B3aUMOJECHCTBHUIO B MO3HAHUHU MY-
3BIKATBHBIX (DEHOMEHOB.

Knrouegvie cnosa: B3auMoJIeHCTBHE HAYYHBIX TUCHUIUIAH, MY3bIKaJbHbIE (HEHO-
MEHBbI, TEPMUHOJIOTHUS U TIPEAMET HCCIICI0BAHMUSI.
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U. A. Cxeopuosa

TEPMUH «MKOHOI'PA®USA» B HCKYCCTBOBEJIEHHUHN
U B IPUMEHEHUMHU K MY3bIKAJIBHOMY UCKYCCTBY

Tema mocBsieHa MEXBHIOBBIM IPOOJIEeMaM HCKYCCTBO3HAHMSA, & IMEHHO TpakK-
TOBKE MCKYCCTBOBEAUECKOI'0 TEPMHMHA MKOHOTpadus M €ro ajanTallii K MYy3bIKajb-
HOMY UCKYCCTBY.

[lepBoHaYaIbHO TEPMUH MKOHOTPA(HS UCMOIB30BAICS MPUMEHUTEIBHO K BHU3Y-
aJIbHBIM, U300pa3UTENbHBIM UCKYCCTBAM M TIOJIpa3yMeBall U300padiceHue una, Croxe-
Ta WM CIOKETHBIX CcIieH. Clenyromuil 3Tan NMPUMEHEHNsI TePMUHA CBA3aH C MHTETpa-
[IMOHHBIMU TPOLIECCAMU B Pa3HBIX BUIAX UCKYCCTB, C UCIOJIb30BAHHEM KaTETOpHMl U
TEPMUHOB OJHOTO MCKYCCTBa K Apyromy. B manHom cimydae, pedb MAET O MPUMEHH-
MOCTH HCKYCCTBOBETYECKOTO TEPMHHA K MY3BIKAIbHOMY HCKYCCTBY.

[Ton TepMHHOM My3BIKaNbHASI WKOHOTpadus dYalle BCEro MoJpa3zyMeBaeTcs
u3obpasiceHue B BU3yallbHOM HCKYCCTBE, HApUMeEp, B JKUBOIHCH, TEM U CIOKETOB,
CBSI3aHHBIX ¢ MY3bIKOH. HO BO3MOKEH M MPOTHUBOMOJIOKHBINA BapUaHT — BO3MOKHOCTh
3aMMCTBOBAHHS M TIEPEHECCHHS B MY3bIKAIIBHOE MCKYCCTBO UKOHOTPAa(QUIECKUX TEM U
CIO)KETOB, CJIOKUBIIIUXCS B BU3YaJIbHOM HCKYCCTBE.

[TonsiTHE UKOHOCPAGUU TTOCTETICHHO TIPHOOPENI0 0O0OIIEHHBINH CMBICT, KaK HEKUI
cooepaoicamenbHblil ¢101 KOHKPETHOTO HAIpaBJICHUS HCKYCCTBA WM CTHIIA. Tak, CTHIIb
MOJIEPH B BU3yaJIbHBIX HCKYCCTBaX BhIPAOOTall COOCTBEHHYIO UKOHOTpaHIo — onpede-
JIEHHbIU  Kpye meM, Ccloxcemog u momugos. boiee TOro, HWMEHHO CIOKETHO-
UKOHOTpaUYECKUl IIaH BO MHOTOM M OTPa)KaeT COAepKaTeIbHbINA, CMBICIOBOIN ypo-
BEHb CTUJISI MOAEpPH. My3bIKaJIbHOE UCKYCCTBO BOCIIPHHSIIO U BOOpasio B ce0sl MHOXeE-
CTBO XapaKTEPHBIX HWKOHOTpapuUecKuX TeM MopaepHa. Cpeaw HUX: MOTHBBI BOJIHBI,
CIHMpal, OCTPOBa, BECHBI, HJIEH POCTA-IBUKCHUSA-TIOPHIBA-PA3BUTHS, TaHIIbI-BaK-
XaHAJINHU, SPOTHYECKHE MOTHUBBI, CKa30YHbIE MOTUBBI, MOTHBBI MU()OJIOTHUECKUX TITHII,
BCEBO3MOXKHBIX IIBETOB M T. . VX OTpakeHHEe B MY3BIKaJbHOI MaTepuu U SBISETCS
CYTBIO MY3bIKQJIbHONH HKOHOTpaduH.

Kniouegvle cnosa: nkoHorpadusi, My3blKaJlbHas MKOHOTpadus, CTHIb MOJEPH,
UKOHOTrpausi PycCKOro MY3BIKAJIbHOTO MOJIEpHA, pyccKas My3blka pybexa XIX-—
XX BEKOB, UKOHOTpa(huecKre MOTHUBBI.

E. U. Yuzapesa

TEPMUHBI-OMOHUMBI
B MY3BIKAJIBHON U ®UJIOJOIMYECKON HAYKE

Jloknaz MOCBSIIEH CPaBHEHUIO TEPMHUHOJOTMHU B JIByX T'YMAaHMTApHBIX HayKax.
My3bika U nuTepaTypa, HECMOTPS Ha Pa3HyI0 MPUPOAY, UMEIOT MHOTO OOIIEro, YTO
HCTOPUYECKHU OOBSACHSAETCS JUIMTEIbHBIM IIEPUOJIOM CUHKPETHUECKOTO CYIIECTBOBAHMUS
(aHTUYHOE MCKYCCTBO, (DOJIBKIIOP). DTO OTPA3HIOCh U HA TEPMHUHOJIOTHYECKOM ara-
pate. IIpuuem, HeCMOTpsl HAa OOLIHOCTH MHOTHUX TEPMUHOB, OHU OYE€Hb YaCTO MMEIOT
pa3aMYHOE 3HAa4YeHHWE, T. €. OKa3blBaloTcsi TepmMuHamu-oMoHumamu (E. I'. OTkunn).
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[TonoGHble SBJIEHUS MOTYT BO3HMKHYTHh M HM3-3a Mapajuiein3Ma BUIOB UCKYCCTBA, U
KaK pe3yJbTaT B3aUMOBIIMSHUS JIByX TYMaHUTApPHBIX HAYK, HO TaKXK€ BCJIEACTBUE aHA-
JIOTUH, KOTOPBIE MCIOJIB3YIOT UCCIEAOBATENH, MBITAICh COMU3UTh MY3bIKY U JTUTEpa-
Typy.

OMOHUMHSI TEPMUHOB MOXKET MPOSIBISATHCA: HA YPOBHE CTPOECHUSI MY3BIKATHHOMN
U JIUTEpaTypHOU peuu (MOTHUB, (pasza, MpeasiokeHHue, Mepuoa U T. 11.); Ha YpOBHE
XYJI0KECTBEHHBIX MPUEMOB U CPEJCTB BBIPA3UTEIBHOCTH (KOHCOHAHC M JUCCOHAHC,
pudMa, METp, PUTM, CUHTAKCHUUYECKHUN Mapajiejnu3M U T. [I.); HA YPOBHE BHJIOB MY-
3BIKAIBHOW (JIUTEpaTypHOU) peun (T033usi U Mpo3a, MOJIUPOHUS U T. 1.); HA YPOBHE
)aHpoB (IT09Ma, HOBEJUIA, DJIETHsl, CKa3Ka, ICKHU3, SKCIPOMT, aQOpU3MBI, MaJpurai,
MOHOJIOT | T. 11.).

B noxiane moapoOHO paccMaTpuBaroTCs MEPBbIE ABa YPOBHS. AHAJINU3 MOKA3bl-
BaeT Kak OJIM30CTh, TaK U TMOMYAC PAJAMKAIBHOE pa3iMyue JIBYX BHJIOB HCKYCCTBa
(M1 COOTBETCTBEHHO HCIOJIB3YIOLICHCS YUYEHBIMU TEPMHUHOJOTHHU), YTO CBSI3aHO C X
crienupuKOH.

Kntouesvie cnosa: TepMUHBI-OMOHHMMBI, MOTHB, ()pasza, peasioKEHUE, Mepuo,
pudma, MeTp.

JI. JI. Ilvinaesa

TEPMUHOJIOI'NYECKHUE COOTHOWEHUA MY3bBIKAJIBHOI'O,
MHOTUYECKOI'O U XOPEOI'PA®OUYECKOI'O CUMHTAKCHUCA
B CHEHUYECKHUX TAHIAX ®PAHLY3CKOI'O BAPOKKO

CuHrakcuueckuil ypoBeHb opranuzauuu B TaHuax XVII — nepBoil mojgoBuHbI
XVIII BB. siBIsieTCS Ha CErOJHS CPAaBHUTENIBHO MaJl0 MCCJIEIOBAHHBIM B OTEYECTBEH-
HOM MY3bIKO3HaHUU. OIHAKO UMEHHO €ro M3Y4YEHHE MO3BOJSET MOHATh MPOLECC pas-
BEPTHIBaHMs OapOYHOro TaHIA KaK XYJOXKECTBEHHOTO BBICKA3bIBAHUS, MMOCKOJIBKY 00-
Jiee BHICOKMH KOMIO3UIIMOHHBIN YPOBEHb €r0 OpraHM3aliy MpeAcTaeT Kak GpopmMupy-
IOLUICS. AHAJIN3 CUHTaKCUYECKUX MPOIECCOB B CIEHUYECKUX TaHIAX OAPOKKO JaeT
BO3MOKHOCTbH MPOCIIEAUTH 3aKIIOYCHHOE B HUX OPUTMHAIBHOE B3aWMOJECHCTBUE JIBU-
KCHHSI, My3BIKH U CIIOBA.

B Taxoii pasHOBUAHOCTH (PaHIy3CKOTO CIIEGHHYECKOTO TaHIla, kak danse chantee
(«TaHen ¢ MeHuem»), OOHAPYKUBAIOTCS paszIMYHbIE CIIOCOOBI B3aMMOJECUCTBUS yKa-
3aHHBIX KOMIIOHEHTOB — OT MapaJijieu3Ma JI0 OTHOCUTEIbHON aBTOHOMUHU. O0Cyx1as
UX, HEOOXOAUMO YUUTHIBATh UCTOPUKO-XYA0KECTBEHHBIM KOHTEKCT 3MOXU OapOKKO CO
CBOICTBEHHOW €My OOJIbIIOW 3HAYUMOCTBHIO PUTOPUKH. OHA HAXOAMT OTpaKEHHUE
B TEPMHUHOJIOTUYECKOM apCeHajie MY3BIKaJbHOIO, TAHIIEBAJILHOTO M MO3THYECKOTO
CHHTAaKCHCa, ONEPUPYIOIIETO TAKUMU MOHATUSAME, Kak membre, phrase, période. Boi-
SBJICHHE MEXaHMW3Ma WX KOPPECHOHIUPOBAHUS 3aTPYIHSAETCS MpeoOIalaHueM CIeIH-
(bUYHOCTH yKa3aHHBIX MOHATHH B KaX/I0M U3 Tpex o0jacTeil HaJl OOUTHOCTHIO.

HemanoBaxHeIM (hakTOPOM, OCIIOKHSIOUIMM HCCIIEIOBAHUE CUHTAKCHUYECKHX IPO-
IIECCOB B TaHLAX C TIEHHWEM, SBISCTCS HEOJHO3HAYHOCTb TPAKTOBOK PHTOPUUYECKUX IO
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MPOUCXOXKJICHUIO 3JIEMEHTOB BBICKA3bIBAHUSI MY3bIKAHTAMH, TO3TaMu, Xopeorpadamu, ux
CUHOHUMHUYHOCTb JITWOO OMOHUMUYHOCTb.

CMbICIIOBas HEYCTOWYMBOCTH HaOIOJanach M B OTHOIIEHMHM CHHTAKCHUECKHX
€AUHUI, TOCTATOUYHO CTEHU(PUYHBIX I KaXKI0TO KOMIOHEHTa (PpaHIy3CKOTO CIEHHU-
yeckoro TaHma. Tak, ucnosib3yemble B Xopeorpaduu TepMUHBI Mouvement, pas, temps
0003HaYaIu U JSUCTBUS YacTel Tejla, M THITBI TAHIICBAIILHBIX JBYKCHUH — B TOM YHC-
Jie IPUMEHHUTEIBHO K KOHKPETHBIM JXKaHpaMm: KypaHnTte (movement de courante, temps
de courante), 6yppe (pas de bourrée), menysty (pas de menuet) u 1. 1. TepMuUHBI,
MpUMEHSBIIHNECS Il 0003HaueHUs1 Oojee KPYMHBIX CTPYKTYPHBIX €AMHUIl TaHIA —
phrase, période — 3ammcTBOBanuCh (Kak OBUIO CKa3aHO BBIIIC) M3 PUTOPHKH, HO
HE HANPSIMYIO, & UepPEe3 «IIOCPEACTBOY» MY3BIKH.

WNHuTepecHelnii mpeIMeT CUHTAaKCUYECKOTO aHallh3a TaHLEB OapOKKO — COOT-
HOIIIEHHE TEKCTOBBIX, XOPEOrpapUUecKX U MY3bIKaJbHBIX 11€3YP, B OCOOCHHOCTH Ha
YPOBHE MEJKHUX MOCTPOCHHUIN — UX OMPEAEISAIOT COOTBETCTBEHHO JIOTMYECKUH, TATETH-
YecKUil (MM OpaTOpPCKU) U TPAMMATHYECKUW aKIEHThI, pa3JIMYHbIE 1O CBOEMY 3a-
BepiiaroneMy 3PQGeKTy TaHIEBAIbHBIC ABUKEHHUS, UMEIOIINE JIETATBHYIO HEPAPXUIO
KaJICHIWH.

KoppempyronmM HadaioM CTOJIb MHOT'OIUIAHOBOM CHUHTaKCUYECKOM OpraHu3alud
BO (DpaHITy3CKMX CIIECHUYECKHX TAHIIAX C TICHUEM SIBIISICTCS] CHHTAKCUC TIO3THUECKOTO TEKCTa —
HE TOJIKO B CHIJIy €ro 0co0Oi OJIM30CTH OpaTOPCKOM pedu, Ha KOTOPYIO OpHEHTHUPOBATIOCH
m000€ XyI0’KECTBEHHOE BhICKA3bIBAHHUE OapOKKO, HO TPEXK/IE BCETO MIOTOMY, UTO 3aKOHBI BEP-
cuUKaIK B 3HAYUTEIHHON CTETICHH KOHCTUTYHPYIOT METPOPUTMHUYECKYIO OCHOBY MY3BIKH
Y TaHIIA.

N3ydeHne TepMHUHOIOTMYECKUX COOTHOIIEHUA CHHTAKCHYECKUX €IMHULL, C OJHOM CTO-
POHBI, JOKa3bIBACT OOIIYI0 HAMPABIEHHOCTh XYJI0KECTBEHHOT'O BO3/ICHCTBUSI BCEX COCTAB-
JISTFOIIMX CIIEHMUYECKOTo TaHIa 6apokko. C Ipyroii CTOPOHBI, OHO PACKPHIBAET YIUBUTEILHOE
CBOEOOpa3ue KOHMPANyHKmMa OBUNCEHUsl, MeloOuU U mekcma, XapaKTepU3yloUlero 3TOT
B BBICIIIEH CTETICHN OPUTHHAIIBHBIN ()EHOMEH.

Kntouesvie cnosa: CUHTAaKCUC, CIICHMYECKUW TaHEl] 0apOKKO, MYy3blKa, MOJ3HS,
xopeorpadusi.



HAPPATHUB U HAPPATUBHOCTD B KOHTEKCTE
HAYKHU O MY3bIKE

JI. O. Akonan

JUAJEKTUKA CEPUIHON PUTOPUKU U HAPPATUBHOCTHU
B IIEJEBPAX JAPMIUTAJITCKOWM KJIACCHUKH

[Tonsitne «cepuiiHasg putopuka» Obuio BBeAeHO B 1950-x BynezoMm; oueBuiHO,
«pUTOpHKa» B OYJI€30BCKOM MOHMMAaHWW CHHOHHUMHYHA TOMY, YTO MPHUHSATO WMEHO-
BaTh «IMO3THKOW», TO €CTh, B CAMOM OOILEM BHUJE, COOTHOIIEHUIO MEXKIY S3bIKOM
U CIIOCOOOM ero (XyI0)KeCTBEHHOI0) yrnoTpeOsienus. Putopuka/mosTuka BbICOKOPA3-
BUTOTO CEPUIHOIO MHChbMa MPEIOJIaracT BEICOYANIIYIO CTETIEHb JA€TaTU3alu1 XapakK-
TEPUCTUK KaXJOro OTAEIBbHOTO 3JIEMEHTAa MY3bIKaJIbHOW TKaHM M 0co00ro poja
CTUJIMCTUYECKYIO YUCTOTY, UCKIIOYAIOIIYI0 CIMIIKOM IMOBEPXHOCTHBIE aCCOLMALUU
U CIUIIKOM MPOCThIE€ KOMITO3UIIMOHHBIC PEIICHUs KaK B MaJbIX, TaK U B OOJBIINX
MacmTabax. «3pesblii» CEepUHHBIN TEKCT — 3TO, MO HJIee, COBOKYITHOCTh Ooyiee WU
MEHEE aBTOHOMHBIX M YHHMKAJbHBIX COOBITHH WM MX KOHrjaomepaToB. [lomoOHBII
noaxoJl K opmMooOpa3oBaHHIO, Ka3aaoch Obl, HECOBMECTUM C KaTeropueil HappaTHB-
HOCTH, TIPEJIIoJIararonieil Halnyre TakuxX aTpuOyTOB, KaK CBSI3HOCTh, Pa3BUTHE U Iie-
JIeHaNpaBIeHHOCTb. BMmecTe ¢ TeM HEKOTOpble KIIYEBbIE OMYChl KJIACCHUKOB
napmintaarckoro aBanrapaa 1950-x rono — bynesa, Hono, IlITokxaysena, — Oyayuun
CTHJIMCTUYECKU 0€3YCIIOBHO «UHUCTHIMUY C TOUKHU 3PEHUSI CEPUINHON PUTOPUKH, TEM HE
MEHee HaJeJIeHbl CBOEOOpa3HON HappaTHMBHOCTHIO, BCTYMAIOUIEH B JHMAJICKTHYECKUE
OTHOUICHMSI C TPUHIIMIIAMH CEpUHHOTO NuchMa. ByyT pa3oOpaHbl pa3ivuHble cllyyau
OpraHu3aluy 3TON NHUAJEKTUKH U MOKAa3aHO, KaKuM o0pa3oM OHa CIIY>KUT MOBBILIE-
HUIO CTCTCHU «mocTmkuMoct» (Faflichkeit, repmun 11I€nOepra) XymokeCTBEHHOTO
LEJIOTO.

Kniouesvie cnosa: HappaTUBHOCTB, cepuiiHas putopuka, bynes3, IllToxxayseH,
Homno.

HU. C. Cmocnuu

TOHAJIBHASA JPAMATYPI'US MY3bIKAJIBHOT'O
MMPOU3BEJEHUS: HAPPATOJTOTTYECKH ACIHEKT

TonanbHas cdepa sBIsSETCS BaKHEHIIEH CEMAHTUYECKON CTPYKTYpPOH MY3BIKH.
Ee MoxHO paccMmarpuBaTh Kak CaMOCTOSITENIBHYIO ClOJ#emoobpasyiowyio JIUHHUIO,
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B KOTOPOH TOHAJIBHOCTH, YYacTBYsl B IIPOLIECCE CMBICIOO0OPA30BaHNUS, PEIIAIOT «CTpa-
TErMYECKUE 3a]a4n» MY3bIKAJIbHBIX TEKCTOB U OCYHIECTBIISIIOT «HAMEPEHUS» ITHX TEK-
cTOB (TepMHHBI Y. OK0). TOHaIBHBIN ClOXKeT 00J1a1aeT 3HAUUTEIbHBIMU COOCTBEHHBI-
MU pecypcaMH MOBECTBOBAHMSI, HO OH HE M30JMPOBAH OT OOIIETr0 KOHTEKCTA U SIBJISIET-
Csl TAKMM € HOCUTEJIEM CMBICIIA, KAK MHTOHAIIMOHHAS TKaHb, (paKTypa, OPKECTPOBKA.
BricTpanBasich B MOCIIEIOBATENBHYIO LIETIOUKY MOHANbHLIX cOObimull, NaHHas cdepa
[10-CBOEMY OIHUCBIBAET «CIOXKET», B KOTOPOM TOHAJIBbHOCTU OKa3bIBAIOTCS crienuduye-
CKUMH «IIepcoHaxkamMu». B cooTBeTcTBUU ¢ 00LIe KOHIENIMeH COYMHEHHs] TOHAJb-
HOCTH IO/IBEPTalOTCs MHTEPIPETALUN HApPABHE C IPYTMMH TEKCTOBBIMHU 3JIEMEHTaMHU.
ITpu 3TOM HE CyHIECTBYET IBYX OJMHAKOBBIX TPAKTOBOK OJHOM M TOW K€ TOHAJIBHO-
CTH, T.K. TOHAJbHBIN «CIIEHapHil» 3aBUCUT OT oOuero koHrekcra. Kak u apyrue
cepbl My3bIKQIBHOIO IPOU3BEAECHUS, TOHAJIbHAsA cepa 00JaaaeT MHOTOYPOBHEBOM
npupojoi. CylecTBYIOT TOHAIBHOCTH MEPBOIO U BTOPOTO (IPYrux) IUIAHOB M, COOT-
BETCTBEHHO, TOHAJIbHAsI ApaMaryprus. HappatuBHble CBOMCTBAa TOHAJIBHOCTEN B IPO-
U3BEJICHUM MOTYT MPOSBISATHCA: a) B BUAE OOIIMX XapaKTEPUCTHK, 3aKPEIUICHHBIX
KyJIbTYpod (B AOKJajae OyleT MpeacTaBiieHa TalliMlia TOHAJIbHBIX 3HAYEHUH, COCTaB-
nennas JK. Hatthe); 0) B KauecTBE CaMOCTOSITEILHON JTUHUH CHO)KETHOTO MTOBECTBOBA-
HUs (OyIydd NpUBSI3aHHBIMH K KOHKPETHBIM COOBITHSM MM NEpCOHaXKaM, psi To-
HaJlbHOCTEN paccmaTpuBaeTcs Ha npumepe IlaccuonoB baxa, B KOTOpbIX OHM CHIOCOO-
CTBYIOT OoJiee IiTyOOKOMY OCMBICIIEHUIO €BAHTEIIbCKUX COOBITUH, OYKBaJIbHO ITOMOTast
UX «HCCIIE[0BaTh»; B) KaKk OCHOBHas KoHuUenuus counHeHus (Panrasus Psbosa ne-
MOHCTPHPYET JUIMTENbHBIA TOHANBHBIA MyTh K C-dur); r) B Buae UIphl KOJOPHTAMH
(kpaco4Hbl€ B3aMMOJIEHCTBUA JAIEKUX ToHaJIbHOCTEN B IHTEpMenio bpamca).
Knrouegvie cnosa: TOHAIBHOCTD, ApamMaTyprus, HAPPATUB, CIOKET.

T. B. lapezpaockas

TEOPUSI MY3BIKAJILHOTO HAPPATUBA BAWPOHA AJIMEHA:
CYIIHOCTD, MPOLEAYPBLI, CMBICJI

B 2008 romy kHura amepukaHckoro ydenoro baiipona AnbMeHa «Teopus my-
3bIKQJIBHOTO  HAppaTMBa» BHOBb aKTyaJlM3UpoBajla MpoOJIEMYy HHTEpIpEeTaluu
MY3bIKaJIbHOTO HappaTtuBa. HappaTuB kak MOHSITHE TEOPETUUECKON MO3TUKU HCIIONb3Y-
ercsa B punonorun ¢ 60-x rogoB XX Beka (L[Beran Tonopos, Ponan baprt), HO B My3bI-
KOBEJICHUH OHO NPHUMEHSIOCh B OCHOBHOM MeTadopuuecku. [lockonbky HappaTuB
B MY3bIKE IMPEJCTABISET cO00M OCTPO IUCKYCCHOHHYIO NMPOOJieMy, TOCTOIbKY AJIMEH
npeJylaraeT CBOM MyTH PELIEHUS] ONTUCAHMSI «COJEPKATETLHOTO YPOBHS» B MY3bIKE.

«EnuHunei» HappaTUBHOTO aHanu3a B My3blke b. AnMmeH mpennaraer cruenartb
«TOTOCHI» — U3BECTHBbIE B MY3bIKAJIbHOM HayKe M MY3bIKaJlbHOM KOMIIO3ULIUU CTPYK-
TYpbl, 00Ja1al0IINE CXOKECThIO U y3HaBaeMOCThI0. K HUM NMPUHATO OTHOCUTH (op-
MYJIbl TAHIIEB, a TAKXKe WHBIE BBIPA3UTEIbHBIE U M300pa3UTENbHbIE TTOCTPOCHHS, UMe-
IOLME YCTOSBIIKMECS M TIOTOMY OOIICTOHSATHBIE CHOCOOBI BBIpXKEHMs (HAIpUMED,
«TOTIOC OXOTBI» MJIM «TOIMOC YYyBCTBUTEILHOCTH»). MCIONb3ysl MEXaHU3M aHalIMu3a To-
MOCOB, AJIMEH NMPEAINPUHUMAET HAPPATUBHBIM aHAIN3 HEMPOIPAMMHBIX MY3bIKATbHbIX
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NbeC M HaMeyaeT KJIacCU(PHUKAIMI0 HappaTUBOB, OMUPAsICh HA KAHPOBbIE apXETHUIIBI,
pa3paboTaHHble KaHaJACKuUM JuTepaTypoBenoM Hoprtpomom @paem. Ilocnennumii
B cBoeM uccienoBanuu 1957 roma «Anatomy of CriticiSmy BbiaenseT apXeTHITbl po-
MaHHUYECKOr0, TPareIuiHOro, KOMHYECKOr0 M UPOHHYECKOTO, JaBas MUMIIYJIbC TaK
Ha3bIBa€MON MH(OJOTMYECKON WM apXETUNHUYECKON HMHTEPIpETALMU JIUTEPATYPBI,
HCKYCCTBA, KYJIbTYpbl BO BTOpOIl mojoBuHe XX BeKa, CHHTE3UPYIOIIEH aHTPOIOI0-
THUIO C IIcuxoaHainu3oM u paszBuBaronieit uaeu K. I'. IOura.
Knroueswvie cnosa: my3pIKaabHBIA HAppaTUB, TONOC, balipon AnmeH

I. b. lllamunnu

HAPPATUBHOCTDHb U MY3bIKA: YPOBHU HNEPECEYEHMUSA
U I'OPU3OHTHI B3AMMOJENCTBUA

[Tonnmanue My3bIKM Kak UH()OPMAIMOHHON crCcTeMBbI c(hOPMUPOBATIOCH B 3ariajl-
HOEBPOMNENCKOM MY3bIKO3HaHUU K cepeauHe 80-x rogoB XX Beka. OHO OTpaXeHO B psi-
JIC aBTOPHUTETHBIX IEpPHOIUYECKUX u3daHui («Semiotica», «Music and Narrative»
U T. 1.), MoHOTpaduit (Open Mayc, baitpon Anmen, Jlaypenc Kpamep u T. 11.) u crateit
(ITarpux MaxKpenecc, Pobept Xarren, Opo Tapactu u 1p.), OCHOBHAsI Ues KOTOPBIX
CBOJMTCS K CIEAYIOIIEMY: MY3blKa JOHOCUT JO CIYyIIATENsl ONpeneiaEHHBIA CMBICI IO
THITy «pacckasay (narrative) kak pe3ysibTaTa B3auMOJCHCTBHUS MPOIIECCa «IIOBECTBOBA-
HIs» (narration) m «koMMmeHTaTopa» (Narrater), MM agpecaTa, KOAUPYIOIIETO JaHHBINA
HappaTUB B COOTHECEHHOCTH C COOCTBEHHBIM KYJIbTYPHBIM KOJIOM.

O060061eHne MHOTOOOPA3HOTO U MPOTHBOPEUHUBOTO HCCIIENOBATEIHLCKOTO OIBITA
MPEJCTABIISICTCS MPOOJIEMAaTUYHBIM KaK B TUIAHE €ro MOHMMaHUs, Tak M Mepenayd Ha
PYCCKOM si3bIKE. BENMMK pUCK OCTaThCs B 3aMKHYTOM S3bIKOBOM JMCKYpCE, TOBTOPHB
onbIT nepeBosa Xaaerrepa U beprcona. OgHOBPEMEHHO C 3TUM BO3HUKAET WILTHO3US
MOHUMAaHMS ATOTO OMbITa C OMOPOM Ha Kakoe-1ub0 OJHO (DyHIaMEHTAIBHOE MCCIEI0-
BaHUE, HE OTPAXKAIOIIEee BECh CIIEKTP B3MIIAIOB, CPOPMHUPOBABIIUXCS B JAHHOM HaIpaB-
JIEHUU COBPEMEHHOI'0 MY3bIKO3HAHUS.

Konuemnusi HappaTUBHOCTH B MY3bIKE MPOGECCUOHATBHO, TOAPOOHO M OHOBPE-
MEHHO MPOTUBOPEUUBO JUCKYTUPYETCS CPOPMHUPOBABIIMMCS KPYroM YYacTHHKOB C TIpe-
TEH3UEH Ha aHATMTHYECKUH TOJXO0J, OOCYXIaeTCsl B COOTHECEHHOCTH CO CTPYKTYpaIm3-
MOM U m3BecTHOM Teopuent B. . Ilponma, a Taxke repMeHEBTUKOW, TEOPUEN CO3HAHUA,
COLIMOJIOTHEN, BONIPOCAMH O MPUJIOKUMOCTH AHATUTHYECKOTO MOIX0Ja K HHCTPYMEHTAJIb-
HOW Y HE-MHCTPYMEHTAJIbHON MY3bIKE U TaK JaJiee.

N3yueHne 3TOi KOHIICTIIIMN, Ha MOU B3I, Ja€T OCHOBAHUE JIJIS TIOMCKA OOITUX
TOYEK €€ COMPUKOCHOBEHUS C OMBITOM POCCHUMCKOIO MY3bIKO3HAHHS M PELICHHS BO-
npoca O TITyOMHHBIX MEXaHU3MaX MBIIUICHHUS B MY3BIKE, K YEMY 5 IPUCTYIIAI0 B CBOEM
JIOKJIaJie, C IEIbI0 MOKa3aTh, KAK MOXKHO MPUMEHHUTH MOJIYYEHHbIE PE3YyJbTaThl K aHa-
JIM3Y «AHOJIOTUYHBIX» MY3bIKAIbHBIX KYJIBTYP.

Kriouesvie cniosa: HAppaTUBHOCTD, MY3bIKA, MBIIUICHUE, AaHATUTHYECKUI TTOAXOT
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/. P. Ilempoe
«HAPPATUBHOCTDb» ¥ ABOPCKOI'O

C10BO «HappaTUBHOCTHY» (TaKKe — «HApPATHUBHBIN»), CKOJIb Obl HOBBIM HU Ka3a-
JIOCh OHO Il OTEYECTBEHHOI'O MY3BbIKOBEJICHUS, YK€ UMEET UCTOPUIO YIOTpEeOIeHUS B
PYCCKOSI3BIYHOM MBICIH O MYy3bIke. Peub uaet o Hacimenuu b. JI. SIBOpckoro, KOTOpbIi
HEOJJHOKPATHO YMOTPEOIIIT €ro B TeKCcTax BTOpoil mosnoBuHbl 1930-x — Hayana 1940-x
rofoB. Bo Bcex ciydasx 3TO CJI0BO TEPMUHOJIOTUUECKH AKIEHTUPOBAHO U BXOJUT B PN
BAXXHBIX JIJIs1 SIBOPCKOr0 My3bIKaJIbHO-UCTOPUUECKUX U TEOPETUUECKUX MOHATHI. B OT-
JMYUE OT CETOIHSLIHETO JHS «HAppaTUBHOCTH» y SIBOPCKOro HE ObLIa CBs3aHA C Ka-
KUM-JTH00 0cOOBIM MeTOA0OM aHanu3a. OHa Bcer/ia OTHOCHIIACh Y HETO K XapaKTepHCTHU-
K€ CaMOM MY3bIKH WJIH MY3bIKAJIBHOTO MbIIUICHHS. [Ipu 3TOM pagnyc neicTBHs 3TOro
MOHATHUS U3MEHYUB.

B OGonblmIMHCTBE Clly4aeB «HApPpPaTUBHOCTH» BO3HHUKAET B s3bIKe SIBOpCKOTO
B CBSI3W C TEM HAIPaBJICHUEM €r0 MBICIH, KOTOPOE CPOAHU HUCTOPUYECKOU ITOITHKE
C €€ MONBbITKAMH OXBATHUTh MHOTOBEKOBOE Pa3BUTHUE HCKYCCTBA HCXOHSl U3 THUIIOB
XYJIO’KECTBEHHOTO CO3HaHWs. B 3THX clydasX «HappaTUBHOCTBY» OTHOCHUTCSI K Ka4eCTBaM
MY3BIKH OTPEIETICHHBIX UCTOPUUECKHX MEPUOJIOB (B YACTHOCTH, STIOXU OAPOKKO).

C npyroil CTOpOHBI — M B 3TOM COCTOMT OJIHO M3 NMPUMEYATENIbHBIX OTKPBITHIA
SIBOpCKOro, — KauecTBa, BHIABICHHBIE B Pa3HbIE UICTOPUYECKUE MEPHUO/IbI, HE yTpauyuBa-
IOTCSl Jlajiee, a COCTaBJISIIOT CBOETO poja «0araxky», JOCTYIHBIM KOMIO3HUTOPCKOMY
CO3HAHUIO IOCJIEAYIOLIEr0 BpEeMEHU. B 3TOM CMBICIE «HAPPATHUBHOCTH» CTAaHOBHUTCS
OJIHOM M3 TpaHel MY3BIKH «IICHXoJorudeckoi amoxm» (XIX — nagamo XX Beka), KOTo-
past SIBOpCKOro Kak My3bIKaHTa HHTEPECOBAJIA B IIEPBYIO OUEPEIb.

Haxkonen, «HappaTUBHOCTHY» MOHUMAETCS KaK CBOMCTBO OTAEIBHOIO MY3bIKaJIb-
HOTO 00pa3a (He3aBUCUMO OT TTOPOJIUBIIICH €ro ATOXH).

B 3Tux u apyrux, He CTOJb YE€TKO BBISIBISIEMBIX CIIYYasiX MOHSATHE «HAPPATUBHOCTHY
HE OCTAeTCs HEM3MEHHBIM, COXPAHsIsl BMECTE C TEM CBOE CMBICIIOBOE s11IPO.

Buumanne k crnoBoynoTpeOieHuto SIBopckoro, TakuMm o0pa3oM, JaeT BO3MOXK-
HOCTh JIONOJHUTHh JHUCKYCCHUM BOKPYI HappaTuBa WU HAPPATUBHOCTH HCTOPUKO-
TEPMHUHOJIOTUYECKUM 3KCKYPCOM, a KpOME TOTO MO3BOJISIET YBUAETh Ha HECOMHEHHO
BBIJIAIONIEMCS TIPUMEPE KaK MOXKET (QYHKIIMOHUPOBATH TEPMHUH B JKMBOM T'yMaHHUTap-
HOM MBICIIH.

Kniouesvie cnosa: SIBOpCkHM, HAPPATUBHOCTb, TEPMHUHOJIOTMS T'yMaHUTAPHBIX
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TEPMUHOJIOI'USA B U3YHEHUU ®OPMbI

I. B. I'puzopvesa

META®OPUYECKASI TEPMHUHOJIOTHS B OTEYECTBEHHOM
METOJAO0JIOI'MU HEJOCTHOI'O AHAJIM3A

Heo0xoMMOoCTh cOXpaHeHHUs B METOJIOJIOTHH MY3bIKATHHOTO aHAIHM3a JTOCTHKE-
HUM OTEYECTBEHHOM aHAIMTUYECKOW IIKOJIBI: METOJ LEJIOCTHOro aHaim3a B. A. Ilyk-
KepMaHa, ONUPAIOIIMIICSI Ha cCUCTEMY TepMUHOB-MeTadop. VX ponb B pacKpbITUu 00-
Pa3HOro CoJiepKaHUsl MY3bIKH, KOHLIENIIUU Npou3BeAeHUus. « Cemanmuxka npowanusy—
OJIMH U3 M0OUMBIX TepMuUHOB-MeTaop B.A. Llykkepmana; «OyHKIUs 3a B € p I € H
u 51 00J1a/1aeT CBOUM <...> pa3BUTBHIM U OOTATHIM apCEHATIOM CPEJACTB <...>; IEUCTBYET
CBOET0 poja “‘CeMaHTHKa MPOIIAaHUs’, T. €. (aKkTypHble U (YyHKUHOHAIbHbBIE Iepe-
KJIMYKH, OYEHb OOBIYHBIC B 3aKIIOYUTENBHBIX Y4acTKaX. Takoe e MPUMEpHO 3Hade-
HUE MMEIOT W 3aKIIOUUTEIbHBIE XPOMATUUECKHE OOXOJIbI, 3alOJIHEHHE 3BYKOPSIOB
IIPOIIAJIBHOTIO Xapakrepa <...>. JTa CeMaHTHUKAa MMEET, KOHEYHO, HE TOJIbKO HEIo-
CpPEACTBEHHOE BbIpa3uTelibHOE 3HaueHHue. OHa B HE MEHBILEH CTENEHU €CTh MPUEM
pasvsacuenus: gopmol (kypcus moit. — I'. T'.)». [locnennee o6CTOSITENHCTBO, MO MBICIH
Y4YE€HOTr0, Ba)KHEMUIIEe ISl BOCIPUATHS CIyIIATEIEM MY3bIKAJIbBHOTO IMPOU3BEICHUS,
AITOKOCO3HAHUEBHYTPEHHETOCM BICJaJaHHON yacTu popmbl (paspsiika
aBT. — ['. T'.)», T.e. ero coydyactue B pacKpeITHH oOpa3HOro 3ambicia. [Ipumep aeit-
CTBUS TOJIOOHBIX CPEJICTB B MY3BIKE KIACCHKO-POMAHTUYECKOU SMOXU — OIUCTATEIb-
Helii aHanmu3 B. A. Ilykkepmana nbecwl Illymana «Warum?». [pyroii BakHeWIIUi
B JIaHHOM KOHTEKCTE TepMHH-MeTadopa — «3agepuiaroujas nepemena» («nepemeHa
6 nocneonuti paz»), chopMynupoBaHHas YYEHBIM B €ro TEOPUH MacIITaOHO-TeMa-
TUYECKUX CTPYKTYP U SBJISIFOIIASICSA OJHUM U3 BHJOB CYMMHpOBaHHMs. J[elicTBUE STHUX
MPUHIIMIIOB HA Pa3HBIX ypoBHAX GopMbl — B konax (berxoBeH, koma ¢uHama coHaThI
on. 53, U. CrpaBuHckuli, koaa Oanera «Aron»), B (uHanmax uukioB (A. Illuwutke,
doprenuanubiii kBuHTET, [. Manep, «llecus o 3emne», @. Kapaes Konmepr ans
CKPHUIIKH C OPKECTPOM), B BHUJIE€ YCTOMUYMUBOM CTUJIEBOM KOHCTAHTHI (KaHP MOCTIIIOINHN
B My3bike B. CunbBectpoBa). MHorouuciaeHusie Tepmunbi-metadopsl B. A. Lykkep-
MaHa MO0 HECMpPaBeIUBO «3a0BIThDY, MO0 BCTPEUAIOTCS KaK 0OIIeynoTpeduTess-
HbIE B COBPEMEHHOM aHATUTUYECKOW MpaKTUKe 0e3 yKa3aHHs aBTOPCTBA.

Knrouesvie cnosa: B. A. llykkepman, METOAMKA 1IE€JIOCTHOTO aHAJIN3a, «CEMaHTHU-
Ka MPOIIAHU», «3aBepIIarolias IepeMeHay, MPUHIINAI «Pa3bsiICHEHHUS (GOPMBI», KIlac-
CUKO-pOMaHTHYECKasi My3bIka, My3blka XX BeKa.
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B. b. Banvkoea

«MUKPOTEMATHU3M»: IIEPCIIEKTUBbI IIPUMEHEHUWSA
N YTOYHEHUSA MY3BIKOBEJYECKOI'O ITOHATUA

B coBpemeHHOE poccuiickoe My3bIKO3HAHNE TIOHATHE «MHKPOTEMATHU3M» BOILLIO
JIOCTaTOYHO JAaBHO M BCTPEYAETCS B OCHOBHOM B aHaiuu3axXx My3blkM XX Beka. OHO
¢ukcupyer «pyHKIMOHUPOBAHUE B MY3BIKE KAaKUX-THOO MaJIbIX TEMaTHYECKUX 0Opa-
3oBanui» (B. H. Xomomnosa). [ToHsTne «MuKkpoTeMaTu3mM» OBIJIO BBEJICHO U IEpPBOHA-
YalbHO pa3paboTaHO B Y3KOCIMEIUAIBHBIX LEJSAX: MPEXKIe BCero, Juisi 0003HaYCHUS
ocoboro kadyectBa My3blku C.B. PaxmanuHoBa. B craTthe mpuBOIATCS TPAKTOBKH I10-
HATHS, Tipeaioxennbie B 1960—70-e roasl E. A. PyubeBckoii u H. A CkadTeiMoBOI
B CBSI3M C AaHAJIM30M IMpou3BelcHUN PaxmanuHoBa. JlanpHeimas Xu3Hb NOHSATHS
«MHKPOTEMAaTU3M» CBUACTEIBCTBYET O €0 PACIIMPEHUH — OHO MPUMEHSIETCS] CBOOO/I-
HO, 0e3 chmenuanbHBIX MMOsSICHeHMH B aHamm3ax My3blku K. JleGroccenm, b. baptoka,
A. Bebepna, A.IllléuGepra. ABTOp cTaThM IMpeiiaraeT HECKOIbKO aHATUTHYECKUX
HAONMIOIGHU HaJ JTOW 3aKOHOMEpPHOCThIO B mpousBeneHusix K. [lebroccu u
A. H. Ckpsbuna. O6cyxaatorcs npobiieMbl U TPYAHOCTH MPUMEHEHUs TIOHATHS: MPO-
TUBOPEUUE MEXKAY CTPYKTYPHOU M (DYHKIHMOHAIBHOW TPAKTOBKON TEPMHHA «TEMay,
a taxxke (B omope Ha uaeu K. [anbxayca) Bompoc O HNPUHIUIHUAIBHBIX OTJIMYUAX
«MuKpoTeM» pyoexxka XIX—XX BEekoB OT pOJIM MOTHBOB U KpaTKUX HOCTPOCHMI
B My3bIKe O0JIee paHHUX SIO0X.

Kntoueswvie crosa’: MmukpoteMaTsm, MOTUB, TeMa, Paxmannnos, JleGroccu, CkpsiOuH.

B. P. /l[ynam-Anees

PEAYKIOUA IIATH ®OPM POHIO NJIN «MAPKC 3.0»:
K IMMPOBJIEME TEPMHUHOJOTHYECKOM TPAJIUIIAU
B TEOPUU MY3BIKAJIBHOH ®OPMBI

TepmuHonorust GopMupyeT Hay4YHOE MBbIIITIEHUE. TEpPMHUHONOTHUS JIEKHUT B OCHO-
Be 00y4ueHHs1, GOpMHUPYS TOITOCPOUHbIE TOHATUIHBIE 3HaHUA. C 3TUM CBSI3aHO 3Haue-
HUE TPoOJIEeMbl TEPMUHOJIOIMYECKOW TPAAUIIMUA. AKTYaJIbHOCTh MPOOJIEeMbl YCHINBA-
eTCsl B YCJIOBUSX IMapajieIbHOrO CYUIECTBOBAHUS HECKOIbKUX Tpaauuui. OgHUM U3
NPUMEPOB TaKOM CUTYallMU SIBISETCS OTEUECTBEHHAs IMeAaroruueckas mpakTuka B 00-
JacCTH MY3bIKaIbHON (OpPMBI, B KOTOpYIOo Ha pyoexxe XX—XXI Beka BepHynach cucre-
MaTHKa My3bIKaJdbHbIX GopM A. b. Mapkca.

Anonsd bepaxapn Mapkce (Adolf Bernhard Marx, 1795-1866) nmo MmHeHHIO MHO-
TUX MY3bIKOBEJIOB SBJISIETCS aBTOPOM «BO3MOKHO, CAMOT'O Pa3BUTOTO U BIUATEIBLHOTO
yuenus o popme (Formenlehre) XIX Bekay, kak ormetun C. beprem B ctathe «Formy
u3 «KemOpumkckoil ncropun 3anagHoi Teopuu mysbikn» (2002, ¢.887). B poccwii-
CKOM MY3bIKO3HaHUU TeopHsi Mapkca Obliila MOIepHU3HpOBaHa B KOHIE XX Beka.

1O. H. Xononos u3noxun cucreMatuky Mapkca, agjanTiupysi €€ K COBpeMEHHOMY
COCTOSIHUIO JHMCLUUIIMHAPHON MaTpullbl My3bikoBeneHus. [Ipeanoxennsiit Xomormo-
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BBIM «anrpen» Mapkca 3HaYUTENIBHO PACIIMPUI U OJHOBPEMEHHO YIIPOCTHII IIEPBO-
HAYaJIbHbII BapUaHT TEOPUH, B KOTOPOM OBLJIO HEMAJIO IPOTUBOPEUNN U HEPEIIEHHBIX
BonpocoB. Pabory XosonoBa ¢ maesmu Mapkca MOXHO Ha3BaTh Bepcuei «Mapkc
2.0».

CoBpemeHHas negaroruyeckas pakTruka, OJIHaKo, BCE €Ie HYXIAaeTcs B COBEp-
IIICHCTBOBAHUM CBOEH TEOPETUYECKON OCHOBBI. B mepByro odepenb, B CBA3H C IATHIO
dbopMamMu poHJI0 U3 Kiaccudukanuu Mapkca: B OTHOLIEHUH 3TOM Ipynibl GopM cy-
IIECTBYIOT HE TOJBKO TEPMUHOJIOTUYECKUE, HO U JIOTUYECKUE MTpoTHBOpeunsd. Mx mpe-
oJloJieHHe B OxujaeMoil Bepcuu «Mapkce 3.0» MOJIOKUTENBHO CKaKeTCs Ha oOIei
AHAJIMTUYECKON U NIEAArOrn4eCcKoM IPaKkTHKE.

Kniouegvle cnosa: cucrtematuka My3blKaJdbHBIX (POpM, OOHOBIIEHUE TPaIUIMOH-
HOTr'0 YYEeHHsI, My3blKallbHas negaroruka, A. b. Mapke, FO. H. Xononos.

0. B. Jlocesa
JJOXKHASA PEIIPU3A. K UCTOPUU TEPMUHA U IIPUEMA

XO0pomIo U3BECTHBIN T000MY MY3BIKAHTY TEPMUH <JI0KHAs PENpU3a» JAOBOJIBHO
MO3/IHEr0 MpoucxoxaeHus (Hayano XX Beka) U MepBOHAYAIBHO OTHOCHJICS K 0C000-
My criocoOy BBEJIEHUS] pElpU3HOro pasfjesna coHaTHOM ¢opmbl. Ho cam 3ToT sipkuit
XYyJ0’)KECTBEHHBIN TpPUEM, CBSI3aHHBI C HapyLIEHHUEM OXHJIaeMOro Xoia COOBITHH,
3 pexToM 0OMaHyTOr0 OKUAAHUSA, TOPA3/I0 CTapIlIe TEPMUHA, O0Jiee TOro — LIUpE MO
3HAYEHMIO, TIOCKOJIbKY MCIIOJIB30BAJICS €IIE B 3M0XY 0apOKKO, B (hOpMax, HCTOPHUUECKU
IPEIUIECTBYIOIIMX COHATHOM U C HEIO HAIIPSIMYIO HE CBS3AHHBIX.

B oTeuecTBEHHOM MY3BIKO3HAHUHU CIOBOCOYETAHME <JIOKHAs PENpHU3a» TaBHO
(GYHKIMOHUPYET Kak TepMHUH. XYHA0KECTBEHHBIN MpueM, KOTOPbIA OH co00il 0603Ha-
4aeT, UMEET psijl YCTOMUMBBIX IIPU3HAKOB, XOTS aKLEHTHI B €r0 ONHCAaHUU y UCCIIENO-
BaTelel MOryT CTaBUThCS MO-pazHoMy. B 3apyOexHOM My3bIKO3HaHUM (HampuMmep,
B HEMEIIKOM) KapTHHA HE CTOJIb sicHa. M 71eo He TOJIbKO B OTCYTCTBUU €IMHOTO 00-
HICTIPUHATOTO TepMUHA JJ1s1 0003HAYECHHUS 3TOTO 3TOTO SIBICHUS, HO U B TOM, YTO CaAMO
3TO OHO TPAKTyeTCsl 0ojee MIMPOKO U MECTO €ro JUCIOKAallMU MOXET OKa3aThCs Ha
3HAYUTEIBHOM y/IaJIEHUU OT Ha4aJla HACTOALLEH PENpHU3bl.

Kniouegule cnosa: noxHas penpusa, pernpusa, coHaTHas (popMa.

T. IO. Yepnosa

MOHSATUE MY3BIKAJIBHON ®OPMbI
B CBETE 3CTETHYECKOW KOHIEIIUAU A.®. IOCEBA

[ToHATHIO MYy3BIKaIBHONW (OPMBI CBOWCTBEHHA CMBICIOBas BapHATUBHOCTb.
B HayudHOl M megaroru4eckoi MpakTHKE Yallle JIPYTHX HMCHOJb3YETCs €ro 3HaueHHue,
OTOKAECTBIIAIONIEE MY3bIKAJIbHYIO (JOPMY CO CTPOEHHEM 3BYKOBOT'O CJIOSI IPOU3BE/IE-
HUs, KOMIIO3ULIHOHHON CTPYKTYpOH, YTO UMEET CBOU JIOKAJbHO-UCTOPUUECKUE MPEN-
noceuiku. Cpenu HUX: XapakTtepHoe A1 HoBoro BpeMeHM IpescTaBlIeHUe O crocode
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CYILIECTBOBAHUS MY3bIKM KAK COBOKYITHOCTH IIPOU3BENCHUN; YKOPEHEHHOE B 3CTETUKE
KJIaCCUIIM3Ma TpeOOBaHUE WX BHYTPEHHEH LEIOCTHOCTH M 3aKOHYEHHOCTH; ITOHUMa-
HUE a0COJIOTHOM MY3BIKM KaK CHUCTEMbI 3BYKOOTHOIIEHUH. B mopokIeHuN My3bIKH
MHBIX 30X U TPaJULMA KOMIIO3MIIMOHHO-CTPYKTYpPHBIE yCHUIIUSl 0oJjiee OrpaHUYEHbI
TpeOOBaHUSAMHU KaHPOB, KOMIIO3UTOPCKUX TEXHHUK, Ipyrux ¢akropoB. C cCOBpeMEH-
HBbIM HayYHO-3CTETUYECKUM CO3HAHUEM JIUCCOHUPYET HE CTOJIBKO 3TOT (aKT, CKOJIBKO
oOHapyKMBaeMO€ UM HECOOTBETCTBHUE O3HAYEHHOIO MOHUMAaHHS (POPMBI CMBICIAY H
cTarycy ¢GopMbl Kak oOmienorudeckoil kareropuu. Ilemarornueckas cdepa nesrensb-
HOCTH MY3BIKOBEJA 3TOT JUCCOHAHC MOATBEpXkKAAaeT U ycunuBaeT. COOTBETCTBEHHO,
BO3HUKAET HEOOXOJMMOCTh €T0 pa3pelieHHs MyTeM aHajlu3a TOro, HaCKOJIbKO MPaBo-
MEpPHO BBIIBJKEHHE B KaueCTBE OMNPEIEIISIONIET0 MOKa3aTess MY3bIKaJbHON (OpPMBbI
KOMIIO3ULIMOHHOW CTPYKTYpbl COYMHEHHA. MY3BIKOBEJEHUE KaK AMIUpHUEcKas 00-
JacTh 3HaHUs, ONUPAsICh HA CBOU PECYpPChl, MOXKET HAMETUTh IYTH peIIeHus: npooie-
Mbl. Tak, U3 acadbeBckoro onpezaeseHus GOpMbI Kak cnocoda oOHapys’ceHUus My3blKU
HE cleayeT, yTo (hopMa ecTh TOIBKO KOMITO3UIIMOHHAS CTPYKTYypa. My3bIka HaM sIBJIS-
eTcsi B 00rarcTBe CBOEro MaTepuaja — 3BYKOBOIO M OOpa3HOro, BMECTE CO CBOUM
IpeJHa3HAuYE€HUEM, TO €CTh KAHPOBBIM JIMIIOM, CO CTOPOHBI MPOU3BEJIEHUS U CO CTO-
POHBI MY3BIKAJIBHOM JEATENBHOCTH, a TAKXKE MCIOIb3yeMOU €10 TeXHUKU. CooTHOLIE-
HUE KOMIIOHEHTOB MY3BIKJIbHON (POPMBI — CTPYKTYpPHO-KOMITIO3UIIMOHHOTO, 00pa3HO-
3BYKOBOI'O, JKaHPOBOT'0, MY3bIKaJIbHO-TEXHUYECKOI'O U JIp. — HICTOPUYECKH MOJBHKHO.
Jl1st moATBEPKAEHUS 3TUX BBIBOJIOB CIEYET OOpAaTUTHCA 3a MOANEPKKOM K aJeKBaT-
HOMY M aBTOPUTETHOMY 3CTETHYECKOMY y4yeHHI0. TakoBbIM, 0€3yCIOBHO, SIBIISETCS
ACTETHKA 3aME€YaTelIbHOTO pycckoro meicautens A. @. JloceBa, qajJeko HE OCBOEHHAs
Jla)ke OTEYECTBEHHBIM MY3bIKO3HaHUEM. [locuiibHOE U MpeBapUTEIbHOE OCMBICIEHUE
ero KOHILIETIUU MY3bIKJIbHOW (OpPMBI IpejsiaraeTcsi yyacTHUKaM KoHrpecca. Omyo0-
JMKOBAaHHBIM HCTOYHUKOM MOCHYKMIa KHHUra «JluamekTuka XyaoxecTBEHHOU ¢op-
MBI» B MOCKOBCKOM u3manuu 2010 roaa.

B acreruke JloceBa, 6asupyromeiics Ha pEHOMEHOJIOrO-IHaJIEKTHYECKOM OCHO-
BaHMH, (DOpMa OKa3bIBACTCS OJHOM M3 LIEHTpaJbHBIX KaTeropuil. OHa Oepercs B ac-
NIEKTE 8bIpadiceHUs ¥ TIOHUMAETCS KaK BOIUIOIICHUE B uHOObImuy — OyJlb TO YeIoBeye-
CKO€ CO3HAHHE WJIH BEIIECTBO — CMbICIA WIH J1U00CA, TO €CTh KaKOW-INOO SBJICHHOMU
cywHocmu, UMEOUIEN MECTO B MUPE, B KU3HU. MHOrocTyneH4aras CTUXUsl BbIpake-
HUS ONKCaHa YYEHBIM C MOMOUIbI0 MHOKECTBA COMOJYMHEHHBIX KaTeropui, Ommxaii-
mas U3 KOTOphIX K popMme — cumson. Popma Kak 06pa3 BKIOYAETCS B CUMBOJ HApsIAy
¢ nepgoobpazom — coaepxanueM. dopma nomemniaercs B CEpeHE KaTeropuaabHOro
psaaa MEeXIy KpalHUMHM TOYKaMU — CYIIHOCTHBIM CMBICIOM U ¢hakmom, TO €CTh Mpo-
U3BEICHUEM. bynyun BBIPa)KEHHEM CMbICIA, 3all€YaTIEHHOIO B IPOU3BENECHUH, XYA0-
KecTBeHHas (opma He MOXKET ObITh CBEJi€Ha TOJBKO K KOMIO3UIMOHHOW CTPYKTYype
NOCJIETHEr0, OHa MHOTOKOMITOHeHTHa. A. @. JloceB He peann30Ball CBOMX IUIAHOB Ooiee
KOHKPETHOTO OMHUCaHMs MY3bIKaJIbHOU (OpMBI. JlyMaeTcsi, 3T0 JOIKHBI CAETAThH MBI.

Knrouegvie cnosa: my3bikanbHas (Gopma, My3bIKaldbHas dCTeTHKa, Gumocodus
MY3bIKH, KOMIIO3ULIMOHHAsI CTpyKTypa, b. Acadbe, A. JloceB, nuanekTuka Xyaoxe-
CTBEHHOH (POPMBI.
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A. P. Kacumoesa

ABTOPCKUI1 AHAJIN3 CUM®OHUYECKHUX ITPOW3BEJIEHUN
BEHCAHA J'YHJU:
K NPOBJIEME ®PAHIIY3CKOW TEPMUHOJIOIUU

Boraryio tepmunonoruio mnepruoza fin de siecle mpencrasnser Tpakrat Bencana
1’ Ouan «Kypc My3bIKallbHON KOMIIO3HUIIMNY, B KOTOPOM OJTHUM U3 aCIIEKTOB U3yUYEHUS
cTaHOBHTCS crienuduka GopmMooOpa3oBaHus HA MaTepUaje MHCTPYMEHTAIBHOM (Tpe-
MMYILECTBEHHO CUM(OHUYECKOI) MY3BIKH, TOCKOJIBKY B TPAKTOBKE KOMIIO3UTOpa OHA
UMeeT KOHCTPYKTHUBHBIE MPEUMYIIECTBA Mepe]l MY3bIKON JpaMaTH4YeCKOW. AHaIU3U-
pys B TOM 4Hclie COOCTBEHHbIE TPOU3BEACHUS, 0COOEHHO MOAPOOHO — «CUMGPOHHIO Ha
TEMY MECHU (PPaHITy3CKOrO ropuay, 1’ DHAU MPUMEHSIET OpUTHHAIIbHbIE TEPMUHBL. X
CMBICJIOBOM 00bEM CTAaHOBUTCS IPEIMETOM H3yUEHUSI.

[Tpu ommcannu CumMGOHUU KOMIIO3UTOP paccMaTpuBaeT (popmooOpasyroiue
AJIEMEHTHI Pa3HBIX CUHTAKCHUYECKUX YPOBHEW M UCIOIB3YET CIEeAYIOINEe TEPMHUHBI (OT
0003HaYaIONIMX MOTHBHO-TEMAaTUYECKUN YPOBEHb — JI0 MAPKHUPYIOLIUX apXUTEKTOHU-
Ky LIeJIOT0): MOTUB, (pasza, mepuoj, crpoda, Tema, uiaes; Mepuoa MOHUMAETCS Kak
yacTh (pas3bl, UJes — KaK OCHOBOIIOJIararomiasi Melcib counHenusa. Haubonee crienu-
(UYHBIM SBICHHEM BBICTYNACT «IUKIWYEeCKHi mpuHIUI («principe cycliquey), cytb
KOTOPOTO BOOOIIIE — B TTOBTOPEHHH BAKHBIX CUHTAKCHYECKHX AJIEMEHTOB (MOTHUB, Te-
Ma, KJIeTKa, ppaza u T. 1.) OT OJHOM YacTU MPOMU3BENEHUSA K APYrol paau CO3JaHUs
0co0oro eauHcTBa. Pe3ynbTaroM MNpPUMEHEHUs LUKIWYECKOTO MPUHIUINA CIYXKUT
«ukimdeckas popmay («forme cycliquey), a BapuaHTHO BO3BpALIAFOIIUECS YIIEMEHTHI
MOJIYYaOT CTATyC «IUKIndeckux». B Cumdonnn 1’ DHIU OnpenenseT 1Be «IUKInde-
CKHE» CTPYKTYPHI — «IIMKJIMYECKYIO0 TeMY» (TPOHU3BIBAET KAXIYIO0 4acTh MMPOU3BEIe-
HUSl, TIOABIISSICH B HOBBIX BApUMAHTAaX) U «UMKIWYECKUNA MOTHBY» (IKCIIOHUPYETCS BO
BTOPOM YacCTH, a 3aT€M aKTUBHO pa3palaThiBaeTcs B (pUHAJTIEC COUUMHECHUS).

Knrouesvie cnosa: aBTopckuii aHanu3s, (QpaHily3ckash TEPMHUHOJOTHS, ITUKJIHYe-
ckuii nmpuanyn, Bencan 1’ Ouau, CumdoHUs Ha TeMy ITeCHH (PaHITy3CKOr0 ropia.

H. II. Pvoioickosa

MOHATUE «JIEUTMOTHUB» U ETO CUHOHWMBI
B TEPMHUHOJIOTMYECKON CUCTEME B. JI'SHIA

Bencan a’2unu, sipkuil npeactaBuTeNb (paHIly3CKOrO BarHepu3Ma, HE TOJIbKO
CTPEMMJICS. TBOPYECKH BOIUIOTUTh BarHEpPOBCKUM METOJ B CBOMX IPOM3BEICHUAX
(zpamaTtnueckas serenaa «llecHb o konokoney, onepsl «DepBaanby, «HyxecTpaHeny,
«Jlerenna o cBitoM Xpucrodpope»), HO U MPEUIOKHUI TEOPETUUECKOE OCMBICIEHUE
TOro Meroza (TpeThsi KHMra tpakrata «Kypc o My3bpIKalbHONW KOMIIO3HMIIMM», 3CCE
«Puxapn Baraep u ero BiusHHUE Ha (PpaHIly3CKYIO MY3bIKY», HE3aKOHUEHHasl paboTa
«BBenenne B m3ydenue apambl Barnepa “Ilapcudans’»). TepmuHOTOrHuecKkum ac-
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MEKTOM 3TOH MpoOJEMATUKU CIIYKHT BOIPOC O Pa3HHULIE MEXIYy COOCTBEHHO BarHe-
POBCKMM TEepMUHOM «Mejoaudeckuii momeHT» (Mmelodischer Moment), Hemenkum
TepMuHOM leitmotiv u ero ¢paHIy3cKHMU CHHOHMMaMU (Beaymmid MoTuB — Motif con-
ducteur, Tema — theme). ITockonbky B My3bIKO3HAHHH CYIIECTBYIOT Pa3HOTJIACHS IO
MOBOAY UHTEPIPETAU TEPMHUHA «JIEUTMOTHUBY, 0003HAUYECHHBIA TEPMUHOIOTHUECKUM
aCTeKT He TepsIeT CBOCH aKTyaJbHOCTH.

[Ipeanonaraercsi, B OCHOBHOM Ha MpPUMEPE aBTOPCKOIO AHAIM3A JIEHTMOTHBHOMN
cucteMbl onepsl «YykecTpaHely, NPOJEMOHCTPUPOBATH TEPMUHOJIOTHIO KOMITIO3UTOPA.
[IpeanpuHrMaeTcs OMBITKA KJIACCH(PUKAIIMK TEMAaTUYECKOr0 MaTepualia ornepbl B COOT-
BETCTBUU C UEpAPXUEN TEPMHUHOB, MpeaaraeMou 1’ DHIH, paau MPOSICHEHHUS] CMBICTIOBO-
ro o0bemMa KaxJI0ro 13 yrnoTpedisieMbIX UM NOHATHI. PaccmarpuBaercst aganrtaius Bar-
HEpUAHCTBA Ha ()paHIy3CKOM MOYBE, BHIPAXKAIOIIASCS B TOM YHCIIE U B CIIOBOYIIOTpEOIIe-
HUM, 3aTParuBarolleM OIMCAHWE JIEMTMOTHBHOW TeXHHMKH. CONMOCTaBISIFOTCS CMBICIIBL,
BKJIaibIBacMblie Baraepom B nonsitue «melodischer Momenty, u cMbICITbI, MIMMaHEHTHBIC
tepmuHaM 1’ OHau. [loguepkuBaercs oimune Mexay MmoHsATuEM Barnepa u ero koppe-
JISITaMU, TIPeIaraeMbIMU 11" DH]IH.

Knroueswvie cnosa: B. 1’Oumu, «Uyxectpaneny, P. Baruep, ppaniry3ckuii Barue-
pU3M, JIEUTMOTUB.

. Xaac
K TUIOJIOTUM YHOTPEBJEHWSI TEPMUHA JJEUTMOTHUB

XOoTd TEpMHUH <JICUTMOTHBY» IOMOTaeT CIYIIATENIsIM YIIyOUTh CBOE TMOHMUMAaHHWE
npou3BeeHNi Barnepa, TUIIMYHBIE ONPENENIECHUsI CAaMOr0 TEPMUHA HEAOCTATOYHBI JIJIs
TOTO, YTOOBI OJTHOCTHIO OOBSICHUTD Pa3IMYHbIE 3HAYEHHUS U BO3MOXKHOCTH 3TOTO MpUeMa
B MY3bIKE Kak camoro Baruepa, Tak u nocie Hero. TepMuH «JIEHTMOTHBY» HE ynoTpeO-
asuics Baraepowm B ero riaBHBIX TeKCTax o0 onepe. [lepBbiM, KTO IPUMEHUII 3TOT Tep-
MUH K My3bike Baruepa, Obut ['eopr @enepneitn. [lonmynspusupoBan ero ['anc don
Bonbioren, penakrop >xypHana Bayreuther Blitter. IlyreBogurenu Bombijorena
HaIUCaHbl JUIsl JIFOOUTENe; caM OH ObLT (PUIIOJIOTOM, HE HMMEIOIIUM MY3BIKAJIIBHOTO
oOpazoBanus. K coxanenuto, noaxo U NpuopuTeThl Boabliorena 10 cux mnop okasbl-
BalOT BIIMSHME HA U3y4YE€HUE TBOpUecTBa Barnepa.

B cBoem nmoknane s Xxouy MpeACcTaBUTH OoJiee TMOJIE3HBIN MOAXOJ K BOIPOCY
JEUTMOTHUBA B My3bIKke Barnepa u nocne Hero. C MO€l TOYKH 3pEHHUs], HE CTOUT OIpe-
JENSTh JEUTMOTUB 0€3 MOHUMaHUS TOTO, YTO JISUTMOTHB HE SIBJISIETCS TAKOBBIM, €CITU
OH HE MPUHAMJICKUT K TPEM B3aUMOICUCTBYIOIIKUM cucTeMaM. JT10: 1) cuctema cBszeit
MEXJy KPaTKMMHU MY3bIKQJIbHBIMM MOTHUBAMH U TJIaBHBIMU MOTHUBAaMU JIpaMbl; 2) CH-
CTeMa TOHAJBHOCTH, B KOTOPOH BCE TEUTMOTHBHI ()YHKIIHOHUPYIOT KaK HECTaOUIbHBIC
U «HEpa3pelIeHHbIE» 3JEMEHTHI, KOTOpBIE JIEIKO MpeoOpakaroTcsi M pa3BUBAIOTCS,
3) cucTeMa YeioBeUSCKUX IMOIIHIA, BBIPAKCHHBIX, IIABHBIM 00pa30M, HHCTPYMEHTAMHU
cUM(pOHUIECKOTO OPKECTpa.
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HekoTopblie nmpuBeseHHbIE MHOIO MpUMephl U3 Barnepa OyayT Mojie3HbIMH JAJIs
00BsICHEHUs KauecTB 3TUX Tpex cucteM. OTpbiBKM U3 BTopoii cumdonnn Paxmanuno-
Ba u Illectoil conaTel CKpsiOMHA MOKAXYT, KaK PACIIUPUTH JUCKYCCHUIO O BIUSHUU
JEUTMOTHBA MTOCPEACTBOM O0Jiee aKKYpaTHOIO TOHMMAHMSI CBOWCTB 3TOr0 MpUeMa.

Knrouesvie cnosa: Barnep, J1eHTMOTHB, B3aUMOJACHCTBYIOIINE cUCTeMbl, CKpsi-
ouH, PaxMaHUHOB.

E. B. Pogenko

OCMBICJEHUE ®EHOMEHA MY3BIKAJIBbHOIO BPEMEHM
B TPAKTATE «KYPC MY3BIKAJBHON KOMITO3UIINW»
BEHCAHA JI’JHJIU

Crnenuduka ¢GpaHIly3cKOro My3bIKaabHOro MblnuteHus smnoxu fin de siécle Bo
MHOTOM OITPEAEIISIETCS] HOBATOPCKAM MMOHUMAHUEM MY3bIKAILHOTO BPEMEHH, 00YCIIOB-
JIMBAIOIIIUM U CBOMCTBA 3BYKOBOI'O MaTepHaa, U MPHHIIUIIBI €T0 Pa3BUTHS, BAKHCHIITIM
U3 KOTOPBIX CIY)KHT HEPEryJSPHOCTh PUTMHYCCKOW MyNbcanui. OCMBICICHHIO 3TOTO
(dbeHOMEHa yJenu BHUMaHue B ToM uncie u B. 1’Ouau (tpakrar «Cours de composi-
tion musicale», 1897—1900). OcBellicHre €ro KOHIICMIIUN O3BOJSAET YTOYHUTH CYIII-
HOCTHBIC XapaKTEPUCTUKU (PAHITY3CKOTO MY3bIKaIBHOTO MBIIICHUS PaCCMaTPHUBAEMO-
ro nepuoja. [IpoaBHrasch OT YaCTHOTO K OOIIEeMY, TIPeIaraeTcss pacCMOTPETh aBTOP-
CKYIO TEPMHHOJIOTHIO B COOTBETCTBHHU C HEPAPXUUCCKUMHU YPOBHIMH (POPMBI, KOTOPBIC
TE WX WHBIC TEPMHUHBI PEITPE3CHTUPYIOT.

BreiBogpl. 1). Kateropus cBo6oanoro putma (rythme libre) orpakaer kauectBo
OpraHHu3aliyd MY3bIKaTbHOTO BpeMeHH. 2) BorulomeHrneM TaHHOW KaTeropud CTaHO-
BUTCS HepapXus CTPYKTYpPHBIX YpOBHeH (opmbl: OT «uHTOHaImm» (intonation),
«MoHa el (Monade), «xietkm» (Cellule), «aeBmbl»y (NEUME) u «motuBa» (Motif) — 1o
«tiepuoga» (période), «dppase» (phrase), «remer» (theme) u «unen» (idée). 3) Purm
€CTb «IOPSAZOK U MPOIMOPIUS BO BPEMEHHY, XapaKTEPU3YIONIUICS TPEeMsl KaueCTBAMU:
OTHOCHTEIBHOM JUIUTETBHOCTHIO 3BYKOB (la durée relative des sons), ux HHTEHCHBHO-
cthio (intensité) u BeicOTOM (Acuité). DTH KayecTBa CBSI3aHBI «C AMIUTMTYIOM M CKO-
POCTBIO BUOpPAIIMU 3BYKOBY»; ONPEICIISAIOT OOHMK U CTPYKTYpy Menoauu. 4) B oTnnume
ot K.Jlebroccu, oOpaiaBmierocs K puTMaM MNPUPOJIBI, 1 DHIIU HILIET COOTBETCTBHE
MY3BIKQIbHOMY PUTMY B CBOOOJHOM PHUTME PEYH, TPAKTYS «MY3BIKAJbHBIN S3BIK»
(le langage musical) kak koppensT «sa3bika BepoaapHOTO» (le langage parlé) u mon6u-
pasi 3ByKOBBIM CTPYKTypaM pEYEeBOW SKBUBAJCHT (MOHaJa — WHTOHAIUS; HEBMa —
cior). 5) HeperyssipHasi puTMHUYECKasi CTPYKTYpa Ha pa3HbIX YpOBHAX (GopmooOpaso-
BaHMs TOPOXKIAETCS KOMOWHAIMEH MapHBIX XapaKTEPHCTHK «aToMa» MY3BIKaJIbHOTO
Bpemenu (temps): «ierkoe» (léger) u «tsokemoe» (lourd), «cmaboe» (faible) u «cuib-
Hoey (fort), ¢ mpuopuTeToM MEepBOM Maphl.

Kniouesvle cnosa: BeHcan a1’ DHAM, pUTM, MYy3bIKaJbHOEC BPEeMs, MY3bIKaJIbHBIH
SI3BIK.
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II. Y. ITumyp3un

KAK HA3BATH ®OPMY? K IIPOBJIEME TPAKTOBKHA
®OPM «MAJIOE POHIO» U «®POPMA C TPHUO»

Knaccuueckoe ydyenue o myswikaiabHOU ¢dopme Anonbda bepuxapna Mapkca
(1795-1866) mony4nao cBOe BO3POXKACHUE B OTCUECTBEHHOM MY3bIKO3HAHHH BO MHO-
rom Onarogapst Tpynam FO. H. XonmonoBa u ero yuenukoB. Knaccudukauus dopm
B Teopun Mapkca BO MHOTOM OTpa)kae€T MPUHIUIB KOMIIO3UIIMOHHON OpraHu3aluu
B MY3bIKE BEHCKUX KJIaCCUKOB.

Teopust hopm, crnoxuBIascs B OTEYECTBEHHOM MY3BbIKO3HAHMHM COBETCKOIO TIe-
puona (koTopas J0 CHUX IOp HCHOJB3YeTCs B Kypce MPEnojaBaHUs AUCIUTIIUHBI
«AHaNM3 My3bIKaJbHBIX MPOU3BEICHUN» B HEKOTOPHIX YUY€OHBIX 3aBEJICHUSX), B Psilie
CBOMX TOJIOKEHUN OTJIMYAETCS OT KJIACCMYECKOro HeMeIKoro ydenust o ¢opme. On-
HUM M3 TJIaBHBIX «KaMHEW MPETKHOBEHUS» B ATUX TCOPHUAX SBISIOTCS ABE (POPMBI, TTO-
JYyYUBIIHE B OTEUECTBEHHOM TEOPUU HA3BAHUE «CIIOXKHBIE TpexyacTHbie». OHU Jenu-
JMCh HA JIBa BUJA — C CEPEIMHON THIA TPUO U CEPEIUHON THUMa 3Mu301. B Hemenkoin
TEOpUHU yKa3aHHBbIC (POPMBI OTHOCITCS K pa3HbIM KiaccaM (opm: «bhopma ¢ Tpuo» —
K TECEHHBIM, BTOpasi HOCUT Ha3BaHHE «Mayioe poHmo». Kaxmon u3z gopm mpucymm
CBOM MPUHLHUITBEI OpMOOOpa30BaHUS.

Opnnako u B Teopun Mapkca HaOIIOJAI0TCS HEKOTOPBIE MPOTUBOPEYHS B OMpe-
JEeJICHUU STUX JIBYX (OPM B OTIEIBHBIX COUYMHEHHSX, (PUTYPUPYIOIIUX B KaueCTBE
MPUMEPOB Ha CTPAHUIAX €ro TPYAOB. Psn hopm, KOTOpbIe IO MHOTHM BHELITHUM IPH-
3HaKaM COOTBETCTBYIOT NECEHHOM (hopMe, HA3BIBAIOTCS «MaJIbIM POHIION.

B noknage monoxxenus Teopun Mapkca MPUMEHSIIOTCA K IIUPOKOMY KpYTy Tpo-
U3BEJICHUN BEHCKHUX KJIACCHMKOB, HAMMMCAHHBIX KaK B «(popme ¢ Tpuoy», Tak u B hopme
«MaJioro pouzo». [Ipu 3TOM BBISIBISIOTCSI HEKOTOPBIE OCOOCHHOCTH, XapaKTEPHBIC IS
COUMHEHUH B (hOpMEe «MaJoro POHI0», HE YKazaHHbie MapkcoM. Ha ux ocHOBE BBIBO-
JATCS KPUTEPUHU, KOTOPHIE MO3BOJISIIOT 00jiee TOYHO OmpeeuTh GopMy KOHKPETHOTO
npousBeneHus. Takxke paccMaTpUBaeTCs BO3MOXHOCTh MPUMEHEHHUS 3TUX KPUTEPHEB
K MY3bIKE€ POMAaHTUKOB U KOMIO3UTOPOB XX Beka. [Ipuuem npuBiekaroTcsi Kak MIHUPO-
KO U3BECTHBIC COUYMHEHHUSI, TAK U TIPOU3BEICHUSI, €IlI€ HE MOJYYUBIINE TOHKHOTO BHU-
MaHHUs AHATUTHKOB.

Kriouesvie cnosa: A. b. Mapkc, HHCTpyMEHTaJIbHAsA MYy3bIKa KJIACCUKO-POMAHTH-
YECKOTO Meproja, My3blKaiabHas popma, GopMbl pOHJO.

E. P. Cxypko

TEOPETUYECKAA KOHUIENIUA TEMATU3MA U ®OPMbI
B. II. FOBPOBCKOI'O U EE NMOHSTUWHBINA AIMAPAT

dynkiuonanbHast Teopust My3bikaiabHON (Gopmbl B. I1. Bo6poBckoro coxpanser
CBOIO aKTyaJIbHOCTh B Kau€CTBE OJHOTO M3 MCTOYHHUKOB METOJIOJIOTHMH HAyYHBIX HC-
CIIEJIOBaHUH, B y4eOHBIX Kypcax AHaiu3a My3bIKaJIbHON (Gopmbl, MeTomonoruu Teo-
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peTH4ecKoro My3bpiko3HaHus U Jip. OfaHa U3 NPUYUH — B THOKOCTH, CUCTEMHOCTH KOH-
LEMINUHA, CHHTE3UPOBABIIIEH HIeH U3 00JIaCTH MY3bIKOBeIeHHs U puiiocoduu, MaTema-
TUKU U Qu3nKu. [pyras npuunHa, BEITEKAONAs U3 MPEIbIAYIIEH, B OTKPBITOCTA KOH-
HENIUU B3aUMOJICUCTBHUIO C Pa3HBIMU METOJIAMU aHAJIM3a: WHTOHAIIMOHHBIM, CEMaH-
TUYECKUM, CTHUJIEBBIM, CTPYKTYPHBIM, KYJIbTYPOJIOTHYECKUM, HHTEPTEKCTYalIbHBIM,
a TaKKe ¢ METOJIOM UCTOPU3MA.

Cneuunduka TeOpuu MOJydYHsia OTPAKEHHE B OOIIMPHOM KOPITyCE KaTeropuif,
BOIIEAMINX B MYy3bIKOBeIUECKHI 00uxo/. TakoBbl: cucmema ¢hynkyuir (oOiue Joru-
Yyeckue, 00IIre KOMIO3UIIMOHHBIC, CHEIMaIbHbIE KOMIO3UIIMOHHBIE), HEePApXUUECKU
MOJ00HBIX YPOBHEH U pyTHe, pacKphIBAIOIIUE CYTh (hOpMBI-TIpoliecca U MHUpe — Bpe-
MEHHOTO XapakTepa MY3bIKU B 11eJI0M. HOBBIM CIOBOM B TEOpHH SBHIIACH UOes MOOY-
JISIYUOHHBIX NPpOYecco8 (Hopmvl, MUNONO2US QYHKYUL MY3bIKATbHOU Opamamypuu
(MOHO-, TapHas, TpHUaJHAas, MHOXECTBEHHAs)) W MPUHIIMIOB HX B3aUMOJICUCTBUS
C KOMIIO3UITMOHHBIMU (YHKIUSMU, PUMMA MY3bIKAIbHOU hopmbl (OTHOKOMIIOHEHT-
HOTO, ABYX-, TP€X- U MHOTOKOMIIOHEHTHOTO).

Tema (ee ceMaHTHKa, JIOTUKa 00OpPa3HOTO Pa3BUTHsI, OCOOCHHOCTH HMHTOHAI[MOH-
HOM, KaHPOBOM, TOHAJILHO-TAPMOHUYECKON CTPYKTYpBbI, (pakTypHO-TEeMOPOBBIE 3aKO-
HOMEPHOCTH U JIp.) TPAKTYETCsl YUYEHBIM KaK alrOPUTM JJIsl IOCTPOCHUS IpaMaTypruu
U (HOpPMBI — BIUIOTH JIO OTPaKEHUS OCOOCHHOCTEH XYH0KECTBEHHOTO METOJ]Ia KOMIIO-
3UTOpA, €ro OTHOIICHUSI K MUPY, HHIUBUAYATLHOTO MY3bIKAILHOTO MbIlLIeHUs. [loka-
3aTeJIbHbl TAKHUE KaTErOpUH, KaK «3pHMasi MHTOHAIIMOHHOCTHY (My3bika PaxmMaHuHOBA,
Jebroccn), «<MHTOHAIUS KaK KaJp», «POHUYECKas BAPUAHTHOCTHY «JIBIXKYIIIUECS TeH-
3axu» (0 JleOroccn); «TeMaTHYeCKU-KOHIICHTPUPOBAHHBIM METOJ] Pa3BUTHS», «pa3pa-
00TOUHOE pa3BEPTHIBAHUE», «BAPUAHTHOE PA3BUTHE», «BapUAHTHBIE IENU» U T. 1.
(o my3ssike IllocTakoBuua).

Knrouesvie crosa: dynkiuu, popMa, My3bIKaabHas TeMa, TEPMHUHOJIOTHSI.



HOHATHUA U TEPMUHbBI B ABUKXEHUN UCTOPUU

B. H. Hukumuna

HEOITYBJIMKOBAHHASI KHUTA 1O. H. TIOJIMHA
«OIIUBKN TEOPUU MY3BIKHA
(METOJOJIOTUYECKOE MCCJEJOBAHME)»

Kopudeii oreuectsennoro mysbikozHanus 0. H. Tromun (1893-1978) ocraBmn
OTPOMHOE€ HAay4YHOE HACJeAue, NMPU3HAHHOE €IIe NpH €ro *)u3Hu. OJHAKO JTUYHBIN
apXUB YYEHOI'O OTKpPbUI HEHU3BECTHBIE paHEE TPYyHbl, CPEAU HHUX PYKOIUCh KHHUIHU
«OmuOKM Teopur MY3bIKM (MeToJojlorhdeckoe uccienoBaHue)». OHa BKIIOYAeT
Beenenue u 5 rnaB (143 crpanuiibl, 43 HOTHBIX ITpUMEpa; MIaHUpoBaoch 10 riaB).

3aMbIceNl KHUTU CBS3aH C MOCTENEHHBIM YKPYITHEHHEM — OT BOIPOCOB (pOHUYE-
CKOTO YpPOBHS, CHHTAKCUCA MY3BIKAJIbHON PEYU K TEOPETUUYECKUM IPE/ICTABICHUAM
O KOMIIO3MIIMOHHBIX CTPYKTypax. OXBaTbIBAlOTCS OOBEKTHl TEOPETHUECKOTO H3y4ye-
HUS, B Pa3HOE BpeMsl CTAaHOBUBIIMECS IpeIMETaMU BHUMaHMs 3apyO0ekHbIX U OTeue-
CTBEHHBIX Y4EHbIX. TIONIMH anejuIMpyeT Takke K IMHUPOKOMY KPYT'y MY3bIKaJIbHBIX SIB-
JIEHUI — OT €BPOINENCKOro CpeJHEBEKOBbSI 10 COBPEMEHHOM MpodeccHOHaNbHOU U
HapoaHOM My3blkH. OOCYyXJIeHHE TUCKYCCHOHHBIX MPOOJIEM OCHOBAaHO Ha METOJax
JIOTUYECKOTO aHa/lM3a, a TEPMUHOJOTMYECKUI annapar KHUTHW CTPOUTCS HAa OCHOBE
«Jlornueckoro cnosaps» H. M. Konngakosa (M.: Hayka, 1971).

3amaya 3TOro MCCIeAOBAHUS — PAaCCMOTPEHUE HE CIIOPHBIX BOIPOCOB, @ SIBHBIX
OLIMOOK M HEJTOCTATKOB TEOPUU MY3bIKU, IPUUYHUH UX YKOPEHEHUS U MOCIEICTBUM, KO-
TOpbIe OHM 3a coOoM BiekyT. [llupokuit Kpyr mpobiemM aHaATU3UPYETCs C YIETOM IICH-
XOJIOTMYECKUX 3aKOHOMEPHOCTEH TBOPUECKOTO IMpoLiecca KOMIIO3UTOPOB, (QyHIaMEH-
TaJbHBIX 3aKOHOB OOIIEH TMCUXOJIOTHH, PA3BUTHSI MHOTOOOPA3HBIX (PAKTOPOB ICTETH-
YEeCKOT0 OTHOILECHHUS CIylaTesel K BIpa3uTeIbHbIM CPEICTBAM.

B koH1enTyanbHOM HCCJEIOBAaHUU YYEHOT'O HE TOJIBKO OTpa)K€Ha CJIOXHAas UC-
TOpUYECKas >KM3Hb MY3bIKalIbHOM Hayku XIX—XX BekoB, HO M CKOHLIEHTPUPOBaH
Bkiaa B Hee camoro FO.H. TionmmHua, yto nmemaer paboTy upe3BBIUAHHO aKTyalbHOM.
[TyOnukanusa kHUTK Tu1aHupyeTcst B MockoBckoit koHcepBaTtopuu B 2020 rony.

Knrouesvie cnosa: TronuH, Teopusi My3bIKH, JIOTHKA, TOHSATUS, TEPMUHBI.
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P. JI. Ilocnenosa

K ITPOBJIEME ECTECTBEHHOI'O OTBOPA
B MY3BIKAJIbHO-TEOPETHYECKOW TEPMHUHOJIOTUH

Hayuynas TepmuHosorus, Oyayud CHEIUATIBHOW JIEKCUKOM, SIBISIETCS YaCThIO
s3bika. [loHsATHE ecTecTBeHHOrO 0TOOpa MpUILIo U3 6uonoruu. Ho, mo MHEHUIO JIMHT-
BUCTOB, CYHIECTBYIOT OOIIME MEXaHU3Mbl PA3BUTHS BCEro *HBOIO, U SI3BIK 37€ECh
HE SIBJISIETCSI UCKIIOYEHHUEM. J1Jis si3pIKa CBOMCTBEHHO T. H. «BPEMEHHOE PAaBHOBECHE)
(L. banmu) ¢yukyuonuposanus M pazeumus. PynKyuoHupoaHue MpeanoisaraeT Hop-
MaTHBHOCTb U HEKOTOPYIO CTaOMIBHOCTh TEPMHUHOJIOTUH, KaK MPEINOChUIKY AJIs Hayd-
HOTO OOILEHUS, pazsumue *e, HAIPOTUB, IPOBOLUPYET BCSIKOTO PO/ HECTAOMIIBHOCTD,
B TOM YHCJIE€ BBE/ICHUE HOBBIX (4aCTO HEOAHO3HAYHBIX) TEPMUHOB, OTMUPAHUE CTapBbIX,
WIX UCIIOJIb30BAHKE MTOCIEAHNUX B HOBBIX 3HAUCHHUSX.

Ponp TepmuHONOrMM B Hayke odeBHAHA. MHOrme paryrT 3a OJHO3HAYHOCTH
TEPMHUHOJIOTUH, BBICTYNAIOT MPOTUB TEPMHUHOJIOTMYECKON myTaHuIbl. Ho cMHOHUMBI
WIN y0JIeThl — €CTECTBEHHBIE CITyTHUKU T€PMHUHA. JIMHIBUCTHI TOBOPAT 00 omuocu-
menbHOoU OJHO3HAYHOCTH TEPMUHA, XOTSI YPOBEHb €€ JOJDKEH OBITh BBIIIE, YeM OObIU-
Horo cinoBa (mo ompezaeneHuto 1. A. dropeHCKOro, TEPMUH — 3TO «HEMOABUKHAS
MTOJBIKHOCTBY ).

Bnusinue Hekoeil Teopuu M cUCTEMBbl 00CTYKHBAIOIIEH ee TEPMUHOJIOIMU Orpa-
HUYEHO BPEMEHEM, MECTOM U CTEIIEHBIO BIUSHUS HayYHBIX IIKOJ U aBTOPUTETOB WM
acenmog, NENCTBYIOINX B KOHKPETHOM 70./1e, B JAHHOM Clly4yae, B KOHKPETHOW Hay4-
Hoit oonactu (I1. Bypase).

BMmecre ¢ TeM camu areHThl HaXOAATCS 0] BO3AEUCTBHEM OKPYKAIOLIEH Cpelbl
U KapTHHBI MUPA, HE TOJBKO HAYYHOU, HO U OOBIIEHHOM.

[TocTosiHHOE mepeTekaHue MOTOKOB MH(MOpPMAlUU W BIEYATIEHUH U3 Pa3HbIX
Cpell cO3/1aeT MPEANOCHUIKH I MOSABJICHNUS HOBOW TEPMUHOJIOTMM U METOJI0JIOTHH U3
BOCTIPUHSATHIX HCTOYHUKOB CaMOW pa3HOM Mpuposl (HaydHbIe paboThl, MPOU3BEACHUS
MCKYCCTBA, HOBOCTHAs JICHTA U T. 1I.).

Kniouegvle cnosa: TepMUHOIOTHS, €CTECTBEHHBIM OTOOp, OJHO3HAYHOCThH/HEO-
HO3HAYHOCTb TEPMHUHOB, Hay4YHbIEC IIKOJIBI U ABTOPUTETHI, areéHTHl B I0JE€ HAYyYHOU
JEATEIbHOCTH.

JI. Kenneou

OITPEAEJIEHUE COBETCKOI'O TAHIIA:
«30J10TOM BEK» W BAJIETHOE HACJIEJIUE POCCHHA

B 1929 rony ®enop JlonmyxoB u Imurpuii [lloctakoBrY COBMECTHO pabOTaIN HaY
HOBBIM OajieToM «30JI0TOH BeK». B 0CHOBe CroxkeTa — moe3zika COBETCKOM (pyTOOIBHOM
KOMaH/Ibl B OJTHY €BPOIEHCKYIO CTpaHy, B aHOHCE MPEMbEPhI OBLIIO 3asIBICHO, YTO OaneT
BBIPAKACT «IEPEXONHBIA CTHIb B coBeTckoM Oanere» (1930). B atom yTBepkneHHH
Obula cjeflaHa TIONBbITKA MPOBECTH pa3IMuUEe MEXIY COBETCKMM, Ha CaMOM JIEJe
MOCTPEBOJIOIMOHHBIM TAHIIEM, U CTapbIM UMIIEPCKUM CTHJIEM, HE MPUHHUMAs BO BHH-
MaHHue «(pOpMaTHCTCKUE» IKCHEepUMeHThl Pycckoro Oanera 3a mpenenamu Poccum.
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OxoHuaTenbHON paboTol CTallo Mpe/CTaBlIeHHEe, B KOTOPOM OBLTM OTMEYEHBI XOpEo-
rpadudeckasi HOBU3HA U MY3bIKaJIbHbIN pe3oHaHCc. OJIHAKO, HECMOTPS Ha MepBOHAYAIIb-
HBIN ycIiex, «30JI0TOM BEK» MOJIY4UJI pa3rpoOMHbIE peleH3uu. 3asBienue Jlonmyxoa, 4To
OarneT — «ocTosIHUE Beero yenoBeuecTBay (1925), ctpactHoe oOpallieHne K IpUHIUIaM
PEBOJIIOLINH, HE CMOTJIO YOeIUTh KPUTHUKOB.

B mMoem noxknaze wuccienyroTcs 3TH CHOPbHl O TOJKOBAHMUSIX BOKpPYr Oajera,
U «30JI0TOM BEK» MOMEIIAETCA B T'yIly OOPIOIIMXCS TEUEHUN paHHEN COBETCKOM TBOp-
4yeckoi cpenbl. Sl yTBepKIaaro, 4TO BaXXHOCTh 3TOro OajieTa B TOM, YTO OH 3aJIeHCTBO-
BaJl MpueMbl OanetHoro Hacienusi Poccun u nbitancs onpenenuts COBETCKUN TaHell.
[Tpu 3TOM «3070TON BEK» MOATBEPAMI KYJIbTYPHYIO 3HAUMMOCThH Oajera M TBOpUE-
CKUH MOTEHIMAJ B TOCTPEBOIIOIMOHHBIN MEPUO/I, a Takke 3asBui 0 "Pycckom" Oase-
te 11t CoBetckoi Poccun.

Knrouesnie cnosa: 11loctakoBud, «30JI0TOM BEK», OaJIeT, TaHEII.

K. /[tc. 0e bappoc

OB30P KOHIEIIINN «COONUAIMCTUYECKOI'O PEAJIM3MA»
B 3ATIAJTHOM MCTOPUOTPA®HUHN MY3BIKH

[ToHsITHE «COIMATMCTUYECKOTO Peain3Ma BOOOIIE HEJIETKO ONPEAENIUTh, U s
MY3BIKAJIBHOTO UCKYCCTBA 3TO HE UCKIItoUeHHne. HacTosmmil qokiaa npeacTaBisieT co-
001t 0030p ompeseieHnid COIMATUCTUYECKOTO peain3Ma, CYIECTBYIONINX B 3ama HON
uctopuorpaduu mMy3siku. OCHOBHas L€JIb — BBISIBUTh TEHIECHLUNUN B U3BMEHEHUU OIpe-
JIEJICHUs] TePMUHA C YYETOM IepHoJia JaThl MyOJUKAIUKA TE€X WM WHBIX MaTepHalioB.
MBI U3y4HiIv 3JIEKTPOHHBIE KaTaJOTH aKaJeMHUECKHX U MyOIMYHbIX OMOIMOTEK B To-
pone Can-llayny (bpa3wius) Ha aHrauickoM, (PpaHIly3CKOM, UTAJIbIHCKOM, HEMEII-
KOM, MOPTYTaJIbCKOM M MCIAHCKOM s3bIKax. Bcero Obu1o BBIABIEHO 364 KHUTH 1O UC-
TOpUH MY3bIKH XX BEKa, UCTOPUU PYCCKOM M COBETCKOM My3blku. OmpeneneHus u
KOMMEHTapHHi K HUM OBUIM CHUCTEMATH3UPOBAHBI, YTOOBI MX MOXHO OBUIO JIETKO HC-
KaTh, aHAJIIM3UPOBATh W CPAaBHUBATh. M3 BceX MpOYMTAHHBIX KHUT B 92-X JAKOTCH
oTpe/ieIeHNs TIOHATHSI COLlpeaIn3Ma, XOTs OOJNBITMHCTBO U3 HUX KOCBEHHO. MBI B Iie-
JIOM 3aMETWIH, YTO KOHLENIUSI «COLMAIUCTUYECKOTO PEAIM3Ma» CUUTAETCS HEOIHO-
3HAYHOM, eciii BOOOIIe HE MYCTOM MO CMBICITY, UTHOPUPYIOIIEH CBSI3U C MPEbIAYIIH-
MU 3CTETHUYECKUMHM Jle0aTaMH; TEM HE MEHEE, 3TO PacCKphIBACT B3IJISABI NIEpUOAA XO-
JIOJHOW BOMHBI Ha 3TY TEMY.

Knrouesvie cnosa: conuanucTUYECKUd peannsM, UCTOpUs My3blku XX Beka, co-
BETCKasi My3bIKa.

M. E. Ilvinaes

Ob UCTOKAX MY3bIKOBEJYECKOI'O TEPMHUHOJIOTHUYECKOI'O
ATIIIAPATA B PYCCKOM MY3BIKAJIbHOU KPUTHKE,
HEJATOI'MKE U JIEKCUKOI'PA®UU XIX BEKA

TepMHUHOIOTHYECKUI ammapaT OTEYECTBEHHOTO MY3bIKO3HAHUS HAYMHACT CKJIAJIbI-
BaThcs B 1830-1840-x ronax. B ero coBpeMeHHOM akaJieMU4eCKOM TIOHUMAaHUU OH (op-
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mupyetcst B 1860-x rogax. OueBuHa CBsI3b MY3bIKAJILHOW HAYKH C KPUTUKOW U ITyOJIH-
LUCTUKOM. DTO, B YAaCTHOCTH, MYy3bIKaJIbHO-KpUTHUecKas aearenbHocTs A. H. Cepoa u
B. B. CracoBa. YMeHnue apeymenmuposanHo noJIeMU3upoBaTh, T0Ka3bIBaTh CBOIO MIPABO-
Ty B CBSI3U C YTBEP)KICHHUEM IEPEAOBONM HAIlMOHAIBHO-CAaMOOBITHON My3blku B Poccun
(I'munka, J{aproMbDKCKUAN U Jp.) HACTOATENBHO TPEOOBAJIO MPUBIICYECHUS HAYYHOTO Tep-
MHHOJIOTUYECKOTO anmapara.

Becbma BakHA Takke TECHasl CBSI3b MY3BIKAJIBHOM AHAIMTUYECKOM JIEATEIbHOCTH
co cnosom. Busbl v criocoObl TAKOBOW CBSI3M OBUIM PA3NIMUHBL: MIPEXKAE BCETro, STO COB-
[aJICHME B OJHOM JIMLIE MY3bIKQJIbHOIO KpUTHMKAa U JMTepaTtopa — Kak B Poccum
(B. ®. Onoesckuii, A. H. CepoB), Tak u B EBpomie (3. T. A. T'opman, P. lllyman, I'. bep-
JIMO3 U JIp.).

Jlpyroe MHTEpecHOE MPOSIBIEHHE OTMEUYEHHOM CBSI3U — B Npeo0saaaBIIeM UHTe-
pece A.H. CepoBa HE K «4HCTOW» MHCTPYMEHTAJIbHON MY3BIKE, & K MPOTPAMMHOU U
K onepHo-BokaibHOUM. Kak n3BecTHO, CepoB CTaBWJI BOKAJIbHYIO MY3BIKY BBIIIE HH-
CTPYMEHTAIBHOU. MYy3BIKaIbHO-KPUTHYECKAsL NEATENBHOCTh CepoBa JNEMOHCTPUPYET
MOCTETICHHBIN Mepexo] UCCIIeIOBATENIbCKOTO0 UHTEpeca OT o0yiacTel U KaHPOB MY3bl-
KU, CBA3aHHBIX CO CIIOBOM, K MY3bIKE€ HEIPOIPAMMHON MHCTPYMEHTAIBHOM.

VY spKoro mpeactaBUTENsl pycCKOW MbIcau O My3blke B.®D. OmoeBcKoro TecHoO
MEepeIUIeTaloTCd HaydyHas U XyJO0XKECTBEHHas Mpo3a. 314eCh MOXKHO KOHCTAaTHPOBATH
BO3MOXXHOCTb (POPMUPOBAHUS NMPUHIUIIOB HAYYHOI'O MBILIUICHUS B XYAOKECTBEHHOMU
coepe.

CTaHOBNIEHUIO PYCCKOM HAyYHO-MY3BIKaJIbHOM TEPMHUHOJIOTHH CHOCOOCTBOBAJA
Takxke jekcukorpadus. Ero 3anumanuce yxxe HazBanHble B. @. Onoesckuit u A. H. Ce-
pOB, a Takxke MeHee u3BeCTHbIM M. JI. Pe3Bol — mepBbIil KPYITHBIA MY3bIKAIbHBIN JIEK-
cukorpag B Poccun. B ero cratesix ewipabomrxa mepmunonocuu npeoulecmeosana
Gdopmuposanuro npuemos u Memooos My3blKaIbHO-MEOPEeMUiecKko20 aHamu3a Kax ma-
K06020. Pe3Boil kacasicsi BONpOCOB MOP(OJIOTHUH UCKYCCTB; BEPOATHO, OH BIIEPBbIE BBEI
B PYCCKOSI3bIUHBIA HayuHBIH OOMXOJ JIeJIEHHE HCKYCCTB Ha «CBOOOAHBIE» (OHU XK€
«300peTaTeNbHBIe») U «MEXaHUYeCcKHue» (OHU K€ «HCIIOJHUTENbHBIEY). B TepmMuHax,
BBEJICHHBIX Pe3BbIM, SICHO OIIYIIAETCsl 3aBUCUMOCTb OT HEMEIKOT'O SI3bIKa — B TOM YHC-
Jie TIpU JIeJICHUH BUJIOB MCKYCCTBa Ha «ToHMYeckue» (tonende) m «oOpa3oBaTenbHBIC
(bildende).

OcoOyt0 posib B (POPMUPOBAHUM PYCCKOS3BIYHOTO MY3BIKOBEAUYECKOTO armapara
coirpast XIX Bek — BpeMsi, B KOTOPOE CIIOKUIMCh BCE OCHOBHBIE TEPMUHBI. ITO JESITENb-
HocTh U. JI. dykca (kocBenno), M. /1. PezBoro, U. I'yake, B. @. Onoesckoro, A. H. Ce-
posa (otyactu Taxxke I1. benukosa, P. T. ['onopckoro, 1O. K. Apaonsaa, C. [ertspesa).

B pycckoil My3bIKQJIBHOW HayKe paHbIIE 3apOKAaIach TEOpETUUYECKasi, a MO3J-
HEe — HMCTOpUYECKash TEPMHMHOJIOTHUS; BAXKHYIO pOJIb B ITOM ChIIpajM II€Jaroruka
U TPOCBETUTENLCTBO. M3yueHue pycckoil My3bIKaJbHOW TEPMHHOJOTUU BBIJIBUTAET
HECKOJIBKO MpobJeM:

— 3aBHCUMOCTb OTEYECTBEHHOW TEPMMHOJIOTMM OT €BPOIEHCKOM, & TAKKE CIIOKHOCTb
NPH BBISIBJICHUH CTEIEHN OPUTMHATBHOCTH OTAEIBHBIX TEPMHUHOB;
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— CpaBHUTENbHAs XPOHOJIOTUs (POPMUPOBAHUS TEPMHUHOJIOIMYECKOIO ammapara
Y Hay4YHOT'O MBILIJICHUS;

— TPYZHOCTb IIPOBEACHUS TOYHBIX TPAHUL] MEXKAY TEPMUHOM U HETEPMUHOM;
— crneunuduka My3bIKOBETYECKUX TEPMHMHOB KaK NPUHAUIEKAIIUX HE TOYHBIM M HE
€CTECTBEHHBIM, & TYMAHUTAPHBIM HayKaM.

Knrouesvie cnosa: My3bIKOBEIAECHHE, TEPMHUHOJIOTHS, MY3bIKaJbHas KpPUTHKA,
My3bIKaJbHasl Me1aroruka, My3blKajabHasi JIEKCUKOTpagusl.

IO. B. Mockeuna

MOHATHUE IMITATIO B CBETE AYTEHTUYHOH
U COBPEMEHHOM TEPMHHOJIOTUA

TepMuH «UMHUTALUS», UMEIOIIMN KIFOYEBOE 3HAUCHUE B COBPEMEHHOM TOIH(O-
HUYECKOM aHaJIu3e, MOSBUJICS B TpakTaTax mocieaHei Tpetu XV Beka. CeroaHs gaH-
HBI TEPMHH Yallle BCETO HCIOJIB3YeTCs sl 0003HAYCHHUsS MPHEMa, OCHOBAaHHOTO Ha
MIOBTOPEHUHU B OJHOM HJIM HECKOJIBKMX TOJIOCaX MEJIOJINU, HEMOCPEACTBEHHO IEepe]T
9THUM MPO3BYyYaBIIeH B Ipyrom roioce. OJHUM U3 MEPBBIX MOHATHE IMitatio B momo0-
HOM 3HaueHuu ynotpedun Pamoc ne Ilapexa (Musica practica, 1482). BrocieacTsuu
Ooysiee WJIM MCHEE CXOXKHE OIHMCAHUS MOXHO YyBHIETh B Tpynax I[lI. Aapona,
B. Jly3urano, a taxke J[x. Llapnuao u ero nocnenosateneil. B aTom 3nauenun imita-
tio wacto ymorpebnsieTcs B mape ¢ TepMuHOM fuga, Takke Topa3yMeBaIOIIM TTOBTO-
PSIEMOCTh MY3BIKQIBHOW TEMBI B KaXIOM BCTYIAOIIeM rojoce. B nanpHeiimem B Boc-
NPUATHU TEPMHHOJIOTHYECKON Taphl «imitatio — fuga» HaOmomaeTcs psa N3MEHCHHIA,
CBSI3aHHBIM, B YACTHOCTH, C BOCIIPUATHEM (PYT'H KaK CaMOCTOSTEIbHOM (HhopMbl, 001a-
JAFOILIEH CBOJIOM 3aKOHOB U IPABUII.

B XVI Beke B cBsi3u C pacnpOCTPAaHEHUEM AHTUYHBIX TPAKTATOB O PUTOPUKE
TepMHUH iMitatio B Tpyaax o My3bIKe CTal YHOTPEOIATHCS B CBSI3H C UHBIM SIBJICHUCM —
COYMHEHHEM Ha OCHOBE 3aMMCTBOBAHHOT'O MHOTOTOJIOCHOTO TIEpBOMCTOYHHKA. IMeH-
HO B TaKOM 3Ha4ycHHuHM IMitatio npeacraer B Tpakrarax [Iberpo [ToHIMO. B HOTHBIX K3-
JIAaHKUAX DI0XHM PeHeccaHca 4acTo UCIIOIb30BalIOCh ciioBocoueranue ad imitationem, 3a
KOTOPBIM CJICJIOBAJI 3aroJioBOK cantus prius factus. B Hacrosiee BpeMs JaHHAs TeX-
HUKa HOCUT Ha3BaHUE «apoOJvs», 3aMMCTBOBAHHOE U3 M3AaHUi Mecchl Akoba [laiik-
ca, morera 3eta KansBu3us u Tpakrtarta ['eopra Ksutmipaitbepa, XoTs B psiie coBpe-
MEHHBIX HCTOYHUKOB BCTPEYACTCS MMEIONIUI Oojiee riiy0oKkoe HCTOpHIecKoe 000CHO-
BaHME TepMHH Imitation mass.

MHoro3HayHOCTh MOHATHS IMitatio, Takum oGpa3oM, cripoBorrpoBaia B XX Be-
K€ HAYYHYIO TUCKYCCHIO O IPUMEHEHUH 3TOT'0 TEPMHHA B OTHOIIICHUU MECC Ha OCHOBE
MHOT'OT'OJIOCHOTO UCTOYHHKA. B COBPEMEHHBIX TPYAax BOMPOC MCIIOJIb30BAHUS TEPMHU-
Ha imitatio B kauecTBe CHHOHMMA TEXHUKH MAPOJMH OCTACTCS OTKPBITHIM, a podieMa
ero MOHUMAaHHUS — aKTyaTbHOH.

Knioueswvie crosa: imitatio, gpyra, 3anMcTBOBaHUE, TAPOIUs, MECCA-TIAPOIHSI.
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. O. Yexoeuu
TEMPO ORDINARIO - «OBBIYHBIN TEMII»?

[IpoGnemaruka Temma akTyajdbHa Bcerga. B mucbme u3natenbcTBy «CHIHOBBSA
[lotra» (nexadbpn 1826) berxoBeH HacTamBal Ha HEOOXOJUMOCTH METPOHOMM3ALIUH.
Tempi ordinari ymomuHaroTcs Kak Heuto oTkubiiee. B IV tome mucem (M., 2016)
TEPMUH TIEPEBEICH KaK «OOBIYHBIE TEMIIB»; Y HAC 3TO TOJIKOBAHHE BBI3BIBAET COMHE-
Hue. [log oOBIYHBIMU TEMIIAMU MPUHSATO MOHUMATh XOJIOBBIE UTATBSIHCKHE 0003HaYe-
uus Largo, Adagio, Andante, Allegro, Presto (mstuctynennas cucrema JK.-XK. Pycco)
WIH TO ke, HO 0e3 Largo (yeTplpexcTyleHHas cucTeMa BBIYMThIBAeTCA U3 uchma ber-
xoBeHa M.®. Mozemto, 1817). Ho berxoBeH He mpekpamiai MoJib30BaThCs UTaTbsIH-
CKOM TepMuHosiorueit Hu B 1817 (BpeMst mepBbIX METpOHOMM3alLMii), HU B 1826 romy.

Bropas vacte Cepenanpl st (GaciThl, cKkpunku u anbra D-dur op. 25 (1795-
1796) ob6o3nauena «Tempo ordinario d’un Menuetto». 3meck CBsI3b HTaJIBIHCKOTO
0003HaueHUsI ¢ «OOBIYHBIMH TEMIIAMH» HE MpocMaTpuBaeTca. UTo ke O3Haydaer 3Ta
pemMapka 1 4yTo uMeJ B BUAY beTXOBeH, BCIIOMHUB ATOT TEPMHH Ha CKJIOHE JeT? s
aJIeKBaTHOTO MIOHUMAaHMS cJIOB beTXOBeHa MBI cYMTaeM HEOOXOAUMBIM ITEPEHACTPOUTH
ONTHUKY HUCCIEAOBATEIHCKOTO PACCMOTPEHUSI TEMIIOB, MPUCIIOCOOUTH €€ K OXBaTy He-
CKOJIbKUX CTOJIeTHI. beTX0BeH Kak OpraHuCT (B FOHOCTH) U B X0JIe CBOUX IITYAUA MOT
3HATh O MPAKTUKE «HOpManbHo2o t€eMPO» (M3HadanbHO {€MPO — BpeMs W TaKTOBas
JI0JIs, @ HE CKOPOCTh) U CBSI3BIBATH C HEM PEKOCTh TEMIOBBIX MPEANUCAHUNA Y CTAPBIX
mactepoB. B muceme m3nmatensm beTxoBeH, TakuMm 00pa3oM, KOHCTAaTUPYET OTIUYHE
COBPEMEHHON €My TEeMIIOBO-BapuabelbHON MpaKTUKH (Omepupyrolneid MHOrooOpas-
HBIMH TEMITAMU-CKOPOCTSMHU) OT CTAPUHHON CUCTEMBI KBAHTUTATUBHOW PUTMHUKHU.

Kmiouesvle crosa: berxoBeH, METpOHOM, pUTM, TemIl, tempo, tempi ordinary.

A. A. Manvuesa

MY3bIKAJIBHO-PUTOPUYECKHUE ®UI'YPBI B TPAKTATAX
3MOXA BAPOKKO: BOITPOChI TEPMHUHOJIOTMYECKOM
NPEEMCTBEHHOCTU U B3AMMOBJIUSHUN

[Tpu orGope My3bIKaIbHBIX MPUEMOB C LEIbI0 HUX AAbHEHIIET0 BKIIOUEHUS
B TiepeueHb QUTyp, HU OJMH U3 0oJiee YeM JECSATH aBTOPOB DIMOXH O0APOKKO HE Ompe-
JEJISUT ISl 9TOr0 YETKUX KpuTepueB. PU3oMaTHUHOCTh MOHSTHMHOIO ammapara, cio-
KEHHOTO0 M3 COBOKYIMHOCTH HEMOXOXHX APYr Ha Apyra y4eHUW, MHCHUPUPOBAHHBIX
aHaJIOTMEH «MYy3bIKa — PUTOPHKA», CTABUT I10J] BOIPOC IPABOMEPHOCTh PACCMOTPEHHUS
MY3bIKaIbHO-PUTOPUUECKUX (PUTYp KaK HEKOEro €IUHOrO SIBJICHUS. AKTyalbHOW BH-
JUTCS] PEKOHCTPYKLMS MHAUBHUIYaIbHBIX aBTOPCKUX MO3UIMI TEOPETUKOB B ONOPE HA
ayTEHTUYHbIE TEKCTHI.

[IposiBeHrE B TEOPETUUYECKUX MCTOYHHMKAX (DeHOMEHa MepedyHel My3bIKaabHO-
pUTOpUYECKUX (UTYpP CONPSHKEHO C HaTW4MeM HecKodbKux Hauan (yuenus U. Byp-
merictepa, Kp. bepuxapna, U. I'. Ane u ap.) — coBepilieHHO OpUTHHAIIBHBIX BOILIOIIIE-
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HUM «BUTABIIEH B BO3yXe» UIEH aHAJIOTU3AI[MU BepOaJIbHBIX U MY3bIKAIbHBIX PUTYD.
[ToaTOMY TIpH OCMBICIIEHUU BOIIPOCOB TEPMHUHOJIOTHYECKON MPEEMCTBEHHOCTH Tepey-
Hel Quryp cieayeTr KpUTHYECKU OLIEHUBATH IMOMBITKA OJJHOBEKTOPHOTO aHAJIM3a MHU-
rpaluy X HaMMEHOBaHUH (a MHOTIa U OTIPEIeIICHUN ).

B onope Ha TpakTaThl B IOKJIaJ€ pacCMaTpUBAIOTCS: CHElU(pUKa yYEHUN Teope-
TUKOB, TMPEUIOKHUBIINX OPUTMHAJIBHBIE MEPEUHU (QUTYpP; MPOILECCHl 3aUMCTBOBAHUS
TEPMHUHOJIOTUU U MYTH €€ JaIbHEUIIEro «IIPopacTaHus»; COAEPKATEIIbHbIE METaMOp-
(G036l HAUMEHOBaHUN PUTYP, «KOUYIOIIUX» Ha MPOTsHKEHUU 0oJiee cTa JIET U3 TpaKTa-
Ta B TPAaKTaT. AYTEeHTUYHYIO AUHAMHUYHOCTh U T€TEPOr€HHOCTh MOHATUHHOTO CIIEKTpa
MpeasiaraeTcs MPOTUBONIOCTABUTh UCKYCCTBEHHO 00pa30BaHHOM M HBIHE IIUPOKO pac-
MPOCTPAHEHHON «aBTOCYMME» YYEHHH, UTO MO3BOJUT MHAYE B3TVIAHYTh Ha MPAKTHUKY
MY3BIKAJIbBHO-PUTOPUUECKON aHATUTHUKHU.

Knrouesvie cnosa: 6apokko, My3bIKalbHasl PUTOPHUKA, MY3bIKAJIbHO-PUTOPHYEC-
Kue (GUrypbl, My3bIKajbHas TEPMUHOJIOTHSI.

M. E. I'upgpanosa

K YTOUHEHHUIO ONPEJEJEHUA «A30PUTMHUYECKHHA MOTET»
(HA MATEPHUAJIE MOTETOB ®UJIUIIITIA JE BUTPH)

N300peTenne 0coboro Buaa MOTETa, KOTOPHIM MO3KE MOJIYYUT HA3BAHUE «HU30-
PUTMHUYECKHI MOTET», COBpeMeHHUKHU npunuceiBany Oununny ne Butpu. B tBopue-
CTBE 3TOr0 KPYMHEWIIEro MpeAcTaBUTeNs (PpaHIly3cKOro ars nova U30puTMUYECKUI
MOTET MPOIIET HBOJIIOIHMI0 OT PaHHUX TPEXTOJOCHBIX 00pa3ioB 1310-x romos, rae
MOPUHIIAIT U30PUTMUU TOIBKO (OPMHUPYETCs, K TPEXTOJIOCHBIM M YETHIPEXTOJIOCHBIM
Motetam 1320-1340-x ro/10B, B KOTOPBIX M30PUTMUS TIPENICTACT B 3peIiol CBOCH (opMme.

B oTeyecTBEHHOM MY3bIKO3HAaHUU O] U30PUTMUYECKUM MOTETOM IOHHUMAETCS
¢bopMa, OCHOBaHHAasi Ha OIpPEAENEHHBIX COOTHOLIEHUSX JIBYX IMOBTOPSIOMIMXCS TO-
CTPOEHMI B TEHOpPE, KOJIOpa (MEJIOJUYECKOE TTOCTPOEHUE) U Tallbh (PUTMUUYECKOE T10-
CTPOEHUE), U BO3BpAIICHUH HA CTPOTO YCTAHOBIIEHHBIX ydacTKax (hOpMBI pUTMUYE-
CKOT'0 pHUCYHKa B BEPXHHX IMOJTEKTOBAHHBIX T'0JIOCaX, YTO MOJYEPKUBACT UJICHEHUE
¢bopMbI Ha OCHOBE TallbU. ABTOp JIOKJIaJa MPUBJICKAET BHUMAHUE K TEKCTOMY3bIKAb-
HOM CTOPOHE M3O0PUTMUYECKUX MOTETOB Butpu. IMeHHO moBTOpsOmIasics B KOMIIO-
3UIIMOHHBIX paslielaxX HaJl Talbed IJIAHUPOBKA CTPOK TEKCTOMY3BIKAIBHBIX (hopm
B MapTHIX MOTETYyCa U TPUILTyMa MPUBOIUT B paHHUX MoTeTax Butpu k oOpazoBaHuio
Y4acTKOB € M30puTMHUEN. B 3Toll panHell ¢opMe M30pUTMUU 3aJ€HCTBYIOTCS MOYTH
HCKIIIOUUTENIBHO MPOTSAHYThIE 3BYKH B KOHIIE CTPOK U MEXCTHUXOBbIE may3bl. [Ipume-
YaTeJbHO, YTO CaMbI MEPBBIA TOKET, OTMEYAIOIIUN CEKIHMOHAIBHYIO H30PUTMUIO
B Motere «In arboris», Bo3HMKaeT B MecTax KOHIIGHTPAIMHW MEXCTHXOBBIX Iay3,
00JIbIlIE MTOJIOBUHBI May3 B HEM — MEKCTUXOBBIC pa3/IeIUTEIbHBIC.

B 3pensix motetax BuTpu TutaH pacmoyiOKEHUsI CTPOK TEKCTOMY3BIKAJTIbHBIX
dbopM, KOPPETUPYIOIINA C TATBEH, OCTACTCS BAKHEHUIITUM KOMIIOHEHTOM H30pUTMUYE-
ckoro morera. B Motete «Virtutibus laudabilis», Hanmpumep, TpOTSAKEHHOCTh CTPOK
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PEryIUpPYIOT cTporue mpomnopuuu. [Ipu co3maHuu MOTETa 3TH MPOMOPIUN, HECOMHEH-
HO, 3aKJIaJBIBAIMNCh B COUMHEHUE OJHMMH M3 MEpBhIX. A B MoTeTax «Gratissima vir-
ginis species», «Garison selon nature», «Bona condit» TekcTomy3bikambHas (Gopma
B OJHOM W3 MOATEKCTOBAHHBIX T'OJIOCOB KOHKPETU3HPYETCS MOBTOPECHHEM B KaXKIOM
KOMITO3HIIMOHHOM pa3Jielie MOTETa €€ CJIOTOPUTMUYCCKON CXEMBI.

Kniouesvle crosa: n3oputMuueckuii MoTeT, uzoputMust, Ouaunm ae Butpu, ars
nova.

H. U. Haymosa

K NOHATHUIO «VOTIVE ANTIPHON»
B AHI'JIMMCKOM AYXOBHOM MY3BIKE
PAHHEHN TIOJOPOBCKOH SIIOXHU

BortusHebIit anTudoH (aHri. votive antiphon, OykB. — UCIIOJHEHHBIH 10 00eTy
aHTU(OH) ABJIAETCA OAHOW U3 Pa3HOBUIHOCTEN MOTETA, XapaKTEPHOU JUIsl aHTJITUICKOM
NoJIM(OHUIECKON IIKOJIBI paHHETo TIOJOPOBCKOro nepuoza (koner XV — neppasi 1mo-
noBuHa XVI Beka). MHOrorosocHele BOTHBHbIE AaHTU(OHBI MOSBWINCH B AHITIUHU
npuMmepHo B cepenune XIV Beka. Hekortopwie 3apyOeikHble HCCIEIOBATEIN Jaxke
YTBEPKIAIOT, YTO MOJTM(POHUYECKUN BOTUBHBIN aHTU(HOH SBISETCS CreU(UIECKU aH-
rmickuM kaHpoM. K koHny XV Beka BOTHMBHBIE aHTHU(OHBI MPEACTABISIN COOOM
YK€ pa3BepHYThIE KOMIIO3MIIMH, MO0 MacimITabaM M CI0KHOCTH HEPEJKO MPEBOCXO/Is-
II1E MECCHI.

BortuBHbie aHTH(]OHBI MOCBAMANKCHL B OOJNBIIMHCTBE cBoeM Jlee Mapuu,
pexe — Mucycy Xpucry, Cestoii Tpouiie u kakomy-1u60 cBaromy. CornacHo Capym-
CKOMY YHHY, 10 KOTOPOMY OTIIPABIISIIOCH OOTOCTy)KeHHE B AHIIINH, TIOAOOHBIE aHTH-
donbl nenuch BHE ciiyk0 Mecchl U oddurmsi. OHU BXOAMINA B OTACIBHYIO JOTIOTHH-
TENBHYIO CIyX)Oy, KOTOpas BKIIOYalia TaKK€ CBOM BEPCUKYJBI (KPaTKUE PACIICBBI)
Y KOJUIEKTHI (MOJHUTBBI), U UCTIOJNHSIUCH B 3aBUCUMOCTH OT MEPHOJIa JIUTYPTrUIECKOTO
rofia 1 KOHKPETHOM LIEPKBU MOCJe MOBeUYepHs (KOMIUIETOpHs), TUOO MOCe BEYEPHHU,
MHOT/Ia 10CJe TOro U APYroro.

C 1480-x mo 1558 rox monHOCTRIO MK (PparMeHTapHO coxpaHuiioch Oonee 170 Bo-
THBHBIX aHTU(OHOB, CPEIM HUX MOAABIIONICE OONBIIMHCTBO — MapHaHCKUE aHTH()OHBI
K nmaHHOI >XaHpOBOHM pa3sHOBHIHOCTH MoOTeTa oOpamamuck Pobepr depdaxc, Yonrep
JlambGe, Pobepr Yunkuncon, [[xon bpayn, Puuapn [pBu, Yunesm Kopuum, Pugapn
[Turott, Xwto ActoH, JI>xon TaBepuep, Hukonac Jlandopa, Jxon [lennapa, Tomac Tain-
JIMC ¥ MHOTHE JIpyTHE.

CaMbIM BaXHBIM COOpaHUEM BOTHBHBIX aHTHU(OHOB sBisieTcs «ITOHCKas XOpo-
Basg kHura» (Eton Choirbook) (GB-WRec MS 178). XopoBast KHUTa COCTaBIIsIach
B niepuoA ¢ 1490 mo 1502 rox u npenHazHadanach JUisli UCHOJIb30BaHUs B MIToHCKOM
KoJuteke. B ykazarene 3Hauatcst 68 BOTUBHBIX aHTU(OHOB, U3 HUX JI0 HAC JA0ULTO 54.

Kniouegvle cnosa: moter, BOTUBHBIN aHTU(OH, paHHUI TIOJAOPOBCKUN MEPHOA
B MY3bIKe, aHTJIHICKAast MOM(OHIYECKAs IIKOJIA.
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Yon Bait Jlun
HUIIIIE O JPEBHEI'PEUECKUX PUTMAX B «TPUCTAHE»

Nmenno @punpux Hurie, Ha3HAYECHHBIN TPOodeccoOpoM KIaCCHUYECKOU (PUIoso-
ruu B 1869 roay B Bo3pacTe IBa/LIaTH YETHIPEX JIET, €IIE A0 3aBEepIICHUs pPabOThI HaJ
JIOKTOPCKOM JuccepTaluueld Ha OCHOBE TIIATENIbHBIX TEKCTOBBIX MCCIIEIOBAHUN BIEp-
BbIC 3asIBUJI, YTO BBIJAIOIINECS KIaccuueckue (umosioru, padorasiuiue B LleHTpanbHoi
EBporie B XIX Beke, cepbe3HO COUITUCH C MYTH.

VY4eOHble U HccienoBaTeIbCKue 3aMeTki Huliie o ApeBHerpeueckoM puTMe —
YEeThIpe TETPaJY, KOTOPhIE OH Hamucajl BO BpeMsl CBOEH HeJloroi npodeccopckoi ae-
ATEIbHOCTU B bazenbckoM yHHBeEpcHUTeTe, ObUIM OMYOIUKOBaHBI TOJBKO B 1993 romy.
B nux Humme ccputasicss Ha MCNoJib30BaHUME BarHepom rpedeckoro putMa B OIepe
«Tpucran nu U30npaa», XOTS ¥ HE Al YETKOTO Pa3bsCHEHHS O TOM, KaK TOHUMAJ €TO0.

JlanHasi ctaThsi OCHOBaHa Ha caMOM IMUPOKOM aHanmu3e Huie ¢parmenta us
«Tpucrana u M3onpae» (akt III cuena 2). OH sBAsSieTCS KaTalau3aTOpPOM, BEAYIIUM
K aHajiu3y, OCPEJICTBOM KOTOPOTO s 1I0Ka3bIBal, Kak Barnep CKphITHO MCMOJIb30Bal
JIPEBHETPEUECKUI PUTM B 3TOW OMEPE MOJ BIUSHHUEM COBPEMEHHON HOTAllMM U MET-
PUYECKON CUCTEMBI.

Krrouesvie cnosa: Huiiie, Baruep, 1peBHErpeuecKrue pUTMBI.



HHOHATHUA U TEPMUHbBI B U3YUEHUU KAHPOB

A. I'. Kopobosa

MPOBJIEMATHUKA HEKOTOPBIX BA3OBBIX MOHATHUI
B COBPEMEHHOIW TEOPUM MY3BIKAJIBHBIX )KAHPOB

[TpoGiema TEPMHUHONOTHH, MIHPE — MOHATUHHO-KATETOPHAIBLHOTO arapara, —
o0amaeT HeMpPEeXoAsIeH aKTyaJIbHOCTBIO JUTsl JIF000OW HAayKH, TOCKOJBKY ATOT aria-
pat BMeCTe C TeOpUEH U METOI0JIOTUEH COCTABIISIET PO, B KOTOPOM aKKyMYJITHPYETCs
HayyHOe 3HaHWe. [Iporiecc ATOT HEMpephIBeH, KaK M pa3BUTHE HAYKH. 3asBJICHHAS
npobiemMaThKa KacaeTcs, MPeXaAe BCEro, cooepiicanus TePMUHOB U ToHATHH. C apy-
TOf CTOPOHBI, CAMHU MOHATHSI MOTYT OBITh PACCMOTPEHBI KaK MpodiieMa TeOpUH, Hauu-
Has C BOIIPOCA, YTO K HUM OTHOCHTh, KAKOB X CTaTyC ¥ (YHKIIMOHAIbHAS «PEJICBAHT-
HOCTBY.

B Teopun My3bIKaIBHBIX JKaHPOB IIEHTPAJIBHBIM MPEAMETOM U3YYCHHUS H 0a30-
BBIM TOHATHEM SBISICTCS ocanp. Ha coBpeMEHHOM 3Tame (QOpMHPYETCs Sl HOBBIX
napajgurM, CpeId KOTOPBIX B KAYECTBE «CTPATETHYCCKU» 3HAYUMBIX BHJISTCS CIICIY-
TOIITHE:

—  TIepexo]] KaTerOpUH JKaHpa U3 KOHCTATAIIMOHHOHN B 0ONepayuoHaIbHyIo,

—  YCTaHOBJICHHUE UCHOPUHECKO20 6eKMOpa B TIOHUMAHHUH JKaHpPa, YTO CIIOCOOCTBYET
(hOpPMHUPOBAHUIO HCTOPUKO-TUIIOJIOTMYECKOTO TOJIX0/Ia K CAMON KaTerOpUU >KaH-
pa;

—  BBIpaOOTKA OUHAMUYECKOU KOHYenyuu HcaHpa B TMPOTUBOIOIOKHOCTH Tpeoldiia-
JIaBIlIEN paHee CTATUYECKOU TPAKTOBKHY,

— yTBEp)KIIeHHE B TOHWMAaHUM KaHpPa €ro ABYCTOPOHHOCTH 5A61€HUS U NOHAMUS: OH
(GYHKIMOHUPYET KaK CYOBeKm UCMOPUYECKO20 CYUWeCmB8O8aHUs MY3blKU W Kak
00vexm meopemuueckotl peghiekcuu.

W3 gncna 6a30BBIX 17151 TEOPUH JKAHPOB MOHSATUH YJEIUM BHUMaHHE eI BYM:
«TIePBUYHBIC W BTOPUYHBIC JKAHPBD», «OKAHPOBBIC Hayayia», KOTOPhIC CBS3aHBI C MPO-
OJIeMaTUKOHN XaHPOBOT'O I'€HE3WCa M C BONMPOCAMHU JKAHPOBOW CEMAHTHKU MY3bIKaJIb-
HOTO TeMaTHU3Ma.

Teopusi My3bIKaJIbHBIX KAHPOB — MOJIOJIasi M HA CETOAHSIIHUN JEHb OTKPHITAs
JUTSL TATBHEHINIET0 PAa3BUTHS B CHITY, NMPEXKJIEC BCET0, MHOTOTPAHHOCTH W TPUHIIUAIIN-
AIbHON HEUCYEPIIAEMOCTH CaMOTO SIBJICHHSI )KaHPa, C YeM KOPPEIHUPYETCS U KaTErOpH-
aJIbHOE TIOHATHE XaHpPa, U METOJIOJIOTHS UCCIIEAOBAHUIA B KaHPOBOW 00JaCTH — TpH-
KJIQTHOTO W HEMPUKIIAJHOTO XapaKTepa.

Kniouesvie cnosa: xaHp, Teopus My3bIKAIBHBIX XaHPOB, TEPMHUHOJIOTHS, IEp-
BUYHBIC U BTOPUYHBIC KAaHPbI, 5)KAaHPOBBIC HAYAJIA.
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M. I. loncywiuna

TEPMHUH «POMAHC»
B OTEYECTBEHHOM MY3BIKAJBHOU KYJbBTYPE
MNEPBOM ITOJIOBHUHBI XIX BEKA

TepMHUH «poMaHC» TPAJAUIIMOHHO MOHUMAETCs KaK BOKaJbHOE MPOU3BEICHUE Ha
PYCCKHI TEKCT C aKKOMIIAHEMEHTOM (POpPTENUaHO, BhIpaxkaroliee CyObEeKTUBHbBIE JIU-
puueckue nepexxuBanus. OH yTBEpAWICS B OT€UECTBEHHOU KynbType B 1830-¢ romsi,
a K cepelHe CTOJIETUS CTal OJHHUM W3 CHMBOJIOB PYCCKOM KJIACCHUYECKON MY3BIKH.
Onnako B Hauane XIX Beka B Poccun, kak u nosctoay B EBporie, moj1 pomMmaHcoM moJ-
pa3zymeBajach KyIjieTHas TecHs Ha (paHI[y3CKUe CTHXU C aKKOMIaHEeMEeHTOM (opTe-
MMaHo, ap(bl WIK TUTAPHI, NpeIHa3HAYCHHAs JIJIsl JJOMAIIHETO U CaJlOHHOTO MY3HIIH-
poBaHus (romance francgaise). B 00pa3oBaHHOM PYCCKOM OOIIECTBE TMOJb30BAIHCH
nonyJsapHocTeio pomaHchl A. byaneawse, 1. @. Jladona, II. I'aBo, I1. T'apa, mHOTHX
Ipyrux (GpaHIly3CKUX KOMIIO3UTOPOB.

[Tpouecc pycudukaumu 1 TEpMUHA, U JKaHPA CBA3aH C TBOPYECTBOM KOMITO3UTO-
POB-JIUJIETAHTOB MPEATIMHKUHCKON MOpbl. B HEM MOXHO BBIIETUTH HECKOJBKO 3Ta-
noB. [lepBbIil — 0OCBOEHUE KaHPOBOW MOJIETH, COUMHEHUE PYCCKMMH aBTOpaMH (hpaH-
I[y3CKUX POMAHCOB Ha ¢paHiry3ckue ctuxu (mpumepHo no 1815 roma), Bropoii — mo-
SBJICHHE POMAHCOB Ha PYCCKHE TEKCThI 0€3 M3MEHEHUs MY3bIKAJIbHON CTUIMCTUKU
(1810-e — nmawano 1820-x romoB), TpeTuii — (HOPMHUPOBAHUE B PYCCKHX POMAHCAX
YCTOWYMBOTO U HAIIMOHAJIBHO OKPAIIEHHOTO KOMIUIEKCA CPEACTB MY3bIKaIbHOW BBIpa-
sutenbHOCTH (KoHer 1820-x — 1830-e roapr). OcoOCHHO 3HAYUTCIIBHBIC H3MCHCHHS
npeTeprena MelouKa: B paHHUX 00paslax JJisg Hee TUIIUYHBI pa3MEPEHHOCTh U 00b-
eKTUBHOCTh, HO CO BpEMEHEM OHa MpHoOpelia JUPUIECKYIO BBIPA3UTEIBHOCTh U SMO-
[IUOHATBHYIO OTKPBITOCTD.

[Tocreniennas Tpanchopmaiyst >KaHpOBOM MOJIEIH pacCMaTPUBAETCS HA IPUMEPE
pomancoB C. C. T'onunpina, Mux. 10. Buensropckoro, A. A. Ans0besa.

Kriouesvie cnosa: pycckuil pOMaHc, )KaHp, TEPMUH.

0. B. /Kecmkoea

OPAHIY3CKASA BOJIBIIASA OIIEPA:
NCTOPHUYECKAS UHTEPIIPETAIIUA TEPMHWHA

B noxnane paccMaTpuBaeTcst ayTEeHTUYHBIA CMBICIT U KOHTEKCT yIOTpeOIeHus Tep-
muHa grand opéra, a Takke pacuIMpeHHe ero 3HaYeHHs 10 ONPEEICHHON COBOKYITHOCTH
YKaHPOBBIX NMpHU3HAKOB. C 3TOM 1ENbI0 MpUBIEKAIOTCS (paHIy3CKHEe HUCTOPHUUECKUE HC-
cienoBanusl, cioBapu, Memyapbl XV I1-XIX Bs.

Bo ®panuuu Beipaxkenue doasuias onepa nossuioch B XVIII Beke. o cepe-
JuHbl XIX CTOJETHS OHO MCNONIB30BAIOCH HE CUCTEMATUYHO U TPAKTOBAJIOCH BECHMA
MIMPOKO. B nCTOYHMKAX MEPBBIX ABYX AECATUIETUN TEPMUH 0601bUlas onepa yoTpeo-
JSUICSL B IBYX B3aMMOCBSI3aHHBIX 3HAYEHUSAX: Kak Heo(HIMalbHOE Ha3BaHUE TeaTpa U
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KaK «IOJIHOCTBIO MpOTeTas omepay», MOocTaBieHHas B 3ToM TeaTpe. [lo oTHoueHuto
K MY3bIKaJbHBIM IPOM3BEACHUAM grand opéra u mpocTo Opéra NMpUMEHSUIHCH Kak
CUHOHUMBI.

Bonbmas pomantuueckasi ornepa, mosiBUBIIascs B kKoHie 1820-x u gocTuriias
pacuBera B 1830-¢ rojpl, He HICHTHPHUIIMPOBAIIACH Y €€ CO3JaTele U COBPEMEHHUKOB
C 0COOBIM KaHPOBO-CTHJIEBBIM SIBIICHHEM, ISl KOTOPOTO HY)KEH CIIEUANbHBIN TepMUH.
OrnpenienieHHbIE KAHPOBO-CTHIIEBBIE XApAKTEPUCTUKU (DPAHITY3CKOM OOJBIION Omepbl
OBLIM OCMBICJICHBI JIMIIb TOTJA, KOTrJla OHA MPAaKTUYECKU 3aKOHYMIIA CBOE Pa3BUTHE.
[TepBpIM, KTO YeTKO WX 0003Haumi, ObuT gupekTop Tearpa (1831-1835) Jlym Bepow.
B 1857 rony OH BBIOENWII CPEIA €€ OCHOBHBIX MPU3HAKOB «BEJMKOJICIIHEY MOCTAHOBKH,
HEOTHEMIIEMYIO POJIb XOpa M 0ajeTa, 3pelHIIHOCTh U PEATUCTUYHOCTh M300pakeHus,
pazHooOpa3ue ¥ MPOJYMaHHOCTh MHU3AHCLEH, MEPEIUIETeHUE JIMYHOTO U COLIUAITBLHOTO
KOH()JIUKTOB, CIOXKET, OCHOBaHHBIA Ha HaubOOJee SKCIPECCUBHBIX MOMEHTaX HallUO-
HAJIbBHOW UCTOPUHU.

Kmiouesvie cnosa: grand opéra, gpaniry3ckas 0osblias ornepa, TeaTp, )KaHpOBO-
CTHJIEBBIE XapaKTEPUCTUKU, KOHTEKCT.

0. I1. Casuuyxaa

INOHATHUE SONATA DA CHIESA B KOHTEKCTE
UCTOPUKO-CTUJIEBOM IBOJIIOLIMU MY3BIKH XVII-XXI BEKOB

[Monstre Sonata da chiesa, Beenennoe C. ne bpoccapom, sSBIsIETCS OJHUM U3 KITIOYC-
BBIX B TEOPUH >KaHPOB U (hopMm 3moxu 06apokko. OO 3TOM CBUAETEIBCTBYIOT MHOTOUMCIICH-
HBIC UCCIICIOBAHMS 3apyOSIKHBIX 1 oTeuecTBeHHBIX aBTOpoB (P. Allsop, S. Bonta, J. Daverio,
W. Newman, J. Sehnal, J. Suess, O. Ursprung, FO. bouapos, A. Emunmn, M. JlpyckuH,
T. JluBanoBa u np.). OyHKIMOHATBHAS MOOHIBLHOCTH, MHOTOOOpa3He KOMITIO3HMITHOHHBIX
CTPYKTYD, Clieli(rKa HAIIMOHATIBHBIX Tpaauii Sonata da chiesa otpakaroTcst B TEPMHHO-
JIOTUYECKOM MHOTO3HAYHOCTH COBPEMEHHOT0 HAyYHOI'0 JIMCKYypCa.

JIMHAaMHYHOE COOTHOIICHUE COJCpKaHus U oObema moHsTHs Sonata da chiesa
o0pa3yeT ero MCTOpHYECKH HM3MEHYHMBYIO «KoHpurypamuwo». B cepenune XVII B.
utanbsHckue Sonate da chiesa (T. Mepyia, b. Mapunwu, k. Jlerpennu, M. Karatu,
A. T'eppuepun, [x.b. Butanu u ap.) npencraBisin co00i CTPYKTYPHO HECTAOUIIbHBIC
«repexoiHbIe KaHIoHbI-coHaThl» (Bi. B. IIpoTononos). Conepkanue moHsTHsS Sonata
da chiesa onpeaensuioch, Mpex/e BCEro, ee MPUKIAIHON QyHKIHEH.

B 80-x romax A. Kopennu 3akpemiseT TUIMYHYIO CXEMY LIEPKOBHOW COHAThI U3
4eThIpexX KOHTpacTHBIX yactel. [Tonstue Sonata da chiesa nproOperaer HOBoe 3HAYE-
Hue: 1) Kak >kaHp LIEPKOBHOM M CBETCKOM MY3BIKH; 2) KaK TUIl KPYIHON MHCTPYMEH-
TaNbHOM (POPMBI.

C 3aBeplileHHeM SM0XH OapoKko Hcropus Sonata da chiesa e mpepbiBaeTcs.
Bo Bropoii nmonosune XVIII B. counnenust U. I'. Sunua, M. Xoynona, B. A. Mouapra,
V1. Taiinna cranoBsTCs «roroapuannem» (mo A. C. COKOJNOBY) GapouHOil TpajuIuu
IUKIMYECKON U HeUUKIndeckon 1epkoBHOM coHaThl. B XX u XXI| BB. ee XynoxkecTBeH-
HBIN MMOTEHIMA PEaTM3yeTCs B OIMycax, NMPeJHa3HAYCHHBIX KaK JJIsi KOHIICPTHOTO, TaK U
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XPaMOBOI'0 HMCIOJHEHHS U PENPE3CHTUPYIOMIUX Pa3HbIe CTUIM U TEXHUKH KOMITO3UIHH
(X. Augpuccen, A. Uepennun, @. Maprten, B. Konesiteko, R. M. Helmschrott, J. Laburda,
G. Rabe, D. LockKlair, J. R. Besset, S. McManus, P. Rob u ap.).

TakuM 00pa3oM, MOKHO CZeIaTh BBIBOJ, YTO M3YYEHHE IPOIECCOB MCTOPUYE-
CKO# »BoJIONIMH MOHATHS Sonata da chiesa oTkpeiBaeT myTh I AalbHEHIINX, Oosee
YIIIYOJEHHBIX MCCIICIOBAHHIA.

Kmouesvle crosa: Sonata da chiesa, coaepkaHue MOHSITHSI, SBOJIIOIHS.

H. B. Konocoea
AHTUCUM®OHUS: TEPMUH UJIU META®OPA?

JKanpoBasi cucreMa KJIaCCMKO-POMAaHTUYECKON MY3BIKU IOABEPIJIACH B UCKYCCTBE
BTOPOM MOJOBUHBI XX BEKa CYHIECTBEHHOMY IepecMOTpy. Ero, Hampumep, BBIpaKarOT
COUYHMHEHUSI, KOTOPbIE OTPHIIAIOT CIOKUBIIIUECS KaHPOBBIE HOPMBI U 0003HAUYEHBI CBOUMHU
aBTOpaMU KakK aHTIDKaHpPhl. B UX psay BBIIEISIOTCS HECKOIBKO «aHTUCHM(OHMID»:
«Cumponus cospemennoro mupa» K. Pronmana (1968), Ilepsas cumdonust A. lIauTtke
(1972), Cenpmas cumdponus K. Axo (1988). B kaxmaomM U3 3TUX OITyCOB IMO-CBOEMY
HapyIlIaloTCs MPU3HAKKA BHEIIHEH U BHYTpeHHEH xkaHpoBoil cTpykTypsl (M. I'. ApaHoB-
CKHil), CBSI3aHHBIC C TUTIOM IIMKJIA, OCOOCHHOCTSMHU HUCIIOJTHUTEIILCKOM pean3aliuu, Ipa-
MaTypruei, TeMaTU3MOM U CIIOCO0aMHU €0 Pa3BUTHSI.

B uckycctse BTOpoii oja0BUHBI XX CTOJIETHUS aHTUCUM(OHUH MEPEKITUKAIOTCS ¢ 00-
pasliamMmi HOBOro pomMaHa win antupomana (A. PoG-I'puite, H. Cappor). [lpunamiexa
aBaHrapHOM MapajurMe, OHU UMEIOT HEMAJIO OOIIMX YepT, ONMUPAIOTCS HA CXOKUE METO-
Il (B YaCTHOCTH, JEKOHCTPYKIMIO). THUIOJIOTHUECKH U aHTUPOMAH U aHTUCUMGDOHUS
MOTYT OBITh COOTHECEHBI C aHTUCTPYKTYpPaMHU, SIBJICHHUSIMH, KOTOPBIE BBIJIEICHbI, OIHU-
CaHbl aHIJIMUCKUM aHTponojaoroMm B. TapHepoM u XxapakTepHBbI I MEPEXOAHBIX MPO-
LIECCOB, NIEPUOJIOB «GKU3HEHHBIX MIEPETIOMOB).

B wurore o0cyxneHus CymecTByOIUX 00pa3lioB aHTUCUM(OHUHN B JOKIIaJe Jie-
JaeTcsl MOMBbITKa 0003HAYNUTh TPAHULIBI ATOTO SIBJICHUS M CTABUTCS BOIPOC O BO3MOXK-
HOCTH TI€pPEeBOJIa MOHATHUS «aHTUCUM(OHUS» B pa3psi HOBBIX MY3bIKOBEIYECKUX Tep-
MUHOB.

Knrouesvie cnosa: My3bIKalnbHBIA JKaHp, aHTUCUM(OHUS, AHTUPOMAH, AHTHU-

CTPYKTYpa.

E. I0. Aumonenko

COOTHOIIEHUE U MPABOMEPHOCTH OBO3HAUEHUN
KAHPA «<MOTETA» U «KOHIEPTA» MPUMEHUTEJILHO
K PYCCKOHM JIYXOBHOH MY3BIKE XVIII BEKA

Axo6 ¢ou Ltennn, onuceiBas pyccKyl AYXOBHYIO MY3BIKY CBOErO BpPEMEHH,
COIIOCTABIISICT MOHSITUS «MOTET» U «KOHLEPT»: «OOBIUHO YaCTh 3TOT0 XOpa MEBYMUX
MOET NPU €XKEIHEBHBIX OOrOCIyKEHHUSIX B NMPUABOPHON Karesuie Mo JpeBHEMY OOBI-
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4aro, a MHOTJla U MOmemyl; HO B NIPUCYTCTBUU UMIIEPATPULIBI, PABHO KaK U IO BOC-
KPECHBIM U MTPa3JHUYHBIM JHSIM BO BpeMs CIyKOBbI, TOeTcs (pUrypai, a 4yacTo U BCeraa
no OOJIBIIMM Npa3AHUKAM IOJHBIM COCTaB UCIOJHSAET 0COO0 COUYMHEHHBIE ICATIMBI,
XBaJIeOHbIE TIECHOIIEHUS U JPYTUE TEKCTHI B MOJHBIX IIEPKOBHBIX KOHYepmax, 3a TMo-
CJIEIHUE HECKOJIBKO JIET BHOBb COUYMHEHHBIE KaK HECKOJBKUMHU UTAIBIHCKUMH IPHU-
JIBOPHBIMU KaMEpPHBIMH KarenbMmeiicTepamu, kak Mandpenunu, ctapsiM ["anynmnm, Tak
Y YKPaHCKUMH KOMIIO3UTOPaMH. .. ».

My3bikoBebl XX BEKa U COBPEMEHHOCTH YacTO YNOTPEOISIOT 3TH 0003HAUEHUS
KaHpa Kak paBHO3HauHble uiau Onuskue: b. B. AcadreB HaszbiBaeT counnenust boprt-
HSIHCKOTO «MoTeTtamu»; M. I'. PelnapeBa 00o03HayaeT 3TUM TEPMUHOM HEOOJIbIINE
LIEPKOBHBIE ITIECHOIIEHHUS], & TAK)KE TOBOPUT O «MOTETHOCTH» KOHIEPTOB 1760-X TO10B.

Psan oTedecTBeHHBIX HCCleOBaTeNIeld HA3bIBAET IMPOTOTUIIOM JKaHpa PYCCKOIO
JTYXOBHOTO KOHIIEPTa UTATBSTHCKAN «XOPOBOU TMCaMOBEI MoTeT a cappella». Onnako
utanbsiackue MoTeThl XVIII Beka mpencrapisiim co0oit MHOTOYACTHBIE TPOU3BEIACHUS
JUISL COJIBHOTO TOJI0CA ¢ OPKECTPOM, HAITMCAHHBIE HA COBPEMEHHBIE UM JIATUHCKHE I10-
ATUYECKHUE TEKCThl. B TO k€ BpeMsl XapaKTepUCTUKY COYMHEHUW B KAHPE PYCCKOIO
JyXOBHOT'O KOHIIEPTa KaK «MOTETOB» Mbl OOHAPYKWJIA B COXPAHUBIIMXCS B HEMEIIKUX
apxuBax pykonucsx koHna XVIII —nagana XIX Bekos.

Kniouesvie cnosa: moter, koH1epT, bopTHsiHCckuit, bepe3oBckuit, ["anmynmnu, ny-
xoBHas Mmy3bika XVIII Bexka.

P. /lanomonme
O TEPMUHE «CUM®OHHUYECKASA TTOIMA»

Ve caMa BO3MOXHOCTh ABOMHOW JEHOMUHAIMU MOAPA3YMEBAET MPUHILIMIIUATb-
HOE€ pa3jIfuue: aKIEHT MOXET OBbITh CJesiaH MO0 Ha MY3BIKAJIBHOM acleKkTe, TU00 Ha
CBSI3aHHOW C HUM BHEMY3BIKAJIbHOU Hjee. SICHO TONBKO OJHO: dTa (popma mpuHasie-
KUT K IMIUPOKOMY perepTyapy «IporpaMMHON My3bliku». Llenbro manHoi paboTHI 5B-
JISIETCS TOMBITKA HAWTH OOJIee MOAXOMASINNE ONPECIICHUs KaK B My3bIKaJIbHOM, TaK U
B 9KCTPa-MY3bIKaJIbHOM COJICP/KAHUMU.

B oTHOmEHNM My3bIKaTBbHOTO COJAEpXkKaHUS, MEPBBIM BOMPOC KacaeTcsi oO0Ien
(GbopMBI: OHA OHOYACTHAS WJIM MOXET TAK)KE COCTOSTh U3 HECKOIBKHUX YacTei?

B cnyuae ogHOUaCTHOW CTPYKTYpPBI, CYHIECTBYET JIM MPEANOUYTUTEIbHBIN (CTPOTO
OTIpEJICJICHHBIN) T1aH (OPMBI WM MY3bIKa KaXKJOTO MPOU3BEICHUS CIIEyeT 3a BbI-
OpaHHBIM BHEMY3bIKaJIbHBIM CO/ICpKaHUEM?

SBasieTcss MU TOCTaTOYHBIM (WJIM HEOOXOJUMBIM), YTOOBI MYy3bIKaibHas (hopma
JIEMOHCTPUPOBAJIa Y3HABAEMYIO PUTOPHUUYECKYIO CXEeMY (DKCIO3MWIIMS, 3aBsi3Ka, Kyib-
MUHAaIIMS, pa3BA3Ka, SMUIOT)?

UTo MMEHHO 03HAYaeT «PYKOBOJICTBYACH IKCTPA-MY3BbIKATBHOMN HIeei» (C TOUKH
3pEeHHS KOMITO3UIIMHM ¥ BOCTIPHUSATHS)?

73



C TOYKM 3peHHUs] BHEMY3BIKAJIBHOTO COAEP KaHUs, IEPBbII BOIPOC TAKOW: UMEET
JIU 3HA4YCHUE, SBIISETCS JIM OHO JINTEPATYPHBIM apTe(akTOM HIIU MOXKET OBITH 00IIIei
«usieei», Wim IPKUM UCTOYHUKOM BJIOXHOBEHHUS?

— Mznaraercs nu B Hem uctopus (kak B «Maszene» Jlucra o ['roro)?

— MoseT i 3T0 OBITH Bcero oaHa obmias komenmus (Cmerana, «Most Poau-
Hay)?

— Kak xaptuna Kaynbbaxa «buta ryHHoB» nomoria Jlucty counHuTh cumQo-
HUYECKYIO MT09MY «bUTBa TYHHOB»?

CymectByer 6oratasi Oubnuorpadus Mo 3TUM TeMaM, HO OYeHb HEMHOTHE MY-
3BIKOBE/Ibl M3YUWIIM Pa3IMYHbIE CHOCOOBI MPOCTYIIMBAHUS MY3BIKAJIBHOTO MPOU3BE-
neHus noJ HazBaHueM «CuM@oHUYEecKas Mo3May, 3Has TOJIBKO €ro Ha3BaHUE.

Knrouesvie crosa: cumponndeckas mo3ma, BHEMY3bIKAJIbHOE COAEPKaHUE.



TEPMHUHOJIOTI'UA B MEAUEBUCTHUKE

3. M. I'yceiinosa

TEPMUHOJIOTHYECKASA CUCTEMA PYCCKHUX
MY3bIKAJIBHO-TEOPETUYECKUX PYKOBOJACTB XVII BEKA

B nporecce ycTaHOBIEHHSI TEPMUHOJIOIUH, CBA3aHHOM C MIEBUECKUM HCKYCCTBOM
HpeBueii Pycu, HeoOXOAUMO BBIAEIATh TEPMUHOJIOTHIO, YCIOBHO, UCXOOHYIO, CPOp-
MHUPOBABIIYIOCS HEMOCPEACTBEHHO B TPyJAax JIPEBHUX MACTEpOB MEeHUS (HOTHPOBAaH-
HBIX KHUTaX M MY3bIKaJbHO-TEOPETUUECKHX PYKOBOJCTBAX), U HAYuH)IO, BEIpAaOOTaH-
Hyto uccienopatesnaMu ¢ XIX—XXI BexkoB. O6a TepMUHOIOTUYECKUX TUIACTa HYK/a-
IOTCS B JIETaJIbHOM PAaCCMOTPEHUH, B IAHHOM CIIy4ae aHaJU3UPYEeTCs MEPBbIN U3 HUX,
chopMHUpOBaBLIMIICS, HAPAY C HOTUPOBAHHBIMU PYKOIUCSAMH, B pyKOBOJACTBaX XV—
XVII Bexos.

[TpoGnemaM TepMHUHOB, TEPMUHOJIOTUH, TEPMUHOIOTUYECKUX CUCTEM IOCBSIIEHO
MHOTO Hay4YHbIX paboT, B TOM YHCJIE CBA3aHHBIX C MY3bIKOW. My3bIKOBeeHHE, ONTUpa-
SCh Ha OOIIMe MPUHLUIBI, (GOPMYJIUPYET CAMOCTOATENBHBIN, Y3KOIPO(hECCHOHAIbHBIH
NOJXOJ K peleHuto npodneM. BaxxHo, 4To 0603HaueHHbIE MOHATHS HE B TIOJHOU Mepe
COOTBETCTBYIOT YCJIOBHSAM, OTOBAPUBAEMBIM IO OTHOIICHHUIO K JPYTUM HayKaM.

CrioxHOM mpeacTaBisieTcs NpodjaeMa TEPMUHOJIOTHMU U B CBSI3H C JPEBHEPYCCKUM
LIEPKOBHBIM TEHHWEM U €ro teoperuueckumu yctaHoBkamu. B XVII Beke paznoobOpasue
TEOPETUUYECKUX PYKOBOZCTB IOCTUTaeT MAKCHUMYMa; B HUX IIPEACTABIIEHbI KaK HAUMEHOBA-
Hus (TapaKJIMT, KPIOK, CTOMULA U TIPOY.) TaK U mepMuHbl, KOTOpbIE MPEAIoNaratT omnpe-
JIeJICHHOE TeopeTndyeckoe 00o0meHre — aeduuunmio (Tnac, CTpoka, 3Hams MYIpoe U
npod.). OOpazoBaHHE TEPMHUHOB IPOUCXOUIO TPAJULIMOHHBIM CIIOCOOOM — Ha OCHOBE
OO0IIeYOTPEOUTENTHHOM JIEKCUKH sI3bIKa (ITPOIECC TEPMHUHOJIOTH3AINH). MYy3bIKaIbHO-
TEOPETUUECKUE PYKOBOJCTBA OTPAXKAIOT IIEJICHANPABICHHYIO pab0Ty MAacTepOIeBIEB I10
OCMBICJIEHUIO M CUCTEMATU3alMU CBEJICHUN U MOHATHM, CIIOKUBILUXCS B TIEBYECKOM MpaK-
THKe. B mopaBisionieM OOJNBIIMHCTBE CIy4aeB 3TH CIIOBA BCTPEUAIOTCS B PYKOIMHUCX
HETIOCPEJCTBEHHO B CBSI3M C M3JIaraéMbIMU IIECHOIIEHUSIMH, U JIMLIb ITO3/IHEE, YTBEPIMB-
HIMCh B MPAKTUKE MEHUs, OHU UCTIOIB3YIOTCS B PYKOBOJICTBAX, MPUOOpPETAs CTaTyC TEPMHU-
Ha. B pe3ynprate B cymMmmapHOM BHJE (POPMUPYIOTCS TEPMUHBI (M UX COBOKYITHOCTD — Tep-
MUHOJIOTHSI) U TEPMUHOJIOTHYECKAs CUCTEMA, U3yYEHUE KOTOPOW HEOOXOIUMO OCYIIECTB-
JISITh HA OCHOBE TOJIMHHBIX NIEBUECKUX TEKCTOB M TEOPETUYECKUX PYKOBOJICTB.

Knrouesvie crosa: nenne, pykoBoACTBO, HOTALUs, TEPMHH.
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H. B. I'ypvesa, O. B. Topuna

JAPEBHEPYCCKASA INEBYECKAS TEPMHWHOJIOI'USA
B CHEIKYPCE «MICTOPHUS PYCCKOM MY3BLIKH
X1-XVIl1 BEKOB» B MOCKOBCKOH KOHCEPBATOPHUHU

Kypc «Uctopus pycckoit my3piku XI-XVIII BekoB» umTaercs cTyaeHTaM-
MY3bIKOBE/IAM Ha BTOPOM Kypce MOCKOBCKON KOHCEpBATOPHH, BKIIIOUAET B ceOs JIEK-
IIUU U CeMUHapbl. 3a/laya Kypca — BOCIOJIHUTH 3HAHUS CTYJEHTOB B 00JACTH Tpaju-
[IUOHHOW MEBYECKON KYJIbTYpPbI, TO3HAKOMUTEH C CAaMOOBITHBIM IIJIACTOM — TPaaUIIUei
MOHOJMWHOTO 3HAMEHHOro pacneBa JlpeBHeul Pycu, €€ mpapoauTenbHULIE — MEB-
YecKoHu Tpaauuuen Buzantuu.

Oco0eHHOCTh Kypca — B UCIIOJIb30BAaHUN MHOXECTBA CIIENU(DUUECKUX TEPMHUHOB,
KaK TPaBHJIO, paHee HE M3BECTHBIX OOJBIIMHCTBY CTYACHTOB. TE€pPMUHBI OTHOCSTCS
K pa3HbIM pa3zesiaM Kypca:

— o01iemMy MOHATUIO O 0OrociIy’k€OHOM MEHUU BOCTOYHO-XPUCTHAHCKOM Tpaju-
11U (HEPKOBHO-TIEBUECKUI KAHOH, «aHTEJIOTJIACHOE MIEHHE», Y CTaBbl U Ip.);

— ’aHPOBOM cucTeMe O00rocIyXeOHBIX TIECHONEHUN (TIcaIMOoausi, THMHOTpadus,
TpOIaph, CTUXUPA, CJIABHUK, OOTOpoanyeH, kKadusma, aHTU()OH, IPOKUMEH U JIp.);

— O0orociayKeOHbIM KpyraM M OTpa)karollell WX CUCTEME JTUTYPrHYeCKHX KHUT
(romoBoO#l Kpyr, CEIMUYHBIN KPYT, MacXalbHbIA KpPYT, NOJUKAHPOBBIE 1 MOHOKAHPO-
BbI€ KHUTHU U AP.);

— nasieorpauu pyKomuceil (THUIBI MMOYEPKOB — YCTaB, MOJIYyCTaB, CKOPOMKCH;
TUIIBI OPHAMEHTOB — BU3AHTUHUCKHM JIETIECTKOBBIM, TEPaTOJIOTHYECKUH U JIp.);

— IPEBHEPYCCKOM 3HAMEHHOM M BU3aHTUMCKOW HEBMEHHOW HOTAIUAM (3HaMs,
«COMBI» M «ITHEBMBD», CEMEWCTBAa 3HAMEH, CTETNICHHBIE M YKa3aTeIbHbIE TOMETHI,
«CTpaHHBIC» TIOMETHIY», MPU3HAKU, TAMHO3AMKHEHHOCTh U <«JIpOOHOE 3HAMs», MeBYe-
ckas a30yka u ap.);

— J1aIoBOM cucTteme (OcMoriacue, IuiarajbHble U aBTEHTUYECKUE TJ1achl, UXUMBbI
U MapTUPHH, «CKOJB3SIIME» M «KBAPTOBBIC» KAJCHIIMH, COTJIACHs, «(PTOpA» WIH
«CTpaHHBIN TOJOC» U 1Ip.);

— MEJIOCY CTOJIIIOBOT'O pacieBa, ero GopMyIbHOMY CIOBapIO («CTOJIID», MOMEBKa,
¢wuta, 11110, PO3BOJ U JP.).

Bcé BMecTe npu3BaHO MO3BOJIUTH CTYACHTaM HapaOOTaTh NMOHATUIMHBIN ammapar,
HEOOXOIUMBIH JUIS TeX M3 HHUX, KTO B JIAJIbHEHIIIEM BEIOEPET B KauecTBE 00JaCTH CBO-
WX HAYYHBIX UHTEPECOB HE TOJIBKO UCTOPHUIO OTEUECTBEHHOM MY3BIKH, HO U UHBIE Cc(e-
pBI My3bIKOBeIeHHs. JIydlieMy OCBOGHHIO HE3HAKOMOW TEPMHUHOJIOTMH [TOMOTAIOT J10-
MOJIHUTENIbHBIC MaTepUalibl, TAOIUIBI U CXEMbI, HEKOTOPHIE U3 KOTOPBIX OyAyT Mpej-
CTaBJICHBI.

Kntouesvie cnosa: npeBHepyccKasi NeBYeCKass TEPMUHOJIOTHS, UCTOPUSL PYCCKOM
MY3bIKH, HOTAIUs, )KaHPBI, J1aJ0Bas CUCTEMa, MOHOJUYECKOE MEHHUE.
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HU. B. /lvinnuxosa

CNELU®UKA TIOHATUMNHOIO AMMAPATA MPU U3YUEHUH
PYCCKOW BOT'OCJYKEBHO-TIEBUECKOW TPAJIULINA

B mnocnennue necsatuietwss B psAe MCCIENOBaHUI pycckas OorociaykeOHo-
MeBUECKasl TPAJMULMSA pAacCMaTPUBAETCA C MO3ULMI METOJa, MOJYYMBILIETO HA3BAHHUE
«JTUTYypruveckoe My3bIko3HaHUEY». Havano ero ObLI0 MOJI0KEHO BO BTOPOM MOJOBHHE
XIX Beka Tpyaamu npogdeccopa MockoBckoil koHcepBaTopuu nporouepes /. B. Pa-
3yMoBckoro. B cepenune XX cronetuss B paMKax 3TOTO HampaBieHHUs paboTai
N. A. T'apauep (3a pybexom), B koH1le XX — Havane XXI| BekoB — 0. Muxaun ®opry-
HaTo (3a pybexom), H.B. banyesa (B Poccun).

XapaKTEepUCTUKY JUTYPrAYECKOro My3blKOo3HaHus aai B 1971 rogy B cBoeit cra-
The «llepkoBHOE meHue W 1epkoBHas My3bika» . A. [apnauep: «yepkoenoe nenue
ecmb a8MOHOMHASL (MO eCMb UMeWds C80U COOCMBEHHbLEe, MOIbKO YEePKOBHOM) Ne-
HUIO CBOUCMBEHHbIE X)O0HCECMBEHHbIE 3AKOHbL) 0020CYHCeOHO-MYIbIKAIbHAS 00-
Jacmo, omauyHas om ooweu my3sviku. Mcciredosanue, ycmanogienue u oopmyiuposa-
HUe 2MUX 3aKOH08 COCMAssiem npeomen pyccKo20 JUMypeUdeckKo20 My3blK08eO0eHUsl,
umerwe20 c80u HayuHvle Memoobl UCCIeO08AHUS U MOJbKO OMYACMU 3AX6AMbIEAIO-
weeo obracme obwezo mysvikogedenusy. COrlacCHO 3TOMY METOJY OOBEKT HCCIIENO-
BaHUsA — OorociyxeOHasi My3blka — paccMaTpHUBAETCs CO CIEAYIOUIUX MO3UIUIL:
1) 6orocmoBckuii aHaIM3 TEKCTa; 2) aHAIW3 MY3BIKH; 3) OompejecHue MmpeaHa3Have-
HUSl TOTO WJIM MHOTO NMPOU3BEIEHUSI B OOrociyXeHuu; 4) UHTepIpeTalus pousBee-
HUSL Ha OOrociyXeHUH (BOKAIbHO-XOPOBOW aHaiM3). BBIIEH3I0KEHHBIM MPOIUKTO-
BaHa crelnu(uka MOHATUMHOIO amnmnapara JUTYpPru4eckoro My3bIKO3HaHUA. BaxHel-
masi ero OCOOEHHOCTh — OOWJIME 3aMMCTBOBAHUU M3 OOrOCIOBCKUX JUCLMILIUH
(IUTYprUKH, JK3ETEeTHUKU, UCTOpUU LlepkBU, HUCTOPUM IIEPKOBHOW THUMHOTrpadu,
DOPTOJIOTUU U JP.).

[TepBbIM TpyZIOM, IOJIHOCTBIO OCYIIECTBJIEHHBIM B pYyCII€ JIMUTYPTUUYECKOTO MY-
3bIKkO3HaHMsI B Poccum, crana Beimenmas B 2017 roay KoJuleKTUBHAsh MOHOTpadus
«Pspiniaps perentckoro ciyxkenus otenr Mardeii (Mopmbiib)». B Helt BriepBbie ObLIT
MPOBEACH OOTOCIOBCKHM, MY3BIKOBEIUECKUN M HCIIOJHUTEIBCKHN aHalli3 OJIHOU
ciyx0b1l — «YTpenu Benukoro IlsiTka» B TpakTOBKE 3HaMEHUTOTO pereHra Tpowune-
Cepruesoii JlaBpsl 0. Matdes (MopMmbLis).

Krrouegvie cnosa: MATYpruueckoe My3bIKO3HAHHUE, [IEPKOBHOE TMIEHUE.

A. A. Enuceesa, U. B. Cmapukosa

HPOBJIEMbI TEPMHWHOJIOI'NN
B BU3AHTUMCKOM INEBYECKOM HMCKYCCTBE

Hcropus pacipoCTpaHEHHUs! MY3bIKAJIBHBIX TEPMHUHOB BU3aHTUHCKOW LIEPKOBHO-
IIEBYECKON NMPAKTUKU B PYCCKOM SA3BIKE IIPOJOJIKAECTCS HECKOJIBKO CTOJETUH. B npes-
HEPYCCKUX TEOPETUYECKUX PYKOBOJCTBAX, KOTOpBIE MOSBIAOTCA ¢ XV BeKa, BCTpe-
4alTCA PA3JIMYHbIC ONPEIEICHUS, CO3BYYHbIC WJIM aHAJIOTMYHbIE TEPMUHAM BHU3aH-
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TUHCKON MY3BIKAJIbHON Teopuu. HaydyHoe n3ydeHue pycCKMMHU MEIUEBUCTAMU BU3aH-
TAWCKOW LIEPKOBHO-TIEBYECKOM TEPMHUHOJIOTMH, B YACTHOCTH, TEPMHHOJIOTHH TEOPUHU
HoBoro merona, Hayasioce b B Hadane XX Beka. Bo3BpalieHue K MCCIEIOBaHUIO
BU3AaHTUICKOTO IIEBYECKOTO MCKYCCTBA IMOCIENOBANO nocie noytu 70-JeTHero nepe-
pBIBa, CBSI3aHHOTO C LIEH3YPUPOBAHUEM JIUTEPATYpPhl O LIEPKOBHOM HcKyccTBe. OOpa-
IIEHWEe K ITOH TeMe MPHUBENO K BO3HUKHOBEHHUIO CEPbE3HOH MpoOJIeMbl, CBSI3aHHOU
¢ popMUPOBaHHEM HAYYHOTO TEPMUHOJIOTMUYECKOIO anmnapara — JUisl OIUCaHUs, OIpe-
JieJIeHUs] U OOBSICHEHUS Pa3IMUHbIX, 3a4aCTyI0 BECbMA CIJIOKHBIX, SIBICHUNM BU3aHTHUII-
cKol My3bIkH. MccaenoBarenu HEpEAKO OCTaBISIM TEPMUHBI O€3 NEpeBOa, PUBOAS
UX PYCCKYIO TPAHCIHUTEPALUIO, WIH NIEPEBOININ COOTBETCTBYIOIIEE IPEUECKOE CIOBO
JIOCJIOBHO Ha pYCCKUH s13bIK. B 000ux ciyyasx, Kak MOKHO YO€IUTHCSI HA KOHKPETHBIX
IIpUMepax, BO3MOKHO PACHPOCTPAHEHUE HE BIIOJHE KOPPEKTHBIX BAPUAHTOB TEPMM-
HOB BM3aHTUICKON MY3BIKAJIbHOM TEOPUU B OTE€YECTBEHHOM JinTepaType. OCHOBHBIMU
npoOsieMaMH B IMpoliecce afanTallyi IPeUecKoi My3bIKaIbHONW TEPMHHOJIOTUHU B pycC-
CKOSI3bIYHOW HAay4HOH JHTepaType SIBIAIOTCS OTCYTCTBUE YHH(DHUKAIMM TPU TpaHC-
KpUOMPOBAaHUH, a TaKK€ HETOYHOCTU B JIOCIOBHOM nepeBojie. Kpome 3toro, B ucro-
PUM BU3aHTUHCKOM NIEBYECKOW TPAJWLIAK 3HAYEHHUE OJHOTO U TOTO K€ TEPMHUHA MOTJIO
MEHATBHCS Ha MPOTSHKEHUM CcToeTHH. ClIoBaph rpeuecKUX LEPKOBHO-TIEBYECKUX TEP-
MUHOB, cocTaBiieHHbII coTpynHukaMu HTL] nepkoBHoi my3siku MI'K um. 11. W. Yaii-
koBckoro (M. E. Jlo3oBas, A. A. EnuceeBa, U. B. CrapukoBa), a Takke BEIyIIHM
Hay4YHbIM COTPYJHHUKOM OT/€eJa 0 n3ydyeHuro Hacienus A. 1. CoikeHUbIHA B HAY4-
HO-HUccliefioBaTenbckoM LeHTpe Jloma pycckoro 3apyoexbs A. HO. Hukudoposoii,
NpU3BaH UCIPABUTh YKa3aHHbIE HEJOUYETHI B MOTPEOIEHUU MY3bIKAJIbHOM TEPMUHOIIO-
TUH, PACIIPOCTPAaHEHHBIE B HAYYHOU JIUTEPAType 110 BU3AHTUHUCTHUKE.

Knrouesvie cnosa: BU3aHTUHCKOE NIEHUE, MYy3bIKalbHAsl TEPMHUHOJIOIUS, CIOBAPh
LIEPKOBHO-TIEBUECKUX TEPMHUHOB.

E. B. ILhemnesa

«COKPAIHIEHHBIE HOTAIIMN» PYCCKOI'O CPEJHEBEKOBbDAI.
AKTYAJIBHBIE ITPOBJIEMbI
UCCJEJOBATEJbCKOM TEPMHUHOJOI'MA

BuuManue coBpeMEHHBIX HCClieoBaTEIeH NMEBUECKUX HOTALMM HANPaBICHO Ha
M3Yy4Y€HUE HEMOJIHBIX HOTAIMOHHBIX CUCTEM B LIEPKOBHBIX MECHONEHUSAX, OCHOBAHHBIX
Ha ¢parMEeHTapHOM MPUMEHEHUU HEBM. Takue HOTallMd UMEIOT MIUPOKH reorpadu-
YECKHM apean paclpOCTpPaHEHUsI W BCTPEYAIOTCS B T'PEUECKUX, CHUPO-METbKUTCKHUX,
I0’)KHOCJIaBSIHCKUX, JIPEBHEPYCCKUX IEBUECKUX PYKOIUCIX, OXBAThIBas IMPOJIOJKH-
tenpHbIN BpeMeHHOU niepuoa (VII-XVI BB.). CyTh sBieHUS — MpoucxoxaeHue, Gop-
MbI HOTUPOBaHMsI, COCTaB HEBMEHHBIX CJIOBapeil OTAEIbHBIX HCTOYHUKOB U PYKOIHCEH
JIOKaJbHBIX MEBUYECKUX TPAJUIIMM, B3aUMOCBSI3b HETIOJHBIX HOTAIlUN, UX TUIIOTETHUYE-
CKasl CBS3b C TOJIHBIMHU HOTAlUSIMU TIOKA HE pacKpbiTa. ITO 00yCIaBIUBAET PAIl TEp-
MUHOJIOTUYECKHUX MPOOJIEM — OT MPU3HAHUS «IIOJTHOIIEHHOCTHY» M HAYYHOTO Ompeie-
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JIeHUs] HOTauui (Keasu-Homayus, COKpaujeHHas Homayus v JIp.) 10 ONUCAHUs, aTpu-
OyLuu 1 K1accuPpuKaluyu HEBMEHHBIX MTOCIIEJOBaHUI.

Cpenu npeBHepycckux neBueckux pykomnuceit XI-XV BekoB UMEIOTCS MaMATHU-
KH, COJEpiKalllue MpOsBICHUS HemoiaHoro HoTtupoBaHus (Mpmonorun, OKrouxw,
Muneu, Tpuoan). Ilo muenuto H. B. 3a60510THOM, B HUX OBITYIOT COKpAIllEHHBIEC Ba-
PHUAHTBI 3HAMEHHOU HOMAayuu IBYX BUIIOB — (pumHas Homayus N YCl08HAsL HOMAYUSL.
Opnako oOpallleHHe K IHUPOKOMY KOPIyCY UCTOYHUKOB, & TAaKK€ CONOCTABUTEIBHOE
U3YYCHHE C MPUBJICUYCHUEM I0KHOCIABIHCKUX U IPEUECKUX CIHCKOB MOKa3bIBAET, UTO
B JPEBHEPYCCKUX MAaHYCKpUITaX MOTJIM HAUTH OTPaKEHUE Heno.Hble HOmayuu, ume-
rowue paziuiHoe NPoUCXoxcoenue, He MmobKo Npou3Bo0Hble 0M 3HAMEHHOU HOMAayuu.
D10 00ycnaBIMBaeT HEOOXOIUMOCTh JATbHEUIIIUX MMOUCKOB, U, COOTBETCTBEHHO, pa3-
paboTKy crielabHON HAyYHOU TEPMUHOJIOTHH.

Knrouesvie cnosa: 11epKOBHO-TIEBYECKHE PYKOIMCH, HOTAIMSI, HEBMBI, (DUTHas
HOTAIIUS.

T. B. lllgeu

K IMPOBJIEME TPAKTOBKH TEPMHUHA «MAPTUPHUSI»
B KOHJIAKAPHOH HOTAIIUN

B Bu3aHTHIICKOM OCMOTINIaCHM Mapmupus TPEACTABIsET cOOO0N IpyIIly 3HAKOB,
rae OykBa 0003HavaeT riac (MXoc), @ HEBMa WJIM IPyIa HEBM YKa3bIBa€T Ha COOTBET-
CTBYIOLIMM 3BYK uXtMbl JAHHOIO Ijaca, ¢ KOTOPOro Ha4MHAETCs MecHoneHne. B cBoro
ouepenb, uxuma — 3TO cjoropas ¢Gopmyia, coiaeprallas XapaKTepHble MHTOHALUU
ry1aca, KOTopasi MOKET pacCMaTpUBaThCS KaK HeKas «HacTpolka» xopa. Takum oOpa-
30M, MapTUPHUS MPEACTABISIET COOON COKPAIIEHHYIO 3alHCh TJIaCOBOM UXUMBI. MapTu-
PHUH BBIIIMCHIBAIOTCS HE TOJIBKO B Hayalle, HO U B cepeauHe necHonenus. CpeanHHbIE
MapTUPHUU YKa3bIBAIOT HA JIAJIOBbIE OTKJIOHEHHUSI UJIU CIIY>KAT JUIsl IPOBEPKU CTPOSI.

B npeBHepycCcKkuX KOHAAKapsX BCTPEUalOTCs HaYepTaHUS, MOJA00HBIE BU3AHTHIA-
CKMM MapTUPHAM. JTO 3alIUCAHHBIE B CEPEANHE MECHOIIEHUS B TEKCTOBOW CTPOKE Ipe-
yeckre OYKBBI U JIMTATyphl, 3HAUEHNE KOTOPHIX HEU3BECTHO. TepPMUH «MapTUPUSD» T10
OTHOUIEHHIO K HUM BIIEpBble ObI NMpUMEHEH yudeHbIM-meaueBuctoM C. B. CmoineH-
ckuM B 1906 rony.

B Hacrosiee Bpemsl BBISBICHO IIATh YCTOMYMBBIX HAUEPTAHUW KOHIAKapHBIX
Maptupuii. CoONOCTaBUTENBHOE MCCIEJOBAaHUE PYKONUCEH JEMOHCTPUPYET, YTO:
1) HanuuMe UM OTCYTCTBHME MapTHUPUN HUKAK HE BIUSIOT HAa HOTAIMIO MECHOMEHMUIA;
2) mpocTaHOBKa MapTUPHIl HE CBs3aHa C pa3felieHHeM T'MMHOTPa(pHuecKOro TEKCTa;
3) HeKoTOpbIe OyKBEHHbIE HaUepTaHHsI KOHJIAaKapHON HOTAllMU MOKHO TPAaKTOBATh KaK
Maptupuu; 4) 3aduUKCUpOBaHHbIE B EAMHCTBEHHOM CIHCKe — braropenieHcKoM
Konpgakape — rmacoBbie pOpMYIIBI-UXUMBI ¢ MAPTUPUSIMH HE KOPPECTIOHAUPYIOT.

B03M0XHO, KOHIaKapHbIE MAapTUPHUU SIBJIAIOTCS HEKOM JOIOJHUTEIBHOU CHCTE-
MOH, KOTOpasl CBA3aHa C HOTALlMEW U pacneBOM. ' pedeckuili TEpMUH «MapTUPHUS», UC-
MOJIb30BAHHBIN UCCIIE0BATENSIMU 110 OTHOILIEHHUIO K OyKBaM B TEKCTOBOM CTpOKe Iec-
HOIICHUI B KOHJIAKapsiX, BEPOATHO, HE OTPAKAET TOYHOI'O 3HAYEHHUS TUX 3HAKOB.

Knroueswvie crosa: Konnakappb, KOHIakapHasi HOTalUs, MapTUPHSL.
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CHELHU®UKA MMOHATUINHOIO ANMAPATA
U TEPMHMHOJIOTUU B PA3JIMYHBIX
HALMOHAJIBHBIX TPAJIULIUASIX

0. 3. lobxncanckasn

MY3bBIKOBEJYECKAS TEPMHUHOJIOTUSA KAK 3EPKAJIO NIOUCKOB
HAIIMOHAJIBHON CAMOBBITHOCTU AKAJEMHUYECKOI'O
MY3bIKAJIBHOI'O UCKYCCTBA PECIIYBJIMKHN CAXA (AKYTHUSA)

OnpeneneHue yHUKaJIbHOTO OOJMKA SIKYTCKOM NpPOQECCHOHANBHON MY3bIKH,
Ha4yMHas ¢ MepBbIX 3TanoB ee popmupoBanus (1940-e roasr), ObLIO CBSA3aHO C MOUC-
KaMU HallMOHAJIbHOM CaMOOBITHOCTH B 00pa3ax, CIOKETaX, S3bIKOBBIX CPEICTBAX MY-
3BIKAJIBHBIX Npou3BeAeHNU. OCHOBOM COBPEMEHHOM aKaJEMHUUYECKON MY3bIKH SKyTHH,
HapsAIy ¢ NpO(PecCHOHAIBHBIM MY3bIKaJIbHBIM HCKYCCTBOM, CTaJId MMEIOILIHE MHOIO-
BEKOBYIO HCTOPHIO MY3BIKAJIbHO-(OJIBKIOPHBIE Tpaaulluu caxa. JKeraHue BOIUIOTUTh
B aKaJ€MUYECKON MY3bIKE TPAJIULMOHHYIO JUISl KYJIbTYphl caxa oO0pa3HOCTb, cHOpMHU-
POBaHHYIO B JIHMYECKUX CKa3aHUAX OJIOHXO, TPa3JHUKE JIETHETO COJIHLECTOSHUS
blcviax, mamaHCKMX pUTyallax, KaJleHIApHBIX 0OpsAax, BBI3BAIO HEOOXOAMMOCTH
BBEJICHUS B MY3bIKAJbHBIN CIIOBAaph aKaJeMHUYECKOIO0 MCKYCCTBA PsAa MY3BbIKAIbHBIX
TEPMHUHOB, aJIEKBATHO NEPEJAIOIIUX 3THOKYJIBTYPHYIO PEAIbHOCTb.

HazBanust (oNBKIOPHBIX >KaHPOB mouyk (00psiioBas MECHA-UMIIPOBU3ALUS
B TOP>KECTBEHHO-TUMHUYECKOM CTWIIE), 0929p2H (NOJBUXHAsI, pa3MEpEHHasl MECHs-
TaHel), 070HX0 (3MUYECKOe CKa3aHHe) CcTajdu (UIypUpOBaTh HE TOJIBKO B KayecTBE
Ha3BaHUUN MY3bIKJIbHBIX MPOU3BEJICHUI, HO U KaK Ha3BaHUS >KaHPOB, OINpenessist 00-
pa3HO-TEeMAaTHUECKUN CTPOW U OCOOCHHOCTH KOMIO3UIIMHM. TaKOBBI TMPOU3BEICHUS
B. KcenodoHToBa, nepeocMbICIMBAIOIIETO KaHP KOHILEPTa B TPAAULUAX TMMHUYE-
CKHUX UMITpoBH3aluii caxa: Toiyk «3aps B3omUIa» ISl CKPUIIKH M CUM(OHUYECKOTO
opkectpa (1987), Konuepr-toityk mist apdel u cuMmdonnueckoro opkectpa (1989),
Konuepr-Toityk «Maryuika-Bumioit» st Memo-cornpaHo U keHckoro xopa (1991).
K. I'epacumoB B npousBeaeHnn «Tolyk» U «JdPrapan» uisi CKpUNIKK U cUMQOHHYe-
ckoro opkectpa (1993) co3maer HOBBIM THUI HAIIMOHAIBHOW 2-4aCTHOM IUKIMYECKOU
¢dopMBbI (C KOHTPACTOM YacTeil MeUIEHHO—OBICTPO), BECbMa YAauHO MPHUMEHSS MY3bl-
KaJIbHO-CTUJIEBBIE U paMaTyprudeckue MprueMbl HApOJHBIX )KAaHPOB B aKaJIEMUYECKOM
npousBeeHUH. JlJI1 BOIUIOLIEHUS 3MHUYECKUX 00pa3oB B. 3bIpsSHOB co3maer Mys3bl-
KaJIbHO-Te€aTpaJIbHbIN KaHp MmyssikanivHoe ononxo («Tyitaapeima Kyo», «Kyn Opu-
), I1. UBanoa nuiuet d6arem-onronxo «Huxuuii mup» (2006).

Knrouesvie crosa: akanemuueckas My3bika SIKyTHH, My3bIKaJIbHbl€ TEPMUHBI.
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0. C. Bekcnep

HOBASI MY3bIKA KAK UCTOPUYECKASI KATETOPUS
B HEMELKOSI3BIYHOM MY3bIKAJTbHO-TEOPETUYECKOM
JTUCKYPCE IOCJIE IIEPBOII MUPOBOM BOHNHBI

[lonsiTe «HOBast My3bIKa», KOTOpPOE BIEpBbIE MosiBHIOCH poBHO 100 ner Hazazg
(1919), no cux mop ocraercss TUCKYCCUHOHHBIM M JIOMYCKAET Pa3IMUHbIC TOJIKOBAHUS.
Ms1 npunep:xuBaeMcst TpaktoBku I'. Jlany3epa, KOTOPBIM IIOHMMAE€T HOBYIO MY3BIKY
KaK MCTOPHYECKYIO KaTErOpHIo, T. €. BCEOOIy0 KaTeroputo MojaepHusma XX Beka,
0003HaYaIoNIyI0 BECh CHEKTP HOBAIMI B MY3BIKE MPOIUIOTO U YK€ HBIHEIIHEro CTO-
JETUS, HE CBOJUMBIX MCKJIIOUMTEIBHO K TEXHHUKE KOMIIO3MIIMM, CTUJIEBBIM Halpasliec-
HUSAM U 3CTETUYECKUM MIESAM U HE BCETJA CBA3AHHBIX C PAIUKAIM3ALNACH U YCIOXKHE-
HUEeM. Bpsia iu BO3MOXKHO BO BCeX ciyyasix 4eTko auddepeHIupoBaTh MOHATUS HO-
BOM, COBPEMEHHOM, aBaHTapJAHOW U aKTyaJIbHOW MY3BIKH.

Jloknaza mocBAIIEH Ha4albHOMY ATally OCMBICIICHUSI HOBOW MY3bIKH KaK HCTOPH-
YEeCKOM KaTeropuu — 3TOT 3Tall OTJEJEH OT Hadaja camoil HoBo#l My3bikH (1910) npu-
onmusurensHO necstuierueM. [lpennoxxennsiil 1. bekkepom TepMuH «HOBask MYy3bIKa
B Hayane 1920-x rr. cTaHOBUTCS OOLIEYNOTPEOUTETbHBIM M IIUPOKO HCIOIb3YETCS
B Ha3BaHuu ctatedl u kuur (I1. llredan. «Hoas my3sika u Bena»; B. Kpyr. «Hoas
My3bikay; B. [llpenk. «Puxapn Lltpayc u HOBas My3bika»). IIpu aTom cama HOBast My-
3bIKa OTHIOJIb HE OJHOPOJHA, O Y€M, B YACTHOCTH, CBUJETEIBCTBYET IOJISIPU3ALIAS
no3unnii [11énGepra u CTpaBUHCKOTO, BIIOCIEACTBUU MpeacTaBieHHass T. AIOpHO
B TEPMHUHAX «IIPOTPECCH U «PECTABPALUI».

[loHsiTHe HOBOIl MY3BIKM NPHUCYTCTBYET B CTaThAX, 3aMETKaX U MaprUHAIHIX
npoTaroHucToB HoBoW My3biku 1lI€nOepra, bepra u BebGepna. DToT 00mMpPHBINA KOP-
yC TOKYMEHTOB BKJIIOYAET B c€0sl KaK HEOIMyOJIMKOBAHHBIE, TAK U XOPOILIO U3BECTHBIC
MaTepualsl, B yucie nocaequux craths [Iénbepra «HoBas My3bika, ycTapeBiuas mMy-
3bIKa, CTWJIb U MBICITBY, a Takxke Jekuuu BebepHa «IlyTh k HOBOM My3bike». Ux aHa-
JIN3 MO3BOJISET BBISIBUTH JOMUHUPYIOIIHE (GAaKTOPbl B 0O0OCHOBAHUU MOHATHS MpeJicTa-
BUTEJIIMU HOBOW BEHCKOMW IIKOJIbI, a TAKXKE IPOSICHUTH UX OTHOLIEHUE K MY3BIKE CO-
BPEMEHHUKOB.

Krrouegvie cnosa: HOBasg My3bIKa, HCTOPHsI TEPMUHOB, aBCTPO-HEMELIKAsI MY3bIKa,
HOBOBEHCKas IIKOJIA.

U. A. Ilpecuakosa

«(IIPAKTHYECKOE PYKOBOACTBO K COYMHEHHIO MY3bIKN»
N.JI. ®YKCA (1830) B IIEPEBOJIAX M. PE3BOI'O U I'. APHOJIb/IA:
K MMPOBJEME CTAHOBJIEHUS PYCCKOS3BIYHOM
MY3BbIKAJIBHO-TEOPETUUYECKOKW TEPMHHOJIOTUA
B IEPBOHM MOJIOBUHE XIX CTOJIETHAA

N. JI. dykcy npuHaUISKAT NEPBbIA HAMCAHHBIM M W3aHHbIN B Poccun yueOHUK
KoMmo3uImu — «[IpakTudeckoe pykoBOACTBO K COUMHEHUIO MY3bIK» (1830), 6maromaps
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NepeBOly KOTOPOTO MPOU3OIEN KAUeCTBEHHBIH CKaYOK B (DOPMUPOBAHUU PYCCKOS3bIY-
HOTO MY3bIKAJIbHO-TEOPETUYECKOTO0 TEpMUHOJOrHMYeckoro ammapara. [lo MHeHuro
B. ®. Onoesckoro, M. Pe3Boit «...cBouM niepeBogoM Dykcosa “I'enepan-6aca” ycraHo-
BWJI BIEPBBIC HAIll TEXHUYECKUN MY3BIKAJIBHBIN s3bIK». PaboTa Haj mepeBoioM MOCITy-
YKUJIAa OTIIPABHOM TOYKOM JJIsl aKTUBHOM JesITeTbHOCTH Pe3BOro Kak My3bIKaIbHOTO JIEK-
cukorpada: eMy npuHaAIeKaT 00OBbSICHEHUSI My3bIKaJIbHBIX TEPMUHOB B « DQHIMKIIONEAN-
yeckoM JiekcukoHe» A. [Imomrapa (1835-1837, 11.1-6) m «CiioBape 1epKOBHO-CIIaBsH-
CKOTO M PYCCKOTO si3bIKay (1847).

Bropoe nepepaborannoe uznanue yueoHunka dykca — «HoBas MeToaay» — BBIILIO
B cBeT B Havane 1840-x rr. B nepeBone I'. ApHosbia. AHAIN3 TEPMUHOJIEKCUKU TIPH
CpaBHEHHH TepeBoJIoB Pe3Boro u ApHonb/a MO3BOJISET OCBETUTh OCOOCHHOCTH CTa-
HOBJICHUSI PYCCKOS3BIYHOM MY3BbIKATHHO-TEOPETUYECKON TEPMUHOJIOTHUU B MEPBOH TO-
noBuHe XIX cronerusi. JlaHHbIN mpoliecc XapaKTepU3yeTcsi COCYIIECTBOBAHUEM IPO-
THUBOIOJIOKHBIX U OJJHOBPEMEHHO B3aWMOCBA3aHHBIX TEHJEHUUN: IOUCK PYCCKOSI3bIU-
HBIX CEMAHTHUYECKHX KaJIeK HEMEIKUX TEPMUHOB (OMKJIOHeHUe, 2010Co8edeHue) UIET
napajuyielIbHO ¢ BHEAPEHUEM TPAHCKPUIIIIMOHHBIX BAPUAHTOB (MOOYIAYUS, OPSAHHbBIL
nyHKm), YTBEpXKJIeHHE B NPO(ECCHOHAIBPHOM BOKaOyNIsSIpe OIHUX HEOJOTM3MOB
(npedvém) He UCKITI0YAeT OTTOPXKEHUS HE MPUIKUBIINXCS WHBIX, a PEAYKIHMS CHHOHH-
MUYECKHX PANIOB (0Opaujenue W nepecmanosierue, OUCOHAHYA N Heblazo3syuue) N
TyONeTOB (akopd U akkopo, OUCOHAHYA U OUCCOHAHC) — MHOTO3HAYHOCTH (yHIaMEH-
TaJbHBIX TEPMUHOB (MOH, 1140).

HiMeHHO B pyCCKOSI3bIUHBIX BapuaHTaxX yueOHUKOB Dykca poauiuch (Wiu odpe-
JIM CBOM CEroJHSIIHMI 0OJMK) TaKhe TEPMHUHBI, KaK BBOJHBINA TOH, PEPBAHHBIN Ka-
JIaHC, MOJIYKaJaHC, 3a/ep KaHue, IpelbeM, OTKIOHEHHE, oOpallleHne aKKopjaa, roJo-
COBEJICHHE, TEPEUeHbE, YHTAPMOHUYECKOE TOXKIECTBO, YHTAPMOHHUYECKHU IMepexo,
MPOTUBOCIIOKEHHUE, TeCHOE [pacmonoxenue]| u apyrue. Kpome Toro, «IIpakrtuyeckoe
PYKOBOJICTBO» MOXHO CUMTATh MPEAIIECTBEHHUKOM TOrO THUIA y4yeOHHKA rapMOHUH,
KOTOPBIN YTBEPAUTCS B IMOCIEAYIOIIEe BpeMs. 3aME€TUM, 4YTO UMEHHO B «lIpakTuye-
CKOM PYKOBOJICTBE» BIIEPBBIC B POCCHUCKUX yUeOHBIX M3JaHUSIX ObLI 0003HAYCH Ta-
KOW BHJ 33JJaHUM, KaK «TApMOHHU3ALUS MEJIOJUN» U «PEIICHUE 3a7au» B UYETBIPEXIO-
JIOCUU, KOTOPBIA cTaHeT 0a30BbIM ISl JajbHEHIIel 0O0pa30BaTEeIbHON MPAKTUKH 10
TrapMOHHUH.

Kniouesvie cnosa: Worann Jleonmonpn DyKC, PyCCKOSI3bIYHAs MY3BIKAJIbHO-
TeopeTuYecKas TEPMUHOJIOTHUS, My3bIKallbHbIe pykoBoacTBa XX Beka.

3. Konapoea

CIIEHUPUKA TEPMHUHOJIOTHYECKOI'O AIIITAPATA
BOJITAPCKOI'O MY3bBIKOBEJEHHUSA B UCCJIEJOBAHUH
OTEYECTBEHHOM MY3BIKAJIBHON KYJbTYPHI

B uccnenoBanusax Oonrapckoil My3bIKadbHOM KYJBTYpbl HAMEYAIOTCS pa3HbIE ac-
NEKThI, (OPMUPYIOLINE COOTBETCTBYIOIIUNA TEPMUHOJIOTUYECKUI U TIOHATUHHBIN arma-
paT OTEYECTBEHHOI'O MY3bIKOBEJEHUsA. HaydHO-METOOIIOrMYecKuil acheKkT CBs3aH
C IOHUMaHHEM TPOIECCYaTbHOCTH Pa3BUTHA OOITapCKON MY3BIKH, TP 3TOM BBIIBUTA-
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IOTCSL  ONMO3UIMU  2100ANbHOE-I0KAIbHOe, OMKPbIIMOCHb-3AMKHYMOCHb, OUAN0UY-
Hocmb-u30nAYusA. My3bIKaIbHO-UCTOPUYECKUM aClEeKT 3aTParuBaeT BOIIPOCHI nepuoou-
3ayuu U NOKOJeHUl, KOHMUHUYM JTMO0 Ouckpemnocms Pa3BUTHSA. My3bIKalibHO-
ACTETUYECKHM acTeKT OXBATBIBAET BOIPOCHI H0./12apCKO20 MY3bIKAIbHO20 cmuisi. B cBd-
31 C OTMM KakK aKIEHT BBICTYNAIOT AaKTyaJIbHbIE WAEH W IOAXOJBl MCCICHOBaHMS
VHUKAIbHOCIU W MOOepHOCmu HAIMOHATIBHOW Kiaccuku W OONTapCKOro asaneapod
BTOPOM 1NOJ0BUHBI XX BEKa, KaK M HOBEHMIIMX TBOPYECKUX TEHICHLMN Ha4yajla HOBOTO
TBHICSIYEIIETHSI.

JluHaMKKa COBpEMEHHBIX MY3bIKaJIbHO-KYJIbTYPHBIX MPOLIECCOB TPeOyeT nepeMeH
U OOHOBJICHUSI TEPMUHOJIOTHYECKOTO U MOHSATUIHOIO ammapaTra 0OTe4eCTBEHHOTO MY3bI-
KOBe/ICHHA. B TOMBITKE OCMBICIUTE OOJTapCKyI0 «HOBYIO MY3BIKY» (M HE TOJBKO HO-
BYIO) B €€ HEPa3phIBHOMW CBS3U C APYTMMH BUAAMHU UCKYCCTBA U c(hepaMH YeJIOBEUECKON
NPaKTUKK W TBOpUYECTBa (Hayka, (Quiiocodus, MCUXOJIOTHS, TEOJOTHs) YCHIMBACTCS
3HaYeHHe MeTaophl B HAYUYHbIX TekcTax. E€ BcE OoJiee 3aMeTHOE M 3HAYUTEIBHOE IIPU-
CYTCTBHE SIBJIIETCA PE3YJbTaTOM BO3MOXKHOTO PACHIMPEHUS] METOAOB MY3bIKaJIbHOT'O
UCCIIEZIOBAHUS B CTOPOHY F€pPMEHEBTHKH, (PEHOMEHOIOTHH, UKOHOJIOTHUH, CEMUOTHKH.

MeXIUCIMIITMHAPHBIM  TIOJXO0/ CIIOCOOCTBYET SKCIUIMIIMTHOMY PAaCKpPBITHIO B
OOJIBIIMHCTBE CITy4asX HMIUTUIIUTHO BBIPAKEHHOM CEMAHTUYECKOW MPHUPOJIBI COBpE-
MEHHON OOJTapcKoi My3bIKH, €€ MHOTOCIOWHOTO COAEpPXMaHHsI M CHJIbI XyI0KECTBEH-
HBIX BHyIIeHUH. Takum oOpa3oM, MpousBeneHus: OOITapcKuX KOMIIO3UTOPOB (B YacT-
HocTH, TBOpuecTBO JI. Henoma, II. Bmamgurepoma, JI. Ilunkoma, K. MmmeBa, B. Ka-
3anpkueBa, JI. HukomoBa, MB. CracoBa M Ap.) pacKpbIBalOT CBOE 3HAUYEHUE BBICOKOM
MOJIEJIA J[yXOBHOTO MHpa — KaK HAIMOHAIBHOTO, TaK U TJI00aTBHOTO.

Knrouegvie cnosa: Oonrapckas My3blKa, [NI00ATU3alusl, MEXAUCUUILTMHAPHBINA
MOJIXO/I.

A. B. boapkuna

HEMEIKHUE MY3bIKAJIbHBIE TEPMUHBI:
HEKOTOPBIE OCOBEHHOCTHU ®YHKIIMOHUPOBAHUA
B 3IIUCTOJISIPHOM TEKCTE U IIPOBJIEMBI ITIEPEBOJIA

birarogapss My3bIKaIbHO-TEOPETUYECKUM TPAKTATAM U CIOBApsIM, KOTOPBIE U3-
JIaBAJIMCh HAa HEMELKOM SI3bIKE BCJIEJ 3a MEPBBIMU HEMEUKOS3BIYHBIMU TPAKTATaMH
B. K. IlpunTia, Hemelkasi My3blKaJibHasi TEPMUHOJIOTHS Obli1a chOpMUPOBaAHA YXKE KO
BTopoit mosnoBuHe XVIII Beka u Brirovana 00Jbiioe KOJIMYECTBO IPEUECKUX U JIATHH-
CKHUX 3aMMCTBOBAaHMU (MPSMBIX U Yepe3 S3bIKU-TIOCPEAHUKU — UTAIBbSIHCKUN U (ppaH-
IIy3CKHU), @ TAK)KE 3aMMCTBOBAHUS U3 UTAIBSIHCKOTO U (DPaHITy3CKOTO SI3bIKOB. My3bI-
KAHTBI-TEOPETUKN AKTHUBHO MCIIOJIb30BaJIM JAHHYIO TEPMHUHOJOTHIO B CBOMX TpyAax,
OJHAKO B 3MUCTOJSPHBIX TEKCTAX MY3BIKAHTOB, BOIPEKUA OXKHUAAHUSIM, MY3bIKAIbHON
TEpPMHHOJIOTUH BCTpedaeTcs HeMHoro. Tak, B nuceMmax B. A. Mouapra u JI. Monapra
MY3bIKaJIbHasi TEPMHUHOJOTHUSI, TTPEJACTABICHHAS] HEMEIKUMU TEPMUHAMU U 3aUMCTBO-
BaHUSMH M3 UTAIBSIHCKOTO, (PPAHIY3CKOTO U JIATBIHU, UMEET HEOOJBIION TeMaTude-
ckuii oxBar. OHa oTpa)xkaeT OOLIYI0 TEHACHLMIO Pa3BUTHS HEMEIKON MY3bIKAJIbHOMN
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TepMuHOcucTeMbl B cepeanne — koHie XVIII Beka: BapuanthHas hopma pukcanum He-
KOTOPBIX TepMHUHOB (opdorpaduyeckue pa3inuums), HaJIWYUE TMapauieIbHBIX (OpM
(3aMMCTBOBaHUE — HEMEIKHA TEPMHUH; KajbKa, TOJyKaibKa), 3aUMCTBOBAHUS, HE
alafTUPOBABIIMECS K CHCTEME HEMEIKOTO sI3bIKa JTHOO ¢ HU3KOW CTENCHBIO acCHMHU-
JMPOBAHHOCTH (B OCHOBHOM W3 UTAIBSHCKOTO si3bIKa). CII0KHOCTH MepeBoia TaHHOU
JICKCUKH BBI3bIBACT He opdorpaduueckne BapuaHThl, MAKAPOHU3MBI U OOJIBIIIOE KOJIH-
YECTBO MHOS3BIYHBIX BKPATUICHHH, a MPOQECCUOHATBHBIN KapTOH U OOBITPHIBAHUE MY-
3bIKAJIBHBIX TEPMUHOB.

Kniouegvle crosa: HeMenKasi My3bIKaJIbHAS TEPMUHOJIOTHS, MTEPEBOJI, MPOoheccu-
oHaym3Mel, B. A. Monapr u JI. Monapr.

/. A. Bynamoea

ITUMOJOI'MYECKHUE BOIIPOCHI
TPAJUIIMOHHOM UHCTPYMEHTAJIbHON TEPMUWHOJIOTIUU
(HA MATEPHAJIE CMBIYKOBBIX XOPTJO®OHOB THOPKCKHUX HAPOOB)

[TocTxkeHnue sBIEHUN WHCTPYMEHTAIBHOW KYJIbTYpPhl HEBO3MOXKHO 0O€3 u3yde-
HUS TEPMHUHOJIOTHH, MPUMEHIEMOUN Il 0003HAYEHUsS] HAa3BAaHUM MY3BIKAJIbHBIX WH-
CTPYMEHTOB M UX COCTaBHBIX yacTei. Ocob0e BHUMaHUE YUEHBIEC YACISIIOT BOIPOCaM
MPOUCXOXKICHUSI TEPMUHOB M UX CEMAHTHUKH, CIIOCOOHBIM IMPOJIUTH CBET HAa MHOTHE
acneKThl (DYHKITMOHUPOBAHUS HHCTPYMEHTAIBHBIX KYJIbTYP.

B psine ciydaeB u3ydeHHE 3TUMOJOTHH TEPMHHOB MOXKET CIIOCOOCTBOBATH IPO-
SCHEHUIO BOIPOCOB MPOUCXOXKIEHUS CAMUX MY3bIKAJIbHBIX MHCTPYMEHTOB. Tak, Tep-
MUH «KOO0Y3», IPUMEHSEMBbII 10 OTHOIICHHIO KO MHOTUM TIOPKCKUM CMBIYKOBBIM MH-
CTpyMEHTaM (Ka3aXxCKOMY, HOTalCKOMY, Y30€KCKOMY, KapaKallaKCKOMy, KapaiaeBo-
OalkapcKOMy, Taray3ckomy H JAp.), a Takke XopAodoHamM HE TIOPKCKHUX HapoJ0B
(YKpaHCKOMY, BEHI'€PCKOMY, JIMTOBCKOMY, MOJBCKOMY, PYMBIHCKOMY, YEIICKOMY),
MOXET UMETh MUPAHCKOE MPOUCXOXKACHUE. B «DTUMONIOrHuecKOM CI0Bape MPAHCKUX
s361k0BY» JI. Dnenpmana uutaeM: «Kubza- ‘ropGaTeiii, KpUBOM, MCKPUBJICHHBIH; CO-
THYTBIN, BBITYKJIBIN ». JlaHHAst STUMOJIOTUSI TEPMUHA COOTHOCUTCS C IEPBOHAYAIBHOM
(dbopMOIl CMBIUKOBBIX WHCTPYMEHTOB, 0 MHEHHIO yueHbIX (C. J[oHYeB), MMEIOIINX
U30THYTYI0 (GOpMy, MPUOIHKEHHYIO K (POpME OXOTHUYBETO JyKa. JTa ¢opMa B psijie
CMBIYKOBBIX MHCTPYMEHTOB COXPAHSIETCS U MOHBIHE.

OOHOBpEMEHHO C 3THUM, HEOOXOJIMMO OCO3HABATh CAMOCTOSTEIBHOCTH CYIIe-
CTBOBaHUS BepOajbHBIX CUMBOJIOB. Ilo MHeHuto . MamueBckoro, «3BOMIOIUS Tep-
MUHOJIOTUHY MPOXOJUT B CUCTEME UCTOPUUYECKOTO PA3BUTHUS MBIIIJICHUS U SI3bIKA, U 3Ta
ABOJIIOLMS MPOUCXOJUT JOCTATOYHO ABTOHOMHO M MapajlIebHO PAa3BUTHIO UHCTPY-
MEHTAJIM3Ma U MY3bIKaJIbHOW KYJIBTYpPHI B LIEIOM». TaK, YKOPEHHUBIIUNCS B AKYTCKOU
KYJIbTYpE€ TEPMHUH «KBIPHIBIMIIAY», MPUMEHSEMBIA I 0003HAYCHUS TPATUIIUMOHHOTO
CMBIYKOBOTO XO0pJ0odoHa, sBISAETCS (HOHETUYECKOW aamnTaluel pPycCKOro CioBa
«ckpunka». OH BO3HUK I03KE€ CaMOTr0 MHCTPYMEHTA, 3aMEHUB SIKYTCKOE Ha3BaHHE
«KBUIBICAX.

Knrouegvie cnosa: DTHOOPTAHOJOTHUS, STUMOJIOTUS, CMBIYKOBBIE XOPIA0(OHBI,
TIOPKCKHE HAPOJIbI.
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I. P. Caugpynnuna

KATETOPUU UCJAMCKOM MY3BIKAJIBHOU HAYKH
| “HJIM AJI-MYCHKH/ B TATAPCKOM S3BIKE:
YTEPSIHHOE HACJIEJUE?

[doknao noozomosnen ¢ pamkax npoexma Nol8-012-00227 «Konyenmyanusayus
Mmy3viku 6 agpaamuueckux mpaouyuax. Ucmopusn-Teopua-Ilpakmukay]

Cy1ecTBoBaHHE TaTapO-MYyCYJIBMAaHCKOW KYJIbTYphl B paMKaX MCIAMCKON IIUBHIIU-
3allUM Ha MPOTSHKEHUM OoJiee 4eM ThICsueNeTHsi 00yCIOBUIO €CTECTBEHHOCTh MPHUCYT-
CTBHS B TaTapcKOM sI3bIKE€ OOIIMX JUIS MCIaMCKOTO MHMpa Hay4HBIX KaTeropuil BO BCEX
00JIacTsIX 3HAHUS, B TOM YMCIIE U B MBICIH O My3bike. COXpaHMBILIHECS TEKCTHI Ha apab-
CKOW rpaduke, JaTUHULE U JJa)Ke KUPWUIMLE (B MEPBbIE COBETCKUE JIECSTUIETUS) MO/-
TBEPXKJAI0T WX 0a30BOE 3HAYCHHE JUIS XapAKTEPUCTUKU SIBICHUIA MY3bIKH B TaTapCKOM
s3bIke. B nmokiane, Ha ocHOBe aHanmn3a marepuanoB XIX — Hadana XX Beka, paccMaTpu-
BAlOTCSl BKHEWUIINE TEPMHHBI, OTHOCAIIMECS K ONPEICTICHUIO MY3BIKU /eUHd’, MyCcuKa,
cama‘l, 3ByKa /asaz, caem/, MENOAUU /anxaH, Hazmal, MeTpa, put™Ma / uka ', may3yu/ u
JPYyTHUE, AaHATU3UPYIOTCS 0COOEHHOCTH MX MHTEPIpPETAlUid B TATAPCKOM KyJIbTYpe B KOH-
TEKCTE TPAKTATHOM TPAIUIIUK U COOCTBEHHO MY3bIKaJIbHO-TI0O3TUYECKOM MIPAKTUKH.

[Ipn o4eBMOHON 3HAYMMOCTH IMPEACTABICHHOIO IUIACTA ISl UCTOPUM MY3BIKH
TaTap (U Wupe — IpYyrux MyCyJIbMaHCKUX HapoaoB Poccun) BcTaeT BOmpoc o ero 1eH-
HocTH B XX n XXI Bekax — nepuojie KapAUHAIBHBIX EPEMEH, KaK B MY3bIKaJIbHOM
TBOPYECTBE, TAK U €r0 OCMBICICHUU. DAKTUYECKN yTPATHUBIIMM CBOKO AKTYAJIBHOCTH
K CETrOJHSIIHEMY JIHIO, 3TOT SI3bIK, TEM HE MEHEE, KaKe€TCAd Ba)XHBIM U JI0 CHX IOP
HEJIOOLICHEHHBIM PECYPCOM COBPEMEHHOTO MY3bIKAJIBHOTO BOCTOKOBECHUS.

Krrouegvie crosa: kaTeropuu NCIaMCKOM MY3bIKaJIbHON HAYKU. TATAPCKUM SI3IK.

Y. P. /[ncymakosa

METOIAOJOI'MYECKHE BOINIPOCHBI TEPMHUHOJIOI'NHA:
ONBIT MEPEBOJA YYEEHUKA (IIOJUPOHUSA» T.H. IYBPABCKOM

CoBpeMeHHas KOHIIEIIIHUS HEMPEePhIBHOTO 00pa3oBaHUs ONpeseseT HeoOXoau-
MOCTh OOHOBJICHUSI YUEOHOW JINTEpPaTyphl, BMECTE C BBEJICHUEM HOBBIX JIUCIUTLIVH,
Martepuaia, nmoaxoaoB u T. 1. B KazaxcTtane akTyaibHOM 3amaueii BIsgeTCs QPyHKIIHO-
HUPOBAHHUE TOCYJAPCTBEHHOTO S3bIKa. PaHee, B COBETCKUH MEPHOJ, B OOyYCHUU MY-
3BIKAHTOB OH MMEJ Pa3HyI0 CTENEeHb pachpocTpaHeHus. KylbTyposiorudeckuii KOH-
TEKCT B MOTPEOHOCTH Ka3aXCKOTO si3bIka MeHsUICS. [1o TeopeTHdecKuM TUCIUTIIINHAM
ydeOHas JuTepaTypa mpeolOiamana Ha PyccKoM si3bike. IIpobGieMa TepMHHOIOTHH
CHICIMAIBHO HE CTaBWJach. llepeBOJHBIC YUCOHMKH HE BXOJWIM B KPYr TJIABHBIX
MPAKTUYECKUX 3a/1a4.

B 1990-2000-e rogsr ¢opmupyercsi cpena aist Oojee MIMPOKOTO MPUMEHEHHS
Ka3aXxCKOT'0 sI3bIKa (TPYMITBI 110 S3bIKY OOYUYCHHMS; TICIarord M y4eHbIe, CBOOOTHO BIIAJIC-
IOIIHE U MMUITYIIHE Ha POAHOM si3bike). Co3maeTcst yueOHas tuTeparypa 1o JUCIUILTHHAM
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PEruoHANBbHOM TEMATUKH, TaK KaK Ka3aXCTaHCKasi My3bIKaJIbHAS HayKa COCpe0TOYEHA Ha
W3y4YEeHUH HAIIMOHAIBGHON KyNbTYyphl. [1o BceM crienuanbHOCTSIM 3HAYNTEIHHO BO3PACTACT
KOHTHUHTEHT C Ka3aXCKHUM SI3bIKOM OOYYEHHsI, YTO HE 00ECIICUNBAETCS COOTBETCTBYIOIIEH
JUTEpaTypoi, 0COOEHHO MO OOLIUM TEOPETUUECKUM JUCIIUILTUHAM.

[Tpu nepeBone yueOnuka «llomuponus» T. H. [lyOpaBckoit (Acrana, 2014) pa3-
paboTaHa TEPMUHOJIOTHS HA KA3aXCKOM SI3bIKEe. ABTOPCKHN TEKCT y4eOHHKA TOTIOTHEH
PEIaKTOPCKUMH KOMMEHTApUsSMU. B Ka3aXCKOM TEKCTE€ YCTaHOBIIEHBI TPU TPYIIIIbI
TEPMHUHOB:

— YHuUgepcanvHbvle MenHcOyHapoouvle (MHOCTPAHHBIE CJIOBA), HE MEPEBOASTCS
(«mHTAITUNY);

— 0bwue, TIEPEBOMASTCS CIOBOM/CIOBOCOYETAHUEM («MENIOAMS» — «ayeHy,
«PaKOXOJ — KIIASTHKYPHUCH);

— cneyuanvbHblie, XapaKTEPHBI JJISI PYCCKOM MY3BIKQTbHON HAYKH, MPUMEHSIOTCS
KaK MHOCTPAHHbBIE C COOTBETCTBYIOIIMMHI KOMMEHTAPUSIMHU («BTOPA», «IIPOPACTAHUEY ).

Pemenue TepmMuHOIOrMH NP MepeBojie YUeOHMKA MOKa3bIBACT OOIIYIO TIPpoOIie-
MY Pa3BUTHsI TOCYAapCTBEHHOTO s3bIKa. CIIeUaINCThl — Ha MEPEIyThe MEXKIY 3arM-
CTBOBaHHEM MHOCTPAHHBIX CJIOB M CO3/IaHNEM HOBBIX Ka3aXCKUX CJIOB.

Knroueswvie cnosa: obpa3zoBanue, yueOHUK, IEPEBOJI, TEPMUHOIOTHSI.

A. b. Kosanee

O HEKOTOPBIX ACIEKTAX TEPMHUHOJIOI'NA B OBJACTH
PYCCKOM TYXOBHOM MY3bIKH HA PYBEXKE XX-XX| BEKOB

[IpoGnema TepMUHOIOTUM B OOJACTH JYXOBHOM MY3BIKM — Te€Ma IOHCTHHE
HEOOBSATHAS, YTO BO MHOTOM CBSI3aHO C JIOBOJIBHO IIMPOKUM KPYTOM IMPOU3BEICHUIA,
OTHOCSIIIUXCA K Pa3HBIM UCTOPUYECKUM IEPUOJIaM U MY3BIKAIBHO-XY05KECTBEHHBIM
HAIpaBJICHUAM; HAMCAHHBIX B Pa3HbIX KaHpax W (opmax, AJis pa3HOro COCTaBa HUC-
MOJTHUTENIEH, O0rocIyke0HOTO U BHEOOTOCTY)KEOHOTo McroHeHusl. HazoBeM HekoTopbie
aCTIEKThI UCIIOIb30BaHuUs CrIeIM(PUIECKIX TEPMUHOB B JJAHHOM aHPOBOM cepe.

Obodwarowue noHsamuss My3bIKaJIbHOTO BOTUIOIICHHS OMOJICHCKO-XpUCTHAHCKON
teMaTuku Ha pyoexe XX—XXI| BeKoB: IepKOBHOE MEHHE, [IEPKOBHAS MY3bIKa, TyXOB-
Has My3bika. [IpeqHazHayeHne, CyIHOCTh, )KaHPOBBIE U CTHIIMCTUYECKUE TPAHUIIBI.

Tunonoeus scanpo. JKaHpoBble THIIbI, TPYIIIbI, PA3HOBUIHOCTU TYXOBHBIX TPO-
U3BeNEeHUN W KpuTepuu ux nuddepenurponanus. TpagUIIMOHHbBIE >KaHPBI, KaHPbI
CMEIIAHHOIO THUIA, HETPAAMLMOHHBIE JKAaHPBI; XOPOBBIE LUKIBl U IPOU3BEACHMUS,
HalMCaHHBIE HA TEKCT OTACIbHBIX MECHOIEHUH; MPOU3BEACHUS, TATOTEIONINE K O0ro-
CITy>KeOHOMY M BHEOOTOCTY>KEOHOMY MOJIF0CaM.

bozocnysicebnvie naumenoganus unu no03a2o0i068KU RPOU3BEOCHUN:

a) C TOUYKHU 3pEHUs MPUHAATIEKHOCTH K LIEPKOBHO-TIEBYECKOM TPaUIIUN — TUMHO-
rpaduueckue ¢opmbl necHonennit (A. Hukonbsckuii «KartaBacum» op. 46), crnocoOsl
ux ucnonHerus (A. I'peyannHoB «AnTHGOHBY U3 JluTyprum op. 29), coxepkanue
TEKCTa, MECTO NECHONEHHsI B YMHOIOCIEeA0BaHUU Oorocmyxenus (A. Kacrambckuii
«Ctuxu nepen llecTomncanMueM), UCMONb30BAaHUE TPAAUIIMOHHBIX POCIEBOB U OOM-
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xonHbIX HaneBOB (A. Hukonbckuit «Jlormatukm». CBoOOIHAs 0OpaboTka OOIBIIOTO
3HAMEHHOTO pocreBa op. 48.);

0) ¢ TOYKM 3peHUus UAECHHO-00pa3HOro cojep:kaHus. Bompockl Hcnoiab30BaHuUs
noHATui Jlumypeus, rumypeuweckuil (-asi, -oe, -U€) BHE MPSIMON CBSA3H C MPABOCIaB-
HOM Ciyx00H, TpakTyemMblx B 0oJiee HIMPOKOM JYXOBHOM H XYJO0>KECTBEHHO-
accounatuBHoM KoHTekcTe. [Ipumepsl: P. Hlenpun. Pycckas aumypeus «3anedarieH-
el anrem», HO. bynko. Kamepnas kantata No 6 «/lumypeuueckoe mecHONEHUE,
B. Py6un. Jlumypeuueckue necnonenust «CBetioe Bockpecenue» u mpod.).

Knrouesvie cnosa: nyxoBHas My3blKa, XKaHpoBas TUHoJorus, Jlutyprus, auryp-
TUYECKUE MECHOICHHUS.

B. I0. Aumunoea

ITPOBJIEMbI TEPMHUHOJIOTI'NAN
B OTEYECTBEHHOM MY3BIKAJIBHOW WHJIOHE3UCTUKE

B cBete MupoBBIX rI00aIM3allMOHHBIX MPOIECCOB COBPEMEHHOE MY3bIKO3HAHUE
JNEMOHCTPUPYET 3HAYUTENbHOE pacliupeHue reorpaduu OOBEKTOB HUCCIEIOBAHUM.
B Tom uucne, B mocieqHue AeCATUICTHS] BHUMaHUE MY3bIKOBEIOB BCE 4allle MpPUBIIE-
KAIOT MY3bIKQJIbHBIE KYJIBTYPBI OTJAJIEHHBIX CTPaH, TOJITHUE TO/ibl OCTABABIINECS MPaK-
TUYECKU 3aKPBITBIMU ISl OT€YECTBEHHBIX Y4EHBIX. K MX 4HClly OTHOCHUTCS MHAOHE-
3UICKasl TpaauUMs MY3ULIMPOBAHMS, 110 IPABY BOCXMIIAIONIAs UCCIENOBATENIECH CBOEH
YTOHUYEHHOCTBIO, CIIOXKHOCTBIO U Pa3BUTOCTHI0. OJIHAKO COBpPEMEHHAs MYy3bIKaJIbHAs
MHJOHE3UCTHKA JEMOHCTPUPYET HEOOXOAUMOCTh 00Jee CKPYIMYIE3HOTO OTHOIICHHUS
K UCTIOJIb3yEeMOW TEPMUHOJIOTHUU.

[Tpu oOpaiieHun K MHAOHE3UMCKOMY HMCKYCCTBY HCCIEIOBATENb BOCIPUHUMAET
TEPMHUHOJIOTHIO JTUO0 ayHalibHO (B MpoIecce OOIIEHUsI ¢ MYy3bIKAHTAMHU ), IUOO BU3Y-
abHO (IIPY M3Y4YEHMM NMHCBMEHHBIX HCTOYHUKOB). B 000MX ciydasx ocTpo BCTaér
npobsiemMa AeKOAUPOBaHUS UHPOpPMALUU U (PUKCALIMH WHIAOHE3UICKUX TEPMUHOB MPU
IIOMOLIM JIMTEP PYCCKOro s3bIKa. JIMIIb KOMIUIEKCHOE H3Yy4Y€HUE HHIAOHE3UNCKOU
KYJbTYPbl CIIOCOOHO MPEIOTBPATUTH TEPMHUHOJIOTUYECKUE MCKAKEHUS, U KOPPEKTHAs
npe3eHTals TEPMUHOJIOTHH TPeOyeT 3HaHUs OCHOB MHJIOHE3UNUCKOIO sA3bIKa.

B 3amagHOM HMCKYCCTBO3HAaHMH, a TaKKE€ B OTEUECTBEHHOHN JUTEpAType, MOCBS-
mEHHON KynbType MHAOHE3MH, MepBOCTENEHHOE MECTO yJIensieTcsl (OHETHUYECKHUM
KoMMeHTapusiM. HeoOxoumbl OHE MOTOMY, YTO MCIIOJIb30BaHUE JIAaTUHUIIBI B MHI0-
He3un oOnagaeT ocoboi crenudukon. K mpumepy, cornacHas «C» MPOU3HOCHUTCS
CXOJTHO C PYCCKHUM «4»; TO €CTh Ha3BaHWE SIBAHCKOM HUTPHI «Celempung» ciemyer
3a(hUKCUPOBATH KAaK «UEJIEMITYHT».

Takxke MpU XapaKTEpUCTUKE MHAOHE3UMCKOW MY3BIKAIbHON TPaAUIIMK HEOOXO-
IUMo oOpamaTh 0co00e BHUMAaHNE Ha MHOTOYHCICHHOCTh PETHOHAIBHBIX TPATUIMHA U
UX 3HAUMTEIbHBIC paznuyus. [Ipu MCHoNb30BaHUKM ABTOXTOHHON TEPMUHOJIOTHH YyUE-
HBIM HEOOXOAMMO YKa3bIBaTh JIOKAIM3ALMIO TEPMUHA, H30€raTh CMEIICHUS TEPMUHO-
JIOTUYECKUX aIllapaToB pa3IMYHbIX perioHoB HI0HE3MH.

Kntouesvie cnosa: TepMUHONIOTHS, UHIOHE3UCTUKA, IHIOHE3MS, YEIeMITYHT .
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C. Anopeakkuo

INTERCULTURAL MUSIC:
PASMBIIIJVIEHUA O TEPMUHOJIOTUHN U KOHIEIITAX

[TosiBneHHE HECKONBKHX aHCaMOJICH, akaJeMHICCKUX KypCOB U MEPOIPHSTHH,
MOCBSAIICHHBIX Tak Has3biBaemoii «lIntercultural Music», tpedyer Gomee TybOKOro
OIIpeIeNICHUsT U OCMBICIICHUSI 3TOW Kareropuu. buOimorpadudeckue mcciaenoBaHus,
NPOBEICHHBIC TI0 KAaTETOPUSM W Ha3BaHHSIM, HCIIOJIb3YyEeMbIC B MY3bIKAIIbHOM HCKYC-
CTBE KOMITO3UTOpPAMH M MY3bIKOBEIaMH C cepenHbl XX BEKa, BBISBUIN OMpPECIICH-
HYI0O TEPMHHOJIOTMUYECKYI0 HEOJHO3HAYHOCTh: MpHiararenbHoe «interculturaly —
«MEXKYIBbTYPHBII» — M CBSI3aHHBIE C HUM TEPMHHBI («TPAHCKYJIbTYPHBIN», «KpOCC-
KYJIbTYPHBIN», «THOPHIHBIN», «(BIOKH», «CHHKPETHYCCKHI») YacTO MPUMCHSICTCS
K MY3BIKQJIbHBIM KOMIIO3HIIUSAM, OOBETUHSIONIMM MY3bIKAJIBHBIC JIEMEHTHI JBYX HIIH
OoJsiee KynbTyp, O€3 YETKOTO OINpPENEICHUS U KaK TOJTHBIE CHHOHUMBI OJTHOTO M TOTO
e Tporecca.

B HacrosmieM Jokiame paccMaTpUBAcTCS  HEOMHO3HAYHOCTh KaTETOPUHU
«intercultural musicy/«MexXKynbTypHasi My3bIKa», CPABHUBAeTCS €€ 3HAYCHUE M WC-
MOJIb30BaHKE C JPYTUMH OJU3KHMMH TEPMHHAMH, U JIEIACTCS TOIMBITKA BHECTH B HEe
HEKOTOPYIO SICHOCTD, JaBasi KOHKPETHBIC TPUMEPHI U3 3THOMY3BIKOJIOTHIECCKHX UCCIIe-
JIOBaHUIA.

Kpome Toro, B xo11e 00CykIeHUs OYIET MOAYEPKHYTa BAXKHOCTh PACCMOTPEHUS
NPUIIAraTeIbHOTO «MEKKYIbTYPHBI» HE KaK HE UMCIOIETO [IEHHOCTH HJIH HJICOIOTU-
yecku cBoOoaHOTO. ECcim mpucraBku «inter», a Takxke «transy u «cross» MOTYT INpH-
BECTH HAC K MBICITH, YTO KOMITO3UTOPHI (M MHTEPIPETATOPHI) UACATUCTHUCCKHA CTHPA-
10T KyJbTYPHBIC TPAHHIIBI Y€PE3 CBOI MY3BIKY, TO aHAIMTHUYSCKHUI B3TJIST HA TIpOIIec-
CBI KYJIbTYPHOTO B3aMMOJICHCTBHS MOKET BBISIBUTH JHHAMUKY JIPYroro poja.

Kniouesvle cro6a: MeXKYIbTYPHBIH, KyJIbTYPHBIC TPAHUIIBI, TEPMUHBI.



MOHSITUMHBIN AIIIAPAT U TEPMUHOJIOI'US
B N3YUYEHUU MY3BIKU BAPOKKO

A. A. Ilanos, U. B. Po3anos

CTAPUHHASA MY3bIKAJIBHASL TEPMHWHOJIOI' S
N COBPEMEHHAS UCHOJIHUTEJIBCKASA INTPAKTHUKA:
MNPOBJIEMHOE IOJIE UCCJEIOBAHUA

OnHOM M3 caMbIX CIOXHBIX MPOOJIEM, COCTABIISIOUIMX MOBECTKY JHS 3araHOeB-
POIIEUCKOr0 MY3bIKaJIbHOTO MCTOYHUKOBEICHHUS, SIBISIETCS] NHTEPIPETALUs CTAPUHHON
MY3BIKaJIbHOW TEpPMUHOJIOTUU. B 0coOeHHOCTH akTyasjeH JaHHbBIA BONPOC AJISL MY3bl-
KaHTOB-TIPAaKTHKOB, padOTalOMUX B cepe Tak Ha3bIBAEMOTO UCMOPUUECKU UHGOpMU-
POBAHHO20 UCNOTHUMENLCMEA. ABTOPBI HEOJHOKPATHO 00palllaiuCh paHee K yKa3aHHOU
TEME, MOAYEPKUBAs BCAKUN pa3 HAIMYHUE LIEJIOT0 psiia CHCTEMHBIX IPOTUBOPEYNI B MH-
TEpPHpPETaly CTAPUHHON MY3BIKaJIbHOW TEPMHUHOJIOTMH, IPUYNHON Y€MY, 10 MHEHHIO
aBTOPOB JOKJIa/a, MOCIYXUJIO OTCYTCTBUE €IMHOW, YHU(UIUPOBAHHOW, aKIENTHUPO-
BaHHOW M TOHATHOW BCEM MCCIENOBATENSIM TEPMHHOCUCTEMBI CTApPUHHOW MY3BIKU.
B coBpeMeHHOI CripaBOYHO-IHIMKIIONEANYECKON JTUTEPATYPE 10 CUX MOP OTCYTCTBYIOT
KpaiiHe HeoO0XOAWMbIE HCHOJHUTENSM-TIPAKTUKaM TOYHbIE AC(PUHUIMM BaKHEHIINX
MOHATUHN M3 00JIACTH UHTEPIPETALMN MY3bIKH B IIPEJICTABICHUN MY3bIKAHTOB JAJIEKOTO
nponutoro. (CkazaHHOE OTHOCUTCS M K OONBIIMHCTBY MPAKTHUECKUX PYKOBOJCTB IO
UCIIOJIHEHUIO CTApHMHHOM MY3BIKM Ha pa3ziIM4YHBIX MHCTpyMeHTax). He cdopmupoBanbl
IIOKa UEPAPXUYECKU OPTraHU30BAHHBIE OHTOJOTUH OCHOBHBIX MCIOJHUTEIBCKUX U TEO-
PETUYECKUX TEPMUHOB CTapUHHOM My3bIKH. HakoHel, OTCYTCTBYET OIpeleieHHBIN
Y OJIHO3HAUYHBIM OTBET Ha IJIABHBIM BOIIPOC: C KAaKOW LEJIbI0 MY3BIKAHTHI MPOIIIOTO
CO37aBaJIM Pa3INYHbIC UCIIOJHUTEIBCKAE KOHBEHIINH.

Kniouegvle cnosa: 6apokko, MaHbEpHU3M, CTapUHHAs MY3bIKalbHas TEPMHHOJIOTHS,
MHTEPIIPETALUS CTAPUHHON MY3bIKU, HCTOPUUECKH MH(POPMUPOBAHHOE UCTIOTHUTEIBCTBO.

H. I0. I[homnukoea

PUTOPUYECKAA TEPMHWHOJIOI'USA B TPAKTATE
HUKOJIAA JUIEIIKOI'O «MYCHKHUHCKASI TPAMMATHKA»

Beinaronuiicss KOMMO3UTOp 3MOXH pycckoro Oapokko Hukomait unmernkuit
B CBOEM TpakTaTe «MycCUKHiiCKasi rpaMMaTHKay», Haubosee M3BECTHOM B OMYyOJIMKO-
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BaHHBIX penakuusx 1679 u 1681 rogos, HEPEIKO UCTIOJIB3YET PUTOPUUYECKYIO TEPMHU-
HOJIOTHIO. B Ha3zBaHMX pa3fesioB NPUCYTCTBYIOT TEPMHUHBI «IUCIO3ULIUD» (IBAXKIbI),
«UHBEHLHSY, «3KCOPAMS» U «aMIUTU(DUKALUL».

B paznenax «O gucnosunmm» (B pea. 1679 roga — «O paznoxxenun nenus») u-
JEIKUN MPEJCTaBIsIET OCHOBHbIE NMPUHUUIBI (DAKTYpHOTO BOIUIOUIEHUS TEKCTA, BHA-
qaJie «KOHIepT» (MMUTAIIMOHHOE U3JI0KEHHE, «TJIac CO IIacoM OOpeHHe») U PUITUCHH,
WIH TYTTH («BCE BKYIIE»), @ BIIOCIEICTBUU — PA3IMYHbIE BUABI UMUTALMOHHBIX CTPYK-
Typ. C Ha4anbHBIMM 3TallaMy KOMIO3UIMU — BEIOOPOM JUIMTEIBHOCTEN, May3, pa3Me-
pa, Jaga — cBsa3aHbl pazgenbl «O SKCOpAMU, CHpedYb O Hayaje BO TBOPEHUM IEHUS
1 «O0 MHBEHLUN», TO €CTh «U3BICKAHUU MTEHUS KAKO TBOPUTH.

OcHoBHBIE c11OcO0OBI PabOTHI ¢ «paHTa3zue» WK «rneHueM» Jlunenkuit n3naraer
B pazzene «O aMm[n|nudukanuen, cupedb 0 pa3lIUPEHUN NEHUsD». B XynoxkecTBeHHON
JUTEPAType U OPATOPCKOM HCKYCCTBE aMIUIM(PUKALUS SBISETCS OAHUM W3 MPUEMOB
YCHUJICHUS TTO3TUYECKON BBIPA3UTEIBLHOCTH PeUH, OJiarojapsi MOBTOPEHUSIM Pa3IndHO-
ro poja, B TOM YHUCIJI€ U BapbUPOBaHHBIM. FIMEHHO 3TOT TepMHUH Ucnoyb3yeT Jluen-
KW, KOTJ]a OMUCBIBAET CIIOCOOBI pa0OTHI C IaHHBIM MaTEpPHAIOM: U3MEHEHHE J1aJI0BO-
IO HaKJIOHEHHS; METPOPUTMHUUECKHE U3MEHEHUsI (CMEHa pa3Mepa, YMEHbBIICHHE); Me-
JoauuecKue mpeoOpazoBaHus (MHBEPCHUS, PAKOXO).

B noknane Oyzmer yneneHO BHMMaHUE peaju3allid TEOPETHUYECKHX MOCTYIAaTOB
Jlunneukoro B ero cOOCTBEHHOM TBOPYECTBE, OCOOEHHO B €r0 TPHUALIATA CEMH YETbl-
PEXTOJIOCHBIX KOHIIEPTaX, KOTOPhIE B HACTOAIIEE BPeMs TOTOBSITCS HAMU K U3JJaHUIO.

Knrouesvie cnosa: Hukonair Jluneukuii, Mycukuiickas rpamMmMmaTuka, 0apokko,
PUTOpHKA.

3. 3. 3azuodyanuna

BOITPOCBI TEPMUHOJIOTUN B AHAJIU3E MAPTUMEHTMU:
TEOPUSA CKEMATBI U METO/IbI
OTEYECTBEHHOI'O MY3bIKO3HAHUA

B nocnennue aBa necaruietusi B 3apyoexHbIX uccrnenoBaHusx My3biku XVIII Beka
(V. Kannun, T. Kpucrencen u ap.) Haps1y ¢ ICTOPUUECKONH TEPMUHOJIOTHEHN BCE yalle
UCIIOJIB3YIOTCSL TOHSTHS, CBA3aHHbIE C KOHLENIMEH MY3bIKaJbHOM CKEMAaThI
(schemata). Hanpumep, oHa TpaguiiioHHO GUTypHpYyeT B OONBIIMHCTBE 3aIaJHBIX pa-
00T MO MapTUMEHTO (peruoHaIbHOM pa3HOBUIHOCTU reHepain-Oaca). Ee paspaborka
NPUHAJICKUT aMEepUKaHCKOMY My3bikoBeny PoGepry I'bepauHreHny (ocHOBBIBaBIIe-
mycst Ha unesx JI. Maiiepa). JloctatouHass MeTaOpHYHOCTH €T0 TEPMHHOJIOTHUHU
(Do-Re-Mi, Prinner, Indugio u 1p.) MOXET HECKOJIBKO CMYTUTh OTEYCCTBEHHOTO MY-
3bIKOBE/IA, (YH/IAMEHT BOCIUTAHUSI KOTOPOTO COCTAaBIISIIOT CTPOTHE U CTPOMHBIE TEO-
puu 0. H. Xononosa. Mexty TeM, UMEHHO Oyiarofjapsi €ro KOHUETIIHSIM CETOTHS MO-
T'YT OBITh PACKPBITHI HOBBIC MTOHATHUS 3aMafHON TeopHH. Tak, a1 000CHOBaHUS CKeMa-
Thl JOCTATOYHO MPOJIOKUTH TEPMUHOJOTHMUECKUI MOCT K OAHOW U3 YHHMBEpPCaJIbHBIX
Kareropuii XoJjionoBa B TAPMOHHYECKOM aHaJM3€ — KOHTYPHOMY JBYXT'OJIOCHIO (Tep-
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muH [1. Xungemuta). Ha 3T0T nexkamuii B ocHOBE TOMO(DOHHON TKaHU KOHTPAIyHKT
0acoBOTO M MEJIOJIMYECKOTO T'OJIOCOB OMHUPAETCS B TOM YHCIIE peaju3alus reHepal-
Oaca. IMeHHO MO3TOMY JIaHHAs! TPAKTHUKA BBICTYMAET CKOPEE KaK UCKYCCTBO (haKTypHI.

AHanoru4HbIM 0o0pa3oM ['bepauHreH paccMmaTpuBal TOMOMOHHYIO MY3BIKY —
B TOM YHCJI€ TAPTUMEHTH UTAIBbIHCKUX KOMIIO3UTOPOB — KaK IOCIEAOBAaHUS B3aUMO-
JEUCTBYIOIINX «CKEM», TO €CTh (PopMys, 00pa3yroIIUXCsl U3 OMOPHBIX 3BYKOB Kpail-
HUX TOJIOCOB HMMIIPOBU3UPYEMON MY3BIKaJIbHOM TKAaHW. BMecTe OHM COCTaBISIOT
HENbHBIA MOTU(POHUUECKHN OCTOB, MM cKeMaTy ((paKTUYEeCKh — KOHTYpHOE IBYX-
TOJIOCHE).

Ha 3amage anamutmyeckudi Meton ['pepauHreHa amanTupoBaH — TaKKe
K MY3bIKaJIbHOM IeNaroruke. biau30CcTh paccMaTpUBAEMBIX UM «CKEM» MEJIOJIUKO-
rapMOHHYECKMM 000pOTaM, OCBaMBAa€MbIM B OT€UECTBEHHOM Kypce TapMOHHUH, TI03BO-
JAET BBLACIUTH €IIE€ OJHY TOYKY CONPHKOCHOBEHHWs NONOKEeHUN P. I'bepauHrena
¢ HayuHbIMHU B3IsiAamMu FO. XomomnoBa u ero mikossbl.

Kurouesvie cnosa: YO. Xomonos, P. I'eepaunren, schemata, maprumenrto, rexe-
pan-6ac, my3bika XVIII Bexa.

P. A. Haconoe

3A HEUMEHHMEM JIYYHIEI'O
(O ’KAHPOBOM TEPMHWHO.JIOTUH
HEPKOBHbBIX KAHTAT M. C. BAXA)

[Tpu moAroToBKe K M31aHUIO MEPBOIO TOMA IOJIHOTO coOpaHus counHeHui baxa
(1851) penaxTopsl, M0 Bce BUAMMOCTH, NPUHSIN PEIICHUE OOBEIUHUTDH JIUTypruye-
CKH€ MPOU3BEICHUN KOMIIO3UTOPa Ha TEMY LIEPKOBHOTO JHS MO KaHPOBBIM 0003HaYe-
HUEM «KaHTaTay. XOTd UX MOTUBBI HE OOHAPOOBAINCH, TEPMHUH MPIKUWICA U CTall 00-
HICPUHATBIM. B nocnennne necsaTUIeThs, B CBA3M C MPUCTAIBHBIM HU3y4YEHUEM MCTOY-
HUKOB 0aXOBCKOM MY3BIKH, 3aMaJTYMBaTh HECOOTBETCTBUE TPAIUIIMOHHOTO >KaHPOBOTO
0003HaUYEHUsI PYKOIUCSAM CaMOr0 KOMIIO3UTOpa YK€ HEBO3MOKHO: KaK M3BECTHO, bax
Ha3BaJl «KaHTaTaMW» JIMUIIb IIECTh COJIbHBIX Komnosuuui. Ho B orcyrcTBHE anbTrepHa-
TUBBI TEPMUH «KAHTATa», I10-BUAUMOMY, HABCET1a 3aKPEIUIICS 3a OTOU IPYIIION COYH-
HEHUH, ITCTh U KaK HEKasi yCJIOBHOCTb.

OpnHa U3 0cOOEGHHOCTEH KaHPOBOM TEPMUHOJIOTMHM B pyKomucsax baxa coctout
B TOM, YTO KOMIIO3UTOP HEPEIKO YKa3bIBA€T MY3BIKAJIbHBIN KaHpP MO MPUHIUIY Pars
pro toto. CobctBeHHO «uenoe» bax mmenyer penko, ogHako B Hekposore komrio-
3UTOpPY MpumuckiBaeTcs maTh MUKIOB Kirchenstiicken (ctapurHOE M ckopee dKcTpa-
My3bIKalIbHOE 0003HaYEHUE).

B 3T0ii cBsI3U 1OJIE3HO OCMBICIUTD MPOOJIEMBI C KAaHPOBOM TEPMHUHOJIOTUEN 1IEp-
KOBHOH My3bIkM baxa B koHTekcTe mpoTuBopeunii pedopmsl Hoitmaiictepa. B cBoux
NEPBBIX €XKETOJAHMUKAX JIMOPETTUCT Mpeajarajl pajguKalbHbIi BapUAHT NEPEMEH: MOJ-
HOCTBIO 3aMEHUTBH «LIEPKOBHBIE IIBECHD» MOITUYECKUMHU COYMHEHUSAMHU «KAHTATHOT'O»
THUIIA, COCTOAIIMMH HCKIFOYUTEIBHO W3 CTUXOB JJISI PEYUTATUBOB U ApUN, — OJHAKO
3aTeM BEPHYJ B Ka4e€CTBE TEKCTOBOW OCHOBBI OTAEIHHBIX HOMEPOB OHOIelickue u3pe-
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YeHHUs] U CTPO(bI LIEPKOBHBIX MECEH, HApYyIIMB TaKUM 00pa3oM «YUCTOTY» 3aMblCiia
pedopmbl. MOXKHO TPEANONIOKUTh, YTO B CIOKMBIICHCS cUTyalluu bax «ycroBHO»
MBICJIHJI CBOU TPOU3BEACHUS KAaK «IIEPKOBHBIE MbECh», HO W30erajg MoJIb30BaThCA
STUM HEOJHO3HAYHBIM MOHITHUEM B PYKOIHUCSX.

Knroueswie crosa: U. C. bax, 3. Hoitmalictep, kantara, Kirchenstiick.

C. H. Huxkughopoes

CTUJIb MY3BIKHU TI. ®. TEJIJEMAHA
U EI'O MOHSITUMHBINA ANIAPAT

B noknane cpopmupoBaHo mpejicTaBieHue o cTuiie My3biku . @. Tenemana
(1681-1767) kak 00 «00BEKTHBHO-CYOBEKTHBHOM cucTeMey (Bbipaxkenue E. B. Hazaii-
KUHCKOT0), TIPU 3TOM KaXKJasi U3 e€ COCTABJISIIONINX OXapaKTepru30BaHa CBOMMHU MOHSI-
TUsMU. Tak Ha3bIBaeMble OOBEKTUBHBIC AIEMEHTHI CUCTEMBI (MU «OOBEKTHUBHBIC Jie-
TEPMHUHAHTBI», 0 TepMUHOJOrnKM Ha3allkuHCKOr0) BhIpaKEHbI B HECKOJIBKUX MOHSATH-
AX. DTO, BO-TIEPBBIX, «TaJAHTHBIA CTHIIb». BO3MOXHO, YTO TaKo€ CIOBOCOYETAHUE
(uem. galante Schreibart) kommo3uTop ynotpeOsit B peuu; 10 MEHbIIIEH Mepe, pa3HbIe
3HAYEHUS CJIOBA «TaJIAHTHBIN» ObUIM €My SIBHO 3HAKOMBI. MO>KHO, OJHAKO, TPEJIo-
JIOKUTh, YTO BBIPAXKEHHE «TAJAHTHBIN CTWIIB» TeleMaH B CBOMX Pa3MBIIUICHUSAX 3a-
MEHSIT cloBoM «BKyc» (Geschmack, Gofit), umest Tipu 3TOM B BUIY KaTETOPHUIO CTHIIS.
BTopbIM crieyeT MOHATHE «CMEIIAHHOTO CTWIIsh), MOJApa3zyMeBarollee 0O0beIuHEeHUE
B paMKaX OJHOW KOMIIO3UIMU MY3bIKaJbHOM CTWJIMCTUKH BEIYIIHUX E€BPONEHCKUX
ITKOJT — (PaHITy3CKOW M HTATbSTHCKOM.

CyObeKTHBHBIC AJIEMEHTBI CHUCTEMBl CKIIAIBIBAIOTCS M3 HECKOJBKUX TOHSATHH.
[TepBoe 0003HAYEHO HaMU Kak «HameBHOCThY» (Hem. Sanglichkeit). ITox HaneBHOCTBIO
MMOHUMAETCS TAaKO€ CBOMCTBO €r0 MY3bIKAIbHOTO SA3BIKa, IPU KOTOPOM TJIaBHBIM BbIpa-
3UTENIbHBIM CPEJICTBOM SBIISETCA MENOAMS (MM MENOAMH), a OJHUM M3 OCHOBHBIX
KOMIIO3UITMOHHBIX TPEOOBAHUI — CTpEMJICHHE K pelbe()HOMY OTOOPAKEHUIO B MY3bI-
KaIbHON TKaHU KaXJ0W Menoaudecko JuHUHU. CojepKaHUe MOHSATUS <JIETKOCTB)
(mem. Leichtigkeit) cBs3piBacTCS HaMHM C OTHOCHUTEIBHOM MPOCTOTOW COYMHEHUH B
IJIaHE TEXHUKU WX KOMIO3ULHH, JAOCTYNHOCTBHIO Uil M3YYEHUS U BOCHIPUSITHUS Kak
npodeccruoHanaMu, Tak U JroouTensaMu. Jlorndecku 3aBepiiaeT JaHHYIO MOJICUCTEMY
MOHATHE «ECTECTBEHHOCTbY», BEIOpAaHHOE HaMM KakK HKBUBAJICHT ynoTpebissemomy Te-
JEMaHOM U ero coBpeMeHHuKamu cioBy Natur. ITo cBoeil cyTu MOHATHE «ECTECTBEH-
HOCTbY» SIBJISIETCSl 00OOUIAONINM, MMOCKOJIBKY B HEM CYMMHUPYETCS COAEpXk aHUE Tep-
BBIX JIBYX; €r0 K€ MOXHO paccMaTpuBaTh KaK HEKYI0 3CTETHYECKYIO KaTErOpHIo,
OCMBICIICHHYIO aBTOPOM B MPEIUCIOBUU K COOpHUKY «JIBaaaTes yeTsipe oabh» (1741).

[IpencraBneHHBI MOHATUHHBINA ammapar CrocoOCTBYET, HA HAIll B3IJIAM, aJCK-
BaTHOMY BOCIPHSITHIO KaTETOPUH CTUJISL IO OTHOLIEHHUIO K My3bike ['. . Tenemana.

Kniouegvie cnosa: I'.®. TenemaH, cTuib, MOHATUWHBINA anmnapar, 1eTEPMUHAHTHI
CTHIIAL.
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A. A. Xnonuna

MY3bIKAJIBHAA TEPMHUHOJIOI'USI B TPAKTATE «IL CORAGO»
(MTAJIUA, TIEPBAS ITOJIOBUHA XVII BEKA)

Jloknam TOCBSIINEH MPOOJIEMATHKE MY3BIKATbHO-TCOPETUUECKOW TEPMHHOIIOTHI
B MTAJIbIHCKOM aHOHHMHOM TpakTare repBoi mosioBuabl XVII Beka «Il Corago, 0 vero
alcune osservazioni per metter bene in scena le composizioni drammatiche».

TpakraT cocTaBieH W3 pa3HOOOpa3HBIX HAOIOJICHHWIA aBTOpa 3a COBPEMEHHOMN
eMy TeaTpaJbHOHN MPAKTUKOH, KOTOPBIE BKIIOYAIOT B CEOS MMUPOKUI KPYyT TeM: paboTa
103Ta ¥ KOMIIO3UTOPA, MY3bIKAJIbHBIH UHCTPYMEHTApUi, TeaTpabHOE IBHKCHUE, Ta-
HEI[ ¥ JKECT, CIICHUYeCKOe OQOPMIICHUE CIICKTAKJIsA. Pa3mudyHbIle CerMEHTHI TeaTpaib-
HOT'0 JUCKypca OpraHU30BaHbl TAKUM 00pa3oM, YTOObl yMEPUTh MOTPEOHOCTH ITyOIIH-
KH B «3PEIHIIHOMY MpeacTaBicHun («rappresentazione»). IToCTOSHHBIN aKIEHT Ha
BOCIIPUSITHH CIICKTAKIIS ITyOJUKOHW MPUBOJUT aBTOPa K MIEPEOCMBICICHUIO TPaIUITHOH-
HBIX TEaTPaTbHBIX TOTOCOB. Bemyimee MecTo B €ro pacCyXACHHIX 3aHUMAIOT KpUTe-
pun pazHooOpasus («diversita») u nzooperareabHoctu («artificion).

Oco0oe BHHUMaHHE aBTOP TpaKTaTa yAeIsSeT MpoOIeMe B3aMMOOTHOIICHUS I03-
3UM W MY3bIkH. Ha TepBBIN TUIaH €ro MCCIeA0BaHUSl BBIXOMAT TaKUE MY3bIKAJIbHO-
JCTETHUYECKHE sBIIEHUs, Kak «Stile recitativo» u cesizanasle ¢ HUM «modulazione» u
«rapiena armonia». PaccMoTpeHHE MY3bIKAIILHO-TEPMHHOJIOTHYCCKON CIEIUpUKN
ITHX TIOHATUH C To3uIui coBpeMeHHOU aBTopy «ll Corago» TearpanbHO# MpPaKTUKA
ABJISIETCS OCHOBHOM 3aJja4eil JAHHOTO AOKJIAJA.

Knrouesvie crosa: 6Gapounblii TeaTp, TeaTpaibHas MPaKTHKa, Corago, stile recitativo.

A. B. lllynvea

TEPMHUHOJIOTHUYECKHUN TMMOTEHIIHAJ
HAUMEHOBAHUSA «COHATA»
B UTAJIMU NMEPBOM MOJOBHUHBI XVIII BEKA

B noxnane paccmarpuBaeTcs CMbICI HAUMEHOBAHHSI «COHATAa» B UTAJIbIHCKOU
KJIaBUpHOU My3bike nepBoi nosioBuHbl XVIII B. U craBUTCS BOmpOC O CTENEHH €ro
TEPMHUHOJIOTUYECKON cTabmnu3anuu. PeanbHplii 00JUK KOMIO3UIIMU, O3arJIaBICHHOM
«COHaTa», 3TUM HAa3BAHUEM IPAKTUUYECKU He ompenensercs. lloaTeepxkaeHue 3Tomy
HaxO0JIUM HE TOJILKO Ha paHHEM JTare cTaHOBJIeHUs coHaThl, B XV 1| Beke, HO U mO3xKe,
B nepBoit nmonosuHe XVIII Beka, korga ¢popmMupoBaiack cosibHasi KJIaBUPHAsl COHATA.
3ama3apiBasi B CPABHEHUHU CO CKPUIIMYHOM M C TPUO-COHATON OoJiee ueM Ha TOJICToJIe-
THSI, COHATA /I KJIaBUpa Mpouuia CBOW MyTh pa3BUTHS, € MOUCKA KOMIO3UIIMOHHON
MOJIETT! HAYaJUCh KaK Obl 3aHOBO M MPOTEKAIU MO-CBOEMY Y Pa3HBIX KOMIIO3UTOPOB,
npexe Bcero utanbsHckux. b. Mapuemno, JI. Jlxxyctunu, A. [lenna Yana, ®@. Jlypan-
te, @. Kemnepu, J[x. [lemertu, Jx. [Inartu — 3TM pOBECHUKK WA MIIQJIIIKE COBpE-
MeHHUKH J[. CkapiaTTu HUIM CBOMMHU TPOIaMH, HE TIOBTOPSs IPYT JIpyra Aaxke Ha ca-
MOM OOIIIEM YPOBHE M PEIKO MOBTOPSSICH B COOCTBEHHOM COHAaTHOM TBOpUYeCTBE. B nx
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COHATHBIX LMKJIAX HET HU IOCTOSIHHOTO KOJIMYECTBA YacTEd, HU YCTAHOBUBLIETOCS
TEMIIOBOT'O COOTHOIICHUSI, HU HOPMATUBHOI'O JKaHPOBOT'O COCTaBa, HU OIpPECIIUBIIIE-
rocsi TOHAJBLHOTO CTpoeHus. JIumb ogHO ux commkaet: B MTaauu KiIaBUPHBIE COHATHI
HUKOTJIa HE OBIBAIOT OJHOYACTHBIMH (B OTJIMYME OT YJAIMUBIIETOCS OT POJIUHBI
. Ckapnattu). Cpean >KaHPOBO KOHKPETHU3MPOBAHHBIX YAaCTEW BCTPEUAIOTCS Camble
pa3Hble TaHIbl, OHAKO, HAPSAIY C 3TUM HEMaJlo YacTel, UMEIOIIUX JHIIb 0003Haue-
Hue Temra. [Ipu 3TOM UX COOTHOIIEHUE, KOHKPETHAass KOMOWHAIUSI TEMIIOB U KaHPOB
Henpenackasyema. Hanpumep, y Jlemwta Yalia 3T0 4eThIpeX4acTHBIN LUK, TJ€ MEPBBIC
JIBC 4aCTH — TOKKaTa U KaHI[OHA, 3a KoTopbiMu ciieayror Moderato u Allegro. V Ken-
JIEpU COCEJICTBYIOT TaHIICBAJIbHBIC YacTH M 0000meHHO-TeMmoBbie: Allegro — An-
dante — Presto. /IByx4acTHbIi coHaTHBIN 1HKI Y Jlypante BkitodaeT Adagio u Jusep-
tucMeHT. Ho B 11eoM enHON MOJENN UTAIBbSHCKON KIIABUPHOM COHATHI MEPBOM MO-
noBuHbl XVIII Beka Her. J[BH>KEHHME K TEPMHHY CO CTaOWJIbHBIM 3HAYEHUEM YiKe
HAYaTo, HO JUCTAHIIMS 10 (PUHUIIIA eIIe BEIHUKA.
Kntoueswvie cnosa: conara, TepMuH, UK, opma.



CEMUHAPBI-ITPAKTUKYMbI

E. b. /Kypoesa

KATETOPUAJIBHBIA AIIMAPAT
TEOPUU MY3BIKAJIBHOI'O COIAEPKAHUSA

Teopus mysvikaneHozo cooepoicanusi (TMC) BO3HUKIIA ISl YPABHOBEIIIMBAHUS B TE€O-
PETUYECKOM MY3BIKO3HAHUM TIPEIMETOB KOMITO3UIIMOHHO-TPAMMATUYECKOTO  MOPSI/IKa
JWICITUTIITMHAME COJIEpKaTeIbHO-CMBICTIOBOTO Xapakrtepa. [Ipenmer paccmoTtpenus — 6a3o-
BbI€ KAaTEropHvHy, NPUHATHIE B HAy4YHOU HIKojE mnpodeccopa MOCKOBCKOW KOHCEpPBATOPUU
B. H. Xononoeou. «My3vikanvHoe codepoicanuey pacCMaTpUBACTCS KaK MOHOKATETrOpus,
0003HayaroIas BRIPA3UTEIbHO-CMBICIIOBYIO CYIITHOCTh MY3bIKU. KaTeropus «My3bIKabHast
dbopmay (My3bIKaTbHAs KOMITO3UIINS) TAKKE BHICTYIAET KaKk aBTOHOMHAs1, BCJIEJICTBUE YETO
BO3HUKAET U MIOHATUE «CoOepacanue popmbiy.

Baxueiieil kareropueil mnpencraer ummounayus B 3HaYeHUM AcadbeBa Kak
HAaUMEHBIIIasi CMBICIIOBAsI €IMHUIIA MY3bIKAJIBLHOTO si3blka. CUCTEMA namu munos uH-
monayuti (no B. H. Xononogoii), mpu cmoponvl My3bIKAIbHO20 COOEPHCAHUS (IMOYUO-
HANbHAS, U300PA3UMENbHASA, CUMBOIUYECKAS), CREeYUATbHOeY U «HECHeYUATbHOe» MY-
3bIKAIbHOE codepiicanue COCTaBIAOT (GyHaaMeHTanbHyto ocHOBY TMC. «Cneyuans-
Hoe» cooepoicanue — aCTIeKT MY3bIKaJIbHOTO COAECpPKaHUS, MPUCYIUN TOJIBKO MY3bIKE.
«Hecneyuanvnoey CyleCTBYET U B MY3bIKE, U BHE MY3bIKU (UJ€H, IPEAMETHBIA MUD,
MUP Y€JIOBEUECKUX IMOILIHI).

bnaronaps xareropusim, TMC uHTErpupyeTcs Kak co BCEMH IIpeAMETaMU Teope-
TUYECKOTo IuKJa JIeTCKOM MIKOJIbI UCKYCCTB, TaK U C METOJUKON HCIOJHUTEIBCKUX
crenuanbHOCTEN, GOPMUPYS MEKIIPEAMETHbIE CBA3U. TeM CaMbIM HAIpaBJIEHHO pa3-
BUBAETCS M)3bIKAIbHO-CMBICI080U CIYX YYAILIUXCS, a IPU MOMOILU HETO — IOHUMAaHHe
rTyOMHHBIX CMBICIIOBBIX ITOITEKCTOB MY3bIKAJIbHOTO HCKYCCTBA.

Knrouesvie cnosa: teopus My3bIKaJbHOTO COJIEP:KaHUS, MY3bIKaJIbHOE COZEpIKa-
Hue, 0a30BbI€ KATErOPUH, MHTErPallUs, My3bIKaJIbHO-CMBICIIOBOM CIIyX.
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J. A. /Incymanosa

MHOI'O3BHAYHOCTDb B ABBPEBUATYPE MY3bIKAJIBHBIX
MOHATUN KAK OTPUIATEJIBHBII ®AKTOP MPOIECCA
MMPEAITPO®ECCHOHAJIBHOI'O OBYYEHUA

CoBpemeHHBIE 00pa30BaTENbHBIE TEXHOJOTMH MPEANOiaraloT OPUEHTAIUI0 Ha
¢ dexTrBHBIE METOJBI 00yueHuss. OHU OJKHBI MTO3BOJIMTH JOCTUYb TAKOI'O YPOBHS
KOMIIETEHTHOCTH, TMPU KOTOPOM OOYUaIOIIUNUCA CMOT ObI CIIPaBUTHCS C TTOCTABIIEHHOM
3a/jayeil Ha OCHOBAaHUU OCBOCHMS YCTAHOBJIEHHBIX 3HAHWI, YMEHUN W HaBBIKOB. [[aH-
Hasi crIOCOOHOCTh cedyac akTyaJbHa HE TOJIBKO JJIsi 00pa30BaTENbHbIX OpPraHHU3aIuil
BBICIIETO 00pa3oBanus, HO U Aiig opraruzanuii JJI10 u CIIO.

B cucreme TpexcTyneH4aToro My3bIKaJlbHOTO 0Opa30BaHUs CKa3aHHOE OOpeTaer
0co00e HANIOJTHEHHE ¥ MOXKET O3HauaTh HEKUH MHHOBAIIMOHHBINA MOAXO K OT€YECTBEH-
HOM CHCTEMe BOCIIMTaHUS MY3bIKaHTOB, OCHOBAHHBIM HE TOJILKO HA MPEEMCTBEHHOCTH
MOJIYYCHHBIX 3HAHUN Ha KaXJIOW CTYIMEHH, HO Ha UX BBICTPOCHHOCTH B JIOTHUECKH
YCIIOKHSIIOIILYFOCS 11ETIb.

C 9To#l TOUKHM 3pEHUS HEKUM «IHUCCOHAHCOM) BBICTYIAET OJAWH M3 DJIEMEHTOB
MY3BIKATHbHO-TEOPETUIECKOTr0 00pa3oBaHusi, a UMEHHO — ab0peBuatypa. O4eBHUIHO,
MEPBOUCTOYHUKOM DPa3U4Mii B TPAKTOBKE aOOpeBUATYp BBICTYIAIOT JBE M3BECTHBIC
OTEUECTBEHHBIE MY3bIKAJIbHBIC IIKOJIBI — CAHKT-TIETEpOyprckas u MockoBckas. K tomy
K€ BECh MPOILIbIA BEK U3BECTHBIE METOIUCTHI CTApaTEeNbHO JOOABISIIM CBOM aBTOP-
CKHE BapuaHTHl. B pe3ynbTaTe ceroaHs Mbl UMeeM pazHooOpas3ue abOpeBUaTyp OHO-
r'O ¥ TOTO e MOHATUS U, HA000POT, OJTHO 0003HAUEHNE PA3HBIX SBJICHUM.

OpnHako My3bIKaJIbHbIE CHMBOJIBI MMENIM CBOEH IIeNIbI0 clieniaTh Oosiee Harjsiji-
HBIMU U MIOHATHBIMH OOIIIEN3BECTHHIE MY3bIKaIbHO-TeOpeTHYecKne noHsaTus. [Ipenrmno-
jaraeM, 4YTO €IMHCTBEHHO BEPHBIM IyTEM HX JaJbHEHIIEH >XU3HECIIOCOOHOCTH U
HaTrJITHOM MOJIE3HOCTHU MOTYT CTaTh YIPOIIEHUE, OJHO3HAYHOCTh MPOYTEHHUS, CUCTE-
MaTu3anus 1 JOTUYHas LENb B YCIOKHAIOUIEMCA MY3bIKaJIbHOM SI3bIKE (3BYK — CO3BY-
que).

Knrouesvie cnosa: TpexcryneH4atoe My3blKallbHOE 00pa3oOBaHUE, MPEEMCTBEH-
HOCTh MY3BIKaJIbHO-TEOPETHUECKUX 3HAHWM, MHOTO3HAYHOCTh, YIIpOIleHue, ab0peBu-

atypa.



CTEH/OBBIE JOKJIAJBI

0. A. /lybamosckasn

COHOPHASI ®AKTYPA B XOPOBOM MY3BIKE A CAPPELLA:
TEPMUHBI, ITIOHATHUSA, OIIPEAEJIEHUA

[Tocnennsas Tpers XX Beka B pa3BUTUU MY3bIKaJIbHOTO HCKYCCTBAa O3HAMEHOBa-
Jach MOSIBICHMEM HOBAIlM B 00JIACTH MY3BIKAJIBHOTO S3bIKA, CBI3aHHBIM, B YACTHOCTH,
C aKTyaJI3allMel COHOPHOM TEXHMKH IMCHbMA U IIEPEOCMBICIEHHEM OCHOBHBIX KOMIIO-
HCHTOB COBpEMEHHOM XOpoBoii (hakTypbl. B xopopoii Hoselimeit my3wsike a cappella
COHOpHasi (pakTypa BBICTYINAET B JIBYX HMIIOCTACSX: KaK CIOCOO OpraHu3allié XOpOBOM
TKaHU U Kak e€ ¢oHnueckoe cBoicTBo. Kak oHnueckuii MaTepras oHa IpeicTaBIeHa
JBYMsSI THIAMH: 3BYKOBBIM IJACTOM HAa OCHOBE T'APMOHHUH, TO €CTb B BUIE COHOPHOU
BEPTUKAIN IO THUIy aKKOpJa, W 3BYKOBOHW JWHHUEH (TI0J0CON) — 000 1O IIHpUHE
TOPU30HTAJIBIO.

[TapameTpoM COHOpPHOI XOpOBOW (haKTyphl BBICTYNAET npocmpancmeeHHocms. Ee
XapaKTEpU3yIOT HEMPEPHIBHOCTh U JUCKPETHOCTh, 00pa3yeMble BKIIOYCHUEM B (DakTypy
nay3, HE3aroJIHEHHBIX MPOMEKYTKOB MEXTYy (DaKTypHBIMH 3J€MEHTaMH, IUIOTHOCTh U
JCTIEPCHOCTh 3BYKOBOT'O IOJIs, MPEUMYILECTBEHHOE CTHUPAaHUE OIIO3UILMH «peibed —
bon».

CrnenyromuM TapamMeTpoM XOpPOBOM COHOPUKH SIBISIETCSl (paKkTypHas niom-
HOCmb — TeMOpaJIbHO-pa3IMuMMasl ¥ TEMOpaIbHO-HEepa3IuIuMasi 3By4HOCTh. DakTyp-
Hasl TUIOTHOCTb anejutupyeT K cmenenu AUPGEpeHIMPOBAHHOCTH 3BYKOBBICOTHOTO
MaTepualia, 3ByKOBOMY aMOUTYCY, PETUCTPaM, BOKAJIbHBIM BO3MOXHOCTSIM 4YeJIOBEYE-
CKOr0 rosoca.

®dakTypHbIE 3J€MEHTbl COHOPHOU (PaKTYpHOU LEIOCTHOCTH MOTYT OBbITh MHpe.-
CTaBJEeHbl (PYHKIIMOHAIBHO AU((depeHIIMPOBaHHON TUHUEH, cioeM Hu miactoM. Oco-
OCHHO BBIPA3UTENILHO SIBJICHHE MOJHUILIACTOBOCTH, JUISI KOTOPOW XapaKTEpHO OJHO-
BPEMEHHOE COYETaHUE PA3HOPOIHBIX COHOPHBIX (PAKTypHBIX THIIOB B €IMHOE IIEJIOE.
[TonummacToBoCcTh 00pa3yeTcsi HA OCHOBE MPUHIIMIA CXOACTBA TEMOPOB HIIM TeMOPO-
BOW KOMILJIEMEHTAPHOCTH.

ConopHnast xopoBasi (pakTypa B II€JIOM MPEACTABIAET COOO0I0 CI0KHOE CHHTE3UPOBa-
HUE sBJIeHHE KOHIIa XX Beka. C Helo CBA3aHO BHICBOOOXK/IEHUE OJIHOTO UX IJIaBHBIX KOM-
MOHEHTOB (PaKTYpHOI'o Te3aypyca — TeMOpa. ITOT KOMIIOHEHT BaK€H B XOPOBOM MY3BbIKE,
MOCKOJIbKY OOBEJMHEHHE MHOXKECTBA (PaKTypHBIX JIMHUH, MApTHIl ¢ OCOOBIMU apTUKYJIS-
LIMOHHBIMM BO3MOKHOCTSIMH, JTA€T BAPUATUBHOCTH B PEIICHUU KOMIIO3UTOPCKOW TBOpYE-
CKOM KOHIICIIINH.

Knrouesvle crosa: conopHast xopoBas (pakTypa, COHOpUKa, TEMOP.
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H. B. Mauabepuose

BAJIET MOJIEPH - HOCTMOJEPHUCTCKHIA BAJIET:
BOIPOCHI TEPMUHOJIOTMYECKHUX KOPPEJISAIIAN

AKTyaJIbHOCTh TEMBI ONPEIENIAETCS HEOOXOIUMOCThIO (POPMUPOBAHUS TEPMHHO-
JIOTUYECKOTO ONTHUMYyMa JJIs aIEKBaTHOTO OTPAKEHUSI CUTYallMH, CIOKHUBLIEICS B CO-
BPEMEHHOM MY3bIKaJIbHO-Xopeorpaduueckom xkaHpe. M3MeHeHUEe XyJI0KECTBEHHOMN
napagurMel BTopoil mosoBuHbl XX—XXI BB. NpuBeno K KapIUHAJIbHBIM W3MEHEHHUSIM
B o0iactu xopeorpaduieckoro Tearpa. Y TBEp>KIAtOTCsI HOBbIE (DOPMBI MY3bIKaJIbHO-
xopeorpauyeckoro aHpa, MpeJICTaBIAIOIINE COOON CIIOKHBIE COEIMHEHHSI XOpEO-
rpaduu, My3bIKH, TAHTOMHUMBI, KUHEMaTOrpapuu U IpYruxX BHIIOB HCKyccTB. Hapsmy
C aKaJeMUYeCKOM TpaaulMen OajleTHOro >KaHpa YTBEP)KIAIOTCS €ro ajlbTepHATUBHBIE
dbopmMbI — OaneT-MoIepH, MOCTMOJACPHUCTCKUN OajneT, MIACTUYECKUN U TaHIEBaJIbHBIN
TeaTp, TeaTp TaHua. OOwine Te3aypyCHOM TEPMHUHOJIOTHH, XapaKTEepPHU3YIOIIEH COBpe-
MEHHOE COCTOSIHUE XOpeorpauyeckoro UCKycCTBa, IEMOHCTPUPYET MHOKECTBEHHYIO
CYIIHOCTh MUPOIIOHUMAaHUS, & TAKKE PA3HOPOIHOCTh TPAKTOBOK MOHSATHII COBPEMEHHO-
CTH — «MOJICPH», KMOJEPHU3M», KITIOCTMOJEPH», KITOCTMOJICPHU3IM.

Ha cerogusmHuid JA€Hb CIOXKWIACh KOHUEMUUS «COBPEMEHHOTO TaHIa»
(Contemporary Dance), BOuparomass B ce0s crenuduky TtaHma monepH (Modern
Dance) u tanua noctmozaepH (Postmodern Dance). OnHako coBpeMeHHasl MpakTUKa
JNEMOHCTPUPYET OoJiee MUPOKYIO TPAKTOBKY 3TOTO SBJICHUS, B HEH ONIyIIAeTCs CyIIe-
CTBOBaHUE CAMOCTOSITENILHOTO >KaHpa COBPEMEHHOT0 OajeTa, OTpa)karollero KaTero-
pPHAIBHYIO CIIeU(UKY U TPOSBICHHUE CIEU(UUECKUX KAaHPOBBIX MPU3HAKOB, (op-
MUPYIOIIUX CYTh TepMUHOB «banetr moaepu» u «IloctmonepaucTckuii 6aner».

OCHOBHbIE KaTE€rOpHH, BBIABIECHHBIE Ha IIPUMEPE €BPONEICKOro, B TOM 4Hcie Oe-
Jopycckoro Oaiera Hadama XXI Beka, a Takke Ha OCHOBE aHaJM3a TBOPYECTBA
M.bexapa, I".Tapansi, P.IloknuTtapy, GopMHUpPYIOT T€3aypyc COBPEMEHHOTO OAIETHOTO
YKaHpa, ¥ OMPEICISIIOT B3aMMOCBSI3b IMMOHSATHI «0alleT MOJIEPH» U «IIOCTMOJIEPHUCTCKUH
Oanet». Hacrosiimas mpoGiemaTrka akTUBHO pa3padaThiBajiaCch MCCIEI0BATEISIMU MHO-
T'HX CTPaH, BHE CHEIHMAILHOTO HAYYHOTO M3YUYEHHsI KOppensara «OajeT-MOepH, MOCT-
MOJIEPHUCTCKUHN OaJIeT, TUIACTUYECKHIA U TaHIIEBAJIbHBIN TeaTp, TeaTp TAHIIay.

Kntouesvie cnosa: coBpeMEHHOCTb, COBPEMEHHBINA OaneT, 0ajaeT MoJaepH, MOCT-
MOJICPHUCTCKUN OajerT.

M. H. lHlunkapesa

METOAOJOI'MYECKHE NOAXOAblI K M3YYEHUIO
COBPEMEHHOH MOJU®OHUU: BOMPOCHI JE®UHUIIUUN

B noknane paccMaTpuBaroTCs METOA0JIOTMYECKUE OCHOBAHMS JEPUHUILIUN COBpE-
MEHHOM MOJU(POHUHN MPUMEHHUTEIBHO K PEaHsiM TEOPUU M MPAKTUKHA COBPEMEHHOCTH,
aHATM3UPYIOTCS crenn(uIecKrue MpU3HAKKU HOBOM MapaJurMbel B HCTOPUH 3TOTO UCKYC-
CTBA, a TAK)KE MOCTYJIMPYETCS TEOPETUUECKAs] 3HAUUMOCTh 3HAHUSI O COBPEMEHHOM I10-
a(oHNH, KaK CTAAUATBHOM SIBJICHUU.
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CoBpemeHHasi MONUQPOHUS — MPUBJIEKATEIbHBI B HAYYHOM IUIAHE OOBEKT, TO-
CKOJIBKY (POKYCHPYET HCCIEN0BAaTEIbCKOE BHUMAHUE Ha MPOOJIeMe CTHIMCTUYECKUX
CIABUTOB B MCKYCCTBE, BHIPOCLIEM Ha OCHOBE KOHBEHLMOHAJIbHBIX (OpM. YK€ B Iep-
Bble JiecsaTmiieTus XX Beka MmoiaudoHus yTpauyuBaeT CBOM aKaJeMH3M, BCTYIAET B IO-
JIOCY paJuKaIbHOTO HOBATOPCTBA, IKCIEPUMEHTOB, NapaI0KCATIbHO CUHTE3UPYS B CE-
0€ TpaauIuIo U aKTyaJbHble UCKaHUA. TeM caMbiM MoNU(OHUST OKa3bIBAETCS BIUCAH-
HOM B OpOWMTY aBaHrapJHOro HCKyccTBa. Menoauyecku o¢QOpMIIEHHBIE ToJioca,
OMUpArONIUecs Ha MOJAIbHBIM («CTPOTHUH CTWIb») U TOHAIBHBIA («CBOOOJHBIM
CTHJIb») TPHUHIMIBI 3BYKOBBICOTHOM OpraHu3alid, MEpPecTaroT OBITh €IMHCTBEHHO
BO3MOXXHBIM CyOCTpaTOM MOJIU(OHUU.

Bcnen 3a HoBanusiMu B oJM(OHUYECKON KOMITO3UIIMU MPUBBIYHBIN JIJIS1 TEOPUU
B3IJIA]l Ha MOMU(OHUIO KaK MCKYCCTBO JBYX CTHJIEH pacrajiaeTcsi Ha MHOXECTBO pa-
KypcoB. [Ipu 3ToM oTHOIIEHHE K NOIU(POHUHN KaK HOCUTEIIO JINHEAPHO-MEJI0INYECKOM
KOHIIENIUHU OCcTaeTcs He3bI0IeMbIM. BOo3HUKAET mapasoke: ¢ OJJHOM CTOPOHBI, B MY3bI-
KOBETYECKOM CO3HAHMM MOHATHE «HOJU(OHUSL» OCTAETCS TECHO CIAasHHBIM C CEMaH-
TUKOW U HOpPMaMHU KJIACCUYECKUX (BO3POXKICHUECKON M OapOovHOM) Mojeseil KoHTpa-
NYHKTUYECKOTO MBIIIJIEHUS, C JIPYroll CTOPOHBI — COBpPEMEHHAs XY/10’KECTBEHHast
IpaKTHKa BCE Yallle JaeT MPUMEPHI NOIUMOP(HOro, NepcoHUPULIUPOBAHHOIO MPOSB-
JIeHUST «TOMU(OHNYECKOT0» Hauaja, BBIXOISIIETO 3a MPEesbl apXeTUITMUYECKUX MO-
JieJied KJIaCCUYECKOTO MBIIIJIEHUS! M HE MOJJAIOUIErocsl OMMCAHUIO CIIOXKHBIIUMCS
B TEOPUU TEPMHUHOJIOTHUYECKUM SI3BIKOM.

JlanHas cuTyalusi akTyalu3upyeT 3aJady MOCTPOEHUS U30MOPPHOU (heHOMEHY
COBPEMEHHOU MOJIM(OHNUN TEOPUU B OHATHUSIX U KATETOPHUSIX COBPEMEHHOTO (TIOCTMO-
JEPHUCTCKOT0) UCKYCCTBO3HAHUS, HEOOXOAMMOCTh U3YYCHHS] MEKIUCIUTUTMHAPHOTO
JUCKYpca, BBIPAOOTKH COOTBETCTBYIOIIEH UCCIIEIOBATEILCKOW METOI0IOIMH (IO aHa-
JOTHMM C TeM, KaK Ha OCHOBE H30MOpP(HOro mnoaxona (GpopMHUpOBATUCH KOHIEMIIUU
CpeIHEBEKOBOW M OApOYHOM MOTUGOHUH U T. 1.).

K uucny nepBocTeneHHbIX 3a/1a4 METOIOJIOTMUECKOTO MOPSIAKA CIeAyeT OTHECTH
NeUHUIIUI0 COBPEMEHHON MOJIUGOHNH, BbIICIECHUE CTeNU(PUUIECKUX aTpUOyTUBHBIX
CBOICTB 3TOro (eHoMeHa, pa3pabOTKy MOHATUHHOTO s3blKa ero omucaHus. CoBpe-
MEHHasl MONMU(OHUS — SIPKUIA NMPUMEp KYJIbTYPHOTO SIBJICHUS, HAJEJICHHOIO MHOTO-
IPaHHOCTBIO CMbICHa U POPM, BKIIFOUEHHOTO KaK B CHHXPOHUYECKUE, TaK U B AMAXPO-
HU4Yeckue cBs3u. [IponsBeneHus: coBpeMeHHONW MOMM(OHUN 0O0BEAMHSAIOT B cebe ca-
MbI€ pa3Hble HHHOBALIUHU B SI3bIKE MY3bIKH, PECTABISAIOT UACATBHBIA OOBEKT KaK JIJIs
HAyYHOUM JUCKYPCUBHOM NPAKTHUKKA O HOBOM CTaAUM B UCTOpPUU NojudoHuu (mmpe —
MY3BIKQIBHOTO UCKYCCTBA), TaK U IS €€ (3TOH cTaguu MOTU(pOHUUECKONH HCTOPHH)
Mopdonoruueckoro aHaiusa. B niocTpaTUBHON My3bIKalbHO-aHATUTHUYECKONW YaCTH
JIOKJIaJIa UCTOJIb3YETCS XYI0KECTBEHHBIM MaTEPUATl — CEPHUSI KAHOHOB, IMOCBAILIEHHBIX
N. CrpaBUHCKOMY, CO3/ITaHHBIX U3BECTHBIMU KOMIIO3UTOPAMM-aBaAHTapAUCTaMU BTOPO
nojoBUHBI XX Beka, a Taroke counHenus [1. bynesa, /1. Jluretn, 3. Jlenncosa u ap.

Kniouegvle cnosa: coBpemennas noiaudonusi, GeHoMeH, AePUHHUIINS, METOH0IO-
TMYECKHE MOAXO/IbI.
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E. M. Ankon

«JIAJ» 1 «MODE»
B AMEPUKAHCKOM W OTEYECTBEHHOM MY3bIKO3HAHUMN:
OT META®OPbI K TEPMHUHY U OBPATHO

Hauunas ¢ 1970-x, Bo3pacTaer posib STHOMY3bIKO3HAHUS B OCMBICIICHHM KaTero-
puii «iaa» u «modey. B HacTosIee BpeMst MX pa3BUTHE CBSI3aHO C M3YYCHHUEM KOTHHU-
TUBHBIX TMPOIECCOB, Teopue metadopsl, pa3pabOTKONM MPOOIEMBbI «TOHAJb-
HOCTB/MOJJATBHOCTBY.

Tepmun «1any, BBeneHHslid B XX Beke 115t mepeBoa Hemenkoro tonart (mpemmosna-
TaloIIEeT0 NHTEPBATIBHYIO CTPYKTYPY ¥ BBICOTHOE TIOJIOKEHHE 3BYKOPsIZia), IPU OCO3HAHHUU
nepeBogurkoM M.JI. Pe3BbIM Bceii ero «aipocTOpeyHOCTHY, OKA3aJICsl OYEHb YIauHbIM. 3a-
METHM, YTO STHMOJIOTHS CJIOBA <JIa BKIIFOYACT 3HAUCHHS: «IIOMOJIBKA; OJIATOCIIOBEHHE
JKEHHUXa M HEBECThI POAUTEISIMIY; <JIaJlay — «CYIPYT, CYIPYTay; IOPSI0K, COTJIACHE)
(M. dacmep).

OO0r1as pobeMa TEPMUHOB Jiasl / MOde BUIUTCS B TOM, YTO B KAYECTBE HOCHTEIICH
(YHKITMOHATTBHO-TAJIOBBIX OTHOIICHUA MYy3bIKaJIbHAS HayKa MOHUMAET TOJILKO 3BYKOBBI-
COTHBIE EMHUIIBI, @ HE PACCTOSHUS MEX Ty 3ByKamu. [Ipu 3TOM, COTsiacHO MCCeI0BAaHUM
aAMEPUKAHCKUX 3THOMY3BIKOJIOIOB, OOIIMM MPUHIIAIIOM JJISl BCEX CYILECTBYIOIIMX BUIOB
Jafa siBaseTcs ocoboe pacrnonoxkenrne Manbix (Small) u Gomemmx (large) wHTEpBaoB
(M. Hood, 1976). CxonHoe npeacTaBiIeHUE O CBA3M «OOJIbIlIee—MEHbIIEE», TIe «00Jb-
mee» M «MEHBIIee» — @YHKYuu 1adoaxycmuyeckux nojetl, Bo3HUKIO B Poccun. Ha
OCHOBE TIPHHIIMITA aHTPOITOMOp(hH3Ma U KOTHUTUBHOW MOJIETH «MU( — CUMBOJ — PH-
Tyall» OMHApHAsT aCUMMETPHSI JTaI0BBIX apXETUIIOB HHTEPIPETUPOBATIACH KAK OITO3H-
IUsl MYXXCKOM/’KEHCKUH, a «Iagy — Kak meTadopa, MoAUYEepPKUBAIOIIAsl €e TapMOHUY-
HOCTh U TeHepaTuBHYI (pyHkuuio ctpyktypbl (E. Anxon, 1994, 1999, 2002, 2018,
2019).

[TonnMaHue aia Kak CUCTEMbl B3aUMOOTHOIICHUHN 38YK08 U/UNU 1a00aKycmuye-
cKux noseti 00bEAMHSICT KAaTETOPUH <«JIaJ» U «MOUE» M OTKPHIBAET HOBBIC TICPCIICKTH-
BbI B X TTOHMAHHWH.

Kmiouesvle cnosa: man, mode, Large-Small, namoBeiii apxeTur, «MyKCKO# /
KEHCKHI.

H. I I'anyn

OIIEPA-IIPUTYA B XX BEKE: OT META®OPHBI
K "KAHPOBOW MOJEJIHN
(K BOITPOCY O TEPMUHOJIOI'MYECKOM OIITUMYME)

AKTyallbHOCTb TEMBI OTIpEETSIeTCS HEOOX0AUMOCThIO (POPMUPOBAHUS TEPMUHO-
JIOTHYECKOTO ONTUMYMa JUIS BBISBICHHS CTEUU(UKN MOITUKH KAaHPA MPUTYU U OCO-
OCHHOCTH €€ BOIUIOUICHUS B MY3bIKAJIbHOM TeaTpe XX BeKa, BbISBICHUS TUIIOJOTHYE-
CKMX IIPU3HAKOB OIIEPHI-IIPUTYH IIPU AHAIU3E MHOTOYPOBHEBOM CTPYKTYpPBI OIIEPHOTO
TEKCTa.
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NHockazarenbHOCTh M KOMMEHTHPOBaHHE — OOIIas XyI0KECTBEHHO-ICTETH-
YeCKasl YCTaHOBKA KyJbTypbl XX Beka. B 3TOT mepron BO BCex BHIAX MCKYCCTBA aK-
TYQIM3UPYETCS KAHP IPUTYM, MPUBICKAOMMN XYJO0KHUKOB CBOEM JOyXOBHO-
HPABCTBEHHOM MIaTHOPMOH B «3IOXY MEPEMEH», BOZMOKHOCTBIO MIOMCKOB OTBETOB Ha
BEUYHBIE BOIPOCHL. TE€OPETUUECKOE OCMBICIIEHUE «UCKYCCTBA C KOMMEHTAPUEM» U pa3-
JUYHBIX MOIU(UKAIUN NMPUTUYEBBIX (OPM B OTEUECTBEHHOM U MHUPOBOM HMCKYCCTBO-
BEJICHUU TpeOyeT YTOYHEHHS psia TEPMUHOJIOTMYECKUX IOHATUH B OTHOLIEHUH
MY3BIKAJIBHOTO TEATpa.

PaccMmoTtpeHnue xaHpa IpUTYH B KyJIbTYpPOJIOTHYECKOM aClEKTe, €ro B3aUMOCBSI3b
CO BCEMM BHJIAMH HCKYCCTBA CBUACTEIBCTBYET O CHHTETUYHOCTH M MEKIMCLIUILUIMHAP-
HOCTH 3TOTO sABJIeHUSA. CIasHHOCTb C KyJIbTYpOl CBOETO BPEMEHH U, BMECTE C TEM, UC-
TOPUYECKAsl «BCEOXBATHOCTH) ITO3BOJIAET ONPEAECINTh IPUTUYY B KOHKPETHON CUTyallun
KaK >KaHpOBYIO JOMHUHaHTy. Teopernueckas koHuenuus metaxkanpa (FO. TrIHSHOB,
H. Jlefinepman) maeT BO3MOXHOCTh OCMBICIUTH TIYOWHHYIO CYIIHOCTh MPUTYHU KaK
Memamexkcma KOHKPETHOM KYJIbTYPHO-UCTOPHUYECKON XYI0KECTBEHHON CHCTEMBI.
Onepa-npuTdya B MY3bIKaJbHOM TeaTpe XX BeKa MpeAcTaeT KaKk UCTOpUYECKH 00y-
CJIOBJICHHBIM METa)KaHp, KOTOPBI CYMMHUPYET B CBOEM XYyIO0XKECTBEHHOM XPOHOTOIIE
pPa3HOPOAHbBIE KAHPOBO-CTUIIEBBIE 3JIEMEHTHI (CHUHTE3 MY3bIKAJIbHOTO U BHEMY3bIKallb-
HOT0), 00JIajaeT CHerUPUIECKUM XapaKTepOM COJAEPIKAHUS, MPOSBISIONIEMCS B €ro
CTPYKTYpe U (hopMe BOILIOIIECHUS.

PaccMoTpeHue omnephl-pUTud B CBET€ MHUQOIOTHUYECKON KOHIICTIIIMU OIEphl U
TEOPUHM META)KAHPA OTKPBHIBAET HOBBIE I'PAHM B ITO3HAHUU OHTOJIOTMYECKON, THOCEOJIO-
TUYECKOM, aKCHOJIOTMYECKOM CYIIIHOCTU OMEPhl U MPEACTaBICHUU TIYOMHHOM CYIIHO-
CTU MUpa ONEPBI-IIPUTUU KAK MemameKkcma COBPEMEHHOW KYyJIbTYPHO-HCTOPUYECKON
XYyJI0KECTBEHHON CHCTEMBI.

Knioueguie crosa: onepa-npurda, MeTaxaHp, My3bIKaIbHbII TeaTp, MU, JTUOPETTO.

JI. A. I'ycmoea-Pynuyo

COBPEMEHHAS ITPABOCJIABHASA IIEBYECKAS ITPAKTHUKA:
TEPMUHOJIOTUYECKUIN ACIHEKT

CoBpemeHHas paBOCIIaBHas MeBYECKas MPaKTUKa MPeACTaBIAeT co00i 1enocT-
HYIO CUCTEMY THUIIOB, BU/IOB M UCTIOJHHUTEIbCKUX CTUJICH, 00bETUHEHHBIX MPOHCXOXK-
JIEHUEM, OHTOJIOTMYECKHMU CBOMCTBAMU M AMAIEKTUKOW (DYHKIMOHAIBHBIX 3ajad.
[IpaBocnaBHas mneBYecKass MpaKTHKa KAHOHMYECKM CTa0WIbHa M BapuaTHBHA B
NPAaKTUYECKOM HCIOJIHEHHUU; HEM3MEHHO 00JIaJjaeT dTHUYECKUMH WHTOHALMOHHBIMU
OCOOEHHOCTSIMH.

KOMITIOHEHTBI MPaBOCIAaBHOW IIEBUYECKOW IPAKTHKU CTPYKTYPUPYIOTCS U HHTE-
IpUPYIOTCS B TUIIOJIOrMYecKkue rpynmbl. Ha ocHOBe QyHKIIMOHAIBHOTO KPUTEPUS BbI-
NEINSAI0TCS AUmypaudeckuli U 6HeIumypeuieckuli €e munsl, KOTopble 00J1aJjatoT OJIMHa-
KOBBIM CEMAaHTHYECKHM COJIEpKaHHEM, HO Pa3lu4aloTcs PYHKIUAMUA U OCOOCHHOCTS-
MU MOP(OJOTUYECKOTO CTpOCHUs. BUbl paBoCcIaBHON MEBYECKON MPAKTUKH OIpe-

101



JEJISIIOTCS UX cofiepkaHueM U Gpopmoii, cpeoit GQyHKIMOHUPOBAHUS M KaYECTBOM HC-
MOJTHUTEIHCKOTO YPOBHS HHTEPIPETATOPOB BEPOATHHBIX U MY3bIKaJIbHBIX TEKCTOB.

JIuTyprudeckuii THIT IPaBOCJIABHOM MEBYECKON MPAKTUKU COJEPIKHUT CICTYIOLIHUE Bli-
Obl: ) TIO THITY COACPYKaHUS U (POPMBI — OPEBHEKAHOHUYECKULL, CMEWAHHOKAHOHUYECKULL T
0000UjeHHOKaHOHUYecKutl; 0) TI0 Ka4eCTBY HCIIOIHUTEIBLCKOTO YPOBHSI — CHEYUATIUIUPOBAH-
Hbll U 00bI0eHHbILL; B) TIO THITY Cpebl (DYHKITMOHUPOBAHKS — MOHACMBIPCKULL Y NPUXOOCKOU
(Pa3HOBUIIHOCTH: COOOPHDIIL, 20POOCKOU NPUXOOCKO, CEbCKO-NPUXOOCKOLL).

Jlisi BHENUTYpruveckoid MpaBOCIABHOM NEBYECKOM NPAKTHUKU AuddepeHiu-
PYIOTCS TaKue BUIIbI, KaK: OblmMOo6oU, Y4eOHbll, KOHYEePMHO-Penpe3eHmMamuenblil; uX
OTIpeNeNsIIoIIel KOHCTAaHTON SIBISIETCS COYETaHHE TPAJWMIIMOHHBIX W MHHOBAIMOHHBIX
AIIEMEHTOB.

KauectBo cooTHOIIEHNS BepOATEHOTO M MY3bIKAJIBHOTO SJIEMEHTOB IPABOCIIABHOM TTEB-
YECKOM MPAKTUKH, CIIOCO0 MY3BIKAILHOTO PACKPBITUSI CEMAHTUKU €€ BEpOATHHOIO TEKCTa
OTIPEJIETISIIOT €€ ACKemuUYHblIL, OTPAKAIOIINI OHTOIOTUYECKYIO CYIITHOCTh TeCHOMEHus (1101
BUIIBL: MOHOOULIHBILL I MHO2020JIOCHbIIL) U Penpe3eHmamueHblii ¢ BBIICICHIEM B MY3bIKalb-
HOM TEKCTE X)00icecmeeH ol udey M €€ BOIUTOMICHUEM (TIOABUIBL: MOHOOULIHbIL, MHO2020-
JIOCHbILL, MHO202010cHbI napmechbitl 6 XV 6.) HCTIONMHATEECKIE CTUIIH, KOTOPHIC SIBIISTFOTCSI
aTpuOyTOM PErMOHAIBHON OOIIIHOCTH.

Knrouesvie crosa: npaBocnaBHBIM, IEBUSCKUA, TUTI, BU, CTUIb.

H. A. Ilempycesa
MY3BIKAJIBHBINA S3BIK & CTWJIb: TEOPETUYECKHUE ACIHEKT

My3bika He SBISIETCS I3bIKOM, O KOTOPOM HaJI0
TOBOPHUTH, HO SI3BIKOM, KOTOPBIM HAJ0 JAe1aTh.
(/1. bepuo)

[Ipu paccMOTpeHHH Pa3TUYHBIX ICTETHUYECKUX TOJXOJ0B JIF0OOTO MOKOJCHUS
HECOMHEHHO OJIHO: TEHJCHIIUS KaXI0W paboThl, €e peallbHOe 3HAYCHUE MEHSETCS
B 3aBUCHUMOCTH OT TOTO C1068aps, KOTOPbIA ObUT 3ajieiicTBOBaH XyJq0KHUKOM. Cyie-
CTBYET TPU KOHLEMNIMHU A3bIKA, U3 KOTOPBIX NEPBasi — UHAUBULYaJbHAS; BTOpast — TO-
TaJbHOE OTPHUIIAHUE S3bIKA (KaK CBS3HOTO IIEJOr0); TPEThs KOHILEMIUS — MpPeaMeT
KPUTUKH WU OTPHUIAHUS KomIo3uTopamu HOBOW My3bIKM — OCHOBaHa Ha CTHJIMCTH-
YeCKUX 3aMMCTBOBaHUAX (mo boapuilspy, «UUTUpOBaHUE, CHUMYJSALUS, pe-
arnponpualus»; B 0TEYECTBEHHON TEPMUHOJOTUN — TEXHUKA MOJUCTUIUCTUKH, aJLTIO-
3uif). [IOBOPOT OT TEXHUKU K YHUBEPCANbHOCHU YEPE3 TPAHCPOPMAIIUIO MY3BIKAIBHO-
ro si3bIKa (HUYTO HE HAHOCUT TaKOro yiiepda TEOPETUYECKOMY MO3HAHUIO COBPEMEH-
HOTO MCKYCCTBA, KaK €ro CBEJICHUE K aHAJIOTHSIM C UCKYCCTBOM IPOIILIOTO) CTAHOBUT-
CSi OTHOW U3 IEHTPATBHBIX NPOOJIEM B MY3BIKAIBHO-TEOPETUYECKUX TEKCTax
Meccuana, bynesa, llITtokxay3ena, [ puse, Jlaxeumanna u zp.

Ha xputuky byne3om Heokiiaccuueckoro mnepuoga (1r000e€ HEO- Kak «Urpay
B CTWJIM O3HA4aeT ]I XYAO0XKHUKA «CMEpTh» B IuTupoBaHuu) CtpaBuHCckuil 1950-x
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TOJIOB «OTBEUAET» «Iporpeccom»: «Brepea k Bebepay u bynesy, HO B To ke BpeMs
Hazal, K [xe3yanpno u gopeHeccancHOM My3bike» (I'pudurc). Beipaxkenue «s3bIko-
Basi peBotonus» B ¢unocopuu Butrenmreitna, penomenonoruu I'yccepins, dyHna-
MEHTaJIbHOM OHTOJIOTHH Xainerrepa. Kputuka teopun TpaHchopMamMOHHON Tpam-
MaTuku XoMckoro [lenézom: «ctuiib kKak Metadopa», a HE KaK «IOpOXKIArolias Mo-
nenb». Cemb MeTamMopd03 B KOHIICTITE KECTyallbHOCTH byresza. Mupopa3mbikaromias
GyHKIMS S3bIKa B TYMaHUTApPHBIX HayKax. [ epMeHeBTUUECKHE MPUHITUITBEI aHAMHECHCa
u «Oecenpl» (C Tpaaulued) B MOHUMaHUM (DEHOMEHA «XYJI0KECTBEHHOTO CTHIIS»
JIoceBbIM.

«Tremay» ansa anera (1981) X. Xomnurepa: uaesi/ KOMIO3UIIMOHHBIE TTPUHITUIIBI,
HCIOJIHUTENIHCKHE TEXHUKH/ SI3BIK/ CTUIIb.

Kntoueswvie cnosa: Tpanchopmalids My3bIKalbHOTO SI3bIKA, TPU KOHIEMIIUU SI3bI-
Ka, CTWIb Kak MeTagopa, «Tpema» Xomurepa.

A. M. JIecoéuuenko

MPOBJIEMA ®OPMUPOBAHUS MY3BIKAJIbBHO-KYJbTYPHOM
TEPMHUHOJIOI'MHN

[ToHsTHITHBIN amnmapaT o0 MY3bIKe — IIPEPOTraTUBa, Pa3yMEETCsl, My3bIKOBEICHHUS.
3nech GopMUPYIOTCS BCE OCHOBHBIE CIIOCOOBI OMUCAHUS KaK MY3BIKaIbHOTO TEKCTa,
TaK ¥ mpoliecca My3ulipoBanusi. OQHAKO 3TO HE BCErJa OKa3bIBAETCA I0CTATOYHBIM U
yIOOHBIM JJIsl APYTUX HAYK, OCKOJIBKY BbIpA0OTaHHbBIE TEPMHUHBI YaCTO HE BIIHCHIBA-
I0TCS B WX JIOTUKY TOCTPOCHH, KOTOpast 3a4acTyI0 ONpPEAEIAeTCS COBEPIIEHHO UHBI-
MU 33J]a4aMU PACCYXIACHHS, B COOTBETCTBHH C HEMY3BIKAIBHBIMU WJIH BOOOIIE HEXY-
JI0’KECTBEHHBIM BOMpPOCaMH. DTO YCIOKHIET B3aUMOIIOHUMAaHUE B AUCKYpPCE C MY3bl-
KOBEJaMU M HcCieloBaTeny, paboTaiolie B IOJIe JPYTUX HayK, Ipeagaraimr
cOoOCTBEHHbIE TEPMUHBL, JINOO BOOOIIE HE COOTHOCSIUECS C MY3bIKOBEJUECKUMHU, JTH-
00 MOBTOPSIOIINE UX B KAKOM-TO MHOM 3HaueHUH. Takue KOJJIM3UU BO3HUKAIOT B I1e-
Jlaroruke, NCUXoJyioruu, ¢uiocopuu, couuonorud. OnpenenéHHOe HANpsKEHUE MpH-
CYTCTBYET U B KYJIbTYPOJOTHH, YTO MOXKET MOKA3aThCS CTPAHHBIM, T. K. My3bIKaJIbHO-
KYJIbTYpHBIE aCHEKThl NMPHUCYTCTBYIOT B JIIOOOM MY3bIKOBEIYECKOM HCCIIEJOBAHUU.
Tem He MeHee, mpolOiema cymiecTByeT... CBsi3aHa OHA C TEM, YTO KYJIbTYpPOJIOTHUS
HOJIXOANT K MY3BIKJIbHBIM OOBEKTaM He OT 3BYYalllero TEKCTa, a OT Mpe/ICTaBICHUN
0 CTPYKTYpPE KYJbTYPHI.

ABTOp J0KJIaJla MPEAIPUHSIT TOMBITKY BHICTPOUTH CUCTEMHYIO MOJIE€Nb (PYHKIIH-
OHMPOBAHUS MY3bIKM KakK SIBICHUS KyJIbTypbl. JlJIg 3TOro mpeioxkeHa IMocCiIeqoBa-
TeJbHAsl 1IETOYKAa MY3BIKAJIbHO-KYJIBTYPHBIX TEPMUHOB. Bo u30exaHHe HEBEpHBIX
KOHHOTAILlIUW, MBI CTapajJlNCh HE HCIIOJIb30BaTh MPHUBBIUHBIE TEPMUHBI. VcxoaHas mo-
3ULMS 3aKJII0YaeTcsl B MPEACTABICHUNM O MY3bIKE KaK Croco0e BBIPa)KEHHUs CMBICTA,
KOTOPBIM ompeesieTcsi HOKOMM «MEHTalbHO-KpeaTuBHbIM pakTopom» (MKD). IIpo-
SBIISIETCSI OH B COOTBETCTBYIOMIEeH «TBOpueckoit cepe» (TC). Dt TC moryT ObITH
o0beMHEeHBI B OJIOKM HA OCHOBE BHYTPEHHEH B3aMOCBS3M BO3ZHUKHOBEHHUS, PA3BUTHS
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u nuBepcudukanun. Becero mHamu BbigeneHo 12 61oxkoB TC, MCXOIHBIMU SBIISIIOTCS
«COLIMOTEHETUYECKUI», «CEMAHTUUYECKUI» U «COLMAIIUTApHBII». Bcero B cucreme —
45 TC. PactndpoBke 1 ONpeeIeHUI0 COIePKAHUS PEIT0KEHHON CXeMbl MOCBSIIEH
JIOKJIaI.

Kntouesvie cnosa: KynbTypOJOTHs, CHCTEMHBIN MOJIXO0J, MY3bIKaJIbHO-KYJIbTYp-
HBIM anmnapar, HOHITUMHBIE KOHHOTAIIUH.

B. H. Hunoea

COBPEMEHHAS 3APYBEXHASA CUBEJ/IMAHA:
TEPMUHOJIOTHYECKASA «IIEPE3AI'PY3KA»

[TocTMOIepHU3M € €r0 HEOBEpHUEM K OOIBIINM HappaTUBaM MPUBEN B JBUKEHUE
uctoprorpadpuyecknii 6a3uc My3bIKOBEIEHUS, CIOXKHBIIMHCS K Hayay XX Beka.
[TocTMoepHHCTCKAs TapaJirMa UCTOPUU MY3BIKA MOTpeboBana OTKaza OT HMCTOPHO-
rpaduueckol KOHIEMIMH, MPU3HAKAMU KOTOPOM SIBIISFOTCSI SBOJIOIMOHU3M, aruorpa-
¢us u teneosnorus. CoBpeMeHHbIE MY3bIKOBEIbI OUHIISHINY MPOSIBIIIA TTOBBIIICHHBIH
uHTepec K nepuoay pyoexa XIX — nayana XX BB. [10 IPUYUHE €r0 PEIIAOLIETO 3HAYE-
HUS JJ11 BOZHUKHOBEHHS HAIIMOHAIBHOTO rocynaapera B 1917 romy. 150-netHuii 100u-
neit Cubenmyca ctai pyOeKHOM 1aToii B pa3BeHUYMBAaHUH MHU(]a O TPUHAIICKHOCTH MY-
31k Cubennyca TonbKo (Kak mojarai, B yactHocTH, [1I€n6epr) k XX Beky. [loBomgom
K MepeocMbicieHnio Bkiaga Cubenuyca B My3blKy XX Takke CTajla KOMIO3UTOPCKAst
npaktuka pyoesxxa XX—XXI BB.

B cepenune nepBoro necstuneruss XX| Beka HaydHOE COOOIIECTBO OKa3aioCh
nepesl He0OXOAUMOCTBIO HE TOJIBKO MPOO0JIKATh UCKATh OTBET HA TPAIAULIMOHHBIN IS
Hay4YHOU cuOeNraHbl BOMPOC 00 OTHOIICHUH KOMIIO3UTOPA K TPAIUIIMK U COBPEMEH-
HbIM €My TEHACHIUSIM €BPONEHCKOr0 NCKYCCTBA, HO M OCO3HATh aKTyaJlbHOCTb CaMOM
MOCTAaHOBKH BOIPOCA O «IOJIOKHUTEILHOM» BIMSHUU «TeHH Cubenmyca» Ha TBOD-
YEeCTBO 3aIaJIHbIX KOMIIO3UTOPOB BTOPOH MooBUHBI XX — Hauana XXI BB.

Monyc «nepezarpy3ku» Mmanudectupyet ctatbsi Mypromsiku « Unu/unu?” Her:
“U — wu”! Cerogusiinue BbI30BBI 00paza Cubenuyca» (“Either/Or?” No: “Both —
And”! Current Challenges of the Sibelius Image), onmybnukoBannas B coopHuke «Crit-
ical Music Historiography: Probing Canons, Ideologies and Institutions» B 2016 rony.
AJNBTEpHATUBHBIN MOAXOJ OCTAJICS B MPOILIOM, 2 «MOMEHTAJIbHBIA CHUMOK)» COBpE-
MEHHOI'O MBIIIJICHUS TPUEMIJIET MOJIHOTY *aHPOB U PaKypCOB MCCIEIOBAHUS B CH-
CTEMHOM OcMbIcieHuu Hacnenus Cubennyca kak peHoMmena my3biku XX Beka. M3y-
yeHue oopaza Cubenmyca B HCTOPHUUECKON TUHAMUKE MOBJIEKIO 3a cOOOM pacmimpe-
HUE MOHATHIHO-TEPMUHOJIOTUYECKOTO arapara Hay4yHOU cHUOeIuaHbl U YTOUHCHHE
CMBICJIOBOTO HallOJIHEHUS Psiia TEPMUHOB.

Knrouesvie cnosa: Cubennyc, MypTOMSKH, TEPMHUHOJIOTHS, albTEpHATUBHBIN
MOJIXO/I.
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HU. JI. I'opoywuna

HEKJTACCHUYECKAS APTUKYJIAIIUA B ®OPTEIIMAHHOM
NCHHOJHUTEJIBCKOM HUCKYCCTBE: BOITPOCHBI TEPMUHOJIOI'MHU

ApPTUKYIALIUS SBISICTCA BOXKHEHIIIMM CPEJICTBOM BBIPA3UTEIIBHOCTH, AKTUBHO Y4acT-
BYIOIIIUM B co3/laHuu o0Opasa. Pacumpenue My3bikanmbHO# crcteMbl B XX—XXI Bekax ak-
TYaJIM3UPOBAJIO TAKOE SIBJIEHHWE B (DOPTENHAHHBIX MPOU3BEACHUSIX, KAK HEKIACCUYEeCKas
apmukyniayus. B Hee BXOAWT Wrpa MO KJIaBULIAM JIAJOHBIO, KYJIAKOM, IPEIIUICYbEM,
a TakKe Urpa Ha CTpyHAaX M APYTMX YacCTIX pOsUlsl, HE OTHOCSIIMXCS K KIIaBUAType U T. II.
Bce 310 TpeOyeT pa3paboTky peneBaHTHON MY3bIKE TEPMUHOJIOTHH, TIOCKOJIBKY 1IEJIOCTHOM
CHCTEMBbI KJTacCH(PUKAIK CPEJCTB U MPUEMOB HEKIACCHUYECKOW apTUKYJISIIIUK B HACTOSI-
iee BpeMsi He CyllecTByeT. B OyayiieM npeacTOUT U3y4uTh HE TOJBKO MPUEMBI UTPHI HA
MHCTPYMEHTE, OTIIMYAOLIMEcs: OT TPAAUIIMOHHOTO 3BYKOM3BIICUEHHS, HO U OCOOEHHOCTH
WCTIOJTHUTEIILCKOM WHTEPIpEeTaliy (GOpPTEITHaHHON MY3BIKH, OTHOCsIIEHes kK Hopelimemy
CTHJIIO.

Knroueswvie crnosa: Hekitaccuueckas apTUKYISIMS, GOpTENUaHHOE MPOU3BE/ICHNUE,
WCTIOJIHUTENIbCKAS! MHTEPIPETALUS.



PLENARY SESSION

A. S. Sokolov

TO THE PROBLEM OF LOGICAL DEFINITIONS OF THE CONCEPT
OF “MUSICAL FORM”

Opening the plenary session of the Fourth International Congress of the Society
for Music Theory, | am pleased to welcome the great many participants of our repre-
sentational forum. The interest shown to the program of the Congress testifies to the
growing need for a lively dialogue between colleagues representing different musicol-
ogy schools and generations of researchers.

Today, the Zhiganov Kazan State Conservatoire, the scientific and pedagogical
traditions of which do not require a long introduction as they are well-known and de-
serve the highest words. | would like to sincerely thank my colleague and friend, Rec-
tor of the Kazan Conservatoire, Rubin Kabirovich Abdullin for the warm welcome.

The theme for the current Congress was put forward at the board meeting of the
Society for Music Theory based on the accumulated experience of previous forums.
During substantive discussions, the need arose not only to “agree on terms”, but to
delve deeply into the complex interweaving of research paradigms. It became increas-
ingly clear that without realizing the essence of these no fruitful cooperation is possi-
ble.

It is important to understand at the same time that a paradigm shift is not only ac-
companied by a radical renewal of the scientific vocabulary, but also makes it possible
to get an unexpected perspective onto the established research tools, which have seem-
ingly been already moved away from the forefront of research to be respectfully taken
into account as the "history of the issue". Thomas Kuhn devoted special attention to
this in his famous book, to which we owe the introduction of the concept of “para-
digm” into scientific usage. In its figurative expression, during the paradigm shift sci-
entists find themselves on a different planet, surrounded by unfamiliar objects, where
familiar objects appear in a completely different light. In this regard, it is quite natural
for the participants of our Congress to discuss various neologisms proposed by modern
composers as applied to their own work; as well as authentic terminology that allows
one to delve into the study of musical culture of the distant past; and terminological
borrowings from related fields of knowledge. A need of this kind is obvious when
studying a musical language in all kinds of projections, be it form, genre, modal or
rhythmic organization, texture, etc.
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Responding to this need, we provided for the possibility of an active exchange of
opinions in the format of plenary and sectional meetings, poster presentations, work-
shop seminars, and presentations. The scope of topics for presentations selected for the
plenary session determines the direction of the discussions at the sectional meetings.
Each section unfolds a whole panorama of the problems discussed, which speak for
themselves: Conceptual framework in the study of recent music, Conceptual apparatus
and terminology in the study of mode and harmony, Conceptual apparatus in the study
of timbre and texture, concepts and terms in the interdisciplinary sphere, Narrative
and narrativity, Terminology in the study of form, Concepts and terms in the move-
ment of history, Concepts and terms in the study of genres, Terminology in Medieval
music studies, Specificity of the conceptual apparatus and terminology in different na-
tional traditions, and Conceptual apparatus and terminology in the study of Baroque
music.

At the end of our congress, the accumulated scientific material will be published
in the conference proceedings and will certainly be of great interest to a wide range of
specialists. Looking ahead, | would like to presumably assess the degree of novelty of
all that we will come closer to due to our joint efforts these coming days. Having
posed this question in front of myself, | re-read a collection of scientific papers forty
years ago, which | had previously thoroughly studied at the time of graduate studies
with my supervisor E. Nazaikinsky. I refer to the anthology entitled “Psychology of
the Processes of Artistic Creation” prepared for publication by the Commission for the
Comprehensive Study of Artistic Creativity at the Scientific Council on the History of
World Culture of the USSR Academy of Sciences. It selectively presents the reports
read at the All-Union Symposium held in 1978 in Moscow on the methodological
problems of studying the processes of artistic creation.

Within the framework of that symposium, a round table was held on the topic
“Terminology in literary criticism and art history”, the materials of which have also
been published. The very name of the round table reflects the natural emphasis on lit-
erary criticism, since it was in this field at that time that a fruitful surge in the activity
of prominent scientists was observed. And although art criticism was also presented by
researchers of theater, painting, music and cinema studies, the dominance of philology
was obvious. Interdisciplinary approach was another dominant issue in the round-table
discussion. The initiative in this regard belonged to the roundtable discussion modera-
tor B. Meilakh, the author of the earlier published the book “At the Frontier of Science
and Art”. The only representative of musicology who spoke at the round table then
was V. Medushevsky. His report on “Migration of Terms and Systemic Science” has
not lost its relevance today. It was about the various levels and planes for the systema-
tization of art history terminology - the levels of general and private art criticism, the
levels of philosophical and aesthetic and special scientific concepts, the sociological,
psychological, semiotic and other aspects of art culture. The problem of homonymy
and synonymy of terms was discussed — in particular, in relation to the fundamental
categories of form and content. The inexhaustibility of such issues has been attested to
in the subject matter of a number of reports of our current Congress.

It should be noted that the echoes of that discussion of terminology appeared
immediately in the musicology environment almost immediately. Among these, one
can single out an article by V. Medushevsky "On "Musical Universals", publications
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by E. Nazaikinsky and T. Bershadskaya. In the materials of the aforementioned round
table, it is worth paying attention to the problem of “term or metaphor” repeatedly
raised by different speakers. Behind this opposition is an alternative to choosing one or
another language for describing a literary text. Moving away from the Cartesian notion
“determine the meanings of words, and you will save mankind from half of its errors”,
the language of philosophy, science (and not only humanitarian) began to be saturated
with imagery of a metaphorical nature, and, therefore, showed signs of artistic think-
ing. In a declarative form, this turn is presented on the first pages of E. Nazaykinsky’s
book “The Logic of Musical Composition™: “The genre of the book dictates us the way
of literary and musicological description, which is only somewhat based on the read-
er’s initiative of active auditory work <...> The reader is offered a description opposite
to the usual analysis. It will be rather a synthesis aimed at a specific work <...> Figura-
tive descriptions in some cases turn out to be especially necessary in the role of art
criticism equivalent to strict scientific disciplines.”

And if in the book of E. Nazaikinsky the obvious opposition to the Neo-
Pythagorean tradition, which places Number and its precisely defined criteria for as-
sessing Beauty at the forefront, is left in the subtext, then in the recently published
book by I. Khannanov “Non-verbal specificity of music” such opposition is already
presented as convinced the rationale for a decisive rejection of the former, which, in
the opinion of the author, has served its own paradigm in the name of the new.The
movement in this direction, however, became apparent much earlier and at first could
be perceived from the previous positions as some unfortunate blurring of scientific
judgments. This is clearly seen in the early works of B. Asafiev, in which he clearly
avoided a clear definition of concepts, the meaning of which he himself emphasized. |
will give some examples of this: “To define symphonism is unthinkable, just as it is
impossible to define the concepts of pictoriality, true poetry, musical sound, etc.”; “In
its qualitative essence, it (symphony) is indefinable. Obviously not in harmony with
the canons of formal logic is the following definition by Asafiev: “A sonata, a real
good sonata is not even a diagram, nor a construction, nor even a form, but a method
of thinking by means of music, however, not even a method, but the quality of music
as thinking”.

In this regard, the incomprehensible wittiness of 1. Methodin, which he allowed
himself at the funeral of B. Asafiev, is understandable: “So we have never been able to
find out what intonation is...” The context that determined such a delimitation of posi-
tions is also clear. S. Kierkegaard's teachings and in the existentialism that took his
philosophy forward, “a new philosophical language and style appear, designed to ex-
press the philosopher’s thought in an indirect way, fragmented, aphoristic and lyrical.”
The topic that | selected for my presentation is related to all of the issues above. The
homonymy of the term “form” is obvious and has long been substantiated both in sci-
ence and in pedagogy. With this statement, A. Schoenberg begins his textbook “Fun-
damentals of Musical Composition”: “The term "form" is used in several senses.
When he is involved in connection with two-part, three-part forms or rondo, he indi-
cates the number of parts. The expressed sonata form indicates, on the contrary, the
size of the parts and the complex nature of their relationship. Speaking of the minuet,
scherzo and about other dance forms, we mean the size, pace and other rhythmic char-
acteristics inherent in the dance. If this term is used in an aesthetic sense, the expres-
sion form means that the composition is appropriately organized, that is, it consists of
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elements that function according to the principle of a living organism. Without such an
organization, music would be an amorphous mass, as meaningless as an essay without
punctuation and as meaningless as a conversation jumping from one topic to another.”

A form can mean aesthetic and philosophical category, a scientific concept,
or a highly specialized term. Raising the question of logical definitions of the concept
of “musical form”, it is advisable to dwell on the following points.

1. It is important to understand, in the light of what kind of scientific paradigm
this concept is used, what new meanings it acquires in a certain context. The pathos of
V. Medushevsky’s speech at the aforementioned round table was, in particular, that in
those years he adopted the neurosemiotic concept, the latest data from studies of the
phenomenon of functional asymmetry of the cerebral hemispheres. It is from these po-
sitions that V. Medushevsky substantiated the concepts proposed by him: “analytical
form” and “intonational form”, “reduced form” and “unfolded form”. The level of sci-
entific study of these ideas was confirmed by the defense of a doctoral dissertation and
the publication of a widely known monograph.

The linguistic paradigm formed the basis of another major study of M. Ara-
novsky’s book “The Syntactic Structure of Melody”. Here, the migration of terms led
to a significant correction of the classifications established in musicology. The author,
in particular, completely refused to use the terms “phrase” and “period” in the analysis
of the musical form. Since a phrase in linguistics is identical to a sentence, in the mu-
sicology lexicon, according to M. Aranovsky, the presence of this word is nothing
more than a “terminological misunderstanding”. It can be noted that the term “phrase”
Is not found in well-known textbooks of musical form, which belong to A. B. Marx
and I. Kh. Lobe. In the French doctrine of musical form, in particular, in the textbook
of Vincent d’Andy, who will be given special attention in the program of our Con-
gress, the semantic correlation of the terms “phrase” and “period” is directly opposite
to what is accepted here: the period is part of the phrase.

M. Aranovsky proposed his own terminological system that adapts linguistic tra-
ditions. In particular, he named four forms of the existence of a tone: a toneme,
a grammeme, a tone, an intoneme. In the characteristics of musical syntax, he also
used the terms “syllable”, “word”, “syntagma”, “sentence”. As time has shown, the
widespread dissemination of these innovations in musicology has not occurred. Ap-
parently, nevertheless, as E. Renan said, "there are words that should be protected,
even if we are convinced that they contain errors".

In foreign musicology in the second half of the last century, the accumulation of
paradigms borrowed from outside is especially noticeable. At the OTM Congress in
Strasbourg, in this regard, they discussed semiology, hermeneutics, cognitive science,
and the theory of transformations. At our current congress in Kazan, a separate section
is devoted to the problems of narratology. Strictly speaking, the spread of ideas bor-
rowed from outside does not always reach the paradigm in musicology circles. More
often it comes to the innovation of individual composers, conceptually substantiating
their creative position, which, in turn, receives musicological commentary. An exam-
ple is the recently published book of a young researcher O. Garbuz, dedicated to the
work of the French composer Pascal Dusapin. It contains the material of a dissertation
written under the double scientific guidance of Professor Ivanka Stoyanova and mine,
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and defended both in Russia and in France. P. Dusapin, who replaced P. Boulez as the
head of the College de France, in his inaugural speech, thoroughly commented on the
orientations of his work. In particular, the concepts of rhizome and palimpsest that he
gleaned from the works of Deleuze and Guattari. Thus, a key was given to the analysis
of his music based on the terminology proposed by the composer himself.At the same
time, it is quite possible to talk about paradigms that have become firmly established
in musicology itself in line with its immanent development. The large number of re-
searchers rushing in the footsteps of G. Riemann, A. B. Marx, E. Kurt, B. Asafiev,
H. Schenker is a visible evidence of this. And often, such “interest on capital” is very
significant and deservedly introduces new research names into the elite of musicology.

The program of our Congress, in particular, provides a report on the theoretical
concept of V. Bobrovsky, which allows me only to mention his significant contribu-
tion to the development of the Asafiev's line of research. The phrase thrown casually
by B. Asafiev: “the scheme of sonata allegro is one, there are as many sonata forms as
there are sonatas” reflected in the concepts of “form as principle” and “form as given”,
“form-genesis” and “form-result”. And using this new terminology V. Bobrovsky con-
vincingly demonstrated the merits of his original method of music analysis.

2. We should dwell on some laws of life of the concept of “form”. A wonderful
book by A. Losev “The Dialectics of the Art Form” is dedicated to this problem. In it,
the main task of the author became a phenomenological and dialectical analysis of the
concept of an art form. His method of “funnel” proposed by him means a transition
from the general categorical phenomenological dialectics of the artistic form to its em-
pirical analysis, that is, the movement from general to partial aesthetics. A. Losev
called his book part of a large work on systematic aesthetics and proposed a final clas-
sification of all art forms in it.Since the Ancient times, the tradition of philosophy has
been the consideration of categories as independent (Aristotle), categories in the com-
position of binary pairs (Pythagoreans) and in the triadic division (Proclus). How was
the musical form represented in this “coordinate system”?

Form — as something singular, form per se, is a concept that implies isolation ac-
cording to certain attributes against the background of “formlessness,” that is, the ab-
sence of certain desired attributes of organization. Recall Vincent d’Andy's rash phrase
about Debussy's preludes: “This music will not live because it has no form.” Here, the
axiological aspect of the judgment is especially tangible: “Form means beauty”
(M. Glinka). This approach is explainable under the dominance of a certain artistic
canon, for example, classicist ideas about the perfect form. However, in the XX centu-
ry art, the phenomenon of “axiological rehabilitation” of such concepts as chaos, ab-
surdity, eclecticism entailed a revision of previous ideas. One of the key terms in the
aesthetics of postmodernism has become non-selection. “The lack of composition in
the New Novel of the XX century is essentially a new type of composition,” notes
A. Dima.

To us, Form as a correlate in paired categories looks much more familiar. We can
say that at this stage we are “captured” by the binary principle. Adding to the terms
| have already mentioned by V. Medushevsky and V. Bobrovsky, you can add many
others: “form in the broad and narrow sense of the word” (textbooks), “form as a pro-
cess and form as a crystallized scheme” (B. Asafiev), “form-eidos” and ‘“form-
morphe” (K. Dahlhaus), and so on.
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It is especially important to focus on the paired category “form-content”, which,
for well-known reasons, in the Soviet period became the conductor of the ideology of
socialist realism. Leaving behind this period of our history, replete with nonsense, it is
nevertheless necessary to determine the attitude towards the very, albeit compromised,
terminology. It would seem that it could simply be taken out of scientific usage using
alternative terminology, as V. Kholopova suggested in her time in the article “A fare-
well look at the dichotomy of form-content”. But it will not be superfluous to “wash
off” the ill-fated term in order to meaningfully use it further. This is what E. Nazai-
kinsky does, seeing the dialectic of form and content ascent from one subject level to
another — the principle of the “ladder” of mutual transitions.

At the same time, it is worth paying attention to another pair of concepts —
“form-material”, whose history goes back to antiquity (Plotinus, Aristotle). In the mu-
sical culture of the XX century, it was this pair that gained a special sound. “The musi-
cal form is the result of a “logical discussion” of musical material,” said Igor Stravin-
sky. Compared to “material,” the term “content” is much younger. It was proposed by
G. Hegel, but what is important, not as an element of the paired category, but as part of
the triad: “Content is the unity of form and matter”; “The content has some form and
some matter, belonging to it and essential for it; it is their unity. ” The idea, as they
say, was running in the air and was immediately picked up by I. Goethe: “Everyone
sees matter in front of them; only those who deal with it find content; form remains a
mystery to the majority.” The concept of art form as part of triads appeared later. We
encounter a special triad at V. Belinsky: content — form — nodule. By the latter was
meant the cohesion of form and content, revealed in a masterpiece.

The elaboration of philosophical categories has, as has long been noted, its stag-
es. Studying this question in detail, V. Obukhov comes to the conclusion, in particular,
that single categories form binary pairs with the development of science. To the corre-
sponding categories, as the dialectic deepens, their connections are become synthesiz-
ing. Here the logical approach to the Hegelian triad of thesis — antithesis — synthesis is
obvious (an example is the above triad of V. Belinsky). However, there are other, non-
Hegelian triads, and the matter is not limited to triads. In particular, A. Losev in the
above-mentioned book, also relying on the Hegelian triad, prefers an off-triad ap-
proach. Should we expect a reflection of these patterns in further definitions of the
concept of “musical form”? The forecast confirming this was once made by
E. Nazaikinsky: “Categorical triads are naturally born in the practice of music itself, in
its creation, performance, perception and awareness. The study of triad as a method
that is well suited to the nature of a piece of music should apparently be a special task.
It is this step that was made by the scientist himself in classifying the functions of the
musical form. He proposed and described a new triad: communicative — tectonic — se-
mantic functions. Most likely, with regard to the musical form, something similar will
happen where the unusual material of music and the innovative creative settings of
modern composers tell musicologists the appropriate direction of making the search.
As an example, | can quote a fragment of an interesting interview that Tristan Murray
gave last year in Moscow: “The temporal organization for me is a key aspect in the
composition. When | say time, by it | mean a whole series of seemingly completely
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different concepts: rhythm (on a small scale), gesture (on a large scale) and shape (on a
huge scale).” Without commenting now on this unusual triad, I only repeat that it is
advisable to pay special attention to the neologisms proposed by composers, “even if
we are convinced that they contain errors”!

A. L. Maklygin

THE FORMATION OF NATIONAL MUSICAL CULTURES
IN THE SOVIET PERIOD (1920-40S): PROBLEMS OF TERMINOLOGY

The coming years (2020, 2022) will be known in the history of the Russian
statehood as jubilee, centenary dates reflecting the fundamentally multinational vector
of cultural development, due to the new structure of the territorial division of Russia.
Starting from 1920s, the “national cultural construction™ starts to actively unfold (and
in the 1930s forcedly so) — in the vast geo-cultural space. Part of this process was the
formation of the concept of the “national”, the formation of which took place in the
context of the emergence of a new Soviet musical science, the “Leninist stage in musi-
cal theory” (Y. Keldysh).

During this period, a very diverse body of scholars and experts was formed —
those, who worked on the problem of national music: from authoritative metropolitan
scholars with serious academic (university and conservative) education (V. Belyaev,
H. Kushnarev and others) to musicians who only operated with the terminology used
by the proletarian musicians and social activists, or adherents of “national purity” in
the regions. Hence, it is the terminology, and more broadly, the verbal space for de-
scribing new cultural phenomena (the immediately discovered folklore and the form-
ing of composer's thinking) that is perceived as a quite distinctive and incredibly di-
verse phenomenon, somewhat “kaleidoscopic”.

The works (scientific and, especially so, journalistic) gives a huge number of
examples of diverse usage of the traditional terminological dictionary, its adaptation to
the “local conditions”. The significance of using Greek-Latin terms is symbolic of the
movement towards the high European values of a young professional culture. This is
especially true for the terms of the group of terms denoting the musical mode in con-
nection with the active study of oral monodic practice. Some of the concepts undergo
lexical, and then semantic rehabilitation (for example, the transition from the “Chinese
scale” to “pentatonic” and the removal of its staged interpretation).

Due to the national specificity of the object of study, this period is marked by
attempts to semantically correlate the European and the “native” musical terminology
(for example, the interpretation of “mugam” through the principles of the fundamental
category of the Soviet era: “symphony”). A special place is occupied by terminologi-
cal initiatives, which are expressed in attempts to introduce new terms (“mugham”), to
combine multinational terms (Tagmizyan’s “singing-perde”). A separate issue is the
“survival” of new terms: for example, Belyaev’s proposed “flagolet-singing” was not
widely used, and at present this phenomenon of Tuvan singing is known as “throat
singing”.

Keywords: European musical terminology, national musical terms, history of
terminology.

112



T. I. Naumenko

“THE NEW DAY FOUND US UNPREPARED...”:
SCIENTIFIC TERM IN THE EPOCH OF RAPPROCHEMENT
OF CULTURES

The article is devoted to the state of Russian musicology after 1991. One of the
leading trends is highlighted, due to the actualization of the interaction between Rus-
sian and foreign musicological traditions. The forms of such interaction are character-
ized; it is noted that some of them — in particular, various requirements for the publica-
tion activities of scientists — cause an ambiguous attitude in the domestic academic
community. Some of the arguments cited are very reasonable and reveal the problem
of the self-awareness of science, which in the modern international context has espe-
cially acutely felt its dissimilarity. At the same time, striving to interact with Western
scientific trends, Russian musicology is faced problems that require special analysis
and understanding. In the report, these problems are considered through the prism of
terminology, which systematically reflects all levels of contradictions and potential
conflicts: from the basic opposition “Russian — foreign” to the “keywords” of musicol-
ogy, which are not always identical in the Russian and English versions in either the
subject or conceptual aspects. The discussion material is both the original studies of
British and American researchers, as well as the texts of reviews of Russian musicolo-
gy books published in the Slavic scientific periodicals of the USA and Europe. These
problems are characterized as a consequence of some significant historical circum-
stances that help to understand the inevitability of the situation, as well as discuss
some ways to overcome it.

Keywords: modern Russian musicology, the Western academic community,
scientific term, rapprochement of cultures.

S. 1. Savenko
RECENT MUSIC: HOW TO DESCRIBE IT

The music of the European tradition of about the last three decades, which is
now generally classified as an “academic avant-garde,” that is, serious musical art of
an innovative stylistics, was chosen as the paper’s material. Its evolution and current
state puts forward a number of problems for musicology. The essence of avant-garde
events in music, as we know, is primarily associated with changes in its primary
basis — sound as such and its organization. The recent musical material can be repre-
sented as the result of the expansion of the sound space, the sound continuum, which
seems to be extreme in breadth, because noises along with tones have long been in-
cluded in its scope. However, the boundaries of this “expanding universe” are uncer-
tain, as each new avant-garde wave re-establishes them; regressive phenomena (mini-
malism, “new simplicity”, “end of the time of composers” etc.) are also limited in time
and unable to reverse the progressive course of evolution.

Following the music, its description and its interpretation changes; the object to be an-
alyzed is transformed, depending on how much the tone parameter gives way to the

113



sonorous one, how much the tonal characteristics are shifted towards noise. Depending
on this, research methods are also changing, where the signs of their own continuum
are indicated, with an element of polarization of formalized and metaphorical ap-
proaches.

Keywords: recent music, avant-garde, tones and noises, research methods.

K. V. Zenkin
TERMINOLOGY PROBLEMS OF HISTORICAL MUSICOLOGY

The presentation considers the formation of a comprehensive terminological sys-
tem in historical musicology. On the one hand, such a system is necessary if the histo-
ry of music is regarded as a science, not just a literary activity (which may also be pos-
sible). On the other hand, the historical mobility of genre and style definitions does not
allow the term system to crystallize, “to solidify”, and thus create a stable conceptual
and terminological basis. The presentation focuses on the key categories of the histori-
cal and artistic process which are being projected onto music: classical music, music of
Romanticism, Baroque, etc.

First and foremost, the presentation analyses musical and historical texts (primar-
ily Russian) of the second half of the 19th century from the standpoint of the gradual
formation of specific historical terminology in the process of borrowing and assimilat-
ing terms from related humanitarian disciplines.

Secondly, the author studies the process of theoretical development of musical
and historical terminology, including the appearance of musical and historical termino-
logical systems regarded as “abstractedly philosophical” (covering the period from
Hegel, their “forerunner”, to B. Yavorsky, S. Skrebkov and T. Cherednichenko), and
the practical ones - formed in the process of study of any aspect of musical material:
e.g., E. Kurt, Yu. Kholopov.

The presentation offers to analyze the weak and strong aspects of the term sys-
tems in question. Particular attention is given to the term system dominating in the his-
tory of music today which should be named as ‘“adjustably empirical”, or in other
words, a “quasi-system” which synthesizes both approaches combining deduction and
induction. In conclusion, the presentation maps out the ways to combine historical
flexibility (adjustability) of terminology with its systemic nature, and to form a dy-
namic and “open system” of terms and concepts.

Keywords: history of music, era, style, classics, Romanticism.

l. P. Susidko

NOMENCLATURE IN THE GENRE IDENTIFICATION:
HISTORICAL AWARENESS AND/OR SYSTEMATICS

The main issue of paper is the question of genre nomenclature, in particular, the
relation between historically reliable terms and those developed by modern art history.
This correlation provokes not only theoretical but also practical problems directly con-
nected to present performing und publishing activities.
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The issue is considered on example of genre nomenclature in Italian opera 17
and 18" centuries. A number of trends and approaches have been identified: 1. the
tendency from the variety of genre designations to their normalization, 2. the simulta-
neous existence of two standards in genre designations — one based on classical theory
of drama (in the librettos, playbills, scores) and the other on habitual theater practice
(in secondary sources, such as letters, dearies, etc.), 3. inconsistency in many cases
with the modern understanding of genre terms and what was used in 17" and 18" cen-
turies.

The History Informed Performance Practice (HIPP) which in recent decades has
become the standard in interpreting the “musical part” of early opera (in all concerned
the vocal and orchestral sound), also predisposes musicologists to make wide use of
authentic genre terms. However it is often impossible to reveal the general processes
of evolution and sequences of genres within the terminological guidelines of “HIPP-
musicology”, as well as to understand the logic of establishing their national and re-
gional variants — the same term can designate the works that are essential diverse in
the genre sense.

At the same time, the usage some kind of general terms (such as musical drama
or comic opera, for example) without correlation with identifications of 17" and 18"
centuries leads often to serios errors, ambiguity and, moreover, excludes work from
the historical context.

The paper proposes a method for reconciling historical and systematic terms de-
pending on the aria of their use.

Keywords: genre nomenclature, historically reliable terms, Italian opera of the
XVII-XVIII centuries.

I. Stoyanova

BASIS OF SPECTRALISM:
CONCEPTUAL APPARATUS OF THEORY AND AESTHETICS

Spectralism is the last composition system in the XX century introduced by the
French composers Gerard Griset, Tristan Murray, South Dufour, Mikael Levinas,
Roger Tessie in response or as a reaction to the serialism of the musical avant-garde of
the 50-60s. Spectralism gives the paramount formative role to the timbre, the specific
qualities of the original musical material. That is, in contrast to serialism, it gives max-
imum value not to the individual parameters and structure of sound in the traditional
sense, but to its specific acoustic matter. The micro- and macrostructure of the work is
derived not on the basis of a single structure and on the basis of more or less complex
arithmetic operations, but on the basis of specific and accurate acoustic qualities of
musical matter. Detailed sound analyzes with spectrogram tools precede the composi-
tion process and determine the development of the musical form as a process. Spectral-
ism, regardless of whether it uses modern technology in the final version of the work
or not, is a new stage in the evolution of musical thinking and musical aesthetics of the
20th century, leading to timbre as a metaphor for composition and the aesthetics of the
matter of sound. This, of course, causes the emergence of a new conceptual apparatus.
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The electronic revolution of the 20th century has led to significant changes in
musical matter, musical language, and concepts of theory. The evolution of acoustics
and new technologies that are used in music — first analog, then digital — lead to new
concepts and new ways of thinking. What becomes fundamental in the matter of sound
is its microcomposition, i.e., its creation in the most minimal details and in all morpho-
logical instability, variability, and processuality. The science of sound widely used in
modern music is based on the interaction of five independent disciplines: physics,
computer science, signal processing, psychoacoustics / cognitive psychology and mu-
sic, which leads to the application of the concepts of these sciences in the field of
modern musical theory.

The spectral method of composition leads to the introduction of many new con-
cepts in musical theory, as well as to a change in meaning, to a rethinking of many al-
ready established concepts. The concepts of spectrum, spectral music, additive synthe-
sis, instrumental synthesis, of course, are news. But such well-known concepts as
sound, noise, pitch, duration, dynamics, timbre, form, process, modulation, orchestra-
tion, time, space, are enriched and endowed with new meanings. In this report | will
try to clarify some of the most important new concepts and some significant changes
in the understanding of already known concepts.

Keywords: spectrum, musical object, form, process, instrumental synthesis.

V. N. Kholopova
THE CONCEPT OF “MULTIMEDIA” IN THE MUSIC OF IGOR KEFALIDI

At the present time the concept of “multimedia” is quite widespread and is used
in education, science, art and advertisement; in the sphere of music it is used in clips of
entertainment genres. The aim of the report is to trace the circle of phenomena of mul-
timedia in the works of a composer of the academic tradition — Igor Kefalidi. Most
typical for this composer is the following triplicity of components: electronic sounds,
the sounding of acoustic instruments and video footage, in particular, in the best com-
positions — “TapeExt” and “S_S S.” In addition, the composer has written composi-
tions: with participation of instrumental theater — electronics, percussion instruments,
theatrical motions and video (“Percato molto™); with the participation of dance — elec-
tronics, dance, percussion and video (“Sophisteia”); with the participation of human
voice — electronics, human voie, wind instruments and video (““...so und auch so...”);
with the participation of laser beams (“Feu le fol, eh!”’). The author knows multimedia
works by other composers without electronics: instrumental ensemble and video
(Francois Paris). In the styles of video footage, both abstraction and depictions with
elements of reality are appropriate for the composer. Kefalidi also considers the emo-
tions of the viewer and the listener as forming an essential component of multimedia.
As a representative example, the report examines the composition “S S S”, created
with the assistance of artist Andrew Quinn.

Keywords: multimedia, electronics, Igor Kefalidi, Andrew Quinn.
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CONCEPTUAL FRAMEWORK
OF RECENT MUSIC RESEARCH

G. Daunoraviciené

THE CONCEPTUAL APPARATUS IN THE RESEARCH
INTO NEW PHENOMENA OF THE MUSICAL ART IN LITHUANIA
(FROM AFTER-GENRE TO THE NEW GENRE)

The musical space of the “cultural turning point” was defined as after-genre. The
expansion of the concept of a genre towards appreciation of mobility of the phenome-
non and hybridisation and potentiality of innovations lead to its epistemological rede-
fining. This was accompanied by fundamental changes in the system of musical art
emerged in the 1960s: the development of postmodernism, the digital revolution and
the formation of interdisciplinary art.

The most radical censorship of macro-genre systems occurred ca. 1600. By mac-
ro-genre system we mean a self-organising multi-agent system (Patte 1987, 1997:
Raczazek-Leonardi 2009). The coexistence of traditional mono-genres, polygenres,
free genres and genres of the new tradition is the logical basis for a hypothesis for
chromatism occurring in the shift of macro-genre systems. Transitionality is also in-
herent to the epistemology of the music genre. The classification approach is chal-
lenged by the existing factors of mobility and transformation of the phenomenon. The-
oretical works reveal social functions and communicative roots of the genre (Kallberg
1988; Samson 1989; Tarasti 2015).

Three examples of the synonymisation of the concept of a music genre:
A. J. Greimas (1966) defines the concept of signification — isotopy — as “a meaningful
whole” and assigns the function of deep “reading of text” to a genre. E. Tarasti (1994,
2015) equates one of the musical isotopies with a music genre. From a bio-artistic
point of view, the term musical genotype is synonymous with a music genre (Dauno-
ravi¢iené 1990, 2013). The third synonym builds on a taxonomic system adapted to art
studies (Derrida 1980; Taves 2001; Holt 2007; Fabbri 2012), which enables to associ-
ate a music genre with a musical taxon.

In their studies of the morphogenesis of music, J. Deleuze and F. Guattari (2004)
do not perceive the identity of the phenomena of biology and music but claim the pos-
sibility for their explanation on the basis of analogous models.

Keywords: music genre, self-organising macro-system, transsystemic chroma-
tism, isotopy, genotype, taxon.
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G. Schroder

MULTI-MEDIA PERFORMANCES MADE BY WOMEN.
DRAFTING A RESEARCH CONCEPT BASED ON JULIA MIHALY’S
AND JAGODA SZMYTKA’S RECENT PRODUCTIONS

Analysts of musical multimedia are used to face difficulties (cf. Cook 2000;
Bonardi et.al. 2017). How should they gauge the potential dimensions of diverse me-
dia? Not only audible (sound, speech, music), but visible dimensions are to be under-
stood in relation with each other: costumes, make-up, hairstyle, scenery, and the
movement of performers on stage.

Inquiry into multimedia performances is further complicated by the draft-like and
indefinite character many scores take. Analysts tend to blind out the composer as a
person from their analysis and seek to strictly concentrate on the arte factum. Howev-
er, this strategy seems to be less fruitful in research on recent performance art. This
talk adduces two female performers as examples: Julia Mihaly (*1984) and Jagoda
Szmytka (*1982).

The scores of their mainly multimedia productions radically abbreviate what
happens during the performance, rendering it unrepeatable by others. Furthermore, the
originators’ own body is an essential part of the performance, which in consequence
ages with the performing artist. The productions are full of decomposed elements,
namely pitted primitive technical equipment like game boys from the 1980s. Addition-
al camera pannings, manifold broken through vast mirrors, call upon measuring the
ephemeral.

The liquidation of the concept of work in its emphatic sense accelerates with the
multiple transtextual dimensions of Szmytka’s and Mihaly’s productions. They allude
to the more recent history of either art or cultural scenes in general. Szmytka’s perfor-
mances refer to Morton Feldman and Stanley Kubrick, while one of Mihaly’s last pro-
ductions points out the disconcerting role of feminism during the student’s revolt of
1968. Along such historical allusions both artists’ embeddings of audible and visible
trash and garbage diffuse the sanctity of their productions.

Keywords: performance art; multi-media; death of the author; liquidation of the work.

T.G. Mdivani

ASPECTS OF NONLINEARITY IN MUSIC
SECOND HALF OF THE XX CENTURY

Musical art, as part of artistic culture, is a mirror reflecting in the language of
music the current worldview and the same relevant processes taking place in culture.
The modern, postmodern world is fixed by composer consciousness as a special world,
the most important feature of which is instability. In turn, instability is an integral at-
tribute of non-linearity, which is characterized by inconsistency, multivariance, alter-
nativeness, indeterminacy, jump (saltation) development of any open system (I. Prigo-
gine, S. Kurdyumov, E. Soroko). Phenomenon, in view of its fundamental classicity
and eccentricity, requires the creation of a definite terminological thesaurus that gives
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an adequate, true representation of the situation in post-nonclassical musical art. Hence
the introduction into the scientific circulation of the concepts of “non-linearity”, “open
non-linear text”, “non-linear concept of music”, “self-organization” and “self-
development”. In this paper, nonlinearity is considered in two aspects - in its manifes-
tation (“state of nonlinearity”) and in formation (“nonlinear process”). The nonlineari-
ty characterization includes the multiplicity of semantic and structural reading of the
material (for example, aleatorics of form) and loose text (for example, graphic music),
the approximativity of elements and means of expression (musical and non-musical),
casualness and emergence of changes, bi- and polyfurcation with a dissipative compo-
nent ( openness of the structure) and self-structuring based on temporary, anthropogen-
ic factors. Three types of nonlinearity are distinguished in the work - local, bifurcation,
and total. The works representing the paradigm of nonlinearity are called nonlinear
music by us, the process of the formation of composer's thought, based on the ideas of
indeterminism, permanent evolution and structural openness, is nonlinear, the phe-
nomenon itself, including the state and the process, is nonlinearity. The issues of rep-
resenting and organizzation of an open nonlinear musical and artistic construction as a
text are considered on the basis of new genre realities representing “art action”.
Keywords: postmodernism in music, casualness, bifurcation, nonlinear text.

A. A. Maklygina

COMPOSITIONAL DESIGNATIONS OF E. VARESE:
PROBLEMS OF TERMINOLOGY

The terminology of Varese as an important part of the composer's musical and
theoretical heritage. Difficulties in understanding and interpreting the Varese’s termi-
nology. Features of the origin and rebroadcast of terms. No strictly scientific treatises;
oral lecture format. Avoiding strictly logical definitions, striving for some vagueness;
a weakly expressed, visual reasoning.

Named terms. Sound masses, intensity zones, plans, seismographic notation,
simultaneously rhythms, hyperbolic and parabolic sound trajectories, a new liberating
environment. Related to existing terms of new music.

Features of the use of Varese’s terminology in the analysis of his music. Criti-
cism of the terminological approaches of Western analysts of works by Varese (J.
Strawn; A. Wilheim; P. W. Clayton; J. Bernard) in the context of domestic analytical
traditions.

Keywords: Edgard Varess, Varese’s terminology, American composer, sound masses.

0. V. Komarnitskaya

THE CONCEPT OF SIMULTANEOUS DRAMATURGY IN MODERN OPERA
OF THE SECOND HALF OF THE XXTH CENTURY

The idea of “simultaneous dramaturgy”, one of the revelations of the XXth cen-
tury art philosophy, found its rapid dissemination in cinema, literature, music and cin-
ematography. “Simultaneous dramaturgy” is an important unifying concept of musical
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compositions of different genres. The development of discordant “dramaturgic
spheres” in one musical composition intensifies the semantic content, synthesizing
them into a unified entity. In opera theatre, this scenic type had a significant impact on
Russian, Western-European and American music.

One of the first compositions of this type is B. A. Zimmermann’s “The Soldiers”,
1964 (after J. M. R. Lenz’s play), where the scenic space is split into sectors, with the
final part divided into twenty four stage scenes. Discordant dramatic spheres and alo-
gism of the action are a specific feature of the content.

A two-dimensional dramatic action is typical of S. M. Slonimsky’s opera ‘Master
and Margarita”, 1972 (after M. A. Bulgakov’s novel). The polyphonic structure of the
novel and the “complicated counterpoints” of the storylines predetermine the peculiari-
ties of the scenic and musical operatic adaptation. Similar to the novel, the action de-
velops in two dimensions, creating two independent dramatic channels: one of them
focuses on Yeshua-Ha-Nozri and other Gospels characters, while the second one is
connected with Mater, Margarita and the literary environment of Massolit.

The dramatic action of R. K. Shchedrin’s “Lolita”, 1994 (after V. V. Nabokov’s
novel) is represented by a six-channel plot development: The Judges passing a verdict
on Humbert, The Boys’ choir at Church, The playwright Clore Quilty as a victim of
the murder, the main plot line with the participation of the key characters, orchestra
episodes and The Advertisers’ duets.

Another vivid example of a musical composition with “simultaneous dramatur-
gy” is the opera “The Ghosts of Versailles” written by the American composer John
Corigliano, 1991 (based on the third part of P. O. Beaumarchais’ trilogy “The Guilty
Mother”. Three action lines co-exist independently of each other: the first is connect-
ed with the reflection of the other world represented by the executed Marie Antoinette,
Louis XVI and their court, the second plot line is the witty buffonade (the world of
Figaro, Susanna, Count Almavira, Rosina and Kerubino), while the third action line
reproduces the frightening events of the French Revolution.

Keywords: Simultaneous Dramaturgy, opera, B. A. Zimmermann, “The Sol-
diers”, S. M. Slonimsky, “Master and Margarita”, R. K. Shchedrin, “Lolita”, John
Corigliano, “The Ghosts of Versailles”.

E. G. Okuneva

THE CONCEPT OF A SERIES IN THE THEORY AND PRACTICE
OF SERIAL COMPOSITION
(PROBLEMS OF CORRELATION AND HISTORICAL DEVELOPMENT
OF TERMINOLOGY)

The report presents an attempt to look at the concept of “series” from the point of
view of the historical development of terminology. The term “Zwdlftonreihe”, which
appeared in the German-speaking musical environment in the first third of the twenti-
eth century in connection with the twelve-tone technique, was repeatedly changed and
subjected to semantic expansion over the following years. The analysis of this concept
in evolutionary dynamics required a multidimensional approach.

The report highlights the existence and adaptation of the term “series” in various
linguistic traditions, raises the questions of differentiating the semantic meanings of
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“row”, “series” and “set” in the English language environment, as well as the concepts
of “cepus” and “psin” in Russian musicology.

Special attention is paid to the problems of definition. The difficulties of the first
formulations were due to the connection of composer’s thinking with the traditions of
the classical-romantic system. Among the factors under the influence of which the def-
initions were changed and corrected, the following stand out: the precompositional na-
ture of the series, its interval specificity (this led to the introduction of new concepts in
foreign science — “pitch class”, “interval class”), transfer of the series principle to oth-
er parameters.

The report also examines the difference in the interpretation of the series by the
two avant-garde. The “ultrathematic” (Boulez) concept of the twelve-ton series with its
fundamentally horizontal character was replaced by the idea of a “generating” series
(without a preferred number of elements), from which all derived objects were de-
rived. The generating series became the basis for other parameters and created a struc-
tural hierarchy, encompassing the entire composition as a whole.

Keywords: series, row, serial music, total serialism, pitch class.

Yu. N. Panteleeva
ON THE CONTEMPORARY COMPOSER TERMINOLOGY

The formation of the conceptual language of modern musicology is significantly
influenced by various «counter-flows» (the term by Russian philologist
A. N. Veselovsky), which bring with them an extensive supply of new terminological
vocabulary and related concepts. One of this «flows» is the terminology of the com-
poser, reflecting the continuous process of self-knowledge and self-interpretation of
the creator.

The report discusses some indicative examples for the contemporary artistic situ-
ation, where «the word of the composer» serves not only as a form of creative and/ or
analytical expression of the author, but also as an important methodological tool that
paves the way for a scientific understanding of contemporary musical work.

Keywords: terminology of musicology, methodology, word of the composer.

l. K. Yanakiev

THE TERMS TEMPERAMENT AND INTONATION IN THE CONTEXT
OF THE MICROTONAL MUSIC IN THE LATE XX AND XXI CENTURY.
THEORY AND PRACTICE.

The terms temperament and intonation have a historical connotation. Since the
supposed rise of music theory (supposedly Pythagoras) the idea of finding the proper
ratios has been discussed. The adaptation of the 12-tone equal temperament during the
19 century settles the question but not for too long.

In the second part of the late 20" century a revival of the idea for exploring dif-
ferent temepraments and intonations has been observed. The music and theoretic con-
cepts of composers like Harry Partch, and Ben Johnston will be reviewed as examples
of works written entirely using Just Intonation. On the other hand, the equal divisions
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of the octave in its all diversity has been a major part in the xenharmonic subculture
(major names are lvor Dareg, Mike Battaglia, Joseph Monzo).

The proposed paper will make a comparative presentation between the terms, the
methods of deriving scales and their application in the microtonal music of composers
from the second half of the 20" and the beginning of the 21% century.

Keywords: microtonal music, temperament, just intonation, equal division of the
octave.

K. R. Agaronian

TECHNIQUE OF MULTIPLE COMPOSITION: CONTEMPORARY
COMPOSER PRACTICE AND TERM EXPLANATIONS
BY MARY JANE LEACH

The term “multiple composition” is used by some contemporary composers in
the USA to characterize their works. Mary Jane Leach (born 1949) uses this composer
technique more consistently than other composers. A large list of multiple composi-
tions was compiled by Leach. In the works that are included in the list of the multiple
composition, it appears as a universal phenomenon found in the works of many con-
temporary composers. Mary Jane Leach finds samples of such compositions in the
works of famous American authors (such as James Tenney, Alvin Curran, Elliott
Carter, La Monte Young), as well as in the works of Paul Hindemith, Luciano Berio,
Brian Ferneyhough, Karlheinz Stockhausen, Giacinto Scelsi, Sofia Gubaidulina.

In a broader sense, the multiple composition assumes timbral uniformity of com-
positions. In the narrow sense, the technique is determined by the idea of using multi-
ple instruments (acoustic or recorded) as a single, but “multiplied” instrument. The
texture of the multiple composition and multiple timbres are used in the works of Mary
Jane Leach to create acoustic phenomena — the beating, the combination tones sounds,
etc.

The paper explains the term specifics, proposes and justifies the translation of the
term into Russian, defines the parameters of multiple compositions, identifies the con-
cept of multiple composition and contradictions in the explanations of this term by
Mary Jane Leach. The phenomenon of the multiple composition is demonstrated on
the example of the works of Mary Jane Leach, Sofia Gubaidulina, James Tenney, Phill
Niblock and other composers.

Keywords: multiple composition, Mary Jane Leach, James Tenney, combination tone.

S. E. Tchirkov

TYPOLOGICAL INTERPRETATION
OF BRIAN FERNEYHOUGH'S MUSICAL GESTURE

The notion of musical gesture is one of the fundamental elements of
Ferneyhough's compositional thinking. In his theoretical writings the composer em-
phasises the importance of the phenomenon that determines energy, logics and the
vector of development for compositional processes. The ambiguity of the notion poses
challenges for the researcher; for example studying isolated gestures as objects can
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discover certain relationships within a composition. This however does not give us a
holistic view of the identity of the work.

According to the concept of deconstruction in music, that does not presuppose
existence of a smallest semantic unit in music, the identity of a composition can only
be possible in its structure, or in many structures that operate simultaneously within
given composition.

Can a gesture function semantically from the perspective of critical composition?
How does it change its nature with regard to the original form of the object code? How
does gesture relate to musical material in the perspective of a composition?

These questions entail a certain interpretation or a variety of interpretations
aimed to approach the phenomenon of gesture. Whereas the awareness of the variabil-
ity and ambiguity of the notion itself of the phenomenon that is being interpreted is
crucial for an interpretation.

From this point of view, an attempt is made to formulate typological conditions
for subsequent classification of gesture in the context of theory of critical composition
as developed by Claus-Steffen Mahnkopf and theoretical writing of Ferneyhough.
Keywords: musical gesture, new music, critical composition, Brian Ferneyhough,
Claus-Steffen Mahnkopf.

E. A. lzotova

THE CLASSIFICATION AND TERMINOLOGY OF NEW FORMS
OF NOTATION IN COURSES ON CONTEMPORARY MUSIC

Contemporary musical notation as a separately taken educational course in Rus-
sian musical institutions of higher education presents a rather rare experience. At the
Moscow Conservatory study of new musical notation is closely connected with other
contemporary music courses — “20" Century Musical Repertoire,” “Contemporary
Compositional and Performance Techniques,” “Practical Analysis of Contemporary
Music” and others. Musical notation is studied not only by composers and musicolo-
gists, but also by students of practically all the performance major fields of study,
since it is indispensable for them in concert practice.

Upon completion of the course of notation, a student must be able to read ade-
quately any contemporary score (first of all, connected with his major studies), and for
this reason he is required not only to study the main principles of musical notation of
the last hundred years, but also to understand, to which period, direction or style the
studied composition pertains; it is also necessary for the student to have a perception
of new (extended) performance techniques on his instrument.

In contemporary notation the questions of classification and terminology present
themselves as the most crucial and, simultaneously, the most complex. This is con-
nected not only with the multitude of symbols, but also with the multiple levels of their
meanings, since they signify techniques of expression, extended techniques, expres-
sion marks, types of coordination, and many other things. Up to the present sphere,
there has not been any unification or strict systematization developed in this sphere,
while in Russian musicological literature all the terminology has turned out to be
translated from other languages, since the theoretical base is derived from works by
researchers from other countries (Erhard Karkoschka, Gardner Reed, Kurt Stone, Da-
vid Cope, Howard Risatti). Particularly, the systematization and rationalization of mu-
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sical notation with the attempt at its practical application presents the aim of the educa-
tional course.

Keywords: contemporary music, notation, extended performance techniques,
graphic scores.

M. Baroni
CONCEPTUAL CONSTRUCT IN RESEARCHES OF THE NEWEST MUSIC

One of the most important concepts in so called New Music is the “tone -row”
(German die Reihe). Its initial formulation was proposed by Schonberg with his con-
ception of twelve-note rows (or sets, or series): that is, his dodecaphonic system. From
its first appearance the system applied particular forms of mathematical organization
to the notes (transposition, inversion, retrogradation). After the Second World War,
new conceptual and mathematical elaborations were proposed by many young com-
posers starting from that of the initial Schonberghian system. Most of them were dis-
cussed in the famous weeks of the Summer courses organized in the city of Darmstadt.

The different avant-garde musicians composed their works with different stylistic
tendencies, but they shared some aspects of their composing principles, which can be
synthesized as follows:

1. The serial organization was applied not only to pitch but to other musical pa-
rameters: the durations of the notes and of the rests, the alternations of the instruments,
the collocations of the pitches in different octaves and so on. New terminologies and
new structural conceptions were created in such occasions.

2. The aim of these multi-serial procedures was not only to avoid tonal relation-
ships among pitches, but also among their durational, metrical and textural regularities.
In other words the concepts of melody, harmony, counterpoint and phrasing were abol-
ished by the system. New concepts such as group composition, or pointillism, were
necessary to indicate this new syntax.

3. Also the concept of form was deeply and variously discussed : about its di-
mensions (micro and macro form), about the function of rhetorical conventions (conti-
nuity and discontinuity, segmentations, augmentations and diminutions of intensity)
and about the presence of expectations or connections between subsequent parts (for
example Momentform) .

4. Mathematical principles were adopted for the choices of all the structural as-
pects of a composition, and such principles tended to acquire independence from the
notes they produced. The most interesting result of the system was to produce new ag-
gregations of sounds never heard before. Some of them were considered musically in-
teresting, others musically useless. This depended on the personal choices of the com-
posers.

As a conclusion we can state that the period of this rigorous conception lasted for
no more than 20 or 30 years, but it left many evident traces in scores composed also in
the following years. So the structures which were necessary to give a new and com-
plex organization to post-tonal music did not disappear in today’s music.

In my paper | shall discuss a number of problems both to define the most possi-
ble correct definition of new musicological and compositional terms and to discuss
some difficulties in the use of them in different languages.

Keywords: newest music, avant-garde music, serie, die Reihe.
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CONCEPTUAL APPARATUS AND TERMINOLOGY
IN THE STUDY OF MODE AND HARMONY

M. V. Karaseva

MUSICOLOGICAL TERMS IN EAR TRAINING AND HARMONY LESSONS
AT MUSIC COLLEGES: SPECIFICITY OF USAGE

The methodological bottom line of a problem of an appropriate or inappropriate
term (as well its definition) is that it can facilitate or cannot facilitate musical compre-
hension of some modal, tonal, rhythmic or chordal phenomena.

The term invention is as a rule a prerogative of scientists. In the field of music
theory most terms are invented by music teachers, as a rule, so they promote these
terms in their lectures and printed courses.

There are two factors instigating the problem core in the process of theoretical
terms learning at the music college level:

1. Systematic thinking of music teachers is usually not as well developed as
scientist’s thinking. That is why there are many incorrect (used in arbitrary and ran-
dom manner) terms in academic courses.

2. Student’s mental skills are being forming by focusing primarily on the
development of the right hemispheric processes like associative visual thinking. Left
hemispheric processes such as discrete logical and reasoning skills are untypical for
music performer courses. As a result music teacher does not explain term’s etymology
and the scope of its usage, and students simply repeat the term in rote-learned manner.

An author is scientifically based on the perceptional theory of the generative ba-
sis of words and practically based on her own pedagogical experience. The semantic
networks in Russian-speaking musicians will be analyzed. The original classification
of the psychological barrier-making mechanisms will be delivered as following:

1) Problematic aspects of the selected terms (such as simplification by analogy,
an inexplicable calque from foreign languages etc.) will be disclosed;

2) Problem areas in educational system will be identified;

3) Recommendations to improve this terminological situation, especially con-
cerning such meaningful courses for the university entrants as harmony and ear train-
ing, will be done.

Keywords: ear training, harmony, music theory at the secondary educational level.

G. I. Lyzhov

TONAL SYSTEM (MODE) AS A WAY AND TYPE OF PROLONGATION
(BASED ON WORKS OF Y. N. KHOLOPOQOV)

Y. N. Kholopov was behind the synthesis of Riemannian and Schenker doctrines
of harmony. According to Kholopov, the new unifying principle is to consider the real
function of a harmonic system in musical form (“Form is a tonality in action” —
F. M. Gershkovich). This approach takes a dialectical point of view on the process of
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tonal system. What forms this way is a retrospectively understood system of functions
of pitch (= a mode). The difficulty of Kholopov methodology is in dramatic expansion
of style repertoire compared to its predecessors. This circumstance puts the researcher
in a situation of pluralism and uncertainty like a sports judge who has to guess game
rules on-the-fly. Terminological confusion between basic concepts (harmony, mode,
tonality, modality) further complicates the situation. This can be seen even within the
Russian tradition which is supposedly a coherent system. Epistemological crisis is pre-
sent because the need for “big ideas” in musicology is doubted. In this situation I
would like to expand on a thesis formulated in the title and support it with specific ex-
amples. Will this discussion help eliminate the terminological discord or will the exist-
ence of this discord be justified?
Keywords: Y. N. Kholopov, prolongation, mode, tonality, modality.

E. M. Dvoskina
HISTORIA MODULANDI, OR VARIATIONS ON THE MODULATIO THEME

The definition of music as scientia bene modulandi, “knowledge of the right
modulation”, was recorded in the 3rd century AD in the treatise of Censorin's "On the
Birthday" (De die natali). It wandered from the treatise to the treatise until the end of
the 16th century. During this time, the definition was remaining unchanged, but its
meaning was changing. Its change was depending on understanding of modulatio term.
In turn, modulatio was understood differently in different periods: from general idea of
coherence, proportionality of parts to singing or playing musical instruments. Aurelius
Augustine (387-390) in his Treatise on Music analyzes it in most detailed way.

The development of modulation concept in this work is connected with the fea-
tures of the Augustinian musical concept. Despite the fact that the Augustinian angle
of view on the essence of music was not generally accepted by medieval science, the
definition of music as “knowledge of modulation” became generally accepted in Eu-
rope thanks to Augustine, and many medieval authors attribute it to this very Church
Father. The breadth of the semantic field of the term modulatio led to the adventures of
definition over a one thousand five hundred years. The traditional definition of music
disappears from the treatises because of a radical change in the musical paradigm since
the XVII century only.

However, in the 20th century in Russia, in the writings of Losev, Asafiev, Ya-
vorsky, Konyus, a look at the essence of music again brings to mind its understanding
as scientia bene modulandi, and in a discourse very close to that adopted by Augustine.

Keywords: Augustine, modulation, rhythm, foot, harmony, time.

Yu. K. Zakharov

TERMINOLOGICAL SYSTEMS AND THE CONCEPT
OF CHORD FUNCTIONS
IN CLASSICAL SOVIET AND AMERICAN HARMONY TEXTBOOKS

It is with textbooks in the minds of future musicians that the formation of ways to
think about music begins, so we decided to compare the terminological systems and
the distribution of material in American and Soviet harmony textbooks.
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Two classic American textbooks were chosen, that are “Harmony” by W. Piston
and “Tonal Harmony” by S. Kostka, D. Payne and B. Almén. The first is chronologi-
cally close to the so-called “brigade” textbook by I. Dubovsky, S. Evseev, 1. Sposobin
and V. Sokolov, and, like it, has been regularly reprinted since the early 1940s. The
second (1984) contains a deeper presentation of the material and covers topics up to
the harmony of the twentieth century.

In American textbooks, unlike Soviet ones, functional concept has more of a su-
perficially nominative than an essential character. Each of the scale degrees receives
traditional functional names; however, topics such as the interaction between func-
tions, the circle of chords representing each function, the functional logic of harmonic
progressions are not disclosed. In Kostka’s textbook, the term subdominant is sup-
planted by the term predominant.

There is no such concept as a double dominant. The dominant of the dominant is
considered among other secondary dominants; V/V chords are not allocated to a sepa-
rate group. Piston interprets the chords with a raised second degree as “the raised su-
pertonic” or as auxiliary chords to the tonic.

The widespread dissemination of H. Schenker's theory has given to American
theoreticians the ability and habit to think of musical texture in a horizontal aspect. In
Kostka’s textbook we can read: “musical lines produce the harmony, not the reverse”,
and “chords are little samples taken out of the harmony”. Much attention is paid to the
composing of “good” soprano-bass counterpoint. The reduction method is widely used
to “remove” chord figurations, to distinguish between nonchord tones of the first and
second level.

Keywords: harmony teaching technique; terminology; harmonic functions; com-
parative method.

E. B. Trembovelsky

POLYREFERENCE: DEFINITION OF THE CONCEPT AND MOTIVES
FOR ITS INTRODUCTION

“Most of the examples of polytonality cited in the literature do not really repre-
sent it.” Such a categorical statement by Yu. Kholopov, given in the fourth volume of
the “The Encyclopedia of Music”, appeared immediately after the publication a year
before of the monograph by Yu. Paisov “Polytonality” (1977). With one stroke of the
pen, this statement literally crossed out the examples and analytical conclusions in-
cluded in the monograph and in other studies.

In more than a century-old history of the concept “polytonality”, there have al-
ways appeared inconsistencies that, in their extreme terms, led to the complete denial
of the phenomena that the concept defines and the concept itself (recall the polemic by
S. Skrebkov and V. Berkov in the pages of the magazine “Soviet Music”, which in fu-
ture drew in other researchers as well). The wide range of opinions is partly due to the
imperfection of the term “polytonality”, since its meaning directly corresponds to only
a relatively small fraction of the patterns and phenomena usually united by the term. In
relation to other patterns and phenomena, it appears to be not so much alien as inaccu-
rate, although all these phenomena are genetically related. All of them are character-
ized by the appearance in different texture layers of their unique modal references
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(“centres”) — tones or chords — adding up into a kind of polyreference formation
(a polytonic, the term coined by Yu. Paisov).

It seems that the proposed term “polyreference” in view of the range of the con-
cept of “modal reference” (it is used by the researchers of folk and academic music of
any style, including old and new) can help resolve the accumulated contradictions and
unite under the cover of one theory the corresponding musical examples from different
epochs, from, say, the Middle Ages to modern times. The strength and clarity of the
polyreference effect (it is the strongest in modern music) depends on the strength and
intervallic connection between the joined references, on the interrelations of scales,
registers, timbres and volume parameters, on the nature, key structure and color of the
themes, and in some cases on a preliminary presentation of each of them.

The studied phenomenon of polyreference is considered in the context of other
polyharmonic phenomena, the hierarchy of which in general terms corresponds to the
following scheme: polyharmony refers to polychordia and polytonality, which, in turn,
is divided into polymodality and polyreference, and the latter is represented by poly-
tonical and polytonic (polytonal) phenomena. When the concept of polyreference is
accepted at its level as basic and generalizing, and the concept of polytonicity (polyto-
nality) as its aspect, it becomes quite probable that the problems that always accompa-
nied the study of polytonality can finally find a solution.

Keywords: texture, mode, polytonality, polyreference, polyharmony, Kholopov,
Paisov.

A. S. Maksimova

NEO-DIATONICISM IN CONCEPTUAL SYSTEMS
OF V. DUKELSKY AND N. SLONIMSKY

Vladimir Dukelsky used the word “neo-diatonicism” in his 1929 article Modern-
ism vs Modernity and defined it as “sound-contemplation which accepts tonality (or
mode [lad]) not as a starting point, but as a formal support” (originally in Russian).
Explaining the essence of neo-diatonicism Dukelsky gave examples of music by Pou-
lenc, Prokofiev, Auric, and Stravinsky. The new word appeared from the author’s need
to qualify innovations in musical language. At the same time by neo-diatonicism
Dukelsky meant “a new sense of sonic world” reflecting both his own stylistic search
and his view on the future of music which would keep relationship with tonality and
lad (Dukelsky’s understanding of the term “lad” arose from the lad theory of B. Ya-
vorsky — his teacher at Kiev Conservatory). Prefix “neo-” marked “reopening” (in
Dukelsky’s terms) of a new potential in the former system of coordinates. Dukelsky
indued neo-diatonicism with aesthetic meaning. In his conceptual system neo-
diatonicism ranged with such categories as euphony and “unconscious classicism”.
Dukelsky mentioned Neo-Diatonicism as well as neo-diatonic idiom in his articles
published both in Russian and English till late 1960s.

Beyond aesthetical meaning collocation “neo-diatonic idiom” was also used by
N. Slonimsky (toward I. Markevitch’s “Psaume” premiered in 1934). As Dukelsky,
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Slonimsky discerns neo-diatonicism non-terminologically. But in 1937 Slonimsky’s
conceptual system included a new term “pandiatonicism” — “the use of all seven tones
of a given tonality in free melodic or harmonic array”. This definition was revised by
Slonimsky in his further publications repeatedly and in 1970s the author explained
pandiatonicism’s aesthetic function.

The idea of Dukelsky’s neo-diatonicism and its aesthetics — as an axiological
meaning of the word — relate neo-diatonicism both with Slonimsky’s pandiatonicism
and with a sphere of musical phenomena of 1960-70s which show reinterpretation of
idea of consonance through a search of new approaches to diatonic and through the
sound-nature research.

Keywords: neo-diatonicism, new diatonic, Vladimir Dukelsky (Vernon Duke),
pandiatonicism, Nicolas Slonimsky.

Y. I. Stanishevski

ON THE LIMITS OF APPLICATION
OF THE CONCEPT OF AFFINITY IN HARMONY

Among the concepts related to the area of harmony, one of the most prominent
places belongs to the concept of affinity (relationship). In different sources the well-
known concept of the relationship of tonalities is complemented by concepts of the re-
lationship of chords (from L. Euler and later), sounds (from antiquity), as well as tim-
bres (consistently from A. Schnittke) and series (from foreign works of the mid-
twentieth century). The broadness of use of the concept makes us think about the es-
sence of the phenomena behind it, and at the same time about the appropriateness of its
use in different contexts.

Really, even the extension of the concept of tonal relationship by expanding be-
yond the harmony of common practice leads to ambiguous consequences. In fact, the
original concept being induced by acoustic factors loses its meaning with regrouping
of the degrees of relationship up to their reduction.

Similarly, the problem arises in connection with the concept of relationship of
chords as the objects of an obviously different nature in comparison with tonalities.
While external similarity of evaluation criteria of the relationship on the basis of pitch
commonality the phenomenon of relations between chords is even more associated
with the acoustic prerequisites. A similar situation concerns sounds, the perceived rela-
tionship between which can be called a relationship only nominally, by reason of the
other kind of sensations of harmonic connection. The transition from sounds to timbres
and from keys to series raises the question of limits in the consideration of the concept
in harmony, because in this case, the issues of temporal representation of the related
objects start to play a more prominent role.

The mentioned problems force to raise a question of specification of limits of
concept of relationship in harmony. Its solution intends the reference to information
from the area of acoustics and psychology of perception.

Keywords: harmony, tone system relationship, acoustics, psychology of perception.
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M. Gaulhiac
TOWARDS A MORE GENERALIZED THEORY
OF CONSONANCE AND DISSONANCE

Ambiguity of terminology poses problems in every science, and musicology is
no exception. In musicology, this ambiguity may come from inconsistencies across
different languages, disciplines, and traditions, both geographic and historic. It may
also arise from the ambiguity of basic notions, such as consonance and dissonance.

We examine the modern interpretation of these notions, focusing on chords with
a minimum of three sounds. Different theories have been proposed to model the con-
sonance and dissonance of chords with specific numbers of notes. Notably, the theory
of beatings, which successfully explains the consonance of individual intervals does
not match experimental results when generalized to larger chords. In search of a more
generalized model of consonance and dissonance, new problems arise. Among them
are the choice of indices normalization method over the number of sounds, and the in-
fluence of octave displacement on the indices. We propose steps toward the resolution
of these problems and present visualization methods.

Keywords: Consonance, dissonance, chords, psychoacoustics, modelling.

I. A. Tokarev

PROBLEMS OF IDENTIFICATION OF THE MODE IN THE
HYMNOGRAPHIC REPERTOIRE OF THE 11TH - 13TH CENTURIES
(HYMNS, SEQUENCES, CONDUCTS)

The study of the high-altitude system of the Gregorian chorale (lat. Cantus
planus) in Russian musicology is realized in at least three directions. The first is based
on information obtained from authentic theoretical treatises (N. I. Efimova). The sec-
ond approach is associated with our own development of terminology (Yu. V. Mos-
cow). The third direction is the combination of authentic terms and concepts with the
latest achievements of musicological thought (Yu. N. Kholopov, S.N. Lebedev).

Authentic terminology derived from late Antique and medieval treatises explains
a lot, but the vast and stylistically heterogeneous hymnographic repertoire requires
special consideration (only some of the hundreds of surviving samples lend themselves
to accurate dating). The genre of the anthem was formed long before the advent of the
first theoretical manuals on Christian singing. The process of hymn creation covers the
entire history of the West European Middle Ages. Consequently, part of the repertoire
has developed along with authentic theoretical propositions. And the other part either
precedes them, or forms a parallel process that does not completely coincide with the
theoretical theses, or does not agree with them at all.

Gymnographic genres associated with authentic theoretical propositions are most
accessible to explain the essence of a harmonic system. The study reveals the depend-
ence of high-altitude hymnographic creativity on the practice of the psalm formula
modality and the practice of the mnemonic formula modality (such as “noean”).

Difficulties arise when considering the vast part of the repertoire, which have no
precedent in authentic theoretical knowledge. There is a repertoire of "pre-octoic"” sys-
tem, characterized by a special formula composition. The hymnographic samples of
the non-diatonic interval genus, which are formed not on the basis of species and
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quintes and quarts, but from a combination of three species of quarts (connected tetra-
chords), which show a kinship with the Byzantine fret system, which in turn was bor-
rowed for ancient Russian singing art (“ hexaich "Yu. N. Kholopova). New varieties of
hymnography appeared after the addition of the Oktoih system. Of their hearts, the
formula system of conducts, based on the interval-sound systematics of Oktoikh tones,
stands out. At the same time, it differs from the prevailing stereotypes of the formula
deployment of the fret. The report will consider hymnographic samples of the above
typological groups.

Keywords: hymns, sequences, conducts, modal mode, psalm tone, “noeans”
model formulas.

L. V. Brazhnik

ANHEMITONY AS A CATEGORY IN MUSIC THEORY.
ABOUT TERM TRICHORDIC ANHEMITONY

Clarification of the proposed term:

—anhemitony on trichordic basis;

—anhemitony with thichordic type of intoning.

Concrete definition of the term trichordic anhemitony is due to the fact that the
concept of anhemitony (as non-semitonal scale) also applies to whole-tone scale, or
whole-tone anhemitony, which has a different intonational nature. In the proposed the-
ory, this phenomenon is not considered.

One of the first in the national ethnomusicology who appealed to the term an-
hemitony was K. Kvitka. In his interpretation, anhemitony includes non-semitonal
three-tone and four-tone scales and pentatonic varieties.

The author of this paper presents extended interpretation of the concept of tri-
chordic anhemitony as an intonational system with a large number of steps, up to
twelve. Due to the varieties of trichords and tetrachords formed through inversions,
mirror reflections, exchanges and repetitions of steps, leaps and other modifications, as
well as the peculiarity of rhythmic organizations, trichordic anhemitony gets a multi-
variant embodiment. This ensures its existence as the basis of the intonational lan-
guage of various musical traditions and styles. Phenomenon of non-semitonal intona-
tion also appears in twelve-tone technique.

An expanded interpretation of the concept of trichordic anhemitony presented in
a number of works of the author of this thesis: articles, teaching guides, and also in
two main monographs — «Anhemitony in modal and tonal systems: On the example of
the music of the Turkic and Finno-Ugric nations of the Volga and Ural regions” (Ka-
zan, 2002. 282 p.) and «Anhemitony in Russian music. Traditions, composers and
their music» (Second edition, supplemented. Kazan, 2018. 223 p.).

Keywords: anhemitony, trichordic anhemitony, non-semitonal trichords and tet-
rachords.

B. Brover-Lubovski

DISSONANCE POSITION IN THE PRIMA PRATICA TRADITION
IN THE LIGHT OF SCUOLA DEI RIVOLTI THEORY
(SCHOOLS OF DERIVATIVES)
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Interpretation of dissonance — this cornerstone of the difference between prima
and seconda pratica, as is commonly believed, is regulated by the purely musical con-
text in the former, in comparison with the priority given to expressively rhetorical con-
siderations — in the latter style. The theories of Francescantonio Calegari (1656-1742)
cast doubt on this statement: his handwritten treatise Ampla dimostrazione degli ar-
moniali musicali tuoni (1732) offers an original concept regarding the position of dis-
sonance and his references to the polyphony of strict writing.

Theoretical premises of Calegari, based on his analysis of old polyphonic works
and his own surviving compositions, refute the unambiguous difference in the position
of dissonance in prima e seconda pratica.

Keywords: history of theory, Baroque music, counterpoint of strict writing, har-
mony.

A. A. Gundorina

A DISCUSSION ABOUT THE POLITONALITY.
FROM THE HISTORY OF THE FORMATION OF TERMS AND CONCEPTS
IN RUSSIAN MUSICOLOGY
(BASED ON ARCHIVAL MATERIALYS)

The report for the first time on the basis of archival materials presents the scien-
tific discussion about politonality, which arose in Russian musicology in 1957-1958.

The relevance of the research topic is due to the need to study the evolutionary
processes of musical terminology. S. S. Skrebkov's article "On contemporary harmo-
ny", published in the pages of the magazine "Soviet music" (1957, Ne 6), caused bright
and long-lasting discussion about polytonality. In the dispute, S. S. Skrebkov's main
opponent was his colleague V.O. Berkov. Gradually, disagreements that arose between
scientists on the pages of a scientific publication attracted new participants to their or-
bit and led to a discussion held at joint meetings of the Department of Music Theory
and the Department of Music History of the Gnesins Musical Pedagogical Institute.
During February and March 1958, four joint meetings were held, which resembled
fierce fighting.

The discussion between the authors of the articles and other participants demon-
strates the situation that characterizes the position of the Russian music science of the
late 1950s. The analysis of archival materials allows us to conclude that the differences
mainly consisted in the understanding of the term “polytonality”, its definition, aes-
thetic evaluation, as well as methodological positions of the study.

Keywords: polytonality, musical terminology, Soviet musicology.
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CONCEPTUAL APPARATUS IN THE STUDY
OF TIMBRE AND TEXTURE

E. V. Titova
RUSSIAN TERMINOLOGICAL THEORIES OF MUSICAL TEXTURE

The doctrine of musical texture in the domestic musicology has undergone a sig-
nificant evolution. First observations about the music matter appeared in the early 20th
century. At the stage of addition of the scientific theory, the formation of its conceptu-
al apparatus, which at that time was characterized by a complicated synonymic vocab-
ulary, a high level of metaphorization.

Significant milestones in the development of the “music-matter studies” was re-
search by Yu. Tyulin. There was a leap from the level of metaphorization of the term
system to a qualitatively different level — the level of establishing a “categorical grid”
and the basic conceptual lines of a new theoretical field in musicology. Further devel-
opment of the theory of the music-matter studies, beginning from the 1970s, is associ-
ated with the emergence of basic research and scientific works of Yu. Kholopov,
V. Kholopova, E. Nazaikinskii, R. Berberova, T.Bershadskaya, M. Skrebcova-Fila-
tova, A. Maklygin, Z. Wiesel, T. Krasnikova etc. Modern research settings of the mu-
sic-matter studies are determined by the necessity of theoretical comprehension of new
writing techniques and involvement in the analytical sphere of the new realities of the
sound space.

The guiding vector in the formation of ideas about the terminosystem of Russian
futurology is the vector of “science of science”, based on the phenomenon of reflection
of scientific knowledge. Reflexive processes in science presuppose the establishment
of a special position, addressed not so much to the subject of research, but first of all to
the process of cognition and the means of its organization. In recent decades, self-
knowledge of science has become one of the notable trends in musicology.

Terminosystem of the modern vektorologie may be considered in various angles,
the centering of the individual "stories™ of developing terminology: the history of the
emergence and existence of a term; discrepancies in the interpretation of certain terms
in the modern system of knowledge; mobility formant “categorical grid”; the introduc-
tion of new terms etc.

Keywords: term, music, texture, fucturologia.

D. R. Zagidullina

“HISTORY OF ORCHESTRAL STYLES” COURSE IN HIGHER
EDUCATION: PROBLEMS OF TERMINOLOGY

The “History of Orchestral Styles” course is relatively new when compared to
other theoretical disciplines. For example, it was taught as an elective course at Mos-
cow State Conservatory from 1950s to 1997 by Yuri Alexandrovich Fortunatov. The
course is provided by the Kazan State Conservatory since 1970s.
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Yuri Alexandrovich Fortunatov emphasized that “the course’s goal is to teach
students to professionally analyse characteristic means and techniques which are spe-
cific to a particular style.” In order to achieve this goal, we need to provide students
with terminology and to take into account that the History of orchestral styles is close-
ly linked to harmony, polyphony and musical form. In works dedicated to the orches-
tral language study of various composers, researchers draw our attention to a big
amount of timbre means. However, a significant number of the described approaches
does not have any name; some other terms that were used require further specification.
In general, the information on timbre approaches is unsystemic and scattered. This
creates methodological challenges when analyzing the orchestral texture of symphonic
works. For this reason, a system of differenciation of well-known means of orchestral
organisation is suggested. Some terms for marking specific timbre approaches were
selected and introduced.

The form criterion is the basis of the timbre approaches systematization. This cri-
terion allows to distinguish approaches according to time-scale action. There are three
groups depending on form’s functioning conditions:

- Phonic level approaches are used in a particular texture and they reflect the

vertical parameter of the orchestral structure.

- Syntactic level approaches are the mean of development in a smaller form

sections or on the boundary of various structures.

- Composition level approaches are related whether to bigger sections of a par-

ticular work or they function on the comprehensive form level.
Keywords: orchestra, orchestral style, history of orchestral styles, timbre approaches.

A. K. Iglitskaya

"HARMONYTIMBRE" IN THE MUSIC
OF THE XX AND XXI CENTURY

The term "harmonytimbre"”, first used by Sabaneyev against the music by
A. Scriabin, means "less analytical than harmony and more differentiated than tim-
bres". Despite the fact that at one time he did not take root even in Russian science the
phenomenon he denoted is widespread in the music of the XX century. In fact, a spec-
tral technique lies in the construction of harmonytimbres and works with them. Thus,
this term, successfully grasping the essence of the phenomenon, is applicable to actual
spectral school (G. Grisey, T. Murail, H. Dufour) and to a wide range of composers,
one way or another referring to the spectral method (G. Scelsi, F. Romitelli,
K. Saariaho, M. Lindberg, V. Tarnopolski, etc.). In the absence of a single term, the
consideration of all phenomena is difficult: some rather belong to the pitch structures,
and others to the timbre. Meanwhile, the use of the concept of "harmonytimbre™ for
the analysis of spectral and postspectral music allows us to record the features of com-
position’s technique, which otherwise would go unnoticed. The report is intended to
draw the attention of Russian and foreign musicology at the relevance of the term
"harmonytimbre” for the development of the study of contemporary music, and also to
show its application on the examples from the works of the aforementioned composers.

Keywords: harmony timbre, spectral method, spectral school.
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D. V. Shutko
TIMBRAL HARMONY (DEFINITION)

The appearance in the music of the twentieth century of new musical material —
fundamentally non-tone, noise (timbre music, sonoristics, noise-music, etc.) poses the
task of revising and clarifying the current music-analytical apparatus. The paper states
that to current moment, timbral harmony has formed as a phenomenon and has its own
tradition of theoretical understanding. In the area of this tradition - the concept of har-
monietimbre (L. Sabaneyev), overtone harmony (V. N. Kholopova), I’harmonie fre-
quentielle (T. Murail), the concept of objets musicaux (P. Schaeffer), the theory of
spectral music, noise-music, etc.

Keywords: timbre, harmony, overtone harmony, spectral harmony, noise music.

1.V. Viskova

THE HISTORY OF MUSICAL INSTRUMENTS BY KURT SACHS:
PROBLEMS OF TERMINOLOGY

Curt Sachs (1881-1959) is the founder of a scientific approach to the history of
musical instruments. Together with Hornbostel (1877-1935) he created the musical
instrument classification. The system was created in 1914 and remains relevant until
today.

The book was first published in 1940 in New York. It was written in accordance
with the author's ideas about the evolution, migration and classification of musical in-
struments. It provides an overview of not only European, but also non-European musi-
cal instruments. Curt Sachs is recognized as one of the founders of ethnomusicology.

In his book Sachs addresses the emergence of terms related to the name of musi-
cal instruments (fidel, viola, psalterium, harp, flageolet etc.). He also provides clarifi-
cation on the names of parts musical instruments.

However, for historians of musical instruments, the question the correct under-
standing of English terms used in the book of is still challenging, since it often con-
flicts with terminology used in other countries. Thus, for example, speaking of Euro-
pean harps, Sachs distinguishes them in a separate form, although he does not indicate
that these are frame instruments. Diatonic harp may not have a device for shortening
strings, although it can be equipped with special hooks or pedals of single or double
action. Sachs always uses the English word 'hooks'. He does not use the terms ‘levers'
or 'leverage’, also he does not use the term 'Lever harp'. The author calls all types of
edge-blown aerophones as flutes, although in Russian literature we find the terms
whistle, pipe, and swirel. As for the group of Trumpets, the Blowing horn or Winding
horn is often replaced by the term "Trumpet' in his book.

The book of Curt Sachs «The History of Musical Instrumentsy still retains its rel-
evance up to this day, however, it requires knowledge of the specifics of instrumental
terminology.

Keywords: Curt Sachs, History of Musical Instruments, Terminology, Organology.
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S. Z. Iskhakova

ON THE PECULIARITIES OF THE EMERGENCE AND EVOLUTION
OF THE CONCEPTS OF DIAPHONY AND DISCANTUS
IN WESTERN EUROPEAN MUSICAL PRACTICE

In the history of Western European music over the past ten centuries, there has
been a curious phenomenon of changing the term denoting the type of organization of
polyphony. The change of term occurs after about 300 years, along with a change in
the artistic paradigm. Such key designations became the concepts of diaphony, discan-
tus, counterpoint, harmony and polyphony.

The term diaphony, originally used in the meaning of the intonation-mobile in-
terval (in contrast to the intonation-stable symphonies), in the first half of the 1X centu-
ry becomes a negative metaphor for the first samples of a non-parallel organum. Later,
having received the status of an official term, this concept turns into the main designa-
tion of the sound-altitude system of a given era as a whole. However, in the XI century
with the appearance of the opposite movement of voices in the technology of organum
composition, the term diaphony gradually shifts to a phenomenon even more ancient
than the one thanks to which the word itself arose. This concept is beginning to be
called a parallel organum, completely obsolete by then.

A similar picture is observed in connection with the word discantus (“treble”).
Having arisen in the 30—40s of the XI century as a negative designation of the “behav-
ior” of the upper voice in the so-called free organum (dis-cantus as contradicting the
movement of the cantus containing Gregorian choral), this concept by the middle of
the XII century acquires terminological status in relation to any two-voice, containing
the opposite vote. However, by the 30s of the XIII century, the meaning of this term
shifts again: two-part texture is now called discantus, in which both voices move in a
modal rhythm, while the opposite movement of voices without a modal rhythm begins
to be called organum purum. Ultimately, the discantus becomes the designation of the
artistic result obtained as a result of the implementation of the latest procedure at that
time — counterpoint.

Keywords: diaphony, organum, discantus, counterpoint.



CONCEPTS AND TERMS
IN THE INTERDISCIPLINARY SPHERE

A. A. Amrakhova

THE NOTION OF PREDICATION IN MUSIC,
OR ABOUT NEW POSSIBILITIES
OF USING LINGUISTIC TERMINOLOGY IN MUSICOLOGY

The history of perceiving predication dates back several millennia, linguistic,
logic and grammar were striving to comprehend it. That is why the action of predica-
tion itself acquires different names and is characterized differently in these sciences. In
the narrow sense, the predicate is what is said (affirmed or negated) about the subject.
This classical for linguistic definition has nothing to do with music, in this way any
analogies with music art will be problematic. The point is that stratification of the se-
mantic field itself presupposes terminological plurality at different levels of compre-
hending the discourse and those processes which are behind its generation. For exam-
ple, one and the same action of attributing a certain feature to an object (the action of
predication is most frequently explained like this) implies: at the cognitive level — in-
terrelation of the semantic predicate and the system of relations between the actants
(acting personae of the “state of things”), at the logical-communicative level — interre-
lation between the topic and comment, at the surface (grammar) level — interrelation of
the subject and the predicate (this level is absent in the musical language). So, we will
try to place the emphasis on predication as a cognitive process, which is one of the
main attributes of human mind.

Modern approach to the notion of predication is based on the fact that a certain
semantic core is kept in the human’s memory not always in the form of morphologi-
cally framed contamination of several objects and presentations. Thus, predication is
treated as the process of restructuring the sense, which results in “linearizing” the se-
mantic invariant (proposition), that is the elements of the phrase are lined up, which
makes the speech itself possible.

The report will tackle such notions of predication which prove the possibility of
predicating in the music language. And it is not only “expansion” of a typological
scheme into a full discourse, but also processes that can be compared to the predica-
tion of conditions, events, processes, activity. At the basis of this differentiation lies
the discrepancy between static and dynamic situations. Interconnection of general lin-
guistic and individual authorial ways and means of expressing the “predicate” (every-
thing that can perform its function in music) allows to speak about the peculiarity of
depicting the author’s “world picture”. The specific authorial ways of predicating can
be treated as one of the features of individual style.

Keywords: predicate, predication, cognitive research, musical discourse, musical
style.
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K. A. Zhabinsky

MUSICOLOGY AND THE HUMANITIES: ON THE TERMINOLOGICAL
ADOPTIONS AND «PARALLELISMS»

In the whole musicologists of our country highly positively regard the enrich-
ment of musicology terminological apparatus by means of adoptions from other
spheres of art studies and the humanities — this tendency «...answers the nature of mu-
sic and reveals the brilliant abstracting abilities of this art...» (E. Nazaikinskiy). More-
over the well-grounded criticism on the occasion of the surplus «“creation of terms”
without a special necessity» (I. Sposobin), as process which is leaving out of account
the specificity of different research knowledge fields, is advanced.

These adoptions are especially vulnerable in the field of methods when the
adopted concept or term actually «obliges» a researcher to following mastering and/or
adaptation of some analytical procedures or appraisal criterions. A strict adherence to
the adopted method entirely can inspire «aberrations» in the process of research inves-
tigations and bring to more than questionable totals of them. A «free» approach to the
proper methodological studies pretty often involves «metaphorization» of term which
keeps only the remote succession with its primordial comprehension and predestina-
tion. As examples it can mention the evident troubles accompanying introduction of
culturological approach, and phenomenological or hermeneutical methods as «innova-
tions» of our country musicology.

Some «interdisciplinary incidents» to be conditioned by existence of peculiar
terminological «homonyms» are deserving attention too. In particular the complex ap-
proach quite often is identified as complex (primary integral) method of musical work
analysis. Such «parallelisms» obviously presuppose some reciprocally acceptable dif-
ferentiation of terms-«twins» allowing of diverse art-study discipline interests and
practical advisability of «over-literal-render» following in generally accepted stand-
ards of scientific ethics (the problem of terminological priority etc.).

In connection with elucidated range of problems, it seems not without interest
functioning of «mechanism of inverse connection»: these are analogous adoptions of
musicological terms realized by study of literature, aesthetics, theory of fine arts, cin-
ematology and other humanities.

Keywords: musicology, humanities, terminological apparatus, adoption of terms.

T. B. Sidneva

«BOUNDARY» AND «BOUNDARY EXPERIENCE»
IN THE METHODOLOGICAL INSTRUMENTATION OF MUSICOLOGY,
PHILOLOGY AND CULTURAL STUDIES

If any scientific concept is understood as a petrified metaphor, then the process
of converting metaphors «boundary», «borderlands», «threshold», «frame», bounda-
ry’s experience into concepts becomes obvious. Over the past decades the boundary
with all its attendant phenomena, has established itself as one of the central methodo-
logically significant categories in philology and cultural studies. The status of the
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boundary as a cultural universal has been substantiated, its ubiquity and pervasiveness,
its connection with the fundamental senses of culture have been determined. Its cate-
gorical significance for understanding the specifics of different eras, directions,
schools, national cultures, aesthetic paradigms is argued. It has been established the
boundary determines the existence of oppositions chaos-order, visible-audible, finite-
infinite, ultimate-infinite.

At the same time, in modern humanitarian knowledge the focus of attention is
moving from the issue of fixing boundaries to the problem of «what is a boundary».
Nonlinearity and multicomponent structure of the boundary, its multifunctionality
open up with all the evidence.

Music can be represented as the quintessence of the boundary, because at all lev-
els of existence music is permeated by the dialectic of «rigidity» and mobility, close-
ness and openness of boundaries, limits, frontiers.

The boundary category has a high heuristic potential in the methodological tools
of musicology. At the same time, a paradoxical situation remains relevant in music
science. On the one hand, it is difficult to find significant research that does not touch
the boundary and boundary phenomena among studies about music. On the other side,
the definition of «boundary» is usually used by default, without fixing the scope of the
concept.

Presented in a variety of its various functional forms, the boundary can be the
key to further substantiation of self-identification of local traditions and their interac-
tion, understanding of actual musical practices. The multilinguistic nature of the
boundary can contribute to the detection of previously hidden aspects of the traditional
and the new, one's own and others', author's and anonymous relations, etc.

The understanding of «boundary experience» as the behavior of the subject at the
intersection of various territories, opens up new research aspects of the psychology of
musical perception in receptive aesthetics.

The concept of «borderline codes» associated with the border has high cognitive
productivity, which allows preserving the genetic memory of musical art and keep the
continuum of its formation.

Keywords: boundary, borderline codes, boundary experience, philology, cultural
studies, musicology.

M. S. Starcheus

TERMINOLOGY IN INTERDISCIPLINARY RESEARCH
(ON THE EXAMPLE OF MUSICAL PSYCHOLOGY)

The demand for the interdisciplinary approach in the study of musical art in the
next decade will increase for many reasons. First of all, because in modern musical
and creative practice there are phenomena which are being multiplied and go beyond
the traditional disciplinary boundaries of musicology. Although they are hardly expli-
cable beyond the musicology.

Since each scientific discipline has its own subject of research and terminological
apparatus, interdisciplinarity from a potentially productive condition of scientific re-
search can become an independent research task, which is evident in the example of
musical psychology.
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Musical psychology is defined in two ways: as an applied branch of psychology
(like military or medical) and as applied musicology, exploring music in a special per-
spective. But both incarnations of music psychology is not quite compatible. The first
considered itself satisfied with the terminological apparatus of General psychology
with the corresponding refinements (“musical thinking", etc.). The second is based on
the terminology of music theory with appropriate accents (*'the modal sense”, etc.).

Psychological analysis of music in the language of musical terminology becomes
a "hostage™ of this terminology. It is impossible to describe correctly in terms of psy-
chology such phenomena as “the modal sense” or "'sense of rhythm". At the same time,
once you live the conceptual limits of music, this musical peculiarity is lost, and then
psychological analysis loses its significance.

The situation of interdisciplinary studies of musical art requires a thorough anal-
ysis in order to move from the summation of knowledge and methods of different sci-
entific disciplines to their productive interaction in the study of musical phenomena.

Keywords: interaction of scientific disciplines, musical phenomena, terminology
and subject of research.

I. A. Skvortsova

THE TERM "ICONOGRAPHY" IN ART CRITICISM
AND AS APPLIED TO MUSICAL ART

The presentation is devoted to inter-specific problems of art criticism, namely the
interpretation of the term iconography and its adaptation to musical art.

Initially, the term iconography was used in relation to visual arts and meant the
image of a person, plot or scenes of a plot.

The next stage in the application of the term is associated with integration pro-
cesses in different types of arts, transmitting categories and terms of one art to another.
In this case, we are talking about the applicability of the term from art criticism to mu-
sical art.

The term musical iconography most often means an image in visual art, for ex-
ample, in painting themes and subjects related to music.

But the opposite is also possible - the possibility of borrowing and transferring
iconographic themes and plots that have developed in visual art into musical art.

The concept of iconography gradually acquired a generalized meaning, as a kind
of substantial layer in a particular art or style. So, the Art Nouveau style in the visual
arts has developed its own iconography - a certain range of topics, plots and motifs.
Moreover, it is the plot-iconographic plan that largely reflects the substantial, semantic
level of the Art Nouveau.

Musical art absorbed many characteristic iconographic themes of Art Nouveau.
Among them: motives of wave, spiral, island, spring, ideas of growth-movement-
impulse-development, dances-bacchanalia, erotic motifs, fairy tale motifs, motifs of
mythological birds, all kinds of colors, etc. Their reflection in musical matter is the es-
sence of musical iconography.

Keywords: iconography, musical iconography, Art Nouveau style, iconography
of Art Nouveau in Russian music, Russian music of the turn of the XIX and XX centu-
ry, iconographic motifs.
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E. I. Chigareva
TERMS-HOMONYMS IN MUSICAL AND PHILOLOGICAL STUDIES

The paper is devoted to the comparison of terminology in the two humanities. Music
and literature, despite the different nature, have much in common, which is historically
explained by the long period of syncretic existence (ancient art, folklore). This was re-
flected in the terminological apparatus. Moreover, despite the commonality of many
terms, they often have different meanings, i.e. are homonymous terms (E.G. Etkind).
Such phenomena may arise because of the parallelism of the arts, and as a result of the
interaction of the two humanities, but also because of the analogies used by research-
ers trying to bring together music and literature.

Homonymy of terms can be manifested at the level of structure of musical and
literary speech (motive, phrase, sentence, period, etc.); at the level of artistic tech-
nigques and means of expression (consonance and dissonance, rhyme, meter, rhythm,
syntactic parallelism, etc.); at the level of types of musical (literary) speech (poetry
and prose, polyphony, etc.); at the level of genres (poem, Novella, Elegy, fairy tale,
sketch, impromptu, aphorisms, Madrigal, monologue etc.).

The article details the first two levels. The analysis shows both the commonality
and sometimes radical difference between the two types of art (and, accordingly, the
terminology used by scientists), which is associated with their specificity.

Keywords: terms-homonyms, motive, phrase, sentence, period, rhyme, meter.

L. D. Pylaeva

TERMINOLOGICAL RELATIONS OF MUSICAL, POETIC
AND CHOREOGRAPHIC SYNTAX IN STAGE DANCES
OF THE FRENCH BAROQUE

The syntactic level of organization in dances of the XVII™ — the first half of the
XVII™ centuries is relatively less known in the Russian musicology of today. Howev-
er, this study allows to understand the process of deployment of Baroque dance as an
artistic statement, since a higher compositional level of its organization appears as
emerging.

The analysis of syntactic processes in stage dances of Baroque gives the chance
to trace the original interaction of movement, music and a word enclosed in them.

In this variety of the French stage dance danse chantée ("dance song™), found dif-
ferent ways of interacting components, from concurrency to relative autonomy. By
discussing them, it is necessary to take into account the historical and artistic context
of the Baroque era with its inherent great significance of rhetoric. It is reflected in the
terminological Arsenal of musical dance and poetic syntax, operating with such con-
cepts as membre, phrase, période. The identification of the mechanism of their corre-
spondence is complicated by the predominance of the specificity of these concepts in
each of the three areas over the generality.

An important factor complicating the study of syntactic processes in dancing with
singing is the ambiguity of interpretations of rhetorical elements of the statement by
musicians, poets, choreographers, their synonymy or homonymy.
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Some semantic instability was observed in relation to syntactic units, quite spe-
cific for each component of the French stage dance. So terms used in choreography —
mouvement, pas, temps — are designated and actions of body parts, and types of dance
movements — including in relation to specific genres: courante (mouvement de cou-
rante, temps de courante), bourre (pas de bourrée), the minuet (pas de menuet), etc.

The terms used to refer to the larger structural units of dance — phrase, période —
were borrowed (as mentioned above) from rhetoric, but not directly, but through the
"intermediation™ of music.

The most interesting subject parsing Barogue dances — the balance of text, dance
and music caesura, especially at the level of small units — they determine, respectively,
the logical, pathetic (or oratorical), and grammatical accents, and also different in their
final effect dance moves, with a detailed hierarchy of cadences.

Correlating element of such a multifaceted syntactic organization in French stage
dances with singing is the syntax of the poetic text not only because of its special
closeness oratory, which focused any artistic statement Baroque, but above all because
the laws of versification largely etroitesse constitutes the basis of music and dance.

The study of terminological relations of syntactic units proves, on the one hand,
the General direction of the artistic impact of all components of the Baroque stage
dance. On the other hand, it reveals the amazing originality of the counterpoint of
movement, melody and text, that characterizes this highly original phenomenon.

Keywords: syntax, Baroque stage dance, music, poetry, choreography.



NARRATIVE AND NARRATIVITY
IN THE SCENTIFIC AND MUSICAL CONTEXTS

L. O. Hakobian

THE DIALECTICS OF SERIAL RHETORIC AND NARRATIVITY IN THE
MASTERPIECES OF THE DARMSTADT AVANT-GARDE

The notion of ‘serial rhetoric’ was introduced in the 1950s by Boulez. Obvious-
ly, the ‘rhetoric’ in Boulez’s interpretation is synonymous to what is usually referred
to as ‘poetics’, that is, in general terms, the correlation between language and its (poet-
ic) usage. The rhetoric/poetics of the elaborated serial writing implies an extremely
high degree of detalization with regard to any single element of musical tissue, as well
as a special kind of stylistic purity preventing superficial associations and simple com-
positional solutions. A ‘mature’ serial text, ideally, is a constellation of more or less
autonomous and unique sound events or of their conglomerates. Such an approach to
musical form is seemingly incompatible with the category of narrativity, suggesting
the presence of such attributes as coherence, development and purposefulness. On the
other hand, some key works by such major figures of the Darmstadt avant-garde of the
1950s as Boulez, Nono and Stockhausen, though impeccably ‘pure’ from the view-
point of serial rhetoric, are not devoid of a peculiar narrativity, which enters in dialec-
tic relations with the principles of serial writing. | will discuss several notable cases
representing this kind of dialectics and show how it helps to increase the degree of
‘comprehensibility’ (in Schoenberg’s terms — Fafilichkeit) of a musical work.
Keywords: narrativity, serial rhetoric, Boulez, Stockhausen, Nono.

I. S. Stogniy

TONAL DRAMATURGY OF A MUSICAL WORK:
THE NARRATOLOGICAL ASPECT

The tonal sphere is the important semantic structure of music. It can be consid-
ered as an independent story-forming line in which the tonalities participating in the
process of meaning formation solve the “strategic tasks™ of musical texts and realize
the “intentions” of these texts (terms of U. Eco). The tonal plot has significant narra-
tive resources of its own, but it is not isolated from the general context and is the same
bearer of meaning as intonation fabric, texture, orchestration. Lining up in a sequential
chain of tonal events this sphere in its own way describes a “plot” in which the tonali-
ties turn out to be specific “characters”. In accordance with the general concept com-
positions of tonality are interpreted along with other textual elements. However there
are no two identical interpretations of the same tonality because the tonal “scenario”
depends on the general context. Like other areas of a musical work the tonal sphere
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has a multi-level nature. There are tonalities of the first and second (other) plans and
accordingly tonal dramaturgy. The narrative properties of tonalities in a work can be
manifested: a) in the form of general characteristics enshrined in culture (the report
will present a table of tonal values compiled by J. Nattier); b) as an independent line of
storytelling (being tied to specific events or characters, a number of tonalities are con-
sidered on the example of Bach's Passions in which they contribute to a deeper under-
standing of the gospel events literally helping them to be “investigated”; c) as the main
concept of the composition (Ryabov’s Fantasy shows a long tonal path to C-dur); d) in
the form of a coloring game (colorful interactions of distant tonalities in Brahms's In-
termezzo).
Keywords: tonality, dramaturgy, narrative, plot.

T. V. Tsaregradskaya

BYRON ALMEN’S THEORY OF MUSIC NARRATIVE:
ESSENCE, PROCEDURES, MEANING

In 2008 the book “A Theory of Musical Narrative” by American scholar Byron
Almen once again stressed the problem of musical narrative interpretation. In philolo-
gy the notion of narrative became actual in the 20" century since 60s in the works of
Tsvetan Todorov and Roland Barthes, but in musicology it was used mostly as a meta-
phor. As far as narrative in music is still a matter of discussion, Byron Almen seeks to
find a solution for the description of meaning in music.

As the main unit of narrative analysis Almen considers “topos”. Topoi are
known in music theory as specific compositional structures united by common species
and recognizable for their specific expressive qualities. Scholars usually recognize as
topics different dance formulas and other expressive constructions which have com-
mon meaning and common appearance, for example topos of hunt or sensibility. Using
the mechanism of topoi analysis Almen undertakes narrative analysis of non-
programmatic music pieces and makes a classification of narratives on the basis of
genre archetypes developed by outstanding Canadian scholar Northrop Frye who dis-
tinguishes romance, tragic, comic and ironic features in his 1957 book «Anatomy of
Criticismy. His ideas give start to so called mythological or archetypical interpretation
of literature, art and culture in the second half of the 20" century where anthropology
and psychoanalysis after Jung play considerable role.

Keywords: musical narrative, topos, Byron Almen.

G. B. Shamilli

NARRATIVE AND MUSIC: LEVELS OF INTERSECTION
AND HORIZONS OF INTERACTION

The understanding of music as an information system was formed in Western
European musicology by the mid-80s of the XX century. It has been publishing in sev-
eral authoritative periodicals (‘Semiotica’, ‘Music and Narrative’, etc.), monographs
(Fred Maus, Byron Almen, Lawrence Kramer, etc.), articles (Patrick McCreless, Rob-
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ert Hutten, Eero Tarasti, etc.) and so on. The main idea is that music brings the listener
a certain sense by type of ‘story (narrative) as a result of the interaction process of a
‘narration’ (narration) and ‘commentator’ (narrator), or a recipient, encoding the narra-
tive with its own cultural experience.

A generalisation of diverse and contradictory research experience is problemat-
ic both in terms of its understanding and transmission in Russian. There are several
risks to remain in a closed language discourse, repeating the experience of Russian
translation of Heidegger and Bergson. At the same time, there is an illusion of under-
standing this experience in reliance on a single fundamental study that does not reflect
the entire spectrum of ideas that have formed in this direction of the modern musicology.

The concept of narrative in music is professional, detailed and at the same time
controversial debated by the group of participants. The aim is to form an analytical ap-
proach in correlation with structuralism and the well-known V. Propp’s theory, as well
as hermeneutics, theory of consciousness, sociology, questions about the applicable
analytical approach to instrumental and non-instrumental music and so on.

Studying this concept, in my opinion, gives reason to search for common points
of view in the experience of Russian musicology to solve the question about the under-
lying mechanisms of thinking in music. In my paper | am going to show how it is pos-
sible to apply the obtained results to the analysis of Eastern professional musical tradi-
tions.

Keywords: narrativity, music, mentality, analytical approach.

D. R. Petrov
YAVORSKI'S “NARRATIVITY”

The word “narrativity” (also “narrative”), however new it seems to be for the
musicology in Russia, already has a history of its using in Russian-language thought
on music. This is about the legacy of Boleslav Yavorsky (1877-1942) who repeatedly
used it in his writings and letters after the mid-1930s. In each case, he terminologically
accentuated this word, which was included in a number of his music historical and
theoretical concepts.

Unlike today, Yavorsky's "narrativity" was not associated with any special meth-
od of musical analysis. He always characterized through this word the music itself,
musical style or discourse. At the same time, the scope and meaning of the word was
changeable.

Mostly, “narrativity” arose in Yavorsky’s language in connection with the trend
of his thought, which is akin to historical poetics with its attempts to cover the centu-
ries-old development of art based on some types of creative consciousness. In theses
cases, “narrativity” refers to the properties of music of certain historical periods (in
particular, the Baroque era).

On the other hand — and this is one of Yavorsky’s remarkable insights, — the fea-
tures that were discovered in different historical periods are not lost further, but they
constitute a kind of “baggage” accessible to composer creativity of subsequent times.
In this sense, "narrativity" enters as one of the facets into the music of the "psycholog-
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ical era" (19" to the early 20™ century), which Yavorsky as a musician was primarily
interested in.

Finally, "narrativity” could be understood as a property of a single musical idea
(regardless of the time of its creation).

In these and some other, not so clearly identified cases, the concept of “narrativi-
ty”” does not remain unchanged, while retaining its semantic core.

Attention to Javorsky’s word usage, thus, gives the opportunity to supplement the
discussion about the narrative and narrativity with a historical and terminological ex-
cursus, and to see on an undoubtedly outstanding example how a term can function in
inquiring humanitarian thought.

Keywords: Javorsky, narrativity, terms in the humanities.



TERMINOLOGY IN THE STUDY OF FORM

G. V. Grigoryeva

METAPHORICAL TERMINOLOGY IN THE NATIONAL HOLISTIC ANAL-
YSIS METHODOLOGY

The need to preserve the musical analysis methodology of the achievements of
the national analytical school: the method of holistic analysis by V.A. Zuckerman,
based on a system of terms-metaphors. Their role in revealing the figurative content of
music, the concept of the work. "Semantics of farewell" is one of V.A. Zuckerman’s
favorite terms-metaphors; “the Function of conclusion has its own <...> developed and
rich arsenal of means <...>; operates some kind of "semantics of farewell", i.e. textural
and functional interchanges, very common in the final sections. Almost the same
meaning have final chromatic rounds, filling scales of farewell nature<...>. Naturally,
this semantics has not only a direct expressive meaning. It is no less a method of ex-
plaining the form (my italics— G.G.)." The last circumstance, according to the scientist,
the most important for the perception of a musical work by the listener, is: “unders
tanding the inner meaningof the given part of the form (spacing by the
author — G. G.)", i.e. his engagement in revealing the figurative plan. An example of
the effect of such means in the music of the classical-romantic era is V. A. Zucker-
man’s brilliant analysis of Schumann's piece "Warum?". Another important term-
metaphor in this context is "the final change™ (“change for the last time"), formulated
by the scientist in his theory of major-themed structures and is one of a kind of sum-
mation. The effect of these principles at different levels of form is in codes (Beetho-
ven, the code of the finale of the Sonata Op. 53, I. Stravinsky, Coda of the ballet
"Agon"), in the finales of the cycles (A. Schnittke, piano quintet), G. Mahler, "Song of
the Earth", F. Karaev, Concerto for violin and orchestra, in the form of a stable style
constant (the genre of postlude in V. Silvestrov's music). Numerous terms-metaphors
by V. Zuckerman are either unjustly "forgotten”, or they occur as commonly used in
contemporary analytic practice without authorship.

Keywords: V.A. Zuckerman, method of holistic analysis, "semantics of farewell",
"final change", principle of "the form explanation”, classical-romantic music, music of
the XX century.

V. B. Val’kova

“MICROTHEMATISM”: THE WAYS OF USE
AND CORRECTION THE MUSICOLOGICAL CONCEPT

The concept of “microthematism” has entered the modern Russian musicology a
long time ago and is found generally in the analyses of the music of the XX century. It
fixes the “functioning of any small thematic formations in the music” (V. N. Kholo-
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pova). The concept of “microthematism” was introduced and originally developed for
highly-specialized purposes: first of all, to define the special quality of the music of
S.V. Rachmaninov. This article provides the interpretations of the concept suggested
in the 1960s-70s by E.A. Ruchievskaya and N.A. Skaftymova in connection with the
analysis of Rachmaninov’s works. The further life of the concept of “microthematism”
indicates its expansion - it is used freely, without special explanations in the analyses
of the music of C. Debussy, B. Bartok, A. Webern, A. Schoenberg. The author of the
report suggests several analytical observations concerning this trend in the works of
C. Debussy and A.N. Scriabin. Some problems and difficulties caused by using the
term “microtheme” are discussed in the report: contradiction between structural and
functional approach to the concept “thema”, and (based on the C. Dahlhaus’ ideas) the
qualitatively new role of short motives in the music of the turn of the XIX-XX centu-
ries.
Keywords: microthematism, motive, theme, Rachmaninov, Debussy, Scriabin.

V. R. Dulat-Aleev

REDUCTION OF THE FIVE FORMS OF RONDO
OR “MARX 3.0”: TO THE PROBLEM OF TERMINOLOGICAL TRADITION
IN THE THEORY OF MUSICAL FORM

Terminology shapes scientific thinking. Terminology is the basis of learning that
forms long-term conceptual knowledge. The significance of the terminological tradi-
tion problem is connected with it. The relevance of the problem is enhanced in the
context of the parallel existence of several traditions. One example of such a situation
Is the domestic pedagogical practice in the area of musical form, where the systematics
of musical forms by A. B. Marx returned at the turn of the XX—XXI centuries.

According to many musicologists, Adolf Bernhard Marx (1795-1866) is the au-
thor of “perhaps the most developed and influential doctrine of form (Formenlehre) of
the XIX century”, noted S. Burnham in the article “Form” from “The Cambridge His-
tory of Western music theory” (Cambridge, 2002, p. 887). In Russian musicology,
Marx's theory was modernized at the end of the XX century.

Yu. Kholopov outlined the systematics of Marx, adapting it to the current state of
the disciplinary matrix of musicology. The Marx’s “upgrade” by Kholopov signifi-
cantly expanded and simplified the initial version of the theory that had many contra-
dictions and unresolved issues. Kholopov’s work with the ideas of Marx can be called
the version of “Marx 2.0”.

However, the modern pedagogical practice still needs to improve its theoretical
basis. First of all, the five forms of rondo of Marx’s classification — there are not only
terminological, but also logical contradictions in relation to this group of forms. The
resolving of them in the expected version of “Marx 3.0” will have a positive impact on
the general analytical and pedagogical practice.

Keywords: systematics of musical forms, upgrade of the traditional doctrine, mu-
sic pedagogy, A. B. Marx, Yu. Kholopov.
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O. V. Loseva

FALSE RECAPITULATION. CONSIDERATIONS REGARDING
THE HISTORY OF THE TERM AND THE METHOD

The term “false recapitulation”, which is very familiar to any musician, is histor-
ically of a rather late origin (appeared in the early 20th century), and initially related to
a specific method for the introduction of the recapitulation section of sonata form.
However, this expressive artistic device which is associated with the disruption of the
expected course of events, and the effect of frustrated expectations is much older than
the term per se; moreover, it is broader in meaning, since it was used back in the Ba-
roque age, in forms both historically preceding sonata form and those that are directly
unrelated to it.

In Russian musicology the word combination “false recapitulation” has long
been functioning as a term. The artistic device which is denoted by the term has a
number of sustainable features, though scholars may give a different emphasis to the
term in describing and interpreting it. In foreign musicology (German, for instance)
the picture may not be that clear. The reason for it is not just the absence of a single
generally accepted term to denote this phenomenon, but also in the more comprehen-
sive interpretation of the phenomenon and the place for its location which might hap-
pen to be rather distanced from the starting point of the actual recapitulation.

Keywords: false recapitulation, recapitulation, sonata form.

T. Yu. Chernova

A CONCEPT OF MUSICAL FORM
IN THE LIGHT OF ALEXEI LOSEV’S AESTHETICS

An understanding of the term musical form admits of various interpretations.
Among them, the one that interprets it as compositional structure, i. e. the sounding
integrity of a piece of music, is used in scholarly and teaching practice more often than
any others. Such a preference has its local historic reasons, the most important of
which are: (1) an idea that music exists as an assemblage of artworks, which was typi-
cal of the 18""-19" centuries; (2) a paradigm of an integrity and completeness of every
artwork, which was rooted in the aesthetics of Classicism; (3) an understanding of ab-
solute music as a system of relationships between sounds.

In the contexts of other epochs and traditions, composers’ efforts aimed at creat-
ing musical structures were and are more limited with the requirements of certain gen-
res, techniques and other factors. Such an approach corresponds to neither an idea of
form as a category of general logic nor its status in terms of today’s aesthetics and
scholarship. The practice of teaching musicology courses proves and strengthens such
an incompliance, hence a necessity to eliminate it.

Being an empirical field of knowledge, musicology may outline some ways of
solving the problem. According to a definition by the prominent musicologist Boris
Asafyev (1884-1949), form is the way to discover music; yet, it does not mean that
form is restricted by the compositional structure, as the correlation of all the compo-
nents of musical form, including the sounds, the images, the genres and the structures,
as well as the very compositional technique and some others, varies historically.
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These solutions can be proved by an ingenious aesthetical doctrine of the re-
markable philosopher Alexei Losev (1893-1988), which is, alas, still far from being
familiar even to Russian musicologists, let alone foreign ones. The congress partici-
pants are offered an attempt to comprehend an initial stage of Losev’s phenomenology
of musical form based on his book “Dialektika khudozhetsvennoy formi” (Dialectics
of the Form of an Artwork, 1927), in which form constitutes one of the key categories.
It is viewed as an aspect of expression and understood as its embodiment in das An-
derssein (‘other-being’), be it the substance, consciousness or eidos of any essence re-
vealed in the real world.

The philosopher describes the multi-layered power of expression by using a
number of subordinated categories, of which symbol is its nearest one. He tends to in-
clude form as image in the symbol, together with das Urbild (‘pre-image’), i. e. con-
tent, and then to place it in the middle of a series of categories, whose extreme points
appear to be idea and fact, i. e. an artwork. When one conveys an idea impressed in a
piece of art, its form cannot be reduced to its compositional structure only, as form
consists of many components. Losev did not make any more detailed description of the
phenomenon of musical form; yet, it seems to me, it is us who now ought to do it.

Keywords: musical form, musical aesthetics, philosophy of music, compositional
structure, expression, Boris Asafyev, Alexei Losev, Dialectics of the Form of an Artwork.

A. R. Kasimova

AN AUTHOR'S ANALYSIS OF VINCENT D'INDY'S SYMPHONIC
WORKS: ON THE PROBLEM OF FRENCH TERMINOLOGY

The richest terminology from the period named «fin de si¢cle» can be represent-
ed by Vincent d’Indy’s treatise «Course in Musical Composition». The main aspect of
this work are the specific features of the instrumental music's construction which was
given by d'Indy in the mentioned treatise. According to composer's treatment, sym-
phonic music has constructive advantages over the dramatic music.

On analysing his own works, especially details of the «Symphonie sur un Chant
Montagnard Frangais», d'Indy used an original terminology. Its semantical content is
the object of the presented work.

Describing this symphony, the composer researches the formative elements of
different syntactic levels and uses the following terms (from those which denote the
motive-thematic level to those which emphasize the architecture itself): motive,
phrase, period, strophe, theme, idea. The period means a part of the phrase, and the
idea is the fundamental essence of the composition.

The most particular object that appears is the “cyclical principle” («principe cy-
clique»), the sence of which is the repetition of important syntactic elements (motive,
theme, cell, phrase, etc.) from one movement of the work to another for the creation of
a special unity. The result of applying of the cyclical principle is the “cyclic form”
(«forme cyclique»), and variated-returning elements get the status of “cyclic”.

In the symphony, d’Indy defines two “cyclic” structures: the “cyclic theme”
(it appears in each movement of the work, but in different versions) and the “cyclic
motive” (it is exhibited in the second movement, and then is actively developed in the
finale of the composition).
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Keywords: author's analysis, French terminology, cyclic form, Vincent d’Indy,
Symphonie sur un Chant Montagnard Francais.

N. P. Ryzhkova

ON THE TERM “LEITMOTIV” AND ITS SYNONYMS
IN V. D’INDY’S TERMINOLOGICAL SYSTEM

Vincent d’Indy is a prominent representative of French Wagnerism: he didn’t on-
ly seek for the way to creatively embodying of the Wagnerian method in his works
(dramatic legend «Le Chant de la cloche» and operas — «Fervaaly, «L'Etranger», «Le
Légende de Saint Christophe»), but he also offered a theoretical conceptualization of
this method (third volume of the treatise «Cours de composition musicale», his essay
«Richard Wagner et son influence sur 1’art musical franc¢ais», unfinished work «Intrto-
duction a I’etude de “Parsifal” de Wagner»).The terminological aspect of this problem
is revealing of the essence of the difference between Wagner’s original term “melodic
moment” (“melodischer Moment”), the German term leitmotiv and its French syno-
nyms (the leading tune is motif conducteur, theme is theme). Since in musicology re-
garding there is considerable disagreement between the different interpretations of the
term “leitmotif”, the detected terminological aspect does not lose its actuality.

The aim is to demonstrate the composer’s terminology, mainly on the material of
d’Indy’s own analysis of the leitmotif system in the opera «L’Etranger». An attempt is
made to systemize the thematic material of the opera in accordance with the hierarchy
of terms proposed by d’Indy, in order to clarify the semantic capacity of each of the
concepts, which he uses. The adaptation of Wagnerism on French basis is considered,
that is also expressed in word usage, touching upon the description of the leitmotif
technique. The author juxtaposes meanings, which are brought by Wagner into the
concept «melodischer Moment», and meanings, which are immanent to d’Indy’s
terms. The difference between the concept of Wagner and its correlates proposed by
d’Indy is emphasized.

Keywords: V. d’Indy, «L’Etranger», R. Wagner, French Wagnerism, leitmotiv.

D. Haas
TO THE TYPOLOGY OF USE OF THE TERM LEITMOTIF

Although the term “leitmotif” helps listeners to deepen their understanding of
Wagner’s works, typical definitions of the term itself are not enough to fully explain
the different meanings and possibilities of this technique in and after Wagner’s music.

The term “leitmotif” was not used by Wagner in his main texts on opera. The
first to apply this term to Wagner's music was Georg Federlein. Hans von Volzogen,
editor of the magazine Bayreuther Blitter, popularized it.

In my paper | am presenting a more practical approach in the discussion of leit-
motif in and after Wagner's music. From my point of view, it is not necessary to define
leitmotif without understanding that the leitmotif is not such if it does not belong to
three interacting systems. These are: 1) a system of connections between brief musical
motives and the main motives of the drama; 2) a tonality system in which all the key-
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notes function as unstable and “unresolved” elements that are easily transformed and
developed; 3) a system of human emotions, expressed mainly by instruments of a
symphony orchestra.

Keywords: Wagner, leitmotif, interacting systems, Scriabin, Rachmaninov.

E. V. Rovenko

ON THE COMPREHENSION OF THE PHENOMENON OF MUSICAL TIME
IN VINCENT D’INDY’S “COURS DE COMPOSITION MUSICALE”

The specifics of fin de siecle French musical thinking depends largely on innova-
tive comprehension of musical time, that causes both properties of sounding material
and principles of its development, the most important of which is irregularity of metric
pulsation. Vincent d’Indy had also devoted attention to 15 6su10 Hathis phenomenon in
his treatise “Cours de composition musicale”, 1897-1900. The treatment of d’Indy’s
conception allows to define more exactly the essential characteristics of French musi-
cal thinking. By going from particulars to generals, it’s suggested to consider d’Indy’s
terminology in accordance with hierarchical levels of form-building, that are repre-
sented by concrete terms.

Outputs. 1) The category of “free rhythm” (rythme libre) is reflective of a quality
of organization of musical time. 2) The hierarchy of structural levels of the form could
be interpreted as the embodiment of this category: from “intonation” (intonation),
“monad” (monade), “cellule” (cellule), “neume” (neume), and “motive” (motif) — to
“period” (période), “phrase” (phrase), “theme” (théme) and “idea” (idée). 3) Rhythm
is “an order and proportion through time” and is characterized by three properties: rel-
ative duration of sounds (la durée relative des sons), their intensity (intensité) and
pitch (acuité). These properties are connected with “amplitude and vibration of
sounds” and specify the structure and character of a melody. 4) Unlike C.Debussy,
who had appealed to rhythms of nature, d’Indy made a search for the correspondence
of musical rhythm with a free rhythm of speech, having interpreted “a musical lan-
guage” (le langage musical) as a correlate of “verbal language” (le langage parlé) and
having chosen a verbal equivalent for musical structures (monad — intonation, neume
— syllable). 5) An irregular rhythmic structure is generated by combination of pair
characteristics of an “atom” of musical time (temps): «light» beat (léger) and «heavy»
(lourd), «weak» (faible) and «strongy (fort), with priority given to the first pair.

Keywords: Vincent d’Indy, rhythm, musical time, musical language.

P. I. Pimurzin

HOW TO DEFINITE THE FORM? TO THE PROBLEM OF INTERPRE-
TATION OF THE FORMS
KLEINE RONDOFORM AND LIEDFORM MIT TRIO

The classical theory of the musical form of Adolf Bernhard Marx (1795-1866)
received its revival in Russian musicology, largely thanks to the works of
Ju. N. Kholopov and his successors. The classification of forms in Marx's theory large-
ly reflects the principles of compositional organization in the music of Viennese classics.
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The theory of forms that has developed in the Russian musicology of the Soviet
period (which is still used in the course of teaching the discipline "Analysis of musical
works" in some educational institutions) in some of its positions differs from the clas-
sical German theory on form. One of the main "stumbling blocks™ in these theories are
two forms, which in Russian theory are called "complex ternary form". They were di-
vided into two types — with a trio as a middle part and with a episode as a middle
part. In German theory, these forms belong to different classes of forms: the first form
is called die Liedform mit Trio, and the second is called die kleine Rondoform. Each of
these forms has its own principles of shaping.

However, Marx's theory has some contradictions in the definition of these two
forms in some works, which appear as examples in his books. A number of forms,
which according to many external signs correspond to the Liedform, are called die
kleine Rondoform.

In the speaker paper, the points of Marx's theory apply to a wide range of works
by Viennese classics, written both in die Liedform mit Trio and in the form of die
kleine Rondoform. At the same time, author reveals some features of die kleine
Rondoform, which were not indicated by Marx. Author derives criteria that allow to
determine the form of a particular work more correctly.

The possibility of applying these criteria to the music of romantics and compos-
ers of the 20th century is also considered. Moreover, both well-known works and
works that have not yet received the appropriate attention are involved.

Keywords: Adolf Bernhard Marx, instrumental music of the Classical and Ro-
mantic period, musical form, rondoform.

E. R. Skurko

THEORETICAL CONCEPT OF THEMATISM AND FORM V. BOBROVSKY
AND ITS CATEGORICAL APPARATUS

The functional theory of musical forms by V.P. Bobrovsky, has been actual till
nowadays as one of the sources of the scientific researches methodology and a subject
of scholar courses, such as Analysis of Forms, Methodology of Theoretical Musicolo-
gy, etc. First of all it is connected with flexibility, consistency of the concept, synthe-
sizing ideas from the field of musicology, mathematics, philosophy and physics. Sec-
ondly, it is thanks to its interaction with different methods of analysis, such as intona-
tional, semantical, structural, culturological, intertextual and the historical method as
well.

The specifics of the theory was reflected in an extensive corpus of categories in-
cluded in the musicological everyday life. These are: a system of functions (general
logical, general compositional, special compositional), hierarchically similar levels,
and others that reveal the essence of the form-process and, more broadly, the temporal
nature of music as a whole.

Another reason arising from the previous one is that the concept is open to inter-
action with various methods of analysis: intonational, semantic, stylistic, structural,
cultural, intertextual, as well as with the method of historicism.
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A new word in the theory was the idea of modulation processes of form, the ty-
pology of the functions of musical dramaturgy (mono, paired, triad, multiple) and the
principles of their interaction with compositional functions, with the rhythm of the
musical form (one-component, two-, three- and multicomponent).

The theme (its semantics, the logic of inner thematical development, the peculiar-
ities of the intonational, genre, tonal-harmonic structure, textural-timbre patterns, etc.)
Is interpreted by scientist as an algorithm for constructing dramaturgy and form - up to
reflecting the peculiarities of the composer's artistic method, his relation to the world
and individual musical thinking. Such categories as “visible intonation” are very indic-
ative (about music by Rachmaninov, Debussy); “intonation as a frame”, “phonic varia-
tion” and “moving landscapes” (about Debussy); “thematically-concentrated method
of development”, “developmental spreading”, ‘“variantal development”, “variantal
chains”, etc. (about the music of Shostakovich).

Keywords: functions, form, musical theme, terminology.



CONCEPTS AND TERMS IN THE MOVEMENT OF HISTORY

V. N. Nikitina

UNPUBLISHED BOOK OF YU. N. TYULIN:
“ERRORS OF THE THEORY OF MUSIC
(METHODOLOGICAL STUDY)”

The coryphaeus of domestic musicology Yu.N. Tyulin (1893-1978) left a huge
scientific heritage, recognized even during his lifetime. However, the scientist’s per-
sonal archive revealed previously unknown works, among which — the manuscript of
the book the “Errors of the theory of music (methodological study)”. It comprises of
an Introduction and 5 chapters (143 pages, 43 note examples; also only 10 chapters
were planned initially).

The idea of the book is connected with gradual enlargement - from issues related
to the phonic level, the syntax of musical language to theoretical ideas about composi-
tions structures. The book covers the objects of theoretical study, which at different
times became the objects of interest of both foreign and domestic scientists. Tyulin
also addresses to a wide range of musical phenomena - from the European Middle
Ages to modern professional and folk music. The discussion of controversial prob-
lems is based on logical analysis methods, and the vocabulary of the book is based on
the “Logical vocabulary” by N.I. Kondakov (Moscow: Nauka, 1971).

The objective of this study is to consider not controversial issues, but obvious er-
rors and shortcomings of the theory of music, the reasons for their entrenchment and
the consequences they entail. A wide range of problems is analyzed taking into ac-
count the psychological patterns of the creative process of composers, the fundamental
laws of general psychology, the development of various factors in the aesthetic atti-
tude of listeners to expressive means.

The scientist's conceptual study apart from reflecting complex historical life of
musical science of the XIX-XX centuries shows the contribution of Yu.N. Tyulin,
which makes the work extremely relevant. The publication of the book is planned at
the Moscow Conservatory in 2020.

Keywords: Tyulin, theory of music, logic, concepts, terms.

R. L. Pospelova

TO APROBLEM OF NATURAL SELECTION
IN MUSIC THEORY TERMINOLOGY

Scientific terminology is a part of language, being special lexicon. The concept
of natural selection came from biology. But, according to linguists, there are general
mechanisms of development of all live, and language is not an exception here.
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For language so-called "temporary balance™ (Sh. Balli) of functioning and develop-
ment is peculiar. Functioning assumes normativity and some stability of terminology as a
prerequisite for scientific communication; development, on the contrary, assumes change,
introduction of new terms, dying of old, or use of the last in new values.

The terminology role in science is obvious. Many stand up for unambiguity of
terminology, oppose terminological confusion. But synonyms or doublets are natural
satellites of the term. Linguists speak about relative unambiguity of the term though its
level has to be higher, than a usual word (by P.A. Florensky's definition, the term is
"motionless mobility").

Influence of a certain theory and the system of the terminology serving it is lim-
ited to time, the place and extent of influence of the schools of sciences and authorities
or agents acting in the concrete field, in this case, in concrete scientific area (P. Bour-
dieu).

At the same time agents or scientists are under environmental impact and picture
of world, not only scientific, but also ordinary. Continuous overflowing of flows of
information and impressions from different environments creates prerequisites for
emergence of new terminology and methodology from the apprehended sources of the
most different nature (scientific works, works of art, a news feed, etc.)

Keywords: scientific terminology, natural selection, problem of unambigui-
ty/ambiguity and mobility of terminology, schools of sciences and authori-
ties, agents in the field of scientific activity.

L. Kennedy

DEFINING SOVIET DANCE:
THE GOLDEN AGE AND RUSSIA’S BALLETIC LEGACIES

In 1929, Fyodor Lopukhov and Dmitri Shostakovich collaborated on a new bal-
let: The Golden Age. The scenario recounted the visit of a Soviet soccer team to a dec-
adent European country, and the premiere announced that the work marked a ‘transi-
tional style in Soviet ballet’ (1930). The comment sought to distinguish Soviet—
indeed, post-Revolutionary — dance from the old Imperial style, not to mention the
‘formalist’ experiments Of Russian ballet outside Russia. The final work was a specta-
cle noted for its choreographic novelty and musical vibrancy. Despite initial success,
however, The Golden Age suffered devastating reviews. Lopukhov’s claim that ballet
was ‘the property of all mankind’ (1925) — an impassioned appeal to tenets of the
Revolution—had failed to convince.

My paper examines these conflicting terminologies around ballet and situates The
Golden Age within the competing impulses of the early Soviet creative environment. |
argue that the work was important for the way it engaged Russia’s balletic legacies and
sought to define Soviet dance. In doing this, The Golden Age reasserted ballet’s cultur-
al relevance and creative potential in the post-Revolutionary period and claimed ‘Rus-
sian’ ballet for Soviet Russia.

Keywords: Shostakovich, The Golden Age, ballet, dance.
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C. G. de Barros

A SURVEY ON THE CONCEPT OF SOCIALIST REALISM
IN WESTERN MUSIC HISTORIOGRAPHY

The concept of socialist realism is not easy to define in general, and this is no
exception for music. The debate on the subject can reveal ideologies and tendencies on
the literature. This work is a survey of the definitions of socialist realism in western
music historiography. The main goal is to detect these tendencies, taking into account
the period of publication dates. We looked into electronic catalogs of academic and
public libraries in the city of Sao Paulo, Brazil, searching for 37 keywords in English,
French, Italian, German, Portuguese and Spanish to collect books on the history of:
music in general, 20th century music and Russian and Soviet music. In total 364 books
were identified of which so far 150 were consulted. Definitions and commentaries
were systematized in order to be easily searched, analyzed and compared. Of all con-
sulted books, 92 do define the concept of socialist realism, although most of them indi-
rectly. Granting this is a work in progress, we noticed in general that the concept is
considered ambiguous if not empty of meaning, ignoring connections with previous
aesthetic debates and revealing, still, a cold war view on the subject.

Keywords: socialist realism, XX century music history, Soviet music.

M. E. Pylaev

ON THE ORIGINS OF MUSICOLOGICAL TERMS IN RUSSIAN MU-
SICAL CRITICISM, PEDAGOGY AND LEXICOGRAPHY
OF THE XIX™ CENTURY

The terminology of Russian musicology begins to form in the 1830s — 1840s. In
its modern academic sense, it was formed in the 1860s.

The connection of music science with criticism and journalism is quite obvious.
This is, in particular, musical critical activity of A. Serov and V. Stassov. The ability
to argue argumentatively, to prove their case in connection with the approval of pro-
gressive national-original music in Russia (M. Glinka, A. Dargomyzhsky and others)
required urgently the involvement of scientific musical terms.

The close connection of musical analytical activity with the word is also very im-
portant. The arts and the methods of such connection were different: first of all, it is a coin-
cidence in one person of the music critic and the writer — both in Russia (V. Odoyevsky,
A. Serov), and in Europe (E. T. A. Hoffmann, R. Schumann, G. Berlioz, etc.).

An another interesting manifestation of this connection is A. Serov's predominant
interest not to “pure” instrumental music, but in program music, operatic and vocal
music. It is known that Serov preferred vocal music to instrumental one. The music-
critical activity of A. Serov demonstrates a gradual transition of research interest from
the fields and genres of music associated with the word to non-program instrumental
music. The prominent representative of Russian thought about the music of V. Odoev-
sky closely intertwined scientific articles and belletristic literature. Here we can state
the possibility of forming the principles of scientific thinking in the artistic sphere.

The musical lexicography also contributed to the origin of Russian scientific and
musical terminology. The already named V. Odoyevsky and A. Serov, as well as the
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less known M. Rezvoy (the first major musical lexicographer in Russia) were engaged
in it. In his articles, the development of terminology preceded the formation of tech-
nigque and methods of theoretical analysis of music as such. Rezvoy concerned ques-
tions of morphology of arts; probably, for the first time he used in Russian language
the division of arts on "free" ("inventive™) and "mechanical” (“performing"). In the
terms introduced by Rezvoy is clearly visible the dependence on the German language
(including the division of the arts into “tonende” and “bildende”).

A special role in the formation of the Russian-language musicological terms be-
longed to the XIX century, the time when all the basic terms were formed. It is the ac-
tivity of I. L. Fuchs (indirectly), M. Rezvoy, J. Gunke, V. Odoevsky, A. Serov (partly
also P. Belikov, R. Gonorsky, Yu. Arnold, S. Degtyarev).

In Russian musicology theoretical terminology was formed earlier and historical
one — later; pedagogy and education played an important role in this process. The
study of Russian musical terminology raises several problems:

e the dependence of the Russian musical terminology from the European one; it is
also difficulties by identifying the degree of originality of individual terms;

e comparative chronology of formation of musical terminology and scientific
thinking;
some difficulty in drawing exact boundaries between terms and non-terms;
specificity of musicological terms as belonging not to exact and not to natural
sciences, but to humanities.

Keywords: musicology, terminology, music criticism, music pedagogy, music
lexicography.

J. V. Moskvina

THE CONCEPT OF IMITATIO IN THE LIGHT
OF AUTHENTIC AND MODERN TERMINOLOGY

The term «imitation» which is very important concept in modern polyphonic
analysis was entered to musicological treatises in the last third of XV century. Nowa-
days this term is frequently used in a connection with a technique of repetition of the
melodic line of one part by another one or several parts. One of the first authors men-
tioned imitatio in this sense was Ramos de Pareja (Musica practica, 1482). One can
find similar descriptions in later works of Pietro Aaron, Vicente Lusitano, Gioseffo
Zarlino and his followers. In this sense imitatio is often used in a pair with the term
fuga which also means a repetition of the musical subject in each entered voice of tex-
ture. In latest time the terminological pair «imitatio — fuga» was considered in another
way because of changing the sense of term fuga to a substantive form with its own
musical laws and regulations.

In the XVI" century when ancient rhetoric treatises were well known to many
musicians the term imitatio in works on musical theory is closely connected with an-
other phenomenon — composition based on polyphonic model. Imitatio in this sense is
appearing in Pietro Pontio’s treatises. A word combination ad imitationem is widely
used in musical editions of Renaissance; here, after this phrase, we can find the title of
cantus prius factus. Now the technique is known as “parody”: it was borrowed from
the editions of Jacob Paix’s mass, Seth Calvisius’s motet and Georg Quitschreiber’s
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treatise, although in many modern works a term imitation mass is found because of its
being closer to the authentic usage.

The polysemy of imitatio concept initiated in XX century a scientific discussion
about this term’s relevancy with reference to Renaissance masses with polyphonic bor-
rowing. At the moment the question about using a word imitatio as a synonym of par-
ody technique remains open and the problem of imitatio’s considering is actual.

Keywords: imitatio, fuga, musical borrowing, parody, parody mass.

D. O. Chekhovich
TEMPO ORDINARIO — “NORMAL TEMPO”?

The problems of tempo are always relevant. In a letter to Sott Schott Publishing
House (December 1826), Beethoven insisted on the need for metronomization. Tempi
ordinari is referred to as outdated. In the fourth volume of letters (M., 2016), the term
1s translated as “normal pace’; this rendition causes doubt. The term tempo is under-
stood to mean the common Italian terms: Largo, Adaaio, Andante, Allearo, Presto
(five-stage system by J.-J. Russo) or the same, but without Larago (four-stage system is
subtracted from Beethoven's letter to I. F. Mosel, 1817). But Beethoven did not stop
using Italian terminology either in 1817 (the time of the first metronomization)
or in 1826.

The second part of the Serenade for flute, violin and viola D dur op. 25 (1795—
1796) 1s marked as “Tempo ordinario d’un Menuetto”. Here the connection of the Ital-
ian designation with the “usual pace” is not visible. What does this remark mean, and
what did Beethoven mean when he remembered this term in his declining years? For
an adequate understanding of Beethoven’s words, we consider it necessary to recon-
figure the view of the research pace, to adapt it to cover several centuries. Beethoven
as an organist (in his youth) and in the course of his studies could know about the
practice of “normal tempo” (tempo was originally a time and a beat, not speed) and
associate with it the rarity of tempo prescriptions by old masters. In a letter to the pub-
lishers, Beethoven, thus, states the difference between his modern tempo-variable
practice (operating with multi-shaped tempo-speeds) and the old system of quantitative
rhythm.

Keywords: Beethoven, metronome, rhythm, tempo, tempo, tempi ordinary.

A. A. Maltseva

MUSICAL-RHETORICAL FIGURES IN BAROQUE MUSIC THEORY:
ISSUES OF TERMINOLOGICAL CONTINUITY
AND MUTUAL INFLUENCE

Not more than ten authors from the Baroque period gave any definite criteria to
select musical methods for their further inclusion into the list of figures. The rhizoma-
tic character of the conceptual framework made up from different theories inspired by
the similarity of ‘music’ and ‘rhetoric’ questions the appropriateness of consideration
of musical and rhetoric figures as some sort of an integrated phenomenon. We find it
appropriate to reconstruct the theorists’ views supported by the authentic texts.

A phenomenon of a list of musical and rhetoric figures in theoretical source pa-
pers is associated with presence of several origins (J. Burmeister’s, Chr. Bernhard’s, J.
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G. Ahle’s theory, etc.), that is, completely unique embodiments of a ‘floating’ idea of
similarity between the verbal and musical figures. Thus, to comprehend the issues of
terminological continuity of the lists of figures we should critically assess the attempts
of a single-vector analysis of migration of their designations (and, sometimes, of their
definitions).

The report is supported by treatises and considers the following: the specific
character of the theorists’ concepts suggesting the unique lists of figures; the processes
of adoption of the terminology and ways of its subsequent ‘germination’; conceptual
metamorphoses of the figures designations traveling from one treatise to another for
more than a hundred years.

We suggest opposing the authentic dynamic character and heterogeneity of con-
cepts and artificial widespread ‘automatic sum’ of different theories enabling a differ-
ent understanding of the musical and rhetoric analytics.

Keywords: Baroque, musical rhetoric, musical-rhetorical figures, musical termi-
nology.

M. E. Girfanova

TO CLARIFICATION OF ISORHYTHMIC MOTET DEFINITION
(BASED ON THE MATERIAL OF PHILIPPE DE VITRY MOTETY)

An invention of a special type of motet, which will later be called “isorhythmic
motet”, contemporaries attributed to Philippe de Vitry. In the work of this significant
representative of French ars nova, the isorhythmic motet evolved from the early three-
part compositions of the 1310s, where the isorhythm was only being formed, to the
three-part and four-part motets of the 1320-1340s, in which this principle appeared in
its mature form.

In Russian musicology, an isorhythmic motet is understood as a form based on
certain ratios of two repeating constructions in the tenor, color (melodic construction)
and talea (rhythmic construction), and returning of the rhythmic pattern in the upper
parts to strictly established form segments (the latter emphasizes the division of the
form based on the talea). The author of the paper draws attention to the textual-musical
side of Vitry isorhythmic motets. The layout of the lines in the motetus’s and triplum’s
textual-musical forms, which repeats in the compositional sections above the talea,
leads to the formation of patches with isorhythm in the early Vitri motets. In this early
form of isorhythm extended tones at the end of lines and inter-line pauses are involved
almost exclusively. It is noteworthy that the earliest hoquet, noting the sectional iso-
rhythm in the motet “In arboris”, arised in places of concentration of inter-text pauses,
more than half of the pauses in it are inter-text.

In mature Vitri motets the layout plan for lines of the textual-musical forms, cor-
relating with talea, remains the important component of the isorhythmic motet. In the
motet “Virtutibus laudabilis”, for example, strict proportions govern the length of the
lines. Undoubtedly, when creating this motet, these proportions were laid down in the
composition in the first place. And in motets “Gratissima virginis species”, “Garison
selon nature”, “Bona condit” the textual-musical form in one of the parts with text is
specified by repeating in each section of the motet its syllaborhythmic scheme.

Keywords: isorhythmic motet, isorhythmia, Philippe de Vitry, ars nova.
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N. I. Naumova

ABOUT VOTIVE ANTIPHON
IN ENGLISH SACRED MUSIC OF EARLY TUDOR PERIOD

Votive antiphon is type of motet, common to English polyphonic school of the
early Tudor period (late XV — first half of the XVI centuries).

Polyphonic votive antiphons emerged in England in the middle of the XIV cen-
tury. Some foreign researchers even state that the polyphonic votive antiphon is a spe-
cifically English genre. By the end of the XV century, votive antiphons were large-
scale compositions, which in scale and complexity were often superior to masses.

Votive antiphons were dedicated mostly to the Virgin Mary, less often to Jesus
Christ, the Holy Trinity, and some Saint. According to the Sarum Use, widespread in
England, such antiphons were sung outside of the Mass and the Office. Votive anti-
phons were part of a separate supplementary service, which also included versicles
(short chants) and collects (prayers), and were performed depending on the season of
the liturgical year and the particular church after Compline, or after Vespers, some-
times after both.

From the 1480s to 1558, more than 170 votive antiphons were completely or
fragmentarily preserved, among them the vast majority are Marian antiphons. Votive
antiphons were composed by Robert Fayrfax, Walter Lambe, Robert Wilkinson, John
Brown, Richard Davy, William Cornysh, Richard Pygott, Hugh Aston, John Taverner,
Nicholas Ludford, John Sheppard, Thomas Tallis and many others.

The most important collection of votive antiphons is the Eton Choirbook (GB-
WRec MS 178). The Choirbook was compiled between 1490 and 1502 for use in Eton
College. Sixty-eight votive antiphons are mentioned in the Index, fifty-four of them
are preserved.

Keywords: motet, votive antiphon, Early Tudor period in music, English polyph-
ony school.

Cheong Wai Ling
ANCIENT GREEK RHYTHMS IN TRISTAN AND NIETZSCHE

It was Friedrich Nietzsche, appointed professor of classical philology in 1869 at
the age of twenty-four and before he had completed his doctoral dissertation, who first
postulated on the basis of rigorous textual studies that eminent classical philologists
active in Central Europe in the nineteenth century had gone seriously off-track. Nie-
tzsche’s teaching and research notes on ancient Greek rhythm, the four notebooks he
composed during his short-lived professorship at Basel University, were not published
until 1993. In them Nietzsche alluded to Wagner’s use of Greek rhythm in Tristan,
though he did not give a straightforward account of how he understood it. This paper
takes a cue from Nietzsche’s most extended analysis of a Tristan excerpt (act III scene
2) buried therein, which proves catalytic in leading to an analysis through which | ar-
gue how Wagner made covert use of ancient Greek rhythm in Tristan under the con-
straint of the modern notation and the metrical system.

Keywords: Nietzsche, Wagner, ancient Greek rhythms.
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CONCEPTS AND TERMS IN THE STUDY OF GENRES

A. G. Korobova

PROBLEMS OF SOME BASIC CONCEPTS IN THE CONTEMPORARY
THEORY OF MUSICAL GENRES

The problem of terminology, through a broader lens, of conceptual-categorical
apparatus, has enduring relevance for any science, because this apparatus, together
with theory and methodology, is the core which scientific knowledge is accumulated.
This process is continuous, as well as the development of science. The stated problems
concern, first of all, the content of terms and concepts. Besides that, the concepts
themselves can be considered as a problem of theory, starting with the question of
what to refer to them, what is their status and functional «relevance».

In the theory of musical genres, the genre is the central subject of study and the
basic concept. At the present stage, a number of new paradigms are being formed,
among which the following are seen as «strategically» significant:

- the transition of a genre category from declaration to operational,

- the formation of a historical vector in the understanding of a genre,
which contributes to the formation of historical-typological approach to the very cat-
egory of the genre;

- development of a dynamic concept of a genre as opposed to the previous-
ly prevailing static interpretation;

- acceptance in the understanding of a genre of its bilateral phenomena and
concepts: it functions both as a subject of the historical existence of music and as an
object of theoretical reflection.

Among the basic concepts for the theory of genres, we pay attention to the other
two: «primary and secondary genres», «genre origins», which are related to the issue
of the genesis of genres and to the questions of the genre semantics of the musical
thematic.

The theory of musical genres is young and nowadays has further development
possibilities due to, first of all, the multiplicity and the fundamental inexhaustibility of
the genre phenomenon, that correlates with categorical concept of genre, and research
methodology in the genre field both applied and unapplied types.

Keywords: genre, theory of musical genres, terminology, primary and secondary
genres, genre origins.

M. G. Dolgushina

THE DEFINITION OF ROMANCE IN THE RUSSIAN MUSICAL CULTURE
OF THE FIRST HALF OF THE XIX CENTURY

The term “romance” is traditionally used for a vocal piece with a Russian text
and a piano accompaniment, which expresses subjective lyrical feelings. It was estab-
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lished in the Russian culture in 1830s, and became one of the symbols of the Russian
classical music by the middle of the century. However, at the beginning of the XIX
century, in Russia and elsewhere in Europe the term “romance” was used for the cou-
plet song with French lyrics and a piano, harp or guitar accompaniment, which was
performed in the aristocratic houses (romance frangaise). Romances by A. Boieldieu,
Ch.Ph. Lafont, P. Gaveaux, P.-J. Garat and other French composers were extremely
popular in the educated Russian society.

The process of “russification” of both the term and the genre is linked to the crea-
tive work of the Russian amateur composers, M.I. Glinka’s predecessors. This process
can be split into several phases. The first one is learning the genre model when the
Russian authors were composing French romances using French lyrics (approximately
until 1815), the second one is the appearances of romances with the Russian text but
without any changes to the musical style (from 1810s until early 1820s) and the third
one is introduction of the typically Russian means of musical expression (late 1820s —
early 1830s). The most significant changes were made to the melodic; the typical
French romance is characterized by the rhythmicality and objectivity, however, it was
later changed to become more lyrically expressive and emotional. Transformation of
the genre model is reviewed using the romances by S.S. Golitsyn, M.Y. Vielgorsky
and A.A. Alyabiev as examples.

Keywords: Russian romance, genre, definition.

O. V. Zhestkova

FRENCH GRAND OPERA:
HISTORICAL INTERPRETATION OF THE TERM

The paper considers the authentic meaning and context of the use of the term
grand opéra, as Well as expanding its meaning to a specific set of genre features. For
this purpose, French historical studies, dictionaries, memoirs of the XVIII — XIX cen-
turies are exploited.

In France, the expression grand opéra appeared in the 18th century. Until the
middle of the XIX century, it was not used systematically and was interpreted very
widely. In the sources of the first two decades, the term grand opera was used in two
interrelated meanings: as the informal name of the theater and as the “completely sung
opera” staged in this theater. In relation to musical works, grand opéra and simply
Opéra were used as synonyms.

The creators and contemporaries of the big romantic opera that appeared in the
late 1820s and reached its peak in the 1830s did not identify it as a special genre and
style phenomenon which needed a special term. Certain genre and style characteristics
of the French grand opera were comprehended only when it almost stopped its devel-
opment. Louis Véron, the director of the theater (1831-1835), was the first to clearly
identify them. In 1857, among its main features he singled out the “splendor” of the
production, the inalienable role of the choir and ballet, the spectacular and realistic im-
age, the variety and thoughtfulness of mise en sceénes, the interweaving of personal and
social conflicts, a plot based on the most expressive moments of national history.

Keywords: grand opéra, French grand opera, theater, genre and style characteris-
tics, context.
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O. P. Savitskaya

THE CONCEPT OF SONATA DA CHIESA IN THE CONTEXT
OF THE HISTORICAL AND STYLISTIC EVOLUTION
OF MUSIC OF XVII AND XXI CENTURIES

The concept of Sonata da chiesa, introduced by S. de Brossard is one of the cru-
cial in the genre and form theory of the Baroque epoch, that is testified by numerous
works of foreign and domestic authors (P. Allsop, S. Bonta, J. Daverio, W. Newman,
J. Sehnal, J. Suess, O. Ursprung, Yu. Bocharov, A. Epishin, M. Druskin, T. Livanova
and others). The functional mobility, diversity of compositional structures, the speci-
ficity of the national “refractions” of Sonata da chiesa are reflected in the terminologi-
cal ambiguity of modern scientific discourse.

The dynamic correlation of the content and volume of the concept of Sonata da
chiesa forms its historically changing “configuration”. In the middle of the 17" centu-
ry the Italian Sonate da chiesa (T. Merula, B. Marini, J. Legrenzi, M. Cazzati,
A. Guerrieri, J.B. Vitali and others) corresponded to structural unstable "transitional
canzones-sonatas"” (V1. V. Protopopov). The content of the concept Sonata da chiesa
was determined, first of all, by its applied function.

In the 80s, A. Corelli fixes a typical model of the church sonata of 4 contrasting
parts. The concept of Sonata da chiesa takes on a new meaning: 1) as a genre of
church and secular music; 2) as a type of a large instrumental form.

With the termination of the Baroque era, the story of Sonata da chiesa does not
intermit. In the second half of the 18™ century the works of I1.G. Janitsch, M. Hawdon,
W.A. Mozart, and J. Haydn become “finishing” (according to A.S.Sokolov) in the Ba-
roque tradition of the cyclic and non-cyclic church sonata. In the 20" and 21% centu-
ries, its artistic potential is realized in many opuses of the temple performance and rep-
resenting different styles and techniques of composition (H. Andrissen, A. Cherepnin,
F. Martin, V. Kopytko, R.M. Helmschrott, J. Laburda, G. Rabe, D. Locklair, J.R. Bes-
set, S. McManus, P. Rob and others).

Thus, we can conclude that the study of the processes of historical evolution of
the concept of Sonata da chiesa opens the way for further, more in-depth studies.

Keywords: Sonata da chiesa, content of the concept, evolution.

1. V. Koposova
ANTI-SYMPHONY: THE TERM OR METAPHOR?

The genre system of classical and romantic music has undergone a significant re-
vision in the art of the second half of the twentieth century. For example, it’s repre-
sented by works that deny established rules of the genre and marked as «anti-genres»
by the authors themselves.

There are several «anti-symphonies»: «Symphony of the modern world» by
K. Rydman (1968), the First Symphony by A. Schnittke (1972), the Seventh Sympho-
ny by K. Aho (1988).

In these opuses the characteristics of the external and internal structure of the
genre are violated (term by M. G. Aranovsky): type of cycle, features of performance
interpretation, dramaturgy, thematism and ways of its development.
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In the art of the second half of the twentieth century anti-symphonies echoes with
the new novel or anti-novel (by A. Robbe-Grillet, N. Sarraute). They belong to the
avant-garde paradigm and have many common features base on similar methods of
composition (in particular, deconstruction).

In the sort of anti-novel and anti-symphony can be correlated with anti-
structures. These phenomena are identified, described by the English anthropologist
V. Turner and are characteristic of transitional process, periods of «life collisiony.

The paper attempts to define the boundaries of this phenomenon and raise the is-
sue of the possibility falls «anti-symphony» (like a concept) into the category of new
musicological terms.

Keywords: musical genre, anti-symphonies, anti-novel, anti-structures.

E.Yu. Antonenko

CORRELATION AND RELEVANCY OF GENRE INDICATIONS
OF “MOTET” AND “CONCERTO” AS APPLIED TO THE 18™ CENTURY
RUSSIAN SACRED MUSIC

Jacob von Stdhlin, while describing Russian sacred church music of his time,
compares the terms of “motet” and “concerto’: “During every-day divine services in
the Court Chapel, a part of the choir usually sings in the ancient manner, but occasion-
ally [they sing] motets. However, in the presence of the Empress, as well as on Sun-
days and festive days, figural music is sung during the service, and often, including all
great feasts, the full choir performs specially composed psalms, praise songs and other
texts in full church concertos that were newly composed during the last few years by
several Italian court chamber kapellmeisters as Manfredini and old Galuppi, along
with Ukrainian composers...”

Musicologists of the 20" century and of our time often consider these terms as
equivalent or similar: Boris Asafiev uses the term “motet” for Bortniansky’s composi-
tions; Marina Ritzarev designates short church pieces with this term and also speaks
about “motet features” in concertos of 1760-s.

Several Russian scholars consider “Italian choral psalmonic motet a cappella” to
be a prototype of the Russian sacred concerto, but 18" century Italian motets were
works for solo voice with orchestra set to Latin poetic texts of the same period. Of
note, while studying manuscripts of the end of the 18™"-beginning of the 19" century
preserved in German archives, we found references to compositions in the genre of the
Russian sacred concerto as “motets”.

Keywords: motet, concerto, Bortniansky, Berezovsky, Galuppi, 18" century sa-
cred music.

R. Dalmonte
ON THE DEFINITION OF TONE POEM / SYMPHONIC POEM

Already in the double possible denomination a fundamental difference is implied
since the accent can be placed either on the musical aspect or on the extra-musical idea
connected to it. Only one thing seems to be clear: this form belongs to the wide reper-
toire of "program music".
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The aim of this paper is to try to find more relevant definitions both in the musi-
cal and extra.musical content.

Looking at the music, the first question concerns the general form:

Is it in one or can it also be in several parts?

Assuming it must be in only one part, is there a preferred (precise) formal
scheme or is the music of each piece guided by the chosen extra-musical content?

Is it sufficient (or necessary) that the musical form shows a recognizable rhetoric
schema (beginning, development, culmination, conclusion, end)?

What exactly does "guided by an extra-musical idea™ mean? (in terms of compo-
sition and of reception)?

From the point of view of the extra-musical content the first question is:

— does it make any difference if it is a literary artefact or can it be a general
“idea” or a pictorical source of inspiration?

—does it tell a story (like Mazeppa by Liszt after Hugo);

— can it be just one general concept (Smetana, Ma Vlast-Moldava)

— how did the painting by Kaulbach The slaughter of the Hunns guide Liszt in
composing the symphonic Poem Die Hunnenschlact?

A rich bibliography exists on these topics, but very few musicologists have stud-
ied the different way to listen to a piece of music named Tone Poem or Symphonic
Poem when knowing just its title.

Keywords: symphonic poem, extra-musical content.



TERMINOLOGY IN MEDIEVAL MUSIC STUDIES

Z. M. Guseinova

TERMINOLOGICAL SYSTEM IN RUSSIAN
MUSICAL-THEORETICAL MANUALS OF XVII CENTURY

In the process of investigation terminology related to singing art of ancient Rus’,
you must allocate the terminology, conditionally, original, formed directly in the writ-
ings of the ancient masters of singing (singing books and music-theoretical manuals),
and scientific, which researchers used the XIX-XXI centuries. Both terminological
parts need detailed consideration; in our paper examines the first part in musical man-
uscripts and manuals of the 15th-17th centuries.

Problems of terms, terminology, terminology systems dedicated to the many
scholarly works, including those associated with music. Musicology, relying on gen-
eral principles, formulates an independent professional approach to solving problems.
It is important that the concept did not fully meet the criteria set forth in relation to
other sciences.

The problem of the terminology of old Russian church singing and its theoretical
installations is very complicate. In the 17th century the variety theoretical guides rep-
resented names (paraklit, kriuk, stopica etc.) and terms that have a certain theoretical
generalization — definition (glas, stroka, znamia mudroe etc.). Education terms oc-
curred in the traditional way on the basis of common vocabulary language (term for-
mation)

Musical-theoretical manuals reflected purposeful work of Russian singers to un-
derstand and organize the information and concepts prevailing in the singing practice.
In the vast majority of cases the terms are found in manuscripts directly in connection
with the canticles, and only later, established the practice of singing, they are used in
manuals, acquiring the status of a term. As a result, the terms are formed (and their
combination is terminology) and terminological system, which based on authentic na-
tive texts and were included to the theoretical guides

Keywords: singing, directing, notation, term.

N. V. Gouryeva, O. V. Tyurina

OLD-RUSSIAN SINGING TERMINOLOGY
IN A SPECIAL COURSE “HISTORY
OF RUSSIAN MUSIC OF THE XI-XVIII CENTURIES”
AT MOSCOW STATE TCHAIKOVSKY CONSERVATORY

The course “History of Russian Music of the 11-18 cc.” is taught to the students-
musicologists at the second year of their studying at the Moscow Conservatory, it in-
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cludes lectures and seminars. The objective of the course is to replenish students'
knowledge in the field of traditional singing culture, to introduce them to the original
layer — the tradition of the monodic chant — ‘znamenny rospev’ — of Ancient Russia, its
progenitor — the singing tradition of Byzantium.

The peculiarity of the course is the use of many specific terms, previously un-
known to most students. Terms refer to different sections of the course:

— the general concept of liturgical singing of the Eastern Christian tradition;

— the genre system of liturgical chants;

— liturgical circles and the system of liturgical books reflecting them;

— paleography of manuscripts;

— Old Russian ‘znamenny’ notation and media-Byzantine notation;

— the modal system;

— the melos of the ‘stolpovoy’ chant, its vocabulary, etc.

All together, it is intended to allow students to develop the conceptual framework
necessary for those of them who subsequently choose not only the Russian music his-
tory but also other areas of musicology as the field of their scientific interests. Better
mastering of unfamiliar terminology is helped by additional materials, charts and dia-
grams. In the examples to the article some of them are presented.

Keywords: Old-Russian singing terminology, Russian music history, notations,
genres, modal system, monodic chant.

I. V. Dynnikova

SPECIFIC FEATURES OF THE CONCEPTUAL APPARATUS IN STUDYING
RUSSIAN LITURGICAL SINGING TRADITION

In the recent decades, the Russian liturgical singing tradition has been considered
in some studies from the viewpoint of a method called liturgical musicology. This
method first appeared in the late XI1X century in the studies of the professor of the
Moscow Music Conservatory, archpriest D.V. Razumovskii. In the mid-XX century,
this line of study was developed by I. A. Gardner (abroad), and in the late XX—early
XXI century, by farther Mikhail Fortunato (abroad) and N.V. Balueva (in Russia).

In his article “Liturgical Chant and Church Music” in 1971, [.A. Gardner charac-
terized the liturgical musicology: “liturgical chant is an autonomous (that is, follow-
ing its own artistic laws, characteristic exclusively of the liturgical chant) church ser-
vice field, which differs from the common music. Identifying, studying, and formulating
these laws is the object of the Russian liturgical musicology, which has scientific
methods of its own and only partly overlaps with the general musicology”. According
to this method, the object of study, i.e., the liturgical music, is considered from the fol-
lowing points of view: (1) theological analysis of the text; (2) analysis of the music;
(3) determining the role of a piece of work in the church service; (4) the interpretation
of the piece of work in the church service (vocal and choral analysis). The above said
determines the specific features of the conceptual apparatus of the liturgical musicolo-
gy. Its key feature is the vast borrowing from theological disciplines (liturgics, exeget-
ics, Church history, the history of Church hymnography, eorthology, etc.).
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The first study that fully lied within the line of the liturgical musicology in Rus-
sia was the collective monograph “The Knight of the Regent Service, Farther Matthew
(Mormyl)” published in 2017. This book pioneered in the analysis from the viewpoints
of theology, musicology, and performance of a single church service «Matins of Great
Friday» in the interpretation of Farther Matthew (Mormyl), the famous precentor of
The Holy Trinity-St. Sergius Lavra.

Keywords: liturgical musicology, liturgical chant.

A. A. Eliseeva, I. V. Starikova
PROBLEMS OF TERMINOLOGY IN BYZANTINE SINGER ART

The history of the distribution of musical terms of the Byzantine church-singing
practice in the Russian language has been a recurrent trend for several centuries. In the
old Russian theoretical manuals that have appeared since the 15th century, various def-
initions are found that are similar with or similar to the terms of the Byzantine musical
theory. The scientific study by the Russian medievalists of the Byzantine church-
singing terminology — in particular the terminology of the New Method theory, began
only at the beginning of the XX century.

The main issues in the process of adaptation of Greek musical terminology in
Russian-language scientific literature are the lack of unification during transcription,
as well as inaccuracies in literal translation. In addition, in the history of the Byzantine
singing tradition, the meaning of the same term could have been subjected to change
over the centuries.

Keywords: Byzantine singing, musical terminology, glossary of church singing
terms.

E. V. Pletneva

"SHORTHAND NOTATIONS" OF THE RUSSIAN MIDDLE AGES.
ACTUAL PROBLEMS OF RESEARCH TERMINOLOGY

The attention of modern researchers to chant notations aims at studying the in-
complete notational systems in church singing, based on the fragmentary application
of neumas. Such notations have a wide geographical area of distribution and are found
in Greek, Syro-Melkite, South Slavic, Old Russian chant manuscripts, covering a long
time period (VII-XVI centuries). The essence of the phenomenon — the origin, nota-
tion forms, composition of neuma dictionaries of the individual sources and manu-
scripts of the local chant traditions, the interrelation of incomplete notations, their hy-
pothetical connection to full notations is not revealed yet. This leads to a number of
terminological problems — from recognition of "adequacy" and scientific definition of
notations (quasi-notation, shorthand enotation, etc.) to the description, attribution and
classification of their neuma succession.

Among the Old Russian manuscripts of vocal music of the XI-XV centuries are
the relics that contain manifestations of incomplete notation (Irmologia, Octoechos,
Menaion, Triodion). According to N. Zabolotnaya, they contain abbreviated versions
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of Znamenny notation of two types — theta notation and symbolic notation. However,
referring to a wide range of sources, as well as a comparative study involving South
Slavic and Greek lists shows that in ancient manuscripts incomplete notation having
different origins, not only derived from Znamenny notation, could be reflected. This
necessitates further research and, accordingly, the development of special scientific
terminology.

Keywords: chant manuscripts, notation, neumas, theta notation.

T. V. Shvets

THE PROBLEM OF INTERPRETATION OF THE TERM "MARTYRIA"
IN KONDAKARIAN NOTATION

In Byzantine oktoechos, modal signature or martyria is a group of signs where
the letter denotes a Mode, and the neume or group of neumes indicates the correspond-
ing sound of the intonation formula (echema) of this Mode, from which the Chant be-
gins. In turn, echema is a syllabic formula containing typical intonations of the Mode,
which can be considered to be a kind of “tuning” of the choir. Thus, martyria is an ab-
breviated record of the echema of this Mode. Martyries are written out not only at the
beginning, but also in the middle of the Chant. Middle martyries indicate Mode change
or serve to check the pitch.

In the old Russian Kondakars symbols resembling Byzantine martyries are found
that are the Greek letters and ligatures written in the text line during the course of the
Chant, and their meaning is unknown. The term "martyria" in relation to them was first
used by the researcher S. V. Smolensky in 1906.

At present, five Kondakarian martyries are known. A comparative study of man-
uscripts shows that: 1) presence or absence of martyries does not influence the way
Chant is notated; 2) placement of signatures is not linked in any way with structural
organization of hymnographic text; 3) some letters of Kondakarian notation can be in-
terpreted as martyries; 4) intonation modal formulas (echemas) found in the only exist-
ing manuscript — the Blagoveshchensky Kondakar — do not correspond with martyries.

Perhaps, Kondakarian martyries may behave as additional system of symbols re-
lated to notation and Chant. The Greek term "martyria" applied by researchers to the
letters in the text line of Chants in Kondakars may not actually reflect the exact mean-
ing of these signs.

Keywords: Kondakar, Kondakarian notation, martyria.



SPECIFICITY OF THE CONCEPTUAL APPARATUS
AND TERMINOLOGY IN DIFFERENT NATIONAL TRADITIONS

O. E. Dobzhanskaya

MUSICOLOGICAL TERMINOLOGY AS A REFLECTION OF THE SEARCH
FOR A NATIONAL IDENTITY IN THE ACADEMIC MUSICAL ART
OF THE REPUBLIC OF SAKHA (YAKUTIA)

The formation of the unique musical appearance of Yakut professional music,
beginning from the first stages of its formation (since 1940s), was connected with the
search for national identity in images, stories, musical language. The two main founda-
tions of modern academic music in Yakutia were professional musical art and folk
music of Sakha people. Yakut composers wanted to bring into classical music some
traditional Sakha imagery which originated in epic legends olonkho, the summer solar
festival Ysyakh, shamanic rituals, calendar rites. Therefore, they have introduced into
the musical thesaurus of academic art series of musical terms, which were adequately
transmitting the ethno-cultural reality.

Such names of folklore genres as toyuk (a ritual song-improvisation in the sol-
emn hymnal style), deheren (a mobile, regular song-dance), olonkho (an epic legend)
began to appear not only as titles of musical works, but also as the names of genres
(defining a theme, an imagery, a composition of a masterpiece). V. Ksenofontov com-
posed concerts in the tradition of ritual improvisations toyuk: the Toyuk "The dawn
rose" for violin and symphony orchestra (1987), the Concert-toyuk for harp and or-
chestra (1989), the Concert-toyuk "The Mother Viliuj" for mezzo-soprano and choir
(1991). K. Gerasimov in the masterpiece "Toyuk™ and "Degeren" for violin and sym-
phony orchestra (1993) created a new national type of two-parts cyclic form (with the
movement contrast slow-fast); this is very successful example of applying of the musi-
cal style and composition features of Sakha folk genres in the academic musical art-
work. For the realization of epic images the composer V. Zyryanov created a new mu-
sical-theatrical genre which was named “a musical olonkho” ("Tuyaaryma Kuo", "Kun
Erili"), the musician P. Ivanova composed a ballet-olonkho "Underworld" (2006).

Keywords: academic music of Yakutia, musical terms.

Yu. S. Veksler

NEW MUSIC AS A HISTORICAL CATEGORY IN THE GERMAN-
SPEAKING MUSIC-THEORETICAL DISCOURSE AFTER THE FIRST
WORLD WAR

The concept of “new music”, which first appeared exactly 100 years ago (1919),
is still controversial and allows for different interpretations. We follow the interpreta-
tions of H. Danuser who understands new music as a historical category, i.e. a general
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category of twentieth-century modernism that represents the entire spectrum of inno-
vations in music of the past and the current century, not reducible solely to the tech-
nique of composition, styles and aesthetic ideas, and not always associated with radi-
calization and complication. It is hardly possible in all cases to clearly differentiate the
concepts of new, modern, avant-garde and relevant music.

The report is devoted to the initial stage of understanding new music as a histori-
cal category-this stage is separated from the beginning of the new music itself (1910)
by about a decade. The term “new music” proposed by P. Becker in the early 1920s
became common and is widely used in the title of articles and books (P. Stefan. “New
music and Vienna”; W. Krug. “New music”; W. Schrenk. “Richard Strauss and new
music”). At the same time, the new music itself is by no means homogeneous, as evi-
denced, in particular, by the polarization of Schoenberg and Stravinsky's positions,
subsequently presented by T. Adorno in terms of “progress” and “reaction”.

The concept of new music present in the articles, notes and marginalia of protag-
onists of new music Schoenberg, Berg and Webern. This extensive body of documents
includes both unpublished and well-known materials, including Schoenberg's article
“New music, outmoded music, style and idea”, as well as Webern's lectures “The path
to the new music”. Its analysis allows to reveal the dominant factors in the substantia-
tion of the concept by the representatives of the Second Viennese school, as well as to
clarify their attitude to the music of contemporaries.

Keywords: new music, history of terms, Austro-German music, the Second
Viennese school.

l. A. Presniakova

“A PRACTICAL GUIDE TO COMPOSING MUSIC” BY I.L. FUCHS (1830)
IN THE TRANSLATIONS OF M. REZVOY AND G. ARNOLD:
ON THE PROBLEM OF THE FORMATION OF RUSSIAN-LANGUAGE
MUSICAL AND THEORETICAL TERMINOLOGY
IN THE FIRST HALF OF THE 19™ CENTURY

I. L. Fuchs is the author of the first written and published in Russia composition
guide “A Practical Guide to Composing Music” (1830). This work contributed much
to the development of Russian-language music theory terminology due to its Russian
translation.

M. Rezvoy was the first edition’s translator. His work was greatly appreciated
by V.F. Odoevsky. «A Practical Guide»’s translation became a starting point for Rez-
voy's vigorous activity as a musical lexicographer in Plyushar's “Encyclopedic lexi-
con” (1835-1837) and “Dictionary of Church-Slavic and Russian Language” (1847).

The second revised edition of Fuchs’s textbook, «The New Method», was pub-
lished in the early 1840s. The text was translated by G. Arnold. An analysis of termi-
nology in the translations of Rezvoy and Arnold allows to illuminate the features of
the formation of Russian-language musical-theoretical terminology in the first half of
the 19th century. This process is characterized by the coexistence of opposing and at
the same time related trends: the search for Russian-language semantic analogies of
German terms and the introduction of transcriptional words, the approval in a profes-
sional vocabulary of some neologisms and rejection of others, the reduction of synon-
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ymous rows and doublets and polysemy of fundamental concepts. On the pages of the
Russian-language versions of Fuchs’s textbooks were born many terms that we use to-
day. In addition, in Fuchs's “A Practical Guide” was presented the special type of tasks
for four voices which will become the basis for further educational practice in harmony.

Keywords: I.L.Fuks, Russian-language music theory terminology, music manuals
of XIXc.

E. K. Kolarova

SPECIFICITY OF THE TERMINOLOGY OF BULGARIAN
MUSICOLOGY STUDIES IN THE RESEARCHES
OF NATIONAL MUSICAL CULTURE

In the studies of Bulgarian musical culture, various aspects are outlined, shaping
the corresponding terminological and conceptual apparatus of musicology. The scien-
tific and methodological aspect discusses the understanding of the processuality of de-
velopment of Bulgarian music, putting forward the opposition global-local, dialogi-
cism-isolation. The musical-historical aspect touches upon the issues of periodization
and generations, the continuum or discreteness of its development. The musical- aes-
thetic aspect covers issues of the Bulgarian musical style. In this regard, current ideas
and approaches to studying the uniqueness or modernity of the national classics and
the Bulgarian avant-garde of the second half of the twentieth century, as well as the
latest creative trends in the beginning of the new century, are emphasized.

The dynamics of contemporal musical and cultural processes require changes and
updating the terminological and conceptual apparatus of bulgarian musicology. In an
attempt to comprehend the Bulgarian "new music” (and not only new) in its inextrica-
ble connection with the other arts and the fields of human practice and creativity (sci-
ence, philosophy, psychology), the importance of metaphor in scientific texts is
strengthened. Her increasingly noticeable and significant presence is the result of a
possible expansion of musical research methods in the direction of hermeneutics, phe-
nomenology, iconology, semiotics.

The interdisciplinary approach contributes to an explicit disclosure in most cases,
implicitly expressed the semantic nature of contemporary Bulgarian music, its multi-
layered content and strength of artistic suggestions. Thus, the works of Bulgarian
composers (in particular, the works of D. Nenov, P. Vladigerov, L. Pipkov, K. lliev, V.
Kazandzhiev, L. Nikolov, and others) reveals their significance of the high model of
the spiritual world, both national and global.

Keywords: Bulgarian music, globalization, interdisciplinary approach.

A. V. Bojarkina

GERMAN MUSICAL TERMS: SOME FEATURES OF FUNCTIONING
IN AN EPISTOLARY TEXT AND TRANSLATION PROBLEMS

Thanks to the musical and theoretical treatises and dictionaries that were pub-
lished in German after the first German-language treatises by V.K. Printts, German
musical terminology was already formed by the second half of the 18th century and
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included a large number of Greek and Latin borrowings (direct and through intermedi-
ary languages Italian and French), as well as borrowings from Italian and French. Mu-
sicologists actively used this terminology in their works, however, contrary to expecta-
tions, there is little musical terminology in the epistolary texts of musicians. So in the
letters of V.A. Mozart and L. Mozart, musical terminology, represented by German
terms and borrowings from Italian, French and Latin, has a small thematic scope. It
reflects the general development trend of the German musical terminology system in
the mid-late 18th century: a variant form of fixing some terms (spelling differences),
the presence of parallel forms (borrowing is a German term; tracing paper, half-
calculus), borrowings that do not adapt to the German language system or with low
degree of assimilation (mainly from the Italian language). The difficulty in the transla-
tion of this vocabulary is not due to spelling variations and a large number of foreign
inclusions, but to the professional jargon and jokes based on musical terminology.
Keywords: German musical terminology, borrowings, epistolary text.

D. A. Bulatova

ETYMOLOGICAL ISSUES OF TRADITIONAL INSTRUMENTAL
TERMINOLOGY (ON THE MATERIAL
OF TURKIC BOWED CHORDOPHONES)

Comprehension of the phenomena of instrumental culture is impossible without
studying the terminology used to denote the names of musical instruments and their
components. Scientists pay special attention to the origin of terms and their semantics,
which can shed light on many aspects of the functioning of instrumental cultures.

In some cases, the study of the etymology of terms can help clarify the origin of
musical instruments themselves. So, the term “kobuz”, applied to many Turkic bowed
instruments (Kazakh, Nogai, Uzbek, Karakalpak, Karachay-Balkar, Gagauz, etc.), as
well as non-Turkic chordophones (Ukrainian, Hungarian, Lithuanian, Polish, Romani-
an, Czech), may be of Iranian origin. In the “Etymological Dictionary of Iranian Lan-
guages” by D. Edelman we can find: “Kubza-* is humpbacked, crooked, curved; bent,
convex’.” This etymology of the term correlates with the original form of bowed in-
struments, according to scientists (S. Donchev), having a curved shape close to the
shape of a hunting bow. This form in a number of bow instruments is preserved to this
day.

At the same time, it is necessary to realize the independence of the existence of
verbal symbols. According to I. Macijewski, “the evolution of terminology takes place
in the system of historical development of thinking and language, and this evolution is
quite autonomous and parallel to the development of instrumentalism and musical cul-
ture as a whole”. Thus, the term “kyrympa”, rooted in the Yakut culture and used to
refer to the traditional bowed chordophone, is a phonetic adaptation of the Russian
word “skripka” (russian name for “violin”). It arose later than the instrument itself, re-
placing the Yakut name “kylysakh”.

Keywords: ethnoorganology, etymology, bowed chordophones, Turkic peoples.
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G. R. Saifullina

CATEGORIES OF ISLAMIC MUSIC SCIENCE / ‘ILM AL MUSIKI /
IN TATAR LANGUAGE: LOST HERITAGE?

[The report was prepared as part of the project N018-012-00227 “Conceptualiza-
tion of music in the Abrahamic traditions. History-Theory-Practice”]

The existence of the Tatar-Muslim culture within the framework of Islamic civi-
lization for more than a millennium determined the natural presence of the scientific
categories common to the Islamic world in the Tatar language in all fields of
knowledge, including the thought of music. The surviving texts in Arabic script, Latin
and even Cyrillic (in the first Soviet decades) confirm their basic significance for char-
acterizing the phenomena of music in the Tatar language. The surviving texts in Ara-
bic script, Latin and even Cyrillic (in the first Soviet decades) confirm their basic sig-
nificance for characterizing the phenomena of music in the Tatar language. The report,
based on an analysis of materials from the 19th — early 20th centuries, discusses the
most important terms related to the definition of music / gina ', musik, sama' /, sound /
avaz, cavt /, melody / alkhan, Nagma /, meter, thythm / ika ', Mausun / and others, the
features of their interpretations in the Tatar culture are analyzed in the context of the
treatise tradition and the actual musical and poetic practice.

Keywords: categories of Islamic musicology, Tatar language.

U. R. Dzhumakova

METHODOLOGICAL ISSUES OF TERMINOLOGY:
EXPERIENCE OF TRANSLATION
OF THE TEXTBOOK “POLYPHONY” BY T.N.DUBRAVSKAYA

The modern concept of continuous education determines the need of updating the
educational literature, along with the introduction of new disciplines, material, ap-
proaches, etc.

In Kazakhstan, the common urgent task is the functioning of the state language.

Earlier, in the Soviet period, in the training of musicians, it had a different degree
of distribution. The cultural context in the needs of the Kazakh language has changed.
In theoretical disciplines educational literature prevailed in Russian. The problem of
terminology has not been specifically posed. Translated textbooks were not part of the
main practical tasks.

In the 1990-2000s an environment was formed for the wider use of the Kazakh
language (language groups; teachers and scientists who are speaking and writing in
their native language). Literature is being created on disciplines of regional subjects,
since musicology is focused on the study of national culture. The contingent with the
Kazakh language of education in all specialties is growing significantly, which is not
provided by appropriate literature, especially in general disciplines.

Translation of the textbook “Polyphony” by T.N. Dubravskaya (Astana, 2014)
led to development terminology in the Kazakh language. The editorial comments to it
complement the author’s text. There are three groups of terms: universal international
(foreign words), not translated (“imitation”); general, translated by word/phrase
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(“melody” — “auen”, “retrograde” — “shayanzhuris”); special, characteristic of Russian
musicology, applied as foreign with the comments (“ftora”, “prorastanie”).

The solution of the terminology in the textbook translation shows the general
problem of the developing the state language. Specialists are at the crossroads between
borrowing foreign words and creating new Kazakh words.

Keywords: education, textbook, translation, terminology.

A. B. Kovalev

ON SOME ASPECTS OF TERMINOLOGY IN THE FIELD
OF RUSSIAN SACRED MUSIC AT THE TURN OF XX-XXI CENTURIES

The problem of terminology in the field of sacred music is a truly immense topic,
which is largely due to a fairly wide range of works relating to different historical pe-
riods and musical and artistic directions; written in different genres and forms, for dif-
ferent composition of performers, liturgical and extra-liturgical performance. Let's
name some aspects of the use of specific terms in this genre sphere.

Generalizing concepts of musical embodiment of biblical-Christian themes at the
turn of XX—XXI centuries: Church singing, Church music, spiritual music. Purpose,
essence, genre and stylistic boundaries.

Typology of genres. Genre types, groups, varieties of spiritual works and criteria
for their differentiation. Traditional genres, the genres of mixed type, non-traditional
genres; choral cycles and works written in the text of certain hymns; works, tending to
the Liturgy and the liturgical poles.

Liturgical names or subheads of works:

a) from the point of view of belonging to the Church-singing tradition — the
hymnographic forms of hymns (A. Nikolsky "Katabasia” op. 46), the ways of their
implementation (A. Grechaninov "Antiphons" from the Liturgy, Op. 29), the content
of the text, the place of chants in the rite of worship (Alexander Kastalsky's "Verses
before Sectoralism), the use of traditional ropetow and everyday tunes (A. Nikolsky
"Dogma". Free treatment great Znamenny raspev op. 48.);

b) from the point of view of ideological and figurative content. Questions of the
use of the concepts of Liturgy, liturgical out of direct connection with the Orthodox
service, interpreted in a broader spiritual and artistic-associative context. Examples:
R. Shchedrin. Russian Liturgy "the Sealed angel”, Yuri Butsko. Chamber cantata No.
6 "Liturgical hymn", V. Rubin. Liturgical hymns "Bright Resurrection" and so on.).

Keywords: spiritual music, genre typology, liturgy, liturgical chants.

S. Andreacchio

INTERCULTURAL MUSIC:
A DISCUSSION ON TERMINOLOGY AND CONCEPTS

The emergence of several ensembles, academic courses, and events centered on
the so-called “intercultural music”, asks for a deeper understanding of this category.
A bibliographic research made on the categories and labels assigned to art music in-
between cultures by 20th century composers and musicologists, revealed a certain ter-
minological ambiguity: the adjective “intercultural” and its related terms (transcultural,
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cross-cultural, hybrid, fusion, syncretic) have often been applied to art music composi-
tions integrating musical elements from two or more cultures, without a clear defini-
tion and as synonyms of the same process. This report addresses the ambiguity of the
category “intercultural music”, compares its meaning and use with that of other related
terms, and aims to bring some clarity into the topic (giving concrete examples from an
ethnomusicological case study). Moreover, the discussion will stress on the importance
of considering the adjective “intercultural” not as value-free or ideologically free. If
the prefix “inter”, as well as, “trans” and “cross”, could lead us imagine that compos-
ers (and interpreters) are, idealistically, blurring cultural boundaries through their mu-
sic, an analytical focus on the processes of cultural contact may reveal dynamics of
another kind.
Keywords: intercultural, cultural boundaries, terminology.

V. Yu. Antipova

PROBLEMS OF TERMINOLOGY IN THE RUSSIAN-LANGUAGE
INDONESIAN STUDIES

In the context of globalization processes, modern musicology shows a significant
expansion of the geography of research objects. In recent decades the attention of mu-
sicologists has been attracted to the musical cultures of distant countries, which for
many years remained almost closed to Russian scientists. These include the Indonesian
tradition of music-making, rightfully delighting researchers with its sophistication and
complexity. However, modern musical Indonesian studies demonstrate the need for a
more rigorous attitude to the terminology used.

Referring to Indonesian art the researcher perceives the terminology neither au-
dibly (communicating with musicians) or visually (studying written sources). In both
cases, there is an acute problem of decoding information and fixing Indonesian terms
using Russian letters. Only a comprehensive study of Indonesian culture can prevent
terminological distortions, and the correct presentation of terminology requires
knowledge of the basics of the Indonesian language.

In western art history, as well as in Russian literature about the Indonesian cul-
ture, phonetic commentary is given priority. It is necessary because the use of the Lat-
in alphabet in Indonesia is particularly specific. For example, the consonant «c» is
pronounced similar to the Russian «ch», so the name of the Indonesian zither
«celempungy should be fixed as «chelempungy.

Characterizing the Indonesian musical tradition, it is necessary to pay special at-
tention to the numerous regional traditions and their significant differences. Using au-
tochthonous terminology, scientists need to analyze the localization of the term and
avoid mixing terminological apparatuses of various regions of Indonesia.

Keywords: terminology, Indonesian studies, Indonesia, celempung.
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CONCEPTS AND TERMINOLOGY
IN THE STUDY OF BAROQUE MUSIC

A. A. Panov
l. V. Rozanov

EARLY MUSIC TERMINOLOGY AND MODERN PERFORMAMCE
PRACTICE: APROBLEMATIC FIELD OF RESEARCH

One of the most difficult problems, in contemporary Western European musical
source studies, is the interpretation of early music terminology. This issue is particular-
ly relevant for practicing musicians working in the field of the so-called historically
informed performance. The authors have repeatedly referred to this topic, emphasizing
each time the presence of a wide range of systematic contradictions in the interpreta-
tion of early musical terminology, the reason for which, according to the authors of
this report, was the lack of a unified, harmonized, wholly accepted, consistent and un-
derstandable to all researchers system of terms (termosystem) in Barogue and Post-
Baroque music. Modern reference and encyclopedic literature still lacks the essentially
necessary precise definition of the most important concepts in the sphere of interpret-
ing music for practicing performers as it was perceived by musicians of the past. (The
above said is also applicable to most training manuals written for the performance of
early music on various instruments.) A hierarchically organized ontology of the prin-
cipal theoretical and practical terms of old music has not yet been created. Finally,
there is no definite and unambiguous answer to the main question: for what purpose
did the musicians of the past create various performing/interpretation conventions.

Keywords: Baroque, Post-Baroque, early music terminology, the interpretation of
early music, historically informed performance practice.

N. Yu. Plotnikova

RHETORIC TERMINOLOGY
IN NIKOLAY DILETSKY’S TREATISE MUSIC GRAMMAR

The outstanding composer of the Russian Baroque era, Nikolay Diletsky, often
uses rhetorical terminology in his treatise Music Grammar, best known in the pub-
lished editions of 1679 and 1681. The titles of the sections contain such terms as “dis-
position” (twice), “invention”, “exordia” and “amplification”.

In the sections “On Disposition” (in the revision of 1679 — “on the distribution of
singing”), Diletsky presents the basic principles of organizing the texture of musical
setting, first as a “concerto” (imitation, “opposition of voices™) with ripieni, or tutti
(“all together”), and subsequently — as various types of imitation structures. The sec-

tions “On Exordia, or How to Begin to Make Singing” and “On Invention,” that is “on
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finding how to make singing” deal with the initial stages of the composition — the
choice of durations, pauses, time, mode.The main methods of working with “fantasy”
or “singing” are described by Diletsky in the section “On Amplification, or on the Ex-
tension of Singing”. In fiction and oratory, amplification is one of the ways to enhance
the poetic expressiveness of speech, due to various kinds of repetitions, including var-
ied ones. It is this term that Diletsky uses when describing how to work with this mate-
rial: changes in mode, rhythm (modifications of meter, diminutions); melodic trans-
formations (inversion, retrograde movement).

Attention will be paid to the implementation of Diletsky's theoretical postulates
in his own compositions, especially in his thirty-seven four-part concertos, which are
currently prepared for publication by this author.

Keywords: Nikolay Diletsky, Music Grammar, Baroque, Rhetoric.

Z. Z. Zagidullina

THE TERMINOLOGICAL PROBLEMS IN ANALYZING PARTIMENTI:
THE SCHEMATA THEORY AND THE METHODS
OF RUSSIAN MUSICOLOGY

Nowadays, many studies in the 18th-century music analysis (by W. E. Caplin,
Th. Christensen, and others), along with historical terms, include the terms related to
the concept of musical schemata developed by Robert Gjerdingen (primarily based on
the L. Meyer’s ideas). Also, it is one of the main tools in the partimento and thorough-
bass studies. Metaphorical patina of some of Gjerdingens’ terms (Do-Re-Mi, Prinner,
Indugio etc.) could seem a bit embarrassing from the point of view of Russian musi-
cology, the rigorous analytical foundation of which was fixed by Yuri Kholopov.
Meanwhile, it is his concepts that allow us today to consider modern categories and
theories in music analysis.

For instance, the substantiation of schemata is possible through the building a
terminological bridge to the concept of a “two-voice contour” (P. Hindemith’s term)
which is one of Kholopov’s universal categories of harmonic analysis. Thoroughbass
realization also based on this counterpoint of bass and melodic voices that underlie
homophony music. It is for that reason that thoroughbass practice could be consider as
the art of texture.

Similarly, Gjerdingen viewed homophonic music — partimenti of Italian compos-
ers as well — as progressions of interacting schemata. That patterns are formed by the
outer voices of an improvisational musical fabric. They both constitute holistic poly-
phonic framework (“two-voice contour” in fact).

Besides, the concept of schemata is a mainstream not only in music science but
also in pedagogy allowing us to compare it with the Russian practice of Harmony
teaching based on operating the melodic-contrapuntal patterns. This provides another
example of common ground between Gjerdingen’s analytical approach and academic
insights of Kholopov and his followers.

Keywords: Yu. Kholopov, R. Gjerdingen, schemata, partimento, thoroughbass,
eighteenth-century music.
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R. A. Nasonov

FAUTE DE MIEUX:
ON THE GENRE TERMINOLOGY OF CHURCH CANTATAS BY J.S. BACH

In preparation for the publication of the 1st volume of Bach-Gesellschaft-
Ausgabe (1851), the editors apparently decided to consolidate the liturgical works of
the composer on the theme of daily Bible readings under the designation *“cantata”.
Although their motives were not made public, the term took root and became generally
accepted. In recent decades, in connection with a careful study of the sources of
Bach’s music, it is already impossible to hush up the discrepancy between the tradi-
tional genre designation and the manuscripts of the composer himself: as known, Bach
called only six solo compositions as “cantatas”. But in the absence of an alternative,
the term “cantata”, apparently, was forever fixed to this group of works, albeit as a
kind of convention.

One of the features of genre terminology in Bach’s manuscripts is that the com-
poser often indicates the musical genre on the principle of pars pro toto. Actually,
Bach rarely refers to the “whole”, however, in the Obituary, the composer is credited
with five cycles of Kirchenstiicken (an old and rather extra-musical designation).

In this regard, it is useful to comprehend the problems with the genre terminolo-
gy of church music by Bach in the context of the contradictions of the “Neumeister
Reform”. In his first Jahrgang, Neumeister proposed a radical version of the changes:
completely replacement of the “church pieces” with libretti of the “cantata” type, con-
sisting solely of verses for recitative and arias, but then he returned Spriiche and stan-
zas of hymns as a textual basis, violating thus the planned “purity” of the reform. It
can be assumed that it was precisely due to these problems that Bach “conditionally”
thought of his works as Kirchenstiicken, but avoided using this ambiguous concept in
manuscripts.

Keywords: J.S. Bach, E. Neumeister, Cantata, Kirchenstiick.

S. N. Nikoforov

THE STYLE IN THE MUSIC OF G. PH. TELEMANN (1681-1767)
AND ITS APPARATUS OF TERMS

This article presents the style of G. Ph. Telemann’s (1681-1767) music as “the
objective-subjective system” (the term of Evgenij V. Nazajkinskij), admittedly each of
its components is characterized by specially terms.

So called the objective elements of the system (or “the objective determiners” af-
ter Nazajkinskij) are described by some terms. First, “the gallant style”. Presumably
the composer used this word combination in his practice. At least the different mean-
ings of the word “gallant” were known to him. Supposedly Telemann has been chang-
ing during reflections the combination “the gallant style” with the word “taste” and he
mined underneath the style-category.

Second, the term “the mixed style”. It intends the combine of musical style of the
leading european schools — the french and the italian.

The subjective elements of the system include a few terms. The first term is
called “The Songfulness”. We believe with it, that the main means of expression is the
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melody (or melodies), plus effort towards marked appear all of musical line in the mu-
sical texture. The term “The Lightness” stands for the partially simplicity of composi-
tional technique in the pieces, also the availability for learning and perception as well
by specialists as by laypersons. This subsystem ends with the term “The Naturalness”
who substitutes for Nature (germ. Natur, this word was used both by Telemann and by
his contemporaries). This term can be taken for a general concept, because it includes
the meaning from the first two. It can also be taken for an aesthetic category, about
who was thought in the foreword to the compilation “Vierundzwanzig Oden” (1741).

The presented apparatus of terms helps to adequate perception of style as a cate-
gory in the music of G. Ph. Telemann.

Keywords: G. Ph. Telemann, style, apparatus of terms, determiners of style.

A. A. Khlyupina

MUSICAL TERMINOLOGY IN THE TREATISE "IL CORAGQO"
(ITALY, FIRST HALF OF THE 17TH CENTURY)

The paper is devoted to the problems of musical theoretical terminology in the
Italian anonymous treatise of the first half of the 17th century “Il Corago, o vero alcu-
ne osservazioni per metter bene in scena le composizioni drammatiche”.

The treatise is composed of various observations by the author on contemporary
theatrical practice, which include a wide range of topics: the work of the poet and
composer, musical instruments, theatrical movement, dance and gesture, stage design
of the performance. Various segments of theatrical discourse are organized in such a
way as to moderate the needs of the public in a "spectacular" performance (“rap-
presentazione™). The constant emphasis on the perception of the performance by the
public leads the author to rethink the traditional theatrical topoi. The leading place in
his discourse is occupied by the criteria of diversity ("diversita™) and ingenuity (“artifi-
cio").

The author of the treatise pays special attention to the problem of the relationship
between poetry and music. Such musical and aesthetic phenomena as “stile recitativo”
and the related “modulazione” and “rapiena armonia” come to the forefront of his re-
search. Consideration of the musical terminological specificity of these concepts from
the perspective of the contemporary author of "Il Corago" theater practice is the main
objective of this report.

Keywords: baroque theater, theatrical practice, corago, stile recitativo.

A. V. Shulga

TERMINOLOGICAL POTENTIAL OF THE NAME «SONATA»
INITALY IN THE FIRST HALF OF THE 18TH CENTURY

The report discusses the meaning of the name "sonata" in Italian keyboard music
of the first half of the 18th century and raises the question of the degree of its termino-
logical stabilization. The real appearance of the composition entitled «Sonatay is prac-
tically not defined by this title.
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This is confirmed not only at the early stage of the sonata’'s formation, in the 17th
century, but also later, in the first half of the 18th century, when the keyboard solo so-
nata was formed. Late in comparison with the violin and trio sonata by more than half
a century, the keyboard sonata went its way of development, where the search for a
compositional model began as if anew and proceeded in its own way with different
composers, primarily Italian ones. B. Marcello, L. Giustini, A. Della Chaya, F. Duran-
te, F. Kelleri, G. Peshetti, G. Platti — these peers of D. Scarlatti walked their own paths,
not repeating each other even on a very general level.

In their sonata cycles there is neither a constant number of parts, nor an estab-
lished tempo ratio, nor a normative genre composition, nor a defined tonal structure.
Only one thing brings them closer together: in Italy, keyboard sonatas are never one-
piece sonatas (unlike D. Scarlatti). Among the parts of the sonatas there are a variety
of dances, but along with this there are many parts that have only the designation of
the tempo. But their ratio, the specific combination of tempo and genres is unpredicta-
ble. For example, Della Chaia has a four-part cycle, where the first two parts are tocca-
ta and canzone, followed by Moderato and Allegro. Kelleri's dancing parts and gener-
alized ones are next to each other: Allegro-Andante-Presto. Durante's two-part sonata
cycle includes Adagio and Divertissement. But in general, there is no single model of
the Italian keyboard sonata of the first half of the 18th century. The movement to a
term with a stable meaning has already begun, but the distance to the finish is still
great.

Keywords: sonata, term, cycle, form.
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WORKSHOP SEMINARS

E. B. Zhurova

THE CATEGORICAL APPARATUS
OF THE THEORY OF MUSICAL CONTENT

The theory of musical content (TMC) has appeared to create a balance in theoret-
ical musicology between the subjects of compositional and grammar-related order with
disciplines of semantic nature.

The subject of consideration is presented by the basic categories adopted in the
scholarly school of the professor of the Moscow Conservatory Valentina Kholopova.
“Musical content” is considered as a mono-category which denotes the expressive-
semantic essence of music. The category of “musical form” (musical composition) al-
SO acts as an autonomous category, as a result of which there appears the concept
“content of the form.”

The most important category is intonation, in the meaning of Boris Asafiev as
the smallest semantic unit of the musical language. The system of the five types of in-
tonations (according to Valentina Kholopova), the three sides of the musical content
(emotional, figurative, symbolic), “specialized” and “non-specialized” musical con-
tent form the fundamental basis of the theory of musical content. “Specialized” con-
tent is the aspect of musical content which is inherent only in music. The “non-
specialized” content 1S present both within and outside of music (ideas, the objective
world, the world of human emotions).

Due to these categories, the theory of musical content has been integrated togeth-
er with all the subjects of the music theory cycle of the Children's Art School, and with
the methodology of performance majors, thereby forming interdisciplinary connec-
tions. Thus, the musical-semantic auditory perception of students is developed direc-
tionally, and with its aid, an understanding of the deep semantic implications of art of
music is formed.

Keywords: theory of musical content, musical content, integration, basic catego-
ries, musical sense of hearing.

L. A. Dzhumanova

POLYSEMY IN ABBREVIATION OF MUSIC NOTIONS AS A NEGATIVE
FACTOR IN THE PROCESS OF PRE-PROFESSIONAL TEACHING

Modern education technologies suppose keeping oriented towards efficient
methods of teaching. These have to allow to reach the level of competence that would
enable a learner to cope with a task set on the basis of mastering of prescribed
knowledge, faculties, and skills. This ability is currently relevant not only for educa-
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tional institutions of higher education, but also for those of supplementary vocational
education and intermediate professional education.

In the system of the three-step music education the above-referenced acquires
special scope and can stand for some innovative approach to the Russian system of
raising up musicians, based not only on the succession of the obtained knowledge at
each grade, but also on their forming a chain that gets logically more complicated.

From this point of view one of the elements of education in the field of music
theory, namely abbreviation, appears as discordance of some kind. The evident prima-
ry source of differences in interpretation of abbreviations is the two famous Russian
music schools — those of Saint-Petersburg and Moscow. Besides, well-known method-
ologists were carefully adding their original variants during the whole previous centu-
ry. As a result, nowadays we face a variety of abbreviations for one and the same no-
tion, and, on the contrary, one denomination for different phenomena.

However, musical symbols aimed at making common notions of music theory
more illustrative and understandable. We suppose that the only right way for their fur-
ther being vital and explicitly useful lies in simplification, single-valued interpretation,
systematization, and a logical chain in the musical language getting more complicated
(sound - consonance).

Keywords: three-step music education, succession of knowledge in the field of
music theory, polysemy, simplification, abbreviation.



POSTER PRESENTATIONS

O. A. Dubatovskaya

SONOROUS TEXTURE IN A CAPPELLA CHORAL MUSIC:
TERMS, NOTIONS, DEFINITIONS

The last third of the 20th century in the development of a musical art was character-
ized by an emergence of innovations in the field of musical language, associated, in par-
ticular, with the updating of the sonorous writing technique and the rethinking of the
main components of the modern choral texture.

In a cappella Choral Modern Music the sonorous texture appears in two guises: as a
way of organizing a choral tissue and as its phonic property. As a phonic material, it is
represented by two types: by a sound stratum based on harmony, that is in the form of a
sonorous vertical by the type of a chord, and by a sound line (strip) in the form of a hori-
zontal of any width.

The parameter of sonorous choral texture is a spatiality. It is characterized by conti-
nuity and discreteness, formed by the inclusion in the texture of pauses, empty gaps be-
tween textured elements, the density and dispersion of the sound field, the preferential
erasure of the opposition «relief -background».

The next parameter of the choral sonorics is texture density - timbre-distinguishable
and timbre-indistinguishable sonority. Textured density appeals to the degree of a differ-
entiation of a sound altitude material, sound ambitus, registers, vocal capabilities of a
human voice.

Textured elements of sonoric textured integrity can be represented by a functionally
differentiated line, by a layer and by a stratum. The phenomenon of polystratification is
especially expressive, since it is characterized by the simultaneous combination of heter-
ogeneous sonorous textured types as a whole. Polystratification is formed on the basis of
the principle of similarity of timbres or timbre complementarity.

The sonorous choral texture as a whole is a complex synthesized phenomenon of the
late XX century. The release of one of the main components of the textured thesaurus -
the timbre — is associated with such phenomenon. This component is important in choral
music, since the combination of many textured lines, parts with special articulation capa-
bilities gives variability in solving the composer's creative concept.

Keywords: Sonorous choral texture, sonorics, timbre

N. V. Matsaberidze

MODERN BALLET —POSTMODERN BALLET:
TERMINOLOGICAL CORRELATIONS ISSUES

The relevance of the topic is determined by the need to form a terminological op-
timum to adequately reflect the situation existing in the modern musical and choreo-
graphic genre.

The artistic paradigm shift of the second half of the 20th — 21st centuries has led
to dramatic changes in the field of choreographic theater. There are approved new
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forms of the musical-choreographic genre, which constitute complex combinations of
choreography, music, pantomime, cinematography and other forms of art. Along with
the academic tradition of the ballet genre, its alternative forms are adopted — Modern
Ballet, Postmodern Ballet, Plastic and Dancing Theater, Dance Theater. The abun-
dance of thesaurus terminology that characterizes the current state of choreographic art
demonstrates the multiple essence of the world understanding, as well as the interpre-
tations heterogeneity of modernity concepts — “modern”, “modernism”, “post-
modern”, “post-modernism”.

To date, the concept of Contemporary Dance has developed, incorporating the
specificities of Modern Dance and Postmodern Dance. However, current practice
demonstrates a broader interpretation of this phenomenon, in which one feels the ex-
istence of an independent genre of modern ballet, reflecting the categorical specificity
and the manifestation of specific genre signs that form the essence of the terms “Mod-
ern Ballet” and “Postmodern Ballet”.

The main categories identified by the European example, the experience of the
Belarusian ballet at the beginning of the XXI century, and those revealed on the basis
of the analysis of the works of M.Béjart, G.Tarand, R.Poklitaru, form the thesaurus of
the modern ballet genre, and determine the relationship between the concepts of
“Modern Ballet” and “Postmodern Ballet”. The above-mentioned issues has been ac-
tively elaborated by researchers in many countries, outside of the special scientific cor-
relate study “Modern Ballet, Postmodern Ballet, Plastic and Dancing Theater, and
Dance Theater”.

Keywords: modernity, contemporary ballet, modern ballet, postmodern ballet.

M. 1. Shinkareva

METHODOLOGICAL APPROACHES TO THE STUDY
OF MODERN POLYPHONY: QUESTIONS OF DEFINITION

The report examines the methodological foundations of the definition of modern
polyphony in relation to the realities of the theory and practice of our time. The report
analyzes the specific signs of a new paradigm in the history modern polyphony, and
also postulates the theoretical significance of knowledge of modern polyphony as a
stadium phenomenon.

Modern polyphony is an attractive scientific object, since it researches the prob-
lem of stylistic shifts in art that has grown on the basis of conventional forms. Already
in the first decades of the 20th century, polyphony loses its academism, and enters into
a period of radical innovation, experimentation, paradoxically synthesizing tradition
and actual searches in itself. This was polyphony is inscribed in the orbit of avant-
garde art. Melodically shaped voices based on modal (“strict style”) and tonal (“free
style”) principles of high-altitude organization cease to be the only possible substrate
of polyphony.

Following the innovations in polyphonic composition, the theory's usual view of
polyphony as the art of two styles breaks down into many angles. At the same time,
the attitude to polyphony as a carrier of a linear-melodic concept remains unshakable.
A paradox arises: on the one hand, in the musicological consciousness the concept of
“polyphony” remains closely connected with the semantics and norms of classical (re-
vival and baroque) models of counter-punctuation thinking, on the other hand, con-
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temporary art practice increasingly provides examples of a polymorphic, personified
manifestation of a “polyphonic” beginning that goes beyond the archetypal models
of classical thinking and cannot be described by the terminological language that has
developed in theory.

This situation actualizes the task of constructing a theory that is isomorphic to the
phenomenon of modern polyphony in the concepts and categories of modern (post-
modern) art criticism, the need to study interdisciplinary and subject discourse, to de-
velop a research methodology (by analogy with how the concepts of medieval and Ba-
roque polyphony were formed on the basis of an isomorphic approach, etc. d.).

Among the primary tasks of the methodological order should include the defini-
tion of modern polyphony, the allocation of specific attributive properties of this artis-
tic phenomenon, the development of a conceptual language for its description. Modern
polyphony is a vivid example of a cultural phenomenon endowed with the versatility
of meaning and forms, included in both synchronous and diachronic connections. The
works of modern polyphony combine a wide variety of innovations in the language of
music, and represent an ideal object both for scientific discursive practice about a new
stage in the history of polyphony (more broadly — musical art), and for its (this stage of
polyphonic history) morphological analysis. Such artistic material as compositions of
P. Boulez, D. Ligeti, E. Denisov and others, and series of canons dedicated to I. Stra-
vinsky done by the famous avant-garde composers of the second half of XX, are used
in the illustrative musical and analytical part of the paper.

Keywords: polyphony, music theory and practice.

E. M. Alkon

“LAD” AND “MODE”
IN AMERICAN AND RUSSIAN MUSICOLOGY:
FROM METAPHOR TO TERM AND BACK

Since the 1970s, the role of ethnomusicology in the understanding of the catego-
ries lad / mode has increased. Currently, their development is associated with the study
of cognitive processes, theory of metaphor, the problem “tonality / modality”.

The term “lad”, introduced in the XIX century for translating German “tonart”
(assuming interval structure and position of the pitch scale), with the understanding its
vernacular by the translator M.D. Rezvoy, was very appropriate. | note that etymology
of the word “lad” includes the meanings “engagement; the blessing of the bride and
groom by their parents”; “Lada” — “wife, husband”; “order, harmony” (M. Fasmer).

The main problem of lad / mode is that only pitches, and not spaces between
them, consider by musicologists as the units that have some functions and so related.
However, according to the studies of American ethnomusicologists, the general princi-
ple for all existing types of modes is the special arrangement of small and large inter-
vals (M. Hood, 1976).

A similar idea of the “larger-smaller” relationship, where “larger” and “smaller”
are the functions of mode-acoustic fields, arose in Russia. Based on the principle of
anthropomorphism and the cognitive model “myth — symbol — ritual,” the binary
asymmetry of the mode archetypes interpret as the male / female opposition, and the

“lad” conceive as a metaphor emphasizing its harmony and generative function of the
structure (E. Alkon, 1994, 1999, 2002, 2018, 2019).
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Understanding the “lad” as a system of relationships between pitches and / or
mode-acoustic fields unifies the categories of “lad” and “mode” and opens new per-
spectives in their study.

Keywords: lad, mode, Large — Small, mode archetype, “male / female”.

N. G. Ganul

OPERA-PARABLE OF THE 20™ CENTURY:
FROM METAPHOR TO GENRE MODEL
(TO THE QUESTION OF TERMINOLOGICAL OPTIMUM)

The relevance of the topic is determined by the need to form a terminological op-
timum to identify the specifics of the poetics of the parable genre and the peculiarities
of its embodiment in the musical theater of the twentieth century. Furthermore, this
paper focuses on identifying typological features of the opera-parable in the analysis of
the multi-level structure of the opera text.

Allegory and commentary are often singled out as the general artistic and aes-
thetic attitude of the culture of the twentieth century. During this period, the parable
genre is being actualized in all types of art, attracting artists thanks to its spiritual and
moral platform in the “era of changes”, with the ability to search for answers to eternal
questions. The theoretical understanding of ‘art with commentary’ and various modifi-
cations of parable forms in domestic and world art studies requires clarification of a
number of terminological concepts in relation to musical theater.

The genre of parable and its relationship with all types of art, testifies to the syn-
thetics and interdisciplinarity of this phenomenon. The cohesion with the culture of its
time and historical ‘inclusiveness’ allow us to define the parable as a dominant genre.
The theoretical concept of the metagenre (Yu. Tynyanov, N. Leiderman) makes it pos-
sible to comprehend the deep essence of the parable as a meta text of a specific cultur-
al and historical art system.

The opera-parable in the musical theater of the twentieth century appears as a
historically determined meta-genre, which summarizes heterogeneous genre-style ele-
ments (a synthesis of musical and extra-musical) in its chronotope, has a specific char-
acter of content, manifested in its structure and form of embodiment.

Consideration of the opera-parable in the light of the mythological concept of
opera and the theory of meta-genre opens up new facets in the knowledge of the onto-
logical, epistemological, axiological essence of opera, and the presentation of the deep
essence of the world of opera-parable as a metatext of the modern cultural and histori-
cal art system.

Keywords: opera-parable, meta-genre, musical theater, myth, libretto.

L. A. Gustova-Runtso

CONTEMPORARY ORTHODOX SINGING PRACTICE:
TERMINOLOGICAL ASPECT

Contemporary Orthodox singing practice is a holistic system of types, species
and performing styles, combined by origin, ontological properties and the dialectic of
functional tasks. Orthodox singing practice is canonically stable and varied in practi-
cal performance; invariably possesses ethnic intonational features.
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The components of Orthodox singing practice are structured and integrated into
typological groups. Based on the functional criterion, its liturgical and non-liturgical
types are distinguished, which have the same semantic content, but differ in func-
tions and features of the morphological structure. The types of Orthodox singing
practice are determined by their content and form, the environment of functioning
and the quality of the performing level of interpreters of verbal and musical texts.

The liturgical type of Orthodox singing practice contains the following species:
a) according to the type of content and form — ancient-canonical, mixed-canonical
and generalized-canonical; b) by the quality of the executive level — specialized and
ordinary; c) according to the type of functioning environment — monastic and parish
(varieties: cathedral, urban-parish, rural-parish).

For non-liturgical Orthodox singing practice, the species of trivial, educational,
concert-representative are differentiated; their defining constant is the combination
of traditional and innovative elements.

The quality of the correlation of the verbal and musical elements of Orthodox
singing practice, the method of musical disclosure of the semantics of its verbal text
is determined by its ascetic, reflecting the ontological essence of the chant (subspe-
cies: monodial and polyphonic) and representative with the emphasis in the musical
text of the artistic idea and its embodiment (subtypes: monodial, polyphonic , poly-
phonic partes in the 17th century) performing styles that are an attribute of a regional
community.

Keywords: Orthodox, singing, type, kind, style.

A. M. Lesovichenko

THE PROBLEM OF FORMATION
OF MUSICAL-CULTURAL TERMINOLOGY

The conceptual apparatus of music is the prerogative, of course, of musicology.
Here all the basic ways of describing both the musical text and the process of making
music are formed. However, this does not always turn out to be sufficient and conven-
ient for other sciences, since the terms developed often do not fit into their logic of
constructions, which is often determined by completely different problems of reason-
ing, in accordance with non-musical or generally non-artistic issues. This complicates
mutual understanding in the discourse with musicologists and researchers working in
the field of other sciences offer their own terms, either not at all related to musicology,
or repeating them in some other meaning. Such conflicts arise in pedagogy, psycholo-
gy, philosophy, sociology. A certain tension is also present in cultural studies, which
may seem strange, because musical and cultural aspects are present in any musicologi-
cal study. Nevertheless, the problem exists ... It is connected with the fact that cultural
studies approach musical objects not from a sounding text, but from ideas about the
structure of culture.

The author of the report made an attempt to build a systematic model of the func-
tioning of music as a cultural phenomenon. For this, a consistent chain of musical and
cultural terms is proposed. In order to avoid incorrect connotations, we tried not to use
the usual terms. The starting position is the idea of music as a way of expressing
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meaning, which is determined by some kind of “mental-creative factor” (MCF). It
manifests itself in the corresponding "creative sphere” (CS). These CS can be com-
bined into blocks based on the internal relationship of emergence, development and
diversification. In total, we identified 12 CS blocks, the initial ones are “sociogenet-
ic.”, “Semantic” and “socialitarian”. In total, the system has 45 vehicles. The report is
dedicated to deciphering and determining the content of the proposed scheme.

Keywords: cultural studies, systems approach, musical and cultural apparatus,
conceptual connotations.

V. I. Nilova
MODERN FOREING SIBELIAN: TERMINOLOGICAL «RESET»

Postmodernism, with its distrust of large narratives, set in motion the historio-
graphic basis of musicology, which had developed by the beginning of the 20" centu-
ry. The postmodern paradigm of the history of music demanded a rejection of the his-
toriographic concept, the signs of which are evolutionism, hagiography and teleology.
Modern musicologists in Finland have shown increased interest in the period of the
turn of the XIX — early XX centuries due to its decisive importance for the emergence
of the national state in 1917. The 150™ anniversary of Sibelius was a milestone in de-
bunking the myth that Sibelius music belonged only (as Schoenberg believed in par-
ticular) to the 19" century. The reason for rethinking the contribution of Sibelius to the
music of XX was also the composer practice of the twentieth century of the XX—XXI
centuries.

In the middle of the first decade of the XXI century the scientific community was
faced the need only to continue to search for an answer to the traditional question for
scientific sibelian about the relation of the composer to tradition and contemporary
trends in European art, but also to recognize the relative of the very formulation of the
question about the «positive» influence of the «shadow of Sibelius» on the work of
Western composers of the second half of XX — beginning XXI centuries.

The «reboot» modus is manifested by Murtomiki’s «“Either/Or?” No: “Both —
And”! Current Challenges of the Sibelius Image», published in 2016°s «Critical Music
Historiography: Probing Canons, Ideologies and Institutions». An alternative approach
is a thing of the past, and the «instant snapshot» of modern thinking accepts the com-
pleteness of genres and perspectives of research in a systematic understanding of Sibe-
lius’s heritage as a phenomenon of 20" century music. Studying the image of Sibelius
in historical dynamics entailed the expansion of the conceptual and terminological ap-
paratus of scientific sibelian and the refinement of the semantic content of a number of
terms.

Keywords: Sibelius, Murtomaiki, terminology alternative approach.

I. L. Gorbushina

NON-CLASSICAL ARTICULATION IN PIANO PERFORMING ARTS:
TERMINOLOGY ISSUES

Avrticulation is the most important means of expression, actively involved in cre-
ating the image. The expansion of the musical system in the 20th — 21st centuries actu-
alized such a phenomenon in piano works as non-classical articulation. It includes

190



playing the keys with palm, fist, forearm, as well as playing the strings and other parts
of the piano that are not related to the keyboard, etc. All this requires the development
of terminology relevant to music, since a holistic system for classifying the means and
methods of non-classical articulation does not currently exist. In the future, it will be
necessary to study not only the methods of playing an instrument that differ from tradi-
tional sound production, but also the features of the performing interpretation of piano
music related to the Newest Style.
Keywords: non-classical articulation, piano work, performing interpretation.

N. A. Petruseva
MUSICAL LANGUAGE & STYLE: THEORETICAL ASPECTS

Music is not a language to talk
about, but a language to create.
(L. Berio)

When considering the different aesthetic approaches of any generation, one thing
is certain: the trend of each work, its real meaning varies depending on the vocabulary
that was used by the artist. There are three concepts of language, of which the first is
individual; the second is a total negation of language (as a connected whole); the third
concept is the subject of criticism and denial composers of New music based on stylis-
tic borrowing (according to Baudrillard, "the citation, simulation, re-appropriation”; in
the domestic terminology — technique of polystylism, allusions). Turn to universality
through the transformation of musical language (nothing causes such damage theoreti-
cal knowledge of contemporary art as its attention to the analogies with the art of the
past) becomes one of the central issues in music-theoretical texts by Messiaen, Boulez,
Stockhausen, Grisey, Lachenmann etc.

To Boulez’s criticism the neoclassical period (any neo-style “play” means
“death” 1n citation for the artist) Stravinsky of the 1950s “responds” with the notion of
“progress”: “forward to Webern and Boulez, but in same time back to Gesualdo and
pre-Renaissance music “’(Griffiths). The expression "language revolution” in Wittgen-
stein's philosophy, Husserl's phenomenology, Heidegger's fundamental ontology.
Chomsky's critique of transformational grammar theory by Deleuze: "style as a meta-
phor”, not as a "generating model". Seven of the metamorphoses in Boulez's concept
of gestuality. The world-expanding function of language in the Humanities. Herme-
neutic principles of anamnesis and “conversations™ (with tradition) in Losev's under-
standing of the phenomenon of "artistic style".

Holliger’s "Trema" for viola (1981): idea/ compositional principles, performing
techniques / language/ style.

Keywords: transformation of musical language, three concepts of language, style
as a metaphor, Holliger’s "Trema".
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Kyccmeogedenusi, npogeccop Cubupckoeo 20cy0apcmeeHHo020 YHUsepcumema
nymeti cooowenus, Hosocubupck

JIOCEBA Oubra BaagmMupoBHAa — 0oxmop uckyccmeogeoenus, npogeccop Ka-
@edpvr meopuu my3viku MoCKOBCKOU 20Cy0apCmeenHol KOHCep8amopuu ume-
nu Il. Y. Yaiixoeckoeo

JIBI’KOB I'puropuii UBaHOBUY — KaHOudam uckyccmeoseoenus, 0oyenm xagpeopol
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MAKJIBITMHA AnHa AjleKCaHAPOBHA — KAHOUOAM UCKYCCMBOBEOeHUs, OOYEeHM
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Hou korncepsamopuu umeru A. K. I'nazynosa

MAJIBLIEBA AHactacusi AJIeKCAHAPOBHA — KAHOUOAM UCKYCCMBOBEOeHUsl, Cap-
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MAHNABEPU/3E Henaun BsiueciaBoBHA — KaHOUOam ucKkyccmeoseoeHus, O0yeHm,
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Oemuu myswviku, Munck, berapyce
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A3vika u aumepamypsl Hayuonanvnou akademuu Hayk benapycu, Munck, bena-
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MOCKBHHA KOuaus BiaguMupoBHa — npenooagamens Kageopsvi meopuu My3ulKu
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HAYMEHKO Tarbsina HUBaHOBHA — 0oxmop uckyccmeosedenus, npogheccop,
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HAYMOBA Haraasa UropeBua— acnupanm Kazanckot 2ocyoapcmeennoii Koucep-
samopuu umenu H. I'. JKueanosa, nayumnsiii pykogooumens: 0OKmMOp UCKYCCMBO-
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Mopuu My3vlKU U MY3bIKaIbHo20 00pazosanusi Mockogckoii 2ocyoapcmeeHnol
koncepsamopuu umernu I1. U. Yaitikosckozo

HUKNU®OPOB Cepreii HukosaeBuY — kaHoudam uckyccmeoseoeHuss, nedazoe 00-
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obpazosamenvrom yeumpe. [llkona Ne 2101», Mockea

HUJIOBA Bepa UBaHOBHA — 00KMOp UCKYCCMBOBEOEHUs, 3a8. Kageopol ucmopuu
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3YHO8A

OKYHEBA Exkatepuna I'ypbeBHA — karHOudam uckyccmeogeoenus, 00yeHm, npo-
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3biIKU U Komnozuyuu I[lempo3aso0ckoti 20cy0apcmeenHol KOHCep8amopuy UMeHu
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ITAHOB Ausiekceii AHATOJILEBUY — OOKMOP UCKYCCMBOBEOeHUsl, Npogheccop ¢ 803-
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punvora Canxm-Ilemepoypecko2o 20cyoapcmeenHo2o yHusepcumema

MMAHTEJIEEBA 1Ouaus HukosaeBHa — kanoudam ucKyccmeogeoeHus, 0oyeHm Ka-
@edpvr meopuu mysviku Poccuiickou axademuu my3viku umeHu I HecuHwix,
Mockea

MMETPOB Jdanuuna PycramoBu4 — kxanouoam uckyccmeogeoenus,, 0oyeHm Kagheopul
ucmopuu pycckou my3viku Mockoeckoti 20cyoapcmeeHHOl KOHCepP8amopuu ume-
nu I1. U. Yaiikosckoeo

IMNETPYCEBA Hanexna AuapeeBHa — 00KMOp UCKYCCMB08edeHUst, npogheccop, 34as.
Kagedpoii meopuu u ucmopuu mysviku Ilepmcko2o uncmumyma Ky1smypbl

IMUMYP3UH IlaBea UropeBuy — acnupanm Kaszanckou 2ocyoapcmeenHol KoHcep-
samopuu umenu H. I'. JKueanosa, nayunwiii pykogooumesv: 0OKMOp UCK)YCCMBO-
sedenust, npogheccop M. E. I'upgpanosa

IIVIETHEBA Exkarepuna BacuibeBHa — kaunouoam uckyccmeogeoenusi, OOYeHm
Kagheopvl Opesnepycckozo nesueckozo uckyccmea Canxkm-Ilemepbypeckotl eocy-
dapcmeennou koncepeamopuu umenu H. A. Pumckoeo-Kopcakosa

IINIOTHUKOBA Hataabsa IOpbeBHa — 0doxmop uckyccmeogeoenus, npogeccop
Mockosckou eocyoapcmeennoti koncepsamopuu umenu I1. U. Yaiikosckoeo
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INOCIIEJIOBA Pumma JIeOHHAOBHA — 0OKMOp UCKYCCMBOBeOeHUsl, npogeccop Ka-
@edpvl meopuu my3viku MoCKO8CKOU 20Cy0apCmEenHol KOHCEeP8aAmopuu ume-
nu I1. U. Yaiikosckozo

IHNPECHSAKOBA HUnra AJieKCaHAPOBHA — KAHOUOAM UCKYCCMBOBEOEHUs, OOYEHM
Kagedpvr meopuu mysviku Poccutickou axademuu mysviku umenu I necumnwvix,
Mockea

HBbIJIAEB Muxauna EBrenbeBuY — 00Kmop uckyccmeogeoenus, npogeccop kageo-
pbl meopuu u ucmopuu my3viku Ilepmckoco 20cyoapcmeeHHo20 UHCMUmMyma
KYIbmypbl

IIBIJIAEBA Jlapuca [IMUTpHeBHA — OOKmMOp UCKYCCMBOBeOeHUs, Npogheccop Ka-
Gedpvr meopuu u ucmopuu my3sviku Illepmcroeo 20cyo0apcmeeHH020 UHCIMUMYma
KYIbmypbl

POBEHKO Ejena BaaamMupoBHa — xaunouoam uckyccmeogeoeHusl, 0OyeHm Ka-
Gedpvl ucmopuu 3apyoexcHol My3vlKUu U Kagheopvl 2yMAHUMApPHbIX HAYK, Cmap-
wull HayuHoll compyonux HUL] memooonocuu ucmopuueckoco My3viKO3HAHUS
Mockosckotl cocyoapcmeennoti koHcepsamopuu umenu I1. Y. Yaiikosckoeo

PO3AHOB HBan BacuiabeBu4 — 00Kkmop uckyccmeosedeHus, npogheccop kageopwi
opeana, kaagecuna u xapunvona Caumkm-Ilemepbypeckoeo eocyoapcmeeHH020
YHUsepcumema, npogheccop kageopvl opeamna u xnasecuna Canxm-Ilemep-
bypeckoil cocyoapcmeennot koncepgamopuu umenu H. A. Pumckozo-Kopcakosa

PBI’KKOBA Haranua IlaBnoBHa — cmyodenmrxa Mockosckotli 2ocyoapcmeeHHOouU
koHcepsamopuu umeHu I1. U. Yaiikosckozo, Hayuusiii pyKogooumens: KaHouoam
uckyccmeosedernus, ooyeum E. B. Posenko

CABEHKO Cgetiana UabuHUYHA — 00KMOp UCKyccmeosedenus, npogeccop Moc-
KOBCKOU 2ocyoapcmeerHou Koncepsamopuu umernu I1. Y. Yaiikosckoeo

CABUMIKASA Oabra IapdenoBHa — xanouoam uckyccmeosedeHus, OOYeHm Ka-
@edpvr meopuu mysviku benopycckoii 2ocyoapcmeenHol akademuu My3biKu,
Munck, benapyco

CAU®YJIUIMHA Ty3eins PycreMoBHA — KanOudam ucKkyccmeogeoeHus, He3asucu-
Mol uccreoosamens, Amcmepoam, Huoepnanosi

CUJHEBA Tareana bBopucoBHa — dokmop Kkyismyponaozuu, npogheccop, npopex-
mop no Hayuuou pabome, 3as. kagheopoi hurocopuu u scmemuxu Huscecopoo-
CKoll 2ocyoapcmeenHol Koncepsamopuu umernu M. U. I'nunxu

CKBOPHOBA Hpuna ApHOJABAOBHA — 00OKMOp UCKYCCMBOBEOeHUsl, npogeccop,
3a6. Kagheopoul ucmopuu pycckou myswviku Mockogckoil eocy0apcmeeHHOU KOH-
cepsamopuu umenu I1. Y. Yaiikoeckozo

CKYPKO EBrenusi PomanoBHa — 0okmop uckyccmegosedenus, npogpeccop Ygum-
CK020 20CY0apCmMEeHH020 UHCmumyma uckyccmes umenu 3aeupa Ucmaeunosa
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COKOJIOB Auekcanap CepreeBHY — O00OKMOp UCKYCCMBOBeOeHUs, Npogeccop,
pexmop Mockosckoul 2ocyoapcmeennou koHcepsamopuu umenu I1. Y. Yaiixos-
cKoeo, npedcedamenv Obuecmsea meopuu My3vlKu

CTAHUIIEBCKHUU SpocaaB UropeBHY — pedakmop HAYYHO-AHATUMUYECKO2O
omoena Mockoeckoti cocyoapcmeennoi koncepeamopuu umenu I1. U. Yaiikos-
CK020

CTAPUKOBA Hpuna BiaaagmMupoBHa — Kanoudam uckyccmeoseoeHus, npenooa-
eamenv Hayuno-meopueckoeo yenmpa yepkoenot my3viku Mockoeckou 2ocy-
dapcmeennot koHcepsamopuu umenu I1. U. Yaiikoeckoeo

CTAPYEYC Mapuna CepreeBHa — 00KmMoOp neoazocuyeckux HayK, KaHouoam uc-
Kyccmeoseoenus, npogeccop Mocko6ckou 2ocy0apcmeeHHoll KOHCep8amopuu
umenu I1. U. Yaiikosckozco

CTOI'HUU Upuna CamMoilioBHA — KaHOuoam uckyccmeoseoeHus, npogheccop Poc-
cutickou Akademuu my3sviku umenu I Hecunwvix, Mockea

CTOSAHOBA UBanka — PhD, npogeccop Ynusepcumema Ilapusic-8, @panyus

CYCHUAKO Hpuna IleTpoBHAa — 00KmoOp uckyccmeogeoenus, npogeccop, 3a8. Ka-
Geopoti anarumuueckozo my3vikosHanus Poccuiickoii akademuu my3viKu ume-
Hu 'Hecunvix;, 6edywutli HayuHvitl compyoHuk I ocyoapcmeeHno2o uHcmumyma
uckyccmeosuanus, Mockea

TUTOBA Euaena BukTOpoBHa — Kawoudam UCKYyccmeosedenus, npogeccop,
3a8. kagheopoii meopuu myzviku Canxm-Ilemepoypeckoii 20cy0apcmeenHol KOH-
cepsamopuu umenu H. A. Pumckozo-Kopcaxosa

TOKAPEB UBan AHapeeBUY — crmyO0eHm UCmopuKo-meopemuiecrozo hakyivmema
Mockosckoul eocyoapcmeenHotli koncepsamopuu umenu I1. U. Yaiixoeckoeo;
HAY4HblU PYyKO8OOUmens: kanouoam uckyccmeaogeoenus,, doyenm C. H. Jlebeoes

TPEMBOBEJIbCKUM Esrennii BopucoBu4 — 0oxmop uckyccmeosedenus, npo-
geccop, 3as. kaghedpou meopuu mysviku Boponedxxcckoeo eocyoapcmeennoeo um-
Cmumyma ucKyccme

TIOPUHA Osabra BaaguMupoBHA — KaHOUOam UCKyCCmMeo8edeHUs, Npenooasd-
meib, Hayuuwli compyonux Hayuno-meopueckoeo yenmpa yepKoGHOU MY3bIKU
Mockosckoti cocyoapcmeennoti koncepsamopuu umenu I1. U. Yaiikosckoeo

XAAC JIpBua — PhD, npogheccop Ynusepcumema Jowcoposcuu, CILIIA

XJUIKOIIMHA  Anacracusi  AJIeKCAaHAPOBHA —  CMYOEHMKA  UCMOPUKO-
meopemuuecko2o gaxyrvmema Mocko8cKoll 20cy0apcmeenHol KOHCep8amopuu
umenu I1. U. Yaiikoeckoco, Hayumwlii pyKog8oOumenb: KaAHOUOAM UCKYCCMEO8e-
Oenust, ooyeum P. A. Haconos
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XOJIOITIOBA Banentuna HukosiaeBHA — 00OKmMop uckyccmeosederus, npogeccop,
3aeedyiowas Kageopol MeICOUCYUNTUHAPHBIX CReYUaIu3ayuil My3blK08e008
Mockosckotl cocyodapcmeennotl koncepsamopuu umenu I1. Y. Yaiikosckoeo

HAPET'PAJICKAS Tarbsina BaaguMupoBHA — 00KmMOp UCKYCCMBOBEOeHUsl, NpO-
¢geccop Poccuiickoti akademuu my3viku umenu I necunvix, Mockoeckou eocyoap-
cmeeHHou koHcepsamopuu umenu I1. Y. Yaiikoeckozo

YEPHOBA Taresana FOpseBHA — kanoudam uckyccmeogedeHus, ooyenm Mockos-
cKoul 2ocyoapemeennoil Koncepsamopuu umenu I1. M. Yaiikosckoeo

YEXOBUY [Imutpuii OneroBud — Hayuusiii compyonux HUL] memoodonoeuu ucmo-
PUYECKO20 MY3bIKO3HAHUS NpU Kagheope ucmopuu 3apybesicroti myzviku Mockog-
cKoU 2ocyoapcmeeHHou KoHcepsamopuu umenu I1. U. Yaitikosckozo

UUT'APEBA Esrenuss UBaHoBHA — 0okmop uckyccmeogeoenus, npogeccop Moc-
KOBCKOU 20cyoapcmeenHol koncepgamopuu umenu I1. U. Yatikoeckoeo

YUPKOB Cepreii EBrenbeBuY — noMOuHUK Xy00HCECMBEHHO20 PYKOBOOUMEIISL Op-
kecmpa «Cmyoust H08oU My3bikuy MOoCKOBCKOU 20Cy0apcmeeHHOl KOHCep8amo-
puu umenu I1. . Yauxosckoeo
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20 yHugepcumema I onKonea

IAMUJJIN T'wabteknn baiigmxanoBHa — 0okmop uckyccmeogeoenus:, 8edyuuil
HAY4HblU COMPYOHUK CeKmopa meopuu My3viku I ocyoapcmeenno2o uncmumyma
uckyccmeosuanusi, Mockea

HIBEIl Taresina BUKTOPOBHA — KanOudam uckyccmeogeoenus, 0oyeHm Kageopwvl
OpesHepyccko2o negueckozo uckyccmea Cankm-Ilemepodypeckoti cocydapcmeeH-
Hou koncepsamopuu umenu H. A. Pumckoeo-Kopcakosa
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Poccuiicrxoit akademuu mysviku umenu I necunvix, Mockea

IIPEJAEP T'esuna — npogeccop Yuueepcumema my3viku u meampa UMeHU
@. Menoenvcona-bapmonvou, Jletinyue, I'epmanus; Yuusepcumem my3viku u
UCNOJIHUMENbCKO20 UcKyccmea, Bena, Aecmpus
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