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MICHELANGELO AND HIS AGE

Summary: We enter the hall, immersed in twilight,
and only small windows, from which light is shining
from another world unknown to us, are wide open.
However, these are not windows - it is an exhibi-
tion of drawings, Michelangelo and His Age, at the
Vienna Albertina Museum. Sheets of antique paper
framed with modest classic frames emit a magical,
unimaginable light. The sheets bear traces of soft
touches of great masters’ hands. These are their
souls, names, voices, their passions, tenderness and
despair, their conversation with God. And we be-
come witnesses of this dialogue. Graphics are the
most mystical kind of art, revealing all the hidden
movements of the soul, displaying moments that do
not tolerate artisanal varnishing, elaboration, pol-
ishing, sweating effort, and a brief touch, a hand-
shake, a splash of feelings. Here they are before us
- divine testimonies of closeness to God, his recip-
rocal love for us.

Keywords: Michelangelo, Michelangelo and His
Age, Albertina Museum

Michelangelo left behind works of art of mon-
umental scale. Today, when we come to worship
them, we seem very small. Giant, ever-expanding
ceiling paintings and walls of the Sistine Chapel,
monumental marble statues, capturing our imagi-
nation, are examples of titanism, the greatness of
the performed work.

However, among his vast heritage, fragile, small
squares of antique paper, precious testimonies of
the very essence of the artist's great revelations,
have also survived to this day.

The fact is that the drawings presented at the
exhibition were not created as individual works of
art. Being the first step of the future work, they
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had to fall away, fly away like something unnec-
essary, intermediate, applied, accompanying, as if
some secondary material of creativity, which, with
its seeming lightness, suggests the birth of cut di-
amonds - the future works. However, for the artist,
these scraps of paper often become mystical amu-
lets since here, he first conversation with the future
creation occurs in a random, unpredictable way, and
he, as if spellbound, peering at such a piece of pa-
per, anticipates the first meeting with his own, not
yet born work; he sees approval in the eyes of God,
who blessed his art. This is why experts assign the
great artist’s small drawings a special role; of course,
it is for those who understand. Afterwards, we will
see huge frescoes and titanic images which amaze
the imagination. However, this first sound, the first
sign contains something much more in its purity and
concentration. It is why the Albertina Museum, the
centre of European and world graphics, is an unu-
sual museum. There are many beautiful and gran-
diose museums, nevertheless, the peculiarity and
individuality of the Albertina collection lies in the
uniqueness of the collection of world artistic cul-
ture, which has no analogues.

The art of European graphics certainly originates
from ancient vase paintings. It was here that the
main professional technological discoveries which
make up the specifics of graphics as an art form
took place: first, monochrome as the basic prin-
ciple, then, linear drawing and, finally, the use of
additional tone and highlight as a finishing touch,
which bring an artwork to life. Vase painting was the
foundation of future painting. Enriched with colour
and chiaroscuro, painting blossomed and began to
conquer illusory space on a two-dimensional plane.

Ill. 1. Michelangelo Buonarroti. Seated Nude Youth and Two Arm Studies. (1510-11) Paper, red and white chalk, brown ink, pen.
27.2x19.2 cm
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Ill. 2. Rafael Santi. Sketch for a cardboard for the tapestry “the miracle net” designed for the Sistine Chapel. Around 1515. Paper, pen,

Illusion is what was valued most of all in devel-
oped ancient painting. Flies landed on grapes; the
curtain draped over the picture could not be re-
moved. And yet, at the heart of these achievements,
there were technological symbols: two or three tones,
a line, a falling shadow and highlight. Not chaos or
copying but strict discipline with the help of which
the combination of the above elements created an
irresistible feeling of space.

Renaissance drawing continued the antiquity
graphic tradition. Favourite techniques were tinted
paper, a line, two or three tonal gradations and spac-
es, creating the illusion of spatial convexity. Draw-
ings by titans of the Renaissance - Michelangelo
and the artists of his circle, were created according
to this principle. At the base, they are monochrome.
Colour is created by the gradation of the materials:
sepia, bistre, charcoal pencil, silver sticks, colour fill
with sienna or umber.

The great masters of drawing created the ef-
fect of volume in space precisely within constituent
symbolic drawing components and graphic tech-
niques that create volume in a monochrome way.
Drawings from this period were made mainly in two
techniques: drawing pen, coloured ink and various
types of soft materials. There were examples of a
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brown ink on the surface of a chalk sketch. 22.9x32.7 cm

more complex technique, when some colour filling
with a brush was used in the drawing.

At the exhibition at the Albertina Museum, we
can see Michelangelo's pen and soft sanguine draw-
ings. The preparatory drawing for depiction of a
naked youth for the ceiling of the Sistine Chapel
is the masterpiece of the exhibition. The theme of
the preparatory drawing depicting a naked body is
a special genre of the great masters of the Italian
Renaissance. Michelangelo, who managed to study
the anatomical structure well, revealing the struc-
ture and vital force of the body organics and the
interaction of muscles, was, of course, much great-
er than his contemporaries. Deep understanding of
the mechanics of interaction of the human body's
internal structure turned his drawings from life into
some canonical symbols of man in spatial expres-
sion. However, this drawing has a certain special ar-
tistic merit that needs to be mentioned. What makes
it different is an extraordinary sense of space, it is
unique precisely in this capacity; it creates such a
feeling of space after which the master's painting
seems to be just appliqué work. The drawing shows
us the spatial breath of the late Baroque, which was
only expected in European art. Therefore, Raphael's
drawings exhibited nearby look like drawings on a

chalkboard, topographic maps, deprived of magic
and the divine air that surrounds this world.

Perhaps only a small drawing on a blue back-
ground by Leonardo da Vinci, with his unique tech-
nique, sfumato, can approximate to Michelangelo's
masterpiece. This drawing is unique to Michelange-
lo himself. Only here does he reach the spatial pow-
er that the great ones, Venetians and Rembrandt,
would develop in the future. Since it is not a mat-
ter of accidental accuracy of the drawing here, but
a matter of a completely different sense of space
aesthetics on a two-dimensional plane, which opens
the door to a new era.

Before the masters of the High Renaissance, draw-
ing as such did not always stand out as an inde-
pendent type of artistic creativity. It was when the
drawing changed its function for the first time. It
was not an illustration, as in mediaeval miniatures,
and not graphic sheets of folk pictures. It was not an
independent work of art yet that served liturgical or

applied function as decoration. Drawing appeared
as some kind of a laboratory part of a preparato-
ry creative process. That is, in this quality, draw-
ing lost its independence; it was like a preparatory
stage of something more significant, although, at
the same time, it became its special, most impor-
tant magical part.

"All arts have their core in drawing,” said Leon-
ardo da Vinci. During the Renaissance, a new un-
derstanding of its function in the creative process
appeared - on the one hand, a preparatory one,
on the other hand - all-determining. The creative
process split into its component elements, and fi-
nally, the core of the creative process was found -
drawing became it. It happened for the first time in
the history of art. In antiquity, people knew how to
draw well; however, they never distinguished draw-
ing as something independent. The independence
consciousness appeared during the Renaissance.
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MWKEJNAHAXENO W ETO BPEMA

AHHOmMayus: Mbl BXOAWM B 3a, MOTPY>KEHHbIN
B NMONyMpak, 1 NLLb pacrnaxHyTbl MajeHbKue OKHa,
N3 KOTOPbIX bETCA CBET U3 APYroro, HEBEAOMOrO
HaMm Mupa. Ho 3To He OKHa, 3TO BbICTaBKa PUCYHKOB
«MwukenaHaxeno v ero Bpems» B BeHckom mMy3ee
AnbbepTtnHa. JIncTbl cTapuHHOW BymMaru, obpam-
JIeHHbIE CKPOMHBIMM KNAaCCUYECKUMM paMamMu, caMu
MCNyCKaroT BOALLEBHbIN HEMbICAMMBIV CBET. Ha nnc-
Tax cnefbl IerKUX NMPUKOCHOBEHWUI PYKN BENUKUX
MacTepoB. TO UX AyLUW, UIMEHa, FTo0Ca, UX CTPaCTK,
HEXXHOCTb M OTUasHWe, UX pa3roBop ¢ 6orom. M mbl
CTaHOBMMCA CBUAETeNaMn 3Toro gnanora. [pabumka —
CaMblIli MUCTUYECKNIA BUJ, MCKYCCTBA, OBHaXatoLWwmnin
BCE MOTaeHHble ABMXKEHUS AyLn, OTobpaxkatoLmnin
MIHOBEHMWS, KOTOPble He TEPMAT PEMECTIEHHON Na-
KWPOBKW, NpopaboTku, NOJMPOBKM, MOTHbIX YCU-
NV, U KpaTKoe NPUKOCHOBEHME, pyKoMoxaTue,
BCMJIECK YYBCTB. M BOT OHU CETOAHSA nepes HaMu
— bo>XKecTBeHHble cBUAeTeNbCTBA 6M30CTH K Bory,
€ro OTBETHON NIH06BM K HaMm.

Knroueswlie cnosa: Mvikenanaxeno, Mukenanaxe-
N0 1 ero Bpewms, My3eit AnbbepTuHa.

MukenaHzaXeno octaBua nocne cebs rpaHANo3-
Hble MO CBOEMY MacLUTaby Npov3BeAeHMs UCKYCCTBA.
CerogHs,, MpMxoAs Ha MOKAOHEHWE K HUM, Mbl Bbl-
rAAUM NPOCTO Kapankamu. MmraHTckue, becnpe-
PLIBHO pacLUMpPSOLWMECs POCMNCK NMOTOKOB U CTEH
CVIKCTUHCKOW Kanesibl, MOHYMeHTa/lbHble Mpamop-
Hble CTaTyW, NopaxatoLime Hale BOODOpaxkeHwue,
ABASAOTCA NPUMepPaMu TUTaHU3Ma, BENUUNS BIO-
eHHoro Tpyaa. Ho cpesu ero Heo6BATHOTO Hace-
AMs 10 Hac ZOLW/IM B TOM UMCAE XPYNKKe, MasieHbKue
KBaZpaTUKN CTapUHHOW Bymaru, KOoTopble ABASAOTCS
JparoLeHHbIMUN CBUAETENbCTBAMM CAMOM CYLLHOCTU
BE/NMKMX OTKPOBEHWI MacTepa.
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Bce sen0 B TOM, UTO MpeACTaB/IeHHbIE Ha BbIC-
TaBKe PUCYHKM caMu Nno cebe He co3AaBainch Kak
OTZe/NbHbIE NMPOW3BEAEHNA NCKYCCTBA. BAAACH Nep-
BbIM aKTOM POXAeHMUs ByayLiero nponsBeseHus,
OHU JOMKHbI BbIIV OTMACTb, OTNETETb Kak HeYTO
HEHY>KHO€, MPOMEXYTOUYHOE, MPUKNAZAHOE, COMNyT-
CTBYytOLLEE, KaK HEKOTOPbIV BTOPUUHBINA MaTepuan
TBOPYECTBA, KOTOPbIN CBOEN KaXyLLLeNCsa NerkoCTbo
npeAnonaraet poXAeHNe orpaHeHHbIX BPUAINAHTOB
ByAyLMX Npon3BeaeHuiA. Ho ans XyAoXXHMUKa 3Tn
KJ04YKM ByMarn 4yacto CTaHOBATCA MUCTUYECKMMU
amyneTaMu, NOTOMY YTO 34eCb B C/1y4aliHOW Henpes-
CKa3zyemon GpopmMe NMPOUCXOANT MepPBbIV PazroBop
¢ 6yayL MM TBOPEHMEM, U OH, KakK 3aBOPOXEHHbIN,
BrNsAblBasiCb B TaKOW KJNOYOK Bymaru, npesuys-
CTBYeT MEPBY BCTPEUY C COBCTBEHHbIM, eLle He
POXAEHHbBIM MPOU3BeAEeHNEM, BUAUT 0A400peHne B
rnasax bora, koTopbIi 61arocnoBMA €ro NCKYcCTBO.
MMEHHO MO3TOMY MajieHbKUM PUCYHKaM BEJVKOrO
MacTepa 3HaTOKW OTBOAAT OCODYIO poNb AN TEX, KTO
MOHVMMAET, KOHEYHO. [1OTOM Mbl BCTPETUM OFPOMHbIE
bpeckn 1 TMTaHUYeckme n3obpaxxeHus, mopaxato-
Wwme BoobpaxkeHme. Ho 3TOT nepBbIil 3BYK, NEPBbI
3HaK B CBOEW UMCTOTE U KOHLEHTPUPOBAHHOCTM
COZAEP>KUT HeUTO ropaszo 6osbluee. BoT nouemy
My3er AnbbepTunHa - LeHTp eBPOMNenckomn n Mmu-
poBOW rpadukm - ABAAETCA HEOObIYUHLIM My3€eeM.
MHOro npeKkpacHbIX U TPaHAMO3HbIX My3€€eB, HO
0COBEHHOCTb U MHAUBUAYaNbHOCTb KOMNEKLMN Anb-
6EepPTUHBI - B YHNKANbHOCTM COBpaHMs MUPOBOM Xy-
[O>XKECTBEHHOW Ky/bTypbl, KOTOPOMY HET aHaJloroB.

WckyccTBo eBponelickoi rpadukn, 6e3ycnoBHo,
6epeT CBOW UCTOKM B @aHTMUYHOW Bazonucu. MIMeHHO
3/1eCb COCTOSAINCH OCHOBHbIE NMPOPECCUOHaNbHbIE
TEXHONIOrMYeckme OTKPbITUSA, COCTaBAAIOLLME Cre-
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Ill. 3. Leonardo da Vinci. Half-Length Figure of an Apostle. 1493—
1495. Pen and brown ink on blue paper. Traces of a silver stick.
14.6x7 1.3
umMduKy rpadpmkm Kak BMAa MCKYyCCTBa: CHavana
MOHOXPOMHOCTb Kak OCHOBHOW MPUHLNM, 3aTeM
JIHEVHbI PUCYHOK U, HaKOHeLl, BKAKOYeHne [0-
MOJIHUTEIbHOTO TOHA M BMKa Kak 3aBepLuatoLmii
npvem, OCyLLeCTBAAIOLLNI OXMBAeHWe. Basonucb
6bina dyHAaameHTOM byayuieit xunsonucn. O60-
raliascb L,BETOM, CBETOTEHbIO, XXMBOMUCH pacLBena
1 CTasa 3aBOEBbIBaTb MJNFO30PHOE NPOCTPAHCTBO Ha
[BYXMEPHOU NJIOCKOCTU. UAFO3UA - BOT UTO LEHM-
Nocb 6obLUe BCEro B Pa3BUTOM aHTUUYHOM XXMBOMUCH.
Myxu cagnancb Ha BUHOTPag,; 3aHaBeCKy, HaKNHYTYHO
Ha KapTuHY, Henb3s Hb110 CHATb. U BCe e B OCHOBe
3TUX JOCTUXEHUI NeXKanu TeXHONOrnmyeckme Cum-
BOJIbI: ABa-TPW TOHA, IMHWA, NajaroLas TeHb 1 6aukK.
He xaoc 1 He KOnNnpoBaHwe, a XecTkas ANCUUMANHA,
B KOTOPOW COYEeTaHMe BbllleyKa3aHHbIX 3/1eMEHTOB
CO3/,aBas0 HeOTPa3nMOoe OLLyLLLeHNe MPOCTPaHCTBa.
PeHeccaHCHbIN pUCYHOK Npogokan rpaduyeckyro
TPaANLMIO aHTUYHOCTU. Ero nsantobaeHHbIMKY Npu-
emMamu 6blan TOHMpPOBaHHas bymara, InHuA, aBe-
TPW TOHaNbHble rpagauum 1 npobena, cogatowme
WAIFO3UIO MPOCTPAHCTBEHHOM BbINMYKAOCTU. PUCYHKM
TUTaHOB Bo3poxaeHns - MukenaHaXeno n MactepoB
€ro Kpyra - NoCTpoeHbl Mo 3TOMY NpuHLUMny. B oc-
HOBE OHWM MOHOXPOMHbI. LIBeTHOCTb co3aaeTca rpa-
Jauven camoro Matepuana: cenus, OUCTp, yroibHbIN
KapaHaaLl, cepebpsiHble NaaouKu, 3aMBKN CUEHON

NN ym6poi.

SpdekTbl 06bEMOB B MPOCTPaAHCTBE CTaBUINCH
BE/IVKMMW MacTepaMu PUCyHKa UMEHHO B Mpezenax
€ro COCTaBAAOLLMX CUMBONNYECKUX KOMMOHEHTOB
N rpadunyecknx NpMemMoB, co3garowmnx obbem Mo-
HOXPOMHBIM cnocobom. PucyHkr 3Toro nepuoja
BbINOJIHEHbI B OCHOBHOM B JiBYX TEXHMKaX: Mepo,
LiBETHbIE YEPHWIA 1 Pa3finyHble BUAbLI MATKMX MaTe-
pvanos. Vimenncb obpasLbl 60nee CNOXHON TEXHWKY,
KOria B PUCYHKe y4aCTBOBaAW 31€MEHTbI 3a/MBKMU
KUCTbHO.

Ha BbicTaBke B AnbbepTrHE Mbl BUAUM PUCYHKM.
MwukenaHa>Keno, BbINOAHEHHbIE NEPOM U MATKOM
CaHrmHoM. LLlegeBpom 3KCcno3nLmm aBAsSieTCs NoAro-
TOBUTE/IbHBIA PUCYHOK K N306paxkeHNto 06HaXeH-
HOro toHoWww Ana notonka CUKCTUHCKOW Kanesbl.
Tema NOArOTOBUTENBHOTO PUCYHKa, M306pakaroLLe-
ro obHaxeHHOe Teno, ABASETCA 0COBbIM XaHPOM
BEJIMKNX MacTepOB UTa/bHCKOrO BO3POXKAEHMS.
MuKkenaHaXKeno, KOTOPbIA CyMeN MPOHUKHYTbL Bray6b
aHaTOMMUECKOro MOCTPOEHUS, KOTOPbIV pacKkpbi
KOHCTPYKLMIO M BUTaNbHYIO CUTY OpraHuku Tena,
B3aMMOJENCTBUSA MYCKYN0B, Obl/l, KOHEYHO, MHOTO
BblLLE CBOWX COBPEMEHHWKOB. [ly6oKoe NoHVMaHWe
MexaHVKW1 B3aUMOAECTBMS BHYTPEHHErO YCTPOCTBa
YesI0OBEYECKOro Tesla NpeBpalLLlasio ero pUCyHKU ¢
HaTypbl B HEKOTOPbIE KAHOHWNUECKME CMMBOJIbI YeNo-
BeKa B ero NPOCTPaHCTBEHHOM BbipaXeHun. Ho aToT
pUCyHOK 0baasaeT HEKMM 0COBbIM XYAOXKECTBEHHbIM
JOCTOVHCTBOM, O KOTOPOM HEOBX0AMMO ckazaTb. Ero
OT/IMYaeT HeObbIKHOBEHHOE OLLyLLIeHNE MPOCTPaHCTBa,
OH YHVKaeH UMEHHO B TaKOM KauyeCTBE, OH CO3jaeT
Takoe OLLyLLeHMe NMPOCTPaHCTBa, NOC/e KOTOPOTo
BCe XXMBOMMWCHOE TBOPYECTBO MacTepa KaxeTcs Npo-
CTO annaunkaumen. PUCYyHOK feMOHCTpUpPYeT HaM
NMPOCTPaHCTBEHHOE AbIXxaHWe No3aHero 6apokko,
KOTOpOe elLie TOJbKO OXMAAETCS B EBPOMENCKOM UC-
KyccTBe. [103TOMY 1 3KCMOHUPYEMbIE PSAOM PUCYHKM
Padaans cMOTpATCA MPOCTO YepTeXxaMu Ha KIaCCHOM
f0cKe, TonorpaduyeckMMm Kaptamu, NLLEHHbIMU
BO/ILLEBCTBA, HOXECTBEHHOIO BO34YyXa, OMbIBAOLLETO
3TOT MUIP.

BbITb MOXET TO/IbKO ManeHbKNA pUCyHOK JleoHap-
20 fa BuHum Ha ronybom doHe, C ero yHrKanbHOM
TEXHUKOM CPYMaTO MOXKET NMPUBAMKATLCA K LUeJEBPY
MukenaHaXeno. STOT PUCYHOK YHUKaANEH W 414 Ca-
Moro MukenaHaxeno. Tonbko 34eCb OH AOCTUraeT
TOV NPOCTPAHCTBEHHOW MOLLM, KOTOPYHO B ByayLiem
byayT pa3pabatbiBaTb BENNKME BEHeLMaHLbl 1 Pem-
6paHAT. V160 38€ech Aen0 He B ClyYaliHO CHaCTANBOM
TOYHOCTW PUCYHKA, @ COBEPLUEHHO B MHOM YyBCTBE
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Ill. 4. Rafael Santi. Sketch of the head of an Apostle for the fresco
"Transformation". 1519-1520 Paper, charcoal drawing with lead
pencil. 24x18.2 cm

3CTETUKM NPOCTPAHCTBA Ha ABYXMEPHOW NAOCKOCTH,
KOTOpOe OTKPbIBAeT ABEPW B HOBYHO 3MOXY.
PucyHok Kak TakoBOW f0 MacTepoB Beicokoro
BospoxkaeHuns He Bcerga BblIAENANCA B CAMOCTOATENb-
HbIV BUZ XYAOXeCTBEHHOro TBOpYecTBa. VIMeHHO
3/leCb PUCYHOK BrepBble MeHAeT GYHKLNIO. ITO He
WANKOCTPALIVA, KaK B CPEAHEBEKOBbLIX MUHNATIOPaX, He
rpaduryeckmne AMCTbl HAPOAHbIX KAPTUHOK. ITO eLe U
He caMOCToATe/IbHOE NPOU3BEAEHNE NCKYCCTBA, KOTO-
poe 06CNy>KMBAET MNTYPrUYECKYHO UAW NMPUKAAAHYH
dYHKUMIO KaK yKpalleHne. Bo3HunKaeT pucyHOK Kak
HekoTopas nabopaTopHas YacTb NOATOTOBUTENEHOTO
TBOPYECKOro MpoLLecca, T.e. B 3TOM KayecTBe pucy-
HOK TepsfeT CBOK CaMOCTOATENIbHOCTb, ABAAETCA
Kak 6bl MOArOTOBUTENBLHOWN CTaaneln yero-to bosee
3Ha4YMMOro, XoTa OAHOBPEMEHHO CTaHOBUTCA ero
ocoboi, Hanbosee BaxXHON Marnyeckom YacTbHo.
«Bce ncKyccTBa MMeLOT CBOM CTEPXKEHb B pU-
CyHKe», - rosopua JleoHapao ga BuHuu. B snoxy

Bo3poxxaeHuns 1 BO3HMKaeT HOBOE MOHMMaHKe ero
bYHKLMN B TBOPYECKOM MPoLLecce, C O4HOM CTOPOHbI
- MOArOTOBUTE/ILHOW, C APYroW - BCEONPeAenstoLe.
TBOpPYECKUA NPOLLECC PaCLLENUACS HAa CBOW COCTaB-
Hble 3/1IeMeHTbI, 1, HakoHeL, 6blN0 HalAeHO AP0
TBOPYECKOro npolecca - UM cTas PUCYHOK. ITO
NPOW30LLIO BMepBble B MCTOPUU NCKycCTBa. B aH-
TUYHOCTU YMEN XOPOLLO PUCOBATb, HO HUKOTAa He
BbIAENSAN PUCYHOK KaK HEUTO CaMOCTOATENbHOE,
a CO3HaHWe CaMOCTOATENBHOCTU MPULLIO B 3MOXY
BospoxaeHus.

/1 BOT nepes HaMu MNOArOTOBUTE/IbHbIE PUCYHKM
BENNKOro MuKenaHAXeno 1 MacTepoB ero BPEMEH!,
KOTOPbIM NpeHa3Ha4anocb OCTaTbCs B MacTEPCKOW.
3T0 6blA BCMOMOTaTe IbHbIV apXUB XYA0XHMKA, HO
B TO XX€ BPeMS PUCYHKN OCO3HaBaMNCb Kak Heob-
XOAMMas TBOpYECKas COCTaBAANOLWAs NpoLecca co3-
JaHVA Npou3BeAeHNs NCKYCCTBA U CTAHOBUINCH
npeAMETOM KONNEKLIMOHUPOBAHWS, MO BCEN BEPO-
ATHOCTW, NPEXAe BCEro B Cpese 3HaTOKOB U CaMuX
XYyAOXHMKOB. Mbl 3Haem o konanekuumsax Murtepa lMa-
yns Py6eHca, [xopaxo Baszapu, MapkaHToHuo Paii-
MOHAW, beHBeHyTO YennnHn. CnabHble Mupa cero un
6oraTble 3aKa3unky cobrpanm NPou3BeLEeHUs Xn-
BOMUCK N CKYNbNTYPbl, FOBENVPHbIE YKpaLLEeHMS.
XYAOXKHUKM 1 UHTEeNNEeKTyabHas 3anTa cobupanu
NMOYepKyLLKN N NOATOTOBUTEIbHbIE PUCYHKW, BUAS
B HMX BbICOKYH XYAOXECTBEHHYH) LIeHHOCTb.

BbictaBka «MukenaHgkeno v ero spema» B AJlb-
6epPTUHE AEMOHCTPUPYET HaM 3T cokpoBuLla. Jla-
bopaTopHble PaboTbl BENMKUX MacTeEpPOB ABASHOT
3PUTENIHO X TBOPYECKME MOUCKM, MX BHYTPEHHWIA MUP,
3aKPbITbIV ANA HEMOCBALWEHHbIX, UX FaMOyprckuii
cyeT Apyr K apyry. NogobHble «pUCyHOUKU» C Ha-
rNAAHOW N AOCTOBEPHOW CUNOIA COOBLLAOT HaM, KTO
€CTb KTO, M ecin Bbl OT Hacneams MukenaHaxeno
HMYEro He 0CTaaoCh, @ TOJIbKO MaJIEHbKNN HabPOCOK
06HaXXeHHOro HOLWM 13 Koanekuum PybeHca, To n
TOrza 6b110 6bl ACHO, KTO U3 HUX CaMblli BEIKUIA, Ca-
MBI MOTYYMI, OTMEYEHHbIN BOXECTBEHHbLIM 3HAKOM
XYZOXHUK. ITO 6611 6bI MUkenaHaxeno byoHappotu
- reHuanbHbIN cTpaganel, u3 daopeHuUN.
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MATTHEW LOCKE.”MUSIC FOR HIS MAJESTY'S
SACKBUTS AND CORNETTS" (1661)

Summary: The purpose of the article is to intro-
duce information about the composition “Music for
His Majesty’s Sackbuts and Cornetts” by Matthew
Locke, the court composer of the Restoration era,
into the scientific use of Russian musicology. The
article describes the manuscripts that became the
basis for modern editions of the "“Music” and high-
lights the details of the modern practice of per-
forming this composition. The author notes that the
order of the pieces in the manuscript is by no means
a dogma; according to the internal laws of organi-
sation and the objectives of the suite as a genre, it
can change, be arranged in different versions, form
its own short suites inside and be used in this form
in concert practice. In connection with the compo-
sition of the "Music" for the occasion, the author
presents an overview of the king's procession on
the eve of the coronation of 1661, called Entertain-
ment. A certain exclusivity of the event, in which a
large number of performers took part, is empha-
sised; also, a wide variety of music, composed by
Matthew Locke, played an important role. The ar-
ticle suggests the place of Locke's "Music" in the
overall musical score of the event. Conclusions are
drawn about Locke's composition as a typical exam-
ple of the music of royal celebrations. In this regard,
the author identifies the key characteristics of the
music of royal holidays, such as: the suite principle
of organisation, the simplicity of the musical form
(mostly binary), the dance genre basis, the ensem-
ble nature of the performance within the framework
of a group that is predominantly homogeneous in
terms of instruments (for example, wind or string). A
brief summary of the results of Locke's music anal-

ysis confirms the idea of the individual stylistics of
the work, which makes it possible to identify the
English court composer’s personal style.

Keywords: Matthew Locke, sackbut, cornett, mu-
sic of royal holidays, English Baroque, Restoration.

"Music for His Majesty's Sackbuts and Cornetts"
was written by Matthew Locke specifically for the
festive procession of King Charles Il, becoming part
of the Entertainment, a large-scale and magnificent
event held on the eve of the Coronation Day on April
22, 1661. The score was discovered in a set of five
manuscripts bound together in an expensive calf-
skin cover with the Stuart royal arms’ embossed
in gold. The famous British musicologist Thurston
Dart suggested that the book, even if it was not in-
tended for Charles Il himself, was, of course, held
by musicians from the Royal Wind Music. This hy-
pothesis was confirmed by the presence of sepa-
rate parts for each piece. The absence of a tenor
part suggested the presence of six books in the
past [3, p. 71]. The complete set of manuscripts in-
cluded works for wind instruments by a variety of
composers: Luca Marenzio, Orlando di Lasso, Fe-
lice Anerio, Francesco Rovigo, Orazio Vecchi, Gio-
vanni Croce, Matthew Locke, Coleman and others
- a total of 72 works.

It is assumed that Locke's scores were added to
the manuscript much later than those appearing on
the first pages, namely in 1660-1661. It is character-
istic that his music appears on the other side of the
manuscript, moreover, it is inverted, and it is rep-
resented by four Allemande (the first is designated

1. ltis currently kept in the Fitzwilliam Museum, Cambridge,
under the number Music MSS 24. E. 13-17.
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