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HIGH ART OF RUSSIAN POP MUSIC
IN THE SONG MONO-OPERA REFLECTION

Summary: Russian song, also known as mass or So-
viet song, occupies a central place in the culture of
the 20'th century. In the history of music, the pheno-
menon of a genre as a symbol of an era is known. For
example, when mentioning a French motet of the 13'th
century, every musician thinks of certain ideas of mu-
sical form and means of expression that determined
the movement of European musical thought for sever-
al centuries. Or, when an Italian madrigal of the 16'th
century is heard, a musical laboratory immediately
opens up to our ears, a laboratory in which colourful pat-
terns of major and minor modes, the sound of keys, and
even the theory of affects of modern times, which ap-
peared in opera, were formed. Also, German polypho-
ny of the 17t'h century, Neapolitan opera and Viennese
symphony of the 18'th century, Russian opera and ro-
mance of the 19'th century, etc., are distinguished by
epochal characteristics.

Song as a genre of the era has also flashed across
the horizon of centuries. The century close to our time,

The article focuses on Reflection, a song play
by artists of the Kantele National Song and Dance
Ensemble of Karelia: Irina Popova (vocals), Anatoly
Palaev (music, piano), and director Alexey Shalaev.
The premiere of the play took place at the National
Theatre of the Republic of Karelia on April 26, 2021.

In the process of getting acquainted with
the play, it became clear that the presented stage
phenomenon is not limited to the author’s desig-
nation “concert programme”. We are dealing not
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the 20'th century, an extremely difficult period for our
Fatherland, was marked by the strong position of this gen-
re. Russia has not experienced such a frequency of shocks
over a short period of time in its observable history.
The last century brought our state to the brink of extinc-
tion three times: during the First World War and the revo-
lution at the beginning of the century, during the Second
World War in the middle of the century, during the de-
struction of the USSR and in the 1990's at the end of
the era. One gets the impression that the tragic reality
was compensated by the desire for a transparent “mass”
culture, expressed in the language of song. In such a situ-
ation, how can one not see the possibility of entertain-
ment and distraction in a song? However, Russian pop
music of the 20'th century took a different path. Taking
up the banner of the great Russian musical culture, it ans-
wered the main ideological questions of the era.

Key words: origins, Soviet songwriting, Russian pop
music, mono-opera, Reflection

These are the airways.
People need to know where they came from.
Rustam Khamdamov

so much with a concert made up of songs, the re-
placement of which, one for another, will not change
anything significantly in the programme, but with
an independent work of art, a kind of song mono-
opera, composed, as it often happened in the his-
tory of the opera genre, from popular or unknown,
original or folk songs, dramaturgically structured
and forming an integral plot. In such a work, it is im-
possible to replace or rearrange performances with-
out losing the content.

The song play Reflection is dedicated to the Gre-
at Patriotic War. The idea belongs to Irina Popova,
and the name belongs to director Alexey Shalaev:
“In my opinion, Reflection very accurately formu-
lates the idea and thoughts about this programme,”
the master argues, "In this programme, we tried
to reflect the atmosphere of the time through each
song, to reflect our attitude, look into the mirror
of ‘one’s soul’ and answer the main question: what
is truly important in life? The name of the programme
has another meaning. Our great-grandfathers
and grandfathers repelled the enemy’s onslaught
and gave us the opportunity to live.” The heroes
of the Fatherland still have to repel the onslaught
of the enemy today. Born from the memory of
the past, the song performance of the soloists of
the Kantele National Song and Dance Ensemble
of Karelia turned out to be almost a premonition.
It is timely today. This article is not only a short sto-
ry about the play but a call to production centres
to become interested and put the song mono-
opera Reflection at the service of the Fatherland,
to open the pop and academic stages of Russia
to Karelian artists.

This play was created in the best traditions
of Russian professional musical art. In some ways,
the experience of Karelian musicians is close
to such a phenomenon of modern musical crea-
tivity as “song theatre”, which is known in connecti-
on with the work of Elena Kamburova and Nadezhda
Babkina. In our opinion, the author’s title Reflection
can be supplemented by the phrase “after reading
V. Gavrilin's work”, since here one can feel the re-
flection of Valery Gavrilin's vocal cycle War Letters,
a powerful musical work about the Great Patriotic
War. Not only one of the main themes, the theme
of the letters and direct quotes from songs (sever-
al of them: N26, 7, 10), connects the mono-opera
with the work of V. Gavrilin, but, perhaps, also
the direction in which the instrumental style of
the performance is formed. However, overall, the
mono-opera Reflection is an original work of art.

There is really only one soloist in this song play -
a female voice. It sounds in dialogue and duet with
the piano and the readers’ small interludes. Let us
immediately note the extremely important role
of the instrumental component, which we will dis-
cuss in more detail a bit later. A young man and
a girl with emphatically peaceful names, Cornflower
and Lily, are the heroes of the action. “Look, flowers
grow as God commanded, and do not bother any-

one, they bloom and smell fragrant,” teaches Archi-
mandrite Lavrenty (Postnikov), “We should rejoice in
the same way...". The plot is based on the story of
the relationship between a boy and a girl before /
during / after the war. We can say that the play,
a mono-opera, consists of six scenes, each of which
has three performances: the meeting of young
people (first scene: N21-3), the girl's emotional ex-
perience even before the thought of marriage (sec-
ond scene: N24-6), seeing off a loved one to the
front (third scene: N27-9), waiting to meet a loved
one (fourth scene: N210-12), victory over the ene-
my at the cost of a young man'’s life (fifth scene:
Ne13-16), a girl's happiness at the cost of love
for people (sixth scene: N217).

We have outlined the content of the scenes
in general. In the mono-opera, the proper seman-
tic and artistic level is achieved by the high quality
of the songs presented and how they are structured
in a certain way. Their authors are creators of the last
century of Russian culture, known and unknown
to a wide circle of listeners. Among the compos-
ers are R. Khozak, P. Todorovsky, D. Tukhmanov, V.
Pleshak, V. Gavrilin, M. Blanter, K. Molchanov, E. Arte-
myev, M. Tariverdiev, A. German, Y. Saulsky.

Among the poets are L. lvanova, G. Shpalikov,
|. Shaferan, V. Pleshak, V. Livshits, A. Shulgina,
M. Lvovsky, B. Pasternak, K. Simonov, R. Rozhdestven-
sky, R. Kazakova, G. Pozhenyan. An attentive reader
will notice that among the listed musicians and po-
ets there are representatives of different creative
styles and directions: academic, pop, folk... How
is it possible to combine their work in one work,
in one plot?

It turns out that it is not only possible but also
dramaturgically correct for solving the problem
posed by the authors of the mono-opera: given
the differences in stylistic preferences of listeners,
to identify a common world view, to unite individ-
uals into a people, as did the great predecessors —
the authors of Russian operas: M. Glinka, M. Mus-
sorgsky, P. Tchaikovsky. It is a conciliar idea, de-
termining the special content of the mono-opera.
Upon careful examination, it turns out that con-
ciliarity is an important characteristic not only
of the play in question, but of Russian pop songs of
the 20ath century as a whole, as the leading gen-
re of the era. What songs existed in Russian music
of the last century?

Composer Valery Gavrilin spoke about two song
directions, rural and urban, that, in his creative work,
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Alexei Shalaev

were combined into a single genre — pop songs.
Continuing the thought of V. Gavrilin, let us ask
ourselves the question about the origins and goals
of Russian pop, mass, Soviet song of the 20'th
century. What are the origins and goals of this mu-
sical genre? Why did Russian pop song of the 20'th
century involve professional academic singers in the
performance circle, giving them an equal (!) choice
between life on the stage and on the classical stage?

Anatoly Palaev
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How could such a simple genre meet the ideologi-
cal challenges of the era?

Let us start with the fact that song has always
been the sphere of interest of musicians; however,
in the last century of our history, it took the lead,
no less, of musical culture — that is what is impor-
tant. Song was especially in demand after the revo-
lution. Did this happen because difficult times had
come for traditional styles that have always been
the foundation of musical culture — spiritual, secu-
lar, and folk? These indigenous musical channels
lost their independence: the spiritual was perse-
cuted along with the believers, the secular was on
the brink of extinction along with the imperial style
and emigration, the folk was deprived of soil with
the destruction of the peasantry. However, the spi-
ritual demands of the life of “man and the human
masses” did not change with the erosion of in-
digenous musical styles and the very foundations
of life. The thirst for prayer had to be quenched,
but with what? People should have rejoiced and
sympathised with the phenomena of life and death,
but how? The experience of beauty had to receive
expression in the world, but what kind?

One gets the impression that Russian pop song
of the Soviet era united the three main directions
of musical life. Song sounded for everyone from
a wide stage and took on, as far as possible, the func-
tions of spiritual, secular, and folk cultures. It beca-
me a prayer, a lullaby, a labour song, a valiant song,
a lyrical song, a children’s song, etc. — one can find
anything in Russian pop song of the 20'th century.
It is its strength and great importance. Pop songs
sang all the important stages of human life, just like
folk songs once did. It vigilantly directed spiritual life
in the right moral direction, just as liturgical hym-
nography once did. Finally, it shaped the culture
of work and leisure, for which secular genres had
previously been responsible.

“We, composers, do not need to aesthetici-
ze, we do not need to scold songfulness,” wri-
tes Valery Gavrilin, “since in these intonations,
a certain structure of feelings born of history is pro-
grammed. We have no right to push it away since
it livesand will live for a long time, and it would
be a big mistake not to capture it in works of high
art.” The pop songs presented in the mono-ope-
ra Reflection are works of high art! How else can
one evaluate songs from the films Seventeen Mo-
ments of Spring, Officers, etc., songs from the reper-
toire of Anna German, Joseph Kobzon, Elena Kam-

burova, Maria Pakhomenko, etc.? However, let us
returnto the dramaturgy of the play Reflection,
in which, as has already been said, the songs are
structured in such a way that changing the se-
guence of songs, as, for example, in the concert
programme, is impossible. What is the dramaturgy
of the play?

The scenes of the mono-opera are constructed,
on the one hand, similar to one another. For example,
as already mentioned, the number of performanc-
es in the scene is the same — three performances,
among which is the climax: in the first scene, there
is the tango “Rio-Rita” (N22), in the second one,
there is the song "On the Wedding Day” (N26), etc.
On the other hand, all scenes are united by a sing-
le dramatic movement, leading to a common
climax in the fifth scene, where the “Sukhoplyas”
(N213) leads to a literal loss of speech, expressed
by the heroine’s vocalisation (N214). The approach
to the climax is carried out at a high profession-
al level with the inclusion of all possible means
of operatic expression — words, music, and drama.
For example, in the first three scenes, a male voice
behind the scenes reads the text on behalf of Corn-
flower, and in the last three scenes, a female voice
and the text of Lily’s “letters” are heard, indirectly
indicating the death of the young man - his voice
is no longer there; in the first part of the play, songs
are accompanied by the forte piano with an empha-
sis on the dance nature of the music, and the closer
to the climax in the fifth scene, the more solo per-
formances of a chanting melodic nature, etc.,
the female voice has.

The poetic images of the libretto also participate
in the play dramaturgy. The performers managed
to select lyrics that seemed to have been born
for one song sequence. Symbolic images, which
from song to song strengthen the character of the
main heroine and a person she is talking to,
the young man, testifying to the experiences and
events of their lives, are particularly important in
the libretto. For example, the vivid image of a "vi-
burnum”, covered in white wedding blossoms (N26
“On the Wedding Day"), turns into a “rowan”, wound-
ed by red fruits (N29 “Zayushka"), literally after
a few performances; the picture-description “the lit-
tle bunny was running through the white snow...”
from the same ninth performance literally immedi-
ately, in the next tenth performance, turns into a
picture-expectation “come back from the bush, as a
grey little bunny” (N2 10 "The Postwoman”), etc. The
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Irina Popova. Poster Reflection

lyrics of the songs included in the performance were
written by their authors, Soviet poets, in dialogue
with Russian classical literature, its images, and its
meanings. What strength is felt in such continuity!

In connection with the culture of the 20'th cen-
tury, this kind of reliance on tradition, with the rec-
ognition and addition of the original source with
the author’s view, is defined by the concept of “post-
modern”. Here's how director Rustam Khamdamov
talks about this phenomenon: “The word ‘postmod-
ern’, which has now become popular, has actual-
ly existed for a long time. It is a quality, first of all,
of a person’s great internal culture <...> Postmoder-
nity includes, first of all, a huge amount of different
culture <...> Postmodernity is, first of all, majes-
tic old ruins, from which you take a brick by brick
and build your own building. It is multi-layered;
it is multivalued. When you read, say, Brodky's prose,
| see what he read, | see the same origins, | read
the same books, and | am pleased. These are the
airways. People need to know where they came
from <...>." It is not our task to discuss the ter-
minology of the phenomena of art of the 20'th
century; nevertheless, it is worth noting two opposi-
te waves: “modernity”, as the abolition of the old
and the introduction of the unusual, as long as
it does not look like previous traditional art, and
“postmodernity”, as a kind of return to tradition,
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when a variant is shown in such a way that its proto-
type is recognized. Moreover, this directly concerns
the combination of melody and instrumental part
in the songs of the mono-opera Reflection.

As mentioned, the idea of the play belongs
to the performer of the main and only vocal part
of the play, Irina Popova. Her natural voice and mas-
terful command of it allow Irina to reveal the musi-
cal colours of life from intoned speech to Russian
bel canto, from knell to chanting, etc. For the sing-
er, it seems, nothing is impossible. The richness
of the voice and the naturalness of its sound make
one forget the division between folk and academic
production that exists in the professional environ-
ment, since the sound of Irina’s voice acquires
the status of a universal human being, close to eve-
ry listener. The professional qualities of the per-
former are fully supported by her colleagues and
co-authors of the mono-opera — pianist and com-
poser Anatoly Palaev and director Alexei Shalaev.
It is necessary to dwell specifically on the instru-
mental part of the play, composed and performed
by Anatoly Palaev.

Composer and pianist Anatoly Palaev manag-
es to create a piano "portrait” of each song and,
at the same time, build a single line of musical
development, continuous, from song to song,
as "from heart to heart”. How is it possible? With
the help of an individual relationship, through
oneself, to music. As has already been said, the play
is based on songs from different years and styles.
However, what remains of these songs and what has
been changed? What remains are the melodies -

it is the unchanged face of the song, the melo-
dies are recognizable! However, the textured,
often harmonic, and rhythmic “clothes” of the songs
are completely re-sewn by the composer’s imagi-
nation of the improvising pianist! This, it seems
to us, is the secret of the actual sound of the play.
Melodies from the last century (the 20'th century
is already the past for us) sound fresh, as if they
had just come from the pen. The reason is the de-
gree of individual solution of the quoted musical
material, making us think about the need to issue
the performed mono-opera Reflection as an inde-
pendent work. Quoting, as the main composer’s
technique, is so rethought in the field of piano per-
formance that the need to recognise and remem-
ber the song arises — a familiar melody becomes
new! This degree of individual understanding gives
composer and pianist Anatoly Palaev a certain
degree of authorship.

There is no doubt that the play Reflection will be
in demand by listeners, and, moreover, it seems that
its popularity will grow from performance to perfor-
mance. The place for this play is on central stages
of our Fatherland, on the main Russian TV channels.
It would be wonderful to arrange it for voice and
symphony orchestra. It is possible and necessary
due to the artistic potential inherent in the work,
the level of presentation of the main theme of the
play — love for the Motherland, which is relevant at
all times for all generations of Russian people. Wish-
ing a broad creative path to the play Reflection, its
authors, and performers!
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BLICOKOE NCKYCCTBO PYCCKOW 3CTPAbI
B MECEHHOW MOHOOTEPE «OTPAXEHWE»

AHHOomayus: OTeyecTBEHHaA MeCHA, OHa Xe Macco-
BasA WM COBETCKas MecHs, 3aHUMaeT B KyabType XX Beka
LeHTpasbHOEe MeCTO. B nctopun My3biku ABAeHWe XkaHpa
Kak CMMBOJ1a 3MOXM U3BecTHO. Hanpumep, Npu ynomMuHa-
HUK dpaHuy3ckoro moTeta Xlll Beka KaXAbl My3bIKaHT
npeAcTaBaAseT onpeseneHHble naen My3blkaabHoOW Gop-
Mbl ¥ CPEACTB BbIPa3nTeIbHOCTH, KOTOPbIE Ha HECKOJIbKO
CTONETUIN ONpesenvuan ABUXKEHNE eBPOMNENCKON My3bl-
KaNbHON MbICAW. Vinn Npw 3ByYaHUM UTaNbAHCKOTO Maapu-
rana XVI Beka cpa3sy >ke OTKpbIBaeTCA HalleMy CAyxy My-
3blkasbHas nabopatopus, B KOTopol GopmMrpoBannCh
KpacoyHble 3aKOHOMEPHOCTM NaZ0B Maxopa 1 MUHOPA,
3BYYaHWA TOHANbHOCTEW W Jake MPOAVBLLASACA B Onepy
Teopua adpdekToB HoBoro BpemeHun. Takxe 3noxabHbl-
MW XapaKTeprCcTVKaMm OTANYaIOTCA HeMeLKas NoandoHus
XVII Beka, HeamoanTaHckas onepa v BeHckasa cMMPOHMA
XVIII Beka, pycckaa onepa u pomaHc XIX Beka v T.A4.

MecHA KaK >aHp 3MOxXu Tak>Ke BCMbIxvBaia Ha Hebo-
CKJIOHEe CToNeTUN. banxe K HalleMy BpeMeHN CU/bHbIM

B HacTosiLen cTaTbe peyb NOMAET O NECEHHOM
cnekTtakne «OTpaxkeHne» apTuctoB HaunoHanbHo-
ro aHcambns necHun n TaHua Kapenmn «KaHtene»
WpwuHbl MNMonosow (Bokan), AHaTonaus MNanaesa (My-
3blKaJbHOE pelleHne, opTennaHo) un pexxmnccepa
Anekces Wanaesa [5]. Mpembepa cnekTakna cocto-
Anacb 26 anpens 2021 roga B HaunoHanbHOM Teat-
pe Pecnybanku Kapenus.

B npouecce 3HakoMCTBa CO cnekTak/em cTa-
J1O MOHATHO, UYTO NpPeACTaBAEHHOE CLeHnYeckoe
fIBIEHNE He OrpaHNuUMBaETCs aBTOPCKMM 0603Haue-
HWeM «KOHUepTHasa nporpammMa». Mel umeem geno
He CTO/IbKO C KOHL,ePTOM, COCTaB/IEHHbIM U3 MECEH,

NONIOXKEHMNEM 3TOTO XaHpa oTMeuveH XX BEK — MCKAOUN-
TeNbHO HENPOCTOl Ans Hawero OTeyecTBa. Takol YacTOThI
NOTPACEHWU Ha KPaTKOM MPOMeXyTke BpemeHn Poccus
He ucnbiTbiBana B 0603pumMoin nctopuu. Mpownoe cro-
NeTvie TPUXKAb! CTaBUAO Halle roCcyAapcTBO Ha rpaHb UC-
YyesHoBeHMA: B [epByt0 MUPOBYO BOVHY U PEBOIOLUNIO
Hayana Beka, BO BTopyto MMpoOBYHO BOVHY LIeHTpa cToAe-
18, B nepuog paspywenna CCCP v BonH 1990-x rogos
Ha n3nete anoxu. CknagbiBaeTcs BnevaTieHne, 4To Tparu-
yeckasn AeiCTBUTENbHOCTb KOMMEHCMPOBaNach CTPEMIEHN-
€M K MPO3paYvHOi «MacCoBOW» Ky/bType, Bblpa3uBLLENCA
A3bIKOM MecHW. B Takon cuTyaLmm kak He yBUAETb B Nec-
He BO3MOXHOCTb pa3BieyeHus, otBreveHuns? Ho pycckas
acTpaga XX Beka nowna nHbim nytem. NoaxsaTms 3Ha-
Ms BEJIMKOW PYCCKOW MYy3bIKasibHOM Ky/NbTypbl, OHa OTBe-
Yania Ha rnaBHble MMPOBO33peHYeCcKe BONPOCh 3MOXM.

Knrouegbie ¢/108a: NCTOKK, COBETCKANA MECEHHOCTb, PyC-
cKkas acTpaga, MoHoonepa, OTpaxeHne

3mo u ecmb 8030yWHbIe Nymu.
/J1rodu 0osmkHel 3HaMb, 0MKy0a OHU NPULIAU.
Pycmam Xamdamos [6]

OT 3aMeHbl KOTOPbIX — OZHOW Ha APYryto — B Npo-
rpamMme HUYero CyLeCcTBEHHO He U3MEHWUTCS, CKOJb-
KO C CAMOCTOATENbHbBIM MNPOWN3BEAEHNEM MUCKYCCTBA,
CBOEro poAa, NeceHHOM MOHOOMEPOW, COCTaBAEH-
HOM, KaK 3TO 4YacTo, BNpo4eM, H6biBano B UCTOPUN
aHpa ornepbl, U3 MNONYAAPHbIX NN HEU3BECTHBIX,
aBTOPCKMX WUV HAapPOAHbIX MECeH, ApamMaTtypruye-
CKW BbICTPOEHHBIX M 06pasyomnX LIeNbHbINA CHOXET.
B Takom npowv3BeAeHN 3aMEHWUTb UIN NEPECTaBUTb
HOMepa 6e3 NoTepu B COAep>KaHNN HEBO3MOXHO.

MeceHHbIN cnekTakab «OTpaXxeHne» NOCBSALLEH
Benunkoii OTteuecTBeHHOM BolHe. Vges npuHag-
nexxnt NpuHe MonoBoW, Ha3BaHWe — pexwuccepy
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Anekceto Wanaesy: «OTpaxeHue», Ha MOW B3rasg,
OYEeHb TOYHO GOPMYAMPYET UAEHD U MbICIV 06 3TOM
nporpamme, — paccy>gaeT mactep, — Mbl nonbi-
Ta/UCb B 3TOW NporpaMme ompasume 4epes Kax-
Ay NecHro atMmocdepy BpeMeHu, ompasume Halle
OTHOLUEHME, MOCMOTPETb B 3epKano "cBoen aylmn”
M OTBETWUTb Ha I1aBHbIN BOMPOC: YTO B XXM3HU MO-
HacToswemMy BaXXHO? B Ha3BaHMM nporpamMmebl ectb
ele oAMH cMbIca. Halwm npagessl v geasl ompasuau
HaTUCK Bpara 1 faav HaMm BO3MOXHOCTb XWTb». POX-
AEHHBIA NaMATbIO O MPOLUIOM, MECEHHbIN CNeKTak/b
connctoB HaumoHanbHOro aHcambas NECHU W MASCKM
Kapesnnun «KaHTene» okasancs ceoeBpeMeHeH cerog-
Hs. HacToswas cTaTbd — He TOJIbKO KpaTKMiA pacckas
O CMeKTaK/e, HO NPU3bIB K MPOAHOCEPCKUM LIEHTPaMm
3aMHTepecoBaTbCA U MOCTaBUTb NECEHHYH MOHO-
onepy «OTpaxkeHne» Ha cnyxxby OTeuecTBy, OTKPbITb
KapenbCKMM apTucTaM 3CTpaZHble U akagemMunye-
CKue cueHbl Poccum.

B cambIx nyyLlimnx Tpaanumax pycckoro My3bikanb-
HOrO MCKYCCTBa CO3JaH 3TOT CnekTakab. B uem-to
ONbIT KapesabCKUX My3blKaHTOB 6/IM30K K TaKOMY IB-
NEHNIO COBPEMEHHOCTH, Kak «TeaTp MeCHM», KOTOpPbIN
N3BeCTeH B CBA3M € TBOpYecTBOM EneHbl Kambypo-
Boi, Hagexabl babknHol. Ha Halw B3rasg, aBTopckoe
Ha3BaHuWe «OTpaxkeHne» MOXeT HbITb JOMOJHEHO:
«o npoyTteHnn B.A. laBpunnHa», NOTOMY YUTO B Crek-
Tak/e OLLyLLIaeTca BAMAHNE BOKabHOTO Lukna Bane-
pua AnekcaHapoBuya «BoeHHble MMcbMa» — 3TOro
CUbHENLLEro My3blkasbHOro Npon3BeAeHns o Be-
nnkon OTeuecTBeHHOM BoiHe. He Tonbko oaHa
M3 rNaBHbIX TeEM — TeMa NUCEM U MpsMble LuTaThbl
neceH (nx Heckonbko: N26, N27, N210) cBsi3bIBatOT-
MOHooOnepy ¢ TBopyectsom B.A. [aBpuanHa, HO, BO3-
MO>HO, 1 HanpaB/ieHue, B KOTOpoM GopmumpyeTcs
WNHCTPYMEHTa/bHbIN CTUAb cnekTakna. Ho, B Liesnom
«OTpaxeHne» npeacraBaseT cobol opuUrmHanbHyo
MOHoOMepy.

Co/nCT B 3TOM NeCeHHOM CreKTake, AeiCTBUTEb-
HO, OAWMH — 3TO XeHCKWM ronoc. OH 3ByYMnT B AMa-
nore n ayate ¢ dopTennaHo 1 HebobLLIMMU UHTEP-
mMeanamm uteyoB. OTMETUM UCKAKOYNTENBHO BaX-
HYH POJib MHCTPYMEHTa/NbHOW COCTaBAAOLEN,
0 KOTOPOW NOAPOBHee — uyTb No3xe. leposamu gel-
CTBNA ABAAKOTCA FOHOLLA U AEBYLUKAC NOAYEPKHYTO
MUPHbIMW UMeHaMu Bacunek v Jlnausa. «Bot, cMoTpy,
LBeTbl — OHW pacTyT, Kak bor Benen, N HUKOMY He
MeLLaroT, LBETYT 1 B1aroyxatoT, — YUnUT apxuMaHapuT
NaBpeHTtnin (MocTtHMKOB), — TakK U Mbl AOXKHbI pa-
AoBaTbcA...» [3]. B ocHOBe ctoxeTa — uctopus B3au-
MOOTHOLLEHWI FOHOLINK AeBYLWIKM — A0 / BO Bpems /
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nocne BoliHbl. MOXHO cka3aTb, UTO CrekTakib — MO-
Hoomnepa — CKAajblBAETCA U3 LLECTU CLIEH, B KaXA0M
N3 KOTOPBIXMO TPU HOMepa: BCTPeYa MOOAbIX JH0-
aen (nepeas cueHa: N21-3), nepexxmBaHuna AeByLLKN
Jaxke A0 MblCn O cBagbbe (BTOpas cueHa: N24-6),
npoBoZAbl NtOBMMOro Ha GPOHT (TpeTbs cLeHa: N27-9),
oXuaaHne BCTpeuun ¢ NtobuMbiM (YeTBepTas cLe-
Ha: N210-12), nobesa Haj BparoM LLEHOR XU3HU
roHoww (nataa cueHa: N213-16), cyacTbe feByLUKM
LeHot Ntobeum K toaam (wectasa cueHa: Ne17).

CopepxxaHue cueH obo3HauyeHbl Hamu 0606-
LeHHo. B camoii MOHOOMEpe AO/IXKHbBIM CMbICIOBOM
N Xy[LOXKECTBEHHbIN YPOBEHb AOCTUTIAeTCs BbICO-
KWM KayeCcTBOM MpeACTaB/eHHbIX neceH. Vx aBTo-
pbl — W3BECTHblE N HEU3BECTHbIE LUMPOKOMY KpPY-
ry caywatenei TBOPLbl NOCAEAHEro CTONeTUs oTe-
YECTBEHHOW KyabTypbl. Cpegn KOMNO3UTOPOB —
P. Xosak, M. Togoposckui, [. TyxmaHos, B. MNne-
wak, B. Naspuann,M. bnantep, K. MonvaHos,
2. AptembeB, M. Tapueepawnes, A. l'epmaH, KO. Caynb-
ckmin. Cpeam noatoB — J1. ViBaHoBa, I. LLnanvkos,
W. WadepaH, B. MNnewak, B. Jinswwu, A. WynbruHa,
M. lbBoBckmi, b. MactepHak, K. CumoHoB, P. Pox-
JectBeHckui, P. KazakoBa, . MoXeHsH.

BHMMaTeNbHbIV YMTaTeNb 3aMETUT, UTO Cpean ne-
PEUYNCNEHHBIX My3blIKaHTOB Y MO3TOB — MpeACTaBu-
Te/IN Pa3HbIX CTUEN N HanpaBaeHWN... Kak MOXHO
COBMECTUTb MX TBOPYECTBO B O4HOM Npon3Beje-
HUW, B OAHOM CtoXeTe?

OkasblBaeTCs, 3TO He TOJbKO BO3MOXHO, HO
N ApamMaTyprmnyecks BepHO ANA pelueHns 3aja-
UM, NOCTABNEHHOM aBTOPaMM MOHOOMEPbI: NpPU
pa3nvumMm TBOPYECKUX NMOYEPKOB BbIABUTbL 06-
Liee MMPOBO33peHUNE, 0OBbEANHUTL NNYHOCTHU
B HapoZ, Kak 3TO Aefann BeNvKue npesLlectBeH-
HUKWN — aBTopbl pycckux onep M.U. InnHka,
M.M. Mycoprckuni, M.W. YaiikoBckunin. 3ta cobopHas
naes onpeaensetr 0CoObeHHOe cofepKaHNe He TONbKO
MoHoonepsbl "OTpaxeHune", HO PyCcCcKoM 3CTpagHoON
necHn XX Beka, kak xaHpa 3noxu. O kakux cTuaax
naet peub?

Komnosutop Banepuii AnekcaHgposuu laBpu-
JIVH TOBOPWA O ABYX MEeCEHHbIX HanpaBAeHNAX —
LepPEBEHCKOM U FTOPOACKOM, KOTOpPble B ero
TBOPYECTBE COEAVHWINCH B EAUHBIV XXaHP — 3CTPaj-
Hyro necHto [2]. Mpogonxasa Mbicab B.A. FaBpu-
NIVHa, 3aa4MMCsA BOMPOCOM 06 MCTOKax U Lensx
PYCCKOW 3CTPajHOM, MacCOBOW, COBETCKOWN MeCHU
XX Beka. KakoBbl MCTOKWM N LEeAn 3TOro My3bl-
KanbHOro >aHpa? lNouemy pycckaa 3cTpagHas
necHa XX Beka BOBJieKNa B KPYr UCMOJNHEHUSA

npodeccuoHanbHbIX akageMnyecknx neBLOB,
npesoCTaBAsiS UM paBHOLEHHbIN (!) BbIGOp
MEXXAY >XM3HbIO Ha 3CTPaje M Ha KJacCMYeckow cLe-
He? Kak Mor Takol NpoCToi XaHp oTBeYaTb MUPO-
BO33pPEHYECKNM BbI30BaM 3MoxXu?

M3BecTHO, UTo CHepoit MHTEPECOB MY3bIKaHTOB
necHs 6blna BCcerga, HoO B NocaefHee CTONeTUE Ha-
Wer MCTOPUM OHa BCTana, HX MHOFO HW Masno,
BO I/1aBY My3blKa/lbHOW KyJIbTypbl — BOT UTO BaXHO.
OcobeHHO OCTPO MecHs okasanacb BOCTpeboBaH-
HOW nocne peBoaroLMK. He NOTOMY M 3TO Npou-
30LWJ10, UTO AN5 TPAAVLIMOHHBIX, BCerga ObIBLUMNX
byHAAMEHTOM MYy3bIKalbHOW KyNbTypbl CTUAEBbIX
HanpaB/JeHNA — AyXOBHOIO, CBETCKOrO, HAPOAHO-
FO — HacCTyMWIu CJIOXHble BPEMEHa. 3TV KOPEHHbIe
My3blKa/bHble pycia NOTEPS/IN CBOK CaMOCTOSATE b-
HOCTb: lyXOBHOE — 0Ka3aJ0Cb FOHMMO BMeCTEe C Be-
PYHOLLMMY, CBETCKOE — BCTaJio Ha rpaHb MCYE3HO-
BEHMWS BMeCTe C UMNEPCKUM CTUIEM U SMUTpaLMEN,
HapoAHoe — 6bI0 MNLWEHO NOUBbI C YHUUTOXEHW-
eM KpecTbsHCTBa. Ho AyxoBHble TpeboBaHWS XU3HN
«YyesoBeKa 1 YenoBeyeckmx Mace» [4] He USMeHNAUChH
C pa3MbiBaHMEM KOPEHHbIX My3blKaibHbIX CTUEN
N CaMUX XU3HEHHbIX ycToeB. Xaxza MOAUTBbI
[0/KHa 6blna 6bITb yTONEHA — HO YeM? ABNeHUAM
KU3HW 1 CMePTH JIK0AMN JONXKHBI BblN COpasoBaTh-
€S M cocTpajaTtb — Ho Kak? MNepexuBaHusa npe-
KpacHOro B Mupe A0JXKHO Hbl10 NOAYyUYNTb Bblpa-
>KeHWe — Ho Kakoe?

CknagblBaeTCs BNeYaTNEHWE, UTO pyccKas 3CTPaj-
Has MecHsl COBETCKOrO BPeMeHU 1 06beauHMAa TpU
FNaBHbIX HanpaBAeHWS My3blKasbHOM XW3HW. Mec-
HS 3ByYasa sl BCEX U A KaXAO0ro C LUMPOKOW
3CTpajbl ¥ NPUHsAIA Ha cebsl, HaCKOAbKO 3TO BblO
BO3MOXHO, QYHKLNN AYXOBHOW, CBETCKOM, HAPOA-
HoW KynbTyp. OHa CTana MONMTBOMW, KONbIGEeNbHOMW,
TPYAOBOW, MONOAELKOW, IMPUUYECKON, AETCKOM
WUT.A. — B PYCCKOM 3CTPasHOM necHe XX Beka MOX-
HO HaWTW Bce. B 3TOM ee cuna n orpoMHoe 3Haue-
HWe. DCTpagHas NecHs oneBasa BCe BaXHble 3Tanbl
YesIOBeYECKOW XM3HU, KaK HeKorja necHs Hapos-
Has. OHa 30pKO Hanpas/sia AYXOBHYH XMW3Hb
B HY>XHOE MOpaJ/IbHO-HPaBCTBEHHOE PYCNO, KaK Koraa-
TO 3TO Agenana 6orocnyxebHaa rumHorpadpus. Ha-
KOHeL, oHa dopmMMpoBana KyabTypy TPyZa v OTAbIXa,
3a UTO paHblUEe OTBEYa/IM CBETCKME KaHpPbl.

«HaM, KoMMno3uTopam, He HY>KHO 3CTETCTBOBATb,
He HY>XHO pyraTb NMeCceHHOCTb, — NuLleT Banepuii
AnekcaHapoBuy MaBpuanH, — n6o B 3TUX UHTOHA-
LMAX 3aNporpaMMnpPOBaH ONpeaeseHHbI CTPOW
UYBCTB, POXAEHHbIX UCTOpUEN. Mbl He Bnpase

OT HEro OTMNMXMBATbLCSA, T.K. OH XMBET U ByaeT XnTb
£,0Ar0, 1 661710 6bI HONBLIMM MPOMaxOM He 3aneyat-
NeTb ero B NPOu3BefeHMAX BbICOKOTO UCKyccTBa» [2].
JDcTpagHaa necHs — Ta, KOTopas NpejcTaBieHa B MOHO-
onepe «OTpaxeHne», ABAAETCA NPON3BeAEHNEM
BbICOKOro nckyccrsa! Kak nHaye MOXHO OLEHUTb
necHU ns KMHodMAbMOoB «CeMHaaLaTh MITHOBEHWUN
BeCHbl», «Odunuepbl» 1 Ap., NeCHN U3 penepTyapa
AHHbI TepmaH, Mlocnda Kob3oHa, EneHbl Kambypo-
Boi, Mapuu MaxomeHko u ap.?

Ho BepHemcs K gpamatyprum cnektakna «OTpa-
KEeHWe», B KOTOPOM, Kak y>e Bblio cka3aHO, NecHM
BbICTPOEHbI TakMM 06pa3oM, UTO U3MEHEHME NO-
CneAoBaTeNbHOCTY, Kak Hanpvmep B NporpammMe
KOHLepTa, HeBO3MOXHO. CLieHbl MOHOOMNEPbI MO-
CTPOEHbI, C OAHOM CTOPOHbI, MOAOOHO OAHa APYroi.
Hanpumep, KonMyecTBO HOMEPOB B CLieHe OAM-
HaKoBO — TPW HOMePa, CPEAN HUX U KYyNbMU-
Haluwus: B NepBoOl cLieHe — 3TO TaHro «Puo-Puta»
(N92), BOo BTOpOW — necHs «B geHb cBagbbbl» (N26)
n 1.4. C Apyror CTOPOHbI, BCE CLEHbI ABUXYTCA
K 06LLeN KybMUHaLMK B NATOM cleHe,rae «Mnau-
Cyxonnsc» (N213) nepexoaut B Bokanns (N214), chos-
HO repoviHa TepseT Aap peun. Moaxos K KyAbMyHaLmMm
BbINOJIHEH ObpalLeHMeM KO BCEM BO3MOXHbIM Cpej-
CTBaM OMepPHOW BbIPA3NTENILHOCTU — C/IOBY, My3blKe
1 gpame. Hanpumep, B NepBbIX TPEX CLIEHAX MY>KCKOM
roJ10C 3a CLEeHON YMTaeT TekCT oT anua Bacunbka,
a B MOC/IEHUX TPEX CLIEHaX — 3BYUMUT XXEHCKUM ro-
JIOC ¥ TEKCT «nucem» JInanm, KOCBEHHO CBUAETENbCT-
BYs O rmbenn toHOWM — ero rosioca 6oblue HeT;
B MepBOI YacTu cnekTakas 3ByyaT necHu nog dop-
TENWaHo C aKL,eHTOM Ha TaHLleBa/IbHbI/ XapaKkTep
MY3bIKM, @ UeM BanKe K KylbMUHaLUM B NATON cLe-
He, TeM Honblue Yy XXEHCKOrO rosioca HOMepPOB COJlb-
HbIX, PaCNeBHOrO MeOAMYECKOro XxapakTepa v T.4.

MosTnyeckme obpasbl UCMNONHUTENSM YAANOCh
nosobpaTb Takme, KOTopble ByATO OblAN poxae-
Hbl 419 OAHOrO NeceHHOro nociesoBaHus. B anb-
peTTo MOHOOMepPbl 0CO6EHHO BaXHbI 06pa3bl-CUMBO-
Jbl, KOTOPbIe OT MeCHW K NeCHe YCUANBAKOT XxapakTep
OCHOBHOW repoviHu 1 ee cobecegHnKa — HOHOLN,
CBUAETENbCTBYHOT O MEPEXMBAHUAX U CODBbITUAX
NX XU3HW. Hanpumep, yNnoOMUHaHWe «KaauHbI»,
OXBayeHHON cBafebHbIM benbiM LBeTeHneM (N26
«B peHb cBaabbbI»), BykBaNbHO Yepes HECKOJIbKO HO-
MepOB OHa NpeBpaLlaeTcs B paHEeHYH KPacCHbI-
MU naogamn «pabuHy» (NQ9 «3atolika»); KapTuHa-
onucaHue «bexan 3arowka no 6eny cHery...» u3
TOro e AeBATOro Homepa HykBasbHO Cpasy e, B
cnesytoLLeM JecATOM HOMEepPE, 3aMEHAETCA OXMAAHW-
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€M «BEPHUCb XOTb C NOAKYCTVKA, Aa CEPbIM 3atOLLKOM»
(N210 «lMouTtanboHka») n ap. TeKCTbl NeceH, BoLlea-
LUNX B CMEKTaK/b, HaMMcaHbl X aBTOpamMn — COBET-
CKMMW MO3TaMU B AMaore C PycCKOW Knaccuyeckon
NutepaTtypol, ee obpasamum 1 cMmbiciamu. Kakas cuna
YYBCTBYETCA B TakON NpeeMcTBeHHOCTW!

B cBA3m ¢ kynbTypoin XX Beka Takoro poga onopa
Ha TPaAMLMIO, C y3HaBaeMOCTbHO Y AOMOJHEHHOCTbIO
NepBOMCTOYHMKA aBTOPCKUM B3rA40M, onpese-
NAeTCA NOHATMEM «MOCTMOAepH». BoT kak roBopuT
06 3TOM siBNeHUKN pexunccep Pyctam Xamaamos:
«Cn0BO "NOCTMOAEPH", KOTOPOE ceryac CTano Xo-
[AOBbIM, HAa CaMOM Jefe CyLWeCcTBYeT y>Xe AaBHO.
DTO KayecTBO, Npexae Bcero, 60bLION BHYTPEH-
HeWn Ky/NbTypbl YenoBeka <...> [MocTMoAepH BKKO-
yaeT B cebs, npexae Bcero, OrpoMHoOe KOJM4eCcTBO
pa3HON KyabTypbl <...> [MOCTMOAEPH — 3TO, Npexae
BCEro, cTapble Be/MYECTBEHHbIE PYWHBbI, U3 KOTOPbIX
Tbl 6epellb MO KMPMMUUKY U CTPOULLL CBOE 34aHMUe.
OHO MHOTOC/N0HOE, OHO MHOro3HauHoe. Korga uum-
Taelb, NpeanonoXmm, Nnposy bpoakoro, a BUxXy,
UTO OH YUTaN, 51 BUXKY Te CaMble UCTOKM, i YT 3TU e
KHUWTW, U MHE 3TO NPUATHO. 3TO U eCTb BO3AYLUHbIE NYTU.
JTroamn AOMKHbBI 3HATb, OTKYAa OHW NPULLAN <...>» [6].

PaccyxaaTb O TEPMUHONOMMM SIBAEHWI UCKYCCTBA
XX Beka He BXOAWT B HalUW 3ajauyun, HO ABe Npo-
TUBOMOJIOXHbIE BOJIHbI: «<MOAEpPHa», Kak OTMEHbI
CTaporo, U NPUBHECEHNSI HEOBLIYHOTO, TO/ILKO Obl
OHO He Obl/I0 MOX0Xe Ha NpeXxHee TpajuLMOHHOE
NCKYCCTBO, M «MOCTMOAEpPHa», Kak cBoeobpasHoro
BO3BpaLLEeHWNs K TpaguLMK, KOrAa BapuaHT nokasaH
TaK, UTobbl OblN Y3HaH ero nepBoobpas, — OTMETUTb
ctouT. Tem bonee, UTO 3TO HaNPAMYHO KacaeTcs Co-
yYeTaHUs MeNOANN N MHCTPYMEHTaNbHOW NapTum
B MeCHAX MOHO-onepbl «OTpaxeHune».

VicnonHuTeNbHULLE TNTaBHOW N € AVHCTBEHHOM BO-
KaJbHOW NapTum cnekTakaa VpuHe MNonosow npw-
HaANeXnUT caMa naes cnektakas, ob 3Tom 6bia10
cKaszaHo. [MpMpOAHbIN roN0C N MacTepckoe BAa-
AeHve um nossonset VipuHe packpbiTe My3blKaib-
Hble KpacKu XW3HU OT MHTOHWPOBAHHOW pe4n
[0 pycckoro 6enbkaHTo, OT Mjaya 4o pacneBa v T.4.
[na neBuUbl, KaxeTcs, HET HUYEero HEBO3MOXHOTO.
BoraTcTBO ronoca v eCcTecTBEHHOCTb €ro 3By4YaHus
3acTaBnseT 3abbiThb CyllecTBytolLlee B npodeccno-
Ha/IbHOWM Ccpesie pasjeneHne Ha HapOAHYH 1 aka-
AEMNYECKYH MOCTaHOBKY, MOTOMY YTO 3By4YaHue
ronoca VipuHel npnobpeTtaeT cratyc obLieyenoseye-
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cKoro, 6113Koro kaxgomy caylatento. Mpodeccmo-
Ha/ibHble KayecTBa NCMONHUTENbHNLbI MOJHOCTbIO
noajep>kaHbl ee KoAneramm 1 coaBTopamMmm MOHO-
onepbl — MUAHWCTOM, KOMMNO3UTOPOM AHaToanem
ManaeBbiM 1 pexunccepom Anekceem LLlanaesbim.
Ha nHCTpyMeHTanbHOM ANHUKN CNEeKTaks B peLle-
HUW 1 ncnonHeHUn AHatonus ManaeBa HeobxoamM-
MO OCTaHOBWTbLCS CNeLnanbHO.

Komnosutopy 1 nnaHucty AHatoauto lNanaesy
yAaetcs co3gatb GOpPTENMaHHbIN «MOPTPET» KaXKA0W
MecHW W, BMecTe C TeM, BbICTPOUTb eANHYH IMHUIO
MY3bIKaNbHOTO Pa3BUTWSA, HEMPEPLIBHYHO — OT MECHU
K MecHe, KaK «OT cepgua K cepauy» [1]. Kak ato Bo3-
MOXHO? CriekTak/lb MOCTPOEH Ha NecHAxX bonee nau
MeHee V3BECTHbIX, HO YTO OCTai0Ch OT HUX, @ UTO ObIIo
n3meHeHo? OcTanncb MeNOANN — 3TO HEM3MEHHOE
NMLLO NeCcHNU, Menogmnmn yaHasaembl! Ho dakTypHble,
a 3a4acTyto M rapMOHMYECKME, PUTMUYECKMNE, <OAEXK-
Abl» — abCoONOTHO 3aHOBO «MOLUNTLI» KOMMO3M-
TOpCKOM ¢daHTa3nen nnmaHucTa-nmnposmsaropal
B aTOoM, NpeacTaBnfeTcs Ham, cekpeT akTyasbHOro
3BYy4YaHuA crnekTakaa. Menoaumn 3 NpoLuaoro Beka
(XX Bek Afia Hac y>ke NpoLbli) 3ByYaT CBEXO,
Kak 6yATO TO/IbKO UTO BbIWAW U3-No4 nepa. Mpu-
YMHa — B CTENEHWU WHAWBUAYANbHOIO peLlueHuns
LUTMPYEMOTro My3blKaJlbHOrO MaTepuana, Kotopas
3acTaBAseT 3agymMaTbCA 06 OPUTMHANBHOCTM MOHO-
onepsbl «OTpaxkeHue». LntnpoBaHmne, kKak OCHOB-
HOW KOMMO3MTOPCKNUIA NPUEM, HAaCTONbKO Nepeoc-
MbiCaieH B 0biactn dopTenmnaHHOro nNpouTeHus,
UTO BO3HMKAET HEOOXOAMMOCTb Y3HaBaHMWs, NPUNo-
MWHaHWA NeCHN — 3HaKoMas MesoAMsA CTaHOBUTCA
HoBoli! Takaa cTeneHb UHAMBUAYANbHOIO NpoYTe-
HVA faeT KOMMNO3UTOPY U MUaHUCTY AHaTOAMIO
ManaeBy onpefeneHHyo cTerneHb aBTOPCTBA.

HeT comHeHunn B TOM, UTO cnekTakab «OTpaxe-
Hue» byaeT BocTpeboBaH cayllaTeNsIMn Ha LieH-
TpaibHbIX cLeHax Hawero OTteyecTBa. bbio 6bl
3aMeyaTeNbHO cAenaTtb apaH>XMPOBKY A8 ronoca
1 cMMPOHNYECKOrO OpKecTpa. 3TO BO3MOXHO B CBfA-
31 C 3a/10XXEHHbBIM B CAMOM MPOU3BEAEHNN XyA0-
>KECTBEHHbIM MOTEHLMANOM, YPOBHEM NOAauUN rnaB-
HOW TeMbl crieKkTakns — nbBu K PoanHe, akTy-
aNbHOM BO BCe BpPEMEHa A/ BCeX MOKONEHN
pycckux ntogein. C noxenaHMeM LWNPOKOro TBOP-
yeckoro nytTm cnektakao «OTpaxeHue», ero
aBTOpam n ncnosHuTenam!

®OTOTPAGUNIN

Crp. 123 — 3acnyxxeHHas aptuctka Kapesauu, conucr-
ka HaunoHanbHoro aHcambnsa necHu u TaHua Kape-
nun «KaHtene» MipmHa MNMonosa Ha aduLle KOHLEPTHOM
nporpammbl «OTpaxeHne»

Ctp. 122 (BHM3Y) — npenogaBatesb [leTpo3aBoACKon
rocyAapcTBeHHON KoHcepBaTopun nmeHn AK. Tnasy-
HOBa, KOHLePTMPYIOLLMIA MMaHUCT, KOMMNO3MTOP, aB-

TOP apaHXWPOBOK AN Pa3IYHbIX UHCTPYMEHTa b-
HbIX aHCambel, cMMGOHMYECKOro OpKecTpa, OpKecTpa
PYCCKMX HAPOAHbIX MHCTPYMeHTOB AHaTonuni MNanaes

. CTp. 122 (BBEpXy) — 3acNy>KeHHbIN PabOTHUK Ky/bTy-
pbl Pecnybavkn Kapenus, pexwuccep npenogasatesb
Kapenbckoro konneaxa KynbTypbl U UCKYCCTB, CLeHa-
puct n pexxuccep Anekceii LLlanaes
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