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AT THE GENRE FRONTLINE OF THE NEW TIME
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Summary: The focus of the article is the spiritual com-
positions of Italian composer Cristofaro Caresana, whose
work expressed the fading culture of the Renaissance in
the upcoming and already developing Baroque. The beau-
ty of the soloists’ ensemble singing in Caresana’s music
attracts listeners; in his works, there are no choirs with
monumental parts, each of which could consist of ten or
more choristers during his time. His music is transpar-
ent and light with the achievement of the Renaissance,
namely the imitative technique. Imitations are repetitions
of short melodic phrases, passing from voice to voice. In
the early Renaissance, only performers of secular songs
used them. However, they became the centrepiece of
spiritual compositions in the late Renaissance.

In addition to ensemble singing and the imitative
development of musical thought, Cristofaro Caresana’s

CANTATA-SUITE:

TARANTELLA (1673), ViGIL (1674)

I would like to begin by expressing my gratitude
to Nikolai Bulchuk, the editor-in-chief of Radio Ra-
donezh, for introducing me to the music by Cristo-
faro Caresana. It was Nikolai Bulchuk who suggested
preparing a program about the Christmas cantatas
by an ltalian composer of the New Age, not well-
known to a wide audience. The name of Cristofa-
ro Caresana turned out to be almost unknown to
musicians. It became apparent that his works had
been kept in the Archives of the Hieronymite Or-
der in Naples for three centuries (the 18th, 19th,
and 20th centuries) [6]. The composer’'s music was
brought to light just over thirty years ago by Anto-
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Christmas cantatas are interesting for the features of sec-
ular instrumental genres, which are considered charac-
teristic of the Baroque era. The article could have been
called differently: vocal origins of instrumental genres
or spiritual origins of secular genres. The first phenom-
enon testifies to the fact that vocal genres were a labo-
ratory of instrumental music. It is no coincidence that an
instrumental melody was called a “textless tune” in one
of the first treatises on secular music (Johannes de Gro-
cheio, Ars musicae, 1300). The other phenomenon, the
fusion of the spiritual and the secular, is manifested not
only in the dramaturgy of the cantatas, but also in their
content. Thus, Cristofaro Caresana’s Christmas cantatas
testify to a man of the New Age, who, it seems, is moving
further and further away from the truths of Christianity.

nio Florio, the conductor of the Cappella della Pi-
eta de’ Turchini (today the ensemble is called the
Cappella Neapolitana)’. Since the 1990s, the musi-
cians of the Cappella have recorded six Christmas
cantatas by Cristofaro Caresana, which will be dis-
cussed in our program [8, 9, 10].

Let us list these cantatas: Pastorale (1670), Taran-
tella (1673), Caccia del bull or The Bull Hunt (1674),
The Demon, the Angel and the Three Shepherds
(1674), The Vigil (1974), The Adoration of the Magi
(1676). Some of the titles make one wonder, don't

1. The Cappella della Pieta de” Turchini ensemble: Maria Grazia
Schiavo (soprano); Valentina Variale (soprano); Filippo Minezza
(countertenor); Giuseppe De Vittorio (tenor); Rosario Totaro
(tenor); Giuseppe Naviglio (bass). Ensemble, conductor: by
Antonio Florio.

they? For example, what does Tarantella or Span-
ish Bullfight have to do with the Nativity of Christ?
Before turning to the content of the cantatas, let
us say a few words about their creator, compos-
er Cristofaro Caresana. Italian musicologist Dinko
Fabris, the author of the annotation to the record-
ing of the Christmas Cantatas, writes: “Along with
the better-known Francesco Provenzale, Cristofa-
ro Caresana was one of the most significant com-
posers working in Naples before the appearance
of Alessandro Scarlatti” [6]. The circle of compos-
ers in which Caresana’s name is inscribed testifies
to the generation of musicians of the second half
of the 17th century, that is, those composers who
prepared the era of opera seria [2].

Theatre indeed influenced Caresana’s work. In
his youth, he was an actor in the Febe Armoniche
troupe. The troupe toured throughout Italy, and
thus, Cristofaro Caresana found himself in Naples,
the city where he would spend most of his life. It
is known that Febe Armoniche brilliantly present-
ed Claudio Monteverdi's last opera, The Corona-
tion of Poppea [10], in Naples in 1651. Dinko Fabris
writes that Cristofaro Caresana studied music in
Venice. In this case, his immediate teachers could
have been students of Claudio Monteverdi, one of
the founders of the opera genre, and the compos-
er could have learned all the subtleties of the op-
eratic "excited style” almost first-hand.

Speaking about Venice, Fabris specifies only the
names of Cristofaro Caresana’s classmates — his
brother Andrea and the famous organist and op-
era composer, Pietro Ziani. Nothing is known about
Caresana'’s origins and parents. However, there is, in
my opinion, a direction of research that could yield
results over time. This refers to the origin of the mu-
sician’s surname. As is known, surnames were often
determined by the name of a person’s homeland.
In the case of “Caresana”, it has already been in-
vestigated, however, it was connected with another
representative of the family, who lived almost two
centuries earlier. We are talking about, no more and
no less, one of the builders of the Moscow Krem-
lin, Aloisio Fryazin or, as Italian historians have es-
tablished his exact name, Aloisio Caresana. Here is
what is written about him:

“The birthplace of the Kremlin builder should
be recognised as Caresana, a suburb of the large
Piedmontese centre of Vercelli. It was from there
that the feverish construction of the famous Du-
omo Cathedral attracted craftsmen to Milan, who

looked like “Milanese” to the envoys from Moscow.
The Caresana family gave the world not only ‘wall’
craftsmen but also engineers and real architects.
The Caresana family name has been known since
the 14th century, and in the 16th century, the prefix
"de” was added to it, which may indicate belong-
ing to the nobility. Indeed, Giuseppe de Caresana,
the governor of Turin, colonel, fortifier, participant
in the siege of Nice, is known" [4]. It is the north-
ern Italian history of the origin of the family name.
Perhaps the reason for the “absence” of composer
Cristofaro Caresana’s biography lies in his choice
of a professional path, primarily acting, different
from the types of noble service or even the hered-
itary business of the Piedmontese masters. In this
case, one can understand why his origin has sunk
into oblivion. Biographers have yet to restore it.

However, the reason musical creativity disap-
peared from the field of view remains unknown,
since Caresana, as a musician, achieved the highest
results. In Naples, he served as a singer and organ-
ist in the cathedral dedicated to the patron saint of
the city, St. Januarius. Over time, the composer be-
came the master of this Chapel, replacing Frances-
co Provenzale. Moreover, he served as director of
one of the Neapolitan conservatories, namely the
Conservatory of St. Onuphrius2. Note that the main
places of Cristofaro Caresana’s service are dedicat-
ed to early Christian saints, whose memory we also
celebrate; these are the holy martyr Januarius of
Benevento, Puteoli, Naples (April 21 / May 4) and
the Venerable Onuphrius the Great, the Hermit of
Egypt (June 12/25).

Moreover, there is a third place in Naples where
Caresana’s musical abilities were appreciated. He
served as a musician in the Union of Church Com-
munities, Oratorio Filippino or Order of the Hiero-
nymites. The communities were dedicated to Filippo
Neri, a Catholic saint of the 16th century, a contem-
porary of the Jesuit movement. It was in the archive
of this order, according to the composer’s will, that
his work was essentially "buried”.

Dinko Fabris writes that Caresana’s spiritual works
are most fully represented “in the form of 130 man-

2. "The Conservatory of Sant'Onofrio a Capuana dates from 1578
and is credited with its alumni. Niccolo Jommelli, Giovanni
Paisiello, Niccolo Piccinni, and Antonio Sacchini are the four
great names of 18t-century Neapolitan music. Italian Baroque
composer Cristofaro Caresana was the director from 1667 to
1690. The original building still stands across the street on
the north side of the old Vicarage, Tribunal, Hall of Justice of
Naples” [10].
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uscripts” in the archive [6]. From them, the canta-
tas for the Nativity of Christ have been obtained
to date. All of them date back to the 1670s. At my
request, in order to be able to talk about the con-
tent of the works, the text of the Christmas canta-
tas was translated into Russian®. Leonid Kharitonov,
a simultaneous interpreter, Candidate of Philolog-
ical Sciences, Associate Professor of the depart-
ments of the Moscow State Linguistic University,
completed the literary translation. Perhaps, the lis-
tener of Radio Radonezh is already familiar with Le-
onid Kharitonov from the literary translation of the
Confessions of Blessed Augustine into Russian and
other Italian-Russian publications []. Let us return
to the Christmas cantatas.

In terms of content, they can be called didactic,
that is, educational; to convey the truth about Christ
to the performers and listeners was the task of the
composer, who was probably also the author of the
texts. The idea of the authorship of both works is
suggested, for instance, by the verbal expressions
repeated from cantata to cantata, thoughts, accom-
panying the main evangelical theme, and other ex-
amples. In cantatas aimed at different audiences,
the degree, so to speak, of accessibility of under-
standing is different. The Feast of the Nativity is
described simply and plainly in the section of the
work that was prepared for conservatory students.
In other cantatas, the majority of which were com-
posed for professional performers and parishioners
of the cathedral, the events of the Gospel are placed
face to face with the phenomena of modern secu-
lar life. For example, with fortune-telling astrology
and the spectacle of a bullfight in the cantata Bull
Hunt, with a money card game in the cantata Vigil.

As for the musical content, each cantata is char-
acterised by a stylistic connection with the genres
of the New Age — a suite, a concert, or an opera“.
Thus, in the first case, by using fast or slow Nea-
politan songs and dances to express the experi-
ence of the Feast, the composer gives the cantata
a suite-like stylistic shade. At other times, by ar-
ranging a competition between soloists, or soloists
and a choir, or soloists and an orchestra, he recalls
the genre of a concert. Finally, the predominance

3. The author of the article is preparing to publish a book
entitled Christmas Cantatas by Cristofaro Caresana. Libretto.
Scores. Comments.

4. Inthe vocal and instrumental music of the Baroque, the forms
of the “second plan” have been noted by musicologists and
expressed by characteristics as “concert”, “variation”, “sonata”,
"suite”, etc. [5]
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of solo performances with expressive melody and/
or with speech intonation that has just fledged and
acquired a precise musical pitch in the cantata indi-
cates an operatic stylistic reference point. In gener-
al, suite, concert, and operatic features are present
in any cantata; it is all about accents.

The Tarantella from the Christmas Cantata of the
same name, composed in 1673, is one of the most
striking dance accents. The tarantella is known to
be a dance. “lts music was usually improvised; the
multiple repetition of the short rhythmic intonation
of the tarantella had a bewitching, 'hypnotic’ effect
on the listeners and dancers... The tarantella was
popularly considered the only cure for ‘tarantism’
— madness, believed to be caused by the bite of a
tarantula” [1]. Caresana also interprets the dance in
this popular understanding. In the libretto, the ta-
rantula is called “the wicked serpent of hell”, which
had "a nest high in the sky, but fell from that throne”.
The soloists sing about it in alternation with the in-
strumental ensemble in the middle part of the Tar-
antella (Example 1). The singers list in detail what is
happening to the tarantula: it “weeps and sobs”, its
“sting” is no longer dangerous, “a new flame con-
sumes” it, and “the chains on it become heavier”.
After each of the dance periods in the middle part
of the Tarantella, a line is highlighted by repetition,
which contains an important meaning: "<...> Hur-
ray, hurray to eternity! <...> This is how pride disap-
pears! <...> They who has risen up against heaven
will never win! (Example 2) <...> Start dancing the
tarantella again!”. And at the beginning and at the
end of the Tarantella, also alternating, the ensem-
ble sings, calling on everyone to "worship the won-
drous night”: “In the forests, in the valleys, in the
caves, / on hay and in the hut / worship the won-
drous night: / for manna is already flowing in all
the rivers. <...>" (Example 3).

Let us clarify that the rhythmic intonations of the
tarantalla are scattered throughout the turns of the
cantata — ensembles, recitatives, arias. However, the
apotheosis of the dance is a separate turn, a frag-
ment of which has just been performed. In anoth-
er Christmas cantata, called Vigil of 1674, all the
parts are song and dance. It is essentially a suite;
however, it is not an instrumental one, as would
be most familiar to us, but a mixed one — with
the participation of soloists, vocal and instrumen-
tal ensembles. Tarantulas, as is known, lived near
the southern ltalian city of Taranto. And the vigil,
which the composer tells about in the cantata of
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the same name, took place in central Italian Siena.
“Sienese Vigil” was the name of a secular pastime
at the card table, which entered the life of Italian
cities along with Spanish influence. In this canta-
ta, the composer likens the events of the Gospel
to the course of the Ombre card game (the game
of Shadow). Such content of the text is hidden be-
hind the piercing melodic and rhythmic dances and
singing of this cantata.

The dynamics are as follows: from dances (solo
and ensemble bourrée) to a lullaby and then to the
game: “be silent, you, voices of strings and strings
themselves, let the royal Infant sleep a little, quiet
down the singing, begin the game”. So, is the can-
tata aimed at inveterate gamblers considering the
saving Nativity of Christ is explained here in the
language of suits and game techniques? Did the
composer’s educational didactic zeal lead him too
far? The music testifies to the composer’s sincerity;
however, in combination with the text, it gives rise
to bewilderment, to put it mildly. Especially if we
consider that the card game with its four suits is a
desecration of the symbols of Christ’s suffering —
blood, cross, spear, nails (which, as we recall, haunt-
ed the poets of the Silver Age: “Shine and no nails!
It is my and the Sun’s motto!” [3]). The card game
is casting lots: "they divided my garments among
them, and over my vestment, they cast lots” (Psalm
21:19). We will present fragments of each part of
the cantata — dance, song and game, having pre-
viously outlined the content of each of them.

The Borreia dance (that is what it is called in
Spanish) or the Bourrée (in French) begins with the
words about “the prayer of the happiest of women,
who gave birth to the light for the world that is suf-
fering” (borreéia is a prayer!) and calls for “giving our-
selves over to music, songs, and dances, giving free
rein to our hands, voices, legs... to whirl and praise
the born King by jumps and round dances”. Here
the game begins — for now it is a game of words:
“It is not true that it is night, no: / because a bright
light has shone and given birth to the Sun... it is
not true that it is night, no. / The streams of nectar
flow to the born King...". Then the borréia brings to

life in the listener's memory not the direct partici-
pants of the Christmas night — angels, shepherds,
and magi, but ancient characters: “the wheel of for-
tune breaks into arcs that, frozen in delight, create
a lullaby”, “Cupid plays sweet fugues on a golden
harp and weaves tunes on tuned strings”.

The lullaby (we definitely notice it if we listen to
the cantata, and do not confuse it with any other
part) begins like this: “Dormi o ninno, dormi core...”
— "Sleep, baby, sleep, my heart, / close your eyes
to my song; man sleeps, but God is awake, / for the
sake of love, Love does not sleep”. Italian researcher
Dinko Fabris calls the lullaby from the Vigil cantata
“one of the pinnacles of Neapolitan musical Seicen-
to art”. It is difficult to disagree with this. It is a mas-
terpiece of imitative minimalism, sounding either
doomedly short or turning into a point of infinity .

In the finale of the cantata, the beginning of the
New Testament is considered in terms of a game:
“He became a man to defeat hell... entered the game

nou

— was born on earth”, “to help the sinner win, the

"nou

divine King wins everything”, “at first He lost, for

nou

He bet on a man, playing the apple”, “"He plays
alone, steals thousands of victims from Pluto”, “in
His hands, there is the great victorious trump card
— the stronghold of the Cross”, “even though he
dies to see the finality of death at the end of the
game, the bet always wins when its highest trump
card is love”, "applaud, loving hearts, to the cour-
age of the player, since the winner's reward is to
distribute gifts to the viewers"... Of course, such
parallels are alarming. Perhaps Cristofaro Caresa-
na, like Sergei Yesenin during the recent period of
our history when the souls of people were burn-
ing and the whole Fatherland was burning, and the
Church was burning, reached the state of foolish-
ness in his work, and his thoroughly folk song and
dance element is nothing other than a natural “cure
for ‘tarantism’. And the more vividly the words
convey what a person is spared from — from the
tarantula of card games, fortune-telling astrology,
pagan gods, and all other non-Christianity of the

New Time — the more powerful it is...

REFERENCES:

1. Kyuregyan, T.S. “Tarantella”, in Keldysh, Yu.V. (ed.),
Muzykalnaya entsiklopediya [Musical encyclopedia] in
6 vol., 1973-1982, Sovetskaya entsiklopediya: Sovetskij
kompozitor, Moscow, USSR.

84

2. Lutsker, P.V., Susidko I.P. 1998. Italyanskaya opera XVIII
veka [ltalian Opera of the 18" Century], Klassika XXI,
Moscow, Russia, part 1-2.

Mayakovsky, V.V. “An extraordinary adventure that
happened to Vladimir Mayakovsky at the dacha in the
summer. 1920." / Collected Works in 5 vol. 2016. Terra:
Knigovek Book Club, Moscow, Russia, vol. 1.

“New information about Aleviz Fryazin (according to
the latest Italian historiography)” [Novye svedeniya
ob Alevize Fryazine (soglasno novejshej italyanskoj
istoriografii)], Bulletin of the Russian medieval art de-
partment [Vestnik sektora drevnerusskogo iskusstval,
no. 3, pp. 60-70, Gosudarstvennyj institut iskusstvoz-
naniya, Moscow, Russia, 2023.

Stogniy, I.S. 2013. Konnotativnye svojstva muzykalnogo
teksta [Connotative Properties of Musical Text], RAM
im. Gnesinykh, Moscow, Russia.

Fabris Dinko. 2023. Abstract for the audio disc “Cristo-
faro Caresana, Cappella Della Pieta De’ Turchini, An-
tonio Florio — L'’Adoratione De’ Maggi (Glossa, 2010)".
Translated by L. Kharitonov upon request of S. Pav-
lova, manuscript.

7. Yuneeva, E.A. 2021. "History of the Emergence and De-
velopment of Four Ancient Neapolitan Conservatories”
[Istoriya poyavleniya i razvitiya chetyrekh starinnykh
neapolitanskikh konservatorij], Bulletin of the Saratov
Conservatory. Questions of art studies [Vestnik Sara-
tovskoj konservatorii. Voprosy iskusstvoznaniyal, no. 2.

8. Caresana Cristofaro. Per la Nascita del Verbo. La caccia
del toro. La tarantella. La pastorale. // Cappella Della
Pieta De' Turchini, Antonio Florio (Opus 111) Tesori di
Napoli Vol.1, reissued 2007.

9. Caresana Cristofaro. Per la Nascita Del Verbo (Opus
111, 1996), L'Adoratione De’ Maggi (Glossa), 2010.

10. Caresana Cristofaro. L'Adoratione de’ Maggi — 4
Christmas cantatas, Partenope, secular cantata, 2011.
Gaetano Veneziano. Tenebrae, 2011.

11. Salvatore di Giacomo, | quattro antichiconservatorii
musicali di Napoli. mdliii-mdccc, 2 voll.: (i) Il Conserva-
torio di Sant'Onofrio a Capuana e quello di S. M. della
Pieta dei Turchini, Palermo e Milano, Sandron, 1924.

85



DOI: 10.36340/2071-6818-2025-21-1-80-90

CsetniaHa AHaTtosbeBHa [laBnoBa

KaHAMAAT NCKYCCTBOBEAEHUA

JOLEHT

Kadespa NCTOPUM My3bIKU

Poccuinckas akagemMus My3bikn UMEHU THECUHBbIX
e-mail: hymnography@yandex.ru

MockBa, Poccus

ORCID: 0000-0002-1042-0397

POXAECTBEHCKNE KAHTATHI
KPUCTODAPO KAPE3AHbI HA Y)XAHPOBOW
MEPEAOBOW HOBOIO BPEMEHW
(CFONTA, KOHLLEPT, OIEPA)

ArHHomayua: CTaTbs NOCBALLLEHa AYXOBHOMY TBOpYe-
CTBY UTanbAaHckoro komnosutopa Kpncropapo KapesaHa,
KOTOPbIV B rpsiZyLLEM 1 yKe pa3BopauvBatoLemcs bapok-
KO CBUZETE/IbCTBOBA CBOMM TBOPYECTBOM 0O yXOAsLLEN
KynbType Bo3poxaeHuna. 3ByyaHne My3bikn KapesaHa
npuBieKkaeT KPacoTor aHcaMbaeBOro NeHns CoNNCTOB,
B €ro Npoun3BesfeHNAX HEeT XOPOB C MOHYMEHTa/IbHbIMMU
napTuAMK, KaXKaaa Ux KOTOpbIX y>Ke B ero Bpems Mor-
Jla COCTOoATb U3 AecATn 1 6onee XopucToB. Ero My3bika
npo3payHa v nerka JoCTuxXeHneM anoxm BospoxaeHus,
a UMEHHO UMUTALMOHHOW TexHUKOW. Mimutaumm — no-
BTOPEHMA KPaTKMX Menoanyeckmx Gpas, nepexosaime
13 rosioca B ronoc. B paHHem Bo3spoxaeHnn nmu BbiLmn-
Ba/IN TONIbKO UCMONHUTENN CBETCKUX NMeceHoK. B no3a-
HeM — OHW CTaHOBSATCS BO F/1aBy AYXOBHbIX COUMHEHWIA.

Kpome aHcamb1eBOro neHns n MMMUTaLMOHHOTO pas-
BEPTbIBAHUSA MYy3blKasbHOW MbICaMW, POXAeCTBeHCKMNe KaH-

KAHTATA-CIOUTA:

«TAPAHTENNA» (1673), «<BAEHUE» (1674)

HauaTtb 5 xoTena 6bl ¢ 6aarofapHOCTU rNaBHO-
My pegaktopy Pagno PagoHex Hukonato Bragu-
MUPOBUYY BybuyKy 3a 3HaKOMCTBO C MY3bIKOM
Kpuctodapo KapesaHsbl. MiMeHHo Hukonari Bna-
AVIMUPOBUNY NPESNOXNA MOATOTOBUTL Mepesady o
PoxxaecTBeHCKMX KaHTaTaX HEM3BECTHOTO LLUMPOKO-
MY KpYry cayLiatenei utaabsHCKoro KOMnosmTopa
Hosoro BpemeHun. Vima Kpuctopapo KapesaHbl oka-
3a/10Cb MOYTN HE3HAKOMO U My3blkaHTaM. Kak Bbl-
AcHunock, XVIII, XIX, XX Beka — Tpn ctonetnsa ero
COUYMHeHMa xpaHmamcb B Apxuse OpaeHa VlepoHu-
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Tathl Kpuctodapo KapesaHbl MHTepeCHbI YepTamm CBETCKUX
WHCTPYMEHTaNbHbIX XXaHPOB, KOTOPbIE CHUTAKOTCS XapaK-
TepHbIMU AN 3noxu bapokko. MHaue ctaTbs Morna Hasbl-
BAETCA: BOKasIbHblE€ NCTOKM MHCTPYMEHTa/IbHbIX XXaHPOB
WAN AYXOBHbIE UCTOKWU CBETCKMX XXaHpoB. MepBbiit de-
HOMEH CBMAETEeIbCTBYET O TOM, UTO BOKaJbHblE XaHpPb!
66111 nabopatopuer MHCTPYMEeHTaNbHOM My3blkn. He cay-
YaliHO B OZHOM W13 MepBbIX TPAKTAaTOB O CBETCKOMN My3bl-
Ke MHCTpyMeHTaslbHas Menomna Ha3zBaHa «6ecTeKCTOBbIM
Haurpsbiem» (MloaHH ge Mpokero «O My3bike», 1300).
MocneaHWit GeHOMEH — CIMSHUE JyXOBHOTO U CBETCKO-
ro NposBASETCA He TONbKO B ApaMaTypriMm KaHTaT, Ho 1 B
nx cogepkaHunu. Tak PoxgectBeHckne KkaHTaTbl Kpuncto-
dapo KapeszaHbl cBMAETENLCTBYOT O YesoBeke HoBoro
BPEMeHMU, KOTOPbIN, CKNaZblBaeTCcA Takoe npejcraBne-
Hue, BCe Aanee 1 Janee yXoAuT OT UCTUH XPUCTUAHCTBA.

MuTOB B Heanose [6]. V13-nog cnysa My3biky KOM-
nosuTopa 13Baek YyTb bonee TpuALaTH NeT Hasas,
AHTOHMO ®nopuo — aupuxep Kanennol genna MNee-
Ta Aen TypKUHWM (cerogHs aHcambb HasbiBaeTcs Ka-
nenna Heanoautana)'. C 1990-x rofoB My3bIKaHTbI
Kanennbl 3anncann wectb PoxagecTBeHCKUX KaHTaT
Kpuctodapo KapesaHbl, 0 KOTOpbIX U NONAET peyb
B Halwel nepegave [8, 9, 10].

1. CocraB aHcambas «Cappella della Pieta de’ Turchini»: Mapus
I'pauna CkbaBo (conpaHo); BaneHTuHa Bapbane (conpaHo);
®uannno MuHeuua (koHTpaTeHop); Axxy3enne ae Buttopuo
(teHop); Po3apwo ToTapo (teHop); Axxy3enne HaBuabo (6ac).
AHcambb, AvpuXKEp AHTOHWO Propuo.

Mepeuncanm 31n kaHTaThl: MNactopans (1670) Ta-
paHTenna (1673), Kauua 6bika nam OxoTa Ha Hbika
(1674), LlemoH, AHren v Tpu nactyxa (1674), baeHve
(1974), MoknoHeHne Boaxeos. (1676). He npaBga /u,
HeKOTOpble Ha3BaHWA 3aCTaBAANOT 3agyMaTbca. Ha-
npumep, Kakoe otTHoweHune TapaHTenna nav Vc-
naHckas Koppuaa MMeroT K npa3gHuKy Poxaectsa
XpucToBa? Mpexae yem ob6paTnTbCA K coaepka-
HMIO KaHTaT, CKaXeM HeCKOoJIbKO C/10B 06 vx aBTOpE
— komno3suTtope Kpuctodapo KapeszaHa. Vitanban-
cknin My3bikoBeg, AnHko ®abpuc — aBTop aHHOTa-
LMK K 3anmcK PoxxaecTBEHCKMX KaHTaT, MALLET Tak:
«Hapsagy c 6onee nssectHbiM ®paHuecko NposeH-
uane, Kpuctodapo KapesaHa 6bi1 0g4HUM M3 camblix
3HaUMTENbHbIX KOMMNO3MTOPOB, paboTaBlumnx B He-
anose go nossaeHusa AneccaHapo CkapaaTttu» [6].
Kpyr koMno3ntopos, B KOTOPbIN BNucaHo ums Ka-
pe3aHbl, CBUAETE/IbCTBYET O NOKOJAEHMN MY3bIKaHTOB
Il nonoBuHbl XVII BEKA, TO €CTb TEX KOMMO3UTOPAX,
KOTOpble NOArOTOBMIM INOXY Onepbl cepua [2].

TeaTpasbHbIl Cres AeCTBUTENBHO eCTb B TBOP-
yecTtBe Kape3saHbl. B oHOCTW OH HbI1 akTEPOM TPYM-
nbl «®ebn ApmoHunye». Tpynna ractposnpoBana
no Tepputopumn Mtaamm n takmm obpasom Kpucro-
dapo KapesaHa okaszanca B Heanone — ropoge, B
KOTOPOM npolLuna 60abluas YacTb ero XusHu. V13-
BeCTHO, 4To B 1651 rogy «®ebun ApmoHunue» bne-
CTALe npeacTaBuav B Heanone nociesaHow onepy
Knaygmno MoHTteBepamn «KopoHauwus MNonnew» [10].
AnHko ®abpuc nuwert, uto Kpuctodpapo Kapesa-
Ha obyuancs my3bike B BeHeuunn. B takom cayuae
€ro HenoCpeaCTBEHHbIMWU YUNTENIMU MOTAN ObIiTb
yyeHunku Knayano MoHTeBepan —04HOro 13 poso-
Haya/IbHMKOB XaHpa onepbl, N BCe TOHKOCTW onep-
HOro «B3BOJIHOBAHHOIO CTUAA» KOMMO3UTOP MOT
nocTuraTb NOYTU U3 MEPBbIX PYK.

PacckasbiBas o BeHeuwnm ®abpuc yTouHseT ToNb-
KO nmeHa coy4veHunkos Kpnctodapo KapesaHbl — 310
ero pozHown 6pat AHApea 1 3HaMeHWTbIV B ByayLuem
OpraHucT 1 onepHbI komnosuTop Meetpo [3vaxw.
O npouncxoxaeHnn n poantensax KapesaHbl Huue-
ro HemsBecTtHo. Ho ecTb, Ha MO B3rnsg, Hanpas-
NleHVe NMOUCKOB, KOTOPOE MOTJ/IO Bbl CO BpEMEHEM
AaTb pe3ynbTathl. VimeeTca BBMAY NPOUCXOXAEHNE
bamunamm mysbikaHTa. Kak nssectHo, dammamm yacto
onpeAensancb HasBaHNEM Masiol POAVHbI YenoBe-
ka. B cnyuae ¢ «KapesaHa» nmeetcs yxxe npoBefeH-
HOe pacciefoBaHWe, CBA3aHHOE, OLHAKO, C APYrMM
npegcraButeneM GaMmmanm, XMBLLEM NOYTU ABYMS
cToneTmamMu paHee. Peub naeT, HU MHOTO HU Masno,
06 ogHOM K3 cTpouTenen Mockosckoro Kpemns

Anounsno PpasnHe naun, Kak yCTaHOBUAN UTaNbAH-
CKMe NCTOPUKK ero TouHoe nmsa, Anonsmno Kapesa-
He. BOT UTo O HEM MULIYT:

«PoANHOM KpeMieBCKOro CcTpouTens cieayet
npu3Hatb KapesaHy (Caresana), npegmecTtbe Kpyn-
HOro NbEMOHTCKOro ueHTpa Bepuennn. imeHHO
OTTyZa NMXOpajoYvyHoe CTPOUTEbCTBO 3HAMEHN -
Toro KapegpanbHoro cobopa [lyomo, npmsaekano
B MunaH mMacTepoB, KOTOpble A4/19 MOCNaHHWUKOB U3
MockBbl BbIrasiAenn «munaHuamm». Cemelicteo Ka-
pe3aHa fano MUPY He TOJIbKO «CTEHHbIX» MacTepOB,
HO M MHXXEHEPOB, N HacToAWMX apxmntekTopoB.. da-
mununs KapesaHa nssectHa ¢ XIV Beka, a B XVI k Held
fobaBnseTcs NpucTaBka «fAe», YTO MOXET CBUje-
TeNbCTBOBATb O MPUHAANEXHOCTU K ABOPAHCKOMY
cocnosuto. [lencTentensHo, n3BecteH [xy3senne e
KapezaHa — rybepHatop TypuHa, NOAKOBHUK, Gop-
TMPuKaTop, y4acTHMK ocagbl Huuubl» [4]. BoT Takas
CeBepO-UTaNbAHCKasA NCTOPUA NPonCxoXaeHnsa da-
MUANKU. BO3MOXKHO, MprUnHa «OTCyTCTBMA» Brorpa-
dumm komnosunTopa Kpnctopapo KapesaHsl kpoeTcs
B M36paHuM UM npodeccroHanbHOro nyTu — npe-
>KAe BCEro akTepcTsa, - OT/IMYatoLWerocs oT BUA0B
LBOPSAHCKOrO CTY>XKEHNA MW Aadke HAaCNeCTBEHHOTO
Jena NbeMOHCKNX MacTepoB. B 3Tom ciyyae MOXHO
MOHATb, MOYEMY KaHY/0 B JIETy €ro Npouncxoxje-
Hue. brorpadam elle NpeacTonT ero BOCCTaHOBUTB.

Ho nouemy ncuesno n3 noss 3peHns My3blkaib-
HOe TBOPYECTBO, OCTAeTCA HEM3BECTHO, BeAb Kak
My3blkaHT Kape3aHa 2o6uacs caMbix BbICOKUX pe-
3yabTaToB. B Heanone oH cayxun neBuom v opra-
HUCTOM B KadesapanbHOM cobope, NOCBALLEHHOM
nokpoBuTeNto ropoga — ceatomy ManHyaputo. Co
BpemMeHeM KOMMO3UTOop CTasl Marnctpom ston Ka-
nesbl, CMEHVB Ha nocty PpaHyecko NpoBeHuane.
Takke OH UCMOAHAN LOMKHOCTb ANPEKTOPA OLHOM
13 HeanoIMTaHCKMX KOHCEPBATOPUI, @ UMEHHO KOH-
cepBaTopuu cBatoro OHydpusz. ObpaTM BHUMA-
HWe, UTO OCHOBHble MecTa cay>bbl Kpuctodapo
Kape3saHbl NOCBALEHbl PaHHEXPUCTMAHCKUM CBA-
TbIM, NaMATb KOTOPbIX OTMEYaeM 1 Mbl € Bamu — 310
cBAWeHHOMYy4YeHVK VaHHyapuii beHeBeHTUICKMIA,
Myteonbckuii, Heanonbckuii (21 anpens / 4 mas) u

2. «KoHcepsatopusa CaHT'OHodpuo a KanyaHa gatupyetca 1578
rofloM 1 CYUTAETCA ero BbIMyCKHUKOM. Hukkono Jxxommen-
v, AxxoaHHm Maunsnenno, Hukkono MuYymHHn, n AHTOHNO
CaKKWHW, YeTbipe BEVKUX UMEHW B HEarnoIMTaHCKOW My3bl-
ke 18 Beka. Komnosutop ntanbsHckoro bapokko Kpucroda-
po KapesaHa 6b1n gnpektopom ¢ 1667 no 1690 roa. Mepso-
HauasbHOe 3/aHue BCe eLlle CTOUT Yepes Jopory Ha ceBep-
HOMW CTOpOHe cTapoi Bukapwu, TpnbyHana, 3ana npaBocyams
Heanons» [10].
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npenoaobHbii OHydpuiA Bennkunin nyCcTbIHHOXM-
Tenb Ermnetckun (12 /25 noHs).

VI3BecTHO TakXKe TpeTbe MecTo B Heanone, rae
My3blKaJibHble cnocobHocTK KapesaHbl Hbian oue-
HeHbl. OH cny>un My3bikaHToM B O6beanHeHNN
LEPKOBHbIX 06LWNH «OpaTopno PUANNNUHO» UK
«OppeHa NepoHnmuTtoB». OBLLUHBI 6bIAN NOCBSA-
LLeHbl KaTOANYeCcKoMy CBATOMY 16 Beka — pOBECHM-
Ky ABVXKeHWA nesyntos — duannno Hepw. B apxuse
MMEHHO 3TOro OpJAeHa 1 oKa3anocCb, XOTA U NO 3a-
BELLAHMIO KOMMO3MUTOPA, HO B CYLLLHOCTU, MOXOPO-
HEHO ero TBOPYeCTBO.

AnHko ®abpuc nuwer, 4to Hanbonee NOJHO,
«B BuAe 130 pykonuceri» npeacTaBieHbl B apxunBe
AyXOBHble coumHeHuns KapesaHbl [6]. 3 Hux Ha ce-
FOAHALLIHWIA feHb N U3BJeYeHbl KaHTaTbl Ha Poxae-
CTBO XpuctoBo. Bce oHu gatunpytotca 1670 rogamu.
Mo moel npockbe, A/is TOro UTOObI UMETb BO3MOX-
HOCTb FOBOPUTb O COAEPXKAHUM MPOU3BEAEHWIA, TEKCT
POXAECTBEHCKMX KaHTaT Bbl NepeBeseH Ha PyCCcKuii
A3bIk3. Xy[,0XeCTBEHHbIN NepeBos BbiNoAHWA Jle-
oHuA PomaHOBMY XapUTOHOB — NepeBOAYMK-CUH-
XPOHWCT, KaHAMAAT GUAONOTNYECKMX HayK, AOLIEHT
kadeap Mockosckoro [ocyaapcTBeHHOro JINHIBYM-
CTMYEeCKOoro yHuBepcuteta. BoamoxHo, caylatento
paavo PagoHex JleoHna PoMaHOBMY yXe 3HaKOM
Mo XyJ0XeCTBEHHOMY MepeBOAYy Ha PYCCKUMN A3blK
Vicnoeean 6naxxeHHOro ABrycTnHa u Apyrum mta-
NbAHO-PYCCKMM M3aaHuaM []. BepHemcsa k Poxae-
CTBEHCKMM KaHaTaM.

C TOUKM 3peHnsa coAep KaHNa X MOXHO Ha3BaTb
ANAAKTUYECKUMU, TO eCTb Y4ebHbIMM Uan npocee-
TUTENbCKMMU — JIOHECTU 0 UCTIONHUTENEN W CayLla-
Tenel UCTUHY O XpUCTe — BOT 3aZada KOMMNO3nTopa,
KOTOpbIW, BEPOATHO, Bbla 1 aBTOPOM TekcToB. Ha
MbIC/lb 06 O4HOBPEMEHHOM aBTOPCTBE HABOAAT,
HanpvMep, MOBTOPAIOLMECA OT KaHTaTbl K KaHTaTe
CNoBeCHble 060POTbI, COMYTCTBYHOLLME [AaBHON eBaH-
resbCKOn TeMe Mblcan 1 agpyroe. CTeneHb, CKaxeMm
TaK, LOCTYNHOCTY NOHUMaHUsA — B KaHTaTaX, OpUeH-
TMPOBaHHbIX Ha Pa3HyHo ayAUTOPUIO — pa3Has. B Toi
4acTW COYMHEHWA, KOTOPas HamucaHa ANs YYeHu-
KOB KOHcepBaTopuu, o lNpa3gHuke PoxaecTsa ro-
BOPUTCS NMPOCTO U ACHO. B Apyroi — 6onbluel YacTm
KaHTaT, HanucaHHbIX ANA NPodecCcMoHaNbHbIX UC-
noaHUTeNen N NpuxoxaH kadespanbHoro cobopa,
— cobbITA eBaHreNbCckMe OKa3blBarOTCA NOCTaB/EHbI
JNLLOM K INLLY C ABNEHUSMUN COBPEMEHHOW CBETCKOM

3. ToToBuUTCA K NybANKaLMK KHUra aBTopa CTaTbi «PoxxaecTBeH-
ckue kaHTaTbl Kpuctopapo Kapesana. Jinbpetro. Maptutypbl.
KommeHTapum».
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XW3HW. Hanpumep, C ragatenbHol acTpoiorvei un
3penuiuem Koppuabl B kKaHTaTe «OxoTa Ha Bblka»,
C AEHEXHOM Urpoi B KapTbl B KaHTaTe «baeHme».

YT0 KacaeTcs My3bikaabHOrO COAEPXKaHWs, TO A1s
KaXkKZj0M KaHTaTbl OKa3blBaeTCA XapakTepHa CTue-
Bas CBA3b C XXaHpamu HoOBOro BpeMeHu — Ctonton,
KOHLLepTOM 1an onepoii*. Tak, B MepBOM cay4ae,
obnekas nepexwusaHue lNpa3gHrKa B CTpeMUTe N b-
Hble AN MeA/INTENIbHble HearnoAUTaHCKMe NeCcHU
W TaHLbl, KOMNO3UTOP NPUAAET KaHTaTe CHOUTHBbIN
CTUIEeBON OTTEHOK. B Apyroli pas, ycTpaunBas co-
pEBHOBaHME MeXAy CONMUCTaMU, AN CONNCTAMWU U
XOPOM, UAK CONCTaMU N OPKECTPOM, 3acTaBaseT
BCMOMHWTb >KaHp KOoHUepTa. HakoHel, npeobnaga-
HWe B KaHTaTe COJIbHbIX HOMEPOB C BblPa3nTENbHbIM
MEeNoAN3MOM WU/UAN C TONIbKO YTO OMepuBLLIENCa u
npvobpeTLLEel TOYHYHO My3blKalbHYH BbICOTY pe-
YeBOW MHTOHAaLMeEN CBUAETENbCTBYET 06 ONEPHOM
CTUNEBOM OpueHTMpe. B LenomM cromTHOCTb, KOH-
LLlepTHOCTb, ONEPHOCTb NPUCYTCTBYHOT B 1tOOON KaH-
TaTe, BCE Ae/10 B aKLleHTax.

OAWH 13 caMbIX APKMX TaHLLeBa/IbHbIX aKLLEeHTOB
— 370 TapaHTenna n3 og4HOMMEHHOM POXAeCTBEH-
CKOW KaHTaTbl, COunMHeHuns 1673 roga. TapaHTenna,
Kak M3BECTHO, TaHel,. «My3blka ero 06bl4YHO MMMPO-
BM3MPOBasacb; MHOroOKpaTHoOe NOBTOpPEeHMe KpaT-
KO PUTMO-MHTOHALMWN TapaHTeNNbl OKa3blBano
3aBOpaxKuBatolLlee, «rTMMNHOTUYECKOE» AelCTBUNE
Ha caylwaTtenen v TaHuyroWwwmx... B Hapoge TapaH-
Teana cunTanacb eANHCTBEHHbIM CPEACTBOM M3Je-
YeHUs «TapaHTU3Ma» — 6e3yMus, BbI3bIBAEMOTO,
Kak nonaranu, ykycom tapaHtyna» [1]. B Takom Ha-
POAHOM MOHMMaHWK TpakTyeT TaHey, 1 Kape3saHa.
TapaHTyn Ha3biBaeTCs B IMOPETTO «aloBbIM 3Me-
€M HEYECTMBbIM», KOTOPbI UMES «THE3/0 BbICOKO
Ha Hebe, HO HMCNan ¢ Toro npectona». O HeM NotoT
COINCTbI B YepesoBaHMM C UHCTPYMEHTaIbHbIM aH-
cambniem B cpegHen yact TapaHTennsl (Mpumep
1). MeBLbl NOAPOOHO NEPEUNCAAIOT NPOUCXOAsLLEE
C TapaHTY/IOM: OH «Ma4yeT U PbIAAET», «>Kaso» ero
Tenepb He OMacHo, «HOBOE MNiaMsa UcTpebaseT» ero
N <Llenun Ha HeM CTaHOBATCA Taxenee». [ocne kax-
[lOro 13 TaHUEeBalbHbIX NEPUOLOB B CPeAHEN Ya-
cTn TapaHTen/bl Bbije/ieHa NOBTOPEHNEM CTPOKa,
B KOTOPOW COCPEAOTOUEH BaXHbIN CMbIC/: «<...>
[a 3apaBcTByeT, Aa 34paBCTByeT BEYHOCTb! <...>
Bot Tak yxoauT ropgbiHa! <...> OnonumBLuemycs Ha

4. ®opmbl «BTOPOro niaHa» B BOKaNbHOW U MHCTPYMEHTab-
HOW My3blke bapokko My3blkOBeaMu 3aMeyeHbl 1 Bbipaxe-
Hbl OnpeAeneHNAMN <KOHLLePTHOCTb», «BapUaLMOHHOCTb»,
«COHATHOCTb», «CFOUTHOCTb>» 1 Ap. [5].

Heb60, He NnobeanTb BoBek! (Mpumep 2) <...> BHOBb
nyckanTecb B TapaHTeany!». A B Hauasne 1 B KOHUe
TapaHTennbl, Takxe B YepefoBaHUn C aHcambaewm,
noet aHcaMbJ1b, NPU3bIBas BCEX «MOKAOHATLCA Mpe-
AVBHOW HOUM»: «B necax, B foAnHax, B newepax, /
Ha CO/NIOME U B XMXKMHE / MOKJNOHANTECh NMPeanB-
HOW HOouW: / BeZlb BO BCEX peKax y>Ke TeueT MaHHa.
<...>» (Mpuwmep 3).

YTOUHUM, UTO PUTMO-UHTOHaUMK TapaHTaanbl
paccbinaHbl MO BCEM HOMepaM KaHTaTbl — aHCaM-
619M, peumTaTtmBaM, apmam. Ho anodeo3zom TaHua
CTAaHOBUTCA OTZAENbHbIN HOMEP, PparMeHT KOTOPOro
TO/IbKO YTO Npo3BYyYan. B apyroin PoxzaecTBeHCKOM
KaHTaTe, nNoj Ha3BaHuem «baeHne» 1674 roaa, Bce
YyacTu NeceHHO-TaHLeBaNbHble. OTO MO CYyTU HaCTO-
Alas CHOMTa, HO HE MHCTPYMEHTalbHasA — KakK AN
Hac 6b1710 6b1 Hanbosiee NPUBLIYHO, @ CMeLlaHHas
— C y4yacTneM CONIUCTOB, BOKaJIbHbIX N MHCTPYMEH-
TabHbIX aHcaMbael. TapaHTy/ibl, Kak U3BECTHO, BO-
ANANCb 6113 FOXKHOUTaNbAHCKOTO ropoga TapaHTo.
A 6aeHVe, 0 KOTOPOM pacckasblBaeT KOMMO3UTOP B
OZHOWMEHHOW KaHTaTe, COBEpLUanoCh B CpeAHenTa-
NbAHckon CueHe. «baeHrnem no-CreHckm» HasbiBa-
NOCb CBETCKOE BPEMAMNPOBOXAEHME 33 KAPTOUHbIM
CTOJIOM, KOTOPOE BOLUJIO B XW3Hb UTaAbAHCKNX FOPO-
[,0B BMeCTe C UCMaHCKUM BAMSAHWEM. B 3Tol kaHTaTe
KOMMO3MTOp ynozob6aset cobbitna EBaHrenvs xoay
KapTouHOW urpsl B OM6pe (Urpbl B TeHb). VIMeHHO
TaKoro cozep>XaHuna TeKCT CKPbIBAETCA 3@ NPOH3U-
TeNbHbIMW MENOANYHBIMA U PUTMUYHBIMY TaHLLa-
MW 1N NEHMEM 3TOM KaHTaTbl.

[nHamunka BbICTpaMBaeTca Takas: OT TaHUEB
(conbHOW 1 aHcambneBon byppe) K KonblbenbHOW
N fanee K Urpe: «yMOJKHUTE Bbl, r0a0Ca CTPYH U
CTPYHBbI, NYCTb LLapCTBEHHbIN MnageHel, nocnut
HEMHOTO, YTUXHWN NeHNe, HaYHUCb Urpa». YTo xe
noJsly4aeTcs, KaHTaTa HanpaBaeHa Ha 3aaA/bIX Kap-
TEXHWKOB, eC/in cnacutenbHoe Poxaectso Xpucro-
BO OOBACHAETCS 34eCb Ha A3blke MacTen 1 NPUEMOB
nrpbl? He cavwkom v ganeko 3aBesio KOMMNO3UTO-
pa ero NpoCBETUTENbCKOE ANAAKTUYECKOE PBEHME?
My3blka cBUAETENBCTBYET 06 NCKPEHHOCTM aBTOPa,
HO B COYEeTaHUN C TEKCTOM POXAAeT MAFKO roBo-
ps HegoyMeHne. OCobeHHO ecnn yyecTb, YTO Kap-
TOYHas Urpa C ee YeTbipbMsa MacTAMU NpescTaBaseT
coboi nopyraHve CUMBOJIOB CTpajaHuii Xpucra —
KPOBb, KPECT, KOMbe, rBO3AN (KOTOpble, MOMHUTCS,
TakK He gaBanu nokos nostam CepebpsaHHOro Beka
— «CBeTUTb W HUKaKKX reo3aeii! BoT N03yHr Mon U
ConHual» [3]). KapTouHas urpa — 6pocaHue xpe-
6us: «4enaT pu3bl MO Mexay coboto 1 06 ogexze

Moeli 6pocatoT xpebuin» (Mc. 21:19). Mpusesem
bparMeHTbl KaX40M YacTn KaHTaTbl — TaHLeBab-
HOM, MeceHHOWN N UTPOBOM, NpesBapuTeabHO 060-
3HaUMB cofep KaHme KaXxKA0N U3 HUX.

TaHeu bappepa (No-ncnaHckm Tak 3BYyUnUT ero
Ha3BaHue) uan byppe (Mo-dpaHLy3CckM) HauMHa-
€TCA CO C/IOB O «MOJINTBE CYACT/IMBENLLEN U3 XEH,
yTO poAuna CBeT MUpY Aykytolemy» (bappepa —
mosuTeal) n NpusbiBaeT «npeAaTbcs My3blke, nec-
HAM W TaHUaM, AaTb BOJIKO pPyKaM, FoN0Cy, HOraMm...
KPY>XMTbCA U CNAaBUTb B MPbIXKKaX M XOPOBOAAX PO-
avslerocs LUapsa». 3aeck yxxe HaumMHaeTcs urpa, —
noka 3To urpa cnoBamu: «Henpasgaa, UTo HOUb, HeT:
/ BeAb APKNA cBeT Boccusan 1 poann CoNHUE... He-
npaeaa, YTo Houb, HeT. / [loTokamu HekTapa be-
ryT py4bm poamsluemycs Llapro...». lanee bappepa
OXMBAAET B NaMATU CAyLLaTeNs He NPAMbIX y4acT-
HWKOB POXAECTBEHCKOW HOUM — aHTreNoB, NacTyxoB
N BONXBOB, HO @aHTUUHbIX NEePCOHaXen: «Koaeco
bopTyHbl pazbuBaeTca B Ayru, KOTOPbIE, 3aCTbiB B
BOCTOpre, CO3/ar0T KOJbl6eNbKy», «aMyp Ha 30/10-
TOW apde urpaet cnafoCcTHble GYru U NecHb Ha Ha-
CTPOEHHbIX CTPYHaX CnaeTaeT HamneBbl».

Cama KonbibesibHas NecHb, - Mbl ee obs3aTesb-
HO 3aMeTUM, ecn NoC/yLlaeM KaHTaTy, U He nepe-
nyTaem HW C KakOW APYroi YacTbto, - HaUMHaeTCs
Tak: «Dormi o ninno, dormi core...» - «Cnu, ManbiLy,
cnu, Moe cepale, / 3aKpbliBaii rnasa nog Moto nec-
HHO; CNUT YenoBek, Ho 6oapcTeyeT bor, / paan nro6-
BU He cnuT JTioboBb». VITanbsHCKNIM nccnesoBaTenb
[AnHko Pabpunc HasbiBaeT Ko/blbesIbHYH U3 KaHTa-
Tbl «<BaeHMe» «OAHOM 13 BEpPLUNH HEAMOANTAHCKO-
ro My3blkanabHOro nckycctea CenyeHTo». TpyaHo C
3TUM He COrNacuTbCs. 3TO WeAEeBP UMUTALMOHHOO
MWHVMaNN3Ma, 3ByYalLllero To i 0bpeyeHHO KopoT-
KO, TO N CBOPauUMBancCh B TOUKY HECKOHEYHOCTM.

B ¢umHane kaHTaThl Hayano Hosoro 3aseTa pac-
cMaTpuBaeTcsA B NMOHATUAX Urpbl: «OH cTan yeno-
BEKOM, YTO6bl N06eANTb aj... BOLEN B UFPy — Ha
3eme poAMNCa», «4Tob MOMOYb NO6GEeANTb rPeLLHN-
Ky, BbIUFpbIBaeT BCe HOXeCTBEHHbIN Llapb», «BHa-
yane OH npovrpbiBan, OO NOCTaBUA Ha YeNOBeKa,
urpas B 1610k0», «OH UrPaeT B OAMHOUKY, TbiCAYU
epTB y NayToHa noxuwaer», «Ha pykax y Hero Be-
JNNKNN NOBEAOHOCHbBIN KO3bIpb — KpecTa TBepabIHs»,
«XOTb B KOHLLE UIPbl OH YMUPAET, UTOObI yBUAETb
rmbenb cMepTu, HO CTaBKa Bcerga nobexgaaet, Kor-
[ia ee CTapLUMM KO3bIpb — NH06OBb», «pyKOMaeLLmTe,
nobsawme cepaLa, XpabpocTn Urpoka, Besb Harpaja
nobeauntens — pasgatb 3puTeNam Aapbl»... KOHeuHo,
Takve napannenn YypesBblyaliHO HacTOPaXKMBatoT.
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MosxeT 6bITb, Kpnctodpapo KapesaHa — kak B HeaaB-
Hee BpeMs Hawwel nctopum Cepreit EceHuH, koraa
ropenu aywmn ntogein n sce OTeyecTBo ropesno, 1
LlepkoBb ropena, - gowwen B CBOEM TBOpYeCTBe A0
COCTOAHWA FOPOACTBA, N €ro HaCKBO3b HapoAHas —
neceHHO-TaHLUeBabHaa CTUXMNSA eCTb HUYTO MHOE,

KaK eCcTeCTBEHHOe «CPeACTBO U3NeYeHUs «TapaH-
TM3ma». /I oHo Tem 6osee AelicTBEHHO, Yuem bosee
SPKO Bblpa>XeHO B C/IOBaX TO, OT YEro cracaeTcs ye-
NoBeK — OT TapaHTy/a KapTOUYHON Urpbl, ragatesb-
HOIM acTpoNOrnK, A3bIYECKUX BOrOB N BCEFO MHOTO
He XpUCTMaHCcTBa HoBOro BpeMeHu...
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