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Anexcanop Ilacmyxoe
®DATOT B BITOXY BAPOKKO:
OPTAHOAOTUUYECKUN U UCITTIOAHUTEABCKU
ACITEKTBI

MactyxoB O. B. ®@aror B emoxy bapoko: opranosnoriunuii i BUKOHAB-
cbKkmii aciekTH. CTaTTIO MPUCBSYEHO MUTAHHIM B32€EMOJIIT KOHCTPYKTUBHOT €BO-
JIFOIII1 iHCTPYMEHTA 1 pO3BUTKY BUKOHABCTBA Ha (haroti B eroxy bapoko. Ha ocHoBi
y3arajJbHEHHs HAsBHOI 1CTOPHYHOI Ta HAYKOBOI iH(popMallii HaJaHO KOPOTKY Xa-
PAKTEPUCTUKY CTaHy KOMIIO3UTOPCHKOI Ta BUKOHABCHKOI ITPAKTUKU eroxu bapoxo,
TTOB’3aHOT 3 MY3UKOIO s (arotra. BUsSBICHO B3a€MO3B’ 30K MiXK €BOJIOIIIEIO
koHCTpyKuil iHcTpymMenTa X VI-XVII cT., ioro HOBUMH TEXHIYHUMH 1 BUPA3HUMH
MOXKJIMBOCTSIMH, Ta CIUIECKOM YBaru /10 BUKOHaBcTBa Ha (arori. B3aemoszanex-
HICTh OPTaHOJOTIYHOTO 1 BUKOHABCHKOTO aCIEKTiB (paroTHOI MPAKTHKU B €MOXY
Bapoko B crity 6aratoBeKTOpHOCTI HaOyBa€e CUCTEMHOTO i B3aeMOOOYMOBIICHOTO
XapakTepy.

Koarouosi ciioBa: bapoko, Gparot, KOHCTPYKTHBHA SBOJIFOLLIS, BAKOHABCTBO Ha
(aroti, paroTHui penepryap.

IMactyxoB A. B. ®@aror B 3moxy bapokko: opranojornyeckuii u ucmoJ-
HUTeNbCKUH acnekThl. CTaThsl MOCBSIICHA BOMPOCAM B3aMMOJACHCTBHSA KOH-
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CTPYKTHBHOW 3BOJIOLNH MHCTPYMEHTA U PAa3BUTHsI UCIIOIHUTEIBCTBA HA (parore
B onoxy bapokko. Ha ocHoBe 00001mieHus UMeromencss HCTOPUYECKOH 1 Hayd-
HOM uH(pOpMAIMU J1aHa KpaTKas XapaKTepUCTHUKA COCTOSHHS KOMIIO3UTOPCKOM
¥ UCTIONHUTEIBCKON TMPaKTHKH 3M0XH bapokko, CBSI3aHHOW ¢ My3BIKOW s (ha-
rora. BelsiBiieHa B3aMMOCBSI3b MEXKJy SBOJIONMEH KOHCTPYKLIUHM WHCTPYMEHTA
XVI-XVII ct., ero HOBbIMM TEXHMUYECKUMH U BBIPA3UTEIHLHBIMU BO3MOMXKHOCTSI-
MH, U BCIJIECKOM MHTEpeca K UCIIOJIHNTEIbCTBY Ha (arote. B3anmo3aBucUMOCTb
OPraHOJIOrMYECKOT0 M UCTIOIHUTEIBCKOTO aCleKTOB (haroTHOW MPAKTUKHU B SIIOXY
Bapokko B CHITy MHOTOBEKTOPHOCTH IPHOOPETAET CUCTEMHBII 1 B3aMOOOyCIIaB-
JIMBAIOIIHUIT XapakKTep.

KaoueBble ciioBa: bapokko, (haror, KOHCTpYKTHBHAsI IBOJIIOLHSI, UCTIONHH-
TENBCTBO Ha (parote, GparoTHHIN penepTyap.

Pastukhov A. V. Bassoon in the Baroque era: organological and perfor-
mance aspects. The article deals with the interaction of the constructive evolution
of the instrument and the development of bassoon performance in the Baroque era.

The aesthetics of the musical baroque is associated with the search for new
expressive means, realization of which could be ensured by new instruments
with eloquent, rich, expressive sound. One of such instruments is bassoon; it was
during the Baroque era when the bassoon took its shape and the sound image we
know today. Thanks to technical evolution the instrument acquired new artistic
capabilities and new sound quality. A new repertoire was formed; bassoon became
the “hero” of such instrumental genres as sonata and concerto, it was firmly fixed
in the score of the symphony orchestra.

The purpose of the article is to reveal the interconnection between the con-
structive evolution of the instrument and the development of bassoon performance
in the Baroque era.

The object of research is bassoon performance in the Baroque era.

The subject of research is the Baroque bassoon in the organological and per-
formance aspects.

In music science, there are a number of studies devoted to wind instruments,
the most significant of which are works of G. Abadzhyan, V. Apatsky L. Belenov,
V. Berezin, V. Bogdanov, N. Volkov, V. Gromchenko, Yu. Dolzhikov, V. Lebedeyv,
V. Popov, I. Pusheknikov, Yu Usov, and A. Kiziliayev. There are works which focus
on the bassoon, its history, expressive and technical capabilities (G. Abadzhyan,
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V. Apatsky, V. Bubnovich, N. Karaulovsky, S. Levin, V. Leonov, V. Popov, V. Star-
ko, Anthony Baines). There are numerous scientific publications of international
brass performers associations, such as the International Double Reed Society, the
Australian double reed community, the British double reed community, the Japan
bassoon society, the Finnish double reed community.

Around the middle of the 17th century, fundamental changes occurred in the
construction of the bassoon. They were caused by the need to regulate the overall
tuning system of the instrument in such a way that it could participate in joint mu-
sic-making with other instruments, as well as by the desire to make the instrument
more portable.

If we follow the general way of wind instruments improvement, we will see
that at the turn of the 17" and 18" centuries the most characteristic of its tendencies
is the aspiration to chromatize. At the turn of the 16"—17" centuries, in the process
of bassoon chromatization as the result of complication of composer’s creativity,
fundamental changes were made in the design of the instrument: new “chromatic”
holes and valves, as well as fork fingering appeared. It was all connected with the
formation of certain musical and aesthetic needs and developed along with them.

So, the evolution of the bassoon in the Baroque era led to such qualitative
changes in the sound of the instrument as:

— softness of the tone;

— pitch control;

— expansion of the working range;

— great power of sound;

— ease of playing the instrument.

The above-mentioned factors entailed fundamental changes in the compos-
ers’ attitude towards the instrument. The bassoon enters a more complex func-
tional level in the works of various music genres (interlude to the comedy “La
Pellegrina” by Girolamo Bargalia, “Sacrae symphoniae” by Giovanni Gabrieli,
“Messa a 4 voci et Salmi” by C. Monteverdi, “Fantasy for basso continuo” by Bar-
tolome de Selma-i-Salaverde, sonata “La monica” by Philip Friedrich Bodekher,
nine sonatas for solo bassoon and basso continuo by Giovanni Antonio Bertoli,
sonata for two bassoons by Philipp Friedrich Buchner, opera “Il pomo d’oro” by
Antonio Cesti, singspiel “Seelewig” by Sigmund Theophil Staden).

The role of Antonio Vivaldi in the formation of the concerto, including con-
certo for bassoon, is difficult to overestimate, and thirty-nine Vivaldi concertos
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for bassoon are evidence of that. The creative work of Antonio Vivaldi affected
Johann Sebastian Bach, who wrote bassoon parts in his works of different genres.
George Philippe Telemann, Bach’s contemporary, is known for a large number of
pieces with bassoon parts.

Methods Interconnection of organological and performance methods due to
their multi-vector nature acquires a systemic character, requiring a complex study.

Conclusions Constructive changes resulted in the arrival of the bassoon to
a new timbre, figurative-intonational, genre, and performance level. Meanwhile,
there is a linear rather than reciprocal relationship between the above mentioned
levels.

On the one hand, there is a direct dependence in the evolution of bassoon
performance: new constructive features — technical capabilities of the instrument —
more individual timbre character — new expressive possibilities — solo parts — solo
pieces. On the other hand, all this creates new requirements both for the performer
and for the instrument, which brings the situation back to the need for further
search.

The results of this research can be used in further studies devoted to the
history and theory of bassoon performance in the historical, organological and
genre-stylistic directions.

Key words: baroque, bassoon, constructive evolution, bassoon performance,
bassoon repertoire.

Bbapokko 1o npaBy cunTaeTCs BEYIUM CTUIIEM €BPOIEHCKOIO MYy3bI-
KalibHOTo UcKyccTBa X VII Beka. XapakTepHbIMU YEPTaMU MY3bIKaJIbHOTO
bapokko ObUIM MOHYMEHTAJIbHOCTb, MHTOHALMOHHAS BBIPA3UTEIbHOCTD,
JOpamMaTu3M, BbIpaKeHUE CHIBHBIX a(eKToB. ITO 00YCIOBHIO HMHTEpPEC
K HMHCTPYMEHTaM, OONaJaloNMM BBIPA3UTEIHHBIM, HACHIIIEHHBIM, JKC-
[IPECCUBHBIM 3BydaHueM. OIHUM M3 TaKUX MHCTPYMEHTOB cTai (aror;
HWMEHHO B 310Xy bapokko oH mproOpes Ty KOHCTPYKIHIO M TOT 3ByKOBOH
00pa3, KOTOpbIe U3BECTHBI HaM CerofHs. biaromapsi TeXHIHYECKOW SBOIIO-
LMW UTHCTPYMEHT MOJIy4YHII HOBBIE XY/10’KECTBEHHBIE BO3MOKHOCTH X HOBOE
KaueCcTBO 3By4YaHHsl, U3MEHUBIIIEE OTHOIIIEHHE KOMIIO3UTOPOB M CITyIare-
neit k garoty. @opmupyercs HOBBIN (paroTHBINA penepryap; ¢parotr craHo-
BHUTCS «T€pOeM» TaKMX MHCTPYMEHTAJbHBIX KaHpPOB, KaK COHaTa M KOH-
LEPT, IPOYHO 3aKPEIUIIETCA B MAPTUTYPe CUM(POHUYECKOTO OPKECTPa.
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B3anmocBsa3p MexIy KOHCTPYKTHBHBIMHA HM3MEHEHUSMH W HOBBIMH
BBIPA3UTEIbHBIMHA BO3MOXXHOCTSIMUA HHCTPYMEHTA, C OJJHOIM CTOPOHBI, 04e-
BUJIHA, C APYTON CTOPOHBI, HACTOJILKO MHOTOTPaHHA U B3aMMOOOYCIIOBIIE-
Ha, 94TO TPEOyeT OT/IENBHOTO M3YUYEHHUs, KaK TEMAaTHIECKH HAIIPaBIEHHOTO
(opraHonoruueckuii, HCIOIHUTENBCKUM, HHTEPIPETOIOTMYECKUH acTeK-
THI), TAK ¥ KOHTEKCTHOTO.

Leab crarbu — BBISIBUTh B3aMMOCBSI3b KOHCTPYKTUBHOW JBOJFOIHH
MHCTPYMEHTA M Pa3BUTHsI HCIIOJHUTENBCTBA Ha (harote B AMOXy bapokko.
O0BbeKT HnccaenoBaHus — UCITOIHATEILCTBO Ha ¢arote. [Ipeamer — darot
B 310Xy bapokko B OpraHojIorn4eckoM M HCHOJIHUTEIHCKOM acleKTax.

B oreuecTBeHHON My3bIKAJIbHOW HayKe CYLIECTBYET psiji UCCIIEI0BA-
HUI pa3HBIX JIET, MOCBIIMIEHHBIX TYXOBBIM HHCTPYMEHTaM, Haubosee 3Ha-
YUMBIMH U3 KOTOPBIX MPEACTABISIIOTCS TpyAbl 1. Abamksna, B. Anarcko-
ro, JI. benenosa, B. bepe3una, B. bornanosa, H. Bonkosa, B. I'poMueHko,
10. Momxukosa, B. Jlebenesa, B. [lomosa, U. IlymeuynnxoBa, FO. Ycona.
A. KusunsieBa. Kpome Toro, nosiBisitorcst paboThl, T 00bEKTOM Hay4HOTO
BHHMAaHUS CTAHOBHUTCA COOCTBEHHO (DaroT, ero MCTOpHs, BIpa3UTEIbHBIC
u texanueckue BosMokHoctH (I AbamxsH, B. Anarckuii, B. ByOHOBUY,
H. Kapaynosckuii, C. Jlesun, B. Jleonos, B. Ilonos, B. Crapko). Crour
OTMETUTh MHOTOYHUCIIEHHBIE HAyYHBIE IMyOIMKAIINA MEXITyHAPOIHBIX ac-
coLMaNri UCIIOMHUTENICH Ha JyXOBbIX HHCTPYMEHTAaX, TaKUX Kak Interna-
tional double reed society, Australian double reed society, British double
reed society, Japan bassoon society, Finnish double reed society. Psx uc-
CJICZIOBAaHUH TOCBSIIEHB! (aroty B 3M0OXy bapokko, B 4acTHOCTH, ciie-
IyeT OTMEeTuTh auccepranuio A. Kmumsaesa [S] u monorpaduto Antho-
ny Baines [10]. B To ke Bpemsi B3aUMOCBSI3b MEXKIy OPTaHOJIOTHYECKUM
ACTIeKTOM B UCTOPUH Pa3BUTHsI (ParoTHOTO MCIIOJHUTEIBCTBA B AMOXY ba-
POKKO C HOBBIMH MHTOHAIIMOHHBIMH BO3MOXKHOCTSIMH M HOBBIM TEMOPO-
BBIM aMIUTya HHCTPYMEHTa, KOTopasi 00yCJIOBHIIa HOBBIC KaHPOBO-CTHJIC-
BbI€ YCIIOBUS MPUMEHEHHU (harota, OCBeIIeHa HeJJOCTATOYHO CUCTEMHO.

Ucropust parora HacumThiBaeT Ooiiee YeThIpexcoT JieT. HamomHuMm,
yT0 OH nosBuics B 20-30-x rr. X VI cTosneTus B pe3ynsrare peKOHCTPYKIMH
CTapuHHOU 60MOapABI, KOTOPas IPEICTABIsIA COO0H AEPEBSHHYIO TPYyOy
JUTMHOM JIO TPEX METPOB, B CHIIY Yero ObLiIa HEMOMEPHO TKEIIOH IS UC-
noiHuTeNs. [1aBHas mpobiema cocTosiia B TOM, YTO TPOCTh HE BKJIA IbIBa-
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JIach MPSMO B TYOBI, KaK y HBIHEITHUX TOOOEB U (aroTos, a MOMEIIAIach
B 0Cc000M1 Karcyine, B KOTOPYIO MYy3BIKAHT AyJ Yepe3 OTBEPCTHE TakK, YTO
cama TpyOKka MyHIIITYKa BHOpupoBaina. [1o9ToMy KauecTBO 3ByKa MEHb-
II1e BCETO 3aBHUCEJI0 OT MY3BbIKaHTA M IOCTUTHYTh TOHKOW, BBIPA3UTEIHLHON
UTPBI OBLTI0 HEBO3MOKHO.

Oxozno cepenunbl XVII cToneTust B KOHCTPYKIIMM HHCTPYMEHTA TPO-
M30ILIH CYNIECTBEHHBIE W3MEHEHWUsI, BCIIEACTBHE KOTOPHIX OH CTal pas-
OuparbCsl, KaK M CETOfHs, Ha YEThIPe YaCTH: KPbUIO (WJIM Majioe KOJIEHO),
carnor (WJIu JBOWHOE KOJIEHO), 00JIbIIoe KoJieHo 1 pacTpyO. [1o cpaBHeHmMI0
C CIJIBHBIM U TPYOBIM 3ByKOM OOMOappl, 3ByK HOBOTO HHCTPYMEHTA CTall
MSITKHM W TIPUSITHBIM, 32 YTO MOJYYHIT Ha3BaHUE «AYIbLIAAHY», YTO 3HAYHUT
«HEKHBIN (aKTUBHO MCTIOIB30Bajcs B mepuon 1550 u mo 1700 rr.). Takoe
peoOpazoBaHKe 3ByKa MMPOU3OIILIO, TO-BUINMOMY, HE TOJIBKO BCIICACTBHE
u3MeHeHus GopMbl OOMOap/BI, HO M B pe3ylibTaTe JAPYroro crocoda 3By-
Kom3BieueHus. «/lymprmany yHaciaemoBal oT 60MOapHabl MIECTh-BOCEMb
WTPOBBIX OTBEPCTUH, OAWH WJIM JiBa KilanaHa (Ui HWXKHHUX 3BYKOB (a
1 pe), TBOHHYIO TPOCTh (TaKoH e (GOpMbI, HO HECKOJIBKO YMEHBIIICHHOTO
pasmepa). M3o00peTrarenu oTkazaauch OT Yameoopa3Horo MyHALITYKa — Te-
nepb UCIIOJTHUTEIh HEMTOCPEICTBEHHO Kacalicsl TPOCTH Iy0aMu. DTO CMsIT-
YWIIO TeMOp MHCTPYMEHTA U J1aji0 BO3MOXKHOCTh MTPAIOIIEMY YIIPABIATH
CHJIOW 3BYyKa, TeMOPOM, BBIPa3UTEILHOCTBIO U MHTOHANMEU. [IpuunHamu
MOTOOHBIX U3MEHEHUH SIBUJIACH MMOTPEOHOCTH PEryIMPOBATh OOIIUI CTPOI
WHCTPYMEHTa C TeéM, 4TOObI OH CMOT y9acTBOBAaTh B COBMECTHOM MY3H-
LMPOBAHUHU C APYTMMH MHCTPYMEHTAMH, a TaKKe CTPEMJICHHE CIeaTh
WHCTPYMEHT Oojiee TOpTaruBHBIM. «Jlynbiman» u darot monroe Bpems
COCYIIIECTBOBAJIH.

N3o0perenne darora He MPHUBEIO K MCUYC3HOBEHUIO MHCTPYMEHTOB,
MTOPOUBIINX €T0, TaK Kak OH B TO BpeMs OBLI eIle BeCbMa JajieK OT CO-
BepiieHcTBa. 1o »Toit mpuanHe 6omMOaps! (M IpyTHe pasHOBUAHOCTH HH-
CTPYMEHTa, HamlpuMmep, rmoMepsl), ObrToBanu BoTh 10 X VIII cromerus
Hapsiy ¢ garoroM (Kak manmMei — Hapsay ¢ Todoem). HecoBeprieHcTBOM
(arora TOro BpeMeHH OOBSICHACTCS M CYLIECTBOBAHUE B TEUCHHUE JIOJITOTO
BPEMEHH HE OHOTO HHCTPYMEHTA, a IIEJI0T0 CeMelcTBa (aroTos.

Ecnu npocneauts oOmmid myTh COBEPIICHCTBOBAHUS JyXOBOTO HWH-
cTpymenTa, To Ha pyoexxe XVII-XVIII cronetuit Hanbosee xapakrepHon
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€ro TeHACHIIUEH SBISIETCS CTPEMIICHHE K XpOMaTu3auuu. MI3BeCTHO, 4TO BO
BTOpOIi nosioBrHe X VI CTONETHS TPOUCXOIMIA BaXKHbIE U3MEHEHHS B 00-
JIaCTHU KOHCTPYKILMH TyXOBbIX HHCTpyMeHTOB. Ha py6exxe XVI-XVII cro-
JeTHii B TpoIlecce Xpomaruzanuu (arora, CBSI3aHHOW C YCIIOKHEHHEM
KOMIIO3UTOPCKOTO TBOPUECTBA, IPOUCXOAAT MIPUHIIUITHAILHBIC U3MECHEHUS
B KOHCTPYKIIUU: TIOSIBIISTFOTCSI HOBBIE, «XPOMATHUECKUE» OTBEPCTHUS U Kila-
MaHbl, BO3HUKAET BWJIOYHAS alllINKaTypa. DTOMY CIIOCOOCTBOBAI M pac-
IIUPSIBIIUICS OMBIT CO3/ATENIC MY3BIKAIbHBIX WHCTPYMEHTOB, KOTOpPHIC
YYHUTHIBAJIM, YTO MOBBIMICHNE W TIOHKEHUE 3ByKa 3aBUCUT HE TOJIBKO OT
MECTOIIOJIOKEHUSI OTBEPCTHS (OIMKE K 3CY — 3BYK BHIIIIE, TaJIbIIIE OT 3¢a —
HUXKE), HO M OT THaMeTpa OTBEPCTHS U TOJIIUHBI CTEHKH CTBOJIA.

YCOBEpLIEHCTBOBAHUE MEXaHU3Ma JYXOBBIX HMHCTPYMEHTOB, B TOM
yycie ¢arora, 0Ka3aloch MPOIECCOM JOCTATOYHO JITUTEIBHBIM M CIIOXK-
HbIM. OHO OBIJIO CBS3aHO B KOHEYHOM cueTe ¢ (JOPMHUPOBAHUEM OMpee-
JICHHBIX MY3bIKAIbHO-3CTETHYECKUX TIOTPEOHOCTEN U Pa3BUBAJIOCh BCIIE/
3a HUMH. DTOT Ipolecc MpoaokaeTcs U B Haie Bpemst. [losiBinenue mep-
BBIX XPOMAaTHIECCKUX KJIAITAHOB OBLIO TOJIEKO HaYaIoM MOHMCKOB [7, ¢. 12].

Cymmupys uzBectHble HaMm (akTel [3; 4; 5; 6; 7; 9], MOXKHO CKa3arh,
4TO 3BOJIIOIUS (DaroTa B 310Xy bapokko npuBesa K Ka4YeCTBEHHBIM H3Me-
HEHHUSIM 3BYUYaHUs] HHCTPYMEHTA, TAKUM KaK:

— MSTKOCTh TeMOpa;

— YNPAaBJIECHUE 3ByKOBBICOTHON MHTOHALIUEH;

— pacmmpenue pabodero auamna3oHa;

— Ooutbliast cuia 3ByKa;

— yIOOCTBO HCIIOTHCHUS HA HHCTPYMEHTE.

BrrmeriepeunicnieHHple (haKTOPBI MOBIEKIH 33 COOOM MPUHIIUITAATH-
HbIC U3MEHEHUS B OTHOIIICHUU KOMIIO3UTOPOB K UHCTPYMEHTY. DaroT BhI-
XONIUT Ha 0osiee CIOKHBIN (DyHKIIMOHATBHBIN YPOBEHb B MPOU3BENECHUSIX
Ppa3IUYHBIX MY3bIKAJIbHbBIX KaHPOB.

B TO e BpeMsi, HOBbIE TEXHHUYECKUE, TEMOPOBO-aKyCTHYSCKHE U 00-
Pa3HO-CEMaHTUYECKUE BO3MOKHOCTH UHCTPYMEHTA, PEAIM30BAHHbIC B ILIH-
POKOH KaHPOBOH MaIUTpe, BICKIN 32 COOON Kak HOBbIE KOMIIO3UTOPCKHE
peleHns, Tak U HeOOXOAMMOCTh JajbHEHIIIEr0 COBEPIIEHCTBOBAHUS WH-
CTPYMEHTA, IMOMCKOB HOBBIX 3BYYaHUU, KOJMUYECTBEHHOE U KAYECTBEHHOE
pacumpeHue penepryapa, a Tak’ke poCT YHCIa UCTIOTHUTEIISH Ha (aroTe.
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Hawnbomee panHMEe COYMHEHHS, B KOTOPHIX OBLIO 00O3HAYECHO WC-
M0JIb30BaHMe (parota — 3TO MHTEpMenusi K komenuu Jlxupomamo bap-
ranen  «[lanomuuna» (La Pellegrina) m «CpseHHble cUMpOHUI»
(«Sacrae symphoniae») /[xoBanau ['abpuenn. ®daror BXOIWI B COCTaB
opkecTpa BeHenuaHckoro cobopa Can-Mapko, Tne ciayXuil KarneiabMei-
CTEpPOM Ha MPOTSHKEHWW TPHUALATH JIeT, ¢ 1613 roma mo cBoeit cMmepTw,
Knaynuno Mountesepau. Kak numer FO. A. Ycos, [IpuHiunuanbHO HOBBII
MOAXOM K BBIPa3UTEIbHBIM BO3MOKHOCTSIM OPKECTPa, K IOHUMaHHUIO €T0
0co00it ponu B ApaMaTyprud Omephl caeinamTn MOHTeBEpIN BeTHIalIIInM
HOBaTOpOoM B obnactu opkectpa [9]. Tem He Menee, ¢arot, 10 MHEHHUIO
uccienosareneii, B topuectBe K. MoHTeBepin He UTrpaj Kakoh-1u0o0 3a-
MeTHOU ponr. I3BeCTHBIM MpOU3BeIeHNEM KOMITO3UTOPa, B KOTOPOM 000-
3HAYCHO y4YaCTHE 3TOT0 MHCTPYMEHTa, siBsieTcst MoTeT «Laetatus sumy,
BOIIE/IINI B IOCMEPTHOE M3JIaHue 110J] Ha3BaHueM «Mecca [yt 4 ToJjo-
coB U Ilcamme» («Messa a 4 voci et Salmi»). Miagmmii coBpeMeHHUK
K. Monresepau, ['enpux ot (Heinrich Schiitz, 1585-1672), Taxxe Tec-
HO CBsI3aHHBINA ¢ cobopom Can-Mapko kak yueHuk J[>xoBanau ["abpuenwy,
HaNpOTHB, yAeJsUT (haroraM J0CTaTOuHO MHOTO BHUMaHus. | enpux [lrori
«caenoBan ctuinto ['abpuenu kak B BbIOOpE, Tak U B criocobe oOparieHus
¢ nacTpyMeHTaMu. Cornetti, TpOMOOHBI ¥ (h)aroThl yIOTPeOISIOTCS B O0IIb-
II0M KOJIMYECTBE, Kak U B padorax ['abpuenu [5, c. 129].

OrpomHBIH BKITaJ B pa3BUTHE (DaroTHOro perepryapa, pacKpbiTHE
TEXHUYECKUX BO3MOXHOCTEH HMHCTPYMEHTAa BHECIH KOMITO3UTOPBI-(a-
rotucthl: bapronome ne Cenbma-u-CanaBepne — «®anrtasus ais ¢darora
comoy, GOumunm Opunpux béaexep — Conarta «La monica» (MoHaxuHs),
Jl>xoBanu AHTOHHMO BepTonu — IeBATh COHAT JUI COJIBHOTO (harora u basso
continuo (camblii paHHUN COOPHUK, TIOJHOCTBIO COCTOSIIIUN M3 COJIBHBIX
COHAT JIJIsl KaKOTO-JIN0O OTHOTO KOHKPETHOTO MHCTpyMeHTa). Hemerkuit
xomnosutop ®unmnn Opuapux bByxuep (Philipp Friedrich Buchner) omy-
OmukoBan B 1662 rogy cOOpHHK COHAT, BKJIIOYAIONIUI COHATY Ul JIBYX
(harotos.

[To moBoxmy Toro, Korna ¢aroT BIepBble ObLI HCIIOIB30BAaH B Omepe,
€IMHOr0 MHEHHUS Ha CEroAHsAIIHMN neHbp HeT. HambOosee dacTto B 3TOM
cBsi3u yrnomuHaercs orepa AHToHno Yectn (Antonio Cesti, 1623—-1669)
«3omnoroe s10110k0» («Il pomo d’oroy). JI. JIsHrBWILI, Ha3bIBasi B KaueCTBE
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puMepa IepBoro ynorpebdieHus darora B onepe counmHenune A. Yectn,
oOpaliaeT BHUMaHHe Ha BCTymuieHne (Symphonia) B IepBOM COXpaHHUB-
[IeMCs HEMEIKOM 3uHTIInmiIe «3eneBux» 3urmynaa Teoduia [lTagena
(Sigmund Theophil Staden, 1607—1655), B KOTOPOM HCTOIB30BaHBl TPU
O6omOapap! uiu ¢arora.

AHanu3 HayYHOH JINTepaTypbl, MOCBSIIEHHON HCTOPUU PA3BHTHS /Y-
XOBBIX HHCTPYMEHTOB B 310Xy bapokko, M03BOJISIET yTBEPKAATH, UTO IPO-
HUKHOBEHHE B HHCTPYMEHTAIbHYIO MY3bIKY BOKAJIBbHBIX TPAJAULMHA U TaH-
[IEBAIBHOTO Hadajia, COBEPILICHCTBOBAHHE KOHCTPYKIIMH, MO3BOJIHBIIEE
OoJiee MOJHO PACKPBITH BO3MOXKHOCTH WHCTPYMEHTOB, BO3POCHIAsl POJIb
B OPKECTPOBOW MapTUType — (HaKTOPbI, KOTOPhIE OKAa3aid CYyIIECTBEH-
HOE€ BIMSHME Ha CTAHOBJIEHUE KYJIBTYPbl MCIIOJIHHUTENIBCTBA HA AYXOBBIX
WHCTPYMEHTaX, B TOM 4uciie u Ha (arore. Poxxaenue B Uranuu xanpoB
concerto grosso M COJIBHOTO KOHIEPTa BBHIBOAUT MHCTPYMEHTAIHHOE HC-
MOJIHUTENLCTBO NepBoit mosoBuHbI X VIII Beka Ha HOBBII ypOBEHb pa3BU-
TUs. 1 XOTs BOSHUKHOBEHHE COJBHOTO KOHIIEPTa CBS3aHO, MPEXKIE BCETO,
CO CKPHITKOH, BUPTYO3HOE HAYaJI0 CKa3bIBACTCS U HA COUMHEHHSX JUIS Y-
XOBBIX MHCTPYMEHTOB. Ponib AHTOHMO BuBanbau B GopMUPOBaHUU KOH-
epTa, B TOM yHcie s parora, TpyJHO MEePEeOLeHUTb, U TPUALATD JACBAThH
KOHLIEpTOB BuBanban amst parora sBIISIIOTCS TOMY HOATBEPKICHUEM.

Konnepram Busanban mis ¢arora npucynm xapakrepHble i Oa-
pOYHOTO KOoHIepTa uepThl. [logBMKHBIE YacTH, O0OpaMIISIFOIIUE JTHPHYE-
CKYIO0 cepenuHy, (popMHpyIOLIMe YCTOHUUBYIO TPEXYacTHYIO CTPYKTYPY,
MMOCTPOEHHYIO TI0 NPUHIHUITY «OBICTPO-MEATICHHO-OBICTPOY». YepenoBanne
solo u tutti, cTaBiiee HEOTHEMIIEMBIM MPHU3HAKOM KoHIepTHOTO Allegro,
co30aéT KOHTPACT, MPOTHUBOCTOSIHUE, U, B TO )K€ BPEMs, COIVIACOBAHHUE
YCUJIMH COJMPYIOIIEr0 U aKKOMIIAHUPYIOLIETo rojiocoB. Binusaue AHTO-
HHOo BuBanpam ckazamock n Ha TBopuecTBe Moranna CebacthsiHa baxa.
Tpuo menyasta bpannenOyprekoro konnepra Ne 1 (BWV 1046) ncnonnsi-
10T J1Ba T000s 1 (Pparotr. IT0 coyeTanne, MPOYHO 3aKPETHBILIEECS B My3bI-
KaJIbHOM JIuTeparype co BpemeH Jlromu, ucrnons3oBaHo baxom u B nepBoit
opkectpoBoii Cronte (BWV 1066). 13 1yXoBbIX HHCTPYMEHTOB JIMIIb J1Ba
ro6os u (haroT 100aBIEHBI K CTPYHHBIM B 3TOM Ipou3BeneHuH. YeTBepras
Crouta (BWV 1069) no cBoeii haktype Oonee HachlleHa, TOMUMO Jiepe-
BSTHHBIX JIyXOBBIX, OPKECTp BKJIIOYaeT TpyObl 1 tuTaBpbl. Bo Bropom Byp-
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pe uMeHHO (aroty bax mopyuaer Bectu Menoguueckyro JuHuo0. Hecmo-
Tpst Ha BHMMaHue baxa k koHuepram BuBanbau, conbHbIe TPOU3BEACHNUS
Jutst (paroTa BEJTMKOTO HEMELIKOTO KOMITIO3UTOPa He JIOMLIH JI0 HAINX JTHEH.
3HamMeHUTHIA coBpeMeHHUK baxa, I'eopr @wmumm Teneman (1681-1767)
3a CBOIO JIOJTYIO JKHM3HB HAIKCaj OTPOMHOE KOJIMYECTBO COUMHEHHUI: CO-
Hara f-moll, HecKoNbKO KOHIEPTOB JUisi (barota W JPYrux COMHPYIOUIMX
WHCTPpYMEHTOB ((hietita, ro0oM, pekop/ep), MHOTOUHCIIEHHBIE TTPOU3BEIe-
HUS ¢ yyacTtueM (arorta ajst KamepHoro coctasa [5, ¢. 129].

BouiBoabl. Bapokko OTHOCHTCS K YHCITY TEX 310X B HCTOPUU Pa3BUTHS
MY3BIKQJIBHOTO MCKYCCTBA, KOTOPbIE O3HAMEHOBAHbI KaueCTBEHHBIMH H3-
MEHEHHUSIMH B MY3bIKQJIbHOM MBILIIICHUH, MY3bIKaJIbHOM SI3bIKE, )KaHPOBOU
cucteme. /lanHble HOBATOPCTBA OOYCIIOBIEHBI PAa3TUYHBIME (PaKTOPAMH,
OIIHUM U3 KOTOPBIX, HANMEHEE pa3pab0oTaHHBIM B My3bIKaJIbHOM HAayKe, SIB-
nsieTcst opraHosioruyeckuid. [logobHas cuTyarus xapakTepHa /s MHOTHX
HHCTPYMEHTOB, OJHUM U3 CaMBbIX II0KA3aT€IbHbBIX B 3TOM OTHOILEHHUH SIB-
asiercst parot. IMEHHO KOHCTPYKTHBHBIE M3MEHEHHS TTOBJICKIN 3a COOOH
BBIXOJ] (paroTa Ha HOBBI ypOBEHb — TEMOPOBBIi, 00pPa3HO-WHTOHALIMOH-
HBIU, )KaHPOBBIN, UCTIOTHUTENLCKUHN. [Ipr 3TOM MEXly NepedrciIeHHBIMU
YPOBHSIMH JIeHICTBYET HE JIMHEWHasI, a B3auMOOOpaTHasi CBS3b.

C omHOM CTOPOHBI, TPOCIIEKUBACTCS MIPSIMasi 3aBUCUMOCTH B DBOJTIO-
1y (aroTHOr0 MCHOJHUTENLCTBA: HOBBIE KOHCTPYKTHBHBIE OCOOCHHO-
CTH — TEXHUYECKHE BO3MOKHOCTH MHCTPYMEHTa — OoJiee MHAMBUIYallb-
HBIN TeMOPOBBII 00JIMK — HOBBIE BBIPa3UTEIbHBIE BO3MOKHOCTH — COJIBHBIE
MapTHH — CONIbHBIE Mpon3BeaeHus. C qpyroii CTOPOHBI, BCE 9TO OPOXKAA-
€T HOBBIE TPeOOBaHUS KaK K MCHOJHUTENIO, TAK U K MHCTPYMEHTY, YTO,
B CBOIO OYepellb, BO3BPAIIACT CUTYaIlMI0O K HEOOXOANMOCTH JalbHEHIINX
MIOMCKOB B T€X 00JIACTSX, KOTOPBIC OTPAKEHBI BBIIIIC.

Taxkum 00pa3oM, B3aMMOCBSA3b OPraHOJOTMUECKOTO U UCIOIHUTEIb-
CKOT'O acIleKToB ()aroTHON MPAaKTHUKHU B 310Xy bapokko B CHITy MHOTOBEK-
TOPHOCTH MPHOOPETAET CUCTEMHBIH XapakTep, TPEOyOIUH KOMITJIEKCHO-
I'0 UCCJICAOBAHUS.
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