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Banepusa Koemoniok
TPAHCKPUIILINU A. CTOKOBCKOTI'O 11 M. ITAETHEBA
TOKKATBI 1 ®YTU PE-MUHOP BWYV 565 1. C. BAXA
KAK OTPAJKEHUE AMHAMUWKU PA3BUTUA
POMAHTUUYECKHUX TEHAEHITUI UCITOAHUTEABCKOT'O
VM CKYCCTBA XX-XXI BEKOB

KoBToHiok B. JI. Tpanckpunuuu JI. CrokoBckoro u M. IlierneBa Tok-
Kkatbl ¥ pyru pe-munop BWV 565 U. C. Baxa kak oTpaskeHne JMHAMHKH pa3-
BHUTHS POMAHTHYECKUX TEHJACHIUH MCIOJHUTEIbCKOro uckycecrsa XX—XXI
BeKOB. B 3T0il paboTe M3ydeHO BIUSHHE POMAHTHYECKOTO MCKYCCTBA Ha TPak-
TOBKY My3bIKH 310XH bapokko. Ha npumepe nByX OpKeCTpOBBIX TPaHCKPHUILUI
Tokkarsl u Gpyru d-moll BWV 565 U. C. baxa JI. CrokoBckoro u M. IlnetHeBa pac-
CMaTpUBAETCsl JUHAMHMKA PA3BUTUS POMAHTHMUECKUX TEHACHLMHU HMCIIOIHUTENb-
ckoro uckyccrBa XX—XXI BekoB. DTU JiBa BapHaHTa TPAHCKPUIILUNA MO-CBOEMY
OTPaXAIOT POMAHTHYECKUN MPUHIUII TPAHCKPHOMPOBAHUS MY3BIKAIBHOTO Ma-
tepuaina. [lepenoxenue JI. CTOKOBCKOrO MOKHO Ha3BaTh TUIIMYHBIM MIPUMEPOM
POMaHTUYECKOTO MHUPOOIYIICHHS, KOTOPBIN FOCMOACTBOBAJ B Ha4aje U Cepeau-
He XX Beka. Tpanckpunuus M. IlnerneBa, HanMcaHHasl CIyCTs IOYTH CTOJIETHE,
MIPOJOIDKAET POMAHTHYECKHE TPAJULIUH, HO OOJIbIIE OTBEYAET COBPEMEHHBIM MY-
3BIKATIbHBIM TCHICHIIMAM, OTpaskas BIUSHUE HEOOAPOUHBIX IPUHIIUIIOB BRICTPAH-
BaHHUs 3By4Yalllel TKaHU.

KuroueBsle cioBa: bapokko, pomanTtusm, Tpanckpunius, 1. C. bax, JI. Cro-
KoBckui, M. ITneTHeB.

Kosroniok B. JI. Tpanckpunuii JI. CrokoBcskoro Ta M. IlnernsoBa Tok-
Katu i pyru pe-minop BWV 565 1. C. baxa sk Bino0pa:keHHs TUHAMIKH Po3-
BUTKY POMAHTHYHHMX TeHJeHILili BUKoHaBchbKoro mucrenrsa XX-XXI cro-
JiTh. Y 1ili poOOTi BUBYCHHUHT BILUIMB POMAHTHYHOTO MUCTETBA HA TPAKTyBaHHS
My3ukn enoxu bapoxo. Ha mpukmazai 1Box opkecTpoBuX TpaHcKpunmid Tokkatu
i gyru d-moll BWV 565 1. C. baxa JI. CrokoBcbkoro i M. ITieTHpoBa po3risiia-
€TBCSI AMHAMIKA PO3BUTKY POMAHTHYHHMX TECHACHIIIH BUKOHABCHKOTO MHUCTEITBA
XX-XXI cromite. Li 1Ba BapiaHTH TPaHCKPHIILIN ITO-CBOEMY BiJOWBAIOTH PO-
MaHTHYHUH NPUHIMI TPAHCKPHOYBaHHS My3WYHOTO Marepiaiy. TpaHCKpHIILio
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JI. CTOKOBCBHKOTO MOKHA Ha3BaTH TUIOBUM IIPUKIAOM POMAHTHYHOIO CBITO-
BIUYTTSI, SIKUM NaHyBaB Ha 1Mo4arky 1 B cepeauui XX cromitts. TpaHcKpumis
M. IlneTHbOBa, HaMMCaHa Maibke Ha CTOJITTS Mi3HIIIE, NPOAOBKYE POMAHTHYHI
TpamuIlii, ajge Bce OUIBIIEC BINMOBINAE CydaCHHMM MY3WYHUM TEHACHIIISAM, IIifI-
naJaro4y Iijl BEIMKUI BIUIMB HE00ApOUYHHMX NPHUHLUIIB (GOPMYBaHHS 3BYKOBHX
CTPYKTYD.

KurouoBi ciioBa: bapoko, pomantusm, tpanckpunii, I. C. bax, JI. Croxos-
cbkuii, M. 111eTHbOB.

Kovtoniuk V. L. Transcriptions of L. Stokovsky and M. Pletnev Tocc-
atives and Fugues in D minor BWV 565 1. S. Bach as a reflection of the dy-
namics of the development of the romantic tendencies of performing art of
the XX-XXI centuries. With all the diversites of performing art creative shades
performing art of the last century, several of the most important vectors of devel-
opment can be still identified. It is referred to the trends generated by new com-
positional techniques which require performers not only to have specific playing
skills on a particular instrument, but also to act as a co-author of the work. How-
ever, along with this, the traditions that sprout from previous eras, in particular,
Baroque and Romanticism, retain their influence. Our choice of these epochs is
determined by the enormous influence that they exerted on the performing arts of
the 20th and 21st centuries.

In this article we will try to see into, how exactly the influence of these two
epochs is connected with the real musical art. At the same time, the object of
our research is the style of musical creativity, and the subject is the influence of
romantic art on the interpretation of music of the Baroque era. The aim of the
work is to study the dynamics of the development of romantic tendencies of per-
forming arts on the example of L. Stokovsky’s and M. Pletnev’s transcriptions of
1. S. Bach’s Toccata and fugue d-moll BWV 565.

Famously, the creative interpretation of I. S. Bach’s heritage of has led to
the emergence of a huge number of transcriptions, most of which are written for
keyboard instruments, for piano in particular (the transcriptions by C. Czerny,
F. Liszt, I. Brahms, F. Busoni), which is not surprising considering key nature of
the author’s text. Unlike the common tradition, some Bach’s clavier works were
re-arranged for the orchestra. We find such opuses in the works of E. Elgar, A. We-
bern, G. Mahler, A. Schoenberg, O. Respighi, A. Onegger, M. Reger, etc. Among
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treatments and transcriptions of Bach’s music, Toccata and fugue d-moll BWV 565
occupy a special place. In addition to the expected versions (for example, for piano
and accordion) you can meet also quite unexpected ones — for electric guitar or
jazz orchestra. The main theme of Toccata and fugue d-moll also sounds in pop
music (for example, in an arrangement made by Paul Mauriat). In our work we
will study the orchestral versions of L. Stokowski and M. Pletnev in more detail.

Conductor L. Stokowski created one of the first transcriptions of Toccata for the
symphony orchestra. In 1930s, it was recorded together with Philadelphia Sympho-
ny Orchestra for the cartoon “Fantasy” directed by Walt Disney. A distinctive fea-
ture of of L. Stokowski’s adaptation is its romantic orientation and cinematographic
thinking, which, in general, peculiar for his whole creativity. Recording music for
the cinema requires a special approach, which we can clearly see in L. Stokowski’s
interpretation of I. S. Bach’s Toccata and fugue d-moll BWV 565 for cartoon “Fanta-
sy”. These features are manifested in several points, the first of which is determined
by a special setting on the possibility of sound recording technology. This deter-
mined, including the choice of timbres for specific Toccata topics. The main ones
are given to a string band, the sound of which, famously, is associated with human
voice. Lyrical, emotionally colored intonation underlined by long phrasing and ap-
plication of vibrato, changes the appearance of the work, smoothing out its genre
(accented) basis. In addition to the string group, a great role in L. Stokowski’s con-
cept is played by wind instruments that provide a scale, close to Wagnerian sound
in tutti episodes. Another important point is the dramatic line built in such a way
that almost every episode sounds at its own tempo, which increases the feeling of
fantasy. In addition, from the position of the present day, the abundance of dynamic
shades, which violates the principle of terraced dynamics, which is special baroque
music, surprises. Nevertheless, we are sure that L. Stokowski’s translation played
a huge role in the popularization of Bach’s music.

In any case, it can be confidently asserted that M. Pletnev was familiar with
this version of the work and, perhaps, it was it which prompted the maestro to
create his own translation.

Nevertheless, in our opinion, the main difference between the Pletnevian
transposition of I. S. Bach’s Toccata for the orchestra, is dictated precisely by the
desire to get to the baroque manner of sound production as close as possible, with
a characteristic feeling of sound shortness (in fact, speech intonation) and con-
trasting of textured layers imitating the temple antiphons.
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Hence, the instrumentation differs from the of L. Stokowski’s version in
which the themes are given to wind instruments. Note that this not only brings the
sound closer to the organ one, but also answers the German musical tradition with
its enthusiasm for wind instruments. In addition, the specificity of the wind sound
extraction is more suitable for transferring the toccata beginning. It is no accident
that the first toccata in the history of the musical art was written for wind instru-
ments. String band is used by M. Pletnev only for the development of musical
material. Speaking of the metric side, it must be said about the smoothness of the
tempo and the absence of agogic liberties.

Indeed, this arrangement is an example of the most careful attitude to the
author’s text, while the genre of transcription itself and an indication on its “con-
certiveness” provoke the virtuoso potential of the work.

Comparing the versions of M. Pletnev and L. Stokowsky, we shall note that,
in spite of all the differences they reflect the romantic principle of transcription
of musical material. L. Stokowski’s adaptation can be called a typical example
of a romantic worldview that dominated in the early and middle 20th century.
M. Pletnev’s transcription written more than half a century later, continues the
romantic tradition but absorbs the principles of aligning the sounding fabric gen-
erated by neo-baroque tendencies with their characteristic clarity of texture, mod-
eration of dynamic contrasts, tempo stability.

Key words: Baroque, romanticism, transcription, I. S. Bach, L. Stokowski,
M. Pletnev.

[pu BceM MHOTO0OOpA3MK TBOPYECKUX OTTEHKOB UCIIOIIHATEIBCKOTO HC-
KyCCTBa IIOCJIEAHETO CTOJIETHSL, B HEM, Ha HAlll B3IVISiA, BCE K& MOJKHO BbIJIe-
JIMTh HECKOJIbKO HanOoJiee BayKHBIX BEKTOPOB pa3ButHsL. [Ipeske Bcero, peusb
HICT O TCHACHIUAX, IMMOPOXKACHHBIX HOBBIMU KOMIIO3UTOPCKUMH TCXHUKAMU,
TpeOyIOIINX OT UCIIONHUTENEH He TOJBKO CHELM(PUUECKUX HABBIKOB UIPhI HA
HMHCTPYMEHTE, HO ¥ TOTOBHOCTH BBICTYIIHTh B Ka4€CTBE COaBTOPA MPOU3BE-
JCHUS. O,IIHaKO Hapsaay € 9TUM COXPaHSAIOT CBOC BJIMAHUEC TpaaulUH, IIPO-
pacrarolye U3 IpedplIyyX 310X, B YaCTHOCTH, bapokko n PomanTtu3ma.
Hamr BbIOOp 9THX 510X OnpeesieH TeM OrPOMHBIM BIMSHHUEM, KOTOPOE OHU
OKa3aJId IMEHHO Ha UCIOJHUTENILCKOE HCKyCcCTBO XX—XXI croneTus.

Uro kacaeTcst pOMaHTH3Ma, TO €ro MPUHLIUIIBI OKA3aJIUCh CTOJIb KHUBY-
YW, 9TO ¥ CETOIHS, CITyCTs 0oJiee BeKa mociie «o(uImanbsHOi CMEHBI €ro
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JPYTUM 3TIOXaJbHBIM CTHJIEM, UCIIOTHUTENH (HAalprUMep, MHAHUCTHI) T10-
npesxkHeMy yzaoctauBaroTcsi 3BaHus «llocneanero poMaHTHUKa» Kak MpU-
3HaHUsI BbIcLIero MacTepcTBa. Kpome Toro, He Oyzem 3a0bIBaTh O TOM, UTO
WMEHHO C POMAaHTH3MOM CBS3aHO (HOPMUPOBAHHE KPYITHEUIIINX UCTIOIHU-
TEJIBCKUX IIKOJ.

B cnydyae ¢ 0apokko, CBS3b TpaaWIMid MPOCIIEKHUBACTCS HE CTONb
sBHO. Benlb kak M3BECTHO, MY3bIKaJIhbHOE MCKYCCTBO TOTO TEPHOAA OCTa-
BHJIO MUHHMMAJIbHBIC CBEJICHUS 00 UCIONHEHWU MpousBejeHui. OnHako
UMEHHO 9TOT (DaKT OIpeemil 3apoXkKIeHIE ayTCHTUYECKON BETBU UCTION-
HUTEIBCKOTO MCKYCCTBa, KOTOPasl, MOSBUBIIKUCH Ha cThike XIX—XX cTo-
JICTHH, aKTUBHO pa3BUBACTCs U 1O ced jaeHb. Kpomorimupas paborta
Mpe/ICTaBUTENel TaKk Ha3pIBAEMOT0 HCTOPUIECKH HH(POPMHUPOBAHHOTO HC-
MIOJIHUTEIILCTBA, UX CTPEMIICHUE BO3POIUTH CIEIU(PUUECKUE IPUEMBI 3BY-
KOWM3BJICUCHUSI, PECTABPAINSI CTAPUHHBIX M CO3JAHIE HOBBIX HHCTPYMEH-
TOB, €KETOAHO 000TaIIal0T KOHIIEPTHBIE MPOTPaMMbI BHOBb HaliICHHBIMH
U 3aHOBO YCJIBIIIAHHBIMU TPOM3BEACHUSAMU. B 3TOM acriekte 0coOEHHO
UHTEpecHa cyJb0a 0aXOBCKHUX MPOU3BEICHUH, UCTIONIHUTEIbCKAsT UCTOPUS
KOTOpBIX HacuuThiBaeT Oonee 300 neT, oTpaxkas CTepKHEBbIE TEHACHIINN
Pa3BUTHS MY3BIKAJILHOTO HCKyccTBa. OO 9TOM B MHTEPBBIO, B3SITOM iepeN
koHIepTOoM «HOBBIE MmaThs rocmoamHa baxa», roBoput A. JII0OMMOB:
«Hauapmuce He coOcTBeHHO ¢ baxa, a BooOI1e ¢ peKOHCTPYUPOBaHUS HC-
MOJTHUTENLCKOTO, CTHIMCTHYECKOTO SI3bIKa OapOKKO, OHO (aymenmuunoe
osudicenue — B. K.) HatonkHynoch Ha baxa ¥ yBHIEIIO B HEM IIpUMeEp s
OYEeHb MHOTHX MaHMITyIauui. Bens u cam bax o0okan MaHUIyTUPOBAThH
C IyKUMHU COYMHCHISIMH, KaK ¥ CO CBOUMHU COOCTBEHHBIMIY |5, ¢. 14].

Kak uMeHHO mpouCXOIAT Takue MAaHUMYJSIUU U KaK OHU CBSI3aHbI
C HACTOSIIIUM MY3BIKaJIbHOTO UCKYCCTBA, MBI M MOMPOOYyeM pa3o0parhCst
B JaHHOU cTaTbe. [Ipu 3TOM 00Bexmom Hallero UCCIEOBAHUS SIBIISETCS
CTWJIb MY3BIKAJILHOTO TBOPYECTBA, a HPEOMEmoM — BIUSHUE POMAHTH-
YECKOTO MCKYCCTBAa Ha TPAKTOBKY MY3bIKH 310xu bapokko. I[ens pabo-
mbl — U3yYeHUe JUHAMUKY Pa3BUTHS POMAHTUYECKUX TEHACHIIUN MCTION-
HUTEIBCKOTO HCKycCTBa Ha mpumepe TpaHckpunuuid JI. CrokoBckoro
u M. IInerneBa Tokkarel u Gpyru d-moll BWV 565 U. C. baxa

Kak MbI cka3anu BbIIIe, OTHOW M3 OCOOCHHOCTEH UCIIOIHUTEIBCKOTO
HCKYCCTBA SIBJISIETCSI IOCTOSTHHAS paboTa ¢ My3bIKaJIbHBIM HACIIETUEM ITPO-
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nwtoro. IIpn 3ToM ka)10e HOBOE MOKOJIEHHE MY3BbIKAHTOB OTBEPTaeT CTE-
TUYECKHE YCTAHOBKHU IPEAIIECTBEHHUKOB, IPENOYNTAs PA3pyIaTh yCTO-
SBILIUECS CTEPEOTHIIbI, HAXOs HOBbIE pemieHus: « TpakTOBKH HEKOTOPHIX
MIPOU3BEJCHUH CO BpEMEHEM MEHSIOTCS Ha IPOTHBOIOIOXKHBIE, & TIPUEMBI
1 TeMOPBI, BOCXHILABILKE €I1Ie B Havajie MPOLIOro BeKa, CeroaHs IpaKTH-
YECKU HE MCIONB3YIOTCS WIIM BOCIIPUHUMAIOTCS Kak ’K30THKa. Hambonee
SPKHUH IPUMEP 3TOMY — UCTOPHUS HOCTHXKEHHSI 0aXOBCKUX MIPOU3BEICHUH,
KOTOpBIE Ka)kKJasi 3110Xa MbITaach HAAEIUTh CBOUMH, TPUBBIYHO 3ByYalIH-
MU yepTamu, TeM, 4yTo b. AcadpeB Ha3bIBad “HHTOHAIIMOHHBIM CIOBApPEM
snoxu”™» [7]. A. JItoOMMOB Takke MOMYEPKUBAET BAXKHOCTh MMOHUMAHHUS
0apoyHOI My3bIKH CKBO3b IIPU3MY COBpeMEHHOCTH: «Bo BceM, 4To MBI CO-
BeplIaeM ¢ My3bIkoi baxa, Hac Bemer Touka 3peHHs Hallero Beka: Oynb
TO ayTEHTHYHBIE PEKOHCTPYKIIUU WIN K€ HHTEPIIPETALUU C TOUKU 3PEHUS
nocneaytonmx 3mox. Cpa3zy mociie cmepTd baxa smoxa raJaHTHOTO CTHIISA
npeoOpa3zoBeiBaia baxa mo ceoemy o0pasy u nogoburo. Snoxa berxose-
Ha ¥ paHHMX POMAaHTHKOB OISATh-TAKH IepejenbiBaia baxa Ha cBoil nan,
TAHya oxesuio Ha cebs. W xaxnmas m3 oxexn baxa mpexcrasmsuia coboii
He cToibKo baxa, CKoJIbKO JUI0 ATOM smoxm» [5, c. 13].

Kak n3BectHo, TBopueckoe ocmbicienne Hacienus M. C. baxa mpuse-
JI0 K TIOSIBICHUIO OIPOMHOI0 KOJINYECTBA TPAHCKPUIILNHN, OOJIBIINHCTBO U3
KOTOPBIX HANMCAHBI AJIS KIABUIIHBIX HHCTPYMEHTOB, B YACTHOCTH — JUIA
¢doprenmano (tpanckpunnuu K. Yepnu, ®@. Jlucra, U. bpamca, ®. by3o-
HH), YTO HE YAWBUTEIbHO, YUUTHIBAS KJIABUIIHYIO HIPUPOLY ABTOPCKOTO
TekcTa. Ho maxke B 3TOM citydae, TpPaHCKPUITOPbI CYUTAIN HEOOXOIUMBIM
000CHOBaTh BO3MOKHOCTH TepeuHTOHUpoBaHms. Tak, ®. by3oHu orme-
YaeT: «...XOpolllas, BeJMKasl, “‘yHUBepcajabHasW My3bIKa OCTaeTcs TOH xke
CaMOoIi, IPH MOCPECTBE Kakoro Obl HHCTpyMeHTa (Mittel) oHa Hu 3ByUaa.
Ho ycBoun 51 1 BTOpYI0 HCTHHY, YTO PA3INYHbIE HHCTPYMEHTBI UMEIOT pa3-
JMYHBIN (MM CBOMCTBEHHBIN) SI3bIK, HA KOTOPOM OHHM NIEPENAIOT 3TY MY3bI-
Ky BCeTJIa HEMHOTO TTO-HHOMY» [2, ¢. V].

[To3uuus @. By3onu tem Oosee BaskHa 115l HAC, €CIIM YUUTHIBATH, YTO
B OTJIMYHUE OT 0OLIel TpaauliK, HEKOTOphle 0aXOBCKHE KIIABUPHBIE MPO-
U3BeIeHHs OBUTH TIepeloNiokenbl s opkectpa's. [Tomo6HEIE OMyCH Ha-

15 Cry4aii, JeHCTBUTEIBHO, JOCTATOYHO penkuii. OOBIYHO UMEET MECTO 00paTHOE JBH-
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XOIWM B TBOpuecTBe D. Dnrapa, A. Bebepna, I. Manepa, A. [llenGepra,
O. Pecnuru, A. Onerrepa, M. Perepa u np. Kak Ham kaxercs, UMEHHO
JUTSL OPKECTPOBBIX TpaHckpunimii my3siku M. C. baxa mydmero Bcero noj-
XoauT onpenenenue, npeanoxenHoe I. Koranom: «OHa o3HayaeT Takyro
00paboOTKy OpHUIHHANa, KOTOpasi, COXpaHss B OCHOBHOM (B OTJIMYHE OT Ia-
padpassl) ero GopMy U apyrue xapakTepHbIE OCOOCHHOCTH, CTPEMHUTCS
B TO € BpeMs (B OTIIMYHE OT apaHXKHPOBKHU) CTaTh, TAK CKa3arb, HE OYK-
BaJIMCTCKH “TIOJICTPOYHBIM”, @ CBOOOHBIM, XY/IOKECTBECHHBIM TIEPEBOIOM
JTAHHOTO TIPOM3BEICHUS Ha S3BIK JIPYrOr0 MHCTPYMEHTA W JIPYTOH TBOP-
YECKOW MHAMBHUIYaJILHOCTH, UMEIOIINM 3HAYEHHE U IICHHOCTh CaMOCTOsI-
TETHLHOTO SIBJICHUS B XyI0KECTBEHHO-MY3bIKaIbHOM TuTeparype» [3, c. I1].

B uyepene 00paboTOK W TpaHCKPUMIHMIA 0aXOBCKOW MY3BIKH 0CO00€
Mecro 3anumaet Tokkara u dyra d-moll BWV 565, Benb, 10 MHEHHEO MHO-
TUX KPUTHKOB, TIO O0TAaTCTBY TEMAaTHYECKOTO MaTepuaia i MacTepCTBY €To
o0pabotku Tokkara momoOHa oOpasiam cuMGOHUYECKON MY3bIKH, YTO TI0-
3BOJISIET UCCIIE0BATENAM POBOAUTD MapauIean Mexay TOKKaTol u CUM-
(dormyecknmu mukiIamMu JI. berxosena. IloMmMmo OXHTaeMBIX BEpCH
(manpumep, 11 ¢opTenuano u OasHa), MOKHO BCTPETUTh U COBCEM He-
OKU/IaHHBIE — JIJIS AIIEKTPOTUTAPhI WIIM JXKA30BOTO OpKecTpa. Takxke TiiaB-
Has TeMa Tokkarsl 1 GpyTu d-moll 3By4nT B 5CTpaHON My3bIKE (HApUMeED,
B apamKUpoBKe, caenanHoi [lonem Mopua). B Hameit padote mMbl Gonee
JETaIbHO N3y4YnM opkecTpoBbie Bepcrn JI. CtokoBckoro u M. [Inernesa.

Hupwxep JI. CTokoBCKHMU co3an OAHY M3 MEPBBIX TPaHCKPHUII-
muit Tokkatel W (yru UMEHHO JIsi CUM(OHHYECKOTO OPKECTpA.
B 1930-e rompr XX Beka oHa Oblia 3amucaHa coBMmecTHO ¢ Dumanens-
¢uiickuM CUMPOHUUYECKUM OPKECTPOM Uil MynbTguibma «DaHTa3us»
pexuccepa Yonrta Juches. s 3Toro MysbruiabmMa ObLid 0TOOpaHbI ca-
MBbI€ W3BECTHBIE KIIACCHYECKHE MPOU3BEICHHS, O0bETUHEHHBIE B €IHHOE
nesnoe 1mo npuHIuIy crouThl. [lomumo Tokkarsl u dyru d-moll BWV 565
W. C. baxa B MynbsTGUIbME UCIOIB30BaHbl TAKXKE TAKUE MY3bIKAIbHBIC
HOMeEpa:

JKEHUE — MOMY/IAPHOE OPKECTPOBOE MPOU3BE/ICHIE aJANTUPYIOT JUISl HCIIOJIHEHHS CHIIaMU
OJTHOTO MHAaHKCTA, TH00 (opTennaHHoro ancamoOins. Tem He MeHee, CyLIeCTBYIOT TPOU3Be-
JIeHHs, 4eil TeMOPOBO-TMHAMHYECKHIT TOTEHIMA «TpedyeT» nHoro npouteHust. Tak, «Kap-
TUHKH ¢ BBICTaBKM» M. Mycoprckoro cranu ocHoBO# 19 (!) opkecTpoBBIX apaHKUPOBOK.
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e Heckonpko My3bIKaTBHBIX (PparmenToB u3 O6anera I1.1. YaitkoBcko-
ro «lenxkyHUnK».
«Becna cpsmennas» 1. CTpaBHHCKOTO.
Cumdonmst Ne 6 JI. B. betxoBena.
«Taner yacoB» u3 onepsl A. [loHkberum «JoKOHIAY.
«Houb Ha JIbicoit rope» M. Mycoprckoro.
«Tpetpst mecHs DiyieH» W3 BOKAJIBHOTO IUKJIA HA CTUXH M3 TIO-
smbl B. Ckotta (Gonbuie u3BecTHas kak «Ave Maria LlyGepray)
@. [Ily6epra.

o «Jlynnsiii cer» K. Jlebrocen.

Kax m3Bectro, JI. CTOKOBCKHII OBIT HE TOJNBKO BBIIAIOIIUMCS MY3bI-
KaHTOM W JUPWKEPOM, HO M aKTHBHBIM TPOTAraHANCTOM KIIACCHYECKOM
My3bIKH. OTIMYUTENEHOM 0COOCHHOCTRIO Tiepenokenus JI. CTokoBckoro,
Ha HaIll B3IJIsL, SIBJIIETCS] €M0 POMAaHTHYECKas HAIPABJICHHOCTh U KHHEMa-
TOrpapMIHOCTh MBIIUICHHS, KOTOpasi, B I[EJIOM, CBOMCTBEHHA BCEMY €T0
TBOpYECTBY. IMCHHO JKeJlaHue MOMYJIIPU3UPOBATh KJIACCHUYECKYHO MY3bI-
Ky mpuBeio ero k pabore B ['omumByne: «CyiecTByeT MHOXKECTBO CIIOCO-
00B codeTaHUs My3bIKH U KHHO. OHH COSAMHSIOTCS CAMBIM €CTECTBEHHBIM
00pa3oM, Tak KaK BCE MPOUCXOJAIICE B KU3HH BOCIHPUHUMACTCS HAMHU
B OCHOBHOM 4epe3 3peHue U ciryX. CiyX u 3peHne, TECHO CBSI3aHHBIE TPYT
C APYroM, B KMHO CIUBAIOTCS BOSAUHO» [6, c. 169].

3amuch My3bIKH Ui KHHeMarorpaga tpedyer 0coboro moaxozaa, Ko-
TOPBII MBI MOKEM HaNSIIHO YBHIETh B TpakToBKe JI. CTOoKOBCKOro ToK-
Katel 1 Qyru d-moll BWV 565 U. C. baxa nnst mynerduinbsma «DanTazusy».
OTH 0COOEHHOCTH TPOSIBIAIOTCS B HECKOIBKMX MOMEHTAaxX, MEpPBBIA W3
KOTOPBIX OIPEENIeTCss 0CO00N YCTaHOBKOM Ha BO3MOXXHOCTH 3BYKO3aIH-
CBIBAIOIIEH TEXHUKH: «3BYKO3AIKUCh JUIsi KHHOKAPTHUH JOJDKHA OCYIIECT-
BIISITHCSI HA TAKOM BBICOKOM YPOBHE, YTOOBI €JI€ CIBIIIHBIE B KOHIIEPTHOM
3aJle HIOAHCHI OBUIH BBISIBJICHBI CO BCEH CHIION BBIPA3UTEIBHOCTH U MOJIHO-
TOW ToHa» [6, ¢. 171]. DTO ompenenuio, B TOM YUCIE U BIOOP TeMOPOB
JUTST KOHKpETHBIX TeM Tokkarbl. OCHOBHBIE — OTJaHbl CTPYHHOU TpyTIIe,
3ByYaHHE KOTOPOW, KaK M3BECTHO, aCCOLUHPYETCS C UYEIOBEYECKHM TO-
nocoMm. Jluprdeckasi, SMOIIMOHAIIBHO OKpallleHHas MHTOHAIWA, MOIYep-
KHyTasi JUIMHHOW (hpa3supoBKOW M MPUMEHEHUEM IpreMa BHOparo, MEeHsI-
eT OOJIUK TPOU3BE/ICHUS, CIIAXKUBAs €ro KaHPOBYIO (YIapHYIO) OCHOBY.



248 Baroque’s art in performance projections N

Kpome cTpyHHO# Tpymiel, 60mbIIyI0 posib B KOHIETIHH JI. CTOKOBCKOTO
WUTPAIOT JAyXOBBIE MHCTPYMEHTHI, KOTOPbIE OOECIEUUBAIOT MacIITaOHOE,
OM3KOe BarHEPOBCKOMY 3BYYaHHE B dMU30Aax tutti. «B “DanTazun” Ham
YIAJ10Ch BBISIBUTh 3TU CYLIECTBYIOIIHNE ACCAXKH, 3ACTABUB MEJIOAUYECKYIO
JTUHHIO arora, KjIapHeTa ¥ ro0os MOKPHITh TPOMKOE 3By4aHUE OPKECTPA,
HUCKOJIBKO TPH 3TOM HE 0Ciabisis OypHOTo HaTHCKa CTPYHHBIX MHCTPY-
MEHTOBY» [6, c. 172].

Emme onuH BakHBI MOMEHT — JIpaMaTyprudeckas JIMHUS, BEICTPOCH-
Has TAaKUM 00pa3oM, UTO MOYTH KaXABII SMU30]] 3BYYHT B CBOEM TEMIIE,
YTO YCWJIMBAeT omlylieHne panrasuitHoctu. Kpome Toro, ¢ mosumuu ce-
TOAHSIIIHETO JHs, BRI3BIBACT YAUBICHUE OOMINE TMHAMHYCCKUX OTTCHKOB,
HapyIIaromee MpUCYIui 0apodHO My3bIKE TTPHHIINIT TepPacHOUW IHUHA-
Muku. Tem He MeHee, yBepeHbl, uTo nepesnoxenue JI. CTokoBCKoro chirpa-
JI0 OTPOMHYIO POJIb B MOMYJSPU3AINHA OaXOBCKOW MY3BIKH.

Bo Bcakom ciydae, MOXKHO C YBEPEHHOCTBIO YTBEP)KIaTh, UTO
M. [lnetHeB ObUT 3HAKOM C ATOW BEpPCHEH MPOM3BEACHUS U, BO3MOXKHO,
AMEHHO OHa ToOyIMiIa Ma’dCTPO CO3MaTh COOCTBEHHOE Tiepenokenne. Ot-
METHUM, YTO MpeMbepa MPOU3BEIACHUS COCTOSIACh HA KOHLEPTE, MOCBS-
menHoM TBopuecTBy M. C. baxa. Ilpuyem, mo 3amMbICily OpraHn3aToOpoB,
IporpaMMa COCTOsIJIa U3 TEPEIIOKEHI 0aXOBCKUX COYMHEHWH IS CHM-
(honmueckoro opkectpa, a Bepcus M. [LiieTHeBa 3aBepiiiana KOHIEPT.

OtmetnmM, uTO Kakaoe BeicTymieHne M. IlinetHeBa B mo0oit pomn —
MMUAHKCTA, JTUPIKEpa WM KOMIIO3UTOpa — COOBITHE He3a0bIBaeMoe st
nyOnauKH. Bo3aMOXHOCTB 00paTUTHCS K CIYHIATEIIO TOCPEICTBOM HE TOJIb-
KO (hOPTEMMAaHHOTO, HO ¥ JUPHIKEPCKOTO NCKYCCTBA — HE TOIBKO JIOCTATOY-
HO pefiKasi XapaKTepUCTUKA JUIsi COBPEMEHHOTO MY3bIKaHTa, HO B (aKTop,
OTpaXKkaroLUil 0JiHY 13 0a30BbIX YepT TBOopueckoro ctuist M. [lneTHeBa —
yHuBepcanu3M. Kak M3BECTHO, IO MCTOPUUYECKUM MEpKaM, pa3iejeHue
rpoeccrii UCIIOTHUTEIST U KOMIIO3UTOPA MTPOU30IILIIO CPABHUTEIHHO HE-
JTAaBHO U €IIe KaKUX-TO CTO JIET Ha3aj He BbI3bIBasia yausieHus. [locte-
MIEHHO 3Ta TPAIUIlMs MpepBajlach W Havala BO3POXKAATHCS (paKTUUECKH
TOJILKO BO BTOPOU MmosioBUHE XX CTOJNETHSA, YTO HA HAI B3NS CIY>KUT
eI1e OHUM TTOATBEPKICHIEM HEHCCAKAEMOCTH POMAHTUIECKOTO UMITYITb-
ca B uckycctBe. B cmydae ¢ M. IlneTHeBbIM Mbl BUAMM MHOTOTPaHHOE
BOIUIOIIEHUS MIPUHIIMIIA YHUBEpcajau3Ma — 00beTUHEHNE HPIKEPCKOM,
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HCTIOJTHATETLCKON ((hOpTEMHaHHOW) W KOMITO3UTOPCKOM CITOCOOHOCTEH,
MTOCJICHSISI M3 KOTOPBIX IIMPOKOMY CITYIIATEF0 W3BECTHA Onaromaps 3a-
MEYaTeIbHBIM TPAHCKPHUIIIUSIM.

OTMeTHnM, YTO SIBIISISACH CO37AaTeNeM M XyAOKeCTBEHHBIM PYKOBOIH-
teneM Poccuiickoro HauMoHanbHOro opkecrtpa, M. IlneTHeB crpemurcs
PaCIIMPHUTD perepTyap KOJUICKTHBA, YacTO 00palasch K My3bIKe, KOTOPYIO
HE TaK 4aCcTO MOXKHO YCJBIIIATh B €r0 (POPTEITMAHHOM HCITOITHUTEIHCTBE.
Harnsgaeiv mpuMepoM SIBISIETCS IEPETOKEHUE OJHOTO U3 SPUYAUIIINX TPO-
M3BEACHUA OPTaHHON MY3BIKH JIJIs1 CHM(OHUIECKOTO OpKecTpa — TOKKaThI
u ¢yru d-moll BWV 565 U. C. baxa.

B stom cmbicine mHTepeceH B3 M. IlnerHeBa Ha ayTEHTUYHOE
ncrionHerne. [lo MHEHWIO My3bIKaHTa, MHOTOYHCIICHHBIE TOIBITKH He-
KOTOPBIX COBPEMEHHBIX HCIIOIHUTENEH Urparb B ayTEHTHUYHON MaHepe
my3beiky U. C. baxa, B. Momnapra, JI. betxoBeHa, mpeacTaBisiioT HHTEPEC.
Ho Bce ke, no MueHuto M. [1neTHeBa, Hallle MOHUMaHUE 3TOM MY3bIKU BO
MHOTOM OITPEJICIICHO BO3MOXKHOCTSIMU COBPEMEHHBIX MHCTPYMEHTOB, Oe3
HCTIONIB30BAHMSA KOTOPHIX HaM TSDKEIO OCO3HATH BCIO IIYOMHY cojepiKa-
HUS CTAPUHHBIX NMPOU3BEACHUN. B OIHOM M3 MHTEPBHIO OH MPU3HACTCS:
«Korpa s BUKy My3bIKAaHTOB CO CTAPUHHBIMHU HHCTPYMEHTAMU, MHE XOUCT-
s, UTOOBI OHU OBUTH OJCTHI B CTAPUHHBIC ONEXKIBI, UTOOBI KOHIIEPT TIPO-
XONIWJI B CTAPHHHOM WHTEpPbEpe, MpU cBedax. Torma o0sM3aTeIbHO HYKHO
pasaars nyoiuKe ¥ KOpOOOUYKH JIJIst JIOBJIU 010X, KOTOPBIMH TIOJIb30BAIUCH
B TO BpeMsi BCE apuCTOKpaThl» [1].

Tem He MeHee, Ha HAIl B3MVIST, OCHOBHOE OTJIMYHE IJIETHEBCKOTO Tie-
penoxkernst Toxkater M. C. baxa mis opkecTpa, IpOIUKTOBAHO WMEHHO
CTpPEMJICHHEM MaKCHMAaJbHO MPHOJIM3UTHCS K OapOYHON MaHepe 3BYKO-
U3BIICUCHISI, C XaPaKTEPHBIM ISl HEC OIIYIICHUEM KPATKOCTH 3BYyYaHMUSI
(pakTHueckn, peueBoil HHTOHAIMH) U TPOTHBOIIOCTABICHNEM (PAaKTypPHBIX
IJIACTOB, UMUTHPYIOIIAM aHTU()OHBI Xpama.

Orcrona mpoucTtekaer oTiudHas oT Bepcun JI. CTOKOBCKOTO WHCTPY-
MEHTOBKa, B KOTOPOH TEMBI OTJaHbI JyXOBbIM HHCTpyMeHTaM. OTMETHM,
YTO ATO HE MPOCTO MPUOIIIKACT 3ByUaHUE K OPTaHHOMY, HO M OTBEYACT HE-
MEIKO My3bIKaJIbHOM TPAJNINH C €€ YBICYCHHOCTHIO TyXOBBIMH HHCTPY-
MeHTamu. Kpome Toro, crieruduka yXOBOTO 3BYKOM3BJIIEYECHHUS OOIIBIIE
MOJIXOINT JUTA TIepeiadrl TOKKATHOTO Hadasa. He cirydaiiHo, mepBast B UCTO-
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pPHUH My3bIKaJIbHOTO MICKyCCTBAa TOKKaTa, Obljla HAITMCAaHA IS TyXOBBIX WH-
ctpymeHToB. CTpyHHasi ke rpymna ucnoib3yercss M. [lneTHeBbM numib
JUTSL pA3BUTHUS MYy3BIKJILHOTO MaTrepuasa. [ 0Bopsi 0 METpHUECKOl CTOPOHE,
HY’KHO CKa3aTh, O POBHOCTH TE€MIIA U OTCYTCTBUU arOrM4€CKHUX BOJIbHOCTEH.

Xapakrepubii st M. IlnerHeBa panuoHanu3M OTYETIIMBO BUJIEH
WMEHHO TIpU CPaBHEHUHU €ro BEPCHH 0aXOBCKON MY3BIKH C TIEPETIOKEHH-
eM JI. CtokoBckoro, Ha uTo ykasbiBaeT E. Kpusuukas: «UpeamepHoii Ts-
JKEJIOBECHOCTH U IKJIEKTUYHOCTHU TOM TpaHCKpumiuu [lneTHeB npoTuBo-
MTOCTaBWJI JIOCTAaTOYHO SICHOE, MPHUOIIKEHHOE K OPraHHOMY 3BydYaHHeE.
OKTaBHbIC YABOCHUS TYyXOBbIX, UMUTUPYIOLUIUE XapaKTEPHYIO OPraHHYIO
PETUCTPOBKY C BBICOKMMH OOCPTOHAMH, YJIAUHOE IMOJPAXKAHUE UYTh pac-
IJTBIBYATOMY 3BYYAHHIO TIEJATBHOTO TPOBEACHHS TEMBI (DYTH, 00TIas Ku-
BOCTb JIBHXKCHHS TIO3BOJIHIIN CO3/IaTh MOJIETHBIN 00IMK TOKKATHI, OMU3KHiA
TOMY, KaK ceiuac UTparoT €¢ CaMu OPTaHHUCTBD [4].

JlelcTBUTENBHO, JAaHHOE MEPENOKEHHE — 3TO IPUMEP MAKCUMAJIBLHO
OEpEe)KHOTO OTHOIIEHUS K aBTOPCKOMY TEKCTY, MIPH TOM, YTO CaM KaHpP
TPAHCKPUIILMK IPOBOLUPYIOT MPOSIBICHUE BUPTYO3HOIO IOTEHLIHAJA
MPOU3BEICHUSI.

CpaBuuBas Bepcun M. IInetaeBa u JI. CTOKOBCKOTO, OTMETHM, UTO,
IpU BCEX PA3IUYUAX, OHU OTPAKAT POMAHTUYECKHM MPUHLUI TPaHC-
KpuOHpOBaHUs My3bIKaIbHOTO MaTepuaia. [lepenoxenue JI. CTOkOBCKOro
MOKHO Ha3BaTh TUITUYHBIM ITPUMEPOM POMAHTHIECKOTO MUPOOIITYIIICHUS,
KOTOPBbIM TOCHOJCTBOBAN B Hauajie U cepeauHe XX Beka. TpaHCKpUIILIMS
M. IlnerneBa, HanucaHHas OoJee MOMyBEKa CIIYCTs, MPOJOIKAET POMaH-
TUYECKHE TPAaJULUHU, HO BIUTHIBACT IPUHLUIIBI BEICTPAUBAHMSI 3ByYalle
TKaHHU, MOPOXJICHHBIE HEOOAPOYHBIMU TEH/CHIIUSMHU, C XapaKTEPHBIMH
JUISL HUX SICHOCTBIO (haKTypbhl, YMEPEHHOCTBIO JMHAMUYECKUX KOHTPACTOB,
TEMIIOBOH CTaOMIIBHOCTHIO.
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