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VIK 78.071.2 : [785.6 : 787.1] (430)
Eezenuii Jleveoes
DBOAIOILIMA CKPUIITMUHOI'O KOHILIEPTA
B TBOPUECTBE ®. MEHAEABCOHA

Jlebenes E. C. DBosonus CKpHIIUYHOI0 KOHLepTa B TBopuecTBe ®. Men-
nejibcoHa. JKaHp CKpUTTUYHOTO KOHIEPTa MPOIIEN JOBOJBHO ATUTEIbHBIN MyTh
Pa3BUTHS, U OJHAM U3 BaKHEWIIUX JTAllOB HA 9TOM ITyTH CTaJ KOHLEPT e-moll
@. Mengenscona. B nanHoil cratbe paccMaTpuBaeTCs IPOLECC TBOPUYECKOro po-
CTa KOMITO3MTOpa Ha IPHMepe ero paHHero (IOHOIIECKOIo) M MO3AHEro KOHIEep-
TOB. BrIsBisieTcst mpornece ycinoxkHeHust (hakTypsl, pa3BUTHS M TpaHchopmariu
MY3bIKaJIbHOW (POPMBI, KOTOPBIiA, B 44CTHOCTH, CBOJIUTCSI K HOBOMY BHJICHBIO POJI
KaJICHLIMH, HCIIOJIb30BAHUIO COOTBETCTBYIOLIMX POMAHTHUYECKOI S1I0Xe UCIIONHH-
TEJILCKHUX MPHUEMOB (LITPUXOB, MACCAKHOM U PUTYpAIIMOHHON TEXHHUKH).

KuroueBble cjioBa: poMaHTH3M, KOHIEPT, My3bIKalbHast popMa, KaJeHITHS,
HCIIOJTHUTENILCKUE CPEICTRA.

Jledenen €. C. EBomionisi CKpUNKOBOr0 KOHLEPTY B TBopYocTi ®. Men-
AeabcoHa. YKaHp CKPUITKOBOTO KOHIIEPTY MPOWIIOB J0BOJI JOBTHi IUISIX PO3BHU-
TKY, 1 OMHUM 13 HAMBaXJIUBIIIUX €TAIB Ha IUISIXY I[LOTO PO3BUTKY CTaB KOHICPT
e-moll ®. Mennenscona. B miif cTarTi po3MISAAETHCS MPOIIEC TBOPUOTO POCTY
KOMIIO3UTOpa Ha MPHUKIIAAl HOTo paHHBOTO (FOHAIBKOTO) Ta Mi3HHOTO KOHLEPTIB.
BusiBnsieTbest nipotiec yckiiajiHeHHs (hakTypu pO3BUTKY Ta TpaHchopmaliii My3ud-
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HOI (hopMH, KU, 30KpeMa, 3BOAUTHCS IO HOBOTO OAYEHHS PONi KaJeHIIil, BUKO-
pUCTaHHS BIJNOBIIHUX /10 TEHACHLIH POMAaHTUYHOI €MOXHM BUKOHABCHKHMH IPHU-
HomiB (IITPUXiB, Maca)xHOT Ta (irypaniifHol TEXHIKN).

Karo4oBi ci10Ba: poMaHTH3M, KOHIIEPT, My3U9Ha (pOpMa, KaICHIIisI, BAKOHAB-
CBKIi 3ac00M.

Lebedev E. S. Evolution of the violin concerto in the works by Mendels-
sohn. The genre of violin concerto has gone through a long way of its devel-
opment, being changed and transformed under the influence of new styles, and
reflecting the artistic demands of public life. This genre dates back to the epoch
of Baroque music. That was the time when the characteristics of music drama-
turgy were defined. The most important of them was the principle of competition
which was originally the basis for the concerti grossi by A. Corelli, J. S. Bach
(e. g. Brandenburg concertos) and other composers of the time. In their concertos
the principle of competition was put in practice between the orchestra and a group
of soloists. The genre of solo concerto was established as a competition between
a soloist and an orchestra (tutti, solo), first of all, in works of Vivaldi, a bright
representative of the Baroque era.

The expressive possibilities of the soloist and the orchestra were dramatically
enhanced, new formative genre principles were determined and established in the
works of the Viennese classics — Beethoven, Mozart, Haydn. Symphonization,
a well-established ternary form, and the use of sonata allegro in the first part are
an example of changing the expressive possibilities of a solo concerto by the com-
posers of this era.

Further understanding of the concerto genre is associated with the Romantic
era and is clearly represented in the works of F. Mendelssohn. He actively man-
ifested himself in many areas of social and cultural life — he was an outstand-
ing pianist, performer, conductor and teacher. In his compositions Mendelssohn
combined Romantic tendencies and Classical traditions. This paper discusses the
process of the composer’s creative growth on the example of his early, youthful
concerto d-moll.

When creating this concerto F. Mendelssohn, quite naturally, drew on the for-
mative principles of Viennese classics, his predecessors. During this period of work
at the concerto Mendelssohn was under a great influence of his mentors — composer
K. Zelter and violinist Eduard Rietz, as well as a famous German violinist, compos-
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er and teacher L. Spohr. Concerto for violin and chamber orchestra d-moll has sur-
vived in two composer’s editions, the second one was completed at the age of 13.
Comparing them one can see how radically different they are, how quickly the
composer changes and complicates the principles for the development of musical
material, enriches performance techniques and means of expression. This relates, in
particular, to the first movement Allegro molto, the first edition of which employs
relatively simple texture and development techniques. The composer widely uses
sequence constructions on the basis of semiquavers, which recreate the character of
continuous, forward movement, and constructions resembling the so-called “Alber-
ti basses” in piano technique. In this concerto he changes the approach to the artistic
role and value of violin cadenzas . Thus, the first movement has no cadenzas, and
the second and third movements of the concerto have small solo constructions, the
result of Mozart’s influence, whose concertos have violin cadenzas integrated into
the structure of all movements of the form. Many experimental “tests of the pen”,
search for the personal vision of expressing Felix Mendelssohn’s artistic ideas were
embodied in the second, mature, violin concerto e-moll, created in 1844. The con-
certo submits deep and rich content, dominance of the lyrical element. The com-
poser undoubtedly uses the experience gained while creating his youthful works
in this genre. He takes a new approach to the role and place of the cadenza in the
first movement, introduces the cadenza into the development and writes it himself,
as the composers before him did not write out cadenzas, each musician performed
their own version. This innovation was immediately picked up by Romantic com-
posers, and was typical for this genre. The concerto employs many virtuoso violin
performing techniques and means of expression developed by the representatives
of romantic performance. For instance, in the cadenza the composer uses the rico-
chet bowing, on the basis of which the first N. Paganini Caprice was written. In the
third movement of the concerto there are many leaps in tessitura, which emphasize
the brightness and liveliness of musical images, and staccato volant (flying stacca-
to), which was skillfully used by the virtuoso romantic H. Wieniawski. Compared
with youthful concerto, here the composer enriches his favourite sequence con-
structions which acquire graceful “ligature” of melodic motive complexes. Thus,
this evolution, the process of creative growth can be seen in the genre of violin
concerto in F. Mendelssohn works but not in works of other composers who, as
arule, published their pieces in their mature years, in periods marked by significant
experience and composer’s virtuosity.
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Kanp cKpUITMUHOTIO KOHLEpTa HpOLIeN JUINTEeIbHbBIN My Th Pa3BUTHS,
BUIOM3MEHSSICh U TPaHC(HOPMHUPYSICH IO/ BIUSHUEM HOBBIX CTUJICBBIX Ha-
IPABJICHUH, OTpaXkasl Xy[JO>K€CTBEHHBIE 3alPOChl OOIECTBEHHON KU3HU.
OTOT ’KaHp 3apoAMIICS B 30Xy MYy3bIKaJbHOro Oapokko. MimMenHo torma
B HEM OBUIM OMpE/IEICHbI XapaKTEePHbIC YePThl MY3bIKAIILHON JpaMaryp-
ruu. DTO, IPEXIE BCEro, MPUHIMII COPEBHOBATENILHOCTH. BriepBeie 3TOT
MPUHLMI OBUT MOJIOXKEH B OCHOBY JKaHpa concerto grosso B TBOPUYECTBE
A. Kopemmu, U. C. baxa (BcnomHuM ero bpannepOyprckue KOHIIEPTHI)
U IpyTrUX KOMIIO3UTOPOB TOTO BpeMEHH. B MX KoHLEepTax NpHUHLIHKII COPEB-
HOBAHHUS OCYIIECTBIISIICS MEXKy OPKECTPOM U Ipymnoi conuctoB. XKanp
COJIBHOTO KOHLIEPTA yCTOSUICA 1 ObLJI 3aKpeIUIeH Oiaroaapsi, pekae BCero,
TBOPYECTBY €I1l€ OAHOIO MpeACcTaBUTENs d10XH bapokko — A. Busanpau,
KaK COPEBHOBAHUE COJIUCTA C OPKECTpoM (tutti, solo).

KapaunaiabHO paciuupsitoTCst BbIpa3UTEIbHbIE BOZMOKHOCTH COJIMCTA
U OpKecTpa, ONPEACISIIOTCS. M 3aKPEIISIIOTCs. HOBBIE (hOpMOOOpasyromme
IIPUHIIUIIBI B TBOPUECTBE BEHCKUX Kiaccukos — JI. berxosena, B. Mouap-
Ta, . TaiigHa. B kauecTBe NPUMEPOB M3MEHEHHs TPAKTOBKH XAHPA KOH-
epTa KOMIIO3UTOPAMH ATOH 3MOXH MOKHO CUUTATh €ro CHM(OHM3AIUIO,
HCII0JIb30BAHUE B IEPBOH YAaCTU COHATHOIO aJUIETPO.

JanbHeliee 0CMBICIEHUE BO3MOKHOCTEH KOHLEPTHOTO KaHpa CBSI-
3aHO C 3M0X0M POMaHTU3MAa U SIPKO IIpejcTaBiIeHo B TBopuecTtse @. MeH-
nenbcona. OH aKTUBHO MPOSIBIISLI Ce0s BO MHOTHX 00J1acTsIX 0011e CTBEHHOMH
U KyJbTYPHOH AEATENHOCTH — ObUT BBIIAIOMIMMCS THAHUCTOM-HCIIOIHH-
TeJeM, TUPIKepoM, regaroroM. Hanbonplee 3HaueHne B HICTOPUN MY3bI-
KaJIbHOM KYJIBTYpbl, KOHEUHO, CBA3aHO C €r0 KOMIIO3UTOPCKUM HACIECIUEM.
Hanpasnennocts TBopuecTBa @. MeHaenbcona sBisiia cOO0H coueTanne
POMAHTHYECKUX TEHACHLMM C INPUBEPKEHHOCTHIO K KJIACCHYECKOH Tpa-
quuuu. JKaHpoBasi manuTpa ero COYMHEHMH HEOOBbIYaliHO IIUpPOKa — OT
KPYIHBIX CUM(OHUYECKHX COYMHEHHH, OpaTOpui, 0 MPOU3BEACHUI Ka-
MEPHBIX KaHPOB.

3HAUNTEIbHBIM SIBJICHUEM B Pa3BUTHH KOHLEPTHOTO >KaHpa SIBUJIOCH
CO3JIaHUE CKPUITMYHOTO KOoHIlepTa e-moll B 1844 . — o1HOrO U3 JIydIIHX
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00pasnoB pomaHTHUecKoro uckycctBa. Kak ormeuaer B. Komen: «Ilo-
SIBIGHUE CKPUIIMYHOTO KOHIEpTa MeHenbcoHa cTano KpynHEHIINM co-
OBITHEM B HMHCTPYMEHTAJbHOH MY3BIKE IMOCICOETXOBEHCKOTO MEpHO/a.
B ronp! mupoKoro pacnpocTpaHEeHUs! TOBEPXHOCTHBIX, BHEIIHE 3P eKT-
HBIX KOHIIEPTHBIX IbEC, KOIA, 110 HPOHUYEeCcKoMY BhIpakeHHto lllymana,
HEKOTOPBIE MPOIBETAIOIINE KOMITO3UTOPHI CHaYaIa COUNHSIIA BUPTYO3HBIE
[IACCaXH, a [IOTOM 3a{yMBIBAJINCh HAJ TEM, KaK Obl 3aII0JIHUTH IPOMEXYT-
KM MEXJIy HUMH, KOHIEPT MeHenbCoHa, Hapsly ¢ aHaJOTHYHBIMU TPO-
m3BeneHusimu [llomena n llymana, BeIensieTcs CEpbe3HOCTHIO UyBCTBA
1 XYZIO’)KECTBEHHBIM coBepieHcTBOM» [6, ¢. 305]. Co3gaHuio 3TOro KoH-
HepTa MpenecTBOBall MCHEE H3BECTHBIN «IOHOLIECKHIT» KOHLEPT d-moll,
HanucaHHbIH @. MeHIeTbCOHOM Ha 3ape €ro KOMIIO3UTOPCKOU AesiTelb-
HOCTH, Koraa eMy Obuto 13 Jet, a Takke ABOHHOM KOHLEPT AJsl CKPUITKU
U GopTenraHo ¢ KaMepHBIM OPKeCTPOM. B 3THX KOHIIEpTax, HECMOTPS Ha
€ro IOHBIM BO3PACT, MPOSBUIICS KOMIO3UTOPCKUH TananT ®. Menaenbco-
Ha, OBLIM 3aJI0)KEHBI TCHICHIUH, KOTOPbIC B MOJHON Mepe ObUIN peaiu-
30BaHbl B €0 COYMHEHHMM 3PEJIOro IepHozia. JTH CKPUIIMYHBIE KOHLEp-
ThI — IOHOILIECKHUI 1 CO3/IaHHBIN B KOHIIE TBOPUYECKOM JIEATEIBHOCTH, KOTAA
KOMITO3UTOP HAXOIWJICS B 3€HUTE CJIaBbl, HA MIHMKE MAacTePCTBA, JIal0T BO3-
MOXHOCTb IIPOCJIEAUTH PE3YNIBTaT ero OYpHOTo TBOPYECKOTO POCTa, OIIpe-
JIEJIATB YePThl TBOPUYECKOTO METOAA.

Leabi0 JaHHOW CTAaThU SIBISICTCS PACCMOTPEHHE paHHETOo (d-moll)
1 TIO3[THETO (e-moll) KOHIEPTOB, UX XapaKTePHBIX YEPT, SBOJIIONUU B 00-
JIaCTH TPAKTOBKU (DOPMBI M CONIEPKAHNUS, TPUMEHEHHSI HCIIOTHUTEBCKIX
1 BBIPA3UTENBHBIX CPEICTB.

Slpkue my3bikanpHbIE criocoOHOcTH . MeHaenbcoHa MpOsSBUIINCEH
JoBOJIbHO paHo. IlepBoHauanbHO oOpasoBaHmeM denuKca M ero cecTphbl
@daHHM 3aHUMAJach €r0 MaTb, IOCTOSIHHBIMU XK€ YUUTEJIAMHU ObUINM — IHU-
anuct Jlronsur beprep, ckpunau Kapn XeHHUHI, KOTOpPOro B JajbHEN-
IeM CMEHWJI MOJIOAON CKpuIiad Dayapid Purl, cTaBmmii Ha TOITHE TOIBI
ero omwkamuM apyrom. OrpoMHoe BiusiHME Ha (POPMHUPOBAHHUE FOHOTO
My3bIKaHTa OKa3aJl M3BECTHBIH KoMmo3uTop, npodeccop Kapa Llensrep,
KOTOPBII KO BPEMEHU 3aHATUN ¢ MeHAeIbCOHOM BO3IIaBisl bepnuHcKyro
MeBUECKYI0 Kamemty. Takum oOpa3om, toHblld @. MeHaenscoH o0yuancs
Pa3HOCTOpPOHHE — UTpe Ha QOPTENHaHO, CKPUIIKE, KOMITO3uIMU. Ero my-
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ONMUYHBIE BBICTYTUICHHS, KaK MHAHICTa HAYaJINCh C 7 JIET, U B JTAHHOM CITy-
4yae ero pa3BUTHE U HCIIOJIHEHHWE CPaBHHUBAJIM C MolapToBckuM. Kak u3
3TOTO ABCTBYET, UI'Pa HA CKPUIIKE B JAJbHEHIIEM €ro He MPUBJIEKIa, TEM
HE MEHEe, OH YICIWI ’TOMY UHCTPYMEHTY ONPEACIICHHOE BHUMAaHUE, CO3-
JlaB CBOM JIBa KOHIEpTa. BeposiTHo, 3TOMy crocoOcTBOBana ero BCTpeya
B I. Kaccene B 1822 1. ¢ u3BECTHBIM HEMEUKHM CKpPUIIAYOM, KOMITO3UTO-
pom u nenarorom Jlroasurom Llnopom, k koTopomy MeH1eabCOH Beerna
OTHOCHJICSL C TNIyOOKUM YBa)KCHHEM W THeTeToM. Ero mpuBiiekana TBOp-
yeckast HanpasieHHocTh JI. [llnopa, sspkoro npencraBuTesss poMaHTU3Ma
B HEMEIIKOM MY3BIKQJIBHOM HCKYCCTBE, JUIi KOTOPOro OBLIO XapaKTepHO
BHUMaHHE K BHYTPEHHEMY MHUpY YeJIOBEKa, €r0 pajiocTsAM, MevaisiM, Ha-
LIHOHAJIBHOMY MEJIOCY.

Wmenno B 31u rojp! (1822—-23) 1OHBIN My3bIKAHT aKTHBHO ITOCBSIIACT
ceba koMmo3uny. MM HarmcaHbl: CTPYHHBIN KBapTeT, HECKOJIBKO MECeH
¥ poMaHCOB, Maraudukar, Xop Il meB4eckoro oomectsa r. ®pankrdyp-
Ta, icagoM Ne 66, ogHouactHas cuMmponus Ne 10. Taxke B 3TOT mepu-
o1l MeHJIeIbCOH CO3/1aeT CKPUITUYHBIN U JJBOWHON KOHILIEPT ISl CKPUIIKKU
u GoprenuaHo.

Bnepssle KOHIEPTHI UCHOAHWI yuuTenb @. MeH1eabCoHa, CKpHIay
U ero Apyr Dayapa Pui.

IIpu co3zganum koHLEPTOB HOHBIA @. MeHAENbCOH, UTO BIIOJIHE €CTE-
CTBEHHO, onupaiics Ha (GopMooOpasyrolre MPUHIUIBI BEHCKUX KIIACCH-
KOB — TPEXYACTHOE OCTPOCHUE COUMHEHUN, COHATHOE AJUIETPO B MEPBOU
4aCTH, OPKECTPOBBIC BCTYIUICHUS M 3aBEpIlCHUs, (IPUHIIUIT JIBOMHOMN 3KC-
MO3UIHH). MOXXHO TPEAIONOKUTh, YTO OH OBLIT 3HAKOM C COYMHEHUSIMU
KOMIIO3UTOPOB POMAHTUKOB, Takux Kak JI. Illnop u np.

Jiist yno6cTBa CpaBHUTEIBHOTO aHAIN3a CKPUITHYHBIX KOHIIEPTOB, YC-
JIOBHO 0003HAYMM IOHOIIECKUH KOHIIEPT Kak Ne 1, ¥ CO3MaHHBIN B 3peIibie
roanl Kak Ne 2.

ITepBblil KOHLEPT U151 CKPUIIKK M KAMEPHOTO OPKECTPa 10 HAC JOLIEN
B JIBYX KOMITO3UTOPCKUX PEIaKIUsIX, BTOpas — Oblia 3aBepiieHa B 13-1et-
HeM Bo3pacTe. Korna Hadanack pabota HaJl IepBOH Bepcuel, HEM3BECTHO,
BO3MOKHO, HAMHOTO paHbine. CpaBHUBAs UX MOXXHO HAOIIIOaTh, HACKOIIb-
KO KapAMHAJIBHO OTJIMYAIOTCS OAHA PENAKLMs OT APYrou, Kak KOMIIO3HU-
TOPOM U3MEHSIOTCS U YCIOKHSIOTCS IPUHIIUITB PA3BUTHS MY3BIKAIEHOTO
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Marepuana, 000raIaTCsl UCIOIHUTEIbCKIE IIPUEMbI U BBIPA3UTEIIbHBIC
cpeactBa. OcobeHHO 3TO KacaeTcs mnepBoi wactu Allegro molto, rae
B MIEPBOI PEAAKIINU NIUPOKO IPHUMEHSIETCS IOBOJILHO YIpOIIeHHAs (haKTy-
pa ¥ mpuemsl pa3BUTUH. [[puMepoM MOXKET CIIyKUTh JUHAMHU3ALNS BOCXO-
JSIIUX ¥ HUCXOSIIUX MEJOANYEeCKHUX JBIKCHUH, OCHOBaHHAS HA PHEMeE
penerunnu (cM. [pumep 1).

IIpumep 1. ®. Menaeabcon koHuept d-moll, acts I, TakTe 70-71
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[Inpoko HCTIONMB3YeT KOMIO3UTOP CEKBEHTHBIE MOCTPOEHHS Ha OC-
HOBE LIECTHAALATHIX JIUTEIBHOCTEH, KOTOphIE BOCCO3JAIOT XapakTep
HETIPEPHIBHOTO, YCTPEMIIEHHOTO JBIKEHHS, A TaK jK€ IIOCTPOCHHMS, HAIO-
MHHAIOIIME B (OPTCITUAHHON TEXHHUKE, TaK Ha3bIBaeMble «AJbOCPTHUEBBI
6ace» (cM. mpumep 2).

Ipumep 2. ®. Menaeabcon konueprt d-moll, yacts I, TakTh 67-69

BTopas Bepcus mepBoii 4acTH KOHIIEPTAa OTIMYAeTCs OONIBIICH pas-
BHTOCTBIO (DOPMBI, camMa 4acTh HAMHOTO KPYITHEH, Oojiee TUHAMHYECKH
pasHooOpasna. OOoraraercs (GaxkTypa, KOMIIO3UTOP OTKa3bIBACTCS OT
YIPOIIEHHBIX PETETUINI, B 3BYKOBOH IMOTOK aKTHBHO BKJIFOUAIOTCS IIPH-
3BIBHBIC MHTOHAIIMH, POXK/IAFOIINE aHAJIOTHIO C MHTOHAIUSIME €r0 BTOPOTO
KOHIIEpTA.

Bonpmmm paznuuuem Takke OTIUYaloTCs BEPCHU BTOPOU YacTH KOH-
uepra Andante. [lepBast Bepcus Mo4YTH MOTHOCTHIO MOCTPOCHA HA UCIIOJIb-
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30BaHUU TPHOJBHBIX MOTHBHBIX CTPYKTYP B BOCXOISIIUX M HUCXOISIINX
CEKBEHTHBIX JBIKCHUAX. ECIIM 31€Ch KOMITO3UTOP KaK Obl «HALIYIIBIBACT
CrocoObI ¥ BOBMOXKHOCTH BBIPaKEHUSI MY3bIKAJILHOTO 00pasa, TO BO BTO-
POH peJaKMy B My3bIKaJIbHYIO TKaHb, COCTOSIIYIO U3 CEKBEHTHBIX BOCXO-
JSIIUX U HACXOASALIMX ABMKCHUH, BIUIETAIOTCS Oosee MIacTHYECKUE Me-
JIOANYECKHE JINHUM, 000TaIIAI0NINE XyJ0KECTBEHHYIO CO/IEP/KaTeTbHOCTD
My3blkd. Ha mpumepe 3Tux penakuuidi BUIHO HACKOJIBKO OBICTPO (hopMHu-
PYIOTCSI KOMIIO3UTOPCKHE HaBBIKM FOHOTO MeEHAEIbCOHA, KaK 3pEeT ero
MacTepCcTBO. JTO MO3BOJIIMIO €My MPU HAIMCAaHUU TpeThell yactu Allegro
OTKa3aTbCsl OT «IPOOHBIX» Bepcuil. B aroi wactu dopma mpuodperaer
BECbMa ONPENENICHHbI BUJ — 3TO 3aJ0pHOE, UCKpsuieecs ponao. Tema
HECeT SIBHbIC YePThl HALIMOHAIBHONW XapaKTEPHOCTH, YeM TO HallOMHUHAET
YKPauHCKHI TOMaK U OTPayKaeT BECEIIbIH, IUISICOBOM HAUTPBIII HAPOIHOTO
CKpHITaya.

MeHsieTcst oAX01 KOMIIO3UTOpa B TOM KOHIIEPTE K XYI0KECTBCHHOM
POJM ¥ 3HAYCHUIO CKPUITUYHBIX KaJeHIMH. Tak, B IepBOH 4acTH KaieHIINN
COBCEM HET, BO BTOPO M TPEThEH YaCTAX KOHIIEPTA HEOOJBIINE COMbHBIC
IIOCTPOEHUsI HECYT OTIEYaTOK BIUSHMSA KOoHIEepToB B. Momapra, B KoTO-
PBIX CKPUITMYHBIC KaJCHIHNN OPraHn4YHO BCTPOCHBI BO BCC YaCTU (1)OpMI)I.
OT0 BeChbMa 3HAMEHATEJIbHO, TaK KaK MOJIOJOH KOMIIO3UTOP €lle He Ompe-
JENUII POJib KaJCHLUU B CTPYKTYpEe MY3bIKaJbHO Pa3BUTHS, YTO OH OCY-
IIECTBUT B CBOCM ITO3THEM KOHLCPTC, KapAWMHAJIbHO MCHSA €€ q)YHKHI/IIO
U CMBICJIOBYIO POJIb.

B 1oHOmIeCKHX KOHIEPTaX — JJIsl CKPUIIKH, a TAKXKe CKPHUIIKH U (op-
TENHMaHO, OHpPOOYyeTCs TaKKe M XyHAOKECTBEHHas pOJIb BCTYIUICHHUS.
Tak B CKpUIIMYHOM KOHLIEPTE MPOCMATPHUBAETCS OMOPa Ha TPAIULIMOHHOE
BUACHHUEC BCTYIUICHHA — JAPKOC Hadajlo, IMOBLINICHHAA JUHAMHKa, JOCTa-
TOYHAs! NPOTSHKEHHOCTH. [IpH 3TOM aKTMBHOE BCTYIUICHHE CKPHIIMYHOTO
COJIO, €r0 MPUIIOAHATHIN XapakTep, (Ha4aJbHbIH QopIIar, PU3bIBHBIC HH-
TOHAIIMU) HAIIOMHUHAET BCTyIuieHus kKoHueptoB Jl. Buottn, (NelNe 22, 23),
B KOTOPBIX JOMHHHPYET TIepoMvecKas HalpaBlICHHOCTb 0Opa3HOil co-
ACPKATCIIbHOCTHU. HOHYTHO OTMETHUM, YTO BO3PACTET POJIb BCTYIUJICHHUA
U B KOHLEPTE IUIsl CKPUIKH M (POPTENHAHO, NPOTSHKEHHOCTh KOTOPOTO
COCTaBIJISICT YK€ 72 TakTa, MPU STOM YCHIMBAETCS AWMHAMHYECKOE W Te-
MaTU4eCKOe Pa3BUTUE, OJHAKO MEHSIOTCS AIMOIIMOHAIBHO 00pa3HbIe MpH-
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OPHUTETHI, KOTOPbIE CMEIIAIOTCS B CTOPOHY YCHJICHUS JIUPUUYECKOM BbIpa-
3utenbHOCTH. [loka3zaTenbHO, UTO BCTYIUIEHHE HAUUHAETCS ¢ HEMPUBBIYHO
MSITKOTO, B HIOAHCE MHAHO 3BYYaHHUS OPKECTpPa, Kak Obl AKCTPAOIHPYSI
[IPUBEP>)KEHHOCTD B JJaIbHEHMILIEM pa3BUTUH K JIUpUYECKOMY Hadaily. Takue
JKCIIEPUMEHTAIIBHBIE «IIPOOBI TIepay», IOUCK CBOETO BUACHUS BBIPAKCHUS
XYJLO’)KECTBEHHBIX HJei @. MeHJenbcoHa Halluld CBOE BOIUIOIIEHHUE BO
BTOPOM, 3pPEeJIOM, CKPUITMYHOM KOHIIepTe e-moll, CO3aHHOM KOMITO3UTO-
poMm B 1844 1. B ban 3onene, KypopTHOM ropojike, I7ie OH OT/AbIXal Mocie
YTOMUTEBHBIX FacTpoOJie B AHIJIUH.

@®. MeHaenbCoH B 3TO BpeMsl HaXOAWJICS Ha MHUKE CBOEr0 KOMIIO3H-
TOPCKOTO MacTepCTBa, B 3eHUTE ciaBbl. OH, KaK JAUPIKEP 3HAMEHHTOTO
OepimHCKOTO OpKecTpa | eBanxay3, ObUT B IPY’KECKUX OTHOIICHUSAX C KOH-
LEPTMENCTEPOM OpKECTpa, U3BECTHBIM cKkpunadoM depaunangoMm JlaBu-
JIOM, COBETaMH KOTOPOTO MOJIb30BAJICS MPH CO3JIAHUH CBOETO CKPUITMYHO-
ro koHrepra. Hamo ormernts, 9to MeH1emhCoH OBUT 3HAKOM CO MHOTHMH
BBIJAIOIIUMHCS CKPHUIIaYaMH CBOETO BPEMEHH — OOILANCs C Tpe/ICTaBUTe-
nsvu [Tapmxckoii koHcepBaropun mpodeccopamu 1. baito, P. Kpetite-
POM, B UHCIIe TOCETUTENCH BOCKPECHBIX cOOpaHuil B ToMe MeH1eTbCOHOB
B bepnune Obiin 3HaMeHUTHIE ckpuniaun Hukkono [laranunu, Yite Byis.

Bropoii ckpunnuHblii koH1IEpT . MeHaenbcoHa CTOUT B psiAy JTyd-
mux 00pa3ioB eBPONEHCKOro My3bIKaIbHOTO HCKYCCTBA, OKa3ajl 0OoIbLIoe
BJIMAHNEC HA )j[ElHLHCﬁIHGC Pa3BUTUC HUCIIOJIHUTCIIBCKOIO UCKYCCTBA. Mox-
HO CMEJIO YTBEPKIaTh, YTO MUMO HEro HE MPOILIET HU OAUH CKpHUIIad, 10
HACTOSIIIETO BPEMEHU OH HAXOAWUTCS B PENepTyape MHOTUX HCIIOIHUTE-
neit. KoHIlepT mokopsieT cBoeH TIyOOKo comepKaTeabHOCThIO, JOMUHHU-
poBaHHEM JMpryeckoro Hayana. KoMmmo3utop 6e3 COMHEHHS UCTIONB3YET
OTIBIT, IPUOOPETEHHBIN MPU CO3JAaHWU CBOMX IOHOLIECKHX Pa0OT B 3TOM
aHpe. OH M0 HOBOMY TIOAXOAWT K POJHM M MECTY KaJISHITNH B TIEPBOX Ya-
CTU. Y KJIACCUKOB KaJCHIIUS CTOSIa B KOHIE YaCTU U COYMHSIIACH CAMUMU
UCTIOJTHUTEISIMA. MEeH/IeTTbCOH BIIEPBbIE BBOAUT KaJICHIMIO B pa3paboTKy
Y COYMHSET e caM. DTO HOBOBBEIEHHE OBIIIO Cpa3y MOAXBAauE€HO KOMIIO3H-
TOPaMU-POMaHTUKAMH U CTAJI0 OOLICTIPUHATHIM MECTOM NPH COYMHEHHU
KoHuepToB. [Tpumepom MoryT cityxkuTh kKoH1IEPTHI . Bpamca, I1. YaiikoB-
ckoro u 1p. 1. Cubenunyc B CBOEM CKPUITUYHOM KOHLEPTE, AJISl yCHUIICHHS
3MOHI/IOH3J’ILHOI71 BBIPA3UTCIIbHOCTU BBOAMUT KaJCHIHIO AK€ B ITIABHYIO
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naptuto. Kpome Toro MeHenbcoH oTka3blBaeTCsl OT KaJICHIIUI B OCTaJIb-
HBIX YaCTIX, KOTOpbIe 0€3 COMHEHUS, HE CIIOCOOCTBOBAIHN IIEITLHOCTHU Pa3-
BUTHS OCHOBHBIX 00pa30B.

Taxke HOBYIO TPaKTOBKY B KOHIIEPTE e-710// TIOITydaeT OpKeCTpOBOe
BCTYIUICHHE K TEpBOM dYacTH. BMecTo oOIIENpUHATOrO pa3sBepHYTOro
MOCTPOCHUSA, B KOTOPOM IPOUCXOIHUT 3apOXKJIEHHUE TEMaTHYeCKOro Ma-
Tepuaia WM MpeaBellanue Oyaylnmx COOBITHI KOHIEpTa, MeHIenbCoH
OTpaHUYWIICS HEOOIBIINM BCTYIUIEHHEM B TIOJITOPA TaKTa M CPa3y BBOAUT
CITymIaTels B TOTOK MY3bIKQJIIbHOTO Pa3BUTHSL.

B KoHIIEpTEe MPUMEHSIOTCS MHOTHE BUPTYO3HBIE CKPUITMYHBIC MCTION-
HUTENBCKHE TPUEMBI U CPEJICTBA BBIPA3UTEIIbLHOCTH, BIPAOOTaHHBIE MPEJI-
CTaBUTENSIMH POMAHTUYECKOTO HMCIIONHUTENBCTBA. TaK B KaJCHIIMHA KOM-
MO3UTOP MPUMEHSET BUPTYO3HBIN ITPUX PUKOIIET, HA OCHOBE KOTOPOTO
HanucaH nepsblil kanpuc H. [laranuan (cMm. npumepst 3, 4).

IIpumep 3. H. ITaranunn, kanpuc Ne 1, takrsr 1-3

e = A0

B TpeTheit yacTu KOHIEPTA UCHONB3YETCS IITPUX — JETydee CTaKKa-
TO, KOTOPBIA MAaCTEPCKH MPUMEHST BUPTYO3 POMAHTHIECKOTO MCKYCCTBA
I". BeHsIBCKUH.

[To cpaBHEHHIO C IOHOIIECKUM KOHIIEPTOM OOOTAIatOTCsl CTOJIb JIFO-
OMMBbIE KOMITO3UTOPOM CEKBEHTHBIE MOCTPOCHUS, KOTOPBIE TIPHOOPETAIOT
U3SIIIHYIO «BSI3b» MEJIOJUYECKIX MOTUBHBIX KOMILIEKCOB.
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Hpumep 5. ®. Menaeancon konuept e-moll, yacts III, TakTer 129-132

senza ritardare Iy
2 340 11 22

Takum oOpa3om, B XKaHpe CKPUIMYHOTO KOHIIEPTa B TBOPYECTBE
@. MeHzenbcoHa MOKHO HAOTIOAATH ATY HBOIOLIUIO, TPOLIECC TBOPUECKO-
ro pocTa, YTO HE BCETrJa BUAHO y APYTHX aBTOPOB, KOTOPBIE MyOIHUKYIOT
WJIY U31aI0T COYMHEHUS CO3/JaHHBIE, KaK ITPABUIIO, B 3pEJibIe TO/Ibl, B [IEPU-
OZIbl, OTMEUEHHbIE 3HAYUTEIBHBIM MPHOOPETEHHBIM ONBITOM U KOMIIO3HU-
TOPCKUM MacTEPCTBOM.
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