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B3aemopgia my3uku i xopeorpadii
Y CLeHIYHUX TaHUAX ppaHLy3bKUX My3UYHO-TeaTpanbHUX
noctaHoBoOK XVII — nepwoi nonosuHu XVIII ctonitb

AHOTAIISL m Maxkcumenko K. A. B3aemoniss My3ukn i xopeorpa-
¢ii y cueniyHumx TaHUAX (GpPaHIY3bKHX MY3HYHO-TEaTPAJIbHUX MOCTAHO-
BoK XVII — nepmoi nmonoBunu XVIII croits. m  Jlocnipkena ocoOnuBicTh
(paHIy3bKHX CHEHIYHHX TaHIIB eroXu bapoko sk cBOEpinHOI (GOPMH BTIICHHS
«aHCAMOJIIO MHCTENTB y MIiHIaTIOPi», B AKiM TaHIIOBaJIbHI pyXu Ta iX KomOiHa-
il OTpUMYIOTh crierdiyne 3a0apBiIeHHsS B KOHTEKCTI MOETHYHOI, My3U4YHOI Ta
TaHIIOBAIEHOI (hpa3u. OKpeMo pO3MIIIAIOTHECS B3a€MOJIA Ta CIIIBHI PUCH MiX
€JIEMEHTAMHU TaHIIOBAJIBLHOTO Ta My3UYHOTO CHHTAKCHUCY: MPOCTEKYIOTHCS Tapa-
JIeITi MiXK CTBOPSHHSIM XOpeorpadivyHoi MOCTaHOBKU Ta BHOOPOM MY3UYHOI (op-
MH (JIBOYACTHHHA, POHJO, Bapiallii). SIk mpHKIaa, aBTOp aHai3y€e MOCTAHOBKY
y dopmi poro — mac’e «La Gouastallay P.-A. ®Deiie Ha My3HKY HEBITOMOTO KOM-
mMo3UTOpa. SIK TOCHUTH IiKaBUIl acleKT MOeAHAHHSI MY3HYHOTO Ta Xopeorpadid-
HOTO MHCTENTB y (paHiy3pkux creHigHux TaHisix XVII-XVIII ct. 3a3nadeHuit
3B’5130K XOpeorpadiqHoi CKJIaI0BOI OCTAHHIX 13 TOHAJIBHUM IIJIAHOM MY3HYHOTO
TBOpY. TOHaNIBHE 3a0apBICHHS MYy3UKH 3HAXOAMJIO BiI3epKaeHHs y hopMyBaH-
Hi XopeorpadiyHOTO MaJIOHKY TaHIIO, y MpOIleci BUPaKEHHS B pyXax Ta JIOHe-
CEHHSI JI0 TIIAa49a PI3HOMAaHITHUX €MOIIiH 1 TOYYTTiB, [0 OAYXOTBOPSIOTH TaHEIh
Ta HAIMOBHIOIOTH Horo uTTsM. B KurrouoBi ciioBa: (hpaHIry3bKi CIIEHIYHI TaHII
XVII — nepmoi nomosuan X VIII cTomiTe, Xopeorpadis, My3uka, My3udHa Gopma,
TOHAJbHUH IU1aH, bapoxo.
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AHHOTAILIMA m Maxkcumenko K. A. BzaumoaeiicTBue My3bIKH H X0-
peorpaduu B CHEHHYECKHX TAHHAX (PAHIY3CKHUX MY3bIKAJIBHO-TEATPAJIb-
HbIX nocTaHoBOK XVII — nepsoii nosoBunbl XVIII BexoB. m  Vccnenyrores
0COOEHHOCTH (HPAHILY3CKHX CIIEHHUYECKHMX TaHIEB AM0XH bapokko kak cBoeodpas-
HOW (OPMBI BOTIIOIMIEHHS «aHCaMOIs UCKYyCCTB B MUHHUATIOPE», B KOTOPOH TaH-
IIeBaJIbHBIC JBIDKCHUSI U MX KOMOWHALMHU MOJNY4YaroT CHENU(pUUECKYIO OKPACcKy
B KOHTEKCTE ITO3THUYECKOM, MY3bIKaJIbHOW M TaHLIEBAJIbHOM (pa3bl. OTAeIbHO pac-
CMAaTpPHBAIOTCS CXOACTBO U B3aUMOAEHCTBUE MEXKTY 2JIEMEHTAMH TaHIIEBAaIbHOTO
U MY3BIKQJIbHOTO CHHTAKCHCA: MPOCIEKHUBAIOTCS Mapajliein MEXIy CO31aHUEM
xopeorpaduueckoil MOCTaHOBKH M BBIOOPOM MY3BIKaJIbHOW (OPMBI (ABYyX4aCT-
Hasi, POHJI0, BapHaluHu). B kauecTBe mpruMepa aBTOp aHATU3UPYET MMOCTAHOBKY
B popme ponno — nacnbe «La Gouastallay P.-A. ®elie Ha My3bIKy HEM3BECTHOTO
KOMITO3UTOpA.

Kak 10BOIBHO MHTEPECHBIN aCMEKT COYETAHUSI MY3bIKaJIbHOTO U XOpeorpa-
(hraecKkoro MCKYCCTB BO (paHITy3cKkux crueHmdecknx TaHmax XVII-XVIII Bs.,
OTMEYaeTCs CBSA3b MX XOpeorpa(uueckoil COCTaBISIONIEH C TOHAIBHBIM IJIAHOM
My3BIKaJIbHOTO NMpou3BeeHus. ToHaNIbHAs OKpacka My3bIKH HaXOJUT OTPakKEHUE
B ()OPMHUPOBAHUN XOpeorpauIecKoro PHUCyHKA TaHIA, B MPOIECCE BBIPAKCHUS
B JIBIDKCHUSIX U JJOHECEHUH JI0 3pUTENIsl Pa3HOOOPA3HBIX SMOLMM M YyBCTB, OIy-
XOTBOPAIOIIMX TaHEI] U HANIONHAONINX €r0 )KU3Hblo. m  KunloueBble cioBa: cie-
nuueckue Tanipl X VII — nepsoii momosunsl X VIII BekoB, xopeorpadusi, My3bika,
My3bIKallbHasl popMa, TOHAIBHBIN I1aH, bapokko.

ABSTRACT m Maksimenko K. A. Music and choreography
interaction in the stage dances of musical theater productions of the 17th —
the first half of the 18th century.

m Background. One of the typical trends of modern musicology is the
increasing interest in the problem of components dialogue in the synthetic forms
of art. In the context of this global topic, the issue of music and choreography
interaction in the stage dances of musical theater productions of the 17th — the
first half of the 18th century is of particular interest. The connection of music
and choreography in the art of stage dance of the 17th — the first half of the 18th
century appears as a kind of continuation of the syncretic unity of ancient art seen
through the prism of the professional experience of the creators of court musical
and stage productions in the French classicism style. In the court operas, ballets
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and other types of performances such of the composers, as A. Kampra, J.-B. Lully,
J. F. Rameau, the spirit of the antique art was reviving in its own special way
representing the “ensemble of arts” in a miniature.

The research objective is to identify the features of the combination and
interaction of musical and choreographic arts in the stage dances of French musical
and theatre productions of the 17th — the first half of the 18th century. The article
uses the method of comparative analysis. This method allows to analyze the
features and the ways of interaction between the elements of dance and musical
syntax.

Results. The art of choreography is a rhythm and plastic form of thinking
and self-expression, which can reflect reality not only in its eventual plot related
manifestations, but also to rise to the broad abstract generalizations. In view
of its rather conditional nature, dance requires, to one degree or another, the
interpretation of its content. In the 17th and early 18th centuries, the need for
such an explanation increases significantly because of the great role of emblems
and encoded content in various aesthetic and artistic phenomena. In the dance,
the close relation to the court ceremonial, which did not allow the expression of
emotions, initiated this feature additionally. For example, at that time one was
believed that stepping a minuet means “drawing up secret signs of love”, which
were recognized in movements, poses, facial expressions and gestures. In the
Baroque Epoch the audience easily was recognizing the content of such dances,
whereas for the modern observer and researcher it remains unknown.

The dance moves and their combinations in stage dances of the 17th and early
18th century receive a specific meaning in the context of poetic, musical and dance
phrases. However, first, the moves of dancers-performers were consistent with
the music. As a rule, the result of making a choreographic production depended
on the composer’s choice of the musical form. Most of the dances within the
researched period were set to music in a two-part form. Less often we can find the
samples in the form of a couplet rondo and ostinato variations. When making the
dance productions, French choreographers took into account the features of other
popular musical forms of the 17th —18th centuries. In some cases they emphasized
or combined with their own author’s decision the symmetric basis laid down in
the musical structure (the form of rondo), in others — they disclosed the effect of
the continuity principle.



66 2018 m Bun. XIV' W Acnexnu icmopuuHozo My3uK03Ha6cmed T

An example of the embodiment of a choreographic idea set to music in the
form of a rondo is the passepied production (fr. passé-pied) “La Gouastalla”
realized by R. A. Feye to the music of the unknown composer. The choreographic
composition consists of five dance periods corresponding to five sections of the
musical form. A slightly different choreography scheme — ABCBC is combined
with the symmetric scheme in the musical variation—- ABACA. In this production
the combination of the musical form and the choreographic composition is
somewhat changed, however, this does not mean the complete neglect of the
musical form regularities in the construction of the dance general plan.

One of the aspects of the musical and choreographic arts combination
in French stage dances of the 17th and 18th centuries is the connection with of
the choreographic component of the latter with the tonal plan of the musical work.
The tonal coloring of the music was reflecting in the formation of a choreographic
drawing of dance, in the process of expressing in the movements of various
emotions and feelings. Changes of tonalities, the most used of which, as a rule,
a certain circle of images and affects, their own “character” carried along at that
time, were associated with a variety of transitions in the emotional coloring of
the dance. It is from such, emotional, the perception of tonality, the versions of
the tonal plans of French dances follows, which are unusual for later canons of
Viennese Classicism, in particular, with the violation of the harmonic sequence
of T-D-S-T.

Conclusions. Thus, the stage dance of the 17th and early 18th century is
a peculiar form of embodiment of the “miniature ensemble of arts”, where dance
moves and their combinations receive a specific coloring in the context of poetic,
musical and dance phrases and certain allegorical meanings. Nevertheless, first
and foremost, the moves of dancers-performers were consistent with the music.
Obvious is the great dependence of the choreographic production on the musical
form and its components — the rhythm as well as the tonal and harmonic plan,
which combined with the choreographic elements, prompt the feelings transmitted
in the dance, which give to it the life and inspiration. m  Key words : stage dances
of the XVII — first half of the X VIII centuries, choreography, music, musical form,
tonal plan, Baroque.
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IocranoBka mpodiaemu. OpHI€IO 3 XapaKTepHUX TEHACHUIN cy-
YaCHOTO MY3WKO3HABCTBA € 3POCTAHHS IHTEpecy M0 MPOOJIEeMH diajiory
CKJIaJIOBUX Y CHHTETUYHUX BHJAaX MUCTENTBA. B KOHTEKCTI 1iei robais-
HOT TEMH MUTAHHS B3a€MOJii My3UKH 1 Xopeorpadii y CIeHIYHHX TaHIIX
MYy3U4YHO-TearpajibHuX nocraHoBoK XVII — nepimioi nonoBunu XVIII ct.
BUKITUKAE OCOONMBUH iHTEpecC. 3B 30K MY3HKH 1 Xopeorpadii y mMucre-
TBi1 CIIGHIYHOTO TAaHINIO Ii€i JOOW TOCTAaE SK CBOEPIMHE TMPOIOBKEHHS
CHUHKPETHYHOI €IHOCTI JaBHHOTO MHUCTELTBA, M00AYEHOTO Kpi3b MPHU3MY
po(eciifHOTO JOCBiYy TBOPIIB NMPUABOPHUX MY3HYHO-CIICHIYHUX I1O-
CTaHOBOK Yy CTWIII ()paHIy3bKOTO KIIacHIIM3MY. B mpuaBopHux omnepax, Oa-
Jerax Ta IHIIMX BUJAX CHEKTAKIIB BiIOMHX KOMIIO3UTOPiB enoxu bapoko
(K.-b. JIrommi, XK.-®. Pamo, A. Kammpa Ta iH.) M0-CBOEMY BiApOIKYBaBCS
OyX MHCTENTBa AHTHYHOCTI, IO SIBJISUIO COOOI0 «aHCAMOJb» MHUCTELTB
y MiHiaTIOPi.

AHaJi3 ocTaHHIX AocaiTKeHb Ta mydaikanii. Baromi po6oTu, mpu-
CBSYECHI OCOOIHMBOCTSM CIICHIYHUX TaHIIB (ppaHIy3pKoro bapoko, Haie-
)artb gocaiaauisM b. Mazep (Mather B., 1988) [3], [1. Panym (Ranum P.,
1986, 2001) [4; 5], JI. [unaesiii (ITeutaesa JI., 2012) [2]. Tak, b. Mazep
y cBoiil mpari «TanmoBanpHI puTMu (PpaHITy3pK0T0 bapoko» po3kprBae
MUTAHHS, TIOB’s13aHi 31 crienu()iYHUMH 0COOIUBOCTAMU (PPAHIy3bKUX TaH-
miB XVII-XVIII ct.. OxpiM HOBU3HU JIOCIIIKSHHS, BATOMICTh 3a3HAUYEHO1
npari Mojsrae y BUKOPHCTaHHI MIMPOKOI JUKepero3HaBuoi 0a3u. ABTOD
I'PYHTOBHO JIOCIIIKY€ €CTETUKO-XYAOXKHI i7el, 10 HaJIe)Kaau MPeaCcTaB-
HUKaM (paHIly3pKOT0 My3WYHOTO bapoko 3 MprBOy BUKOHAHHS TAHIIIB,
AKTHBHO BHKOPHUCTOBY€E Marepianu (paniy3pkux mxepen X VII-XVIII ct.
3 pI3HUX XyHOXHIX 00JacTeii: pUTOPUKH, ECTETHKH, ITOe3ii, Xopeorpadii,
Teopii My3UKH, METOIMKN HABYAHHS CIIBY Ta TPH HA MY3UYHHUX IHCTPY-
MEHTAaX, My3UYHOTO i IpaMaTU4HOrO TeaTpy.

Jlo opuriHambHUX MEPIIOAKEPET, BAKOPUCTOBYBAaHUX y Tiparii b. Ma-
3ep, HaJjexarb (PPaHKOMOBHI TPaKTaTH, CIOBHUKHU Ta nocionuku b. Jlawmi,
P. Bapi, M. ne bacini, XK.-®. ®petion-Iloncen, A. @ropetsep Ta iH. Baxk-
JIMBO 3a3HAYMTH, IO 3rajlyBaHi JpKepena 3HaYHO MEHII BiJIOMi, HIX Tpa-
IULidHI TBopM emoxu bapoko, 1o Hamexarb HIMEIBKMM MYy3HKaHTaM
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1 IMIAPOKO BUKOPUCTOBYIOTHCS B CYy4aCHOMY MHICTEIITBO3HABCTBI. OKpeMIM
PO3IIOM PO3KPUBAIOTHCS 3arajbHi MPUHLUUIHN BUKOPUCTAHHS PUTOPUKU
B MMOETHYHOMY TEKCTi, MY3HIIi 1 Xopeorpadii TaHIFOBAIEHUX HOMEpPIB 3a
y4YaCTIO CIIBaKiB-COICTIB M Xopy — danse chantée.

PoGora JI. IlunaeBoi cnpusie 3HAYHOMY PO3LIMPEHHIO YSIBJICHD MPO
MOXKITMBICTh 3aJy4eHHS PUTOPUKH JIO aHaji3y TaHIIOBATBHOI MYy3UKH
(paHIy3pKOTO Ta 3axigHOEBponelchKoro bapoko. Tak, Oe3nepeuHa 3Haqy-
mricteb nocmimpkenns JI. [unaeBoi monsdrae y: r(pyHTOBHOMY aHai31 My3UKH
(paHIy3bKOTO CLIEHIYHOTO TAHIIIO 3a3HAYCHOTO TePioy 1 XapaKTepUCTHUII
i cBoepimHoCTi B danse chantées; BHSBIEHHI KOOPAMHYIOUOI POJIi PUTO-
PHUKH B CHHTE31 MY3UKH, TI0e3ii 1 Xopeorpadii; aHamizi CTpyKTYpHHX 0CO-
OnMBOCTEW MY3MKH, Toe3ii, xopeorpadii y 3B°sI3Ky 3 pPUTOPUYHUM BYCH-
HSIM TIPO TIEPiO; pO3MIAAI HAaBAXIIMBIIINX MEXaHi3MiB (POPMOYTBOPEHHS
B MY3UIli CIICHIYHUX TaHIiB. Ha AyMKy IOCHiIHUII, pO3IIIS]] TaHIFOBAJIb-
HOTO MHCTENTBA 3 MO3MLIH PUTOPUKH HAOJIMKA€E 10 PO3YMIHHS TOTO 3a-
raJbHOKYJIBTYPHOTO 3MICTY, SIKHH 3/IaTHE HECTH TaHIIOBAIbHE MUCTEITBO.

MeTo10 €TATTi € BUSBICHHS OCOONMBOCTEH MOEAHAHHS Ta B3AEMO-
Il My3U49HOTO 1 XopeorpadiuHOro MUCTENTB Yy CIEHIYHUX TaHIAX (paH-
Ly3bKUX MY3M4YHO-TearpaibHuX NocraHoBok XVII — mepmoi monosu-
Hu XVIII ct.

Bukaan ocHoBHoro marepiaiy. Hacammepes, BaJIMBO BiIMITHTH,
10 MHUCTEUTBO Xopeorpadii € puUTMOMIacTUUHOIO (HOPMOIO MHCICHHS
Ta CaMOBHMPaXEHHS 1 3/aTHE BiJOOpakaTu MIMCHICTh HE JMIIE B i1 IO-
J€BO-CIOKETHHUX TPOsBAaX, a M MigiMMaTHCs 10 MIMPOKUX a0CTPAaKTHUX
y3arajabHEeHb.

3Baykaro4n Ha CBOIO JOCTATHRO YMOBHY HPUPOIY, TaHELb Yy Tid 4u
iHOIH Mipi oTpeOye TpakTyBaHHS 3MICTY, SIKHH Y HbOMY IIE€PEIAEThCA.
Y XVII — na nouarky XVIII cT. moTpeda B TakoMy MOSICHEHHI 3HAYHO
3pocTae y 3B 513Ky 3 BEJIMKOIO POJITIO €MOJIEeMaTHKH Ta 3aKOI0BAHOTO 3Mic-
Ty Y CaMHX Pi3HOMaHITHUX €CTETUKO-XY/JIOKHIX SIBUINAX. Y TaHII 1 prca
JOIaTKOBO iHiLiIOBajacs TICHUMH 3B’SI3KAMU 3 MPUABOPHUM ETHUKETOM,
KU He TMPUITYCKaB BIIKPUTOTO MPOSBY eMOIliil Ha myouimi. Tak, Harpu-
KJaJl, y TOW Yac HEBHIIQJKOBO BBa)KaJOCh, 10 BUKOHYBAaTH MEHYET O3Ha-
4ae «KPECIUTH TAEMHI 3HAKH JIF000BI», K1 PO3ITI3HAIOTHCS B pyXaX, [103aX,
Mimii i kectax. B enoxy bapoko 3MicT TakuXx TaHIIIB JIETKO pO3ITi3HABABCS
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IsaadaMi, TOMI K U Cy4acHOTO CIIOCTepirada i JOCHiTHUKA BiH 3alld-
[IA€THCA HEBIIOMHM.

ATeTfoBaHHA 710 T0e3ii, 3 KO0 TiCHO CITiBBIJIHOCHBCS TeaTpajbHHMA
TaHellb MO3HAYEHOT0 HAaMH TIePiOoLy, IA€ MOJKIIMBICTh JIUIIE YaCTKOBO yCBi-
JOMHTHU HOTO CYyTHICTb, OCKiNIbKM caMa (hpaniy3bka noesis X VII — nepmroi
nosioBuHA X VIII cT. 9acTo xapakreprsyBajgach aleTOPHIHICTIO 00pa3HOTO
3MICTY.

lle omHa cKIATHICTL IPH BIATBOPEHHI €MOIIHHOTO 3MiCTy CIICHIYHO-
TO TaHIIIO MOB’A3aHa 3 HOTO CHHTETHUYHOIO MPUPOI0I0. Tak, TaHeIs B Tea-
Tpi sABJIsIE COOOFO TTOETHAHHS MY3HKH, PYXY 1 CJI0Ba, JIe KOXKEH 3 KOMITOHEH-
TiB, B CHJIy CBO€I crienu(iqHOCTI, HE 3aBXK/H JIi€ CHHXPOHHO 3 1HIIHMH,
TaK sIK KOYKCH BHJI MUCTEIITBAa Ma€ CBOKO «MOBY» 1 XapaKTepHi Juis Hei 3a-
co0M BHPA3HOCTI.

OjHak, mepin 3a Bce, Jiii TaHIIBHUKIB-BUKOHABIIB Y3T0/[KYBaJIHCh
came 3 MY3UKO0. 3BepTarOuuCh JI0 TBOPYOCTI TOTOYACHUX KOMITO3UTOPIB
Ta Mpabk My3UYHUX TEOPETUKIB, CIIOCTEPIraEMo, 0 OCTAHHI JIMIIE BKA3y-
BaJI Ha MIMPOKE PI3HOMAHITTS TaHIFOBAILHUX JKaHPIB Ta 00MEXYBaIHCh
CaMHMH 3arajbHAUMU 3ayBa)KCHHSIMH, TAKUMH, K YTOUHCHHS METPOPHT-
MIYHHUX XapaKTepPUCTHK YW TeMIy, 0€3 MOAaJbIIOro 3ariuOIeHHs] B 0CO-
ONMMBOCTI B3a€MOIiT My3HKH 1 Xopeorpadii, CIIiBBITHOIIIEHh BHYTPIITHBOT
CTPYKTYPH 1 My3UYHOT MOBH TaHIIIO.

Hocmimkennas gpaniry3pkoi kKyasrypu X VII-XVIII ct. Ta xapakrep-
HUX JUI Hel MECTEIIBKHX KaHPIB (TaHelb, TeaTp, My3UKa, JKUBOITUC, TI0-
€3isl TOIIIO) JIa€ MOYJIMBICTh JIIHTH BUCHOBKY, 110 TOJIOBHUM KOMTIO3HITiH-
HHUM TIPUHITATIOM, SIKUH BU3HAYAE B3aEMOIIF0 XopeorpadivHOro Ta My3HU-
HOTO €JIEMEHTIB Y TOTOYACHHX TaHIISX, € TPUYACTUHHICTh, XapaKTepHa st
BCiX BH/IIB MUCTEIITBA, 110 PO3TOPTAIOTHCS Y Yaci.

BaknuBo Bi3HAUWTH, IO B3a€MOIis MY3WKH 1 Xopeorpadii crae
OLIBII TICHOIO 32 YMOBH BiJICYyTHOCTI JIITEPAaTypPHOTO TEKCTY, OCKIIBKH XO-
peorpadu, BpaxoByIOUM KOMITO3HUIIIITHI MOXIJIMBOCTI TaHIIO, MiJ 4ac po-
00TH Haj HOro OCTaHOBKOIO 3a3BHYAil OPIEHTYBAJIMCH Ha BKE HAIlUCAHY
MY3HUKY, 0OpPMIIEHY 32 TI€I0 Y 1HIIIOI KOMITO3UIIIHHOO 1To0ynoBor0. Of-
HaK 3yCTpiuaNucs BUMIAJIKN, KOJIH MPOLIECH CTBOPEHHSI TIOCTAaHOBKHU TAHIIIO
1l HarMCaHHS MY3UKHU BiAOyBaucs Maiike OTHOUACHO, 10 OYyJI0 XapaKTep-
HUM, Hanpukiaa, 1 TBopuocti JK.-B. Jlromi.
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BaxxnmiBoio 0coONMHMBICTIO BHYTPIIIHBOI 1TOOYI0BH (PpaHITy3bKUX MY-
3uyHO-TearpasibHuX noctaHoBoK XVII-XVIII cronite Oyna opieHTawis
Ha 3aKoHU (paHIy3bKoi moesii. Tak, My3udHi GpopMH 4acTO OTPUMYBAIH
«BIPIIOBAaHE» TPAKTyBaHHS. 3 iHIIOr0 OOKY, BOHH OCOOJIMBUM YHHOM CITiB-
BiTHOCWIINCH 3 XOpeorpadiyHUMHU CTPYKTYpPHUMH €JIEMEHTaMH, IPU LbO-
My 30iriB, IOpPiBHSHO 3 TOE3i€r0, 3ycTpivanocs Habararo menmie. OTxe,
3aMiCTb €THOCTI XyI0KHBOI TyMKH, y OyZ10B1 My3UKH 1 Xopeorpadii BTiito-
€TBCSI CBOEPITHUH «Iiajor» OajmeTMeicTepa i KOMITO3UTOPA.

SIx mpaBuIiIO, pe3yabTar MpU CTBOPEHHI xopeorpadiyHoi MOCTaHOB-
KH 3aJIe)KaB BiJl BHOOPY KOMIO3UTOpOM My3udHOi dopmu. [Ipo meit dakr
CBiTYaTh HE JIUIIEC TTOCTAHOBKHU, BUKOHAHI Ha OJHY W Ty caMy MY3HKY pi3-
HUMH Xopeorpadamu, a i CTBOpEHi B Pi3HI POKU OTHUM Xopeorpadom, 30-
Kpema, BimomuM Ha Toit gac JIyi [lekypoM. 3aBAsKH MOPIBHAILHOMY aHa-
73y MOYKHA CIIOCTEPIraTy BiIMIHHOCTI B CTPYKTYpi 3arajibHOi KOMITO3HII1,
BHOOpI KOMOiHAIIIH TaHIIOBAJIFHUX PYXIB Ta IX CITIBBIIHOIIEHHI 3 My3W4-
HUMH [T00YTI0BaAMH.

T'oBopstum npo 3asiexHicTh XopeorpadiyHoi HOCTaHOBKU i My3HUYHOL
(dbopmu, JIOMITEHO 3ayBaXKUTH, MO IEHTPAIBHOIO CTPYKTYPHOIO OJIMHU-
Lero B xopeorpadii € ¢ppasa (Ha BigMiHY B epioly UM PEUCHHS Y My3H-
11i). Po30ixkHICTh MiXk (pYHKIISIMU IMX CHHTAKCUYHUX OJIMHUIIb 3yMOBIIE-
Ha PI3HUIICIO BiJUTIKY Yacy B My3UYHOMY 1 XOopeorpadivHOMY MHCTEITBI.
VY wioMy MOXHa CTBEPIKYyBaTH, IO CHiBBIIHOLICHHS MY3HYHUX Ta
XopeorpaiuHuX CTPYKTYp Yy CICHIYHHX TaHISAX (PaHIy3bKHX MYy3U4-
Ho-TeaTpa’dbHuX MocTaHOBOK X VII-XVIII cT. € B3aeMOIONIOBHIOIOUHM:
MPOCTOTa OpraHizallii OJHOTO KOMITOHEHTa KOMITIEHCY€EThCS CKIIATHICTIO
1HIIOTO.

BinmbrricTs TaHIIB y MeXax JOCHTIKYBaHOTO HaMU Tiepioxy Oyiu 1mo-
CTaBJICHI Ha MY3HYHI KOMITO3HUIIi1, CTBOPEHI B ABOUACTHHHIH dopmi. [emro
piaiie MOXKHA 3yCTPITH 3pa3Ki 3 My3HYHOIO OCHOBOIO B ()OPMi KYIJIETHOTO
pOHIO Ta OCTHHATHUX Bapiamii. OcTaHHI CTBOPIOBAIUCH y (popmi Bapia-
1iit Ha basso ostinato (macakainii) a0 Ha CTIMKHI METOANKO-TaPMOHIYHUN
KoMIuieke (gakoHwu). IIpore, Ipu CTBOPEHHI TAHITIOBAJLHUX ITOCTAHOBOK
(bpaHily3pKHUMHU XOpeorpadamMu BpaXxoByBaJIUCh OCOOIUBOCTI i IHIIMX TI0-
nynsipHuX My3udHuX Gopm XVII-XVIII ct. B ogaux BUnankax BOHU Mij-
KPECITIOBAJIN YW TOEIHYBANIN 31 CBOIM aBTOPCHKUM DIICHHIM 3aKJIaJICHY
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B My3W4HI# TOOYI0BI CHMETPUIHY OCHOBY ((popma poHI0), B iHIITHX — pO3-
KpPHUBAJH 10 IPUHLUITY HACKPI3ZHOTO PO3BUTKY.

Tax, mpukIagoM BTUIEeHHS XopeorpadigHOTo 3a[yMy Ha OCHOBI (op-
MU POHJIO € MMOCTaHOBKA Nac’e (¢p. passe-pied) «La Gouastallay, 3miii-
cHeHa P.-A. ®elie Ha My3UKy HEBIiJOMOTO KOMIO3UTOpa. Xopeorpadiday
KOMTIIO3HITIIO CKJIAIAf0Th I Th TAHIIOBATHHUX IEPI0IiB, IO BiMOBIIAIOTH
I’ SITU po31iiaM My3U4HOI (POPMH. 3 CUMETPUYHOIO CXEMOIO B My3HUHOMY
BapianTi — ABACA — noetHy€eThCs BTUJIEHA JeTI0 MO-1HIIIOMY CXeMa Xope-
orpadii — ABCBC. OueBunHo, 1o B nocraHoii naci’e «La Gouastallay
CHIBBITHOIIIEHHS] CXEMHU MY3H4YHOI (hOpMHU i XOopeorpadiqHOl KOMITO3HUITii
BUIIISIZIA€ YACTKOBO 3MIHEHHM, ITPOTE, 1Ie HE 03HAYA€ TOBHOTO iIrHOPYBaHHSI
3aKOHOMIpPHOCTEH My3U4HOI ()OpMHU B OOYAOBI 3araJibHOTO IUIaHY TAHLO.

[leBHY miKaBiCTh IJIS HAC TMPEACTABIIAE aHAJI3 JAHOI ITOCTAHOBKH,
3pobnenuii b. Masep, y SIkoMy JTOCIITHUIISI IPOBOJAMTE Mapaliesi MixK My-
3UYHOI0 (HOPMOIO, KOMIIO3UIIIEIO TAHLIO TA I ITHYACTUHHOIO PUTOPUIHOIO
JIUCTIO3HUIIIEIO, SIKY TIPEICTABIISE TaAKUM YnHOM: «[leprimii TaHII0BaTIbHUM
nepioJ HOCUTh BCTYNHUI xapakrep. Apyruil nepion Moxke po3rIsiiaTHCh
AK nharratio (po3ImoBiab), HEMOB XTOCh PO3MOBIB icTopiro. Tpetiit mepiox
HABOAMTH Ha JYyMKY Ipo confutatio (3amepedeHHs), B SKOMY TaHLiBHUKU
110 Yep3i KPy*JIAIOTh OAUH OAHOTO, TPUMAIOYHUCh CIIOYATKy IPAaBUMH, I10-
TiM JTIBUMH pyKamu. Pyxu Ta iX koMOiHaIi1 B 4eTBEPTOMY TaHIFOBAILHOMY
IepiojIi HaraayoTh XOpeorpadiro Jpyroro mepiomy, ajine Horo MoxxHa Ipe/-
CTaBHUTH sIK confirmatio (migTBEpIKEHHS TTOYaTKOBOT JyMKH). [1’s1THiA 11e-
piox 3 xopeorpadi€ro, CX0kK0I0 Ha Xopeorpadiro TPeThOro, BAKOHYIOUHChH
Ha MY3HUKY TIEPIIOTO TEPiofy, BCe MiACYMOBYE 1 MOXke OyTH yIomiOHEeHUH
peroration (3aBepuieHHs)» [3: 1].

JlocuTb LIKaBUM aCIIEKTOM ITO€JHAHHS My3U4HOTO Ta XopeorpagdidHo-
ro MUCTEUTB y ¢paHiy3bkux cieHiuHnX TaHisx X VII-XVIII ct. € 38’5130k
xopeorpadiuHoi CKJIaZOBOi OCTaHHIX i3 TOHAJBHUM IIJIAHOM MY3HYHOTO
TBOpY. ToHaNbHE 3a0apBIeHHS My3UKH 3HAXOANIIO BiA/I3epKaIeHHs y Gop-
MyBaHH1 XOpeorpadivHOro MalIOHKY TaHIIO, Y TPOLeCi BUPaXEHHS B Py-
XaX pPi3HOMAHITHHX €MOIIiH 1 MOYyTTiB. 3MiHa TOHAJTLHOCTEH, 32 HAHO1TBIIT
YKUBAaHUMH 3 SKHX (a B iICHYIOUid TOJI HEPIBHOMIpHIN CHCTEMi TemIepa-
1ii, K BiZIOMO 3 icTOpii MY3WKH, HE BCi TOHAIBLHOCTI 3BY4alld OJHAKOBO
YHCTO) HA TOM Yac 3aKpilUIIOCh TIEBHE KOJIO 00pa3iB i adeKTiB, BIACHUN
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«XapakTepy, TOB’sI3yBaJlach i3 Pi3HOMaHITHUMH IIePEX0JaMU B EMOIIiii-
HOMY 3a0apBieHHI TaHI0. CaMe 3 TaKoro — €MOIIMHOTO — CIIPUHHSTTS
TOHAJIBHOCTEH BUILUIMBAIOTh HE3BWUHI JUIS OUIBII Mi3HIX KAaHOHIB BIJICH-
CHKOTO KJIACHIM3MYy BapiaHTH TOHAIBHUX TUIaHIB (paHIly3bKHX TaHIIIB,
30KpeMa, i3 MOPYLICHHIM rapMoHiuHoi nociigosHocti T-D-S-T.

BucnoBkn. Takum 4MHOM, cueHIYHMH TaHeup XVII — mouar-
Ky XVIII cronits € cBOEpiHOIO (POPMOIO BTIJICHHS «aHCAMOJIO MUCTELITB
y MiHIaTIOpi», B AKiH TaHIIOBAJIbHI PYXH Ta iX KOMOiHAIIii OTPUMYIOTH CIIe-
nudiuHe 3a0apBICHHS B KOHTEKCTI MOSTHYHOT, My3UYHOI 1 TAaHIIOBAJILHOT
(hpa3u Ta MEBHUX CMHCIIOBHX ajeropiil. Ae, mepim 3a Bce, Jii TaHIiBHHA-
KiB-BUKOHABIIIB Y3TO/DKYBaJMCh came 3 My3uKoro. O4eBHHA BelIHKa 3a-
JISKHICTh XopeorpadivHol MOCTaHOBKH Bij My3n4HOi (hopmH Ta i1 cKIano-
BUX — PUTMY, TOHAJIbHO-TAPMOHIYHOTI'0 IIJIaHY, 1110, IIOEIHYIOUHUCH 3 XOPEo-
rpadiuHUMH eJeMEHTaMH, MiJKa3y€e MOYyTTs, sIKi MepeJaroThCsl B TaHII,
OIYXOTBOPSIFOUM HOTO Ta HAITOBHIOIOYH JKUTTSIM.

[IpoBesieHa po3BijKa HE BUUEPITY€E BCIX MUTaHb, OB’ SI3aHUX 3 JOCII-
DKeHHAM (paHIy3bkux xopeorpadiunux tpaauuiii XVII-XVIII cronits.
Honanaboro aocigKeHHs: ToTpedye pO3KPUTTA MPoOIeMH crienuiku
BHUKOHAHHS TAaHIIOBAJILHOT MY3HKH 3a3HaY€HOTO TIEPioay, a TAKOXK MUTaH-
Hs1 0COOIMBOCTEH BIUIMBY CLIEHIYHOI'O TaHLIO enoxu bapoko Ha misinaya.

JUTEPATYPA

1. Kropersa T. ®opma B my3sike XVII-XX BexoB. Mockaa
TL Cdepa, 1998. 344 c.

2. IIewmaesa JI. JI. My3bIka CIIeHUYECKHUX TAHIIEB (DPAHITY3CKHX KOM-
no3utopoB XVII — nayana XVIII BeKOB B KOHTEKCTE PUTOPUUECKON A11O-
XH : aBTOped. Amc. ... A-pa uckycctBoBeneHus : 17.00.02 / Poccwmiickas
akazeMus My3bIkd UM. ['HecunbIx. Mocksa, 2012. 39 c.

3. Mather B. B. Dance rhythms of the French Baroque. A Handbook
for performance. Indiana: University Press, 1988. 352 p.

4. Ranum P. M. Audible rhetoric and mute rhetoric: the 17th-century
French sarabande. Early music. 1986. Vol. 1. P. 22-41.

5. Ranum P. M. The Harmonic Orator. The phrasing and rhetoric of
the melody in French baroque airs. N. Y.: Pendragon Press, 2001. 528 p.



G 2018 m Bun. XIV W Acneximu icmopuutozo My3uKo3Ha8cmed 73

REFERENCES

1. Kyuregyan, T. (1998). Forma v muzyke XVII-XX vekov [The
form in the music of the XVII —XX centuries]. Moscow: TTS Sfera, 344
[in Russian].

2. Pylayeva, L. D. (2012). Muzyka stsenicheskikh tantsev
frantsuzskikh kompozitorov XVII — nachala XVIII vekov v kontekste
ritoricheskoy epokhi [Music of stage dances of French composers of the
XVII — beginning of the XVIII centuries in the context of the rhetorical
era]. (Doctor’s thesis). Moscow: Russian Academy of Music named after
Gnessins, 39 [in Russian].

3. Mather, B. B. (1988). Dance Rhythms of the French Baroque:
a Handbook for Performance. Indiana: University Press, 352.

4. Ranum, P. M. (1986). Audible rhetoric and mute rhetoric:
the 17th-century French sarabande. Early music. Vol. 1, 22-41.

5. Ranum, P. M. (2001). The Harmonic Orator. The phrasing and
rhetoric of the melody in French baroque airs. N. Y.: Pendragon Press,
528.

Cmamms naoitiuna 0o pedaxyii 17.12.2018 p.



