Hpuna /Koanvko

O®EHOMEH KIIMMATA B ®AHTA3UAX
3ATTATHOEBPOIIEMCKHX Y CJIABAHCKNX POMAHTHUKOB

«[lycTth Oypst BAPYT 3apbIYUT, 3aJa€T, CIOBHO cOOaKa, COpBaBIIasCs C Lie-
nu ¥ OpocHBIIAsiCS Ha Bpara, 4ToObl YKYCUTh 1O pHKa3y xo3suHa. [lycts Bama
Oypst OpoCUTCS U YKYCUT UTANbSIHCKUI KOpaOiib ¢ MPUHIAMHM U TOTYAC XK€ I0-
TOM 3aMOJYMT, TOJBKO MOJIETOHBKY B3JparuBas, U BopYa, U OTXOMs MNPOUb», —
npenasaics (anrazusm B nucbMme K llerpy Wnbuuy YalKOBCKOMY HM3BECTHBIN
My3bIKATBHBIA KPUTHK M HCKyccTBOBea Bragumup Bacumbesmu Cracos’. Peus
11JIa O 3aMbICJIE HOBOT'O OPKECTPOBOTO COYMHEHHUS 110 MOTUBaM (paHTaCTUUECKON
neechl lekcnupa «bypsi». Y coBepilieHHO HEYyIMBUTENBHO, YTO €€ >KaHPOBBIM
dbyHnamenToMm crana «cuMm@onudeckas (aHTazus». ITOT 3MHU30]] TBOPUECKOM
ouorpadun YalikoBCKOTO OBbLT BIIOJIHE TUITUYEH ISl POMAaHTUKOB, B Yb€M MHUPO-
BOCIIPUATUHU KIMMAaTUYECKUE U METEOPOJIOTMYECKUE SIBJICHUSA TECHO IEpeIuieTa-
JHUCh C UCKYCCTBOM, a (paHTa3us ¢ peajbHOCThIO. TakuM oOpa3oM, KiIMMaTuye-
CKUN (DaKTOp CTAaHOBWJICS Ba)KHOHM J€Tajbl0 TBOPYECKOM >KM3HU POMAHTHKOB,
[pPEBPAILAsICh U3 SIBJCHUS MPUPOJBI B SBICHHUE KYJbTYpbl. A 3TOMy IpeBpalie-
HUIO BO MHOTOM OJIaronmpuaTCTBOBAN TakoW (peHOMEH, Kak poMaHTH4ecKas (haH-
Tazus. IToi npolsaeMe U MOCBSIICHA JaHHAsl CTAThsI.

IIpocMarpuBas MEMyapsl U SIUCTOISPUNA MY3bIKAHTOB II0XH POMAaHTU3MA,
MBI TO U JIETI0 HAaXOAUM (ParMEeHTHI, MOCBSILEHHbIE KIMMAaTHYECKUM SIBJICHUSM,
MIOTOJIE U, CaMOE TJIaBHOE, UX BIUSHHUIO HA (PU3UYECKOE, IICUXUUECKOE COCTOSIHHE,
Y TBOPUYECKHUU TpoIecC poMaHTUKOB. K mpuMepy, YaillkoBCKHiI1 0OTMEUal B CBOEM
JTHEeBHUKE crienytoulee. «Bcran mo3aHo. Xonoa nponoinkaercs. Hatkayscs Ha
UJIeI0 KOHIIepTa I (POPTENHAHO, HO BBIIUIO yXK CIHMIIKOM JKaJIKO U HE HOBOY [9,
c. 14]. U takux mpuMepoB MOKHO TIPUBECTH MHOXkecTBO. Ho, He cMOTpst Ha 370,
npobnema TpanchopMaIK KIUMaTHYECKHX (PaKTOPOB B SIBJICHHE KYJIBTYPHI BCE
e a0COJIFOTHO HOBA JIJIs1 COBPEMEHHOW MY3bIKaIbHOMN KYJIbTYPOJIOTHH.

danTa3uu 00 UCKYCCTBE U KJIMMATE Mbl BCTPEYAEM IPAKTUUYECKH Yy BCEX
nucatenei, KOMIO3UTOPOB, GUIOCO(POB U ICTETUKOB 3M0Xu PomanTH3Ma.

Enunblii kopeHb aTMOC(hEpHBIX U TBOPUYECKHUX MPOIIECCOB OJHUM M3 Mep-
BBIX BBIBEN HeMelkuii nucarens u ¢unocod B.I'. Bakerpogaep: «f gymaro, 9To
XYAOKHUK JOJDKEH OBITh IPEXKAE BCErO0 yIOOHBIM OpYIUEM JJIsi TOrO, YTOObI
BOCIIPUHATH B c€0sl BCIO NPUPOIY U, OAYIIEBUB €€, BHOBb BO3POJUTH B IpeE-
KpacHOM TpeoOpaxkeHud...» [2, c. 73—74].Hamo oTMeTuTh, 4TO OOJBIINHCTBO

"2 Iucemo B.B. Cracosa I1Y. Yaiikosckomy ot 21 suBaps 1873r. — Yaiikosckuii. JKi3np u
TBOPYECTBO PYCCKOTO KOMIIO3UTOpa — [DIeKTpoHHBI pecypc] — Pexum gocryma
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POMaHTUKOB Tak ce0si U MO3UWLUOHUPYIOT — Kak OpyAHe B pyKax MPHUPOIbI-
TBOpua. B kuure Bakenpoaepa «@Danta3uu 00 UCKYCCTBE» CpeIu MPOYEro Moj-
HUMaeTCs MpolJieMa B3aUMOJICHCTBUS YEIOBEKA C KIIMMATHYECKUMHU M METEO-
pPOJIOTHUYECKUMH sIBICHUsIMU. Hampumep, moncku «oOeTOBaHHOW 3eMIIN», KITU-
MaT KOTOPOW HauOoJjee MPUTOJACH I XKU3HU M TBOpYECTBA (TaKMM MECTOM
TPaJULMOHHO cunTanach Mrtanus, KOTOpO BOCXUIIAIUCH U B KOTOPYIO CTPEMU-
JIMCh TIPAKTHUYECKH BCE 3alaIHOCBPOIICHCKHAC W CIIaBIHCKUE POMAHTHKH). Mmu
Ba)XKHAs B POMAHTUYECKOM MHUPOBO33PECHUU Hjies a0COIIOTHOTO MaHTen3Ma (To
€CTh 000XKECTBJICHUE BCEX MPUPOJHBIX M KIMMATHYECKHUX siBIcHHH). «C Moek
KU3HU CJIOBHO OBl CHSJIM HEKYIO MEJIEHY, M s TOJBbKO cedyac YBHUJIEN TO, YTO
JIOJIM Ha3bIBAIOT MPUPOAONA U KpacoTod mupa. ['opbl, Tyuu, HeOO, 3aKaThl Te-
nepb JAPyrue W, KaKeTcs, MPHOIM3WINCh KO MHe», — nucan Bakenpouep [2,
c. 42]. TlonoOHbIe CEHTSHIIMU MBI MO’KEM OOHApYXKHMTh B JIHEBHUKAX, MeMyapax
U TUChMaXx MPAKTUYECKU JTHOO0Tr0 pOMaHTHKA.

Cnenys Bakenpoaepy, Bcsl 3Ta KOHIENIMS, HA MOU B3TJISA, YKIAAbIBACTCS
B CXeMy TpaHc(hopMaIuu KiIuMaTa B UCKYCCTBO:

boz — onazonpuammustii Kiumam — 2eHuil — anmazua — wieoesp

BakeHnponep nmokassiBaeT 3T0 B CBOeM HoBewwie «lIpumeuarenbHas *KU3Hb
xommosutopa Moseda bepmumurepa». dunocod mpencTasiser mepe HaMu 06006-
HICHHBIM cOoOMpaTeNbHbIi 00pa3 My3bIKAHTA-POMAHTHKA, Uil KOTOpOro Oesrpa-
HUYHOCTh MCKYCCTBA COBITAJACT C HEOOBATHOCTHIO MOTOMHON cTuxuu. [107100HbI-
MU METEOPOJOTMYECKUMH MOTHBAaMU TPEUCIONHEHBI CTPaHHUIIBI POMaHOB ['ete,
['odmana, baiipona, XKykosckoro, [Tymikuna, JIepMOHTOBa 1 MHOTHX JPYTHX.

He Menee 3HauMMOl JIMYHOCTBIO, IEPEHOCUBILIEH KIMMATUYECKUE SIBIIE-
HUs B cepy TBOpueckod (aHTa3Wu, CTald MUCATEIh, KOMIIOZUTOP U (PuiIocod
0.T.A.T'opman. [loroga u mpuposaa y mucarensi, cienysl €ro mpou3BEICHUM,
OTHOCSITCSI UMEHHO K Cepe «UIeallbHOTO» a HE «PeabHOro». JTO cpazy 00be-
JUHSET €r0 C UIAECAMH KOMIIO3UTOPOB-POMAHTUKOB, KOTOPBIE TAKKE IMPHUIUCHI-
BAJIM MPUPOJAE HEMATEPUAIIBHOE U JIa)KE€ CBEPXBECTECTBEHHOE MPOUCXO0XKICHUE.
Yepes «neansHoe» ['opmaH (kak v KIIMMAT, OKPYKAIOIIUH €r0 CaMOT0 WU €ro
TepOeB) TPAHCTPECCUPYET B INIOCKOCTh (paHTa3UU, KOTOPYIO OH B CBOIO OUYEpeIb
OTOXJIECTBISIET cO CcBOOONOM. A cBoOoma B PomaHTH3Me fABIseTCS HE 4YeM
VHBIM, KaK aKTUBHOM TBOPYECKOMU CHIIO .

Takum 00pa3oM, BBIXO/ B MPOCTPAHCTBO «(haHTACTUUECKOTO» JIJII pOMaH-
THUKOB TI0T9ac ObLI O0Jiee peasibHbIM, YeM 51Bb. HaXos1Ch B €CTECTBEHHBIX YCIIO-
BUSX, OHH TPaHC(HOPMHUPOBATM WX B UppeaibHble. M moaTomy daHTasus (BO

"3 Moxpobree o punocodun uckyccrsa [odpmana cm: [3].



MHOT'OM HaBESTHHAsS [TOTOJI0N) ABJISICTCS HE MPOCTO EHOMEHOM CO3HAHUS, a eIlle
¥ aKTUBHOM (pOopMOI TO3HAHMS.

U3 310l (hanTacTHUECKON KPacOThl, COTBOPEHHON KIMMATOM-IEMUYPIOM,
no MHeHuI0 ['omaHa, U pokmaeTcs My3blKa — KaK <«I1apCTBO BEYHOT'O TOMIJIE-
HUS», KAK «TAauHCTBEHHBIM NPas3blK MPUPOABI», KAK NAPEHUE B <«IYIIHNCTOM
s(¢upe TUBHBIX JYXOB Ha 30JI0THIX KPbUIbSIX» [3,c. 27].

Kak Mbl HOMHUM, UMEHHO B 3TOT KYJIbTYPHBII MEPUO BO3POIUIOCH Te-
YeHUE «HATypPUI0Cco(pusI», KOTOPOE BO3TIABUI BIOXHOBUTEIH MHOTHUX KOMIIO-
3uTopoB U nucareneil @. llemnuuar. OH yTBEpkKAan 4YTO UCKYCCTBO — 3BEHO, CO-
EAUHSAIONIEE AYIY YEJIOBEKA U MPUPOAY B €IMHYIO TAPMOHHIO. A MBI MIOHUMA-
€M, U4TO T€ WM UHbIEe 0COOCHHOCTU MPUPOIbI, U3TUOBI TaHamadTa, XapakTepHast
dropa u ocobas armocdepa cHopMUPOBAHBI TAJIEKO HE B TTOCICTHIOK POJIb Me-
CTHBIM KauMatoM. [lleinHr CBA3BIBAET OKPYIKAIOIIYIO CPEly C TAKUMH KaTero-
pusiMH, Kak MeTadopa, aJuieropusi, CAMBOJI, aJUTFO3HSI, UTO TAKXKE SIBJISIETCS BaXK-
HelmmM pomanTuueckuM peHomenoM. Hanpumep: «Cama npupoja ajmieropuy-
Ha BO BCEX TE€X TBOPEHHUSX, B KOTOPHIE OHA HE BIOXKWUJIA OECKOHEYHOE TIOHSITHE
UX CaMHUX KaK )KU3HEHHOE Hauajo M Hadajo camocTtostelbHocTu» [11,c. 255].
Cnenys mpicnu guinocoda, KIUMaAT caM Mo cede yKe ABISIETCA XyA0KHUKOM
u TBopuoM. Ho mepen Tem kak BOIUIOTHTBHCS B UCKYCCTBE, OH MPOXOAUT Pl
MeTaMOp(o3 — OT «CXEeMaTHYECKOT0» K aJNIETOPUM, a OT Hee K «CHMBOJIHYE-
ckoMy». IMEHHO Ha JTaHHOM 3Tale BaXXHEUIIYI0 pOJb UTpaeT TBOpYECKas
(daHTa3us, CocoOCTBYIOIAsA 3TOMY EPEBOIIONIECHHUIO.

[IpoOnema screTn3anuu KjIuMaTa pOMaHTUKaMH MOJHUMAaeTcs U EBrenu-
eM bpayzno, KOTOpBIi, 3aHUMASICh UCCIEA0OBAHUEM POMAHTUYECKOTO CO3HAHMS,
MPAKTUYECKUA CTUPAET TPaHb MEXy aTMOC(PEPHON U 3BYKOBOM CTUXHEH, TOBOPS
0 ee Bo3CHCTBHM Ha denmoBeka . Anexceii JJoce n Asa Taxo-I'omu aHamm3u-
PYIOT TECHOE B3aMMOJEHUCTBUE MOTOJHBIX CTUXWW M YEJIOBEYECKUX 3MOLMU Ha
npumepe nauuHocterd JI. berxoBena, P. Pomnana, a Takke BOIUIOIIEHUE ITHUX
TEHIEHIMI B UX TBOpUecTBe . MccienoBaTenn JeMaloT akleHThl Ha 06pa3ax
TymaHa, OypH, yparaHa, CHera, COJHEYHBIX JIy4deil, CKBO3SIINX B TBOPUYECCTBE
KOMIIO3UTOPa W MHUCATENs, U CO3JIal0IIMX TaK HA3bIBAEMbIN <«IE€W3aX MyIIn»,
PACKpPBIBAIOIINN TICUXOJIOTMYECKOE COCTOSIHUE JWYHOCTH. JIMutpuil Jlnxaues,
KAaK U €ro 3amaJHble KOJUIETH, OTMEYAET, YTO UCKYCCTBO CYILIECTBOBAJIO JI0 Ye-
JI0BEKa, KO0 OHO ecTh B mpupoze’ . Ho HIMEHHO POMAHTHKU OCBOGOIHIIN KIIMMa-
TUYECKYI0 CTHUXMIO BO BCEM BEJIMKOJENUU B cBoux mueaeBpax. Ceprei Thimko,
Cepreit MamaeB u ['annna Kykonb B KHUTrax o cTpaHcTBUsX [ MHKM o Ykpau-

"“Cm.: [1, ¢c. 79-88].
> Cm.: [5].
Cm.: [4].



He, 'epmannn n Wcnanum nogHuMaroT npoOjieMy MOroAbl U OCOOEHHOCTEH
KJIMMATA B MX BIMSHHM HA KH3Hb M TBOPYECTBO ITOFO PYCCKOrO KOMIIO3HTOpA' .

Takum oOpas3om, gaHTa3us POMAHTHKOB, CBSI3aHHAs C BOCIPHUITHEM
NPUPOJHBIX, KIUMATUYECKUX, MOTOJAHBIX SIBICHUN U UX OTPAKEHUEM B TBOP-
YECKOM MIPOLECCE U UCKYCCTBE MPOSABISETCSA Yepe3 PsA TUIIUYHBIX KYJIbTYp-
HbIX (PEHOMEHOB ATOW AMOXHU: a UMEHHO MAaHTEU3M, UPpPAMOHAIN3M, CyOb-
EeKTUBU3M, ajieropus, Mmetadopa u ap.

He cnyuaiino u >xaHp My3bIKaJIbHOH (paHTa3uu ObLT OJTHUM M3 CaMbIX U3-
JT00JIEHHBIX Y KOMIIO3UTOPOB-POMAHTUKOB. M 04eHb 4acTO B ATUX (aHTa3UIX
npeacTaBagu 00pa3bl CTUXMHUHOW WM HA00OpOT, MAacCTOPajJbHOW MPUPOIBI.
Bcnomuaum ®antasuio f-moll Illyoepra, C-durayio ®anrasuro Illymana,
®danTtazur-3kcnpomt lllomena, cumponmveckyo (antazuto Mycoprckoro
«/IBaHoBa HOYb Ha JIBICOM rOpe» M MHOTOYHCIEHHBIE OPKECTPOBBIE, KOH-
HepTHhIe (aHTa3uu W (aHTa3HH-YBEepPTIOPbl YaWKOBCKOTO (Cpeau KOTOPBIX
yKe BhIlIeyrnoMsaHyTast «<byps» u «I['po3a»).

He crout moka3piBaTh, UTO 3TH MPOU3BEACHHS O3arjaBJI€Hbl TaK HE
CIy4yalHO M KOMIIO3UTOPHI HAaNpsAMYIO TPAHCIUPOBAIH COOCTBEHHO CBOH
daHTa3WM, CBSI3aHHBIE C TEM WU WHBIM 00pa3oM, MPHU MOMOIIHA CPEACTB MY-
3BIKAJIbHOW BBIPA3UTEIbHOCTH.

PaccMOTpUM HECKOJIBKO TMOKa3aTeNIbHbIX MPUMEPOB KIMMATUYECKH (haH-
Ta3Hil POMAaHTUKOB, B KOTOPBIX HAIIlJIa CBOE OTPAKEHUE LIeJIas dI10Xa.

BakHbIM MOMEHTOM BO B3aMMOOTHONIIEHUSX KOMIIO3UTOPOB M KJMMaTa
BBICTYIAET MPEINOYTCHHUE TOTO MIIM HHOTO ce30Ha (BO BpeMs KOTOPOTO HAOJI0-
JTAeTCsl BCIUIECK MJIM HAa0OOpOT 3aTyXaHWE KU3HEHHOW U TBOPYECKOW aKTHUBHO-
ctH). i OOJIBIIMHCTBA 3aMaTHOCBPOIICHCKUX M CIIABSIHCKMX POMaHTHKOB Bpe-
MeHeM OypHOW JesTeNbHOCTH Oblila, HECOMHEHHO, BecHa. [loaTBepikneHuem
TOMY SIBJISIFOTCSI KAK MHOTOUHCIICHHBIE BBICKA3bIBAHUSI KOMIIO3UTOPOB, TAK U Ca-
MO HMX TBOPYECTBO. BECEHHHE IbeChl M3 «BpemeH roma» YalKoOBCKOTO, MECHS
I'pura «Becna», o6pa3 Becunl B onepe Pumckoro-KopcakoBa «CHerypouka»,
BeceHHss1 ctpacthb Lllymana B IlepBoit cumponun u 1.1. BoT uto mucan Yaiikos-
CKUH: «S] UCTIBITHIBAIO TEMEPh YACTO CUIBHOE U TITyOOKOE HaclaxJAeHue OT Bec-
HBI, ITUYEK, 0a00oUYeK, SIPKOTO COJHIIA M BCEH 3TOW BECEHHEW KPacoThl BOOO-
mie... Paboran Bce Tak xe ycepano» [9, c. 135]. A Bor Illyman: «f Bce eme
CUJIBHO CTPaJial0 ¥ 4acTO COBEPIIEHHO TEPSIO0 My»X)ecTBO. PaboTath MHE cOBCEM
HE paspeniaroT. ToJbKO OTABIXaTh U TYJIATh, HO JaXKe JJIS MPOTYJIOK Y MEHS Yac-
TO HET CWJI. Mujias BecHa, He BepHeNIb i Thl ux MHe» [13,c. 103]. A sto Illo-
neH o Manbopke: «BocxuTuTenbHbld Kpal, BeuHas BecHa, OrnarojeTesibHast
npupona» [12, c. 364]. U, nakoner, Mycoprckuii: «JKay ¢ HerepreHruem Bec-

Tcm.: [7, 8.



HBI... TIOpa B3AThCS 33 YM, HAJIO JIEJIO JI€JIaTh, a JIEJIaTh €r0 MOKHO B HOpMaJlb-
HOM HACTPOCHHUU JyXa, B TUXOPATOYHOM MOKHO TOJBKO TPSICTUCH, Ja (haHTa3u-
pOBATh U TPATUTh CHJIBI IO HAIpacHy... B ®uHane Ha BTOpOM TeMe 3alMHKa, HE
JIe3eT IICIBMOBKA, Ja ¥ TOJIbKO, aBOCh BECHA BBITOJIKHET» [6, ¢. 29]. Kak BuauM,
B ATUX SIPKUX (PparMEHTax COUYETAIOTCs pa3Hble chepbl BIAUSHUS METEOPOJIOTHU-
YECKUX YCJIOBUU — U Ha (PU3UYECKOE COCTOSIHUE, U Ha HACTPOEHUE, U Ha TBOpUE-
CKO€ BIOXHOBEHHUE, 1, COOCTBEHHO, HAa CAMO TBOPYECTBO KOMITO3UTOPA.

KcraTtn, oOpatum BHHMMaHue Ha peMapky Mycoprckoro o Tom, 4TO B
JUXOPAZIOYHOM COCTOSTHUM MOKHO TOJIbKO (paHTa3upoBath. B 3TOM OH He ObLa
oauHok. K mpumepy, BcnoMHuM onucanHble JKopx Canja raaironuMHauuH
[[Tonena Ha ManbopKe, BBI3BAHHBIE YTPIOMBIM MOHACTBIPEM, B KOTOPOM OHH
OBLITM BBIHYXJEHBI OCTAaHOBUTHCS, U KYTKOM Oypeil. A BeAb UMEHHO B 3TOT
KPUTUYECKMHA MOMEHT BO3HUK 3aMbICE] CaMbIX 3aXBaTbIBAIOIIHUX, XOTA H
MpauHbIX mpentoauii. dakTel TBopueckux Ouorpaduit lllymana u I'munku
TAK)K€ MOATBEPKAAIOT ATY TEHACHIIUIO.

Boobmie odyensr wacto OoJjie3HEHHOE (PU3NYECKOE M AIMOIMOHATLHOE CO-
CTOSIHUE KOMIIO3UTOPOB HAIPSIMYIO MEPEKIUKAIOCh C aKTUBHBIMHU TPUPOIHBIMH
nporneccamu: Oyab TO 3HOM HIJIM MOpO3, 3acyXa WM JuBeHb. M u3 3Toi compu-
YaCTHOCTU K HAType M poxaaroTcs (paHTa3zuu, KOTOpbIE, BIOCIEACTBUHU, CTHU-
XUIUHO BBIIJIECKMBAIOTCS B MPOU3BENECHUS MCKyccTBa. K mpumepy, BCIOMHUAM
u3BeCTHBIA 3mm301, koraa Illyman, paboras mam omepoin «llax» B yXacHyIO
kapy ynal B 0OMOpOK OT HEPBHOTO IpHCTyma u cymaopor [13, c¢. 377]. A cye-
BEPHBII cTpax mepej rpo30i BOOOIIE UCIBITHIBAJIO MOAABJISIONIEE OOJBITUHCTBO
KOMITO3UTOPOB (MCKJIFOUasi pa3Be uto bepiimo3a, KOTOPBIA HAXOIWI B HEH 0CO-
0oe ouapoBanue). B 3Ty amoxy 6ype BooOIie npuaaeTcs ocodasi CMBICIOBas Ha-
NOJIHEHHOCTh. Eciin paHee Takoe SIBJIEHUE MPUPOJAbI CUUTAIOCH IMPOSBICHHEM
00XbEero rHeBa, TO B POMAHTU3ME OHO PAacCMAaTPUBAETCS KaK MPOPOUECTBO TPU-
ymba TeMHbIX cuil. BcnomuuM, kak ['omaHn, onuceiBas HENOToly, YETKO MOKa-
3bIBaeT €€ (PaHTACTUYHOCTh U MPHUCYIIEe €l MOTYCTOPOHHEE Havyallo, He 3a0bIBast
IIPH 3TOM O €€ MPUPOJHOCTHU U peanbHOCTH. Kanenbmericrep Kpericnep yemarpu-
BaeT B Oype HEUTO AEMOHHUYECKOE, CBEPXBECTECTBEHHOE, Kaparolee. ITH ke Ha-
CTPOEHUS MBI YJIaBJIMBAE€M B KU3HU U TBOPYECTBE TOrO ke YallkoBCKOro, KOTO-
pBIil BO BpeMsl Tpo3bl OECITOKONHO METaJICs MO0 COOCTBEHHOMY KaOWHETY OT Oec-
COHHMIBI U cTpaxa. OuH pa3 HEHACTHE 3aCTaJIO €r0 BPACIUIOX, O YEM OH IUUIET B
nHeBHEKe: «yisut. Tyda. berom momoii. Hamucan 3aBeranue» [9, ¢. 75].

Takue anTazun, NOPOKICHHbIE HEUCTOBOW MPUPOIOH, CKBO3SIT B IPOU3BE-
JeHUSIX J1I000ro u3 poManTuKoB: B «JlecHom Llape» [llyOepra JlecHoit aps u ecTh
MeTadopruecku onuueTBopeHHas Oyps. To ke mMbl BuauM B onepe ['nmunku «Pyc-
naH u JIroqmuna», rae YepHoMop siBsieTcsl, 0 CyTH, BeTpoM (pa3BeBaroriasics 60-



poza — ajuieropust BUXpsl, ¥ caM Kapiia, Kak cmepd, yHocut Jlroammiy). B «Tpena-
Ke» MyCOprckoro —MeTelb aCCOLMUPYETCS € TAHILYIOLEN CMEPTBIO U T.I1.

Ecnu B Oype u rpo3e pOMaHTHKHU yJIaBIUBaIU MH(EpHATIBHOE HAYaAIO0, TO
B KOM(OPTHBIX, 01aronpusITHBIX MPUPOIHBIX YCIOBUSX BHIIEITU UCKIIOUUTEITh-
HO O0xuii mpombicen. Bot yto nucan lllyman cynpyre: «MoeT ObITh Thl CEli-
yac B Mope... 31ech HeOO B JIETKUX 00aKax, HO TEIUIO U TOJbKO YyTh BETPEHO.
Haneroce, yTo 1 Ha TBOEM Mapoxoje CTOUT Takas ke noroja. Ilycts ke Oxaro-
CKJIOHHOE He0O MpUBENIET HAC cKopee ApyT K npyry» [13,c. 50]. Oto sBHas ame-
ropusi CyIbOOHOCHOTO 00KECTBEHHOI'O BMEIIATENbCTBA. To ke y YalKoBCKOro:
«TpynHo cebe mpencTaBuTh OoJiee o4apoBaTenbHOM moro/sl. YyaecHo cnan. Ha-
3a]1 €xaj M 4acThIO LIEJ, BOCXUIIASICh U3YMHUTENIbHOM KPAacOTOM KOJIOPUTA, CHHUM
HeOoM, ropamH, 3elieHbio. He xoueTcst ymupars B Takue agam» [9, ¢. 54]. Mnu Bot
y Hero xe: «UTto 3a 00)KeCTBeHHAs TIOTojia. 3aHUMAJICS OYeHb ynadHo» [9, c. 25].

JIt00O0MBITHO TAKXKE TO, UTO KOMIIO3UTOPBI BOCIPUHUMAIIM TIOTO/1Y B KOM-
miekce omrymennii. OHa Obljla TOHKOHW U SIPKOM MaJMTPON IIBETOB, 3BYKOB, apo-
MaToB M BKycOB. Kak MBI OHSIM, UACATBHOE KIMMAaTUYECKOE COCTOSIHUAE IS
HUX, CyId IO MEMyapamM M NUCbMaM — OTHOCHUTEJIBHO TEIUIas, HEMHOTO
BJIAXKHASA, APKasA, «COYHAsA» MOroAa. B mpoTHBOBEC 3TOMY OHU HE NEPEHOCH-
JU cepyro, OeclBeTHYI0, TyCKylo armochepy. OnucaHus morojasl B UX 3a-
METKax MecTpAT pazHooOpa3Heiimumu snuteramu. «Hebo, kak Ouproza. Mo-
pe, kak na3yps. L'opbl, kak usympya. Bo3ayx, kak Ha Hebecax» — Tak, Ha-
IIpUMEp, ONHUCHIBAI COCTOsIHME npupoasl Ha Manwsopke Illonen, npasnaa, 3a-
KaH4YuBas (pa3y pemMapkoi «imoau —Bopsi» [12,c. 363].

N3 storo cineayer, 4T0O KOMHO3UTOPHI BOCIIPUHUMANIH KJIMMAaT U MOTOY
HE MPOCTO Ha OBITOBOM YpOBHE — KakK (haKT, a KaKk OCO3HAHHOE MMHU CPEJCTBO
JUISL YIIYUYIIEHUSI HACTPOEHUS U BJIOXHOBEHUS, KaK MOYBY JJIsI UIITFO30PHBIX, UP-
peanbHbBIX, B YEM-TO YTOMMMYECKUX, @ B YeM-TO MPOPOYECKUX (haHTA3HIA.

Camo OTHOHIEHME K KJIMMATy B 3MO0XE POMAHTH3Ma JUKTOBAJIO ONpeEnae-
JIEHHbIE TEHJICHIIMM B HCKYCCTBE. B TBOpYECTBE KOMITO3UTOPOB-POMAHTHUKOB
KaK HUTJIC MPOSBISIOTCS aTMOC(EpHbIE CTUXUH, IPKUE HATYPAIbHBIE KPACKH H
KOJIOPUTHBIE CE30HHBbIE HAcTpoeHus. He cTout 3a0bIBaTh, 4TO OOJBLUIMHCTBO
POMAHTHKOB OBLTH MOJBEP>KEHBI KJIMMATOUYBCTBUTEILHOCTH U METEOHEBPO3aM
(cpenn nux — I'muuka, Mycoprekuii, Yarikosckuid, Illyman, bepnnos u MmHorue
npyrue). Yarie BCero npeanochuUlKK 3TOTO COCTOSIHUS CKPBIBAIMCH B TITyOOKOM
AMOIMOHAJILHOCTH, NYIIEBHOW PAaHUMOCTH M TOHKOCTH TBOPIOB. PomaHThue-
CKasl TAra K CTPAHCTBHUSIM TAaKXK€ MOBJIMSJIA HAa OTHOILICHUE POMAHTHUKOB K
NpUpPOJie — PE3KHE CMEHbl KJIMMAaTa, JaHamadTa u caMOOBITHBIX KYJIbTYp OC-
TaBJISJIM HEU3TJIAAUMbIE BOCIOMUHAHMS. B ganpHENIIeM U3 3TUX BOCIOMUHA-
HAM M BIEUYATJIEHUN POMAHTHKHM 4Yeprnajyd WIACH U1 CBOMX IPOU3BEIECHUM.



Takum 00pa3om, mpomnyckas 3TH NOTOJHbIE HMIIPECCUH YEPE3 CBOE CO3HAHME,
sMonMu u (aHTazuu, OHM TpaHchopMupoBanu OaHAIbHBIE M MPUBBIYHBIC
OPUPOHBIEC SBIICHUS B HACTOSAIIME 1IEJEBPbl MUPOBOTO HCKYCCTBA.

B kayecTBe snuiora npuBeny 3aMeTKy M3 JHEBHUKA YanMKOBCKOIO, KOTO-
pas 1acT ellle OJUH OTBET Ha BOIIPOC O POMAaHTUKAaX M UX 0COOOM BHYTPEHHEM
xkiuMmare: «llorymnsun. 3anumancsa xopouio. [locine odena B OMMKHUI J1€COK XO-
JIUTT U OYEHb HACIAXKIAJCs, OCOOCHHO YCTPOCHHOW MHOIO TEHUCTON JTOPOKKOM.
Boo0e, cnaBa bory, st ctan cHOBa BIOJHE AOCTYNEH OOLICHUIO C MPUPOION U
CIIOCOOHOCTH B Ka)KJOM JIMCTKE M IIBETOYKE BUJETh U IOHUMATh YTO-TO HEAOCH-
raeMo IpeKpacHoe, IMoKosIIee, MUPSIICE, JaroIIee Kax 1y Ku3HH...» [9, c. 85].

Iryna Zhdanko

PHENOMENON OF CLIMATE CHANGE IN THE FANTASIES OF
WESTERN EUROPEAN AND
SLAVIC ROMANTIC-ERA COMPOSERS

«Let the storm suddenly growl, bark like a dog,aeréoose and rush at
the enemy to bite on the orders of the owner. loetrystorm rush and bite an
Italian ship with princes and then immediately shpt just wincing and grunt-
ing a little, and walking away», that was how a Ivik@lown musical critic
Vladimir Stasov indulged in fantasies in a letePeter llyich TchaikovsKy. It
was about the conception of a new orchestral coitipodased on the semi-
fantastic Shakespeare's «The Tempest». And ittisunprising that it has be-
come the foundation of the «symphonic fantasy»@enr

This episode of Tchaikovsky's biography was qujfecal for the Roman-
ticists, in whose worldview the climatic and weatiphenomena were closely
intertwined with art and whose fantasy intertwinath reality.

That is the issue and subject of the article: hbev ¢limatic factors be-
come an important part of the creative life of B@manticists, changing from a
natural phenomenon into a cultural phenomenon. &uwh a phenomenon as a
romantic fantasy facilitated this to a large extent

Looking through the memoirs and epistolary of thesimians of the Ro-
mantic era, we now and then find the pieces deslicab climatic events,
weather, and most importantly, their impact on pdgisand mental state, and
creative process of the Romanticists. For examdbaikovsky wrote in his di-
ary: «l got up late. The cold persists. | met amidf a concert piano, but it was

8 January 21, 1873. — Tchaikovsky. The life and waffRussian composer — [electronic re-
source] — Mode of access : http://www.tchaikov.rodest186.html



too poor and not new» [9, p. 14]. And many simgaamples could be cited.
But, despite this, the problem of transformatiorcihatic factors into the cul-
tural phenomenon is new to the modern musical @llgtudies.

Fantasies about art and climate can be found almast ideologists, phi-
losophers and aestheticians of the Romantic period.

The German writer and philosopher Wilhelm Heinndtackenroder was
the first to find a common root of the atmosphen creative processes: «l
think that the artist must first of all be a conma tool in order to perceive the
whole nature in himself and to animate it, to revivagain in a beautiful trans-
formation ...» [2, p. 73—74]. It should be notedttmost of the Romanticists po-
sition themselves just like this — as a tool in Hamds of nature. The book by
Wackenroder «Fantasies on art» among the othegshnaises the problem of
human interaction with the climatic and meteorotadiphenomena. For ex-
ample, a search for «the promised land», whoseatéinms the most suitable
for life and work (Italy is traditionally considetdo be such a place, admired
and sought by almost all Western European and SlRemanticists). Or an
idea of absolute pantheism, which is so importantiie romantic worldview
(that is, deification of nature and weather).

«It was like some veil lifted up in my life, andust now saw what the
people call nature and beauty of the world. Mourgaclouds, sky, sunsets, and
other things seem to come close to me now», \Waokenmrote [2, p. 42]. Such
maxims can be foundin diaries, memoirs and letten®st of any Romanticist.

Following Wackenroder, this whole concept is cotesis with trans-
formation of the climate into the art:

God — favorable climate— genius — fantasy — masterpiece

Wackenroder proves this in his novel «The remaskdifé of the com-
poser Joseph Berlinger». The philosopher unrolia fsont of us a generalized
collective image of the romantic artist, for whone immensity of art coincides
with the immensity of the weather elements. Simiteteorological motives are
multiple on the pages of the novels by Goethe fiHahn, Byron, Zhukovsky,
Pushkin, Lermontov, and many others.

No less important person who transfers the climatents into the sphere
of imagination became a writer, composer and phyiber Ernest Theodore Hoff-
man. According to his works, for the writer the Wes and nature fall into the
realm of «ideal» and not of the «real». This diyecbmbines it with the ideas of
the romantic-era composers, who also attributeersagural origin to the nature.
Through the «ideal» Hoffman (as the climate surdougnhim or his characters) is
transgressing into the plane of fantasy, whichnhterin equates with freedom. And
the freedom in Romanticism is nothing but an aatheative power.



Thus, the access to the space of the «fantastithddRomanticists in those
times was more real than the reality. While bemgatural conditions, they trans-
formed them into surreal ones. So the fantasydlangspired by the weather) is
not just a phenomenon of consciousness, but asactive form of knowledge.

From this fantastic beauty, created by the clirdateiurge, according to Hoff-
man the music is born as «the kingdom of eterngitg», as «the mysterious proto na-
ture», the flight in the «fragrant air of wondrqéesfume on golden wings» [3, p. 27].

As we remember, during this cultural period thetura philosophy» was
revived, led by the mastermind of many composets variters Schelling. He
argued that the art was the link connecting thedmusoul and the nature into a
unified harmony. And we understand that certairtuiees of nature, bends of
landscape, characteristic features of flora andiapatmosphere formed an ex-
clusive local climate. Schelling connects the emwmnent with the categories
such as metaphor, allegory, symbol, allusion, whschlso the most important
romanticist phenomenon. For example: «The veryreais allegorical in all
those creatures, in which it has not put an irdigibncept of themselves as a life
principle and a principle of independence» [11255].

Following the thoughts of the philosopher, the dtmin itself is the
artist and creator. But before its embodiment iy rundergoes a series of
metamorphoses — from the «schematic» to allegorg,feom the allegory to
the «symbolic». It is at this stage that the imagon starts playing its crucial
role, promoting this transformation.

The aesthetic problem of climate was touched uppiEvgeni Braude,
who was researching the romanticist consciousrtessjine between atmos-
pheric and acoustic elements almost blurs, whesrnef to its impact on man.
Aleksei Losev and Aza Tahoe Godi analyze closeract®n of weather ele-
ments and human emotions on the example of sudomaities as Beethoven
and Rollan, as well as the implementation of thieeads in their work. Re-
searchers have put the emphasis on the imageg,aftfirms, hurricanes, snow,
sunlight in the creative work of the writer and gmeer, creating the so-called
«landscape of the soul», revealing the psycholbgtede of an individual.

Dmitry Likhachev, like its counterparts in the Wesaid that the art ex-
isted before man, for it is in the nature. But &snthe Romanticists who released
the climatic element in its entire splendor in theasterpieces. Sergei Tyshcko,
Sergey Mamaev and Galina Cockle in their books alblo& wanderings of
Glinka in Ukraine, Germany and Spain touch uponigeae of weather and cli-
mate features in their influence on the life andknaaf this Russian composer.

Thus, the fantasy of the Romanticists associatdutive perception of natu-
ral, climatic and weather events and their refbectn the creative process and the



art is shown through a series of typical cultuf@momena of this era: synthesis of
the arts, pantheism, irrationalism, subjectivisiegary, metaphor, etc.

It is no accident, that the genre of musical fantaas one of the most
popular among the romantic-era composers. And dftethese fantasies are
brought spontaneous images or a pastoral nature.

Recall the f-moll Fantasy by Schubert, Schumanaistdsy in C-dur, Fan-
tasy-Impromptu by Chopin, Mussorgsky's symphonitafsy «St. John's Night on
Bald Mountain» and numerous orchestral, conceta$ss and fantasies-overtures
by Tchaikovsky (among which are the aforesaid «llémapest» and «The Stormy).

It is not necessary to prove that these works el tlike this by no
accident and composers transmitted their fantadirestly related to one or
another image by means of musical expression.

Let us examine a few illustrative examples of rotizast fantasies related
to climate and weather, in which the whole era tbus reflection.

An important moment in the relations between corgposnd climate
plays a preference of a season (during which tisesiesurge or vice versa, a fad-
ing of life and creative activity). For most Westéturopean and Slavic Roman-
ticists such season was undoubtedly the spring.

As confirmed by the numerous statements of the csens and their mu-
sic itself: the spring song from «The Seasons» dhyaikovsky, the Grieg's song
«Spring», the spring image in operas by Rimsky-Ekos, the spring passion
Schumann's First Symphony, etc. Tchaikovsky wrekdéeel now often a strong
and deep enjoyment of the spring, of birds, buiesf bright sun and all the
beauty of the spring at all... | worked the samedfqd9, p. 135]. And Schu-
mann: «l still suffer greatly and often completilge courage. I'm not allowed
to work at all. | just relax and go for walks, eiten during the walks | often
have no strength. Dear spring, would you returrmthie me?» [13, p. 103].
Chopin on Mallorca: «Delightful land, eternal sgrirbenevolent nature» [12,
p. 364]. Finally, Mussorgsky: «I look forward torsm...it's time to come to
one’s senses, it is necessary to do businesst bahibe done in a normal state
of mind, in a feverish state one can only shakédbeam and expend energy in
vain... in the final at the second theme there sfumble, this rogue does not
comes out, and only, maybe spring will push it tigie> [6, p. 29].

As we see in these bright fragments the differphieses of influence of
weather conditions on the physical state, and thedvand the inspiration, and,
indeed, on the very creativity of the composercamabined.

By the way, note the remark of Mussorgsky that ife\aerish state one
can only fantasize. This is yet another link betwélee creative outlook of
Western Europeans and Slavs. For example, letallrdwe hallucinations of



Chopin in Majorca described by George Sand evoked pgloomy monastery,
where they were forced to stop, and a terriblenst@knd it was at this critical
moment that the idea of the most exciting, albartkdoreludes emerged. The
biographical facts of Schumann and Glinka also icanthis trend.

As a rule, very often painful physical and emotibsiate of the com-
posers directly echoed the active natural processbsther it was heat or
cold, drought or heavy rain.

And out of this kind of participation the fantasigsre born, which subse-
guently spontaneously pour out into the works af ar

For example, there is a well-known episode wheru8amn, working on
the song «The page-boy» in the terrible heat fdifitem nervous attacks and
seizures [13, p. 377]. A superstitious fear of $herm was experienced by the
vast majority of all composers (except, perhapsli@&es who found in it a spe-
cial charm.) In this era particular semantic contsas usually attached to the
storm. If a natural phenomenon previously consiliénebe a part of God's wrath,
in the romanticism it is regarded as a prophedyiamph of the dark forces. Re-
call how Hoffman, describing weather, clearly shawdantastic and its inherent
otherworldly principle, not forgetting about itstnealness and reality.

Kapellmeister Kreisler regards the storm as somgtdemonic, supernatu-
ral, and punitive. We encounter the same spiritthe life and work of
Tchaikovsky, who nervously beat about his own cgilbarfi insomnia and anxiety.

Once a storm caught him by surprise, as he wroteisrdiary: «l was
walking. There was a thundercloud. | ran home aratevmy will» [9, p. 75].

Such fantasies, evoked by violent nature, throhghwviorks of any of the
Romanticists: the «Forest King» by Schubert Erlgdthie king metaphorically
personified the storm. The same is evident in Glslopera «Ruslan and Lyud-
mila», where Chernomor is in fact the wind (fluittgr beard — an allegory of the
whirlwind, and dwarf himself, like a tornado, takesdmilla). In «Trepak» by
Mussorgsky the blizzard is associated with danadeath, etc.

If the Romanticists detected an infernal principléhe thunder and storm, in
the comfortable and favorable natural conditioey ttaw only God's Providence.

That's what Schumann wrote his wife: «Perhaps ye@unaw in the
sea ... Here there are light clouds in the sky,ibig warm and just a little
windy. | hope that on your boat the weather isshee. Let the benevolent
sky bring us closer together» [13, p. 50].

This is clearly a brilliant allegory of fateful dne intervention. However,
Tchaikovsky wrote: «lIt is hard to imagine a morearching weather. | slept
wonderfully. | rode back and often walked on footadmire the lovely color,



blue sky, mountains, greenery. | do not want toidlithose days»[9, p. 54]. Or
he also wrote «What a divine weather it is. | warkery well» [9, p. 25].

It is also curious that the composers perceivediiveean a complex of
feelings. It was a sublime and bright palette db) sounds, aromas and tastes.
We understand that the ideal climatic conditiontf@m, according to the mem-
oirs and letters is a relatively warm, slightly stoibright, «juicy» weather. In
contrast, they did not stand a gray, colorlesd,atolosphere.

The descriptions of weather in their notes arediuthost varied epithets. «The
sky is turquoise. The sea is blue. The mountaiadilke emerald. The air is as in
heaven», that is how for example, Chopin describedstate of nature in Mallorca,
however, his ending remark was a phrase «The pamgptaieves» [12, p. 363].

It follows that the composers perceived the climatd the weather not
just at the everyday level, as a fact, but as dbeéelte means to improve their
mood and inspiration, as the soil for illusory, eal;, somewhat utopian, and
in some ways prophetic fantasies.

The whole approach to climate change in the idgotdgomanticism dic-
tated certain trends in art. In the works of thearaatic-era composers the at-
mospheric elements, bright natural colors and &dlseasonal mood mani-
fested themselves as nowhere. Do not forget that wfothe Romanticists suf-
fered from climate-dependent and meteorologicalrosgs (among them —
Glinka, Mussorgsky, Tchaikovsky, Schumann, Berliaagd many others.) Most
often, the prerequisites of this state were hidindeep emotion, emotional vul-
nerability and sublime nature of the artists.

Romantic longing for wandering also impacted on éure of the Ro-
manticists — the abrupt changes of climate, lams@nd indigenous cultures
left indelible memories. In the future the Romaiste drew ideas for their
works from these memories and impressions. Thaasinitting these weather
impressions through their mind, emotions and faesaghey transformed the
banal and familiar natural phenomena into the medterpieces of the world art.

As an epilogue let me present a note from the dddrychaikovsky,
which will give the final answer to the questioroabthe Romanticists and spe-
cial interior climate: «l had a walk. Then | workeell. After lunch, | went to
the near woods and very much enjoyed a shadowy quabially arranged by
me. Actually, thank God, | was again fully accelstio communion with nature
and the ability to see and understand in eachaleafflower something impossi-
bly beautiful, resting, laymen, giving zest foelif» [9, p. 85].
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/Koanvko Hpuna. ®eHoMeH KJIUMATA B (paHTA3UAX 3aMaTHOEBPOIIEii-
CKHMX M CJIaBSHCKHX POMAHTHKOB. B cTraTtbe paccMarpuBaeTcs pojb KIMMATH-
4yeckoro (akTopa B MUPOBO33PEHUHN U TBOPUYECKUX OHOTrpadusx KOMIO3UTOPOB-
poMaHTHKOB. O TOM, KaK KJIMMAT MPHU ONMPEIAEICHHBIX 00CTOSTENHCTBAX CTAHO-
BUTCS KOHCTAaHTOM POMAHTHUYECKOM KYJIbTYyphl, nucanu B. BakeHpoxuep,
O.Tlobman, O@. lemmunr, A.Jloces, M. JluxaueB u mHorue napyrue. Cpeau
YHUKAJBHBIX TBOPYECKUX (DEHOMEHOB, TOPOXKICHHBIX ATUM SBJICHUEM, pac-
CMaTpUBalOTCs Takue «paHTazum» Kak oOoxkecTBieHue BecHbl P. [llymanowm,
raurronmHa Ha Mansopke @. [llomena, 6osi3HP Oypu W BOCXWIICHHE €O
I[1. YaiikoBckoro, TAroreHne K (HaHTACTUYECKOM, CTUXUWHOW MPUPOC
M. Mycoprckoro u apyrue (pakTbl TBOpUECKHX Onorpadui.

Knioueevle cnosa: kimMaTuueckue yciaoBus, paHTa3usi, POMAHTH3M.

/Koanvko Ipuna. ®enoMeH KJaiMaTy y ¢aHTasisix 3aXiIHOEBpOIEiiCh-
KHX i CJI0B' AHCHKHX POMAHTHKIB. Y CTaTTi pO3TIISAIAETHCS POJIH KIIMATHYHOTO
dbakTopy B CBITOTJIAMI 1 TBOpUUX Olorpadisix KOMIIO3UTOPIB-pOMAHTHKIB. IIpo
Te, K KJIIMaT 3a MEeBHUX OOCTaBHMH CTa€ KOHCTAHTOIO POMAHTHUYHOI KyJIbTYpH,
nucanu B. Bakenponep, E. I'opman, ®@. Hlenninr, A. Jloces, J. JlixadoB Ta Oa-



rato iHmuMX. Cepejl YHIKaJIbHUX TBOPUYUX (DEHOMEHIB, MOPOKEHUX ITUM SIBU-
eM, PO3MISIIAI0ThCS Takl «paHTasii» sk o0okHIOBaHHS BecHu P. [llymanowm,
ramoruHaiii Ha Mansopii ®. [lonmena, Gosi3Hb Oypi 1 3aXOIJICHHS HEIO
I1. YaiikoBChKOTO, TSXKIHHSA 10 (paHTacTU4HOI, CcTUXiiHOI mpuponu M. My-
COPTCHKOTO Ta 1HII (aKTH TBOpUMUX Olorpadii.

Knrwouoei cnoea: xiiMatuiHi yMoBH, (haHTa31s1, POMaAHTU3M.

Zhdanko Iryna. Phenomenon of climate change in the fantasies of
Western European and Slavic Romantic-era composer&ubject of the arti-
cle: how the climatic factors become an importaat pf the creative life of the
Romanticists, changing from a natural phenomentmarcultural phenomenon.
Fantasies about art and climate can be found almasl philosophers and aes-
theticians of the Romantic period. For example -ckéaroder, Hoffman, Schel-
ling and other. Among the unique creative phenontamsider those «fantasy»
as the deification of spring R. Schumann, hallutms in Mallorca Chopin, fear
of storms and admiration for her Tchaikovsky, atica to the fantastic and spon-
taneous nature of Mussorgsky and other facts ofremative biographies.

Key words:. climatic factors, fantasy, Romantic period.



