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AnnHoTanus. CTaThbs TOCBSIEHA 0630y apXMBHBIX
JIOKYMeHTOB BpeMeH Bennkoit OTeuecTBeHHO BOWHBI,
PacKpbIBAIOIIVX [1eSITeIbHOCTb BCeCOI03HOr0 KOMUTETA 110 Ae/iaM
uckyccts (BKIN) u ero npencenarenst Muxania bopucosuua
XpamJeHKo M0 Mo epskKKe TBOPUECTBa MY3bIKAHTOB —
KOMIIO3UTOPOB, My3bIKOBE[IOB, MCIIOHITENe. VI3yueHne
MaTepuaioB 61710 06YCIIOBIEHO paboTOo Hal GyHAAMEHTaTbHO
MoHorpadwmeit B pamkax cepun «Hapkombl Bennkoit
[To6enpl» — «Bcecor3HbI KOMUTET I10 J1eJIaM UCKYCCTB Mpu
CoseTe HapogHbIx KomuccapoB CCCP. 1941-1945». Ha ocHoBe
M3y4YeHMsI MHOTOUMC/IEHHBIX JOKYMEHTa/IbHbIX ICTOUHMKOB
OCBeILAI0TCs TaKMe CTPaHUIIbI MY3bIKaJIbHOJ BOEHHO
JIETOMMCH, KaK IIepecTpoiika Ha BOEHHBI J1a]l XyI0)KeCTBEHHOTO
penepTyapa: CoO3/laHye COTeH MaCCOBBIX I1eCeH, IIPOBeJieHNe
MHOTOYMCIEHHBIX KOHKYPCOB M TBOPUECKMX COBELaHMIi
o po6ieMam necHu. YIIOMUHAHUS 3aCTY>KUBAIOT Y TAKUE
(baKThI, KaK OTKPBITHE B BOEHHbIE T'OJ[bI HOBbIX MY3bIKaJTbHBIX
yueOHBIX 3aBeIeHNUI 1 XYI0KeCTBEHHBIX KOTIEKTVBOB, CO3JaHNe
(bpPOHTOBBIX KOHIIEPTHBIX OPUTAJ, U TTepeunciIeHre CPeiCTB
B ®onJ 060poHBI. OTeNbHBI 610K JOKYMEHTOB pacKpbIBaeT
MoApo6GHOCTY KOHKYpca Ha cos3panne 'mvua CCCP, a Taoke
pa6oty Komurera rmo CrammHckum rnpemusiM. OCHOBHOM
MCTOYHMKOBOI 6a30it cciemoBanust ctanau GoHAbI Poccuiickoro
rocyJapCTBEHHOTO apXuBa JIUTepaTyphbl 1 uckyccTBa (PTAJIN),
TocymapcrBenHoro apxyuBa Poccuiickoit @enepauyu (TAP®) u op.
HeMaoBaskHYIO pOJTb B XapaKTEPUCTHUKE UCCTELyeMbIX COOBITHI
UrPaloT TaKKe JTHEBHUKOBbIE 3aMMCy XpamyeHKo, cofepykalimue
YHMKaJIbHbIE Y paHee He 06HAPOJOBAHHbIE CBEIEHNS.
KnroueBbie cmoBa: Bcecoro3Hbli KOMUTET I10 iejlaM
ncKyccTB, Muxann bopucoBuy XparnueHKO, COBETCKIE
KOMITIO3MTOPBI, MAaCCOBas IIeCHsI, cMMbOHMYecKast My3bIKa,
KOHIIlepTHAas 6puraga, CranHckas mpemus, ['mva CCCP
BiarogapHocTi: ABTOp BbIpaskaeT 6J1arofapHoCTh SIHe
AnexkcannposHe ['ypelkoii, MIaBHOMY crienanucty LleHtpa
COBpPEeMEHHbIX TeXHOIOTHI B 06/1aCTY HAYKM, 06pa30BaHMUs
M TIearOTVIKY, TIPETIoaBaTesTio Kadenpbl TeOpUM My3bIKA
Poccuiickoit akaieMmuy My3bIky MMeHM [HeCMHbIX, 32 TOMOIIb
B paboTe c apxMBHbIMU MaTepuanamyu PTAJIN B nepumop,
Hamycanusi MoHorpadun «Bcecol3HbIi KOMUTET TI0 Jieliam
uckycctB ipu CoBete HapogHbIX KomuccapoB CCCP. 1941-1945».
Takske XOTeI0Ch ObI BBIPA3UTb MCKPEHHIOIO IIPU3HATETbHOCTD
yseHaM ceMbM pykoBogutenst Komurera M. b. XpamueHko —
ero BHyukaM TatbsiHe BanmepbeBHe 1 MapuHe BanepreBHe
XparueHko, Tpe0CTaBMBIIMM BaXkKHble CBeJeHMSI, [HEBHUKOBbIE
3aINCK U APYTHeE LIeHHbIe MaTepuallbl U3 CEMeTHOTO apXxuBa
Hist nutupoBanus: Haymenko T. V. My3sbikaibHas KyJIbTypa
B apXMBHBIX JOKyMeHTaxX BpeMeH Benukoit OTeyecTBeHHOM
BOIHBI // AKTyanbHbIe TPO6IeMbl BbICIIETO My3bIKAIbBHOTO
o6pasoBanus. 2025. N2 3(78). C. 4-14. http://doi.org/10.26086/
NK.2025.78.3.002

© Haymenxko T. U., 2025

My3bIKaabHas KyJIbTypa
B APXMBHBIX JOKYMEHTaX o
BpemeH Bennkoit OTeuecTBEHHOI BOIHBI

Original article
Musical culture in archival documents from the times
of The Great Patriotic War

Naumenko Tatiana I.

Gnesin Russian Academy of Music, Moscow, Russia
E-mail: t.naumenko@gnesin-academy.ru,
ORCID: https://orcid.org/0000-0002-0286-2339

Abstract. The article is devoted to a review of archival
documents from the Great Patriotic War, which characterize the
activities of the All-Union Committee for Arts (VKDI) and its
head Mikhail Borisovich Khrapchenko in supporting the work
of musicians — composers, musicologists, performers. Their
study was due to the work on a fundamental monograph in
the framework of the series “People’s Commissars of the Great
Victory” — “All-Union Committee for Arts under the Council
of People’s Commissars of the USSR. 1941-1945”. Based on the
study of numerous documentary sources, such pages of the
musical war chronicle are covered as the restructuring of the
artistic repertoire for the war years: the creation of hundreds of
mass songs, the holding of numerous competitions and creative
conferences on song problems. Such facts as the opening of
new music schools and art groups during the war years, the
creation of front-line concert brigades and the transfer of funds
to the Defense Fund also deserve mention. A separate block of
documents contains details of the competition to create the USSR
Anthem, as well as the work of the Stalin Prize Committee. The
source base for the research was the collections of the Russian
State Archive of Literature and Art (RGALI), the State Archive
of the Russian Federation (GARF), and others. Khrapchenko’s
diary entries, containing unique and previously unpublished
information, play an important role in characterizing the events
under study.

Keywords: All-Union Committee for Arts, Mikhail Borisovich
Khrapchenko, Soviet composers, mass song, symphonic music,
concert brigade, Stalin Prize, USSR Anthem
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TeaTp Belllet KaK 3KCIO3UIIMOHHBIN MTPUHIIAII
OpraHm3aluyu IpoCTPaHCTBA BbICTABOK,

IIOCBSILIEHHbIX [TAMSITU
0 Besnukoin OTeuecTBeHHO! BOMHE

JlaBpeHTbeB AnekcaHap HuxkomaeBuu
Poccuiickuii rocynapcTBeHHBIN XYA,05KECTBEHHO-
MPOMBILITIEHHbIN yHUBepcuTeT uMeHu C.T. CtporaHoBa,
MockBa, Poccust
E-mail: strog-nauka2011@yandex.ru,
ORCID: https://orcid.org/0000-0001-6986-1229
AnHoTauusa. KoHienuusi «<treatpa Belieii» B COBpeMeHHO
MPOEKTHO KyJIbType aKTUBHO UCIIONb3yeTCs B ClieHoTrpadmn,
[M3aliHe cpenbl, 9KCIIO3ULIMOHHBIX ITpoeKTax. [IpakTuyeckast
peanm3anysi KOHIEMIIVY CBSI3aHA C 0COObIM BHMMAaHMEM
K CEMaHTMKO-00pa3HOi COCTABIISIIONIEN TOIOGHBIX
MHCTAISILMIL. B 0TeueCcTBEHHOI Ky/IbType TpaguLus CMHTe3a
IM3aliHepCKMUX MUeNt ¥ TeaTPaJIbHOTO IIPOCTPAHCTBA BKIOYaeT
onbIThl 1920-X TOAOB, a TakKe spKue TToCcTaHOBKY TeaTpa
Ha Taranke pexkuccepa 10.I1.Jio6umoBa B crieHorpahuu
[.J1. BopoBckoro. BaykHbIM 371eME@HTOM KOHIIENLINU CPEAOBOTO
[M3aiiHa Kak pa3 SIBJSIeTCS yMeHVe OThICKATh U BBISIBUTD OOraThie
accouyaTyBHbIe BOSMOXXHOCTY ITPeIMETHBIX MHCTAISLIAIA,
MpeBpalasi X B TeaTpaji30BaHHbIE XY[,0KeCTBEHHbIE
MpoCTpaHCTBa. OMBIT CO30aHUS CepUM MEMOPUAJIbHBIX
sxcnosunmii PIXITY um. C.T. CTporaHoBa JeMOHCTpUpYeT
BO3MOXKHOCTY (DOPMUPOBAHMSI AKTUBHOTO IMOI[MOHATIBHO
HaCBILEHHOT'O Xy 0KeCTBEHHOI'O IPOCTPAHCTBA, OrPysKalolero
3pUTEJISl B pa3INUHbIe KJII0UeBble 3Tallbl ¥ TEMBI, CBSI3aHHbIE
¢ ucropueii Bennkoit OTeyecTBeHHOV BOJHBI B OTPaskeHNUM
MPOM3BeIeHNIi 3TI0XM U COBPEMEHHBIX XYI0XKHUKOB.
KnroueBble c1oBa: ClieHAPHbIN MTOAXOM, MHCTAILISILINS,
cueHorpadusi, CpeioBoii [U3aiiH, BBICTABKM, TOCBSIIEHHbIE
Benukoit OTeyecTBeHHOV BoiHe, CTpOTaHOBCKAsI IIIKOJIA,
LIeJIOCTHOCTD M 3CTeTMYeCKasl BbIPa3UTeNIbHOCTh
Hns nutupoBaHus: JlaspeHntbeB A. H. TeaTp Beleii Kak
9KCMO3UIMOHHBIV IPUHIIUIT OPraHU3al MM IPOCTPAHCTBA
BBICTABOK, ITOCBSILLIEHHBIX MaMsITH 0 Benykoii OTedyecTBeHHOM
BOJiHe // AKTyajibHbI€ ITPOGIEMBI BBICIIIETO MY3bIKaJTbHOTO
o6pasoBanmst. 2025. N2 3(78). C. 15-30. http://doi.org/10.26086/
NK.2025.78.3.003

Original article
The Theatre of Things as an Exhibitional Principle
of Organizing the Space of Exhibitions dedicated
to the memory of the Great Patriotic War

Lavrentiev Alexander N.
Stroganov Russian State University of Design and Applied Arts,
Moscow, Russia
E-mail: strog-nauka2011@yandex.ru,
ORCID: https://orcid.org/0000-0001-6986-1229

Abstract. The concept of the “theatre of things” in modern
project culture is actively used in scenography, environment
design, and exhibition projects. The practical implementation
of the concept is associated with a special attention to the
semantic and figurative component of such installations. In
Russian culture, the tradition of the synthesis of design ideas
and theatrical space includes the experiments of the 1920s, as
well as the vivid productions of the Taganka Theatre directed by
Yury Lyubimov and designed by Dmitry Borovsky. An important
element of the environmental design concept is the ability to find
and reveal the rich associative possibilities of object installations,

© JlaBpeHTbeB A. H., 2025

turning them into theatricalized artistic spaces The experience
of creating a series of memorial exhibitions at the Stroganov
Russian State Academy of Arts and Industry demonstrates the
possibilities of creating an active and emotionally charged
artistic space that immerses the viewer in various key stages
and themes related to the history of the Great Patriotic War, as
reflected in the works of the era and contemporary artists.

Keywords: scenario approach, installation, scenography,
environmental design, exhibitions dedicated to the Great
Patriotic War, Stroganov School, integrity, and aesthetic
expressiveness
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Annortanus. CtaTbs IOCBsLEeHa TBOpUecTBY ['aHTepa
ITymiepa (1925-2015) — ogHOTO U3 CaMbIX pa3HOCTOPOHHUX,
MAaCTepPOBUTBIX U BIMSTENbHbBIX My3bIKaHTOB CIIIA.
[ToToMCTBEHHbBIV OPKECTPOBbIV My3bIKaHT, OH HAUMHA
CBOIO MTPO(eCcCHOHATBHYIO Kaphepy Kak BaITOPHMUCT.

ITpro6pesn U3BeCTHOCTD TAKKe KakK KOMIIO3UTOP, IPKa3MeH,
cuMGbOHNYECKUI U OTIePHBIN UPIDKED, T1e1aror, My3bIKaIbHBII
aJMMHUCTPATOP, U3AaTellb, PEIaKTOP U MOIMY/SPU3aTOP MY3bIKMU.
BBes B 060pOT TEpMUH «TPeThe TeueHe», 0003HAUA0IINIT
CMHTE3 COBPEeMEeHHOJ 3amafHOl akaieMMUueCcKoil My3bIKU

¥ MY3bIKVM Pa3/IMUHbIX HeeBPOIeNCKUX KYIbTyD, IPEXIe BCEro
[DKasa, ¥ 6bLT BUTHEIIM MTPeICTABUTEIEM 3TOTO TeUeHMsI
(xapaKkTepeH CpaBHUTEIBHO YaCTO UCIIONHSIEMbII OPKECTPOBbI
uuki «CeMb 3TIOIOB Ha TeMbl [1ayist Kineer). Bmecre ¢ Tem
00IIPHOE, MHOTOSKaHPOBOE, CTYIIMCTUYECKY pa3HOOOpasHoe
KomImo3uropckoe Hacnenue Llymiepa BkiouaeT psifi, KPYIHbBIX
OPKeCTPOBBIX MAPTUTYP, BBIITOIHEHHBIX CJIOKHBIM aTOHAIbHBIM
SI3BIKOM U He MMEIOUIMX OTHOLIEHNUS K «TPeTbeMY TEUeHUIO».

B HekoTOpbIx 13 HUX llly/iep npencraeT HacIeSHUKOM
HOBOBEHCKOTO 9KCIIPECCHOHM3Ma, B MHBIX TATOTEeT CKopee

K I1eJi3aKHO-XMBOIVYCHOMY MMIIPECCUOHM3MY. 3HAUNUTEIbHO
M03HABaTEeIbHOI U ITeAarornyeckoit eHHOCThIO 06/1ataeT
tpakTar lly/miepa «CoBepiIeHHbI AUPUKEP»: 0630 UCTOPUN,
TEOPUM U 3CTeTUKU OVPVOKMPOBAHUS, COAePsKallMii leTaabHbIe
IUPVKepCKMe aHaMNM3bl HECKOIBKIX K/IaCCMUeCKMX ITapTUTYp

¥ KPUTUKY MHTepIIpeTanuii IMpUKepoB-«3Be31». B kauecTse
anbTepHaTUBBI LlIy/iep mpeaIokuiI 3ammuch COOCTBEHHBIX,

B HEKOTOPBIX OTHOIIEHMSIX CBOEOOPA3HBIX ¥ HOBATOPCKUX
TPaKTOBOK cuMboHMit BeTxoBeHa 1 Bpamca.

KnroueBnie ciioBa: I'antep llynnep, nkas, TpeTbe TeueHue,
«besymcTBO dpoTar, «CemMb 3TI0[10B Ha TeMbl [Taysns Kiee»,
JIBEHaILLaTUTOHOBOCTD, IVIPYDKMpOBaHye, «COBepLIEeHHBIN
JOVIpVKep»

Inst nutupoBanus: AkorsiHJI. O.TanTep ynnep —
YHUBEPCAIbHBIN MY3bIKaHT (K CTOJIETUIO CO JHSI POXKAEHNUS)

// AKTyasibHbI€ TPOGJIEMBI BHICIIETO MY3bIKAIbHOTO
o6pasoBanmst. 2025. N2 3(78). C. 31-47. http://doi.org/10.26086/
NK.2025.78.3.004

Original article
Gunther Schuller — a Universal Musician (To the Centenary
of His Birth)

Hakobian Levon H.
State Institute for Art Studies, Moscow, Russia
E-mail: levonh451 @yandex.ru,
ORCID: https://orcid.org/0000-0002-05246-4697

Abstract. The article is dedicated to the work of Gunther
Schuller (1925-2015) — one of the most versatile, skilled, and
influential musicians in the United States. A hereditary orchestral
musician, he began his professional career as a French horn
player. He also gained recognition as a composer, jazz musician,
symphonic and opera conductor, educator, music administrator,

© Axormau JI. O., 2025

l'anTep llynnep — yHMBepCaJIbHbIM MY3bIKAHT
(K CTOJIETUIO CO OHS POKOEHNS)

publisher, editor, and music popularizer. Schuller introduced the
term “Third Stream,” referring to the synthesis of contemporary
Western art music and music from non-European cultures,
especially jazz. He was one of the leading figures of the “Third
Stream” movement, exemplified by his frequently performed
orchestral cycle Seven Studies on Themes of Paul Klee. At the
same time Schuller’s extensive, multi-genre, and stylistically
diverse legacy includes a number of major orchestral scores
written in a complex atonal language, unrelated to the Third
Stream. In some of these works, Schuller appears as a successor
to the Expressionism of the New Viennese School, while in others
he leans more toward a landscape-painterly Impressionism.
Schuller’s highly valuable treatise The Compleat Conductor
offers a comprehensive overview of the history, theory, and
aesthetics of conducting, including detailed analyses of several
classical scores and critiques of performances by celebrity
conductors. As an alternative, Schuller proposed recordings of
his own interpretations of Beethoven and Brahms symphonies,
which are innovative and unusual in some respects.

Keywords: Gunther Schuller, jazz, Third Stream, “Vertige
d’Eros”, “Seven Studies on Themes of Paul Klee”, twelve-tone
writing, conducting, “The Compleat Conductor”

For citation: Hakobian L. H. Gunther Schuller — a Universal
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AnHOTanus. llenb cTaTby — NPOLEMOHCTPUPOBATD
OpUTMHATbHbIE KOMITO3UIIVIOHHbBIE PELIeHMs MOIOOTO
W.Bpamca B ero Ckeplio op. 4 B pe3y/bTare mepepaboTKu
mopeneii u3 Ckepio lornena N2 2.

Bynyuy oueHb MOJIObIM KOMITO3UTOPOM, IbITaBIIMMCS
HaIMCaTh CKePIIO KaK CAMOCTOSITENIbHYIO KPYITHOMACIITAOHYI0
dbopmy, Bpamc He Mor UTHOpMpPOBaTh BKIas IllorieHa B 3TOT sKaHp.
Kaxk u lloneH, Bpamc CTOMKHYIICS ¢ Mpo6/IeMOit peBpaIieHust
CKepIIOo B ApaMaTUUeCKyIo I03MY C HarpaBleHHbIM pa3BUTHEM,
7S YeT0 MOTPe6GOBaIOCh BLITH 32 PAaMKU CTaTUYHOM hopMbl da
capo. Bpamc onmpaiicst Ha Bropoe ckepuio llloneHa B ciiemyonmx
acrmeKkTax: aUTi03MM Ha TeMaTM4YeCKii MaTepya; MOBbILIeHHAas
VIHTEHCMBHOCTD Pa3BUTHS B KPaiiHNUX pasfenax; Hajauuue
eIMHO MHTOHAIVOHHOIT (habyJIbl, pa3BUBAIOIIEIICS CKBO3b BCIO
KOMITO3UIIHIO.

K HambGosnee BayKHbIM CPEACTBAM JUHAMMU3AIIUN
TPaIMLIMOHHON TPEXYacTHOI (GOPMbI CKepII0, TPUMEHEHHBIX
Bpamcom, oTHOCSITCS: QYHKIIMOHAIbHASI aMOMBATIEHTHOCTD TEM;
MCITOSTb30BaHYE «MOIYIUPYIoLIeii» HOPMbI 1, B 0COOEHHOCTH,
TpaHchopMaIys MOTMBOB, OXBAaThIBAOIIASI BCE KOHTPACTHbIE

pasiesnbl, YTO MPeBPAIAeT BCI0 KOMITO3UIIMIO B AMHbIN TPOIece.

KimoueBsie cioBa: Bpamc, IlloneH, ckepiio AJist popTennaHo,
MOZeJb, KOMIIO3ULVsI, pa3BUTHE

Ina uutupoBauus: 3eHkuH K. B. Tpanchopmariyst
1IorneHoBCKuX mopeneii B Ckepuo U. Bpamca op. 4 nist
doprenmano // AKTyasbHbIe TTPOOIEMBI BBICIIIETO MY3bIKaTbHOTO
o6pasoBanms. 2025. N2 3(78). C. 48-54. http://doi.org/10.26086/
NK.2025.78.3.005

Original article
Transformation of Chopin’s models into Scherzo
by J. Brahms op. 4 for piano

Zenkin Konstantin V.

Tchaikovsky Moscow State Conservatory, Moscow, Russia
E-mail: kzenkin@list.ru,
ORCID: https://orcid.org/0000—-0002-02763-6282

Abstract. The purpose of this article is to demonstrate the
original compositional solutions of young Brahms in his Scherzo
op. 4 as a result of the processing of models from Chopin’s
Scherzo No. 2.

As a very young composer who was trying to write a scherzo
as an independent large-scale form, Brahms could not ignore
Chopin’s contribution to this genre. Like Chopin, Brahms faced
the challenge of transforming a scherzo into a dramatic poem
with a directed development, which required going beyond the
static da capo form. Brahms drew on Chopin’s Second Scherzo in
the following aspects: allusions to the thematic material;
increased intensity of development in the main sections; and the
presence of a unified plot of motifs, that unfolds throughout the
composition.

© 3enkuH K. B., 2025

Tpancdopmaliys HIONEeHOBCKUX Moeei
B Ckepuo M. Bpamca op. 4 gjig ¢poprenmaHo

The most important means of dynamizing the traditional
ternary form of the scherzo, as used by Brahms, include the
functional ambivalence of the themes, the use of a “modulating”
form, and, most notably, the transformation of motifs that
encompasses all the contrasting sections, turning the entire
composition into a single process.

Keywords: Brahms, Chopin, Scherzo for piano, model,
composition, development
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AHHOTauus. B IeHTpe BHMMaHUS aBTOpa
CTaThy MaJOM3BeCTHAsI OT€UeCTBEHHOMY HAayYHOMY
Y VICTIOJTHUTETbCKOMY COOOIIECTBY (GUrypa TalaHTINBOTO
6ebIrUIICKOr0 KOMIIO3UTOPA, MMAaHMUCTa, OPTAHMUCTA U TIelarora
py6eska XIX-XX 1 miepBoii moaoBuHbI XX croneTtus JKoseda
Monrena (1873-1953) 1 0oyH U3 MHTepeCcHe/INX 06pasIioB
aMepUKaHCKOT0 OPraHOCTPOEHNs Havyasla IIPOIJIOro BeKa, TaKk
HasbiBaeMbIit Opran Yonameiikepa (Wanamaker Grand Court
Organ). IHCTpYMEHT ObUT YCTAHOBJIEH B aTpUyMe YHUBEpMara
B Ounanenbdun. i JOCTVKEHNS TUTY/IA «CAMOTO GOTbIIIOTO
opraHa B MMpe» B TeUeHMe ABYX JeCSITUIETUI OTLIOM U CbBIHOM —
II>xonom 1 PogmeHom YoHaMelikepaMy — OCYIIeCTBIISIIACh
IpaHMO3Hasl PeKOHCTPYKUMS MHCTPYMeHTa. 7151 KoHIepTa-
MHAyTypaluy OpraHa, 1eMOHCTPUPYIOIIel ero 3ByKOBYIO MOIIIb,
TeM6pOBOe 1 TeXHUUeCKoe BeuKojIene, FIoOHreH Hamucas OfHO
U3 CaMbIX SIPKUX CBOUX COUMHeHMit «KoHIepTHYI0 cUMGbOHMIO»
(Symphonie Concertante) 1151 opraHa 1 cMuM(OHUYECKOTO
opkectpa op. 81 (1926). Victopust co3maHms M UCTIOTHUTEIbCKAsT
cynpb6a 3TOro OIyca HaXO[STCS B LIeHTPe BHUMAaHUS
npejjaraeMoii CTaTby. 31€Ch paCCMaTPUBAIOTCS U CTUJIEBbIE
0COGEHHOCTM TAJTAHTIIMBOTO COUMHEH WS — TIJIOOTBOPHBDIA,
XY[LO’KeCTBEHHO BbIBEPEHHbIN CMHTe3 TPaAULIii OpraHHOTO
KOHTpanyHKTa 1mkosnbl Cezapa ®paHka 1 UMIIPOBU3ALMOHHOCTH,
MMIIPECCMOHMCTCKOM 3BYKOIIMCU Y BUPTYO3HOJ KOHIIEPTHOCTU
opraHHbIX cuMdonnit Bumopa 1 BrepHa, «<apomaTa»
YyBCTBEHHOCTY (DPaHILy3CKOTO MEJIOAM3Ma ¥ OpPHAMEHTATbHO
M3BICKAHHOCTY GeTbIMIICKOTO ap-HYBO B COUETAHUM
C HeorpaHMYEHHbIMM BO3MOXKHOCTSIMIU TIOCTPOMaHTUUECKOTO
opKkecTpa.

Krouesbie cosa: JKosed Honren, «<KoH1epTHas
cumonnsi», Opran YoHamelikepa, ®wiagenbdusi, CTUIEBOM
CUHTETU3M

s nutupoBanus: boukosa T. P. Opran Yonamerikepa
B TBOpUecKoii cyan6e YKoseda Monrena // AKTyabHbIe
MPOGIEMbI BBICIIETO MY3bIKIILHOTO 06pa3oBanms. 2025.
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Abstract. The article focuses on the relatively unknown
figure of the talented Belgian composer, pianist, organist, and
teacher, Joseph Jongen (1873-1953), who lived at the turn of the

19th and 20th centuries and into the first half of the 20th century.

It also examines one of the most fascinating examples of early
20th-century American organ building: the Wanamaker Grand
Court Organ, installed in the atrium of a department store in

© Bouxkosa T. P., 2025

OpraH YoHaMelikepa B TBOPYECKOIi CyAbOe
JKoseda VMoHreHa

Philadelphia. Over two decades, father and son, John and Rodman
Wanamaker, undertook a monumental reconstruction of the
instrument, aiming to make it the “largest organ in the world.”
For the organ’s inaugural concert, showcasing its powerful sound,
rich timbres, and technical capabilities, Jongen composed one of
his most brilliant works: the Symphonie Concertante for organ
and orchestra, Op. 81 (1926). The history of its creation and
its performance history are the main focus of this article. The
article also explores the stylistic characteristics of this masterful
work — a fruitful and artistically refined synthesis of the organ
contrapuntal traditions of César Franck, the improvisational and
impressionistic soundscapes and virtuosic concertante style of
the organ symphonies of Vierne and Widor, the sensuous French
melodicism, the ornamental elegance of Belgian Art Nouveau,
and the boundless expressive potential of the post-Romantic
orchestra.

Keywords: Joseph Jongen, Symphonie concertante,
Wanamaker Grand Court Organ, Philadelphia, style synthesis
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AnHoTanys. CTaThsl pacKpbIBaeT MPOLeCC MpeoMIeHUs
SKQaHPOB ¥ TEXHUK MICbMa 1306pa3uTeIbHOTO MCKYCCTBA
B KaMepPHO-MHCTPYMEHTAaIbHOM My3bIKe COBPEMEHHOTO
aMepuKaHcKoro kommnosuropa Jlopel llIBeHauurep (pon.

1962). Ha nmpuMepe porpaMMHbIX [IUKJIOB MUHUATIOP

«Mys3a xymoskavka» (2017) s GiieiiTsl, KapHeTa,

CKPUIIKY, BUOJIOHYEN!, GOPTENMaHo U YOAPHBIX, «[IeBSITh

My3» 7151 KBapTeTa et (piccolo, nBe deitTsi in C

u alto, 2019) u «KBapTerT cymectB» («Creature Quartet»,

2015) myist CTPYHHOTO KBapTeTa MOKa3aHbl PUHIIATIBI
BOIUIOIIEHNS KaHpa Xy[0KeCTBEHHOT0 UM aHMMalIOHHOTO
TopTpeTa B My3bIKe, 0XapaKTepu30BaH BbIOOD CPENICTB
BBbIPA3UTETbHOCTH, CBSI3AHHBIN C KDACOUHBIMM TeMOpaMm

¥ pa3HOOOPa3HbIMM ITPYEMaMy 3ByKOM3BeueHusl. KamMepHbIit
aHcam6sb «MasKku KucTbio» («Brushstrokes», 2010) mst
(reiiThl, KTapHETA, CKPUIIKM, BUOJIOHYENH, (hopTernaHo

Y yIlapHBIX B CEMU YaCTSIX [103BOJISIET IPOCIEAUTb aBTOPCKMUIA
MeXaHM3M BOIUIOIEHMS] METOAOB KMBOIIMUCHY Pa3HbIX 110X
(peHeccaHCHas TeXHMKa chyMaTo, 6apoyHast TEXHUKA
KbSIPOCKYPO, TOCTUMITPECCMOHUCTCKAS TEXHMKA TyaHTU/IM3Ma)
B MY3bIKaJIbHOM TeKkcTe. CHecTeTUuecKe ombIThl [lIBeHAMHTEp
BIIMCHIBAIOTCS B aKTyaabHOE MPOCTPAHCTBO MY3bIKU
rociemHero cronetust (ot A. lllen6epra u A. BeGepHa 10

K. Caapmnaxo). OTmeuaeTtcst ocobast posib GpaHIy3CKUX TPamUIit
B TBOPYECTBE KOMIIO3MTOpA (MHTepec K TeMOpam, IITpuXam,
3BYKOM300pa3uTeIbHOCTH, TPOrPAMMHOCTM).

KioueBbie ciioBa: Jlopa llIBeHayHTep, COBpeMeHHas
aMepuKaHCKas My3bIKa, TPOrpaMMHast MHCTPyMeHTalbHast
MYy3bIKa, My3bIKaJIbHbII IOPTPET, CUHTE3 UCKYCCTB, SKUBOIUCH
¥ My3bIKa
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Abstract. The article reveals the process of refraction
of genres and techniques of fine art writing in chamber
instrumental music of the contemporary American composer
Laura Schwendinger (1962). Using the example of the program
cycles of miniatures “The Artist’s Muse” (2017) for flute, clarinet,
violin, cello, piano and percussion, “Nine Muses” for flute quartet
(piccolo, two flutes in C and alto, 2019) and “Creature Quartet”
(2015) for string quartet,

© Kpom A. E., 2025

the principles of the embodiment of the genre of artistic or
animated portrait in music are shown, the choice of expressive
means associated with colorful timbres and various sound
production techniques is characterized. The chamber ensemble
“Brushstrokes” (2010) for flute, clarinet, violin, cello, piano

and percussion in seven parts allows us to trace the author’s
mechanism of the embodiment of painting methods from
different eras (the Renaissance technique of sfumato, the
Baroque technique of chiaroscuro, the post-impressionist
technique of pointillism) in the musical text. Schwendinger’s
synesthetic experiments fit into the current space of music of the
last century (from A. Schoenberg and A. Webern to K. Saariaho).
The special role of French traditions in the composer’s work is
noted (interest in timbres, strokes, sound imagery, programmatic
nature).

Keywords: Laura Schwendinger, contemporary American
music, programmatic instrumental music, musical portrait,
synthesis of arts, painting and music

For citation: Krom A. E. Programmatic chamber-instrumental
works by Laura Schwendinger: from the visual to the musical.
Aktualnye problemy vysshego muzykalnogo obrazovaniya =
Actual problems of high musical education. 2025; 3(78); 60—64
(In Russ.). http://doi.org/10.26086/NK.2025.78.3.007

60



Xy,ﬂ.O)KeCTBeHHbIe TpaauuMU HaUUOHANbHbIX KYyNbTYyp

Hayunas craTbst
VIIK 78.03
DOI: 10.26086/NK.2025.78.3.008

Jlykuna l'anuma YpajioBHa
TocymapcTBeHHBIN MHCTUTYT MUCKYCCTBO3HAHMS,

MockBa, Poccust
E-mail: lukina@sias.ru,
ORCID: https://orcid.org/0000-0002-7334-4985

AnnHoTtauys. CTaThs MOCBAIIEHA MACIITAOHOMY
MeXIyHapogHOMY MpoeKTy ['ocyiapCTBeHHOTO MHCTUTYTA
MCKYCCTBO3HAHMSI «POJIb COBETCKUX MY3bIKATbHbIX JlesTemnei
B GOPMUPOBAHUY HALIMOHATBHBIX KOMIIO3UTOPCKUX
Y UCTIOJIHUTEJbCKMX 1IKOJ cTpaH CHI'». ABTOpOM aHOHCUPYeTCS
KOJUTeKTMBHAsI MOHOTpadsl, BBIIIEAIIAs B PaMKaX JAHHOTO
rnpoexTa. KHura oxBaTbIBaeT LIMPOKMI KPYT TeM, CBSI3aHHBIX
C ¥3y4yeHMeM HalUMOHAJIbHOTO MY3bIKaIbHO-KYJIbTYPHOTO
Hacnenus Asep6aiimkana, Bemapycn, Kasaxcrana, Keipreiscrana,
Mongossl, Poccun, Tagkukucrasa, TypkMeHMUCTaHa,
V36ekucraHa. Becbma 1moxkasarenbHO, UTO B JAHHOM
KOJIZIEKTMBHOM TPYZE MPUHSIN yuacTue UCCae10BaTenn
13 TTOJABJISIONIETrO YNMC/Ia HAI[MOHATbHBIX PeCITyOIIIK
B IPaHMIIAX IOCTCOBETCKOrO MPOoCTpaHCcTBa. Kak nmokaspiBaeT
u3ydeHue MoHorpadui, B Heit TaHO 06bEMHOE OCBeIlleHIe
XY[,0’KECTBEHHBIX [TPOLIECCOB U SIBJIEHMIA COBETCKOM 3T0XU,
KOTOpBIE JaBHO HYXXIAI0TCS B MCCIe0BaHUN. B Tpex
paszenax KHUTH, TIOCBSIIIEHHBIX MCTOPUY (GOPMUPOBAHYS
HaLVIOHAJIbHBIX KOMIIO3UTOPCKMX U UCIIOIHUTENbCKIX ILIKOJT
crpan CHI, cTaHOBIEHMIO CTOPUYECKOTO MY3bIKO3HAHMS
¥ GONBKIOPUCTUKM Y TBOPUECKUM GMOTpadusiM BbIAAOLINXCS
MacTepPOB MY3bIKaJbHOI'O MCKYCCTBA, OTKPbIBAETCS [TaHOpaMa
MHOTOHAILMIOHATbHO KYJIbTYPbI U POJIb POCCUICKUX (COBETCKUX)
KOMITO3UTOPOB, UCTIOMHUTEIEN, YUEHBIX, 1e[aroroB, KOTOpbIe
BHeCIV CYILIeCTBEHHbIN BKIaJ B GopMupoBaHye akageMuIecKmx
Tpaguuuii Hapopos ConpyskectBa HesaBucumbix 'ocynapcTs.
Ornopa Ha apxXMBHbIe MaTepuabl, CBeleHUS 13 IIPEeCChl
¥ NIepUOAVIKY TIePBOJ OOBMHBI XX BeKa, JHeBHMUKOBBIE 3aII1CU
¥ BOCIIOMMHAHUSI TIO3BOJISIIOT YMTATENI0 OTKPBITh PaHee He
M3y4YEeHHbIE 1 MaloM3BeCTHbIe siBjeHMUs. C 9TOV TOUKU 3peHNUs
paboTa 061a/1aeT BhICOKOJ CTEIIEHbI0 HOBU3HBI. B cTaThe
AQHATM3UPYIOTCS] TPUUMHBI BOCTPEOOBAHHOCTH M3JAHHOTO
MCC/IeNOBaHUS U €T0 3HAUMMOCTb.

KnroueBsie cnoBa: Vcropust myssiku CHI, n3yuyenne
COBETCKOIt MY3bIKM, COBETCKIE MY3bIKa/IbHbIE JesiTeNlH,
KOMITO3UTOPCKME U UCIIOIHUTEIbCKYE IIKO/bI cTpaH CHI'
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HcTopus HalMOHAIBHBIX KOMIIO3UTOPCKMUX
M UCTIOJTHMUTEJIbCKUX IIIKOJI B COBPEMEHHBIX
MCCIeIOBAHUSIX

Abstract. The article is devoted to a large-scale international
project of the State Institute. The role of Soviet musical figure
in the formation of national composing and performing
schools in the CIS countries. The author announces a collective
monograph that was published as part of this project. The
book covers a wide range of topics related to the study of
the national musical and cultural heritage of Azerbaijan,
Belarus, Kazakhstan, Kyrgyzstan, Moldova, Russia, Tajikistan,
Turkmenistan, and Uzbekistan. It is significant that researchers
from a vast number of national republics within the post-Soviet
space participated in this collective work. As the study of the
monograph shows, it provides a comprehensive coverage of
the artistic processes and phenomena of the Soviet era, which
have long been in need of research. The three sections of the
book, which focus on the history of the formation of national
compositional and performing schools in the CIS countries, the
development of historical musicology and folklore studies, and
the creative biographies of prominent masters of musical art,
offer a panoramic view of the multicultural heritage and the
role of Russian (Soviet) composers, performers, scholars, and
educators in shaping the academic traditions of the peoples of
the Commonwealth of Independent States. Drawing on archival
materials, information from the press and periodicals of the first
half of the 20th century, as well as diary entries and memoirs, the
reader is able to discover previously unstudied and little-known
phenomena. From this perspective, the work is highly innovative.
The article analyzes the reasons for the demand for this research
and its significance.

Keywords: History of CIS music, study of Soviet music, Soviet
music figures, CIS countries’ compositional and performing
schools
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AnHOTanus. B cTaThe onpenensieTcs HalYOHAAbHAas
crienyidyuKa KOMIIO3UTOPCKO¥ MpakTMKy 1990-2020-x ronos u
dopmupyeTcst kaHPOBO-CTUIEBasI KOHIIEILINSI COBpeMeHHOM
6e10pycCcKoii akaileMuIeckoil My3bIKI. B KOHTeKCTe cTaTbyu
BBISIBJISIIOTCSI XapaKTepHbIe UePThI COBPEMEHHOI 6e/10pycCcKoit
KOMITO3UTOPCKOI MTPAKTUKM, 00YC/IOBIeHHbIE HAIIMOHATBHOI
crien KO 1 SKaHPOBO-CTUIEBBIMY 0COOEHHOCTSIMMU
My3bIKaJIbHBIX IIPOM3BeIeHNI 9Toro nepuona. Cpeay KIIoueBbIX
0CO6EHHOCTEl KOMITO3UTOPCKO¥ TIPAKTUKY MOKHO BBIIETUTD
TBOpUecKoe obpaleHye K HallMOHAIbHOMY (DOIBKIIOPY,
CBSI3aHHOE CO CTPEeMJIeHVEM BOIUIOTUTD B My3bIKe [TyOVHHbIE
OCHOBBI HallIOHa/IbHOTO MEHTAa/INTEeTa; OBbILIEHHBIN
MHTEepec K UCTOPUIECKOMY ITPOIITIOMY 6eI0pyccKoro Hapoza
U IYXOBHOV TeMaTuKe («<HOBAasl CAaKpaJbHOCTb (sacra nova)»

1o H. I'yasiHuIKOI1) ; TBOPUECKYIO pelieNuuIio 3aagHoro
MY3bIKQJIBHOTO IIOCTMO/IEPHM3MA, 00YC/IOBIEHHYIO CTpeMIIeHVeM
MIPUBHECTU B €BPOIENiCKMITI KOMIIO3UTOPCKUIA OIBIT
MHIMBUYa/IbHbIE YEPTBHI.

OCHOBHBIMM CTUJIEBBIMM HaIlpaBIeHUSIMM COBPEMEHHO
6e10pyCCKOit aKaZeMUUeCKOil My3bIKU SIBISTIOTCS:
KJIaCcCHUeCKOoe HallpaBjieHye, BKIYalee HeoKIaccuueckme u
HOBOKJ/IacCHUecKye (MM «HOBYIO KIaccuKy» o B. XomomnoBoii)
My3bIKaJbHble CTUJIN; «HAL[MOHA/IbHBI/I POMaHTU3M», B OCHOBE
KOTOPOTO JIEXKUT MY3bIKa/IbHBII CTUIb, OPUEHTVMPOBAHHBIN
Ha QONBKIIOP, ¥ MY3bIKAIbHBIN CTUITb, AKIEHTUPYIOUIVIL
JpeBHeIaBSIHCKMIA 1 TTPaBOWIABHBIN 3TOC, & TAKXKe
HaIMOHAIBHYIO MICTOPUIO; 1 «<HOBAsI 6esiopycckasi My3bIKa»,
TMIPeCTABISIONIAst COO0 IKCTPATIONSLIO Y TBOPYECKYIO
MHTepIIpeTaluio 37IEMEeHTOB 3aIalHOeBPOIIeiCKOT0o
MYy3bIKaJIbHOTO ITOCTMOJIePHI3MAa, CBOE0OPa3HbIi CUHTE3
«HOBOTO» SI3bIKA U «CTApBIX» (HOPM.

KiroueBble CJI0Ba: COBpeMeHHas 6enopycckast
akaziemMimyeckasl My3bika, CTUIb, SKaHP, QOTbKIOP, «<HOBasI
CaKpaabHOCTb», PeLieMNysl 3al1afHOr0 My3bIKaJIbHOTO
MMOCTMOZ,EPHU3MA, HEOK/IACCMUECKNI 1 HOBOKJIaCCUUeCKUIA
My3bIKaJbHbIe CTUIN, «HAL[MOHATbHbBI/ POMaHTU3M», KHOBasI
6eyopycckast My3bIKa»

Insa uutupoBaHusa: Mauabepunse H. B. Bemopycckast
akajeMuyeckass My3bIKa Ha COBpeMeHHOM JTare:
KOMITO3UTOPCKasl TPaKTMUKA U SKAHPOBO-CTUIEBO KOHLEIIT
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Abstract. The article defines the national specifics of the
composer’s practice in the 1990s-2020s and forms a genre-style
concept of modern Belarusian academic music. In the context
of the article, the characteristic features of modern Belarusian
composer’s practice are identified in terms of the national
specifics and genre-style features of musical works from this
period. Among the key features of the composer’s practice, we
can identify a creative approach to national folklore, which is
associated with the desire to embody the deep foundations of
the national mentality in music; an increased interest in the
historical past of the Belarusian people and spiritual themes
(“new sacredness (sacra nova)” according to N. Gulyanitskaya);
and a creative reception of Western musical postmodernism,
conditioned by the desire to introduce individual features into
the European compositional experience.

The main stylistic trends in contemporary Belarusian
academic music are as follows: the classical trend, which includes
neoclassical and new classical (or “new classic” according to
V. Kholopova) musical styles; “national romanticism” based
on a folklore-oriented musical style and a musical style that
emphasizes the ancient Slavic and Orthodox ethos, as well
as national history; and “new Belarusian music”, which is an
extrapolation and creative interpretation of elements of Western
European musical postmodernism and a unique synthesis of
“new” language and “old” forms.

Keywords: modern Belarusian academic music, style,
genre, folklore, “new sacredness”, reception of Western musical
postmodernism, neoclassical style and new classical style,
“national romanticism”, “new Belarusian music”
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AnHOTauus. B ctaTbe paccMaTpuBaeTCs BAUSIHME TIO3THETO
KaMepHOTo TBopuecTBa beTxoBeHa Ha GOPMMUPOBAHME CTUIIS
BBIJAIOIErocs cep6ckoro KommosuTopa Mocumna CraseHcku. Ero
[TepBbIit KBapTeT Op.3, HApyLIas TPAAMUIIVIO, COCTOUT U3 ABYX
yacTeii, Ha3BaHMsI KOTOPbIX YKa3bIBAIOT HA CBSI3b C HAPOIHOM
Tpapuuyeii — «Pevanje» («[lenue») u «Igranje» («TaHIbI»).
[TpM3HAKY I0KHOCTABSHCKOTO (POIBKIOPA OIYIIAI0TCS
B TeMaTu3Me, JIaJJOBOJ OpraHmM3aln, BApMaHTHOCTU
pa3BUTHS, HO TIPU 3TOM BO3HUKAIOT (DOPMbI €BPOTIeIICKOIi
npodeccroHaabHOI My3bIku — ¢yra (1 YacTh) ¥ pOHAO-COHATA
(2 yacTp). dyra, uMeroOLIas TECHYIO CBSI3b C KBapTeTOM 0p.133
BeTxoBeHa, OTIIMYAETCS CIIOKHOCTbIO TOMMGOHNYECKIX ITPUEMOB
(ucronb3ys BABOVIHE TIOJBVOKHOV KOHTPAIYHKT B CTpeTTax). [Ipu
9TOM ITPOUCXOIUT BapUAHTHOE ITpeobpa3oBaHyie TeMbI, CTENEeHb
KOTOPOTO 3HAaUMUTENbHO IIPEeBbIIIAeT U3MeHeHMs, JOMyl[eHHble
beTtxoBeHOM B 0p.133. Bropas yacTb KBapTeTa [10-HOBOMY
MPeTBOPSIET MPUHLIMUIT POH0-COHATBI, COXPaHSIsi KOHTPACTHOE
MMPOTUBOCTOSTHYIE TEM M IMHAMU3M pa3paboTkul. Tak «ITof,
CeHbI0» TBOpUecTBa beTxoBeHa BIlepBbie MPOSIBJISIETCS] HOBBIN
XapaKTepHbIi cTu/b M. CllaBeHCKY, OpraHMYHO COYeTaIONIMiT
I0’KHOC/IaBSIHCKMI TeMaTU3M U BAPMAHTHOCTD C eBPOIeCKUM
KJ1accuueckum popmooOpasoBaHmeM.

KnroueBsie ciioBa: Mocutn CrnaBeHcky, JI. BeTxoseH,
CTPYHHBII KBapTeT, hyra, CTpeTTa, BABOIHE ITOABVIKHOM
KOHTPAIYHKT, POHI0-COHATA, I0KHOCIaBIHCKMIA (hOTBKIIOP
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Original article
Quartet No. 1. ]J.Slavenski: under the shadow of Beethoven
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Abstract. The article examines the influence of Beethoven’s
late chamber music on the formation of the style of the
outstanding Serbian composer Josip Slavenski. His First quartet
Op.3, breaking tradition, consists of two parts, the names of
which indicate a connection with the folk tradition — “Pevanje”
(“Singing”) and “Igranje” (“Dancing”). The signs of South
Slavic folklore are felt in thematism, mode organization,
and variation of development, but at the same time forms of
European professional music arise — fugue (1 part) and rondo
sonata (2 part). The fugue, which has a close connection with
Beethoven’s quartet Op.133, is distinguished by the complexity
of its polyphonic techniques (using doubly mobile counterpoint
in the stretches). At the same time, a variant transformation of
the theme occurs, the degree of which significantly exceeds the
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Ksapret N21 1. CiaBeHCKM:
101 CeHbI0 beTXOBeHa

changes made by Beethoven in op.133. The second movement
of the quartet implements the principle of the rondo sonata in
a new way, preserving the contrasting opposition of themes and
the dynamism of the development. Thus, “under the shadow” of
Beethoven’s work, for the first time, a new characteristic style
appears. Slavonic style, organically combining South Slavic
thematism and variation with European classical shaping.

Keywords: Josip Slavenski, L. Beethoven, string quartet,
fugue, stretta, doubly mobile counterpoint, rondo sonata, South
Slavic folklore
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AnnHoTtauus. CTaTbs MpeACTaBIIsIeT cO60i
MeKAVICUIUTUIMHAPHOE MCCIeIOBaHNe Ha CThIKE KYJIbTYPOIOTUNA
u appuKaHUCTUKY. PaccMOTpeHa nmpobaemMaTiKa KyabTypPHbBIX
KOJIOB, SIBJISTIOIIMXCS KJTIOUEBBIM (DaKTOPOM B IOHUMAaHUU
KYJIbTYPBI U CITOCOOGCTBYIOIMM ee UAeHTU(DUKALINN, 8 TAKKe
BOIIPOCHI LIEHHOCTEH U CMBICJIOB B KOHTEKCTE KyJIbTYPHO-
MCTOPUYECKOrO IpoLecca.

B Cy6caxapckoit Abpuke Ha GopMMpoBaHMe KYJIbTYPHBIX
KOJZIOB OKa3aJiu BAMsiHME crienibuyeckue GakTbl UCTOPUN.
OnyH 13 TIacTOB aPUKAHCKOI KYIbTYPhI — 3TO 6a30Bast
KapTUHa MMpa, CUCTeMa TPAIMUILIMOHHBIX LIEeHHOCTEH, hopm
>KM3HEYCTPOVICTBA, B3aMOCBSI3€eli ¢ mpuponoii. DopMupoBaHue
ele OHOTO I171aCTa CBSI3aHO C KOJIOHM3alyell, HaCUIbCTBEHHOM
XpUCTHaHu3aImei, 60pb6oit 3a CBOGOY 11 HE3aBUCUMOCTb,

a Takke ¢ KOMITIEKCOM PacOBbIX MPOGJIEM, OTIPEHeTUBIINX
caMoco3HaHue adpuKaHILeB.

PaccmaTpuBaloTcs ciefymoLe B3aMOCBSI3U UCTOPUUECKUX

COOBITHUIT U MIOPOXAEHHBIX MMU LIEHHOCTHO-CMbIC/IOBBIX 6JIOKOB:

KOJIOHMATbHOE yTHeTeHMe, pabOTOPTOBIISI U COTIPSDKEeHHBIN
C 9TUM CMBIC/ «TPaBMbI»; HAI[MOHATIbHO-0CBOOOAMTEIbHAS
60pb6a M CBSI3aHHBIN C HEll EHHOCTHO-CMbICIOBOJ KOMITIIEKC
CBOOO/IBI I HE3ABUCUMOCTH; PACOBbII KOHGIMKT U OTBETHI Ha
HETO B BUJIe 2-X LIEHHOCTHO-CMBIC/IOBBIX GJIOKOB: a) PeHOMeH
«MBI TOKe» 6) DeHOMEH «MbI JTyUllle» — MBICJIU O CrIenyduKe
¥ YHUKQJIBHOCTY adpUKaHIIEB, O IIPEBOCXOZCTBE YEPHOI PaChI;
BoIpoc 0 muccun Adbpuky 1 abpuKaHIleB, peayn30BaHHbIN
B U7lee «4ePHOKOKIII YelloBeK — CIIacUTeNlb Bepbl, XpaHUTENb
LIyXOBHOCTU U YeCTU»; TPALULIMOHHbI/ I KOHTEKCT, BOTIPOC
06 YHUKAIbHON CUCTEME TIPe/ICTaBIeHNIA, BOTIOTUBIIUIACS
B IIeHHOCTM KU3HM, B IPMHAIJIEKHOCTY K OOIINHE,
B OTHOILIEHUSIX C TIPeIKaMy U C IPUPOHOI. ABTOP MPUXOIUT
K BBIBOJIY O CyLIeCTBYIOLEl B3aMO3aBUCUMOCTH KyJIbTyPHO-
MCTOPUYECKYX COOBITHIT ¥ 6a30BBIX LIEHHOCTHO-CMBICIOBBIX
6/I0KOB, ITOTYYMBILMX OTPakeH)e B adpUKaHCKO 033UN.
KnroueBbie ciioBa: KynbTypa, Appuka oxkHee Caxapsl,
Ky/bTYPHBIE KOJIbI, IEHHOCTHO-CMBICJIOBBIE OJIOKM, TPV,
LIEHHOCTH, aQPUKaHCKAsT TI093MSI
Jnsa uutupoBanus: XapuroHosa E. B. KynbrypHble Konbl,
LIEHHOCTU U CMBIC/IbI B apUKAHCKOI 110331 // AKTYyaTbHbIe
Mpo6JIeMbI BBICILIETO MY3bIKaJIbHOTO 06pa3oBaHus. 2025.
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Abstract. The article is an interdisciplinary study at the
intersection of cultural studies and African studies. The article

considers the problems of cultural codes, values and meanings in

© Xaputonosa E. B., 2025

KynbTypHbIe KOAbI, IEHHOCTY ¥ CMBbICJIbI
B apMKaHCKOJ I033UN

the context of the cultural and historical process that determines
the formation of a specific African culture. Cultural codes are

a determining factor in understanding culture, contributing to
its identification. The most important factor in the formation of
cultural codes is historical memory.

In Sub-Saharan Africa, cultural strata associated with specific
historical facts influenced the formation of cultural codes. One
of the layers of African culture is the basic picture of the world,

a system of traditional values, forms of life, and relationships
with nature. The formation of another layer of African culture

is associated with colonization, forced Christianization, the
struggle for freedom and independence, as well as with a complex
of racial problems that determined the identity of Africans.

The following bundles of historical events and the value-
semantic blocks generated by them are considered: Colonial
oppression, the slave trade and the related meaning of “trauma”;
The national liberation struggle and the associated value-
semantic complex of freedom and independence; Racial conflict
and responses to it in the form of 2 value-semantic blocks:

a) The phenomenon of “us too” b) The phenomenon of “we are
better” — thoughts about the specifics and uniqueness of
Africans, about the superiority of the black race; The question
of the mission of Africa and Africans, embodied in the idea “the
black man is the savior of faith, the guardian of spirituality and
honor”; The traditional context, the question of a unique system
of ideas, embodied in the value of life, connection with the
community, with ancestors, with nature. The author examines
cultural and historical events and related value-semantic blocks
reflected in African poetry.

Keywords: Culture, sub-Saharan Africa, cultural codes,
value-semantic blocks, traditions, values, African poetry
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