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Abstract: The purpose of this article is to popularize the music of our famous compatriot,
composer Efrem Iosifovich Podhaits. His chamber music is the subject of research, and the
sonata for double bass and piano is the object of study. Efrem Iosifovich is a very prolific
composer who, year after year, pleases musicians and ordinary listeners with composing
more and more new works, confirming his professional worth. The author's interests cover
all musical genres. Along with symphonic, opera, and choral music, there are chamber
compositions for all instruments. And the double bass is no exception. Despite the
established opinion about it as an instrument exclusively accompanying, orchestral and
jazz, Efrem losifovich goes beyond stereotypes and gives the double bass in his sonata a
full-fledged solo part, which includes new playing techniques such as pizzicato on the
fingerboard, glissando with flageolets, cross pizzicato on open strings with two hands and
others. The author of the article claims that the sonata for double bass and piano is unique
because it combines deep philosophical content and knowledge of all the subtleties of
playing this instrument. Based on a detailed study, the author gives a subjective
assessment of the form and inner world of the work. The main conclusion of the
acquaintance with Efrem Iosifovich's chamber composition is the conviction that it is
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necessary to familiarize oneself with and include one of the most remarkable contrabass
opuses in the current repertoire of performing musicians. This is confirmed by the release of
the Anthology "Modern Music for Double Bass" by the publishing house of the Moscow
Conservatory, which includes three sonatas, including the sonata by Podhaitz. The article
emphasizes that despite the modern language of writing, Efrem Iosifovich's style remains
recognizable and unique. The composer does not deviate from the classical canons of art
and relies in his work on three main musical "whales" - rhythm, harmony and melody. The
novelty of the article lies in the fact that before the author, this work unfairly remained in
the shadow of other works, and did not act as an object for special research. The article is
a huge contribution to spreading information about this little-known work among fellow
musicians and students.
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The sonata, musical composition, double bass, symphonic music, new ways of sound
production, the composer of modern times, sonata for double bass, works, concerts,
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AHHOTauwma: Llenblo HacToswen CcTaTbM sSBASETCS NONynapuM3auma My3blKM  Halero
3HaMeHUTOro cooTevyecTBeHHMKa, Komno3utopa - Edpema MWocudosuua [oaranua.
NMpeaMeToM uccnefoBaHUA CNYXWUT €ro KaMepHasi My3blka, @ 06bEeKTOM M3yyeHus BbiCcTynaeT
coHaTa Ans kKoHTpabaca wu ¢doprtenunaHo. Edpem Wocudosuy - BecbMa NNOAOBUTLIN
KOMMO3MUTOP, KOTOPbIA M3 roja B rog paayeT My3blKaHTOB W MPOCTbIX CAyllaTeNeNn COYMHEHUEM
BCe HOBbIX M  HOBbIX Npou3BeAeHWNH, noaTBepxaas CBOW  nNpodeccMoHanbHYO
COCTOSITeNbHOCTb. WMHTEepecbl aBTOpa OXBaTbiBalOT BCe My3blkajibHble >XaHpbl. Hapsaay c
CMM@POHMNYECKON, ONEepPHON, XOPOBOW MY3bIKOW MPUCYTCTBYIOT KaMepHble COUYMHEHUS ANA BCeX
WHCTpYMeHTOB. N koHTpabac — He uckIwYeHUe. HecMoTps Ha ycTosBLIEECS MHEHME O HEM Kak
06 WHCTpYMEHTE WCKIKYUTENBHO aKKOMMaHUPYHOLUEM, OPKeCTPOBOM W paxa3oBoM, Edpem
NocndoBnY BbLIXOAUT 3a paMKuM CTeEpPeoTMNOB W HajenseT KoHTpabac B CBOell coHaTe
MOSIHOLEHHOW CONbHOWM nNapTuen, BKAYawWeNn B cebs HoBble MPUEMbI Urpbl TakMe Kak
pizzicato no noarpudky, glissando dnaxonetamu, nepekpécrtHoe pizzicato No OTKPbITbIM
CTPyHaM ABYMS pykKamMu WM apyrve. ABTOp CTaTbMW yTBEpXAaeT, YTO coHaTa ANs KoHTpabaca u
dopTenmMaHo yHuKanbHa, NOCKONbKY coyeTaeT B cebe rnybokoe dunocodckoe coaepx aHume um
3HaHWe BCeX TOHKOCTEW Mrpbl Ha 3TOM MHCTPyMeHTe. Onupasicb Ha AeTajlbHOe U3yyeHue,
aBTOPOM gaHa cybbekTMBHasa oueHka GOpMbl U BHYTpeHHEro mmpa npousseaeHuns. OCHOBHbIM
BbIBOAOM 3HAaKOMCTBA C KaMepHbIM couynmHeHunem Edpema WocudoBuya CTaHOBUTCS
ybexaeHHOCTb B HeobXoAMMOCTM O3HAKOMJIEHUS WU BKJAKYEHWEM OAHOrMO0 U3 CaMbIX
3aMeyaTeNibHbIX KOHTpabacoBbIX OMyCOB B TEKYLWMUW penepTyap BbICTYNAKWMUX MY3bIKaHTOB.
OT0 noATBEpPXAEHO BbINYyCKOM XpecTomatunm «CoBpeMeHHass My3blka AN KoHTpabaca» B
ns3natenbcTBe MOCKOBCKOW KOHCEpBATOPUK, BKAOYatlOWas TPW COoHaTbl, B TOM 4YuUC/le U COHaTy
Mopranua. B ctaTbe NogvYepKknBaeTCcs, YTO HECMOTPS Ha COBPEMEHHbIA SI3blK COYMHUTENbCTBA,
ctmne Edpema Mocudosuuya octaeTcs y3HaBaeM W yHUKaneH. KOMNO3WTOp He OTXOAUT OT
KNnacCcuyeckMx KaHOHOB MCKYCcCTBa M OMUpaeTcsa B CBOEM TBOpYeCTBE Ha TpexX OCHOBHbIX
My3blKaslbHbIX «KUTOB» — PUTM, FAapMOHMUIO U Menoaut. HoBU3Ha cTaTbW 3ak/oyaeTcss B TOM,
4TO 4O aBTopa 3TO NMPOM3BEeAEHME HecnpaBeA/IMBO OCTaBajioCb B TEHW APYTUX COUYUHEHUN, U
He BbiCTynana o06bekTOM ANna cneunanbHOro wuccnegosaHus. CTaTbs ABAAETCA OFPOMHbIM
BKIaAOM B pacnpocTpaHeHunm uHdopmaumm 06 3TOM ManoOM3BECTHOM MNPOM3BEAEHUW Ccpeau
KONMer-mMy3blKaHTOB U CTYAEHTOB.
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E. I. Podhaits- a composer who turned 75 in 2024, is known far beyond the borders of our
country. He has a huge musical legacy, which, fortunately for listeners and professional
musicians, is replenished from year to year with new opuses. There is not a single field that
is not covered by his attention: along with operas, ballets, musicals, large-scale
compositions for choir and orchestra, the author's chamber music is presented quite
extensively for all instruments. And the Double Bass is no exception. In 1980, the first
piece was written featuring the lowest-sounding stringed quintet for two violins, bassoon,
piano and double bass. After a break of almost 30 years, Efrem Iosifovich turned back to
the purely chamber genre for our instrument - in 2007, a sonata for double bass and piano
was released from his pen. And recently, in 2019, he wrote the double concerto
"Rendezvous" for domra and double bass with orchestra. There are two versions of this
piece: one for domra and double bass, the other for domra and cello. Both options are valid

and popular with instrumentalists il

The specificity of the double bass is determined by its place in the string group. On the one
hand, this giant is indispensable as the harmonic foundation and rhythmic foundation of any
orchestra, without it it is impossible to imagine jazz, ensembles with a double bass acquire
a unique timbre coloring. On the other hand, the solo double bass is rather a curiosity for
the audience. Unlike the violin and cello, it is not often heard on stage. This is due to
several aspects. In addition to the fact that playing the double bass is associated with
great physical exertion and requires a lot of effort and tension from a person, the repertoire
of a double bass player cannot boast of an abundance of works. The problem of double bass
repertoire has always been very acute. It was mainly replenished with the works of
composing double bassists who knew the specifics of their instrument well, as well as
arrangements of music by famous masters written for other compositions.

The sonata is one of the genres of chamber instrumental music. This form assumes a
minimum number of partners, which makes it possible to maximize the musical potential of
each of the participants in the action.

The first known sonatas featuring the double bass were written by the Austrian double
bassist and composer I. Sperger (1750-1812) for the Viennese five-string orchestra. The
18th-century instrument had a three-quarter tuning based on the D major triad, unlike the

modern four-string double bass with a four-quarter tuning.[;'—p'—szl. Sperger's music is
distinguished by its exquisite melody, harmony of form and graceful virtuosity, which
compensates for the difficulty in transferring the material to a modern double bass.

Unfortunately, chamber contrabass sonatas by 19th-century composers can be counted on
the fingers of one hand. These are sonatas by Robert Fuchs and Adolf Mischeck.

R. Fuchs (1847-1927) was an Austrian composer, professor at the Vienna Conservatory,
whose students included G. Wolf, G. Mahler, Jan Sibelius and other luminaries of musical
art. His sonata is written in the best traditions of the Romantic era, refuting the layman's
opinion of the double bass as a rude, clumsy instrument. The sound of the first movement
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is filled with such softness and transparency, so pastoral that one involuntarily recalls the
words of I. F. Gertovich, an outstanding virtuoso double bass player, concertmaster of the
double bass orchestra of the GABTa of the USSR, a teacher at the Moscow Conservatory,
that the double bass should sound like a violin, only more tender. Part 2 is amazing with its
mysteriously magical pizzicato double bass sound and flickering flashes of melody at the
piano. The character of the chiseled march of the third movement perfectly sets off the
light, full of graceful plasticity of the second theme.

A. Mishek (1875-1954) was a Czech double bassist and composer, who began his career in
Vienna, where he worked until 1918, after which he moved and lived until the end of his
days in Prague. He wrote three sonatas for the double bass, but the "palm tree" justly
belongs to the Second, in which the influence of J. Brahms is quite strongly manifested. The
monumental four-movement piece, which will not be ignored by any self-respecting double
bass player, is filled with a scattering of virtuoso passages, amazing in beauty and length
of melodic phrases, akin to vocal and vibrant dynamic bursts.

In fact, these two sonatas were created and published at the very beginning of the 20th
century, but in essence and in their inner content they serve as a vivid example of the
romantic trend in musical art, so I completely agree with the statement of my teacher,
Professor of the Moscow Conservatory L. V. Rakov (1926-2019), who also considered it

legitimate to attribute them to the 19th century [2.p. 174]

It is difficult to overestimate the significance of these two sonatas from the point of view of
musical and artistic heritage. Nevertheless, such an ensemble deprivation often forces
double bassists to invade the field of the cello repertoire, making arrangements for their
instrument of J. H. Bach's sonata, the Second. Brahms, the third movement of the sonata
by S. V. Rachmaninov, as well as violin sonatas by W. Mozart and S. Frank, French horn by
L. Beethoven. Sonata by F. Schubert's "Arpeggione" has been adapted for many stringed and
wind instruments, including the double bass.

The sonata for Double Bass and Piano (1949) by the outstanding German composer,
conductor and music theorist P. Hindemith, together with the opuses of Fuchs and Mishek
listed above, is included in the golden fund of the double bassist's repertoire. Created by
the composer in the middle of the last century, the composition remains within a strict
classical framework in form, but the musical language characteristic of the author's work
flourishes with a riot of dynamic and timbre colors, broken melodic phrases, bizarre rhythm,
tense harmony and linear polyphony, where the connection within melodic sound structures
takes precedence over harmonic ones. The work is entirely based on quarto-quinto sound
combinations, which mathematically outline the entire musical fabric of the sonata. The first
two parts, bright and compact, are swept by a whirlwind of kaleidoscope-like images and
serve as a precursor to the main, third part. The last part, thoughtful and detached, large-
scale in form and deep in content, challenges the lightness and carelessness of the
previous material with its unhurried narration. The solution of difficult artistic tasks in the
work required putting the double bass and piano in the same conditions and endowed each
of them with an equally complex technical part. They are in continuous interaction, weaving
into each other, colliding and moving away, interrupting and finishing for the other. In the
end, the dialogue between the two instruments gives special weight to each statement.
The virtuoso double bass part raises the art of owning a string Goliath to an extraordinary
height, revealing the professional ability of the musician to play to the Ilimit of the
capabilities of the instrument itself.

The development of musical art in the 20th century also affected the double bass, arousing
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interest in it from modern composers. As R. Azarkhin stated: "New musical and aesthetic
requirements stimulated not only the evolution of musical forms and genres, but also the
development of performing arts and the associated improvement of instruments, which in

turn pushed the boundaries of creativity, providing it with new artistic opportunities" L. p.
62]

Nowadays, the double bass has got a chance to establish itself on stage along with other
solo instruments and become their worthy partner. Many composers write for the double
bass specifically, using new sound production techniques, thereby contributing to the
enrichment of the repertoire and technique of playing the instrument.

In the 20th century, the repertoire of chamber sonatas was expanded by the works of
pianist and composer, professor of the Moscow Conservatory A. Nasedkin (1942-2014), in
whose sonata one can see the authoritative influence of Hindemith's chamber composition
on stylistic, rhythmic and formative features. Sonata by V. Dovgan (born 1953), composer,
associate professor at the Russian Academy of Medical Sciences. It will require the
performer to have a high level of mastery of the instrument in quarter-tone intonation,
inconvenient jumps-upper-case transitions, sudden changes in metrorhythm and dynamics.
Two editions of the sonata by Professor of the Department of Composition at the Moscow
Conservatory A. Koblyakov (born 1951) and the sonata by S. Gubaidulina (born 1931) are
replete with modern elements of compositional writing. The compositions are full of various
sound production techniques: col legno, sul ponticello, sul tasto, playing behind a stand,
pizzicato and pizzicato a la Bartok - sharp pizz. with the impact of strings on the neck,
various taps and strokes on the shell, soundboard and fingerboard.

A performer should be open to new trends, and because of how developed his musical taste
and professional flair are, he will be able to recognize and appreciate a talented work that
will have a long stage life. The words of R. Azarkhin, spoken by him back in 1978, sound
very modern: "The double bass player of today is obliged to master all modern performing
techniques, because new artistic installations, even in terms of orchestral playing, impose

requirements that only a comprehensively equipped performer can fulfill" [3-2. 481

One of the foreign authors is V. Montag (1908-1991), a Hungarian composer whose sonata
tends to national rhythmics and melodies. Two sonatas by the American composer and
double bassist F. Proto (born 1941), of which the sonata "1963" with a jazz style in one of
the parts, written only using pizzicato, is most popular among musicians. More and more
often, composers are interested in synthesizing different genres in one piece. This
happened in the sonata for double bass solo by the Latvian composer Peteris Vasks (born
1946), with the inclusion of the singer's own singing in the last part of his composition.

Here is a far from complete list of works of the chamber genre of the last century.

The work of E. I. Podhaits symbolically opens the XXI century. For me personally, his sonata
is unlike the others. It would seem that what new things can be written in the 21st
century? How to surprise the listener? What kind of intricate melody, fancy harmony and
synthesized timbres? Striking the viewer with external effects is one of the most popular,
effective, but cheapest ways to gain short-term public attention. The sonata of Efrem
Iosifovich catches, penetrates into the depths of the soul and stays there for a long time. It
can be evaluated and analyzed, but it is impossible to compare it with others, and it is not
necessary! She's different!

I was lucky enough to work with the author, communicate with him, get to know him better
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and understand what kind of person he is. One day, while listening to a chamber ensemble
test at the conservatory, my attention was attracted by the performance of one of the
students, making me start up and emerge from the sound stream of works performed on
duty at the tests. Despite the student's playing, the music itself was striking in its
freshness, novelty and strangeness. It was immediately clear that the piece was written by
a master who knew well the nature of the sound of stringed instruments. Having found the
notes of the contrabass sonata by Podhaitz, and this was it, I enthusiastically delved into
the study of musical material. A little later, I asked the author for a personal meeting to
discuss all the details with him. In communication, Efrem Iosifovich turned out to be a man
without any fanaticism, but straightforward, open and attentive to the wishes of the

performer 141,

I became passionate about music and performed the sonata everywhere, including it in all
my performances. He has played in the Myaskovsky Hall, the Maly and Rachmaninoff Halls
of the Moscow Conservatory, and the organ Hall of the Moscow State Music School. The
Gnessins, in the Beethoven Hall of the Russian State Ballet. In 2016, the author made a
recording for himself in the hall of the House of Composers, and in 2017, when the
Tchaikovsky Moscow State Conservatory gave me the opportunity to record a solo CD of
contrabass music, having allocated a large conservatory hall specifically for this event, I
decided without hesitation to open my music album with the creation of Efrem Iosifovich. A
little later, in 2022, the Moscow Conservatory released the Anthology "Modern Music for
Double Bass", of which I am the editor, consisting of three sonatas by contemporary
composers: E. I. Podgaits, V. B. Dovgan and A. A. Koblyakov.

Turning to the sonata over and over again, I discover it in a new way each time. The inner
content of the work turned out to be so multi-layered, and the spiritual world so
multifaceted that, combined with the experience, knowledge and musical tastes of specific
people, all this gives a lot of different performance readings.

As a rule, modern music is more interesting to play than to listen to. The performer, over
and over again, returning to the composition and orienting himself in the material, finds an
explanation for all intonational, harmonic and rhythmic changes, combining seemingly
disparate episodes into one single whole. The listener does not have time to sort out all
the details at once and grasp the connections connecting the musical fabric.

Another thing is the music of a Podgayets! It goes from the composer's heart to the
listener's heart. It interests the listener, excites him and fascinates him!

The sonata turned out to be a true gift to our instrument, a real gem in the repertoire of
double bassists!

The composition is one-movement, and opens with a large contrabass solo that emerges
from the depths of the stringed instrument's sound. In this prologue, as in a skillfully
compressed sentence, Efrem Iosifovich masterfully outlined all the elements of the musical
material that would later come into contact with each other, conflict and manifest
themselves in various unexpected combinations.

The eternal dispute between good and evil has always been a relevant topic in art. The
disagreement between the material and the spiritual is manifested not only in the opposite
nature of the parties, but also in the conflict of the main means of musical expression -
rhythm and melody. Sometimes the "jumping" rhythm, broken and deliberately grotesque,
forces the melody to total submission, imposing on it the role of a servant. And the more
assertive and aggressive the rhythmic dictation, the fiercer the resistance of the melodic
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paradigm. W hen these elements intertwine and engage in combat, the heated atmosphere
becomes explosive and leads to a tragic outcome.

The beautifully constructed climax, located at the point of the golden ratio, throws off all
the masks that had manifested themselves before: in the angular and geometrically
disproportionate main part; in the feverish double stroke of the double bass, as if beating
in chills; in the harmonic surges of the piano; in the form of convulsive buffoonish jumps
and, finally, in the anthem of frankly ironic vulgarity.

In the reprise, when the elements begin to curl up into one ball, interrupting and crowding
each other, the growing "choking" chaos breaks into the abyss of despair and pain at full
speed. The chords of the lower register of the piano along with the alarm bell of the
octaves, backed up by the loudest sounds that can be extracted on a double bass - pizz.
with two hands crossing the open strings, they show the full depth of tragedy and
bitterness, tearing and tormenting not the flesh, but the human soul.

It would be unfair to say that in the sonata, apart from the grotesque, there are few
retreats into the world of hopes and dreams. Thus, the theme of the thoughtful introduction
of the double bass, with which the work begins, appears like a memory of the piano after
the tragic climax. It develops and transforms into an unusually aching and restless lyrical
theme. Passing from key to key in the sequences, the upper voice seems to separate from
the rhythmic supporting structure, dissolving into ritenuto and dim inuendo, thinning and
disappearing. In the same way, the soul, trampled but not broken, having passed through
suffering, freeing itself from the fuss, shackles, ridiculous masks imposed on it by society,
unnecessary husks, is reborn and disappears into oblivion.

Since Efrem Ilosifovich is "keeping up" with the times, he is keenly interested in new ways
of sound production on the instruments for which he writes music. So there was an episode
in the sonata where the double bass plays pizz icato on the fingerboard, imitating the
sound of bongs. To achieve similarity, the instrument should, if possible, have a wooden
headpiece (it resonates better than metal). This technique should be performed not by
hitting, but by pinching-by sliding a finger off the top edge of the headrest. Combined with
the col legno technique at a leisurely pace, these two elements sound unusual, convex and

impressive.

The sonata ends with a large coda, which, after all the passions, is gradually fading away,
with the exception of one episode. The last time the mask of vulgarity and banality makes
itself felt is when the piano part with the theme of a rollicking march from development
suddenly bursts into the "exorbitant" sound of the second octave of the double bass. But
this fleeting echo of the past also quickly dissipates in the playing of the "heavenly strings"
of contrabass flageolets and the "blurred traces" of the gliss ando flageolets going up. With
a startled cry, the topic of vulgarity freezes. Retreating before the Higher Powers, she
herself imperceptibly dissolves into the light. The transformation of the main party is
interesting: it takes place in a major magnification, renewed and enlightened, losing its
arrogant and defiant character.

The final scene - the sound of the double bass without the "bodily" piano shell takes on a
completely different shade than at the beginning of the piece. The two main themes of the
sonata come to mutual agreement and reconciliation. Reflection proceeds calmly,
unhurriedly and a little detached, telling that only spirituality is the basis of the universe
and moral development.

In an interview with the Musical Life magazine, Podhaits told about a French listener who
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described the composer's work very accurately, saying that there is a lot of modern music,
but it is impossible to listen to it, unlike the maestro's works. People listen to it because
it's Music! As the composer himself says: "Music is a simulation of human feelings. <...> I
believe that melody, meter, harmony - everything that was abandoned in the 20th century -

play a leading role in any music; it seems to me that this path is a dead end" 151,

Indeed, Efrem losifovich's writing style can be considered academic, it is so natural and
harmonious that the listener immediately has a complete acceptance of the musical
material. The author speaks about well-known things in modern language, but it is so
understandable and so accessible to each of us.

I wish all musicians who come into contact with this sonata to immerse themselves in the
artistic world of the composition, boldly follow the author's imagination and discover the
deep meaning of this wonderful contrabass opus.
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Pe3ynbTaTbl Npoueaypbl peLueH3upoBaHUA CTaTbu

PeyeH3uns BbIMOJIHEHA cneyunanncramMm HalumnmoHaabHoOro UHCcTUTYTa Hay4Horo

PeueH3upoBaHusa no 3akalzy OO0 "Hb-Meguna".

B cBsi3n C noauTuko# [ABOUHOro C/ernoro peLeH3upoBaHusi JIMYHOCTb peLeH3eHTa He
packpbiBaeTcH.

Co cnuckoM peleH3eHTOB MOXHO 03HaKOMUTLCS 34ECh.

lpeameToM ucciaefoBaHus B NPeACTaB/IEHHONU AnS nybaukauun B XypHasne <«Kynbtypa u
UCKYCCTBO» CTaTbe, Kak aBTop obpa3Ho oTpa3nsa B 3arosioBke («bpunamaHT B KOHTpabacoBoi
onpase»), sAB/sAeTCcAs CcoHata A/51 KOHTpabaca wu ¢opTennaHo Halero COBPEMEHHMUKAE
COBETCKOIr0 M POCCHUCKOIro KOMMO3MUTOpa, 3ac/yXEHHOro JesiTesiss WUCKYycCTB Poccuiickon
Gegepaunn Edppema Nocugosnya lMograviya (poa. 1949). o Bcesi BUANMOCTN, COBOKYMHOCTb
My3bIKaJibHbIX MPOU3BEAEHUN KOMIMO3uTOopa A4/ KOHTpabaca paccmatpusaeTcs asTopoM B
KkadecTtBe obbekTa ucciaegoBaHus. Bnpouem, o Tom caMm aBTop He 3asiB/ASETCS OTKPbITO. U B
pe3ynprate [opaboTku cTaTtbu aBTOpP MOXET MOMECTUTb aHallM3upyeMmyro COHaTy TaKXe B
b6os1ee WNPOKNI KOHTEKCT COBPEMEHHOM MY3bIKW A4/18 KOHTpabaca.

B cratbe ectb cusibHble U ciabble CTOPOHbI B OCBeLjeHUU rnpegMeta ucciegoBaHus. ABTOp
Bbibpasn A/ W3JI0XKEHNA Matepuasa XaHp KpaTkon 6uorpaguyeckor 3amMeTkm O CBOEM
COb6CTBEHHOM 3HaKOMCTBE C NMpon3BeAEHNEM U ero KoOMno3nTopoM. Cy6beKTUBHOE BOCIpUSITUE
coymnanbHOro BpPEMEHU W [POM3BEAEHNI MUCKYCCTBA aBTOpa MOXHO OTHECTM K CUJIbHOMH
CTOpOHe cTaTtbu. Takoi noAxos[ COOTBETCTBYET OAHOMY U3 TPEHAOB MUKPOCOLUMOIOrUU U
MUKpoucTopum uckycctesa. XoTa M 34ecb aBToOp yrnyckaeT BO3MOXHOCTb [peACTaBuUTb
aHannaupyembiii npegMeT B 006LjeEM KOHTEKCTE TBOpYecCcTBa KOMMIO3uTopa, TBOpYecTBa €ro
DOCCUUCKUX KOJIZIEr WU pa3BuUTUS XKaHpa KOHTpabacoBos My3blkm B mMupe. [lomumo
0603Ha4qYeHHbIX ynyujeHHbIX BO3MOXHOCTEN peLeH3eHT obpaujaetr BHUMaHue aBtopa, 470 B
npeacTaB/I€EHHON CTaTb€ MM HE COobJ/04€eHbl popMasibHble TpeboBaHus XypHasna K obbemy
cogepxaHus matepuana: 1) «PekomeHayembisi o6bem oT 12000 3HakoB», — B CTaTb€ 4YyTb
bosnee 9000, T. e. Ha TpeTb XenarteibHo 06beM cTatbn yBennyutb; 2) «[llpu pgobasBrieHumn
cTatbn HE06X0AMMO MPUKPENnUTL bubnmnorpagduno (MuHumym 10-15 ucrouHnkoB, 4yem 6o/iblue,
Tem saydwe)» (cm. https://nbpublish.com/camag/info_106.html). Cob6cTBeHHO, 3amMeyaHune
peleH3eHTa KacaeTcsi He CTo/IbKO ¢opMasibHOro cobawgeHns Tpebyembix 06beMOB, CKOJIbKO
yryuweHHON BO3MOXHOCTA pPaCKPbITb LLEHHOCTb COHAaThl AJ/151 KOHTpabaca u ¢oprennaHo E. U.
lMograviua B CpaBHEHMM C yXe B A[OCTATOYHOU CTerneHun Un3y4YeHHbIMU LefeBpamu
KOHTpabacoBoro perneptyapa. 3T0 MOXHO 6bl710 6bI caenatb, KpaTtko oCBEeTUB He6O0/bLION
obbeM HayudHbix nybamkaumi (10-15) oTe4yeCTBEHHbIX M 3apybeXXHbIX Kosjer 3a rnocaegHune
3-5, nocBsilLeHHbIX KOHTpabacoBO# My3biKu nan cyabbam cosgarlmnx eé KoMno3uTopos.
Takmm 06pa3om, XOoTs npeagMeT UCC/ef0BaHMs aBTOPOM KpaTko rpeAcTaB/eH Ha ypOBHE
MUKPOCOLUMOSIOrUN U MUKDOUCTOPpUU UCKYCCTBa, CTaTbsl HyxXpgaetcsa B Jopabotke [o
npuemMsiemMoro 4715 aBTOPUTETHOIO Hay4yHOro XypHasaa TEOPETUHECKOIO YyPOBHS.

Metogonorus nccnenoBaHnss onNUMpPaeTcss Ha MPUHUNMbI CyObeEKTUBHOIO OCBELEHUS SBJEHUN
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MUKPOCOLMNOSIOrUN N MUKPOUCTOPUM MCKycCcTBaA. Takou rnogxod BecbMa akTyasleH B r/aHe
HaKoMnJaeHns 3MAUPUYECKOro buorpagpuyeckoro matepuana A5 AaJbHeNwmnx o0606ueHni.
BbibpaHHbIYi aBTOpPOM JXXaHp nybaumkauuu nogpa3ymeBaeT, B TOM 4Yucsie, OTCYyTCTBue
JIOrM4YecKoun ¢opmanuzaynm nporpaMmbl UCCA€[0BaHUS 4718 COXPAHEHUS OTKPbITOCTU U
HernpeaB3siTOCTU CYy6bLEKTUBHON cpepbl buorpamnyeckux Bre4dyatieHni aBtopa. Mexagy Tem,
COXpaHssi onopy Ha CybbeKTMBHO-buorpagpuyeckmnii MetTod, aBTop Mor 6bl MO[4E/INTLCS CBOUM
OrbITOM 3HAaKOMCTBa C KOMMNO3UTOPOM u €ro rnpousBefeHnem ¢ bosiee LUMPOKOKN ayAnTopuen,
ecsun 6bl He MPONrHOPMPOBAJl BO3MOXHOCTb AaTb KPATKyl OLUEHKY MnoA06HbIM NCCAEe[0BaHNSIM
poccuickux n 3apybexHbix Kosaer 3a nocanegqHue 3-5 ner.

AKTyasZlbHOCTb Bbl6paHHOUM TeMbl aBTOp [OSCHSET HedaBHuMM wbuieeM KOMIO3UTOpa
n3yyaemoro npoussegeHus (B 2024 r. E. W. [lograviyy wucrnosiHWA0CbL 75 7neT), 410 4715
MUKPOCOLMNOSIOrNN Y MUKPOUCTOPUU UCKYCCTBA SBJISETCS AOCTATOYHbIM OCHOBAaHMNEM.

HayuyHass HoBu3Ha wucciefoBaHus, cocTosiwyasi B obpaleHun asBTopa K Maso U3YYEHHOMY
My3bIKa/lbHOMY  [POU3BEAEHMNIO u B YHUKa/IbHbIX buorpagpuueckmux cBefeHusx,
npeAcTaB/IEHHbIX B CTaTbe, 3aCJIY)XXUBAET TEOPETUYECKOIO BHUMAHMS.

CTuib TeKCTa B L{€J/IOM BbiAEPXKAaH Hay4YHO-MOMYASPHbIA, YTO Mpu yCc/a0Bun AopaboTKu CTaTbu
A0 TpebyeMoro XypHajioM o06beMa MOXHO CYWTaTb CHUJIbHOU CTOPOHOM. EAMHCTBEHHO
3aMeyaHue KacaeTcsi C/1y4ariHoro HeEBEPHOro ogpopmaeHmnss KkaBbidek ("c rosioBoi»).

CTtpyktypa cT1aten o06ycrioB/i€Ha CTpeM/IEHUEM aBTOpa COBMECTUTb JIOTUKY WU3TI0XKEHNS
pe3yabTaTtoB Hay4YHoOro wucciefoBaHuns C CyObeKTUBHbLIMKM Bre4yatieHUusMu. PelyeH3eHT
peKkoMeHAyeT aBTopy A06aBUTb HECKOJ/bKO ab3aleB, packpbiBawLmnx o0baactb nccieqoBaHuns
38 CcYeT aHasnuza HegasBHux nybankaunii poCCcuuckmx u 3apy6bexHbix Koaner rno 6nm3Koi
TeMatuke, peluns TeM CaMbiM ABe 3afaydn ¢opmMasbHOro COOTBETCTBUS CTaTbu TpeboBaHUIM
XKypHasna K o6bemy cogepxxaHus.

bubnnorpagus coseplieHHO He pacKpbiBaeT npobsieMHyto 061actb nccie[q0BaHusi, 4to 6b110
6bi, 6bITb MOXET, MNPUEMIEMO A/ Nybaukaynuun B Hay4YHO-MOMy/AspHOM J>XypHase, HO He
npuemMaemMo 4718 XypHana «KyabTypa v MCKycCTBO».

Anennsayns K ornrnoHeHTaMm OTCyTCTBYyeT, aBTop nlberaert ANCKYCCUI C KOJIJIEraMmu.

CTraTtbs MOXET npeacTaB/isiTb MHTEPEC AJ1S YMTATe/IbCKOU ayanTopun xypHasnaa <«KynbTypa u
NCKYyCCTBO», HO Hy)XXAaeTcs B A40paboTKe C y4eToM 3aMeyaHuil pelyeH3eHTa.

Pe3ynbTarbl npouegypbl NOBTOPHOIO PpeLeH3MpoBaHNsl CTaTbm

PeyeH3us BbI[MOJIHEHA cneyunanancrtamMm HaumoHaibHOro NHCTUTYTa Hay4yHoro

PeueH3upoBaHusa no 3akazy OO0 "Hb-Meguna'.

B cBsi3n C noaAuTUKON [BOHHOrO CJ/E€NOro peleH3npoBaHUs JIMYHOCTb peLEeH3EHTa He
packpbiBaeTcs.

Co cnuckom peyeH3eHTOB MOXHO 03HaKOMUTLCS] 34€eCh.

PeyeH3upyemass cTaTbsi MNOCBSLjeHa WCC/I€A0BaHNIO UCTOPUM pa3lBUTUS KOHTpabacoBoro
uckyccrBa, HaymHas c XVIII Beka u 3akaHymBasi COBPEMEHHOCTbIO, 0coboe BHUMaHue
yAessieTcsi TBOPYECTBY COBETCKOIrO M POCCUIACKOrO KOMMO3UTOPa, 3acC/yXEHHOro AesTesns
UCKYCCTB Poccuiickori  ®egepauynn  E¢pema NocngoBuua lMoaraviya, a TaKkxe
paccmMaTpuBarTcsa npobsembl UCMAOIHEHUS Ha [AHHOM UHCTPYMEHTE U MyTU UX PELUEHUS, U
poJsib B CTAHOBJIEHUMN UCKYyCcCTBa KOHTpabaca P.®ykca, A.Muweka, /1.B.PakoBa, B.b./oBraHs,
A.A.Kob6nsikoBa.

ABTOp UCMO/Ib3yeT WUCTOPpUYECKMI MeTo4 AJ11 OnucaHus 3BoJloUun KOHTpabacosBoro
UCKYCCTBAa, a TakXe aHaJIuTU4eCKui rnoaxos A58 OUEHKW BKAaAa OTAE/IbHbIX KOMMIO3UTOPOB U

1


https://institutreview.ru/
https://institutreview.ru/advanced/frontend/web/site/reviewers

10.7256/2453-613X2025.3.77037 PHILHARMONICA International Music Journal, 2025 - 3

ncrosnHuTenen. [lNpuBoassTca npuMmepbl NPOU3BEAEHMI, CO3[4aHHbIX A1 KOHTpabaca, wu
npoBOANTCS aHasn3 ux BJANSHUS Ha Pa3BUTNE AAHHOIO0 My3bIKa/lbHOIr0 MHCTPYMEHTA.
AKTya/ZlbHOCTb AaHHOM paboTbl 3ak/Arw4yaeTcsi B HEO0O6XO0AMMOCTU COXPAHEHUSI U U3YYEHUS
My3bIKa/lbHOro0 Hacje[us, CBS3aHHOIro C KOHTpabacoMm. B ycnoBusax TEHAEHUWNA pa3BuUTUS
COBPEMEHHOM MY3bIKW, KOrga MHOrme Tpaguumnm u KyJbTypHbl€ SIBJIEHUS [104BEPrarTCcs
3abBeHN, nccaeqoBaHue NCTOPUN KOHTPabacoBOro MCKycCTBa ro3BOJISIET COXPAaHNUTL NaMsiTb
O BEJINKMX KOMIMO3UTOPax Mn WCMOJIHUTENSIX, a TakKXe CrnocobCcTByeT pa3BUTUID HOBbIX
My3bIKasibHbIX ugen, n npumep E.N. MNograriya AoKa3aTe/slbHO NoKa3aH KakK 3TaJIOHHbIA.
Hay4yHass HOBM3Ha CTaTbu COCTOUT B KOMIT/IEKCHOM MOAX0A€ K M3YHEHUIO KOHTpabacoBoro
nckyccrtBa. ABTOpbl HE OrpaHU4YUBAaKTCS pPACCMOTPEHNEM WUCKIIOYNTEIbHO MYy3bIKaslbHbIX
npon3BeAEHNI, HO TaKXe WUCCAeAyrT TEXHUYECKNE U UCMIOJIHUTE/IbCKUE acCrneKkTbl Urpbl Ha
KOHTpabace. Tako/ rnoAxod no3BoJsSeT roay4YnTs 6osiee nosiHoe rnpescTaBjaeHne 0 pa3BuTUn
KOHTpabacoBOro NMCKyccTBa M €ro BJANSHUM Ha MUPOBYK MYy3bIKasbHYH KyJabTypy.

Ctuib cTatbu rpeuMmyujeCTBEHHO HAayYHbidi, HO MecTamu My6/anLnCcTU4eCKui, 4To J[esiaeTt
marepnas BIrOJIHE AOCTYNHbIM A1 MOHUMaHUS LWNPOKOMY Kpyry uutatenesn. CTpyKTypa
JIOrM4yHa v rnocsegoBartesibHa.

bunbnuorpagus BKIOYAET LIMPOKMI CHNEKTD HAay4YHON nnTepaTtypbl, YTO CBUAETE/IbCTBYET O
cepbe3HOoM NoAroToBUTENIbHOM paboTe aBTopa. ABTOp AEMOHCTPUPYET YBAaXEHNE K pa3InNYHbIM
MHEHUSM M noaxoAamM, O4HaKO KPUTUKA OMMOHEHTOB BbipaxeHa cinabo. Bo3mMoxHO, cTonsio 6bi
6osiee nogpobHO paccMoOTpeTb a/bTEPHATUBHbLIE TOYKM 3PEHUS U  apPryMeHTUpoBaTh
COB6CTBEHHYIO MO3ULUIO.

ABTOp CTaTtbu [OKaA3bIBAET, YTO «MaHepy nucbma Eppema UNocugposuya [llograiiya] MOXHO
cynTaTb akageMn4yHoM, OHa HacCTO/IbKO €CTeCTBEHHa W rapMOHWYHa, 4To y C/ylartesss cpaly
BO3HUKAET MOJIHOE TMPUHSATUE MY3bIKaslbHOro Marepuasna. ABTop roBopuT 06 M3BECTHbIX BCEM
Beljax coBpeMeHHbIM 513bIKOM, HO TaK MOHSITHO M TakK [OCTYMHO Ka>XXAoMy M3 Hac».

B yenom crates npeacTaBasieT coboy YEHHbIV BK1ag B U3y4YeHNe KOHTpabacoBoro MCKyccTBa.
OHa nomMoraetr Jydille [OHSITb 3HAa4YeHue 3TOro MWHCTPYMEHTa B MUPOBOMN My3bIKasbHOM
KyJIbType v Mog4Y€pPKNBAET Ba>KHOCTb €ro AasibHEeNLEero pa3BuTus.

Cratbss b6yaeT uHTEpecHa Kak rnpogeccumoHasnam B 0067aCTM My3biku, Tak u J06UTENSM,
MHTEPECYIOLNMCS UCTOPUEN MYy3bIKaJIbHbIX MHCTPYMEHTOB. LUnpokuii oxBat TteMbl v 60ratbii
Martepman AenarT CTaTbio MNPUBIEKATE/IbHOMN A1 U3YYEHUS.

CMel peKoOMeHA0BaTh CTaTbio K ny6amkauun B xypHasae «KyabTypa v UCKyCCTBO».
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