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AHHoTauuma. CTaTbs MOCBsIIEHA CrieludrKe OpraHM3anuy My3bIKalib-
HO1 Xu3HMU Bproccesnst pyoexka XIX-XX BEKOB U ee OTpakeHMsI B MUKOHO-
rpacuu 6eIbIMIiCKOro M306pasmUTEbHOTO MCKYCCTBA. B paMKax ITOCTaB-
JIEHHBIX 3a/1a4 aBTOP OIIPeNesisieT MCTOKM (DOPMUPOBAHMS 1 0COGEHHOCTI
OopraHM3aluy He3aBUCUMBIX XyIOKeCTBEHHBIX COOOIIECTB. B KauecTBe
OITHOJI U3 OTIIMYMUTETbHBIX YePT, MPUCYIINX UMEHHO OeJIbI'MiICKOMY BHe-
MHCTUTYLIMOHAJIbHOMY MICKYCCTBY, Ha3bIBA€TCSI BHICOKASI BOBJIEUEHHOCTD
€ero mpefcTaBuUTeNel B pa3jiMuHble My3bIKabHbIe MPakTUKku. OToempHOe
BHMMAaHME YIOeNseTcsl WHUIMATUBAM, peallM30BaHHbIM B TeueHue
XIX Beka 6GpIocceNbCKOi KOHCepBaTOpMeil, a Takke TpaHchopmauym
TeaTpasbHO-MY3bIKaIbHOM cpenbl Bpioccensi BTOPOit MOTOBUHBI BeKa.
KpaTko ocBeTuB mcroputo nepectpoiiku Jla MoHHe, aBTOp OIpefensieT TO
3HaueHue, KOTOpPOe MMenu JJjisi 3TOr0 OIepHOrO TeaTpa ITOCTaHOBKMU
P. Baraepa. Oco60 0roBapuBaeTcs pojib OETbIUINCKIX XYIOKHIKOB B CO3-
JlaHMM KOCTIOMOB U JeKopauumii. [Ipu onpeneneHn opraHM3aliOHHONM
crienuGUKY  MEXKTYHApOIHOM KOHIIEPTHOM AesiTelbHOCTY Bproccens
GosIbllIoe 3HauUeHMe MpumaeTcs aesteabHocT OKTaBa Mayca, cekperapst
o6mects Les XX u La Libre Esthétique. Ha ocHoBaHMm aHaimsa smmmucTo-
JISPHOTO HAC/IeNVsI, a TAK)Ke KOHIIEPTHBIX ITPOrPaMMOK pa3pabaThIBAeTCsI
M BBOOUTCS B HAYYHBI 0GOPOT TMEepuoAM3aIus MY3bIKaIbHO! JKU3HU
BaHTUCTOB U IIpefcTaBuTeseit «CBoOOIHOI 3CTeTUKM». B rocieiHeM pas-
Jlejie CTaThby MPUBOISTCS OIMCAHME U aHAIU3 ITPOM3BEeIeHMII SKUBOIIUCH
M CKYJBIITYPbI, KOTOpbIE CAeIyeT CUUTATh Y3JOBBIMU B MY3bIKaJIbHOI
MKoHOrpadmm 1306pasuTeNbHOTO UCKYCCTBAa Bembrum pybexxa BeKOB —
pabotsl AHHBI Box, Teo Ban Puccenbbepre, ®epHana Kuomda, /Ixeiimca
DHCOpa ¥ HeKOTOPBIX APYTUX.
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Abstract. The article is devoted to the specifics of the organization of
musical life in Belgium at the turn of the 19™ and 20" centuries and its
reflection in the iconography of Belgian fine art. Within the framework
of the set objectives, the author determines the origins of the formation
and features of independent artistic communities. One of the distinctive
features inherent in Belgian non-institutional art is the high involve-
ment of its representatives in various musical practices. Particular at-
tention is paid to the initiatives implemented in the 19" century by
the Brussels Conservatory, as well as the transformation of the theatre
and music environment of Brussels in the second half of the century.
Having briefly covered the history of the reconstruction of La Monnaie,
the author determines the significance of R. Wagner’s productions for
this opera house. Particular attention is paid to the role of Belgian artists
in the creation of theatrical costumes and scenery. In determining
the organizational specifics of international concert activity in Brussels,
great importance is attached to the figure of Octave Maus, secretary of
the societies Les XX and La Libre Esthétique. Based on the analysis of
the epistolary heritage, as well as concert programs, a periodization of
the musical life of the vintists, as well as representatives of the La Libre
Esthétique, is developed and introduced into scientific circulation.
The last section of the article describes and analyzes masterpieces of
painting and sculpture, which should be considered key in the musical
iconography of the fine arts of Belgium at the turn of the century, for ex-
ample, the works of Anna Boch, Théo van Rysselberghe, Fernand Khnop-
ff, James Ensor, Constantin Meunier and some others.
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BBepeHue

Ha npumepe aHanmsa 6e1bIuitckoil KyabTypbl pyoeska XIX—-XX BeKoB
HaCTOsIIasl CTaThsl MPU3BaHa IPOLEMOHCTPUPOBATh 3HAUMMOCTD CU-
MY/IBTAHHOTO U3yUYeHMSI CUMBOJIMCTCKOTO M300Pa3UTeIbHOTO UCKYC-
CTBa ¥ My3bIKaJIbHOJ NIPAKTUKM, KOTOPAs, KaK IIpefCTaBiseTcs aBTopy,
3ayacTyio ObUTa Hepa3pbIBHO CBSI3aHA, & MHOTIA SIBJISIACH OCHOBHBIM
KaTa/13aTOPOM TBOPYECKMX ITOMCKOB MAaCTEPOB, MPVHA/IJIEKaBIINX VN
MPUYUCTSIBIINX CeOSI K TEM VI MHBIM HE3aBYICHMBIM XyI,05KeCTBEHHBIM
rpynnupoBkaM 1880-1890-x romoB. BaXKHO yTOUHUTB, UTO LOCTVKEHNE
IIOCTABJIEHHO 1IeJIY MOKeT CTaTh BO3MOXXHBIM TOJIBKO IIPU YCIIOBUMA
MCIIOJIb30BaHMST KOHTEKCTYaJIbHOTO MOJIX0/1a, CTIOCOOHOTO BBICBETUTD
CJIOKHBIE TTYTY KOHBEPreHUIM 0603HAYeHHBIX TBOPUYECKUX MTPAKTUK.
B cBsI3M € 3TUM B CTaThe GYAYT PACCMOTPEHBI HECKOJIBKO (aKkTOPOB, Xa-
pPaKTepU3YIIMX CriennbuUKy 6ebruiicKoi BU3yaabHOM Y My3bIKaJIbHOI
KYJIBTYPbI TIOPYOEsKHOIT 311oXu. [Ipexkze Bcero OyeT orpeeneHa poib
JIMYHOCTY B OCBOEHUMU U PACIIPOCTPaHEHUM aKTyalbHOJ IaHbeBPOIIeTi-
CKOVi My3bIKaJIbHOV TPAAULIVM B Xy[LOXKeCTBEHHO cpene benbrun. B ieHTp
6ymet moMenieHa urypa OkraBa Mayca, 6ecCMEeHHOTO CeKpeTaps He3a-
BMCHMOTO XyIOKeCTBEHHOTo 001ecTBa Les XX 1 opraHu3aTopa caJOHOB
La Libre Esthétique, MesloMaHa 1 CTpaCTHOTO BarHepuaHIla, HapaBHe
¢ Mopucom Kybdepatom u T'mitomom I'ae MpuIoKUBIIETO HEMAJIbIe
YCUITVSE IJ1s1 PACTIPOCTPaHeHNsI U TIOAiepyKaHMsI MHTepeca 6enbruickoii
", IMpe, — eBPOTeNiCKOii MyGInKM K My3bIKaTbHOMY Hacaeauo 6aii-
poritTckoro reHusi. OTrenbHOE BHUMAaHMe GyeT yaeaeHO 0CO6eHHOCTSIM
OpraHu3alyy My3bIKAJIbHbBIX COOBITHUI Y OTIPEEJIEHUIO VX POJIU B SKU3-
HM He3aBUCUMBIX XyIOXeCTBeHHBIX 0011ecTB Benbruu. 3aogHo 6ymeT
TIpeJIoskeHa epruoau3aIus My3bIKaabHOI TpakTuky Les XX u La Libre
Esthétique, koTopasi, Kak GymeT oKa3aHo, HaXOAWIACh B IIPSIMOIi 3aBU-
CUMOCTH OT IMYHBIX TTperiouTeHnii OkraBa Mayca u ero gpyskosi ¢ BeH-
CaHOM I’ OHAU, KeHOM VM3am 1 npyrumMm BennvaiiunmMy My3bIKaHTaMU
pybeska XIX-XX BekoB. Ocob60oe BHUMaHME OyeT yIeJIeHO POIU MY3BbIKU
B XKM3HM Hamnbosiee SIpKMX MpefcTaBuTeseit 6ebrniicCkoro CMMBOIM3MA
B M300pa3UTEIbHOM VCKYCCTBE. [IJIsI 9TOro OYAYT OMMCAHbI ¥ ITpoaHa-
JIV3MPOBAHbI OT/e/bHbIE TPOM3BeLeHNs M300Pa3nUTeNbHOTO UCKYCCTBA,
a TakXke IIPOJEeMOHCTPMPOBAH BbICOKMI YPOBEHb MHTEIPDUPOBAHHOCTY
XYLOKHMKOB B My3bIKaJIbHYI0 XU3Hb bproccens.
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Cneuundumka opraHM3auum Xya0)XecTBeHHOMN U My3blKaJibHOM YKU3HU
Benbrumn BTopon nonoBuHbl XIX — Hayana XX Beka

Elrie 10 06peTeHus MOMUTUYECKOI He3aBUCUMOCTY Bebrus oTimMyanach
UCKITIOUNTEIbHBIM Pa3HO00pa3ueM 1 60raTCTBOM Xy 0KeCTBEHHO SKU3HI.
B 91011 cTpaHe yCrenrHo coCcyiecTBOBaIM MHOTOUMCIIEHHbIE MHCTUTYLIUN,
Jlarolue KPernkylo XyLoKeCTBeHHYIO ITOAroTOBKY. [IpumMepaMu MOTyT
CIY>KUTb AKafieMus XyooXKeCTB B AHTBepIIeHe, OCHOBaHHas B 1663 romy
U SIBJISTIOIIASICST OMHMM M3 CTapeiIIMX akaJeMUIeCcKIX 1 yIeOHbIX 3aBejie-
HMI B MMpe; AKameMus XynoxecTB B bproccene, oTkpbiBuiasicsi B 1711 rogy
u BO BpeMst AupeKkTopcTBa @paHcya->Koseda HaBesa mookUTETbHO
afanTUpoBaBllas penogaBaTeabCckye TpaAUuLUU U CTUINCTUUECKME
nonxoxnbl XKak-JIyu JaBupga. CriMcoK MOTYT MOTIOJTHUTD aHAJIOTUYHbIE
aKajJeMuyeckye XyJoKecTBeHHble MHCTUTYLMK B Bprorre (1717), Tente
(1748), Jiveske (1775) u mip.

Kaskmast u3 akageMuii o6/1amana CBOMM aHaJIOroOM Iapuskckoro Ca-
JIOHA, TO eCTb C M3BECTHO TePUOANYHOCTHIO IPOBOAM/IA OTYETHYIO aKa-
IeMUUYeCKYyI0 BBICTaBKY, y4acTue B KOTOpo B Hauane XIX Beka MO
MIPUHUMATD KaK 001afaonie 3BaHMeM aKaJeMIKI, TaK U MOJaoIIue
Hagexny yuenuku. C 1814 roma 6enbruiickuii CaJioH cTasl morepeMeHHO
npoBoAUThCs B ['eHTE, Bproccesie 1 AHTBeprieHe. 3TO CIIOCOOCTBOBAIO
YCUI€HUIO KOHKYPEHLIVH, TTIOBbILIEHNIO KaueCTBa BbICTABJISIEMbIX ITPO-
u3BeneHni 1 GopMUPOBaHUIO YCTONUMBOTO CTUIIEBOTO TUTIOpAIN3Ma,
KOTODBIV BO BTOPOVi osI0BMHe XIX Beka CTaHeT OOHOM 13 OTVIMUMUTETbHbIX
yepT 6eMbIUIICKON XYIOKECTBEHHO KYJIbTYPBHI.

Kak 1 B GOJIbIIMHCTBE €BPOIEeCKMUX CTPaH, K KOHITY 1860-X romos
B Besibrum mosiBASIIOTCS TPeNOChUIKY K BO3HUKHOBEHUIO Xy 0XKeCTBEH-
HBIX COOOIEeCTB BHE KOHBEHIIMOHA/IbHBIX aKaJIeMUYeCKUX CTPYKTYP.
Tak, B 1868 romy Bo3Hukaet «CBOO6OAHOE OOIIECTBO U3SIIHBIX MCKYCCTB»
(La Société libre des beaux-arts, 1868—1876), mpeacTaBuTesinn KOTOPOTO
B OCHOBHOM JIeJICTBYIOT B (hapBaTepe peayMCTUUeCKOTO HaITpaBIeHNs.
B cepenune 1870-x rogoB nosiBisiiorcst «Kokon» (La Chrysalide, 1875-
1881), «[Togbem» (L’Essor, 1876-1891), «Coro3 uckycct» (L'Union des
Arts, 1876—1885). [IpM6AM3UTENBHO Ha 3TOT K€ MePUO IPUXOIUTCS
bopmupoBaHue u paciBeT 6eIbIUiCKOro aHaaora 6ap61M30HCKOTO IBM-
>KeHMsI — IIKOoJIbI TepBIOpeHa.
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OpHako HaMbosee 3HAYMMOI TUTOIAKOM /1T OPMUPOBaHMS O€Tb-
TMIACKOTO HE3aBMCHMMOT0 1M306pasuTeIbHOTO MICKYCCTBA CTAHOBUTCS 00IIIe-
cTBO «XX» (Les XX, 1884-1893), ciioskeHue U pa3BUTHE KOTOPOTO SIBJISIETCS
BO MHOTOM pe3y/bTaTOM aKTUBHOI fesiTenbHOCTH OKTaBa Mayca. 3aHSB
JIOJDKHOCTh OTBETCTBEHHOTO CeKpeTapsl, UMEeHHO OH OTBeuaeT 3a IMOATOTOB-
Ky eskerogHoro ¢eBpanbckoro CayoHa, BeeT IMepermcKy C IOCTOSTHHBIMM
Y IPUTIAIIeHHBIMM YYACTHMKAMU 00IIeCTBa, OTBEUYAET 3a TOJIOCOBaHME
" SKepebbeBKY, COXPaHHOCTb, YITAKOBKY ¥ pPa3BeCKy MPUCIaHHbIX Ha BbI-
CTaBKy MPOU3BeAeHMIA, UleT HOBble MMeHa, TOTOBUT KaTaJIOTH, OTBeYaeT
3a peKjiaMy, y4acTBYeT B IleperoBOpax C BbICTABOYHBIMM TIJIOIAAKAMMU
u T.7. TTocsie camopocmycka «XX» 1 peopraHu3anyy coo01ecTBa B BUe
«CBo6omHo acteTuku» (La Libre Esthétique, 1894-1914) OxraB Mayc
BHOBbB OepeT Ha cebst OTBETCTBEHHOCTH U MIPOJ0JIKAET IIPUKIAAbIBATh
Cepbe3HbIe YCUIINS IJ1s1 pPasBUTHUST HALMOHAIBHOTO GeTbIMITCKOTO 1306pa-
3UTEIbHOTO UCKYCCTBA, & TAKKe COXpPaHEeHMSI pe3y/IbTaToB IJIOLOTBOPHOTO
MEXIYHAPOIHOTO XyIOKeCTBEHHOTO 06MeHa, KOTOPbIii ObLI YCIIEIITHO
peasin3oBaH B 1880-e — Hauasie 1890-x romoB.

TBOpPUECTBO MacTEpPOB, BXOAVBIINX B COCTaB «XX» U BIOCIENCTBUNA
BbIcTaBisiBIIMXCS ¢ La Libre Esthétique, He OT/IMYaIOCh CTVIIEBBIM €VH-
ctBoM. Cpeay HUX OBLIM Kak SIpKYe TIPeCTaBUTENM CMBOIMUCTCKOTO
nBwkeHus (Pepran Kuond, IkeitMc DHCOP), TaK ¥ CTOPOHHUKMU YXO-
Osmux B niporuioe peanusma (Kan denbBuH, @panc CumoHc, [Tepuki
[ManTasuc) n umnpeccuonnsma (Tmitom @orens, @paniy [lapie, ['Mitom BaH
CtpupnoHK). [Tocne BeicTymieHusi JKopka Cepa u [Tonst CuHbsIKa B calloHe
«XX» B 1887 romy cpey IMOCTOSTHHBIX UIEHOB 0011ecTBa ChopMIPOBAICS
6JI0K aJIeNITOB HEOMMITPECCHMOHMUCTUYECKOTO METOA, CPeli KOTOPBIX JIN-
Ioupyloliee rmososkeHue 3ausiv Teo BaH Puccenbbepre, Anbdpen Yuibsam
Ouny, Vi llno6ax, Iapuo me Peroiioc u AuHa Box.

Cpeny He3aBUCUMBIX XyIOXKeCTBEHHBIX COOOIIECTB BTOPOIA TTOIOBMHbI
1890-X roz1oB ciieyeT TakKe Ha3BaTh OpIoccebcKoe «Bo MsI MCKycCTBa»
(Pour I’art, 1892-1939), ckpoeHHOe 110 06pa3y U MOIL0OMI0 TTAPMKCKUX
canmoHoB Po3sr 1 Kpecra JKosedena INenamana. Ero yctpouTesiem Bbl-
crymt JKaH [enbBUIb, XyIOKHUK-CUMBOJIUCT, COOPABIINIT BOKPYT CeOs
BCeX TeX, KTO pa3je’si MejlaJlaHOBCKYIO 3CTETUKY UAeaTUCTUUECKOTO
uckyccTBa. 12 HOs16pst 1892 roga Ha mepBoit BbicTaBKe Pour ’art 6buimn
TIpeZiCcTaB/IeHbI Ipou3BeneHus Anboepa Yambepnanu, dvmist adbpu, Anek-
caHJipa AHHOTHO, a TaKKe TeX MpeAcTaBuTeneit GpaHiry3ckoro u, mmpe,
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€BPOIIeJiCKOr0 CYMBOIN3Ma, UbM IIPOM3BeleHNsI HECKOJIbKMMY MecsaMu
paHee OGbLIM BbICTABJIEHBI B MAPYDKCKOI ranepee ITois JopaH-Prossns
B casioHe Po3bl 1 Kpecra: Mopuca Illaba, Anekcangpa Ceona, Kapnoca
1ITBabe ¥ HEKOTOPBIX IPYTUX. BHyTpeHHMe pa3HOIIACKSI OBOJIBHO CKOPO
CIIPOBOLMPOBAJIM KPU3UC, B IIOMBITKE IIPEOA0ETh KOTOPBIN B 1896 rony
IensBuiib ocHOBas «CaloOH UIeaanMCcTUIecKoro ucKkyccrsar (Salon d’Art
Idéaliste, 1896—1898). OTpuiias J1i00bIe MPOSIBJIEHNST peann3ma, JlebBUITb
HaJlesICs Ha OCYLIeCTBIEHNeE TOV 3CTeTUYEeCKO MPOrpaMMbl, KOTOPYIO OH
copmMymMpoBat 3a Tof, 10 3TOTO B TpakTate «uanor mesxay Hamu» (1895).
ByAyIIHOCTh MCKYCCTBA OH BUIENT UCKITIOUMUTETHHO B KOMOVHAIUM CYUM-
BO/M3Ma, MacoOHCTBa U Teocodun. Vinen [lenbBuiis HEHaL0/IT0O OKa3aauch
61M3KM MOJIOIOMY TIOKOJIEHUIO BeJTbTUICKMX XYI0KHUKOB-CUMBOJIICTOB,
cpeny KOTOPbIX Harbosee 3HaUMMbIMM (hUTypaMu ciiegyer cuuTaTh JleoHa
®penepuka, Anbbepa Yambepnanun, Koncrana MoHTanbaa, Ajiekcasapa
CeoHa u Arycra JleBeka. K Hauany XX Beka «CajioH UeaJlnCTUUYeCKOTO
MCKYCCTBa» MPeKpaTus CBOe CYIeCTBOBAaHME.

IToMMMO yske Ha3BaHHbIX HE3aBMCUMBIX XYIOKeCTBEHHBIX COOOIECTB
B Berbrum cyiiecTBOBaM U JIOKAJIbHbIE OPTaHN3AIMM, 00beIMHSIBIINE
MacCTepOB OTAEIbHO B3STOr0 ropoga mian pernosa. [lokazareneH B 3Tom
OTHOILLEeHUMU, K TIpUMepy, AHTBEPIIeH, I/ie OLHOBPEMEHHO [1e/iCTBOBAIN
«MckyccTBo U Tpya» (Arte et Labore, 1886-1907), «Cxanbzy» (De Scalden,
1889-1914), «XIII» (Les XIII, 1891-1899), «<Mononexb» (Eenigen, 1900-
1905) u mip.

Ckostb 66 pa3HOOOPA3HBI M MHOTOUYMCIEHHBI HY GbUTM He3aBUCHMbIe
XyI0KeCTBEHHbIE COOOIECTBA BTOPOIT TOMOBMHBI XIX — Havama XX Beka,
UX My6IMYHAsT BOCTPE6OBAHHOCTD, YCTOMUYMBOCTD U JKU3HECTOKOCTD
OTIPEIEJISUTUCE PSIOM OPraHU3alMOHHBIX 0COGEHHOCTE, TPUCYIIUX UMEH-
HO 6eJIbIMIICKOI KyJIbTYpe. B 9T0it cTpaHe AesiTebHOCTb He3aBUCUMBbIX
XYL0>KeCTBEHHbBIX I'PYIIMPOBOK BbIIIA AaJeKO 3a Ipeesibl COBMeCT-
HBIX BBICTYILIEHUIT MaCTePOB-eAMHOMBIIUIEHHMKOB U IIPUHSIIA HA Cebs
IIVMPOKYIO TTPOCBETUTENBCKYIO U 00pa30BaTeIbHYI0 MUCCHIO. CaTOHBI
He3aBUCUMMOTO M300pa3UTeTbHOTO UCKYCCTBA CITYSKMJIM MECTOM BCTPEY
€BPOIIeNICKOM MHTENIEKTYaIbHOM 3/UThl. OHM BBICTYTIAIN KYJIbTYPHBIM
MPOCTPAHCTBOM [IJISl YTEHUST IyOIMYHBIX JIEKIVI caMOo¥t pa3HOO6pa3HOii
TeMaTuKK. HeManoBaXkHYI0 POJIb OHM ChITPAJIN B TepedopMaTMpPOBAHUN
KHVDKHOTO Y Fa3eTHO-KypPHa/IbHOI'O M3[,aTe/IbCKOTO Jiea BO BTOPO I10J10-
BuHe XIX Beka. [ToMMMO 3TOr0, BBICTaBKM HE3aBUCHMBbIX Xy[0KeCTBEHHBIX
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06I1eCTB ITOYTY BCETAA IIPEBPALIAINCh B KOHI[EPTHO-MY3bIKAJIbHbBIE TLI0-
11aZ KN, K BBICTYIUIEHMIO Ha KOTOPBIX IIPUITIALIAINCh M3BeCTHe e 1C-
TIOJTHUTE/IV TOTO BpeMeHM, a IPorpaMma My3bIKa/IbHbIX BeUepOB [Topakasa
CIyIIaTesiei 9KCepuMeHTaTOPCKUM Pa3HOoOGpasneM.

TToBbINIEHHBIV MHTEPEC ITyOIMKM K YYACTHIO B KOHIIEPTHBIX Beuepax,
OpraHy3yeMbIX He3aBUCUMbBIMH XY/I0KeCTBeHHBIMU COO0IIeCTBaMM, ObUT
MpeaoIpenesieH HACBIIeHHOV KyIbTYPHO XXU3HbBIO Bproccerist, KOTOPbIii
BO BTOpOI monoBuHe XIX BeKa CTas OGHOV 13 MY3bIKaJbHBIX CTOJINI],
3amagHoit EBporbl. Co BpeMeH repiorcTsa BypryHackoro B 6embruii-
cKovi cTonuiie AeiictBoBana Koponesckas kamnesna. B XVII-XVIII Bekax
Bpioccesnp 6bUT M3BECTEH TPASUIVSIMU [[ePKOBHOTO XOPOBOTO TIEHMSI.
B cBs3u ¢ aTMM CnepyeT yriomsiHyTh JKmiist Amenena, Tomaca BaH gep
Xopcra, J)KaHa TulIoHa, e TelbHOCTb KOTOPBIX IIPMHEeCIa CJIaBy XOPDOBOMY
UCTIOTHUTEbCTBY B Gproccenibckom cobope CBsiThix Muxanna u I'yaysisl
[Bautier, 1952, p. 438-439].

B 1813 romy no nuunnatuse Hamoneona BoHanapra 6bu1a OCHO-
BaHa LIKOJIa MeHus, mpeobpaszoBaHHas B 1826 roxy Buibsrenbmom I
B KoponeBcKyo My3bIKaJIbHYIO IIKOY, a IT0C/Ie peBonounmn B 1832 romy
npeBpaTtuBuiasics B KoponeBckylo KoHcepBaTopuio. [Iog pyKoBoACTBOM
@pancya-XXoseda Petuca n ocobenHo ®pancya-Oriocra [eBapTa 3TO
akaJieMmyecKoe yuebHOe 3aBeieHNe TOBOJIbHO CKOPO CTAJIO B OMH DS,
¢ KoHcepBaTtopusamu [lapuka v BeHsbl.

[Tomo6HbIe ycrexy 6bUIM BO MHOTOM ITpeioIpeiesieHbl HaTMUMeM
odMLIMaTbHOTO TOKPOBUTEILCTBA CO CTOPOHBI Koposs [Canning, 1992,
p. 39], He >kajeBUIero CPefCTB Ha Pa3sBUTHE MY3bIKQJIbHOM KYJIbTYPbI
Benbrumn. Pazmax, KOTOPbIii probpesia rocyiapCcTBeHHasI MOAIePiKKa,
0COOEeHHO OUeBHEH IIPYU PaCCMOTPEHUI UCTOPUHM TTepecTPOiKY U pas-
BUTUSI oTlepHOTO TeaTpa Jla MoHHe (La Monnaie).

HecMmoTpst Ha TO UTO ra3oBoe ocBeleHue B JlTa MOHHe ObUIO YCTaHOB-
JieHo eme B 1820-x romax, 3TO He CIawIo 3JaHue OT rPaHAMO3HOrO MOXKapa,
npousomrenuiero 21 suBapst 1855 roga. IIpoeKT HOBOV COBpeMeHHO
orepbl 6611 MoATOTOBIEH JKo3edoM ITyapToM ¢ TPagUIIMOHHBIM /IS
9TOTO apXUTEKTOPa pa3MaxoM. B 0CHOBY 3maHusT ObUT ITOJIOKEH UYTYHHBII
KapKac, KOTOpPbIii 6bUT B HOBUMHKY B Benbruu cepeayabl XIX Beka. Takoe
VMH)KeHepHOe pelleHye [I03BO/IMIIO 3HAUMUTE/IbHO YBeINUNUTD [IOCTPOIKY
B BBICOTY ¥ BO3BECTH UEThIPE 3Taska C JIoKaMu 1 6eHyapoMm. Yke B 1860-e
rozpl JTa MoHHe 6bUT BO3POSK/IEH, a C HAYaI0M (ppaHKO-TIPYCCKOI BOVIHBI
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MIpeBPaTUICS B BaXKHBIN LIEHTP PACIPOCTPaHEeHUST HEMeLIKOI MY3bIKM.
Crofia TSIHY/IaCh MAPYDKCKAsT My6/IMKa, SKaKAYIAst CIIbIIIATh My3bIKY Ta-
6yupoBanHoro Bo ®paniuu P. Baruepa. HaunHasi ¢ mpembep «JI09HTpHU-
Ha» XXiosist Baiiio, mpeictaBJIeHHOTO OpIOCCebCKOIT IybnKe 22 MapTa
1870 rona, 1 «Tanreiizepa» XKozeda [Jronona 20 dbespanst 1873 roga B Jla
MoHHe BOIapWICs IyX BarHEPMAHCTBA, KOTOPBIN OKpeII elle 60sbIie
T0CJIe MCTIOJTHEHMSI TeTPaJIOTUH, BIIEPBbIe IPO3ByUaBliieil Ha ClieHe CTO-
JIMYHOTO OTIEPHOTO TeaTpa Ha HEMEIIKOM SI3bIKe B TIePHUO], C 24 OKTIOPSI
1o 3 Hos16pst 1882 roma.

VBneueHne Baruepom B Bpioccenie HOCUIIO TIO-HACTOSIIIIEMY TOTalb-
HBIii XapakTep. BepHbIM MOKJIOHHMKOM €ro TBopuecTBa 6b1 Jleomonby, I,
KOTOPBIIA, COITIACHO JIeTeHIe, Jaske HaxOsICh HA CMEPTHOM OfIpe, 3aCTaBIIsI
Anekcyuca JpHes, CBOero MMaHuUCTa, UCTIONHSITh pparMeHTbI «JI03HTpUHAY,
«Jleryuero romtanaua» u «TaHrelizepa» [Crapanne]. YBieueHyue KOpoJs
paspersizia BCSI eT0 CeMbsl.

ITpecca Bproccesist 6bl1a MOTHA BOCTOPKEHHBIX OT3bIBOB O HOBBIX
rmocraHoBKax Baraepa B Jla MonHe. UArt Moderne — BakHeImmii
JMUTepPaTyPHO-XYIOKeCTBEeHHBIN KypHas Besbrun pybeska BeKOB — pe-
TYJISIPHO ITyOGIMKOBAJT CTAThU, 4acTo aBTOpcTBa OKTaBa Mayca, B KOTOPBIX
MIPUBOAVIIMCH OAPOOHBIE onucaHus decTuBaseii B baiipoiiTe, a Takke
JaBaJICSI aHAIM3 PA3JIMUHBIX MUPOBBIX COOBITUIA, CBSI3AHHBIX C UMEHEM
Kommo3uTopa. 4 ssuBaps 1891 roma B LArt Moderne 6611 OITy6JIMKOBAH
TEKCT, KOTOPBIi C/leflyeT pacCMaTpuUBaTh B KauecTBe AekIapalii BarHepu-
aHcTBa Kak camoro OkraBa Mayca, Tak 1 60/IbllIeii YacTy Ipe/iCTaBUTeNel
6eTbTMIACKOI KyJIbTYpbI pybeka BEKOB. B HeM aBTOp MopuiiaeT My3bIKy
MIPOLIIOTO, KPUTUKYET COBPeMEeHHBIX KOMIIO3MTOPOB 32 HEBO3MOKHOCTh
IOCTUYb YPOBHS reHus 13 Baiipoiita, paccyskmaeT o 3afadyax, KOTOpbIe
JOKHBI CTaBUTBH Tiepesi 0001t COBpeMeHHbIe CITyIIaTeln 1 KOMIIO3UTOPBHI.
Mayc B utore octymupyeT: «Mbl XOTMM HOBBIX ITAPTUTYD B hOpMe Ipambl,
a He ortepbl. MblI TpeGyeM, UTOObI OHM GBIV MOMMGOHNIECKMMMU, SKUBBIMM,
60raTo OpKeCTpPOBAaHHBIMM, Mbl XOTUM, YTOOBI My3bIKa U I€/ICTBME ObUIN
HAaCTOJIbKO TECHO CBSI3aHbl, HACTOIBKO MOTHOCTBIO CJIUTHI APYT C IPYTOM,
YTO UX HENTb3s ObIIO ObI PA3HENUTD. <...> V3 POCKOLTHOTO I/IAIa, B KOTO-
pbIii BarHep oKyTaa CBOe BIOXHOBEHME, CUMMOHVCTBI KPOSIT OJIEKIY IO
cBoMM MepKaM. U co Bcex cTopoH, Ha CeBepe, Ha l0re, My3bIka pacKpbIBaeT
CBOU KPbUIbSI, IOJHNMAETCS, 0CBOOOKAASICh OT CKOBBIBAIOIIUX €€ CTPOTUX
MpaBuJI, OT pabCTBa KAHOHOB, HETIPEJIOKHBIX 3aKOHOB, TPAJUIIMOHHbIX
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dopm, x03s1eB TapMOoHUM. Kak 11033151, KaKk KMBOINCh, KaK KpacHOpeune,
KaK SI3bIK, OHA BBIPBIBAETCSI HA CBOOO/Y M CTAHOBUTCSI CIIOHTAHHBIM, Y-
BUTEIbHO TOHKMM BbIPa)K€HMEM Xy 0>KeCTBEHHOV KOHLIeINLIN, Ocsi3ae-
MBIM OCYIIIeCTBIEH/EM MeUThI — BCe 6Hapbephl MCUe3ai0T MeXIY TBOPILOM
pasyMa ¥ OTKpbIBaTesieM, ero cospamoimym» [Maus, 1891, p. 6].

Cpeny 6ebIruiiCKUX XyOO0KHVKOB-CUMBOJIVICTOB ObIIO MHOTO TT10-
KJIIOHHMKOB Barnepa. Oco6o cienyet BoifennTh AHpU fe I'py, KOTOPBbIit
TIoc/Te BRIHYKIEeHHOTO yxopa [KmommHa, 2016, ¢. 125] 3 rpymmbr «XX»
1o npumepy Aupu ®@anTteH-JlaTypa IPUCTYNIWI K CO3LAHNUIO LIMKIIA KU~
BOITMCHBIX ¥ TpabMUecKux MPOM3BeAeHUH Ha TEMY BarHEPOBCKOTO 3110Ca
[Henry de Groux, 1992]. YBneuenue fe I'py BarHepom 6bUTO CTO/Tb MOIITHBIM,
YTO, He OYIy4Yy TMYHO 3HAKOMBIM C HEMEI[KMM KOMITO3UTOPOM, XYIOXK-
HVK II0Jpa’ka/l eMy CBOMM BHEIIHMM BUJIOM U [10BefleHeM. TBOpYEeCTBO
MacTepa OT/IMYaI0Ch aKTMBHO Pa3BUTON BarHEPMAaHCKOM MKOHOrpadu-
eii. B 9TOM MOKHO yOeuThCsl Ha IIpyMepe LeIoTo psifia OGHOMMEHHBIX
TIPOM3BeIeHMIA, TOCBSIEHHbBIX «IloeTy BasnbKupuii» (1890) n3 cobpanus
KoponeBckux My3eeB U3SIIHBIX MCKYCCTB Bembrun, a Takxke paboT u3
YACTHBIX KOJUIEKI[UIA, CPeAV KOTOPBIX €CTh OJIOK ITOPTPETOB HEMEIIKOTO
KOMITO3UTOPA, CO3LAHHBIX Ae ['py 1Mo n3BecTHBIM doTorpadusim.

Eile omHMM BepHBIM mounTaTteseM Baruepa 61 JKau J1e/TbBUITb.
B cBoeM BocTOpre nepej TBOPYECTBOM KOMITO3UTOPA OH MPU3HABAJICS
B IIChbMe, aJpecoBaHHOM B HOsIOpe 1895 ropa Illapiio Biosio, Ha TOT MO-
MEHT 3aHMMAIOIIeMY IO/KHOCTD 6ypromuctpa bpioccens: «[losiBneHne ry-
XOBHOTO I'eHMsI, TAKOr'0, Kak BarHep, a Takke Tex, KTO elle He IOHAT — [le-
JIaJlaH, — SIBJISIETCSl HECOMHEHHBIM CMMIITOMOM JIyXOBHOI'O DPeHeccaHca.
XIX Bek He JOKeH ObITh BeKOM 307151, @ JOKEH ObITh BEKOM M/IeaInucTa
Barnepa!» [Laoureux, 2014, p. 48]. B TBopuecTBe [lenbBMISI MOXKHO OOHa-
PY>KUTD LIeJTbIi KOMITIEKC JKMBOTIVMCHBIX U TpadnuecKux Mpon3BeIeHnii,
MHCTIMPUPOBAHHBIX Baruepom. JIoCcTaTOUHO BCIIOMHUTD paboTy «TpucTan
u N3onppa» (1887, KoponeBckue my3seu U3SIMHBIX UCKYCCTB benbrun,
Bproccenb), KOTOpast CBUAETENbCTBYET O MOUCKAX MaCTEPOM MKOHOIOTUM,
TIe My3bIKaJIbHasI pedepeHIust Obla ObI CBSI3aHA C BhIPAKEHNEM CBeTa,
BBI3BIBAIOIIET0 TYXOBHbIN 9KcTa3, «I[lapcudanb» (1890, KoponeBckast 6u-
6mmoteka Benbruu, Bproccenb) 1 Apyrye Mpou3sBeneHs], 00beITHEHHbIE
BarHepoBCKoi1 nkoHorpadueit [Westcott, 1990, pp. 5-14].

C TeaTpoM JIa MoHHe cBsi3aHO o3aHee TBopuecTBO ®epHana KHor-
da. B mepumop ¢ 1900 o 1914 ron oH 6bUT 3aHAT B CO3AAHNUM JeKOpaluii
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¥ KOCTIOMOB [JIJIS1 MHOT'OYMCJIEHHBIX IO0CTaHOBOK: «Koposst ApTypa»
9. llloccona (1903), «Apmuasi» K.B. I'moka (1905), «Apuagabi» XK. Macc-
He (1907), «ITemuteaca u Menusauabl» K. Ile6toccu (1807), «DmeKTphI»
P. lllTpayca (1910), «O6epona» K.M. dhon Be6epa (1911), «Bosire6Hoit
dneitTe» B.A. Mouapra (1912) u, koneuHo, «ITapcudans» P. Baruepa
(1914). 3ckM3pI KOCTIOMOB, KOTOpbIE CO3[a/l MacTep, COOTBETCTBOBAIN
TeHJeHLMM K BO3POKIEeHUIO HeOKIaCcCUUeCKMX MOMCKOB Havyasia XX Beka
¥ 0OBbEKTVBHO MaJIO KOPPEIMPOBAJIY C Y3HABAEMbIM aBTOPCKUM CTUIIEM
Kuomnda 1880-1890-x romos.

IMovumo Kuormda ¢ Jla MoHHe coTpyguuuan dmuib ®abpu. B Haua-
Jie XX BeKa OH CO3[aJl CEpUI0 MOHYMEHT/IbHO-[eKOPAaTUBHBIX [ITAaHHO
17151 oopMiieHMs ITIaBHOM JiecTHULIBI TeaTpa. CI0KeTHO-TeMaTuyecKkoe
paszHoobpasue 3TUX MPOM3Bee NI, Kak okasana YKakimus ['cce, 6pU10
JleTepMUHMPOBAHO MOTPY>KeHMEeM MacTepa B Hacjeye aHTUUHOM (uito-
codckoit Mbicn, B uaen @. Hutiie, BbIpaykeHHbIE TIPEKIE BCETO B TPaKTaTe
«PosknmeHue Tpareguu n3 gyxa My3biku» (1872), a Takke B aniMueckoe
Hactenve BarHepa [Guisset, 2000, p. 142].

OOIecTBeHHBI SHTY3MAa3M II0 ITOBOJLY BATHEPOBCKUX ITOCTAHOBOK
B KOPOJIEBCKOM OTIEpPHOM TeaTpe Bproccesisi He 6e3 caTupbl ObUT OCMBICTIEH
B KMBOIMCHOM IpousBeneHuy XKopsxka Jlemmena «,,I'n6en» 60ros“ — mo-
cTtaHoBKa B TeaTpe Jla MonHe» (1903, My3eit COBpeMeHHOTO0 MCKYCCTBa,
OcreHfie). JleMMeH MoKa3biBaeT IPOUCXOsilee Ha ClleHe B pe3KOM Bepx-
HeM paKkypce, UMUTUPYS B3IVISIZL, 3PUTENS], HAXOASIIErocsl Ha 3aJHMX PIax
ranepky. CBeT paMIIbl BbIXBaTbIBaeT PUTYPhI aKTEPOB, KOTOPbIE, CY/is IO
BCeMY, Pa3bIIpbIBAIOT CLIeHY 13 BTOPOro AeiicTBMS, Korga bpyHrunbna
B HaJeXJe Ha MIIeHMe OTKpbIBaeT XareHy ys3BumMoe MecTo 3urdpusa.
SIpkoe ocBemieHue peBpaiiaeT GUTypbl B POCTOBbIE KAPTOHHBIE KYKIIHI,
KOTOpBIE eIBa JIN CTIOCOOHBI YOeUTb 3pUTENISI B CTPACTHOM TIOpBIBE Te-
poeB BarHepa. Tem He MeHee TeMHbIe CMUTySTbI 3pUTeell 3aII0/HAI0T 3aJ1
6e3 ocraTka. Kaxkercs, Bce 3acTbu10. JIMIIb CKPyUYEHHBbIE PYKU OUPYDKEDA,
3aHEeCeHHbIe HaJl CBETSIIMMCS IMIOMTUTPOM, B3/IETAIOT BBEPX, UTOOBI B CJIe-
IVIOILIYIO0 CEKYHAY 3aCTaBUTb BCTYIIUTD OPKECTP.

Bo3sBpaiasich K pa3roBopy 0 MOIIHO roCygapCTBeHHO MO aepsKKe
Pa3sBUTUS MY3bIKAIIbHOV KI3HY Benbruu, ciemyeT yIoMsIHYTh ¥ (pOPMUPO-
BaHMe CIlelMaNbHbIX My3eliHbIX Kosnekuuii. [Ipu Jleononbae I1 B 1877 rogy
Bukrop-Illapiabs MaiioH 06’beIMHNUIT ABE YHUKAIbHbIE KOJUIEKIIVY MYy3bI-
KaJIbHBIX MHCTPYMEHTOB (0fHa MpuHajtexana ®paHcya-’Kosedy Detiucy,
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npyrast — pamke Cypunnpo MoxyHny Taropy, MHOMIICKOMY MY3bIKOBeLy
¥ OCHOBaTes10 beHraabcKoil My3bIKa/IbHOM akagemMun) 1 ocHoBas Myseii
MYy3bIKaJIbHBIX MHCTPYMEHTOB, KOJIJIEKLVSI KOTOPOTO HbIHE SIBJISIETCS] OLHOM
U3 KPYITHEeNIINX B MUPe.

@uHaHCOBas MO IEP>KKa U YCIIeIHOe PYKOBOLCTBO KOHCEPBATOPUE
@.0. l'eBapTOM COUYETANNCH C IOMUTHUKON NPUIVIALLIEHNS B besbriio Mmysbl-
KaHTOB MMPOBOTO YPOBHSI, KOTOPbIe KaK 3aHMMaIMCh IIPernofaBaHueM, Tak
¥ JlaBaJIM peryysipHble CObHbIE KOHLEPTHI B bproccere. [Ipn koHCcepBa-
TOPUM CYIIIECTBOBAJIO CIEIMaIbHOE 6100, KOTOpOe HaunHas ¢ 1865 roma
€XerofgHo MPOBOAMJIO MTOMYISIPHbIE KOHLIEPTHI KIACCUUECKO MY3bIKH,
B HUX IIPUHUMAJIM yYacTyie MHOTe 3BeCTHbIE 3apyOesKHbIe My3bIKAHTBI
[Tommakosa, 2003, c. 8-9]. B kauecTBe nupuskepos BeicTynanu P. [llTpayc,
2. I'pur, A. Huxkumi, ®. BeituraptHep, H. Pumckuii-Kopcakos.

OpraHnu3oBaHHOe IIpM KOHCepBaTOPUM 110 MHULIMaTuBe ['eBapra
KOHIIepPTHOE O6IIecTBO, OIHAKO, BIUIOTD 10 Hauajaa XX BeKa He MMeJIo
YILOBJIETBOPSIIOIIEH ero Hy Kbl IVIOIIa KN 1J151 BBICTYIUIeHUI. OTCyTCTBME
YIOOHBIX ¥ COBpEMEHHBIX KOHIIEPTHBIX 3aJ10B ObLJIO JOBOJIILHO Cephe3HOI
MIPO06JIEMOTi, Ha KOTOPYIO JKaJ0BaIMCh MHOTYE OeTbTUICKIe MY3bIKaHThI.
Taxk, DxeH V3an eIKO Mucaa B OTKPHITOM IUChbMe, OITyOIMKOBAHHOM
B XypHasne UArt Moderne 3 mast 1903 roga: «YBepeH Jiu Thl, MOJ1 IPYT,
YTO GEbIUIAIBI BUAST B My3bIKe HEUTO OOJIbIIIEe, YEM ITPUSITHBIN CII0CO0
youTtb BpeMsi? §I CTaBIIIO 3TOT BOMPOC, KACAIOUIMIACS JKUTEJIEl CTOINITBI,
KOTOpasl Jake He MMeeT KOHILIepTHOro 3a1al» [Ysaye, 1903, p. 164].

AprukynupoBaHHas M3au mpo6iema 6yeT oT4acTyi KOMIIEHCHPOBAHa,
C OLHOJ CTOPOHBI, PAaCIIPOCTPaHEeHHO B benbruy npakTMKoii opraHmusa-
LMY JOMAILIHMX MY3bIKaJIbHBIX BBICTYIIJIEHUA, @ C IPYToil — KOHLLEPTHO-
IIPOCBETUTEIBCKO 1eITeIbHOCTBIO IBYX He3aBUCYMBbIX Xy 0KeCTBEHHBIX
o61ecTB — «XX» 11 «CBOOOIHOM ICTETHUKI», KOTOPbIE ChITPAIOT IIOMCTUHE
IrPaHIMO3HYIO POJIb B Pa3BUTUM ITAHbEBPOIIEVICKON MY3bIKQ/IbHOM KYJlb-

TYPBI.

OkTaB Mayc u ero posib B TpaHChOpMaLLUMm 6€N1brmncKon My3biKaibHOM
Ky/nbTYypbl py6e)ka BeKoB

B nocnenueit uerBeptu XIX Beka OkraB Mayc (1856-1919) 6b11 ofyi-
HAaKOBO M3BeCTeH KakK B Xy 0XKeCTBEHHO, TaK U B My3bIKaJbHOI cpefie
Bproccenst. OH GBI I0PUCTOM, CITEIMATU3UPYIOMIMMCS Ha aBTOPCKOM
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TpaBe, ¥ PeryIsipHO MPeACTaBIsI MHTEPEChl TBOPYECKON MHTEUIUTeHLIUY
B cyze. B 1881 rogy Bmecte ¢ 9nMoHOM [IMKapoM OH OCHOBaJI BaXKHEM NI
It Benbruu muTepaTypHO-XyL0KeCTBeHHbI KypHan — «CoBpeMeHHOoe
nckyccTBo» (LArt Moderne), re yCITENTHO BBICTYIIMI B KaUeCTBE XyIoxKe-
CTBEHHOTO ¥ MY3bIKaJIbHOTO KPUTHKA.

B 1883 rogy Mayc nopmepska MOJMOIbIX XYIOXKHMKOB, KOTOPbIE penn-
JI1 06pa30BaTh HE3aBMCUMOE OOIIEeCTBO IO, Ha3BaHMeM «XX», BBICTYIINB
ero cekperapeM. Kax yske oTMeuanoch paHee, OH IPUHSUT Ha cebsT OTBET-
CTBEHHOCTD I10 PellleHNI0 MHOTOUMCAeHHbIX aMUHMUCTPATUBHBIX 3aay.
MmenHOo Maycy uieHbl 00111ecTBa «XX» 00513aHbI €KerOIHbIM, PabOTaIOIIM
KaK OT/IayKEHHbBI MeXaH3M, OJIECTSIIVM [0 MEXKIYHAPOAHOMY CO3BE3IUI0
VMEH CaJIOHOM, KOTOPBII TPaAUIMOHHO OTKPBIBAJICS B TIEPBBIX UMCIaxX
(eBpans 1 B TeueHMe MecsIia yCrenrHo GyHKIMOHMPOBAT KaK XyIoxKe-
CTBEHHasl, My3bIKaJIbHAasl U JIEKI[MOHHO-ITPOCBETUTENbCKAS TUIONAAKa.
Ponb Mayca He Bcerja O4HO3HAauUHO OLleHMBAETCSl UCCIe0BaTeISIMU.
Crio3aH KaHHMHT, Harmpumep, 06BuHsIeT Mayca B COTpyIHUYECTBE C BJIa-
CTSIMM, CAMOBOJILHOM TIpMMeHEeHUM 1IeH3YPhbl, TPeB3SITOM OTHOIIEHUN
K OT[eJIbHBIM WieHaM IPYIIIbI, @ TAaKXKe B LieJleHallpaB/JeHHOM POCITyCKe
rpymisl «XX» paay yo0BIETBOPEHUS IMUHbBIX aMOUIIMii 1 GUHAHCOBOIA
BbIrozbl. OHa muuieT: «...ITo Mepe TOro Kak ujaeHsbl , XX CTaHOBUIUCH
Bce OoJiee M3BECTHBIMMU, CBSI3b Mayca ¢ TpaBUTEIbCTBOM 3aCTaBIIsIa €T0
OBITH 60JIee OCTOPOKHBIM B OTHOIIEHUM TOTO, UYTO JE€MOHCTPUPOBAIa
rpyma. Hampumep, B 1891 romy oH 3a6710KMPOBa SKCIIOHMPOBaHME Ca-
TUPUYECKOTO OGBMHMUTEIBLHOTO 3aK/oueHus Jkeiimca DHCopa MPOTUB
6e/IbIMIICKOI TPaBOBOII CUCTEMBI , Myzpble Cynbu" [B JTaHHOM C/Iydae
peub uaeT o kapTuHe «Myznpsbie cyabu» (1891, yacTHast KOJIEKUIMS). —
E.K.], 3asIBUB TI033Ke, YTO OIAcaeTcsl, UYTO 00LIeCTBeHHOe BO3MYyIleHle
T10 ITOBOJY 3TO¥ PaBOThI IPUBELIET K 3aKPbITUIO BbICTaBKM , XX “. Cys 1Mo
BCceMy, DoMOH IIukap He cormacuics ¢ Maycom B TOM, UTO KapTuHa JHCOpa
BBI3OBET IIPO6IeMBI, M OHa OblIa MTOKa3aHa B casoHe ,XX“ B 1892 ropy.
XOoTs He MOXKeT ObITh HUKAKMX COMHEHMIT B TOM, UTO TaJIaHT Mayca Kak
OpraHM3aTopa CrroCco6CTBOBA TONTONIETHIO , XX, OH TaKKe TIPUBEI K pas-
HOIVIACUSIM BHYTPY I'pyTIIbl. [10 Mepe TOro Kak OH Gpast Ha ceOst Bce 60JTblIe
¥ GOJIbIIIe KOHTPOJIS, BBICTABKM , XX Ipro6pesn IBHO (ppaHIly3CKyIO
HampaBJIeHHOCTb. BaHTMCTbI, KOTOPbIE COMIACUIIMCH C TaKOi MpodpaH-
Iy3CKOJi OpueHTalueli, HanpuMep Ban Puccenbbepre, rMoinb30Baanch
pacroyiokeHueM Mayca, B TO BpeMsI Kak TeM, KTO TTofiepskuBas 6oee
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HalMOHAIMCTUUECKNI, OebIuiicKmii GOKyC IPYIIbI, BKIIOYas DHCOpa,
MIPUIILIOCH TOpa3zio TpygHee. PaKTUUeCKy B MOCIeSHME TOIbI CYLeCTBO-
BaHMSI TPYIIIBI aHTarOHM3M MeKAy DHCOPOM M MaycoMm CTal HaCcTOIbKO
CWIbHBIM, uTO Mayc n3b6erayn MHGOPMUPOBATH DHCOPA O NEATeTbHOCTU
" cobpaHusx oburectsa. HeymosneTBopeHHOCTb Mayca eMOKpaTUIecKoi
OpMeHTAIMeli TPYIITILI U eT0 COOCTBEHHOE JKelaHMe MMeTh O0JIbIie Biia-
CTM TaKKe CIIOCOGCTBOBAJIN POCITYCKY , XX . Cyfst 110 Bcemy, B TO BpeMs,
KOIJIa OH TOOMBAJICS TOJIOCOB 3a pachopMUpOBaHMe, HACTAaUBas Ha TOM,
YTO aBaHTap/HbIe TPYIIIMPOBKY He AOJIKHBI CYIIeCTBOBATH O0jiee IecsiTu
net, Mayc yske HamepeBascs chopMMUpoBaTh Ipyroe oo61iecTBo, La Libre
Esthétique, KOTOpPBIM OH MOT ObI YIIPaBISITh caMonnuHO» [Canning, 1992,
pp. 38-39].

HeonHo3HayHas XapakTepuCcTHKa, KOTopylo gaet OkraBy Maycy Cbio-
3aH KaHHMHT, MaJio BSIKETCS C TO¥, YTO Mbl OGHAPYKMBAEM B HAYYHO
ybenuTenbHOI MoHOorpaduu Anbbepra Banaep JinnaeHa, My3bIKOoBeza,
npocdeccopa CBo6omHOTO YHUBEpcuTeTa Bproccesns u 6ubamorekaps Ko-
POJIEBCKOY KOHCEPBATOPUM, TTOCBSITUBIIETO CITeLMAIbHBIN TPYH, OL[eHKe
BKIaza Mayca B My3bIKaJabHYIO XM3Hb benbruu. 'oBops 0 mociegHmx
rofax JXM3HU CBOero reposi, Banaep JIMHIEH IPUBOAUT MHOTOUMCIIEH-
HbIe IIUTAThI U3 BOCTIOMMHAHMII U HEKPOJIOTOB Ha cMepTh OKTaBa Mayca
B 1919 ropy [Vander Linden, 1950, p. 12—-14]. HeT ocHOBaHMi1 MOI03peBaTh
MCCIIeIOBATES B IPUCTPACTHOCTY U YTBEPKAATD, UTO OH HAMEPEHHO TI0/I-
6upaeT UUTAThI TAKMM 06pa30M, UTOOBI MOIBLCTUTH CBOeMY repoto. CIoBa,
KOTOpbIe TIPUBOLUT aBTOD, YOEXKAAIOT HAC B TIPM3HAHUY COBPEMEHHUKAMMU
dbyHIaMeHTanbHOI ponK, KOTOPYIO UTPaj 3TOT Lie/ieyCTpeMIeHHBI 1 He-
YTOMUMBbIii YeJIOBEK B rporiecce GopMUPOBAHMS GeTbIUIICKO KYIbTypbI
pybeska BEKOB.

OTMeTUM TOTYTHO, YTO BiAUsHMe Mayca B Beabruu 6bu10 mouc-
TUHE TPaHIMO3HBIM. Ero posb He OTpaHMYMBAIaCh AUPUKMPOBAHMEM
Xy#oskeCcTBeHHOII cepoit Bproccesns ¢ mOMOIIbI0 aIMUHUCTPATUBHO-
CeKpeTapcKoii paboThl, KOTOPYIO Ha MPOTSDKEHUY TIOUTU TPUAIIATH JIET
OH VICIIPABHO ¥ OTBETCTBEHHO BBITIONHSIT B YTOAY IIPOIIBETAHNS O0IIeCTBa
«XX» u La Libre Esthétique. OxtaB Mayc 6b11 GyKBaJIbHO Be3zecyt. Bece
TOT 3Xe Baupep JIMHIEH C YIOBOJLCTBUEM ITEPEUNCIISIET IOUETHBIE 3BAHMS,
KOTOPBIMM 06JIaZaJT STOT MPAKTUKYIOUIVI IOPUCT, MEI[eHAT Y My3bIKaHT:
«C 1Ies1bI0 OpraHM3al My IUTEPATyPHOIL NesTenbHOCTU B Benbrum OK-
taB Mayc ocHOBas1 Accormanyio 6enbruiiCKux mcaTtesieit, mpe3uieHToM

KniowmHa EneHa ButanbeBHa 219

My3bika B 6€1brmnckomM n3o6pasmtenbHOM UCKYcCTBe pyberka XIX-XX BekoB

KOTOpOIt oH 6b11. OH TakKe 6611 npe3umeHToM Coro3a 6eIbImiicKoii mepu-
onuvecKoii mpeccel 1 wieHoMm CBo6oaHOI akagemuu [Libre Académie. —
E.K.] 3nmoHa Iukapa. Hakonelr, o6patuTte BHMMaHue, yTo OKTaB Mayc
MMeJ CTIeyIolye TIoueTHbIe 3BaHMsI: oduiiep opaeHa Jleomnonba, Kapanep
opnena Koponsl, odpuuep [ToueTHOro JlernoHa 1 oduiiep opmeHa Iy6oBoit
KopoHbI» [Vander Linden, 1950, p. 12].

Eme B okTss6pe 1883 roma mpu yTBepKoeHUN ycTaBa «XX» eIMHOTIac-
HO GBUIO TIPUHSITO PelIeHMe, YTO OPTAHN3AIIO0 KOHIIEPTHO IeSITeTbHOCTI
obmrecTBa Bo3bMeT Ha cebss OkraB Mayc [Maus, 1980, p. 18]. B Teuenne
TOC/eAYIOMNX TPUALATH JIET CYIeCTBOBAHMSI XyI0KeCTBEHHbBIX TPYTIIN-
poBOK «XX» 1 La Libre Esthétique Kaskmblii peBpasib MMEHHO OH YCTPauBaI
My3bIKalbHble BCTpeun. VICKIoUeHeM 13 9TOT0 IIpaBujia CTaly JIUIIb
yeThIpe roma — 1885, 1898, 1899 u 1900.

Peniepryap KoH1epToB «XX» 1 La Libre Esthétique 611 Becbma pa3Ho-
o6paseH. HecMoTpst Ha TO 4TO Mayc 6bUT BepHBIM BarHepMaHIIeM 1 BOOOIIIe
VCIIBITBIBAJI TIOBBILIEHHBIN MHTEPeC K HeMeLIKOV My3bIKaJIbHOM Tpaaunum,
ero JIMYHbIe BKYChI He nmoMeInany B 1894 romy opraHusosats B La Libre
Esthétique mepBbIit 6eNbrUitCKMIT KOHIEPT, TOCBSIIEHHbI TBOPUECTBY
mosnomoro K. [le6roccu, 3alMTHUKOM KOTOPOTO OH Beeraa 6bpu1. [imybokas
MIPUBSI3aHHOCTD, KOTOPYI0 Mayc nurtan K BeHcaHny I’ 9HAM U ITapyKCKOM
llIkoie KAHTOPOB, He ITOMelasa eMy HY IT0-HaCTOSIIeMY paciipo60BaTh
M. PaBeJisi, H B IOC/IeIHYE TOABI TOMIOOUTH MY3bIKY Uropst CTpaBuH-
ckoro [Vander Linden, 1950, p. 8]. B psimy My3bIKaabHbIX TPOV3BEIEHNIA,
BKJIIOUEHHBIX B TPOTpaMmy (eBpasibCKIX KOHIIEPTOB, GpocaeTcsl B I1a3a
60JIbIIIOE KOIMYECTBO IIPOM3BEIeHMI, VICIIOTHSIEMbIX BIlepBble. Banmep
JIvHpeH faske IPUBOLUT CTaTUCTUKY U YTBEPXKAAET, YUTO HOBMHKM COCTaB-
nsuiu 6osee 90% ot o61ero uncia BCeit UCIoMHsIeMOol My3biku [Vander
Linden, 1950, p. 25]. [To MHEHMIO aBTOPA, 3TO JOKA3bIBAET ITOUCTUHE HO-
BaTOPCKUN XapaKTep JaHHBIX MEePOIIPUATHIA.

Ha ocHOBe aHanmM3a KOHIEPTHBIX Tporpamm «XX» u La Libre Esthétique
MOSKHO BbIBECTH YCIIOBHYIO IIEPUOAM3ALIMI0 MYy3bIKaIbHOM XKU3HU ITUX ABYX
BaKHEMIINX XyI0KeCTBEHHBIX 06111ecTB amoxu fin de siecle.

[Tepsbiit mepuog, npuxoautcs Ha 1884-1888 roapl. s Hero xapak-
TEepPHO OTCYTCTBME CTPOIHOI MPOrpamMMbl My3bIKaabHbIX BeuepoB. Comep-
’KaHVe KOHIIEPTOB I10 GOJIbIIIel YacTy COCTABIISIETCSI HA OCHOBE JIMYHbIX
MYy3bIKaJbHBIX IIPEJIIOUTEeHNIT OPraHM3aTOPOB BbICTAaBOK «XX», a TAaKkKe
BKYCOB IIpUIVIallleHHBIX My3bIKaHTOB. MajjieH Mayc Tak xapakTepusyeT
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repBOe My3bIKaJbHOE COOBITYE, OPTAHM30BAHHOE 061IeCTBOM «XX»
B 1884 ropy: «[B nepBblii Beuep. — E.K.] My3bIKaJIbHbIM UCIIOJTHUTEIEM
6611 IHCTpyMeHTaIbHbIN coio3 [tocTaBa Kedepa, HemaBHO CO3aHHbIN
HeOOJTBIIION OPKECTP; APYTOii ceaHC KaMepHO# MY3bIKM ITPOBEN CKpUIIayu
Ovwib AHbe U BeNTuMKIi muaHuct Aptyp ne I'ped. [lybept, MeHaembCoH,
HEKOTOpbIe 6enbruiickue counHeHus» [Maus, 1980, p. 28]. KoHuepTHas
porpaMma 0ObeKTMBHO He COOTBETCTBOBAIA MHHOBALIMOHHOMY XY/I0-
SKeCTBEHHOMY OOJIMKY cajioHa. My3bIKaIbHbI KOHCEPBATM3M, & MECTaMU
Y OTKPOBEHHBIN AWIeTaHTMU3M, PE3KO KOHTPACTUPOBAJIM C KMBOIMCHBIMMU
u rpaduyeckumMu mpousBemenusmu k. Yuctiaepa, Ix.C. CapakeHTa,
M. JInbepmaHa ¥ MpOUYMX MPe/ICTaBIEHHBIX B 3aJaX.

B 1885 rogy Mmy3sbikajibHble Beuepa He YCTPanuBaICh.

B 1886 rony B Teatpe Jla MoOHHE COCTOSI/IOCh 3HAKOMCTBO ceKpeTapsi
o6iectBa «XX» ¢ Bencanom 1’dHau. Mexxny MaycoMm, yBiIe4eHHbIM T0-
KJIIOHHUMKOM Barnepa, 1 yuenukom Cesapa @paHka ObICTPO 3aBsI3a11Ch
IpyXkeckye oTHOLIeHMs. MazajieH Mayc B CBOMX BOCIIOMMHAHUSIX YKa3bl-
BaeT, YTO 3TO 3HAKOMCTBO ObUIO CYyAbOOHOCHBIM I1s1 060UX: «C IepBBIX
IJICeM O KOHLIepTax (BCKOpe IepernycKa CTana eXXefHeBHOI) Mbl 3aMedaeM
CyILIeCTBEHHOE CXOJICTBO B3IVISIAOB... B 060MX C/rydasix OOMH U TOT JKe
MeTOZ, U Ta >Ke MyHKTYaJIbHOCTb. Ta 5ke HaCTOINUYMBOCTb, TO K€ UYBCTBO
peanbHOCTH, Ta JKe MCUXOIOTMYecKast TPOHUIATeTbHOCTD, TI03BOJISTIONIAS
MM HUYEro He OKMUIATh OT OOHUX U BCETO OT IPYTUX; TO e U3SIEeCTBO
B ob6pateHnu ¢ 0bUIMaTbHBIMY JTULAMMU, Ta JKe eCTeCTBeHHAs BEKIIN-
BOCTb, TOT Xe OIITMMM3M U TO e Xopollee HacTpoeHue. [Ipexze Bcero,
TOT K€ 9HTY31a3M, Ta e [IPeJaHHOCTb [IPOM3BeAeHNI0 MCKYCCTBA U TO
K€ PBEHME CIIYKUTDb eMy. S TOBOPIO ,,CTysKUTD', UMes B BUALY B II€PBYIO
ouepenb BeHcaHa i’ DHIM KaK OPraHM3aTOPA: UCTIOMHEHYE COOCTBEHHBIX
NIpoM3BefeHNIi 1J1s1 Hero CTOUT Ha BTOPOM MecCTe, eC/Iii He Ha TPeTbeM.
Ero micbma CBUIETETbCTBYIOT 00 MCKPEHHe 1 TITyOOKOIi 1[e/in ero yCu-
JIWii — 3HAKOMCTBA Iy6/IMKyM 061mecTsa , XX ¢ mponssemenusamu dope,
lloccona u apyrux» [Maus, 1980, p. 74-75].

He npousio u napel eT, Kak y>xe Kk 1888 rony mysbika crajia He-
OTbeMJIEMOJ M PaBHOJ 110 3HAYEHMIO YaCThIO Xy OXKeCTBEHHO JXU3HU
o61ectBa «XX». Ecyiu B TiepBbIie rofibl, a MMeHHO B 1884, 1886 1 1887,
My3bIKaJIbHbIE Beuepa Ipoxoayuiu 6e3 npeBapuTeIbHOTO 06CYKIAeHNS
Y TLATeIbHOM [TOAIOTOBKY IIPOrPaMMBbl, a IPOM3BeeHNsI BAPbMPOBAINCH
B 3aBMCHMOCTHU OT MOKeIaHuit ucronHuTeneit — A. ge I'peda, D. AHbeHa
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1 6patheB Kedepos, To ¢ 1888 roma moaxo/ K OpraHm3anyy My3bIKaJTbHbBIX
KOHIIEPTOB 00I[eCTBA KAUeCTBEHHO M3MeHm/Ics. [IoaroToBKa mpuodpena
CUCTEeMaTHYeCKIii XapaKTep U BeJlach ¢ 0C060i1 TIIATebHOCTHIO. I10106-
Hag TpaHchOopMaIMs OTHOIIEHMS K KOHIIEPTHO-MY3bIKaIbHO IMpaKkTUKe
cTaja BO3MOKHO MMEHHO 61arofiapsi IpuBieueHnIo podeccuoHaIbHbIX
My3bIKaHTOB. B 1888 rogy Mayc npurianiaer K peanmsanuy 3TON He-
npoctoli 3agaun 1’ duau. B 1893 roxgy Toro cmensier Msau, a ¢ 1901 roma
PYKOBOJICTBO OpraHu3anueii My3bIKaJbHbIX MEPOIPUSITUI TTOTHOCTbHIO
repexoduT B pyku camoro Mayca.

B yka3aHHOM OTHOILIEHUY UCK/IIOUMUTENbHO perpe3eHTaTUBHA epe-
mcka Mayca u o’ 9H1m 3a sHBapb 1888 roga. [Tucema 1’ dHAM TPUXOIST
B bproccesnb MouTH Ha eXxeHEBHOI OCHOBE. 16 SHBapsi KOMIIO3UTOP IO/ -
POGHO ¥ apryMEeHTHPOBAHHO OMMCHIBAET IMMPOEKT GYAYIIEH TporpaMMbl
[Maus, 1980, p. 78-79]. I3 nucbMa ciiefyeT, UTO I’ OHAY 3apaHee O3Ha-
KOMMJICSI C KOHIIEPTHBIM IrpadMKOM ITOTEHIIMATbHbBIX MCIIOJHUTEIEN,
MpeBapUTeIbHO COIJIacCOBaJ MOC/IeIOBATEIbHOCTD UCIIOIHSIEMbIX TTPO-
M3BeneHuii U T.1. B mucbMe OT 26 SsHBaps IporpamMma y>ke yTouHeHa,
TTOACYMTAHO BpeMsI: IO, IIepBOe OTAeIeHMe OTBeIeHo 1 yac 55 MUHYT,
o, BTopoe — 1 uac 45 muHyT. 28, 29 1 31 THBaps mporpaMma IMpOXOAUT
OKOHYaTebHOe yTBepxkaeHue [Programme, AACB 79631, 1888]. [Tncbma
CBUIETENBbCTBYIOT O TOM, UTO Mayc Bcelesio foBepsieT 1’ DHAU U Ipeo-
CTaBJISIET eMY ITOJTHbIV KapT G/IaHIl. B mociemyroniye rofbl UxX epemnycka
COXpaHsieT HaMeueHHYIo B 1888 rogy TOHaNIbHOCTD: I’ IHAM GOpMUpPYET
MY3bIKaJIbHYIO TTIOBECTKY, Mayc AeIMKAaTHO BHOCUT B Hee HeOOJbIIe
MCIIPaBJIEHNSI TI0 COOCTBEHHOMY YCMOTPEHMIO.

OYHKIVMOHAIbHbIE 00SI3aHHOCTH A’ DHAY CUJIbHO HATTOMUHAJIN Te,
uTo ucronHs Teo BaH Prccenb6epre. HaxoguBIINMiicsS B BEUHOM ITOVICKE
HOBBIX MME€H, CBeXXero IIacTUUeCcKOoro sI3bIKa U aKTyaJbHbIX XYy 0OKe-
CTBEHHBIX TeUeHMii, BaH Puccenbbepre 1o CyTH IeiicTBOBaI KaK areHr,
¥3 pa3HbIX KOHLI0B EBpOIbI perynsapHo Hanpasagomuii Maycy nucbma
C TOAPOOGHBIMYU OTUETAMMU O TIOCJIETHUX XY 0KeCTBEHHBIX COOBITUSIIX.
V3 mepenmcku CJIefyeT, 4To SKUBOIMMCh 1 rpaduka A. Tymys-JIoTpeka,
A.TuitomeHna, X.-JI. ®opeHa, I. KaitborTa, A. Cucies, A. [Tro6ya-ITumiie
TTOSIBUIUCD B BBICTABOUHBIX 3a/IaX 06IIecTBa «XX» MUMEHHO 6y1aromapst
ero ycunusim [Lettre, AACB 6330, 1887; Lettre, AACB 6331, 1887]. UmeH-
HO Puccenbbepre oTcMaTpyBal MacTEPOB Ha Pa3/IMUHbBIX BHICTABOYHBIX
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IJIOaaKax, B rajepedax MapuaHOB, B MaCTePCKUX, ITPU HEO6XOL[I/IMOCTI/I Genbruickoro uckyccrea pyse)Ka XiX= Bekos

[I06MBAJICST 3SHAKOMCTB U JIMUHBIX BCTPEY.

II’OH1M 110 COGCTBEHHO BOJIE BBITIONHSIT aHAJIOTMYHbIE TIOPYUEHMSI.
ITpaBa, He BCerja CTOMb JKe YCITeNTHO, KaK Pruccenbbepre, 160 OH OTHaBal
MpenouTeHUsI My3bIKaJIbHBIM MpeAcTaBUTeNsIM 1IKoJbl Ce3apa @paHka,
13 KOTOPOIJA BBILLIEN U CaM, a TaKKe TeM, UYbM COUMHEHUSI UMIIOHMPOBAIN
emy auuHO — I. @ope, K. lebroccu, A. Pyccesio, IT. [Tioka, IT. BpeBuio
u D. llloccony. Mayc He 0cO6eHHO MPOTUBUJICS TTOJIOOGHOMY BBIGODY, ITO-
CKOJIbKY TaKKe OB IPY>KEH C MPeIOKeHHbIMU [’ DHAV KOMITO3UTOPaMM:
TFa6puanp @ope peryasspHo 6biBas B Jome Mayca; bpeBwib u llloccon
ObUIM €0 IPY3bSIMHA.

B 1893 romy mecto BeHncana 1’ DHau 3aHsu1 OxkeH M3au, ube UM B Ka-
YyeCTBe KOHIIEPTHOTO IMPEKTOpa OyIeT 3HaUMTCS B ITPOrpaMMKax Opioc-
CeJIbCKMX MY3bIKaJIbHBIX BeUEPOB Ha MPOTSHKEHUM MTOCIEAYIOMINX NEBITU
seT. C aToro MomeHTa BekTop «XX» 1 Briowteactsum Libre Esthétique
pa3BOpauYMBAETCS B CTOPOHY UCITOTHEHMSI U TTPOJIBVIKEHMST GeTbTUIICKOI
My3bIku. HalloHa/ibHas TpaaULMS MOJAeTCsl CJIyLIaTeNsIM B COeIMHEHU U
C COUMHEHMSIMU PYCCKUX, UCIIAHCKUX U HEMeLIKMX KOMIIO3UTOPOB. Tak,
B ¢deBpasie 1891 roma B Bproccesne 3ByuuT my3bika I1.11. YaiikoBcKoro,
H.B. Illep6aueBa, A.A. KomnbutoBa, H.A. Pumckoro-Kopcakosa, A.K. I'masy-
HoBa. Ha cTpanuiiax UArt Moderne MosIBASIIOTCSI KpUTHUUECKME CTaTbH,
mocBsimeHHbIe My3bike A.K. [masyHosa (1895, 1896), H.A. Cokonosa (1895),
M.A. Banakupesa (1902, 1903, 1905), M.II. Mycoprckoro (1903), A.I1. Bopo-
nuHa (1914), C.B. PaxmannnoBa (1914) u A.C. Japrombpkckoro (1914).

B cepenune 1890-x romoB Libre Estethique BBOAUT ITpakTUKy IIpoBe-
JleHMSI MY3bIKaJTbHbBIX IPOCBETUTEbCKMX BeUepOB B (popme KOHIlepTa-
6ecempl. Cpeny Hanbosiee 3HaKOBbIX COOBITHI ITOJ06HOr0 posa CjieayeT
BBIIENTUTH caepyouine: «My3bIKalbHas ICUXOIOTUST» (AHpU Mobenb,
1895), «IToaTsl, monoskeHHbIe HA MYy3bIKY» (Tpucran Knuursop, 1900),
«HCcTpymMeHTanbHadg crouta» (Bencan n’duam, 1903), «lOMop B My3bI-
ke» (OkraB Mayc, 1903), «CoBpemeHHast My3bIKa/IbHast 3BomoLus» (Jlyn
Jlanya, 1904).

My3bIKa B )JKU3HU U TBOpPYEeCTBE OTAEJIbHbIX npeACTaBVITeI'IeFI

OTcyTcTBME B Bproccesie yIoOHbIX KOHIIEPTHBIX IUIOMIANO0K, O UeM YKe
YIIOMMHAJIOCh BbIIIIE, ChITPAJIO TIOJIOKUTENBbHYIO POJIb B PAa3BUTUM KYJIbTY-
pbI JOMallIHero KoHiepTupoBaHusi. B Bproccene ata npakTuka rnomayymsna
LIMPOKOEe PACcIIPOCTPaHeHMe B TOM YMc/ie U B XyI0KeCTBeHHOI cpefie. Tak,
T10 TOHeJeJIbHMKAM MY3bIKa/IbHbIE Beuepa IMIPOXOLMIN B JOME XYLOKHULIbI
AunnbI box. OHM MMeny MUPOKUIA COUMATbHBIV Pe30HAHC U MOTYyUYNIN He
TOJIbKO OCBellleHle B JHeBHMKOBBIX 3aMMCSIX U MUCbMax MpefcTaBuTeneit
rpymibl «CBOOGOIHO 3CTETUKI», HO 06CYKAaINCh B Ipecce. HoBbIiT 0c06-
HSIK Xy O>KHMIIBI, BO3BeeHHbIN B 1903 romy o npoexry ITons l'epmanyca
Ha yrny yauirsl OnépxaTcecTeiiBex U yInIbl e TA6Gei, HaXOmMUICs B 0CO-
60i1 TBOpYECKOIT YacTu paitoHa Vkcenb. 3ym YoaTep BCIIOMUHAN: «JTa
ynuiia ge 1’A66eit peacTaBiseT co60i CBOEro poaa IepeBHIO XYIOKHIKOB,
KOTOpbI€e YCEePAHO MOCeIaoT APYT APYra, U B JIETHUE IHU My3bIKa/IbHbIe
OTPBIBKY BBIPBIBAIOTCS M3 OTKPBITHIX OKOH U [lepeceKaroT cafpl. BronoH-
yesb OT mpodeccopa KOHCEPBATOPUM, CKpUTIKa 1 popTenuaHo ot M3sanu,
OpraHHas My3blKa OT perieTuuii y AHHbI box, BarHepoBCKyMe aKKOPZ bl
OT MOe¥t My3bIKaIbHO TeTu JKiomm» [Bauer, Paredis, 2023, p. 196].

Anna Box (1848-1936) ¢ paHHero qeTCTBa MPOSIB/SLIA GOMBIION My-
3BIKJIBHBIN TaaHT. OHA OCBOMIIA (POPTENMAHO U OPTaH, UTPY Ha KOTOPOM
MpaKkTMKOBaJa BO BpeMsi BOCKPECHOI MecChl. Y>ke BO B3pOC/IOM BO3pacTe
OHa 00ydJayiach UTpe Ha ajbTe, OTMeYasl B MMCbMax, YTO 3TOT MHCTPY-
MEHT pPeJIKO BCTPeYaeTCs B Kpyrax JIloouTeseii My3bIki. Box Gblia CTONb
yBJIeueHa MY3bIKaJbHbIM MCIIOJIHUTEIbCTBOM, UTO BCEPbE3 MTOAYMbIBAJIA
0 TOM, UT06BI 6POCUTH XKMBOMHMCh. OHa Hcana: «CKolIbKo pa3 s Bbibpa-
ChIBaJIa CBOM KUCTH, KISTHSICh ce6e HMKOTa 6oibIlie He 6paTh UX B PYKM.
Sl capmiach 3a MMAHUHO B SIPOCTU — MPeKpacHoi sipoctu! BenvkonenHoi
sipoctu! Bckope Kakasi-HMOYIb UymecHasi Meoa1sl BO3Bpaliaia Moeit
YMUPOTBOPEHHOI Ayllle (JIaf0CTHbIE ITepekMBaHMsI OUuepeHbIX CTpeM-
neHuit» [Bauer, Paredis, 2023, p. 194].

box maBana koHuepThl B bproccene u JIst JlyBbepe, mogaepkuBana
MoJIOAbIX ucrioauTesneit [Thomas, 2023, p. 17]. Kak gom ee ponuTesneii
ObUT MIPUCTAHUIIIEM MY3bIKaTbHBIX TATAaHTOB Benbrum (Bukrop Box 6511
TTOYETHBIM MPE3UTEHTOM CPa3y HECKOIbKIUX MY3bIKaTbHBIX COOOIIECTB
[Caspers, 2023, p. 111]), Tak 1 ee 6proccebCKIe OCOOHSIKM — CHavala Ha
ynuiie ge yna Tyacon n’Op, nom 73 (1895), 3aTem Ha ynuile ge J1’A66eit
(1903) — cranu snuLeHTpaMy My3bIKaJIbHOM KM3HM CTONNLBI [Bauer,
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Paredis, 2023, p. 194]. XymoxkHu1ia cama peryisipHo 6pajiach 3a MUHCTPYMEHT
BMeCTe C U3BeCTHeMIIMMM My3bIKaHTaMy bebruy — ckpumnauom dMuiem
AHbe, BUOJIOHYETMCTOM U IperonaBaTesieM Jnyapaom SIko6com. Kpyry ee
JIpy3eli 1 MOCTOSIHHBIX YYaCTHUKOB JOMAIIHMX KOHLIEPTOB IIPMHAIEXa
OkeH M3an. 18 mapra 1911 roga oHM BMeCTe MCTIOJTHUIINU KOHLEPT [JIsT
CKPUITKM C OPKECTPOM MU 6eMoitb Makop Momapra. B ToT ke Beuep AHHA
box BmecTe ¢ Magam Beiiiep n mageMyasenb OBepepTC CbITPpaivi KOHLIEPT
IUTS TpeX KinaBecuHOB pe muHODp V.C. Baxa [Bauer, Paredis, 2023, p. 194].

O cocTaBe y4aCTHMKOB My3bIKaJIbHbIX BeuepOB AHHBI BOX MOXHO Cy-
IUTB TI0 3aIMCSIM TOCTeBOI KHUTM. Cpey MpouYnX B Helt 3HAUaTCs 6paThst
W3au, crpyHHbIi kKBapTeT LiuMmmepa, muanuctsl [toctas Kedep, Aptyp e
I'ped u Iumutpuc MuTtpomynoc, Komno3utopsl @paHcya-Orioct ['eBapr,
Bencau o’ dunu u I'a6puaiab @ope. B 1906 romy B LArt Moderne B cTaThbe,
rocBseHHoit l'a6puanio ®ope, OkTaB Mayc yIIOMUHA «UyIeCHOe MC-
nonHeHue» [Maus, 1906, p. 91] pexBuema @ope, JaHHOTO B JOMe MaJe-
Mya3sesnb AHHBI BOX B IIpUCYTCTBMM camMOro MascTpo. dope Tak mepenasall
CBOE BOCXMILeHMe B ICbMe cyripyre 26 mapra 1906 roga: «Mbl Kynaanch
B HEM, OH 3ByYaJjl TaK TOUHO, TaK UCIIOMHUTEIbCKY COBePLIeHHO. OH MeHs
TPOHYJI 10 TIyOMHBI TyIIN... [JoM KPaCUBO IIPUCIIOCOOIEH 107, MY3BIKY,
MMeeT OOJBIIOI OpraH, MyoInKa BHUMATEIbHAS U TIOHAST S9HTY3Ma3Ma»
[Bauer, Paredis, 2023, p. 199].

My3bIKaJIbHBI periepTyap AHHbI BOX 6bIJT OU€Hb PA3HOOOPA3HBIM
¥ BKJIIOYAJ Npou3BeAeHMs OT sa1oxu PeHeccaHca g0 counHenuit Knonma
Iebtoccu. Cpeny 6eMbIUiICKMX KOMIIO3UTOPOB OHA Bbifesisia YKoseda
Vourena, Asrycra Jle Byka, Paitmona Mynsipra, Jleona Jekpya. Kak yxe
ObLIO YITIOMSIHYTO, BOX Obl1a BarHepuaHkoii 1 BMecte ¢ OkTaBoM Maycom
YeThIPEXIbI TOceTma 6aitpoiiTckuit hectuBanb — B 1876, 1882, 1886
1 1889 ropmax.

B mape miaroB ot oco6Hsika AHHBI Box, Ha Bce TOii ke ynuiie e TA66eii,
o, Homepom 59 pacronarancs mom Koncrantana Ménbe. HecmoTpst Ha
TO UTO MMS 3TOTO MacTepa aCCOLMMPYETCS MPeXAe BCero C Moatusanmen
SKU3HY COIVIATbHBIX HU30B U IIOMCKOM HOBOJ MKOHOTpadmy 3aBOJICKIX
pabounx, mapaepyaHCKuX MaxXTepoB M AHTBEPITEHCKVX TPY3UUKOB, CJIEAYET
MIPU3HATb, UTO OH MHOTOE CZeNall 1Ji1 My3bIKaJbHON XU3HU benbrun.

Ménbe ObIT TITYOOKO MHTETPUPOBAH B COBPEMEHHYIO MY3bIKaJb-
HYIO KYJIbTYpYy. TOMY CIIOCOGCTBOBAJIA €r0 CyIpyra — yYUTeIbHUIIA
My3bIKM 13 OpaHInK, 6pak ¢ KOTOPOi 6GbIT 3aK/IIOUEH B CAMOM Havasie
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XY[LO’KeCTBEHHOI Kapbepbl CKYJIbIITOPa, B 1862 roxy. Mix mecrepo ngereii fe-
MOHCTPUPOBa/IN GOJIbIIIE MY3bIKAIbHbIE CITOCOOHOCTH, HO, K COSKAIEHNIO,
YyeTBepO U3 HUX MIPOXKWIN He0/r0, YTO MEéHbe MyunTeTbHO IIepexkuBail.
CeiH Kaps B uTore cras rpaBepoM U COTPyLHMUYAI € OTLOM [HUKUTIOK,
1974, c. 24]. B 1870-1880-e rogpt MéHbe nopaepkuBaeT IpykecKye KOH-
TaKTBI C AUPeKTOpOoM Teatpa Jla MoHHe. OH GBI TAKSKE XOPOIIO 3HAKOM
C BeAyIIMMU NPeACTaBUTEISIMU €BPOTIeCKO MYy3bIKQJIbHOJ CILI€HBI,
6niBaBIIMMM B Bproccerte.

B 1880-e robl, OTKIMKASICh HA TOTAJIbHOE YBJIeUeHME OeNIbIUiilleB
Barnepowm, B cBOeli MmacTepcKoit MéHbe OpraHu30Bal HECKOIbKO TeMa-
TUYECKMX KOHIIepPTOB. B yacTHOCTH, 16 MapTa 1886 roga rnpu mopgaepskke
BceMMpHOro BarHepoOBCKOTO OOIECTBa 3[1eCh ObLI MCIIOTHEH MTEPBbIi
akT «Banpkupum», a Takke BTOpast ciieHa u3 «I'mben 60ros». Paccyxk-
Jlast o ponu BarHepa B TBopueckoii xkxu3Hu MéHbe, PosiaH BaH ep XyBeH
C U3BECTHOI foreil capka3Ma 3aMeyvaer: «B 5Ty roipl BAJIbKUPUM U aH-
JlaJTy3CKMe MPOU3BOAUTENM CUrap MoJuepKMUBaIu TBOPUECKMI TOPU3OHT
KoHcTtanTnHa MéHbe, BepOSITHO, OTpaXkasi 3CTeTnuecKue nebatsl buse —
Barnepa, KoTOopbie BOTHOBAJIY €BPOTIeiicKuit Mup ornepsl» [Van der Hoeven,
2021, p. 57]. B maHHOM CiTy4ae moj, «aHAATY3CKUMM ITPOU3BOAUTEISIMA
curap» MoApa3syMeBaeTcs Co3IaHHbIi B CeBUTbe VKT JKUBOIMCHBIX paboT
MeéHnbe, cpeiyi KOTOPBIX CaMO¥i M3BECTHO siBJIsieTcs «TabauHas dhabpuka
B CeBuibe» (1883, KoponeBckue Mmy3eu U3SIIHBIX MCKYCCTB benbrum,
Bproccesnb). OmHaKo CKOJIb ObI TPUBJIEKATEIbHOM HI Ka3aaach I0oJ00Hast
ITOCTAaHOBKA ITPOGJIEMBI, BPSI[I, JI B MCIIAHCKOJ TeMaTuKe paboT MéHbe
1880-x rogoB wienyeT BUAETD XMBOMMCHOE BOIIJIOIIEHVE MY3bIKaJIbHOM
aHTMHOMMU «BarHep — Buse».

B aTtenbe menomaHa KoHcTtaHTMHA MEHbe My3bIka MOTJIa 3By4aTh
U TIPSIMO BO BpeMsI CeaHCOB MOo3MpoBaHMsl. Tak, ONMChIBas BlieuaTaeHue,
KOTOpOe MPOU3BOAMIIO UCIIOTHUTE/IbCKOe MacTepCcTBO DKeHa M3au Ha
COBpPEMEeHHMKOB, JIeB 'puropreBud ['MH36YPT IPUBOANT CJIOBA OIHOTO U3
6morpadoB BeIMKOTO JTBLEKCKOTO CKPUIIava, yTBepsKIaBIlero, 4to, pabo-
Tast Hap 6apenbedoM ¢ nzobpakeHreM DreHa Vizan, MEHbE TPOCUI TOTO
MIPEJTIONMPOBATh HA TEMbI COHATHI AJIST CKPUITKY U (POPTENMaHO JIsl Maskop
Cesapa ®panka [[mH36ypr, 1959, c. 38—-39]. 9TO KaMepHOe MPOM3BEeIeHNEe
caMo 110 cebe yke SIBUIOCh COOBITMEM [IJIsI 6eTbIMIICKOI MY3bIKIA. XOPOIIIO
M3BECTHO, YTO OHO GbIJIO HAIMMCaHO (PPaHITy3CKMM KOMIIO3UTOPOM CIIELI-
aJIbHO J1JIs1 MOJIOZIOTO KOJITeru 13 JIbeska M BbICJIaHO Vi3ay B ApJIOH, UTOGBI
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OBbITh MCITOTHEHHBIM C MMaHuCTKOoi Mapu Bopp-I1aH nepep co6pasiim-
MICSI B JIeHb KeHUTHObI BEJIMKOTO CKpunaua Ha JIyuse Bypro B ceHTSI6pe
1886 roma. CrrycTst aBa roma coHaTta A-dur 6bu1a TOpKECTBEHHO MCITOTHEHA
Ha KOHIIepTe B cajioHe o6iecTBa «XX». MajjeH Mayc Tak onuchiBaeT
BIleYaTIeHMs OT YCJIBIIIAHHOTO: «HOo BOT CIyunioCh TO, Uero HUKTO He
MOT TIPeICKa3aTh ¥ UTO OCTAIOCH He3a0bIBaeMbIM. BO BpeMsI MCTIOTHEeHMSI
COHATBI OBICTPO CITYCTUINCH 3UMHIME CYMepKU. B 3ayax my3sest He CTanmn
3aKUTaTh CBeT. [locTeneHHO ThMa OKyTasia CobpaHue, a BCKOpe Torpy3uia
BCeX B MMOJIHYIO0 TeMHOTY. V3au 1 rocroska bopz npomomkan urpaTh o
MaMsITHI; ¥ BOT B TaKOi MUCTUUYeCKOii aTMocdepe 7 ¢peBpans 1888 roma
COCTOSUIOCH IIepBOe ciTylaHue coHatsl @paHka B Bproccerne B 061ecTBe
~XX“» [Maus, 1980, p. 77].

BosBpamasce Kk KoncranTany MéHbe, OTMeTUM, UTO IlepecKa3aH-
Hbi#1 JI.T. TuH36yprom anu3op, mo-BUAVMMOMY, CBSI3aH C UCTOPUEN CO3-
JIaHus 6apenbedHOro orieyHoro noprpera MkeHa Vzau, JaTupyemMoro
1901 rogom 1 HbIHe XpaHsIerocs: B coopanmm KoponeBCcKux MyseeB U3sI-
IIHBIX MCKYyCcCTB Bembruu B Bproccene. CTabmibHOE KOMIIO3ULIMOHHO-
MIPOCTPAaHCTBEHHOE pellieHue, TPY KOTOPOM MOJielb IIPefACcTaBaeHa CTPOro
B PO MIIb, KOHTPACTUPYET C IKCIIPECCUBHOI JIETIKOI (DOPMBI, @ TAKKe
IPOOHBIMM, HEPBHBIMY JIMHUSIMM, OUe PUMBAOIIVMM Pa3MeTaBIINECs
BOJIOCHI CKpUIIaya U OCTOB €T0 MYy3bIKaJIbHOT'0, KaXKeTCSI TIOUTU MMUHMA-
TIOPHOTO, MUHCTPYMeHTa. [lepeganHbiii MéHbe 06pa3 6YKBaIbHO TOYHO
COOTBETCTBYET TOMY OIMCAHMIO, KOTOPOE IPUBOAUT B Gecese ¢ T'MH36yprom
Bopuc OcumnoBuu Cubop: «...BHemHocTh M3au 6bia HeoObIUaiiHO Kpa-
couyHa 1 3¢ PeKTHA: BbICOKUIA, KPYITHBIN, C XapaKTepHO MYyKeCTBEeHHOI’
TOJIOBOJI ¥ 671aTOPOHOI 0caHKO. CKpuITKa 60/1b1110i1 MeH3ypbI (I'BapHe-
pu), Ha KOTOPOI OH UTPaJl, Ka3ajaacb MMHUATIOPHOM I10 CPaBHEHMUIO C ero
MaccuBHOI purypoii» [TuH36ypr, 1959, c. 181].

Mys3bIKa/IbHbIe KOHLIePTHI YCTpauBaaInuch B fome OkraBa Mayca. 1-
MoH [Tukap Taxke peryisipHO IpeBpaliajl CBOI YaCTHYIO pe3UIeHLUIO,
ropno Ha3BaHHYI0 Maison d’Art, B KOHILIEPTHBIN 3aJ1 AJIST IIPOCTYIIMBAHMSI
COBpPeMEeHHbBIX UCTIOTHUTEIEIA.

My3bIKa MIOCTOSTHHO 3ByYasa Ha Buwuie BaymeHnBepd AHpuM BaH e
Benbpe. 06 3TOM CBUIETENBCTBYIOT MHOTOUMCIeHHbBIE hoTorpadmmn, 4acTh
13 KOTOPBIX ObLIA MUCITONb30BaHa Jis 0hopMIeHNs «ATbOOMa COBpeMeH-
HOT'O JKeHCKOT'O I1JIaThs], BHIITOJIHEHHOI'O COIVIACHO 3aMbICIY XYIOXKHUKa»
(1900, Koponesckast 6ubmmnoreka benbruu, Bproccens). Ha omHoI 13 HUX
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Mbl Buaum Mapuio CeT, Cylipyry apXuTeKTopa, CTOSIITYI0 CIIMHO K PO-
suTi0 «BITIOTHEP», KOTOPBIV TOPSKECTBEHHO 3aHMMAaeT IIeHTpaJbHOe MeCTO
B rOCTMHOJ Ha IepBOM 3Take. Ha MonmuTpe BUAHEOTCS HOTbI «[leBbI-13-
6paHHUIIBI» [[e6I0CCH, PSIIOM JIEKUT TepenokeHre Baruepa. Ha 3agHem
IJIaHe CTeHY FOCTMHO yKpalllaeT >XMBOMMCHbIN IMTOPTPeT MajaM BaH e
Benpae kuctu Teo BaH Puccenb6epre, pencrasisiommuit Mapuio Cet 3a
ducrapmonmeit (1891, KoponeBckuii My3eii U3SIIIHBIX UCKYCCTB, AHTBED-
TeH). JTa KapTMHa, COITIaCHO MOCIeJHUM UCC/IeOBAHMSIM ONpee/BIIast
apXUTEKTYPHYIO KOMITO3UIIMIO ¥ KOJIOPUCTUUECKOE pellieHye BCeii BUIIbI
BrriymenBepd [Van Loo, 2018, p. 43], ceirpasia 3HAUUTETHHYIO POJTb HE TOJb-
KO B GeJIbIMIICKOM 30[IU€CTBE 3T0XU ap-HyBo. OHA SIBWJIaCh 3TaIOHHBIM
MPOU3BEAEHMEM HAI[MOHATBHOTO OEIbIMIICKOTO HEOMMITPECCHOHM3MA,
K Hauany 1890-x romoB 06peTiero >kaHpoBYIO0 CAMOCTOSITETbHOCTD 110
OTHOIIIEHNIO K paHIy3cKOMYy 00pasiry. Bo mHOrom 6;1aromapst Teo BaH
Puccenbbepre MeToq ITyaHTIU/IM3Ma ObLT 0CO6BIM 06pa3soM amaITUpo-
BaH K HY>XJIaM MTOPTPETHO KUBOIIUCU U TIOTEPSIT TY UIeJiIHYI0 OCHOBY,
KoTopast 6su1a chopmynupoBana JK. Cépa Ha OCHOBe U3yUeHUS TeOPUii
M.3. lllepéns, 1. biiana u O. Pyna.

ITpoduabHbIii MOpTpeT Mapuu BaH Ae Benbae 3a pucrapmonmeit
BXOIUT B )KUBOTIMCHYIO CIOUTY, MOJE/ISIMU [IJI51 KOTOPOIJA 1OC/Ie0BaTeIbHO
nocryxwm cectpbl CeT — Anmca, Mapus u Vipma. Bee Tpu cectpsl, ouepu
KpYITHOTO MpoMbInuieHHMKa JKepapa CeTa, 6bUIM My3bIKaTbHO OJaPEHBI
¥ TIO/Tb30BaJIUCh YCIIEXOM Ha YAaCTHBIX U ITyOIMUYHBIX KOHI[EPTAX.

Ioptpet Anucsl (1888, Myseit Mopuca [Ienu, Cen->XepmeH-an-Jle)
6bUT co3maH Teo BaH Puccenbbepre B 1888 roxy. ITo MHeHMIO [I3keiiH Biok,
OH SIBMJICSI HE TOJIbKO ITePBOii HEOMMIIPECCHMOHUCTUUECKO paboToit Ma-
cTepa, HO TeM MpOou3BeeHNeM, C IOMOILbI0 KOTOPOTO XYA0KHUK 3asIBUAJT
o0 cebe kak o oprpetucte [Block, 2007, p. 188]. Huuto B 3T0i KapTHHe
He BbIJIaeT My3bIKaJbHOIO TajaHTa Moaenu. Anuca CeT npeJcraBjieHa
B TIOJIHBII POCT, B KOHIIEPTHOM IUIaThe 6eI0To IBeTa, KOTOPoe B CBETe
YXOASIIIEro MHS MpuobpeTaeT roayboBaTo-(P1oseToBbIi OTTEHOK. OHA
CTECHUTEIbHO OTIMPAETCS] HA MPaMOPHYIO IOBEPXHOCTH CTOJIa, boraToe
odbopMmiIeHIe 6APOYHOTO MOICTOJbS KOTOPOTO MePEKINKAETCS C AeKO-
paTUMBHBIM OPHAMEHTOM KOBpa y ee HOT. [IpocTpaHCTBO MOpTpeTa pac-
HIVPSIETCS 32 CUET BBEJEHMS 3epKajia, OTPaskeHNE B KOTOPOM IpobJie-
MaTU3MpPyeT IPOCTPAHCTBO M CTABUT Ilepef, 3pUTeieM Te yKe BOTIPOCHI,
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uto u «bap B @onu-bepxkep» dnyapaa Mane (1882, IHCTUTYT MCKycCTBa
Kypro, JIonn0H).

B 1894 rogy k mopTpetam Mapuu u Anncel Teo BaH Puccennbepre
nobGasiisiet uzobpaxkenue VIpMbl, KOTOpast KAk My3bIKaHT J06MIACh HAU-
6osblneit u3BecTHOCTH cpenu cectep CeT. OHa Havasaa 0CBaMBATh UTPY HA
CKpUIIKe B IIATU/IeTHEM Bo3pacTe. Korga geBouke UCIIOMTHUIOCH I€BSITh, ee
yuureneM cTana ABTyCT Buibrenbmu, MOATOTOBMBIINIA €€ B JJOCTaTOYHOM
Mepe AJIsI TOTO, YTOOBI B UeTHIPHAAIIATD JIeT VpMa YCIeNTHO MOCTYIMIa
B KoposeBckyio koHCcepBaTOpHio bpiroccesns B kiacc OkeHa M3an. C atoro
MOMEHTAa ee Kapbepa pa3BMBaIach CTpeMUTENbHO. B ATHAAATD JIET CO-
BMecTHO ¢ V3au OHa yke JaBajia KOHLEPThI B JIOHAOHCKOM CeHT-/Ikeiimc-
xoJjiie. Brmoth fo IlepBoit MupoBoii BoiitHbI Mipma CeT 6bl1a OLHOI 13
CaMbIX M3BECTHBIX CKpUIlauek 3arnaaHoii EBporsl.

B 1894 rony, korga Mpma CeT cowia CBOe My3bIKaJbHOE 06pa3oBaHiie
3aKOHYEHHBIM ¥ Hauaja He3aBUCUMYIO OT M3au Kapbepy My3bIKaHTa, Teo
BaH Puccenbbepre 3aBepiins CBOIO JXMBOMUCHYIO CIOUTY C M306paxke-
HueM ceMeiicTBa CeT, 106aBMB K Hell HeJOCTAIOMINIA TOPTPET MJIaIIIei
cectpsl (1894, Myseii [Ttu Ilane, XXenesa). ®urypa Vpmel pencrasieHa
B ITOJIHBII POCT ¥ 3aHMMAaeT ITOUTU BCe TPOCTPAHCTBO MOMOTHA. CMBIUOK
3aHeCceH HaJl CKPUIIKO U, KaskeTcsl, BOT-BOT yIAPUT IO CTPyHaM. B3misp,
VipMbl HampaBJieH Pe3Ko BIIPaBo, Ty[a, IIe 3a MpenejiaMmu KapTUHHOTO
MPOCTPAHCTBA, BO3MOXXHO, HAXOOUTCS MIOMUTP ¢ HOTamu. HexxHo-po-
30BO€ IUIaThbe HaMeKaeT Ha I0HOCTb MCIIOTHUTe/IbHULIB], B TO BpeMs KaK
yBepeHHasl 1103a rOBOPUT 06 OTIbITE U MPOQPECCHOHANBbHOI CMEIOCTH.
Ha 3amHeM IuiaHe Mbl BUAMM HaIlOJIOBYHY CKPBITYIO OT I71a3 3pUTeIst
durypy crymartenbHUIbl, BeposiTHo Mapun Cet [Leonard, 2017, p. 57].
Cectpa VipMbl CMAUT HENIOJBMKHO, OTKMHYBIINCH Ha MSTKYI0 CIIMHKY
Kpecia U TIOZJIOKMB To[;, 60K rmomyniky. OgHaKo pyka, Jiexkaiiast Ha KO-
JIeHSIX, IpeBpallaeT CaylaTelbHUIY B BAXKHOIO aKTOPa MY3bIKaJIbHOTO
npouecca. Knucts Mapun pacrionoskeHa Ha OGHOM TMHUYA € PyKOi UpMmbl,
B KOTODOV Ta IePKUT CMBIYOK. Takoe KOMITO3UIMIOHHOE COIMOCTaBIeHNe
TIOTUEePKMBAET TECHYIO CBSI3b MeXXAY urypamun.

Vpma CeT 1O MOHSITHBIM MPUUYMHAM PEryjsipHO CTAHOBUIACH
MOJeNbI0 /I Pa3JIMUHOr0 Poda MpOou3BeNeHU M300pa3uUTeIbHO-
ro uckyccrpa. Ckynbitop ITons ato Bya, xkenatsiit Ha Anuce CeT, He-
CKOJIbKO pa3 o6palajcs K ee o6pasy. B He60bI110i1 CKyabIType «CKpy-
mauka» (1889, KoponeBckast KoHCcepBaTOpusi, bpioccesb) OH M306pasmi
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ee 1eBOYKO-BYHAEPKMHAOM. BHEIITHOCTb, CUITY3T U IIpMUecKa Mo cKa-
3bIBAIOT, UTO CKYJIBIITOP, BUAMMO, C/IefJ0BaJl He CTOJIbKO HAaTYPHbIM BIle-
yaTIeHusIM, CKOJIbKO otorpadum aBTopcTBa Anonbda Xamecca (H.1.,
Koponesckast 6ubnmoteka benbruu, bpioccens). B 1890 rony aio Bya BHOBb
06paTmics K 06pa3y VIpMbl, CO3jaB Ha 3TOT Pa3 SKCIIPECCUBHBIN OTUIEUHBII
6I0CT CBOSTYEHUIIBI (BIOCT MEBYILIKM, TPeAIonokuTenbHo Vipmer Cer, 1890,
Koponesckast 6ubnmnotexa bBenbruum, Bproccerns). Ha aTOT pa3 oT [eBOUKM-
MCTIOJIHUTE/IbHUIIBI He OCTaloCh U ciiena. [lepen 3puTeneM npezcrasia
MpeKpacHast I0Has AEeBYIIKA CO CBOOOIHO YOPaHHBIMM BOJIOCAMU U UEJTKOA
Ha 60Y0K. BOPOTHMK KOHIIEPTHOTO TJIAThsI, CIOBHO KOJIBIIIIYIIMIICS HA
BeTpY, J06aBWJI OUapOBaHMs 06pasy.

Bnarogaps cympyre u ee ceMbe 110 Bya 6bIT BOCTpe60BaHHBIM CKYJ/Ib-
IITOPOM B My3bIKaJIbHOI cpefie Benbruu. K npumepy, y Hero umeercs 1e-
JIBII KOPITYC MEMOPHAIbHbIX OI0CTOB BeIMUAIINX MY3bIKAHTOB CTPAHBI:
nuanucra Ortocra [JronoHa (1892, KoponeBckast koHcepBaTopus, bBptoc-
cenb), TeHOpa ¥ KoMno3uropa AHpu Bapno (1893, KoponeBsckue mysen
MU3SILHBIX UCKyCcCTB Benbrun, bproccens), mosta-neceHHUKa AHTyaHa
Kiecca (1932, [TapkoBas momanb, MOHC) u TIp.

My3bIKa ITOCTOSTHHO 3By4asa B Jome Kuorgos. JKopsk KHord, 6paT
xynoxkanka @epHana Kxaorda, HeNpomokUTeIbHOE BpeMSI Iaske TTPo-
60BaJ1 cebst Ha MpodeccoHaIbHOI ciieHe. OH 6bUT M3BeCcTeH B Bpioccerne
KaK MY3BIKaHT, IUPUKep U MUaHUCT. XOAWIN CITYXU, YTO OH Opasl ypOKM
y @epentia Jiucra u yepe3 ®pancya CepBe 6bIT 3HAKOM C caMmuM Barue-
poM. 3Be3na YKopyka KHorida Tak 1 He cMor/1a 3aHSITh JODKHOE MeCTO
Ha 6eTbruiicKkOM My3bIKaJbHOM He6ocBoze. B 1894 romy BMmecTte ¢ CepBe
u llITpaycom oH opraHu3oBai B bproccese «O6I1eCcTBO HOBbIX KOHIIEPTOB»,
CJ1e[IOB [1esITeJIbHOCTY KOTOPOTO 10 HAlIuX AHelt He gouuio. B 1899 romy
OH MMOKMHYJ Bproccenb, UTo6bI B MIOHXEeHE 3aHSThCS ITepeBOgaMM M1ceM
Barnepa [Van der Hoeven, 2021, p. 59-60].

®epHaH Kaond 1MIHO moAsepskuBas APYKeCKye OTHOIIEHNUS CO MHO-
MMM My3bIKaHTaMy. CBUIETETbCTBOM TOMY SIBJISIETCS PSIL, IPOU3BeleHUIA
1880-x romoB — macTeNbHbI TOPTPET cKpumnava Ammist JlepmuHbo (1885,
My3eii Buncenra BaH 'ora, AMcTepaam), sKMBOIMCHbINM mopTpeT ['tocTaBa
Kedepa 3a muannHo (1885, MecToHaxokIeHMe HeU3BeCTHO). OqHAKO caMOoit
3HaUMMOM U MOTy4MBLIEN IIMPOKYIO (B TOM YMC/ie CKaHaIbHYIO) U3BECT-
HOCTb paboTOii Ha TEMY perpeseHTaIy My3biky crana «Crymas [llymana»
(1883, KoponeBckue My3eu U3SIITHBIX UCKYCCTB benbruu, Bproccens).
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B nienTpe komnosuiyuy ®epHad Kuond nomectnn npoduabHoe 130-
6pakeHue cBOeit MaTyIIKy, KOTOpasl, CUJIS B Kpecie 1 IPUKPDIB J1aJI0HbIO
JIML0, HAIIPSDKEHHO CTyIiaeT MY3bIKY, POSKIAIOLIYIOCS O[], albLaMy
cectpbl MaprapuTsl, Ubsl ITpaBasi pyka, 3aHeceHHas HaJ, KiaBuiamu ¢op-
TeNMuaHo, BUJHA B BepXHEM JIEBOM YIJIy KapTHHbL. [[MaroHanbHOe COMpsI-
SKeHMe IBYX JKeHCKUX (GUryp ZOTOTHSIeTCS CJIOKHBIM PUTMOM BepTUKaIei
Y TOPU30HTAJIeii, KOTOPbIe CJIOBHO PETPAHCAMPYIOT My3bIKaJIbHYIO0 HAChI-
LeHHOCTh mpou3sBeneHuii lllymana. B iieHTpe 3puTenbCKOro BHMMAaHMS
0Ka3bIBAETCs SKUBOMMCHAS AeMOHCTPAIVs MPAKTUKYU BLYMUMBOTO, UHTEJ-
JIeKTYaTbHOTO MY3bIKaJIbHOTO CJTYIIAHMSI, IUIIb OTHOCUTEIbHO HeJJaBHO
CTaBIIIETO HOPMO¥ B €BpOIeiickoM 6ypiKyasHOM obiiecTBe [Johnson,
1995, p. 92-95].

CpaBHuBas nmpoussenenus Knonda «Ciymias [llymaHa» u moptpeTt
Wpwmpl CeT Teo BaH Puccennbepre, AHHa JleoHap[, 3aMeyaeT, UTO KaxkIast
KapTMHa SIBJISIETCS] CBOET0 pOJa IIpelle/IbHbIM CJIyyaeM, «[I0Ka3bIBalOLMM
3aBMCMMOCTb OJHOTO BUJA AESITeIbHOCTU OT LPYroro [My3MLPOBaHUS
OT CJTYIIAHUS ¥ HA060pOT. — E.K.]... Ipe/iaraeT 3puUTeTio JOCTYII K My3bI-
KaJIbHOMY OIIBITY, 3(peMepHOCTb KOTOPOTO Ka3auach GpaTalbHOI IS TOTO,
YyTOOBI OH KOTza-nmbo 3arnomMumics» [Leonard, 2017, p. 57].

B 1886 romy kaptuHa «Cnymas lllymaHa» oka3anach B lleHTpe CKaH-
Jana, korga Jlxeiimc DHCOP, BHMMAaTe/IbHO OCMOTPEB MPOM3BeAeHNe
Koyteru, o6BuHMI KHotmda B marnaTe. JHCOPY Ka3ajaoCh OYEBUTHBIM,
uyto KHomnd, ero oqHOKYpPCHUK 110 AKaZileMUM XyJ0XKeCTB ¥ COPATHUK
110 061ecTBY «XX», «IIOACMOTPE/T» UIeI0 CBOErO MOJIOTHA B €ero pabore
«Y MHCC», KOTOpast HbIHe M3BeCTHa I10[, Ha3BaHMeM «Pycckasi My3bIKa»
(1881, KoposieBckue My3eu U3SIIIHBIX UCKYCCTB Benbruu, Bproccenb).
«Y MMCC» IeJICTBUTENBHO OBLIO XOPOIIO M3BECTHBIM IIPOM3BeHeHNEM,
KOTOpOe DHCOP MHOTOKPAaTHO SKCIIOHMPOBAJ Ha PA3IMYHBIX [JIOLIAAKaAX:
B 6proccenbckoMm Canone 1881 roga, mapiskckom CanoHe 1882 roma, Ha
TenTckoii BoicTaBke B 1883 rony.

CIO’KeTHO-TEeMAaTUYeCKY KapTUHBI 6e3YCIOBHO O/1M3KM, HO BUIETh
B HUX IIPMUMeEDP IuIaruaTa He MpUXoauTcs. B pabote Hag CBOMM MOIOT-
HOM DHCOD, HaJ0 M0JIaraTh, ONMMPAETCS Ha MKOHOTPAaUIO CIIeH MY3U-
uupoBaHus XVII Beka. 3mech OCTPO OIIYILaeTCs 3HAKOMCTBO MacTepa
C My3bIKQJIbHBIMM YpoKaMu U KoHIepTamu ['abpuans Mercio, Tepapna
Tep6opxa u SIHa Bepmeepa. [1aBHY10 repoyHI0 DHCOP CaXKaeT 3a MMaHVHO
CIIMHOM K 3puTeto. [Io HelaBHero BpeMeHY CUUTaI0Ch, YTO MOZAEJIbIO IJIS
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HanMCcaHus JeBYIIKYM 33 MHCTPYMEHTOM IOCTY)XMJIA CecTpa XyA0KHUKA
Mui. OnHaKO HbIHE MCC/IeIOBATENM CKIIOHHBI TI0JIaraTh, YTO 3TOT 06pa3
nucasncst dHcopoMm ¢ AHHbI Box [Ensor & Brussels, 2024, p. 82]. Eciu ato
TIpe/IIoJIoKeHe BEPHO, TO OHO CIIOCOGHO O6BSICHUTD TTPUUMHBI, TIO KO-
TOpbIM B 1886 Toy XyoOsKHUIIA pelnia mpruoopecTy «PycCcKy0 My3bIKYy»
L7151 TIOTTO/THEHYSI IMYHOM Xy[O’KeCTBEHHO KoyieKUyy. CBOMM IIOCTYIIKOM
bBox nopmepkana cBoero gpyra M KOJiery ¥ MpoJeMOHCTPUPOBaa, Ybl0
CTOPOHY OHa 3aHMMaeT B CKaHAaIbHOM criope ¢ Knomndom. Ha monuTpe
BUJIHEETCS CTOIIKA PACKPBITBIX HOT, KOTOPbIE T€POMHS, Cy[s [0 BCEMY,
YUTAET C JIMCTA. 3a ee CIIMHOI JHCOP MTOMeIaeT CBoero apyra Anbdpena
Vunpsima @uHYa, KOTOPOTO yBjeKaeT He CTOIbKO My3bIKa, CKOIbKO OT-
KDPBIBAIOLIMIACS B 13 OKHA. Xy[OXKHMKA B MeHblleli CTelIeH) BOJIHyeT
penpeseHTal s JOMallHEro My3ULMPOBAHMS U MHTEJIeKTYyalbHOIO
CITyIIaHust. AKIIEHT IIePEeHOCUTCST Ha PeTMCTUYECKYIO IEMOHCTPALVIO ObI-
TOBOI 6ypsKya3HOI CUTyalM, KOTA IMYHbIe B3aIMOOTHOLIIEHNS TepoeB
BBIHYKI,EHHO CTaBTCS BbILIE TOV TBOPUECKOI NeTeIbHOCTY, KOTOPOM
OHM TIOCBSIIIAIOT CBOE CBOOOHOE BpeMs.

ITpousBemeHMit, 00beAMHEHHBIX MY3bIKaJbHOI MKOHOTpadumeit,
B TBOpYECTBe JHCOPa COBCeM HeMHOro. [ToMumo «Pycckoii My3bIKM» Han-
60J1ee M3BECTHBIMM SIBJISTIOTCSI caTUpuueckue «I'poTeckHble meBIbl» (1891,
JacTHas KOJIJIeKLVs), «YKacHble My3bIKaHTbI» (1891, ranepes [laTpuka
Hepoma, Bproccenn), «B koHcepBaTopun» (1902, yacTHas KOJJIEKIS),
a Takke JXMBOIVICHBIE M300paskeHMs JOMA XYIOKHMKA C JOMUHUPYIO-
IIYIM B MHTepbepe MMaHnuHo — «Mosl ro6umast KomHaTa» (1892, Myseii
MCKYCCTBA, Tenb-ABUB), «DHCOD 3a pucrapmoHumeit» (1933, Myseit MeHapz,
Komaxkn). MoskHO Takske BCIIOMHUTDb HEKOTOpbIe 0OPThI, Cpeiyt KOTOPbIX
0Cco6eHHO BbIfIessieTcs actaMil «CKeJleThl-My3bIKaHThI» (1888, uacTHas
KOJLJTEKIMST).

OnHako 6egHOCTh MY3BIKaIbHOI MKOHOTPadUM He CIYKUT CBUJIE-
TeJIbCTBOM OTCYTCTBYMS y DHCOPA MHTEpPeca K My3bIKaJIbHOM XV3HM CBOEN
cTpaHbl. MI3BecTHO, UTO, TOm06H0 AHHe Box i OkraBy Maycy, OH 6GbUT
60/bIIIM TTOKIIOHHVKOM BarHepa [Draguet, 1999, p. 209]. CoxpaHUInCh
3apMCOBKM MacTepa, CAelIaHHbIe BO BpeMs MPOCTyIIMBaHus «Banmbkupuii»
B Jla MonHe B ssHBape 1883 roga (KoponeBckuii My3eii U3SIITHBIX UCKYCCTB,
AnTBeprnieH). Bonee Toro, DHCOp GbIIT YETOBEKOM, VICKJIIOUMTEIBHO O/1a-
PEHHBIM B My3bIKaJlbHOM OTHOLIEHMY. B OueHb paHHeM BO3pacTe OH
ocBowI UI'py Ha (oprennaHo. He 3Hasi HOTHOJ rpaMOTBI I HUKOTIA He
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MPAKTUKYSICh B IMAHUCTUUECKON TEXHMKe, OH TIOAOMPAT My3bIKY Ha CITyX
[Wangermee, 1999, p. 221]. Bo B3pocsiom Bo3pacTte IHCOP OCBOMII (IenTy,
Mrpa Ha KOTOPO¥i ero cepbe3HO yBieKkasia. BusyanbHbBIM MTOATBEPKIeHMEeM
TOMY MOXXeT CTYXXUTh poTorpadusi, Ha KOTOPOIi XyIOKHUK M300paskeH
CUISIIIUM Ha TPyOe OIHOI M3 OCTeHICKMX KPBIII X UTPAIOLIM Ha (reiiTe
(1881, yacTHast KOJIEKLIVS).

B Hauane XX Beka, yXe 1ocie TOro, Kak XyJL0XXeCTBEeHHas Kapbe-
pa DHCcopa MojoLuIa K 3aBepIIeHNI0, OH OTAAJICS HallMCaHMIO0 MY3bIKMU.
B 1906 romy OH MPUCTYITWII K COUMHEHNIO IIECTUAKTOBOTrO OaneTa Mof,
HasBaHueM «IlecHb m106BU» (La Gamme d’amour). Ha mosisx mapTury-
PBI XYIOKHVMK OCTABJISUT 9KCITPECCUBHBIE MAapTMHAINM HAIlOl00Me TeX,
YTO MOSKHO BUJIETh B JIMCTE C HOTaMu KoJbI6ebHoI (1906, KoponeBckast
6ubnnoteka benbrumn, Bproccens). Bymyun camoyukoii, DHCOp HE MOT
T10JIaTaThCsI UCKJIIOUMUTEIbHO HA CBOV CUJIbI, TO3TOMY MPUGET K MTOMOIIN
Ipyseit — Ome Myke, nupekropa Koncepatopuu B OcTeHpe, 1 Muiiens
Bproccenpmanca. JIniib B 1924 rony «IlecHb 1106BM» ObljIa IIpecTaBIeHa
y6mke B KoposneBckoit prramaH/ICKOI oriepe AHTBepIieHa.

3akiroueHme

XymoskeCTBEHHAS ¥ My3bIKa/IbHAsS KU3Hb Benbrum pyoeska XIX—XX BeKOB
Hepa3pbIBHO CBSI3aHbI APYT € APYTOM. JlesITeTbHOCTh BHEMHCTUTYLIMOHAb-
HBIX TBOPYECKMX COOOIECTB, 3apaHee HalleJIEeHHbIX HA SKCIIEPUMEHTATOP-
CKMI1 TOMCK HOBBIX GOPM U CMbICJIOB, CO3BYYeH TeM pedopmMaM, KOTOpbIe
B 3TO XK€ BpeMst 06HapYKMBAIOTCSI B 06/IaCTY MY3bIKaJTbHOTO MCKYCCTBA.
®uHaHCOBOE MPOlBETaHME CTPAHbI, IIpeonpeAeleHHOe LIeJIbIM PSIIOM
BHeIIIHe- ¥ BHYTPUIIONUTUYECKIX (DPAKTOPOB, CITIOCOOCTBYET OOHOBJIEHUIO
TeaTpabHBIX IUIOIIAI0K, TPOABMKEHMIO HOBBIX MMeH, (DOPMUPOBAHUIO
CTeMaabHbIX MYy3eifHbIX COOpaHMIA, TIOTIOIHEHUIO YACTHBIX KOJIJIEKLINI
MIPOU3BEIEHUSIMY aKTYaJIbHOTO M300pa3suTeIbHOTO VICKYCCTBA U TTp. B aTOT
SKe TIepUOo, BBIIBUTAIOTCS JIIOMM, TIomo6H0 OKTaBy Maycy CriocoOHbIe CBOEB-
peMeHHO CaKKyMY/IMPOBATh HY>KHbIE CUJIbI U TIPEBPATUTD TPATUIIVIOHHbIE
BBICTAaBOUHBIE ITIPOCTPAHCTBA B TBOpUECKME JTab0paTOPIUH, T IIeUOM
K IU1euy paboTtaroT AHpH BaH Je Benbae u xen san, Tabpnuanb dope
1 Teo BaH Puccenbbepre, Bencan 1’ duau u Koncrantan MéHbe. Bo3MOKHO,
cryiasi My3bIKy B mcronHeHun ['octaBa Kedepa, KHond yTBepskaaercs
B Mjiee HeOOXOAVMOCTH CIeIOBAHMST TPUHIIAIIAM MY3bIKaIbHO TapMOHMM
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B KMBOMVCH. BrioiHe BeposITHO, UTO DHCOP O6HAPYKMBAET HEOOXOIUMYIO
«OPKeCTPOBKY» [IJIs1 CBOEro MacJleHMYHOro Mackapaza Bo «Bbesne Xpucra
B Bbproccens B 1889 ronmy» (1888, Myseii [Tona I'ettu, Jloc-AHzkenec) Ha
OIHOM M3 JOMaLIHMX KOHIIePTOB AHHBI boX.

VccnenoBaHne OKa3bIBAET, YTO MHTEHCUBHOCTD MY3bIKaIbHOM U XY-
JIOKeCTBEHHOIT Xu3HM Benbrum Ha pybeske BeKOB TaKOBa, UTO JIBE 3TU
TBOpYeCKMe cepbl HeIIPeMEHHO JJO/IKHbBI PACCMAaTPUBATHCSI B KOMILIEKCE.
B nporuBHOM Cityuae «Pycckas mysbika» JHcopa, «Cnymiag lllymana»
Kuomnda, moptpetsi cectep CeT Teo BaH Puccenbbepre, Kak 1 GOIBIIMHCTBO
IPYTUX MIPOU3BENEeHNI, 00beIMHEHHBIX MY3bIKaJbHOI MKOHOTpadmei,
JIMIIATCS CJIOKHBIX TOHAJIbHO-CMBIC/IOBBIX IT€PEXOZ,0B Y IIOTEPSIIOT CeMaH-
TUYeCK!M 3HaUMMYI0 COCTaBJISIIOLIYI0 aBTOPCKOTO HappaTyuBa.
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Wn. 1. MexxayHapoaHas BbICTaBKa XXMBOMUCK U CKYNbNTYPbl, OPraHM30BaHHas 06LLEeCTBOM

«Les XX» Bo []BopLe n3obpasntenbHbix MCKyccTB bproccens. Aduwa. 1884. LiBeTHasa
nutorpadus. 87,9 x 60,1 cM. KoponeBckue My3eun ussilHbIX UCKyccTB benbruu, Bptoccens.
®oto: XK. leneiH. MHBeHTapHbIn Homep AACB 11357. UcTouHuk: http://www.opac-archibald.be/
Fig. 1. The International Exhibition of Painting and Sculpture, Organized by Les XX. Palais des
Beaux-Arts, Brussels. Poster. 1884. Colour lithography. 87.9 x 60.1 cm. The Royal Museums of Fine
Arts of Belgium, Brussels. Photo: J. Geleyns. Inventory number AACB 11357. Source: http:/www.

opac-archibald.be/
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Wn. 2. Teo BaH Puccenbbepre. CBo60Has aCTETUKA, rpaduyeckmne 1 nnacTmieckme NCKyccTea,
KOHUEpPTbI 1 KoHpepeHumn. Aduiuia. 1896. LiBeTHas nutorpadus. 93,4 x 68,2 cm. KoponeBckue
My3€eu U3SLLHbIX MCKYCCTB Benbruu, Bproccens. Poto: XK. leneriH. MHBeHTapHbIn Homep AACB
36498. McTouyHuk: http:/www.opac-archibald.be/

Fig. 2. Théo van Rysselberghe. La Libre Esthétique, Graphic Arts and Plastic Arts, Concerts and
Conferences. Poster. 1896. Colour lithography. 93.4 x 68.2 cm. The Royal Museums of Fine Arts of
Belgium, Brussels. Photo: J. Geleyns. Inventory number AACB 36498. Source: http://www.opac-
archibald.be/
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WUn. 3. Teo BaH Puccenb6epre. Oktas Mayc. H.a. Bymara, kapaHpaiu. 18,4 x 14,3 cm. Mysen

M3SLLHbIX UCKYCCTB, MeHT. IHBeHTapHbI Homep 2001-T. UcTouruk: https:/www.mskgent.be/en/
collection/2001-T

Fig. 3. Théo van Rysselberghe. Octave Maus. N.d. Pencil drawing. 18,4 x 14,3 cm. Museum of Fine
Arts, Ghent. Inventory number 2001-T. Source: https://www.mskgent.be/en/collection/2001-T
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WUn. 4. Teo BaH Puccenb6epre. MoptpeT Mapumn CeT 3a dpucrapmonueit. 1891. Xonct, macno.

120 x 86 cM. KoponeBckuii My3sen UssLHbIX UcKyccTB, AHTBepreH. PoTo: X. MapTeHc.
Homep dpoTorpadpum 0030154000. UcTouHumk: https://artinflanders.be/

Fig. 4. Théo van Rysselberghe. Maria Séthe at the Harmonium. 1891. Oil on
canvas. 120 x 86 cm. Royal Museum of Fine Arts, Antwerp. Photo: H. Maertens.
Photo number 0030154001. Source: https://artinflanders.be/
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WUn. 5. Aponbd
Xamecc. Upma CeT.
H.n. Koponesckas
6uénunorteka
Benbrun, bproccens.
®oro: . ato bya.
NHBeHTapHbIN
Homep Mus. Ms.
4998/7. NCTOYHMK:
https://www.kbr.be/
Fig. 5. Adolphe

Hamesse. Irma Séthe.

N.d. Royal Library of
Belgium, Brussels.
Photo: D. Du Bois.
Inventory number
Mus. Ms. 4998/7.
Source: https://www.
kbr.be/
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Wn. 6. Dxenmc SHcop. Pycckas mysbika. 1881. XoncT, macno. 133 x 110 cm. KoponeBckue mysen
U3SLLHbIX UCKycCTB Benbruun, Bptoccens. Homep dotorpadum 40642. ictouHuk: https://www.
kmska.be/

Fig. 6. James Ensor. Russian Music. 1881. Oil on canvas. 133 x 110 cm. The Royal Museums of
Fine Arts of Belgium, Brussels. tem number 40642. Source: https:/www.kmska.be/
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My3bika B 6e/1brMNCKOM N306pa3nTeibHOM UCKYCCTBE pybexka
XIX-XX BekoB
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Abstract. The article is devoted to the specifics of the organization of
musical life in Belgium at the turn of the 19* and 20" centuries and its
reflection in the iconography of Belgian fine art. Within the framework
of the set objectives, the author determines the origins of the formation
and features of independent artistic communities. One of the distinctive
features inherent in Belgian non-institutional art is the high involvement
of its representatives in various musical practices. Particular attention is
paid to the initiatives implemented in the 19" century by the Brussels
Conservatory, as well as the transformation of the theatre and music
environment of Brussels in the second half of the century. Having briefly
covered the history of the reconstruction of La Monnaie, the author
determines the significance of R. Wagner’s productions for this opera
house. Particular attention is paid to the role of Belgian artists in
the creation of theatrical costumes and scenery. In determining
the organizational specifics of international concert activity in Brussels,
great importance is attached to the figure of Octave Maus, secretary of
the societies Les XX and La Libre Esthétique. Based on the analysis of
the epistolary heritage and concert programs, a periodization of
the musical life of the Vingtists, as well as representatives of La Libre
Esthétique, is developed and introduced into scientific circulation.
The last section of the article describes and analyses masterpieces of
painting and sculpture, which should be considered key in the musical
iconography of the fine arts of Belgium at the turn of the century, for
example, the works of Anna Boch, Théo Van Rysselberghe, Fernand
Khnopff, James Ensor, Constantin Meunier and some others.

AHHoOTauumsa. CTaTbs TTOCBsIIIEHA crielMdyKe OpraHu3any My3bIKalb-
HoVi xku3HM Bproccens pybeska XIX-XX BeKOB 1 ee OTpaskeHUSI B MKOHO-
rpaduu 6eabruiicKoro 1306pa3nTeIbHOTO UCKYCCTBA. B pamMKax rmocras-
JIEHHBIX 33/1a4 aBTOP OIpeesieT MUCTOKM (GOPMUPOBAHUS ¥ 0COOEHHO-
CTM OpraHM3alMM HEe3aBUCUMBbIX XYIOKECTBEHHBIX CO0OIIecTB. B
KavyecTBe OJHOV U3 OTIMYUTEIbHBIX YePT, IIPUCYIIUX UMEHHO OeJTbriii-
CKOMY BHEMHCTUTYIIMOHAJIbHOMY MCKYCCTBY, Ha3bIBA€TCSI BbICOKASI BOB-
JIEUeHHOCTD €ero TMpeACcTaBuUTeell B pa3anuHble My3bIKaJbHbIe TTPAKTU-
k. OTHenpbHOE BHUMAaHMeE yaelsieTCs MHULIMAT/BaM, peaiM30BaHHbIM B
TeueHue XIX BeKa OPIOCCETbCKOI KOHCEPBATOPHEIL, a TAKKe TpaHChop-
MalyM TeaTpaibHO-MY3bIKaJbHOI cpenbl bproccensi BTOpOi MOJTOBUHBI
Beka. KpaTko ocBeTuB nctopuio repectpoiiku Jla MoHHe, aBTOp onipeie-
JISeT TO 3HaueHMe, KOTOPOe MMeJu [IJik 9TOro ONepHOTro TeaTpa MocTa-
HOBKM P. BarHepa. Oco60 0roBapuBaeTcst pojib OeIbIUIICKUX XYIOKHM-
KOB B CO3[JaHMM KOCTIOMOB U JleKopauuii. [Ipu onpepeneHnn opraimsa-
LIVOHHOWM crienmMduKY MeKIYHApOMLHOW KOHIIEPTHONM esTebHOCTU
Bploccenst 60bIlioe 3HaUeHMe MpuaaeTcs nesiteabHocTy OKTaBa Mayca,
cekpetaps obmiects Les XX u La Libre Esthétique. Ha ocHoBaHMM aHaJ-
3a AMMUCTOJISIPHOTO HACIeqNsI, a TAKKe KOHI[EPTHBIX MPOrPaMMOK pa3pa-
6aThIBAETCS ¥ BBOAUTCS B HAYUHBIM 060POT IMeproau3aiys My3bIiKaib-
HOJi JKM3HM BaHTHUCTOB U IpefacTaBuTtesieii «CBOGOMIHON CTeTUKM». B
rnocjegHeM pasfiesie CTaTbU MPUBOASTCS ONMCAaHMe U aHaIu3 Mpou3Be-
JIeHUI )KUBOTIMCU U CKYJIBIITYPbI, KOTOPBIE CJIEAYEeT CYUTATD Y3JI0BBIMMU B
MY3bIKQJIbHO MKOHOTpaduM 1306pasUTENIbHOTO MCKYCCTBa benbrum
pyb6eska BekoB — paboThl AHHBI Box, Teo BaH Puccenbbepre, ®epHaHa
Kuomnda, [IxkeitmMca DHCOpa 1 HEKOTOPBIX IPYTUX.
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Introduction Ghent (1748), Lieége (1775), etc. Each of them had its own analogue of

The present article is aimed at demonstrating the importance of
a simultaneous study of symbolist visual art and musical practice. The two
were often inextricably intertwined. At times, musical practice appeared
to be the main catalyst for the creative searches of the masters who
attributed themselves to the independent artistic groups of the 1880s and
1890s. Achieving the research goal is possible only with the application
of the contextual approach that can highlight the complex ways of
convergence of the designated creative practices. The article examines
several factors characterizing the specifics of the Belgian visual and
musical culture at the turn of the century. First of all, it specifies the role
of the individual in the development and dissemination of the current
pan-European musical tradition in the artistic environment of Belgium. In
the centre of attention is the figure of Octave Maus, permanent secretary
of the independent art society Les XX and organizer of the salons La Libre
Esthétique (The Free Aesthetics), music lover and passionate Wagnerian,
who, along with Maurice Kufferat and Guillaume Gide, put in considerable
effort to maintain and spread the interest of the Belgian and, more broadly,
the European audience in the musical heritage of the Bayreuth genius.
Special attention is paid to the peculiarities of the organization of musical
events and identifying their role in the life of independent art societies of
Belgium. In this work we propose a periodization of the musical practice
of Les XX and La Libre Esthétique, which, as will be shown, was directly
dependent on the personal preferences and friendly contacts of Octave
Maus. Particular attention is paid to the role of music in the lives of
the prominent representatives of Belgian fine art. Not only does the article
analyse individual paintings, but it also demonstrates the high level of
integration of artists into the musical life of Brussels.

The specifics of the organization of the artistic and musical life of
Belgium in the second half of the 19*" — early 20" century

Even before gaining political independence, Belgium was distinguished by
the exceptional diversity and richness of its artistic life. There successfully
coexisted numerous institutions providing intense artistic training,
e.g. Arts Academies in Antwerp (1663), Brussels (1711), Bruges (1717),

the Paris Salon and on a regular basis held academic exhibitions, in which
promising students could participate alongside with academicians. In 1814,
the Belgian Salon started to take place in Ghent, Brussels, and Antwerp
alternately. This contributed to stronger competition, increased quality of
the exhibited works and the establishment of a steady stylistic pluralism,
which in the second half of the 19™ century became one of the distinctive
features of Belgian artistic culture.

Like in most European countries, by the end of the 1860s, in Belgium
there appeared certain preconditions for the emergence of artistic
communities outside conventional academic structures. Thus, in 1868,
the Free Society of Fine Arts (La Société Libre des Beaux-Arts, 1868—
1876) was founded; its representatives mainly followed the realistic
trend. The mid-1870s were marked by the appearance of the following
associations: The Cocoon (La Chrysalide, 1875-1881), The Rise (L’Essor,
1876-1891), and the Union of Arts (L'Union des Arts, 1876-1885).

However, the most significant platform for the development of
Belgian independent fine art was the Les XX group (1884-1893),
the establishment and development of which was largely the result of
the activity of Octave Maus. Having taken the position of executive
secretary, he was responsible for the preparation of the annual February
Salon, corresponded with regular and invited members of the society, was
in charge of the safe-keeping and integrity, packaging and hanging of
the works sent for exhibiting, looked for new names, prepared catalogues
and advertising, participated in negotiations with exhibition venues,
etc. After the voluntary dissolution of Les XX and its reorganization as
La Libre Esthétique (1894-1914), Octave Maus took charge again and
continued to put in considerable effort to develop national Belgian fine
arts and preserve the results of the fruitful international artistic exchange
of the 1880s — early 1890s.

The creative work of the members of Les XX and subsequently of
La Libre Esthétique was not distinguished by stylistic unity. Among
them were prominent representatives of the symbolist movement,
as well as supporters of the fading realism and impressionism. After
the performance of Georges Seurat and Paul Signac at the 1887 salon of
Les XX, the permanent members of the society formed a bloc of adherents
of the neo-impressionist method.
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Among the independent artistic communities of the late 1890s, we
should also mention Pour Lart (In the Name of Art, 1892-1939) modelled on
the Parisian Salon of the Rose+Croix of Joséphin Péladan. It was organized
by Jean Delville, a symbolist artist who brought together those who shared
Péladan’s aesthetics of idealistic art. On November 12, 1892, the first
exhibition of Pour Lart featured the works by A. Ciamberlani, E. Fabry,
A.Hannotiau, as well as those by representatives of European symbolism
whose works had been exhibited several months earlier in the gallery of
Paul Durand-Ruel at the salon of the Rose+Croix: M. Chabas, A. Séon,
C. Schwabe and some others. Internal disagreements soon led to a crisis,
in an attempt to overcome which, in 1896, Delville founded Salon d’Art
Idéaliste (The Salon of Idealist Art, 1896-1898).

No matter how diverse and numerous the independent art communities
of the second half of the 19" — early 20 centuries were, their public demand,
sustainability and viability were determined by a number of organizational
features inherent specifically in Belgian culture. The activity of independent
art groups in Belgium went far beyond the joint performances of like-minded
artists and took on a broad educational mission. Salons of independent art
served as a meeting place for the European intellectual elite. They were
a cultural space for public lectures on a wide variety of topics. Additionally,
they played an important role in the reformatting of the publishing
industry in the second half of the 19" century. Moreover, exhibitions of
independent art associations almost always turned into concert and music
events featured by the outstanding performers of the time, and the musical
program impressed listeners with experimental diversity.

The increased public interest in the events organized by independent
art associations can be explained by the rich cultural life of Brussels, which
in the second half of the 19* century became one of the musical capitals
of Western Europe.

Success in the field of musical culture was largely due to official
patronage of the king [Canning, 1992, p. 39] who spared no expense in
developing the musical culture of Belgium. The scope of the state support
is especially visible when considering the history of the reconstruction
and development of the La Monnaie opera house.

Gas lighting had been installed at La Monnaie as early as the 1820s,
but on January 21, 1855, the building suffered a major fire. The project
for the new modern opera was made by Joseph Poelaert in his traditional

Klyushina Elena V.

251

Music in Belgian Fine Arts at the Turn of the 19" and 20™ Centuries

style. The building had a cast-iron frame which allowed for the increased
height and four storeys with boxes. La Monnaie was revived in the 1860s,
and with the outbreak of the Franco-Prussian War, it became an important
centre for the dissemination of German music. The opera house attracted
the Parisian audience eager to enjoy the music of R. Wagner, who was
taboo in France. With the premieres of Lohengrin in 1870 and Tannhduser
in 1873, the spirit of Wagnerism reigned in La Monnaie and strengthened
even more with the first performance of Tetralogy in the German language
on the stage of the opera house in 1882.

The fascination with Wagner in Brussels was truly widespread. An
ardent admirer of his creative work was Leopold I, who, as legend has it,
even on his deathbed forced his pianist Alexis Ernel to perform fragments
of Lohengrin, The Flying Dutchman and Tannhduser [Crapanne].

The new Wagner productions at La Monnaie received enthusiastic
reviews in the Brussels press. On a regular basis, the magazine LArt Moderne
published articles that provided detailed descriptions of the Bayreuth
festivals and analysed world events associated with the composer. On
January 4, 1891, L’Art Moderne published a text that should be seen as
a declaration of Wagnerianism of Octave Maus himself, as well as most
representatives of Belgian culture at the turn of the century. In that
publication, Maus censured the music of the past, criticised contemporary
composers for their inability to reach the level of the Bayreuth genius, and
discussed the tasks that modern listeners and composers should set for
themselves. He ultimately postulated: “We want new scores in the form
of drama, not opera. We demand that they be polyphonic, vivid, and
richly orchestrated; we want music and action to be so closely connected,
so completely fused with each other, that they could not be separated”
[Maus, 1891, p. 6].

There were many admirers of Wagner among the Belgian symbolist
artists. Of particular interest is Henry de Groux, who, having forcedly left Les
XX [Klyushina, 2016, p. 125], following the example of Henri Fantin-Latour,
set about creating a cycle of paintings and graphic works on Wagner’s epic
[Henry de Groux, 1992]. De Groux’s fascination with Wagner was so deep
that, despite not being personally acquainted with him, he modelled his
appearance and behaviour after the German composer.

Another devoted admirer of Wagner was Jean Delville. He confessed
his admiration for the composer’s work in a letter of November 1895
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addressed to Charles Buls, who was then the mayor of Brussels: “The
appearance of a spiritual genius like Wagner, and that of another one still
not understood — Péladan — is the undeniable symptom of a spiritual
renaissance. The 19% century will not be the century of Zola, but that of
the idealist Wagner!” [Laoureux, 2014, p. 48]. Among Delville’s work, there
is a range of paintings and graphic works inspired by Wagner. Suffice it to
recall the work Tristan and Isolde (1887, Royal Museums of Fine Arts of
Belgium, Brussels) which testifies to the master’s search for iconology where
the musical reference would be linked to the expression of light exciting
spiritual ecstasy; Parsifal (1890, Royal Library of Belgium, Brussels) and
other works united by Wagnerian iconography [Westcott, 1990, pp. 5-14].

The La Monnaie opera house is associated with the later work of
Fernand Khnopff. In 1900-1914, he was employed in creating sets and
costumes for numerous productions, Wagner’s Parsifal (1914) included.
The costume sketches he created continued the trend towards the revival
of neoclassical searches of the early 20% century and had little correlation
with Khnopff’s distinctive style of the 1880s and 1890s. Another artist to
collaborate with La Monnaie was Emile Fabry. In the early 20™ century,
he created a series of monumental decorative panels for the design of
the main staircase of the opera house. Their plot and thematic diversity
were determined by the master’s immersion in the ancient philosophical
thought, the ideas of F. Nietzsche, particularly from the treatise The Birth
of Tragedy from the Spirit of Music (1872), and the epic legacy of Wagner
[Guisset, 2000, p. 142].

The public enthusiasm for Wagner’s productions at the Royal Opera
House in Brussels was satirically interpreted in Georges Lemmen’s painting
The Twilight of the Gods at La Monnaie (1903, Museum of Modern Art,
Ostend). Lemmen depicts the action on stage from a sharp, high angle,
imitating the view from the back rows of the gallery. The footlights are
on the actors who appear to be playing a scene from the second act,
when Briinnhilde, seeking revenge, reveals Siegfried’s vulnerable spot
to Hagen. The bright lighting turns the figures into life-size cardboard
puppets, hardly capable of expressing the passionate impulse of Wagner’s
characters. Nevertheless, the dark silhouettes of the audience members
show that house is full. Everything seems to have frozen. Only the twisted
hands of the conductor, raised above the glowing music stand, fly up to
mark the orchestra’s entrance the next second.
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Francois-Auguste Gevaert combined financial support and successful
management of the conservatory with a policy of inviting world-class
musicians to Belgium to teach and give regular solo concerts in Brussels.
The conservatory had a special bureau which, since 1865, annually
held popular classical music concerts many famous foreign musicians
participated in [Tompakova, 2003, pp. 8—9]. R. Strauss, E. Grieg, A. Nikisch,
F. Weingartner, and N. Rimsky-Korsakov performed as conductors.

However, up until the beginning of the 20™ century, the concert society
organized at the conservatory on Gevaert’s initiative did not have a venue
that would meet its needs. The lack of comfortable and modern concert
halls was a rather serious obstacle many Belgian musicians complained
about. For instance, in an open letter of May 3, 1903 in the L’Art Moderne
magazine, Eugéne Ysaye wrote caustically: “Are you sure, my friend, that
the Belgians see in music something more than a pleasant way to kill
time? The question I pose concerns residents of the capital which does
not even have a concert hall!” [Ysaye, 1903, p. 164].

The problem indicated by Ysaye would partly be compensated, on
the one hand, by the widespread practice of organizing house concerts
in Belgium, and on the other, by the concert and educational activity of
two independent artistic groups, Les XX and La Libre Esthétique, which
would play a truly pivotal role in the development of pan-European
musical culture.

Octave Maus and his role in the transformation of Belgian musical
culture at the turn of the century

In the last quarter of the 19 century, Octave Maus (1856-1919) was well-
known both in the artistic and in the musical circles of Brussels. In 1881,
together with Edmond Picard, he founded the most important literary
and artistic magazine in Belgium, L’Art Moderne, in which he was an art
and music critic.

In 1883, Maus supported young artists who decided to form an
independent association called Les XX, and became its secretary. As noted
earlier, he took responsibility for solving a variety of administrative tasks.
It was to Maus that the members of Les XX owed the annual salon, which
worked like a well-oiled machine and attracted the whole constellation of
great international names. It traditionally opened in early February and
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successfully functioned as an artistic, musical, lecture and educational
venue for a month.

However, researchers do not always evaluate the role of Maus
unambiguously. Susan Canning, for example, accuses Maus of collaborating
with the authorities, arbitrary use of censorship, biased attitude towards
individual members of the group, and the deliberate dissolution of Les
XX for the sake of personal ambitions and financial gain [Canning,
1992, pp. 38-39]. S. Canning’s ambiguous characteristics of Octave
Maus does not go in line with what we find in the monograph by Albert
Vander Linden on Maus’s contribution to the musical life of Belgium.
Vander Linden provides numerous quotes from memoirs and obituaries
on the death of Octave Maus in 1919 [Vander Linden, 1950, pp. 12-14].
There are no grounds to suspect the researcher of bias and to claim that
he deliberately selected quotes to flatter Maus. They just convince us
of the fact that the fundamental role that purposeful and tireless Maus
played in the development of Belgian culture at the turn of the century
was recognition by his contemporaries.

The influence of Maus in Belgium was overwhelming. His role was
not limited to conducting the artistic sphere of Brussels by means of
performing administrative and secretarial work. Octave Maus was literally
omnipresent. Vander Linden lists the honorary titles of the practicing
lawyer, patron of the arts and musician: President of the Association of
Belgian Writers, President of the Union of Belgian Periodical Press, Knight
of the Order of Leopold, Officer of the Order of the Crown, etc. [Vander
Linden, 1950, p. 12].

When the Charter of Les XX was approved in October 1883, it was
unanimously decided that Octave Maus would be in charge of organizing
concert activity of the association [Maus, 1980, p. 18]. Over the following
thirty years of Les XX and La Libre Esthétique, it was he who organized
musical events every February, with the exception of 1885, 1898, 1899
and 1900.

The concert repertoire of Les XX and La Libre Esthétique was varied.
Despite the fact that Maus was a staunch Wagnerian and generally had
a keen interest in the German musical tradition, his personal tastes did
not impede organizing the first Belgian concert dedicated to the work of
the young C. Debussy at La Libre Esthétique in 1894. The deep affection
that Maus had for Vincent d’Indy and the Schola Cantorum de Paris did not
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get in the way with appreciating M. Ravel or, in later years, with growing
fond of the music of I. Stravinsky [Vander Linden, 1950, p. 8]. What stands
out in the program of the February concerts is the large number of musical
pieces performed for the first time. According to Vander Linden, new works
accounted for over 90% of the total music performed [Vander Linden, 1950,
p. 25]. This proves the truly innovative nature of the events.

Based on an analysis of the concert programs of Les XX and La Libre
Esthétique, it is possible to give a conditional periodization of the musical
life of the two most important artistic associations of the Fin de Siéecle
era.

The first period (1884-1888) was characterized by the absence of
a coherent program of musical events. It was largely based on the personal
musical preferences of the organizers of the Les XX exhibitions, as well
as on the tastes of the invited musicians. Madeleine Maus described
the first musical event organized by Les XX in 1884 as follows: “[The
first evening. — E.K.] featured the Instrumental Union of Gustave Kéfer,
a recently created small orchestra; another chamber music session was
conducted by the violinist Emile Agniez and the great pianist Arthur De
Greef. Schubert, Mendelssohn, some Belgian works” [Maus, 1980, p. 28].
The concert program objectively did not correspond to the innovative
artistic image of the salon. Musical conservatism, and at times blatant
amateurism, stood in stark contrast to the presented pictorial and graphic
works by J. Whistler, J.S. Sargent, M. Liebermann and others.

In 1886, at La Monnaie, the secretary of Les XX met Vincent d’Indy,
student of César Franck, and they quickly became friendly. Madeleine
Maus notes in her memoirs that the acquaintance was fateful for both
of them: “From the first letters about concerts (the correspondence soon
became daily) we notice a remarkable similarity of views <...> In both
of them there is the same method and the same punctuality. The same
persistence, the same sense of reality, the same psychological insight
that enables them to expect nothing from some people and everything
from others; the same elegance in dealing with officials, the same
natural politeness, the same optimism and cheerful mind. And above all,
the same enthusiasm, the same devotion, the same zeal for the service of
art. I say ,the service of art“ meaning first and foremost Vincent d’Indy
as an organizer: for him, performing his own works is secondary, if not
tertiary. His letters testify to the major and sincere purpose of his — to
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introduce the audience of Les XX to the works by Fauré, Chausson and
others” [Maus, 1980, p. 74-75].

By 1888, music had become an integral and equally important part of
the artistic life of Les XX. If in the first years (namely in 1884, 1886 and 1887)
musical events were held without prior discussion and thorough preparation
of the program, and the works varied depending on the performers’
preferences, in 1888 the approach to organizing changed drastically, and
preparations became consistent and meticulous. Such a transformation
of the attitude to concert and musical practice became possible due to
the engagement of professional musicians. In 1888, Maus invited Vincent
d’Indy to perform this difficult task. In 1893, he was replaced by Eugene
Ysaye, and in 1901, the organization of musical events was entirely taken
over by Maus himself.

In this regard, the correspondence between Maus and Vincent d’Indy
of January 1888 is particularly representative. Vincent d’Indy’s letters
came in Brussels almost daily. On January 16, the composer provided
a detailed and well-argued draft of the future program [Maus, 1980,
p. 78-79]. It follows from the letter that Vincent d’Indy had familiarized
himself with the concert schedule of potential performers in advance,
had preliminarily agreed on the sequence of the pieces to be performed,
etc. The letter of January 26 clarified the program and gave its estimated
time: 1 hour 55 minutes for the first part, and 1 hour 45 minutes for
the second. On January 28,29 and 31, the program underwent final approval
[Programme, AACB 79631, 1888]. The letters prove that Maus completely
trusted Vincent d’Indy and gave him carte blanche. In the following
years, their correspondence retained the tone of 1888: Vincent d’Indy
set the musical agenda, and Octave Maus made minor corrections to it
as he thought proper.

The duties performed by Vincent d’Indy were very similar to those of
Théo Van Rysselberghe. Always in search of new names, relevant plastic
language, and current artistic trends, Van Rysselberghe, in essence, acted as
an agent, regularly sending letters from different parts of Europe to Maus
with detailed reports on the latest artistic events. From correspondence
it follows that the paintings and graphics of H. de Toulouse-Lautrec,
A. Guillaumin, J.-L. Forain, G. Caillebotte, A. Sisley, and A. Dubois-Pillet
appeared in the exhibition halls of Les XX owing to Van Rysselberghe
[Lettre, AACB 6330, 1887; Lettre, AACB 6331, 1887].
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Vincent d’Indy on his own accord performed similar tasks, thought,
not always as successfully as Van Rysselberghe, as he gave preference to
musical representatives of the school of César Franck, which he himself
came from, as well as to those whose works appealed to him personally —
G. Fauré, C. Debussy, A. Roussel, P. Dukas, P. de Bréville and E. Chausson.
Maus did not particularly object to such a choice, since he was also friends
with the composers proposed by Vincent d’Indy: Gabriel Fauré was a regular
visitor to Maus’s house; Breville and Chausson were his friends.

In 1893, Vincent d’Indy was taken over by Eugene Ysaye, whose
name as concert director would appear on the programs for the Brussels
musical evenings for the following nine years. From that moment on,
the vector of Les XX and subsequently La Libre Esthétique turned towards
the performance and promotion of Belgian music. The national tradition
was presented to listeners in combination with works by Russian, Spanish,
and German composers.

In the mid-1890s, La Libre Esthétique introduced the practice of holding
musical and educational events in the form of a conversation concert.
Among the most significant events of the kind, we should highlight Musical
Psychology (Henri Maubel, 1895), Poems Set to Music (Tristan Klingsor,
1900), Instrumental Suite (Vincent d’Indy, 1903), Humour in Music (Octave
Maus, 1903), and Modern Musical Evolution (Louis Laloy, 1904).

Music in the life and creative work of individual representatives of
Belgian art at the turn of the 19" and 20" centuries

The lack of convenient concert venues in Brussels played a positive
role in the development of the culture of house concerts, which became
a common practice in the artistic environment as well. Musical evenings
held in the house of the artist Anna Boch on Mondays attracted much
public attention. Apart from being written about in the diary entries and
letters of the members of La Libre Esthétique, they were also discussed
in the press. Anna Boch’s new mansion was located in the creative part
of the Ixelles district, on the corner of Chausée de Vleurgat and Rue de
I’Abbaye. Zoum Walter recalled: “This Rue de ’Abbaye is a village of artists
who diligently visit each other. On summer days musical excerpts come
through open windows and cross the gardens. Cello by a conservatory
professor, violin and piano by Eugéne Ysaie, organ music from rehearsals at
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Anna Boch’s, Wagnerian chords by my musical aunt Julie” [Bauer, Paredis,
2023, p. 196].

From her very early age, Anna Boch (1848-1936) demonstrated
a great musical talent. She mastered the piano and the organ, later she
practiced during Sunday mass. As an adult, she studied the viola. Anna
was so passionate about performing music that she seriously considered
giving up painting. She wrote: “Many a time have I thrown away my
brushes, swearing to myself never to pick them up again. I would sit down
at the piano in a rage — a beautiful rage! A magnificent rage! And soon
some delightful tune would return to my peaceful soul sweet anticipation
of the coming aspirations” [Bauer, Paredis, 2023, p. 194].

Anna Boch gave concerts in Brussels and La Louviére, and supported
young performers [Thomas, 2023, p. 17]. Her parents’ house was a haven
for Belgian musical talent [Caspers, 2023, p. 111], and so were her Brussels
mansions. First, the one in Avenue de 1a Toison d’Or (1895), then the other
one in Rue de I’Abbaye (1903) became the centre of the musical life of
the capital [Bauer, Paredis, 2023, p. 194]. The artist herself regularly played
together with Belgium’s most famous musicians — violinist Emile Agniez,
and cellist and teacher Edouard Jacobs. Eugéne Ysaye belonged to her
circle of friends and regular participants in her house concerts. On March
18, 1911, together they performed Mozart’s violin concerto in Ep major
[Bauer, Paredis, 2023, p. 194].

The names of participants in the musical evenings at Anna Boch’s
can be found in the guest book. Among them were the Ysaye brothers,
the Zimmer String Quartet, the pianists G. Kéfer, A. De Greef and
D. Mitropoulos, the composers F.-A. Gevaert, V. d’Indy and G. Fauré. In
1906, in the article in LArt Moderne dedicated to Gabriel Fauré, Octave
Maus mentioned the “lovely performance” [Maus, 1906, p. 91] of Fauré’s
Requiem, given at Anna Boch’s in the presence of the maestro himself.
Fauré expressed his admiration in a letter to his wife on 26 March 1906:
“We bathed in it, it sounded so precise, so perfectly performed. It touched
me to the depths of my soul... The mansion is well-adapted for music,
has a large organ; the audience is interested and enthusiastic” [Bauer,
Paredis, 2023, p. 199].

Within a walking distance from the mansion of Anna Boch, building 59
in the same street Rue de ’Abbaye was the house of Constantin Meunier.
Even though his name is primarily associated with the poeticization
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of the life of the underclass and the search for a new iconography of
factory workers, Charleroi miners, and Antwerp stevedores, it must be
acknowledged that he made a remarkable contribution to the musical
life of Belgium.

Constantin Meunier was deeply integrated into contemporary musical
culture, which was facilitated by his wife, a music teacher from France
[Nikityuk, 1974, p. 24]. In the 1870s and 1880s, Meunier maintained friendly
contacts with the director of La Monnaie. He was also on good terms with
the leading representatives of the European music who visited Brussels. In
the 1880s, responding to the Belgians’ fascination with Wagner, Meunier
organized several thematic concerts in his studio. In particular, on March
16, 1886, with the support of the World Wagner Society, The Valkyrie,
Act 1, and The Twilight of the Gods, Scene II, were performed. Reflecting
on the role of Wagner in Meunier’s creative life, Roland Van der Hoeven
notes sarcastically: “In those years, the Valkyries and Andalusian cigar
makers outlined Constantin Meunier’s creative horizon, probably reflecting
the Bizet-Wagner aesthetic debate that agitated the European opera world”
[Van der Hoeven, 2021, p. 57]. ‘Andalusian cigar makers’ refers to Meunier’s
cycle of paintings created in Seville, the most famous of which is Tobacco
Factory, Seville (1883, Royal Museums of Fine Arts of Belgium, Brussels).
However, no matter how attractive such a formulation of the problem may
seem, it is unlikely that one should see the Spanish themes of Meunier’s
works of the 1880s as a pictorial embodiment of the Wagner-Bizet musical
antinomy.

In the studio of the music lover Constantin Meunier, music could
be played right during the posing sessions. Describing the impression
that the performing skills of Eugene Ysaie left on his contemporaries,
Lev Ginzburg cites the words of one of the biographers of Ysaye who
claimed that while working on a bas-relief depicting the violinist,
Meunier asked him to prelude to the themes of the Sonata in A major
for Violin and Piano by César Franck [Ginzburg, 1959, pp. 38-39]. This
chamber work in itself was already an event for Belgian music. It was
known to have been created by the French composer for the young
colleague from Liege and sent to Ysaye in Arlon to be performed with
the pianist Marie Bordes-Péne before the assembled audience on the day
of Ysaye’s marriage to Louise Bourdau in September 1886. Two years later,
the Sonata in A major was solemnly performed at a concert in the salon
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of Les XX. Madeleine Maus described the impressions of what she had
heard: “But then something happened that no one could have predicted
and that remained unforgettable. During the performance of the sonata,
winter twilight quickly fell. The lights in the halls of the museum were
not turned on. Soon everyone plunged into complete darkness. Ysaye
and Madame Bordes continued to play from memory; and it was in
such a mystical atmosphere that on February 7, 1888, Franck’s sonata
premiered in Brussels at Les XX” [Maus, 1980, p. 77].

Returning to Constantin Meunier, it should be noted that the episode
retold by L. Ginzburg is apparently connected with the history of the creation
of the bas-relief shoulder-length portrait of Eugéne Ysaye dated 1901 and
currently kept in the collection of the Royal Museums of Fine Arts of
Belgium in Brussels. The stable compositional and spatial solution of
the model presented in profile contrasts with the expressive molding of
the form, as well as the fractional, nervous lines of the violinist’s tousled
hair and his musical instrument, seemingly miniature.

Music was regularly played at the Villa Bloemenwerf of Henry van de
Velde. This is evidenced by numerous photographs, some of which were
used in the design of the Album of Modern Women’s Clothing Executed
According to Artistic Designs (1900, Royal Library of Belgium, Brussels).
In one of them we see Maria Sethe, the architect’s wife, standing with her
back to a Bliithner piano, which occupies the central place in the living
room on the ground floor. On the music stand there is the music text
of Debussy’s La Damoiselle Elue, nearby is the transcription of Wagner.
The wall in the background is decorated with a portrait of Madame van
de Velde painted by Théo Van Rysselberghe, Maria Séthe at the Harmonium
(1891, Royal Museum of Fine Arts, Antwerp).

This painting, according to recent studies, determined the entire
architectural composition and colour scheme of the Villa Bloemenwerf
[Van Loo, 2018, p. 43]. However, it is not only Belgian architecture of the Art
Nouveau where it played a significant role. It was a benchmark work of
national Belgian neo-impressionism, which by the early 1890s had acquired
genre independence from the French model. Largely thanks to Théo Van
Rysselberghe, the technique of pointillism was adapted in a particular
manner to the needs of portrait painting and lost the ideological basis
that was formulated by G. Seurat based on the theories of M. E. Chevreul,
Ch. Blanc and O. Rood.
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The profile portrait of Maria Van de Velde at the harmonium is part of
a pictorial suite the models for which were the Sethe sisters — Alice, Maria
and Irma, daughters of a major industrialist Gérard Sethe. All the three were
musically gifted and enjoyed success in private and public concerts.

The portrait of Alice Séthe (1888, Musée départemental Maurice Denis,
Saint-Germain-en-Laye) was created by Théo Van Rysselberghe in 1888.
According to Jane Block, it was not just the master’s first neo-impressionist
work, but also the one in which he declared himself as a portraitist [Block,
2007, p. 188]. Alice Sethe is portrayed full-length, wearing a white dress
that takes on a bluish-violet hue in the light of the fading day. She leans
shyly on the marble surface of the table, the rich decoration of the baroque
legs and frame of which echoes the decorative pattern of the carpet at
her feet. The space of the portrait is expanded by the use of a mirror,
the reflection in which problematizes the space and poses the same
questions to the viewer as Edouard Manet’s A Bar at the Folies Bergeére
(1882, Courtauld Institute of Art, London).

In 1894, to the two earlier works Théo Van Rysselberghe added
the portrait of Irma, the most outstanding musician of the Séthe sisters.
She began to learn to play the violin at the age of five. Being nine, she
started lessons with August Wilhelmj, who prepared her for the Royal
Conservatory of Brussels, where she joined the class of Eugene Ysaye at
the age of fourteen. From that moment on, her career developed rapidly.
At the age of fifteen, she already gave concerts with Ysaje at St. James
Hall in London. Up until the World War I, Irma Sethe was one of the most
famous violinists in Western Europe.

In 1894, when Irma Séthe considered her musical education complete
and began her independent musical career, Théo Van Rysselberghe
completed his pictorial suite depicting the Sethe family, adding the portrait
of the younger sister (1894, Musée du Petit Palais, Geneva). Irma is depicted
full-length, and her figure occupies almost the entire space of the canvas.
The bow is raised above the violin and seems about to strike the strings.
Irma’s gaze is directed sharply to the right, where, beyond the picture
space, a music stand with the music text might be put. The soft pink
dress hints at the youth of the performer, while her confident posture
conveys experience and professional courage. In the background, one can
see the half-hidden figure of a listener, probably Maria Sethe [Leonard,
2017, p. 57].
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For obvious reasons, Irma Sethe regularly became a model for various
works of art. The sculptor Paul Du Bois, married to Alice Séthe, appealed to
her image several times. In the small sculpture The Violinist (1889, Royal
Conservatory, Brussels) he depicted her as a child prodigy. The appearance,
silhouette and hairstyle suggest that the sculptor probably followed
not so much natural impressions as a photograph by Adolphe Hamesse
(undated, Royal Library of Belgium, Brussels). In 1890, Du Bois again
turned to the image of Irma, creating an expressive shoulder-length bust
(Bronze Bust of a Girl, Presumed to be a Portrait of [rma Séthe, 1890, Royal
Library of Belgium, Brussels). There is no trace left of the girl, instead,
one sees a beautiful young lady with her hair loosely tied up and a side
fringe. The collar of the concert dress, as if swinging in the wind, adds
charm to the image.

Music was constantly heard in the Khnopff household. Georges Khnopff,
brother of the artist Fernand Khnopff, even tried his hand at the professional
stage. He was known in Brussels as a musician, conductor, and pianist. It
was rumoured that he had taken lessons from Franz Liszt and, through
Franz Servais, was acquainted with Wagner himself. Nevertheless, the star
of Georges Khnopff was never able to take its rightful place in the Belgian
musical firmament. In 1894, together with Servais and Strauss, he organized
the Association of New Concerts in Brussels, traces of which have not
survived to this day. In 1899, he left Brussels to engage in translating
Wagner’s letters in Munich. [Van der Hoeven, 2021, p. 59-60].

Fernand Khnopff was friendly with many musicians. This is evidenced
by a number of works from the 1880s — the pastel Portrait of the Violinist
Achille Lerminiaux (1885, Van Gogh Museum, Amsterdam), the Portrait
of Gustave Kéfer at the Piano (1885, location unknown), and the most
significant and famous (even notorious) work on the theme of music
representation, Listening to Schumann (1883, Royal Museums of Fine Arts
of Belgium, Brussels).

In the centre of the composition, Fernand Khnopff placed a profile
image of his mother, who, sitting in an armchair and covering her face with
her hand, is intently listening to the music being born under the fingers
of her sister Marguerite, whose right hand, raised above the keys of
the piano, is visible in the upper left corner of the painting. The diagonal
juxtaposition of the two female figures is complemented by a complex
rhythm of verticals and horizontals, which seem to relay the musical
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richness of Schumann’s works. In the centre of the viewer’s attention
is the pictorial demonstration of the practice of thoughtful, intellectual
listening, which had become the norm in European bourgeois society not
long before [Johnson, 1995, p. 92-95]. Comparing Listening to Schumann by
Fernand Khnopff and the Portrait of Irma Séthe by Théo Van Rysselberghe,
Anne Leonard notes that each painting is extreme to a sense, “showing
the dependence of one activity on the other [music-making on listening
and vice versa. — E.K.]” [Leonard, 2017, p. 57].

In 1886, the painting Listening to Schumann was at the centre of
a scandal when James Ensor, after carefully examining Fernand Khnopff’s
work, accused him of plagiarism. It seemed obvious to Ensor that Khnopff,
his classmate at the Academy of Arts and comrade in Les XX, had borrowed
the idea for his painting in Ensor’s work At Miss’s, which is now known as
Russian Music (1881, Royal Museums of Fine Arts of Belgium, Brussels).
Indeed, it was a well-known work, which James Ensor had exhibited
multiple times at various venues: at the Brussels Salon of 1881, the Paris
Salon of 1882, and at the Ghent Exhibition in 1883.

The paintings are definitely similar in terms of subject and theme,
but there is no plagiarism to be seen. In working on his canvas, James
Ensor presumably relied on the iconography of music-making of the 17®
century. The painting reflects the master’s familiarity with music lessons
and concerts of Gabriel Metsu, Gerard ter Borch, and Jan Vermeer. Ensor
placed the main character at the piano with her back to the viewer. Until
recently, it was believed that the model for the girl at the instrument
was the artist’s sister Mitche. However, today researchers are inclined
to believe that the image was painted by Ensor from Anna Boch [Ensor
& Brussels, 2024, p. 82]. If this assumption is correct, it can explain
the reasons why in 1886 she decided to replenish her personal art
collection with Russian Music. By doing this, Boch supported her friend
and colleague and demonstrated whose side she took in the scandalous
dispute with Fernand Khnopff. On the music stand, music sheets are
seen, which the performer, apparently, is reading at sight. Behind her,
James Ensor placed his friend Alfred William Finch, who is fascinated
not so much by the music as by the view from the window. Ensor is
less concerned with the representation of home music-making and
thoughtful, intellectual listening. The emphasis is shifted to a realistic
demonstration of the everyday bourgeois situation, in which people’s



XypnoxxecTtBeHHas kynstypa N2 12025 264

Conclusion

personal relationships are forced to be placed above the creative activity
they are engaged in.

Among the works by James Ensor there are relatively few that are united
by musical iconography. However, this should not be considered evidence
of Ensor’s lack of interest in the musical life of his country. It is known
that, like Anna Boch or Octave Maus, he was a great admirer of Wagner
[Draguet, 1999, p. 209]. Sketches made by the master during the listening
of The Valkyrie at La Monnaie in January 1883 have been preserved and are
kept at the Royal Museum of Fine Arts of Antwerp. Moreover, James Ensor
was a man of exceptional musical talent. At a very early age, he learned to
play the piano. Without knowing musical notation and never practicing
piano technique, he played music by ear [Wangermee, 1999, p. 221]. As
an adult, Ensor mastered the flute. Visual confirmation of this can be
found in a photograph of the artist depicted sitting on a chimney of one
of the roofs of Ostend and playing the flute (1881, private collection).

At the beginning of the 20t century, after James Ensor’s artistic career
had already come to an end, he devoted himself to composing music. In 1906,
he began creating a six-act ballet The Song of Love (La Gamme d’amour).
In the margins of the score, the artist left expressive marginalia similar
to those on the sheet music for a lullaby (1906, Royal Library of Belgium,
Brussels). Being self-taught, Ensor could not rely solely on himself, so he
sought the help of his friends — Aimé Mouquet, director of the Conservatory
in Ostend, and Michel Brusselmans. In 1924, The Song of Love was presented
to the audience at the Royal Flemish Opera in Antwerp.

The artistic and the musical life of Belgium at the turn of the 19* and
20t centuries is inextricably connected. The activity of non-institutional
creative associations aimed at the experimental search for new forms
and meanings is in line with the reforms which at that time were taking
place in the field of musical art. The country’s financial prosperity,
which was due to a number of external and internal political reasons,
contributed to the renewal of theatre venues, the promotion of new names,
the replenishment of private collections with works of contemporary fine
arts, etc. People like Octave Maus came forward, capable of accumulating
the necessary forces and turning traditional exhibition spaces into creative
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laboratories, where Henri van de Velde and Eugene Ysaije, Gabriel Fauré and
Théo Van Rysselberghe, Vincent d’Indy and Constantin Meunier worked
shoulder to shoulder. Perhaps it was while listening to music performed by
Gustave Kéfer that Khnopff confirmed his resolve to follow the principles
of musical harmony in painting. Or Ensor might have come up with
the necessary ‘orchestration’ for his Shrovetide masquerade in Christ’s
Entry into Brussels in 1889 (1888, J. Paul Getty Museum, Los Angeles) at
one of Anna Boch’s house concerts.

The conducted study shows that the musical and the artistic life of
Belgium at the turn of the century must be considered together. Otherwise,
James Ensor’s Russian Music, Khnopff’s Listening to Schumann, Théo Van
Rysselberghe’s portraits of the Séthe sisters, as well as many other works
united by musical iconography, will may their complex tonal and semantic
transitions and a significant component of the author’s narrative.
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