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THE INFLUENCE OF THE CONVERTER SYSTEM
ON THE CONTEMPORARY ACCORDION
PERFORMANCE

Abstract. In the second half of the XX century the accordion
experienced significant changes that would change the instruments
destiny, its practice, sound range and potential. One of these
changes was the creation of a converter system that opened doors
to performance on this instrument, such as: hands independence,
polyphony realization, new compositions, technical and artistic
development of the performer s skills.

In addition to highlighting the mechanisms and aspects related
to the performance of the converter system, the study discusses some
techniques common in modern accordion compositions (clusters,
glissando, ricochets, vibrato, portamento, percussion effects, etc.) and
ways of their notation, identifies benefits and limitations of performing
different types of articulation and sound effects on the instrument.

It is concluded that the use of the converter system in the
accordion has expanded the range of possibilities of the instrument
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and made its study much more interesting for performers,
composers and listeners, fruitful collaboration with outstanding
masters (Sofia Gubaidulina, Edison Denisov, Franco Donatoni,
Luciano Berio, Magnus Lindberg, Mauricio Kagel, Toshio Hosokawa,
Salvatore Sciarrino, Christopher Bochmann and others) led to the
cultural rise of the instrument. Finally, the inclusion of the accordion
with a converter system in the programs of chamber and symphony
concerts has accelerated the process of introducing the accordion
into classical music.

Key words: Accordion, Converter System, Performance,
Contemporary Music.

“Since the 1950s the pioneers of classical accordion understood
that — in order to be recognized by the contemporary music

world — they had to rise awareness on the instrumental unexplored
potential, and — at the same time — accordion education had

to measure up to the expected musical development.”

Claudio Jacomucci

1. Converter System — Introduction

The Converter System is a system applied to the bass mechanism,
activated through a switch or register that allows the transformation
of the previously established keyboard into predefined chords for
single notes arranged in the same way as the right-hand keyboard
(free bass system).

This system allows the instrumentalist to perform several voices
simultaneously, for example: Chorals, Preludes and Fugues, Suites,
Sonatas and came to establish a new path to follow in the accordion
performance, which is still in constant evolution today.

According to Hermosa (2013: 30), the converter system was
invented in 1959 by Vittorio Mancini in Castelfidardo (Italy) as
a mechanism (fig. ) activated by a switch next to the left-hand
keyboard, which allows converting existing buttons, alternating
between predefined chords and free bass. Lindgren (2010) clarifies
that the tab redirects the air flow inside the harmonic box, through
sliding plates located under the reed blocks.
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Fig. 1. Converter system mechanism

About the mechanism construction, the converter accordion
can produce standard bass or free bass. Standard bass allows the
harmonization of a melody and consists of bass notes in two or
three rows of buttons and predefined chords in the remaining
four rows, which can be major, minor, dominant seventh and
diminished seventh chords. However, it is also possible to create
chords by pressing two buttons at the same time, that is, to create
an A minor 6 chord, just join the button that produces C major
with the button that produces A minor. The end result will be a
C,E, G, A, C, E chord.

By pressing the switch on the converter, the four chords’ rows are
transformed into a chromatic scale. In these four rows, the last one
corresponds to an auxiliary row that repeats the arrangement of notes
of the first row. As Lindgren (2007) points out, the layout of the free
bass on the left-hand keyboard becomes a mirror of the layout of the
right-hand keyboard (C-griff system).
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Fig. 2. Right-hand keyboard; left-hand keyboard with standard basses
and free basses (converter system) C-griff system

8

The arrangement of notes on the keyboards shown in fig. 2
corresponds to the system that is more used in Europe (C system-griff),
in which the low notes on the left-hand keyboard are on the upper
buttons and the middle C on the right-hand keyboard is in the 1st
row. On the contrary, in Eastern Countries the system B-griff was
generalized, in which the low notes on the left-hand keyboard are
located in the lower buttons and the middle C on the right-hand
keyboard is located in the 3rd row.

2. The converter system possibilities in the performance

One of the main converter system possibilities in the performance
is the independence of hands. For example, the melody that is
produced on the right-hand keyboard is now also possible on the
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left-hand keyboard, even by choosing the appropriate octave in the
performance. Harmony is built and produced note by note. There is
also the possibility of performing polyphony (multiple voices). The
combination of the four rows of free bass with the other two rows
of basses (left-hand keyboard) allows to achieve wide sound ranges
and also to combine very high sounds with very low sounds at the
same time, which is a unique characteristic of the accordion with
converter system. Through the use of registers and articulation, it
becomes possible to highlight a melody performed on any keyboard.
In this sense, the repertoire may include works such as: J. S. Bach’s
Preludes and Fugues from the Well-Tempered Clavier books or
D. Shostakovich’s Preludes and Fugues, D. Scarlatti’s Sonatas,
pieces adapted from the organistic repertoire and harpsichord
(J. Ph. Rameau, F. Couperin, D. Buxtehude, C. Franck), among
others, to the original works composed for the instrument. The player,
when choosing the registers to use in the piece interpretation, carry
out, in a certain sense, the function of an arranger. This instrument is
like an orchestra in the hands of a single performer (Matono, 1985:
7). The right registers choice is even more relevant when performing
works transcribed for the accordion.

According to Lips (2000: 77), in this matter there is an
approximation with the work of registers selection similar to
the organ players. According to Dmitriev (2001: 5), fingering is
one of the most important aspects to be taken into account by
the performer, as it allows better understanding of the text and
comfort in playing (fig. 3). For the instrumentalist, it is necessary
to start working very early on fingers 4 and 5, which physically
correspond to fingers that are weaker in terms of pressure in the
keyboard. The logical and natural performance order should be
fingering with fingers 2, 3, 4, 5 or vice versa, avoiding rotations
in the hand position and allowing better comfort in playing.
The reduced distance between buttons on keyboards allows two
or more buttons to be pressed simultaneously with the same finger
(e.g. chord with six or more notes).
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Fig. 3. Digital Matching for Accordion Fingering

According to Dmitriev (2001: 7), in the accordion with converter
system, the auxiliary rows composed of two rows in the right
keyboard-hand and one row in the left keyboard-hand allow several
performance options. It is not desirable to repeat the same finger on
different notes, however, in a texture with several voices, sometimes
the thumb takes on this function. The opening part of Sonata No. 1 by
composer Anatoly Kusyakov (b. 1945) is an example of this (fig. 4).
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Fig. 4. Anatoli Kusyakov, First Sonata (using the thumb)

3. The possibilities of the converting system in interpretation

In the accordion with the converter system, articulation is
extremely important, as it allows, for example, highlighting the main
melody, a certain phrase or notes or creating a certain environment
for preparing the following material. The most regular articulations
are: legato, staccato and tenuto. However, within these three
articulations there is a great diversity of other articulations, for
example: legatissimo, pizzicato and detache.

In the Fantasia 84 by Jirgen Ganzer (b. 1950) it is possible,
through the combination of registers and fenuto articulation in both
hands, to highlight the main melody performed in legato (fig. 5).
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Fig. 5. Jirgen Ganzer, Fantasia 84
(highlighting melody through articulation)

In the Well-Tempered Clavier Fugas by J. S. Bach the importance
of the articulation used in the theme, counter-theme, response or
episode becomes evident. Also, with the long extension of left-hand
keyboard, this kind of pieces serves as very useful exercises for the
accordion performance.

Regarding the use of dynamics, according to Lips (2000: 85), the
dynamics obtained in the accordion with converter system is directly
associated with the pressure on the bellows. Controlling this pressure
(left arm) allows for sounds from ppp to fff. By the action of the
bellows and the registers options, it is also possible to create different
musical atmospheres, especially increasing and decreasing the sound,
playing sforzandos, researching new sonorities, among others.
Due to the limitation of the bellows extension (to open / to close),
it is necessary to understand the musical phrase in order to avoid
an undesirable turning movement of the bellows in the middle of
the phrase. For Leeuw (2001), one of the important factors in the
musical performance of the accordion with converter system has to
do with the balance between the instrumentalist’s breathing and the
turning of the bellows, both opening and closing.

The accent movement can occur through the sudden movement
of the bellows, the action of the body or the impulse of the hand or
leg. When playing polyphony, the accordion with converter system
allows the performer to make the accent with one hand and to play
a different score with the other. It is important for the interpreter to
choose the most effective technique to perform the accents.
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4. The possibilities of the converter system in contemporary
compositions

After understanding the mechanisms and aspects related to
the efficiency of the converter system, this section discusses
some techniques and ways of writing down those techniques in
contemporary composition. The cluster, as a sound congregate,
is widely used in contemporary music (fig. 6). This effect can be
achieved on the button keyboard by covering a large number of notes
due to the keyboard layout. Cluster can be played on both keyboards
of the accordion. The cluster can be performed with the closed hand
(restricted group of notes) or with the open hand (wider number of
notes). Generally, the range and the interval between the notes in
which the cluster must be performed is indicated in the score.

:
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Fig. 6. Sofia Gubaidulina, Sonata Et expecto (cluster execution)

Glissando is a technique widely used in contemporary writing for
accordion (fig. 7). In the accordion with a button keyboard, taking
into account the arrangement of notes, the glissando is performed
in minor third intervals. However, other types of glissandi may
appear: chromatic (sliding fingers 2, 3 and 4 simultaneously on the
three rows of buttons), in chords (sliding two or more fingers in
the same interval), in cluster (sliding the wrist or hand), percussed
(sliding the nails only through the buttons). The glissando can be
performed ascending or descending on both keyboards, although it is
not comfortable to perform this effect on the left side keyboard due
to the hand position (Lips, 2000: 47).
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Fig. 7. Sofia Gubaidulina, De Profundis
(execution of glissando in clusters)

According to Lips (2000: 49), all techniques related to the
bellows derive from the basic movements of opening and closing
the bellows and their different combinations. The bellow shake is
a technique used in the accordion that translates into a quick (open
and close) and regular movement of the bellows. The bellows joint
should have the same sound both when opening and closing. The
movements should be performed as relaxed as possible. There are
several notations used for the opening and closing movement of
the bellows, the most common being represented by the following
signs: To open ¥ / To close M.

There are several examples of bellow shake technique variants.

1) Normal movement ™ (fig. 8)
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Fig. 8. Ole Schmidt, Toccata No. 1 Op. 24 (normal bellow shake)

2) Fast movement over repeated notes |/ ™ \/ ™ (fig. 9)
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Fig. 9. Efrem Podgaits, Concerto No. 2 “Viva Voce”
(bellow shake — repeated chords)

3) Triolet (three pulses — triplets) — normal opening and closing
movement of the bellows with slight accentuation in the first of every
three pulses (fig. 10). The bellows can continue to open and close or
start the first pulse in the same way every time (open the bellows).
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Fig. 10. Viktor Vlassov, Suite (bellow shake in triplets)

4) Triolet ricochet — This movement consists of three impulses, the
third impulse being made in the upper part of the bellows (fig. 11).

o N e R
e

Fig. 11. Viatcheslav Semionov, Sonata No. 1 (triolet ricochet)
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5) Ricochet (4 sixteenth) & . Similar to the triolet ricochet but
with a fourth thrust, i.e., it opens, closes, closes at the top and lets the
bellows fall. The next thrust will be bellows opening again.

6) Ricochet with five figures. Similar to the normal ricochet but
with an additional fifth thrust (Fig. 12).

e —

g
|

Fig. 12. Sofia Gubaidulina, Et expecto (fitht thrust ricochet)

According to Lips (2000: 52), the accordion bellows has the same
function as a violin bow. Thus, these various bellows techniques allow
for great expressiveness in the works interpretation. The instrument
and bellows proximity to the player's body allows for a variety of
vibratos to be performed on the accordion. This effect consists of
oscillating the continuous sound, also increasing the expressiveness
of the performance. It can be performed in dynamics (from ppp to fff),
in crescendo or decrescendo dynamics. This technical aspect can be carried
out in different ways: in contact with the buttons, with hands or legs on the
keyboards, with open hands and a short distance from the keyboards, among
others. According to Lips (2000: 62), the form of performance depends on
the required interpretation, the performer’s technical competence or the
technical circumstances of the work or instrument.

1) Right-hand vibrato on the keyboard (fig. 13)

H
M

m. d.
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Fig. 13. Viktor Vlassov, Suite (right-hand vibrato)
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2) Left-hand vibrato on the keyboard (fig. /4)

L *-2
i
p

Fig. 14. Efrem Podgaits, Concerto No. 2 “Viva Voce” (left-hand vibrato)

3) Vibrato of both hands in contact with the playing note or chord
(fig. 15)
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Fig. 15. Sofia Gubaidulina, De Profundis (vibrato with both hands)
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4) Vibrato with the fist on the outside of the keyboard — right hand
(fig 16)

A = g | molto rit.

Fig. 16. Vladimir Zubitsky, Sonata No. 2 (vibrato with the fist closed on
the keyboard outside — right hand)
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5) Vibrato with leg thrust (fig. 17)
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Fig. 17. Vladislav Zolotaryev, First Children’s Suite (vibrato with leg)

Portamento is also a technique of the accordion playing used in
contemporary composition. This effect makes it possible to lower the
frequency of any note and is obtained by lightly pressing the button, aided
by a bellows movement (fig. /8). It can be performed with one, two or
three notes at the same time and is usually produced by the right-hand
keyboard. According to Lips (2000: 65), the frequency of the note is
modified because a great tension in the bellows forces a great amount of
air to enter a valve that is only slightly open, so the reed emits an out-
of-tune sound. Draugsvoll & Hejsgaard (2011: 11) add that it is rare to
achieve a modification greater than half a tone in the high registers and
greater than one tone in the low registers. They also note that effect
performance becomes problematic above the frequency of D2 on the right-
hand keyboard and C1 on the left-hand keyboard. Actually, with converter
system, it is also possible to make portamento in left-hand keyboard.

:
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Fig. 18. Sofia Gubaidulina, De Profundis (portamento)

Some contemporary compositions also incorporate percussion
effects. In aesthetic terms, these effects enrich the performance
and open up new paths in interpretation. Draugsvoll & Hejsgaard
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(2011: 17) group these effects into four types: sound air, button
noise, bellows tapping and register noise. As the bellows consists
of a hollow cardboard box, you can find several timbres exploring
different areas of the bellows.

1) Press the air bellows button (fig. 19)
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Fig. 19. Vladimir Zubitsky, Partita Concertante No® 2
(effect with the use of the bellows)

2) Slide your fingers on the keyboard (fig. 20)
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Fig. 20. Viktor Vlassov, Steps
(sliding fingers on keyboard with percussive effect only)

3) Beat in the bellows (fig. 21)
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Fig. 21. Viktor Vlassov, Steps; and Vladimir Zubitsky, Partita Concertante No.® 2
(knocking in the bellows)



Mpobremu 83aemodii mucmeumea, nedazoziku ma meopii i ipakmuku ocgimu, eur. 61 21

4) Percussion through the registers (fig. 22)

Slelsisisls)

Fig. 22. Alexander Zhurbin, Sonata No. 2
(percussion through the registers)

The various combinations of registers, the types of articulation,
the forms of accentuation and the effects producing by the accordion
with a converter system offer the performer and composers a wide
range of expressive possibilities, which are increasingly required in
contemporary writing for the instrument. Taking into account the
composer’s creativity, the technical characteristics of the accordion
with converter system and the high level of performance nowadays,
it is natural that the possibilities and possible effects to be realized are
not limited to the examples described above. In this matter, Draugsvoll
& Hojsgaard (2011: 3) state that new and improved techniques are
constantly under development. However, these authors also warn
that the original writing for accordion lacks its own graphics and
is also variable among composers. This issue becomes even more
relevant in the case of notation which is unique for the accordion.
The different signs of notation for the accordion sometimes make it
difficult for the player to understand the score.

5. Limitations of the accordion with converter system

In terms of current limitations of the accordion with a converter
system, we can point out some physical characteristics of the
instrument that affect the player’s performance. One of the
limitations of the converter system resides in the noise produced by
the mechanism that activates the converter, that is, a noise when the
lever is pressed down and another noise when the lever is released.
Despite the fact that noise is known and described as the best way
and the best moment in the performance of a piece to activate the
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converter system, as noted by Lips (2000: 83), it, in most situations,
overlaps and disturbs the sound material.

Another limitation is the size and location of the tab that drives
the converter. The tab is large (lengthwise it corresponds to almost
a row of buttons) and is located next to the inner row of buttons on
the left-hand keyboard. This physical characteristic requires a greater
range of movement on the part of the left hand to effect its activation,
and this dislocation may affect the performance, especially in fast
passages.

The current construction of the left-hand keyboard, in which the
buttons in the six rows are on the same level to be pressed, makes it
difficult to use the thumb beyond the first row of buttons. Although
other keyboard layout alternatives have already been produced, as
in the case with Anders Grothe’s invention with lowered first and
second rows (Farmen, 2009), the ideal solution to use the left hand in
the accordion with converter system has not yet been found.

As Draugsvoll & Hejsgaard (2011: 6) mention, the left hand is
attached to the belt for handling the bellows, which makes it less
agile than the right hand, particularly when performing large intervals
and virtuosic passages. The adjustment of the belt for handling the
bellows prevents the progression of fingers and left hand on the
keyboard.

According to Draugsvoll & Hgjsgaard (2011: 10), the existence
of two keyboards controlled by a single bellows conditions the
production of different dynamics simultaneously in the right and left
hands. The sound balance between the two keyboards is only partially
achieved through an appropriate use of registers and demands
from the player greater attention in the choice of articulation and
accentuation.

The internal characteristics of the instrument’s construction
bring limitations to the level of sound production. The intensity
of the dynamics differs considerably depending on the number of
voices (reed blocks used) or voice combinations (registers) selected.
A register that uses four voices produces the greatest fortissimo
volume and the opposite applies to a register that uses only one voice.
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If the performer wants to achieve the same balance, they will have
to adequately increase the pressure on the bellows (Lips, 2000: 78).

On the other hand, the location of several reed blocks in harmonic
boxes that do not have resonance results in a significant loss of sound
intensity, especially in large concert venues (Draugsvoll & Hejsgaard,
2011: 10). This conditioning becomes equally pressing in situations
where chamber music is performed with louder instruments or
orchestral music, namely symphonic.

According to Lips (2000: 90), the sound intensity is naturally
greater when opening the bellows than when closing them, due to
a greater pressure of the air that is aspirated. This limitation must
be taken into account by the instrumentalist when performing
articulations, accents or sound effects.

6. Conclusions

The facts indicate that the creation of a converter system was
extremely beneficial for the accordion, especially from the second half
of the 20th century onwards. There is still a long way to go, and it is
necessary to create a repertoire originally designed and that will serve
as a reference for future generations. However, the use of a converter
system in the accordion has widened the range of possibilities and,
inevitably, made learning this instrument much more interesting, both
for the performer and the composer as well as for the listener.

Some 20th century composers included accordion in important
works: Alban Berg in Wozzeck, Paul Dessan in Wie Verurteilung des
Lukullus, Prokofiev in Cantata Op.74 (Henrique, 2019: 311).

With anunforgettable contribution in writing for the instrument, we
can highlight composers such as: Sofia Gubaidulina, Edison Denisov,
Franco Donatoni, Luciano Berio, Magnus Lindberg, Mauricio Kagel,
Toshio Hosokawa, Salvatore Sciarrino, Christopher Bochmann,
among others. Also, it is necessary to mention the important role of
accordionist / composers in the creation of original works for the
accordion, such as: Vladislav Zolotariev, Viatcheslav Semionov,
Vladimir Zubitsky, Franck Angelis, Pettri Makkonen, Gorka Hermosa,
among many others. The fruitful collaboration with composers led to
a cultural elevation of the instrument (Jacomucci, 2013: 5).
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In the field of construction and instrumental improvement, we highlight
the factories of Jupiter, Zonta, Pigini, Bugari, Scandalli, among others that
have contributed to the modernity and quality of the instrument.

The role of pedagogues, such as Friedrich Lips, V. Besfalminov,
A. Dmitriev, Oleg Sharov, Jacques Mornet, Matti Rantanen,
Max Bonnay and Owen Murray, among many others, has also been
fundamental in the formation of new interpreters.

Finally, the inclusion of the accordion with convertor system in
concert halls, in chamber music and in programs with symphonic
orchestras has been accelerating the process of introducing
the accordion in classical music.
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BIIVIUB KOHBEPTOPHOI CUCTEMHU
HA CYYACHE AKOPAEOHHE BUKOHABCTBO

Y opyeiui nonosuni XX cmonimms axopoeou 3a31a8 3HAUHUX MOOU-
Qikayiti, sKi 3MIHWIU QOO THCMPYMEHMY, U020 NPAKMUKY, 36VKOBULL
dianason i nomenyian. OOHIEW 3 YUX 3MIH CMALO CMBOPEHHS KOH-
6epMOpHOI cucmemu, KA GIOKpUa 08epi OJisi BUKOHAHHSL HA YbOMY
iHCmpymenmi, a came — OISl He3ANeACHOCMI PYK, peanizayii nonighouii,
CMBOPEHHS. HOBUX KOMHNO3UYIU, PO3GUMKY MEXHIYHUX Mda XYOOHCHIX
HABUYOK BUKOHABYIB.

Tlopyu i3 euceimnenHam mexawizmieé ma acnekmie, Noe sA3aHux
3 NPOOYKMUBHICIIO KOHBEPMOPHOIL cucmemu, 8 00CII0NCeHH] 0020-
B0PIOIOMbCA. 0esIKI NPUIOMU, NOWUPEHT 6 CYUACHUX AKOPOCOHHUX
KOMRo3uyiax (kiacmepu, 2niccanoo, pukoulemu, 8iopamo, nopma-
Menmo, yoapHui egpekmu ma inwie) ma cnocobu ix sanucy, eusa6.s-
10MbCs nepeeazu ma 0OMedceHHs Npu 6UKOHAHHI HA THCMpPYMeHmi
PI3HO6UII6 apMUKYIAYIT Ma 36YKOBUX eheKkmis.

Iliocymosyemovcs, wo BUKOPUCMAHHS KOHBEPMOPHOL cucmemu
6 AKOPOEOHT POZWUPUILO CREKIND MONMCIUBOCEL IHCIMPYMEHMA | 3PO-
OU0 11020 BUBUEHHS HAOA2AMO YIKABIWUM 5K 07151 BUKOHABYSL I KOMNO-
3umopa, max i 015 cayxaua, a niioHa cnienpays 3 GUOAMHUMU MAatl-
cmpamu (Coghisi Iyoaiioynina, Edicon /lenucos, @panxo JJonamoti,
Jlyuano Bepio, Maenyc Jlinobepe, Maypicio Kazens, Towuo Xoco-
kaea, Canveamope Ckiappino, Kpicmoghep boxmann ma iHuii)
npusena 00 KyIbMypHO20 nionecenus incmpymenmy. Hapewimi,
BKIIOYEHHSI AKOPOEOHAd 3 KOHBEPMOPHON CUCINEMOIO0 8 Npopamu
KAMepHux ma CUM@ OHIUHUX KOHYEPMI8 NPUCKOPULO Npoyec oo
BNPOBAONCEHHS 8 KAACUYHY MYZUKY.

Knwuogi cnoea: axopoeon, xKoneepmopHa cucmemd, 6UKOHAS-
CMB0, CY4acHa My3uKa.

Cmamms naoitiwna oo peoaxyii 14 epyous 2021 p.
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TEOPETUYHI 3ACA/IN BUXOBAHHAA
JUPUTEHTA OPKECTPY
HAPOJHUX IHCTPYMEHTIB

Poszenno akmyanvhoi 0ns cywacnoi mucmeysvkoi nedazociku npo-
bremu ni020MOSKU MOL00020 OUPUSEeHmMa 00YMOBILEHO iT He0OCMAMHIM
BUCBIMIIEHHAM Y HAYKOBUX Odicepenax. Poskpumo cneyughixy meopuoi
OIsIbHOCMI OpKeCmpy HAPOOHUX THCMPYMEHMIE BUUI020 MUCTIEYbKO2O
HABUATILHOZ0 3aKNA0Y, BIO3HAYEHO U020 POolb Y CUCMeMI NIO20MOBKU
Monoooeo Odupueenma. Po3pobka memu nompebysana miscoucyunii-
HApHO20 NiOX00Y, 30KpeMd, 36epHEeHHs. 00 NCUXOL02ii MeopHocmi, ma
3aCcmMocy8ants Memoois OBLIbHICHO20, THMEPNPemayitinoco, KOMYHi-
Kamugrozo ananizy. J{osedero, wo 6ci acnekmu npakmuyHol OisibHO-
cmi Oupueenma noe’s3ami 3i CKIAOHUMU NPOYecami 8UKOHABCHKO2O
MUCTIEHHS, 3 00H020 OOKY, a 3 IHW020 — 3 KOMyHIiKayicro. [upueenm-
CbKa OIIbHICMb 5K 3aNOpYKa YCNIWHOCME (DYHKYIOHYBAHHS OpKecmpy
3abe3neyye KOMYHIKAMUBHULL 36 SI30K MIXHC MY3UKOIO, SIKA BUKOHYEMbCS,
i cmyxauem. Teopemuuni 3acadu 6UXOBAHHA OUpUSEHMA OpPKeCMpy
HAPOOHUX THCIPYMEHMIB NPeOCasieHo K CUCIEM)Y MPbox 0008 3K0-
BUX CKIIAOOBUX: K MEXHONO2IS OUPULYBAHHSL — NCUXOJIOZTS MBOPHO20 NPO-
yecy — OupueeHmMcvKa iHmepnpemayisy. 3anponoHO8aHUL KOCHIMUGHULL
MPUKYMHUK (MEXHON02IA — NCUXON02isA — IHmepnpemayis) € yHieepcab-
HUM OJs1 MY3UKanmie 0yov-saxoi cneyianizayii. Axicnum pesyromamom
Oii 03HAYEHOI cucmemu BUXOBAHHSL OUPUSEHMA € (DaKm Ni020MOo6KU 300~
Oyeauem oceimu KOHKPemHO20 GUCHIYNY, @ SIKOMY 6iH 6Us8UE (haxosuil
KOMNJLEKC BUCOKO20 PI6HSL T OMPUMA8 8i0N0GIOHY KEANiiKayiro.

Kntrouoei cnosa: oupucenm, opkecmp HaApOOHUX THCIPYMEHMIE,
KOMYHIKaYis, MexXHO102ia OUpU2y8anHs, NCUXON02is MBOPUOCHI,
oupuzenmcvbKka inmepnpemayis, 0ceimuiil npoyec.
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OOrpyHTYBaHHsI TeMHU. BHUCOKI HOCATHEHHS HapOIHO-aKaIeMid-
HOTO MY3MYHOTO MHCTENTBa CydacHOi YKpaiHh, 30KpeMa, MOMITHE
3pOCTaHHS BHKOHABCHKOTO PIBHS apTHUCTIB OPKECTPIB HAPOTHUX
IHCTPYMEHTIB CYTTEBO TiABUINMIN BUMOTH U IO TUPUTEHTA OCTAHHIX
SIK TBOPYOi 0COOHUCTOCTI, 10 HOTO TPOQECIHHINX KOMIIETEHTHOCTEH —
BMIiHHS BECTH TBOPYHH JiajOT 3 My3WYHNM KOJIEKTHBOM. X04a TUpPH-
TeHT 1 He Oepe Oe3mocepeTHpoi yuacTi y 3ByKOTBOPEHHI, BiH € OTHIEIO
31 CTOpiH y mboMy miayio3i. OTke, WOT0 MalCTEpHICTh, BHACIIIOK
KOMYHIKaTHBHOI TIPHPOTN TUPUTEHTCHKOI MisUTHHOCTI, ITO-CIIPaBK-
HBOMY 3POCTa€E B O€3MOCEPETHEOMY KOHTAKTI 3 OPKECTPOM.

3 i€l TOYKU 30py CIMBIPAISI 3 OPKECTPOM BHIIIOTO MHUCTEITHKOTO
HABYAJHHOTO 3aKJaay B CHCTEMI IiATOTOBKH MOJIOAOTO JWPHUTEHTA
Ma€ TMEepHIopsAHe 3Ha4YeHHS. EKCIepuMeHTaIbHUM MiATPYHTIM
HAITIOTO MOCIIKEHHS CTaB JOCBIJ pOOOTH caMe 3 TaKUM TBOPYHM
KOJIGKTHBOM — OPKECTPOM HapoAHuX iHCTpyMmMeHTiB XHYM imeni
L. I1. KoTnspeBchKkoTO, SIKHM ICHYE SIK TBOpYA OTMHUIIS Bix 1926 poky
(MOMeHTy 3acHyBaHHS Kadenpu HapOTHUX IHCTPYMEHTIB) 1 € 0623010
IUIST TAPUTEHTCHKOT MPaKTUKH, B TPOIECi SKOoi MOIOmUi (axXiBeIhb
BinnuTihoByE HAOYTI B CTICIAIBHOMY KJTaci HABHYKH.

HayxoBa niTeparypa, mpucBS4e€Ha BUXOBAHHIO JUPUTEHTIB OPKECTPY
HapOTHHUX IHCTPYMEHTIB, HA CHOTO/HI € HEUHMCICHHOIO, CIIPSIMOBAHOIO
Ha OKpeMi (haxoBi KOMITOHEHTH. Ha TpakTuIli TBOpJiid KePiBHUK OpKe-
CTpPY CTHKAETHCS 3 HU3KOIO PI3HOMAHITHHUX MPOOJIEM, SIKi BUPIIITYIOTHCS
eMIipuaHuM 1UIXoM. OTXe, axkmyanvhicms memu  JOCTIHKSHHS
3yMOBJIEHA Cy4aCHUM CTaHOM TIiITOTOBKH TUPUTEHTIB OPKECTPY HApOI-
HUX IHCTPYMEHTIB B CHCTEMI BUIIIOT MHUCTEITHKOT OCBITH.

Meta O0CTIKEHHS — TGOPETUIHE OCSATHEHHS 1 KOHIIENTYasTi3arlis
TIPOLIECY BUXOBAHHS JUPHUTEHTA OPKECTPY HAPOAHUX IHCTPYMEHTIB.

Amnaji3 ocTaHHix my0aikauiii 3a Temoro. Cepe HOBITHIX Tpallb
MOkHa BHOKpeMuTu muceprtartito C. Mypsu (2021), npucBsueHny
MUPUTEHTCHKIH KECTOBIM CHCTEMI K BUKOHABCHKOMY KOMYHIKaTHB-
HOMY  IHCTPYMEHTAJIhHO-OPKECTPOBOMY  (heHOMEHY. ABTOpKa
BH3HAYAE, M0 «CHCTEMa AUPUTEHTCHKUX JKECTIB YOCOOTIOEThCS K
OupueeHmcbKUuli 8UKOHABCLKULl mexcm (IiEpapxiyna, cmpyKmypo-
8aHA, CUCMEMHO-QYHKYIOHANbHA EOHICTNb MY3UYHUX 3HAYEHb MA iX
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OUPUSEHMCLKO-MAHYAIbHUX 3HAKOBUX HOCTI8 y nepedaui 06 €KmusHo-
KOMNO3UMOPCbKOL ma cy0 €KMusHo-6UKOHABCLKOI  IHpopmayii) 1
CIIYTY€ CBOEPITHUM KOMIIOHEHTOM MemameKcny My3UdHOTO TBOPY»
(Myp3a, 2021: 178-179). Takox C. Myp3a (2019) BusBnse cemMio-
THUYHI aCTIeKTH AUPUTEHTCHKOTO JKECTY Ta AOCTIKYE, IKHM YHHOM
3MIHCHIOETHCS TIEPEKIIa] MapTUTYPH (KOMIIO3UTOPCHKOI MOBH) Ha
JTUPUTEHTCHKY MOBY XKECTIB, sIKa, B CBOIO UEPTy, 1HIIIIO€ «BHKOHAB-
CbKHUH TEKCT» OPKECTPY.

S1. Top6ans (2019: 116), mocaimKyroun KOMyHIKaTHBHI Ta TICHXO-
JIOTIYHI acTIeKTH AUPHUTEHTCHKOI TISUTBHOCTI, 3a3HaYaE, M0 «HAHBaXK-
JIUBIIIIOI0 YMOBOIO TOCSTHEHHS aTMOC(hepH TBOPUOCTi, KOMYHIKaTHB-
HOT MomioHiT € BTUICHHS B XyITOKHEOMY TIPOCTOPI 111e1 TyMaHi3My, ...
BHU3HAHHS IIHHOCTI JFOMUHH SK OCOOMCTOCTI, ii MpaBa Ha PO3BHTOK
Ta BUABJICHHS CBOiX 3mi0HOCTEH». HOBITHE HOCITIKCHHS KOJICKTHBY
aBTopiB (Serhaniuk, Shapovalova, Nikolaievska, & Kopeliuk, 2021)
TTOTJTNOJTIOE PO3YMIHHS KOMYHIKAIii, BU3HAYAIOUN 11 SK BCEOXOTLTIO-
09y My3WYHY CHCTEMY. [HIIIa KOJIEKTHBHA TIpallsi MUCTEIITBO3HABIIIB
XHYM imewi I. I1. KomsspeBchKkoro, pUCBsSUeHA TUTAHHSIM CYy9IacHOT
MY3W9HOI 1 TeaTpajabHOI OCBITH, YHAOUHIOE HEOOX1THICTH MOJIEpHI3a-
IIii TIemarorivHoi KOMYHIKaIlii y HanmpsMKy (poKycyBaHHS Ha 1HIUBITY-
AITBHUX TICXOJIOTIYHUX ITiIX0JaX 0 PO3BUTKY TBOPYOI iHIAMBIIyalTh-
HOCTI cy0’exTiB HaBuaHHA (Shapovalova, Nikolaievska, Mikhailova,
Romaniuk, & Khutorska, 2021). Ille omHa mocmigHUITBEKa TpyTIa 3BEp-
HYJach JI0 3arajbHUX MOJOKEHB MIO/I0 OCYYaCHEHHS OCBITHBOTO TPO-
Iecy 3aBIJKH HOBITHIM iHTeNekTyansHuUM TexHomorisMm (Tkachuk,
Poluboiarina, Lapets, Lebid, Fadyeyeva, & Udalova, 2021).

JlocmmKkeHHsT cTpaTerii OpKEeCTPOBOI pEMeTHIlii, 3milCHEHE
M. besmyrri (Biasutti, 2013), ske cnupaeTbcs Ha pe3yIbTaTH
MapajienbHOTO ONMUTYBaHHS JUPHUTEHTIB 1 OPKECTPOBHX BUKOHAB-
I1iB, BUSBIJIO YiTKHH 3B’ SI30K MK JPY>KHBOIO TBOPUOIO aTMOC(heporo
ITiJT 9ac PENeTHIIil (3 ypaxXyBaHHSIM MOTPEO BHKOHABINB) i BMIHHIM
JTUPUTEHTA PO3POOUTH UITKUU TIAaH PETIETHUINIT Ta peari3yBaTH HOTo
Ha TIPaKTHII.

I1. Aneno (Adenot, 2015) 3BepTae yBary Ha BIUTUB eTHOTpadid-
HUX XapaKTePUCTUK OPKECTPY Ha B3AEMOJIIO «TUPUTEHT-OPKECTP»
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Ta PO3KPUBAE ACTIEKTH MPAKTUIHOI MisTTLHOCTI AUPUTCHTA: TIiATBEP-
JOKEHHSI CTaTyCy KepiBHUKA, BIUIMB JUPHUICHTCHKOT BOJI, MaicTep-
HICTh POOOTH, CTBOPEHHS aJIeKBATHOT IHTEPIIPETAITii.

B. Paxkoui (2020: 258), nocmimkyrodn cuMbOHITHY My3UKY B YKpaiHi,
3ayBaXYe, 110 «IEPIIUM YHHHUKOM (POPMYBAHHS YKPaiHCHKOTO OPKeCT-
POBOTO MWCIICHHSI, PO3BUTKY HAIlIOHAJBHOI IHCTPYMEHTAIBHOI MY3UKH
1 TpamuIli aHcaMOIeBOTO BUKOHAHHS CITI BW3HATH MPOICMI MY3UKU,
TOOTO HapOIHE MY3UKYBaHHS, & OPKECTP HAPOIHUX IHCTPYMEHTIB TIpe-
3EHTY€ HE TUTPKH My3HKY CBOTO Kparo, a i KyJIBTYpy Hallil 3arajom.

BucsiTiienHs (eHOMEHY CTBOPEHHS TUPHUTECHTCHKOI iIHTEpIIpeTa-
11ii HeMOXKTuBe 0€3 TPYHTOBHOTO Ti3HAHHSA ii 00’ €KTa — MapTUTYPH
My3UIHOTO TBOPY. 3rigHo mymili P. Kammpriesa (2018), iHCTpyMeHTY-
BaHHS IMOCTAE SIK YNHHUK XYJ0KHBOT IHTEPIPETAIIi, IO «TOPKAETHCS
BCIX pIBHIB OpraHi3arii My3udHOTO MaTepially, CYTTEBO BILTHBAIOTH
Ha 3MiCT My3WYHOTO TBOPY Ha PiBHI IpaMaTypridHOrO Ta 00pa3HOTO
HanoBHeHH» (Kammpies, 2018: 181). Jocmimkenus O. Xapkosa
(2020) BucBiTIIOE MOABIHHY Tipupony (HYHKITIOHYBAaHHS OPKECTpO-
BOTO TeMOPY B MY3UYHOMY TBOPI, 1[0 JIOTIOMAarae mo-HOBOMY OCSIT-
HYTHU TIPOIIEC KOMITO3UTOPCHKOT OPKECTPOBKH Ta MOTIUOUTH PO3Y-
MiHHS IHTEpPIIPETAIITHOTO aCMeKTy TUPUTEHTCHKO1 TisSUTBHOCTI.

OTXe, SIK CBIMYNTE aHATI3 Ha3BaHUX ITyOJIiKaIlil, 3asiBJICHa HAMH
TeMa B 1l CHCTEeMHOMY BHCBITJICHHI I1I¢ He Oyiia IMpeIcTaBieHa B pa-
51X YKPATHCHKUX BYCHUX Ta JUPHUTCHTIB-TIPAKTHKIB.

Metoau aociaigeHHs. Po3poOka TeopeTWIHMX 3acai IiAro-
TOBKH JIMPUTEHTIB OPKECTPY HAPOIHHUX IHCTPYMEHTIB MOTpedyBasia
MDKIUCIMIUTIHAPHOTO CHHTE3Y, 30KpeMa, 3BEPTaHHS JI0 NCUXON02L]
meopuocmi — K MATPYHTS JIJTsl PO3KPUTTS CITiBBITHOIICHHS 3aralib-
HUX XapaKTePUCTHK MY3HKaHTa Ta OCOOIUBHX SKOCTEH TUPUTEHTA, —
a TaKOXX BUKOPHCTAHHS TAaKUX HAYKOBUX IMIAXOJIB, SIK:

— OUANbHICHULL — CTOCYETHCS CTIEIU(DIKH TUPUTEHTCHKOTO (Daxy,
Horo 0araroacneKkTHOCTI;

— iHmepnpemayitinul — PO3KPUBAE JIANIEKTHKY aBTOPCHKOTO 3a-
IIyMy, 3a(iKCOBAHOTO B ITAPTHUTYPi, Ta il BAKOHABCHKOTO ITPOUNUTAHHS;

— KOMYHIKamugHuil — K HEOOXITHWI 3HaMEHHHK, IO ITiICyMO-
BY€ TPHEJHICTh CKJIAJOBUX TEOPETUYHOI MIJTOTOBKH JIUPHICHTA
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(TEeXHOIIOTisI — TICHIXOJIOTIS — IHTEPIpeTaris), sIK YHHHUK 11 CTIeIH-
(hixarii.

Hduga  posmisimy  crenudikd  My3WYHOTO — MHCIEHHS — JTHPH-
TeHTa B CTPYKTYPHOMY AacCIIeKTi CIIYITHOIO BUIAETHCS HEQIHIITis,
3anpornoHoBaHa JI. ManuMm, Ha SIKy MU CIIMPAaTUMEMOCS B MOJAJIb-
oMy aHaiizi npobnemu: «Cmpykmypre MUCIEHHS 8 MY3uyi — ye
KOHCMPYKMUBHO-O0CIYHULL CNOCIO 00 €OHAHMA  6CIX enemenmis
MY3udHOi MO8U 8 38yK000pasHy yinicnicmosy (Mammii, 2018: 45).

Buxaan ocHoBHOro marepiajy. Po3kpuTTs cienudiku qisiisHO-
CTi TUPHUTEHTA B CHCTEMI BUIIIO1 OCBITH My3WKaHTIB HApOTHO-IHCTPY-
MEHTAJIBHOTO MUCTENTBA IPYHTYETHCS Ha TaKWX TEMaTHYHUX OJ0-
Kax, Ak «OpraHizamiifai 3acangm», «3MICT MATOTOBKHA THPUTCHTAY;
«Texnonoris», «llcuxomorisy, «J/lMpUTEHTChKA IHTEPIIPETAITiSDY
(CKIamoBi MUPUTEHTCHKOI TiSTTBHOCTI); «lHpUTeHTChKEe MUCIICHHS.
PosrnsHeMo koxHUH 3 Ha3BaHUX OJOKIB K OKpeMy MpoOIeMy, KOM-
MTOHEHT 6araTopiBHEBOI CUCTEMH ITiATOTOBKHA MOJIONOTO IUPUTEHTA.

I. Oprauizamiiini 3acaau. OpkecTp HApPOAHUX IHCTPYMEHTIB
XHYM imewi L. I1. KotsipeBchkoro € 6a3010 TSI OTTaHyBaHHSI TUCIIH-
iHn «OpKeCTPOBHi KJ1ac» Ta Ma€ Ha METi HaIaHHS BiIITOBITHOT KBa-
midikartii 3mo0yBadaM BHUIIOI OcBiTH Tepmioro («bakamaBpy) Ta apy-
roro («Marictp») ocBiTHIX piBHIB. KBamidikariss « ApTHCT OpKeCTpy»
JI03BOJISIE 3100YBaveBi OCBITH 10 OA€P KaHHI AUILIOMY TIPAITIOBaTH Ha
BIIMOBITHIN TIOCai y Oyab-skoMy TpodeciifHOMY KOJIEKTHBI.

Opxkectp Hapomgaux iHCTpyMeHTIB XHYM Ttakox € 0a3oro
JUTSL TUPUTECHTCHKOT TTPAKTUKA 3400yBaviB OCBITH, SIKi, OTTAHYBaBIITH
TUCITUTUTIHY «3arayibHe JUPUTYBAHHSY, POUTIUIN KOHKYPCHHUH BiJ-
0ip 1 3m00ynM TIpaBoO Ha OTpUMaHHS KBamidikarii «/upurent opke-
CTPY HapomHUX IHCTpyMEHTIB». CTYIEHTH MalOTh MOXJIUBICTH
MIPAKTUIHO TIEPEBIPUTH CBOT TUPUTEHTCHKI BMIHHS 1 HABUYIKH, CHOP-
MOBaHI i 9ac iHAUBITyaTbHAX 3aHATH 3 BHKJIAJa4eM 1 KOHIEPT-
Melictepamu. be3nocepenHs podoTa T03BOISIE OIIHIOBATH €(PEKTHB-
HICTh BJIACHOI TUPUTEHTCHKO1 TEXHIKH, KOPETYBATH ii BIAMIOBITHO 10
peaxIIii OpKeCTPaHTIB, BIPOBAKYBATH HOBI allIiKaTypHI MPUHOMH.
Hapermrri, Mmonoauit AUPUTEHT MOXKE TAaKTHILHO BITIYTH, HACKUTEKH
BIIPI3HAETHCS 3BYKOBA BIMIOBIAL PI3HUX TPYI IHCTPYMEHTIB i3
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BIIMIHHIM CIIOCOOOM 3BYKOYTBOPCHHS, 3pOOHTH BHCHOBKH 1 Bill-
HalTH aIuTiKaTypHI KOMIIPOMICH, IO JO3BOJISIOTH OE3ITOMHUIIKOBO
JIOCATTH 0a)kKaHOTO 3BYKOBOTO pesynbrary. CIiibHA Ipa B OPKECTPi
CTYICHTIB YCIX KypCIB CIIpHUsie (OpMyBaHHIO BUKOHABCHKHUX TPaIH-
IiH 13 TTOMAJBIINM 1X HACHITyBAHHSIM, IO TIO3UTHBHO BiTOMBAETHCS
Ha 3arajbHii KyJIbTypi OPKECTPOBOTO MY3WUKYBaHHS Ta CKOPOUYE
KUTBKICTh 3yCHJIb 1 9acy IS MOCSTHEHHS HEOOXITHOI SIKOCTI 3BY-
YaHHSI My3UYHOTO TBODY.

KomektuB € mabopatopiero ons anpobayii TBOPYHMX TIpallb
CTY/ICHTIB, a caMe, IHCTPYMEHTYBaHb TBOPIB IS OPKECTPY HAPOI-
HUX IHCTPYMEHTIB. 3 OHOTO OOKY, CTBOPEHHS CTYISHTOM BJIACHOTO
iHCTpyMeHTyBaHHS 10 Jlep’kaBHOI aTecTallii € mporpaMHOI0 BUMO-
TOI0, 3 IHINOTO — TIJITOTOBKA JIO KOHIIEPTHOTO BHKOHAHHS PE3yiib-
TaTiB BJIACHOTO IHTENEKTYAJILHOTO MOIIYKY JOMOMAra€ pO3KpUTH
BCi acmeKkTH poOOTH AMPUTEHTA Ta MIABUIIYE 1HTEPEC MO0 TBOPUOI
pOOOTH B IIiIOMY.

[IpeTennenTn Ha 3700yTTSA TUPUTEHTCHKOT KBaTiiKaIlii BXOIATH
JI0 CKIIaJly OpPKeCTpy Ta MiJl 4ac rpd MarOTh MOXKJIHBICTh: CIIOCTE-
piraru 3a poOOTOI0 JOCBIAUYEHOTO KepiBHHKA; OAYNTH, TKHMH 3aCO-
0amMu BIH KOPHUCTYETHCS ISl JOCSITHEHHS TOTO YW 1HIIOTO Pe3yilb-
TaTy; MPaKTUYHO MEPECBITUUTHCSA, SIK TINOOKE 3HAHHS MAPTUTYPH,
aKTHBHICTH Ta IIUICCTIPSIMOBAHICTh JUPUTCHTA HA MULIXY BTUICHHS
00pa3HOTO 3MiCTy TBOPY 00’ €JHYIOTh OPKECTPAHTIB K OTHOTYMIIiB.
JlocBim Takoro pomy Momae BIIEBHEHOCTI MOJOAOMY (haxiBIEBi ITif
4ac BIACHOI pOOOTH 3 OPKECTPOM.

II. 3micT MATOTOBKH AMPHUTEHTA PO3KPUBAETHCS UEPE3 A10-
pumm HOTO TIPAKTUIHOI MIsUTEHOCTI 3 OPKECTPOM HApOIHHX iHCTPY-
MEHTIB, IO CKJIAa€ThCSA 3 TAaKWUX €TaImiB: 1) subip pemnepryapy Ta
TIOpEeTIeTUIIIHHA TIATOTOBKA; 2) penemuyitinutl TIpotriec; 3) nyouniu-
Hutl sucmyn (K Micis Ta MeTa JisuTbHOCTI aupurerTa). Cy0’ ekramu
MAPUTEHTCHKOI iSTTLHOCTI € KEePIBHUK-IUPUTEHT Ta OPKECTp SIK
BHCOKOOPTaHi30BaHa TBOpYA CIIIHFHOTA, IO TOETHYE 6araThox ydac-
HUKIB — apTUCTIB OPKECTPY.

Insx Bix 1oOopy MporpamMmu J0 KOHIIEPTHOTO BHCTYITY — 1€ TPH-
BallUii TBOPUYO-OPTaHI3aIlifHUI TIpolec, SKWA BUMAarac€ CyTTEBUX
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3YCHJIb BiJl KOKHOTO 3 HOro cy0’€ekTiB. EPeKTHBHICTE Takoro mpo-
Iecy 3aJeKUTh BiJ BMIHHS KepiBHUKA (IMPUTECHTA) SKICHO 3IiHC-
HATH TIOTICPEIHIO, NOPETCTHINIHY, MiATOTOBKY Ta OpraHi3yBaTH
pOOOTY OPKECTPOBOTO KOJICKTUBY, JOIUIEHO PO3ITOMUTABITN PETICTH-
idHuH Jac.

Bubip perepryapy € oqHUM 3 OCHOBHUX UYWHHHUKIB CTpAaTerii
NiITOTOBKU THPHUTeHTa. BHOKPEMUMO YOTHUPH TOJOBHHX KpUTEPil
(hopMyBaHHS 3MICTy KOHIIEPTHOI POTpaMH OPKECTPY:

*  BIAMOBITHICTB PiBHS CKJIATHOCTI TBOPY BUKOHABCEKOMY PiBHIO
OPKECTPAHTIB 1 OPKECTPY B IIIJIOMY;

* Opi€HTAIlis] Ha BECOKOBAPTICHI 3pa3KH MY3UTHOTO MUCTEIITBA;

* JKaHPOBO-CTHJILOBA PI3HOMAHITHICTE Ta CIIPSIMYBAHHS 3yCHIIb
Ha OHOBJICHHSI OPKECTPOBOTO pPerepTyapy;

* BpaxyBaHHS BUMOT J0 €K3aMEHAIlIHHUX Mporpam 3100yBadiB
OCBITH, IKi OTPUMYIOTH KBamidikaiiio «/IHpUreHT opkecTpy HapoI-
HUX THCTPYMEHTIBY.

/lopenemuuyitina niozomoeéxka ITUPUTCHTA Ma€ JBI CKIAIOBI.
[epia, opeanizayitina, — 11e CTBOPSHHS YMOB JIsl POOOTH OpPKECTpaH-
TIB HaJ] KOHKPETHHM MY3WYHHUM TBOPOM. Y HABUAIBLHOMY 3aKiaJi
TaKi MATaHHSA, K HAsBHICTDb PETIETUIIIHHOI ayTUTOpii, IHCTPYMEHTIB,
CTUTBIIIB, MO TPIiB, BU3HAYEHOTO POOOYOTO0 JYacy, € IOBHICTIO BUpIIIIe-
HAMHU. TOMy IS TIOYaTKy poOOTH KOJIEKTHBY IOTPIOHO MaTH ITapTH-
Typy Ta cOopMyBaTH TIOBHUI MTEPEITiK BiIKOPUTOBAHUX OPKECTPOBUX
MapTid y HeoOXiqHIN KiTPKOCTI Ta BIAMTOBIIHIN IJIsT 30pPOBOTO CITPHIA-
HATTS SAKOCTI. (32 HEOOX1THOCTI — CTBOPUTH MAPTUTYPY IUIIXOM apaH-
JKYBaHHS TBOPY JUTSI COJIEHOTO IHCTPYMEHTY, aHCaMOIro abo mepexiia-
JICHHSI 3 TTAPTUTYPH TSI CUM(OHITHOTO, TyXOBOTO OPKECTPY).

Hpyra ckmamoBa, meopua (kpeamusna), — 1ie TIONIEpeqHs poboTa
TUPUTEHTA 3 TAPTUTYPOIO B TIPOIECi TMIATOTOBKH IO PETCTHIIII.
BuBueHHSI TapTUTYpH, DUPUTCHTCHKUM aHai3, TOMEPETHIN aHai3
MaHyaJbHUX 3ac00iB JUPUTEHTCHKOI BHUPA3HOCTI (AMPUTECHTCHKOT
arutikatypu), (OpMyBaHHS BIIACHOI IHTEpIIPETaIlii, CTBOPEHHS Tep-
CTIIEKTHBHOTO IIaHy PENETHINNA — TepeTiueHi CTpaTeridHi 3aBIaHHs
JMPATEHT Ma€ BHPIIIMTH JIO MEpPIIOro BuUxomy Ha cieHy. CytreBa
BIIMIHHICTh MK IHCTPYMEHTATICTOM (BOKAJTICTOM) 1 JHPUTEHTOM
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TIOJISITA€ B TOMY, IIIO BUKOHABEIIH BiTHAXOAWTD BIACHY 1HTEPIIPETAITIIO
6 npoyeci pobomu HaJ TBOPOM, a JUPHUTECHT BXK€ Ha MEPIIii peneTu-
11ii TOBMHEH PO3KPHUTH OPKECTPAHTaM CBOI TBOpUi Hamipu. Bix mioro
BEJTMKOIO MIpOIO 3JICKHUTH IMPOTHO30BAaHUH YCITiX B3aeMoii (KOMyHi-
Kallii), CTYIIiHb TOBIpH OPKECTPAHTIB 0 TBOPUOTO JIiepa.
Penemuuiitnuii npoyec po3nOYNHAECTHCS 3 MOMEHTY ONAHY8AHHA
OpPKeCMpAHmMamu meKcniy My3udHo2o meopy; 1e — KOpeKTypa ITpH-
XiB, BUPIIIICHHS TEXHOJIOTIIHUX MTPOOJIEM, TIOB’ sI3aHUX 3 MOTOPHUKOTO
Ta PUTMIKOIO, Y3TO/KEHHS MUTaHb M0A0 (GpazyBaHHS TOMIO. SIKII0
MY3WYHUH TBIp TEXHIYHO CKJIATHHUIN, MOKYTh 3HAJTOOUTHCS TPYIIOBI
pemneTuIlii, ma Jac SKUX JUPUTSHT MPUAUISIE 3HATHO OUTBITY yBary
OKPEMUM TIAPTisSM 1 BHKOHABIISIM, Ta KOHTPOJBHI 3aX0IH JIST CTYICH-
TiB-OpKECTpaHTIB (3HaBaHHs mapTiii). Taka ¢popma poOOTH BiTIyTHO
CKOpOUy€E Yac, MOTPIOHUH OpKecTpaHTaM ISl JTOCKOHAJIOTO OTaHy-
BaHHS CBOIX MapTiil Ta 03BOJSE YHUKHYTH 3aiBHUX 3yMHWHOK 1 HEp-
BOBOTO HAIPYKEHHS MPOTATOM 3arajibHUX pernetuiii. [licis mporo
HACTa€ Hatlbinbw meopyuti eman —podOTa TOBHOTO CKIIATY OPKECTPY
HaJ 3ByKOBUM BTUIEHHSIM KOMITO3UTOPCHKOTO TEKCTY; IHITUMH CJIO-
BaMH, HAPOOIICEHHS BUKOHABCHKOI IHmepnpemayii My3uuHo2o meopy.
TyT iHimaTHBa HAJICKUTHh KEPIBHUKOBI-TUPUTEHTOBI. OpKeCTpaHTH
MTOBUHHI CBIJIOMO ITiTKOPIOBATHCS HOTO BOJIi, BUKOHYIOYH THPUTEHT-
ChKi BKa3iBkH. HaperTi, Koiu T0CKOHAICTD 1 3MiCTOBHICTh OPKECT-
pPOBOTO BUKOHAHHS HAOIM3ATHCS IO MEBHOTO 1€aIbHOTO PIBHS Ta
HaOyIyTh KOHIIEPTHOI CTA0LTBHOCTI, My3UIHHIA TBIp MOXKe Oy TH TIpe-
3CHTOBAaHWUM ITyOITIYHO, 1 IIe MOMEHT TEK BU3HAYAE TUPUTCHT.
Ilyoniunuii Konuepmuuii eucmyn OpPKECTPYy Ma€ BBaXaTHCS
MHCTEIEKUM apTe(aKToM: I1e KBIHTECEHITiS iCHYBaHHS TaKOTO TBOP-
YOTO KOJIEKTHBY, SIK OpKeCTp. BiH € CymMOr0 3yCHiIb KOKHOTO OKpe-
MOTO 4JIeHa KOJEKTHBY, BCHOTO KOJEKTHBY B IIJIOMY, JHUPWUTEHTA-
iHTEepIpeTaTopa Ta iX B3aeMomii. YCBIIOMJICHHS HE3BOPOTHOCTI Ta
VHIKaJIbHOCTI aKTy BUKOHAHHS TBOPY IIiJl Yac KOHIIEPTY HAKIaIae
BEITUKY BiIIOBITAIbHICTh Ha BCIX YUACHUKIB ITLOTO mporiecy. [1yomiu-
HUU BUCTYII — II¢ BUMPOOYBAHHS 1 I AUPUTEHTA, 1 TSI KOJIEKTUBY
opkecTpy. JMpUTeHT TPOXOTUTH TEPEBIPKY HA TBOPUY 3PLTICTH
CTBOPEHOI IHTEpIpeTaIrii, mpoQeciiHy BIPaBHICTH 1 BUTPUBAIIICTD,
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BMIHHS CTBOPHTH aTMOc(epy MaKCHMaJIbHO TBOPUOI KOMYHIKarlil
Yy TPUKYTHUKY «IWPUTEHT—OPKECTP—CIIyXaud», CIPOMOKHICTh IIiJI-
HECTH CTYMIHb EMOLIWHOTO BIUTUBY MY3WKH /0 MAKCHUMaJIbHHUX 3HA-
YeHb, BIPHICTh 00paHOi BUKOHABCHKOT CTpaTerii 1 TAKTUKH B poOOTI
3 OpKeCTpPOM. Y CBOIO Yepry, OPKECTP «CKIaIa€ iCIUT» 3 BUKOHAB-
ChbKOT KBamidikamii, 3MaTHOCTI 0 3BYKOBOI peajizamii THPHUTEHT-
CHKOTO BHKOHABCBHKOTO 3aayMy 1 3MICTy MY3HWKH B ITiiomy. OTxKe,
OXapaKTepr30BaHa BHIIE CTPYKTypa BUKOHYE POIIb HIOTPYHMA 6 NiO-
2omosyi dupucenma OpKeCTPy HaApOJHUX IHCTPYMEHTIB.

III. Texnosorisi. TeXHOOTIS K KOMITIEKC TUPUTEHTCHKIX HABH-
9OK i KOMIIETEHIiil € ocHOBOKO mpodecii mupurenta. Moro TBopui
HaMipu OyayTh HE3PO3YMUIMMH ISl pO3MMUGPYBaHHS MO THUX IIip,
JTIOKY BiH He Oy/ie BOJIOMITH BiIITOBITHOIO «MOBOIO», SIKa TA€ MOYKIIH-
BICTh IepenaTH KOJIEKTHBY BECh 3MICT HEOOXITHUX BiIOMOCTEH s
KepyBaHHS OpKecTpaHTaMu. MaiCTepHICTh TUPHUTEHTA IPYHTYETHCS
Ha 0e3I0TaHHOMY BOJIOIIHHI BJaCHUM IHCTPYMEHTOM KOMYHIKaIlii —
arcecmom. Came JKeCT € «MOBOIO JUPUTEHTCHKOTO MHCTEITBAY, 110
(hopMmyBaack IPOTATOM KiJTBKOX OCTaHHIX CTONITh. BoHa € HOCiEM
3MICTY: Bi3yaJIbHO PO3KPHUBAE 1 TAKPECITIOE KOHKPETHI 00pasu, CTBO-
pIO€ BIAMOBIIHY aTMOC(Epy, BTUTIOE BHYTPITITHIO €HEPTETUKY JUPHU-
reaTa. HactipaBni, He TUTEKH OPKECTPAHTH, a i cIIyXadi TeK 3HATHOIO
MipoI0 TIepeOyBarOTh i BILTMBOM IHUPHUTEHTA, SKUH «TyT 1 3apa3»
BHOYIOBY€E HETIOBTOPHY IHTEPIIPETAIII0 My3UIHOTO TBODY.

BaxxnmuBuM € yCBIIOMIIEHHS MYJIBTH(DYHKIIIOHATHLHOCTI THPH-
TEHTCBKOTO JKECTy, IO € HE TUIBKH BiTOOpaKCHHSIM IIyJIbcarlil
B MIEBHOMY TEMIIi, BKa3iBHUKOM TWHAMIYHUX HIOQHCIB 1 INTPHUXIB,
«HABITAaTOPOM» Ha Malli BCTYIIIB Pi3HUX TPy IHCTPYMEHTIB, 3aCO-
OOM TSI TTOKA3y PO3IITiB My3UIHOI POPMHU, KEpMAHUIEM OyIb-SIKUX
arOTIYHMX BiIXWJICHb, IHCTPYMEHTOM JIJIST OTICPATHBHOTO BTPYJIaHHS
y 3By4aHHA 1 Take iHme. OTKe, OupueceHmcoKull scecm € IHCmpymeH-
mom, SIKHA PO3KpHUBAE KOMIO3HUTOPCHKHHA TEKCT depe3 (PYHKIIIl
VITPABITiHHS, MOJICITIOBAHHS, ApTUKYIIOBAHHSI, 1;TIOCTPYBAaHHS, TCPMi-
HOBOTO BIUIMBY, CIIOHYKaHHS, a MaHyalbHa niacmuka — 1e dpopma
PO3KpHUTTS XyIO)KHBOTO 0o0pa3y 3aco0aMu MaHyaJdbHOI TEXHIKH
TUPUTEHTA.
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Jlupueenmcoka annikamypa — TpodeCcifHO-OCMUCTCHUH 100ip
TEXHOJIOTIYHUX 3ac00iB BHUPA3HOCTI, CHPSIMOBAHWX Ha BTIJICHHS
MUPUTEHTCHKOI IHTEpIpeTamii 3MIiCTy MY3HYHOTO TBOPY IUIIXOM
MOJICTTIOBAHHS MMPOTHO30BAHUX PE3YJbTaTiB TBOPYOi KOMYHIKAIil
3 opkecTpanTamu. Cepes] KOMITOHEHTIB JUPUTECHTCHKOI aluTiKaTypH —
CXeMHU TaKTyBaHHS;, caMeé BOHH TOJIOBHMM YHHOM BIUIMBAIOTH Ha
BipHE CITiBBITHOIICHHS TEMITY i IYJIbCY PO3IITIB (GopMHU (B MIHUPO-
KOMY pO3yMiHHI) 1 opraHizamiro aHcamOIeBOi CHHXPOHHOCTI OpKe-
CTpoBOi BepTuKaii (y By3pkoMy ceHci). [lo ammikatypHoi cdepu Bim-
HOCHMO BH3HAYEHHS 1 TPAHCIIIIO CTPYKTYPHUX ONWHHUIh MY3HKH
(MoTuBiB, (ppa3, peueHs, MepioniB, PO3AUTIB (GOPMH) B IXHHOMY CITiB-
BITHOIIICHHI, CMUCITOBUX HArojoCiB, KyIbMIHAIlI{ TOIIO.

OmHUM 3 aCTEKTiB JiSTBHOCTI TUPUTEHTA € HOTO gunepeddicaioud
inpopmayiiina GyHKINS, MO CHUPAETHCS Ha BOJOMIHHS CHCTEMOIO
ay(TakTiB Ta AUPUTCHTCHKUM TYyIIIe — CEHCOPHUM BMIiHHSIM TOpKa-
THCS TOYKH Y BIAMOBIAHOCTI JO MOTPIOHOTO XapaKTepy 3BYUYaHHS.
TaxuM 9UTHOM CTBOPIOIOTHCS MOMIEITION0Y1 iH(hOpPMAaTHUBHI BIACTHBOCTI
JTUPUTEHTCHKOTO «TIEPEIMOBIICHHS» — TUPUTEHTCHKE 3BYKOTBOPEHHS
i 3ByKoBeneHHs. [Ipu 1bomy 30epiraeThest 1 Oe3Mmocepents Kepyioua
(GYHKITIS — TIepeiaga METPOPUTMITHOTO, THHAMITHOTO, IITPUXOBOTO,
EMOIIIHO-CHePTeTUYHOTO IMIYNIBCIB — TapaiebHO 31 CIYXOBHM
KOHTPOJIEM 3BYKOBOTO PE3YIBTATy Ta BIATIOBITHOIO KOPEKITIETO.

KepiBHUK OpkecTpy, CIUparounch Ha 3HAHHS XyTOXKHIX MOXK-
JUBOCTEH KOXKHOTO 3 TOJOCIB MApTUTYPH, BiTHAXOAWTH MaHY-
aJpHI PYyXH, 10 BiJOWBAIOTH M’S30Bi BiIUyTTsI, 00yMOBIICHI CaMOTO
TIPUPOIOI0 3BYKOYTBOPCHHS 1 3BYKOBEICHHS PI3HUX IHCTPYMCHTIB
31 ckamy opkectpy. OCcTaHHE € CyTTEBUM ISl TPAKTHYHOTO 3aCTO-
CyBaHHS B CUCTEMI aJIeKBaTHOT KOMYHIKAITil THPUTEHTA 3 OPKECTPOM,
JIO CKJIQAY SIKOTO BXOJSTEH TPYITH IHCTPYMEHTIB 13 GIOMIHHUM CHOCO-
bom 38yK061000y6antsa. 3 METOIO0 301IBIICHHS BHPA3HOCTI AWPHU-
TEHT 3aCTOCOBYE IMITAIlilHI «pyXOBi (hOpMI», IO HATATYIOTH iTPOBi
pyXu My3WKaHTiB. [Ipu mbOMy 3HAYCHHS iMimayilinoco Oupucenm-
CbK020 dicecnty MOXKe OyTH 30BCIM pi3HUM. 3acobamu, HE TIOB’s3a-
HUMH 13 TAaKTyBaHHSM, JUPUTEHT MOKE TPAHCITIOBATH B OPKECTP TaKi
00pa3HO-acoIiaTHBHI KOMIUICKCH, SIK, HAIIPHUKIIAI, «ITOBUTbHA TEUis
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MEJIOMUIHOI JIiHI(», «Tpi3HE TYPKOTIHHA KyJIbMIHAIIHHUX aKop-
IliB», «MEXaHICTUIHA HEBOJIAraHHICTH PUTMIYHUX (Gopmyn darymy,
110 HAOIMIKAETHCS», «Blayall Ojararoumx 1HTOHALIM», XBUJl JHHA-
MIYHHX 3POCTaHb TOIIO; @ MOXKE — 300pa)kaTH MMypXaHHs METENHKa,
MOMEHT PO3KPHUTTS KBITKH, A3IOPYaHHS CTPYMOYKY, I3BOHH — TaKi
YKECTOBI TIPUHOMH TEK MICTATHCS B apceHall CyJacHOTO JUPHUTEHTA.

YoTHupu CTPYKTYpHI €IEMEHTH JTUPUTEHTCHKOTO JKECTY — 3aMax,
CTpeMITiHHsI (TIamiHHs), 3ByKOBa TOYKA 1 BIMOUTTS — TPUHIIUIIOBO
MaroTh OyTH MPUCTOCOBAHI JJIS aleKBaTHOI «3UYNTYBAaHOCTI» BCiMa
YYaCHUKaMH OPKECTPOBOTO MY3HKyBaHHs. Yac, SKuii BUKOHABITi-0p-
KECTPaHTH BHUTPA4YalOTh Ha 3BYKOBHJOOYBAaHHS, JCIIO PI3HUTHCS
(3amexHO Bim #oro crmocoOy i 3yMOBIIEHOT IMITPUXOBUMH TO3HAYCH-
HSAMH apTHKYISIIT). | KoyKHA 31 CTOPiH TBOPYO1 KOMYHIKAIIIT «IHpPH-
TeHT-apTUCT» MMOBHHHA BPAaXOBYBaTH 1eH (DakT. Y MOMIpHHUX TeMIax
TIPU CePEAHHOMY JUHAMITHOMY HIOAHCI BIIMIHHOCTI HE CYTTEBI. AJie
B IIEBHUX ITPOBUX CHTYAIIsX — Ty>K€ TIOBUTBHHIA TEMII, MiHIMaTbHUI
piBeHb TWHAMIKHM 1 aKIICHTOBAaHWW IOYATOK 3BYYaHHS B HU3BKOMY
pericTpi abo AyXe MIBUAKUN TEMIl, MAKCUMAaJIbHUA pPIBEHb ITHHA-
MIKH, PalITOBHUH BCTYT HAa HETIOBHY JOJO TAKTY — YacOBI pO30i1KHO-
CTi 3ByKOYTBOPEHHS CTAIOTh TIOMITHUMH.

IIutanHs CHHXPOHHOCTI 3BYKOYTBOPEHHS Ha 1HCTpYMEHTaX pi3-
HHX OPKECTPOBUX I'PYIT JOCUTH TOCTPO TOCTAE TICIISI TTay3 (0COOIUBO
0OYMOBJICHMX HAJIBUCOKHM EMOIIHHUM TPaJyCcoM IOTEePETHHOTO
3BY4YaHH!), TICIIS 30CEPEHKEHOI THIIT TTepPe]T ITOYaTKOM TBOPY, IiCII
modrmay3u nepen subito p. Taki TpoOIeMU BUPINIYIOTHCS IILIS-
XOM HaOyTTsI JIOCTATHHOTO JIOCBIJLy YaCOMOTOPHOTO MPOTHO3YBaHHS
peakIIii BUKOHABII Ha TUPUTEHTCHKUH XecCT ((PopMyeThbes Tia Jac
MPaKTUIHOI pOOOTH 3 OpKECTpoM / aHCcaMOJIeM) Ta 3aCTOCYBaHHS
BipHOI TUPUTEHTCHKOI aIlTiKaTypH, IO € aHAJTITHIHO BUOYIOBAaHOIO
«KaJbKOI0» JUPUTEHTCHKUX PYXiB, CIPSIMOBAHUX HA TPAHCISIIIO
MY3HYHUX CTPYKTYP B X 3MICTOBHO-TIPOCTOPOBIH i€papxii.

TakuM uYmHOM, TpodeciiHa MiSUTBHICTh TUPHUTEHTA TIOETHYE
TEeXHIYHY MaCTEPHICTS 1 TITACTHUHY 00pa3HicTh. [Ipu oMy piBeHB
i1 MOCKOHAJIOCTI BIUTMBAa€ Ha SKICTh TEpenadi XyIoKHIX HaMipiB
JMPUTEHTA HE TUTBKH OPKECTpaHTaM, a 1 cliyxayaM. Buie3azHauene
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CBITYNUTH TIPO YHiBEpCANbHICIb OUpUSeHMCbKoi mexHiku. PO3BUTOK
TeXHIKH AUPUTCHTA TIOB’SI3aHUM, TIEPIT 3a BCe, 3 OKaHHAM aleK-
BaTHO BimOOpa3WTH i peasi3yBaTH CBOI TBOPUi YSBIICHHS, 3POOUBIITH
TBOPUYY KOMYHIKAITiFO IITe O1TBIN 3MiCTOBHO¥O.

IV. Ilcuxonoriss TBOPYOi AisIbLHOCTI AUpureHnTa. beszamneped-
HUAM (DaKTOM € Te, IO BIUTHB MO3UTHUBHUX TICHXOJIOTIIHUX YHHHUKIB
3HAYHO 301ITBITY€e €(heKTUBHICTE MPOIIECY OTPUMAHHS BHCOKOXYIOXK-
HBOTO PE3YILTATy MOPIBHIHO 3 KOMYHIKAIII€0 32 JTOTIOMOTOIO JIAIITE
MaHyaJIbHOI TeXHIKH (HaBiTh HaWBHUIIOTO piBH). [lcuxiuHa misTb-
HICTh TUPUTEHTA Ma€ O6araTo acrekTiB. BoHa ckiamHa THM, IO Bill-
OyBa€eTLCS B yMOBAX IMEBHUX MPOTHUPIY, SKi BUHUKAIOTH MK TIPOIIe-
COM KepyBaHHSA 1 BIacHe TBOPYICTIO. KpiM TOTO, KOMYHIKAIlisS MiX
JUPUTEHTOM, OPKECTPOM 1 CIIyXadaMH Tiepe0adae HalaroKeHHs Ta
OITHOYACHE YTPUMAHHS BETNIE3HOT KITLKOCTI IICHXIYHUX 3B’ SI3KIB.

JlomiHyt0ua poItk TUPUTeHTa, HOTO NICHXiYHa TIepeBara BAHUKAIOTh
Ha TJIi CHJTBHOT BOJTi, MIITHOTO XapaKTepy, ITO3UTHBHOTO MPodeciitHoro
JIOCBIAy Ta BIIEBHEHOCTI Y CBOIN 3MaTHOCTI BIUTMBAaTH Ha KOJEKTHB.
DeHoMeH TUPUTEHTCHKOI BOJII BUSBIISIETHCS Y HAITOJICTIIMBOCTI, ITiJIe-
CIIPSIMOBAHOCTI, 3aB3STTi, PIITydOCTi, CAMOCTIHHOCTI Y TIPHHHATTI
pIIlIeHb, HIMIATHBHOCTI, CTPUMAHOCTI 1 BMiHHI KepyBaTH BIACHUMH
TICUXOJIOTIYHNMHU cTaHamu. llitecripsiMmoBaHe Oa’kaHHS TOCKOHAJIO
BTUTHTH TBOPYHH 3aITyM, IIOCHJICHE 3[IATHICTIO IO CYTECTIii, € 3amopy-
KOO YCITIIITHOTO KePYBaHHS /iSIMU BEJIKOTO MY3UYHOTO KOJICKTHBY.

Bimomuii 31 TMCHXOJOTIi TPHHIIMI CYTeCTil BTUTIOETBCS SIK
BIUTMB BOJII TUPHUTCHTA HAa CBIJOMICTh BHKOHABINB 3311 peaiiza-
1ii OCMHCIIEHOT HUM KOHIICTIIII TBOPY, IO BUKOHYEThCA. [loTyxHa
EHEepPTisl BOIHOBOTO IMITYJIbCY MPUMHOXKYE BIUTMB MaHYaJTbHHUX Hiil
MAPUTEHTA, TiIBUILYIOUN iXHI0O €(PEKTUBHICTD. Y BHUMAAKY PE3yilb-
TaTUBHOCTI 00paHOl HUM cTparerii GOPMYETHCS HAIBAKINBHA YNH-
HUK YCTIITHOT B3a€EMOIIi 3 OPKECTPOM — JIOBipa IO TUPHUTEHTA 3 00Ky
KOJIEKTHBY MY3HWKaHTIB. | camMe BOHa BMHKA€E TICHXOJIOTIYHHUN (TiIT-
HOTHYHUN) MEXaHI3M «CJiAyBaHHS 3a JIIEPOM», 1 TOMI HACIIIKOM
CyTecTii cTae XyqoXKHS TPAHCIIAIIS Bl KOMIIO3UTOpPA JI0 CITyXada.

[TocTiiHUH TICHXOJOTIYHUN KOHTAKT AWPUTEHTA 3 OPKECTPOM
BAMara€ 3HA4YHOTO BOJBOBOTO HampykeHHsA. OOcsAT 3ycuilb, IO
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BUTpAYa€ JUPUTSHT, TUM OUTBIIIM, Y1M OLTBITIA KiTBKICTh OCI0 3a1Ty-
YeHa JI0 TPOIeCy BUKOHAHHS TBOPY, 1 YUM Ha OIIBITY BiACTaHb JUPH-
TEHT Ma€ TPAHCIIOBATH CBil TBOPYHH IMITYIIbC. 3Ba)KA0OUN HA TE, 110
TBOpYa KOMYHIKAISl 3 OPKECTPOM € OOOIIJTLHUM IIPOIIECOM, HEI0-
CTaTHIN BOJIbOBHH Ta CHEPTETHYHHUN ITOTEHITIAN AMPUTCHTA MOXKE
CTaTH MPUIHMHOO HAMPYKEHUX CTOCYHKIB MI>K HUM 1 KOJICKTHBOM.

ITcuxonoridai KOHTaKTH YMOBHO TOMUISIOTHCS HAa «30BHIITHI»
1 «BHYTpIIIHI». 3MICTOM «30BHIIIHBOTO» OOKY € KOHTPOJIOIOYA
yBara, CIipssMOBaHa Ha BHPIIICHHS OpPTaHi3allifHAX 3aBIaHb, 3MiHC-
HEHHS PETYIATOPHUX (YHKITIN i OpKecTpy. SOBHINTHI KOHTAKTH —
I1e, TIEPII 3a BCE, 30pOBI KOHTAKTH. MaeThbcsl HAa yBaszi HE TUIBKH
3B’S130K «04i B 041y (110 CIIyTye s 0€3M0CepeTHBOTO MiATPIMAHHI
yBard i CUTHAJII3Y€ PO TOTOBHICTh OPKECTPAHTIB BUKOHYBATH JUPHU-
TEHTCHKI BKa3iBKH), @ i BECh 30pOBHI KOHTEHT, IO CIIPUHAMAETHCS
OpKECTpaHTaMH — JIUPUTEHTCHKI JKECTH, IIO3WINii, 103a, MiMika
00TIYs, XapaKkTep moaadi iHpopmartii.

«BHYTpimHIN» KOHTAKT, MPOIIWBAIOYN OOOJIOHKY 30BHIIIHHOTO
OaueHHs, OXOILIIOE BC1 HAMTOHIII HECBIIOMI HIOAHCH TBOPUOI KOMY-
HiKaIlii: eMOIIMHIA TOIITOBX, EHEPTETUKY, TYTTEBICTH, OCOOUCTICHE
CHOPUWHATTS TUPHUTEHTCHKOI IHTEpHpeTanii My3WKH, MOPUHAHHSI
B 3MICTOBHHI CBIT Ha pPiBHI caMoimeHTH(IKAMMIT 3 KOHKPETHHUMH
obpasamu 1 Take iHIIe. J{0 IHOTO JK TUITY KOHTAKTIB MOYKHA BiTHECTH
1 CITyXOBY KOMYHIKAIIifO, IO 3aBXIH BUKOHYE TOMBIHHY (DYHKIIIFO.
Bona He TIBKH YMOXIIMBIIOE KOHTPOIb HaJ MiIMHA OPKECTpy, a i
JTO3BOJISIE JUPUTSHTOBI MOCTIHHO MOPIBHIOBATH PEaJIbHE 3BYYaHHS
3 i/IeaTbHAM 3ByYaHHSIM HOTO «BHYTPIITHHOTO OPKECTPY».

VY OIIBIIOCTI BUTIAAKIB MY3UYHI TBOPH MICTATH CKJIATHUN KOM-
IJIEKC PI3HUX €MOIIi Ta Tl HU3KW BIATIHKIB IIUX €MOIIiNd. 37at-
HICTh IUPUTEHTA YBUPA3HHUTH BEJIMKY PO3MAITICTh MCUXITHUX CTa-
HiB 3QJICKUTH BiJl HOTO BHYTPINTHLOI 3MI0HOCTI TeHEPYBaTH €MOITii,
a TaKOXX BiBEPTOCTI i KPEaTHBHOCTI B 3ac00ax iX TpaHCIIIIIIT BHKO-
HaBIIM. Y TIEBHOMY PO3yMiHHI, TUPUTEHT 3aiIMa€eThCsl KOAYBAaHHAM
PI3HOMAaHITHHUX €MOIIMHAX CTAaHIB, 3aKJIaJCHUX Y My3HYHOMY TBODI.

OnHuM 3 HAWOUTBI MIEBUX TICHXOJOTIYHUX MEXaHI3MIB IHPHU-
TEHTCHKOI MIsITBHOCTI € TporecH imeHTHdikamii. KoHTeHT Takmx
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MIPOIIECIB HA TIPOCTIIIIOMY PiBHI ITOJISATAE B ICHXOJIOT9HIN iIeHTH (K-
i1 3 BUKOHABIIEM, SIKa Ma€ 32 METY MOJICITIOBAHHS €TAIIOHY MaiOyT-
HBOTO 3BYyYaHHs Woro maptii. HaiBummii piBenb imeHTH]IKAIi —
«3MICTOBHA», KOTPa CTBOPIOE 3arajabHy €MOIHY aypy Ta 00’ €IHy€E
TBOpPUI CHJIM BCHOTO KOJIEKTHUBY. [ICHXOIIOTIUHAN acTIeKT MisITLHOCTI
MAPUTEHTA, TTOB’S3aHUKA 3 imeHTU(IKAIIE0, € OTHUM 3 HAHOUTBII
CKJIATHUX. 3MaTHICTH IO IEPEKOHIINBOTO BUPA3y EMOIIMHIX CTaHIB 1
Mepe)KUBaHb, OCOOJIMBO THX, IO HE 30irafoThCs i3 IPUPOTHUM TEM-
MEePaMEeHTOM JTUPUTEHTA, TIOCTYIIOBO 3POCTAE pa3oM i3 HOTo JOCBi-
ITIOM Ta TIpodeciitHoI0 MaHCTEPHICTIO.

BaxximBuM acriekToM MPaKTHIHOI TisSUTBHOCTI AUPUTEHTA € TICHXi-
YHA CaMOPETYIIAIliS, IMOB’s3aHa 3 (DYHKITIOHYBAaHHAM Ha (Di3UIHOMY
piBHI TUPHUTEHTCHKOTO arapary, 3 Horo pyXJIHBOIO MOTOPHKOO. [1po-
OrmeMy CKIIagae B3a€EMO3AICKHICTh €MOIIHO-BOIBOBOI 1 (hi3udHOT
AKTUBHOCTI JIFOMWHHA. KOXHUWI JMPHUTEeHT-TIOYaTKIBEIlh CTHKAETHCS
3 npodeciftHIMHU TPYTHOIIAMH, 110 BUHHUKAIOTh HA T MPUPOITHUX
0OCOOJIMBOCTEH JIFOACHKOTO OPTaHi3My Ta MPHU3BOIATH 10 HEeOakaHOI
JIAHITFOTOBOI peakirii. CTaH TBOPYOTO ITiAHECCHHS K PE3YIbTaT XyIO0XK-
HBOI TISITLHOCTI XapaKTEePU3YEThCS BUCOKUM EMOITIHIM 30y IKEHHIM
(iHOMI HATBUCOKMM — HEKOHTPOJIHLOBaHOIO efidopiero). Lle, cBoero uep-
TOI0, CITPHYUHSIE TIaJICHe 3pOCTaHHS M’ SI30BOTO TOHYCY. M’sI31 pyXo0-
BOTO arapary MaroTh BEIMYE3HY KUTbKICTh HEPBOBUX 3aKiHUCHB, SIKi
30YIKYIOTBCS 1 TTepeIaroTh HEPBOBI IMITYIIBCH IO TOJIOBHOTO MO3KY.
Y M03Ky (HOpMYIOThCS OCEPEAKH 30yKEHHSI, SKi 3MIHCHIOIOTH Tallb-
MYIOUWH BIUTMB HA BCi 1HIII HEPBOBI IEHTpH. [HaKIIIe Ka)KydH, iIHTEH-
CHBHA M’s130Ba po0OOTa MPHUTHIUYE IHTEIEKTyalIbHY HisUTbHICTH, 3aBa-
YKarOur MO3KY BUKOHYBATH HOTO TBOPYi (PyHKITI1.

OTXe, yenix oupucenma K Mmumuysi 0e3nocepeoHbo 3a1eHCums 6io
11020 BMIHHSL KOHMPOTIOBAMU CEOI0 M ‘5308 AKMUBHICHb, CTIPSIMOBY-
FOYM CBOIO €HEPTiI0 B IUIOIMIWHY IHTEICKTYadbHO-TBOPUOI MisSUTHHO-
cti. KpiMm TOTO, BIICYTHICTH MII€EBOTO M’ SI30BOTO KOHTPOJIIO ITiJT Yac
MAPUTYBAHHS TIPU3BOANUTD JO TTOSIBU M’SI30BUX 3aTHCKaHb (OJIOKIB),
SIKI CYTTEBO OOMEXYIOTh AMPUTCHTCHKI PyXH B iX aMIUIITYIHUX 1
MIBUIKICHUX TTapaMeTpax Ta CTaBIATH ITiJl CYMHIB peaTi3allito 3a1y-
MaHO1 TUPHUTEHTCHKOI aruTikaTypu. Ik HacIiOK, BHHUKAIOTH OOJTHOBI
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CHUMIITOMH, y KpaiHiX BUITJIKax — MEBHI TPAaBMU PyXOBOTO arapary.
ITomiOHI mcuxo(di3u9HI BaaW YHEMOXJIMBIIOIOTH aleKBaTHY (Odi-
KyBaHy) KOMYHIKaIlif0 MK THPUTEHTOM Ta OpPKECTpPaHTaMH 1 Hera-
THBHO BIUIMBAIOTh Ha TBOPYHMH pe3ynbrar. Buxin 3 miei cutyartii —
MTOCTIHE CBiZIOME TPEHYBAHHS CBOTO «M’S30BOTO KOHTPOJIEpa» IO
piBHS (hOpMYBaHHS HABHYKH HECBIZIOMOTO KOHTPOJIIO 1 3amo0iraHHs
HaIMIPHOTO TOHYCY OKpEMHUX TPyl M s13iB. PazoM 3 TuM, mopedHnM
€ 3aCTOCYBaHHS TICHXOJIOTTYHMX HANAIITYBaHb, MIOB’SI3aHUX 3 MeXa-
Hi3MaM# pelakcalii THX M s31B TUPHUTeHTa, SKi He TIOBUHHI OpaTh
y4acTh Y KOHKPETHUX PYXOBHX akTax. JIJsi AOCBiIUEeHOTO AWpHU-
TeHTa, 32 YMOBH BipHOI opranisaiii #oro mii, He iCHye mpobiaemMu
IPOCTOPOBHX PyXiB pykK. Moro cBimomicTs HamamroBaHa Ha BHpi-
IIEHHS XYIOKHIX TUPUTEHTCHKUX 3aBIaHb Y HAWOIIBIN afeKBaTHUI
croci0o i MUTTEBO (HOpMYy€ BIAMOBIMHI CIIYXOMOTOPHI YCTaHOBKH.
OO0cCHT 1 AKICTH IIHOTO ACTIEKTY TBOPUOI MISUTBHOCTI IIITKOM 3aJIEKHUTh
Bil My3WuHOI 00HapoBaHOCTI Ta MPOhECIHHOTO JOCBIAY KOKHOTO
KOHKPETHOTO JINPUTCHTA.

V. JupurenTcbka intepmperanis. HaiOinpIm mmpoke BHU3HA-
YeHHS TePMIHY «IHTEpIpeTamis» B chepi My3WIHOTO MHUCTEITBA —
XyJIOKHE TIYMa4eHHSI My3UYHOTO TBOPY B MPOIieci HOro BUKOHAHHSI.
Jlorika iCTOpHYHOTO BUHUKHEHHS Mpodecii «TUPUTCHT» ILITXOM
BHOKpPEMJICHHSI B MPOIIECI BHKOHAHHS TBOPY OCOOM KEpiBHHKa Ta
BiJICTOpOHEHHS MOTO0 Bix 6€3MoCcepeIHb01 yIacTi y Tpi OPKECTPY 3pO-
Omta foTo BIATIOBIMAEHAM 32 TIIYMaueHHS MYy3WYHOTO TBOPY.

HeBinx’eMHOIO CKITaIOBOIO TIPOIIECY IHTEpPIpETAIlii € CBITOMMIA
(HECBIIOMMUIT) TIONTYK AMPUTCHTOM THX PUC MY3HYHOTO TBODY, SKi
oMy BOAUarOTHCSI HAMOITBIN BiATIOBIIHUMH 3 TOYKH 30py CITCIIH-
(diku foro mismmeHOCTI. TBOpYa AISUTHHICTH JMPUTEHTA CIIPSIMO-
BaHA Ha 3BYKOBE BTUICHHSI MGOPY SIK NAPMUmypu, 3By4HOTO TEKCTY,
KOTpHUH BIAIOBiZTa€ 0OpPa3HOCTI, SKY 3aKJaB KOMITO3UTOP, IIITXOM
CYTe€CTUBHOTO BIUIMBY, IO CKEPOBYE pOOOTY Oe3mocepeIHiX BHKO-
HaBI[iB-OPKECTPAHTIB.

OT1xe, 00’ €KTOM TUPUTEHTCHKOI IHTEpIIpEeTAaIlii € My3UIHHH TBIip,
a XyIO’KHS TpaHCPOpMaIlis HOro TEKCTY — ITAPTUTYPH — Y CBIIOMOCTI
JTUPUTEHTA € GUKOHABCHLKOIO KOHYyenyiero. TIpu 11bOMy OpKeCTp — He
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TUTBKH 3aci0 3ByKOBOI pealtizamii, 00’ ekTuBallii cy0’eKTUBHOI CKI1a-
JIOBO1 AUPUTEHTCHKOI KOHIICTIIT, ajie i Ji€BHUH ii yJaCHUK, CITIBTBO-
pers. JlupureHTchKa iHTEpIIpETAIlis 3aBXAN BimoOpaxkae (CBiIOMO
11 HECBIZIOMO) OCOOMCTICHI SKOCTI AUPUTEHTA, HOTO TIPUHAJICKHICTh
IO Ti€i M 1HIO1 BUKOHABCHKOI IITKOJTH, HOTO CBITOTJIS, TBOPYO-TIPO-
(dbeciifHuil JOCBiA, IHANBIAYATBHY «MaHEPY» POOOTH 3 KOJICKTHBOM.
Hapg-mera anmst qupureHTa — CTBOPEHHS Y BUKOHABCHKOMY TIPOIIECi
CHUHEpTii HaWBWIIOTO PiBHS, HAIJICHOT HA TyXOBHE €THAHHSI KOM-
MMO3UTOPA, BUKOHABINB 1 ciryXadiB. JIMPUTEHTCHhKa IHTEPIpETaIlisl €
TBOPYHM IPOIECOM, III0 TPYHTYETHCS HA CHHEPTIHHOMY TO€THAHHI
BCiX BHPA30BUX 3aC00iB Ha PIBHAX TEXHOJIOTI{, IICHXOJOTII, TyX0OB-
HOTO nocBimy. OTke, MPOTIOHYEMO aBTOPCHKE TIIYMAYE€HHS KITFOYO-
BOTO JIJISI TIPOIIECY BUXOBAHHS TUPUTEHTA KOHIICTITY: OUPUSYBAHHA AK
mucmeymeo inmepnpemayii € MaHyaibHO-00paA3HUM 8I0MEOPEHHIM
i0eanvHoi cmpyKmypHo-CemManmudnoi Mooeni My3uuHoi KoMno3uyil.

V miit imeanpHI MOmeNi IUPUTEHT BHUCTYIAe gK OidyHKITIO-
HaJbHA ITOCTaTh, IO MOEJHYE aBTOPa 3 KOMYHIKaHTAMHU: OPKECTPOM
(IMpHUTEHT € TPAHCIATOPOM ifieii KOMITO3UTOpa JIJIsi BUKOHABIISA-OP-
KEeCTpaHTa) Ta cIyxadaMH (HACIiKOM HOTO MisUTbHOCTI CTa€ KOMYHi-
KaIlisi — PO3yMiHHS HUMH 3MiCTy TBOPY).

VHIKaNbHICTh aKTy IyOJIiYHOI Tpe3eHTallii OpKecTpoM My3Wd-
HOTO TBOPY POOHUTH TUPHUTEHTA BiITOBITATHHIM 33 KOXKHHUH 13 BUKO-
HAaBCHKUX KOMITOHEHTIB iHTEpIpeTaltii (TeMIOPUTM, apTHKYIIAIIIS,
nrHaMika, TemOp). CaMe BiH BH3HA4Ya€ i BTIIIOE KOHKPETHI TBOPUi
pIIIEHHS Ta MAXOAH B iX MPAKTHYHOMY 3aCTOCYBaHHI, 3BaXKAIOUH Ha
OpTaHoOJIOTIUHI Ta (GaKTypHO-TEMOPOBI 0COOTMBOCTI KOKHOT 3 OpKe-
CTPOBUX TPYTI.

Bimomo, mo maptuTypa My3WdHOTO TBOPY, 5K 1 OyIb-sIKHH HOT-
HUW 3aIliC, MICTUTHh BEITWYE3HWHA TPOCTIp AT IHTEPIPETaIliifHOTO
MPOYNTAHHSA. ABTOPCHKI TIO3HAYKH (peMapKd), IO CTOCYIOTHCS
TeMIIOPUTMY Ta AWHAMIKA — crescendo, diminuendo, ritenuto,
rallentando, ritardando, accelerando, piu mosso, meno mosso,
poco, poco a poco, pepMaTi — BKa3yrOTh Ha TIEBHI BUKOHABCHKI i,
ane He Marome adCOIOMHUX OOUHUYL SUMIpy. 3BYKOBA peaizailist
aBTOPCHKHUX ITO3HAYOK — 30HA BiAOBITAIEHOCTI My3WIHOTO CMAaKy,
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XYIIO’)KHBO1 OCBIYCHOCTI Ta TEMIIEpaMEHTy TupureHnTa. Hapite Taxi,
3maBaiocs 0, PO3MOBCIOKEHI TO3HAYCHHS THHAMITHOTO HIOAHCY, K
f. o p, pp, mp, mf, nuine BiNOWBAIOTH TMHAMIUHI CITiBBITHOIIICHHS
CTPYKTYPHHX €JIEMEHTIB MYy3WKH (IO CKJIAIHCS B CIIyXOBiH ysBI
KOMIIO3UTOpPA), SKi KOKHHH BHKOHABEIb PO3KOO08YE, KEPYIOUUCH
MIEBHUMH YSIBICHHSMHU TIPO €IIOXY, CTHJIb Ta JKaHPOBY CTHIIICTHUKY
00paHoi My3WKH (3aJIeKHO BiJl aKyCTHYHHX OCOOTHMBOCTEH MpHUMi-
IeHHs, J¢ BiaOyBaeThcs KOHIEPT). Te came MOKHA CTBEpIKyBaTH
OO0 MITPUXOBHUX MO3HAYEHb Y HOTHOMY TeKcTi. OT)Ke, AUPUTEHT,
OTIPAIbOBYIOYM HOTHHH TEKCT MY3WYHOTO TBOPY, Ma€ BU3HAYUTHCS
III0/T0 BEITMYE3HOI KITBKOCTI aBTOPCHKUX PEMAPOK, SIKi MAIOTh JJOBOJ1
IIUPOKY 30HY JAOMyCTUMUX 3HAYEHb.

e GBI CKIIATHUM € eTanm poOOTH HaJl My3WIHOIO JpaMaryp-
riero TBopy. Po3kputTs itoro oOpa3zHOTO 3MICTY BigOyBaeThCs depes
TIPUBJIACHEHHS JOCBITy KOMITO3UTOpa (aBTOKOMYHIKaIis, ae S=IH-
mui), BiMOOpaXeHHS TOMAiHM, 3aKIaJCHHX aBTOPOM Yy MYy3WIHHUI
TEKCT, MUISIXOM IX «IPOKUBaHH» 3HOBY 1 3HOBY, IOIIYK BapiaTHB-
HOTO TIOTEHITIaTy TSI 1X iHTepIpeTaltii — HOBUX 3MiCTOBHUX HATSIKiB
1 3B’A3KiB, TeMOPO-AHMHAMIYHHX OapB, i HAPEIITi, CTBOPECHHS BUKO-
HABCLKOI KoHYyenyil, O HAOIMKYETHCS 10 CTHIHOBOTO ETAJIOHY.

VI. lupurenrcbke MUcAeHHS. [IUpUreHT Mae MHUCIUTH CTPYK-
TYpHO, BPaXxOBYIOUH i€papXit0 OKPEeMHX KOMIIOHCHTIB KOMITO3HUTOP-
ChKOTO TeKCTy. [IpuitMarodn Moa0 HUX IHTEPIIPETAIiiHI PITICHHS, BiH
Mae€ TIOB’S3yBaTd CBOE BJIacHE OAdeHHS KOHIICTIIii TBOPY 3 JIOTIKOIO
pO3ropTaHHs KOMITO3UTOPCHKHUX 17eH, 110 3adikcoBaHa B ITAPTUTYPI.

JupurenTchke MUCIEHHS MEXY€E MK 1npOOVKMUEHUM MUCICH-
HSM KOMIIO3UTOPA 1 penpooyKmusHUM — HA0UHO-0i€8UM MUCTICHHIM
BHKOHABIIA.

Crenndika TMPUTEHTCHKOTO MICIICHHS TI0B’ s13aHa 3 TIEBHUM Tya-
J3MOM MPAKTUYHOI MisSTTEHOCTI TUPUTEHTA. 3 OJTHOTO OOKY, I1€ BHIIC-
pemKaioue MOJAETIOBAHHS PEaTbHOTO 3BYYaHHS OPKECTPY — IHPH-
TeHT 3aBkIu TiepedyBae Tomepenay OpKecTpy Ha TEBHIM YacoBiit
BijcTani. Take MOIEIOBAaHHS TO3BOJISIE BIIGBHCHO PETYIIOBATH il
OPKECTPAHTIB 1, OMHOYACHO, (hOPMYBATH 3ByKOBHI TEKCT TBOPY, Bill-
qyBaIOYM HOTO K MUTICHY XyTOKHIO KOHCTPYKIIif0. 3 IHITOTO OOKY,
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CaMOCBIIOMICTh TUPUTEHTA BECH YaC OINPAIbOBYE PE3yAbTaTH KOMY-
HIKamil B MUK «3BEPTaHHS — 3BYKOBA BIIIOBiIbY, TOMAI0TH TPETIO
JIAHKYy — OIIIHKY. BUCHOBKM OIIIHIOBaHHS Yy BHIVIAII MiHIMQJIBHHUX
KOPEKTYPHHX Peakilii (a iHofi ¥ MacITaOHUX, TEPMIHOBHX BHIIPAB-
JIEHb B TIPOIIECi BUKOHAHHS) BIUTMBAIOTH HA ITOMAJIBIIII i TUPUTEHTA.

Ille omHi€0 YHIKAIBHOIO BIACTHBICTIO MHUCICHHS TIpodeciitHoro
JTUPUTEHTA € BMIHHS «TPaTH MOAYMKW», YSABISIOUN 3By4aHHS OpKe-
CTPY 32 JIOITOMOTOI0 BHYTPIIIHBOTO CITYXY. 3aHATTS 0€3 IHCTPYMEHTY
3 HOTaMHU TIepel] OunMa Ta 6€3 HOTHOTO TeKCTy Ha (hiHATLHOMY eTarli
MIATOTOBKH A0 ITyOIIYHOTO BHUCTYIY MPaKTHKYIOTh 1 BUKOHABIIi-iH-
crpyMeHTamictu. Taka dopma poOOTH HO3BOJISE PO3BAHTANKHUTH
MO30K BiJI TEXHOJOTIYHUX MPOOIEeM BUKOHAHHS Ha 1HCTPYMEHTI i
MTOPUHYTH Y TIPOCTIP «UHUCTOT MY3UKW», MOACIIOIOUN 1 BUOYIOBY-
09U IpaMaTyprilo My3WIHOTO TBOPY Ha OCHOBI YSIBHOTO TpOTpa-
BaHHS BXKE OTPaIlbOBAaHOTO MaTepiamy. Ha BigMiHy Bil BUKOHABIIIB,
IUPUTEHT Y TaKUH CIIOCiO po3moYrnHaE poOOTy HaJl iHOI aOCOIFOTHO
HE3HAOMHUM MY3WYHUM TBOpOM. [[o TOoro », fioro ysiBa MOBUHHA
3TeHepyBaTH 3ByYaHHs Mol maptutypu (15-20 Ta Oinbire romio-
CiB) y BIOIOBiZHOMY TeMmOpanapbHOMY 3abapBiieHHi. KpiM HaBHUYKH
OTHOYACHOTO YHTAHHS BCi€l BEPTUKAJI MAPTUTYPHOI CTOPIHKH (a He
TUTBKH OKpeMHX (YHKIIH OpKecTpoBOI (aKTypH), TUPUTECHT ITOBU-
HEH MaTH CBiTOMHH TOCBIM YSIBICHHS OPKECTPOBUX TEMOpIB (TaKHit
€001 «TeMOpOBO-3BYKOBHH Keiicy). IHakmie ysSBHUH «ImporpaBaw»
OyZe BiATBOPIOBATH TOMOTEHHE 3ByYaHHS MY3UYHOTO TEKCTY, 110 He
JTIO3BOJIUTH TUPUTCHTOBI CTBOPHUTH aICKBATHY IHTEPIIPETAIIIIO 1 pO3-
KpUTH 3MicT TBOPY. CaMe «Tparoun MOTyMKI», THPUTEHT Biamutido-
BYy€ i7icaJIbHy MOJEIb BJIACHOI IHTEpHpeTallii, siky Oyae BTiUTIOBATH
pecypcamu peasibHOTO OPKECTPY.

CTpyKkTypa AMPUTEHTCHKOTO MHUCJICHHS, SIK 1 MHUCICHHS Oymb-
SIKOTO MUTIL, € MPoIeCyaTbHUM (EHOMEHOM, IO MICTHTH KiJIbKa
erariB (CBIMOMHX 1 HecBioMHUX). BoHM mMO3Ha4YeHi y Tparsx BUe-
Hux: A. Ilyankape (1989), XK. Amamapa (1970), S. [TonomaproBa
(1976) ta iu. Ilepuuii, CBiTOMHH, €TaI — «ITIATOTOBKA» — Yac BUHUK-
HEHHS 11ei, TBOPUOTO 3aayMmy, CrocoOy BHUPIMICHHS TEBHOI TBOP-
qoi mpobnemu. /[pyeuti erarm — HECBIIOMHUN — «mo3piBaHHI». Llei
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4ac XapaKTepU3yIOTh K «MYKH TBOPYOCTI», MEpioa BUHOIITYBaHHS
3a/lyMy, IPUHHATTS OCTATOYHUX PIllIEHb MO0 KOHKPETHUX TBOPUHX
ineit abo HampsamKiB. Lle iHTYITHBHEN piBEHb MUCIICHHS, 30aradeHuit
TBOpPYUM JOoCBimoM. Ha mpembomy etami HECBIIOMI TIPOIECH MHC-
JICHHS TIEPEXOIATH Y CBIZIOMI B SIKOCTI B)KE TOTOBOTO pe3yibrary. Lleit
MOMEHT BH3HAYAIOTh K «HATXHEHH:», «TBOpUE OCSSHHS». Bee Bif-
OyBa€eThCS Ty’Ke MIBHIKO 1 MPOAYKTHBHO — BHHHUKAE SICKpaBa ifes,
TBOpue pimennas. OCTaHHIN, yemeepmuii, €Tal — eTal CBiJOMOTO

Iumenexm, mo mae OyTH ONHIEIO i3 3aCaIHUYNX SKOCTEH IHUPH-
TeHTa-IHTEePIPETaTopa, CTBEPIKYETHCS Y BCEOITHOMY TTOTIEPEIHEOMY
MOJIETIOBaHHI irpoBuX cutyartii llle Ha etarri oraHyBaHHS MAPTUTYPH
JTUPUTCHT, KOPUCTYIOUNCh HAOyTHMH 3HAHHSAMH 1 TOCBIZOM, BH3HA-
gae HaWOLIBII TpoONIeMHI (parMeHTH MY3WIHOTO TEKCTY 3 TOYKH
30py: TEXHOJIOTIi BUKOHAHHS OKPEMHX ITapTii; aHcaMmOJIeBOI BEpPTH-
KaJli; TUHAMIYHOTO OalaHCy OPKECTPOBHUX T'PYI; CHHXPOHHOCTI Bij-
TBOPEHHSI AaroTiYHUX BIAXWIEHB;, APTHUKYISAMINHOI BiAMTOBIIHOCTI
3BYKOBOTO pe3yJIbTaTy TPYIl IHCTPYMEHTIB i3 BIAMIHHAM CIIOCOOOM
3BYKOYTBOPEHHS. BUKOPHUCTOBYIOUM pe3yNbTaTH aHAIITHIHOTO IIPO-
THO3YBaHHS, TUPUTCHT Ma€ MOXKIUBICTH TOMITHO CKOPOTHTH dHac i
KUTBKICTh 3yCHJIb JUIS TIPAKTUYHOTO CTBOPEHHS 3BYKOBOTO TEKCTY
B OakaHii iHTepmpeTartii. Hapumuku monepeanboi aHaTi THIHOT pOOOTH
MaroTh Ha/I3BUYAlHE 3HAUYCHHS IS peaTbHOI TISUTHHOCTI 3 Ipodeciii-
HUM KOJIEKTHBOM B YMOBAX TOTAJIBHUX YaCOBUX OOMEKEHb.

OTtxe, cneyugixa disinbHocmi OupueeHma Ha 6Cix il PIGHAX PO3KpU-
8a€mMbCs uepes iHmepnpemy8aHHs K CHOCiO MUCIeHHs, 3a0e3neuyiouu
KOHYenmyanizayilo OCmanub020 y 6CiX Y4aCHUKIE MBOPUO20 NPOYEC).

BucnoBku. TeopeTwdHi 3acaayd BUXOBAHHS TUPHUTCHTA OpPKe-
CTpy HapOJHUX IHCTPYMEHTIB PENPE3EHTOBAHO SK CHCTEMY TPHOX
0008 ’513K08UX 3 MOYKU 30pY KOHYEeNnmyauizayii OUupueeHmcbKo2o
MUCTIeHHs CKIIQJIOBUX: «TEXHOJIOTIS JUPUTYBaHHS — TICHXOJOTis
TBOPYOTO TPOIECY — TUPUTEHTChKA iHTepmpeTaris». Lo cucremy
BHU3HAUCHO SK KOTHITMBHHH TPHUKYTHUK, (PYHKIIIOHYBAaHHIO SKOTO
Tepeaye oprasizaiiifHa podora. SIKICHUM pe3ylbTaToM Jii O3Ha-
YeHOI CHCTEMH ITIATOTOBKH TUPHUTEHTA € MPUKIHIICBUN 1HCAWT, IO
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MIPU3BOAUTH 10 (PaKTy MiATOTOBKH KOHKPETHOTO BHUCTYILY, B SKOMY
JTUPUTEHT BUSBIISIE (haXOBHI KOMIUIEKC BUCOKOTO PIiBHS, @ Y BUIAIKY
13 3m00yBadeM OCBITH OCTaHHIN OTPUMYE BiIOBITHY KBaTi(iKaIIifo.

Crparerisi BUXOBaHHS JMPUTECHTa OPKECTPY HAPOMHUX IHCTPY-
MEHTIB 6i00usacmscsi 'y 3MICTOBHOMY HAITIOBHEHHI BiATIOBITHOTO
HanpsMKy pobotn kadeapu HapomHux iHCTpyMeHTIiB XHYM imeni
L. I1. KoTmsipeBchbKOTO Ta B HAaBUAIBHUX TUTAaHAX. BCi aciekTn mpakThd-
HOI TiSUTBHOCTI TUPHUTEHTA TIOB s13aHi 31 CKJIaIHUMH IIPOIIeCaMU BUKO-
HaBCHKOTO MECIICHHSI, 3 OTHOTO OOKY, a 3 IHITIOTO — 3 KOMYHIKAITi€IO.

JlnpureHTchKa AiSUTHHICTH K 3aIOpPyKa YCIMITHOCTI (PYHKITIOHY-
BaHHS OPKECTPY 3abe3mneuye KOMYHIKaTHBHUHN 3B’SI30K MK MY3HU-
KOIO, sSIKa PETPE3CHTYEThCS, 1 CiryxadeM. SIKicHe 3BydYaHHS 1 MO3HU-
THBHI BpPaXCHHsI y TIPOIleCi KOMYHIKaIlli HamaloTh HaBUYAJIHLHOMY
KOJIEKTHBY 1HIIIOTO, O1JTBIIT BUCOKOTO, CTATyCy. Taki yMOBH CIIPHSIIOTH
HaT0AHHIO TBOPUOI 3piIOCTI KOKHUM 3 OPKECTPAHTIB Ta, 0COOJINBO,
JTUPUTEHTOM. 3ayBa)KMMO, IO 3aIPOTIOHOBAHUI aJTOPUTM aHaIi3y
MUPUTEHTCHKOT Mpodecii B MeKax BHUINEO3HAYCHOTO «KOTHITHBHOTO
TPUKYTHUKa», Ha HAIIy AYMKY, € YHIBEPCATbHUM JJIsI My3WKaHTIB
Oymb-sK01 criemiaizarii. BTiM, #oro mpoexirist Ha iHIHH (pax moTpe-
Oye mogaIbIuX po3pOOOK.

IMepcnekTHBY MOAAJBINOI PO3POOKH TEMH CKIAAal0Th aCIIEKTH,
SIKI TIOTPEOYIOTH OLTBIT TITMOMHHOTO PO3KPUTTS TEOPil Ta MPAKTHKH
IUPUTYBAaHHS, 30KpeMa, BIIMIHHOCTI pI3HHX >KaHPOBO-BHKOHAB-
CBhKUX 00’€KTIB MUPHUTEHTCHKOI iHTeprpeTarlii (HampukiIam, >KaHp
00p0oOKM HApPOMHOI IMCHI MOTPedy€e 1HIMMX HACTAHOB Y MOPIBHIHHI
3 aBTOPCHKUMH KOHIIETITyaJIbHIMH TBOPAMHU HOBITHBOTO YaCy).
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THE THEORETICAL FUNDAMENTALS
OF THE TRAINING THE FOLK INSTRUMENTS
ORCHESTRA CONDUCTOR

Statement of the problem. The relevance of the topic is due to
the current state of the training of the folk instruments orchestra
conductors in the system of higher art education. High achievements
of the modern Ukraine folk-academic musical art have significantly
increased the requirements for a conductor as for a creative
personality. However, currently the scientific sources devoted to
the training of the folk instruments orchestra conductors are focused
on certain professional components and presented in a small number
(Murza, 2021, Gorbal, 2019, Biasutti, 2013; Adenot, 2015, and
some others), and theoretical foundations of such training are barely
presented in modern domestic scientific literature. The objective of
the study is the theoretical recognizing and conceptualizing of the
training process of the folk instruments orchestra conductor. The
development of the topic required an interdisciplinary synthesis,
including an appeal to the psychology of creativity, and the use of
methods of activity, interpretive, communicative analysis. For the
first time the methodic fundamentals of scientific and professional
training of a young conductor is systematized in the study.

Results. The article contains thematic blocks devoted to
the conductors activity in the higher art education system
(“Organizational principles”, “Content of conductors training”)
and to the components of conducting activity (“Technology.
Psychology. Conductor's interpretation. Conductor’s thinking”).
1t was found that the content of the conductors training is revealed
through the algorithm of conductor s practical activity. The definition
of the term “conducting” is given. It is proved that the specifics
of the conductor's activity at all its levels are revealed through
interpretation as a way of thinking, ensuring the conceptualization
of the latter in all participants in the creative process.

Conclusions. The theoretical principles of the training of the folk
instruments orchestra conductors are conceptualized as a system of
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three obligatory components: “conducting technology — psychology
of a creative process — conducting interpretation”; its functioning
ensured by organizational work. The qualitative result of the action
of the specified system is the final insight leading to the fact of a
concert performance revealing a high-level professional complex.

All the aspects of the conductor’s practice are related to the
processes of, on the one hand, performing thinking, on the other hand,
communication. Conductor’s work as a guarantee of the success
functioning of the orchestra provides a communicative connection
between the music being represented and the listener. Quality sound
and positive communication brings the training orchestra a different,
higher status. In such conditions the creative maturity of each of the
participants and especially the conductor s one is being acquired.

1t must be mentioned that the proposed algorithm for the analysis
of the conductor’s profession and the triangle ‘“technology —
psychology of a creative process — interpretation”, in our opinion, is
versatile for musicians of any specialization. However, its projection
on another field requires further research.

Keywords: conductor, folk instruments orchestra, communication,
conducting technology, psychology of creativity, conductor’s
interpretation, training process.
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BUKOHABCBHKUUM TA BYTTEBUU YACOIIPOCTIP
KJABIPHUX COHAT HIBHBOI'O BAPOKO
I KJIACULIU3MY

Ha niocmasi eusuenns ma 6UKOHAHHA ABMOPOM OKPEMUX KIAGIp-
HUX conam nepiody nisnvozo bapoxo i Knacuyuzmy (/. Craprammi,
K. @. E. baxa, U. T'aiiona, B. A. Moyapma, M. Kiemenmi) eusienero
AKMyanvbui Oisl CY4ACHO20 NIAHICIA XAPAKMEPUCTIUKY BUKOHABCHKO2O
YACONPOCMOopPy Yux meopie y KOHMeKcmi ix nooymyeauHs i Ciyxaybkoi
sampebysarnocmi Ha nouamky XXI cm., 6 momy wucii cnpob ix asmen-
MUYHUX 8BIOMBOPEHD. 3aCMOCO8AHO eKCnepuMeHmabHull oocnionuyw-
Kuit Memoo, ujo, Ha 8IOMiIHY 6i0 cymo IHMEPNPeMoNo2iuHo20, 6Paxo6ye
81ACHULL 00CBI0 ABMOpa 8 NOCMAHOBYI Ul BUPILUEHHT TNBOPUUX 3A60AHD,
aHani3 AKUX CHPUAS BUAGNEHHIO XAPAKMEPUCMUK BUKOHABCHLKO2O U
OYMmMeB020 4aconpocmopy HA36aHUX Meopis, AKull 00Ci He HOCMABA8
npPeOMemom OKpemozo po3nacy. 3HatloeHi XapaKmepucmuky — 63de-
MOOISL MA BPIBHOBANCEHHS CINAMUKU T OUHAMIKU, OP2AHIZVIOUA (yHKYIs
BUKOHABCLKOZO HACY Y (POPMOMBOPEHHI, MEMPOPUMMIUHA BUKOHABCHKA
iHepYis, KOHMUHYAIbHICHb YACONPOCMOPY Md GUKOHABCLKA AHMUYUNA-
Yist — 8I0i2paromv 3HAUHY POlb 6JICe HA emani ONPaAybOBYEAHHs MEOPY;
ix yceioomnenuss donomazac NiaHiCMam y 6UpiueHHi XyOOJCHIX ma
mexuiunux 3a60ans. lIlepeocmucieno poib KiagipHoi COHamHol meop-
yocmi 8 3a2a1bHOOYMIMEBOMY CYHUACHOMY 4ACONPOCMOpI 3 02140V Ha
CMYNiHb NONYIAPHOCMI KIACUYHOL, 30KpeMa (DOpPMeniaHHol, My3uKu
cepeo WUpOKUX 6ePCME HACENEHHS, 3 YPAXYBAHHAM De3npeyedeHmHO20
0151 NONEPEOHIX ICIMOPUYHUX YA cie 0ocniyny 0o Hel 3as0saKu [nmeprenty.
Ob6rpynmosano HeoOXiOHICIb CMEOPEHHs AKOMO2A DITbULOT KITbKOCHI
JICUBUX THMepnpemayiti 3 Memoro 3ayikagneHHs. NOMEHYIUHUX CTyXayie
ma My3uKanmie, siK amamopie, max i npogecionaie.
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Kniouosi cnoesa: knasipni / ¢hopmenianni conamu nizHb020
Bapoko i Knacuyuzmy, uKOHa8CyKULl Yaconpocmip, My3udHuil Xpo-
HOMON, A8MeHmuyHe 8UKOHABCTNEO, AKAOEeMIYHA / KIACUYHA MY3UKA,
BUKOHABCHLKA THEPYIs, KOWMUHYATbHICb, (hOPMOMBOPEHHS.

IMocranoBka nmpodaemu. Ha cborogHinHbOMY eTari icCHyBaHHS
3aX1IHOE€BPONENUCHKOT aKaJeMiYHOT My3U4HOI KyJIBTYpHU 3arajoMm Ta
¢doprenianHoi My3UKH 30KpeMa skaHp (opTeniaHHOI COHATH 3aIUIIIA-
€THCsI OTHUM 3 HAWTOJIOBHIIINX Ta HAWBIUIMBOBILIMX Y IAPHHI aKae-
Mi4HOT My3HKH — (popMy coHaTHOrO allegro sk AOCSATHEHHS B KOMIIO-
3UTOPCHKIN cepi Bakko nepeoiinnTu. KiacnyHa kiaBipHa coHata
cTasa pe3yJbTaToOM TPHUBAJOi €BOJIIOLIT KJIaBipHOI MY3HMKH TpO-
TSTOM HE OTHOTO CTONITTS. Y BHKOHABCHKIM MPaKTHI TEX CKIaia-
JCs TIeBHI MIPUHIMIM M TeHJICHIIIT iHTeprpeTarii TBOpiB COHATHOTO
JKaHPY Ta BUHHMKAJIH 1CTOPHYHO 00YMOBIIEHI PO301’KHOCTI B TPaKTy-
BaHHI 11 ckiiaioBuX. ChOTO/IHI B IHTEPIIPETALliSIX COHAT MEPIOJIiB i3-
uporo bapoko (/1. Ckapnarti), panHboro i BizeHcbkoro Kimacummsmy
(K. ®. E. Bax, . Taiizn. B. A. Mouapt, M. Knementi) criocrepira-
IOThCSI KpaiHI MO3MLIT 100 TaKOrO BHUKOHABCHKOTO IapaMmerpa,
K MY3UUHULL 4aCONPOCmip, MO TPAKTY€EThCS a00 SK 3aHAATO CYBO-
puit Ta 0OMEXKEHHUH, IEeNI0 BiJipBaHUH Bl CBITOBIAYYTTS Cy4acHOI
JIFONMHU, a00 K 3aHAATO BUILHUH, IKHI BUKOHABIEBI MOXKHA JOBOJII
3HAYHO BUJIO3MIHIOBATH Ha CBIil pO3CY/I.

[TutanHs yacompocTopy (XpOHOTOITY) € JOCHTH aKTyaJbHUMH
y TyMaHiTapHUX A0CHiKeHHIX Mexi XX—XXI cTomiTh; 11e HOHATTS
BKOPEHUJIOCS CIIOYATKY B JIITepaTypo3HaBCTBi 3aBasku M. M. Bax-
TiHy: «ICTOTHHI B32€MO3B’SI30K YacCOBUX Ta MPOCTOPOBHUX BiIHO-
CHH, XYI0)KHBO 3aCBO€HHX Yy JITEpaTypi, MU Ha3UBaTUMEMO XPOHO-
monom (10 O3HAYa€ y JOCTIBHOMY IMEPEKIaai — “4acompocTip”).
<..> Jlns Hac He Ba)KJIIMBHMH TOH CrelliadbHUN CEHC, SIKMHA BiH Mae
B Teopii BiqHOCHOCTI [Eunwmetina — A. T.J, MU TiepeHeceMO HOTo
CIOMU — B JITEPAaTypO3HABCTBO — Maibke siK MeTadopy <...>; HaM
BOXJIMBHUI BHpa3 y HbOMY HEpO3PUBHOCTI MPOCTOPY Ta yacy (uac
SK 4eTBEpTH BUMip mpocTopy)». (baxtun, 1975: 234). Illo crocy-
€TBCSI CaMe MY3UYHOTO XPOHOTOIY, TO Tpeba 3a3HaYNTH KaliTadbHy
npamo M. A. ApkagbeBa «YHacoBi CTPYKTYpH HOBOEBPONEHCHKOT
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My3ukHu (JlocBix (pEeHOMEHONOTIYHOTO OCHIKEHH)» (ApKaIheB,
1993), pe3ynbTaTH SIKOi 3r00M 3HAUIIUTHA CBi PO3BUTOK Y HOTO TOK-
TOPCHKiH mucepTarii; Kareropii My3U9HOTO MPOCTOPY TPUCBSIUCHO
cTaTTi 1 mokTOopchKy mauceprartito C. A. Mo3srot (2017; 2018). Cepen
BITUM3HSIHUX IOCTiIKeHb BUAUIIeThes nuceptaitis C. I. [omentok
(2006). Yci momiOHI mpartli € Ay»e KOPUCHUMH JIJIsT BCEOIIHOTO Po3-
KPUTTS TIOHSTTS XPOHOTOIY B MY3HIIi, OJHAK XPOHOTOI KIIaBIpHUX
coHar mi3HRoro bapoko i Kmacumusmy 3 fioro 3araasbHOOYTTEBOIO Ta
BUKOHABCHKOIO CKIIAJOBUMHU — MpedMeHnt HAIIOTO 00CHI0ONCeHHS —
JIOC1 OKpEMO HE po3TIsaaBcs. J[OMTbHICT TONMTYKY XapaKTEPUCTHK
BHKOHABCHKOTO YaCOMPOCTOPY COHAT KOMIO3UTOPIB 3TaJaHUX €IMOX
00yMOBIIeHA HEOOXINMHICTIO TIEPEOCMHUCIICHHS EK3UCTEHIIIHHOTO
JacoMPOCTOPY WX TBOPIB SK YACTHHHU IMOOYTYBAHHS aKaJeMidHOT
MY3UKH 3arajioM, 3 METOIO ITOJIIIIEHHS CUTYaIlii B YMOBaX Cy4acHOi
€CTETHUYHOI KpH3H.

[ToB’s13aHUME 3 TIOHSATTAM MY3WYHOTO XPOHOTOITY € THUTaHHS
MPaBOMIPHOCTI 3aCTOCYBaHHS CydacHOTO a00 aBTCHTHYHOTO
IHCTPYMEHTapito NTPH BUKOHAHHI CTAPOBUHHOI MY3HKH, III0 € TOTHY-
HUM JI0 ICTOPHYHOTO 4Yacy, a TAaKOX MpoOiieMa CTaBIeHHS JI0 aBTOP-
CHKOTO HOTHOTO TEKCTY, SIka HE BTpadae akTyarbHOCTI (JImbepman,
1988; Kopsrxanosa, 1979; B. Mockanenko, 2013; Ainly, 2013 Ta iH.).

MertonoJioris mociimkennsi. He3pakaroun Ha Te, IO 3a3Ha-
YeHI aCIeKTH 0OTOBOPIOBAIMCH B JOCIITHAIIBKUX TpakTarax (haxis-
IiB 3 MUTaHb MY3UYHOI IHTEpHpeTaIii (IHTepIPETONOTrii) Ta Mmparsx
TEOPETHKIB BUKOHABCTBA, 3aCTOCYBAaHHS HayKOBO-TBOPYOTO METOY,
0 TIOJIATa€E B KOMOiIHYBaHHI BHKOHABCHKOTO Ta HAyKOBOTO IIiIXO-
IliB, YMOJIMBIIIOE 1X TOJayIbIle pO3BUHEHHS. BHUABIEHHS Xapakre-
PUCTHK BHKOHABCHKOTO YACOMPOCTOPY 3a JOIIOMOTOI0 Ha3BaHOTO
METOAy MOXKITUBE Ha OCHOBI eKCnepumMeHmAanbHO-AHATIMUYHO20
aneopummy NiH, TKAHA 3a3BUYAi Ma€ MicIlie B HAyKOBUX JIOCIiIKEH-
HAX B IHIINX, HEMY3WYHHX, cepax. 3a aHAIOTi€I0 3 OCTAHHIMU,
pe3yibpTaTH eKCIEPUMEHTY (BHKOHABCHKOTO aHATi3y Ta IOIIyKY,
BHUBUCHHS Ta BUKOHAHHS TBOPIB) 3 HACTYITHUM aHAJI30M aBTOPCHKUX
CIIOCTEPEKEHD 1 BUBEICHHSIM BHCHOBKIB, MAIOTh IOTIOBHUTH Chepy
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okpecieHoi mpobiaemaruku. OTXke, 3aCTOCOBaHI €KCTICPUMEHTAIb-
HUM' Ta aHANITHYHUM METOIN 3 €JIEMEHTAMHU MOPIBHAHHSA. Y poOOTi
BBEJICHI XapaKTePUCTUKH BHKOHABCHKOTO YaCOMPOCTOPY, SIKi Mpoa-
HaJIi30BaHO Ha MPHUKIIAII OKpeMux kiaBipamx coHar [I. Ckapmarri,
K. ®. E. baxa, B. A. Momapra, . Taiinua, M. Knemenri. Ha BIIMiHY
BiJI CYyTO IHTEPIIPETOJIOTIYHOTO METOMY, KU Ma€ CIIpaBy 3 aHalli-
30M IHTEpIIpeTAaIlii, Mo HaJIeKaTh OTHOMY a00 pi3HUM BHKOHABIISIM,
3aCTOCOBAHUHN Y CTaTTI eKcnepumeHmanvhuli memoo OyIyeTbes Ha
61ACHIN akmugHill yuacmi ii asmopa y SKOCTI BUKOHABIISI Ta ITOCTa-
HOBHHKA TBOPYMX 3aBJaHb;, aHAN3 OCTAHHIX CIIPHUSB BHUSBJICHHIO
XapaKTePUCTUK BUKOHABCHKOTO YaCOMPOCTOPY PO3MIAHYTHX COHAT.

TakuM 4YMHOM, MeTa CTATTi — Ha IIiJICTaBl BUBYEHHS Ta BUKO-
HaHHS OKPEeMHUX KIIaBIpHUX COHAT Iepiomy mi3Hporo bapoko i Kira-
CHUIIN3MY BUSBHUTH aKTyaJdbHI JJI1 CY4acHOTO ITiaHiCTa XapaKTepH-
CTHUKM BHKOHABCHKOTO HYacCOIMPOCTOPY IHUX TBOPIB, B KOHTEKCTI iX
moOyTyBaHHS i 3aTpeOyBaHOCTI B CyCHUIBCTBI Ha Todatky XXI crt.,
B TOMY YHCIIi iX aBTCHTHYHUX 1HTEPIIpETAaIliil.

Buxnan ocnoBHoro martepiaiy. llle 1965 poxy Oymo omyoiiko-
BaHO Tpamio ykpaincekoro mociimamka O. I. Koctioka (1965:
27-33), B SKHWH, 3a pe3yJbTaTaMH ONMUTYBAHHS, III0 Majl0 Ha METI
3’SICYyBaHHS 0COOMUBOCTEH CIIPHIHATTS MY3UKH, 30KpeMa ii gacoBoi
CTPYKTYPH — KOJIM KO)KHOMY CIIyXa4eBi MPOIOHYBAIOCH BiAMITHTH
MOMEHTH TBOPY, IO MaJ¥ HaWOUIBIIMIA BILTUB Ha HOTO €MOIIHHY
chepy, oxapakTepu3yBaTH My3HKY 32 JOTIOMOTOIO 3aIIPOTIOHOBAHOTO
KoJla BH3HA4YeHb, — JAOCITIHAK YCTAHOBUB, IO JAJIEKO HE 3aBXKIU
TaKMMHA MOMEHTaMH BHSBIISIOTHCS BAXKIUBI 3 TOYKH 30pYy KOMIIO-
3WIII1 3MICTOBHI MEHTPU. ABTOp OB’ s3yBaB II¢ 3 HEAOCTATHHO PO3-
BHHYTOIO «KYJIBTYPOIO CIPHUHHATTS» My3uku. M. I. ApaHOBCHKHit
(1974: 254) y 3B’sA3Ky 3 TICHXOJOTIYHUMH 3acagaMH CIPHHHATTS
MYy3UK{ 3a3HayaB: «...BHHUKAIOTH JIBI MOXIIMBOCTI CIPHUAHSATTS
3BYKY: 1) sIK CHTHAITYy — SIKIITO TIPEAMETHA iMeHTH (KIS He BinOyBa-
€Thes <...>, 2) 5K 3HAKa, SAKIIO CUTHAT «PO3MIHPPOBYEThCs». OTXKE,
3BYK 3aBXKJIM CHTHAJ, aJie He 3aBKIU 3HaK. AJie came (DYHKIIisI 3BYKY

L' Okpemi 3 H0CTmiKyBaHHX cOHAT OyJiM BHKOHAHI MHOIO B OHJIAiH-

xoutepTi (https://youtu.be/H6pgSp9_fbw).



54 [pobnemu e3aemodii mucmeumea, nedaeoeiku ma meopii i ipakmuku oceimu, gur. 61

MIPEACTABIATA PEATBHICTD, SIKA HE CIOCTEPIra€ThCs 30POM, POOUTH
Horo maibxke yHiBepcallbHUM MarepiajoM JUIs YUCICHHUX MPUPOJI-
HUX 1 IITYYHUX 3HAKOBUX CHCTEM.

Croromai mpobiemMa CIIpUHHATTS My3UKH 3 TOUYKH 30PY IiATOTOB-
JICHOCTI clTyXada, HOTo CIIPOMOYKHOCTI PO3IMH(PYBATH «3HAKOBY CH-
CTeMy» MY3WYHOTO TBOPY TOCTA€ IIe OUTbII aKTyalbHOI. borocs
HaBITh TPHUITYCTUTH, HACKUIBKH O HEBTITHUMHU OYIW pPE3yIbTaTH
eKCIIePUMEHTY, MOAIOHOTO IO 3TaJaHOTO BHIIE, TETep, OLIBIT Hix
gepe3 50 pokiB 3 wacy Horo mpoBeneHHs. J[o iCHYIOUMX BXKe TOII
pamio, TemebadeHHs, PI3HOMAHITHUX aymio-HOCIIB 3apa3 JIomaiich
iHTepHET-TeXHOJoTii. [lapamokc y ToMy, 110 OCTaHHi, 3 OAHOTO OOKY,
HaJar0Th Maike HeOOMeKeHI MOXKIIMBOCTI JUIS Mi3HAHHS aKaoemiu-
HOI My3uKU K Hatlbaeamutol THTOHAIIIHHOT CKapOHUITI, aje, 3 1HIIIOTO
00Ky, Yepe3 OUTBITY JIETKICTh Ta JOCTYITHICTh JUTSl TIOTEHITIHHOT CITy-
XallbKOi ayIuTOpil PO3Ba)KallbHOrO KOHTEHTY, BOHW HaWvacTilie
MIPOCTO HE B 3MO31 CIPUATH HAKOMWICHHIO V¥ HMOBIPHUX CITyXadiB
6aratoro «iHTOHAIIIHOTO 3amacy»’ 6e3 IMPOABY YCBIiTOMIIEHOI BOJI
Ti€i caMoi aymuTopii, sika B3araji CXWibHA O HETaTHBHUX BILIH-
BiB Mac-Melia 4epe3 TEXHOJIOTil BiIKIIOUeHHs cBimomocTi. OTxke,
He3BaKAIOUW Ha ICHYBaHHS Ta MOCTYITHICTh BEIWYE3HOI KITBKOCTI
TeHIalTbHUX Ta BUJATHUX BUTBOPIB aKaJeMidHOTO MY3UYHOTO MHC-
TENTBa, ChOTOMHIIIHIA TONUT Ha TX MPOCITyXOBYBaHHS Ta BUBYCHHS
HeCTIpaBeTHBO 3aHKeHUH. [Ipr TboMy HEOOXiTHICTE HOBUX BHKO-
HaHb TBOPIB 30epiraeThcs, HABITh 3 OMIAMY HA BUTBHHM IOCTYI IIO
OaraThoXx iHTepIpeTaliii 3aBaaku [HTepHEeTY — a/pke HIlo He 3aMi-
HUTh MPOCITyXOBYBaHHS KMBOTO BUKOHAHHS B KOHIIEPTHOMY 3aJIi.
1 HaBiTH MOTIPH Te, 10 6araTo My3WKaHTIB OCTAHHIM YacOM MAarOTh
MIPAITIOBAaTH JAUCTAHINIIHO Yepe3 MaHIeMilo, B TOMY YHCIi i y dop-
MaTi KOHIIEPTiB, BCE K HOBI BUKOHAHHS (DaKTHYHO, HA TIEPITIOMY €Tarli
CIPUIHATTS, € )XKUBUMH (BIACHE, K 1 KO)KHE BHKOHAHHS Ha)KHBO,
10 BigOyBa€eThCsI TUIe oauH pa3). KpiMm Toro, mparaeHHs 10 HOBUX
BUKOHABCHKUX BIATBOPEHB IIEACBPIB MY3WMUHOI KJIACHKH 301TBIIyE
KUTBKICTB 3aIliKaBIIEHUX y IOMY TIpolieci mpodecionasiB Ta aMa-
TOPIB MYy3UYHOTO MHCTEITBA, IO B IIJIOMY CIIPHSIE TIPUETHAHHIO 10

2 Tepwmin b. Acad’eBa (Acadoes, 1971: 24).
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aKaIeMivHOI My3WKH HOBHUX ITaHYBAJILHUKIB. BilmoBiaHO 3pocTae i
HaKOTIMIYETHCS IHTOHAIIIHHUHN TOCBIT OCTaHHIX, Y CITyXadiB ITOUYNHA-
F0TH (hOpMYyBaTHCSI BCE OUTBIN aNeKBaTHI YCTAHOBKH Ha CIIPHUIHATTS
MY3UKH, IO HE CTaHyTh NMPUMITUBHUMH IITaMIIaMH, aje iCHyBa-
THUMYTh ¥ KOHTEKCTI TPaJAHIIIIHOI aKaAeMITHOI MY3HUYHOI KYJIBTYPH;
MTOTIOBHIOBAaTUMYThCS 1 JIABU THX, XTO BUPIIINTH BHBYATH My3HYHE
MHCTEIITBO Ha OyIb-IKOMY PiBHI OCBITH Ta B OyIb-sSKOMY BIIIi.

YCBITOMIIEHHSI TAKOTO CTaHy pede THM OLUTbIIE Mae CTHMYITO-
BaTH MY3WKaHTIB /10 CTBOPEHHSI HOBHX MEPEKOHJIMBHX IHTEpIpeTa-
i, 3aBHaHHs, IO MMOCTA€E Mepea BUKOHABIIMU TBOPIB KJIACHYHOT
MY3HUKH, BUMarae BiJl HUX HEaOUAKUX MPOPECIHHUX BMIHb Ta TPO-
HUKHEHHS B TIOHATIHHY TPUPOAY My3UYIHOT MOBH. 3a IMUPHUM TIepe-
koHaHHsAM [amuan JasuniBan CinaakoBCBKOI, BUAATHOTO TI€Jarora,
sgKa BHMXOBaJa YHMAIlO INaHiCTiB-IpodecioHamiB’, rapHa sKicHa
My3HKa B TIEPEKOHINBOMY BHKOHAHHI pOOUTH HABIThH AYXKE MTOTAHUX
mofer kpamuMu. [IpruHaiMHI Ha 9ac PO CTyXOByBaHHS.

Conarna (¢opma Ta COHATHUH IHKJI 3 IHOTO IOy MOXYTh
JIaTH  ITaHICTOBI-BUKOHABIIIO TapHY MOXJIHMBICTh «IOCTYKATHCH)
JIO Cepelb JIofel y TEeMmepilrHio ermoxXy «PO3KOHIIEHTPOBAHOCTI.
Yitko BUBipeHa 3a (HOPMOIO HE OTHHMM ITOKOIIHHIM KOMITO3HTOPIBY,

3 Moei 10poroi BUMTEIBKHA Y XapKiBChbKOMY MY3HYHOMY YUHIIHII, APY-

XKHMHU TIpodecopa XapkiBChbKoro iHcTUTYTY MucTeutB lOmis demopo-
BU4Ya BaxpaHboBa, B SIKOTO 51 IPOIOBKHB CBOE HABYAHHSL.

4 Haramaemo, mo noyatkoBo (mpuOmu3Ho y apyriit momosuni XVI ct.)

«COHaTaMM» HA3MBAINCH TBOPH, SIKI BHUKOHYBAJIMCh Ha IHCTPYMEHTax
B IIPOTHIICKHICTh «KaHTaTaM», IKi IPU3HAYAINCH 1A ciiBy. L{i Kommo3umii
3a3BuYail Oyau TOMI(DOHIYHUME, HAMUCAHUMHU Ui OUTBII HIK OIHOTO
MY3HYHOTO IHCTPYMEHTY-TOJIOCY ([yeTHi W Tpio-COHATH), i Ha IMOYATKY
XVII cr. 30epiraqu crajkoBUi 3B’S30K 13 >KaHPOM-IIONIEPETHUKOM —
6araroernizofHOI0 KaHI[OHOIO 3 11 KOHTPAcTHOIO Oy0BOIO.

Jo cepenuran XVII cT. popMyroThCs 1Ba OCHOBHI THITH OAPOKOB0I COHATH:
sonata da camera — CBITChbKa, KaMEpHA COHAra, MoOyJ0BaHa TOAIOHO 10
croiTH; sonata da chiesa —lepkoBHa COHATa, YOTHPHUYACTUHHA (TTOBIJIBHO —
MIBUAKO — MOBUIBHO — IBUAKO). Ilomambmniii xpucramizamii cOHaTHOTO
JKaHpY cupusuia noBinbHA TpaHchopmanis y X VII-XVIII ct. momidorigHOTO
MHCJICHHSI B TOMO(OHHO-TAPMOHIYHE, SKE CTAIO0 XapaKTEPHOIO O3HAKOIO
CTHJIFOBOTO TIEpexoAy B My3HIi Ha Mexi bapoko ta Kmacummsmy. Oxun 3
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a pa3oM 3 TUM OPTaHivYHO 3MiHIOBaHA, OpTeIiaHHa cOHATa y 3MO31
HaJMXHYTH BHUKOHABISI Ta CHOPUATH WOMY y CTBOPEHHI JOCTYII-
HOTO IS PO3YMIiHHS BETHKOIO KIUTBKICTIO CIyXadiB MY3WYHOTO
o0pa3y, THM caMHM BKa3aBIIM HAMPSIMOK Ha BIJHOBIIEHHS TapMo-
Hii B qymIax Jromeil Ta BCECBITi, TOBEPHEHHS MATEPHIB apXiTEKTO-
HIYHOTO MHCJICHHS, MOMIOHUX IO THX, IO iICHYBaJld ¥ BUCOKOKYITb-
TYpHI €TOXH, HAIPUKIIAM, enoxy BigpomkeHHs. 3BICHO, IO TaKWi
TBOPUYUH aKT YMOXIIMBIIOETHCS 33 YMOB PO3BHHYTOI IHTYITHBHOI
MYy3UKaJbHOCTI Ta 0aratoro acomiaTUBHOTO MHCJICHHS BHUKOHABII,

My3UYHUX IHCTPYMEHTIB-TOJOCIB (HaifuacTime CKpHIiKa, (uieiTa, JTIOTHS)
3 SICKpaBO BHPAXKEHOIO MENOMIEI0 CTa€ MPOBIAHWM, a TapMOHIYHHN
CYIIPOBIZ peasi3yeThes 3 oudpoBaHoro dacy — basso continuo, BAKOHAHHS
SKOTO JOPYYa€eTbCss 0acOBOMY OJHOTOJIOCHOMY 1HCTPyMEHTy (Bioja-
Oac, BionoHYenb, (aror) i TakoMmy, 10 B 3MO31 BiATBOPIOBATH aKOPIOBY
¢daxTypy (KIaBecHWH, JIOTHS, opraH). Takuil pi3HOBHJ JKaHpY, K Tpio-
COHATH, MOIVIM IepeKagaTucst abo CTBOPIOBATUCS IS OpPraHy 3 JBOMa
MaHyaJlaMHd Ta TeJaJUTIo (HANpHKIAd, WIiCTh OpPraHHWX 1pio-CoHaT,
npunucyBanux . C. Baxy). Anpo0aiiist HOBOro roMo(pOHHO-TapMOHIYHOTO
CTWIIO BifOyBanacs, 3a JYMKOIO JIOCIIJIHUKIB, HE 3 TOYaTKOM TBOPYOI
JSUTBHOCTI  SIKOTO-HEOy/Ib KOHKPETHOTO KOMIIO3UTOpa, ajle Yy Ipoleci
€BOJIIONIT MY3UYHHX ITOIVISIIB MHTIIB, YHs 3pijia TBOPUICTH MOTpeOyBasa
HOBHX 3ac00iB BupakeHHs (Acadbes, 1971: 23-24).

VY xommo3uropebkiid npaktuni XVII-XVIII cr. B pamkax COHAaTHOTO
LUKy IOCTYIIOBO BU3piBaJia, MOPYY 13 CTApPOBUHHOIO JIBOYACTHHHOIO,
CTapOBMHHA COHaTHa (opmMa — TONEPETHUIT KIACHYHOTO COHATHOTO
allegro B ToMy BUTIISIZI, SIK BOHA CKJIAJIacsl y TBOPUOCTI BIICHCHKUX KIIACHKIB
(Cnocobun, 1984: 230-238). CrapoBuHHa coHaTHa QopMa 3HaWIIA
CBilf PO3BHTOK Ta JocsArma amorero B TBopuocTi Jlomeniko Ckapriarti
(1685-1757), y nopoOky sikoro — 555 conar (Ké€pknarpuk, 2016: 488—
503). BesnocepenHbo mnepenyBaiu MOsiBi KIACHYHOTO COHATHOTO allegro
conHarui kommosunii Kapna ®imina Ewmanyenss baxa (1714-1788),
MPEICTaBHUKA CEHTUMEHTAI3MY B MY3HIli, MUTLSI, TBOPYICTh SKOTO TYXKe
LIHYBaJHM BiNEHCHKI KJIACHKH; HABITH y TBOPYOCTI HAWMI3HIMIOTO 3 HUX,
JI. Bar betxoBena, momitHi BrutnH K. ®. E. baxa y cdepi hopmoTBOpeHHS.

OTxe Bii 100OM BiJEHCHKUX KJIACHKIB COHaTaMM CTaJIM Ha3MBaTH IUKIIYHI
TBOPHM TEPEBAXHO Il OJHOTO abo JBOX IHCTpyMeHTIB (¢opremiaHo,
(opTemiaHo 31 CKPHUITKOO 200 BIOJIOHYEIUTIO, aIETOM, KIAPHETOM Ta iH.),
ne omHa abo OibIe YacTHH, IO YePTrYIOTHCS 32 MPUHIIUIIOM TEMIIOBOTO
1 00pa3HO-eMOILIIfHOTO KOHTpacTy, HarucaHi y ¢popmi conarHoro allegro.
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BHCOKOTIPO(ECIHHOTO BOJIOMIHHS IHCTPYMEHTOM, SKOMOTa OiJTBIIl
IITUPOKOTO CBITOMIAMY Ta 0013HAHOCTI B CYMDKHHX cepax MHUCTE-
1TBa. | omHUM 3 HABaKIIMBIMIKX /17151 BUKOHABIIS, HA HAII OIS, €
8i0uymms uaconpocmopy.

Sk ke Oyino 3a3HAYCHO paHilie, y Miaxoaax 10 BUKOHAHHS CTa-
POKIIACHYHUX, KIACHYHUX Ta Mi3HHOKIACHYHUX COHAT ICHYIOTh
061 mendenyii MO0 peai3allii XpoHOTOITY TBOpY. BoHU cyrepedaTth
OITHA OJTHIM Ta BOXHOYAC B3a€MOOIMOBHIOIOTHCS. 3 OHOTO OOKY, I1e
HagMipHA O0oeMamuyHa Cy8opicme MIOMO0 TOYHOCTI, «3aCTHUTIIOCTI»
gacomnpocTopy. BoHa TicHO OB’ s13aHa 3 OUTBIT 3arajlbHAM TUTaHHIM
AaBTEHTUYHOCTI BHKOHAHHS, 30KpeMa, i 3aCTOCYBaHHS MY3WYHHX
IHCTPYMEHTIB caMe Ti€l iCTOpUYHOI eITOXH, KOJIK OyB HaIMCaHUI TOM
YY1 HIIAHA TBIP.

OTXe, 9OMy Y HaCTYITHI YaCH aXK 10 CbOTOICHHSI TBOPH, TIEPBICHO
Ham¥CaHi A KIaBECHHY YW KJIaBIKOPIY, BUKOHYIOTHCS TaKOXK Ha
¢dopremiano? Un MaroTh My3UKaHTH MOpaJIbHE TIPaBO Ha TakKe MOpy-
IMIEHHS aBTEHTUYIHOCTI 0710 iHCTpyMeHTapio? 3a mymkoro H. Kopu-
XaJI0BOi, Ha TIEPENTKOi «00’€KTHBHOMY» BUKOHAHHIO CTapOBHHHOI
MY3HUKH CTOSITh HE TUTHKU (DAKTOPH 3HAHHS BUKOHABCHKHUX TPaIHIIIi
4yacy HaIllMCaHHS TBOPY Ta aKyCTHYHI BIACTHBOCTI CYYaCHHUX KOH-
[IEPTHUX IPHUMIIIEHb, IO Y CBOIi OIIBIIOCTI HE pO3paxoBaHi Ha 3BY-
JaHHS 0araTh0X CTAPOBHHHUX IHCTPYMEHTIB, 30KpeMa KJIaBECHHA.
He MeHmI BaXIMBUM € 1 yCBIIOMIJIEHHS TOTO, IO CyYacHUM CITyXa-
geM TeMOpU CTapOBHHHHX IHCTPYMEHTIB OYIyTh CIIPUAMATHCS SIK
€K30THYHI, B TOH 9ac K KOMIIO3UTOPH aX HifK HE PO3PAXOBYBAIH HA
takuit epexr (Kopsrxamosa, 1979: 38-39). To6To Ha croromHi OyT-
TEBHI YaCOIIPOCTIpP TBOPIB Ti€i JOOM OHOBUBCS, 3aBISKH HE TLIBKH
MeTamMopdo3aM CIyXalbKoro CIPHHHATTS Ta aKyCTHYHUM BIIACTH-
BOCTSIM KOHIIEPTHHX 3aJ1, a 1 30aradeHHIo iHTepIIpeTaIlii, K y BiJHO-
MIEHHI ITHCTPYMEHTAPII0, TaK 1 3a IHITUMH TTapaMeTpaMHU.

Ile e o3Hauae, MO aBTEHTUYHE 3 TOYKH 30py IHCTPYMEHTAapiio
BHKOHAHHS BiDKWIJIO CBil BiK — 30BCiM HaBIAKH, TIPO IO CBIIIUTH
BXKE€ JIOCUTHh JOBIO ICHYIOUMH «TpPEHI» BUKOHAHHS MY3HUKH I00HU
bapokxo Ta KnacumusMy Ha aBTEHTHYHHX iHCTpyMeHTaX. IIpore #
BIZIMOBJISITH CyYacHHUM IHCTpyMEHTaM, cepen HuX 1 (oprermiano, y
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MpaBi 03BYYyBaHHS MY3WKH THX YaciB, 32 HAIIUM TTTHOOKHM TIepe-
KOHaHHSAM, He ciif. Ha miaTBepmKeHHS Takoi IMO3HINI MAaEMO Tpa-
TUTIII0 3 BEIMYE3HOIO KUIBKICTIO BUKOHAHh MY3WKH BEITUKHUX Maii-
cTpiB Munytoro «xodopremiannoi» no6u (M. C. bax, JI. Ckapnarri,
M. Taitna, B. A. Mouapr) mpoBiIHAMH BHKOHABISIMH «(oOpTe-
manHo», axk mo Hammx nHiB (C. Paxmaninos, I. I'yaea, B. Topo-
BuIb, K. Appay, M. Aprepix ta 6araro inmwmx). OnuH 3 BUAATHUX
mianictiB, Jiry Jlimarti (1917-1950), ane sckpaBe TBOpYE JKHUTTH,
HA KaJib, OyJI0 HEJTOBI'HM, BUCIIOBITFOBABCS 3 TIPUBOJIY aBTCHTUYHOTO
BUKOHAHHS TaK: «... CIIPABXKHS W BEJTMKA MY3HMKa BUXOJUTh 328 MEXKi
CBOTO 4acy i, OUTBIT TOTO, HIKOJM HE BiAIMOBimanza paMkam, ¢op-
MaM Ta TIpaBHIaM, IO ICHYBAJIM 3a YaciB ii cTBOpeHHS: bax y cBoiit
TBOPYOCTI ameNoe 0 eICKTPUYHOTO OpraHy 1 HOoro HeoOMEKeHUX
MOXKITUBOCTEH, MomapT npukiInkae GopTemniaHo i pirryde TUCTaHIIi-
I0€ThCS BiJl KJIaBeCHHY, beTXOBEH BHMarae HaIioro cydacHoro gop-
TemiaHo, skomy lllomeH — Maroun HOro — IMepITuM Halae Horo 6apsu,
tomi sk JleGrocci Hme mami, mpe3eHTyoun y [pemomisax MepexTiHas
XBmib Mapteno. Tomy Oa)kaHHS BiTHOBHUTH B MY3HII ii 1CTOPHUIHI
PaMKH — I1e BCE OJIHO, IO OJSATHYTH JOPOCIIOro B ofsr mimtiTka. [le
MO)KE€ MaTH TIEBHY YapiBHICTh Y KOHTEKCTI ICTOPUIHOI PEKOHCTPYK-
1ii, aje He IMIKaBUTh HIKOTO, KPIM JIFOOUTEIIB MEPTBOTO JIUCTS UH
30mpadiB CTapuX JIOILOK. <...> Hikomm He HAOMMKaHTeCh 10 TTapTH-
TYPH 3 O4MMa MEPTBHUX YH MUHYJIOTO, 00 BOHH HE MOXKYTh TIPUHECTH
BaM Ha 3aMiHy Hidoro, kpim uepeny HMopuka. Amsdpeno Kasemma
CIpaBeUIMBO CKa3aB, [0 MU HE TMOBUHHI 33JJ0BOJILHSITUCS TIPOCTO
ITOBAaro¥o 10 IIEAEBPIB, ajle MM MAEMO JTFOOUTH iX»°.

> HaBomuMo OpHTiHANBHUIT TEKCT: «...true and great music transcends its

time and, even more, never corresponded to the framework, forms, and rules
in place at the time of its creation: Bach in his work for organ calls for the
electric organ and its unlimited means, Mozart asks for the pianoforte and
distances himself decisively from the harpsichord, Beethoven demands our
modern piano, which Chopin— having it—first gives its colors, while Debussy
goes further in presenting through his Preludes glimpses of Martenot’s
Wave. Therefore, wanting to restore to music its historical framework is
like dressing an adult in an adolescent’s clothes. This might have a certain
charm in the context of a historical reconstruction, yet is of no interest to
those other than lovers of dead leaves or the collectors of old pipes. <...>
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3 igmoro OoKy, apyra 3i 3raJlaHnX BHKOHABCHKUX TCHIICHIIIN
Yy TPakTyBaHHI MY3WYHOTO YacOIMPOCTOPY Iepemdadyac IiaBHUIICHY
CcBOOOY, sSTKa HEMOB HAOMIKEHA IO BIAUYTTS Yacy, MPUTAMaHHOMY
CydYacHIM JIFOIMHI, @ TAKOXK BPaXOBY€ JTOCB1I MUHYIIHX €IT0X Ta 3aCBO-
€HUX CTHIIB (POMAaHTH3M, IMIIPECIOHI3M, EKCIPECiOHI3M, BEPHU3M,
«HEO0-» CTHJI TOIIO), 0 HE MOXE HE IMi/PKUBIIOBATH CBOIM BIUTHBOM
SIK BUKOHABIIIB, TakK i cIyxadiB. JIBa mo3HaAYCHI MiaXoau («aBTCHTHY-
HUW» Ta «Cy4acHUI») MarOTh OyTH, 0€3yMOBHO, HE TIPOCTO CIIIBBIiJI-
HECEHi, aje i ckoMOiHOBaHI BimmoBiTHUM YnHOM. [IpupomHo, 1m0
B KJIACHYHUX COHATaX TOYHOCTI Ta HAOMMKEHOCTI 0 METPOHOMiU-
HOTO PUTMY BHMAarae OiTbIa KUTBKICTh MY3UYIHOTO Marepiaiy, Hixk
Yy pOMaHTHYHHUX. AJie He Tpeba 3a0yBaTH i IIpo Te, 0 KOMITO3UTOPH,
BHKOHABIII Ta CJIyXadi B yCi €moXu Oy ¥ 3aJINIMIAIOTHCS SKUBUMH
monbMu. OTXKe, HE TUBIAYUCH HA PO301KHICTh €CTETUYHHX ITOTIISA-
IIiB, 110 TAHYBaJIHM B Pi3HI MEpiofgu icTOpii My3WIHOTO MHCTEITBA,
BCi BOHHU 3JIeKaJIH BiJ CYTO JIFOACHKUX (haKTOPIB K y TPOIIECi BHY-
TPIMTHLOTO 1 30BHINTHBOTO CHPHHHATTS MY3WKH (KOMIIO3UTOPCHKA
TBOPUICTh Ta CIyXallbka PEIEIIlis), TaK i Y MPoIeci caMoro BHKO-
HaHHS (BUKOHABCHKA TiSUTHHICTH, sIKa BUMarae 000B’sSI3KOBOTO PyXy
JIFOIICHKOTO Tia®).

Kpim Toro, He ciix HeXTyBaTH TUM (aKTOM, 10 OYIb-IKHi HOT-
HUH 3aITUC € TOCUTh YMOBHUM, OCOOJIMBO TOH, IO TIMIITOB 10 HAIITHX
gaciB 3 XVIII — mouatky XIX cT., i HE MO’KE BBOKATHUCh OPUTIHATIOM
(morogmmocs Tyt 3 H. Kopuxamosoro (Kopsrxamosa, 1979: 145) ta

Never approach a score with eyes of the dead or the past, for they may bring
you nothing more in return than Yorick's skull. Alfredo Casella rightly said
that we must not be satisfied with merely respecting masterpieces, but we
must love themy (uuT. 3a: Ainly, 2013). ®parMeHT 3amo3udeHuil 3 HApUCIB
JI0 Kypey Jiekuiil 3 inreprperanii B YKeHeBCcbKili KoHcepBaTopii HaBecHi
1950 p., sxi J. Jlinarti manyBaB npoBectyu criiabHO 3 Hanero Bymamxe.
Hapucwu Oyro 3HaiiieHo cepe marnepiB TeHiaIbHOTO MiaHiCTa BXKE MiCIs Horo
CMEpTi, PO 110 MU MOJKEMO Ji3HaThcs 3 ece Mapka Eitaii (Ainly, 2013).

6 Came TOMy ¥ CHOTOIHI MPOMOBKYIOTHCS IOCHI/DKEHHS, HaIlileHi Ha
BUSIBIICHHSI HAWOUIBII pe3yJbTaTHBHUX PYXIB BHKOHABIS, B TOMY YHCII
miaHicTa, e aHai3yIOThCS i y3aralbHIOIOTHCS YHCIICHHI CIIOCTEPEIKCHHS
Ta eKCIepUMEHTaJbHI JaHi, OTpUMaHi, 30KpeMa, 3 YpaxyBaHHAIM HOBHX
TexHoJori# (auB., Hanpukian, Goebl, 2017).
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B. Mockanenkom (Mockanenko, 2013: 49), a ve 3 €. Jlibepmanom
(JImbepman, 1988: 36).

30UTTS B €JJMHOMY IIJIOMY KOMITO3UTOPCHKOT Ta BHKOHABCHKOT
MpakTUKu 100u bapoko it Pokoko NMeskor0 Mipoio MOMHUPHIHNCH 1
Ha emoxy Kimacurusmy. Takuit yHiBepcamizMm, OKpiM iHIIOTO, OyB
OB’ sI3aHUH 1 3 HabaraTo MeHI JeTaJbHUM 3allMCOM HOTHOTO TEK-
CTy, HDK y HACTYITHUX cTOpiuusx (basso continuo, basso numerato),
110, 3BiCHO, MOTPeOyBaJIO BiJ BUKOHABIII, HABITH SKIIO HAM OyB HE
caM aBTOp abo0 B3araiyi Xo4 CKUTbKH-HEOYIb 3HAYHUNA KOMIIO3UTOP,
HEaOUAKNX TEOPETUIHUX 3HAHBb Ta MPAKTUIHUX BMiHb. OMHAK BXKE
®. Kynepen HamnonsraB Ha SsKOMOTa TOYHIIIOMY BUKOHAHHI Hamuca-
HOTO TEKCTY TBOPY, 30KpeMa Memi3miB (Anekcees, 1988: 33), 1 mpak-
THUKa OUTBII PETETBHOTO JOTPUMYBAHHS 3aIIMCAHOTO MO PIOBAJIACH,
a B HOTHOMY 3aIliCi YMMIaji BigoOpakaloch BCe OUTbINE meTamei.
Y NopiBHAHHI 3 MY3UKOIO JISI aHCAaMOJTIO KJIaBipHA My3HKa THX YaciB
3adikcoBana Habararo TouHime. J{o HaMUX THIB JINATIUIA YPTEKCTH
0araTboX TBOPIB KOMITO3UTOPIB K OAPOUHOI, TaK i PAHHBOKJIACHIHOL
mobwu. ITpu morsimi Ha Il TEKCTH CTa€ OYEBUIHUM, IO ChOTOIHIII-
HBOMY BUKOHABIIEBI HE 000B’I3KOBO (X09a, 3BiCHO, 0akaHO) BUBUATH
ICHYIOUH Ha Ti yacu mpuiiomMu po3mmudpyBaHHs nmudpoBaHoro 6acy,
ajpke BCe, MO0 CTOCYETHCS 3BYKOBHCOTHOCTI, METPOPUTMY Ta (ak-
TypH, IeTaabHO 3a(hiKCOBaHO B HOTaX. Xiba 1m0 HeoOXiMHICTh CTBO-
pUTH BIIacHY KaJeHIIiIo moTpeOyBaTnMe Bif BHUKOHABII (aHTasii,
3IaTHOCTI IMITPOBI3YBaTH 1 B3araJi, 0ojail MpuOIN3HO, THX HABHUOK,
SKMMH BOJIOITH MY3UKaHTH-YHIBEPCAITH Ti€l €ITOXH’.

7 OKpeMHM SIBUIIEM TYT TMOCTAIOTh MEI3MH, B pO3MH(PYBaHHI SKHX

Hapasi HEMa€ €IMHOI y BCIX NeTassx MeTOau, Ta, MaOyTh, BOHA BKC HE
3’BUTHCS 1 Hajgami. TuM OiNbIle, MO TPAIUIT METi3MAaTUKU BiAPI3HSIIICH
y  €BpOIEHCHKOMY KJIAaBIPHOMY BHKOHABCTBI 3aJleKHO BiJ KpaiHH.
Ha momomory B miif mpoOneMi NMPHXOAITH CTApOBHHHI TPaKTaTH Ha IO
temy, Hanpukinaa, K. @. E. baxa, 1753 (Képknarpuk, 2016), sxi modactu
HPOJIMBAIOTH CBITIIO HA TOHKOIL BUKOHAHHS embellishments y CTHII OKpEeMHUX
aBTOPIB 200 HAIPSIMKIB, a TAKOK PI3HOMaHITHI BUKOHABCHKI penakii. OTxe,
MiAKPECITUMO, TeHEePaJIbHI PUHIIUITA BUKOHAHHS MEJIi3MiB JIOCHTH BiJIOMi Ta
PO3MOBCIOIKEHI; @ BIIMIHHOCTI MOJISATAI0Th CaMe B TOHKOIIAX, 10 3aJIeXKaTh
BiJl TEOPETHYHUX Ha0aHb Ta CMAKy KOHKPETHOTO PEAAKTOPa Y1 BUKOHABIIS.
Po3rsin Ta MOPIBHAHHS X TOHKOIIIB HE € 3aBAaHHSM ITi€l pOOOTH.
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TakuM YMHOM, HE MOJKHA Ha3BaTH HOTHUH TEKCT CXEMOIO, aje kK
1 6ararboX My3WYHHX HIOQHCIiB, TOHKOIIIB BiH IIepeIaTH HE B 3MO3i.
JlocmimKkytoun i3 Cy9acHUX MO3HINH MTUTaHHS MEePIIETIlii My3UKHU Ta
i amamizy, O. Jlo63akoBa (2018: 140) 3a3Hauae, M0 y BUTIAAKY, KOJTH
«MY3UIHHHA TBIp CIIPUHAMAETHCS SK MEBHA CTallIbHA TEKCTyaldbHa
3HAKOBICTb, IO MPOTPAMY€E XYJOKHE CIIPUAHSTTS 3MICTOBHOTO sI/Ipa
TBOPY..., BTPA4a€ThCS «PO3YMIHHS TOTO, IO XYMOXKHIN 3MICT 1 ITiH-
HICTh My3WYHOTO TBOPY HE TOTOKHI H10T0 3HAKOBIi# (hopMi...». 3BiCH,
B aBaHTrap/l BUXOJHUTh CaMe BUKOHABChKA CIIPaBa: BiJl MaCTEPHOCTI,
3HAHHS TPAAUIi i CMaKy BUKOHABISI 3aJIC)KHUTh BTIICHE 3BYyUYaHHS,
OTpPHMAaHE CITyXayeM.

[Mepeiinemo 10 0e3MOCEPEHLOTO aHANI3Y YacOMPOCTOPOBOTO
aCIleKTy MY3HKH COHAT 3 TMO3WIIIN TiaHiCTa-BUKOHABII. 3BEPHEMO
yBary Ha Conary /. Ckapnarti Pe-maxop, K. 29. Uu morpebye Taka
My3HKa, 31aBaJIocs O, BUKIIOYHO MOTOPHOI HAIIPaBICHOCTI, OIIBIII
THYYKUX TIAXOMIB 10 BHUKOHAHHS, HDK IIUTKOBHUTE JOTPUMaHHS
METPOHOMIYHOTO pyXy? 3 omHOTO OOKY, Hi. AJlKE ICHYIOTH aKaje-
MiYHI ITpaBUjIa BUKOHAHHS TBOPIB PI3HUX CTHIIIB, CIICITH(ITHI 32001
BHPA3HOCTI, sIKi 3MiHIOBaTH Ha4eOTO HEe MOKHA. Hampukiaz, gac Ta
3BYKOBHCOTHICTh. 3MiHA 3BYKOBHUCOTHOCTI (popTemiaHo — TaK, TIHCHO
HEMOXKJTHBA, Xi0a M0 3a PaxXyHOK HACTPOIOBAHHS CaMOTO iHCTPY-
MeHTa 3a pisHuMu etanoHaMu (1'=440 I'u, 441 a6o 442 T'y). Ane
11 30BCIM HE MisSTHHICTS BUKOHABIL, IO TOTO K, 3BYKOBHCOTHI BiJl-
HOCHHHU PIBHOMIPHO-TEMIIEPOBAHOTO CTPOIO BCE OHO 3aJTHIIATHCS,
TONI SIK CTPYHHO-CMHYKOBIi, JYXOBi iHCTPYMEHTH Ta TOJOC CIIPO-
MOYKHI BUXOJIUTH 33 MEX1 OCTaHHBOTO. | HAEXUTh 1IeH mporiec 10
cthepr iHTOHYBaHHS, TOOTO IHTOHYBAHHSI SIK MOYKJIMBOCTI 3BYKOBHU-
COTHOTO BapifoBaHHA. Y TOU Yac SK y (OpTeIiaHo M 3ByKOBUCOT-
HUI acTeKT 3 apceHally IHTOHyBaHHs BUKITIoueHui. Cepell THX 3ac0o-
0iB BUPA3HOCTI, IO 3aJTUINIINACA — YACOBL. TEMII, pUTM, MeTp. (SIk
THTOHYBaHHSI MOKE BBOKATHCS CKJIAZIOBOIO 4Yacy, TOMY II0 My3HKa €
MHCTEIITBOM, IIIO PO3TOPTAETHCS B Yaci, TaK 1 9ac MOke OyTH BHpa3-
HAM €JIEMEHTOM KOMIIO3UTOPCHKOI 1HTOHAIlI, BHKOHABCHKOTO iHTO-
HyBaHH:). 3BICHO, BC1 TpH, a00 MpUHANMHI, IBa OCTaHHI 3aCO0H TEXK
JTIOBOJII YiTKO BU3HAYCHI KOMITO3UTOPOM. | SKIIIO TEMIT MOXKE TOCUTH
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JIETKO MiIaBaTHCS BapirOBaHHAM (Y MEKaX BKa3iBOK aBTOpa MY3HUKH,
SIKIIO TaKI €), TO METP Ta PUTM BUJIAIOTHCS HETIOXUTHUMH.

3 igmoro 00Ky, BITHOCHO METpPY # pUTMY CIIpaBa caMe y BHKO-
HaBCHKMX TOHKOIAX HA PiBHI BIMUYTTS, SKi HIKOJHM HE MOTIA OYTH
aHi 3a(ikcoBaHi Yepe3 HOTHUM TEKCT, aHi TOYHO ITOBTOPEHI OyIb-KIM
3a 3pa3KoM BXK€ iCHYIOUOro BHKOHAHHsS. CamMe moAiOHI BUKOHABCHKI
TOHKOII[i CTAHOBJIATE 3MICT ITepeaadi 3 MOKOIIHHS B ITOKOJIIHHS BUKO-
HaBCBKOI Tpamuilii, 30kpemMa (opremannoi. Ha 3acBoeHHS Takux
TOHKOIIIIB BUTPAYarOTHCS JIOBI1 POKU HABYAIBLHOI Ta BHKOHAB-
CHKOI TIPAKTUKH. 3 TIOBAroro 10 (igocoPChKUX Ta MY3HMKO3HABUHX
€CTeTUYHUX MapaJiurM, IO MarTh He3arepedHy 3HauyIlicTh, 3ayBa-
YKUMO, TII0 €CTETHII eroX bapoko Ta Kitacummsmy 30BciM He cymiepe-
4aTh TMOHATTS aroriku Ta fempo rubato; BUAM OCTaHHBOTO OIMCAaHI,
nanpukiaa, H. I1. Kopuxanosoro (Kopsixamosa, 2000: 69-88) abo
C. I1. Pozentmiom (Rosenblum, 1994: 33-40).

Mpukaang 1. JI. Cxapnarri. Conara Pe-maxop, K. 29.
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SIKI0 TIPUAMBUTHCEH YBaXKHIIIE, cTae odeBHAHMM, o CoHari
JI. CkaprnarTi mpuTamMaHHa HE TUTBKH 3MIHHICTH Pi3HO(MAKTypPHHX
eITi30/iB, ajie i meBHa HacmiBHICTE (/Ipuxnad 1). 1 TyT, Ge3nepedno
(m1s1 aBTOpa MMX PSIKIB), HE MOYKE ICHYBaTH aBTOMATHYHOIO, «PO-
00TOIMOMIOHOT0» 3BYKOBOTO BTIJICHHS HAIMCAHOTO B HOTaX. SIckpaBa
BIPTYO3HICTh TaMOMOAIOHUX TacaXiB YepryeThbes 3 HE MEHII Bip-
TYO3HHMH OOITPYBaHHSMH TPU3BYKIB Ta CEIITAKOPIiB, 3TOJIOM TIepe-
KITFOYAIOYHCh Ha Maihke YuCTy TOMO(DOHHO-TAPMOHIYHY TICEHHICTb.
[1im gac miATOTOBUOT BHKOHABCHKOT pOOOTH ITiaHiCTa, a TOTIM CaMOTO
BUKOHAHHS HE MOYKHA O01HTH CTOPOHOIO MOMEHTH MTePEKITIOUCHD MK
(hakTypHHMH eITi304aMH, ¢ OCTaHHI 30irafoThCSA 3 MEKaMH My3Ud-
HUX (pas. LlikaBo 3a3HaunTH, 110, HE3BAKAIOUN Ha TOoMO(OHHI dpar-
MeHTH B My3uti CoHarn, B mpuitoMax (hOPMOTBOPEHHS KOMIIO3UTOP
me He BigiHmoB Bix TekydocTi momidoHIYHHX (opM, 1 KIIacHIHa
«KBaJPATHICTB» TUTBKU JEiHAEC MOYMHAE BUMAaJhOBYBaTHCH. OTxke
3aKiHYEHHS TOTIepeaHbO1 (hpa3u 000B’SI3KOBO MOTPeOye «IOCITyXa-
HOCTI», a MOYaTOK HOBOI — aAuxaHHs. [Ipu mboMy B3aeMojis BKaza-
HUX KOMIIOHEHTIB HE MYCHUTh MOPYIIYBATH €JMHY TEUil0 MY3HKH,
MOMiOHO 1O AMPUTCHTCHKUX CXEM, Je ayPpTakT meper Oyab-sSKOro
JTOJICI0 TUTABHO BUXOIUTH 3 MmorepenHboro xecty (Lllemeros, 2004).
AHaJorivyHe SBWINEG MO)XKHA 3HAWTH B 0araThoX TBOpPAxX, 30KpeMa,
Comnari D-dur K. 576 B. A. Mouapta (/Ipuxaao 2):

Mpukaan 2. B. A. Momnapr, Conara D-dur K. 576, 4. 1.
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OrmpaIboByBaTH TaKy HABHUKY TiaHICT Ma€ B MIATOTOBYii poOOTi.
Jami, y mpolieci BUKOHAHHS, MiaJeKTHKa MPOTHAII Ta B3aEMHOTO
BpPIBHOBKEHHST CYBOPOTO METPY 1 «IOCITyXaHOCTI» (hpa3 3aKIHKaE
1oro 10 BUOOpY KiHIIEBOTO BapiaHTy 3ByYaHHS IUX BiTPi3KiB 3BYKO-
Boi Marepii. [HToHamiitHa poboTa IpH ITHOMY Mae OyTH HampaBicHa
Ha pPeTeNbHO MPOCTyXaHi Ta CIBBITHECEHI 31 CTUIIEM BHKOHYBaHOI
My3uKH (imipyBaHHs. TakuMm YHHOM, MaeMO TPHKIA] THYYKOTO
BUKOHABCHKOTO GIQUYMMS 4acy 6 3aKiHUeHHAX (pas, (axmyphux
enizo0is, po3oinie ¢opmu. BU3HAYIMMO TIEH aCHEKT SK OKpPeMHI
BHIQJIOK TaKOi XapaKTePUCTUKH, 5K 63A€MO0in ma 63acmHue 6pig-
HOBAIICEHHS CMAMUKY | OUHAMIKU BUKOHABCHKO20 YACONPOCHIOPY
My3uxu. THAKIIE KaXXy4IH, BEPTUKAII Ta TOPH30HTAI, 110 BUKJINKAE
acouianuii 3 perutikoro ®aycra 3 Tparexii . B. dou [ere, sika crama
metadoporo: «Verweile doch! Du bist so schon! («CrrawECS, MUATB!
IIpexpacua tu!»). Iloku mo Oyio0 3BEpHEHO yBary Ha Ied acreKT
y mBuakoMy pyci. Illo cTocyeThcst cepeqHix Ta MOBUTHHUX TEMIIIB,
IIpU JOCIIyXyBaHHI (ppa3 yBara ImiaHicTa 9acTo MyCHTH OyTH 30Ce-
pemKeHa Ha TTPOTHIIC)KHOMY MOMEHTI — OpTraHi3yrouiid QyHKIIIl qacy
371 TIONOBXKEHHSI pyXy Ta 00’emHaHHsS (HOpMH, SK y TOBUIHHIHN
gactuHi Conarn A-dur Kapma ®iminma Emanmyens baxa, W. 55 (4)
(IIpuknao 3):

Mpukaang 3. K. ©. E. bax. Conara A-dur, W. 55 (4).
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V apyrii yacTuHI Bke 3ragaHoi comatn Mormapra D-dur K. 576
MOJKEMO 3HAUTH pparMeHTH, TPUTaMaHHI SK IMBUAKIN, TaK 1 IMOBUTb-
Hil my3umi (/Ipuxnao 4):

Ipukaan 4. B. A. Momnapr, Conara D-dur K. 576, 4. 11.
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@®parmenT TpeThoi yacTuHM Ti€el )k Conaru K. @. E. baxa nemon-

CTPY€ TaKy 4OCONPOCTOPOBY XapPAKTEPUCTHKY, K MEMPOPUMMIYHA
eurkonaecvka inepyia (Ilpuxnao 5):

Hpukaan 5. K. @. E. bax. Conara A-dur, W. 55 (4), 1. IIL.
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Sk 6aumMo, macaki B mapTii mpaBoi pyKH CTPIMTOJIOB 3pYITy-
I0ThCS JIOJIONY, BHUKJIMKAIOUM acoljiaiii 3 MPUCKOPEHHSIM PYXy
(hizmgHOTO TiNa, MO TPSAMYE 3TOPU JOHU3Y, KOJHM HOTO IIBUI-
KicTh menani 30UIBIIYEThCS, @ Y MOMEHT TajlbMyBaHHS, 3a 3aK0-
HOM iHEepIIii, HEMOXKJIMBO PAaINTOBO 3yMUHUTHCA. | 9uM OiIBIIOI0
BUSBHUTHCS HAKONMHMYECHA IMBUIKICTH (3aJIC)KUTh BiJ Bard Tija,
IMOYaTKOBOI MIBUAKOCTI Ta 3arajbHOTO Yacy pyXy), THM 3HadHi-
moro Oyme iHepiiiiHa cmra. CTOCOBHO BUKOHAHHS Ha (OPTEIiaHO
MaEMO CIIpaBy CKOPIIlle 3 MOTOPHOIO iHEPIIi€r0, a K HACTIIOK, i
aKyCTUYHOIO0, TOOTO «IHEPIIi€r0» 3BYKOBHX XBHJIb, X049a 00’ €K-
THBHO BOHH HE MAalOTh MAacH, BIiMOBITHO, W HE MiIKOPSIOTHCS
(dbizmaHOMy 3aKkoHy iHepiii. HaBemeHwit mpukian sScKpaBHil
y CBOill HAOUHIN, MpUHAWMHI TpadidHO, CXOKOCTI 3 PyXoM (i3nud-
Horo Tina. OgHaK Taka X TCHACHIIIS iICHY€e TIpU OyIb-sAKil HaImpaB-
JIEHOCTI MBUAKAX Macaxis. [Ipu 3MiHI HAaIpsMKY pyXy BCepeanHi
IMacakxy BUHUKAE acOIliaTUBHE BiTIyTTS HEOOXIMHOCTI «IIPHUTATh-
MOBYBaHHsI Ha TOBOpoTax». Ha Takomy  NmpuHIMII 0a3yeThCs
TEHJICHITis TIPUCKOPEHHS OCTaHHIX JoJied TakTy. | He Tomy, 110
BHKOHABEIlb MUCIUThH MOTAKTOBO, @ TOMY, 1[0 METPUYHUHN «Mar-
HIT» CWJIBHOI IO TMPHUTATYE 10 cebe skHaicuiabHime. Ha3Bani
0COOJIMBOCTI CIIPUIHSATTS 4acy MOXKYTh BUKJIHKATH Y BHKOHABIIS
MeBHI CKJIAJHOIII, IUISIX O YCITIITHOTO MOMOJaHHS SKUX MPOJIs-
rae, TepI 3a Bce, Yepe3 UiTKe yCBIAOMIICHHS 3a3HAYCHOTO SBUIIIA.
Hasenemo xapakrepni nmpukiagu i3 Conatu Mormapra D-dur (I Ta
I gu., IIpuknaou 6-8):

Mpukaax 6. B. A. Momapt, Conara D-dur K. 576, 4. L.

Nl

o all




Mpobremu 83aemodii mucmeumea, nedazoziku ma meopii i ipakmuku ocgimu, eur. 61 67

Hpuxnang 7. B. A. Monapt, Conara D-dur K. 576, 4. L.
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MeTpopuTMidHa BUKOHABCHKA IHEPIlisl Mae Oe3MmocepenHii 3B’ s-
30K 13 TICHXOJIOTIYHUM YacOM, a TAKOXK IICUXIYHOIO iHepIiero. Takum
YHHOM, MO)KHAa BH3HAYUTH IIe OJHY OCOONMBICTh BHKOHABCHKOTO
YaCOMPOCTIPY — NCUXONO2IUHUL BUKOHABCHKULL Yac, O 3AJTEKUTH
BiJI KOHKPETHOTO TICUXOTHITY OCOOWCTOCTI BUKOHABIIS, 1i CXWIIBHO-
cTel, MUTTEBUX TICUXIYHHUX ITOKA3HHKIB I Yac BUKOHAHHSA. Tomy
BHKOHABIIEBI YK€ BaXKJITMBO 3 METOIO MPOQECIHHOTO CaMOBIOCKO-
HaJICHHS BUUTHUCS YCBITOMITIOBATH BJIACHI TICUXi14HI OCOOIIMBOCTI Ta
BMITH HAMH KEPYBaTH.

Konmumnyansnicms uaconpocmopy ma 6ukoHascbKe nepeo-
oauenns (anmuyunayis). OcTaHHIA TEpPMIH 3aMO3UYCHUHA 3
TICUXOJIOT1, I HUM ITO3HAYAETHCS 3AATHICTD MepeaOaYnTH Pe3yilb-
TaTd Jill A0 TOTo, K BOHHW OyIyTh peami3oBaHi ab0 CIPHITHATI
(Bim Jsat. anticipatio — mepembadeHHs ITomii) (3a: AHTHIIMITAIIS,
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2008-2009). bezcymHiBHO, TSI BUKOHABIISI TakKa 3JaTHICTH € HE00-
X1THOO CKJIaJ0BOIO BMIiHHS BUOYIOBYBATH BEITUKY MYy3UUIHY (DopMmy,
HaJal09H i KOHTHHYAJIBHOCTI, O€3MepepBHOCTI pO3TOPTAHHS B Yaci.
Jst imrocTpartii MUX TOHATH MOYKHA HAaBECTH O€3J1iY ypUBKIB
13 coHar, mo Oy/IM BHKOHAHI B paMKaxX MOCITIDKEHHS (B KOHIEPTI
«From Scarlatti to Clementi»), OCKiJTbKH Ha3BaHUH aCIIEKT Ma€ BCe-
ocshxHUH Xapakrtep. HaBememo nmumme nesxi (/lpuxaaou 9—10):

Mpukaax 9. M. Kitementu. Conara op. 34, Ne 1
(Un poco Andante quasi Allegretto).
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VY Conari M. KiemMeHTi mipuBepTae yBary panrtoBe YepryBaHHS
ff Ta p y «berxoBeHchKOMY» nyci. Kommosurop, oueBuaHO, OakaB
MIPOIEMOHCTPYBAaTH  Xy[AOKHBO-AMHAMIUHI MOXJIMUBOCTI HOBOTO
iHCTpyMeHTa — pianoforte. TlomiOHI emizoam HaWOULTBII SCKPaBO
3aCBIMYYIOTh HEOOXiTHICTh BUKOHABCHKOTO TMeperdadeHHs. Ake
iHTepIpeTaniiHo 0OyMOBJIEHA PanTOBa 3MiHA JAMHAMIKH HE MOXE
HAacTaBaTH 3HEHALbKa [yl CaMoro IiaHicTa-iHTepIpeTaropa.

V tperiit vactuni Conaru M. Taiigna F-dur, XVI: 23 (y penak-
nii K. A. Maptincena), 3 sxoi B3sT0 iHIUH ypuBok (/Ipuxiao 10),
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Mopsi7 13 4YepryBaHHSAM JWHAMIKHA 3a «Pi3HOMaHyaTbHUMY» TpPUH-

IIUTIOM, TIIO W[Ie BiJ KIIABECHHHOI I'pH, IPUBEPTAE YBary HasBHICTbH

BEJIMKOT KITBKOCTI Tay3, «3yMMHOK» PyXy 3BYKOBOI Marepii, ki, THM

HE MCHII, He MAIOTh CTaBaTH Ha IEPEIIKOMl TUHAMIYHOMY PO3TOp-

TaHHIO MY3U9HOI (DOPMH.

MMpuxaan 10. . Taiinn. Conara F-dur, XVI: 23, 4. III.
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OTxe, aHTUIUTAINSA, SIK 1 BITIYTTSA HEOOXITHOCTI B3aEMHOTO

BpPIBHOBXCHHS CTAaTHKH Ta AWHAMIKH, HA HAI OIS, € HEOoOXi-

HUMH YMOBaMH BUKOHAHHS IIi€1 My3UKH Ta MOXXYTh CTaTH JTOOpUMHU

MOMIYHUKAMH IS IiaHICTa-BUKOHABI.

B ECTeTHYHiNl cuTyaIlii,

BuchoBkun. B cyudacHux yMmoBax,

KOJIM iCHY€ BUTBHUN JOCTYH 10 BEIWYE3HOI KITBKOCTI METIHHUX
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JUKepes1, 3BOPOTHUM OOKOM ITHOTO SIBUIIIA CTA€ BCE OLTBIM 3pocTaroya
«PO3KOHIICHTPOBAHICTE» OCOOMCTOCTI, SKa 3aTPOXKYE, B TOMY UHCII,
MMaiHHAM CYCHUTHHOTO IHTEPECY IO CKapOiB CBITOBOTO MY3WYHOTO
MHCTEITBA akameMiuHoi Tpaaullii. ToMy CIlyXxaHHS Ta BiITBOPCHHS
KJIACHYHOI MY3UKH CHOTO[HI, SIK HIKOJIN, € HEOOX1THUM.

Kanp QopremianHoi coHarn 3 #oro BimnuTi)OBAaHMMH CTOJIT-
TSMH, 1, BOMHOYAC, TUHAMIYHUMH, (DOpMaMu, «3pa3KOBHM» BHUPA30M
SIKOTO CTaJIM COHATHI TBOPH BIJICHCHKHX KJIACHUKIB, MOYKE OYTH ITOTYK-
HAM 1HCTPYMEHTOM BIOPSAKYBAaHHS apXiTEKTOHIKH 1HIUBITyasb-
HOTO Ta KOJEKTUBHOTO €CTETUYHOTO MHUCIIEHHS. TOMy YMCIIEHHI HOBI
iHTepIpeTaltii conar mobu Kimacuimmamy Ta mizHporo bapoko (30kpema
1 B MEXaX Cy9aCHOTO «aBTEHTHYHOT0)» BUKOHABCTBA) MAIOTh CIIPHATH
CYTTEBUM 3MiHaM y IMOOYTYBaHHI B 9aCOMPOCTOPI K CaMHX ITUX TBO-
piB, TaK 1 akaAeMidHOI My3HUKH 3arajioM, 3aBISIKA aKTHBHOMY (hOpMY-
BaHHIO BiJIITOBITHOTO CITyXallbKoro Te3aypycy. Iloctars miaHicTa-BH-
KOHABII TPH IIOMY € JIOBOJI 3HAYYIIOI0, HE TLTBKH 5K «PYHOpa»
JKUBOI MY3WKH, ajie ¥ SK HEOOXiMHOI JaHKW B JIAHIIIOXKKY HACIIITY-
BaHHA. | OMHWM 3 HaHBKIUBIMIKX IS TTiaHICTa 3aC000M BHPA3HOTO
«IHTOHYBaHHS» Ha IHCTPYMEHTI, Ha HaIII TIOTJISI, € a/IEKBAaTHE BITIYTTS
Ta BiATBOPEHHS 9acOIMPOCTOPY TBOPIB, 10 BUKOHYIOTHCS, YHUKHEHHS
TTONIMPEHNUX IHTEPIPETAMIMHNX KPAHHOIIIB — JOTMAaTHYHOI CYBOPOCTI
a00 HaIMIPHOT 9aCOBOI CBOOOIH.

OTxe, 4K BHU3HAYAJIbHI Cepel] XapaKTePUCTHK BHKOHABCHKOTO
4acompocTopy coHaT odu mizHkoro bapoko Ta Knacunmsmy nocra-
IOTh TaKi:

*  83aEMO0IsL MA BPIBHOBANCEHHS CIAMUKU [ OUHAMIKU,

*  OpeaHizyioua YHKYIs BUKOHABCLKO20 YACY Y (hOPMOMBOPEHHi;

°  MempopummiuHa 6UKOHABCLKA IHepYIs,

*  KOHMUHYAIbHICMb YACONPOCMOpPY MA BUKOHABCHKE Nepeo-
bauenns (anmuyunayis).

i xapakTepruCTUKH BiMIrparOTh 3HAYHY POJIH BXKE Ha €Tarri orpa-
[IbOBYBaHHS TBOPY, BILTMBAIOYN HE TUTHKM HA MEPEKOHIMBICTD HOTO
XyJI0KHBOTO BUKOHAHHS, aJie i TOTIOMaralo4y HOro yCIiITHOMY TeX-
HIYHOMY OTIaHYBaHHIO.
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IlepcnekTuBU g0caigxkeHHs. Y cdepi po3mIsHyTOI mpodiema-
THKH iCHY€ HEOOXiTHICTh PO3IIMUPIOBATH KYT 30py 32 PaxXyHOK IPO-
€KIII1 3HAWIEHNX XapaKTepUCTUK Ha (popTemanHdi COHATH HACTYITHUX
eroX 1 MOrTUONIOBATH TIONIYK 3215l MOXKIIUBOTO BHSIBICHHSI HOBHX
xapakTepucTuk. CroiBaeMOCh TaKOX, ITI0 HArajabHI MATAHHSA OyT-
TEBOTO YaCOMPOCTOPY TBOPIB KIACHYIHOI aKameMidHOI Tpamuilii He
3aynmaTh OamyxuMu 1 GaxiBmiB B cepi TOTHIHUX MY3HUIl IHC-
[IUTUTiH, 30KpeMa KYJIBTypOJIOTil 1 apT-MEHEKMEHTY, 10 3PEIITOI0
CIPUSITHME TTOJIOJIAHHIO KPUBUCHHUX €CTETHYHUX SIBUIII.

JIITEPATYPA

Anexkcees, A. J1. (1988). Hcmopus ¢popmenuannozo uckyccmea. 4. 1.
Mocksa: My3bIKa.

Antununanis.  (2008-2009). [lcuxonoeiunuii miaymayHuil CIOGHUK.
Slovnik.com.ua. (Enexrponnmii cioBauk On-Line). Retrieved from
http://slovnik.com.ua/?grupa=9&id _sl=230

ApanoBckuii, M. I. (1974). O TNCHXOJOTHYECKUX MPEANOCHUTKAX
MPEAMETHO-TIPOCTPAHCTBCHHBIX ~ CIYXOBBIX  IPEACTABICHUH.
B ¢0. IIpobremsr mysvikanvroco mviuiienus, cc. 252—271. Mocksa:
Mys3blka.

Apxanpes, M. A. (1993). Bpemennvie cmpyKniypbl HOB0€8PONEUCKOU MY3bIKU
(Onvim ¢heromernonocuueckoeo uccredosarust). Mocksa: bromoc.

Acadwes, b. B. (1971). Mysvikanvrnas ¢popma xax npoyecc. Mocksa:
My3bIKa.

baxtun, M. M. (1975). ®opMbl BpeMeHH W XPOHOTOIA B pPOMaHeE.
Ouepku N0 UcTOpUYecKkoi mosTuke. B kH. baxmun M. M. Bonpocel
aumepamypwvi u scmemuxu, cc. 234-407. Mocksa: Xy1okeCTBEHHAs
JUTEpaTypa.

Tomentok, C. I (2006). Mysuunuii xponomon: npedmem i sasuuje.
Tunonoeis ¢gopm uaconpocmopogoi opeanizayii 6 asaneapoHiil
mysuyi. (ABroped. uc. ... KaHIIl. MUCTEIITBO3HABCTBA). HarioHanbpHa
My3Hu4Ha akajeMis Ykpainu imedi I1. I. HaiixoBcekoro. Kuis.

Képxnarpux, P. (2016). Jomenuxo Craprammu. Yensounck: MPI.

Kopwixanosa, H. I1. (1979). Uumepnpemayusi my3zvixu. JleHUHTpa:
Mys3blka.

Kopeixanosa, H. I1. (2000). My3sikansho-ucnonnumensckue mepmuHbl.
Cankr-IlerepOypr: Kommosurop.

Koctiok, O. I. (1965). Cnpuiimanna mysuku i XyOOoxcHs Kyibmypa
cryxaua. Kuis: HaykoBa mymka.

JInbepman, E. 5. (1988). Teopueckas paboma nuanucma ¢ agmopckum
mexkcmom. Mocksa: My3bIka.

Jlo63akoBa, E. O. (2018). Ananu3 My3bIKaJbHOIO NPOU3BEACHHUS U
nipo6aemsl penieniuu. Music Scholarship / [lpo6nemvt my3vikanbHOU
nayxu, 1, 139—144. DOI: 10.17674/1997-0854.2018.1.139-144.



72 Mpobnemu e3aemodii Mucmeumea, nedazoeiku ma meopii i ipakmuku oceimu, gur. 61

Mosror, C. A. (2017). K mnpobnemMe wu3y4eHUS CHUCTEMHBIX
CBOMCTB  KaTeTOpUH  TIPOCTpPAaHCTBA B  My3bIke.  Music
Scholarship / Ilpobnemvr mysvikarvrou uayku, 1, 39—45. DOI:
10.17674/1997-0854.2017.1.039-045.

Mosrot, C. A. (2017). Kamezopusi npocmpancmea Kax CMblCIO80U
Genomern 6 mysvikanvHom uckyccmee. (ABroped. aucC.
I-pa HCKyccTBOBeneHHs). HoBocuOupckas —rocymapcTBEHHAsI
koHcepBaropusi uMeHu M. U. ['muaku. HoBocuOupck.

Mockanenxko, B. T. (2013). Jlexyii 3 myzuunoi inmepnpemayii. Kuis:
HMAY.

Crioco6un, Y. B. (1984). Myswikanvhas ghopma. Mockpa: My3bIKa.

[Memeto, I1. @. (2004). [[Ixona KoHYyepmHO-OUPUAHCEPCKO20 UCKYCCMEA.
XapbkoB: JliBuii O6eper.

Ainly, M. (2013). Dinu Lipatti’s final essay — On interpretation.
Retrieved from https://www.dinulipatti.com/2013/03/dinu-lipattis-
final-essay-on-interpretation/

Goebl, W. (2017). Movement and touch in piano performance, In
B.Muller & S. 1. Wolf (Eds.). Handbook of Human Motion (pp. 1-18),
Berlin: Springer, doi:10.1007/978-3-319-30808-1 109-1.

Rosenblum, Sandra P. (1994). The Uses of Rubato in Music, Eighteenth
to Twentieth Centuries. Performance Practice Review, 7(1), 33-53,
doi: 10.5642/perfpr.199407.01.03

Anatolii Tarabanov

Kharkiv I. P. Kotlyarevsky National University of Arts,
Senior Lecturer, Piano Accompaniment Department,

e-mail: anatoly.tarabanov(@gmail.com
ORCID iD: 0000-0001-7218-2737

PERFORMANCE AND EXISTENTIAL
CHRONOTOPE OF CLAVIER SONATAS
OF THE LATE BAROQUE AND CLASSICISM

Some spatial-time characteristics of the selected keyboard
sonatas by D. Scarlatti, C. P. E. Bach, J. Haydn, W. A. Mozart, and
M. Clementi are revealed from the viewpoint of a piano performer.
The term “chronotope”, used in the research, is interpreted in two
main meanings: as an existence of the piano sonata phenomenon
in space-time continuum in the context of listeners’ perception and
comprehension, as well as a specific performers feeling of time and
space in sonatas by the mentioned composers.
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The purpose of the study is to identify the peculiarities of the
performance chronotope of these works that are relevant for the
modern pianist in the context of social existence and the demand
for the sonata genre in the 21st century, including attempts of its
authentic interpretations, on the basis of the analysis and concert
performance of selected clavier sonatas of the late Baroque and
Classicism epochs. Experimental® and analytical research methods
with elements of comparativistics allow examining the chronotope of
the selected keyboard sonatas in the whole creative-scientific process
that determines the scientific novelty of the study.

Results. Today, the problem of perception of musical classics in
terms of preparedness of the listener, their ability to decipher the
“sign system” of a musical work is very relevant. There are also
not enough listeners of academic music, if taking into account all
those people with an access to concerts halls and Internet. Therefore,
attention of broad public to academic music is to be aroused. One
of the most crucial places in solution of this problem belongs to
the sonata genre as an organizing basis opposing contemporary
human society multidirectional dissipation. With regard to its perfect
structured composition principles, the piano sonata can be of great
importance for the reconstructing of architectonic thinking patterns
in listener s minds. In order to fulfill such a difficult task successfully,
a lot of new live performances of proficient pianists are needed. This
can help the audience gain listening experience and attract probable
admirers to their own musical practicing. Some characteristics of the
performance chronotope of baroque and classical sonatas, such as
interaction and interbalancing of statics and dynamics, organizing
function of performance time in music forming, metrorhythmic
performance inertia; continuity of the music thought development,
necessity of performer s anticipation, were defined with the help of
the experimental-analytical method.

Conclusion. The found characteristics of piano sonatas
chronotope can be used both on the stage of conceiving a mission
of music interpretation and during musical trainings and a concert
performance itself-

Key words: keyboard / clavier / piano sonatas; late Baroque and
Classicism, classical sonata cycle; musical chronotope; time-space,
authentic performance, academic / classical music; performer’s
inertia; continuity, music forming.

8 Selected sonatas are rendered by the author of the article in the online
concert (https://youtu.be/HopgSp9 fbw).
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DAHTA3IA D-MOLL KV 397 B. A. MOLHAPTA

I COHATA OP. 31 Ne 2 JI. BAH BETXOBEHA:

CEMAHTUYHHUM TA BUKOHABCHKH
ACIIEKTH

Tonanvuicme d-moll y komnosumopcwKiti npakmuyi K1acuko-po-
ManmuyHoi 000U nocmae K «3HAKOB8A», «Mmpaziunay, HA0Yeauu
cmamycy cumeony. Memoiwo cmammi € po3Kpumms CMUCTY 080X
meopie (Panmasii d-moll KV 397 B. A. Moyapma ma Conamu
op. 31 Ne 2 JI. ean bemxosena) na nepemuni eiachue mMy3uuHozo i
Nn03aMY3UUHO20 MA HAKPECIEeHHs OCHOBHUX MOMEHMI8 BUKOHABCHLKOI
cmpamezii (Ilynina, 2015; Huxonaescrkas 2017a). Hoeusnoio oociui-
Ooicenns €. 1) npobremamuszayis numanHs 3yMOGLEHOCMI KOMNO3U-
YIIHO-0pamamypeiunoeo napamempy meopy 00paHo0 KOMHO3IUMO-
POM MOHANbHICMIO, 2) 8U8HUeHH 0emepMIHOBAHOCHI BUKOHABCHKOL
cmpameeii mouanvuicmio meopy. Bucnoexku. Obpani meopu 6Oynu
HANUCAHI 8 «KAIYO0BI» MOMEHMU HCUMMS KOMNOZUMOpI8. YV Hux
npocmexcyemovcs OlaneKmuyHa 83aeMo0is NPOMULEHCHUX HAUAN!
3aeepuieHocmi i GIOKpUMOCmi, KOHMUHYAIbHOCMI | OUCKDEMHOCHI,
pieHo8a2u ma it nopyuierts, MOHOOOPA3ZHOCMI Ul NONIBAPIAHMHOCTI
BUCTOGNIOBAHHA, CMUILOBOL EOHOCMI U CIMUNICIMUYHOT MHONICUHHOCMI
mowo. Busgneni ocobnugocmi 3yMosu0oms NOUYK SUKOHABCHLKOI
cmpamezii, AKa Mae 8u6y008y8aMUCH HABKOLO YCBIOOMAEHHS CUMBO-
aiuHocmi monaneHocmi d-moll.

Knrouosi cnosa: mownanvricmoe d-moll, xomnosuyitino-opama-
mypeiuna opeanizayis, @anmasis d-moll KV 397 B. A. Moyapma,
Conama op. 31 Ne 2 JI. ean bemxosena, «gukonascbka cmpamezisiy.
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IMocTanoBka mpodsemMu. Y CydacHOMY HAyKOBOMY IHCKYpCi
MMUTaHHS BUKOHABCHKOI IHTEpPIPETaIlii yTBOPIOIOTh aKTyalbHHUI Harlpsi-
MOK JOCTiHKkeHb. OIHIM 13 YMHHHUKIB, 10 BU3HAYAIOTH OOpAHHS TIeB-
HOi BuKOHaBChKOI crparerii (ITymina, 2015; Huxomaesckas, 2017a) sk
3aco0y aJIeKBaTHOTO «IIPOYUTAHHS My3HMYHOTO TBOPY, HA HAIITY TyMKY,
€ TOHAIBHICTE. SIK TIpaBMIIO, OOpPAHHS TOHAIBEHOCTI KOMITO3HUTOPOM €
HE BHUITAJKOBHUM, a YiTKO TPOAYMAHUM 1 3yMOBJICHUM OararbMa YiHHH-
KaMU: TPAIUINEI0, XyIOKHIM 3ayMOM, OCOOHCTiICHO-OiorpadiTHIMI
nprarHaMi. OHIEIO 13 «3HAKOBUX» TOHATBHOCTEH, sIKi HAOY/IH CTaTyCy
CHUMBOJTIB Y My3UIHOMY MHUCTEIITBI, € TOHAJBHICTE d-moll.

MerTo10 cTaTTi € crpobda «po3mudpyBaHH CMUCTY JBOX TBO-
piB (110 HAJIEKATH IO OJHOTO MOBHO-CTHIILOBOTO TPOCTOPY), HAIH-
CaHWX Y TOHAIBHOCTI d-moll, BUXOmsun 3 0COOTMBOCTEH MY3UIHOTO
TEKCTY # 1M03aMy3HYHOTO KOHTEKCTY; Ha I[iif OCHOBI — aKIIEHTYBaHHS
HaWCyTTEBIMINX MOMEHTIB aJIeKBAaTHOI BUKOHABCHKOI CTpaTerii.

3aBaaHHAMM CTarTi €: 1) 3’sCyBaHHS iCTOpPil HamHMCaHHSI TBO-
piB — TOTO TI03aMy3WIHOTO KOHTEKCTY, YaCTO 3YMOBJICHOTO OCOOH-
CTICHIMH YHHHUKaMH, SIKUH, HA HAITy AYMKY, CYTTEBO BIUTMBA€E Ha
BHOIp TOHAJILHOCTI; 2) BHSIBJICHHS KOMITO3UIIIMHO-ApaMaTypTridHuX
0COOIMBOCTEH 00paHUX IS aHAJII3Y TBOPIB — BIACHE, TPOHUKHECHHS
B MY3UYHHHA TEKCT; 3) HAKPECIICHHS Ba)KJIMBHX ACIIEKTiB BHKOHAB-
CBKOI cTparerii, TeTepMiHOBaHOI CEMaHTHKOIO TOHAIBHOCTI d-moll
1 0COOJIMBOCTSAMH KOMITO3HITIHO-ApaMaTyPTidHO1 OpTraHi3allii TBopy
(y cBOIO "epry, 3yMOBIIEHOT HA3BaHOIO TOHAJIBHICTIO).

Marepianom nocmimkeras € @Dantasis d-moll KV 397
B. A. Momapta ta Conara op. 31 Ne 2 JI. Ban berxoBeHa.

MeToau I0CTIMKeHHSI: icrmopu4Huil, SKUN TO3BOIISE TOCTIIUTH
TBIp K pempe3eHTaHTa IMEeBHOTO iCTOPUKO-CTHIIHOBOTO €TaIly pPO3-
BATKY MY3WYHOTO MFHCTEITBA, B HAIIOMY BHIIAJKy — KIACHIIN3MY;
Jicanposuil, SKAN TI0Na€e TBIP Y €IHOCTI THUIIOJIOTIYHUAX PHUC Ta 1HIN-
BiIyaJIbHUX OCOOMUBOCTEH; cemanmuynutl, TKAA TO3BOJISIE TIPOHUK-
HYyTH B CMHCIH, 3aKJalieHl y TBOpI; iHmepnpemayiliiHo-8UKOHA8-
CbKUil, 32 TOTIOMOTOIO SIKOTO BUOYIOBY€E€THCSI BUKOHABCHKA CTpATerisl.

AHaJi3 ocTaHHIX Jocaimkens i myosaikamiii. Ha mamy mymky,
Ha CBOTONHI ICHYE€ HEJOCTaTHbO IOCHIKEHBb, NPHUCBIUYCHHX,
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TO-TIepIIie, BUBYEHHIO CEMAaHTHKH TIEBHUX TOHAIBHOCTEH; MO-IpyTe,
3’SICYBaHHIO 3YMOBJICHOCTI BHKOPHUCTaHHS OOpaHOI KOMITO3UTO-
POM TOHAIBHOCTI: a) KOMIIO3HIIHO-IpaMaTypridHOTO MMapaMeTpy
TBOpPY; 0) BUKOHABCHKHX 3ac00iB K aJEKBATHOTO MEXaHi3My HOTO
«mupounTtanHssy. JI. Kazanmesa (2006) y crarti «CeMaHTHKA TOHATb-
HOCTI: TUTaHHSI METOIOJIOTI{ JOCIIHKEHHS 3BepTa€E yBary Ha Te, 110
«CMHCJIOBE Hadajo TOHAFHOCTI OCATAETHCSA My3UKO3HABCTBOM TIOKH
10 Ha EMITIpPUIHOMY PiBHI Mi3HAHHA. [ OBOPHUTH TIPO SKYCh TEOPIIO
B IIiif TaTy3i 3HAHHS TTOKW HE JTOBOIUTHCS.

IIpote € okpeMi poOOTH, B IKHX MICTATHCS MIPKyBaHHS MO0 CE-
MaHTHYHOTO TIOJIS Ti€l UM 1HIIIOT TOHAIBHOCTI, 30KpeMa, TOHATLHOCTI
d-moll sx omHi€el 3 HAWOIBIT CUMBOIIIYHUX B iCTOPil MpodeciHHOTO
My3udHoro mwucrentBa Hosoro uacy. E. T'ekmi y cBoemy mocimi-
JUKCHHI BKa3ye€ Ha BEIUYE3HY pOJIb, SKY BifirpaBaja TOHAIBHICTH
d-moll y TBopuocTi B. A. Momapra (Hackmey, 2012). JI. Kupunina
B MoHorpadii, mpucssdeHiii TBopuocti JI. Bam berxosena (2009),
B OKPEMOMY PO3ILITi TOCTIHKY€E CEMAaHTHIHE CTIPUHAHATTS TOHATHHO-
CTeH KOMIO3UTOPOM. My3HWKO3HABHIISI BBOXKA€ TOHAIBHICTEH d-moll
OITHI€IO 3 HAUTPATIYHIMNX. ABTOpKA TaKOXK POOUTH ITiKaBi cTIIocTepe-
JKEHHS II0A0 BILTUBY TBOPiB B. A. Mormapra, Hanucanux y d-moll,
Ha ctaBneHHs JI. Ban beTxoBeHa 10 11i€1 TOHATBHOCTI.

AxTtyanbHoto €, Ha Ham norsia, crarts 0. I1. [psoaepa «bepr,
Crpiagoepr Ta d-moll» (Schroeder, 1990). Hasits y ii Ha3Bi mmigkpec-
JIOETHCS 3HAUYMMICTh TOHAIBHOCTI Y TBOPUOCTI KOMIIO3HTOpa Ta
npamarypra. [Ipocrexyerbes BB d-moll’wHoi my3uku JI. Ban bet-
XOBEHA Ha TBOPUICTH BimoMmoro apamatypra A. Ctpinmbepra, sSIKAi,
y CBOIO Uepry, BIUIMHYB Ha A. bepra Ta Horo cTtaBieHHs JO CUMBO-
niku ToHaIbHOCTI. OKpeMoi yBaru 3aciyroBye crarTs « CeMaHTHKa
TOHAJIBHOCTEH, ab0 Sk s dyio i cimyxaro my3uky» O. Tumodeiuena,
KU AETaIbHO OMHUCYE CBOT BpaKEHHS BiJ MPOCITyXOBYBaHHS (op-
TemaHHUX TBOPIB, HAMMCAHKX Y TOHATbHOCTI d-moll Bix 1. C. baxa
no /1. Kabanescokoro (Tumodenues, 2017).

OnauM 13 HAWTOJIOBHINIUX 3aBIaHb HamIoi poOOTH € IOCITi-
JUKCHHS BIDTUBY CEMAHTHKH TOHAJIBHOCTI d-moll Ha BuOymTOBYyBaHHS
BHKOHABCHKOI cTpaTerii. Y 3B 53Ky 3 IIUM 3BEPHIMOCS 10 HAYKOBUX
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nediHiniit mhboro MOHATTA. Y HAYKOBIH JiTepaTypi iCHye AEKiabKa
T IXOMIB MO0 BU3HAYEHHS TIOHATTS «BUKOHABCHhKA CTpaTeTisy». Taxk,
O. Ilymina (2015: 9) BBakae, MO «‘BUKOHABCHKA CTpaTeris’ O3Ha-
YJae 1HAWBIAYaTbHUH IMiIXia MiaHicTa 0 OpraHi3allii BHKOHABCHKHUX
3ac00iB 3 METOIO CTBOPCHHS IHTOHAIIHHO-3BYKOBOI (DOPMH KOH-
KPETHOTO MY3HYHOTO TEKCTY». Y KOHTEKCTi CBO€i poOOTH aBTOpKa
3a3Hayvae, MO0 «BHUBUCHHS BHUKOHABCHKOI CTpaTerii B opraHizamii
BHKOHABCHKHUX 3aC00IB TO3BOJISIE 00’ €EKTYBaTH CYUKCHHS TIPO CIIiB-
BITHOIIICHHS iHTEpIIpeTAaIlii Ta 3aikCOBAHOTO B HOTAX KOMITO3UTOP-
CHKOTO BHCJIOBIIIOBAaHHS HE TUIBKH 3 TPEIMETHOTO OOKY (i3 TOUKH
30py MipH BUKOHABCHKOT TOYHOCTI YM CBOOOIN Y BUKOHAHHI aBTOP-
CBHKUX PEKOMEHMAITiH), aje # y eMOIliHHO-3MICTOBOMY TUTaHD» (Tam
camo). JlocmimHUIA TIOMise BUKOHABCHKI 3aCOOM BIATIOBINHO IO
3MIATHOCTI BiIOWBATH MPOCTOPOBI Ta YaCOBI ySABICHHS, OyTH TTOB’5I-
3aHUMH 13 TAKTHWJIBHAMH Ta CIIyXOBUMH ((i3MUHMMH) a00 KiHe-
THYHUMU (PyXOBUMH ¥ MYCKYJIBHUMH) BiMIyTTSAMH, HA TPH TPYIIH:
1) mpocTopoBy (TeMOp, TUHAMIKA, ApPTUKYJIAIS, TyIIe, TIeaaTi3allis,
(daktypa); 2) "acoBy (Temm, arorika, METPOPHUTM); 3) TPOCTOPO-
Bo-uacoBy (may3a) (Ilymina, 2015: 10).

10. HikomaeBcbka MOCTIKYE BUKOHABCHKY CTPATETIIO SIK Pi3HO-
BHJlT KOMYHIKaTUBHOI CTpaTerii Ta BU3HA4Ya€E ii IK «IHTEPIPETAIliio
inei [amoro sk cy6’ekra ampecartii cmucmy» (2017a: 105). ABTopka
BBa)Ka€, M0 BUKOHABChKA CTPATETIS «CIpPSIMOBAaHA Ha OpraHi3aIliio
aKyCTHYHOI (3BYyKOBOi) (DOPMH My3WYHOTO TBOPY, MOTAIBHOI 3a
CBOEIO TPHUPOAOI0 (3MIHIOBaHI KOMITOHEHTH BHKOHABCHKOTO IIPO-
Iecy — TeMIIOPUTM, apTUKYJAIIHA 1 TUHAMIYHA IIIKaJia, arorika,
iHomi daktypHuit Bukian)» (20176: 186). Takox HO. HikomaeBchka
BH3HAUYAE Pi3HI TUITM BUKOHABCHKUX CTPATETIH — «OXOPOHHY», aKTy-
aJTizyIoay, MOJETIOITY (B 1HTEpaKTHBAX), aydiOBi3yalbHY; KOHOTa-
THBHY. ABTOpPKa MiTKPECTIOE: «3aBISIKA OCOOJUBUM KOMYHIKAaTHB-
HAM MexaHi3zMaM JltonmHa, 1o iHTepIpeTye, 37aTHa 3MIHUTH TI0JIe
CMUCIIiB, III0 BUHHUKAE B CHCTEMI “TekcT-TBip”» (20176: 186).

Crmparounch Ha HaBeICHI TPAKTyBaHHS BUKOHABCHKOI CTpaTerii,
MH BBa)Xa€EMO, ITI0 BUKOHABEIIh: a) 1HTEPIIPETYE 3aKIaJCHI Y TBOPi
i7mei Ta cMUCIH (10 KOPENTIOE 3 PO3YMIHHSIM BUKOHABCHKOI CTpaTerii
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0. HikomaeBchbkoro); 0) oOmpae TEBHY CHCTEMY BHKOHABCHKUX
3ac00iB SIK MEXaHi3MiB PO3KPUTTS 3aKJIaIEHUX Y TBOPI CMUCIIB
(o xopemtoe 13 mososkeHHsaMu 1 O. Ilyminoi, 1 FO. HikomaeBcbkoi).
BulOynoByBaHHS BHKOHABCHKOI CTparerii Mae CyIpOBOKYBATHCh
IHTEHCHUBHOIO aKTyali3alli€l0 MY3WYHO-aKyCTHYHOTO Te3aypycy
(Kalashnyk, Loshkov, Yakovlev, Genkin, & Savchenko, 2021).

Buxaan ocuoBHoro matepianay. ®anrazis d-moll B. A. Mornapra
Mocila€ 0cOOMMBE MICIle B TPAmUIlii JKaHPY 1 TBOPYOCTI CaMOTO
KoMIIO3uTOpa. Ychoro B. A. MomapToM HamucaHo TIiCTh GaHTa3ii —
TpH 11 popTermiano, oaHa I CKPUIKY Ta (HOpTEIiano Ta ABi I
oprana. XapakTepHO, III0 JIJIS BCiX ITUX IT"€C KOMIIO3UTOP 00paB Hali-
TTOMYJISIPHIIII MIHOPHI TOHAJIEHOCTI KJIACHKO-POMAHTHIHOI STTOXH —
®danTasis musa ckpunku 1a Gopremiano c-moll KV 396 (1782), Dan-
Tazis ms dopremniano d-moll KV 397 (1782) # yci BoHN HamwcaHi
TIPUOITU3HO B OJUH 1 TOH ke Jac: y Mexxax 1780 pokis. T. JliBanosa
ru1e, mo 1ne OyB HaHOUTBII MPOTYKTUBHUN TTEPioa TSI KOMITO3H-
TOpa, BiA3HAYCHU CMITUBUMH HOBaIlissMU. «OCTaHHI JECATH POKIB
CTaJlU KPaIUMH, BEPITUHHAMHI POKAMH HOTO TBOPYOCTI, KOJIM BUHU-
KJIA BC1 HOTO TIPOCTIABIICHI OTIEPH, PSAI HAHOUTBIITNX IHCTPYMEHTAITb-
HEX TBOpiB» (JInBanoBa, 1989: 48).

®danrtaszis d-moll O6yna mammcana 1782 poxy. MuHYB piK BiX
MOYATKy HOBOTO €TaIy YKUTTS KOMIIO3UTOpa. BiH CTaB )UTH OKpeMO
Bim OaTbka ¥ TMOYaB MPHHMATH CaMOCTIiHHI pimreHHA. «J/{o HOBOTO
Tepioxy KUTTS i TBOpuoCTi B. A. MomapT nmpuimioB y BCeo30poeHHI
PI3HOOIYHOTO, TOCBiMUEHOTO, 6AaraToro imesMu XymToKHuKay (JInBa-
HOBa, 1989:48). Y xBiTHi 1782 p. B. A. Momapt 6ararto 9acy npumiise
susdennio dyr M. C. baxa Ta iioro cunis ®. Emanyens i B. ®pine-
mana. «Harmcamms dyr i npemroxiii 3a 3paskamu . C. Baxa, cioiti —
3a 3paskamu . @. I'eagens (KV 399) momomoriio B. A. Momapty
JOYYUTHCS 10 0araTol Tpajuilii MHHYJIOTO i PO3IIUPHIIO KOJIO HOTO
BHUpakadbHUX 3aco0iBy (JImBarosa, 1989: 48). Ha T mporo 3axo-
ieHHs 1 3’ sBisgeTbes Pantasis d-moll. 1le onuH 13 HaHTIOMYISIPHI-
muX Goprenianaux TBopiB B. A. Momapra, skuii 3a CBOIMHU BIacHE
TEXHOJIOTTYHUMU TPUHOMaMU TIPUIATHU JIUTSI BUKOHAHHS MY3HKaH-
TamMu Oynb-sikoro BiKy. daHTa3is craBaiia MpeaMeToM PO3AYyMIB i
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IIACKYCI Yy HayKOBHUX pPoOOTaxX i KOPOTKUX PO3BIAKAX BUKOHABIIIB,
SIKI HAMaraJInCh «po3mudpyBaTm» IeH TBIp.

Hanpuknan, FO. Komony6 koporko amaimizye ¢dbopMmy ¥ TOHAb-
auit ad (Komomy6, 1998), onHak He Oepe 10 yBarm CEMaHTUIHOTO
aCTEKTy TOHAJIBHOCTEH. Y TOW K€ Yac TOJOKCHHS, BUCIIOBIICHHI
B poborti E. I'ekmi (mianicra, HaykoBms) (Hackmey, 2012), cyromocHi
3 TIOJIOKEHHSMH HAIIoro AociipkeHHs. e poboTa BUKOHABI, KU
HAMaraeTbCs TPOAHANI3yBaTH CEMaHTHYHY CTpyKTypy PaHTasii.
Bin po3misgae mexinbka BUKOHABCHKUX BEPCiil IIOTO TBOPY U 3yTIH-
HSETHCSI Ha OUTBIN JETaTLHOMY OITHCI THTEepIpeTaltii SMOHCHKO Imia-
HicTKA M. YImmmu, KoTpa BHpIITye 3aBepmnTi DaHTa3iio MpesTiomii-
HAM MarepiajloM BCTYITHOTO PO3ILTY, SIKHH Ma€ SICKpaBO BHUPaKEHi
0apoKoBi 03HAKW. ABTOp TIOSICHIOE II€ THIM, ITIO OCTAHHI JECSTh TaK-
TiB daHTa3ii He Oy/IM HaANMCAaHHI KOMITO3UTOPOM, OTXE, BiH BBa)Kae
IIJTKOM TIPUPOTHOI0 MOKJIMBICTE 0OpaTy JUIsS 3aBEPIICHHS MaTepiai
BCTyITy. Pi3HI BapiaHTH 3aBEepIICHHS (MaXOPHE UM MIHOPHE) pO3rop-
TAIOTh KOHIIETIIIIO TBOPY Y MPOTHIIEKHUX HAMPSIMKAX, IO TA€ MOYKITH-
BICTh IHTEPIIPETYBATH HOTO K «BIIKPUTHID 3 TOUKH 30py CEMaHTHKH
(Zavialova, Kalashnyk, Savchenko, Stakhevych, & Smirnova, 2020).

E. T'exmi migkpeciroe TaKOoXX 3HAUCHHS TOHAJIBHOCTI d-moll
st TBopuocTi B. A. Momapra B minomy. Bin Ha3zwBae HaiOUIBII
3HAKOBI TBOPH KOMITO3UTOPA, HAMHMCaHI B I TOHAJILHOCTI — OTIEpy
«Jlon Kyan», @opremanamii kormept Ne 20 KV 466, PexBiem.
Ha fioro mymKky, ToHaNBHICTE d-moll ays Momapra Oyia TOHaIbHI-
cTio «HaiBenmuHimoi npamm» (Hackmey, 2012).

[Ipo mezaBepmenicth TBOpy roBopuTh 1 HO. Komomy6, mpote
KOPOTKO, HE JAl0YM JKOAHWX BHCHOBKIB IOAO KOHIICTIIi TBOPY
(1998). Ha meit dakt 3BepTaroTh yBary i aBTopu MoHOTpadii
mpo B. A. Momnapra (JIynkep & Cycumko, 2008: 471), ane 3 Touku
30py 3HaYCHHS (pParMeHTIB i He3aBEPIICHUX TBOPIB ¥ JOPOOKY KOM-
MTO3UTOpa B MIJIOMY (TIPUYHMHM, 3 SKOi X HEe OyJI0 3aBEepIIIeHO, 00CST
(hparMeHTiB).

Bepyun no yBaru BHCITOBIICHI TE€3H, 3BEPHIMOCS JIO aHANI3y oOpa-
Horo TBopy. Ha mamy mymky, y daHTa3ii MEperuTiTaloThCsl O3HAKH
0apoKOBOTO, KJIACHYHOTO Ta POMAHTHYHOTO MFCJICHHS. bapokoBicTh
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®danTa3ii BUABISETHCS Y BUTHHIN TTOOYIOBI TIEPIIOl YaCTHHH, y TIPEITIO-
JIOBAaHOMY BCTYTIi. PHCH KITaCHYIHOTO MHCJICHHS HasBHI B 3ayMi TBODY,
X04a BiH 3aJIMIIAETHCS HE J0 KIHIYI SICHUM Yepe3 Ha3BaHy BUIIE Bil-
CYTHICTh aBTOPCHKOTO 3aBEpIICHHA. SIKIO TPHUITYCTHTH, IO YaCTHHA
B D-dur € 0CTaHHKOI0, 3aBEPIIATLHOIO, TO KOHIICHIIiSI TBOPY B IILIIOMY
BIZIMOBIAaTHIME KJTACHIIMCTCHKIM €CTEeTHUINl. SIKITO K 3pOOHUTH IPHITY-
IIIEHHS, 10 TIICTIS CBITIION, paIiCHOI YaCTHHU B D-dur KOMITO3UTOP TIIa-
HyBaB TOBEPHYTHCS IO Marepiady Meprroi JYacTUHH (K BiH 3pOOHB
y ®Danrasii c-moll, TOBEpHYBIHCH IO TPAridHOI TEMH, 1 K POOIIATH
JIesTKi cydacHi BUKOHABIN y DanTasii d-moll, nanpuknam, M. Ymmaa), To
KOHIIETIITISI TBOPY BTPAdaE SICHI KITACHUITUCTCHKI aOPHCH 1 pO3TOPTAETHCS
B 0ik PomanTm3my a6o bapoko. HaperTi, poMaHTHYHE MUCIICHHS BHSIB-
JSIETHCSL Y TIAKPECIICHO Cy0’ €KTHBHOMY THIII BUCITOBITFOBAHHS, SICKPABO
EMOIIIITHO 3abapBileHOMY (MOXKHA CKa3aTH, aBrodiorpadiuaomy). Taka
CKJIagHa cMucioBa OararormapoBicTh danTazii BimmoBimae oOpaHiit
KOMITO3UTOPOM «HETIPOCTIil TOHATLHOCTI d-moll.

Kommo3swuriiss TBOpy cKiIamaeThCs 3 J1BOX dYacTwH. Ileprma
BiIKpHUBAETHCS BCTYIIOM (11 TakTiB), y IKOMY SICKPaBO BHSBIISTIOTHCS
03HaKH 0apOKOBOI CTHITICTHKH: PO3KJIaJeHI TapMOHii, sIKi HAraTyroTh
IIpo KaHp Tpetodii. Ajle BoOHOYAC 3BYKH ITUX TapMOHIN CKiIama-
FOTHCSI B Ty’Ke BUPA3Hy Ta CyMHY MEJIOIWYHY JIiHif0. | 1-# TakT 3aKiH-
YY€ThCS TyXKe JOBTOIO Tay3010, STKa MEPEBOANTH CiTyXada JI0 APYTOro
po3mainy — Adagio. Bitoma Ha BeCh CBIT MeOIs (3 OMOPOIO Ha iHTO-
Hatii lamento) B IbOMY PO3/I1Ti CTAaBUTH OaraTo MATaHb TEPe]] BUKO-
HaBlleM. BoHa HacTibKM KpacwBa, IO Ofpa3y BHUHHKAE Oa)KaHHS
TpocmiBaTy ii, aje /I iMiTamii BOKAJBHOI MapTii B Hill 3aBenmKa
KUTBKICTh TIAy3, SIKI MOCTIMHO TEpepUBAIOTh MEJIOAI0 (110 MOXKHA
MIPOCTSKUTH 1 B 0araThox IHIMNX YacTHHAX (OpPTEIMiaHHUX COHAT
B. A. Momapra). 3a paxyHOK ITbOTO CTBOPIOETBCS (hparMEeHTaAPHICTh
BHCJIOBIIIOBAHHS, «PBaHUI» TUCKYPC, KU MOPYIIYE, TOJAE BIIO-
pSAIKOBaHY KBaIpaTHICTh. KpiM TOTO, OCKUTBKH HEMA€E BKa3iBOK KOM-
TTO3UTOPA OO MITPUXiB, BAHUKAE MUTAHHS MO0 IHTOHYBAHHS ITi€T
METOMUIHOI JTiHi1. baraTo miaHicTiB 00HMparoTh MPUHOM portamento
3 TAKPECICHOI 3HAYNMICTIO KOXKHOTO 3BYyKa, IO BiAMOBImaEe i
HAIIOMY TJTyMa4eHHIO.
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Jly>ke CKJIQJIHO 3 YIICBHEHICTIO BU3HAYUTH XapakTep i€l My3UKH.
[lepmri 9oTHpH TakTH — OMOBINATBHI, ajleé PO3MOBIAL MOCTIMHO 3Mi-
HIOE CBiif Moayc. BoHUM CKITamaroThes 3 IBIUi TOBTOPEHOI (pasm, sika
MICTUTh y COOl BHYTPINTHIO CYIEPEUHICTh. 3a KIACHITUCTCHKUMH
HOpMaMH BOHA JBOCJIEMCHTHA, TPOTE OOWIBA CIIEMEHTH «CIIa0Ki»:
TepIuii 0a3yeThCsl Ha OCIIBYBAaHHI Ta ITOIIA0JIEBOMY HU3XOHKEHHI,
JPYTHA — TIe BUCXIJIHA JIAMEHTO3HA CEKyHJIa — KOMITO3UTOD 3aJUIIae
MTUTaHHSI, sIKe HiOW 3aBUCaE B MOBITpi. TakuM YHHOM, peai3yeThCs
CKJIQTHA KOHTPACT, CKJIaTHA CYTIEPEIHICTh, B OCHOBI 5SIKOi — 00pOTHOa
HU3XOIDKCHHS i HaMaraHHs migHaTucs. [1°aTuit TakT — HiOK panToBHit
KpHK, 3HOBY 3 TUTAILHOIO 1HTOHAII€I0 (BUCXiTHA CEKYHA, TTOCHIICHA
OKTaBHHMM BHKJIJICHHSM Ha TJIi TOCTPOTO JMCOHAHCY — 3MEHIIEHOTO
kBiHTCeKcTakopay VII mabmro). IluranHs 3anMImacTees TepepBa-
HUM TIay30¥0, ITCJIS YO0TO Y MIOCTOMY-BOCEMOMY TaKTaX MAEThCS HIOM
BIZIMIOBIIb — Y BUIISIII HU3XITHOI JBOTAKTOBOI (ppasm, sKa «3iTKaHa»
3 KOPOTKHX ITIBTOHOBUX MOTHBIB, KOTPi IEPEPUBAIOTHCS IIaAy3aMHU.
HecrilikicTe TIOCHITIOETBCS TapMOHIEIO: 3MEHIICHUN KBIHTCEKCTa-
KOp Y 5-My TaKTi OTPUMY€ «CYMHIBHE» PO3B’sI3aHHS B TOHIYHHH CEK-
CTaKOpZl Y HACTYITHOMY TaKTi, Uyepe3 Tay3d, Ha CTaOKil MTOJi TakTy,
3 HallapyBaHHSIM HEAKOPIOBUX 3BYKIiB, SIKi HaJE)KaTh JOMIHAHTOBIH
¢byskmii. Jlam mpoTaroM IBOX TaKTiB KOMITO3UTOP Yeprye TOHIUHY i
JIOMIHAHTOBY (PYHKIIIi, YHMKAIOYM TapMOHIYHOI CTiHKocTi. Jloped-
HEM TyT Oyiae mpuragaru Buciosmosanms M. C. Baxa: «®anrasito
HA3MBaIOTh BUTLHOIO, KOJM JIO HEi 3aJIydeHO OUTbIIe TOHATBLHOCTEH,
HIX Y IT'€CY, CKIIaJICHy y CTPOroMy MeTpi... be3rakroBa BitbHa (haH-
Ta3is Iy0BO MIAXOAWTD ISl BUPKEHHS eMOITii (IuT. 3a: Kemmprm,
1990: 78). [IBorakToBa (hpaza 3aBEPIIYETHCS BUCXITHUM MOTHBOM Y
BOCBMOMY TaKTi, TKHA MOYKHA IHTEPIPETYBATH SIK BiAKPUTE TTUTAHHSI.
Bono «mipoBucae» Ha JOMiHAHTI.

YV 9-11 Taktax — 30BCiM IHIMUH 00pa3, IHIIHK TUI BHCIIOBIIO-
BaHHs. OCTHHATHO MIOBTOPIOBAHMI 3BYK € B IEPIIIiii OKTaBi Ha hopTe
Harajaye Tpyou cTpamrHoro cyny (tuba mirum), a HU3XiIHI OKTaBH
3a miBroHam® (!) B JiBi#l pymi HIOM OMYyCKAarOTh ciyXada B IEKIIO.
12—18 TakTH — cripo6a BUpPBATUCH. PBaHI MOTHBY 110 TPH 3BYKH, 3TPY-
TIOBaHi 3a MEBHUM aJITOPUTMOM (2+1may3a+1 y pi3HIX KOMOiHAIIsX),
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BUKJIMKAIOTh acoIliamii 3 HecTadero TOBITps 1, OJHOYACHO, 3i
CXBWJIBOBAHOIO MOJIEOOIO (TIPOXaHHSM), TOPOIKCHOIO CTPAXOM.
Y 16-17 Takrax — may3u BKe MicIIsI KOXKHOI HOTH. | 3HOB — MUTaIbHA
(hpaza, BUpakeHa dyepe3 HU3XITHUH PYyX, ¥ IKOMY YepTryIOThCS TOHH,
MIBTOHU Ta TIay3u. BoHa 3ByunTh Ha forte i panToBO TIepEePUBAETHCS:
18-ff TakT — Tay3a, SKy CMITMBO MO)KHA Ha3BaTH KyJbMIiHAIIIEIO
IIBOTO PO3iTY. AJle Tak 1 HE 3pO3yMIJIO, UM 3MIT Tepoil BUPBATHCH,
91 OTPHUMAaB BiH BIATIOBIAb HA CBOE TUTAHHS (TTOCTIHHI 3MiHN 00pa3iB
BHUCHAQXYIOTh, BITOMPAIOTH MTOBITPSI, CHIIN).

Binx 19 TakTy moBepraeThcs onucannii Bute 0ok. [Ipu #oro mos-
TOpEeHHI 30epiracThest TEMaTHIHUH TIJIaH, IPOTE HAsSBHI OKPEMi 3MiHH,
SKi TOHKO ITIKPECITIOITh TUIMHHICTh APaMaTypridHOTO IPOIIECY.
Y 19-23 takrax 3By4HTH Tiepia TeMa Adagio, TpOBEACHA ITLOTO Paszy
B a-moll. 24 TaKT — panTOBHUH IIKBAJ, Tacak 32-MH Ha f depe3 BCIO Ki1a-
BiaTypy BHH3 1 Haropy, 1110 3HOBY 3aBEPIITYETHCS May3010. Sk 3ayBaxkye
E. T'exMi, «...Buxopuctanas MoraproM nay3 y @anTasii HACTUTEKH K
IpaMaTHJHe, sSIK 1 BUKOPUCTaHH HUM HOT» (Hackmey, 2012).

Posznin D-dur cTamicTHaHO # 32 MOyCOM IHTOHAITIHHOTO BHUCJIOB-
JIOBaHHS BIAMOBIMAE€ KIACHITUCTCHKUM HOPMaM, a THI MEJOINKH
BiJICHITae ciayxa4ya / BUKOHABIA 10 OTEPHOI MY3WKH KOMIIO3HTOpA.
Y po3misi MaHyrooTh KBaApaTHI CTPYKTYPH, SICHHH, YIiTKUH (aKTyp-
HUW BUKIaA. TakuM 9MHOM, J1Ba PO3ZUIM KOHTPACTYIOTH 3a THIIOM
obpaszHocTi (TparidHa — CBiTIA), CTPYKTypH (AMCKPETHICTh —
3B’SI3HICTH), THTIOM BHCIIOBJIIOBAHHS (Cy0’ €KTHBHE — 00’ €EKTHBHE).

Buknagennii ceMaHTHYHWN aHaI3 TPOSCHIOE Ti 3aBOaHHS, SKi
Ma€ BUPIMIATHA B IILOMY PO3MiIi BUKOHaBENb. [lepiie muTanHsS CTO-
CY€TbCS MOAYCY (TOHY) BHCIIOBIIOBAaHHS. ¥ BUKOHABIIB CKJIAJTHCS,
3 OIVISIAY Ha CTHIIICTHKY TBOPY, KUTbKA CTpaTeTiid HOTO TpaKTyBaHHS.
Tax, HampwKIad, OMHA 3 HUX — BUKOHYBATH TepIIuil po3nia danTa-
311 13 MOKPECICHO CEHTUMEHTAIBLHOIO IHTOHAIIEO, 13 BUKOPHUCTAH-
HSM IHTOHAIIHHOTO rubato ¥ memani, ska IMOM SIKIITY€E IHTOHAIIT Ta
HIBEITIOE TIay3H, KOTPi Maibke HE CIPHUHMAIOTHCS 3aBISKH TIEAaTb-
HOMY TIPOIOBKEHHIO 3ByKa. J{J1s cTparerii Takoro THITY XapakTepHe
3MIAHKYBAHHS PI3KMX KOHTPACTIB MK ¢dparmMeHTamu. [HIma iHTEp-
TpeTaIifia JIHis CIIHPAEThCS HA KOHTPACTH SK OCHOBHHUH 3aciO
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BHPA3HOCTI, CMHUCJIOBHA Ta KOHCTPYKTHUBHUU CIOCIO ITOOYI0BH
mioro. MeHIme miemani, OUTBII CTpora MaHepa BHCIIOBIIIOBAHHS,
MIPUHITUTIOBUI XapaKTepHUH KOHTPACT MK TEPIIOI Ta JAPYTOI0
gactuHaMu PaHTasii (Maxxop Ta MiHOD).

Jns BusBnenHsa 3aknaneHoro y danrazii 3MicTy BaKiIHMBe 3Ha-
YeHHsI, Ha Hally TyMKY, Ma€ TeMIl. BiH Moke Sk TPOSICHUTH CeMaH-
THKY, TaK 1 3aTeMHUTH ii. [lo-miepire, ckiramHo BU3HAYNUTH TIPHHITATT
pyxy npotsiroM Adagio. KonTpacTHI iepexoau B pi3Hi oOpas3u, 3MiHa
MOJIyCy BHCJIOBIIOBAaHHS CIIOHYKae 0 3MiH pyxy. IIpoTe B HOTax
HEMae JKOHOT IMTO3HAYKH MO0 IHOTO. Y BUKOHABIYI € BUOIp: 3irpaT
Adagio «piBHO» 3 TOYKH 30pYy PyXy, 1 TOXI MH OTPUMAEMO OiIBII
CyBOpe, cTpuMaHe (BiJICTOPOHEHE) BHCIIOBIIOBaHHA. A0OO mimma-
THCS CIIOKYCi ¥ IMTH 3a IHTOHAIMHUMH 3MiHAMH Ta OOpa3sHUMH
KOHTpPACTaMH, OTPUMYIOUH OiTBII THYYKE H OIMOBiTaIbHE BHCIIOB-
JIOBAHHS, SKE BUKIIMKAE€ HaBITH CIXKETHI acomiarmii. Y mepuioMmy
BUTIAJKY CyMapHO OTPUMAaEeMO 00pa3 «IiIKOPEHHS», y APYyTOMy —
BIMUYTTS «OOPOTHOM».

Baromum 4MHHUKOM TIPOSICHEHHS 3aAyMY € CTaBJICHHS BUKOHAB-
ITiB IO Tay3. Y TPaKTOBII MMay3 MPOCTEKYIOTHCS TB1 TEHACHITI1: BOHU
MOXKYTh MHCIIUTHUCS SIK TIPOJTOBXKCHHS MOTHBIB 1 )pa3 UM, HaBIAKH,
SIK 3aci0 TepepuBaHHSI TyMKH, IO CIYT'YE€ HApOYMTO ITiIKpeciie-
Hif HEIOMOBJICHOCTI. Pe3ynpraToM y mepimoMy BHIIAIKY € CITOKiM-
HUI MOHOIIOT, PO3IIOBiAb, Y APYTOMY — MOHOJIOT TIEPEPUBYACTHH, 13
3ITXaHHSIMH Ta CTOTOHAMHU.

BracHuit BUKOHABCHKHIA JOCBI aBTOpA CTATTi CBITYNTH HA KOPUCTH
BHOOPY EMOITIHO CTPHMAHIIIOTO TOHY BHCJIOBITIOBAHHS, 31 30€peKeH-
HSM €TMHOTO pyXy. Kimtouem i po3KpHUTTA CEMaHTHYHOTO KOy CTa€
rorryk TeMopy. Ilepmra nemmma (o BepTHkaii) B Adagio — HalCKITaI-
Himmra. BoHa 3am1ae xapakrep My3UKH; 1€ SIK HAHTOJIOBHIIIE CIIOBO, SKE
BUMOBIISIETBCA HA TIOYATKy TBOPY. | OJIOBHE 3aBHaHHS — 3HAWTH IIpHU-
ponHy, He (habIINBY, IHTOHAITIIO, 3irPaTH II€ CIIOBO MAKCHMAIILHO TIPO-
cto Ta gecHo. CaMe TOHATTBHICTh MOYKE JIOTIOMOTTH B IIbOMY TIOIITYKY, 00
KOKHA TOHAJIBHICTH HAJAa€ CBOE 3a0apBIICHHS PO3MOBI. BUKOHAHHS Mae
OyTH EMOITIITHO HaITOBHEHMM, aJie i TOCHUTH cTpuMaHnM. HeMae sickpaBo
BHPAXECHOTO rubato, an ssBHUX crescendo Ta diminuendo, HAATONOBHIIIT
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KyJbMiHAIT] 3 SBISIOTECS B Tay3aX, a HE Y 3ByKax. ToMy came may3u
B 1iif ®aHTa3il BiAIrparoTh TOJIOBHY JApaMaTypridHy poib. Mae 3’siBH-
THUCSI BUTIYTTS, 10 TIeH O1LTh B)KE B MUHYJIOMY, a 3apa3 MH 9yEMO CITO-
TaJiy PO HBOTO: PO3TOBIIb — TMay3a-CIIoral — Po3MoBiab. TpakTyeMo
Tay3u sk 3acid po3ipBaHHS (TIEpEpUBAHHS) JyMKH. BHKOPHUCTOBYEMO
MaKCHMaJTbHY BUPAKEHICTh KOHTPACTIB MiXK TOHATEHOCTSIMH (TIPH TIPO-
BEZCHHI HaBITh OMHOTO TEMAaTUIHOTO MaTepiaiy y d-moll HoMmy po3miii)
3a JOTIOMOTOFO IITPUXIB Ta TUHAMIKH, 3MIIIICHHS IHTOHAITIMHIAX aKICH-
TiB. 3aCTOCOBY€EMO II¢ TIPH 3ICTABJICHHI MIHOPHOTO Ta MayKOPHOTO PO3-
IiiB. Y Gararbox d-moll 'HuX TBOpax MOKHA BiUYTH ITFO BiJICTOPOHE-
HICTb, CITOTJI TTPO TPAreIito, «PyOeIby, «IIpamy», SIKHA yIKe € JaCTKOIO
Tebe. Lls xapakrepHa prca TOHABHOCTI d-moll omHaKoBa U TBOPIB
sk X VIII-ro, Tak 1 XX CTOJITTS.

Ha wam momnisn, mpsiMe HacliyBaHHS TPAaKTYBaHHS TOHAJb-
HoCTi d-moll y TBopuocTi B. A. Mormapra MmoxkHa BimHaiiti B CoHaTi
op. 31Ne 2 JI. Ban BerxoBena. [i He3BMUHICTB, 3ara/IKOBiCTh, YKpaii
0COOWCTICHUN MiAXiJ A0 BUKIAACHHSI MY3WIHOTO Marepiany, sKuit
He OyB TpUTAaMaHHUM MY3HUIll TOTO Yacy, € MPOIOBKCHHSIM ilIeH,
3akiagaeHnx B. A. Momaprom y ®anTazii. Mu MOXkeMO MOOaIUTH
MIeBHY IHTOHAIIHY CXOXKICTh Y TOJOBHHX TE€Max ITMX TBOPIB (HU3-
XigHI CeKyHAW, SKi BIICHIAIOTH IO [amento), HEOTHO3HATHICTH
dhopmu TBOpy. Skmo danTazis B3araii HEe Ma€ aBTOPCHKOTO 3aBep-
menns, y Conari JI. Ban berxoBena BUHMKaE CUTYyaIlis, KoJn (iHai 3a
CBOIM (DaKTypHHM Ta IHTOHAIIMHAM PIIICHHSIM HE BUKOHYE TTOBHOIO
MipOT0 3aBepIanbHOl PyHKINIT. Yee 11e CTBEpIKYE B TyMIT OO0 CBi-
JIOMOTO 00paHHs kKoMIo3uTopoM B COHATI caMe TOHATBHOCTI d-moll.

Y pobori, mpucBsueHii TBopuocTi JI. Ban berxosena, JI. Kupu-
mina (2009) BiOBOOWTH CEMAHTHINI TOHATHLHOCTI OKPEMHUH PO3IN.
Bona 3a3nadae, mo BUOIp TOHAJIBHOCTI TSI KOMIIO3UTOpa HEe OYyB
BHIIQJIKOBUM 1 HABOJIMTh, HAMPHKIIAJL, [IKABE CIIOCTEPEIKEHHS MO0
TTOCJTiOBHOCTI TOHATBHOCTEH meprux ioro cumboniit: C-dur, D-dur,
Es-dur, BBaxkaroun 1i mpomyMaHor kKommosutopoMm (2009: 213).

! JI. KupuiiHa miXOAUTh 0 TPaKTYBaHHsS TOHAIBHOCTEH i3 TOYKH 30py

cuHecTe3ii: ToHambHICTE C-dur TOB’S3y€ThCS 13 OUTUM KOIBOPOM, IS
D-dur — 13 mypmypHO-30510TUM, ES-dur — i3 MigHo-0pon3zoBum (2009: 213).



Mpobremu 83aemodii mucmeumea, nedazoziku ma meopii i ipakmuku ocgimu, eur. 61 87

TonanmpHOCTAMH, 10 sSKUX JI. BaH beTX0BeH 3BepTaBcs HaidacTiIle,
€, Ha TyMKY aBTOpKH, c-moll, As-dur, E-dur, Es-dur. 3rigHo 3 gyMm-
koo JI. Kupuminoi (2009: 215), «ToHANbHICTE c-moll TpaKTyeThCs
IIBU/IIIIE SIK OPATOPCHKO-TIATeTUYIHA, HI)K Tpariyfa...». ToHaTbHICTh
As-dur — «1e cdepa mHOoKkuX HiTOCOPCHKUX PO3TYMIB TIPO CMEPThH
Ta Oe3cMepTs. JlipudHi BUKIATU 3aBKIW BiI3HAYAIOTHCS SKOIOCH
HE3eMHOIO MTOCTUIHICTIO Ta BiACTOPOHEHOIO ITHOTIMBICTIO, 1110 3aBa-
JKae criayiaxaM HeCTPUMHUX emotii» (Tam camo: 213). ToHaapHICTE
E-dur y TBOpax KOMITO3UTOpA, SIK YBaXKa€ TOCIITHHII, «TIOB’s3aHa
i3 MOJTUTOBHO-(MDUTOCOPCHKAM 3MICTOM, MPIsIMH TIPO TigHECEHY
000B, 00pa3aMul MPHUPONHN, IO OBISHI CBAMICHHUM TPEMTIHHAM i
3aXOIUICHHSM KOCMIYHUMU TapMOHisiMu cep» (Tam camo). ToHams-
HicTh Es-dur JI. Kupmnina Ha3uBae HayIIFO0ICHITIIO0 TOHAIBHICTIO
JI. Ban beTxoBeHa Bix IMOYaTKy i 10 OCTAaHHIX TBOPIB. Y HIH KOMIIO-
3UTOp TUIIIE MY3UKY Oy/Ib-SKOTO XapakTepy: «MOXKINBO, 11T TOHAIb-
HICTh HAHOUTBII aJeKBATHO BiIOBiJaa BHYTPIIIHHOMY XapaKTepy
HOTO0 0COOMCTOCTI — CKJIAQMHOI, aje IUTICHOI, CIIPSIMOBAHOI A0 ITiJI-
HECEHOTO, ajie He BiMipBaHOi BiJl peaJIbHOCTI, YHIBEpCAIbHOI, OMHAK
3aBKad BITi3HaBaHO» (2009: 215).

OkpeMy yBary aBToOpKa IpHIiIsS€ TOHATBLHOCTI d-moll, SIKy KoMIIo-
3UTOp "YacTimie obupae Ha pois Tparignoi (Kupmmuaa, 2009: 215).
JlocmimHATISI IPOBOIUTS ITapajelb i3 TBopuicTio B. A. MomapTa, BBa-
YKAro4IH, 1110, MOKITUBO, caMe TaM’ sITh TIpo MouapTiBcbkuii KoHrept
No 20, PexBieM, yBepTiopy 10 «JloH JKyaHa» BITHHYIa y My3HuIli bet-
XOBEHA Ha «00pa3» d-moll, TparizM sSKoTo 3aBKIu Mae abo Tearpa-
npHE, a00 peririiiHe 3a0apBiIeHHS (TaM caMo).

Ha ocoOmuBy pomb 1i€i ToHampHOCTI y TBopuocTi JI. Ban bet-
XOBEHA 3BEPTAIOTh yBary i iHI TOCTITHUKHU. 3a CIIOCTEPEIKCHHIM
A. Cadponosa (2019), «mnsa cumboniit beTxoBeHa pe-miHOp cTaB
BUHSTKOBO BaKJIMBOIO TOHAIBHICTIO 3aBISIKU HOTr0o ocTaHHil, JleB’s-
Tiit cuMoHii .... lle KyapMiHAIHAWA MYy3WIHAN TBIp €IIOXH TyMa-
Hi3My Ta [IpOCBITHHUIITBA, IO CTBEPIKYE 1ACaITH JTFOICHKOTO € THAHHS
Ta OpaTepcTBa, HAWIIOTYXKHIIIA 1 HalTpuBaima 3 cuM(OHIN, HAITH-
CaHUX fK CaMHUM beTXOBEHOM, TakK 1 HIIMMHU KOMIIO3HUTOpPAMH [0
HBOTO».
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Mysuko3nasenp JI. I1. Hlpsomep (Schroeder, 1990) akmenTye
yBary Ha TOHAINBHOCTI d-moll, pOCTeXyIOUun TIHOWHHI 3B’SI3KH
MY3HKH 1 Tearpy. LleHTpasibHi «mmepcoHaxki» #oro crarti — JI. BaH
berxosen, A. bepr ta A. Ctpinabepr. Sk 3a3nauae /1. I1. lIpsoxaep,
Bimomuit npamarypr A. Ctpinabepr moB’s3aB CBOi 3HAKOBI I €CH —
«3noumny, «nax go JJamacky» Tta «CoHaTa-TIpUBHI» — 13 MY3H-
koro JI. Ban berxoBeHa®. V 3B’53Ky 3 ()aKTOM 3BEPHEHHS 10 MY3UKH
JI. Ban berxoBeHa aBTOp CTaTTi MAKPECIIOE OCOOTUBE CTaB-
JIeHHS Apamarypra A0 MY3HKH SK KOMIOHEHTa BHCTaBU B IIJIOMY
1 mo my3uku JI. BaH berxoBena 30kpema: «BaximmBum (hakTopoM,
mo BimpizHaB A. Crpinmbepra Bif IHITAX MHCHMEHHUKIB, SKUMH
3axorutioBaBcs A. bepr, Oyi10 Te, 110 BiH BUKOPHUCTOBYBaB MY3HUKY K
CTPYKTYpHY a00 €CTeTHYHY OCHOBY ISl JIESKUX CBOIX IT€C. Y TOH
gac, sk A. CTpiHIOepr uyepnaB CBOE My3WYHE HATXHEHHS Y TBOpPax
pi3HUX KOMITO3UTOPiB, JI. BaH berxoBeH OyB III HHOTO THM, XTO
BHCOYIB Haj yciMa iHmuMHA...» (Schroeder, 1990). ABtop crarTi
I IKpECITtoe, 10 nesiki TBopHu JI. BaH beTxoBeHa BUKINKAIN 0CO0-
TuBHN 1HTEepec Apamarypra. Lle, mepemycim, dopremianna Conara
op. 31 Ne 2 (mepmra ta Tpets gactuam); Tpio op. 70 Ne 1 (mpyra
gacTuHa) Ta GoprenianHa Conara op. 10 Ne 3 (mpyra gactura). Ycs
I My3HWKa HallicaHa caMe B TOHAJBHOCTI d-moll. Tlacaxi 3 OBiJTb-
Hoi wactuHU CoHatw op. 10 Ne 3 BUKOHYIOTHCS MiXK CIICHAMH B IT°€C1
«msx go [lamacky». Y m’eci «3mounnam» A. CTpiHAOEpT BUKOPUCTAB
Tpetio gactuay Conartu op. 31 Ne 2. 3a cmosamu /[I. I1. lIprozepa,
JpaMaTypr CTBEPHKYBaB, IO BCs 1T €ca MOOyIoBaHa Ha I YaCTHHI:
dbopma ¢inamy CoHATH TIOBHICTIO BITOOpakae€Thes y CTPYKTYpi
mecu A. Crpiambepra. Oxpemoi yBaru 3aciyroBye meca «CoHa-
Ta-TIPUBUI», 10, 32 CIOBaMHU paMaTypra, 3aCHOBaHAa Ha MY3HII
«Tpio-mpuBnga» Ta «CoHaru-puBHAa» — Tak A. CTpiHIOepT BU3HAa-
gae Tpio op. 70 Ne 1 ta poprenianny Conaty op. 31 Ne 2, BuOymo-
BYIOUH CBOEPIMTHUN aCOIIaTUBHUNA Psif, IHCIIPOBAHUHA TOHAIBHICTIO
d-moll (Schroeder, 1990).

2 JI. TI. Ulpbonep HaBoauTh ciioBa A. bepra CTOCOBHO (hakTy 3BEpHEHHs
npamarypra no tBopdocti JI. BaH berxoBeHa: «...Crapienns Ctpiandepra 10
My3uKu berxoBeHa BUKIIMKae y MeHe Bennae3Huit inrepecy (Schroeder, 1990).
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LixaBo, sx CoHara, sSka He Maja aHi MPOTpaMHOI Ha3BH, aHi
HaBITh TPHUCBATH, OETHYE pi3Hi yacu. JI. BaH beTxoBeH, cTBOpPIO-
roud ii, HagmxaBces 1 ecoto B. [lekcmipa «byps», a A. Ctpinabepr,
Yepriaroud HATXHEHHS B I My3WI i B TPSIMOMY CEHCi 0asyro-
YUCh Ha 11 CTPYKTYPi, uepe3 6arato pokiB muire « COHATY-TTPUBUI.
Imest cMepTi, sika puCcyTHSA y TBopax B. A. MomapTa, HamucaHux
y pe-minopi, Xpi3b npru3My My3uku JI. BaH beTxoBeHa BTUTIOETHCS
ity A. Ctpingbepra.

YV npomy kouTekcTi Conara op. 31 Ne 2 mist dhopTemniano BHUSBIIS-
eTbest ocobmmBoro. Lle emunaa coHara, sika He Ma€ MPUCBATH, 110, MOXK-
JINBO, BKa3y€ Ha OCOOWCTICHHH XapakTep 00pa3iB i 3MIiCTy TBOpY.
10. KpemnboB HaBomuTh cioBa P. Pommana ctocoBHO TOTO, IO Ha3-
BaHa CoHara € BpaXaroOuWUM TMPHUKIAJOM «IIPSIMOTO MOBICHHSD)
B MY3HIIi, K€ KOMIIO3UTOP MIT TIPUCBATUTH caMoMy co0i (Kpemires,
1970: 176). CKOHIIEHTPOBaHICTh Ha OCOOHCTICHOMY Ha4alli 3yMOB-
JIFO€ TIOIITYK KITFOYIB IO PO3MIM(PYBaHHS 3alyMy TBOPY 11032 HOTHUM
tekcToM. | cripaBmi: st Conara 3’siBUIacs B TOH 9ac, Ko OyB Harm-
canmit [aitmireHmraacekuii 3anoBit. Ock YoMy, Ha myMKy JI. Kuputi-
Hoi (Kupmmumna, 2009: 239), Conara d-moll € HalOUTBIT TpariaHOIO
y TBopuocTi JI. Ban betxoBena Ha minTBepmkeHHs CBOET TyMKH BOHA
3HOBY HABOIUTH IMapaieni i3 TBopuicTio B. A. MomapTta, «Tparizm
SIKOTO B JAGAKHX KaMEepHHUX TBOpaX JIOCATA€E JKaXJIMBOI OE3MPOCBITHO-
cti, Harmpukian, y Ksapreti d-moll KV 421y (Kupnmuaa, 2009: 217).

[Ipote «3amoBiT» HE € JOKYMEHTOM OJHO3HAYHO E€MOIIIWHHUM i
crionTaHHUM. Sk 3ayBaxkye JI. Kupmiina, «miteparypHa odopMm-
JeHICTh “["alJTireHImTaATChKOTO 3aMoBITy’’ CBITYHTH TPO TE, IO
nepes HaMH HE PanToBHH BHOYX TOYYTTIB, a MPOAYMAHHWNA BHKIIAT
BHCTPaXXTAHUX 3a KiTbKa POKIB 1 HEOJHOPA30BO MTPOMOBJICHIX HAO-
IIAHII 13 caMuM co0oro gyMok» (Kupmmmuaa, 2009: 263). Tak camo
i1 CoHara, Ha HaNly AYMKY, € TIPOXYMaHUM J0 HalApiOHIMNX elre-
MEHTIB CBOEPITHUM «3aIMlOBITOM», IO PEUi, HATMCAHUM paHiIIe, Hixk
cripamkHii 3amoBiT. CoHara Oyna 3aBepmreHa BmiTKy 1802 poky, a
TEKCTOBHUI 3aITOBIT HAITMCAHUH Y KOBTHI TOTO K POKY.

[IpomymaHicTh yCiX €IEMEHTIB, IO B3araji INpHUTaMaHHE
KOMIIO3UTOpChkOMY MuciieHHI0 JI. BaH beTxoBeHa, mnpumyckae
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HasBHICTH ¥ CoHATi JIaJEKTHUKHA AUCKPETHOTO W KOHTHHYaJIHHOTO,
(dbparmenTapuoro u 1imicHoro. P. Pomman BHCIOBIIOE TE3y, 3TiIHO
3 SKOI0 Y TBOPI CIOCTEPITAEThCS TOPYIICHHS piBHOBaru (Gopmu
(Kpemnes, 1970: 187). IToromkyroauch i3 UM 3ayBayKEHHSM, ITifI-
KpECIIMMO, 1110, Ha HAIll OIS/, Ie OJHIEI0 MPUHIIMIIOBOIO HE3BUY-
HICTIO IThOTO TBOPY € «MOHOIWYHICTH» arMocdepu, oOpa3HOTO
MIPOCTOPY, SIKA 3yMOBITIOE HEMOXKITUBICTH TIOOY/IOBH ITUKITY 32 KIIACH-
IUCTCHKOI0 MOJICIUTIO JIPAMH, JI€ PEalli3y€eThCsl KOHTPACTHICTh YaCTUH
1 HasBHOIO € TTOCIIAOBHICTh 3aB’s3KHU Iii, 1l PO3BUTKY ¥ JIOT1YHOTO
3aBEpIICHHS. Y TEPIIiii YaCTHHI Ha MePEaiCTOPIIO, 3aB’ 3Ky JAETHCS
OIMH TaKT (IOMIHAHTOBHM CEKCTAKOPI Y PO3KJIAJICHOMY BHIIIAII),
1 ofpasy IcIs IMbOTO IMOYMHAETHCS CXBHILOBAHUN MOHOJIOT, HIOH
13 CepemIuHU PO3MOBiAl — 3 TOMIHAHTH, Ha HU3XITHIUX MaJIUX CEKyH-
nax (lamento, 3iTxannst). BiH 3HOBY MepepHBAETHCS PO3KIAICHIM
akopaoM (cekctakopn C-dur — pi3KUM 3iCTaBICHHSM 13 TIOTIEPEIHIM
JOMIHAHTOBUM TPH3BYKOM Y d-moll)*, i maimi 3H0BY — MoHOITOT. [IHic-
KPETHICTh BHKJIQICHHS TyMKH (PEIUTATUB — MOHOJIOT) 30€pIracThCs
U y omaiasIioMy (PEIUTaTHB BIAKPHBAE PO3POOKY, TTO3HAYAE MEKY
pO3pO0KH 1 perpu3u, MepepuBaIOTH «XiIl TOMii»). Bora peamizy-
€THCSI Ha PI3HUX PIBHAX, Y TOMY YHCHi 3aBISKH JiaJdOTiYHOCTI, HA
SKifi ToOymoBaHa TeMa TOJIOBHOI MapTii, 10 MICTUTH JTaAMEHTO3HUI
(MaTOCeKyHIOBHI) Ta IMITEpaTUBHUM (CTBEPHKEHHS XOJIB ITO 3BY-
KaX TPU3BYKiB) TEMAaTU4HI eIEMEHTH. Y CTPYKTypi IoOiuHOI mapTii
TEX 3aKJIazieHa ifes Iiajory, KM peai3yeThCs MK CTUXIHHOIO
TEMOIO ¥ aKOPJIOBUM KOMILIEKCOM, CIIPSIMOBAHUM BrODY.
JIMCKPETHICTh KOMIICHCYEThCS YTPHUMAHHSM €JJHHOTO («MOHOJHY-
HOTO0») HACTPOIO, €JIMHOTO TOHYCY BHCIIOBIFOBAHHSI, IO 3a0e3reuye
KOHTHHYaJILHICTB. Le omHa cTrXis 3 BiATiHKaMu 3Ha49eHb. bib 3a Bee,
IIe CXOKe Ha OIr y TeMpsIBi, KOJIM Y cliajaxax ONMCKaBKH JIOTUHA HE
BCTHUTA€ TOOAYUTH BCe, i TOBHA KapTHHA Bif Hel mpuxoBaHa. J{nHamika
KOHTHHYaJIFHOCTI BICJIOBITIOBAHHS 3yMOBIIOE OTU3BKICTH TEM TOJIOB-
HOT Ta TTOOIYHOT TapTiH, BUPIMICHUX Y €AUHOMY THII PyXY, B OMHOMY

3 . TI. lpsomep HaBoauth croctepexends A. Crpingdepra 1010

BaXXIIMBOCTI TOHaNmpHOCTI C-dur y 3icTaBIeHHI 3 TOHANBHICTIO d-moll
y TBopax JI. Ban berxosena (1990).
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CEMaHTHYHOMY TPOCTOpi, TOMYy BOHH 3By4aTh HEMOBOH «HA OIHOMY
nuxaHH1». KOHTHHYaIbHICTE YHEMOXKITUBITIOE CTPOTY PETIPU3y — y Hil
BIJICYTHE TIOBEPHEHHS TEMH TOJIOBHOI MapTii B TIEPBICHOMY BHTJISII.
Crpoba po3modyary TeMy TOJIOBHOI TapTii TIepEePUBAETHCS PEUNTATH-
BOM, TIiCIISI YOTO MaTepiaji eKCIO3HIIii epeOynoBy€eThCs. Imest KoHTH-
HyaJTbHOTO BUCITOBITIOBAHHS TIPOHM3YE i (hiHA.

YV npyriii 9acTWHI peamizyeThCcs XapakTepHHU s beTxoBeHa
JIianor Mi>k OMHOKWM TOJIOCOM Ta aKOPIOBHM CYIpPOBOAOM. Meo-
IUIHUHN TOJIOC (COTpaHo) MOCTIHHO MimiiMaeThes, a 0ac, HaBMAKH,
BiJITOBia€e HIOW 3amepeueHHsIM, HIU3X1IHOO iHTOHAMi€r0. OcTHHATHI
Tpioii B 0acy He JarOTh MOJIETIIICHHS, HE3BKAIOUN HAa TOHAIBHICTh
B-dur, maskopuwmii mag He BiqayBaeThCs. PokoTaHHs 0aciB, moCTiliHe
HaraayBaHHS NPO HEMHUHYYE CTBOPIOIOTH JIOCUTHh MOXMYpPY arMoc-
depy. bac, sxkuii MOCTIHHO TIEPEPUBAETHCSA, CIIPHUSE TUCKPETHOCTI
BHCJIOBJIIOBaHHS, 10, Y CBOIO YEPTy, KOMIIEHCYETHCS HaJ-3aBlIaH-
HSM CTBOPUTH KOHTHHYAJIbHY ITiHIIO, KOTpa TPOHHU3YE BECH ITUKI
Ha MakpopiBHi. ToMy Il BHKOHABIS I YacTHHA — BHUKIHUK, 00
HaWTOJIOBHIIIE TyT — MOOYIyBaTH OJHY HACKPI3HY JIiHII0 KPi3b May3H,
0ac, 1o MepepuUBAETHCS, TiaAJIOTH MIXK COTIPAHO i OacoM.

OkpeciieHI KOMITO3HITIHHO-ApaMaTypriaai ocodmuBocti CoHatn
BH3HAUYAIOTh 1 CYTTEBI MOMEHTH BHKOHABCHKOI cTparerii. Ha Hamry
JIIyMKY, 3rajaHa Buile Te3a P. Pomiana, sikuii BBaxae, 110 ITUKII
CoHatu HE ypIBHOBOKEHUU dYepe3 THKKICTh TMEPIIOl YacTHHU 1
«TIPO30PICTE» OCTaHHBOI, € cmpaBemmuBoo. dinmam Conarm He
BHKOHYE 3aBEpIIaNbHOI, CHHTE3yrouoi (yHKINi dWepe3 TOHKICTH,
KPUXKiCTh, HEJIOTOBOPEHICTh, JOMIHYBaHHS i7el TIPOIaHHs, 3aKia-
JeHnX y My3ulli. YacTuHa Mae ennHui TUT (DaKTypH, BUKIIAJeHA «HA
OIHOMY IUXaHHI», 1 3aBJAHHSIM BUKOHABIISI € BUSABICHHS Ta IHTOHY-
BaHHS HAWIPIOHIMMX €IeMEHTIB My3WIHOTO TekcTy. Lle yTBOproe
«TIOIEBUID PiBEHB, poOOTA HA SKOMY 3a JETaJli3aIlici0 € Maike
«IOBEJIIPHOIO» I TOCUTH HAIIPYKEHOIO, OCKUTEKH (DakTypHa OopraHi-
3aig € CKJIaJHOI0 3 TOYKH 30py CMUCIY; 3Bi/ICH, BHHUKAE MTHTAHHSI
PO3KPHTTS 3aKJIa€HOTO CMHUCIY Yepe3 CBijoMe iHTOHYBaHHS TEMHU.
Cnemnudiky Temu oOymoBitoe putamania JI. Ban beTxoBeHy mpo-
CTOTa MEJNOIl, IO «TPUMAETHCI» Ha KapKaci TapMOHIl — pe3ysIbTaT



92 Mpobnemu e3aemodii Mucmeumea, nedazoeiku ma meopii i ipakmuku oceimu, gur. 61

cTporoi mpoxyMaHocTi. CKIaaHICTh ISl BAKOHABIIS CTAHOBUTE CaMe
[ IPOCTOTA, AKa HE BUTPUMYE HA/JTUINKOBOI CEHTUMEHTAIBHOCTI,
JyTIUBOCTI, a, OyAy4YH BEIbMH KPUXKOIO, ITOTPEOy€ KOIITKOT poOOTH
3 mo0Opy HAWTOYHIIIOrO BapiaHTa BHUKOHAHHsS. Ha Hamy mTyMKy,
TaKUM BHWKOHAHHSM, Sk€ HAOMIMKYeThCS A0 ifeany, M0 CKIaBCs
B HAIIOMY ySIBJICHHI, € BUKOHAHHS I1i€1 COHATH HIMEIIbKUM ITiaHiCTOM
B. Kemnidhom, stkmii OyB OMHUM 13 HAWBIIOMIIIIHX 1HTEPIIPETATOPIB
TBOpiB JI. BaH beTrxoBeHa.

BucnoBku. OOpani mis anamizy TBopu B. A. Momapra ta
J1. Ban berxosena (®anrazis d-moll KV 397 ta Conara op. 31 Ne 2)
Oy HamMCaHI y «KITIOYOBI», «IIOBOPOTHI», HAaBITh Tparidfi
(y Bumanky 3 JI. BaH beTXoBEeHOM) MOMEHTH JKUTTSI KOMITO3UTOPIB.
Ile 3ymMoOBIIOE HAM3BUYAMHO OCOOWCTICHUI TOH BHCJIOBIIOBAHHS
y Ha3BaHWX TBOpax. He BHUMaAKOBUM y TakOMy KOHTEKCTi ITOCTa€ i
BHOIp TOHABHOCTI d-moll, 3a sIKOtO 1I1e 32 KUTTS KIACUKIB 3aKPiITH-
Jacsl CEMaHTHKA TParivdHOl, «3HAKOBOI», «JIOJICHOCHOD», IO JT03BO-
ns€ 3 TTo3utii gocmimauka X XI cToITTS IHTepIpeTyBaTH ii SK TeB-
HHUU CUMBOJI.

OOpaHHS TaKoi «3HAKOBOI» TOHAJIBLHOCTI BU3HAYAE OCOOIHUBOCTI
KOMIIO3HITITHO-IpaMaTypriifHol opraizamii 0OpaHWX HaMU TBO-
piB. Y HUX MPOCTEKYETHCS TiaJCKTUIHA B3aEMOIS TiaMeTPaIbHO
MIPOTHUIISKHUX Hadajl: 3aBEPIICHOCTI 1 BIAKPUTOCTI, KOHTHHYAIHHO-
CTi 1 AUCKPETHOCTI, piBHOBArd Ta ii MOPYIICHHSI, MOHOOOPAa3HOCTI
1 MOTiBapiaHTHOCTI BUCJIOBIIOBAHHS, CTHIILOBOI €THOCTI Ta CTHITIC-
TUIHOT MHO)XKHHHOCTI, MiHOPHOTO ¥ Ma)KOPHOTO 3a0apBIICHHS.

BusBieni oco0MMBOCTI KOMIO3HUITIHHO-IpaMaTypridHOi opraHiza-
1ii 3yMOBITIOIOTH TIOMIYK TIEBHOTO aJTOPUTMY BHKOHAHHS, BUKOHAB-
CBKOI CTparerii, sika Mae BHOYIOBYBAaTHCS HABKOJIO YCBiTOMIJICHHS
CKJIQJIHOCTI ¥ CHUMBOJIYHOCTI TOHAJIBHOCTI d-moll 3 1HTEHCUBHOIO
aKkTyaln3aIiero My3umdHO-akycTnaHoro Te3aypycy (Kalashnyk,
Loshkov, Yakovlev, Genkin, & Savchenko, 2021). V ®anra3ii
B. A. MomapTta, BUXOIS9IH 3 BIIACHOTO BUKOHABCHKOTO JIOCBiTY, MU
obmupaemMo eMOITIHHO CTPUMAHIIMINK TOH BHUCIIOBIIOBAHHS, 31 30epe-
KEHHSM €IMHOTO pyXy. BBaskaemo KITtO4eM Uit PO3KPUTTS CeMaH-
THYIHOTO Koy TTotryk TeMopy. Y Conari JI. Ban beTxoBeHa cki1agHOCTI
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BHHHKAIOTH HA PiBHI OpraHi3allii MUKy, B SKOMY (hiHaJl He BUKOHYE
cruHTEe3y040i (DyHKITIT. 3aBTaHHIM I BUKOHABII € W TOCSTHEHHS
rapMoHii it 6ajmaHCy MiXK TUCKPETHICTIO Ta KOHTHHYAJIBHICTIO, TUTHH-
HICTIO My3WYHOTO TIporiecy. Sk i y daHTa3sii, Ha1-3aBIaHHsIM ITOCTAE
TIOTITYK OCMHUCIICHOT 1HTOHAITT, HeoOXiTHOT TeMOpOBOi OapBH.

IMepcnekTBaMM JTOCIHI/KEHHST € TIONIYKH aHATITHYHHUX KITIO-
4iB 10 po3mupyBaHHS TBOPIB, HATMCAHUX Y TOHAIBHOCTI d-moll,
Yy KOHTEKCTiI My3WYHOI KyIbTypH 1001 PoMaHTH3MY.
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W. A. MOZART’S FANTASIA IN D MINOR K. 397
AND L. VAN BEETHOVEN’S PTANO SONATA OP. 31 Ne. 2:
SEMANTIC AND PERFORMANCE ASPECTS

Background. The issue of performance interpretation is one of
the most debatable in musicology. The article states that tonality of
a musical piece is a factor that determines the performance strategy.
There are many examples showing that the composer’s choice of
the tonality was not accidental, rather was determined by tradition,
artistic design, and the composer s own life experience. The purpose
of the article is an attempt to “decipher” the meaning of the two works
in the key of D minor — one of the most meaningful and symbolic
tonality — from two perspectives: musical and extra-musical contexts
in order to reveal the performance strategy.

Literature review. The study of the recent research and publications
indicates that there is a lack of works investigating semantics of
tonalities from two perspectives: 1) the influence of tonality on the
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composition and dramaturgy of the work, 2 those performance
means by which the semantics can be “deciphered”. This statement
can be substantiated by the work of L. Kazantseva (2006). Among
the works on this topic is the dissertation of E. Hackmey (2012) on
Mozart “Fantasy in D minor”, where the author traces the influence
of this key on the composer s work, a chapter from L. Kyrylina's book
about Beethoven (2009), which refers to the composer’s perception
of this key; the article by D Schroeder (1990) discussing parallels
and mutual interdependences between Beethoven, Strindberg, Berg,
and others. The novelty of the study is manifested in the formulation
of such questions as 1) the dependence of the composition and
dramaturgy of a musical work on its tonality; 2) the ways in which
tonality specifies the performance strategy.

Research methods. The study uses four main methods:
1) historical, which allows considering a musical work as an
agent of a certain style (in this case - classicism); 2) genre method,
which represents the work in the unity of typological and individual
features; 3) semantic method, which reveals the meaning of the work;
4) interpretation performance approach, which allows building
a strategy for performing a musical work. The term ‘“performance
strategy” is used in the meaning, proposed by O. Pupina (2015: 9),
as an “individual approach of a pianist to the use of performance
means with the aim of creating intonation and sound pattern of a
musical text”. We also share the view of Yu. Nikolaievska (2017a: 105)
on the performance strategy as a means of communication, namely
“interpretation of the Other as a subject of meaning addressing”.

Conclusion. The works of W. A. Mozart and L. Van Beethoven
(Fantasia in D minor, K. 397 and Piano Sonata Op. 31 No. 2) were
written in the most significant, turning points in the lives of these
composers (even tragic in the case of Beethoven). This led to an
extremely personal tone of expression in these works. The choice of
the key is by no means accidental, because in the days of Mozart
and Beethoven the key of D minor had a tragic, vital and “‘fateful”
semantics. Due to this, modern researchers can interpret tonality as
a symbol. The choice of such a meaningful key determines the specific
features of the composition and dramatic organization of the works
under consideration. These features embody the dialectic of opposites:
incompleteness and completeness, continuity and discreteness,
balance and its violation, simplicity and complexity of images,
stylistic unity and plurality, major and minor coloring, and so on.
Identified features of composition and dramatic organization require
the search for a specific performance strategy, which should be
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based on an understanding of the symbolic complexity of the key in
D minor, with the active use of music-acoustic thesaurus (Kalashnyk,
Loshkov, Yakovliev, Henkin, & Savchenko, 2021).

Key words: key in D minor, composition and dramatic
organization, Mozart’s Fantasia in D minor K. 397, Beethoven's
Sonata, Op. 31 no. 2, performance strategy.
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AbOPIb IUPPA B KOHTEKCTI
BETXOBEHIAHMU XX CTOJIITTA

Cmitike yaenenus npo Jl. Lugpy, suoamuozo yeopcvkoeo nia-
nicma-gipmyosza XX cm., aK, Hacamnepeo, iHmepnpemamopa meo-
pie @. Jlicma ma HneoOHO3HAUHICMb OYMOK WOOO MPAKMYEAHHS
HUM MY3UKU HWuUx xomnozumopie, 3okpema JI. ean bemxoeena,
akmyanizye posenso iHmepnpemayiiHux npuHyunie GUKOHABYS,
3ACTMOCOBAHUX HUM 8 ONYCAX 8I0eHCbK020 Kaacuka, yuil 250-piunuil
fosinell cmumynoeas i 6es mozo cmilkuil inmepec 00 1020 Meop-
yoi cnadwunu. Mema cmammi nonsieae 8 po3Kpummi napamempis
iHOUGidyanbHo20 6ukonascvko2o cmumo J. Lugpu 6 icmopuu-
Homy konmexcmi Oemxosenianu XX cm. Hedocnioocenicmo cneyu-
Qixu inmepnpemayii /{. Llugpporo mysuxu came JI. ean bemxosena
BUBHAYAE HOBU3HY OMPUMAHUX PE3YIbMAMIE, o MOXNCYMb Oymu
3ACMOCOBAHI Y BUKAAOAYUBKILL MA BUKOHABCHLKIU OisibHOCMI Nid-
Hicmie — enepuie 6 YKPAiHCbKOMY MY3UKO3HABCMBI AHANI3YEMbCS
inmepnpemayis /1. LHugporo «32 Bapiayiuy JI. san Bemxosena, npo-
B00AMbCS NAPANETT MIJIC BUKOHABCHOKUMU NPUHYUNAMU Y2OPCHKO2O
maticmpa ma camoeo KoMnosumopda. Pobumbcsi 6UcHO80K npo
POMAHMU308AHe MPAKmyeanus yboco meopy /. Lugpporo na npo-
mugazy 00 mpaouyiliHo2o 2epoi308aH020, 8i0CYMHICMb V BUKOHAHHI
nianicma «8ipmyosHocmi 3apaou 8ipmyo3HOCmi», akyernm Ha iHme-
AeKMyanizmi ma 6UmMon4eHitl PisHOMAHIMHOCTE OUHAMIYHUX | apmu-
KYIAYIIHO-UUMPUXOBUX HIOAHCIG.

Knrouoei cnosa: suxonascokuti cmuis, inmepnpemayis, nianicm,
eipmyo3, «32 Bapiayiiy bemxosena, meopui npunyunu [. Lugpu.
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HocranoBka mpo6iaemu. CBsaTkyBaHHS 250-pidyHOTO FOBLIEO
JI. Bar berxoBeHa cTUMyIOBasio W 0€3 TOTO CTIHKWW iHTEpec 10
Horo TBOpYOi craamuHA. [, Xoua 3HaYHA KiJTbKICTh KOHIEPTIB Bif-
OyBasiach B peXXHMi OHJIAIH, I1e He 3MEHIIHUJIO 3aI[iKaBIEHOCTI i€
nmojliero aHi 3 OOKy BHKOHABIIB, aHi 3 00Ky cimyxadiB. Tomy 3HOBY
AKTyaJIbHUM B LIbOMY KOHTEKCTI [TI0OCTA€ MUTaHHS 1HTepIpeTanii TBo-
PiB KOMITO3UTOpA.

Hamry yBary npuBepHyIo iM’sl BUIATHOTO YTOPCHKOTO MYy3HKaHTa
Hpopas Ludpu, sike B icTopii eBpOMeHchKOro maHi3My TiCHO TTOB’S-
3aHe 3i CTHXi€r0 BipTy03HOCTI. Floro BUKOHABChKE OOIIHYUS OMHCYIOTH
OararpMa emiTeTamu, sKi BKa3ylOTh caMe Ha BIPTYO3HICTH SIK JIOMi-
HAHTy WOTO TBOPYOI 1HIMBITya bHOCTI: «aKpoOaT pOSIIO», «BIpTYy03
nenani» (Mypagss, 2013); y BHKOHABCBKOMY TUCKYPCI BiH 3TaTy€ThCS
Mepil 3a BCe SIK BHUKOHABELb OpaBYpHO-BIPTYO3HOTO peHepryapy.
. Ludpa HaNOLIBII BiTOMUIA SK BiAMIHHHNA 1HTEPIIPETATOP MY3UKH
®. Jlicra, mpoTe iCHYIOTh 3pO0OJIeHI apTHCTOM 3alMCH OKPEMHUX TBO-
piB JI. Ban berxoBeHa, B TOMy 4mCii #HOro ¢opremiaHHUX COHAT:
Ne 8 op. 13, Ne 10 op. 14, Ne 12 op. 26, Ne 13 op. 27 Ne 1, Ne 21 op. 53,
Ne 22 op. 54, Ne 23 op. 57; a takox «32 Bapiamiii», «12 Bapiarmiii»,
«7 Bapiauiit», Ponmo-kanpuuio op. 129 G-dur, Ilononesy C-dur
op. 89. 3araom 3anmcu ckianaroTh ABa Aucku (1958 ta 1968 pp.).

Came crilike ysBmnenHs upo J. Ludpy sk, nHacammepen,
inTeprperaropa TBopiB @. Jlicta Ta HEOMHO3HAYHICTH TYMOK IIIOJIO
BUKOHABCHKOTO TIPOYUTAHHS YTOPCHKUM ITiaHICTOM TBOPIB 1HIINAX
KOMIIO3UTODIB, 30kpema JI. BaH berxoBeHa, crioHykae 10 po3misiay
ocobnmuBocTei TBopunx npuHiwmmis J. [ludpu B iioro inTepnpera-
IisSIX OMYCIB BiIGHCHKOTO KJIACHKA 1 3yMOBIIIOE aKTyallbHICTh MPOIIO-
HOBAHOT'O TOCTIIKEHHSI.

Anauni3 ny0Jikaniii 3a Temoro gocigkeHHsi. CyyacHa HayKoBa
OeTxoBeHiaHa TpaauIliitHO 0a3yeThcs HAa TAKWX MiAXOAAX 10 JOCITi-
JOKEHHST TBOPUYOCTI KOMITO3UTOpa, SK OlorpadiyHuii i JOKyMEH-
TaJbHUH, 1110 CIIUPAIOTHCS HA BUBYEHHS OOCTABHH HTTS 1 TBOPUOCTI
MY3HMKaHTa 3a JOKYMEHTaMH, 10 30epenincsi — pyKONHUCcCaMH, €CKi-
3aMH, JHCTaMHu, PO3MOBHUMH 3omutamu Ta iH. (Kupumina, 2009);
MI3HIIE 10 WX HAMPSIMKIB JA0MA€ThCS IHTEPHpETAIiHHNNA TiAXi,
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c(hokycoBaHMIT Ha BHKOHABCHKOMY BTUJICHHI OETXOBECHCHKHUX TBOPIB.
Tax, dopremianniii my3uri JI. Ban berxoBeHa Ta 0COOMUBOCTIM ii
inTepnperamnii mpucesdeno mpari O. Anekceea (1988), H. Kam-
kamamoBoi (2006), M. Uepnsascekoi (2015). SIkmio ocTaHHE AOCITI-
JUKCHHS BUCBITITIOE TTPOOJIEMH €BOJTIOMIT (hOPTEIiaHHOTO MUCTEIITBA
caMe 0eTXOBEHCHKOI €IoXH, 30KpeMa B Tany3i (akTypH, Ta 3MIHCHIOE
orinKy BumatHuX manicTiB Mexi XVIII-XIX ct., To O. AnekceeB
OKPECITIOE 3arajbHy IaHopamy icTopii ¢opTemiaHHOTO MHUCTEIITBA,
Jle BOXJIMBE Miclle mocinae i ¢gopremianHa TBopUicTh JI. BaH bet-
xoBeHa. Haromicts mocmimkenus H. KamkamamoBoi cdokycoBane
Ha PEeTeNbHOMY aHaji3i yCiX AeTaled MiaHiCTHYHOI MalCTepHOCTI
(aprukynamii, hpasyBaHHS, TEMITy, pUTMY Ta iHIIOTO) moom XIV—
XVIII ct. i3 BHOKpEMJICHHSM aBTOPKOIO XapaKTEPHHUX PUC PI3ZHUX
HaIllOHATHPHUX BUKOHABCHKHUX IMKiJI. OcobmuBy yBary H. Kamkama-
MoOBa TIpuaUIsLe TBopuocTi kommozutopiB XVII-XVIII crt., anami3y-
FouH Ccrienr(iKy BUKOHAHHS TBOPIB IIHOTO MEPIoay SK B 3araIbHOMY
IJIaHi, TaK 1 HA MPUKIIAII OKPEMHX IHTEPIpPEeTaIliid, a TaKOXK TIOPiB-
HIOE Pi3HI BapiaHTH iX BUKOHABCHKUX PEHAKITIH.

Iamy Tpymy mocmimkeHb CKIAAroTh ITyOJiKallii, TpHUCBIYCHI
Brnacue muctenTBy M. Hudpu — . Jlabopme (2011), I Mypansa
(2013), O. Mopesoi i IO. llItakensbepra (2016), O. ITyminroi (2019).
OcTaHHS pO3KPHUBAE 0COOTUBOCTI BHKOHABCHKOTO CTHITIO yTOPCHKOTO
My3HKaHTa, iHTeprpetarnii HuM Il gactTuam QopTemianHoro nMuKITy
«Poxu mauapiBy» @. Jlicra Ta OKpeciioe 3arajabHy iICTOPUIHY ITaHO-
pamy (dopTeniaHHO-BUKOHABCHKOTO MHCTEITBA JAPYrol MOJOBHHU
XX cr. [nmmii migxin npornonye Jlennc Jlabopae, mopiBHIOIOYH ABOX
aHaroHicTiB-BipTyo3iB XX cT. — I. I'ympna ta /. Hudpy. Jocmigank
3aCTOCOBY€ pi3HI MITXOMW MO0 aHATI3y TOHSATTS BIPTYO3HOCTI, IO
JTO3BOJISIE 3PO3YMITH OCOOJIMBOCTI BUKOPHUCTAHHS ITHOTO TEPMiHY Ta
BYKHUTH HOTO TI00 KOXKHOTO 3 BUKOHABIIIB B JIEIIO iHIIIOMY 3HAYCHHI,
3 OIVISIAY Ha OCOONMBOCTI My3WYHOTO MHCIICHHS MY3HKAHTIB.

TakuMm YUHOM, eénepuie y GIMUUZHAHOMY MY3UKO3HABCMGI MU
3BEPTAEMOCH JI0 BUBUCHHS TBOPUYUX MPUHITUIIIB YTOPCHKOTO ITaHICTa
came sK iHTepmnpeTaropa my3uku JI. Ban berxoBena. Mera cTarTi —
BUSIBUTH, B KOHTEKCTI €BPOTIEUCHKOTO MMaHi3My XX CT., iHIUBITyaabH1
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TIPUHIIATTN BUKOHABChKoTO cTromro JI. [mdpu Ta cremmdiky ix BTi-
JICHHS B iHTepmpeTallisx mia"ictoM TBopiB JI. Ban berxoBeHa, pos-
KPHUBIIIH OCOOJIMBOCTI OaueHHsI HIM MY3HKH KOMITO3UTOPA.

MeTononorisi ocaiizkeHHs. 3aCTOCOBaHI CMUIbOBULL AHANI3
y TPOEKIIi Ha BUKOHABCHKE MUCTEUTBO, & TaKOXK — KOMAAPAMue-
HUL Memod, IO T03BOJISIE BUSBUTH CBOEPiAHICTD miaxony Jl. Lludpu
o Tekcty TBopiB JI. Ban beTxoBena.

Buxian ocHoBHOro marepiaiy. [leprn Hidk OKpeCIUTH 1HAUBIITY-
aJbHI 0COOMMBOCTI BUKOHABCTBA /Joopos Lugpu (1921-1994), 3BepHi-
Mocs 110 icTopii opremnianHoi 6eTxoBeHIaHN XX CT., TOODKHO OKpec-
JIUBIIH 3arajbHy MMaHOpaMy BHUKOHABCHKOI TPamuIlii OSTXOBEHCHKOI
MY3UKH, B SAKIH BKIINBE MiCIIe HAJICKHUTD 1 yTOPCHKOMY My3UKaHTOBI.

CrorogHi MH MOXKEMO BHOKPEMHTH IBI TCHACHIINI B iHTEpIIpe-
Tamii TBOPIB BiIEHCHKOTO KJTACWKAa BIIOMHUMH TTiaHicTaMH XX CT.:
TIepIa MmoB’s3aHa 3 aKaaeMidHOI0 TPATUITIEI0 TPOYNUTAHHS MY3UKH
JI. Ban berxomena Ta imTepmpetarismMu Aptypa lllrabens, Bimb-
renpMa Kemmda, CearocmaBa Pixrepa, a ceoromui — [puropist Coko-
JIOBa, JI€ TIepeBaXKaloTh KJIIACHYHA BPIBHOBAXEHICTh Ta IHTE-
JEKTyami3M; IHIIAa — 3 POMAHTH30BAaHWM TPAKTyBaHHAM MY3HKH
JI. Ban beTxoBeHa, sike IPOCTEIKYEMO Y BUKOHABCHLKHX Bepcisax Bomo-
numvupa [opoBurst ta Eming I'imensca. KoxkeH 3 miaHICTIB AeMOH-
CTpY€ BIACHUH MIxXia mo iHTeprpeTallii TBopiB JI. Ban berxoseHa,
0 BUSIBIISIETBCS K Yepe3 OKpeMi HIOAHCH, TAaK 1 depes 3arajbHe
YCBIZIOMIIEHHSI KOHIIEMIII TBOPY, @ TaKOX TPAKTyBaHHS 3BYKOBOTO
o0pa3sy iHCTpyMeHTa.

CrpoOyemo, BUXOZSTUH 3 3aTalbHOT XapaKTePUCTHKN KOMIIO3UTOP-
CBbKOTO 1 BHKOHaBChKoro cTmito JI. BaH berxoBena, 3’scyBarw,
mo came mpuBadmoBaio B Horo mysut Jl. Hudpy sk Bugaraoro
inTeprnperaropa TBopiB D. Jlicra.

lonoBHOIO pHCOIO, MO CHOPITHIOE TBOPYI IHIWUBIMTYaIbHOCTI
JI. Ban berxosena i @. JlicTa, € mparaeHHs 0 HOBaTOpcTBa ¥ op-
TEMMaHHOMY MHCTENTBi. «MOTYTHIH DyX BipTy03a-TBOPIISA, MTHPOTA
HOTO0 XyJ0XKHIX KOHIICTIIIIH, BEJIMKUH po3Max B iX BTiJICHHI, (hpeckoBa
MaHepa JIIIeHHsT 00pa3iB — BCI Il apTUCTUYHI SKOCTI, IO BIIEPIIE
SCKpaBO TPOSIBIIIMCS y beTxoBeHa, cTamm XapaKTepHUMHU 1 IS
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JesSKUX IanicTiB MaiOyTHROr0 Ha o 3 @. Jlictom Ta A. PyOiH-
mreitHoM» (Anekcee, 1988: 127). «BipTyo3HICTh TEHIaIEHOTO
My3WKaHTa MOXKHA TTOPIBHSITH 3 MUCTEUTBOM (ppeckn. BukoraBcTBO
HWOTO BIiAPI3HAIOCS IIUPOTOI0 1 po3MaxoM. BoHo Oyio crioBHEHE
MY>KHBOI €Hepril Ta cTuxiitHoi cvm» (TaM camo: 125). BineHcbkuit
KJIACHK TaKOX BHHAMIIIOB ITy HU3KY HOBUX TEXHIYHUX MPHHOMIB 1
(haxtypHEX QopmMy. « BaXKITHBUM 3 TOUKH 30y ITONAIBIIOT €BOJTIOIIT
KOHIIEPTHOTO MMiaHi3My OyB pO3BHTOK TEXHIKH TpH “‘martellato”», —
3ayBakye O. AnekceeB (1988: 130). Pesromyroun, «MoOXKHA BHIi-
JIUTH TaKi BU3HAYAIbHI PUCH CTHITIO beTXoBeHa-manicTa: repoizamis
obpa3y, miaHeceHa, OpaTopCchKo-AcKIaMarliiiHa MaHepa; MacIiiTao-
HICTh; KOHTPACTHICTH HIoaHCiBY» (Kamkamamosa, 1998: 257).

Otxe, crnopigHeHWil TN miaHi3My 00’emaye @. Jlicra Ta
JI. Ban berxoBeHa, moO pOOWTH MUTKOM TPUPOTHUM 3BEPHCHHS
. Hudbpum n0 OCTXOBEHCHKOI MY3UKH TIOPSA 13 JICTIBCHKOIO.
IIpu mpomy, sSIK MU TTOOAYMMO 1ajli, MaHicT He POOUTH TepOidHUI
majoc TOMIHAHTOIO CBOET iHTeprpeTartii. Y 3B’s3Ky 3 OCTaHHIM
3a3HAYNMO, 10 ¥ XX CT. B paITHCHKOMY MY3UKO3HABCTBI 1 Ti3HIIIIE,
Ha TIOCTPAITHCEKOMY TpocTopi, moctars JI. Ban beTxoBeHa depes
HEJOCTaTHE BUBUCHHS 3aKOPJOHHHUX MaTepiajliB, HEIOCTaTHiH oOcsT
pob6oTu 6e3mocepenHbo 3 OPUTIHAIEHUMH JTOKYMEHTaMH KOMITO3H-
TOpa crpuiiManacd ¥ BMBYajacs B OCHOBHOMY 4Hepe3 MPU3MY HOro
«PEBONIOIIHHOCTI», 1, 3a cioBamu JI. Kupmminoi (2009: 30), mamo
XTO TIOMIUaB Ty «POMAHTHYHICTH», Ha TIOPO3i SKOI CTOSB KOMITO3H-
top. Tomy iaTeprperartis J. L{udpu cnpuiiMaeThess HaMHU K TOCUTH
He3BHUYHA i OpUTIHATBHA, SIKIO MIOPIBHIOBATH i 3 IHTEPIPETAIisIMHU
BHUJIaTHUX TIAHICTIB pamsHChbKOl mkonu. Y mpountanHi M. [udpu
00pasHwmii Haxwi1 My3ukHd JI. BaH beTxoBeHa BUSABISIETHCS OMHOYACHO
CYBOPHUM Ta UyTJINBHUM, il TpAaKTyBaHHS ITiaHICTOM BHIAETHCS JOBOJI
POMaHTH30BaHUM.

IIpuknagom momiouHoro BrimeHHs . Ludporo My3uku BincH-
CBKOTO KJIacWka € iHTeprperanis HuUM nukiny JI. Ban berxoeHa
«32 Bapiamii», ctBopenoro kommo3zutopoM 1806 p. B meit mepioxn
3’SIBUTHCST TakKi 3HaKoBi omycu berxoBena, sk TpeTs cumdowHis,
onepa «Dinemo», JleB’sita ckpunkoBa Conara («Kpetitieposay),
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23-1a poprenianna Conara («ArmacioHaray). Sk CBiTIHTH 11eHi Iepe-
JIiK, TBOPYICTH KOMITO3UTOPA Majia TOJi SICKPaBO BHPaKEHE TePOIKO-
JpaMaTU4vHe CIPSIMYBaHHS, 1 [Ie TIO3HAYMIIOCS HE TIIBKH Ha COHATaxX
i cumboHifx, ame ¥ Ha Bapialliix, )KaHPY SKUX paHimie OyB IpuTa-
MaHHUHU paniie irpoBuii abo JTIpUIHUH T 00Pa3HOCTI.

binpmiicte  mMOCTHITHWKIB XapaKTepu3yloTh NHKIT «32 Bapia-
mii» sk TparemiiHo-repoiunuii. B. Konen nmomivae B Temi «Bapia-
Iii» CIMagKOEMHICTD 13 My3UKOI0 bapoko Ta BKazye Ha XapaKTepHi
3aco00HM BHPA3HOCTI, sIKi ckimanucs me B My3utli XVII ct., i 3a momo-
MOTOI0 SIKHX KOMITO3UTOPH BTUTIOBIM Tpariddi oOpasu: Xpoma-
THYHUN HU3XITHUN pyX 0acy, XapakTepHHUH s macakaiii abo apii
lamento, putm capabanmu (Komen, n. d.). b. SIBopcbkuii Bkazye Ha
TipaTH, SKi 3aCTOCOBYIOTHCS B TEMI, sIK Ha 3aci0, 10 MmiaKpecitoe ii
TepOiYHy CIPSIMOBAHICTh, & TAKOXK Ha JIAOTAPMOHIUHY HECTIHKICTh
TEMH i, IK HACTIIOK, Ha 1l CTPYKTYPHY HE3aBEPIIICHICTB, III0 CTBOPIOE
TIOTY)KHHUH IMITYJTbC IS TTONAIBIIIOTO PO3BUTKY (SBopckuit, 1972).
B. Konen Takox Bigmidae MpoHUKHEHHS y (GopMmy Bapialliii coHar-
HOTO MPUHITAITY PO3BUTKY TeMaTudHoro Marepiany (Konew, n. d.).

3aramoM CTpyKTypa ITUKITy Ma€ MEeBHY CXOXKICTh 31 CTPYKTYpPOIO
coHaTHOTO allegro. Temy i BCi Bapiallii MOXHa YMOBHO 3TPYITyBaTH
B Tpu posxinmm. Ilepmmit (Tema i Bapiamii 1-11) momiOHuit 3a apa-
MaTypTigHOIO (YHKITIEIO IO COHATHOI €KCITO3UIIIT; ApyTwid (Bapiamil
12-22) mae pucu coHaTHOI po3poOKH. PO3po0KOBICTE B IbOMY OJIOIT
BapiaIliif cTae BiIUyTHOIO 0arato B YOMY 3aBISKH BHKOPHCTAHHIO
KOMITO3UTOPOM TIOJTi(DOHITHOT TEeXHIKH, 30Kpema, imiTartiid. Tperiit
po3min (Bapiamii 23—32) 3a GyHKITIEIO B ApaMaTyprii MJIOTO Haraaye
pemnpu3y, a Bl OCTaHHI Bapiallii yTBOPIOIOTh CBOEPITHY KOIY.

OxkpiM TOTO, IO Bapiamii B MUKIII MOXKHA PO3MOAUTATH HA TPYITH
3a X ApamMaryprivuuM 3HAYCHHSIM, MOYKJIMBHM € TaKOXK iX 00’ € THAHHSI
y OJ0OKH 3a TIPUHIMIIOM IMOMiOHOCTI (hakTypHOTO BHKIamy. Hampu-
KJIa1, TIEPITI TPH Bapiarii OyayroThCs Ha CXOKOMY THTI (irypartiii.

3 IMomaHoIO BHUIIE XapaKTepUCTHUKOIO UKITY «32 Bapiarttii» moBHi-
CTIO KOpEJIoE HOoTo «repoidHay iHTeprpertaris E. ['menscom, mio ii
SICKpaBO BiATBOpIOE Hamia mam a1b, ane Jl. [ludpa mokaszye 30Bcim
IHHIH 00pa3 — M SIKIMWN, SCHIMTHMH, ORI KaMepHUN. 3BYJIaHHSI



104  [lMpobnemu e3aemodii Mucmeumea, nedaeoeiku ma meopii i ipakmuku oceimu, gur. 61

pOSUTIO B yTOPCHKOTO TIiaHiCTa, MPUHANMHI y TeMi Ta TEPIIOMY
eKCITO3UIIIMHOMY OJI01I1 Bapiariif, MOYKHA TTOPIBHATH 31 3ByJYaHHIM HE
cuM(DOHITHOTO, a pasIIe KaMEPHOTO OPKECTPY. bUTbIT sICHUI 1 cTpH-
MaHHN Xapaktep, OMmk4duii 10 MomapTiBcbkux omyciB (Konmeprty
U1t hopreriano 3 opkectpoM c-moll, Conaru-anrasii c-moll) Bin-
gyBaeThbes B inTeprpertartii J. Llndpu Takox 3aBISKH MTOBLTHHITIOMY
(nmopiBastHO 3 E. I'itescoM) TeMITy BChOTO ITUKITY Ta TOHKAM JTHHA-
MiYHAM TpanaitisM. [Ipu JoCUTh TOMITHOMY pO3MEXKYBaHHI forte i
piano MAHAMIYHI KOHTpAacTH He Tepedunmbmeni, # y rpi . Hudpu
MH HE IyEMO 3aroCTPEeHOi KOH(IIIKTHOCTI — eMi30AM piano 3BydaTh
JTPUYHO Ta POMAHTH30BAHO, forfe ApaMaTWYHO, alleé TPU I[HOMY
JIOCHUTH CTpUMaHoO. Take TOHKe pO3MeKyBaHHS TWHAMIKH TaKOXK IIiJI-
KOM KOpENIIOE 3 BUKOHABCHKMM cTwiieM camoro JI. Ban berxoBeHa,
1o 3a3Havae, Harnpukian, H. Kamkamamona (1998: 258): «beTxoBen
BEIIMKY yBary IPHUIUISB OBOJIOIIHHIO 3ByKOBOIO TATITPOIO ¥ rpama-
IisIMA TUHAMIYHUX 3MiH. BiH MPUCBATHB CHeIianbHI BIIPaBHU OIla-
HYBaHHIO IOBI'MX HAPOCTaHb 1 CIIaAiB TYYHOCTI SIK BUAY (opTeriaH-
HOT TexHIKm». «[lopsa 3 0CBOEHHIM 3araJbHONMPUHHATHX TEXHITHUX
(hopMmyIT BiH TpeHyBaBCsS Yy 3BYKOBHIOOYBaHHI MOTYXHOTO ff (3Bep-
Tae Ha cebe yBary CMiTHBA JJIA TOTO Yacy arulikaTypa — 3IBOCHUMH
3-M Ta 4-M TaNbIIMH), B JOCATHEHHI ITOCTiIOBHOTO HAPOCTAHHS 1
ToCcIabIeHHS CHITH 3BYKY, Y IIBUAKUX MTEPEMIIIICHHAM PYKH. 3HATHE
MiCIIe TTOCiIat0Th BIPABH IS PO3BUTKY HABUKIB T'pH legato 1 CTiBY-
qux Menomii» — 3ayBakye O. Anekceen (1988: 125).

Orxe, meramizarmis HI0aHCIB Oyia BiactuBa ctwiio JI. Ban bet-
XOBEHA, SKMH TOCUTH MEAAHTHYHO IiAXOIUB 0 MMOOYIOBH THHAMIY-
HUX Tpajamiii cBo€i My3WKH. Taky >k caMy TOUYHICTh Y BHOYIOBY-
BaHHI JUHAMIYHOTO IUIaHy MU TIOMIiYaEMO y BUKOHaHHI «Bapiartii»
. HUudporo: dheepuano mBHUIKI TaMOMOAIOHI TTacaxi po3MoIiIeH]
pIBHOMIpHO 3a JWHAMIKOIO W TeMOpOM, BITIyTHI IHTOHAIIHHI
3B’S3KM MDK TOHaMH. Taki TEXHIYHO BIPTYO3HI €IMi30AM TiaHICT
BHUKOHYE JIOCHUTH MPUPOTHO, O3 OyIb-IKOTO HAMPYKEHHS (K eMO-
iiHOTO, TaK i GizuuHoro). [lompm Te, MO 3aragoM miaHicT 30epirae
€TMHUH TEMII, MU BCE K TaKd MOJKEMO BKa3aTH Ha PO3ILIIH, IO BHKO-
HYIOTHCS TPOXH IIBUIIC, i HA Taki, 110 3BYYaTh JCIIO IMOBITHHIIIE
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y TTOPiBHSAHHI 3 0CHOBHUM TeMIToM. B meprux /1. [L{ndpa BukopucTo-
By€ IIOCUTH CKYITy TIemajli3aimiio, 3a paXxyHOK HYOTO CTBOPIOETHCS
TIeBHA CYXIiCTh 3By4aHHs. [HII — memro m’skimii 3a TeMOopom. Cepen
€ITi30iB y OUIBII )KBABOMY PYCi 1 3 OIBII YITKOO, CyXOI0 apTHUKYJIS-
1iero — Bapiartii 1, 2, 4; OLITBIT MOBITFHUMH 1 CITIBOYMMH y BUKOHAHHI1
J1. Hudpu € ocTanHi Bapiarii, o yTBOPIOIOTH KOAY, B HUX XapaKTep
3BYKOBUAOOYBaHHS Ta (ppa3yBaHHsA Haramye mpo coHaru LllyGepra,
30kpeMa, ftoro Conary c-moll, mo mMae MOCHUTH BITUYTHI CIAIKO-
€MHI 3B’513KH 13 mukiioM Bapiarmiii JI. Ban beTxoBeHa, Ha 10 BKa3ye,
30kpema, P. Pamr (Rusch, 2013).

Posrnsanaroun Bukonanus JI. Hudporo muxmy «32 Bapiamiiy,
BapTO 3rajatd, mo «beTXOBeH — OAWH 3 MepmMX IMiaHICTIB, IO
MOCTIIOBHO ¥ 0araro BHKOPUCTOBYBAB IE/aib», XOoua «IO3Ha-
4yaB TeJab beTXOBEH JHINEeHb Y HAHBAXIIMBININX JIJISI HHOTO Mic-
wax» (Kamrkamamona, 1998: 261). B iarepmperarii J. Lludpu Bech
MaTepiall IoAaHo JHOCUTH 3B’3HO, TUIMHHO, 0arato B 4OMY 3aBIISKH
«HETIOMITHOMY» MaWCTepHOMY BHKOPHUCTAHHIO Tiemaii. Y 0ararbox
BapiaIlisax Bpakae MOETHAHHS TPO30POi HAIliBIIEMaIl i UBEpThITe-
naji, Kl 3B S3YIOTh MiX COOOI0 aKOpIW CYIpOBOMY B MapTii JIiBOI
PYKH, 10 HE 3aBayKa€ PO3AUTbHINA apTHKYIIALIT 1 BAKOHAHHIO IITPUXIB
staccato abo non legato paBoIO PyKOIO.

B inTepnperartii «Bapiamiity J[. Lludporo BapTo Takox Bim3HA-
YUTH MHCTENTBO TIOKa3y HHUM IIUTICHOCTI ()OpMH BHUKOHYBAHOTO
TBOpY. Tema y Bepcii yropchbkoro miaHicTa 3BYYUTh TPAHUIHO CTPHU-
MaHO 1 JIJAKOHITHO, ITePEXOIN Bia OMHIET Bapiallii 40 1HIIIO1 € THKOIH
Maiike HEOMITHUMH, TIOACKYH BOHU BiJ[UyBalOThCS JIUIIE 3aBSIKU
MUHAMIYHAM 3MiHaM, aje He 3aBOSKu BenukuM 1esypam. Jl. Hudpa
30epirae 3akiageHy KOMITO3UTOPOM COHATHY JIOTIKY B ITOOYIOBI
JpaMaryprii miJioro, B HHOTO TOMUT Ha SKCHO3UIIIHHUHN, PO3pPOOKO-
BHI 1 PE3yAbTYIOUHH OJIOKW Bapiallii sICKpaBO BHPaXKEHi, TEpI 3a
BCE, 3aBJISKH MalCTEPHOMY BUKOPHUCTAHHIO apTUKYISIIl W JuHa-
Miku. Excrio3umiifHuii OJIOK 3BYyYHTH JOCHTH JIAKOHITHO, TIPO30DO,
KaMepHO 3a TMHAMIKOIO; B PO3pOOKOBOMY OJIOIIi 3ByUaHHS forte CTae
MacImTaOHImMUM 1 00’ €MHIIINM, Haraayloun BKe HE KaMepHHH, a
cuMpoHIYHUH OpKecTp. Y KaHTHICHHUX Bapiarlisax po3poOKoOBOTO Ta
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penpu3HOTO ONOKIB 3BYYaHHSI TAKOXK VITUIBHIOETHCS, apTHKYIIAITiS
CTa€ M’ AKIIOI0, TII0 BUKIIMKAE acOIIiamil i3 pPOMaHTHYHUM TTiaHI3MOM,
30kpema micennicTio conat @. [lybepra.

OkpeMy yBary mpuBepTae (Qpa3yBaHHSI B IHTepIpeTartii
. Hudpu. YV «32 Bapiatisx» mepeBaxaroTb KOPOTKi Pppas3u, TUTEKH
28 Bapiarist 06’eqHaHa OXHIEI0 CMECIOBOIO JIITOI0, YacTO 3yCTpi-
JaIOThCS TaK 3BaHI «PUTMIUHI JUCOHAHCH», Ha 1m0 BKa3zye H. Kamr-
kamamoBa (1998: 271). V BuxonaBcekomy BapianTti . Ludpu mu
ITOMIYa€MO HiBEIIOBAHHS MK MK TAKUMH KOPOTKUMU (hpazaMu, ix
00’ eqHAHHS Y TOBII CMHCIIOBI JIiHIT; «pUTMIUHI TUCOHAHCHY, 0CO0-
JUBO B OCTaHHIH Bapiarlii, 3By4aTh BUPA3HO, aJie TIOJIETIIECHO, Ta IT03-
OamieHi Oyab-sIKOi TOCTPOTH, JEMOHCTPYIOYM MHUCTEIITBO TOHKOTO
MaticrepHoro (pasyBanus, o HuM Bosomie . [udpa, it 6ararcTo
APTHUKYISIIIHHOL Ta MITPUXOBOI MATITPH ITaHICcTa.

BucnoBkn. OTxe, 3 omgHOTO OOKY, CIIOCTEpIraeMo BIacHE,
IHIUBIMyanbHe iHTepnpertamiiae cimoo Jl. [ludpu y BUKOHABCHKIi
OerxoBeHiaHi XX CT., a 3 IHIIOTO — TMapaielli 3 OKPEeMHUMH, Xo4a i
MEHIIl OYEBUIHUMH, OCOONMBOCTSIMA BHUKOHABCHKOTO MHCTEITBA
camoro JI. Ban berxoBeHa. AHami3yl0UM BUKOHAHHS ITUKITY «32
Bapiamiit» yropchkuM ITaHiCTOM, MH IIOYYJIH HOBE TPaKTyBaHHSI
«repoiuHoro» beTxomeHa, aje 0e3 JKOTHOTO aKIEHTYy Ha «BIpTyO3-
HOCTI 3apanu BipTyo3HOCTI». CKopile, HaBMakd — I1¢ TPOINTAHHS
MIPOJEMOHCTPYBAIO MY3WUYHY IHTETITEHTHICTh, BHKOHABIA. 3a HOTO
BJIACHUM BiOMHUM BHCIOBIMIOBaHHM, /. [lndpa — «BipTy03 BCyIIe-
ped camomy coli», 1, gk ciaymHo monas Jl. Jlabopae, «BiH mIykaB
“my3uky”» (Laborde, 2011). Came TOHKI rpanaii HIOAHCIB, IITPHU-
XiB, TEMITY, XapaKTepy Ta 0arara apTUKYJIAIIHA AT Tpa XapaKTepr-
3yIOTh BUKOHABCHKHI CTHIIbL YTOPCHKOTO MiaHicTa. BucnoBumo mpu-
MTYIIeHHS, 1110, HE 3BAYKAIOUM Ha CIIOPIMHEHICTh TBOPUNX IPHUHIIHITIB
OCTXOBEHCHKOTO 1 JIICTIBCHKOTO TiaHi3My (1110, IMOBIpHO, YaCTKOBO
cripuanHmio 38epHeHHs /1. [{ndpu 10 06 TXOBEHCHKIX TBOPIB), yTrop-
CHKHH MY3WKaHT IIykaB y My3utli JI. BaH beTxoBeHa 30BCiM iHIIIOTO,
HiXK B My3uii @. Jlicta, pobisdn akIleHT Ha KaMEePHOCTI, TTOJIEKYIH
HaBITh IHTUMHOCTI BHCIIOBTIOBAHHS, TOHKIH Uy TIUBOCTI, IPUTaMaH-
Hii paHHBOMY POMaHTH3MY, aJie, BOAHOYAC, i Ha 1HTEIEKTyali3Mi,
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TpaHWYHIA [eTaiizamii yciXx BHKOHABCHKHX 3ac00iB BHPa3HOCTI,
OCSATHEHHI Pi3HUX IIaPiB My3UTHOTO 3MICTY.

IlepcieKTHBH MOAAJBIIOTO JOCTIIKEHHSI MOXYTh OyTH
OB’ s13aHi 3 BUBUCHHAM iHTeprperantiid J[. Ludporo iHmMMX TBOpPIB
JI. Ban beTxoBeHa, 30kpemMa, HOTro (GopTemiaHHUX COHAT.
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G. CZIFFRA IN BEETHOVENIAN CONTEXT
OF THE TWENTIETH CENTURY

The celebration of L. Van Beethoven's 250th anniversary stimulated
an already sustained interest in his creative heritage. Musicological
thought has not stayed away from the figure of the outstanding
Viennese classicist. Therefore, the question of the interpretation
of his works again becomes relevant in this context. The name of
Gyorgy Cziffra, the famous twentieth-century Hungarian pianist, is
closely linked in the history of European pianism with the element of
virtuosity, at first, with F. List’s music presentation. The difference
opinions about Cziffra’s interpretations of other composers and
Beethoven among them, as well as unexplored peculiarities of the
pianist s interpretation of Beethoven's music actualize the choice of
our theme and determine the scientific novelty of the research results.

The purpose of the article is to reveal the parameters of
G. Cziffra’s individual performing style in historical context of the
twentieth-century Beethovenian. For the first time in Ukrainian
musicology, the creative principles of the Hungarian pianist as
an interpreter of Beethoven s works on the example of the composer s
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“32 Variations” in C minor are analyzed; some parallels between
the performance principles of Hungarian master and the composer
himself are outlined. The methods of a stylistic analysis in projection
to the performance art, as well as on a comparative approach,
which allows to reveal the uniqueness of Cziffra’s interpretation of
Beethoven s music text, were applied.

Analyzing the Hungarian pianist s performance of the “32 Variations”
cycle, we heard a new interpretation of Beethoven's ‘heroic’ character,
but we did not observe any emphasis on virtuosity for the sake of itself,
but rather a musical intellectuality took place. It is the subtle nuances,
strokes, tempo, character and the rich palette of articulations that
determine the Hungarian pianist s performance style. Summarizing, we
can observe, on the one hand, Cziffra’s own ‘romantic’ individualized
interpretation of Beethoven's music in the 20" century, and, on the other
hand, some parallels, although less evident, with the specific features of
Beethoven s own performance style.

Key words: performance style, interpretation, pianist, virtuoso,
Beethoven's “32 Variations”, Gyérgy Cziffra.
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IHAWBIIYAJTBHUUN BUKOHABCBKHUU CTUJIb
COJIICTA-BOKAJIICTA Y KOMYHIKATUBHOMY
MNPOCTOPI ECTPAJHOI'O BOKAJIBHOI'O
AHCAMBJIIO

Jlocniooicyemoes 3HauenHs 0cooucmocmi - Conicma-eoKaiicma
V KOMYHIKAMUBHOMY NPOCMOPI CYUACHO20 eCMPAOH020 BOKAILHOO
ancamonio. Ha ocrnosi ananizy 0isibHocmi conicmie 8i00M020 60KAIb-
Hoz2o keinmemy «Pentatonixy (CLLA) eucysacmvcs npunyueHms
WOoOoo KIH04080I poni iHOUBIyarbHUX AKocmetl 8okaiicma 6 cgepi
83aemo0ii apmucmie 3 ensdavem. Ananiz npoeoouUmvbCs 8i0ON0GIOHO
00 CKAA008UX CYEHIUH020 00pasy, MaKux K iHOUGIOYalbHaA MaHepd
BUKOHABCTNEA, MEMOP 20710CY, XAPUSMAMUYHI AIKOCTI apmucmad, 6010~
OiHHA MUCMeymeom KoHpepancy, niacmuxorn i xopeozpapiunumu
Hasuuxkamu. B xo0i 0ocnidxcenns 3’s1c08aH0, WO 3A3HAYEHI IKOCMI
ocobucmocmi conicma-goKanicma Mames SUSHAYANLHULL NIUE HA
hopmysanHs KOMYHIKAMUBHUX 63AEMO38 S3KI8 MIdC BUKOHABYEM 1
enaoavem, AKUU Cmae akMmusHUM YUACHUKOM KOHYEPMHO20 NPoYecy.
Cmpudicnegum y 6UCHOBKAX CIMAE NONIONHCEHHS NPO UPIULATbHE 3HA-
yeHHs1 kKame2opii ocobucmocmi conicma 6 0O1acmi KOMYHIKAMUGHUX
npoyecie ecmpaoHo-aHcamoneol OKAIbHOI Qi IbHOCHI.

Knrwuosi cnosa: ecmpaonuii 6oxanvHuil amcamoOib, KOMYHIKA-
MUBHULL NPOCMIDP, CONICM-BOKATICH, THOUBIOYAIbHUL BUKOHABCHKULL
CMUb, CYEHIYHUL 00Pa3, KOMYHIKAYIs.

I[ocranoBka mpobjaemMu. Maiike IIOJECHHO y CBOEMY MOOYTI
JIOJIHA MOCTIHAYCTPIaAIbHOTO CYCITIILCTBA B Til uM iHIIN (opmi
CTHKAETHCS 3 MPOSBAMHU €CTPaTHOTO MUCTeNTBa. O3HAKU «EeCTpaj-
HOCTI» CIIOCTEPIraloThCs B PEKIAMHHUX IOCTepax, y BiJICOPOIIH-
Kax, CTHJII OJIAITY, MaHepi MMOBEIHKHY JIFOJICH Ta 1HIIIOMY, a €CTpajHa
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MY3HKa BXOJHUTh y KHTTS JIIOIUHUA TOJIOBHUM YHMHOM 4epe3 Tele- 1
pamiomoBneHHs. EcTpamHa TBOPYICTH SBISIE COOOIO OCOOTMBHUIA
CTHJIHOBHM HANpsM: e(PeKTUBHO CHHTE3YIOUN PI3HOPIIHI €JIEMEHTH
(My3ukn, xopeorpadii, IIACTHKH, aKTOPCHKOT MalCTEPHOCTI, )KUBO-
THACY, TTAHTOMIMH, KOH(EPAHCY, PSKUCYPH Ta iH.), BOHA HAPOIKYE
MHCTEIBKUI MTPOIYKT HOBOI OPUTIHAIBHOI SKOCTI. A TepeTiK BUIIB
TBOPUOI JISUTHHOCTI JIFOUHM, 1110 BIUIMBAIOTh HA €CTPAJHY MY3HUKY
Ta 30aradyroTh ii, 3aJEKHUTH Bill THX XYIOKHIX 3aBIaHb, Ki 00Mpa-
FOTHCSI TBOPIISIMHU €CTPAJHOTO MPonykTy. OTKe, came 1ed BU MHC-
TEIITBAa HAHOUIBI SICKPABO Ta MPEAMETHO BiTOOpaxae CyTh TUTAHHS
IHTEpPMEiaTbHOCTI, SIKE aKTUBHO PO3POOIIIETHCS CydaCHUMU MUCTE-
IITBO3HABIIMH, OCKUTEKH €CTPaJHE MHUCTEITBO iHTEpMEIialbHO 3a
CBO€EIO MpUpoor0. Llelf acTieKT € OHier0 3 MPUIHMH 3aTPeOyBaHOCTI
eCTpaau B CyJacHil KyJIBTypi Ta aKTUBHOTO ii gociimkerns. OaHiero
3 HAHOUTBIT MOMYIISIPHUAX Y MBOMY TUTaHI POpPM MY3UIHOTO MHCTE-
[TBA € €CTPAJHUN BOKAIbHHN aHCaMONb, CKIQJIOBOIO OIUHHIICIO
SIKOTO BHCTYIIA€ COJIICT-BOKAIICT.

BiacyTHicTs TpeIMETHUX HAYKOBHUX IPAITh 13 BUBYCHHS ITi€] BUKO-
HaBCHKOi (DOpPMH € XapaKTEpHOI IMPOOIEMOI0 HAyKOBOTO OCMHC-
JICHHS MY3WYHOTO MHCTEITBA €CTpaJd B IIJIOMY, [0 BU3HA4Yae U
aKTyaJbHICTh TEMHU TPEICTABICHOTO MOCTIKeHHSA. Jlo mMucKycCiii-
HUX MTATaHb, sIKi POPMYIOTH HOTO OCHOBHY IIPOOJIEMATHKY, HAJICKATh
BHU3HAUCHHs (YHKITIH CONICTa-BOKAJIiCTa €CTPAIHOTO aHCaMOIo, a
TaKoXK crienndika KOMyHIKaTUBHUX TIPOIIECIB PI3HUX PIiBHIB BCepe-
JIAHI KOJICKTUBY 1 11032 HUM.

IIpo me cBimguThH 1 aHaJi3 myOJikamid 3a TeMOI0 CTaTTi, 110
OXOILTIOE SIK TPYHTOBHI TIpalli MUHYIUX POKIB, TaK 1 OCTaHHI HAyKOB1
pobotu. Jleski muTaHHS (YHKITIOHYBAHHS €CTPATHOTO BOKAIHHOTO
Ta BOKAJIHHO-IHCTPYMEHTAIHLHOTO aHCAMOITIO BiTOOpaxKeHi B A¥CEP-
tamisx C. Yepnikoroi (2008) Ta 1. Spxkinoi (2016). KomynikarusHi
BiMHOMICHHS B My3HIl mociimkyiors HO. HikomaeBcbka (2021),
E. Kiar (2013), M. Y. Jlim (2014). [lo Temu iHAWBIAYaT-HOTO BUKO-
HaBchKoro cTiimo 3BepTanucs O. Cugopenko (2018), H. JIposxxuna
(2008), A. €dpemoba Tta H. Byropuna (2018). B ocranni m’sTh
POKIB TIPEJMET BOKAIbHO-aHCAMOJCBOTO BUKOHABCTBA IMPHBEPTAB
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yBary Takux pochigaukiB, sk JI. Illamosanosa, 0. Hikomaes-
cbka, H. Muxaitnosa, 1. Pomantok, I. Xyropceka (Shapovalova &
Nikolaievska & Mykhailova & Romaniuk, & Khutorska, 2021),
10. Casuenko-Illmamak (2021), T. Cimrenpka (2018) Ta im.

[IuTaHHs, MO CTOCYIOTHCS KOMYHIKATUBHUX TPOIIECIB y €CTPa-
HOMY aHCaMmOJIi, TTOKH 110 He BUCBITIICHI JOCTAaTHHOIO MipOIO 1 TTOTpe-
OyIO0Th aKTUBHOI PO3POOKH.

Merta cTaTTi — BU3HAUUTH POJIb OCOOMCTOCTI COMICTa-BOKAIiCTa
Yy KOMYHIKaTHBHOMY IIPOCTOPi CY9acHOTO €CTPaTHOTO BOKAJIHHOTO
aHcaMOJII0O Ha OCHOBI aHAJII3y MISITEHOCTI COMICTIB BiJOMOTO BOKAaJTh-
Horo kBiHTeTy «Pentatonix» (CILLIA). OcHOBHUMH 3aBIaHHSIMH
po0oTH €: aHaji3 IHAWBIAyaJThbHOTO BHUKOHABCHKOTO CTHITIO COJIiC-
TiB-BOKAJTicTiB aHCcaMOmo «Pentatonix»; BU3HAYEHHS POJIi KOXKHOTO
3 HUX Y (DOPMYBaHHI IUTICHOTO CIIEHIYHOTO 00pa3y KOJICKTHBY; y3a-
TaJbHEHHS I0JI0 BIUIMBY IHIWBIAyaJbHOTO BUKOHABCHKOTO CTHIIIO
Ha (OpMyBaHHS KOMYHIKaTHBHOTO TPOCTOPY €CTPaIHOTO BOKAIb-
HOTO aHCaMOIro.

Metonosiorisi  a0cJiaKeHHsl. 3aCTOCOBAHUN KOMNApAMuHo-
ananimuyruyl  JOCHIIHMIBKANM IIAXIA, 110 JO03BOJUB 3ICTaBUTH
Ccy0’€KTH KOMYHIKAITlii €CTPaJIHOTO BOKAJIEHOTO aHCAMOITIO JJIST BUSIB-
JIEHHS PIBHIB 1X B3a€MOJil, a TAaKOXK MOPIBHATH CIICHIYHI 00pasm Ta
BUKOHABCHKI TIPUHOMH CONICTIB-BOKATICTIB 3 METOI BU3HAYCHHS
crienmi(ikd  IHAWBIAYyaTbHOTO BHKOHABCHKOTO CTHIIO. JKaupo-
60-CMUIbOBUL aHAI3 BUKOPUCTAHWNA ISl BU3HAYEHHS crienudiku
BOKaJTbHO-aHCaMOJIeBO1 ecTpaaHoi (pOpMH BUKOHABCTBA, [HMOHAYI-
tiHull — 711 BUSIBIIGHHSI OCOOJTMBOCTEH CITIBaIIbKOi MaHEPH BUKOHAB-
iB. BrucHOBKH 11010 crienniky iHIWBIMYaIHPHOTO BHKOHABCHKOTO
CTHJTIO COJIICTIB Ta MOTO TPOSBIB Y KOMYHIKAI[IHHOMY TIOJIi €CTpa-
HOTO BOKQJIBHOTO aHCAMOITIO 3pO0JICHO Ha OCHOBI eMIipuuHo20 and-
i3y Bimeo- Ta aymioMarepualiB. CmpykmypHo-@YHKYIOHATbHUU
nioxio JO3BOJWB 3’SICYBaTH OCOOTMBOCTI MOOYTYBaHHS CKJIaIOBUX
CIIEHIYHOTO 00pa3zy Ta BHKOHABCHKOTO CTHJIIO Ha KOMYHIKAIliHHUX
PIBHSIX cojicTa-aHCaMOJIicTa ¥ BOKAJILHOTO aHCAMOJIO B IIUIOMY,
B3a€EMO3B’SI3KH Ta CHHXPOHHE (DYHKITIOHYBAaHHS OCTAHHIX SK IIUTiC-
HOI CHCTEMU.
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Buxiaan ocHoBHOro marepiajy. IIOHITTS «KOMYHIKaTHBHHIMA
TIPOCTIipy», 3al03MYCHE 3 JIHTBICTHKH, YBIUIIIO 10 MY3UKO3HABCTBA
y ApyTii monoBuHI XX CT. BOHO aKTUBHO pO3pOOIIETHCS 1 B IHIINX
Haykax: ¢imocodii (M. bybep, M. Karan, B. Muponos, A. Haza-
payk), kymerypoitorii (I. Kopcakosa, P. IlepmoBcebka, I. Kormparsesa,
JI. Kup’staoBa, O. 3amecompkwuii), comionorii (FO. XaGepmac,
T. Amopno, B. Konerska), ncuxororii (B. Koune, B. Kammannpkuti,
M. Anppianos, B. Kabpun).

Pakypc mocmimkeHHs] KOMyHIKaTHBHOTO TTPOCTOPY B COITIOJIOT],
sTKa PO3TIIIAA€ HOTO STK (hOpMY COITiaTbHOI peaTbHOCTI, BCEPEANHI SIKOT
BHUPOOJIAIOTHCS TPYIIOBI Ta iHAWBIMYalbHI MOBEIIHKOBI HaCTaHOBH,
0COONMBO IIKaBUH TSI My3UYHOTO MHUCTENTBA Ta HOTO €CTPaJHOTO
cupsAMyBaHHs 30KpeMa. KoMyHIKaTUBHHN MPOCTIP OTOTOKHIOETHC 3
MIOHSTTSAM «COILIOKYIETYPHOTO MTPOCTOPY» 1 PO3TIIATAETHCSA SIK 0CO0-
JUBAa CYKYITHICTD, sIKA € «PE3yJIbTaToOM TeHe3W Ta (DyHKITIOHYBaHHSI
KYJIETYPH Y B3a€MO3B’SI3KY 13 COIIaTbHUMU TlapaMmeTpammy (JlymuHa
& Ectpuna, 2007: 14). Y mmpokoMy ceHC1 KOMYHIKaTUBHUN TIPOCTIP
ITOCTAE K «CEPEIOBUIIE, B SIKOMY IPOTIKAIOTh COMIaNbHI, KYJIBTYPHI,
ITyXOBHI TIpOIeCh», K 3a3Ha4dae B. Macmosa (2017: 18).

Ili acmexTH 3HAXOMATH BTUJICHHS 1 B MISITBHOCTI Cy4acHOTO €CT-
pasHOTO BOKAJIBHOTO aHcaMOmto. Ha Hamty myMKy, Ha BUBYEHHS HOTO
KOMYHIKaTHUBHOTO MIPOCTOPY AOPEYHO CIPOEKYBATH IYMKY BiZIOMOTO
(dhimocoda i kymeTyposora M. Karana (1972: 8) momao HEOOXiqHOCTI
«BUSBHUTH KOOPIWHAIIINHI Ta CyOOpIWHAIIINHHI 3B’ 3K MK PIBHSIMH
XYIIO’)KHBO-TBOPUOI TisSITBHOCTI, 00 OCSITHYTH 3aKOHH BHYTPIITHBOT
OpraHi30BaHOCTI CBITy MHUCTENTB». [10MiOHO 1O MHCTEIHEKOTO TpO-
CTOpY B3araii, KOMyHIKaTHBHUH TIPOCTIp €CTPagHOTO BOKAJIHEHOTO
aHcaMOIIf0 SBJISIE COOOI0 CYKYNHICTh Cdep CHUIKYBaHHS, CIyTYE
TI0JIEM B3a€EMOJIi1 PI3HUX PIBHIB, TAKUX SIK:

* «KOMTIO3UTOP-BUKOHABEIIbY);

* «BUKOHABEI[b-MY3UYHUH TBIp»;

* BHKOHABEIIb-CITyXad (TJIs1a4 ).

Y montuHI €CTpaJHOTO aHCAMOJIEBOTO BUKOHABCTRBA JI0 3a3HAYe-
HUX PiBHIB B3a€MOJi1 TOMAOTHCS CTCTIiaIbHI:

* BHYTpillIHROaHCAMOJIeBa KOMYHIKAITis «aHCAMOJTb—COJTICT-BOKAJIICTY;
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* «BUKOHABEITh (TYT 1 Jai MAa€ThCS HA yBa3l aHCAMOIb) — PEKHU-
Cep-TTIOCTAaHOBHUKY;

* BUKOHABEIIh — BUKOHABEIIH (1HIITI BUKOHABIII Ta YIACHUKH KOH-
[IEPTHOTO KOJICKTUBY, HAIIPHUKIIAI, XopeorpadidHa rpyma Ta iH.)»;

* «BUKOHABEIIh — apPaHKYBaJIHHUK;

* BUKOHABEIIb — 3BYKOPEIKUCEDPY.

CTpyKTypHi#i Oprasizaiii €CTpaJHOTO BOKAJIBHOTO aHCaMOIIO
TIpUTaMaHHUN HETOCTIHHUN XapakTep Ta MOJIIMOP(]HICTH MPOSBIB.
Le He nuITe YCKIaIHIOE TPOIECH CUCTeMaTH3aIlii MogioHuX hopma-
Iii 32 TUTIAMH, a ¥ pOOUTH TIepeTTiK BUIIB KOMYHIKATUBHUX B3a€MO-
I TIpakTUIHO Oe3MekHUM. OCKUTBKA TIPOITOHOBAHE O CITIIKESHHS
€ CKOPIIl pO3BiIKOIO, TOYHHH MEPETiK PiBHIB KOMYHIKATHBHOI B3a€-
Momii (Y Mekax MisTTbHOCTI €CTPaTHOTO BOKAJIFHOTO aHCAMOJTIO) HE €
HOro OCHOBHHUM 3aBJaHHSIM. BHCHOBKH MMiICYMOBYIOTH JJOCBiI OCO-
OucToi ObaraTopivHOI MPAKTUKH aBTOpa y CKJIAJli BOKAJTLHUX aHCaMO-
JIiB, a TAKOXK PE3yIBTATH aHAJI3y My3UYHOI TisSUTHHOCTI IMMPOKO BigO-
MOTO KOJICKTHBY «Pentatonixy.

EcTpagna koHIEepTHa TpPaKTHKa XapaKTePHU3YETHCS ITiABHIIE-
HAM CTyIIeHEM B3aemofii 3 mismadeM. OXHUM 3 HAWBaKIIHUBIIIAX
PIBHIB KOMYHIKaTHBHOTO TIPOCTOPY €CTPAaIHOTO aHCaMONo (K i
Oy/Ib-SKOTO MY3HMYHOTO KOJIEKTHBY) € Mi>KOCOOHCTICHE CITITKyBaHHS,
SKe, 4epe3 MPOABH IHIWBIAYaTbHOTO BHKOHABCHKOTO CTHIIIO, CYyT-
TEBO BIUIMBAE HA KiHIIEBUH PE3yabTaT TBOPUOI misuTbHOCTI. Ha Hamry
JIyMKY, OCOOMCTICHI XapaKTepUCTHUKNA MAlOTh BU3HAYAIBHHUHA BIUIHB
Ha (OpPMyBaHHS HETIOBTOPHOTO CTHIIIO, IO B IIUPOKOMY KOHTEKCTI
BHU3HAUYAIOTh K «MaHepy» BUKOHAHHS. Sk 3a3Ha49aroTh Jlappi X’ emn
ta Jenien 3immep (Hjelle & Ziegler, 1992), Ha cborOmHIMIHINA TeHB
HE ICHY€ €IMHOTO 3araJbHONPHHHITOTO BHU3HAYEHHSI O0COOHMCTOCTI,
TaK camo, SIK 1 €OUMHOI Teopii 0COOMCTOCTI, 3MeOIIBIIIOTO TPAKTY-
BaHHS MTOCITIHHUKIB 3BOIATHCSA 1O 3arajibHOI i7el 1HIMBITyaTbHUX
0COONIMBOCTEMH Ta BIAMIHHOCTEH.

OCKUTBKY HaIIE JOCIIHKSHHS HAJISKHUTh JI0 IAPUHU MYy3UKO3HAB-
CTBa, a HE IICHXOJOTii, PO3MISHEMO HE MOJAEIh OCOOWMCTOCTI, a,
pazire, pe3yabTar ii MposIBiB, sIKi BUPAKAIOTHCS B 1HAWBIAYyaTbHIH
MaHepi CoJTiCTa-BOKAIICTa €CTPATHOTO aHCAMOITIO.
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AHami3 TBOpPUYOI MISUTBHOCTI CYYacCHHX ECTPAJHUX BHUKOHABIIIB
JTO3BOJISIE TIEPEKOHATHUCS, IO YCIIX CydacHOTO KOJIEKTHBY 3HAYHOIO
MipOT0 3JICKUTE BiJI TBOPUOT iIHAUBITYyaTbHOCTI Ta XapU3MaTHIHOCTI
ancamOicTiB. [TomiOHO 0 ecTpagHOTO COJICTa-BOKAIICTa, BOKAJh-
HHAU aHCaMOIIb CTa€ HOCIEM SKOCTEH, BIacTHBHUX Mpodecii akTopa
(30BHIITHS TPUBAOTHMBICTL, Xapw3Ma, SICKpaBa I1HIWBIAYaTbHICTH,
KOMYHIKaOeIbHICTh, TUIACTUIHICTD, 3MaTHICTh JO TEPEBTUICHHS Ta
iH.). [Tpo HEOOXiTHICTE MJIs BOKAJICTa BOJIOMITH [IMMHA HAaBUIKaMU Ta
BMiHHAME HaraaysaB 1ie K. CranicmaBcpkuii: «IloTpibHO, 1M00 BCs
JIONIMHA Y Bac CITiBaja, a He JIUIIE ToJI0COoBUi amapart. [1yomimi ... He
MOTPiOHI 3BYKOBUAOOYBaIbHI MAaITMHU, a MTOTPiOHI KUBI JIIOMH, SKi
CIiBafOTH» (IHUT. 3a: AHTapoBa, 1952: 3).

Cepen IHOIWUBITyalbHUX PHC CyYacHOTO €CTPAIHOTO BOKAIb-
HOTO aHCaMOJII0 Ha TepIINi TUTaH BUXOIWUTH HEIOBTOPHA CITi-
Ballbka MaHepa, 110 XapaKTepu3ye, HacaMmIiepe, COTicTa-BOKaIicTa.
B mmpokoMy 3HaYCHHI — I1€ «OO0IUIIsI», sTKe POPMY€E TBOPUY IHIUBI-
ITyalTbHICTh, MI3HABAHICTH, YHIKAJIbHICTh BHKOHABCHKOTO KOJICKTHRY.

Boxanpamii  ancamOmb  «Pentatonix», 3acHoBanmii 2011 p.
B ApmiarToHi (turar Texac, CILIA), ycminHoO iCHy€e B TAKOMY CKJIaJi:

* Cxort Pigapn XoyiHnr — TeHOp-0apuTOH,

* Mituemr Ko6i Maiixit ['pacci — TeHOp-COTIpaHicT,

* KipcTin ManbmoHano — conpasxo,

* Kesin Ouycomna — 6iTOOKCep,

* Mert Camti — 6ac (2017 p. 3amictuB ABpiens Karmana, mep-
IITOTO BHUKOHABIIA MTAPTii 6acy).

AHcaMm01p TIBHAKO HAOyB momyasipHocTi i 1o 2017 p. craB Tpu-
pa3oBHM BOJIOIApPEM TMPECTHNKHOI My3WdHOI TIpemil AMepHKaH-
ChKOI akameMii 3Byko3amucy «Grammy» B HoMiHaIisax: «Hafikpare
IHCTpYMEHTallbHE apamKyBaHHS a0o apamkyBaHHsS a cappella»
3a micHio «Daft Punk» (2015), «Haiikparmie iHCTpyMEHTaIbHE apaH-
JKyBaHHS a00 apamkyBaHHs a cappellay 3a micHro «Dance of the
Sugar Plum Fairy» (2016) ta «Haiikpamie kaHTpi-BUKOHAHHS» —
«Jolenex» (2017). Konmextus «Pentatonix» He TOAEPKYETHCS IEBHOTO
CTHJTIO €CTPaJHOI MY3WKH, BIIIAIOUM IIepeBary IIO€IHAHHIO Pi3-
HUX HalpsSMKIiB, €JUHE, 0 3aIUIIAETHCA HE3MIHHUM — BUKOHAHHS
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a capella, ockinpbkn aHcaMONb 3a3BHUYA HE BUKOPHUCTOBYE Y CBOIX
KOHIIEpTax 1HCTPYMEHTAIBHHUI aKOMIIAHEMEHT 4H (hOHOTpaMy.

Jocmimkenns TBopuocTi «Pentatonix» mae BCi migcTaBu Bin3Ha-
YUTH BUCOKHH TIpodecioHaIizM Ta BOKaJIbHO-aHCAaMOJIEBY MaicTep-
HICTB OTO0 cOmicTiB. be3moranno moOymoBaHi rapMOHIYHI CTPYKTYPH,
a0COTIOTHA METPOPUTMIYHA 30aTaHCOBaHICTb, BPIBHOBaXKEHICTH
MapTii, rpaMoTHa Mo0yI0Ba My3WdHOI1 ()OPMHU TBOPIB, IO BUKOHY-
IOTBbCSI — BiMMiHHI pruch «Pentatonixy», Kl 3 TEPIIUX MPOCITYXOBY-
BaHb CIPABIISIOTH CHJIbHE BPXKEHHS Ha CITyXada.

Lleti aMepWKaHCHKUH KOJIGKTHB PO3MIHNPIOE MEXI TpaauIliiftHIX
aKaJIeMIYHUX YsBJICHb MPO aHcaMOJeBe BUKOHABCTBO. lle He mume
3J1aroPKEHICTh, YITKUI B3a€MO3B’SI30K, €IHICTh CAMOCTIHHMX CKJja-
JIOBUX, 11 — TPaMOTHE TTOETHAHHS 00pa3iB Ta apTUCTHYHUX 1HIUBI-
IyaJIbHOCTEH BCIX YYaCHUKIB TPyIH. BiIMiHHOIO pHUCOIO KOJICKTHBY
€ sCKpaBa IHAWBIAyai3alisi OCTaTed CONICTIB, IParHEeHHS CTBO-
PHUTH JUIS KOXXHOTO MaKCUMAallbHO HECXOKHUH Ha IHIINX YYaCHUKIB
KOJIEKTHBY CIICHIYHUH 1 IICUXOJIOTIYHUHN 00pa3, MaHepy MOBEIIHKH 1
BUKOHAHHS KOMIIO3HIII].

BuBueHHsI KOHIIEPTHOT MPaKTUKK aHcaMOIo «Pentatonix» moka-
3y€, o YUM e(DEKTHBHIIIIE BUSABIISIOTHCS 0COONCTICHI SIKOCTI COTTICTA,
YUM SICKPABITITMH € TIPOSIBH HOTO 1HIWBIAyaThbHOTO BUKOHABCHKOTO
CTHJTIO, TUM OUTBITHH iHTEpEC TBOPUICTH KOJICKTUBY BUKJIMKAE Y CITY-
xada / mismgada. OTxe, sSICKpaBa OCOOHMCTICTh BHKOHABIISI-aHCAMO-
JicTa TiABUINY€E PEHTHWHTH YCHINIHOCTI Ta IM3HABAHOCTI TOTO YH
IHIITOTO aHcaMOieBoro GpopmyBaHHs. Po3risHeMO mami MUISIXH, 3aB-
IISIKU STKUM YMOKJTUBITIOIOTHCS TIPOSIBU OCOOMCTICHUX PHC CONICTIB
ancamOmo «Pentatonixy, 1Mo moCTiIoBHO (GOPMYIOTEH 1HIUBITYalTb-
HUM BUKOHABCHKUI IMIK.

KokeH apTHCT I[OTO KOJEKTHUBY € HOCIEM SICKPaBO OKpece-
HOTO 00pasy. Lle mposBIseThCA Ha Pi3HUX PIBHAX: TEMOp Ta miarma-
30H TOJIOCY, KOCTIOM, 0COOITMBOCTI KOoH(pepaHcy, xopeorpadis, miac-
THKa, KOMyHIKaTuBHICTh. CKOTT Piwapa XoyiHT, mpoBigHUN TEHOP
aHcaMOJI0, BTUTIOE MOJIETh TIAKPECICHO MOTJISHYTOI Ta CTHIIb-
HOT MOJIOZOI JIFOAMHY, Ha MOJIONDKHOMY CIIEH31 HaidacTimie 3Ba-
HO1 «meTpocekcyamom». Koctiomn C. P. Xoyinara (popma 3adickw,



118  [Mpobremu e3aemodii Mucmeumea, nedaeoeiku ma meopii i ipakmuku oceimu, gur. 61

CIIEHIYHUI TpPUM, B3YTTS, JETallli ONATY Ta akKcecyapu) TMiaKpec-
JIOIOTH Te 00pa3. SIk mpaBmito, Ha CIieHI XOyiHra MOYKHA OaquTH
3 BUCOKO 3a9€CaHMM BOJIOCCSIM, y 3BY)KEHHX JDKHHCAX a0o ITaHax,
ITITFHO TIPHJICTIIIH IO Tijla COPOYIi, sIka MOKe OyTH JOTTOBHEHA TIPH-
TaJICHUM ITiDKAaKoM a00 CTHIIHHOIO KypTKOro. Hepiako Bmaso 3acTo-
COBAaHMM aKCECyapoM CTa€ TOHKa KpaBaTKa. XOYiHI — HaWBUIIUN
Ha 3piCT yJacHHK aHCAMOJII0, i IOTO KOCTIOMH TiIKPECITIOIOTE ITF0
Hioro ocoOmmBicTh. IloBeminka XoyiHra Ha CIIeHI Ta OCOOJIHMBOCTI
CIIIKYyBaHHS 13 TISAa9aMH BiII3EPKAIOIOTh BIIKPUTHHA, KOMIIaHIH-
CBKHH XapaKTep «CBOTO XJIOMIIS», CMIIMBOTO W JTOBOJI 3yXBajoro,
ane, BOIHOYAC, TAKTOBHOTO i OCHTh 4yTTEBOTO OHAKA. Moro pyxu
PO3KyTi, 1HOAI JEIIo He3rpalHi, ajle He BUITAMAIOTh 13 3araJbHOTO
xopeorpadiuaoro mamoHky. Lli xapakTepHi pucu o0pa3y Xoyinra
CTOCYIOTBCS ¥ BOKambHOI MaHEpH CITiBaka: MigKpecieHa cBoOOma
BOJIOAIHHS TOJIOCOM, CBITJII BIATIHKH TeMOpPY, PyXJIHUBICTb, IO TIPO-
SIBIIIETHCS HE B OCTAHHIO YEPTy B MpiOHIN Meni3MaTh3amii Memomii,
CMIJTUBICTB CIIIBY Y BUCOKIiH TeCHTYpi. Yce 3a3HaueHe GopMye sICKpa-
BUI HETIOBTOPHWI BUKOHABCHKHM CTHIIL COJIICTA, 3HAHWUU 1 CXBaJIe-
HUH 3HAYHOIO YaCTHHOIO IIaHyBaJbHUKIB «Pentatonixy», mo y mpo-
1eci o3HaHOMJICHHS 3 Bifeo3amucaMi KOHIIEPTIB aHcaMmOIio moope
MIPOCTEKYEThCS 3 peakirii mismada (auB. Pentatonix, 2018al; 2018b).

Kapounanpro iHmmMM noctae oopa3 Kesina Omycomnm, 6iTOokcepa
ancamOmo. Ilpomy comicToBi-aHCcaMOmicTy adpoaMepuKaHCHKOL
30BHINIHOCTI MMPUTAMaHHUK 00pa3 poO3KyTOTO BHKOHABIIS Y CTHIIAX
BYJIUYHOI CYOKYIBTYpH — pemy Ta Xim-xomy. Ha BimMiHy Big Xoy-
iara, Oiycosia HOCHTB JaKOHIYHY KOPOTKY YOJIOBIUYy 3adicKy. B #oro
CIIEHIYHOMY BOpaHHI YacTille, HDK Yy IHIIUX COJICTIB aHcaMmOIo,
MO)kKHA TTo0aunTn (yTOONKH, O€3pyKaBKH, KPOCIBKH ab0 CIIOPTHBHI
TyJ1i, HamiBCIOPTHBHI OajmaxoHW Ta MHPOKi mrTanu. OmHAK HOTO
obpasy He cymepedaTrh i OUTBII CYyBOPI €IEMEHTH OIATY (COPOYKH,
ITiJDKAKH, MTAHW Ta iH.), sIKi, THM HE MEHII, HE 3aBaKar0Th CBOOO/I1
IJIACTUKU apTHUCTa. Y CIIKYBaHHI 3 y0iikoro Orycoa mpomoBKye
JHII0 TIOBEIIHKH «XJIOMIIA 31 CYyCIIHBOI BYJIHILI». Horo inronamii

' Konuepr 19.07.2018 p. y m. Ipsin, Kamidopwis, CIIIA, ta aymio3zamnwuc
BisfoMoro ansbomy pi3aBsHUX miceHb «Christmas Is Herey.
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JacTO HAIOJETNINBI, IPOBOKAIlilHI, ajle He arpecuBHi. B ancamoOi
«Pentatonix» KeBiH BUKoHYy€e mapTii 6iTOOKCY Ta pery, B IKUX TOCUTh
JacTo (3aJIKHO BiJl XapaKTepy KOMIIO3UIIi) Tia0aIb0pIoe ayauTo-
pito Ta BKJIIOYAE ii 10 KOMYHIKAIlii XapaKTePHUMH JJISI CTHITIO «PEerDy
Burykamu: «Common!» («[lasaii!»), «Yeah!» («Tak!»), «Put your
hands up!» («Pyxu moropm») Ta is. L1i BcTaBKH 320X09IYIOTH ITyOITiKY,
3QJIy9aroud i1 10 aKTHBHOI y4acTi B KOHIIEPTHOMY IIPOIIECi Ta B3ae-
Momii 3 BukoHaBmeM. [lmactuka Kesina Omyconwm TOCHTH po3jiora,
pyXH TIPYXKHI Ta ACIIO OpyTandbHi, YacOM TPOTIANAE XapaKTepHa
IU1sT Xopeorpadii CTHITI0 «Xim-XoIm» CyTyiicTh. [IpoTe B 3araapHOMY
BpakeHHI Bif oOpa3y Oiycomwm IepeBakaloTh O3HAKH BHIIIYKa-
HOTO CMaKy, IHTEJIIreHTHOCTI apThcTa. |, He3Baykatouu Ha HABMHUCHO
MIIKPECITIOBAHY HUM «BYJIHYHICTBY, ITyOITiKa Bija€ HAJICKHE BHCO-
Kiii KynpTypi BukoHaBIs. OOpa3 Kesima Omyconm siCKpaBO KOH-
TpacTye 3 oOpa3aMu IHIMUX COJICTIB aHcamOiio. Lle BimOmMBaeThCS
1 B peakii DisiaviB, SKi aKTUBHO BITAIOTh HE JIUIIE CONBHI MapTii
BOKAJIiCTa, a i KO’KHY HOTO TOSIBY Ha CIICHi.

Ille omua  comct  aHcambmio  «Pentatonix»,  Mit-
gesut Ko6i Maiikn ['pacci — TeHOp-aIbTiHO, TIPECTaBisie o0pa3 Imi-
KpecIlIeHO >KIHOYHOI Mojonoi mroawHu. SIK Ha cmeHi, Tak i B 3MI
Mitu ['pacci BiIKpHUTO 3asBIsIE TIPO CBOIO HETPATUITIHY Opi€HTa-
ITif0, IO CTOCYETHCS HE JHIIE CIOCOOY YKHUTTS, aje H CICHITHOTO
BUTJISITY apTUCTA, BHACIIAOK YOTO OTO BUKOHABCHKUN CTHIIb HAOY-
Bae TeBHUX ocoOmmBocTed. ['apmepod I'pacci 3a3Buuail HaCHUICHHI
eJeMeHTaMH JKiHoJoro omsary. OOpa3y BOKamicTa BIACTHBE IOEI-
HaHHS €KCTpPaBaraHTHHUX 3a4iCOK 3 IMIMPOKUMH OpIOKaMH, IIOPTaMHU
TPOXH BUIIE KONiH, IMiIKAKOM a00 BiIKPUTOI COPOYKOIO, BHKO-
pUCTaHHS KBITKOBHX OPHAMEHTIB, HEPINKO # B3yTTS Ha mimOopax
abo mmardopmi. JIoBomi 9acTo 3aCTOCOBYETHCS Makisk. MalOyTh,
nopedHo Oyne HazBatd Mitua ['pacci HaOIIbIT (HPIKOBUM BOKaJIiC-
TOM aHcaMOImo. PrcaMu >XiHOYHOCTI TMO3HAUYEHUH 1 BUKOHABCHKHUI
CTHJIb TEHOPA-aJIBTIHO, TAPTIisSl SKOTO IIITFHO B3a€EMOJIE 3 MAPTIEIO
Kipctin MansaoHamo — €quHOT MiBUMHU aHcamMOIi0. MaHepa CIiiBy
Ta TOBeMiHKH ['pacci JOCUTh M’sKa, IyTTEBA, PYyXH IIAaBHI Ta JCIIO
TeHaiTHI. OCKUTBKH TECHUTypa MapTii IbOTO COJICTa PO3TalloBaHa
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OJTM3BKO 10 BEPXHBOI MK BHKOHABCHKOTO JTialta30Hy TEHOPY, TeMOpP
HMOro rojocy MakCMMaJIbHO JIETKUM, MTPo30puil. MenoguyHuil Maito-
HOK TapTii coJicta psICHO MPHUKPAIMIEHUN MENTi3MaTHIHUMH BCTaB-
KaMH, 110 HE TUTbKH MPUTaMaHHE BHCOKOMY YOJIOBIYOMY TOJIOCY, a
U TIEpEeTBOPIOETHCS HA O3HAKY 1HIAMBIMYaJbHOTO CTHIIIO BOKAJIICTA.
MaHepa CHiIKYBaHHSI CITiBaka i3 IIsSAadeM BiIIOBIAE 3asBICHOMY
00pasy: po3MOBHI IHTOHAIIT MPOTSIKHI, M sKi, «KOB3aiodi», Oararo
B YOMY SIBHO <OKIHOYi». 3 OISy Ha CYYacHY ITO3WINIO CBITOBOT
CITBFHOTH, HAIlIJICHY HA TeHAEPHY PIBHICTH Ta CIPUSHHS TOJICPAHT-
HOMY CTaBJICHHIO JI0 JTIOACH HETpaInIliiHO1 opieHTarrii, oopa3 ['pacci
CTa€ YUMOCH OLTBIINM, HIXK BUKOHABCHKa 3HaXinka. CBOEIO MIHUPOIO
Ta BIAKPHUTOIO MaHEPOIO TIOBEIIHKH, 110 HE IPUXOBYE HIOAHCIB HOTO
0COOMCTOTO KUTTS, BOKAIIICT Hade MaHi(hecTye piBHICTh TEHACPHUX
BMOAO00AaHb, JAI0Yd MOXKIWBICTH 0araTbOM CBOIM IPUXIIBHHKAM
TIOYyBaTHCS OUTBII BIEBHEHO Ta PO3KyTO. be3yMOBHO, 111 CBimoma
TTO3HIIISI TO3HAYAETHCSA I Ha 1HAMBIyaTbHOMY BUKOHABCHKOMY CTHII1
aHcaMOITicTa, 3HAXOIIIHN MIATPUMKY 1 B ITUPOKOI MyOImiku. Sk cBif-
YUTH aHATI3 YUCIICHHUX BiJIC03aMICiB KOHIIEPTiB «Pentatonixy», Heop-
nuHapHa octatk Mituema ['pacci € omHiero 3 HaWO1IBIT BU3HAHUX
Ta YCHINTHUX Cepell I’ SITH IMiPKeBUX 3HAXiJOK CONICTIB aHCAMOITIO.

€ IHUH JKIHOUHIA TOJTOC KOJIEKTHBY «Pentatonix», Kipctin Maib-
JIOHAMIO0, € HOCIEM IIIJTKOM KJIACHYHOTO 00pa3y CydacHOI MiBUMHHU.
[i Burian He HaATO emaTakHWI (32 MipKAMM CYYacHHX TEHJCHITii
MOIM Ta CTHIIO), a YIIOOJICHHM BOpaHHSM € 37eOUTBIIOT0 CYKHI
«MiHI», PI3HOTO POy CITITHUII Ta OIy3H, 9acTO MPHUKpPAIIeHI cTpa-
3aMH Ta TA€TKaMU; 3 SABIAIOTBCS U OUTBIT cMminmmBi Oomi (aHTIL.
«bodysuity) mopsin i3 ymerincamMu (JIOCHHAMH|), IO ITiIKPECITIOI0Th
BUTOHYCHY ¢irypy apructku. TodTo oOpa3 KipcTwH ymoBHI Bin-
TIOBIZIa€ JKIHOYOCTI Cy4acHOi CONICTKH €CTPAIHOTO CIPSMYBaHHS.
Mamnepa cminkyBanHs KipcTuH gyxe BiIKpuTa, IpyXHs, U hopMmye
y yOTIKA BITIYTTS 0COOMCTOTO MPHUATEIILCHKOTO 3B’ SI3KY 3 BUKOHA-
BHIICIO. 32 KOHTPACTOM 3 PEIITOI0 YIaCHUKIB aHCAMOITIO, STKi HAJISKATh
IO TIPOTHJICKHOT CTaTi, SIK TIACTHKA, TaK 1 Xopeorpadis K. Mamsao-
HaJI0 poOJIATh 3aranbHui 00pa3 «Pentatonix» CyTTEBO SICKpaBININM.
[i mpuponna xinoda moBeiHKa if HEMOBTOPHA BUKOHABCHKA MaHEPa
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JIOTIYHO JOTOBHIOIOTH IMI/DK KBIHTETY, CTBOPIOIOUM HEOOXITHUH
aKIICHT Ta HAJAIOYH 3aBEPIICHICTH 1 MUTICHICTD CIICHITHOMY 00pasy
KOJIeKTHBY. BokanpHa MaHepa K. ManbpnoHag0 KOPEIo€ 31 CTHIISIME
BHKOHAHHS JIBOX IHITUX OCHOBHHUX COJIiCTIiB aHcaMOiro, C. XoyiHnra
it M. I'pacci, Ta CTBOpPIOE 3 HUMH TapMOHIHHY TPUETHICTD. [HTOHA-
Iii CITBaYKA MPOHUKIIMBI Ta HATOBHEHI IIIUPUM MTOUyTTsIM. TeMOp i1
TOJIOCY CBITJIHIA, SICKPABO BHpaKeHE ApaMaTHIHE HAITOBHEHHS HOMY
HE BJIACTHBE, III0, OJTHAK, HE 0OMEKy€e BOKATICTKY B TONTyKaX ITiKa-
BHX Ta OPHUTIHATBHUX 3BYy4aHb B 3aJICKHOCTI BiJl 0COOTMBOCTEH KOH-
KpPETHOT KOMITO3HITi.

IT’stmii comict ancamOimo — Mett Cajull, BUKOHaBelL 0acoBol
naptii. Ha mogarky TBOpUOi MisLTEHOCTI KOJIEKTUBY ITIO TIAPTIO CITi-
BaB ABpiens Karuran, skwuif mmizainre (2017 poky) TOKHHYB aHCAMOITh
i3 BacHUX MipKyBaHb. O0pa3 MeTTa crpaBeTMBO BBa)KAIOTH Haii-
OLTPII BUBOXKCHWM. SIK MpaBUiIO, IBOTO TEMHOIIKIPOTO COJIiCTa-
aHcaMOicTa MOKHa OauWTH y CTPUMAaHHUX COpPOYKAX, KIIACHIHUX
KocTIoMax. lle HaliMeHIn emaTaXHUKW aHcamOmcT «Pentatonixy,
HOMY HE BIACTHBI «KPHUUYII» CIIOCOOW TMPUBEPHEHHS yBardW IJIs-
nmada. Aje Ha T 1HIIHX COJICTIB «CHOKIWHUID XapakTep o0pasy
Metra Casrn mocTae SK JTOCHUTh KOHTPACTHUH Ta HETPHUBIATLHUM,
mo, 0e3yMOBHO, BHOKPEMJIIOE BOKalicTa W Jomae HoMmy 0OcoOIr-
Boro mapmy. Y cdepi kordpepancy M. Caur BTOPUTH MaHEPI CITiII-
kyBaHHa K. Onycomm — iHmoro adpoamMeprKaHiisi aHCaMOITto, aie,
Ha BiaMiHy Big KeBina, MeTTy BIacTHBI CTPUMAHICTh Ta M AKICTh
00pazy. BTimM, BOHU HE € CBITUCHHSIM TOTO, IO aPTHUCT 3aTHCHYTHH
Ta HEMOBOPOTKMIA Ha cIeHi. Mloro o6pa3 — BimKpHTHii, OmBepTHil i
CITOHYKA€ J0 MIHPOTO CITIJIKYBaHHSA. BOKamicT yBIHIIOB 0O CKiIamy
«Pentatonix» ymme y 2017-My, i mpu BUBYCHHI TBOPYOCTI KOJEK-
THBY BUHWKA€E BPAXXEHHS, IO TMOIIYK YHIKaJbHOTO 00pasy MpoaoB-
KYETBCSI, SIK 1 CTAHOBJICHHS 1H/IMBITyaJbHOTO BUKOHABCHKOTO CTHITIO
TaJaHOBUTOTO apTHUCTA.

BaxximBo okpeMo 3a3HaYUTH, IO TTICIIS 3MIiHU COTTICTA SIK 3BYYaHHS,
TaK 1 30BHINIHINA BUIIISAI KOJEKTHUBY ICTOTHO 3MiHMWHCS. Lleit dakr,
Ha HaITy AyMKY, TATBEPUKYE TIOTE3y MPO YHIKATHHY POJIb 0COOU-
CTOCTI COJIiCTa B Cy4aCHOMY €CTpaJHOMY BOKAaJILHOMY aHCaMOJI, 1ie
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apTUCT-aHCAMOJIICT € He JIUIIIe BUKOHABIIEM TapTii, a i HOCiEM HETIOB-
TOPHOTO 00pa3y, sICkpaBoi xapusMu. OcTaHHE Mae Oe3MmocepeHii Ta
He3arepeyHmid BIUTUB Ha (hOpMYBaHHS 1HIWUBITyaThbHOI BHKOHABCHKOT
MaHEpH 1 BIIacCHE aHCaMOJTiCTa, 1 aHCaMOITIO B ITLIOMY.

BucnoBku. IIpoBeneHHS «BEpTHKaT» Kpi3h BHUIICHABEICHI
JlaHI TI0I0 OCOOMCTICHUX XapaKTEPUCTHK Ta, SK HACIIIOK, PHC
IHIUBiAyanbHOI BHKOHABCHKOI MaHEPHW KOXXKHOTO 3 aHCaMOJiCTiB
KOJICKTHBY «Pentatonix» poOUTh TOMITHOO aKI[EHTYaIlif0 HE TITEKH
(1 HaBITH HE CTITBKH) BOKAJIBHUX OCOOIMBOCTEH TOJIOCY, a TOTO,
SIK BOHU BHSIBIISIIOTHCSI B MPOIIECI KOHIIEPTHOTO BUCTYITY 3aBISIKU
CIICHIYHUM 00pa3aM apTucTiB. llpuTamMaHHa KOXXHOMY COJIICTOBI
aHcaMmOII0 YHIKaJbHa MaHepa BUKOHAHHS, JUINE HOMY BIACTHBI
0COOJTMBOCTI CITUIKYBaHHS 3 ITyOJiKOI0, XapU3MaTHYHICTh, 1HIH-
BifyalbHa TUTACTHKA Ta TIOBEMIHKA Ha CIICHI, Mi3HABaHUN TeMOp
TOJI0OCYy — TOOTO IHIMBIAyaJIbHUN CTHIhL BUKOHAHHS COJIICTa-BOKa-
JicTa — AO3BOJISIIOTH PO3MIUPUTH MAJTPy 3aC00iB BIUIMBY Ha TJIs-
Jada Ta mojapyBartd Homy mie Oijbllle BPaKeHb Ta MO3UTHBHHX
EeMOITIHHUX CTUIeCKiB. My3nW4yHa BHCTaBa CTAa€ OUTBII BHIOBHUIITHOIO
Ta BPa)KalO4uoI0 3aBISK{ YCITIITHOMY (YHKITIOHYBAaHHIO COJIICTiB
Yy KOMYHIKaTHBHOMY TIPOCTOPI €CTPaJHOTO aHCAaMOJI0 Ha Pi3HUX
PIBHSAX B3a€MOJIi — BiJ MI>KOCOOHCTICHOTO CITUIKYBAHHS O KOMY-
HiKaIlii i3 IIMPOKUM 3arajioM ciiyXadiB / TsimadiB. Lle 3HagHO mMimI-
BHIIY€ PIBEHB MOMYISPHOCTI KOJIEKTUBY Ta CIPHUsE HOTO BU3ZHAHHIO
ITyOJTiKOT0, PEAKITis SIKOT € HAMBAKJIMBIIITAM KPUTEPIEM YCITIIITHOCTI
ApPTHUCTIB B €CTPATHOMY BHUKOHABCTBRI.

TakuM YMHOM, MU IPUXOIUMO JIO TBEPXKSHHSI, [0 KaTeropis iH-
JIMBITyajlbHOTO BUKOHABCHKOTO CTHIIIO Ma€ BHpIlIajibHE 3HAYCHHS
JUTST KOMYHIKaTHBHOCTI €CTpaJHO-aHCAMOJIEBOI IMIsIIBHOCTI Ta €
OCHOBHHUM 1HCTPYMEHTOM y (hOpMyBaHHI KOMYHIKaTHBHHUX 3B’SI3KiB
ancaMOiicTiB. BoHa BH3Ha49ae BECh CIIEKTP B3aEMOIIN OKpEMOTO
BOKAJTiCTa 1 K OMWHUIII aHCAMOJTIO, 1 K CKIIaJ0BOI ITUTICHOTO Opra-
HI3My BUKOHABCHKOTO KOJICKTHBY.

3aydeHHs MyONiKH 10 aKTHBHOI y9acTi B €CTPamHId My3WIHIN
BHICTaBI IICHXOJIOTIYHO 30JIMKyEe My3WKaHTa 3 TISIIa9eM, JTO3BOJISIE
BiIUyTH HOTO OCOOMCTICHI TEpeKWBaHHA W TomosiaTH Oap’ep, 1o
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PO3IiIsE aPTUCTUYHUI Ta DISJANBKUNA MPOCTOPH, BITIyTH MPHUYET-
HICTh KOJKHOTO JI0 HETIOBTOPHOI atMocdepu momii. Yce 1ie mose B3a-
€MOITii — KOMYHIKQaTUBHHI TPOCTIP €CTPaTHOTO aHCAaMONI0O — CTae
YMOBOIO HapOIKEHHS 0COOJUBOT COIIABHOI €THOCTI «TYT 1 3apas»,
A€ BITIYTTS YHIKAIBHOCTI MOMEHTY, €IHAHHS KOMYHIKaTHBHOTO
PEIUTIiEHTA 3 0COOTUBOIO CIUTHBHOTOIO JTIIOIEH, COIIaTbHOIO TPYIIOLO,
3arajJbHUMH [IHHOCTSIMM, BITHOCUHAMU Ta LIJISIMH.

HaBenmenuii anamiz mokazaB, mo Ha (QOpPMYBaHHS IHIUBITY-
AIBHOTO BHKOHABCHKOTO CTHJIFO HE3allepeyHHd BIUTMB Mae€ 0COOU-
CTICTh COJICTa-BOKANiCTa, KA HE IMPOCTO € CKIIAJOBOI0 YaCTHHOIO
aHcaMONf0, a Bidirpae BHW3HAYaIbHy pOJIb, MPHBEPTAIOYU YBary
mIAgada 3aBOSKH OCOOMCTICHOMY MOIYCY KOJKHOTO aHcaMOIicTa.
YV 11p0My pakypci mepcneKTHBHUM y TOCITIDKECHH] MUTAHHS KOMY-
HIKaTUBHOCTI CY94acHOTO €CTPaIHOTO aHCAMOIIIO BUSBISETHCS PO3-
IS YHIKQJIBHOT pOJTi HOTO BOKAJIIiCTa SIK OMUHUII, 10 (opMye TeHe-
pagpHUI 00pa3 KOJICKTUBY.
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INDIVIDUAL PERFORMANCE STYLE
OF A SOLOIST-VOCALIST IN THE COMMUNICATIVE
SPACE OF APOP VOCAL ENSEMBLE

Statement of the problem. The article examines the role of
individual performance style of asoloist-vocalistin the communicative
space of a modern pop vocal ensemble. The analysis of recent
publications on the topic (I. Yarkina, 2016; E. King, 2013; C. Lim
(2014); O. Sidorenko (2018), L. Shapovalova & Y. Nikolaievska, &
N. Mykhailova, & I. Romaniuk, & A. Khutorska, 2021; Y. Savchenko-
Shlapak & R. Savchenko, & Q. Pan, 2021, T. Sidletska, 2018 and
others) demonstrates that the issues of communicative processes
in a pop vocal ensemble stay unlighted today and require of active
development.

The purpose of the study is to define a role of a soloist-vocalist
personality in the communicative space of a modern pop vocal
ensemble basing on the analysis of the famous pop vocal quintet
“Pentatonix” soloists activity. The main tasks of the study are:
to analyze the individual performance style of the «Pentatonixy’
soloists-vocalists, to define the role of each in formation of a holistic
scenic character of the group, to generalize the main idea about
the influence of an individual performance style on the formation
of a communicative space of a pop vocal ensemble. In the research
process the comparative-analytical, genre-style, intonation,
structural-functional, empirical methods were used.

Results. The analysis of the individual performance style of
each soloist of the “Pentatonix” ensemble demonstrates its direct
influence on the formation of the general image of the ensemble.
The musical performance becomes more spectacular and impressive
due to the successful functioning of the solo in the communicative
space of the pop ensemble. The involvement of the public in active
participation in the performance by using the peculiarities of the
individual performance style of the soloists joints the performer to
the individual psychical experience of each spectator, overcomes the



126  [Mpobnemu e3aemodii Mucmeumea, nedazoeiku ma meopii i ipakmuku oceimu, gur. 61

barrier that separates the artistic and spectator space, that allows
to feel the connection of each in unique atmosphere of the event.
1t is one that essentially rises the level of popularity of a musical
collective and helps to its recognition by public, whose reaction is
a most impotent criteria of artist success in the variety performing.
So, in conclusion we come to the declaration that the category
of the individual performance style occupies a determine position in
communicative activity of a pop ensemble and is a main instrument
forming the communicative connections of ensemble’s members.
Key words: pop vocal ensemble, communicative space, soloist-
vocalist, individual performing style, stage image, communication.
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LESTER YOUNG’S PERFORMANCE POETICS
AND PERFORMANCE STYLE:
THE EXPERIENCE OF ANALYSIS

The research focuses on the system of performance resources of
expression of ajazz musician, which received the title of “performance
poetics” and “performance style”. L. Young’s creative work has
repeatedly been the subject of research, in particularly, in publications
by L. Porter (1981) and D. Daniels (1985; 2002; 2005), one of the
outstanding biographers of the jazz master. D. Gelly (2007) includes
L. Young into the pantheon of the most influential jazz performers
reflecting the components of his performance style. J. P. De Lucia
(2017) calls L. Young a key figure at the beginning of swing era.
The scientific novelty of our study lies in the development of aspects
of the analysis of the performance poetics of jazz musicians basing
on L. Young's creativity. The purpose of the article is to identify the
parameters of Lester Young's performance poetics. As the research
methods the communicative-interpretative, systematic, stylistic
approaches and the performance analysis are used. The analysis
of performance poetics is based on the Kharkiv I. P. Kotlyarevsky
National University of Arts musicologists’ developments: by
L. Shapovalova (2007) devoted to the “performance time-space”
concept and Yu. Nikolaievska s monograph (2020) on the performance
interpretology.

The results of the study are based on the analysis of L. Young's
compositions the “Squabblin” and the “Blue Devils Blues”;
on his work as a soloist-improviser in King Olivers orchestra
and in the band “Blue Devils”. Conclusion supports the idea of
performance poetics as an artistic system, which is a “reflection of
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the musician s interpretative thinking” (Nikolaievska, 2020) in such
parameters as melody, metro-rhythm, tonality, harmony, texture
and the corresponding “toponyms” — articulation, tempo-rhythm,
dynamic score, and “toponymics” as performance reproduction
of texture. It is articulated on such positions as unique timbre and
sound production (specific position of the mouthpiece), expansion of
harmonious thinking (melodic use of fourths and fifths, “horizontal”
concept of phrasing). L. Young’s unique performing style is based
on the principles of “stretched sound”, “horizontal” concept of
improvisation, intense vibrato and the formation of a performance
as a reflection act.

Key words: performance poetics, Lester Youngs creative work,
saxophone timbre, performance analysis, performance style,
harmonious thinking, horizontal concept of jazz improvisation.

Introduction (the analysis of recent research and publications,
statement of the problem). The research focuses on the system of
performance resources of expression of a jazz musician, which
received the title of “performance poetics” and “performance style”.

L. Young’s creative work has repeatedly been the subject of
research, as evidenced by a significant body of sources!. Many
publications belong to L. Porter, in particular, in one of them the
author analyses the components of L. Young’s early style (Porter,
1981). One of the outstanding biographers of the master is
D. H. Daniels, the author of a fundamental work (2002) that contains
the most complete volume of information about the cultural roots of
the jazz musician and his style, and a number of articles (Daniels,
1985; Daniels, 2005). D. Gelly (2007), while including L. Young into
the pantheon of the most influential jazz performers, reflects on the
components of his performance style and seeks to understand what
this stylistic influence was on the art of jazz improvisation and the
process of updating jazz style in general. J. P. De Lucia (De Lucia,
2017) considers L. Young a key figure at the beginning of swing
development. On the example of the solo «Lester Leaps In», he

' The name of L. Young is in all encyclopedic editions, dictionaries, books
on the history and theory of jazz (Blesh, 1971; Biichmann-Mpgller, 1990;
Evensmo, 1977; Martin, 2004) etc.
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analyses the specific elements of improvisation that led to the creation
of a new jazz dictionary.

All of the above makes the study of L. Young’s work within
the framework of modern jazz, in particular, such concepts as
“performance style” and “performance poetic” are relevant.
The scientific novelty of our study lies in the development of aspects
of the analysis of the performance poetics of jazz musicians basing
on L. Young’s creativity.

The purpose of the article is to identify the parameters of
Lester Young’s performance poetics.

The research methodology. As the research methods the
communicative-interpretative, systematic, stylistic approaches and
the performance analysis are used. The analysis of performance
poetics is based on the scientific developments of musicologists
of the Kharkiv I. P. Kotlyarevsky National University of Arts:
by Yu. Vakhraniov (1994), L. Shapovalova (2007), Yu. Nikolaievska
(2020). In particular, on those by the Department of Interpretology and
Analysis of Music, which develop positions relevant to the modern
description of the performance processes. This is L. Shapovalova’s
research (2007) devoted to the concept of “performing time-space”,
Yu. Nikolaievska’s monograph on the performance interpretology,
where the author formulates the concept of “performance poetics™ as
an artistic system that is “a reflection of the interpretative thinking
of a musician” (Nikolaievska, 2020: 217). She names its constant
elements (“performing style”), such as melody, metro-rhythm,
mode harmony, texture, denotes the corresponding ‘“toponyms”
(articulation, tempo-rhythm of the composition, dynamic score)
and “toponymics” as a performance reproduction of texture [ibid.].
Focusing on the proposed positions as an algorithm for analysing
the performance poetics of a musician, let us turn to the analysis of
L. Young’s creative activity and compositions.

Presentation of the main material. Douglas Daniels, one
of Lester Young’s biographers, in his fundamental work «Lester
Leaps In: The Life and Times of Lester “Pres” Young», quotes the
saxophonist Eddie Barfield, a contemporary of Lester Young, on
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his performance style: «He played the tenor in the viola performing
style» (Daniels, 2002: 107). The trumpeter Leroy White said that
«Lester...played what no one else thought. He was full of ideas»
(Daniels, 2002: 133).

During the improvisation, the musicians relied mostly on the
melody and notes of the chord. In the 1930s musicians of a more
advanced level, such as Duke Ellington or Lester Young, began
experimenting with further chord expansion, such as the D, chord,
where they could play a ninth, an eleventh, and a thirteenth. Another
performance means of expression in L. Young’s legacy is the use
of a scale of four sounds. It consists of notes of minor triads scales
with an additional sixth. Despite the fact that such a scale contains
the prime, third, fifth and sixth of the scale of the melodic minor, on
which the chord is based, it can also be played on chords of major
and minor scales.

Traditionally, the prime, third, fifth and seventh are considered
as chord sounds. That is, with the help of these sounds it is possible
to determine the quality of the chord: whether it is major, minor
or dominant. This definition had existed for several centuries in
classical music, and until the 1940s in jazz. But in the case of some
more modern chords, the traditional understanding of chord sounds
is not relevant. For example, the sounds that determine the quality
of sus chord are a prime, forth, and seventh. Thus, jazz pianists and
guitarists play these sounds to build the harmony of the Csus chord.
Similarly, the susb9 chord consists of the prime, fourth, and actually
the reduced ninth.

In the swing era, pentatonic scales became popular among jazz
musicians. Lester Young also used pentatonics during improvisational
solos in many compositions.

For jazz, as an improvisational, oral culture, the massiveness
of the musical process has always been of considerable benefit.
It formed ensembles of the playing type, but not the performance
one. The musical themes of their repertoire were based on certain
general harmonic and structural principles, the musicians made the
arrangements orally; they were not recorded in the musical text,
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and were created on stage at the very moment of performance.
Each time the compositions had a different sounding, and they
appeared instantly and had to act on the listeners at a specific
time. Lester Young tried to play the saxophone playing of his idol,
Frankie Trambauer. He repeated his style of sound production and
phrasing. In the annotation to L. Young’s album, O. Batashev (1989)
touches on several important stylistic peculiarities of the performer.
For example, the story of the formation of Young’s sound qualities
is interesting. In 1936, Count Basie invited two saxophonists,
Lester Young and Herschel Evans, to join his ensemble. The latter
was a tenor who played in the manner of Coleman Hawkins, with
a three-dimensional, full, laryngeal “hot” sounding of the instrument.
Young’s sounding was concise and transparent, “cool”, with unique,
new at the time musical syntax and punctuation. Evans’ swing was
more straightforward, open, and Young’s was thinner, more secretive,
and more profound.

During his collaboration with the jazz vocalist Billy Holiday,
Lester Young paid a lot of attention to the lyrics component. He
knew the words of all the songs, which were performed, and focused
on them during improvisations. Speech component also influenced
the formation of Young’s performance style, due to which his
contemporaries claimed that “Young’s saxophone could ‘talk’
(Batashev, 1989).

Lester Young’s performance style originated in King Oliver’s
orchestra, the repertoire foundation of which was blues. It is a
simple, emotional and soulful playing that demonstrates It is a
simple, emotional and soulful playing that demonstrates deep
penetrate in the aesthetics of the blues. During improvisational
solos, Lester Young relied not only on “blues” notes and harmony,
but also on pauses, exchange of musical phrases and remarks,
patterns with other members of the ensemble. Critics associate
such musical techniques with King Oliver and Jelly Roll Morton.
At the same time, according to D. Daniels (2002), when creating
new melodies, Young did not deviate from the melodies of the main
themes and followed the jazz traditions of the corresponding era,
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which (the tradition) was introduced by Jelly Roll Morton and the
famous jazz clarinettist Sidney Bechet — never lose the focus on the
melody and follow its development. Keeping the melody simple,
combining notes in both pitch and rhythm, Young maintained blues
traditions that originated with the unique source sites of the blues,
the Mississippi and Southern Louisiana deltas, adapting the same
techniques of playing that were used by King Oliver on the trumpet,
and by Robert Johnson on the guitar. Lester Young projected it on
the tenor saxophone. D. Daniels notes that King Oliver’s influence
on Young was also in eccentric behaviour, habits and manners,
as well as a tendency to tell interesting stories. The “narrative”
style of performance has become one of the dominant features of
Lester Young s style. Thus, it is possible to make assumptions about
the projection of the text on the musical performance of L. Young,
the formation of musical narrative as a component of performance
poetics, that in Young’s music making there is a flow of awareness,
“automatic” writing. Interestingly, it was in the early 1920s that
the same style emerged in the literature, the founder of which is
considered J. Joyce. The creative work of writers — representatives
of the next generation, “beatniks”, in turn, was formed under the
influence of improvisations of jazz musicians of the “bop” era,
which included Lester Young. This relationship — the flow of
awareness in text format — in music format (jazz improvisation) —
automatic writing of “beatniks” in a new round, rethinking the flow
of awareness in both formats. While working in orchestras in the
Southwest, Lester Young’s own style of music making was greatly
influenced by arrangements. This period of Young’s creativity is
associated with the work with the band of “Blue Devils”. D. Daniels
singles out Buster Smith as one of the first arrangers, along with
Jesse Stone and T. Terence Holder, who in their compositions took
into account the individual characteristics of the band’s musicians.
Smith arranged in such a way so as to emphasize Young’s unique
talent as a “subversive” but full of mental feelings soloist.
Leroy White explained: “Buster’s arrangements were different
because he knew the possibilities and expressive potential of his
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musicians and wrote personally for each” (as site Daniels, 2002:
138)%.

Following the example of Duke Ellington, Buster Smith began to
add seventh and ninth chords to the harmony. He began experimenting
with adding a sixth sound to the ninth chords, extending the harmony
to all of the instruments of the band. Smith’s arrangements also
caused some controversy. As one member of the ensemble noted,
“white bands did not use [chords of seventh and ninth] because they
heard it as false” (Daniels, 2002: 138). When Smith and other bold
arrangers began to add fifth and sixth sounds to the chords, the sound
of the chords changed completely. They no longer used harmony
based on triads. The most outstanding songs recorded with “Blue
Devils” — “Squabblin” and “Blue Devils Blues” — in both of them
Lester Young participated.

As for the sound of Lester Young’s saxophone, D. Gelly (2007)
notes that Young used about half the dynamic potential of his
instrument when playing in Count Basie’s orchestra. However, he
always placed the instrument at a close distance from the microphone.
Some examples of his solo contain a real whisper. Despite Young’s
dynamic range within the averages, his improvisational line always
sounds tense, is clearly articulated and moves elegantly and logically.
In Lester Young’s solo there is always “every second adjustment
of tonal weight, ornamentation and balancing of note to note and
phrase to phrase” (Gelly, 2007: 66). It is in this context that one can
understand all his originality, which becomes all the more interesting
when the simplicity of the means of expression is appreciated. For
example, analysing Young’s solo in the first double of “Way Down
Yonder”, D. Gelly draws attention to the unpretentious flow of
arpeggios and fragments of scales, consisting of “trembling” eighths.
All this is done according to a simple harmonic scheme, which the
popular composition of 1922 has.

Lester Young’s performance style was an innovation in jazz in the
1930s and remains unsurpassed even today. He achieves the effect

2 Following the example of Duke Ellington, Buster Smith began to add
chords of seventh and ninth to the harmony.



Mpobremu 83aemodii mucmeumea, nedazoeziku ma meopii i ipakmuku oceimu, gurl. 61 135

by combining graceful sounding, micro-intonations and exquisite
selection of notes. They can be simple, minimalistic, but not obvious.
Young’s phrases tend not to be based on stable chord sounds such as
tonic, third and fifth, but on less stable ones such as sixth and ninth.
The complex chromatic substitutions used by Coleman Hawkins
were not in Young’s sphere of interest. However, in the solo song
“Way Down Yonder” one can see chromatic moves. In measure 20,
Lester Young plays the descending arpeggio of the F, chord and
raises the fifth by a semitone. This alteration adds a specific colour
to the chord. It reminds of incompleteness, uncertainty — the mood
that Lester Young liked to embody. In this case, the solo sounds calm,
smooth, but Young used the techniques of altered chords in other
compositions to achieve the effect of strong emotional impact.

Some examples of the best compositions recorded by Lester Young
can be heard on the tracks of Columbia 1939—40. For example, the
song “Twelfth Street Rag” was recorded in April 1939. It has an
interesting approach to the tonal plan. According to D. Gelly (2007),
the listener may, at first glance, have the impression that the melody
is hopeless, especially during the remarks of C. Basie and J. Jones
in the introductory chorus. However, next there follows a light
second chorus by C. Basie with an unexpected change of key from
Cto Eb (C - E-flat), and Lester Young conducts two unsurpassed
choruses. In this composition, his mastery of rhythm stands out, as
he transforms slow, delayed phrases into energetic moving and motor
improvisational line. In the second chorus there is a variety of sound,
which is presented as short “portions” of passages with auxiliary
fingering, owing to which there is a change in the timbre colour of
individual sounds of the saxophone. At the same time, C. Basie’s
accompaniment is restrained but attentive, follows every movement
of sound patterns and every nuance. D. Gelly sees the final part of the
composition as confusing and vague. Despite this, the composition
“Twelfth Street Rag” is a striking example of the embodiment of
Lester Young’s performance style.

Also noteworthy is the song “Clap Hands, Here Comes Charlie!”,
which was recorded in August 1939. According to its parameters, it
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can be considered as a proto-bop, its super-fast tempo of performance
is impressive — 288 beats per minute, the rapid and active beginning of
the composition immediately creates the effect of tension, virtuosity,
and accuracy. L. Young’s solo in “Clap Hands, Here Comes Charlie!”
at the same time, according to D. Gelly, is a model of balance and
technical skill.

Other songs of the band from this period with Lester Young’s
outstanding solos include ‘“Pound Cake”, “I Never Knew”,
“Broadway”, “Easy Does It”, and “Louisiana”. But one of them
should be singled out especially — the song “Tickle Toe”, the author
of which is actually Lester Young. Although he is considered
a co-author of several compositions by C. Basie (Lester made
a significant contribution to them through riffs in numerous
arrangements of heads, improvisational solos, which are also full of
creative ideas). The composition “Tickle Toe” contains a theme of
complex construction, written by Lester Young, but the orchestration
belongs to Andy Gibson. Immediately after the exposition of the
theme, a solo saxophone sounds, lasting 32 measures. It “sprouts”
from the theme naturally and symmetrically, preserving certain
logic of thematic development, so the solo forms one whole with the
theme, and is perceived as one whole. When the theme is conducted
at the end of the composition, it sounds changed. The change is in
the use of an exact quote from Bix Biederbeck’s solo from the song
“When?” (its recording was made with Paul Whitman’s Orchestra
in 1928). This is a wonderful example of Lester Young’s phenomenal
musical memory, which was the subject of legend among musicians.

Jazz melodies with the word “Dream” in the title are mostly
performed in minor keys and usually contain chords with a minor
sixth (minor triad with the addition of a major sixth step). This
chord is often used by Lester Young to create the effect of harmonic
ambiguity in his solos.

The song “Lester Leaps In”, the riff of which is based on the
theme of J. Gershwin’s “I Got Rhythm” is interesting, because it is
considered as Young’s “business card”. His solo in this composition
deserves attention for two reasons. First, it has a logically structured
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construction, with a few offset phrases. Secondly, according to
D. Gelly (2007), in this record C. Basie mistakenly enters at the
beginning of the second chorus of Young, which creates a certain
collision. Lester continues confidently until Basie stops to orient
himself, and the order returns after eight measures. The second double
was recorded, but Young’s solo did not correspond to the creative
idea of the composition, so the first double containing the collision
got into the record. Also interesting is the case of a session recording
at the Savoy studio, during the period when L. Young was the only
soloist accompanied by C. Basie and the usual rhythm section. This
is about a song called “Ghost of a Chance”, with a continuous solo,
even without a piano introduction, lasting 48 measures in a tempo of
56 beats per minute.

This material differed significantly from that which Lester Young
played with Count Basie, so this new performance approach was
not accidental. The uniqueness and beauty of Young’s performance
style lies in the individuality of his musical expression. He conveyed
not only a blues mood, but also a precise state of mind. Not only
sadness or longing, but such a mood, more like “tired obedience”
(Gelly, 2007). One should also note the harmonious peculiarities of
this composition: it is dominated by a chord with an altered fifth (#5),
which can be observed 5 times during the chorus of 32 measures.
This chord has always occupied an important place among the
stylistic components of Lester Young’s performance. The performer
emphasized the chord by making short stops. Sometimes the chord
needs to be expanded by adding a ninth. The centre of gravity is
in the low register, only sometimes Young uses the upper range of
the instrument, but without the enthusiasm, with which many other
saxophonists (and wind instruments performers in general) play in the
high register. In some cases, the improvisational line briefly features
notes that are perceived as chromatic chord substitutions introduced
by young bebop representatives. However, in these episodes, when
the melodic line sounds semitone lower than expected, the effect of
melancholic yawning is created. In addition to “Ghost of a Chance”,
which is performed in a slow tempo, other songs — “Blue Lester”,
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“Indiana” and “Jump, Lester, Jump” — are more mobile and energetic.
Lester Young’s technicality and virtuosity, sharpened by instinctive
understanding between him and C. Basie in these compositions is the
most expressive.

At a deeper level, it can be argued that the stylistic features of
Lester Young’s performance skills are one of the main factors
influencing the formation and creative pursuits of Miles Davis.
It follows that Young’s experiments also gave rise to the modal
jazz of the 1960s, where improvisations were built by way of using
various modes (folk music modes).

D. Gelly emphasizes the fact of mutual respect and creative
interests between Lester Young and Miles Davis. In his autobiography,
M. Davis claims that he learned the “moving style of playing” from
Lester Young (Gelly, 2007: 144). This style is characterized by a
gentle approach and concept and emphasizes one note, it based on
the meaning of one note and its accentuation. He contrasts this with
the bebop style of C. Parker and D. Gillespie, to which the credo
“probably more than less” was attributed, and which used “too many
fast notes and chord changes” (Gelly, 2007: 144).

On the other hand, Lester Young was looking for opposites,
to some extent, of long sounds. It has been noted before that he did
not want to perform fast chromatic sequences and chord changes.
Instead, he tried to find his way through numerous chord structures,
while emphasizing the melodic line. Young’s recordings with
John Lewis show just such trends. As Gunther Schuler (1968) aptly
points out, Young’s music making was mostly diatonic.

Conclusions. Despite the dominance of Hawkins on the jazz
scene of the tenor saxophone, around 1930-1931, Lester Young
formed his own style. He has never been an imitator, he has only
been an innovator. Innovative features based on the analysis of
compositions are marked by the parameters of performance poetics,
which ultimately affects the formation of personal performance style.
As the main ones, we single out the following toponyms.

1. Unique timbre and sound production. So, in order to add
unique colouring to his instrument’s sounding, Lester Young turned
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the mouthpiece so that the saxophone’s bell was aimed at him
(the performer). Given the acoustic nature of wind instruments and
the acoustic perception of the performer’s own sound on a wind
instrument (which differs from the listener’s perception of the same
sound), this interesting and unusual invention helps of the musician
to control and hear his own instrument better and more objectively.
That is, it can be a question of performance as a reflection act.

2. Expanding harmonious thinking. Yes, his emphasis on both the
melodic use of fourths and fifths and the harmonious use of the sixth
and ninth steps in the coexistence with a linear, horizontal concept
of phrasing leads to a “stretched sound” that matches Miles Davis’
creative pursuits. Miles realized this during the recording of the
album “Kind of Blue”, which gained a reputation of the brightest
example of modal improvisation.

3. Unique performance style. One of the important trends set
by Young is the horizontal concept of improvisation, when the
melodic line is chosen as the material for improvisation. Later, such
a principle was adopted by prominent jazz musicians Miles Davis
and Ornette Coleman. Another important component of the sonorous
individuality of jazz saxophonists is the use of vibrato. According
to G. Schuler, the technique of vibrato — its specificity, frequency,
amplitude, intensity —is a fundamental method used by jazz musicians-
wind instrument performers to colour their individual sound (Schuller,
1968: 32), which can be heard, for example, in the composition of
“Dickie’s Dream” (1939), performed by Count Basie’s Orchestra.

Concluding the research, we shall emphasize once again the
importance of studying the performance poetics of Lester Young
as a basis for the professional development of a modern performer-
improviser. We also note the perspective of the concepts of “performance
stylistic” and “performance poetics” for modern jazz, focused on the
personalities of artists who create jazz in the XXI century.
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BUKOHABCBHKA NOETUKA TA BAKOHABCHKHI
CTUJIb JIECTEPA SIHT'A: JOCBIJA AHAJII3Y

Y gpoxyci oocrioscenns — cucmema 6UKOHABCHKUX 3AC00i6 8UPA3-
HOCIMI 0JCA308020 MY3UKAHMA, W0 OMPUMANA HA38Y «BUKOHABCHKA
noemuxay. Haykoea noseusna pobomu nonsiecae y HaAnpayo8auHi
acnekmis ananizy BUKOHABCLKOI NOEMUKU OHCA308UX MY3UKAHMIE.
Mema cmammi — susgumu napamempu 6UKOHABCHKOI NOEmuKu
Jlecmepa Anea, sikoeo Oocnionuxu 1020 meopuoi OisinbHOCHI 8i0-
HOCSMb 00 NAHMEOHY HAUOLIbUL BNAUBOBUX OINCAZ0BUX BUKOHAG-
yie — Kouosux nocmameil nouamxy enoxu ceinzy. Ceped memooie
00CNLI0NHCEHH A BUKOPUCTIAHT KOMYHIKAMUGHUL, THMepnpemamueHull,
CUCIMEMHUI NIOXO0U, CIMULICMUYHUL A 6UKOHAECLKUL ananis. Pos-
27110 BUKOHABCHKOI NOEMUKU CNUPAEMbCS HA HAYKOBI PO3POOKU MY3U-
KO3HaB8Yi6 xapkiscvKkoi wikonu, 3okpema JI. llanosanosoi (2007) ma
IO. Hixonaescoroi (2020) 6 yapuri 6ukoHagcokoi inmepnpemonocii.

Pesynomamu 0ocniodcenns 6a3yiomvcs Ha aHANIZT KOMNO3UYill
JI. Anea «Squabbliny i «Blue Devils Blues» ma disnvnocmi my3u-
Kauma sk conicma-iMnpogizamopa.

Bucnoeku niompumyoms idero npo 6UKOHABCHKY NOEMUK) K
XYOOJUCHIO CUCIEMY, WO € «BIO03EePKALEHHAM THMEPNPemayitlHoco
mucnenusn mysuxanmay (Hixonaescoka, 2020) 6 maxux napamempax,
SAK MeN0C, Mempopumm, 1a002apMoHis, gaxmypa ma 6ionosioui
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meopy. Hazonoweno na maxkux nosuyiax, ax yYHiKaibHul memop ma
38YKOMBOPeHHs (cneyudiyne NONONCEHHS MYHOWMYKQ), PO3UU-
PEHHS 2apMOHIYHO20 MUCIIEHHS (MenoliliHe SUKOPUCMAHHI K8apm
ma KeiHm, 20pU30HMAIbHA KoHyenyis @pazyeanis). Yuikaivna
BUKOHABCHKA Manepa JI. fnea bazyemvcsi Ha npuHYuUNnU «po3mseHy-
MO20 38YKY», «20PU30OHMATLHOLY KOHYenyii IMnpoegizayii, IHmeHcus-
HO20 8IOpamo ma Gopmyeants GUKOHAHHS 1K AKmy pe@rexcii.

Knrouosi  cnoea:  suxonagcbka — noemuxa, — meopdicmo
Jlecmepa Anea, membp cakcogony, 6UKOHABCLKULL AHANI3, BUKOHAG-
CbKULL CMUNb, 2apMOHIYHEe MUCTEHHS, 20PUSOHMANbHA KOHYeNnyisl
00icazo060i imnposizayii.
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Tapaca Bynvou 3 oonovimennoi onepu M. Jlucenka, siki exasyeanu 6
HA 1020 NPUHANENHCHICMb 00 HAYIOHANLHO20 KYIBIMYPHO20 KOOY U HA
aKmyanvbHicms, Ky 6iH He empamus i 00Ci. 3acmocosani Kyibmypo-
JIoTUHULL NIOXIO, WO 003601UE SUABUMU HAAexdcHicmb oopasy Tapaca
00 (henomena «HaYiOHANLHULL KYIbHYPHUL KOO», ICMOPUYHULL MEMOO,
3a 00NOMO20I0 SIKO20 NPOCMENCYEMBCS npoyec renepayii CKNA008UX
Yb020 ABUWA, KOMNAPAMUBHUL AHANI3 ONA 3 ACYBAHHA MO0, AKUM
uunoM pucu 0opasy Tapaca peanizyiombcsi y 60KaibHuX iHmepnpemas-
yisx. Ilonpu me, wo meopuocmu M. Jlucenka npucesuenuii snaunuil
00cs12 HAYKOBUX Npayb, ananiz inmepnpemayii oopasy Tapaca 6 KoH-
MeKCMi HAEeHCHOCE 00 HAYIOHATLHOO KVILIMYPHO20 KOOY (DaKmuiHO
8IOCYmMHIl, WO 00YMOBIIOE HEGHY HAYKOGY HO8U3HY podomu. Bioi-
Opano Kinvka Oeiniyiu asuwa «kyromypHuti ko0 (fO. I'abepwaca,
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A. Knimenxosoi, H. Andpetiuyx) 0nis nozuawenms medic oo QyHKyi-
OHYBAHHSL Ul XAPAKMEPHUX PUC, WO NO8 S3VIOMb 11020 3 NPeoMemom
posenady — obpazom Tapaca Bynwou 6 mpaxmyeanni T. [LImonou,
C. Maeepu, B. Jlymuaxa na npukaaoi nicui «I e, 1ima openy — Kio4o-
801 6 xapaxmepucmuyi 2eposi, HyHKYis SAKOL NONA2AE 8 Y3a2albHEHHI —
CMBOPEHHI 00PA3Y-CUMBOILY KO3AKA — CMIIUBO2O0, 36UMANCHO20, IHCUM-
menobHo20, AKul yocobntoe pucu ax camozo Tapaca, max i 6cboeo
VKPAiHCbKo20 HAPOOY, Wo podums po3ensioanuil 0opas akmyaibHo0
4ACMUHOIO HAYIOHATBHO20 KYIbIYPHO2O KOOY.

Kniouosi cnosa: ykpaincora onepa, Tapac Eszb6a HAYIOHATb-
HULL KyIbmypHUll Koo, inmepnpemayisi, NOPi6HATbHUN AHALL3.

IMocTranoBka npodiaemu. Onepa M. Jlucenka «Tapac byns6a» —
BHU3HAYHE XYIOXKHE SIBUILE B iCTOPii YKpaiHCHKOI MY3UKH W KyJlb-
Typu B uisiomy. Ilicns mepmoi nocranoBku onepu 1924 poky uei
TBIp 3aKpINUBCS B penepTyapi BITYM3HSHHUX TeaTpiB H 1O CbOTOAHI,
a KuiBcbkuii onepHHii TeaTp NPE3EHTYBAaB BUCTAaBy Ha racTPOJISAX
y Bicbaneni, Ape3neni, 3arpedi. OkpiMm XyaoKHBOI HIHHOCTH, TBip
M. JluceHka BayKJIMBUI THUM, IO B HOMY BIIEpILE B MeXax OIep-
HOTO JKaHpPy Pi3HOOIYHO PO3KPHUTA iJIes HAIllOHAIBHOT IIEHTUYHOCTH,
HaIlOHAJIBHOI CBitoMOCTH. | HOCieM il BU3HAYATIBHUX PHUC AT YKpa-
{HLS TpUPOIHO TocTae 00pa3 3amopo3bKoro kozaka Tapaca Bynsow,
B3STHI KOMIO3UTOPOM 3 onHoiiMeHHOi moBictu M. loroms. Tax,
HaBiTh CKJIAJHy €THYHY IUJIEMY, [IOB’s3aHy 3 IMOKAPaHHAM PiIHOTO
CHHa 3a 3pajy, KO3auuii OTaMaH PO3B’sI3y€ 3TiJHO 3 BIaCHUM Kpelo:
«I1lo Ha cBiTi € cBITIIlIE IOHA/T HAIIIE TOOPATUMCTBO?».

VY Toli ke 4Jac, TOJIOBHUH Iepoil onepu 0XapakTepHU30BaHUN ax
HISIK HE OZHOOOKO: BIH € TaKOXK 1 JIFOOISIYUM OaTbKOM, SIKHIH BOOJII-
Bae 3a 700 000X cBOiX cuHiB. CamMe TOMY IICUXOJIOT1YHO CKIAIHUN
o6pa3 Tapaca Bynbp0u B ykpaiHCEKOMY OIIEPHOMY MUCTELTBI € OTHUM
3 TOJIOBHUX BUKJIMKIB AJIs1 BUKOHABI. Sk 3ayBakye P. Cxopynbcka
(2012: 16), «...mapris Tapaca crana eTaJOHOM MaHCTEpHOCTH TIPO-
BIJIHUX CITiBaKiB YKpaiHu». AJpKe MoTpiOHa HeaOusika BHKOHABChKA
I aKTOpChKa BIPABHICTD, 11100 JOCTOBIPHO MepeaaTy AyIIeBHI KoJli-
311, SIKi TIepeKUBA€E TOJOBHUH repoi.

Opnak caMe TOJIOBHA 1€l ONEpH, O3ByYeHa BYCTaMHU
Tapaca bynbOu, Haifuacrtimie craBaja Ha 3aBaji MOSBI OMIEpH
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Ha creri. Tak Oyio i 3a 9aciB mapary, i 3a 4aciB paasHCHKOI BJIAJIH,
KOJIM B ONHIN 3 peHaKIliii omepy HaBITh 3aMIHWIH (PiHATBHY CIIEHY
3 TIEPEeMOro0 KO3aKiB Ha CIEHY 3 iXHBOIO Topaskoro. [Ipobiema
HaIllOHATBHOI 1IEHTUIHOCTH 1 €THOCTH ¥ TICIsI 3100y TTS YKpaiHOIO
HE3JIC)KHOCTH 3aTUIIAETHCS aKTyalIbHOIO, a micis moniid 2014 poky
1€ MUTAHHSI TTOCTAJIO e 01T TOCTPO. BOHO Oe3mocepenHbo MoB’ s1-
3aHe 3 MUTAHHAM HaI[iOHAJHHOTO KyJIBTYPHOTO KOAY, TOTO MEHTAaIb-
HO-1HPOPMAITIHHOTO TTPOCTOPY, IKHH BIUTUBAE Ha (POPMYBaHHS HaITil.

OTXe, BUHUKAE HEOOXITHICTH BIOPSIKYBAaTH HAsBHY CHUCTEMY
IIHHOCTEH, MEPETITHYBITN aKTyalbHICTh 11 OJUHUIH B MIOTOYHOMY
neperniky. Po3rmsin okpecieHoro nmutanHs moTpedye He OmHiel Hay-
KOBOI po0OOTH, aJie B MEKaxX HAIIOTO JOCIIHKEHHS MH 30CEPEAIMOCS
came Ha oOpa3i Tapaca bynb0u 3 OMTHOWMEHHOT OTIEPH.

Meta gociigikeHHsT — BHABHUTH OCOOMMBOCTI  00Opasy
Tapaca byns6u B orepi M. Jlucenka, o BKa3yOTh Ha HOTO HaJIEK-
HICTh 70 aKTyaJbHOI YaCTWHHU HAIIOHATHHOTO KYJIBETYPHOTO KOY,
CITUPAIOYHCH HA HOTO BUKOHABCHKI TPAKTyBaHHSI.

MeTtonosoriunuii 0a3MC TOCTIIKEHHS CTAHOBJIATEL KVJbH)-
Pponociynull TAXI, SIKAA JO3BOJISE BUSBHUTH HAJCKHICTH 00paszy
Tapaca mo ¢eHOMEHA «HAIIOHATBHUN KYJIBTYPHHH KOMIY», iCMOpUY-
HUl METOJ, 3aBISIKU SKOMY MOKIIBO TIPOCTEKUTH MIPOIIEC TeHEepaIii
CKJIQ/IOBUX HAIIOHAJIBHOTO KYJIBTYPHOTO KOIY, T KOMHAPAMUBHULL
METOJ ISl BUSIBJIIEHHS TOTO, SIKMM YHHOM Pealli3yIoThCs XapaKTepHi
pucu obpa3y Tapaca bynb0n y BOKaTbHUX iHTEpPIIPETAITiSX.

Amnaji3z myoaikaniii 3a Temor crarri. TBopdocti M. JIncenka
MIPUCBSIYCHO HAI3BUYANHO OaraTo poOiT pizHoro macmrady. Lle pos-
TOpHYTI OiorpadidHi JOCTIIHKEHHS, KHUTH Ta CTaTTi, B IKUX 3 PI3HUX
TTO3UIIIH aHami3yeThes onepa « Tapac byns6a», podoTH, B IKHX TBOPH
KOMITO3UTOPA TIOCTAOTh B 3aralbHOKYJIBTYPHOMY acIeKTi, 3 mooymo-
BOIO TTapaJiesieit Mk 3pa3kaMi CYMDKHUX BHJIIB MUCTENTBAa. Bumano
TaKOXK 1 EMICTONSIPHY CHAAIUHy Kommo3utopa (JImcenko, 2004).
Tomy Mu OOMEXKHMMOCS IOCHTIKEHHSIMH, SKi 0€3MOCEPEeTHbO CTO-
CYIOTBCSI oOpaHoro muTaHHsA. Cepem poOiT, y SKUX PO3TIAIAETHCS
TBOpua Oiorpadis muti i orepa «Tapac bynms6a» — npari JI. Apxu-
MoBud (1957), 1. I3Bapinoi (2010), O. Kopuosoi (2012), B. Ky3uk
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(2010), O. Pomenxo (2014), P. Cxopynbckoi (2012), B. Xaputono-
Boi (2012), 3. FOdeporoi (1992), C. Sxyb6oscrkoro (1927), JI. I'atian
(Hajda, 1998). IlutanHs KyJbTypOJOTIYHOTO U aHTPOITOJIOTIIHOTO
aCTieKTiB TOOYTYBaHHS SBHINA KyJTYPHOTO KOIy WpPEICTaBICHI
po6oramu H. Anapeitayk (2009), O. Padanbcekoro, 5. Kanakypu,
B. Komypmu, i M. IOpis (2020), A. Kimimerkosoi (2012), FO. I"abep-
maca (Xabepmac, 2011), Takox 1IbOMY TUTaHHIO IIPUCBSIYEHA pOOOTA
rpynu 3apyoikamx mocmigaukiB T. O’CammiBana, Jx. [apri,
. Cangeoca, M. Monrtromepi i JIx. @icke (O’Sullivan & Hartley
& Saunders & Montgomery, & Fiske, 1994). Omnak anami3 iHTep-
npetartii oopa3y Tapaca bynsbu 6 xommexcmi uanedcnocmu 00
HayionanbHo2o Kooy (AKTUYHO BIACYTHIH, IO OOYMOBIIOE TIEBHY
HAYKOBY HOBHU3HY Ili€i po6oTH.

Buxaaa ocHoBHOTO 3micty ctarti. Cepen TBOPUOTO TOPOOKY
M. JluceHka — 3aCHOBHMKA YKPaiHCHKOT KOMITO3UTOPCHKOI1 LIKOJIU
¥ HaIOHATLHOT MY3WKH — KaMEPHO-BOKaJIbHI, XOPOBi, OPKECTPO-
BO-XOPOBI JKaHPHU Ta OIepa IMOCiNalTh NpoBimHe Micie. OcTaHHs;,
SIK 1 1HIIII TBOPH 3 BUKOPUCTAHHIM BOKAITy — KAHTATH, XOPOB1 IIOEMH,
xopH, UK «My3uka 10 KoO3aps» — ctana gt KOMITO3UTOpa HiOH
EKBIBaJICHTOM KPYITHUX (OPM Y TTapHHI KaMEPHO-1HCTPYMEHTaTBbHOL
Ta CHM(POHIYHOT My3UKH'.

Came B XOpOBOMY, OPKECTPOBO-XOPOBOMY, i OCOOIMBO B OTEp-
HOMY >KaHpax, OJHOMY 3 HaWOIIBII JEMOKPATHIHHX 1 3pO3yMITAX
CIIyXa4deBi, MUTEIb MIT' y TIOBHOMY OO0CS31 PO3KPUTH CMIJTUBI COITi-
aJbpHI imel B MaKCUMaJIBHO JTOCTYITHOMY Ha TOM Yac BUKIIAICHHI.
[Ipn mpoMy neMOKpaTH3M JaBaBCS B3HAKM M B TOMY, IIIO YacTo
MEePIIUMH BUKOHABIIIMH HE JIMIIE XOPOBHX, & ¥ OMEPHUX TBOPIB
M. JIucenxka Oyu My3UKaHTH-aMaTOPH.

I'amaemo, mopedHoro B aCIIeKTi iIeWHOTO CIIpsIMyBaHHI Oyzie mapa-
JeNb 3 ONEpHOI0 TBOpUicTI0O M. Pumcbkoro-KopcakoBa, ocoOmmBo

' Ockisnbku cepest Takux € auine panas «FOHaibka» cuMponis (1o He Oyiia

3aBepluIeHa KoMmo3utopom), CtpyHHuii kBapret, CTpyHHE Tpio, a CoHara,
CroiTa CTapoOBHMHHUX TaHIIB Ha TEMH YKpaiHCHKMX HApOAHUX IICEHb 1
I'epoiune ckepro Hamucai Ui ¢opreniaHo. OTKe, CX0XKE, € OUCBHIHUM
TOW (hakT, MO IHCTpPYMEHTaIbHA My3HKa B TBOPUOMY MOpOOKy JInceHka
penpe3eHToBaHa MepeBakHO KAHPOM MiHIATIOPH.
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MM3HBOIO, B SIKiH Yepe3 MOCKOHATMHA XyAOKHIA 3MICT KOMIIO3UTOP
JIOHOCHB IO ClTyXada CMUIMBI TYMKH PO CBOOOmy ¥ piBHICTE. | He
BHITAJKOBO, MaOyTh, M. Pumchkuii-KopcakoB CTaBHBCSI 3 BEIHKOIO
MIPUXWIIBHICTIO 10 TBOopuocTr M. JIMceHka, 30KpeMa ¥ 10 OTiepHoOi.

Kpim Toro, M. JluceHkoBi, sSIkuif Ha TOW 4Yac y)Ke BIOPSIKYBAB
KiJTbKa 301pHUKIB HAPOIHUX ITiCEHb, YCe OIIbIIe pO3KpHBAIacsS Kpaca
yKpaiHCHKOi HapomHOi micHi. [T pi3HOMaHITTS, IO OXOIUTIOE 3HAYHY
KUTBKICTB JKaHPIB, B JKapTIBIMBUX MOOYTOBUX IICEHb IO Tparid-
HUX JyM, iHTOHaIliifHEe 0ararcTBO, IMHOWHA U MOCTUYHICTh TEKCTIB
HE MOIJIM HE CIOHYKAaTH KOMIIO3MTOpa /IO HAMMCaHHS TBODPIB, SKi
0 yBiOpamu yapiBHE PO3MAITTS MENIOCy YKpaiHCBHKOI ITicHI, 11 ecTe-
TUYHY W €TUYHY Kpacy.

OrmepHa TBOpUicTh M. JInceHKa TakoX BUPI3HAETHCS KAHPOBUM
po3maitTam. Lle ¥ mipuko-komiuaa «Hia mepen Pizgom» (1883), i
nipuko-hanTactTnaHa «YTorieHay (1883) (B mepmiit pemaxitii oOu-
IIB1 OTIEpH SABJISUTH COOO0T0 OTTepeTH ), 1 catupuana « Eneima» 3a I. Kot-
nsspeBchkEuM (1911). SIKIIo sk TOBOPHUTH MPO BTUICHHS 1HIIIOTO TBOPY
KJIaCHKa yKpaiHChKoro muchMeHcTBa, «Haranku IlomraBkm», TO,
3a cinoBamu JI. ApXUMOBHY, «KOMIIO3UTOp 3BUIHHUB ‘‘Haramky”
BiJl TICEBJJOHAPOIHNX HAIllapyBaHb, SKIMH BOHA 00pOCIa MPOTATOM
OararopiyHUX TOJOPOKYBaHb IO TMPOBIHINIHHUX CIIEHAX, PO3KPHUB
yci BUpakaJlbHI MOXKIIMBOCTI — MY3HWUHI 1 ApaMaTypridHi — yKpa-
{HCHKOi HApOIHOI MICHI, BUHIC HAPOIHY MY3UKY Ha OTEpPHY CIICHY,
HajaB 1 BUCOKOIPO(eCiOHAIBHOI XyIOKHBOI 00pOOKm» (ApPXHMO-
B4, 1957: 202). M. JIuceHKo TaKoX € TBOPIIEM IBOX HOBHUX >KaH-
piB YKpaiHCHKOI OTepH: TUTSIIO0I ONEPH 1 ONepH KaMEpHOTO IIIaHYy.
[lepmry tpymy TBOpiB ckimamaioTs omepu «Ko3za-Jlepeza» (1888),
«ITan Kompkwmity (1891), «3uma i Becra» (1892). Jlo mnpyroi rpymu
BXOIATH npamarnyHi ciiern «Cado» (1898—-1900) i onepa-XxBUITHHKA
«HoxTtropa» (1912).

Omepa M. Jlucenka «Tapac byms6a» (1880-1890) B icTopii
YKpaiHCBKOT MY3WKH 3arajioM i yKpaiHCHKOI Olepr 30KpeMa Toci-
Jla€ 0COONMBE MiCIle SIK MEePIIUA 3HAYHUH 3pa30K iCTOPHKO-TEPO-
f9HOI mpamMu, IO CTaja OPIEHTHPOM I KOMIIO3UTOPIB HACTYII-
HUX TIOKOJNiHb, Hampukmam, mis1 C. JlogkeBmua («JloBOytmy),
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b. Jlarommucekoro («3omotuit  obpyw»), K. JlambkeBuya
(«b. XmenmpHUTIBKHI ). | HaBiTH OlNIBIIIE: TIEH TBIp Ma€ TakKe XK J0Je-
HOCHE 3HAYEHHS ISl YKPATHCHKOT MY3HUKH, SIK JUIST Y€CHKO1 — ONEPH
b. Cmetanu i A. JIBopaka, mis moiascbkoi — C. MOHIOIIKA, TS
pociiicekoi — M. ['miaku. Briepiie B moBepIeHid XyaoxKHIH hopmi
Oylla Ha BECh TOJIOC BHUCIOBJICHA TyMKa IPO TE, IO BOJICTIOOHMI
yKpaiHCHKHUI Hapoa Ma€ MpaBo Ha BIACHY AOJIO i icTopito. Came
tomy M. Crapunbkuii, Skl OyB aBTOpOM JIIOpPETO, MOAAB Y SIKO-
cTi ¢iHany cueHy obioru micra J[yoHO, 1110 3aBepiryBanacs mepe-
Mororo ko3akiB. | Hemapma O. PoreHko mpoBena 9iTKy mapajieib
MiX omeporo i me ogauM Opus magnum JIuceHnka, MaKpOITUKIOM
«3amoBiT» Ha Bipmri T. [lleBueHKka, SKHI TaKOXK MPOHU3AHUHA TyXOM
BosemoocTBa (Pommenko, 2014).

CrtBopena npoTsirom necatuitiTTs (1880—1890), mo npuramano Ha
3aKkiHdeHHs «JIFmceHkoBoi m06m», To0TO mpyroi moioBuHU XIX cTO-
TTTS, 32 BU3Ha4eHHsM 1. [3Bapinoi (2010: 14), g omepa Oyma yiro-
omenuM TBopoM M. Jlncenka. Tak craiocs, MOKIIUBO, ¢ 1 TOMY,
0 Yepe3 HaaMipHe HaBaHTAKEHHS poOOTa Haa TBOPOM IIPOCYBa-
Jacsl BKpail OBLIBHO ¥ moTpeOyBasia 3HAYHUX 3ychib. «“Tapaca”
BHUKIHYUB, OPKECTPYIO momepsa. Ta Tak podoTa raiHo e, mo boxe
O6oporn! Xuba TUTEKH YHOYI ¥ MPaITioro, K yCi TeTh 00Ky Th, 00
yIeHb 1 BBeUepi Hikomu <...>. [IpocTo po3maprnaHuii i MeHe Haii-
OLTBIIT OONUTH, IO UM YOPT3HA-UYUM SI MYITY POOHUTH, 3aTHINAI0TH
CBOTO JIiJla, OpKecTpoBKy “Tapaca”, i 11e MeHI CTpalIeHHe TalIbMYye
MO0 APYTY IOPOTY TPAII0 KOJO apTHCTHUY[HOTO| XOpy 3a/jsl KOH-
epTiB y €BpoITi, KyId MEHE BXKe KIUIyTh, 3 BilHs, HampukiIamg, —
mmucaB M. Jlucenko I. Mapkesuay (JIncenxko, 2004: 224).

CuenidHa 70715 OIIepH CIIOYaTKy Takox Oyira HerpocToro. [leprra
ITOCTaHOBKA BimOymacs jurie miciss cMepTi M. JIncenka, 3 sKOBTHS
1924 p. B Xapxkoi. I xoga ne6r0oT OyB HE 30BCIM BIATUM 3 HU3KH
npuarH, Bke 1927 p. «Tapac bynmpba» 3 ycmixoMm OyB mOCTaBICHUI
B Kuesi. B xypHani «HoBe MECTENITBOY» 3HAXOMUMO PSIIKH, TIPHUCBSI-
4yeHi Tid mocraHoBIli: «Bucrasa “Tapaca Bynmson” — 11e BaTMBHi
eTan B icTopii yKpaiHChKoi My3WYHOI KyasTypH. Lle mepma mocuTh
BIaja crpoba JaTd CIPaBXKHIO YKPATHCBKY OIepy, Io ii 3MicT Ta
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My3HWKa OpTaHigHO 3B’s3aHi 3 MOOYTOM Ta XYIOXKHIM BHXOBAaHHSIM
yKpaiHCchkoTo Hapomy» (SIkyOoBchkmid, 1927: 4).

[Tomaneme mepebyBanus onepu Ha crieHi TearpiB CPCP BusBu-
JIOCS 3HAYHO YCHINTHIINM, aHik Oyi1o crodarky. Bxke 1928 p. y Xap-
KOBI 3ICHUTH aOCOIFOTHO HOBY BHCTAaRBY, JIe TOJIOBHY TTapTitO CITi-
BaB IBan IlatopkuHCHKHH, a XapKiBCHKHI TeaTp OMEpH Ta OayieTy
sromoM otpumMaB iM’ss M. Jlucenka. He monmumas «Tapac bymn6a»
i xuiBcbKy cueny. [lo 1937 p. JI. PeByupkuii, b. JIaTommHchKuiA,
M. PunbsCchKuiA IIpallfoBaId Hal HOBOIO PENAKITIEI0 OTICPH, OHOBHUBIITH
JOPETo 1 OPKEeCTPOBKY, MOTMHCABIIH HU3KY My3UIHUX HOMEPIB, 30K-
pemMa yBepTIopy, sika CTajia JIeAb He «BI3UTIBKOIO» YKPATHCHKOI aKa-
JIeMigHO1 My3UKH. 3rofoM omepy rmoctaBwin y TOumici # Yman-VYue,
1, SIK ITUTOCS BUIIE, 3AIHCHIOBAINCS TIOCTAHOBKY 1 B IHIMUX KpaiHax
3a mesxxamu CPCP.

[Ticns 3100y TTst YKpaiHOIO HE3IEKHOCTH CIIEKTAKIIh 3aKPITHBCS
B pemnepTyapi TearpiB. BapTo 3BepHYTH yBary Ha OCTaHOBKY, 3/IiHC-
HeHy HamionanpHOIO omeporo Yikpainu 6 muctomana 1992 p. i mpu-
cBsueny 150-pivdto Bix mus HapomkeHHs M. Jlucenka. 19 >koBTHs
1999 p. XapkiBCbKUil ONepHUI TeaTrp BIIKPUB 75 CE30H BUCTABOIO
«Tapac bynap6ay», sKy Oyim0 MpUCBSYEHO 75-piudro Bif JHS TEpHIol
MMOCTAaHOBKH omepu B XapkoBi. OTke TBIp, J€ CTOJITTSIMHU BHILIC-
KaHa JyMKa PO HapOAHY BOJIO BHCIIOBJIEHA BYCTaMH HOTO TOJIOB-
HOTO TeposI, OTaMaHa KO3aIlbKOTO BifichKa, BUTHHO 3a3BydYaB B YKpa-
Hi, CTABIIN HEBIl'€MHOIO YaCTHHOIO 1i KyJBTYPHOTO KOITY.

H. Anppeitayk (2009) 3a3Hauae, Mo «... K00 Kyibmypu MOXKHA
po3msaatd (y HAWUIIHMPIIOMY PO3yMiHHI) SK CYKYIHICTH 3HaKiB
(cuMBOITIB) 1 1X KOMOIHAIIH, SKI MICTITHCS B OyIAb-SIKOMY TIPEAMETI
MaTepialbHOI 1 TyXOBHOI MiSUTBHOCTI JIIOAMHH, Ta CIOCIO 1X iHTep-
mpeTariii». A 3a nedinimiero, HagaHo aBTopaMu mpami «Kirrogosi
KOHIIEITH B KOMYHIKAIii Ta KyJbTYPOJOTIYHUX IOCIIIKCHHIXY,
KyJIBTypHHUH KOJ — 1€ CHCTEMa 3 «IIeBHUMH NPaBUIIAMH, AKi MOIIH-
peHi cepel MPEeICTaBHAUKIB TICBHOI KYJIBTYPH, 1 SKa MpU3HAUYCHA IS
TeHeparii Ta MUPKYTIOBAHHS CMHCIIB y MM KyIbTypi Ta IS ITi€l
kyneTypu» (O’Sullivan, Hartley, Saunders, Montgomery, & Fiske,
1994: 4, [nepexnao naw — J{. M.]). Takox CyTT€BHM, Ha HaITy
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IyMKyY, yTodHeHHsIM € BUCHiB A. KiimenkoBoi (2012: 66): «Kyib-
TYpPHHUH KOXI HE MOXe OyTH TOPOHKCHHIM 1HIUBITyaTbHOIT CBIIOMO-
CTH, a JIUIIIE CBIIOMOCTH KOJIEKTUBHO1, CBIIOMOCTH COIIIOKYJIETYPHOL
CILTEHOTI.

To6Tto 000B’sI3KOBUM (DAaKTOPOM ISl YTBOPEHHS KYJIBTYPHOTO
KOy € CIIIIbHOTa, 00’€qHaHa ETHIYHUMH U COIIOKYJIBTYPHHUMH
OCOOMBOCTSIMH, IO ICHYE TPOTATOM TEBHOTO ICTOPHUYHOTO Bil-
pizky. OcTaHHE TakoX € HEOOXiTHOIO YMOBOIO. 31 CIIOCTEPEKEHBb
A. KiriMeHKOBO1 (TaM caMO0) TaKO)K BHILTHBAE, IO TTHUTAHHS TTOXOMI-
JKESHHSI KyJIBTYPHUX KOJIIB MPSIMO OB’ s13aHe 3 TUTAaHHSIM MEHTAILHO-
CTH, OCOOJIMBO 3 THM HOTO CETMEHTOM, JIO SIKOTO HAJIEXKATh aCTIEKTH
KYJIBTYPHOTO TIOXOJKESHHS, CBITOIIISY, T OKPEMi TeMH, HAITPUKIIA,
MOpPJIBHHUX IIIHHOCTEH. Xoda, 0e3yMOBHO, XapaKTEPUCTHKH, IO
CTOCYIOThCS SIBHI IPUPOTHOTO TIOXO/KCHHS, HE MOXKHA He OpaTu
mo yBaru. CIyIIIHIMH B 3raJJaHOMy KOHTEKCTI OyIyTh TaKOX CIIOBa
10. TI'abGepmaca: «Jlumre HamioHadbHA CBIIOMICTB, IO KPHCTAi-
3Y€THCS HABKOJIO TIOYYTTS CITUTBHOCTI TOXOKSHHS, MOBU Ta iCTO-
pii, TUIIe yCBIOMIICHHS HAJICKHOCTH A0 “OXHOTO i TOTO camoro”
Hapoay poOWTh TiJTaHUX TPOMAISHAMH OIHOTO ITOJTITHYHOTO
IILJTOTO, HOTO WICHAMH, SIKi MOKYTh BiTIyTH ceOe BiMITOBITaTbHIMHI
oIuH 3a omHOTO» (Xabepmac, 2001: 208).

OnHi€ro 3 HAMB3BUYARHO BAKITUBUX 11€H I YKPATHCHKOTO HAPOLTY,
110 J1aj1a oMy 3MoTy 00’ €THATHCS, CTaa i/1es 3BIIbHEHHS BiJT 3arapo-
HMKIB, HE3aJI€KHOCTH, BUILHOTO YKUTTS Ha CBOIH 3eMil. Mo)kHa HaBITh
CKazaTH, o I TyMKa € HACKPi3HOIO B icTOpii YKpaiHu Bif camoro
i mouarky. MoHTronbCchbka HaBajga XI CTONITTS, KOJMH TUTBKU BimOy-
BaJIOCSI CTAHOBJICHHS YKPAlHCBKOTO €THOCY, BiMHW dYaciB [ ammib-
KO-JIMTOBCHKOTO KH:31BCTBA 1 OMTBH 13 30510T0I0 OpI0t0, IpaMaTHdHi
1 HaBiTh Tpariydi momii Kozaudwnawn, moB’s3ani 3 60POTHO0IO MTPOTH
Peui [Tocommuroi Ta MockoBChKOTO IapcTBa, KomiiBIinHa, BU3BOIBEHA
6opoTtrba HoBoro wacy — yci 11i momii BiIOWIHCS B YUCIIEHHUX HapOI-
HUX ITCHAX 1 TyMax. YPOUHCTI MHUTI TIEPEMOT 1 TipKOTa ITOPa30K BUIIH-
JIUCSI TUCSTYAMU PSZIKIB, B SIKUX KPHUCTATI3yBaBCs OIWH 3 THX TPOBIJI-
HUX «CMUCITIBY, III0 3TaJIaHi B Iparli o0 KOMYHIKaTHBHUX KOHIICTITIB
(O’Sullivan, Hartley, Saunders, Montgomery, & Fiske, 1994: 4).
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Oco0nrBO TIOWHO HaBelEHE TBEPIKEHHS BUEHUX CTOCYETHCH,
Ha HaIlly TyMKY, came niepioxy Kozauuwmau (mpuOnMM3HO TIepia moixo-
BuHa XVI — npyra momoBura XVIII ct.). 3HauHa gacTHHA €MYHUAX
KaHPIB (QOIBKIOPY TPHUCBIYCHA CaMe€ ITbOMY ICTOPHYHOMY Bill-
pi3Ky, ¢ TIOBHOIO MipOIO PO3KPHUTI T€POi3M 1 3BUTATA YKPATHCHKHUX
BOiHIB y 60poTh0i i3 3arapormkamu. Kpim iamoro, Kozaganna — 1e
yac aKTUBHOTO (OpPMyBaHHS YKpaiHCHKOI AEpPKaBHOCTH, MOYHHA-
109U CTBOpeHHsAM 3amopi3pkoi Cidi sk mpooOpasy JeMOKpaTHIHOI
Iep’KaBH, 1 3aKIHIYIOYH MTOCTYIIOBUM 00’ €THAHHSAM 3eMenh JIiBobe-
pexHoi 1 [IpaBobepexnoi Ykpainn. OcTaHHE X0Ua IIJIKOM 1 HE Bill-
Oymocs1, ajge CTajlo TOYaTKOM YCBIJIOMJICHHSI YKpaiHISIMH cebe sK
equHoi Hamii. Came ToMy Oa)KaHHS 3BUTHHUTHCS BiJ BIUIMBY BOPO-
KUX JepkaB OyJIo HaHOUIBIIT CHIIEHUM 1 IPOAYKTUBHUM CaMe B TICH
qac, 10 MiATBEPIKYETHCS 3HATHOIO KUTBKICTIO TIOBCTaHb, BU3BOJb-
HUX BiiH mpotn Peui IlocmonmToi Ta MOCKOBCBKOTO IapCcTBa, SIKi
BimOyBaics AKpa3 y I mepion, BKIIOIHO 3 MACOBUMH 30pOHIME
pyxamu g npoBomoM llerpa Caraiimaunoro ta bormana Xwens-
HUIBKOTO.

Kpim Toro, aBTOpr pob0TH « AHTPOIIONIOTIYHUNA KO YKPATHCHKOL
KyJIBTYPH 1 IUB1TI3AIli» HAaraXyoTh: « BU3HAUHUH yKpaiHCHKHH iCTO-
puK, dhimocod i rpomMaachkuii misia B’ saecnan JInmuHCHKUI HEOTHO-
Pa30BO HATOJIONIYBAB, 110 HAITisS CITPOMOYKHA MOOITI3yBaTHCS 1 CTBO-
PUTH JepKaBy 3a yMOBH, SKIIO BOHA C(OPMY€E MPOBiIHY BEPCTBY,
BracHy emity. OCh Taky BepCTBY yKpaiHChKoro Hapoxy B XVII cT.
MIPEICTABIISIIN Ko3aIlbka CTapIIiHA 1 yKpaiHnchka nuisixtay (Padais-
ckmit, Kamakypa, Koityp, & Opiit, 2020: 367).

[IpencraBamKOM came 11i€i BepcTBH i € Tapac bynr6a. OTxe ioro
cioBa, fioro 3akiuK «1Llo y cBiTi € cBATIIE» 3apa3, OUTBIT HiXK Yepe3
CTONITTS, CIPUMMAIOTHCS HE TIPOCTO SIK BUTYK JIifepa, SKUH 3AaTeH
3TypTYBaTH JONEH y CKIIaTHY MUTh, HAIUXHYTH 1X Ha TIEPEMOKHUI
0i#f, a I K Ba)KTMBA HACTAHOBA, IO ICHYE HA MeHMAIbHOMY PIBHI,
110 CTIPOMOYKHA CIIOHYKATH JI0 PITydrX il 1 BIMHKIB, aXK 10 HE00-
X1THOCTH TIOXKEPTBYBATH HAMIOPOKIUM B iM’st cBobomm. Cam orep-
HUH TIEPCOHAX Y TaKOMy pakypci HaOyBae puC cuUMB01Y, Wo YOCo-
Onr0€ HatsaxXcaUIu pucu HApOOHO20 XapaKmepy.
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Onnak ayxe BaXITUBO # Te, 110 B oriepi M. JIucenka Tapac bynrba
TICUXOJIOTIYHO 3MaJThbOBAaHUH MaKCHMAJTbHO ITEPEKOHIINBO, O3 3aiBOTO
CXEeMaTU3My 9 OTHOOOKOCTH, XO4Ya, Oepydd M0 yBaru CIEIudiKy
JKaHpy, TaKUH PH3UK, OC3yMOBHO, iCHyBaB. Ta KO3aIbKWiA OTaMaH
MatCcTepHO 300pa’keHUIl HE JIUIIE K CMUTMBUHN 1 PIITyYnil OUiTHHIK
BEJTKOTO BIHCHKA, a 1 SIK TFOOJISTUNi 1 TYpOOTIIMBHNA OATHKO, IO TSHKKO
TIePEeKUBAE Yepe3 JONI0 CBOIX CHHIB 1 Ty AWIIEMY, Ky HOMY ITOBO-
TIUTHCSI PO3B’SI3yBaTH 3-32 BUOOPY HOTO MOJIOIIIIOTO CHHA, AHMIPIf, 1
Hioro 3paxy. Came B TakOMYy ITOE€THAHHI €ITIYHOTO ¥ JIIPUIHOTO 1 TTOJIS-
rae <OKaHpoBHUH myanizm» orepu (tepmia 3. FOdeposoi, 1992), mo
HaJa€ TBOPY PEaTiCTHYHOCTH, BUBOAUTH HOTO 3MICT 32 MEXi Tpaau-
LIAHAX OTIEPHHUX CXEM, 3aBISKH 3aCTOCYBaHHIO IIHOTO MPUHIIMIY Ha
CIOKETHOMY, KOMITO3HUITITHOMY Ta iHTOHAIIIHHOMY PiBHSX.

3BiCHO, MO0 CTBOPUTH TEPEKOHIUBUHN, IUIACTHYHUN, XUBUU
o0pa3, JTOCTEeMEHHO IepeaaTd pyX MOYYTTiB, CYNMEPEYHOCTI, Bif
SKUX TIOTEepIIae Tepoi, MoTpiOHa HeaOWsKa BHUKOHABCHKA W aKTOP-
ChbKa MaicTepHicTh. OMHIEIO 3 TOCKOHAIIIINX IHTEPIpeTaIlii oopasy
Tapaca crano BukoHaHHS #oro maptii [. IlaTop>XWHCBEKUM, sKe
OyJI0 OMHWM 3 TIEPIINX 1 HaBITh 3pa3KoBUM, Ha ATyMKy P. Ckopymb-
ckoi (2012: 69). OmgHak BXKe W Ha TEpPEeHAX MOCTPAITHCHKOI YKpa-
ian omepa «Tapac bympOa» BUTpmMana He OJHY MOCTAHOBKY, €
BCi NIPUYETHI O CTBOPEHHS MY3WIHO-CIIEHIYHOTO AIHiCTBA Ha Tin-
HOMY DiBHI TIPOIEMOHCTPYBAIHU MPOIOBKECHHS TPAIUIIii ICKPaBHUX 1
TIePEKOHIMBUX BHUCTAB TomepeaHiX poki. Cepen MaicTpiB omepHOT
CIICHH, 110 IOTYyYMIINCS A0 CTBOPEHHS 00pa3y-CHMBOIY TOJIOBHOTO
repost — C. Marepa, T. llltonma, B. Jlyrgak. [loka3zoBoro B 1iaHi
Horo TpaktyBaHb € micHs Tapaca «I'eid, JiTa open» 3 TpeTboi mil
oniepu M. JIncenka y BUKOHAHHI Ha3BaHUX CITIBaKiB, TOMY came ii Mu
00pau 71 TOPIBHSUTEHOTO aHATi3Yy.

Lleit HoMep 3ByYUTHh B OJHOMY 3 KIIFOUOBHX MOMEHTIB OIEpH —
y CIIeHi OOpaHHs KOIIOBOTO OTaMaHa. TaKoX BiH € «TepOTIHOIO COJTb-
HOIO KyJbMiHaIi€r0», 3a criocTepexeHHsM O. Kopuaoroi (2012: 114),
Ky BOHA BH3HAYa€ 3TiHO 3 aJIbTEPHATHBHOIO KOHIIETINEI0 TpamMa-
Typrii, Ie yBepTIopa BUKOHYE (PYHKIIIIO 3a4WHY, OPKECTPOBE 3aBEp-
IIeHHS 4YeTBepToi KapTWHHU U (iHajm omepw — Iie JBa MOBTOPHHUX
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HarpaBaHHsl, micHs «OM, Kpsye BOpOH» — 3aruiadka. TakuM YHHOM,
JpamMarypris orepH, Ha TyMKYy AOCIITHUIl, CIIUPAETHCS Ha «HAITi-
OHAJIBHUU KaHp JyMH, IKUH (HAKTHUHO MEPEeTBOPIOETHCS HA KaH-
pOBY Bich omepu» (Tam camo). Cama micHs Tapaca «l'eit, ita opem»
3a XapakTepoM TEeMAaTUYHOTO Marepiaiy, 3 HOTro po3cIiBaMu, Bapi-
AHTHO-BapiallifHUM PO3BUTKOM 1 JIAIOBOIO 3MIHHICTIO, a TaKOX
TpuiioMaMu TapajenizMy ¥ TinepOoir, 3aCTOCOBAHUMHU B TEKCTI,
TSDKI€ IO eMMYHUX KaHPiB YKpaiHchKkoro (oipkiopy. Hammcana Bona
Yy TPUYACTUHHINA POpPMi 3 KOHTPACTHOIO, OLTBIIT )KBABOIO CEPEITUHOIO
1 JTeTo OHOBJICHOIO PEIPH30I0, 32 PAXyHOK BUKOPHUCTAHHS BapiaHT-
HOCTH ¥ BapiallifHOCTH, 110 3HOB-TAKH € BJIACTHBUM CITIYHUM >KaH-
pam dompkiopy. OTe, BHKOHAHHS ITOTO HOMEPY MOTpedye TPOHU-
KIIMBOCTH y TIOE€THAHHI 3 HEAOMIKOIO THYUKICTIO 3aIJTsT BiITBOPECHHS
IMITpOBI3aIifHOT MaHEPH BUKJIAJICHHS My3HYHOTO MaTepiay.
MaeMo B HassBHOCTH TPH BiI€03aricy BUKOHAHHS micHi?, OTKe,
MOXXEMO PO3IISIHYTH W TMOPIBHSATH HE TUIBKHA BOKAJIBHHHA acleKT
BUKOHAHHS, a ¥ CICHIYHHH, IO U >KaHPY OmepH, Oe3yMOBHO,
HaJ3BUYaHO BaxkimBo. O6pas Tapaca y tpakryBanui C. Marepu i
T. HlToHmu Bpaxae peaiCTHIHICTIO, TICUXOJIOTITHOIO TTEPEKOHIUBI-
ctio. UynoBuii TuOOKUi, TOBHO3BYYHHUI TEMOP ToJI0CY B 000X CITi-
BaKiB caM 10 co0i mpuBepTacE yBary ciayxada. YiTka JUKITis BOKaJIic-
TiB JOIIOMAarae 3po3yMiI0 JOHOCHTH 3MICT TIICHI, [0, MK 1HIIIAM,
B OTICPHOMY BHKOHABCTBI € 000B’SI3KOBOI0 BUMOTOIO, sSIKa, Ha Kb,
HE 3aBKIIN 3TIHCHIOETHCS B TOBHOMY 00cs13i. Takok ocoOnmmBoi mepe-
KOHJINBOCTH TIiJ] YaC BUKOHAHHS CITIBAaKH OCSTAIOTh, OKPIM YCHOTO
IHITIOTO, 3aBIJKH BHPA3HIM, aje HEHAB S3IUBIH JKECTHKYISIiI, 110
JorioMarae iM ImaKpecitoBaTH BaXKHBi ciioBa i ¢pasu. ToOTo cire-
HIYHUH PyX 3aCTOCOBAHO B TKOCTH JOJATKOBOTO 3aC00Y apTHKYJIAIIII.

2 Jlue. 3a mocwmanusmu: Tapac Illtomma (2011). 3ammc 2008 p. i3
Cumdponiuanm opkectpom Harionansaoi Omepu VYkpaiHd, IHPHTEHT
Muxona [smtopa; Sergii Magera — Cepriit Marepa (2015). 3anwmc i3
AxajieMiuHIM CHM(OHIYHIM OPKECTPOM YKpaiHCHKOTO pajiio, TUPUTEHT
Bonomgumup Ileiiko; M. Jlucenko — IlicHs Tapaca 3 omepu «Tapac
Byns6a» — Bomogumup [yTuax (2019). 3anuc i3 CuM¢poHIYHUM OpKEeCTPOM
IBano-®pankiBcbkoi obOmacHoi dimapmoHnii iMeHi [py ManaHIOK, THPUTEHT
Cepriit UepHSK.
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SIKIII0 K TOBOPUTH TPO BIIACHE BOKATHHHUN O1K BUKOHAHHS, TO BapTO
BII3HAUNTH THYYKE i mpuUpomHe rubato y BUKIAIEHHI MO, 10
CTBOpIOE aTMocdepy IMIpPOBI3aIlifHOCTH, BJIACTHBOI EIMIYHUM,
HacamImepen, JyMHUM jkaHpaMm. ToMy BHHHKae BpaKe€HHs, HIOMTO
ITCHSI TBOPUTHCS O€3MOCEPETHBO TIEPE] CITyXaueM.

Bukonanus B. JlyTuaka aemio BiApi3HSAETHCS BiJ IBOX ITOTIC-
pennix. CriBak TakoX Ma€ KpaCHUBWI, BUpA3HUH, HACHUEHUH 00ep-
TOHAMH TEMOp, YUCTY IHTOHAINIO 1 YITKy OUKINIO, aje, Ha HaIry
JTIyMKY, HOTO BUKOHAHHIO JIEI0 Opakye BHYTPIITHBOI CBOOOIH, €Ire-
MEHTY IMIIPOBI3aIlifHOCTH, SKAUMU BUPI3HSIINACS IBI IOWHO pPO3-
DISHYTI iHTeprpeTartii. BimcyTHi Ti apiOHI KOJTMBaHHS TEMITy, SKi
3/IaTHI «OXKUBUTH» BUKOHAHHSI, 3POOWUTH HOTO CIpaBIi YaCTHHOIO
aKTOPCHKOI T'PH 1, BIATIOBITHO, YaCTHHOIO CIIEHIYHOTO AificTBa. MOX-
JIMBO, JUTSI BUKOHAHHS TBOPIB, HAITMCAHWX B 1HIIWX >KaHpax, HAIpH-
KJIaJl, KOHIIEPTHOI apii, Take TpakTyBaHHS Oyi0 O IyTOBHUM 1 OUTBIII
HIDK JOCTaTHIM, ajie B omepi MoAiOHa iHTepIIpeTallis He € JOCTaTHBO
TIePEKOHITUBOIO I HE PO3KpHBaE, HA HAITY TyMKY, B TIOBHOMY 00Cs31
IHONHY 00pasy rOJIOBHOTO Ieposi, He JO3BOJISE MPO3BYYATH HAA3BHU-
JaifHO BKJIMBUM TyMKaM, IO BKJIAJCHI B HOTO BYCTa, Y «ITOBHHUI
ToJI0CY», Yepe3 mo 30iTHIOEThCS imeHnui 3MicT omepu. Kpim Toro,
CITIBaK YKOIHUM YHHOM HE 3aCTOCOBYE JKECTHKYIISIIIIO, OpaKye TaKoxXK
xo4a O MiHIMQJIBHOI pOOOTH 3 MIMIKOIO, IITO TEX 3HAYHO 30araTwiio
0 BUKOHAHHS, 3p00WIIO O HOTO OUTBIIT BUPA3HUM, BAAJIO BIHCAIO O
HOTO B CIICHIYHY HifO.

TaxuM 9uHOM, TIPOAHAJTi3yBaBIITH TPH BUKOHAHHS ImicHI «I €, jita
oper», MOXKEMO TTiICyMyBaTH, 10 o0pa3 Tapaca byns0u B iHTEpIIpE-
tamii C. Marepu i T. LlIToram 01161100 MipOTO BiIIOBiAa€ BUMOTaM
OTICPHOTO JKaHpy, aHDK TpakTyBaHHSA B. Jlyruaka. Illo cTocyeThcs
TePIINX ABOX APTHUCTIB, TO TIIMOOKHH, MTUPHIA IICHXOJIOTI3M MePCOo-
HaXka, KU HE BUKJIMKAE CYMHIBIB, y IXHbOMY BHKOHAaHHI JOCsTa-
€THCS 3aBASAKH BUPA3HOMY IHTOHYBaHHIO, YBRXHOMY CTaBJICHHIO
JI0 TEMITOPUTMY, CKYIIii, aje MPOMOBHCTIN TuacThi. [ epoit omepu
y TpaKTyBaHHI 3raJaHuX CITiBaKiB CIpaBli HaOyBac CHMBOJIYHHX,
3HAKOBHUX pHC. Uepes MepeKoHInBy ¥ TMTHOOKY TPy BUKOHABIIIB PO3-
KPWBAIOTHCS BENTUY 1 3BUTATA KO3AIPKOTO OTaMaHa, HOTO He3laMHa
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BOJIS. AJKE CIIBAarOYM MO KO3aKa, apTUCTH CTBOPIOIOTH y3arajibHe-
HUN 00pa3 CMIUIMBOTO, HEMEPEMOKHOTO BOIHA, IO 37IaTCH HE TUTHKH
B Oymb-sKiii CKpyTi OOpOHHUTH baThbKiBIINHY, ajie ¥ MIHUTH PaiCTh
KUTTS, OaguTH Horo CBITIMA OiK 1 6e33acTepekHO pajiTH HOMY.
ToOTo B miCHI pO3KPHUBAETHCS IITE OJHA prca YKPATHCHKOTO HAPOIY —
HoT0 KUTTEMO0CTBO 1 moOpuit rymop. OTxe, cioBa Tapaca, 3aBIsIKu
BHPA3HOMY BHKOHAHHIO, TITHOOKOMY 1X OCMHCIJICHHIO 1 ITiJICHICHHIO
iX My3WYHOIO CKJIAJIOBOIO, ¥ CTIpaBIi HAOyBalOTh CEHCY HE MPOCTO
3aKIIMKY 10 00poThOW. BOHM MepeTBOPIOIOTHCS HA CMHUCTI, IO iICHYE
Ha MEHTaJHLHOMY DiBHI ¥ MPOHU3YE TYMKH HE OTHOTO TOKOJIHHSI
VKpaiHIliB, 1 SKWH B OCTAHHE NECATHIITTS, CIOBHEHE OOpPOTHOM
3a BIIACHY JIepikaBy, CBOOOMy BHOOpY i camoimeHTH(ikarlii, craB
aKTyaJIbHAM SIK HIKOJH. | THOOKO CHIMBOJIIYHE ¥ Te, IO el CMUCH
03BYYCHHI ByCTaMH MPEICTAaBHHUKA TIEPIIOi eNiTH yKpaiHChKOI Hamil
4aciB, KOJIM TUTBKH Todanocs ii yTBopeHHs. llei mamekwii rosoc
HIOW TIepeKumae depe3 CTONITTSA apKy I1aM sITH, He Marodu 3a0yTH
IIPO JOBT1 POKU OOPOTHOM ¥ Ty IIiHY, SIKOi BapTa BOJIs Hapomy. | came
14 i71es1, BUKapOyBaHa B MiCHI 3BUTsDKHOTO Tapaca bByms0wu, 1o, MOB
IUpOKa pika, yBiOpama B cebe COTHI # COTHI CTPYMKIB HApPOTHUX
CEHb 1 IyM, CIBaHUX B YKpaiHi, MIITHO BIUTITA€ IIHOTO TIEPCOHAKA
B SICKpaBHH 1 BUPA3HUM BI3ePYHOK HAYIOHATLHO2O KYIbIYPHO20 KOOY
SIK OJTHY 3 HAUTIPUKMETHIINAX 1 HAHaKTyaabHININX HOTO CKJIaI0BUX.

BucnoBku. Iloxii Peomrorii I'imHOCTH 1 BICBKOBHI KOHQITIKT
Ha Cxomi YKpaiHu cTany MOTY)KHUM TIOIITOBXOM JI0 TIePemIsTy yKpa-
{HIIMA TIUTAHHS caMOiIeHTH(IKAITIT, IO TTOCTAJIO IIe B 100y aKTHB-
Horo dopmyBanus Harlii y X VII ct. Came Tomi ckiamacs mepira Harfio-
HaJIbHA eJTiTa — Ko3aIlbKa CTapIIIiHa, CIIPOMOYKHA 00’ € THATH YKpaTHITIB
y 60potr0i 3a Bomro. OmHAK PO3B’s3aHHSA THUTAHHS HAIllOHATHHOI
caMoimeHTH}IKaIl] cTaio B YKpaiHu CIIPaBOIO KUTBKOX CTOMNITh, 00 1l
TEePUTOPis Maike MOCTIHO Oyna posziieHa i mepeOyBaia i Bia-
JIOI0 Ta TOJIITHYHO-KYJIBTYPHUM THCKOM CYCITHIX neprkaB. HeBmoB3i
micist odimiitHoTro 00’ €mHaHHs (AKT 3myku 22 ciuasg 1919 p.) kpaina
(haKTUIHO BTpaTWia JEP>KaBHICTH, a YKOPCTKA aHTHyKpaiHChKa ITOJTi-
THKa paJTHCHKOT BEPXiBKH MTPHU3BEIIA 10 APEIITIB, 3aCIaHb, PO3CTPLIIB
TIPEIICTABHUKIB B)KE HOBOT KYJIETYPHOT €JTITH HaITil.
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Jlume y mocTpaasHCHKY M00y KyJAbTypHHUI Kamitan yKpaiH-
CHKOTO HapO/y, HAKOMUIYBAaHUH MPOTATOM CTOJITh, OTPUMAB MOXK-
TUBICTH pearnizyBaTucs. [lompwu Te, mo yKpaiHIli TOBruil dac Oyiau
1M030aBJIeHI AOCTYIy IO TIEBHUX CTOPIHOK BJIACHOI iCTOpIi, mporec
YCBIIOMJICHHST KYJIBTYpHOI €IHOCTI ¥ YHIKaIBHOCTI HaIlii OTpHMaB
MIITHAH TIOMITOBX, SIK 1 TIPOIIEC aKTUBHOTO (DOPMYBaHHS HaIliOHAIb-
HOTO KYJIBTYPHOTO KOXY, IiIBAaTUHU SIKOTO OyiaM 3aKiIafcHi KiTbka
CTOJITH TOMY. 3 0ararb0X 4acTOYOK YTBOPIOETHCS KOHTIIOMEPAT TUX
CaMHX CMHCITIB-CHMBOJIB, sIKi 00’ €IHYIOTH Hapoa, HAZAlOTh HOMY
CUJIY PyXaTHUCS BIIEPEI, KEPYIOUHCH i/IS€10 CBOOOIH, BITLHOTO KUTTS
Ha BIIACHIHN 3eMUTi.

IToka3oBo, 1110 UM HE BIEpIE 1Sl JyMKa B IIOBHUH IOJI0C MPO3BY-
gana B omnepi M. Jlucenka «Tapac Bymb0a», TBOpi, KM TOTYKHO
BIUIMHYB Ha PO3BUTOK ITLOTO JKAHPY B YKPATHCHKIA MY3HIIi 1 B3araii
CTaB y HIM MEePITUM 3HAYHUM 3Pa3KOM iCTOPHUKO-TEPOITHOI HAPOITHOT
npamu. [IporomomieHa ToTOBHIM T€POEM, KO3AIIBKAM JTAEPOM, i7est
3BITRHEHHS BiJ 3arapOHUKIB HAOyBa€e 3HAYCHHS CMHUCITY, IO ITUPKY-
JI0€ HAa MeHmAaibHOMy PIBHI, a caM MEePCOHAX — HOCIH ITiel imei —
TIePETBOPIOETHCS HA CUMBOI, 3HAK, IO ii yOCOOITIOE.

BaxxnmuBo, mo st hopMyBaHHS 1Ti€T [yMKH 1 KOMYHIKAITii 31 CITy-
xadgeM Oyi10 0OpaHO caMe OTICpHUH KaHp SK OIUH 3 HAHOLIBIIT eMO-
KpaTHYHUX — ajpKe MY3WYHO-CIIEHIYHE MIWCTBO 37aTHE CIPaBUTH
ITy’Ke TITNOOKe BpaKCHHS 3aBISIKH CHHEPT'i1 KiJTbKOX BHIIB MUCTEIITB.
Y CBOIO Yepry, ONepHUI apTUCT MA€ PO3B’SI3aTH CKIATHY XYIOKHIO
3amaqy, 00, OKpiM MalCTEPHOTO BHKOHAHHS MY3HYHOTO Marepiaiy,
BiH MYCHUTh IIPOIEMOHCTPYBaTH ¥ JOCKOHATY aKTOPCHKY TPy, 00
CTBOPHUTH PEATICTHYHUN 1 TICUXOJIOTIYHO TIEPEKOHJIUBHHA 00pa3 Ta
JIOHECTH JIO ciTyXaya BKJIaJIEHIH B HHOTO 3MICT.

Ie 3aBmanns 6muckyde nonaroth criBaku C. Marepa i T. Lltorna,
HE JINIIE 3aBISIKY IPOHUKINBOMY 1HTOHYBAHHIO 1 OJIMCKYYOMY BOJIO-
JIIHHIO aroTiKOIO, a W 3aBISKH 3aCTOCYBAaHHIO CKYTIOTO, aji¢ BHpa3-
HOTO CIICHIYHOTO JKE€CTY 1 BMOTUBOBAHOI MIMIKH, 110 BUCTYIIAIOTH K
JIOJTATKOB1 apTHKYJISAIIHHI 3aC00H 1 € 000B’ I3KOBOIO YACTHHOIO CTBO-
pEHHS OTIEPHOTO 00pasy — aiKe TPy Ha CIIeHI 0e3 ITMX KOMIIOHEH-
TiB cKJIagHO yaBUTH. Tomy o0pa3 Tapaca, ctBopenunii B. JlyTaakom
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3 BEJIMKOIO XYIOKHBOIO MAalCTEPHICTIO, BCE K MEHIII IEPEKOHINBHI:
CITIBaKOBI Opakye CIeHITHOI pyXJIMBOCTH W TUIACTUIHOCTH B pOOOTI
3 METPOPUTMOM.

OyHKINII0 y3araJbHEHHS, CTBOPEHHS CHMBOJIYHOTO 00pasy
KO3aKa — CMIJTUBOTO, 3BUTSDKHOTO, JKUTTETIOOHOTO, SIKHH YOCOOITIOE
PHCH SIK CaMOTO Teposl, TaK 1 BCbOTO YKPaiHCHKOTO HAPOAY — BUKOHYE
micHsa Tapaca «['eit, jiTa opem». | MO)kKHA BITEBHEHO CTBEPKYBATH,
o caMe 3aBIJKH KPOTITKIH pPoOOTI BHUKOHABII-IHTEpIIpETaTOpa
00pa3 Ko3aKa-3aropoXKIls TEPETBOPIOETHCSA HA CUMBOJ, 3HAK, HOCIS
HA3BUYAIHO BAYKJIMBOI JIJIsl BCHOTO HApOMy ifel, TOOTO axmyaivHy
YACMUHY HAYIOHANLHO20 KYIbMYPHO20 KOOY.

OOpaHuil aHATITHIHAA PAKypC 3 TMO3HINA KOHIIETITY «KYIBTYp-
HUH KOI» BUIAETHCA MEPCHEKTUBHUM TSI BIAKPUTTS HOBUX CMHC-
JIOBUX O0PiiB KIIACHIHOI My3UYHO1 CTIAIIIHHHA, & TAKOXK IO CJT1 IDKEHHS
HOBITHIX TBOPIB Cy9acCHHUX MaHCTPiB.
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INTERPRETATION OF TARAS’ CHARACTER
IN M. LYSENKO’S OPERA “TARAS BULBA”
AS AN INTEGRAL PART OF THE NATIONAL

CULTURAL CODE

Statement of the problem. Mykola Lysenko s opera “Taras Bulba”,
firststagedin 1924, has confidently become a theatrical repertoire and
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a significant event in the national art. The opera has an outstanding
spiritual value, in addition to its artistic one. For the first time, the
opera genre manifested the idea of national identity, the embodiment
of which for the Ukrainians is the image of the Cossack ataman
Taras Bulba. Even after Ukraine gained independence, the issue of
national identity remained under discussion, becoming even more
debatable after the events of 2014. This issue is directly related to the
phenomenon of the national cultural code — the mental information
dimension that forms the nation.

The purpose of the article is to characterize the image of
Taras Bulba from Lysenko's opera of the same name, revealing its
belonging to the national cultural code and the relevance that this
image still has.

The following scientific methods were used: a culturological
approach to identify the place of the image of Taras in the phenomenon
of the “national-cultural code”, a historical method to trace the origin of
this phenomenon components and a comparative analysis to determine
the features of the image of Taras implemented in vocal interpretations.
Despite the fact that a significant number of the scientific works are
devoted to Lysenkos work, in fact there is no interpretive analysis of
the image of Taras Bulba in the context of its belonging to the national-
cultural code, which is the scientific novelty of the research.

Results and conclusions. The selected definitions of “cultural
code” (Habermas, 2001; Klymenkova, 2012; Andreichuk, 2009)
indicate the scope of its functioning and its relation to the subject
under consideration — the image of Taras Bulba as interpreted by the
leading Ukrainian singers T. Shtonda, S. Mahera, V. Dutchak.

The opera's culminating scene contains an extremely important
semantic moment for understanding its idea, which is key in the
musical characterization of Taras — his song “Hey, the eagle flies”.
1Its generalizing function is to create a symbolic image of a Cossack —
brave, free, cheerful, personifying the character of Taras himself and
the entire Ukrainian people. This task is brilliantly accomplished
by the singers T. Shtonda and S. Mahera, not only through the
soulful intonation and masterful agogics, but also through the use
of minimalistic but expressive stage gestures, which become an
additional means of articulation and communication. Therefore, the
image of Taras, created by V. Dutchak with great artistic skills, is less
convincing, since the singer lacks stage mobility and plasticity. Thus,
we can confidently say that largely due to the thoughtful interpretive
work of the singers, the image of the Zaporizkyi Cossack has become
the holder of a freedom-loving idea vital for all people.
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Proclaimed by the main character, the leader of the Cossacks, the
idea of liberation from the invaders gains a powerful and meaningful
rotation on the mental level. The opera character itself has become
a symbolic sign that embodies this idea, and thus an integral and
relevant part of the national cultural code.

Key words: Ukrainian opera, Taras Bulba, national cultural
code, interpretation, comparative analysis.
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NATIONAL VOCAL TRADITION AS A SYNTHESIS
OF COMPOSERS’AND PERFORMANCE ART
(ON THE EXAMPLE OF A. GINASTERA’S
CREATIVITY)

Statement of the problem. The study of the processes of synthesis
of composers’ and performance arts is one of the relevant areas of
modern music science. An important aspect of their manifestation is
the national tradition, which has its own characteristics in different
historical and cultural conditions. This is especially true of national
music representing countries that are far from the European continent.
These include Argentine music, in particular, the vocal one.

The analysis of publications on the chosen topic shows that
the issue of national manifestations in the art of music remains
acute. In addition to academic musicological research (Lyashenko,
Romaniuk), there are scientific works on the border of science and
Journalism (Gottlieb; Kelly & Mantere & Scott; Knox), where the
context is modern cultural and civilizational processes. The study
of national traditions, including vocal ones, in A. Ginastera’s
music (Brakhman & Kononets;, Dotsenko; Kryazheva, Chase;
Schwartz-Kates; Carballo; Wylie) is mostly based on the analysis
of the composer’s creative work, while the performance component
is insufficiently studied. All the above determines the scientific
novelty of the presented research, which has the purpose to reveal
the composers’ and performance principles of A. Ginastera's vocal
creative work in the context of the specifics of the Argentine national
vocal tradition. The methodological basis of the research units
several thematic areas:the researches devoted to Argentine music
(Kryazheva, Riggs; Schwartz-Kates), to the life and creative work
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of A. Ginastera (Brahman & Kononets;, Dotsenko; Kryazheva;
Carballo; Chase; Schwartz-Kates; Wylie), and to the issues
of national traditions in composer and performance creativity
(Lyashenko; Romaniuk; Kelly & Mantere & Scott), in particular, in
the perspective of performance analysis (Nikolaievska).

Results and conclusions of the research. In vocal music, national
specificity reveals at several levels — the author-composer’ one
(intoning, means of expression, stylistics), the stylistic one (historical,
national, and musical style), the figurative-content one (more
broadly — the cultural-mental one), and the phonic-articulatory one.
A. Ginastera s vocal creative work is a special synthesis of composer
and performance rethinking of traditional Argentine music at the
intonation and image level, which became the core of the Argentine
national vocal tradition as a manifestation of the national “picture
of the world”.

Key words: national vocal tradition; creative work by
A. Ginastera, composer art; vocal art; performance specifics;
Argentine music; national “picture of the world” in music.

Statement of the problem. The study of the processes of
interaction and synthesis of composer and performance arts is one
of the actual areas of modern music science. An important aspect
through which these processes show their specificity is the national
tradition, which has its own characteristics in different historical and
cultural conditions. The acuteness of the issue about manifestation
of the national origins in academic music, their formation, existence
and preservation in the modern conditions of globalization is
confirmed not only by the attention, which is paid to them by modern
musicology, but also by musical practice, where the manifestations
of national traditions both in the composers’ creativity and in the
performance art attract special public attention. This is especially
true of national musical traditions that have their origins in cultures
of those countries that are geographically far from the European
continent. These include Argentine music, both instrumental and
vocal. Among the representatives of the Argentine musical culture,
one of the most striking figures, of course, is the creative personality
of A. Ginastera. His music is a characteristic example of the national
tradition and has a huge performance and scientific potential.
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Analysis of the recent research and publications. A review of
scientific publications on the chosen topic confirms that the question
of the manifestation of the national in the art of music remains acute.
Inadditionto academic musical types of research that consider national
traditions in a broad historical and stylistic context (Lyashenko, 1973),
in the system of categories of music science in general (Romanyuk,
2009), scientific works that are the result of the interaction of science
and journalism attract attention — they provide the scientific use of
musicology with observations and positions from different fields of
knowledge and, in turn, enrich other sciences and humanities with
the scientific achievements of musicology (Gottlieb, 2019; Kelly &
Mantere & Scott, 2018; Knox, 2019). Characteristic in this regard is
the article “Confronting the National in the Musical Past. (Routledge
Music Bibliographies)” (Kelly & Mantere & Scott, 2018), where
the problem of the national in music is considered in the aspect of
modern cultural and civilizational processes. At the same time, the
study of national traditions in academic music, both instrumental
and vocal, is based mainly on the analysis of composers’ creativity,
while the performance component has not yet been studied enough.
This fully applies to the state of the study of the vocal creative work
of A. Ginastera (Brakhman & Kononets, 2019; Dotsenko, 2010;
Kryazheva, 1995; Kryazheva, 2004; Carballo, 2006; Chase, 1985;
Schwartz-Kates, 2002; Wylie, 1998).

All of the above determines the scientific novelty of the presented
research, which consists in considering the compositional and
performance characteristics of A. Ginastera’s vocal creative work in
the aspect of the national vocal tradition. The purpose of the work
is to reveal the composing-performance principles of A. Ginastera’s
vocal works in the context of the specifics of the Argentine national
vocal tradition.

The research methodology is based on a combination of several
thematic areas: on a historical approach, in particular, on the studies
devoted to Argentine music (Kryazheva, 1995; Riggs,2011; Schwartz-
Kates, 2002), A. Ginastera’s life and creative work (Brahman &
Kononets, 2019; Kryazheva, 2007; Chase, 1985; Schwartz-Kates,
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2001, 2010), as well as the genre and style characteristics of the
composer’s music (Kryazheva, 2004); also, attention is paid to
issues of national traditions in composers’ and performance arts
(Lyashenko, 1973; Romaniuk, 2009; Kelly & Mantere & Scott,
2018), in particular, from the perspective of interpretology and
performance analysis (Nikolaievska, 2020).

The presentation of the main material. The 20th century in
Latin American culture entered into the history of music as a century
of synthesis of modernist concepts and authentic principles. This
is the century of the development of the professional composers’
tradition. The first third of the 20th century was dominated by the
national romantic concept, which later showed its inconsistency,
owing to the activities of the Musical Renewal Group (founded
in 1929). The latter included Juan Jose Castro (1895-1968),
Juan Carlos Paz (1901-1972), and others. Their aesthetic position
was that the composers did not refuse to rely on national traditions,
but criticized “folklore ethnography.

In line with these trends, the creative work of the star of Argentine
music, Alberto Ginastera (1916—1983), was formed and developed.
Even his first serious compositions speak about the influence of
Stravinsky’s neo-folklorism, and the clear national guidelines marked
his entire creative work. The composer’s legacy is relatively small
and includes 55 completed opuses, but it covers almost all main
musical genres — opera, ballet, cantata, chamber-vocal compositions,
concertos for various instruments with orchestra (piano, violin, and
cello), compositions for ensembles and symphonic orchestra.

The creative path of the composer, one way or another, has always
been connected with national traditions. But at the same time, they
were rethought on the basis of a synthesis of folklore (intonation-
rhythmic, genre, and phonic) and modern technical and stylistic
elements: dodecaphony, serialism, sonoristics, aleatorics, micro-
intervalics. And this synthesis became the unique stylistic basis of
A. Ginastera’s musical language and thinking.

The composer’s style, based on national traditions, did not
take shape immediately. In her work, Doctor of Art Criticism,
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I. A. Kryazheva divides A. Ginastera’s style into three periods
(Kryazheva, 2007).

The first period — “objective nationalism”™ — covers the time
from the mid-1930s to 1948. It is characterized by bright external
manifestations of national features, which is reflected in the
musical language (the use of structural, melodic, rhythmic, genre
elements of Argentinean folklore), and in the titles of compositions,
while assimilating European traditions. The predominance of the
rhythmic beginning, the attraction to diatonicism, together with the
complication of harmony, refers to the Stravinsky’s and Bartok’s
musical style. The vocal cycles “Songs of Tucuman” and “Five
Popular Argentine Songs” are the demonstrative vocal compositions
of this period.

The second period in the evolution of the composer’s style,
“subjective nationalism”, falls on 1948—-1958. The connection with
the folklore is transformed, it becomes associative, hidden, in the
form of signs, symbols, allusions (as the melodic-harmonic element
e-a-d-g-h-e, which represents the scale of the Spanish guitar and has
become the most important national sound symbol in Ginastera’s
music). This fact was also expressed in the rejection of program
nature and attraction to almost exclusively instrumental music.

The beginning of the third, “neo-expressionist”, period was
marked by the String Quartet No. 2. Based on the use of dodecaphony,
serialism and other modern techniques of composition, the composer
formed his own style, which synthesized different musical sources,
including the national folklor tradition. The researchers note that
the use of the sound complex e-a-d-g-h-e becomes less frequent and
more hidden, and the characteristic recreation of the active motor
skills of folklore dances (for example, malambo) is interpreted in the
context of “toccata nature”. Thus, manifestations of the national in
Ginastera’s work during this period are of a more generalized nature
and are not associated with specific sound structures or genre signes
(Kryazheva, 2004).

Ginastera once said, “There is one thing I have always been proud
of, and that is my sense of a musical form” (Schwartz-Kates, 2010:
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34). Throughout his career, the composer strove to achieve a clear
and coherent structure. His early songs and piano pieces relied on
two- and three-movement forms, as well as modified strophic and
through structures. In his vocal creative work, Ginastera used the
stylized vocal genres of milonga (milonga is an Argentine folk
song and dance, milonga is characterized by the rhythm formula
of accompaniment common to habanera and tango, the older form
of milonga, a song one, was popular in the 19th century), vidala
(vidala is an ancient song genre of Andean highlanders, the melodic
was predominantly pentatonic at a moderate tempo, texts of lyrical
content are performed solo, as well as by the choir in unison or
parallel thirds, accompanied by drums), and #riste (triste is an old
Creole solo song of predominantly love content, performed to the
accompaniment of a guitar or harps).

Let us give a brief description of these genres.

Milonga is characterized by a moderately slow tempo and the
metre of 2/4, with the main rhythmic formula being an eighth with a
dot and a sixteenth followed by two eighths.

r
1 — T Y - r..‘
“H—+ T i — i, it S e S i —
- s e ——
et Lrer L er Loeer | _e.»
it o e
)

p— —
fi jae e e s j e
T

LY

|
|

"l

A bright example of milonga in the composer’s creative work is
“The Song of the Tree of Oblivion” op. 3, No. 1.

Vidala is a slow, melancholic love song in triple metre with
frequent doublings on the third beat. An example is the fourth part
of the “Twelve American Preludes”, which is called “vidala”, and
whose characteristic features are also used in other compositions.
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Vivid examples of #riste (translated from Spanish as “sad”) are the
romance “Triste” from the cycle “Five Popular Argentine Songs”,
as well as “Twelve American Preludes” and the ballet “Estancia”.
The characteristic features of triste can be heard in other Ginastera’s
compositions . As a rule, triste is based on a slow rhythm in 3/4 or
4/4 with expressive parlando (translated from Italian — “music to be
performed as though speaking”) and rhythmic freedom.
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As the researcher Deborah Schwartz-Kates describes, from the
mid-1940s until the late 1950s, Ginastera gravitated towards the
large-scale genres that dominated the early period of creativity. He
pays great attention to chamber music, as evidenced by the Duet
for flute and oboe op.13 (1945), the first two String Concertos,
“Pampeana” No. 1-3 (Schwartz-Kates, 2010: 35).

In his instrumental music of the 1960s, Ginastera continued to
write compositions with a four-movement structure, but obviously
avoiding the sonata form, since it is subject to a certain tonal-figurative
dramaturgy. In his First Piano Concerto and Concerto for Violin with
Orchestra, the first main theme was originally conceived as a solo
cadenza, followed by a whole series of variations, each devoted to
different techniques and supported by distinctive orchestration.

During the 1960s, the composer showed a growing interest
in large-scale principles of structural symmetry. He began to use
an odd number of movements, where the middle served as the axis,



Mpobremu 83aemodii mucmeumea, nedazoeziku ma meopii i ipakmuku oceimu, gurl. 61 169

on which the dramatic “climax” of his music was centred. In opera
creativity, the composer began to use structural symmetry with
even greater force. His first dramatic composition, the opera “Don
Rodrigo”, is an example of such a concept.

The three acts of the opera “Don Rodrigo” are the exposition,
the opening and the denouement of the drama. Each act is
subdivided into three scenes, which in turn symbolize the exposition,
the culmination and the conclusion of each scene. The opera action
reaches its culmination in the central fifth scene; this moment marks
the essence of the drama, in which Rodrigo’s physical victory turns
into his moral defeat (as well as the fact that longing for Florinda
hastened his death). Ginastera’s total reliance on symmetrical form,
combined with the dynamics and dramatism of musical and dramatic
development, testifies to his mastery of the form.

In his later compositions, especially in the second opera
“Bomarzo” (1966-1967), the composer uses such genres as rondeau,
madrigal, scherzo, nocturne and duet, on which separate scenes of
the opera are built.

Indeed, structural symmetry emerged as one of the defining musical
features of the composer’s later work. Even when Ginastera’s music
gravitated toward more compositional control, he still strove to maintain
a sense of spontaneity. Therefore, the composer sought to balance the use
of strict, as if closed forms with his interest in aleatorics, unpredictability,
and surprise. From this point of view, the opera “Bomarzo” vividly
represented the exploratory nature of Ginastera’s creative work. Of the
all types of temporal regularities that the composer used in his operas
(special metro-rhythm and tempo-rhythm, aleatoric, poetic rhythm), only
in the first case Ginastera applied a fixed system of rhythmic notation,
as well as extended orchestral sound (clusters, spots and groupings)
to perform compositions in the aleatoric technique (Schwartz-Kates,
2010: 37). In the use of vocal techniques (speech with prosodic rhythm,
melody-declamation and traditional singing), the composer deviated
from the traditional norms of musical performance and musical notation.
Together, all these innovations brought to life a sense of freedom that
complemented and enhanced the dramatic events on stage.
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In his last opera, “Beatrix Cenci” (1971), Ginastera showed
an even greater sense of structural and dramatic “flexibility”, the
maximum departure from traditional forms, and also demonstrated
a high degree of freedom in the use of musical elements, especially
in dramatically important moments.

In the mid-1970s, Ginastera moved away from the principles of
aleatoric and returned to traditional forms. In his new compositions,
the composer showed an interest in many-movement sonata
compositions for solo instruments. He created two sonatas for piano,
one for guitar and cello, and later composes instrumental concertos.
As a rule, these compositions take their origins from the early works
by A. Ginastera. As in the 1960s, Ginastera avoids sonata form.

In his last compositions, as in his early period of creativity, the
composer again relies on folk themes, taking as the basis Indian
dance folklore, the vocal genres of which spread from north-western
Argentina to the Andes. These are: huayno (huayno is a traditional
collective dance in 2/4), harawi (harawi is a slow lyrical love song),
and carnavalito (carnavalito is an energetic circle dance associated with
huayno). The listed musical genres also appeared in Alberto Ginastera's
compositions Punefia No. 2, Op.45 “In Memory of Paul Sacher” for
Cello, the Second Sonata for Cello and Piano op. 49 (1979).

A. Ginastera’s vocal creative work is not large in scale, but it is of
great importance for characterizing the composer’s style. The operas
of the Argentine composer have been characterized in some scientific
researches, but there is still no due attention to his chamber-vocal creativity,
we can only find a general description of all the composer’s vocal works
(Schwartz-Kates, 2010). Ginastera’s chamber-vocal creative work is
marked by diversity and originality; romances, cantatas, vocal cycles are
associated with an interesting, nationally coloured literary basis, with bright
images, unusual for a European listener, with an atypical performing staff.
Despite the great popularity and performance of this music, its scientific
understanding is still at the very beginning of its journey.

All chamber-vocal legacy by A. Ginastera is based on folk
themes. His early compositions are based on the pentatonic scale
characteristic of the Andean region and north-western Argentina. He
also uses the Aeolian, Mixolydian and Phrygian modes.
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One of the most striking innovations in A. Ginastera’s music is
the composer’s attitude to the metro-rhythmic side of music. This is
connected with several factors, including the reliance on the folklore
musical traditions of Latin American and Argentinean culture, where
the metro-rhythmic component is one of the most characteristic
and recognizable. Rhythm in the creative work by A. Ginastera
occupies one of the leading positions. The composer’s innovative
approach to rhythmic functions is the most distinctive feature in the
master’s compositions. According to D. Schwartz-Kates (2010: 24),
A. Ginastera distinguished two types of rthythmic styles:

1) a strong kinetic approach that is rooted in Argentine dances;

2) a free parlando, characteristic of the national song tradition.

Thus, in the composer’s music, two rhythmic sources associated
with the folk tradition are formed, one of which is a dance sphere,
and the second is a song one. Ginastera uses these two rhythmic
styles as a contrasting factor in his compositions, thereby balancing
their duality. In his works the composer often uses the term malambo
(a dance, in which two gauchos try to outdo each other by performing
strict dance steps) in combination with the first type of rhythm. The
fast, fiery movements, such as zapateo (derived from the Spanish
word, “zapato”, which means “shoe”), are the basis of this dance
genre. Ginastera evokes the image of zapateo with a fast thythm,
in 6/8, and a constant movement of eighths lengths. In addition, the
composer uses percussive ostinatos that dominate at the end of phrases
and sections. However, the malambos genre has little in common
with folklore models. In A. Ginastera’s tcreative work, this genre acts
as a recreation of a folk genre prototype, which is dominated by fast
rhythms, complex harmonies and bold dissonances. This genre may
include the various rhythms of the Argentine folk dances, such as
samba, chacarera, and gato.

Ginastera thinks of the second rhythmic sphere (a song one) as
of another resource of expressiveness. As a rule, the composition
begins with a slow tempo, and then the middle part speeds up a little
and expands at the end. This free expressive manner is inherent in
the performance practice of the Argentine song. In his compositions
Ginastera stylized such genres as milonga, vidala, and triste.
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In conclusion, we should note the serious significance of such
studies in the field of chamber-vocal music, not only in Argentine, but
also in other regions of Latin America. The diversity of cultural genres
and traditions, the originality and colour of this region, which for many
centuries had been under the economic and cultural influence of the
colonialists, led to the search for their own national musical schools
and was reflected in the fact that many composers of these countries
were undeservedly forgotten. Owing to research works of various
themes and genres, it is possible to significantly attract the attention of
performers and listeners to the popularization of Latin American music
not only in neighbouring countries, but throughout the world.

Summing up the results of the research, it should be said that
the performance component for reproducing and perceiving such
brightly coloured music with national specificity as the music by
A. Ginastera is an important part of a musical composition as an
artefact of musical art. The author of this article, a practicing vocalist,
thinks it necessary in this context to concentrate attention on the
following tasks for performers.

First, the vocalist needs to focus on the time of writing the
composition and the period of the composer’s creativity, thus
penetrating deeper into the original author’s style and a subtle sense
of the specifics of the master’s musical language. To create a highly
artistic interpretation of vocal compositions, special attention should
be paid to the poetic text, since it often has a folklore content and
does not have an official literal translation (except for the translation
into English by Emily Jo Riggs or the author’s one).

The main tasks for conveying the artistic integrity of A. Ginastera’s
vocal compositions are, in our opinion, the following:

— to penetrate into the psychological state of the character and
embody a wide range of his/her immediate emotional manifestations;

— to feel and convey the subtleties of the national culture of
Latin America;

— to demonstrate a high level of vocal and technical capabilities;

— to identify and emphasize the expressiveness of the rhythmic
organization of the text, stipulated by its speech nature and parlando,
characteristic of vocal pronunciation in Latin American culture,
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which leads to rhythmic fragmentation of the metric unit and requires
a clear and especially expressive diction from the performer;

— to conduct work on the figurative component of each romance
and the cycle as a whole;

— to be in a full-fledged duet with the pianist (including taking
into account the need to overcome rhythmic difficulties both within
the vocal and piano parts, and between them).

As the researchers of A. Ginastera’s creative work note, it was the
composer’s special attention to the melodic line in music that inspired
him to create a repertoire for the voice, therefore, his performance
interpretation also requires careful attention and special work from
the vocalist (or rather, from the ensemble of the vocalist and the
pianist), which should recreate the national “picture of the world” of
Argentina created by the composer in his works, having combined
intonation (rhythm intonation) and its acoustic embodiment in a
single artistic whole.

Conclusions. The national vocal tradition is a multifaceted
complex phenomenon that has its own specifics in different historical,
cultural, and stylistic conditions. In academic vocal music, national
specificity operates at several levels and sublevels, which, under the
specific conditions of a single piece of music, manifest themselves
in a unique configuration and interaction. Here we can talk about the
following basic levels: the author-composing one (intoning, means
of expression, stylistics), the stylistic one (first of all, the historical
national musical style), the figurative-content one (in the narrow
sense — a sublevel of a genre and a specific composition, in a broad
sense — the cultural-mental one), the phonic-articulatory one, and the
performance one (including such a phenomenon as vocal school).

The vocal creative work of the great Argentine master A. Ginastera
is a special synthesis of the composer’s and performance rethinking
of traditional Argentine music at the intonation-figurative level,
which has become the core of the Argentine national vocal tradition
as a manifestation of the national “picture of the world”.

The prospects for further research on the chosen topic seem
to us to be stipulated by the following. The development of musical
practice in modern multicultural conditions is marked by the
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fact that the issue of manifestation of national specificity sounds
loud enough and dictates new ways of fixing and interpreting it.
Thus, modern musicology in the direction of studying the national
specifics of academic music should follow the path of studying
the ways and results of the interaction between composers’ and
performance arts.
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HAILIIOHAJBHA BOKAJBHA TPAJIULIS
SIK CHHTE3 KOMIIO3UTOPCHKOI'O
I BAKOHABCBKOI'O MUCTELTBA
(HA TIPUKJIAJI TBOPYOCTI A. XIHACTEPH)

Busuennss npoyecie cunmesy KOMHO3UMOPCLKOZO [ BUKOHAG-
CbKO20 MUcmeymea € OOHUM 3 AKMYAAbHUX HANPAMKIE CYUACHOI
MY3UYHOI HayKu. Baotcausum acnekmom ix nposey € HayioOHAIbHa
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mpaouyis, wo mMae ceoi 0cooMU80CMI y Pi3HUX ICIMOPUYHUX MA K)lb-
myprux ymoeax. Hailbinbuwie ye cmocyemovcsa My3uKu mux Kpai,
AKI pozmawiosani oaneko 6i0 egponeticbkoeo koHmunenmy. Came
00 maxux Hanexdcumov Apeemmuna 3 il MY3UUHUMU MPAOUYIIMU,
30Kpema, 60KanibHOo10. Ananiz nybnikauii 3 oopanoi memu 0emon-
CMpYE, Wo NUMAHHS NPOSIBIE8 HAYIOHATLHO20 8 MY3UUHOMY MUcCHie-
ymei sanuwaemovcs cocmpum. Kpim akademivHux my3ukonro2idHux
docnidocens (Jlawenko, Pomaniox), 3’sensiomvcs HAyKo6i npayi
Ha meoci nayku ma nyoniyucmuku (Gottlieb, Kelly & Mantere &
Scott; Knox), 0e xonmekcmom € Cyyacui KyiomypHi ma yueiniza-
yitni npoyecu. J[ocniodxcents HAYiOHATbHUX MPpaouyitl, cepeod HUX i
sokanvuux, y mysuyi A. Xinacmepu (bpaxman & Kononey, Joyemnxo,
Kpsiocesa, Chase; Schwartz-Kates; Carballo; Wylie) dazyemucs,
no OinbUWOoCmi, Ha AHAI3T 11020 KOMNO3UMOPCLKOT MBOPUOCHI, 8 MOl
4ac AK GUKOHABCHKA CKAA008A QOCHIONCEHA HedoCmamubo. Buwe-
BUKNIA0EHe 00YMOBIIOE HAYKOBY HOBU3HY NPEOCMAsIeH020 O0Cli-
OJICEHHsl, Mema 5K020 — GUABUMU KOMHO3UMOPCLKO-8UKOHABCHKI
3acaou eoxanvHux meopie A. Xinacmepu ¢ Kommexcmi cneyuixu
aApeeHMUHCLKOI  HaAYiOHANbHOI 60KalIbHOI mpaduyii. Memodono-
2IUHA OCHOBA 00CTIONHCEHHA NOEOHYE KIlbKA MEeMAMUYHUX HANpsl-
Mmig: npayi, npuceaueni apeenmuncokii myzuyi (Kpsaocesa, Riggs,
Schwartz-Kates), soicummio i meopuocmi A. Xinacmepu (bpaxman &
Kononey, Jloyenro, Kpsoicesa, Carballo; Chase; Schwartz-Kates,
Wylie), numarnuam HayionaneHUx mpaouyiti y KOMRO3UMOPCHKIL ma
suxonascoKill meopyocmi (Jlawenxo, Pomaniok; Kelly & Mantere &
Scott), 30kpema, 8 pakypci eukonagcoko2o ananizy (Hixonaescvka).

Pe3ynomamu it 6UCHOBKU 00CNIOMCEHHA. Y 6OKaNbHIU MY3uyi
HAYIOHANbHA Cneyuqhika 8USABIAEMbCS HA KIbKOX PIGHIX — A8MOp-
CbKO-KOMNO3UMOPCLKOMY — (IHMOHYBAHHSA, — 3ACO0U  GUPAZHOCHMII,
cmunicmuxa), cmuib080My (ICMOPUYHULL HAYIOHATAbHUL MY3UUHUL
Cmuv), 00pPA3HO-3MICIMOBHOMY (Wupuie — K)I1bMypPHO-MEeHmMalb-
Homy), gponiuno-apmurynayitinomy. Boxkarena meopuicme A. Xinac-
mepu 0eMOHCMPYE 0COONUBUIL CUHTNE3 KOMNOZUTNOPCHKO20 MA BUKO-
HABCLKO2O NEPeOCMUCLEHHS. MPAOUYILIHOL APeHMUHCLKOI MY3UKU
Ha IHMOHAYIUHO-00PA3HOMY DI6HI, WO CMAE CIPUICHEM APESCHMUH-
CbKOI HAYIOHANBbHOT 8OKANLHOI Mpaouyii AK Nposasy HAYIOHANLHOI
«Kapmumu ceimyy.

Knrouosi cnosa: nayionanbha 60KanbHa mMpaouyis, apeeHmuH-
CbKa MY3UKA, HAYIOHANbHA «KAPMUHA CEIMY» 6 MY3Uyi, meopuicmb
A. Xinacmepu, Komnozumopcbke MUCMEYMB0; BOKAIbHE Mucme-
Ymeo, BUKOHABCHKA Cneyuqika.
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ECTOHCBKA ®OPTEINIAHHA MY3UKA:
HJIAXHW PO3BUTKY (OCATI'HEHHAA
IHOHANIOHAJIBHOI'O PEIIEPTYAPY
CYYACHUM BUKOHABIEM)

Cmammio npucesuero npobiemamuyi 6U84eHHs iIHmepnpemamo-
POM IHOHAYIOHANLHO20 penepmyapy. Busuaiouu meopu xomnosumo-
Pi6 0y0b-5K0I KpaiHu, BUKOHABEYb OMPUMYE MONCTUBICIND OCMUCTUMU
3000ymKU iHWOT KYIbMypU, NO2AUOIIOI0YY MUM CAMUM 0OPA3HICMb
61ACHUX IHmMepnpemayill i po3uuproyu ceoto ayoumopit. Lle 0oy-
MOBIIOE AKMYANbHICMb NPeOCmasieH020 OOCHIOHNCEHHS, Memoio
K020 € CNpoOa OKpecaumu uiaxu po3eumKy ecmoHcbKoi ¢hopme-
NIAHHOT MY3UKU Ma 8UABUMU CEOEPIOHICMb MY3UUHOI MOBU 8UOAM-
HUX eCMOHCbKUX MUMYIE, CRUPAIOYUCL HA 3HAKOBL MEOPU DIZHUX
nepiodis. [loci gpopmeniannuii penepmyap eCmOHCbKUX MAlcmpis
He nocmasas npeomemom OKpemo20 HAYKo8020 pos2nady. B xodi
00CHIONHCEHHA, WO CRUPAEMbCA HA NPUHYUNU MY3UYHO-Meopemuy-
HO20, iICMOPUYHO20 MA BUKOHABCLKO20 AHANI3Y, BUABLEHO, WO dop-
My8aHHsi Gopmenianno2o 0opooky 6iodysanocsi ¢ Ecmonii y mpu
emanu, Ha KOJNCHOMY 3 SKUX PUCU HAYIOHATbHOI MEHMAIbHOCI
BMINIOBANUCH 30 OONOMO2010 ICIOPUYHO 00YMOBILEHOI CIMULICIUKY
MY3UYHOI MOBU MA 3ACMOCYBAHHA 8IONOBIOHUX MEXHIK KOMNO3UYIL.
Cmeepoorcyemuvcs, wo makxi MeHmaibHi pucu ecmouyis, aK cmpu-
Mamicmo, CXUIbHICMb 00 CHO2IAOANLHOCIIE, PO3MIPKOBAHOCHIL,
MeOUmMamu8HOCmI, TAKOHIYHOCMI | pAYiOHATbHOCMI NPOAGUAUCS | )
GhopmenianHux meopax: nNpomsaeoM CmoaAImmsi yst MEHMaibHA camo-
Oymuicms 8i003epKan8aANACs Yy MEOPUOCII KOMNOZUMOPIB PI3HUX
nokoiinb. Ompumani pe3yiomamu 00380510Mb OKPECIUMU HCAH-
posy cucmemy ¢hopmeniannoi meopuocmi komnosumopie Ecmonii
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ma Haoamv MONCIUGICIb NPONAZYSAMU IXHI MEOPU Y MY3UYHUX
Koaax Yxpainu, poswuprorouu cy4acHull BUKOHABCLKUL penepmyap.

Knwuoei cnosa: opmenianne mucmeymeo, cyuacme my3uume
BUKOHABCMEBO, ECTMOHCLKA MY3UKA, HAYIOHANbHA MY3UUHA MO6a,
eCcMmoHCbKA MEHMANbHICb.

IMocranoBka mnpodaemu. [locTifiHe CcaMOBIOCKOHANEHHS €
HEBIJI'€MHUM KOMIIOHEHTOM [isUTBHOCTI Cy4YacHOTO BHKOHABIIA.
[linBuienHs: mpogecioHalbHOTO piBHSA I'pU, KOHTPOJIO 32 SIKICTIO
Ta MOBHOTOIO BIATBOPEHHS 3MIiCTY MY3UKH HEPO3PUBHO IOB’SI3aHi i3
MOCTIHHUM OHOBJIEHHSIM BHMKOHABCBKOTO perepryapy. PosmmpenHs
THTEJIEKTYaJIbHOTO CBITOINISILY 1HTEPIPETATopa TAKOXK € CBOEPIIHUM
«3HAKOM SIKOCTI» HOTO TBOPUOi MisUTBHOCTI. | B I[bOMY BHUKOHABIIECBi
MO’K€ JOTIOMOTTH OCSATHEHHS IHOHALIIOHAJILHOTO penepryapy, 3HaHoM-
CTBO 3 KyJIBTYPHHMH 3100yTKaMu, TPAJULISIMU, IIIHHOCTAMH 1HIIHX
KpaiH un HapoziB. Busuaroun TBOpH KOMH03I/ITOp1B 6yz[b—;11<01 KpaiHu,
BiH Ma€ 3MOTY OCMHCIUTH 3400YTKH 1HIIOI KyJIBTYpH Kpi3b MPU3MY
il My3W4HOI TpajauIlil, TONMOIIOIYN THM CaMUM OOpa3HICTh BIac-
HUX iHTeprHpeTauiid i TpoOyLKYIOUH y TaKHi Crioci0 iHTepec OUIbII
LIMPOKOI aynuTopii. BcTaHOBIEHHS 3B 513Ky 1€ 3 OHIEI0 MY3HYHOIO
KyJIBTYpOIO, PO3IIUPIOIOYN TOPU30HTH BUKOHABCHKOTO PEHEPTyapy, €
aKTyaJbHHUM 1 JJIs1 iHTEPIIPETOJIOTii Ta My3MKO3HABCTBA.

VY dokyci Hamoro gocmimKkeHHsT — (opTeniaHHa TBOPUYICTh KOMIIO-
3UTOPIB, SIKi € MPEACTABHUKAMH €CTOHCHKOI My3H4HOI KynsTypH. Onpa-
LBOBYIOUN JDKEPENIbHY 0a3y, MM HE 3HAWIUIM B YKpaiHCBKOMY MY3H-
KO3HABCTBI icTopiorpadiyHux IOCTipKeHb (opTeniaHHoi TBOPUYOCTI
€CTOHCHKUX MUTLIB nepiony Hezanexnoi Ecrtonii. Omxe, icHye HeoO-
XiJIHICTh Y 3[IHCHEHHI JIOCiKEHb, TPUCBTYCHUX €CTOHCHKIH (opTeri-
aHHIA KyIBTypi, TBOPaM E€CTOHCHKMX KOMIIO3UTODIB — IXHBOI HaLlio-
HaJbHOI CKJIaZoBOi B KOHTEKCTI 3aralbHOEBPOINCHCHKHMX —TpaJuLii
(opreniaHHOrO MHUCTELTBA, MUTAHHAM iX BUKOHaHHA. Bapro 3a3HaunTH,
110 i B ECTOHIT Ha ChOTO/HI [Tyske Majio pooiT, sIKi J0IoMaratoTh iHOHAI0-
HaJbHOMY BHKOHABIIIO OCSTHYTH CYTHICTH Ta CBOEPIIHICTH (popTemnian-
HUX TBOPIB €CTOHCHKUX KOMITO3UTOPIB'. MixK THM, SIK BiZIOMO, HAHBUIIM
PpiBHEM MalCTEpHOCTI iHTEpIPETATOpa € BMiHHS MPOHUKHYTH B TOJIOBHY
171€10 KOMITO3HMLIii Ta MPABJILHO BIATBOPUTH ii CYTHICTB.

' ABTOp cTarTi Ay’Ke BASUHUI 32 [TPpe0CTaBIeHHs MaTepianiB EcroHchkoMy

My3U9HOMY iH(OpMaIiifHoMy meHTpy i ocobucto Mapunuc Bankonew,
a Takoxx komrnoszuropy Pene Eecnepe.



Mpobremu 83aemodii mucmeumea, nedazoeziku ma meopii i ipakmuku oceimu, gur. 61 181

OTxe, y MeXax JaHOi CTAaTTi MU CIPOOYEMO OKPECITUTH MUISIXH
PO3BHUTKY €CTOHCHKO1 (POPTEIiaHHOT MY3HKH Ta OCOOTMBOCTI My3HU-
HOT MOBH KOMTIO3UTOpiB ECTOHII Bi mepioxy ereMeHTapHOI rapMo-
Hi3arlil 0 HAIIOTO Jacy.

AHami3 ocTaHHiX aocaimxkens i myOmikauniii. PosmouaBmm
HaIlll JOCTIPKeHHS Y IapWHI €CTOHCHKOI (PopTemiaHHOI MY3HKH,
MU BHSBWJIHM, IO TEPIIOMKEpEeNaMu, A0 SKHX MOXKHA 3BEpHY-
THCHh 3 METOIO0 PO3KPUTTS 3a3HAYCHOI MPOOJIEMATHKH, € TIpari Ta
CTaTTi BITYM3HSIHHUX 1 3aKOPIOHHUX MY3MKO3HABIIIB, HAINMCaHI I
y 60-90 pokax MHHYIIOTO CTOJITTS. BigbIICTh X aBTOPIB, TaKi SK
JI. Poitaman (1960), JI. Hopmer Ta A. Baxtep (Normet & Vahter,
1968), K. Jleitxtep (Leichter, 1970), I. Ont (Olt, 1972), I. CBupumon
(1983), Tak 4yu iHaKIIIe BUCBITITIOIOTH (POPTETiaHHY TBOPUICTH €CTOH-
CHKUX KOMITO3UTOPIB B KOHTEKCTI 3araJlbHUX TEHICHIIIH PO3BUTKY
My3U9HOI KynbTypu EcTOHII.

Jlesxi HayKOBIIl y CBOiX poOOTax MPE3eHTYIOTh TBOPUICTH OKpE-
Mux ectoHchkux muTHiB: K. Jleiixtep (Leichter, 1964, «Mart Saar:
elu ja tegevusy), P. ILarc (Péts, 1968, «Rudolf Tobias»), P. Pemmen
ta M. Xyman (Pemmen & Xyman, 1988, «Xetino Dnnep. Kusno u
meopuecmeoy), I1. Ximmiep (Hillier, 1997, «The Music of Arvo Pdirt»),
E. Apysps (Arujarv, 2008, «Helilooja Jaan Rddits»).

OcHoBHa iH(poOpMaris mpo My3uuHe XUTTI Hezanexxnoi Ecro-
il mictuteest y kumrax K. C. Kapmec ta M. Bpayn (Karnes &
Braun, 2013, «Baltic Musics / Baltic Musicologies: The Landscape
Since 1991») ma [Jxc. JI. Cmypman (Sturman, 2019, «The SAGE
International Encyclopedia of Music and Culture»), a Takox Hay-
koBUX XypHanmax «Tempo» (Dixon, 2015), «Fontes artis musicaey,
«The Choral Journal», «Music in Estonia», MaTepiaiiax eCTOHCHKOT
MIPECH Ta IHTEPB 10 i3 CAMUMHU KOMITO3UTOPAMH.

Sk 6aammo, cepen mepeTiueHnx HKepes — poOOTH, IO peTpe3eH-
TYIOTh JKHTTETBOPYICTH CECTOHCBKMX MHTIIIB, 3arajbHy iCTOPIIO
My3U9HOI KyasTypH ECTOHIT Ta omisaau (hecTHBAIBHUX ITOMIA B Kpa-
iai. Hemae mocmimkeHHs, TPUCBSIYEHOTO €CTOHCHKIN (opTemianHii
KyIBTYpi, GopTemiaHHUM TBOpaM Ta BUKOHABCHKIM MTPOOIEMAaTHIII X
BUKOHAHHS.
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Merta nOpOMOHOBAHOI CTAaTTi — OKPECIHUTH MUISIXM PO3BUTKY
€CTOHCBHKOI (hOpTEmiaHHOT My3UKH Ta MPOaHaTi3yBaTH 0COOIUBOCTI
MY3UYHOI MOBH BHUAATHUX €CTOHCHKMX MHTLIB, CIIMPAIOYUCh Ha X
3HAKOBI TBOPH Pi3HUX MepioAiB. MeTi TOCITiPKEHHS i IMTOPSAKOBaH1
OCHOBHI HOTO 3aBIaHHS:

— BHOKPEMHUTH eTanu (HOpMyBaHHS €CTOHCBHKOI (opTemianHOi
MY3HKH;

— po3misiHYTH (opTeniaHHUKA AOpOOOK BHUIATHUX ECTOHCHKUX
MUTIIB Ta BHABHTH Ha MPHUKIAJaX OKPEMHX TBOPIB OCOOIMBOCTI
MY3UYHOI MOBH KOMITO3UTOPIB HA PI3HUX ICTOPUYHUX €Tarax;

— OXapaKTepu3yBaTH HAIliOHATBHY Crenn(]iKy eCTOHChKUX (hop-
TeMiaHHUX TBOPIB NUIAXOM aHaNi3y IHTOHAIIMHUX, PUTMIYHHX,
JaJ0BUX BUPA30BHX 3aC001B, )KAHPOBHUX XapPAKTEPUCTHUK Ta BUKOHAB-
CHKUX MPUHOMIB.

MeTonoaorisi gocaiaxerHns. s po3KpUTTS MpOOIEMaTHKA PO-
00TH BUSIBHJIOCS HEOOXiJHMM 3aCTOCYBAHHS KOMIUIEKCY HAayKOBHX
MiAXO/iB, L0 MOETHY€E MPUHIHUIN My3UYHO-TEOPETHYHOI0, iCTOpHY-
HOTO Ta BUKOHABCHKOTO aHAII3Y.

Buxkian ocHOBHOro mMarepiauay gociaimkeHnsi. My3uka — ogHa
3 HAWBAXXJIMBIIINX CKJIAJIOBUX HAIIOHAJIBHOI 1JEHTUYHOCTI €CTOH-
uiB. Tpaauiis CriBeIBKUX CBAT, sika po3novanacs y XIX cromitri,
BIUIMBAE HAa PO3BUTOK MY3W4HOI KylnbTypH EcTOHII, a BUCOKHI mpo-
(beciliHull piBeHh €CTOHCHKHX XOPiB BH3HAETHCS CBITOBOIO MY3W4-
HOIO CHIJIBHOTOI0. XOpOBHH CIIiB SIK popMa HEHACHIIBHUIIBKOTO TPO-
TECTY IiJl yac OOpPOTHOM 3a BiTHOBIIEHHS He3asekHOCTI (1987-1992)
JIaB Ha3By eCTOHCHKIN «CmiBouiit peBomrorrii» (Waren, 2012).

HeBuueprnHuM mKepenoM, MO MIANUTYE HE TUIBKH XOPOBY
TpamuIito KpaiHu, a # 1 cydacHy mnpodeciiiHy My3W4HY KyIlb-
TYpy 3arajoM, cTaja HapoAHa My3HKa. BnpoBamkeHHs GONbKIOPY
B IHCTPYMEHTAJIbHY MY3HUKY 31HCHIOBAJIOCS [TOCTYIIOBO Ta CIIPUSLIO
(hopmyBaHHIO i XapaKTepHHX IHTOHAIlIH, IO OOYMOBIOIOTH TaKi
CTUJIICTUYHI NapaMeTpyd MY3MYHOI MOBH, SIK MEJOIUKA, PUTMIKA,
TEMII, IUHAMIKa Ta 1HIIE.

He3Baxkaroun Ha CTPIMKHE PO3BHTOK Ta Ji/DKUTANIZAIIIO KpaTHH
pOTATOM ychoro XX CTOJITTA, i 0OCOOTUBO B POKH HE3aJIEKHOCTI,



Mpobremu 83aemodii mucmeumea, nedazoeziku ma meopii i ipakmuku oceimu, gurl. 61 183

€CTOHChKA MEHTAJbHICTh 3AJUIIAETHCS MEPEBAKHO TPAIHUIIHHOIO,
MTOB’SI3aHOI0 3 JTABHBOIO ICTOPI€I0 Ta KYJIBTYPOIO MICIICBOTO Hace-
JIEHHS, TOOTO Mae apxaigne miarpyHts. Cepen OCHOBHUX MEHTAlb-
HUX PHUC €CTOHIIIB MOYKHA HA3BATH PaIliOHAII3M Ta ITparMaTu3M (MeH-
TaIbHICTh MaJIEHBKOT KpaiHu, 00yMOBJIEHA TIPAaTHEHHIM IO TIEPIITOCTI
Ta EKOHOMIEIO PECYPCiB), 3aMKHEHICTh (CXMIBHICTH OJIOKYBAaTH CBii
PO3yM 1 IIOYYTTS BiJl CTOPOHHBOTO BILIMBY), CKPOMHICTE (IHTPOCTIEK-
ITis Ta MEAMTAIiS, IO MPUXOIATh Ha 3MiHY CIIIKyBaHHIO). Bei Has-
BaHI PUCH BBOKAEMO 1H(IIFOCHTHIMH — IX BAPTO BPaXOBYBaTH B TIPO-
eci a"ajizy My3U9HOI MOBU €CTOHCHKUX MUTIIIB.

doprenianHa KyapTypa ECTOHIT MounHama cBil pO3BUTOK Y Y-
rif monoBuHI XIX CTONITTS MMiX BIUTMBOM 3araIbHOEBPOIICHCHKO1
tpamutii (Vahter, 1968—75). @oprermiaHo, B MepITy 4epry, BUKOHY-
Ba0 (DYHKIIIIO CYNPOBOJY, OJHAK MOCTYMOBO [OYANIO0 TPUBEPTATH
Bce OUTBITY yBary, K B My3UYHOMY HaBYaHHI, TaK 1 B KOMITO3UTOP-
chKilt mpakrtwuii. [lapanensHo i3 mpoOymKeHHIM iHTEpecy A0 dhopTe-
MMaHO PO3MOYMHAETHCS MPOIIEC BUTOTOBIICHHS BITUM3HAHUX 1HCTPY-
MEHTIB?, a TaKoX iHTEHCHBHE 30MpaHHSA Ta BUBYEHHS €CTOHCHKOTO
¢ompkmopy’. Hapomkerns mpodeciitioi dopremnianaoi My3uku 30i-
TAETHCS 3 TIOYATKOM XX CTOJITTS: B IeH mepion 3’ IBUITUCS ii mepIrti
3pa3Ku, [Ie iIHTOHAIlIHA Ta pUTMITHA CKJIaIOBI 0a3yIOThCS HA HAPOII-
HUX MEJIOMIAX.

[Teprmmm npodeciiHIM KOMITO3UTOPOM, IIIO TIOYAB IMHCATH TBOPH
st popreniano, ctaB Pynoabg Tobiac (Rudolf Tobias, 1873—1918)—
MPEACTAaBHUK KJIACHKO-POMAHTHYHOTO CTHIO. J{s My3u4HOT MOBU
MUTIIS XapaKTepHi KOHTPACTHICTH 300pakyBaHUX 00pa3iB, BUKOPHU-
CTaHHS MOMI(POHIYHUX TIPUHOMIB PO3BUTKY 1 POMAHTHYHOI TaAPMOHIT
(Pits, 1968). 3a3HaunMo, MO0 KOMIIO3UTOP CITUPAETHC 1 Ha (POIh-
KJIOpPHE MiJTPYHTS, CHHTE3YIOUH HOTO 13 PO3IMOBCIOPKEHUM B €IIOXY
PomanTH3MY >KaHpPOM B TakoMy TBOpI, sk «@DaHTa3isl HA €CTOHCHKI

2 Epuer Tiic (1872-1964) 3acuyBaB dabpuky «Estonia». [HcTpymenTH,
10 TIOYaJIM BUTOTOBISITHCS Bpy4yHY Big 1893 poky, cranmu mpoToTHIIOM
posutio «Estoniay.

3 BuWBYECHHSIM €CTOHCBKOTO (onbKiIopy 3aiimaBcs Iepbepr Tammepe

(Herbert Tampere, 1909-1975).
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moTuBm» (1902), HarmmcaHOMy B TpPHUTAMaHHIM dYacy parcOmWIHii
MaHepi.

HamionansHu#t KOJOPUT y CBOEMY TBOPUOMY IOPOOKY Tepe-
nmae 1 Mapt Caap (Mart Saar, 1882—1963). TBopam KoMIOo3uTOpa
TpUTaMaHHa CTHJIICTHKA MI3HHOTO POMAHTHU3MY, IMIIPECIOHI3MY Ta
eKCIIpecioHisMy. B #oro My3wdHiii MOBI TpHCYTHI TeTepodoHis,
KOJIOPHCTHYHA TapMOHis Ta MofabHICTh (Leichter, 1964). M. Xyman
(1981) 3ayBaxkye, 0 XapakTepHOIO prcoio TBopdocTi M. Caapa €
TUHAMIYHICTE, KA MMO3HAYAETHCSA, B MEPINY Yepry, Ha TapMOHIIHII
MOBI (hOpTEITiaHHNUX OITyCiB KOMITO3UTOPA, JIe BiH 3aCTOCOBYE HECTIO-
NiBaHI MOIYJIAIIIT B TaJeKi TOHABHOCTI.

dopreniaHHl TBOPH MHUTIII B OUTBIIOCTI SIBIISTIOTH COOOIO MauTi
(hopmu — miperTromii, IMIIPOBI3allii, TaHIIl, B My3HITi KX SICKPAaBO 300pa-
JKeHI KapTUHH ITPUPOIH, ITIOOYTOBI Ta apaMaruyHi crieHn. Came y dop-
TeMmiaHHOMY IIHKITI «J[BaaIATh HApPOTHWX HACHIBIB I (OPTEIiaHO»
1913 poxy Bmepiie B HOro TBOPUOCTI MPO3ByUasia HApOIHA €CTOHCHKA
My3uKa. Y TBopax M. Caapa TOro 9acy BiTIyBa€THCS BIUIUB 3aX1THOEB-
PpoTIeiichKOl My3WYIHOI KYIIBTYPH, 30KpeMa, TBopaocTi E. I'pira. Y gerno
IHIIIOMY TDIaHi, B TIEpIIy 4epry, y dakTypHoMmy BigHomeHHi, M. Caap
BHpIIITy€e TPOOIeMy CTBOPEHHS (hOpTEMiaHHOTO MUKITY B «ECTOHCHKIH
croiTi Ne 2» (1940). Tip Hanmcanuii y OMMCKydiil KOHIIEPTHIN MaHepi
13 3aCTOCYBaHHSIM 0araTto3ByYHHX akKOpmiB, glissando ta martellato.
VY JeKiNbKOX HOMEpax CIOITH KOMITO3UTOP HACHiAy€e 3ByYaHHs Hapoji-
HUX IHCTpYMeHTIB. M. Caap yBHpa3HIOE TIparHEHHS 110 SICKPaBOi 00pa-
3HOCTI: GUIBIITICTD IT’€C MaroTh porpamMHi Hassu («CocHmy», «Kanuems!
3 Oepe3my», «3MIITHIONCS, MOST BOJIE»). 3 4acOM TPUCYTHS y TBOPUOCTI
M. Caapa imes TpariuHocTi, BHpakeHa Uepe3 >KaHpOBi 3aco0W Ta
TTOTTIHONICHAS B MIHOPHI TOHATBHOCTI («Emerisy a-moll, «My3naHmit
MomMeHT» e-moll, «IIpemromisy g-moll), chHTE3yEThCS 3 BITIYTTSIM BHY-
TPITHBOI TIPOCTOTH 1 HAITIOHAJILHOIO CKJIAIOBOIO, SIKA CTala HEBiA M-
HOIO BiI My3UKH KOMIIO3UTOpa came B octanHi 20 pokiB #oro TBOpYOi
nisuteHOCTI (Leichter, 1964).

P. Tobiac 1 M. Caap Oynu BumyckHukamMu CaHKT-
ITerepOyp3npKkoi KOHCEpBATOPIi Ta MPOAOBKYBaUYaMHU TPATHUITIH CBOIX

* Hapomuuii My3W9HHI {HCTPYMEHT, 110 HAraaye TyCIi.
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BumTelniB — M. Pumcekoro-Kopcakosa (kommo3wuttist) Ta JI. [ominiyca
(opran).

Po3BuTOoK ecroHCHKOi (hopTemianHoi KyasTypu B XX CTOINITTI
MIPUBIB O aKTHBi3aIii KOMITO3UTOPCHKOT TBOPUYOCTi. 3’SBISIOTHCS
TBOPH BEJIMKOI (GOPMU — KOHIEPTU I (POPTEMmiaHo 3 OPKECTPOM
(Aptyp Jlemba, 1885-1963; Amomsd Bempo, 1890-1944), conatu
(Xeitno Emmep, 1887-1970; Mapt Caap), Bapiamii (X. Emmep,
A. Benpo), a Tako)K BeJIMKA KUTBKICTh MiHIaTIOp Ta IUKITIB MiHIaTIOP.
YacTrHa X TBOPIB MIIHO YBIWIIIA O KOHIIEPTHOTO perepTyapy
€CTOHCHKMX MiaHiCTiB. SICKpaBHM IIPHKIAZOM € BHKOHAHHS loxa-
HOoM PannBepe «®anTasii Ha €CTOHCHKI HapoaHi Memomii»y A. JlemOu
(1928) na TamminHECEKOMY (hectuBaii «IliBHIYHE CAIBO: CKAapOHUIIS
ecTtoHChKOI popTemiannoi Mmy3uku» (Randvere, 2018).

B mimomy y dopremanamx TBopax mo 1940 poky mpoCcTexKy€eThCs
M3HBOPOMAHTUYHA TEHJIEHI[iS 3 JIOCUTHh MOMITHHUM HaIllOHATEHUM
3a0apBiICHHAM, [0 BU3HAYAIA BEKTOP pyXy TOTro9acHoi dopreriaH-
HO1 KymbTypu. [Iporpec mpodeciitHoi my3ndaHoi KyneTypu EcTomil
B XX CTOIITTI BiIOYBA€THCSA y TICHOMY 3B’sI3KYy 3 IPOIIECOM OHOB-
JICHHSI KOMITO3UTOPCHKOTO MUCHhMA, SIKHI CIIOCTEPITaeThes B el vac
y €BpOMEHCHKIA My3uIli. g 6ararboX KOMITO3UTOPIB (hOpTeIiaHo
BHSIBUJIOCSI CBOTO POAY TBOPHUOIO JIabopaTopiero, i came B TBOpax
IUIST HHOTO HEPIKO 3aCTOCOBYBAJIUCH HOBI CTHJIICTHYHI MPUAOMH 1
TEeXHIKH (TSOKIHHS 0 YIapHOTO TPAKTYBAaHHS iIHCTPYMEHTA, TOKATHO-
CTi Ta OCTHHATHOCTI).

6 ceprms 1940 poky Ectomis Oyma BkmrodeHa mo ckimamxy CPCP.
[omanpmmit po3BUTOK (hopTemiaHHoi My3WKH B KpaiHi BigOyBa€eThCS
y Harpsimi, sikuii A. Kitotiab Ha3BaB nayionansium pomanmuzmom (Kiro-
THHb, 1973: 123), a cam mepiox Bix 1940 poky OIHWB SIK €Tl iHmeH-
CUBHO2O PO36UMKY. YIIOOICHUM KaHPOM KOMITO3UTOPCHKOI TBOPYOCTI
TIOCTAE MPOTPAMHHI ITHKIT MIHIATIOP, IO CITUPAIOTHCS Ha (POIBKITOP.

YV tBOpuiit crammuHi Xeiino Ejsepa HamioHadpHUN pomaH-
TH3M TIPEACTABJICHHI SIK OCHOBHUI CTHIIb, OJHAK HE 00iHIIIoCs 6e3
BIUTMBIB IMIIPECIOHI3MY, EKCIIPECIOHI3MY Ta MOACPHI3MY. Memoautti
KOMITO3UTOpA TPUTaMaHHA MCEHHICTh, GaKkTypi — MOi(pOHIUHICTS,
a TeMOpoBUM (hapOam — opkecTpoBicTh (Xymair, 1981).
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B onyci «TpuHamuare m’ec Ha €CTOHCHKI MoTuBm» (1941)
MIPEBATIOE TAHIIOBAIBHICTE; KOKHA 3 MIHIATIOp Ma€ CBOE eMOIIiiTHE
3a0apBreHHs. Y 0aratb0oX HOMepax IMHUKITy KOMIIO3UTOpP BUKOPUCTAB
(hONBKITOPHUIT TEeMAaTHYHWUH MaTepiall, 3 WOro MOJAIBIIOI TpaH-
cthopmariero Ta po3BuTKOM. OCHOBHI pHUCH PUTMIKH, TaKi, SK CHHKO-
MTOBaHICTh, TIOTIPATMIS Ta MTOJIMETPIs, TEX MOUepIHYTI X. Emnepom
13 HapogHOI MY3WKH Ta B KOXHIN TI’€Ci TPAKTYIOTHCS ITO-Pi3HOMY.
Ieit muko, sk coymrHO 3ayBakye M. Xyman (1981: 13), mozHaums
TIepPEJIOM B TBOPUOCTI KOMITO3UTOPA: «3MIHUBCS HE JUIIC TEMaTHY-
HHAW Marepian Horo TBOPIB, ajie 1 YBeCh KOMIUIEKC BHPA3HHUX 3aCO-
0iB». 3 wacom My3udHa MoBa TBOpiB X. Emepa crae mpocrimioro.
BoueBuan, aBTOp TakMM YHMHOM TIparHe MO BIAMOBITHOCTI AYXY
dompkopy. Tak, xapakrep 0OpoOOK HAPOTHUX MEJOMIN BiApi3HS-
€THCSI TAPMOHIYHOIO Ta JIAJOBOIO MTPOCTOTOIO, 1 B IIOMY ITPOCTEKY-
€THCST TSHIEHIIIS 10 TpooBkeHHs X. EmmepoM Tpaautiit pociiichkoi
KOMIIO3UTOPCHKOI ITKOJIH, a TakoxkK E. I'pira.

B posmismanmii mepios €CTOHCHKI KOMIIO3UTOPH OXOYe 3BEpTa-
FOTBCSI 1 0 TaKWUX KIIACHIHUX (DOpM, K cOHATa i coHaTmHa. Yacrimie
3a IHIIUX JI0 XKaHPy coHaTu 3BepraBcs X. Emmep. Y i#oro Tperiit
corari (es-moll, 1944) BigdyBaeThCS MOTTTHOICHHS IpaMaTHIHUX
Ta TICUXOJIOTIYHUX MOMEHTIB, 1[0 HE OYyJIO XapaKTepHUM I OUTBII
paHHIX HOTO TBOPIB y IILOMY KaHpi. Y CTHIICTHYHOMY BiTHOIICHHI
coHara OJM3bKa TPAIUITISIM POCIHCHKOI MY3UYHOI KYJIBTYPH: MOKHA
MIPOBECTH Tapasedi 3 ¢paktyporo ¢opremianaux TBopiB C. PaxmaHi-
HOBa, paHHbOro O. CxpsdiHa Ta M. MSCKOBCHKOTO.

3HavHI 3MiHU Y )KaHPOBO-CTUIHOBIM CHCTEMI €CTOHCHKOI (hOpTeTTi-
aHHOI My3WKHU CcTanucs Hanpukiaii 1950-x. dopremiano Bce gacTimie
TPaKTY€eThCA SIK YOAPHUN IHCTPYMEHT, TOMYy OCHOBHHMH BHMKOHAB-
CBKUMH IITPUXaMH CTAIOTh non legato 1 staccato. AKTUBHAN MOTOP-
HUM PyX MY3UKH, JIe HECTPUMHHUN HATHUCK IOEIHYETHCS 3a3BUYAN
3 JKOPCTKOIO PHUTMIYHOIO OpTaHI3aIli€lo, OIYCKAE BHUKOPHUCTAHHSI
MO3UIIiHOI TexHiKH. Cepen KOMIO3UTOPCHKUX POOIT TOTO Hacy €
YUMAJIO XyIOKHBO IIIHHUX TBOPIB, SIKI 0X0Ye BUKOHYIOTHCS 1 CHOTOJTHI.

Po3Butok (opremiannoi My3uku Ticis 50-X POKIB ITOB’sI3aHHIA
3 imeHem Slana Psierca (Jaan Rdidts, 1932-2020). Xoda TBOPUICTh
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MUTIIST BUPI3HAETHCSA OaraTorpaHHICTIO W JKaHPOBOIO Pi3HOMAaHITHI-
CTIO’, MH MA€EMO TIPaBO HA3UBATH HOTO «(HOpPTEMiaHHUM) KOMITO3UTO-
poM. 3 ecToHChKUX MUTIIB f1. Psaerc, MmaOyTh, OyB HepIiM, XTO TaK
OXOYe IMHCaB TSI IIHOTO IHCTPpYyMEHTY. DopTermiaHo BiH BUKOPHUCTOBY-
BaB 1y CBOIX CHM(OHIYHUX TBOpaX, a TAKOXK B MY3HIIi 10 KiIHO(DITHEMIB.

Hampukinmi 1950-x y my3umi 5. PseTca moMminye HEOKIaCHIHUN
HaIpsiM, OCHOBHUMH XapaKTEPUCTUKAMHU SKOTO € OCTHHATOIOIOH]
PUTMH Ta BUKOPUCTAHHS IHITUX €IEMEHTIB My3UKH bapoko i BimeH-
CHKHUX KJIACHKIB, KaJCHIOCKOTIIYHIHN CTI0CiO PO3BUTKY, 3aCHOBAHHI
Ha IIBHIKUX KOHTpacTax-3icTaBJIeHHSX Oe3 KoHpmikTy. IlpmcyTHi
My3udHUH Tymop Ta ipoHis (Arujirv, 2008). dopremianHa ¢ax-
Typa paHHIX TBOPIB KOMIIO3UTOPA MEPEBAXKHO JABOTOJIOCHA, TIPO30Da,
HE 3aHAJTO CKJaJHa Ui BUKOHAHHS. 3a JOMOMOTOI aKOpJIO0BOTO
BHKJIATy B IEAKUX BUTAIKAX IMITYETHCS 3ByUaHHs JIUTaBp a00 Oapa-
0aHa, B IHIIUX — CTBOPIOETHCS MIyMOBHH e(pekT. Posute Kommo3uTop
TPaKTy€e K YIapHUH 1HCTPYMEHT, 3BIICH — MOXKJIUBICTH JKOPCTKOTO
IOTHKY Ta Oe3memanbHOI MaHepu BuKoHaHHs. Tpu Conatu op. 11
(1959) cramm mepmumu TBopaMu B EcToHIl, HamMcaHWUMHU y HEO-
KJIaCHYHiN MaHepi. B jkomHIN 13 COHAT MBOTO OIMyCYy KOMIIO3UTOP HE
BUKOPHUCTOBYE TPAIUIIIHOT JJIs1 COHATHOTO IUKITY (POPMHU COHATHOTO
allegro. Ilicas CTBOpEHHS MEPITMX TPHOX COHAT Ta Bapiarliii MUTEITh
HE 3BepTaBcs 110 GopTerniaHo MaiKe TeCsITh POKIB.

Bin xiams 1960-x B eCTOHCHKIH opTemianHiii My3HIli IPOCTEKY-
€THCSI TCHICHITIS 10 YPI3HOMAaHITHEHHS TPUHOMIB KOMIIO3UTOPCHKOTO
nmrckMa. HampssMu MonepHi3My-aBaHTapAn3My, 0 TTAHYIOTh y CBITI,
BIUTMBAIOTh 1 HAa €CTOHCHKMX MHTIIB. lloeaHyroun pi3HI CTHIIHOBI
HAINpsSIMH, KOMIIO3UTOPH CHHTE3YIOTh CyXe, ylIapHe TPaKTyBaHHS
(dopTemiano 3i CHIBYYHM, TEMOPaIBHUM, IO JTO3BOJISE PO3IIHPUTH
00pa3HO-CMUCIIOBI MOXKIIMBOCTI (popTremiaHHoi My3uknu. BukopucTo-
BYIOTBCSl PO3IIMPEHO-TOHAIbHA Ta MOJAIBHA TEXHIKH, B JIESKHX
BHIIQJKaxX — HonekadoHis, aroHaabHEe MUChMO. «Haitbararmmmvimy

> B TtBOpuOMy J0pOOKY KOoMmo3uTopa a0 50-X pOKiB BKe Oynu TpH

cuMQoHii, TBa KBapTeTH, (QOpTEHmiaHHUN KBIHTET, (opTremiaHHe Tpio,
HapTuTa Jisl KaMepHOro aHcaMmOio, JiBa KOHLEPTHHO MUl CKPHIIKH Ta
KOHIIEPTHHO 711 (popTermiano.
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B IIaHI PO3BUTKY 1 PO3IMUPEHHS (DOPTEMIAaHHOTO penepTyapy CTailu
1972—-1980 poxwu, xomm S1. Psercom Oynmu cTBopeHi mukimm «24 Oara-
Temy, «24 mpemonii», «24 Maprinaii», conaru (3 [1’sroi o JleB’sTy)
i npyra pemakiis fioro Yereproi conaru’. I{ikaBuM TBOPOM B IOPOOKY
murtir craiga Tokara’. Y tBopuocti S. Pserca 3°sIBAS€THCS IIIE OJIHH,
HOBHI1 i1 HHOTO, aCTIEKT, ITOB’sI3aHUM 31 CTABICHHAM 10 (DOIBKIIOPY.
SIk1I10 B paHHIX TBOpaxX KOMITO3UTOPA Maike HEMA€E SIIEMEHTIB HapO/I-
HOT MY3HKH, TO UK «24 TPeIToii» HalMCaHWi Ha MaTepiai eCTOH-
CHKHX HACIIBIB, Y3ITHX 3 QonpKiIopHoi 30ipkn X. Tammepe.

CTUiTiCTUYHI TOIITYKHU IPHU3BOIATE S1. PseTca mo cTBOpEHHS BUIITY -
KaHOTO (hopTermiaHHoro MUKIYy «24 Maprinamii®y (1979-1980 pp.),
o Mae npucssaty Kamte Panpanio’, B SKOMy KOMIIO3UTOP TPaKTy€e
€BPOTICUCHKY TPAIWINIO KPi3b MPHU3MY E€CTOHCHKOTO MiHIMAJi3My.
Ha3By onyc oTprMaB 3aBJIsIKH TOMY, IO Ha HOTO CTBOPEHHS MHTIIS
HaauXalyd Pi3HOPIAHI 3BYYaHHS B OTOUYIOUOMY HOTO MYy3UIHOMY
CBITI — MIOYMHAIOUN BiJl My3uKkH bapoko i 3aBepIyroun OoOyTOBOIO
my3ukoro 1980-x. I1ig gyac CTBOpEHHS ITUKITY KOMITO3UTOP HaMaraBcs
3adikcyBaTH Te, M0 IyJIO HOTO BYX0, 0€3 HaMipy IOCh CTHIII3yBaTH
YW HACJITyBaTH, OTXkKe, «MapriHamii» MoXHa BBa)KaTH CBOTO POIY
HOTaTKaMH, CTUCIMMH MY3WYHUMH KoMeHTapsMu (Arujirv, 2008).
IT’ecu 3a skaHPOM HAraayrOTh GOpTEiaHH] IPEIIOIii: B OCHOBI KOXK-
HO1 MIHIaTIOpH — CaMOCTIHE TeMaTHYIHE SIPO Ta HOTO ITOMAIBITHI
PO3BHTOK, TIEBHUI XapakTep, B OCHOBI IIUKITy — YePryBaHHS IBU/I-
KOTO 1 IOBUTBHOTO pyXy. JIAKOHIYHICTH TBOPIB HE B OCTAHHIO YEPTY
00yMOBJICHAa paIliOHAII3MOM aBTOpa, KU 3 METOIO 3aIUCy TBOPY
Ha TIATIBKy 3MEHIIy€E XpOHOMETpak MUKy a0 30 XBWwimH (ogHA
CTOpOHA BiHLTY). BiBIIICTh IT’€C MAarOTh TPUBAICTH MEHIIIE OMHIET
XBUJINHH, Neski — 10 30 cexyHI.

¢ Comnara No. 4, Op. 36 (1969); BCb0Oro B TBOPUOMY AOPOOKY KOMIIO3UTOPA
10 conar aist hopreniano.

7 Tokara (1968) — o06oB’s3koBuii TBip IV MIiNHAPOJHOTO KOHKYpCY

mianicTiB imeHi I1. 1. YaiikoBcbkoro (1970).

8 KoMmo3utopoM Oyio CTBOPEHO apaH)KyBaHHS LUKy JJIs eJICKTPOHHUX

IHCTPYMEHTIB, a Takox oryc «Maprinamnii» st aBox ¢opremniano (1982).
° BumaTHUN €CTOHCHKHM MiaHICT.
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My3uuHa MoBa 11’ € Ha Tol 9ac Oyia Gy TypuctuaHoro. OKpiM akop-
TIiB-KJIacTepiB, AESIKi HOMEPH MArOTh Ha yBa3i BHKOPUCTAHHS MIKPOTO-
HOBOCTI. Tak, 1980 poxy Oyima CTBOpeHa TpaHCKPHITIIiS «MapriHamiiy
IUTSI €JIEKTPOHHOTO CKJIamy, OOyMOBIIEHA BHYTPINIHBEOI TOTPEOOIO
MUTIIS y TPYHTOBHIH TIepepoO1i My3UKH OPHUTiHATY, JOIaBaHHI HOBOTO
MaTepiaxy Ta CTBOPEHHI MapTUTYPH, IO BiIIOBia€ BUMOTaM €JIeK-
TPOHHUX IHCTPYMEHTIB. Bapto 3a3HaunTh, 1mo TBip S. Psaerca pos-
MOYMHAE €T0Xy €JEKTPOHHOI MY3WKH, SIKa CTPIMKO pO3BHBAanacs i
JOCSTIIA TKYy B HamIl JaHI. BakmuBo mam’statd i Tpo Te, IO OCTH-
HaTHICTh, KOTPA TPUCYTHS B OITyCi, MPUTaMaHHA €CTOHCHKOMY (DOITb-
KJIOpY, @ TEMaTH3M OUTBIITOCTI I’ €C IUKITY Ma€ HAPOIHI BUTOKH. ToMy
BHKOHABIII HE TIOBMHHI HAMAraTucs MOI0JaTH OAHOMAaHITHICTh B OCTH-
HaTHUX (OopMyJiaxX Ta MTYIHO 3HAXOIUTH «PI3HOMAHITTS Y (hakTypi.

YV 1970 poxu opyd i3 BXKe BiJOMUMH HaM iMEHAMH 3’ SIBIISTFIOTHCSI
HOBI, IO HAaJEKaTh TAJAHOBUTIN TUTIESNI MOJOAMX KOMIIO3HTOPIB.
Cepen nux — Paiimo Kanrpo, Apso ILipr ta Pene Eecriepe. TBop-
guM TocimimoBHUKOM Sl. Pserca craB Horo yuennr Paiimo Kanrpo
(Raimo Kangro, 1949-2001). Moro mepy Hanexars Croita s Gpop-
temiano (Op. 1), worupu Conaru (Op. 1, 8, 15, 23), Bapiartii (Op. 35)
Ta UK 3 9oTUpBOX 1 €ec (Op. 4). Y TBOpax KOMITO3UTOPA MU 3HAXO-
JTUMO OCTHHATHICTh, IPUTAMaHHy €CTOHCHKOMY apxaidHomy (poirb-
KIIOpY, TeXHIKY martellato, nuconyrodi akopau Ta kimactepu. P. Kan-
PO BUKOPHUCTOBYE ¥ CydacHI TaHITIOBAJIbHI PUTMH.

SlckpaBUM TIPENCTAaBHUKOM ECTOHCHKOI MY3WYHOI KyIBTYpPH
Ta pemnpe3eHTaHTOM Ii Ha MUDKHApOTHIA MYy3WYHIH apeHi craB
Apso IIsapT — cydyacHuil KOMIO3UTOP, AKUH 3aBKIM MPAIIOBAB 11032
TEeHIEHITIIMA. BiH mepmuM BigdyB moTpedy ciryxada y THIII, CITOKO1,
Kpaci Ta BiICyTHOCTI iHpopMaIliiHoTOo IMyMy. B panHiif iepiox TBOp-
YOCTi MATEITh 3BEPTABCS 10 CTUJIICTHKH HEOKIACHIIN3MY Ta MOIEPHY.
YV 1976 pori BiH BUHAHIIIOB BIIACHY €CTETUKY «HOBOI IIPOCTOTH» Ta
BIJIITOBITHY KOMITO3UTOPCHKY TEXHIKY, SIKy Ha3BaB tintinnabuli, mo
crien(ivHO BTUTHIA TMPUHITUNHN MiHIMami3My. DopTemiandi TBOPH
A. Ilspra mobpe BimoMi BUKOHABIISIM B YCHOMY CBITI.

TsokiHHS 10 MIHIMAI3My SK HalpsMy B MY3HIl, IIO TPHTa-
MaHHe 0ararbOM €CTOHCHKHM KOMIIO3UTOpPaM, MOYKHA TPOCTEKUTH
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1y TBopuocti Pene Eecnepe (René Eespere, 1953); oTxe, choxycy-
€MO yBary Ha Horo mukii «My3udHi CKpUHBKI». Y Il cepii MiHi-
aTiop, IO BIAPI3HAIOTHCS CKPOMHUMH MaciiTabaMu, KOMIIO3HUTOP
TTOKa3aB cede MpeKkpacHUM MarucTpoM (HOPMH, 1 IKIIO HE HOBATOPOM
B o0acTi dopremniaHHo1 GaKkTypH, TO IPEKPACHUM 11 3HABIIEM.

IIuKI CKIagaeThesi 3 ABOX 30MIMTIB'’, KOKEH 3 SIKMX BMIIIy€E
gotupu 11’ecu. P. Eecniepe He BHITamkoBO 00Mpae iHCTPYMEHTOM JIJISt
BUKOHAHHS CBOIX MiHiaTiop ¢opTemniano, #oro teMOpaibHi (hapou
3/IaTHI TIOBHOIO MipOIO TepeaaTh 3ByUaHHs «4apiBHOTO» MEXaHI3My
1 BIATBOPUTH Ka3KoBH 00pa3. Bei m’ecn MaroTh 3araibHiI O3HAKH:
JAKOHIUHICTb, PO3PIMKEeHY (HaKTypy, BHKOPUCTAHHS BUCOKOTO PETi-
CTpY, BIJICYTHICTh OyIb-sIKOi MWHAMIKH Ta aroriky. Jlumre Hampu-
KiHmi neskux 3 HUX P. Eecriepe 3acTocoBye ymoBiTBHEHHS, HEMOB
IMITYI09H 3aKiHUCHHS HAKPYTY (3apsany) y cCKpuHbKH. Cepern miKaBux
KOMTIO3UTOPCHKUX TIPUHOMIB MOYKHA Ha3BaTH 3MIHHUN PoO3Mip, IO
MIpUTAMaHHUH €CTOHCHKOMY (QOTBKIIOpY. Tak, HAPHUKIIAI, y MepIiit
MIiHIaTIOpi MU 3ycTpidaemo 5/4, 6/4, 7/4 Ta 8/4, TakoX KOMIIO3UTOP
BHKOPHUCTOBYE YMOBHUI moia Ha TakTh. P. Eecniepe, B ocobmcToMy
JMCTYBaHHI'! 3 aBTOpPOM CTaTTi, HA3WBA€ CKPUHBKH «CYMIIIIIITIO
MY3HKH B CTHJII 0apOKO Ta MiHIMaIi3My, 3 TICBHUM BIUTHBOM TaJIaHT-
HOTO CTHUTIO (PpaHITy3bKUX KIIABECHHICTIBY.

3 1990 pokiB pO3MOYMHAETHCS HOBUM, CyyacHUll eman PO3BUTKY
(hopremiaHHOT My3WKH €CTOHCHKHX KOMIIO3UTOPIB, IO TIOB’SI3aHUI
i3 BITHOBICHHSM cyBepeHiTeTy EcToHii. ¥ 1e#l mepiom B mapuHy
(hopremnianHoi My3uKH i3 TBopoM «Concentus» (1995) moBepraeThcs
P. Eecriepe micis TpUHAAUATHPiYHOTO MoBuUaHHsA'2. TBip Mae mpu-
CBATY: «MoeMy HaikparomMy npyry, opartoBi Tapmoy. 3a hakTypHUM
BHUKJIAJICHHSM, IHTOHAIIMHUMH 3BOPOTAMH Ta 3arajlbHUM EMOIIiii-
HuM ctaHoM «Concentusy Haraaye BigoMy Komrosuilito Apso [Lspra
«Fiir Alina». Y cBoemy TBOpi P. ECtiepe BUKOPHCTOBY€E KITaCHIHY HOTa-
11if0, Ha BiIMIHY BiJ] KOJIETH, BKa3y€ TOHAIBHICTE — Ci-MiHOP, PO3MIp —
TIepEeMiHHUH, JT0Ia€ TEMITOBI Ta JWHAMIYHI peMapKu. ABTOpP CTBOPIOE

10" «My3nuni ckpuabkH » (1978-1979), «My3zuuni ckpusbk [I» (1980-1982).
" JIuct 36epira€Tbest B 0COOMCTOMY apXiBi aBTOpa CTaTTi.
12 «Bicim purypremniB» (1978-1982) — «Concentusy» (1995).
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aJr03it0 Ha CTWJIb TOTICPENHNKA — tintinnabuli 3a TOTIOMOTOI0, TIEPITT
3a BCE, CTATMYHOCTI OMHOTO TOJNIOCY (OKTaBHHM YHICOH 3ByKa «Ci»
y KpalHiX pericTpax), Mo Haraaye BEIUKUN J3BiH, Ta METOIIHHOCTI
JIPYTOTO TOJIOCY, IO BUKJIAICHUH 3 TTOJJBOEHHSM Yy JIETINMY Ta CEKCTY,
HIOM «coHOpHO 3abapenenuti yHicom» (TokyH, 2010).

TBip HamucaHWH y CKIamHINA TPUUACTHHHINA GopMi, A€ CepemHii
pO3Ii7 KOHTPACTYE 3 MaTepiarioM KpahHiX. HekBamumBuii pyx Haau-
Xa€ cayxavya Ha eK3UCTEHINANbHI po3ayMu. Ha BimMiHy Bim KpaifHix
YaCTHH, CePEIHIN PO3Iia Ma€e JOBOJII 30YHKCHHII 1 pillTydnii Xxapakrep.

P. Eecniepe mputamaHHa TOYHICTH KOMITO3UTOPCHKHX BKa3iBOK,
[0 BUKJIIOYAE €JIEMEHT BHKOHABCHKOTO CBaBULISA Yy TIPOIECi Bill-
TBOPEHHS KOHIEPTHOI I €CH. Y IHOMY MU MOXEMO TIepEKOHATHCH,
aHaITi3yroYn BUKOHABCHKY iHTeprperarito T. Eecriepe’®. TIpuBeprae
yBary BUIIYKaHE TyIIe TriaHicTa. BiH MalicTepHO Tiepemae pi3HO-
OapB’st perictpoBux (apo dopremiano. 3a paxXyHOK «BiITaTeHHDY
(bakTypu CTBOPIOETHCS €(PEKT, KW HAragaye BiIITYyHHS, IO PO3YH-
HAETHCA Y O0€3MEeKHOMY MpocTopi. Takoxk Iiel mpuitoM JomomMarae
ciayxaueBi auQepeHiioBaTy moaipoHiuyHy (aKTypy KOMIIO3HILii.
OCKUTBKH MiaHICT TOHKO BiIyBae crenudiky mooyaIoBu Gppa3 TBOPY,
CKITATIAETHCS BpAXKCHHS OC3yITIMHHOT )KHBOT My3WIHOI TKAaHUHU. Bak-
By ponb y «Concentusy» BUKOHYE TIeAai3allis. 3aBOsIKu i TBip
3BYYUTh O0’€MHO, CTBOPIOETHCS BITIYTTS XPaMOBOTO IIPOCTOPY,
Ha4eOTO 3BYKH IMiTIAMAIOTHCS BTOpPY, YTBOPIOIOYH 3BYKOBY apKy.
T. Eecriepe BUKOHYE€ TBip caMOOyTHBO, 1 HOTO 1HTEPIIpETAIlisl BUKIIH-
Ka€ IHTepecC y MUPOKOi CITyXaIlbKoi ayauTopii.

Jlns TBopuocTi P. Eecriepe xapakTepHe BTUTCHHS €K3UCTEHITIATh-
HUX 1Iei, a B My3WYHIH MOBI KOMIIO3UTOpa 3HAXOIUMO TPUHOMH
rerepodonii Ta momioHii, cTruiizamii, Bix emoxu bapoko mo cydac-
HOTO POKY, 3BEpHEHHSI 10 €CTOHCHKOT HAPOAHOT MY3UKH.

Poxu HezanexxHOCTi MO3Ha4YeH] MTOSBOIO HOBUX KOMITO3UTOPCHKUX
iMeH, cepen skux — Tunic Kayman, Jliza 'ipm ta [Tsspt YycOepr.

Tunic Kayman (7Tonis Kaumann, 1971), ydeHb TphOX BHIATHUX

13 Tarmo Eespere (1. 1959), 6par kommosutopa Pene Eecriepe i BukoHaBern
fforo ¢opTerniaHHUX TBOPIB.
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€CTOHCHKHMX MHUTI[B'Y, CTBOPHB SICKpaBHii i HETIOBTOPHUIA aBTOPCHKHUI
CTHJTb, B SIKOMY TIO€JHAB CTIUIICTUYHI CKJIAQJOBi, IO CXOASATH IO
J0Kazy, BIIEHCHKOI KTacukd Ta bapoko, MpUKpacHBIIH BCE IEAPUM
rymopoM. Ha paHHBOMY erTari TBOPYOTO NHUIAXYy MY3HMYHAa MOBA
MHUTIISI Maja CXOXicTh i3 my3ukoro C. IIpokod’esa ta Jl. [llocTako-
BHYA, O/THAK, 3 9aCOM, B Hiil iTKO CTaB MPOCTEIKYBATHUCS BILUTUB TOOH
Bapoko Ta sickpaBe nmouyTtd rymopy. [IpuHIMIOM po3BUTKY Mailke
Bcix TBOpiB T. Kaymana Buctymae immposizaiiis. He3Bakaroun Ha
BUKOPHUCTAHHS CTHIICTHYHUX TPHHOMIB Pi3HOPITHUX HAMPSMKIB,
1oro My3HuKa He T1030aBiieHa CBIXKOCTI Ta iHIUBIIYaIBHOCTI.

Cepen TBOpiB mis ¢opremiano T. Kaymana 3HaXOAWMO ITAKIT
13 Tprox etromiB (2003): «ETion 3 xomsanm 6acom», «ETion i3 Oypx-
TUBUM pUTMOM» Ta «ETiom mpo BuBYEHHs eTiomy»; J[Bi m’ecum
(2009): « s Kapomnian», Bapiarii Ha (paHITy36Ky HApOIHY ITiCHIO
«La misére chasse le balai dans le puitsy». locuts oka3zoBuii B3i-
petb TymMopy komriozutopa — m’eca «Conara mis doprermiano Ne 3,
I gactuna “Tlamoposp™ (2017)"°. Ha#binbll «CBIKAM» TBOPOM
T. Kaymana, Ha MOMEHT HAIMCAHHS ITi€l CTaTTi, MOXKHA BBa)KaTH
«Folia Antiqua» (2017), o Mae pucBsITy BunTenesi, 5. Paercy.

Kapnunampao iHII 3aco0m BHpasHocTi obpana Jliza Tipm
(Liisa Hirsch, 1984), CcTBOpIOIOYM KOHIIENTYaJdbHI KOMITO3HIII.
ABTOpKa 3aIlikaBiIeHa TEMOPATLHOI CTOPOHOIO MY3HWKH Ta Hamara-
€THCS BIATBOPHUTH B Hill 3BYKH IPUPOJTH. [ OJIOBHOIO 03HAKOIO KOMITO-
3UTOPCHKOTO CTHUTIO MUCTKHHI CTAIT €KCIIEPUMEHTH 3 TEMIIEPAIliEI0
Ta Tpenapariero GopremniaHo.

Jliza T'ipm 3akigumia EcTOHCRKY akameMmiro My3WKH 1 Tearpy
y ToiiBo Tynesa (Toivo Tulev, 18.07.1958) 2009 poky (KOMITO3HIIis),
Immi Ieapi (dopremiano), Mapro Kumap (elexkTpoHHa My3HWKa) Ta
y AnTo Iletra (immpoBizartist). 2015 poky oTpuMaa CTymiHb MaricTpa
xommo3ulii y KopomiBchkilt koHCepBaTopii ['aaru mix kepiBHAIITBOM

4 ZakinuuB TamtiHHCEKY My3uuHy mikony y Pexe Eecmepe, EcToHCBKY
akazemilo My3uku 1 Tearpy y Paiimo Kanrpo (1989-1994) ta orpuman
cTyminb Marictpa y Slana Psierca (2000).

5 T'ymop y TOMy, IIO KOMIO3UTOpD HE HAIMCAB JKOJHOI COHATH I
(optemiano, mire n’ecy 3 Ha3Boo «Conara Ne 3, [ wactunay.
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[lirepa Anpianma (Peter Adriaansz) ta Kopnemica nme bomara
(Cornelis de Bondt). 2017 poxy Oyna ymocToeHa MY3UTIHOI TTpeMii
Heino Eller Music Prize.

JIBa TBOpHM 3 TBOpUOTO MOpPoOKY JI. I'ipmn sickpaBo MigKpecIro-
FOTh OPHUTIHAIBHICTD 11 KOMIO3uUITiHHOTO MeToxy. Lli 1T’ ecn HammcaHi
11t popTermiano, MpenapoBaHUX TAKUM YHHOM, 1110 Y 3BYYaHHI TOCS-
raeThcsl €(PeKT MIKpOTOHOBOCTI (MikpoxpoMmaTwkH). Tak aBTOpKa
HiOHW BifcwmIae ciryxada g0 TBopdocTi I. Bumaerpamcbkoro, KoMIo-
3UTOpA, MO OAMH 3 Tepmmx y XX CTOMITTI CHCTEMAaTUIHO BTUTIOBAB
takuit metox (I'ypenko, 2009).

«Terrains» (2018) — TBip s TBOX, TO-Pi3HOMY HaJIAIITOBAHUX,
¢dopreriaHo Ta OAHOTO BUKOHABIA. [HCTpYMEHTH HaJaIITOBaHI TakK,
0 OJHa MaKOpHA TPETWHA MICTUTH IBAHAMIIATH TOHIB. 3aBISKH
IIOMY TIOAIOHI 3ByKH MAarOTh Pi3HI TeMOpaJbHI BiITIHKH, CTBOPIO-
FOYM THM CaMHM BiOpartiiini vacToTu. MiHiMalbHA JUHAMIKA BUKIH-
Ka€ PUTMIYHI KOJTMBAHHS: OMHI 3BYKH BiIOWBAIOTHCS BiI TTOBEPXHI,
iamT — Hi. Lleit TBip, 3a ci10BaMu KOMITO3UTOPKH, BiITBOPIOE Oe3ITe-
PEpPBHUI NpoLIeC pyXy BHU3.

V m’eci «Quantum Well»'® (2020) dopremiano mnpemnapoBane
3a JOMOMOTOI0 TIPHIMIMIOK PI3HUX PO3MIpIB TaKUM YHHOM, IIIO
ITOTOBJICHI CTPYHHM OIYCKAIOTHCS IO 3BYYaHHS Maibke B YHICOH
3 HEeMiATOTOBIEHUMH CTpyHaMmH. Lle cTBoproe TemOpaiibHy B3aeMo-
IIIf0 B TICHOMY TapMOHIYHOMY TIpocTopi. 1I{o0 miacumuT puTMivHy
BHITAJIKOBICTh Y «aTOMHOMY JIaHIITaTi» ITi€l T’ €cH, TiaHicTa mpo-
CATH TPATH SKOMOTA THXIIIIE Ta MBUIIIIE, 00 MOJIOTOYKH JIeAb TOP-
KaJINCS JI0 CTPYH, a 1HOJI i He aKTHBYBAJIUCS B3araji.

JI. T'ipmr BigkpuTa 10 My3UYHUX €KCIIEPUMEHTIB, CBOEIO TBOPUi-
CTIO TIPE3EHTYE MOCTITHUIIPKAN TIAXIT 1O KOMITO3HINI Ta Hamara-
€THCST PO3BUBATH BMIHHS 30CEPEIHKEHOTO CITyXaHHS y ITyOJTiKH.

IIle omHUM MpeICTABHUKOM CYy4acHOT €CTOHCHKOT MY3UYHOT KYJIb-
typu Buctynae Ilsprt Yycoepr (Part Uusberg, 1986). Kommosutop

6 KBaHTOBa siIMa — IJIOCKA HAMiBIPOBITHUKOBA I€TEPOCTPYKTYpA, B SKiil
TOHKHH IIap HAIIBIIPOBIJHUKA 3 BY)KYOI0 3200POHCHOKO 30HOK0 3aTHCHY THH
MDX TBOMa HaIliBIIPOBITHUKAMH 3 MIHPOKOIO 3a00POHEHOI0 30HOI0 TAKUM
YHHOM, 11100 3a0€3MeYnTH po3MipHEe KBAHTYBAaHHS €JICKTPOHHUX PiBHIB.
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3aKkiHuuB TaTiHHCHKY My3WUHY KOy iMeHi ['eopra OTca 3a kira-
COM XOpOBOTO nupHryBaHHs y Xem KOpreHcona, e Takok BUBYaB
xommo3utito y Amo IMunamse ta I'anmuan [purop’esoi. 2012 poky
Yycbepr oTpuMaB CTYIIiHb OakaiaBpa KOMIO3UIIi B ECTOHCEKIiT aka-
nemii My3uku Ta Tearpy Tuay Kupsuma. 2014 poxy — CTyITiHb Mari-
ctpa kommo3wuttii y ToiiBo Tynena.

OCHOBHY 4aCcTHHY TBOPYOCTI MHUTIIS CKJIaJla€ XOpPOBa MYy3HUKa, aje
BiH OXOUe IUIITE TBOPH i ITs (hopTeriano. [X MII03BydHA Ta MENTATH-
BHa arMoc(depa 3aXOIUTI0E CBOEIO MMPOCTOTOI0, HKHICTIO Ta €MOIIii-
HAMU KylbMiHaIisMu. [1. YycOepr BimoMuii sSIK KOMITO3UTOP 1 33 Me-
skamu Ecrtonii. 2010 poky #ioro ¢dopremianna m’eca “Paradiis” Oyma
oOpana 110 mporpamu BeecBiTHROTO JHS HOBOI My3uku B CimHel uepe3
okpeMnii KoHKypc Momentary Pleasures, y skoMy Kommo3utopam
OyJ10 3aIIPOTIOHOBAHO CTBOPHUTH T’ €CY JIJIs1 POPTEITiaHO 32 OJUH JICHb.

Y nopobky Monomoro MHUTIA € (hopTemianai TBopu: kI «IIpe-
momii» (2004-2005), m’ecu «Paradiis» (2009), «Mood of Loviisa»
(2013), «Marianne Laumets» (2013) ta «Pala-Fantaasia» (2017),
mo Mae mpucesty Moxany PanmBepe — HailakTHBHIIIOMY ydac-
HUKY QectuBamio “J{Hi cydacHOi ecToHCBKOi My3uwku~ (Dixon,
2015). B mmimomy opTemianHa TBOPUiCTH KOMITO3UTOPA CTIOHYKAE IO
€K3UCTEHITIAIbHUX PO3AYMiB, Aapye€ CIyXady Ta BHKOHABIIIO TIOTYTTS
CTIOKOTO 3aB/IAKH MEIUTATUBHOCTI TA BUUTH BCIYXaTHUCS Y THIILY.

Ha manwmit MOMEHT cydyacHi €CTOHCHKI KOMITO3UTOPH TPOIOBXKY-
IOTh CBOIO MiSUTHHICTB, 30aradyroudm pemepryap MIpodeciiHux
BHUKOHABIIIB Ta ITOYATKIBI[IB HOBHUMH TBOpaMHU. TBOpUMiA ITOPOOOK
X 00JapoBaHUX MY3UKAHTIB MMPUBAOIIOE BUCOKIM piBHEM TIpode-
ClOHAI3MY Ta YMIJIMM BOJIOMIHHSIM apCeHaJIOM BHpPa3HUX 3acO00iB,
HaKOITMYCHUX MY3UYHOIO KyJabTyporo EcToHii.

BucnoBku. [HTepIIpeTyIoOur TBOPH iHOHAIIOHATHLHOTO PENEPTY-
apy, BUKOHABEIlb Ma€ MPOUTH IUIAX, 3BOPOTHIH KOMITO3UTOPCHKOMY.
[TepmiM kpokoM Ha HEOMY Mae OyTH O3HAMOMIICHHS 3 perepTya-
pOM, APYTUM — OTPAITFOBAHHS BIOMOCTEH MPO KUTTS 1 TBOPUICTH
aBTOpa MY3HWKH, TPETIM — OCSTHEHHS HaIllOHAJIFHO-MEHTAIBHUX
0COOIMBOCTEH MY3UKH, i1 BHKOHABCHKOTO KOHTEKCTY Ta OB’ SI3aHUX
3 HUM Tpamuiliii. Llei anroput™ 1omoMoke BUKOHABIICBI BiATBOPUTH
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3BYKOBHUH 00pa3 Ta (opmy, BHOymTyBaHI ySIBOIO aBTOpa MY3WKH 1
3adikcoBaHi B HOTHOMY TEKCTI.

HarmionanpHa ciernudika eCTOHCHKHUX (DOPTEITiaHHNX TBOPIB BiT0-
OpaxxaeThCsl B IEBHUX PHCAX: CHIOMISIAIHLHOMY Ta MEJIAHXOJIIHHOMY
XapakTepi My3UKH, 3BepHEHHI IO ITUKJIiB MaTuX GopM («MapriHamii»,
«CKpUHBKMY), Oararorojocci i momidoHITHOCTI (dakTypu (BIUTHB
XOPOBOI KYJIBTYPH), 3ByKO300PKATBLHOCTI («KaHEIb»), (POILKIOP-
HOMY TE€MaTH3Mi, HOCIsIMH SIKOTO CTalOTh IMiCeHHI (KOJMCKOBI) i TaH-
IIOBJTBHI (TTOJIBKA, PEHHIICHIEP) IHTOHAIII1, 3MiHHI PO3MIpH.

[IpencraBnennii y CTaTrTi iCTOPWYHUN OTIISN MUISIXIB PO3BHUTKY
€CTOHCBHKOI (hOpTEIiaHHOT MY3WKH NIA€ MiICTaBH CYYaCHOMY BHKO-
HaBITIO 1HIIOI KpaiHW CKJIACTH YABJICHHS Mpo ii HalxapaKTepHIIIi
pucu. HesBakaroum Ha TIOpIBHSHO HEBeIWKI po3mipu Ectowii, ii
My3HKa 3pOOmIa MBHIKI Ta BIIEBHEHI KPOKH, SKH TPHUBENH ii IO
KOHIIEPTHUX 3aJI Ta Ha MPECTHXKHI CIICHU B PI3HUX YaCTHHAX CBITY.
3HaYHUM € BHECOK B IIii TIPOIIEC BiIOMHUX €CTOHCHKUX KOMIIO3UTO-
piB Xeitno Emnepa, Mapta Caapa, Pynoneda TobGiaca, Slana Pserca,
Apso [Lapra, Pene Eecniepe Ta iHIHX.

CTaHOBIICHHS HAIlIOHAJIBHOI IHCTPYMEHTAILHOI MY3HKH, B TOMY
qucii (hopTemannoi, BinOyBanocs y mpu emanu, Ha KOKHOMY 3 STKHX
KOMITO3UTOPH TaK YW iHAKIIE BiIOWBaK CBOEPITHICTH €CTOHCHKOT
KyJIBTYPH Ta il MEHTaIbHY CaMOOYTHICTh (CTPUMAaHICTh, ParlioHalb-
HICTh MHUCJICHHS, CXWJIBHICTh JIO CITOTJIIAABHOCTI, pO3MIpKOBAHO-
CTi, MEIUTATUBHOCTI, JTAKOHITHOCT] BUCJIOBITIOBAHHS).

Etan cenesu, npencraBaukamu sikoro cranu P. ToGiac, M. Caap,
A. Jlemba, A. Beapo ta X. Emrep, o3HaMeHyBaBCs MTOSBOIO 3HAYHOT
KUTBKOCTI 0OPOOOK €CTOHCHKHMX HAPOTHUX IMICEHb, SIKi JISTKO TIiama-
BaJIMCh TapMOHI3aIil Y MekKax Makopo-MIHOpHOI cucteMu. Harti-
OHABHUK 3MicT HaOyBae€ yHIBEpCAIBHOCTI 3aBIIKH 3aco0am, IO
copmyBanrcs y 3aXiTHOEBPOIIEHCHKIN My3uIli. TSOKIHHS IO CTpHU-
MaHOCTI Ta JJAKOHIYHOCTI 3HAXOAUTH BUSIB Y 4aCTOMY 3BEpTaHHI KOM-
MTO3UTOPIB 710 MaTHX GOPM, JIe KOPOTKHHA TEMATHUHUH MaTepia CTae
OCHOBOIO BCi€] T’ €CH.

Ha erami inmencusnoco poszéumky BinmOyBaeThCs 30araueHHS
TeMaTUKHA 1 JKaHPOBOTO CIIEKTPY TBOPIB Ta Tepexig Ha OUIbII
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BHICOKHI pPiBEHb OBOJIOMIHHS MPUOMAaMH Ta CTHIIICTUKOIO TOTOYac-
HOTO 3aX1JHOEBPOTIEHCHKOTO KOMITO3UTOPCHKOTO MUChMa. ECTOHCHKI
KOMTIIO3UTOPH — KIIFOYOBUMHU (Pirypamu Ha MbOMY €Talli MOCTAa0Th
X. Ennep, 4. Paerc, P. Kanrpo, A. Ilsapt, P. Eciepe — BUSBISAIOT
0COONHBY TPUXIIBHICTE IO HEOKIACHYHOTO Ta MIHIMaliCTCHKOTO
HarnpsaMKiB. OCHOBOIO My3HYHOT MOBH 0araThox (opTemiaHHUX TBO-
piB IIHOTO TEPIONy € OCTHHATHICTH — OC3KiHEUHE TIOBTOPEHHS 0Oe3
aKTUBHOTO PO3BUTKY MaTepiay, OKpiM MiHIMAJIbHOTO BapirOBaHHS —
TaK y MY3HWII BTUTIOIOTHCS PAIiOHANBHICTH Ta JAKOHIUYHICTH MHC-
JICHHS, @ HOTO TBOpYA CaMOOYTHICTh MPU3BOIUTE IO TIOSBH ITHKITIB
3 «HE3BUYAHNMMIY 1 HABITh «IMBAKyBaTUMM KAaHPOBHUMH Ha3BaMH,
TaKUMH, SIK «MapriHaIi» Ta «My3UIHI CKPHHBKID).

TpeTii, cyuacnuii, eTam XapaKTepPU3YEThCS 3aCBOECHHSIM Ta PO3-
BHUTKOM HOBITHIX KOMIIO3UTOPCHKUX TEXHIK Ta CMIJTABUM BUKOPUCTAH-
HSM JOCSATHEHb MHTIB XX CTOJITTSA, CHHTE30M Pi3HUX CTHIHOBHUX
HamnpsIMKiB, EKCTIGpUMEHTAMH B 00JIaCcTi OpraHizallii 3ByKOBHCOTHOTO
MIPOCTOPY, BiZl BBEICHHS AoaekadoHii Ta aTOHAIBHOCTI 0 3aCTOCY-
BaHHS PO3IMHMPEHO-TOHAIBHOI, MOJAIBHOI Ta MIKPOTOHOBOI CHC-
TeM. TBOpH KOMIIO3UTOPIB, IO 3’ SIBUIUCS Ha MY3WYHIM apeHi B ITiit
riepion — Tunica Kaymana, Jlisu I'ipm, [Tapra Yycbepra — Haitgacrimie
MepealoTh CHONIAIATFHO-METaHXOMIHI HACTPOi Ta CHPSMOBYIOTh
JI0 eK3UCTEHITIAIBHUX pO3MyMiB. TBOPUI TONTYKH €CTOHCHKIX MHUTIIIB
CHLOTOJIHI CTIPSIMOBaHI IO CHHTE3y TPAJWIIIN 1 HOBAIIIH, IO YMOYKITHB-
JIFOE CTBOPEHHS HETIOBTOPHOI KOMIIO3UTOPCHKOI MOBH Ha OCHOBI CTH-
JTICTHYHUX TPUHITUTIIB HAIlIOHAJEHOI Ta CBITOBOI My3uKH. Pe3ymsraTti
I[IMX TIOTTYKiB — HOB1 HETIOBTOPHI TBOPH — BiIal0Th HA BOJTFO BUKOHAB-
II€Bi BETMUE3HUH 1HTEPIPETAIIHINA TTOTEHITiaT.

IlepcnekTBa MoAaJbLIIOr0 PO3BUTKY Temu. DopremanHa
CTIAIIIMHA €CTOHCHKUX KOMITO3UTOPIB B ACIEKTi aHAJi3y HAIliOHATh-
HOI crienudiku My3UWIHOT MOBH Ha CHOTOMHINTHIN TEHD 3aJIUIITAETHCS
BIIKPHUTOIO I HAyKOBUX JOCIHIMXKeHb. Lle mepembauae, Hacamire-
pen, 3HAOMCTBO 3 QopTemiaHHUM JTOPOOKOM KOXKHOTO 3 MHUTIIIB Ta
HWoro peTenbHMIA aHami3. OTpuMaHi pe3ylbTaTH CHPHITHMYTH PO3-
IIUPEHHIO perepTyapy sl Cy9acHOi HaBYAJIbHOI MPAKTUKU B CHC-
TEeMi My3UYHOI OCBITH.
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ESTONIAN PIANO MUSIC:
WAYS OF DEVELOPMENT (COMPREHENSION
OF FOREIGN REPERTOIRE
BY AMODERN PERFORMER)

Statement of the problem. The article is devoted to the problem
of studying the foreign repertoire by the performer. By studying
the works of composers of any country, the performer gets the
opportunity to comprehend the achievements of another culture,
thereby deepening the imagery of their own interpretations and
expanding their audience. This determines the relevance of the
presented study, the purpose of which is to try to outline the ways of
development of Estonian piano music and to reveal the originality
of the musical language of prominent Estonian composers, based on
iconic works of different periods.

Literature review. It should be noted that today there are few
scientific works in Estonia that help an international performers
to understand the essence and originality of the piano works by
Estonian composers. Some scientific studies were written still in
the 60-90s of the last century. Most of the authors (Roizman, 1960;
Normet and Vakhter, 1968; Leichter, 1970; Olt, 1972; Sviridov,
1983) cover the piano works of the Estonian composers in the
context of the general development of Estonian musical culture. The
lack of the special researches, concerned with piano art of Estonian
composers stipulates the novelty of this study. For the first time
not only in Ukrainian musicology, but also in the world, the piano
heritage of the Estonian composers became the focus of attention.
The research methodology. For revealing the abovementioned issues
it was necessary to use a set of scientific approaches uniting the
principles of music-theoretical, historical and performing analysis.

The results and conclusions. The historical overview of the
development of Estonian piano music presented in the article provides
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an opportunity for a modern international performer to get an idea
of its most characteristic features. It was found that the formation of
piano works took place in Estonia in three stages, in each of which
the features of the national mentality were embodied with the help
of historically determined stylistics of musical language and the use
of appropriate compositional techniques. It is argued that Estonian
mental traits such as restraint, contemplation, meditation, rationality,
striving for simplicity and conciseness have also manifested
themselves in piano works: over the centuries, this mental identity
has been reflected in the work of composers of different generations.

The practical significance. The obtained results allow to outline
the genre system of piano works of Estonian composers and provide
an opportunity to promote their works in the musical circles of
Ukraine, expanding the modern performing repertoire.

Key words: piano art, contemporary music performance, Estonian
music, national musical language, Estonian mentality.
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MOJII®OHIYHI TBOPH JIJ151 ®OPTEIIIAHO
PAO IOSTHA B ACHEKTI
BUKOHABCBLKOI PEAJII3ALLIL

Pozensioacmuvces KoMniekc GUKOHABCLKUX 3a80aHb Y NOAIPOHIY-
Hux meopax 0st hopmeniano Pao FOsana: «Immpooykyis i ¢year
(1956), coima «3amanvoska scummsi ¢ Anvaniy (1963), «llpenodis,
dyea i xopany (1964) ma «Tpu noniponiuni n’ecu na memu cma-
posunnoi myzuxu Yan’anvy (1992). Iliotpynmam Ons 30itcHenHs
BUKOHABCHKO2O AHANI3Y € GUSIGLEHHS KOMNO3UYIUHO-OpamMamypeiy-
HOI nobyodosu, ocobausocmeli haxmypu ma noaighoHIuHOI mexHiKu
V MY3UYHUX MBOPAX, K I cneyughiku KoMno3umopcbKo20 MUCieHHs.
Pao [Oana. Ananizyiomscst 0CHOGHI KOMNOHEHMU MY3UUHOT MOBU, U0
b6yoyromos hopmy ma eHympiwHil 3micm meopy. cneyugixa mema-
MUYHO20 PO3GUMKY, PUMMY, MEXHIYHUX MA 36YKOGUX MPYOHOUIs,
npUtiomie KOHMpanyHkmuunoi po3pobku mamepiany. 3’scosano,
WO Y KOJCHOMY PO32TSHYMOMY MEOPI 3ACMOCOBAHO NPAKMUYHO CI
8I00MI 8UOU NONIBOHIUHUX MEXHIK 3AXIOHOT MY3UKU, dle AICKPABO 8i0-
03ePKANEHO PeciOHANbHI HAYIOHANbHI My3uuni eremenmu. Ilpiopu-
MemuuM NiAHICMUYHUM 3A60AHHAM BUCMYNAE 8MIHHS N00OYOY8amu
38YK08Y apXimMeKmoOHIKY Noai(oHiuHo20 Nanouagmy, wo odocsea-
E€MbCsL 3060KU SICHIU CTLYXOBIU VAL, nepeoyymmio i mO4HOMY myule.

Kniouosi cnosa: nonighonis, bacamozonoccs, kumaicoka @op-
menianna mysuka, Pao [Osn, nayionanvua mysuuna meopuicms,
BUKOHABCLKA Peanizayisl.

MocranoBka mnpodaemu. Pao 0su (1933-2010) — Bimomuit
KATAHCHKUN KOMITO3UTOP Ta My3WYHHUH Menaror. 3a CBOIO OiIbII HiK
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50-piuny mpodeciiiny kap’epy BiH cTBopuB moHan 100 My3wdHUX
KOMIIO3HUITIHN Y PI3HHUX JKaHPaX, ICKPABO TPEICTABISIOUN B HUX CIIe-
nudidHI pUCH KUTAHCHKOTO MY3UYHOTO MUCTEIITBA. 3aBISIKH SICKpa-
Biif 00pa3HOCTI Ta HAIIOHATEHOMY KOJIOPHTY HOTO TBOPH TIIMOOKO
BIUTMHYJW Ha TEXHIKY KOMITO3HUIIIT K Y PiAHIN KpaiHi MHUTI, TaK i
32 KOPJIOHOM.

®dopremiano, a1 skoro Pao FOsH HammcaB neB’sITb TBOPIB, Y
TOMY YHCIIi CIM CONBHUX 1 ABa — IS (DOPTETaHo 3 OPKECTPOM, OYIT0
OIHUM 13 HAWyIIOONEHIINX My3UYHHX IHCTPYMEHTIB KOMIIO3HTOPA,
a Tomi(oHII0 KUTAMCHKWA MaicTep BBaKaB IIHHAM BHPA30BUM
3acoboM. Y TphoX 3 neB’saTH (popTemiaHHUX TBOPIB BiH Oe3mocepen-
HBO 3BEPTAETHCS IO MOMIPOHITHOTO XKaHPY, 30KpemMa, B «IHTpomyK-
mii Ta ¢y3i» (1956, moyarkoBuii TBOpumit mepion), «lIpemromii, Dy3i
1 Xopami» (1964, cepemniit mepion) Ta «Tpbox MOMI(POHITYHUX T1'€-
cax Ha TeMH crtapoBHHHOI My3uku Yan’anp» (1992, mizHil mepion).
OTxe, ToMihOHIS IMOCiAa€ BaXKIIMBE MICIIE Y TBOPUOCTI KOMIIO3UTOPA,
TOMY MOCIHIDKEHHS TOTI(OHIYHOI TeXHIKKA y (hopTemiaHHii My3uIl
Pao FOsHa momomarae kpaiie 3po3yMiTH CITPSIMOBaHICTh MOTO TBOP-
YOCTi Ta My3WIHOTO MHUCIeHHs. [Ipu boMy OKpeMoi yBaru norpedye
BHU3HAYCHHS TOJIOBHUX MTPUHIINTIIB BUKOHAHHS (hOPTETTiaHHUX TOTi(ho-
HIYHUX TBOPIB KOMITO3UTOPA Ta KOMILUICKCY BUKOHABCHKUX 3aBJIaHb.

AHaJi3 ocTaHHIX mpaub 3a TeMoOI0 AociaixkeHHsi. Hassaa
Ha CHOTONHINIHIA JEHb HAayKOBa JIiTeparypa, IO BHUBYAE MYy3WUHI
TBopu Pao lOsHa, myxe HeuucieHHa Ta HemoBHA. [lepiomwkw,
Ie po3riganacs O #oro TBOpUicTh, Hebararo, ani B Kwurai, aHi,
TAM OiJTbIIIe, 32 KOPIOHOM; O TOTO K, aHAaJIi3 TBOPIB KOMIIO3UTOpa
€ 3aHAJTO MOBepXHEBUM. JIHIe NeKiIbKa 3 JOCITIHKEHb PO3IIsiia-
FOTh TBOPYMA TOCBIJT KOMIIO3UTOpA Ta OKPeMi HOTO TBOPH B aCIIEKTI
MY3UYHOTO CTHIIIO.

Hesxi aciexktu nomidorigHOr0 MuciaeHus Pao FOsHa Oymu pos-
DITHYTI B fochimpkeHasx Yens [Ben (2015), IMan L3g (2018). Cepen
IHITIOTO AOCHITHUKHA TPHUAUIIIOTh yBary i QopTemiaHHuM TBOpam
xommo3utopa. Tak, Yenp IBen (2015) B cBOili HEBENWUKIA CTATTI
aHajizye 0CoONMMBOCTI TIOJTi(DOHITHOT TEXHIKH KOMITO3UTOPA Ha MaTe-
piari Horo opremanaux TBOpiB. HaliMacmTabHima HayKoBa mparts,
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MIPUCBSYCHA KOMITO3UTOPCEHKii TBopdocTi Pao FOsHa — muceprarrist
[Tau L1351 (2018), me pO3TIAIAETHCS MPAKTHYHO BECh HOTO MY3WIHHI
IIOpoOOK — IHCTpyMEHTaJIbHA, OPKECTPOBA, XOpPOBa My3HKa. ABTOP
OITIHIOE XYIOKHIO CITaIIITUHY KOMITO3UTOPA, 3raJy€e HOTo HAMOITBIIT
3HAYYIIli TBOPH, HAJIA€ PEe3FOMeE MO0 iICTOPUIHOTO BILTHBY Pao OsHa
Ha PO3BUTOK MOTi(OHITHOT My3uKu Kutaro.

B sxomHil 3 mepenigeHuX poditT GopremnianHi moidoHIYHI TBOpH
Pao KOsHa He MOCTIMKYIOTHCS 3 TMO3HIN BUKOHABCHKOI TTpoOIeMa-
THKY, BU3HAUYCHHS MiaHICTUYHUX 3aBIaHbL Ta MPoOJIeM iX peaiiza-
mii y mporeci inTepnperarii. Mk THM, TOCTITHUKH 3a3HAYAIOTh,
mo «crenudika BUKOHAHHS MOMIPOHIYHOI (PakTypH, a caMme: iHTO-
HaIlIHHO-pUTMIYHA W TaKTWIbHA IU(EepeHIrialis KOXHOTO TOJIOCY
OararormiaHoBoi (hakTypHu, PO3yMIiHHS JIOTIYHOTO PO3BHTKY MEJO-
IWYIHUX JIiHIA 1 TapMOHIM, TOOTO TOPM3OHTATI W BEpTUKAMi, Ta ix
CHPUIHATTS BIIMOBIHO JIO CTHJIBOBOI MY3MYHOT MPAKTHKHU CTBO-
prO€ TIeBHI TpyaHOIII st OaraThoX manicTiBy (Xanb Jle, 2019: 48).
Tpeba 3a3HaYUTH, IO I TTPOOJIEMa € CUCTEMHOIO 1 CTOCYETHCS HE
TUTEKY BUIIE3TaJaHUX TBOPIB, a i IHITUX TOTi(OHITHIX KOMIIO3HUITIH
ISt hOpTETiaHO KUTAHCHKIX KOMITO3UTOPIB.

Meta cTaTTi — BH3HAUWTH HAWBAKIIMBINII TPUHITUIIN BHKO-
HaHHS Ta KOMIUIEKC BUKOHABCHKHX 3aBIIaHb y MOMI(OHIYHUX TBOPAX
st popremiano Pao HOsHa.

Metonosorisi gocaimkeHnst. [TiqrpyHTsIM 115 30iHCHEHHS BUKO-
HaBCBHKOTO aHAJi3y € BHSBICHHS KOMITO3UIIHHO-ApaMaTyprigHol
moOyI0BH, 0COOIMBOCTEN (pakTypH Ta MOTI(HOHITHOI TEXHIKH 1 CITe-
(IKA KOMIIO3UTOPCHKOTO MuCIIeHHsT Pao FOsHA y #oro My3naHIX
TBOpaX. BUKOpHCTOBYIOTBCS (DyHTAMEHTAIBHI TEOPETUYHI IT0JI0-
KeHHS mocmimkens kuTaiicekux (Cy Cs, 1950; Hdin Llamsme, 1954,
1957; YUens Miruxi, 1980, 1986; [lyans Iliaraii, 1987) Ta ykpain-
cekux (bemigenko H., 2018) my3ukanaTiB-niommidoHicTiB. OcoOIUBOTO
3HaueHHs HaOyBae€ BUBUCHHS TCOPETHYHHX Ipaib CaMOro KOMIIO-
3uTopa, 1o npucssdeHi nomdonii (Pao FOsm, 1987, 1990, 2008).
[IuTanHs MiaHICTUYHOI peaizamii CIUParThCS Ha MPUHITAIA BHKO-
HaHHS NoMi(oHii, posriamani y npausx Xaus Je (2019), Inr fanr
(Ying Jiang, 2019), bait € (2018). ABTOop HE TOMIIE CydaCHUX
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TIOTJISITIB TOCTIAHHUKIB Ha TOTi(OHIIO 3 TOYKH 30py MaTeMaTHKH Ta
¢dizukn (Li, Yan, Ren, Zhao H, Zhao S, Soraghan, & Durrani, 2019;
Igarashi, 2013; Weiwei, Zhe, & Fuliang, 2016). Takum guHOM,
B CTaTTi 3afisfHI 1CTOPHKO-THIOJIOTIIHUH, CTPYKTYpHO-(PYHKIIIO-
HaJbHUN, KOMITAPATUBHUHN, IHTOHAIMHWKA Ta 1HTEPIPETOIOTIIHUI
METOIIN SIK HEOOX1HI IJIs peastizallii BAKOHaABCHLKOTO aHaJi3y.

Marepianom cTaTTi BUCTyatoTh popTenianai TBopu Pao FOsHa:
«IaTpomykIis i hyra» (1956), croita «3amanboBKa KUTTS B STHBAHI»
(1963), «Ilpemtomist, dyra i xopam» (1964) Tta «Tpu momidoridHI
IT’€CH Ha TEMH CTapOBUHHOI My3uKH Yan’aub» (1992).

Buxaan ocuoBHoro marepiaay. Pao IOsH — Bigomuii cydac-
HAW KHTAUCHKUH KOMITO3UTOP-TIONI(hOHICT Ta My3WYHHUH IEIaror,
SIKUH TIPUCBSITHUB CBOE JKUTTS TBOPYOCTI Ta HAI[IOHAJIBHIA My3H4-
Hiif ocBiTH. Pao FOsH HaBuaBcs y cepemniit mkoim [llanxaiicbkoro
yHiBepcuTeTy Dymnanb, Ha My3udyHOMY (haKkynbTeTi [[3iHBITIIHCEKOTO
yVHIBepCUTETY, Ha (paKynpTeTi My3udHOi komrosmmii [llarxaiicekol
KOHCEpPBATOpii, Ky 3aKiHYUB i3 BIAMIHHHUMH OIlIHKAMH, a IIOTIM
3QJIMIITABCS BUKJIAZATH TaM y Kiaci Teopii my3uku. OTHOYACHO BiH
BHBUAB JICKITii 3 TOMi(OHITHOI MYy3UKH, SIKi BUKIAIaB POCIHCHKUI
my3uko3HaBenb @. I. Ap3amanoB. Beepemuni 1960-x Pao HOsHa
3apaxyBalii JI0 «IPUXWIBHUKIB IPABOTO PyXy», 3a IO HOTo Oararo
kputukyBanu. [lo camoi cMepTi BiH mparoBaB y CiaHbCHKIH KOH-
cepsaropii B nposiniii Illernci (auai CiaHbChKa My3WYHA KOHCEP-
Baropis). Moro rm6oko rikaButu toan i 3emutst ITiBHigHOTO 3aX071y,
TOMY BiH CTBOPHB YHCJICHHI KOMIIO3HIIi1, SIKi CITUPAJINCh HA HAPOIHY
MY3HKY CaMe IIbOTO PETiOHY, QOIBKIIOP SKOTO BillirpaB BUPIIIATBEHY
pOJIb Y PO3BHUTKY HalliOHAIBHOI MMOMioHIuHOT My3ukn y KuTai.

My3ugHIi 1OpoOOK KOMIIO3UTOpa y KOXKHHUI Tepio] TBOPIOCTI
€ CBOEPIMHAM BiZOOpPaKEHHSAM JYXOBHOTO CTaHy KHTalCHKOTO
CYCITIJIbCTBA y KOHKPETHHWH icTopuyHuii dac. OCHOBHa TBOpYa
aktuBHICTh Pao lO0sua (1951-2010) oxornmoBana TpW HAWBasKITH-
Billli Tepiony HOBITHBOI icTopii cywacHoro Kwuraro: mepios morre-
penHix gocmimkers y Hopomy Kutai (1956-1960), mepion Kynsryp-
Ho1 peBortotii (1966—1976), a Takox mepioxn Bix 1976 no 1982 (pix
npuitaaTTa Kuraticekoi KoHCTHTYIIT y TpeTidl pemakiiii), BimomMuit
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i HaszBow bonyan ®answkeH', skuii Ha 3axofi JacTilme Ha3HWBa-
IOTh «IOJIITUKOIO BimkpuTux nBepei» Jlerm Csomina. OcTaHHIMH
pOKaMHU B MYy3HUYHHUX XXypHajax Oyia omyOrmikoBaHa OUTBIITICTE TBO-
piB Pao I0sHa, o gae qocimiqHukaM IyI0BHH MaTepia 1T aHaTi3y.
[Tim gac Bukmaganas B CiaHbCHKINM KoHCepBaTopii my3uku Pao FOsH
MITOTYBaB BEJIMKY KUIBKICTh BUIATHUX KOMITO3MTOPIB, IO CTAJIO
BaroMMM BHECKOM y My3W4HY OCBiTy Kuraro.

Huxn «IaTpomykitis i ¢yra» OyB CTBOPEHHH KOMIIO3UTOPOM
i gac fioro HapuauHs y lllanxaiicekiii koHCepBaTopii. BuBuaroun
nomidoHiuny TexHiky, Pao IOsH 3axommBCsS TEOPETUIHHMH PO3-
pobkamu kKoMITO3uTOpiB XyaH [13m Ta Xe JIyTuHa, sSKi TOBEpHYIUCS
31 Cromyuennx llltariB. bimpmicts iXHIX Teopiil Oyna 3acHOBaHa
Ha KOMIO3UIIIHHNX MeToaax baxa. ¥ Toit wac Xe JlyTuH BUKOHYBaB
000B’s13KH1 AeKaHa (aKkyabTeTy KOMITO3UIlii. BiH 3aKkiInKkaB CTyIeHTIB
aKTHUBHIIIIE 3BEPTATUCS ¥ CBOTH TBOPUOCTI /IO €IIEMEHTIB KHTAHCHKOT
HapOIHOI MY3WKH, JJIS 9YOTO BHMaraB peTENbHIlle BUBYATH HAIlio-
HanpHUH Gonpkiop (Yens IBen, 2015).

Pao HOsH myxe 1ikaBHBCS MICIIEBOIO MY3HWKOIO, BiH TIOCTIHHO
BiJIBilyBaB BUCTYTIH apTHUCTIB orepH 3 poBinIIii [llennci, siki HaBua-
JTHCsL B KOHCepBaTopii. Momy myske criomoGaiics HapoIHi TeMu, Ha
OCHOBI SKUX BiH CKOMIIOHYBaB CBiil mepmmid QopTemiaHHui TBip
«lHTpOmYKIIiST 1 dyray, MO HACTIAYE 3aXiTHOEBPOMEHCHKHMN >KaHP
Majoro mukiIy «llpemromist 1 ¢yra». Y MOABIHHIA YOTHPUTOIOCHIH
(by31 Moonuii KOMITO3UTOP MPOIEMOHCTPYBAB BHCOKOMIpOeciitHe
BOJIOMIHHS TEXHIKOIO HAMCAHHS (YTH.

[TopiBHIoroun TBOpUicTh Pao FOstHA 3 My3MKOIO BHIATHUX ITOJi-
¢omictiB, mocmimaunsg Yen Isens mume: «llicns Toro, sk crapo-
NaBHIA TOTihOHITHIH >kaHp (QyTH JTOCAT CBOTO TPiyM(]y y TBOpax
. C. Baxa, 3axigHa My3HKa yBiiflIUTa B Iepioa JOMiHYBaHHS iHIIHX
aHpiB. OgHak ciaBa ¢yru He 3racia. CtBopeHHs ¢yr B. A. Momap-
toM, JI. Berxosenom, ®@. Jlicrom, JI. IllocrakoBu4yeM Ta IHIIUMU

' B OyKBaJbHOMY CEHCI — «YCYHEHHSI Xa0Cy 1 MOBEPHEHHS 10 HOPMAIBHOTO

JKUTTs», nepion ictopii Haponuoi PecryOmiku Kurail, mpotsirom sikoro
Jen CsomiH O4OJNMB JAJEKOCSHKHY INPOTpaMy, HaMaralounch BHITPABUTH
momunnku KymerypHOi peBomiorii, posmodaroi Mao II3emyrom. (Boluan
Fanzheng. From Wikipedia, the free encyclopedia).
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MalcTpaMH MOCTIHHO TigHIMaIo (yTy Ha HOBUH PiBEHb, ii JKUTTEBA
CHJIa cTaBaia efalli CHIIbHINIOI. BimoMo, o ¢yra Mae mieBHi mpa-
Bruia HarmcanHs. [lpu crBopenHi gpyru Pao FOsH HE TITBKH cyBOpO
TOTPUMYETHCS TPAIUIli 1 KaHOHIB (hopmaty (yTH, ajie TaKoXK BHO-
CUTh HOBATOPCTBO B CTPYKTYPY Ta TEXHOJOTIIO KOHTPAIYHKTY)
(Yen Ienn, 2015: 90).

st 36epexenns: eqHocTi B «IHTpomykmii Ta dy3i» Pao FHOsma
BUKOPHCTAHO OJIUH TeMaTH4Hui marepian. [lepria tema ¢yru nos-
TOpIO€ iHTOHAII{ BimoMoi HapomHoi micHi [liBHiuHOTO 3ax0my Kutaro
«CuHs kBiTKa». BoHa IPOBOMUTECS Y CEPETHBLOMY PETICTPi IT0 TOHAX
MEHTATOHIKU Y TOHAJIBHOCTI COb uJiCU, MA€E XaPAKTEPHY CTPYKTYPY
MOYaTKOBOTO MOTUBY Ta PO3BHUTKY. J[pyra Tema, B3sita 3 [aTpoaykiii,
TIPOBOIUTHCS Y BUCOKOMY pericTpi. BoHa BCTyItae Ha MpUKIHIICBOMY
KaJlaHCi TIEPIITol TEMH 1 32 CBOIM CKJIAJIOM € CBOEPITHUM 3epKallb-
HHUM BiTOOpaXCHHSIM TIEPIIol TEMU — OCTaHHIN KaJaHC MepIIoi TeMHU
30iraeThCsl 3 TMEPIIOI0 3aTAaKTOBOIO IHTOHAITIEIO Apyroi Temu. lle
3abe3meuye XOpoIry pUTMITHY OCHOBY IS X B3a€MOIIi B pO3poOIIi
(yru. Xowa 11i IBI TEMH HaJleXkKaTh A0 Pi3HUX TOHAJTLHOCTEH, iXHI
MY3HWYHI CTHJII OJHAKOBI, IO 3aKJajg0 OCHOBY JUIS 1HTETparlii JBOX
TeM IIi€i YacTHHH y monBiHy (yTy. Ilicis Toro, sk mepira eKCIro3u-
IIisI TBOX TE€M 3aBEPIITY€ETHCS, 1 BOHH 00’ €THYIOTHCS B pO3POOKOBOMY
O3, 3MiHa pO3TaNTyBaHHS ¥ PaKkTypHOMY IpocTopi (0ac i TeHop)
HAJIa€ TeMaM HOBOTO TeMOpOBOro 3abapsieHHs. ToHaTbHA MOJYIIsI-
Ilisl TPUBHOCUTH HOBUH KOJIOPHT, CTBOPIOIOUH BiTUYTTs, [0 HACTAJIA
KyJIbMiHAITisI.

IIpamroroun  Ham OUM TBOPOM, HEOOXITHO TIpOaHAi3yBaTH
OCHOBHI KOMITOHEHTH MY3HYHOi MOBH, IO BIUIMBAKOTH Ha HOTO
(hopMy Ta BHYTPIIIHIN 3MICT, a TAKOXK CTIEH(PIKy TEMATUIHOTO PO3-
BUTKY, PUTMY, TEXHIYHUX Ta 3BYKOBHUX TPYIHOIIIB, MIPHUHOMIB KOH-
TPaIyHKTHYHOI pO3pOOKH Marepiay.

Jnst 6impIn  TITHOOKOTO TIPOHWKHEHHS y CYTHICTH TOMI(OHIY-
Horo mwmcrenTBa Pao FOsHa HEOOXITHO 3BEpHYTHCS IO HOTO TEope-
TUIHOTO MOpPOOKy. Brke 3a waciB HaBUYaHHS KOMITO3UTOP YCBiJIOMHB
CKJIATHICTh HAWBUITIOI TOM(OHIYHOT opMu B My3uili. Tak, 3 q0CITi-
moxerns [Tan 135 (2018) Mu MoskeMO Ai3HATHCS, IO OTHIETO 3 TIEPIITUX
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TEOPETHUYHUX Tpallb, Hanrcanux me 1956 p., crana crarrs Pao FOsHa
«Bwura Mmonens nomidonigHOi My3udHO1 popmu. Porb hyru y My3ud-
Hilf BUpa3HOCTI». AJie, Ha KaJlb, I poO0Ta He BUHUIILIA JpyKOM. Mok-
JIMBO, KOMITO3UTOP JIOONPAIlbOBYBAB TaKy CKJIAIHY TEMy W BHUKOPH-
CTaB CBOi TyMKH B iHIUX poOortax. B3arami Pao IOsH omyOmikyBaB
moran 10 crateil mpo HamMiOHAIBEHY TOMI(POHIYHY MY3UKY 1 TEXHIKY
moJTichoHIUHO KOMIIO3MITiT; HalBimoMimti 3 HUX — «HoBi Tutomm Teo-
pii momichoHiT — HaBYAIBHI HOTATKH 3 “OCHOBHOTO KypCy HAITHCaHHS
nortichoriuHOT My3ukn” Tipodecopa Uernp Minwki» (Pao F0smH, 1987),
«IIpo TeopeTHUHy CHCTEMY pAISHCHKOI MOMI(OHIYHOI MY3HUKIDY
(Pao FOsmH, 1990), «IIpo moaBiitHIIA KOHTPAITYHKT, PyXOMHUI KOHTpa-
MYHKT 1 CKIamuauii kKoHTpanyHk™ (Pao KOsm, 2008).

Pao IOsH maB gye BHCOKY OIHKY «“OCHOBHOMY KypCy HalTH-
caHHsa TomidoHigHoT My3ukn” YeHb MIiHWKI», KU BBa)kaB TIep-
IIMM MiJPYYHHKOM 3 KOHTPATYHKTHUX TIPUHOMIB KHTAHChKOI HAPOI-
HOi My3UKH B ICTOPHYHHX YMOBAX TOTO Yacy, a TAKOXK MPOAHATI3yBaB
Ta y3arajbHUB XapaKTCPUCTUKU TPATUIIAHOI My3WKH B KpaiHi.
B po6ori, nmpucBsueHili TEOPETHUHIN CHCTEMI paIsIHCHKOT Tmoiido-
HigHOT My3uKH, Pao FOsSH KOpOTKO MpeacTaBuB iCTOPUIHE KOPIHHS
Ta BUHUKHEHHS PAaIIHCHKOI CHCTEMHU IMOMioHii, OCHOBHI TPHH-
AT PYXOMOTO KOHTPAITYHKTY, a TaKOK 00 €KTHBHO OI[IHUB HEIO-
JIKW pajsTHCHKOT CHCTEMH MY3HYHOI OCBITH B 00yacTi moiioHii.
Bin BBakaB, 110 paIsTHCHKI MAPYYHUKH OCHOBHY yBary MPUILTSIIOTh
JIUIIE CTPYKTYP1 KCIIO3MINii, HEXTYIOUH CTPYKTYpPOIO PO3POOKH Ta
penpusu. Ha mymky xommosuropa, Jyske 0arato yBard IpUCBSIUYEHO
BHUBUCHHIO CTPOTOTO IMHChMa 3a paxyHOK BuTbHOTO. lle He crpusie
3a0X0UEHHIO CTYACHTIB, HEOMHAKOBOCTI Ta PO3IIUPECHHIO IXHHOTO
MUcIieHHs. JloaBaHHs BIJIBHOTO TIMChMa JIO PO3MALTY HAIHCAHHS
¢yru Pao OsH BBakaB HeNIpakKTUIHUM. Y poOOTi, MPUCBAUCHIH pi3-
HUM BHJIaM KOHTPAITyHKTY, BIH JOAMINBO MPEICTABUB CBIH OIS
Ha TPY TEXHIYHI MPUHITUITN KOHTPAITYHKTY 1 BBAXKaB, IO iX HE CIif
mrytard (Pao F0sH, 1987).

[licns 3akindeHHs HaBuyanHsA B lllanxailicekiii KOHCEpBaTo-
pii Pao HOsH Takox 3ammcaB JIEKITi KOMIIO3UTOpPA 1 MY3HKO3HABITI
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®. ApzamanoBa’®, mpucBsdeHi TexHiri KoHTpanyHkry C. Taneesa. 11
3HAHHS BIUTMHYJIA Maike Ha yci MaOyTHI TBopH Pao FOsHa. Ha ix oc-
HOBI Pao FOsH sickpaBo BTiIIMB My3WIHHUH (OITHKIOP MMBHITHO-3aX1/1-
HOro periony Kwrato 3 HOro jgamoBHMH OCOONHUBOCTSIMH (MicCIleBa
JIEB’ITNTOHOBA TaMa) y CBOIX YHIKAJIHHUX MOMI(POHITHUX TBOPAX.

Benukuit iHTEpec KOMIO3UTOpa IO MY3WYHOTO JKHUTTS ITiBHIY-
HO-3axigHOTO periony Kwurato BimoOpaxye croita «3amManaboBKa
KUTTS B SIHBaHI», cTBOpeHa Mixk 1962 ta 1963 pokamu. L{ukir ckira-
TAETBCST 3 IT'SATH TIPOTPAMHHX IT'€C, IO BiATBOPIOIOTH OMWH JCHB
3 JKUTTA JIIOAWHM 3 TPoBiHIIT SHBanb. TBip omucye pi3HI creHH il
TOTOYACHOTO TPYHAOBOTO KHUTTA: «CBiTaHOK», «IIparsmy, «Hapommi
micHi», «[IpociyxoByBanHs KHUT» Ta «SHXe». CroiTa He JIHIIe Bifo-
Opakae 3aB3ATICTh Ta CHTY31a3M MOJIOI, sIKa B TOW JYac mepeOyIoBy-
BaJia TipChKi Ta piukoBi JaHAmadTH CBOET OATHKIBIIUHU, a W BigOH-
Ba€ BCIO MIOBHOTY JIIO0OBI 10 HET KOMITO3UTOPA.

Imitamiitaa mosioHITHA TEXHIKA TOCiae BaKIINBE MICIIE TIpaK-
TUYHO Yy BCilf popTemnianHii CIOITi, 30KpeMa, TOMIHYE Y MepIIii M’ eci
«Csitanok». IlogarkoBuii po3mia IT’€CH TMOOYIOBAaHUH 3a MPUHITH-
IIOM TPHUTOJIOCHOI ToipoHiuHOI iMiTarlii. 3ByKOBHI 00pa3 COHIIS,
0 CXOAWTH PAHKOM i MMPOOYIKYE B JIFOIIX HE3PIBHAHHY CHITY 1 Mpil
PO Kpalle )XUTTs, TOOYI0BaHNH Ha 3BYKO300pasKaIbHUX MPUHOMAX,
IIOB’SI3aHMUX 13 BUCXITHUM IMITAlliIiHUM PYXOM 1HTEPBAJIiB Ta aKOp-
B BiJl HU3LKOTO PETICTPY 0 BUCOKOTO. KoMITO3UTOp CripaeThes Ha
TOHH pe, COlb, 00, XapaKTePHI I MOOYAYBaHHS MEJOIUKH TPaJIn-
IHOT HApOAHOI My3UKH miBHITHOTO [1IeHbCi.

Tema MOYNHAETHCS Y BEIUKIA OKTaBi, 1 MICIIS 3ByJaHHS i1 4OTH-
phOX TaKTIB CEPEAHIHN Tojoc IMITy€ iX MO BUCXITHUX YUCTHUX KBap-
tax. [IoTiM 3HOBY 3’SBIIIE€THCS HU3BKUU TOJIOC, a CEpemHiil TOJI0C
IMITYEThCSI Ha OKTaBy BHIIE, TOJi, Y CBOIO UEPTy, PyX IMITYETHCS

2 demop ApsamanoB (1925-1995) HaBuaBcs Ha JBOX (haKymbTeTax: iCTOPHMKO-
TEOPETUKO-KOMIIO3UTOpChKOMY Ta Qopreniannomy (y wimaci b. Bepurina),
aJie 3aKiHYMB OWH — TeopeTH4yHui 3a kimacom C. CkpeOkoBa, skuii OyB Horo
HayKOBUM KepiBHUKOM 1 B acmipanTypi (1950-1953). Kanmunarceka mucepraris
®. ApsamanoBa (1955) Oyna npucesdeHa nenarorivaum npuHnunam C. Taneesa,
mi3HiIIe BuAaHa SK MoHorpadis «TaHeeB — BHKIIQJau Kypcy My3W4YHHX (opm»
(Mocksa: My3suxka, 1963). (Croruuii, 2016?).
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1€ Ha OKTaBY BHIIE, YTBOPIOIOYH TPUOKTABHHUI KaHOH. MenonnaHa
JHIA TapajeTbHIMH YUCTUMH KBapTaMH YTBOPIOE TOJIITOHAIBHY
OCHOBY MY3HUKH Ta HaJa€ {if HaIllOHATBHIHA KOJTOPHUT. [IoBUTBHMIA pyX
Ta HaITapyBaHHS JOBIOTPHUBAINX IHTEPBAIIB Ta aKOPAiB BIATBOPIOE
HE3BHYAHOI KpacH 3BYKOBY KapTHHY MPHUPOAM, JI€ TIOCTYIIOBO PO3-
CIFOETBCSI TyMaH, 1 Iepel HAMH ITOCTa€ PAHKOBE COHIIE.

«IIpars» — eHepriitHa I’ eca, e MOTOPHKA TTOCTAE K YOCOOICHHS
00pasy MOBHOTO 3aHypPEHHS JIONEH y pamicHy poOoTy. B TBopi moen-
HYIOTbCS XapakTepHUH JUIS JaHOTO PETiOHY TIEHTATOHOBHU Jiaj
(TOHATBHICTE pe uoiclt), CTPUOKOBHH PUTM Ta CydacHa TEXHIKa KOM-
TIO3UIIi, KA HIOW «BTPYYAETHCS» Y 3BUYHI CKIIAZIOBI TPaTUIiHHOT
KUTaNChKOI My3uKH. BeTynm moOymoBaHuit Ha BUKOPUCTAHHI OCHOB-
HOTO TOHY JIaJIy CO/lb 2VH, JIOBTa TPUBATICTD SIKOTO Ja€ MOXKIIMBICTB
BIIUYTH HAITIOHAJLHUN KOJIOPHUT BKE HA TOYATKY 3BYUYaHHS IT €CH.
Jlami po3BUTOK BimOYBa€eThCS Yepe3 3aCTOCYBAHHS aKOPAOBOI (ak-
TypH, 3T0JIOM TIOBEPTAIOYHN MY3UKY 10 TOHAIILHOCTI pe UdCU.

HacrtymHa wactuna 1’ ecu mepeHecena Ha ToH Buie. [linBumeHHs
TECUTYPH, 3aTOCTPEHHS PUTMY, YCKJIQAHEHHS (PaKTypH Ta 3pOCTaHHS
MHAMIKY TIPUBOIATE 10 KyJIbMiHAM1. Y po3po0KOBiil 4aCTHHI TBOPY
KOMITO3HUTOP 30aradye My3uKy KOHTPACTHUMH 3BYKOBUMH (hapOammu.
Binpime Toro, BiACYTHICTS Y HOTHOMY TEKCTI TAKTOBUX JIHIH, TyKe
MOIIMPEHA Y TIPAKTHUIII 3aMUCYy CYy9acHOI MY3HKH, JOAAaTKOBO ITOCH-
o€ cBoOomy (hpasyBaHHS, KA MIPU3BOIUTE 0 e(PEKTY 0COOINBOTO
T THECCHHSI 1 BIUIMBAE Ha KiHIIEBUH MY3UYHHUH PE3yJIbTaT.

«HapomHa micHs» € ecKi30oM, 10 BiATBOPIOE TPHUIIAPOBY KOHTpA-
ctHy moftioHit. XapaKkTepHo, IO cepeHiil map GpakTypu CKiIama-
FOTH aKOPOBI1 TPi0Ti, SIKi BU3HAYAIOTh PUTMIYHUAN TOHYC Ta HAAIOTh
MY3HIll HamioHaabHEe 3abapBiieHHs. KpaliHi JiHIi CTBOPIOIOTH Bill-
YyTTS HasIBHOCTI JIBOX «TOJOBHUX T'€pPOiB» TBOPY, HAPOAHHX CITiBa-
KiB, JOJIOBIKA Ta KIHKH, SIKi TI0 Yep3i COMIOIOTh. lIpoTHCTaBICHHS
JIBOX «COJIO» YTBOPIOE HE TLTHKH TEMOPOBUN KOHTPACT, aje i ePeKT
BimmyHHs. Hampukinmi m’ecw ¢akTypa YCKIATHIOETHCS TOIATKO-
BHMH TOJIOCAMH, IHTOHAIlIHE 3a0apBICHHS SKUX Ma€ MEHTATOHHY
oCHOBY. Take po3mupeHHsT 0ararorojoccsl MPU3BOAUTH 10 (HOpMy-
BaHHS ORI PO3TaTy’KeHO1 TOJTi(hOHITHOT My3UIHOT TKAaHIMHH.
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Xapakrep mecu «Cayxaroud KHHTY» BIATBOPIOE iCTOPHUIHHIA
CTHJIh HAPOJHHUX OIOBIJAYiB, MO TOXOMATH i3 MIBHIYHOI MPOBIHIII{
[ennci. e — My3nuHO-0TIOBIATBHA (hopMa TBOPUOCTI, /1€ BUKOHA-
BEIIb TPac i CITiBa€ y CYMPOBOII HAPOTHUX IHCTPYMEHTIB — CAHBCSHS
a0o minuy. [HOml 10 HUX TaKOX MPHUB’A3YIOTh JOIIKY, IO TOWTAETHCS,
Ky BHKOPHCTOBYIOTH SK VIOapHHHA iHCTpyMeHT. lle Tpamurmiitae
MHCTEITBO Ma€ JaBHIO ICTOPIIO, ajie iHTEpeC JO HHOTO Y IiBHIY-
HUX KATAHIB JyXKe CHIbHUI, TOMY BOHO TIEPENAETHCS Yepe3 MOKO-
JHHS aX 10 Tenepimuboro qusa. Y m'eci Pao HOsHa myke BaKITHBO
BiIUyTH CBOOOMY 1 TTOBHOTY BHYTPIIIHBOTO TWUXAHHSI, SKE ITiICH-
JI0€ MEJIOANYHY BUPA3HICTH TOMI(QOHIYHIX TeM. MOMEHT ITUXaHHSI
3aBKIIN TTOB’ SI3aHUHA 3 METIOAMYHOIO PETbEPHICTIO, 00’ €EMHICTIO 3BY-
YaHHS Ta KUTTEBICTIO MPOCHIBAaHUX Ta MPOJACKIAMOBAaHUX 1HTOHA-
I, OCKUTEKH came BHYTPIITHE TUXaHHS Ja€ penbed, odcsar Meso-
IIHHAM JIiHISIM, OKPEMHM MOMEHTaM BHUpPa3HOTO ¢pa3yBaHHS Ta
4acoIMpOCTOPY BCHOTO TBOPY.

IT’eca «Slaxe» yTBOPIOE CBOEPINHY IpaMarypridHy apkKy
3 «HapomHoto micHeroy», 6araro B YoMy HACiAYIOYH THUII 11 TOOYI0BH
1 PO3BUTKY 11 My3WIHOTO MaTepiamy. MeJoist TIepimoro i TpeThoro
PAAKIB HOTHOTO CTaHy BHUKOHYETHCS TMPABOIO PYKOIO, YTBOPIOIOYH
IMiTaIifo, a cepemHiii psAmoK ¢opTemiaHHOI MAPTUTYPH — JIBOIO,
TOOTO JIiBa pyKa B IIbOMY KOHTEKCTI BE/I€ 3BYKOBY JIIHIIO aKOPIOBOTO
AKOMTIaHEMEHTY.

3aramom momidoHnizoBaHa ¢akTypa GhopTerniaHHOl CI0iTH «3aMa-
JTHLOBKA JKUTTA B SIHbaHI» CIIyTy€ OUTBII SICKPAaBOMY BiAOUTTIO TIPO-
TpaMHOTO 3MICTy TBOpY. bararoremMOpoBa mamiTpa MOMiQOHITHOT
MY3WYHOT TKAHWHU BUKOHY€ YMMao (GyHKIIN: HalapyBaHHS 3ByKO-
BHUX KOMIDICKCIB, 30aradeHHs 3ByKOBOTO pelbedy, IO CTAIOTh 3aC0-
OOM PO3BUTKY MY3UYIHOTO MaTepiaiy.

Uepes BiCIM POKIB TICIS CTBOPEHHS TEPIIOTO IHKIY 3 (yToro
Pao IOsu namucaB «Ilpemromito, ¢yry i xopam». Y TOpIBHIHHI
3 «lHTpOmyKITiEt0 Ta ¢yrow», ApyrHid MOTIHOHITHHA ITUKI Mae
OLTBII CKITATHY MY3W9HY (hopMy 1 TIHOITHIT BUpa3HuUii 3MicT. KoxkHa
3 IT’€C IILOTO TPUIACTHHHOTO TOTi(HOHITHOTO TBOPY Ma€ BIACHHUI
TEMaTH3M Ta XyIOKHbO-00pa3Huii 3MicT. Ha mymky [Tan L35 (2018),
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y (y3i 3 Ipyroro mosioHITHOTO MUKITY «OITBIT TTOBHO BTiJICHI 0CO-
OHUCTICHI prCH KOMIIO3UTOPa. BOHU BimOMHCs 1 B 0pOPMIICHHI TEMH,
1y CITBBITHOIICHHI TOJOCIB, a TAKOXK Yy caMiid TeMi (yru. [aei, y3sri
3a OCHOBY, BITHOCHO HOBI Ta CMIJINBI, 1 TOMY II€H TBip CTaB OAHHM i3
THX IIeIEBPIB, sKi chopmyBaim ioro [Pao FOstHa| My3HIHUT CTHITBY.

B ocHOBI TeMu QyTH TEKUTH MEJIOMisI HAPOIHOT ITicHI «BaHBaHb-
1sHY, momupenoi y llleHsci; TeMa po3BUBAETHCS 3 YOTHPHU3BYYHOTO
HU3X1JTHOTO MOTHBY, YITOPSIKOBAHUH PO3BUTOK SIKOTO HA/Ia€ MY3HIIi
nmocTynaibHoro pyxy. Ilo-mepime, 3a mOYaTkoBy OCHOBY iHTEPBallb-
HUX CIIBBIIHOIICHD Y35ITO iHTEPBAI YUCTOI KBapTH. Jlaii iHTepBaIn
0e3mepepBHO PO3MIUPIOIOTHCS, 32 YUCTOIO KBAPTOIO CIIIIyE€ YUCTA
KBiHTA 1 BeTTnKa cenTuMa. KoMImo3utop 3aisiB TUIIIE ABI TPUBAIOCTI,
SIK1 33JTAaf0Th PUTMIYHUNA MaJTIOHOK — Y€TBEPTHI Ta BOCbMI HOTH. AJie
IUIST po3ropTaHHs «daktypHoro manamadty» (bemrigenko, 2018: 32)
Ta OLIBIIOI HACHYCHOCTI IpaMaTypridHOTO PO3BHUTKY BiH KOMOiIHYy€
3MiHHM TTPOCTOPOBHX IMO3HINH CHIIHPHUX 1 CTAOKUX YaCTOK Y YOTHPH-
3BYYHHUX TpyTaX, sKi BUABISIOTHCS MOPaA3y PI3HUMHE, 3yCTPIIaOThCs
BCl YOTHpH KOMOIHAIli: cHiibHA, clabKa, Apyra CHiIbHA Ta clla0Ka.
3aBISIKM  TakOMY TIOKPOKOBOMY TIO3HITIOHYBAaHHIO TPYIT 3BYKiB
(3 TIepIIOi MO TPETIO TMO3MIIII0) IMMOCTYIIOBO MTOCUIIIOETLCS HaIpyTa,
1 TeMa mIOpa3y MiAMTOBXYETHCS A0 HAWBHUINOI €MOIIMHOI TOYKH.
UeTBepTa 3ByKOBa Tpyma — IIe KiHIIEBA YaCTHHA TEMH, il BHCHOBOK.
V 1eit MOMEHT CHITbHA TIO3HIIISI IEPEXOIUTH JI0 TPETHOT YaCTKH. 3BYK
pe-bemonb, MO NBiYi TIOBTOPIOETHCSI B TEMI 3 OCHOBOIO Ci-OeMoilb,
BHCTYTIAE K TPETi 3HIKCHHUH Ia0eb, MO TaKOoX Hamdae 0COOIH-
BOTO KOJIOPUTY MY3HIll, MIKPECIIOUN 1i 3B’S30K 13 MEIIOMisIMH
[TiBaiuHO-3aximqHoro Kuraro. [TosiBa TiBTOHY, KU TaKoK Ha3WBa-
0T «TIPKHM» TOHOM, CYTTE€BO BIUTMBAE HA TOHAIBHUN KOJOPHT.

B exkcmoswmiii crodaTky MpOBOIUTHECS TEMa-BiAIMOBIIb, OIOP-
HUM 3BYKOM BHCTYTA€ Ci-0eMOilb, TICIS I[HOTO 3aCTOCOBYETHCS
MOIVISAIIHHANA «CTPUOOK» Y TOHAIBHICTH, PO3TAIIOBAHY YHCTOIO
KBapTOIO0 Hik4e. TOHaNbHMI TJIaH PO3BUTKY TEMATHYHOTO Mare-
piamy — TOHIKa-TOMiHaHTa-CyOJOMiHaHTa — BigoOpaskae JamoBi
ocobmBocTi My3udHOTO (hombkiopy IliBHIUHO-3axigHoro Kwuraro.
B po3po06i1i uacoBuii iHTEpBa MPOBEACHL CKOPOIYETHCS, IIOPIBHIHO
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3 EKCIO3UIII€I0, 3 YOTUPHOX TAKTIB JO OmHOTO. IloTiM 3’sIBISETHCS
TeMa i3 TIepIIoi I’ €CH MHUKITY, YTBOPIOIOYHN ToABiHHY (hyTy. B cepen-
Hilf YaCTHHI TPUTOIOCHOT (hyTH, KOJIM TEMH BXKe C(POpMyBaIi BIIaCHY
TTOTI(OHIUHY «TPAEKTOPIIO», ¥ COMPAHO BCTYMAIOThH JTOMATKOBI ITiJI-
TOJIOCKH.

Heabusaxy ckmamHiCTh I BUKOHABIA CTAHOBUTH BiITBOPCHHS
y momidoHIHIH Gopmi Marepiany TpOTHUCKIAACHh Ta IHTEPMEIIl,
a/pke BOHHM HAWJACTIIe € KOHIIEHTPaToM MoiTipoHigHOT MalicTepHO-
CTi Ta HATXHEHHA KOMITO3UTOpa. J|0aiinnBe CTaBIeHHS 10 TaK 3BaHUX
«IPYTOPSTHUX» KOMIIOHEHTIB (DYTH CTBOPIOE IIEPCIICKTUBY» BCi€l
ToTipoHIuHOT OyIOBH, 60 BOHH HEPIAKO € MPOBITHUKAMH TIPOTUPIY,
romiii Ta mii. [aTepmenii, 3B’ I3KH, MPOTUCKITAICHHS CTAHOBIISATE yCE
BHYTPIITHE JKUTTA TONi(OHITHOI (PyroBaHOT TKAHWHH. 3POCTAHHSI
(hyHKIIIT MPOTHCKITaIeHHS TTepedyBae y MpsMii 3a71eKHOCTI B 3Ha-
YEHHS ITiTOIOCKIB, BiJ Ti€i poJi, SKYy BOHU BINIrparoTh y HOTO BHY-
TpimmHi opranizamii. Maibke y BCiX ¢yrax poib MPOTHUCKIAICHHS
BHUKOHYE TTITOJIOCKOBUH PO3BUTOK TEMH, HOTO MYy3HYHUN MaTepiaj
IHTOHAIIITHO MTOB’ 3aHUH 13 TEMOIO, TIOCHITIOE 11 BUpa3Hi MEITOTUIHI
BJIACTHBOCTI Ta MOTITHONIOE 11 CMUCIIOBE 3HAYCHHS.

Huxn «Tpu momidoHIYHI T’ €CH HA TEMHU CTapOBHHHOI MY3WUKH
Uan’anb» B CBOIlf OCHOBI MICTUTH CTApOBUHHY MY3HUKY, SIKY TaKOX
Ha3uBaioTh «CiaHbChKOIO OapabanHoro My3ukowo» (UeHn IBeHs,
2015: 91). Bona BunamKIa TIpH ABOpi SIHBIOE B enoxy auHacTiii Cyit
1 Tan. Ilicnst Toro, Sk Ti YacH MIIUIA B MUHYJIE, a 3TajaHi JUHACTI{
smiawm g — CyH, FOanb, Min i [{uH, my3uka Yan’asp To miepio-
JTUIHO PO3BUBajacs, To 3a0yBaacs. B Hamti yacw BOHa BiioMa TUTBKH
B Ciani, MicTi Ta HOTO TTEpEIMiCTi, PO3TAIIOBAHOMY O1JIs TIBHITHOTO
M THDKKS Topy YKkyHHaHB. Miciie TOmyIsipHe cepel OyIINCTIB 3aB-
JISTKY KIJTBKOM CBOIM XpamaM. BiTHOBTIOBaB HOTHI 3amucu mpodecop
Cianncpkoi koHCcepBaTopii ®en SlmaHp — BEMWKHI 3HABEIb CTapo-
BUHHOI My3ukn Yan’anro. Ha ocHOBI #oro mpars Pao FOsH cTBO-
puB BiacHy kommo3suiito. 11[o6 MakcmManbHO 30€eperTH 3BYKOBUI
00pa3 cTapomaBHKOI MY3UKH, KOMIIO3UTOP 3aCTOCYBaB ITOJTi(OHIFO.
Hwuxn Pao FOsHa cximamatots Tpu mecu: «Man Tindany, «Amanmo»
ta «lLtaky4a BepOay.
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[Tepmra r’eca, «Man TiHdan», TyKe TaKOHITHA — BCHOTO 32 TaKTH.
BoHa sBnsie co0010 TPHUTOJOCHY MON(OHIUHY 3aMajboBKy. B miit
(hoprermiaHHIi MiHIaTIOPi KOMITO3UTOP 3aCTOCOBYE KOHTPACTHY TIOJi-
¢domnito. Tpu romocu dakTypu MaroTh UiTKi (yHKITI IHCTPYMEHTIB
CTapOBUHHOTO aHCAMOJIO0, KOKHHUM 3 HUX Tpae cBOIO mapriro. Oco-
ONIMBY BHPA3HICTh HAJA€ MOBTHMHA MOCTIHO MOBTOPIOBAHUI Oac, 110
BHCTYTIA€ B POJIi OPTraHHOTO ITyHKTY. BiH CTBOpIOE 0COOIMBY aTMOC-
depy, 3ByKoBU 00°eM, 30arauye daktypy odbepronamm. CepemHiit
1 BepXHIl TOJOCH BHKOHYIOTH IHIWBIIyaJIbHI TApTii, YTBOPIOIOTH
CBOEPITHAN TyeT Ha TJIi IOBrOTO Ta TIOBTOPIOBAHOTO 3BYUYaHHS Oacy.
TemaruuHuil MaTepiaa BEpXHHOTO TOJIOCY MICTUTh ITUTYBaHHS CTa-
pOIaBHBOI MeoAil B amy ¢a eyn. bac ¢ha, mo TpuBae aBI UBEPTI,
CTBEPIKYE TOHIKY ¢hba eyn BEpPXHBOI MeNomudHoi JiHii. B cepen-
HBOMY TOJIOCI 3BYKH pe-6emonb Ta Jjisi-Oemo/ib YBOASATh MEJIOII0 Bif
Tmany ¢ga eyn, HATAIOYW O3HAK IMOIBOEHOI TOHAJIBHOCTI abo Wepry-
BaHHS TOHANBHOCTEH. [Ipy po3po0ITi THXA METOIiS 3aTPUMYETHCS Ha
IIBa TaKTH, 1 ABI TEMH €KCTIO3MIIil yTBOPIOIOTH CBOEPITHUN TyeT.

B m’eci BimcyTHS Memomis MEepeaHBOTO IUIaHY, THYYKHH pyX
MEJIOJIMYHUX JIHIM HEe Ma€e KBaJPaTHOI CTPYKTYPH, Y YOMY BUSIBIISI-
€ThCsI CHJIbHE TSOKIHHS JI0 TPUHOMIB My3HYHOTO MTUChMA, TPUTaAMaH-
HUX CTaPOBUHHOMY KHTAHCBKOMY THCTPYMEHTY 2yyiHb. 3BYK I[OTO
HETepPeBePIICHOr0 IHCTPYMEHTY HACHUYCHHH, JIEI0 MEIUTATUBHHMI.
CKJIamHICTh BIITBOPEHHS 3BYKY eyyino Ha QopTemiaHo moTpedye
BiJI BUKOHABIISI, HacaMIepel, MOBHOI ¢i3muHol cBoOOmu. 3 ¢izmu-
HOIO 3BUTRHEHICTIO TiJa BUKOHABIISI TiCHO TTOB’sSI3aHUH MOMEHT CITy-
XOBOTO YSBJICHHS, SICKpaBa 3BykoBa (paHTa3zis. Y KiHUHMKax MaJIbIIiB
Mae OyTH 30CepelKeHa BCS TOHKICTh Ta TOCTPOTA JOTHKY IO KJIABIIIL.
AJDKe BiZl IBOTO, K 1 BiJl TOHKOTO CITyXOBOTO BHUKAHHS B MYy3HUHY
TKaHWHY Ta 3aroCTPEHOCTI MY3WYHOTO BIAUYTTS, 3aJIEKHTh Kpaca
(hopTeriaHHOTO 3ByYaHHS.

V Toli xe yac, 3arajbHa MaHepa JOTHUKY JO KJIaBIIl Mae OyTH
M’ KOO Ta INIACTUIHOI0. EKOHOMIS 1 TOYHHI «pO3paxyHOK» V pyXax
HaBITh 30BHI CIIPABIISIE BPAXKCHHS KPACH, TOMY IIO TaK HAPOIXKY-
€ThCSl THYYKICTh 3BYYaHHS 1, CBOEI0 YEProro, CTBOPIOEThCS ILTAC-
THKa My3W4HOI (OpMH BHUKOHYBaHOTO TBOpYy. OTxe, Qiznuni
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XapaKTepUCTHKA BUKOHABISI Ta WOTO BHYTPINIHI SKOCTI, TaKi SK
PO3yM, BOJISI, TIOUYTTS, TEMIIEPAMEHT, CHPHUSIOTH «HAPOIKECHHIO»
XyJ0’)KHBOTO BUKOHAHHS TBOPY.

Hpyra m’eca, «Ananmo», Je TaKOX € IUTYyBaHHS Marepiaiy
CTapOBHUHHOT MY3UKH JIJIsl KUTAHCHKOTO 1HCTPYMEHTY YuHb, HAIU-
cana B (opwmi tpuronocHoi (yru. Temm «AnaHmo» MO3HAYCHUI
SK eHepriiine Allegro, TOHAIBHICTE — CTAPOBUHHUN KHUTAWCHKUI
nand s wan. XapakTep TEMH TigHeCeHUH, 11 IepBiCHEe TPOBEACHHS
y CepeTHbOMY TOJIOCI ToCcuTh TpuBaje — 10 TakTiB. Tema nepensimae
JKUBHH MY3UTHHH XapaKTep yciel M’ ecu — 6arato cTpuOKiB Ha BEJIUKI
IHTepBaIH, 0COOMUBO €(HEKTHUM € CTPUOOK Ha BEUKY centuMmy. Lle
HaJ1a€ Tif )KUBOTO Ta TYMOPHUCTHYHOTO 3ByYaHHs. BiAmoBiapk BeTymae
Yy BepXHHOMY Toyioci B 11 TakTi B TOHaIBHOCTI Mi wian. BoHa TOUHO
TTOBTOPIOE BC1 MITPUXH Ta iHTOHAII] TeMH. € TaKOXK JTBa MMPOTHUCKIIA-
JICHHSI, 1110 BUKOHYIOTHCS Pa30M 3 TEMOKO. B KO)KHOMY 3 TrOJIOCiB TeMa
MPOBOJUTELCSI Y 3BOPOTHOMY PYCi, IO 3HAYHO OXKHBIIOE MY3HUKY.
[Ipu cTBOpeHHI MBOTO EMi30/ly aBTOpP MEePEBaKHO BUKOPHUCTOBYBaB
KOHTPACTHI 3MiHH TEMH, a TOsBa Pi3HUX TOJIOCIB y Oararorojocci
30araTmiia MOro 3BYKOBHI KOJIOPUT. Y pPO3pOOIN TeMa TpaHCIIO-
HYETBHCS Ta PO3IMIUPIOETHCS, a il PO3BUTOK CsTa€ KyIbMiHAIIHHOT
TOYKH. Y PEnpH3i TaKOK 3aCTOCOBYETHCS IMITaIliifHAa TEXHIKa, TEMa
TPAHCIIOHYETHCS HAa KBIHTY BHHU3 1 3MIIIYETHCS HA JIB1 TAaKTOBI MO,
a TaKOX 3MEHIITYETHCS B TMTOPIBHIHHI 3 €KCITO3UIII€I0.

3aramom, meca Pao FOstHa — THTIOBA (hyra, HACHUIECHA SICKPAaBUMU
obpazamu, SKi BiIA3EPKATIOIOTh HAIIIOHATBEHY XYI0KHIO KOHIICTIIIIFO.
Buxonytoun i, ctif maM’siTaTH TIpo PO3KPHUTTS TOJIOBHOI i1e1 TBOPY,
HOTO BHYTPINTHROTO 3MICTY Ta MIPO ToOYIOBY ITiicHO1 popmu. Bupi-
IITUTH T1i 3aBIAaHHS JOTIOMarae po3yMiHHS TEMAaTHIHHUX B3a€MO3B’ 53~
KiB Marepiany, po3KpUTTS BHYTPINTHROI MOTHBAIIiI MMOTi(POHITHOTO
po3BHUTKyY. ToOTO, HEOOXiTHA TTHIIBHA yBara 0 iHTOHYBaHHS MOTH-
BiB, TEMaTUYHO ITOB’I3aHUX 13 TEMOIO, i TAKUX, III0 YTBOPIOIOTH KOH-
TpacT Ta MPOTHIiT0, IO BCHOTO, IO Oepe TMoYaToK Bif TEMH, 1 o i
MPOTHUCTABISIETHCS SIK MOMEHT HapOJKEHHS HOBOT SIKOCTI.

B 3axmouniit m’eci «Ilmakyda BepOa» TakoX BUKOPHUCTAHUH Ha-
[MiOHATBHUN My3WUHHUA MaTepiall. OCKITbKH OpWTIiHAI € IOBOJI
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po3ropayTUM, Pao FOsH BiniOpas muIe oquH HOTO PparMeHT — eKe-
MIPECUBHY MEJIOJII0 Ha JIaJOBiii OCHOBI IIECTUCTYIICHEBOI TOHAIb-
HOCTI pe roti. KoMIo3uTOp BiITBOPIOE 11 HEBEIIMKUH MOTHB, SKHI
MPOXOANTH Yepe3 BCIO T1'€CY, THM CaMUM BHUKOPHUCTOBYIOUH IIpPH-
oM (ikcoBaHOI Memofii, mo0 MOCATTH €THOCTI MY3WIHOTO PO3-
BUTKY. Ll dikcoBaHa Memomiss HEOTHOPA30BO IMPOXOIUTH y 0aco-
BOMY ToJioci. Y 3aximHiil momihoHITHIN My3uIli (hiKCOBaHA MEOMis
(cantus firmus) cTana mye BaKIUBUM CITOCOOOM (OPMOTBOPECHHS.
Komu cantus firmus MiCTUTBCSI Y HIKHBOMY TOJIOCI, TAKHH HOTO Pi3-
HOBHJI Ma€ Ha3By ocmuramtnozo dacy. CeHC OCTaHHBOTO TOJISATAE B
TOMY, IIIO B 0aCOBOMY TOJIOCI TTOBTOPIOETRLCS OHA ¥ Ta K cama MeJo-
IugHa JiHisL. BomHouac 6e3mepepBHE OHOBJICHHS BEPXHIX TOJOCIB
JTa€ 3MOTY MY3HIIi PO3BUBATHUCH.

OTxe, Ba TONOCH Haj (iKCOBAaHUM 0acoM YTBOPIOIOTH 3 HUM
KoHTpacTHY momionito. dikcoBana menomist (cantus firmus) Binl-
TBOPIOETELCS IT’ATh pa3iB, MPUIOMY TIEPINi TPHU MPOBOIUTHCS THXO.
OcraHHI 11Ba pasu cantus firmus 3’ SBISIETbCS Y BEPXHHOMY TOJIOCI,
a MEIIOUYHUH MaTepiall BEpXHBOTO IOJI0Cy «IIepecyBaeThCsI» y 0ac,
BIICTaHb MiX TOJIOCAMH CTAHOBUTHL CIIOYATKy OKTaBy, a IOTIM —
IyomenuMy. Y TIOPiBHSHHI 3 JBOMA TMOTIEPETHIMUA MY3UIHHUMH TBO-
pamu, Texrika momidonii B «Ilmakydiii BepOi» € HAHOLIBII CKITam-
HOIO, ajie 3ByKOBHM €(EKT, IO TOCATAETHCS, POCTHH 1 3pO3YMLTHIA.
OcHOBHA MEJIOisl TBOPY MICTUTH MIAHOMH Ta CITyCKH, a 1 po3poOKa
Ma€e TCHICHINIO TUIABHOTO TUIMHY, HEMOBOHM BiJOOpakarouu Te, sIK
BepOM TOHIAIOTHCSA HA BITPY. MOXKHA CKa3aTH, IO ICII 0araTbox
POKIB TBOPYOi MPAKTUKU MaicTepHicTh Pao KOstHA v TexHirmi 3aximn-
HO1 ToTihoHiT OCSTIIa TOCKOHAIOCTI.

Boanowac, KOMIO3UTOp IEMOHCTPYE ideaibHEe 11 TOE€THAHHS
31 CTHJIICTHKOIO HamioHaidhbHOI My3ukH. IlpemcraBimeHi Tpwm I’ ecu
[IAKITY 3HAYHO BIMPI3HAIOTHCS BiM TPATWIIMHUAX 3aXiTHUX TMOIi]o-
HIYHUX KOMIIO3UIIIH 3aBISIKH OCOOIIMBOCTSM HAIIOHATHLHOTO MY3HY-
HOTO Marepiany (mIe, 30KpeMa, MOPYIIYEThCS PETYIAPHICTE PUTMY)
i crrenuimi 6araToBUMIpPHOTO MY3MYHOTO MUCIICHHSI, IO JOJIAE
KaHOHIYHICTh TONi(OHIYHOI TEXHIKH. bararomiaHoBicTe pPO3Top-
TaHHS MY3WUYHOTO 00Opa3y 3MYIIye BiTIyBaTH III€ SIKICh CMHCIIOBI



216  [pobnemu e3aemodii mucmeumea, nedaeoeiku ma meopii i ipakmuku oceimu, gur. 61

«TIOJTMCKW» 11032 TOJIOBHUM 300paskeHHSIM. MOXKHA CKazaTH, IO I1e
(hyHmamMeHTambHa pHca KUTAWCHKOI XyHOKHBOI €CTETHKH, NIe TPH-
CYTHSI XyIOXKHSI KOHIICTIIIisI HEBUIAUMOTO, a00 MMPUXOBAHOTO, 3MICTY.
Came 3aBIOIKH Il XapaKTePUCTHUIlI KOMITO3UTOP BIIKPUB €CTETHU-
HHAW CBIT (OPTEMiaHHOTO MHCTEITBA, KU Ma€ BEIWUKE 3HAYCHHS
JUTST PO3BUTKY Cy9acHOI rmomidoniunoi my3ukn B Kurai. Kommozurii
Pao IOsHa ipencTaBisIOT, HOBUIA TOCBI CTBOPEHHS MOTI(OHITHOT
MY3HKH 3 HaIllOHAUTBHUM 3a0apBICHHSM.

BucnoBku. Pao HOstH — ofuH 3 HaliBiIOMINIUX KUTAWCHKUX KOM-
IIO3UTOPIB, SKOMY HAICKHTH Oarato momidoHiurmx TBOpiB. Moro
TBOpYA 1 JOCIITHUIIbKA MTPAKTHKA TTHOOKO BIUTMHYJIM Ha PO3BUTOK
nomidonii B Kurai.

BuBdeHHs HaIiOHAIBHOI TOMIGOHIYHOI MY3UKH, CTBOPEHOL
Pao IOsHOM, € KOpHUCHUM 3 JEKITBKOX NMPUYHWH. HalTomoBHITTIMEI
3 HHUX, Ha TOTJISA aBTOpa, €, MO-TIepIe, HeOOXiTHICTh TOMOTaHHS
BUKOHABCHKUX TPYIHOIIIB TPHW BUBYCHHI 1 PaKTHIHOMY (PYHKIIIO-
HyBaHHI Cy9acHOI HApOMHOI My3WKH{ B KOHIICPTHIN Ta TeAaroridHii
IUSUTBHOCTI; TIO-ApyTe, BUBYeHHS TBOpiB Pao KOana Bimirpae mosu-
THBHY pPOJIb Y PO3YMiHHI IPOIECIB CTaHOBICHHS, (OpMyBaHHS 1
00’ eqHAHHS PI3HUX HAMPSMKIB KUTAHCHKOI MONI(OHITHOI MY3HKH
XX ct. Cepen iHIMX MPUYXH 3BEPTAHHS JO O3HAYEHOT TEMH — MOTH-
Ballisl KATAHCHKUX KOMITO3UTODPIB O CTBOPEHHS Cyd4acHOi MY3HKH
Ha OCHOBI HapoaHoi. IcTopudHa cuctemarn3amis my3uku Pao IOsHa
€ BaYXJIMBOIO UISI TIOAANBIIIOTO PO3BUTKY Ta YCIAIKyBaHHS HaIlio-
HabHOT MY3WYHOI KynasTypu Ha IliBHiuHOMY 3axomi Kuraro. 3aB-
ISIKW TTHOOKOMY BHBUCHHIO TBOpiB Pao OsHa, mHapomHa My3mka
[TiBHigHOTO 3aX0Ay y KOHTEKCTI HAITIOHAIBHOI MY3WIHOI KYJIBETYPH
MOXKE 3100yTH TOCUTH BHCOKY ICTOPUYHY OIIIHKY, IITO TIOBEPHE 110
Hel iHTepec My3UKO3HABIIIB.

IIpexpacHi momioHIYHI TBOPH KOMITO3UTOPA MAarOTh JOCTATHIO
XyIOXKHIO IIHHICTh, BOHH CTAaJldi BarOMHM BHECKOM y KHTaHCBhKe
muctenTBo XX cT. MokHa HaBiTH BH3HAUUTH posib Pao HOsHa sk
TBOPIIS HAIlIOHAJIBHOI TOMiIOHI{, SIKUH OCyJacCHHWB CTapOIABHIO
HaIllOHATBHY MY3WYHY CIAIIMUHY. ¥ (QOpTEmiaHHUX KOMITO3HITISIX,
0 PO3TIANAINCS, BUKOPHCTAaHI Maike BCi BimoMi TomioHITHI
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pUiioMH, PO3poOJIeHI y 3aXiMHIH MYy3HII, IO O0COOIMBO SICKPABO
YHAOUHIO€ TIoBilHa (hyra 3 1ukiry «[Ipemromis, dyra i xopam» abo
octanHiit Homep «ILmakyda Bep6a» 3 croitn « Tpu nomidoHivHI T’ ecu
Ha TEMH CTapOBHHHOI MY3WKH YaH’aHb», JI¢ 3aCTOCOBAHUN Pi3HO-
BHII TEXHIKH cantus firmus — OCTHHATHHUN Oac. Y 1m’eci « CBITAHOK»
3 opTemniaHHOi CIOITH «3aMaahoBKa XUTTS SIHbaHb» ToJi(oHITHA
(hakTypa MPaKTUIHO 3TMBAETHCS Y KOHCOHAHTHY COHOPHICTB. Y TOM
e Jac, JIJAKOHIYHUH TeMaTu3M, BUKOPUCTAHUH y CIOiTi, HABOANUTH HA
JYMKYy, 110 JyXOBHAM HATXHEHHHKOM Kommosutopa 6ys M. C. bax.
[Ipu oMy OCHOBHI i71€1 CBOTX TT10JTi(DOHITHUX TBOPIB MYy3UKAHT Yep-
MaB y KATAWCHKIA HApOMHIA My3WUHIN Tpamuilii. AHai3 oOpaHux
TBOPIB CBITYUTH, 1110, X04Ua KOMITO3UTOP JOOPE pO3yMiBCS Ha TPaIn-
MIHHAX 3aX1THUX MO POHITHUX TEXHIKAX, 30KpeMa CTBOPEHHS (yTH,
BiH ITParHyB JAOJYYUTH PETiOHATLHI HAIIIOHATLHI MY3UYHI €JIEMEHTH
IO CBOiX TBOPIB, IIOOH MIAKPECIATH iXHIO KyABTYPHY 1ICHTHYHICTD.

CdopMyatoeMo TOJOBHI MiaHICTHYHI 3aBIaHHS, IO IOCTAIOTh
repen BUKOHaBIeM moitipoHigaux TBopiB Pao FOsHa.

1). Texmika BHKOHAHHS KHTAWCHKUX IOMI(QOHIYHUX TBOPIB
3aBKIM TTOBHHHA TIAKOPATHCS BHYTPIIIHHOMY 3aIyMy, CTPYKTYpi
KOHTPAITyHKTY, III00 pO3ropTaTH XyI0XKHIA 00pas y Jaci.

2). Y BUKOHaHHI HE Ma€ OyTH 31aBJICHOTO 3BYKY, CKOBAaHUX PYXiB,
CTHUCHYTOTO JuxaHHS. lle € OCHOBHOIO yMOBOIO BHXOBAaHHS Tija,
foro ¢iznaHOI CBOOOH.

3). Inma maiiBaxJIMBiNIa yMOBa SKICHOTO BHKOHAHHS — SICHICTH
CITyXaHH$I, TIPOBEJICHHSI BCHOTO 0ararorojOCHOTO Marepiairy uepes
CBimoMHI ciyX. AJIDKE BIATBOPUTH Ha (HOpTEIiaHO OIHOYACHO
NeKUTbKa JiHI# (aKkTypHOTO JaHamadTy pi3sHUM TeMOpOM, i HaBiTh
3 PI3HOIO apPTHKYIAIIEIO, € HAITO CKIAIHUM 3aBIaHHAM. Y I[HOMY
CEHC1 MOBa MOYKe WTH CKOpIIIIE TIPO Ty’Ke BAaJle «IepeKUIaHHs D CITy-
XOBOTO YSIBJICHHS BiJ OTHOTO TOJNIOCY abo miapy 1o iHmoro. Ciayxo-
BHH JOCBIJ IoNIOMarae mpy BUKOHAHHI PO3BUHYTH MUCIIEHHS, TOBO-
AT TyMKYy A0 1i JIOTIYHOTO 3aBEpIICHHS, CIyXaTH Ta OI[IHIOBATH
SIKICTh TOHY, TIHOWHY 0acy SK TapMOHIYHOI OCHOBH, MOIYJIAIIiiTHI
3pyIICHHS, TOJIOCOBEIHHS ¥ PyCi Ta B MOMEHTH ITO€THAHHS TOJIOCIB.
CryxoBe BiT4yTTS TBOPY Kepye 3BYYaHHSAM, OXOIUTIOE SIK 3arajbHe
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IiJie, Tak 1 okpemi meraini momidoHigHOI hopmu. BoHO HE TUTBKH
KOHTPOITIOE BHKOHAHHSI, a W Oepe akTHBHY Y4acTh Y HapOJKEHHI
XYIIO’)KHBOTO CTI0CO0Y TpH TOoMi(hoHil.

4). Ha ocHOBI siCHO{ CITyXOBOi yBarm y TpoIleci IHTOHYBaHHS
pi3HUX JiHIN (aKkTypu y BUKOHABIIS TIOBHHHO CKJIACTHUCS YSBIICHHS
PO 3araibHy GOopMy TBOPY.

5) BuyTpinmHe AuxaHHS, OIIUPOKE YW MPUCKOpPEHE, Y BUKOHAHHI
(dopremiananx (Gyr KATAHCHKUX KOMITO3UTOPIB TaKOX HEOOXiIHO.
ArorigHa THYYKICTb, BIIIyTTS 11€3yp MOCHIIOIOTH BUPA3HICTH IO~
(hOHIIHOTO PO3BUTKY, KA MOJATAE Y O€3MEPEPBHOCTI Ta INTUHHOCTI
PyXy MEJIOANYHHUX JIiHIH depe3 penbeQHIN BCTYT Ta TUTACTHYHE PO3-
TOpPTaHHS MOTi(hOHITHHUX TOJIOCIB.

IlepcnekTHBa HAIIMX AOCTIIKeHb BOAYAETHCS B TOMAIBIIIOMY
BHU3HAUYCHHI BUKOHABCHKUX 3aBIaHb Yy (DOPTEMaHHNX MOMi(POHITHUX
TBOpax KuTaichkmx kommo3uTopiB — Jlin Illanpme, Yen MiHwKi,
Ban Jlicans Ta iHIINAX.
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RAO YUYAN’S POLYPHONIC WORKS FOR PIANO
IN TERMS OF PERFORMANCE

Statement of the problem. Rao Yuyan (1933-2010) is one of the
most famous Chinese composers, who created many polyphonic works.
His creative and research practices have profoundly influenced on
the development of polyphony in China. Some aspects Rao Yuyan's
polyphonic thinking have been examined in the studies by Chen Yiwen
(2015) and Pan Jia (2018). Innone of the researches the piano polyphonic
works of the composer are studied from the standpoint of performance
issues, definition of piano tasks in the process of their interpretation. In
this study for the first time the piano polyphonic works of the composer
are considered in the aspect of performance realization.
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The purpose of the study is to determine the most important
performance principles and set of performance tasks in Rao Yuyan's
polyphonic works for piano.

The article bases on Rao Yuyan's piano works “Introduction and
Fugue” (1956), the suite “Sketch of Life in Yan'an” (1963), “Prelude,
Fugue and Chorale” (1964) and “Three Polyphonic Pieces on the
Ancient Music of Chang An” (1992). The article uses historical-
typological, structural-functional, comparative, intonation and
interpretative methods as necessary for performance analysis.
The fundamental theoretical positions of Chinese polyphonic
musicians (Su Xia, Ding Shande, Chen Mingzhi, Duan Pintai and
others) uses, and Rao Yuyan s theoretical works devoted to polyphony
has particular importance. The issues of pianistic realization takes in
account the polyphonic principles considered by Ying Jiang, Bai E.

Results and conclusions of theresearch. Rao Yuyan s beautiful piano
works have a great art value, they became a significant contribution
to Chinese art of the 20 century. We can even define Rao Yuyan's
role as a creator of national polyphony who modernized the ancient
national musical legacy. Rao Yuyan's piano works discussed in this
article use almost all known types of polyphonic techniques of Western
music. The vividly example of it is the double fugue from the cycle

“Prelude, Fugue and Chorale” or the last number “Weeping Willow”
from the series “Three Polyphonic Pieces on the Themes of Chang An
Ancient Music”, where the sort of “cantus firmus” technique — “basso
ostinato” is used. In the piece “Sunrise” from the piano suite “‘Sketch
of the Life of Yan’an” the polyphonic texture becomes almost like to
consonant sonority. At the same time, the laconic themes used in the
Suite call upon the thought that J. S. Bach was a spiritual teacher
of the composer. However, the composer borrows his main ideas
from the Chinese folk musical tradition. Rao Yuyan was well versed
in traditional fugue techniques, however, in the cycles “Introduction
and Fugue” and “Prelude, Fugue and Chorale” he included the local
national musical elements to emphasize their cultural identity.

Among the main pianistic tasks facing the performer of polyphonic
works of Rao Yuyan — the development of clear auditory attention,
the idea of the general form of the work. The auditory sense of
the work controls the sound, covers both the whole and individual
details of the polyphonic form. It not only controls the performance,
but also takes an active part in the birth of the artistic way of
playing polyphony. Breathing emphasizes the essence of polyphonic
development, which consists in the continuity and fluidity of melodic
lines through the relief introduction and plastic completion of
individual polyphonic voices.

Key words: polyphony, Chinese piano music, Rao Yuyan, national
creativity, performance.
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