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TEMBPOBA JIEKCUKA KAMEPHUX TBOPIB
€. CTAHKOBHYA

Mema pobomu — 6uzHauumu OCHOBHI 3HAKU MeMOP0BOi AeKCUKU Y
Kameprux meopax €ecena Cmanxosuya. Memodoaozia 0ocaioxceHHs chu-
PAEMbC HA EOHICMb CUCMEMHO-AHAAIMUYHO20 MA CeMION02I4H020 nidxodie.
Haykosea noeusna. Buoxpemaenns ocHoeHux npuiiomie memopoeoi sexcuku
6 meopax €. Cmarnkosuua 0036045€ NOMIMUMU IX CEMAHMUYHY 3aKpinae-
Hicmb ma nepexionicme 3 00H020 onycy 00 iHUL020, W0 6KA3YE HA HaAOYmms
HUMU mixcmexcmosux (ynxyit. Takum wuHOM YmMeEoproemvca 36 130K Midc
DIBHUMU MY3UMHUMU MEOPAMU UUX KOMRO3UMOpIE, HABIMb MUX, Wo docums
giddaneni odun 6i0 00H020 3a uacom. Lli ymeopenus, wjo 6x00amo y mexkcm
AK YinicHull ghenomeH, cmaioms 6a3010 3A2AAbHO20 MOBHO20 Pecypcy KOM-
nozumopa. Bucnoexu. Buokpemnenuss memoOpy K Npo8iOHO20 KOMNO3UUIL-
Ho20 ma Opamamypeiunoeo uuHHUKa ¢ meopax €. CmaHKosu4a 3yMO06.1i0-
€mbcs, 3 00H020 OOKY, KOHKPEMHUMU XYOOICHbO-MEOPYUMU MA MEXHIYHUMU
3A60aHHAMU, AKI SUDIUYIOMbCS KOMIO3UMOPOM 8 [HOUBIOYANbHO-CIMUAbOBII
cucmemi KoopouHam, 3 iHWO020 — WAAXaMU 83aemolii 3 adpecamom, npae-
HeHHAM OOHecmu C6ill 3a0yM Y CKAAOHUX YMOBAX CYYACHOI MY3UYHO-MOBHOT
peanvHoCmi, cmumyaeamu Uoeo o006paznHe MmucaeHHs. Bocueanns cneyu-
Giunux apmukyaayii ma 6ydosu membpogaKmypHux naacmie, nepeHeceHHs
XAPaKmepHUX GUKOHABCLKUX NPULIOMIE Y <«4yice» memOpoge noie npu3eo-
OJumbs 00 GUHUKHEHHs iNt030pH020 MmemOpy, 0AU3bK020 3a Ce0iMU Xapakme-
pucmukamu 00 memopis, wo imimyomoecs Komnosumopom. €. Cmankosuy

© TI'pibinenko 0. O., 2021
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cknadae memop, euxodsauu, 3 00H020 60Ky, i3 3a2anbHO20 00PA3HO-3MICMO6-
HOo2o 3adymy y medcax iHOU8idyanvHoi aemopcvkoi KoHyenyii, 3 iHWoeo —
KOpucmylouuco eUbOpaHum iHCmpyMenmapiem ma KomoOiHyouu 3acobu, uwo
Haubinbw gidnogidaroms ulyKaHomy oopasy. Y niocymky my3uuHa mKaHuHa
meopy onepye AK Ni3HA8AHUMU MemOpamu, MaK 0OHOYACHO | CMEOPeHUMU
cayxom Komnozumopa. Moxcna cmeepdicysamu, wo memopogull KOMHOHEHM
Hanexcums 00 napamempie nepuiopaonoi suauyuocmi 6 noemuyi €. Cman-
Kosuua. Hoeo docaidncents 0036oas€e nHabausumucs 00 po3yMiHHs cneyuiku
meopuoe0 Memooy KOMHO3UMOPA ma OKPecaumu poab memopy y ancamobanx
ma KamepHux cUMEOHIAX.

Grybynenko Yuliia Oleksandrivna, Ph.D. in the History of Art, Assistant
Professor at the Department of Music History and Musical Ethnography of the
Odessa National A. V. Nezhdanova Academy of Music

Tembre vocabularu of E. Stankovych’s chamber works

The purpose of the work is to determine the main signs of timbre
vocabulary in the chamber works of Yevhen Stankovych. The research
methodology is based on the unity of system-analytical and semiological
approaches. Scientific novelty. Isolation of the main techniques of timbre
vocabulary in the works of E. Stankovich allows us to notice their semantic
fixation and transition from one opus to another, indicating their acquisition
of intertextual functions. In this way, a connection is formed between the
various musical works of these composers, even those that are quite distant
from each other in time. These formations, which are included in the
text as a holistic phenomenon, become the basis of the general linguistic
resource of composers. Conclusions. The separation of timbre as a leading
compositional and dramatic factor in the works of E. Stankovych is due,
on the one hand, to specific artistic and technical tasks solved by composer
in the individual stylistic coordinate system, on the other hand, by ways
of interaction with the addressee, the desire to convey his idea in the
complex conditions of modern musical and linguistic reality, to stimulate
his figurative thinking. The use of specific articulation and structure of
timbre-textured layers, the transfer of characteristic performance techniques
in the “foreign” timbre field leads to an illusory timbre, similar in its
characteristics to the timbres imitated by the composer. E. Stankovych
composes a timbre, proceeding, on the one hand, from the general figurative
and meaningful idea, within the limits of individual author’s concept, on
the other hand, using the chosen toolkit and combining the means which
most correspond to the sought image. As a result, the musical fabric of the
work operates both recognizable timbres and at the same time created by
the composer’s ear. It can be argued that the timbre component belongs to
the parameters of paramount importance in the poetics of E. Stankovich.
His research allows us to approach the understanding of the specifics of
the composer’s creative method and outline the role of timbre in ensembles
and chamber symphonies.
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AKTyajibHicTh po0oTH. TBOpUicTh €BreHa CTaHKOBMYA — OTHOTO
3i 3HAaYHUX KOMIIO3UTOPIB APYroi MoOJOBUHU XX — IMOYATKY
XXI cTomiTh — 3aXOIUTIOE OCHITHMKIB, IMATBEPIKEHHSIM YOTO €
BEJIMKE PO3MAITTSI MY3MKO3HaBuUuX Mnpaib. Cepen HUX — poOOTHU
O. Heituyk, H. Josranenko, T. dyrinoi, O. Komicauk, A. Konoco-
Buu, C. Jliceuwkoro, I'. JIyninoi, T. ITocTtonoBcekoi, €. CipeHko,
H. TyrymeBoi, }O0. Yekana ta iHmmx. OgHumu 3 HalpyHma-
MEHTAJIbHIIINX Ha ChOroiHi 3ajuiuaioTbes mnpaui O. 3iHbKeBUY.
BoHu cratoTh mkepesoM Maiike BChOTro, 110 MU 3HAEMO TTPO KOM-
ro3uTopa.

CriekTp TeMaTUKM, 10 SIKOi 3BepTaeThcsl €BreH CTaHKOBUY, —
HaA3BUYaHO IIMPOKUI: BiJ I'POMaAsTHCHKOI KOHILEMIil cuMdo-
Hii-opaTopii « cTBepmXyloCh» IO OyXe CXBWJILOBAaHOTO, IIPO-
MOBHCTOrO BUKJIaAy MY3MYHOI OYMKU B HOro CKpMIIKOBOMY Ta
aJIbTOBOMY KOHIIEpTax; Bifl MeTaOpMYHOI CUMBOIIYHOCTI Boch-
Mol KamepHoi cuM@oHii «MoB Opu3KM ITiHM 3 3ip...» OO Tpare-
JiiHOI MyOaiUMCTUUHOCTI «My3uKU pyaoro Jiicy» s CKPUIIKU,
BioJIOHUYeNi Ta (hopTemniaHo; Bil MaciuTabHOro Memopiaiy, Npu-
CBSIYEHOI'O BCiM HalliOHAJILHUM XepTBaMm JIpyroi cBITOBOI BiiiHH,
Kamguiny-PexkBiemy «babun Sp» 10 (oiabkiaopHOro pizHoGapB’s
tpuntuxy «Ha BepxoBuHi»; Big KOMeOiiHMX KapTUHOK-3aMajlbo-
BoK «TpaBHeBOi Houi» 10 (dinocodcrkoi crornsaanbHocTi Jdecs-
Toi KaMepHoi cuMmpoHii (Dictum-2).

3arabHUM JUIS WX Ta iHImMX TBopiB €. CraHKOBMYaA CTa€
HeTPagULIiAHICT, iHCTpYMEHTAJbHMX CKJIadiB, CTBOPEHHS IIepe-
KOHJIMBUX KOMIMO3ULiHHO-ApaMaTypriyHuX pillleHb, OPUTiHAJIbHOI
TeMOpPOBOI JpaMaTyprii, pPO3IIMPEHHSI TeMOPOBO-KOJOPUCTUIHMNX
Ta eKCIIPECUBHUX MOXJIMBOCTE CydyaCHOTrO KaMepHOTro aHcamoOJiio
Ta OpKeCTpy, HaCMYEHHSI My3UYHOI MOBM HOBITHIMU CIlOcOOamMu
TeMOpOBO-(aKTypHOTO BUKJIAAy, €JIeMEHTaMU CEpiiHOCTi, COHO-
pPUKU Ta ajeaTOpuKu, MiKpomomipoHiYHMMM mOpuiiomamu. Ilpu
LIbOMY OCOOJIMBA yBara MPUAUISIETbCS TO0OOPY OPKECTPOBUX 3aCO-
0iB, TeMOpPOBOI XapaKTEPUCTUYHOCTI, ITOLIYKY COHOPHO-COHOPUC-
TUYHMX €(EeKTiB, 110 BiIKpHUBaIOTh HOBI PiBHi 3MiCTOBHOCTI. Bce 11e
3YMOBJIIOE HACTYIHY 3HAUYHY BJIACTUBICTb My3uku €. CTaHKOBUYA:
BaKJIMBICTh TEMOPY SIK XYAOXXHbO-KOHCTPYKTUBHOTO (hakropa, SiK
YUHHUKY (HOPMO- Ta CMUCIOYTBOPEHHSI, TPAKTyBaHHS TEMOPY i SIK
¢apbu, i K 3aco0y IsI CTAHOBJCHHS 00Opa3y, 110 YacTO BIUIMBA€E
Ha iHIIi My3U4YHi mapaMeTpu Ta MPU3BOAUTH J0 iX TpaHchopMallii.

Bukianx ocHoBHoro marepianay. JlociigkeHHSI TeMmMOpy SIBJISIE
BEJIMKWM iHTEpeC y 3B’SI3KY 3 BMBUEHHSIM KaMEpHOI CHaAlllMHU
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Komno3uTopa. Ak mpaBunabHO 3ayBaxye JI. Paaben: «Kamepni
>KaHPU 3a CBOEIO MPUPOJIOI0 BASTUHI €KCIIEPUMEHTY, 3HAXOMXKEHHIO
TOHKUX JieTajieil; BOHU MONATAMBi, MOOIJIbHI; Yy HUX JIeTLIe HixX
y XaHpaX MOHYMEHTaJbHUX «BUCBITUTU» iHAMBiAyasJbHi, CHELU-
(piyHi TeMOPOBI BJIACTUBOCTI KOXHOIO iHCTPYMEHTY, 3HAMTU HOBI
MPpUAOMU 3BYKOBUAOOYBaHHS» [9, ¢. 346]. Onpa3y 3ayBaxuMo, 1110
B HU3LI aHCaMOJIeBUX I1’€C Ta KaMepHUX CUM(OHIill aBTOp MparHe
JI0 IHAMBIAYaJli30BaHOIO IHCTPYMEHTAJILHOTO CKJIay, 110 € OJHIEI0
3 BaxXKJIMBUX OCOOJIMBOCTEM cydyacHOI KkamepHoi my3uku. I. Bap-
COBa 3 LIbOT'O MPUBOAY Big3Hayvae Take: «HapixxHuii KaMiHb KaMep-
HOTO OpKEeCTpy — He Y CTabili30BaHOCTi TeMOpPOBOro CKjady, a B
iioro obpaHocti. KomMno3utop Moxe BUOMpaTy MOTPiOHY KOMOi-
Hallil0 iIHCTPYMEHTIB, HOro TiMHOTU3YE HE3NIUeHHICTb HEMOBTOP-
HUX TeMOpPOBUX MOEIHAHD, SIKi BXXe caMi 1o cobi 31aTHi CTBOPUTHU
BUHSITKOBUIA, iHAMBIinyanbHMI TeMOpoBuii martepian» [1, c. 228].
IIs1 HecTabiNbHICTh, BapiaTUBHICTb iHCTPYMEHTAJIbHO-TEMOPOBUX
MO€ENHAHb CTAE HOBOIO SIKICTIO MYy3MKU Cy4aCHUX TBOPIB.

OpuriHalibHICTb aHcamMOieBUX ckjadiB y €. CraHKkoBMYa MU
0aunMo B Takux omycax, sK «IIlo cTanocs B Tl ITiCasT BiIIyHHS»
JUJISI CKpUIIKM, BioJIoHUeli, (hJIeiTH, KinapHeTa, (popTreniaHo, Biopa-
(boHa, Tapilok Ta TPUKYTHUKA, «My3nKa HEOECHUX MY3UKAHTiB»
os1 aeiitu, rodor, KiapHera, ¢arora Ta BanTopHu, <«KBiTy-
YUl can... i g6ayKa, 10 NMaaaloTh Y BOAy» IS KJIapHeTa, ajbTa
Ta ¢opreniaHo, «JIabipuHT» I MapuMOM Ta TPbLOX YIApHUX.
g TeHmeHIisS MeXye y KOMIO3UTOpPA, 3 OJHOIO OOKYy, 3i CTBO-
PEHHSIM «MOHOTeMOpOBUX aHcaMOJiiB» («CBATO TpyO» IJIs ILICT-
HaALSATU TPYO), 3 iHILIOro — 3i 3BepTaHHSM /10 TPaAULIMHUX CKJla-
niB (tpio «Emimoru» mist ckpumku, BioJoHYesdi Ta ¢hopTerniaHo,
«YKpaiHCbKa Mmoema» JJisl CKpUIKKU Ta dopreniaHo, «loumis» ais
(neiitu Ta popremniaHo). Ane y Bcix Bunaakax cneuudika iHCTpy-
MEHTaJIbHO-TEMOPOBUX CHOJIY4Ye€Hb 3yMOBJIEHA, MEpII 3a BCe, Bil-
OUTTSIM JIpaMaTypriyHOro 3aMMCJIy TBODPY.

Hyxe BaxuBo BimdHauutu, 10 €. CTaHKOBUY HAJEXKUTh IO
THUX KOMIIO3UMTOPiB, 110 MUCAAM CBOi OIMYCU CIOYATKY Y BMIJISIII
MapTUTYpU, MHUHAIOUYM CTafilo odOpMJEHHS KJjaBipy, TOOTO
MY3U4HI 00pa3y y HbOIO Bilpa3dy BUHHUKAIOTh Yy CBOEMY TeMOpPO-
BOMYy OMOpMJICHHI, OyIy4yM iX HEBiJg €éMHOIO CKJIaZOBOIO YacTH-
Hoto. IIpo opkecTpaybHICTP MHUCJIEHHSI KOMITO3UTOpa CBigyaTh i
HEeYuCJIeHHi (hopTeniaHHi TBOPpU KOMITO3UTOPA, B IKUX MU OaUMMO
Moro mparHeHHs 10 HAaCWYEHHS I1X Pi3HMMM 3acobamMu BUpas-
HOCTiI (IUTpUXaMU, KOJIOPUCTUYHUM PO3MAITTSIM, CaMOCTIIHICTIO
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¢akTypHUX IIACTiB, LIMPOKUM Jiala3oHOM TeMaTU3My Ta iH.),
XapakKTePHUMU IS OPKECTPOBOI MY3UKMU.

PizHOMaHITTS iHCTpYMEHTAJbHUX CKJIAAiB KaMepHUX CUMPO-
Hiit €. CTaHKOBMYA MIIISITA€E OKPEMOMY OOTOBOPEHHIO. IX TeM6-
pOBUIA KOJIOpPUT i creum@diuyHa OpKecTpOBKa 3BEpTalOTh Ha cebe
yBary Ta IMIKPECTIOIThCA SICKPaBUMU IIPOTpaMHUMHM Ha3BaMMU.
Cepen HMX NepeBaxaloTh alleIsITUBHO-EKCIIPECUBHI MiA3aroJIOBKUA
(K. ®dizep), 110 aKILEHTYIOThb, 32 CJIOBAMU CAMOT'0 KOMIIO3UTOPA,
«IIaHyI4y eMoliitHy ctpyio» [7, c. 174]. Jomamo, 110 momidoHa
TEHIEHIIisl € MPOBiAHOIO B TBOpUOCTi €. CraHKoBMYA 3arajiomM’.

IHaMBiAyabHICTh iIHCTPYMEHTAJIBHOIO CKJIAAYy KOXHOI KaMep-
HOi cuM@OHIi cTa€ OOHUM 3 BaXKJIMBUX aTPMOYTIB LILOTO XaHpPy Ta
MPOSIBJISIE cebe B TaKWMX MOJIENSX:

1) aHcambaesiil (dueiita, KiiapHeT, TPOMOOH, apda, dopTeri-
aHo, CKpMIIKA, YAapHi CKJamaioTh mapTutypy Ilepmioi kamepHoi
cumoonii; IMlocra kamepHa cumMdoHiss «TpuBOrM OCiHHIX OHiB»
CTBOpEHA IJIS1 BAJITOPHU Ta KAMEPHOI'0 aHCaMOJI0);

2) BOKaJbHiii (0apuTOH, (hopTeNiaHO i CTPYHHUN OPKECTp
YTBOPIOIOTb OCHOBY YeTBepToi KaMepHOl cuMd@oHii «Ilam’saTi
nmoeta» (Ha Bipmi O. Ilymkina); BoceMa kamepHa cuM@oOHis
«MoB 6pu3KHU MiHU 3 3ip...» HaNKcaHa AJis rojocy, GJaeuTH, Kiap-
HeTa, CKPUIIKM, BiOJIOHYE i, (hopTerniaHo Ta yIapHUX iHCTPYMEH-
TiB);

3) koHuepTHiii (JIpyra kamepHa cuMdoHia <«MenuTauis»
HamycaHa JJig 1BoX (JieiiT, rodoolo, KiiapHera, ¢arora, gopremni-
aHoO, YAapHMX i CTPYHHUX iHCTPYMEHTIB; iHCTpYMEHTAJIbHY Mali-
Tpy TpeTboi KamepHoi cuM@oHii npeacrapisie gueiita Ta CTpyH-
Huit opkectp; IT’ata kamepHa cuMdboHisa «IToTaeMHi MOKIMKU»
HamnucaHa JJjisg KJapHeTa i CTPYHHMX; iHCTPYMEHTaJbHUM CKJal

! 3ayBaxkuMoO MpH 1[bOMY, 110 CTOCOBHO Ha3B CBOiX TBOpiB €. CTaHKO-
BUMY JIa€ Pi3Hi KOMEHTApi: Bill «1Ie TPOCTO JaHWMHA MO/Ii, KOJIM Ha3Ba MOXe
Oytu moBiia 3a omyc» [13] (crocoBHO TBOpiB «Illo cTajgocs B Tulli micis
BiIUTyHHS1» Ta «KBiTyuuii can... i 01yKa, 1110 MMagaloTh Yy BOLYy») 10 BUKO-
HaHHSI BUMOT 3aKa3y abo MiJKpecaeHHsI 0oco0nmBocTeil (opMu (CTOCOBHO
«Sonata piccola», «CumdoHisa macropaneit») [11] abo HarojolieHHS
«ITaHYI04YOI €MOILIiifHOi CTpyi» (CTOCOBHO KaMepHUX CUM@OHIl, SIK yXe
OyJ10 3a3Ha4YeHO). AJle, He3BaXKalouy Ha MOSICHEHHS, aBTOP 3aBXIU 3aJIH-
1lIa€ MPOCTIp IS JOMUCIEHHS, MOXJIMBICTDL WISl (DOPMYBAHHSI BJIACHOIO
MOIJIsIAY Ha KoHlenuito TBopy. Haszeu B onycax €. CTaHKOBUYA CHPSIMO-
BYIOTb, ajie¢ HE periaMeHTYI0Tb. MOXIIMBO, 11€ MOSICHIOETHCS TTePEBAXKHO
CIIOHTAHHICTIO iX BUHUMKHEHHS, Ha 110 BKa3ye caM KOMIIO3UTOP y CBOIX
iHTEepB’10.
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CboMOi — CKpMIIKa, KJIaBEeCHH, uyejiecTa, (popTemiaHo Ta Kamep-
HUil opkectp; HeB’aTa KamepHa cuMdoHis «Quid pro quo» — ais
¢opreniaHo i CTPyHHOTO KaMepHOIro opkecTpy, Hecsara kaMmepHa
cuMmoHisi «Dictum-2» HanucaHa ajisi ¢hopTeniaHo Ta CTPYHHOTO
OPKECTpY).

Homamo, 110 Aeski KamepHi cuM@OHil MOXYTb OyTH BigHE-
CEeHi OO0 IBOX 3alpONOHOBAaHUX MOJEJell OJHOYACHO, OCKIUIbKU
TaKy MOXJIMBICTh Ilepeadayae mapTuUTypa TBopy. Tak, Hampu-
knang, Jecsara kamepHa cum@oHia «Dictum-2» BUKOHYETHCS
TakoX i aHcaMOJieBUM ckiaaoM. BnacHe, B TakomMy BUIJISIAI —
Yy BUKOHaHHi (hopTeniaHo, CKPUIIKY, aJibTa, BiOJOHYEi, KOHTpa-
baca — i BigOyach ii mpeM’epa y 2015 poui. AOo, HaIpuKIam,
IMocta xamepHa cuMdoHisi «TpuBOrM OCiHHIX AHiIB», 1110 CTBO-
peHa 11 BaJTOPHM Ta KaMEpPHOI'0 aHcaMOJ10, HOMiHAJILHO Bif-
HeceHa HaMu B Meplly TpyIy, aje, 3aBAsSIKM HasBHOCTI coJlicTa
Ta TOJIOBHOTO IS 1i KOMMO3UIIii MPUHLMITY KOHLIEPTHOCTI, (hak-
TUYHO M€ BiIHOILIEHHS 10 TpeThol rpynu. Lli mpukianu MoxHa
TIPOIOBXUTH.

Sx My 6a4MMoO, HaBITh i3 ONMCOBUX ITOKA3HMKIB XXaHpoBa Oara-
TOBEKTOPHICTb, XapaKTepHa IS «BeJIuKux» cuMdoHiit €. CraH-
KOBMYA, 3aJUIIAETHCS IOCTIMHUM CKJIAQIHUKOM i B KaMEpHUX.
«KaMepHizalisi» B HUX BiIOyBa€TbCs, IIBUIIIEC, HE 4Yepe3 3HU-
JKEHHS IpamMaTu3My Ta «TeMmreparypu» madocy, roCTpOTH BTije-
HUX KOJIi3ii1, TOOTO CyTO CMM(OHIYHUX ITOKa3HMKIB, a 32 PaxXyHOK
MOCUJIEHHSI 3HaJyllocTi aHcambOyieBoro akrtopa. Bupillanb-
HUM YMHHHUKOM, 11O pPO3NoAiisie cMM@OHIi Ha BHYTPIIIHI HUKIN
«BEJIMKUX» Ta «KaMEpHMUX», BUCTyMNa€e ckiaa. ToOTo y KaMepHUX
cUM@OHIsIX OBl BaroMol CTa€ POJib KOXHOIO «TpaBLs» i,
OIYKJIiICTh, BUPA3HICTh Ta BIpTYO3HICTb MapTiii, (pyHKIliOHAJTbHA
BU3HAYEHICTh, OU(EPEHLIAOBAHICTh Ta SICKPaBiCTh (haKTypH SK
OIHOTO 3 HaW3HAYHIIIMX eneMeHTiB Gopmu [5; 4; 6]. 3aBagaku
0COOJIMBOMY iHCTPYMEHTAJILHOMY KOJIOPUTY, IMOEAHAHHIO Pi3HUX
TeMOPpIB, XapaKTepUCTUYHOCTI TeMaTU3My TeMOpoBa ApamaTypris
CTa€ 3HAYHUM (haKTOPOM Y KOKHOMY i3 TBOPIB.

Jo HaiOuIbIl BXWBaHWX HNPUIOMIB TEeMOpPOBOI dpamMaTyprii y
€. CTaHKOBMYA MOXEMO BiTHECTM TeMOpOBE BapilOBaHHS, TEMO-
poBy MonMdikaliro, TeMOpoBY iHTeHCHUiKallil0, TeMOPOBE 3rop-
TaHHS, TeMOpOBY iMiTallilo, TeMOPOBUiII KOHTpACT. Yci 1Lii 3acodu
TeMOPOBOTO PO3BUTKY MAlOTh CTaJMi XapaKTep Yy MOeTUlli KOMIO-
3UTOpa i 3yMOBJIIOIOTH CIelnpiKy KOMMO3ULiiiHOI JoTiku Oara-
ThOX TBOpiB. OXapakTepu3yeEMO JesKi 3 HUX.
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IMpuitomn TeMOpoBOi iHTeHcHUiKallii Ta TeMOPOBOro 3rop-
TaHHS TOB’sI3aHi MepeBaKHO 3 (PaKTypHO-AMHAMIYHMM HacUYeH-
HSIM Ta PO3PSIIXKEHHSIM MY3WYHOI TKAHUHU BilMoBigHO. 3a3Buyait
I TIepLIOro TpUTaMaHHE HasBHICTb 3POCTAHHS iIHCTPYMEH-
TaJIbHOI 3BYYHOCTI Ta iI WIIJIBHOCTi, YCKJIAMHEHHSI 0aratorojoc-
HO1 (pakTypu, 3MiHHICTb TEMOPOBMX IpyIl, 30iJblLLIEHHS TeMOpPO-
BOI HACHUYEHOCTI, 3arajibHa iHT€HCUBHICTh MY3WUYHUX Tomii. s
JIIpyroro — HaBMaku. {AKiio TeMOpoBa iHTeHcUdikallis OuIbII
BJIACTMBA €KCIIO3MLIMHUM Ta pO3pOOKOBUM pos3aiamM (OpMH, TO
TeMOpOBe 3ropTaHHs — IlepeBara penpu3, KOj, BIACTUBE 3aBep-
IIATBHUM po3aiiaM. Aje i Te, i iHIue, JOXOAS4Yd A0 HaWBUILOI
TOYKM CBOI'O PO3BUTKY, JO MEBHOIO PE3yJbTaTy, MPU3BOAUThL N0
BUHUKHEHHSI HOBOTO 3BYKOBOTO TMPOCTOPY, 11O YTBOPIOE KYJIbMi-
HaliiiHe abo MOCTKyJIbMiHalliliHe IJ1aTo.

ITpuknagoM BTiJIeHHSI BKa3aHUX NPUHUMIIIB CTa€ perpusa
Tpetboi kKamepHoi cumoHii. TyT Tema rojaoBHoi maprii cKo-
poueHa, 3ByYyaTh JIMILE 1i OKpeMi MEJIOAMYHI Ta PUTMIiuHi eJie-
meHTH (T. 260). IIporsarom 281—284 TakTiB MOBEPTAETHCS Apyra
nobiuyHa TeMa, sika Malixe oApa3y MOIYIIOE y TreHepabHy KYJIb-
MiHalil0 cuM@OHIil: HacUUeHa OpKeCTpoBa BepTHKalb Ha [ff
BUCTYKYE TeMmy BcTynmy (TT. 285—291), akueHTOBaHi, eKcIpe-
CUBHi HaCIiBKM (pJIeiTH BCTYIAIOTh Y Aiajor 3i BCiM OpKeCTpOM
(11. 292—297). KoHaiKTHA ApaMaTypris TBOpY Ta 3yMOBJICHUI
HEI0 HACKpi3HUI PO3BUTOK MPU3BOAUTH OO TOrO, IO 3aMiCTh
TeMOPOBOI PEIPU3HOCTI YTBOPIOETLCSI TEMOPOBE PO3IMKHEHHS 3
TeHJEHIIi€I0 MOJAJbIIOr0 PO3BUTKY 3a PaxyHOK Iepeaadi TeMu
roJIOBHOI MapTii BiJ coJitoouoi ¢ieiitu o opkectpy (1. 290).
Hapani akTUBHUI pyX 3MiHIOETHCS aKLIEHTOBAHUM KJIAaCTEPHUM
XOPaJIOM OPKECTPY, IO 3MIIIYETHCS IO XpoMaTU3MaXx, a B Iap-
Tii GaeiTn Ha fff TPOXOIUTH CTBEPIKyBaJbHAa PUTMO-iHTOHAIIiS
Berymy (1. 300).

VY uiit KynpMiHalii KOMIIO3UTOP BUKOPUCTOBYE IIPUIAOM, SIKUIA
BiH yXe 3aCTOCOBYBaB Y iHIIMX TBOpax (30kpeMa, y Sinfonia Larga
HamnpuKian) — panToBe BBeACHHSI KiacTepa tutti Ha fff i itoro
«AVHAMIYHUI OOpUB» Y BUIJISIAI HU3XITHUX iHTOHALIIMHUX XOMIIB Y
napTisix cTpyHHuUX (T. 325).

Takuii emi3og MNEeBHUMM YWHOM Haraaye «CKpsiOiHiBCbKi
KyabMiHalii». ImiramiliHe HaxkmagaHHS HHM3XiIHUX MeEJo-
IUYHUX JIiHif, 9Ki 3HaXomsThbCS Y CEKYHIOBOMY CHiBBiIHO-
IIEHHi, IX PUTMIYHE pO3XOMKEHHS, IJIiCAHAYBAaHHS CTBOPIOE
BUCOKO HallpyXeHe KJacTepHe ILIaTo, <«IYJIbCYlouuil o06’em»
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(M. CxkpebkoBa-®Dinatona). Lleit sickpaBUii 3a CBOEIO €MOIIili-
HO-3MiCTOBOIO Ta 300paKaJbHOI HAIOBHEHICTIO €ITi30[ SIBJISIE
co0010 TMO€EAHAHHS TMOJI(POHIYHUX i COHOPUCTUYHUX 3aCOO0iB.
3 TOYKM 30py IHCTPYMEHTAJIbHOI JApaMaTyprii CrOCTepiraeTbcs
TeMOpOBE YIIIJIbHEHHS CTPYHHUX, I'YCTOTa 3BYYaHHSI SKUX CTBO-
PIOETHCS 3a IOIIOMOTOIO TaKMX IpuitoMiB, sk ad libitum, sempre
detache, poco a poco accelerando.

HecnopiBaHa mosBa JipM4HOI MOOIYHOI TeMHU Ie OiJble
nocuioe epekT «obBaiay». Ilicias KyabMiHaALi{HOIO 3BY4YaHHS
MEPIIOi TEMU CJIiIy€E THXa KyJIbMiHallisl — TPETE 1 OCTAHHE OJHO-
TaKTOBE IPOBEAECHHS APYroi TeMM IOOIYHOI MapTii Ha AUHAa-
Miui pp (1. 337).

Ille omHM TpUiioMOM 3 apceHary TeMOpPOBOi ApaMaTyprii, 1110
€ 4acTo BXMBaHUM y TBopuocTi €. CTaHKOBUYA, CTa€E TeMOpoBa
iMiTallist, iHIIMMU CJIOBAaMM, TIparHeHHsI BiATBOPUTU JesiKi 0COO0-
JIMBOCTI OJHOTO TeMOpy 3acobamu iHioro. Ha BiaMiHy Bia mpu-
oMy TeMOpoBOi iHTeHcudikallii, 1110 HalOiIbII SICKpaBO Mpe.-
CTaBJICHUN Yy KaMepHO-CUM@OHIUHilA My3ulli, TeMOpoBa iMmiTauis
MOIIKMPEHa i B KaMepHO-aHcaM0JieBUX TBopax Takox. Lle miaTBep-
JXKYIOTh TaKi IIPUKJIaaU.

3pa3ok TeMOpOBOi ato3ii 3By4aHHsI TPeMOIT MU 3HAXOAVMMO B
«Sonata piccolo» 11 CKpUNKM i ¢opTerniaHo, 1110 YTBOPIOETHCS
OyKBaJbHO B MEpIIMX TaKTaX KOMIIO3MIIil. IMiramiss 3BydyaHHS
TPEMOITU AOCSTAEThCS LIISIXOM PO3LICIICHHSI YHICOHY B KJjacTe-
POIOJiOHOMY 3BYKOKOMILJIEKCi, TPMBOXHO 3aCTUIVIOMY Ha Teaati
B mapTii popreniaHo.

TemMOpoBi iMmiTallii 3BydaHHSI HAPOAHUX IHCTPYMEHTIB MOXHa
3yCTPiTM B HM3LI TBOPiB, 11O MPEACTABISIOTh (QOJBKIOPHY
JiHito TBopuocTi €. CraHKoBUYa pi3HUX poOKiB. CBO€pinHe
HacJigyBaHHS CONUJIKOBUX HarpalliB MPOCTEXYETbCSI B MYy3UIli
CrtpyHHoro kBaptety (1973) omHoOyacHO 3 TNpUTaMaHHUM
IyUYJbChKili iHCTpYMEHTAJAbHIM Tpagullii BiIbHUM pPO3ILIMPEH-
HSM 1 3BY:K€HHSM JIpiOHUX PUTMIYHMX TpUBasocTeit [6, c. 77].
Y gpyriii yactuHi Tpuntuxy «Ha BepxoBuHi», y dparMmeHTi
. 4 Ta 5, IpUCYTHIil mpuKJan iMiTalili rpu aHCaMOJI <«TpPO-
icTUX MY3UMK», Y sIKOMy, 9K 3ayBaxye O. 3iHbkeBUY, (popTte-
niaHO BMKOHYE poJib Oacy i mmmOan [5, c. 38]. LlikaBo, mio
110 SICKpaBy CLIEHKY HAapoJHOro My3ukKyBaHHsS €. CTaHKOBUY
JOTIOBHIOE BUKJAJEHUMU y CKPUMNKOBUX MapTisiX IIMPOKUMU
riaicaHAOBaHMMM XOJaMW Ha JIBi OKTaBM, IO BiCUJAIOTH IO
MaHepu Irpd Ha TpeMOiTi.
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Y 1Bopi «CyMHOI ApUMOM 3BYKW» [Jis BiOJIOHYEN Ta KaMmep-
HOTO OpKECTpYy? iMITyBaHHS TpW Ha IpUMOi, TaBHBOMY iHCTpY-
MEHTOBI, 110 MOIIMPEHUI y KapmnaTChKiil Tpaaullii, HOCSATAETHCS
OCTUHATHMM PUTMiYHO-BapiallitHUM OpPraHHUM MYHKTOM HU3b-
KUX CTPYHHMX, SIKMI CTa€ LIEMEHTYIOUOI OCHOBOIO BCi€l KOMIIO-
3ullil. ABTOpCbKa pemMapka sl BioJOHYENi «100uBaTuCS MeTajie-
BUX IIPU3BYKIB, IMITYIOUM OPUMOY», a TAKOX IIPUIIOM BIJIBHOTO
IUMiHYBaHHS Ta KpellleHIyBaHHs B il MapTii HaJal0Th iMiTyBaHHIO
rpyU Ha LIbOMY Pi3HOBMII BapraHa Il OiIblIOI MpaBaONoaiOHO-
cTi. EdpekT ayTeHTUYHOro 3By4aHHSI IpUMOM BIATBOPIOETHCS i Ha
MOYaTKy Tpio IJi CKPUIKU, BiojoHUYesi Ta popreniaHo «Eminorn»
3aBISKW TOENHAHHIO HE3MIHHOI MENali Ta OJHOTOJIOCHOI TEMU
BY3bKOTO Jiala3oHy, BUKJIAAEHOI Y cepeHbOMY PEericTpi, 3 aKlieH-
TOBaHUMM 3ByKamu [11, c. 36—37].

TemOpoBa iMiTallisi HAPOAHOIO iIHCTPYMEHTYBaHHSI € TPUCYTHHOIO
TakoX y maptutypi «CumdoHii nactopaieil», € OTHUM 3 OCHOBHUX
npuitomiB TeMOpoBoi Apamatyprii B IIlocTiii kamepHiii cuM@oOHii.
B Hux KOJIOpUCTUYHE CMiBCTABAEHHS TEMOPIB Pi3HUMX IHCTPYMEHTIB,
a TaKOX CHeLiaJIbHUX 3BYKO300pakaJlbHUX MPUIOMIB, 3ByKOHACJIi-
JIyBaHHS HApOAHMX HarpailiB, I3BIHOUKIB, KBa3i-KapHaTChKOIO
MeJIoCy MpPeACTaBIeHO ayxKe pi3HOMaHITHO [6, c. 166].

3BicHO, 1110 TeMOpoBi amo3ii B TBopax €. CTaHKOBUYA He oOMe-
XKYIOTbCSl BIICWJIAHHSIMUA TUIbKM OO HApOMHOI IHCTPYMEHTAIbHOI
Tpaguilii. JIoCUTh MOKa30BUMM TaKOX € TEMOPOBI IMiTallil 3By4aHHS
JI3BOHIB HAMPUKJIaA. 3pa3kKu LIbOTO MU 3ycTpiyaeMo B JIpyriit Kamep-
Hill cumoHii «MeauTauist», B Tpio Ijs1 (popTerniaHo, CKPUIIKKU Ta
BiosioHuesi «Emizoru». B nepiiioMy 3 HaBeaeHUX TBOpiB, 3a I'. JIyHi-
Ho10, «cuMoHii-ecxarosorii» [8, c. 4], KOHLIeMNiliHE 3HAYEHHSI TPae
camo3arimbieHa TeMa — KBasiluTaTa xopaiy «['ocroayu moMuiyiis».
Bona cemanTMyHO OaraTo3HayHa Ta CHOPUKMMAETBCI i K «MOJEO-
HUM 3aKJIUK PO JOIIOMOTY, i K KasTTs, i IK MOTUB BHYTPIIIIHiX
METaHb Yy ToliyKax ICTMHM, 1 IK MOJIUTBA-BiACIIByBaHHS — BiCHMIISI
katacTpodu» [8, c. 4]. Tema eKCHOHYETLCA OYXOBUMHU TeMOpaMH,
B aKOpIOBii (bakTypi Ta 3BY4MTb Ha TUXiii AuHamiui. Moaudika-
Lig L€l TeMu, 110 3’SIBISIETbCS B KyJbMiHAUIMHUX BY3J1aX TBODY,
CTa€ TeMOIO J3BOHIB, Yy SIKiil Bil xopajly 3aJMILNAEThCS TiAbKU Mep-
muit akopa. Tenep BoHa 3ByYUTh y MapTisiX CTPYHHUX, opTeniaHo

2 Ileit onyc 6yB HamucaHuii y 2005 polii Ta € TPaHCKPUIILIEID IT’€CH
«CyMHOI 1puMOU 3BYKM» IS BioJloHYei Ta ¢opTemniaHo 1992 poky cTBO-
pEHHSL.
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Ta yaapHux. KiacTepHi 3ByKOKOMILIEKCH 3i «CIajlaxaMUW» TapiJoK
Ta MepeOMBaHHSIMU Y CTPYHHUX OXOILIIOIOTh BEJIMKUIA Miala3oH Ta
MPUTHIYYIOTh MacITaboM CBOrO 3BYYaHHSI CXBWJIbOBAHi peILIiKu
nyxoBux. g Tema rpae B apamatyprii CMMMOHiI pojb CBOEPITHOTO
KaTaJli3aTopa Ta BILIMBA€E Ha BCi 0OPa3HO-CMUCIOBI «3HAKW» TBOPY,
SIKi Y TOKKATHO-HA0aTHiil OCTMHATHIM A3BOHOBOCTI 3MiHIOIOThH CBiii
MEPBUHHUIA BUIJISI.

B «Eminmorax», misHboMy omyci €. CTaHKOBM4YA, 3BYy4YaHHS
JI3BOHIB 3’SIBISIETbCS y 3aBEpLUAIbHOMY PO3IiJi TBOPY Ta IIpeld-
CTaBJieHe B IIMPOKOMY Jialla30Hi — BiJ IPOCBITJEHOro A0 IaTe-
TUYHO-CTBEpIXYBaJIbHOTO, Bil pp no sfff. Knactepu y ¢opreniaHo
JIOMOBHIOIOTHCSl MiKPOXPOMAaTUYHUMM ajlcaTOPUYHUMU MOOYI0-
BaMU CTPYHHHUX. IX BiJbHO-iMMpoBi3alliiiHe 3ByYyaHHS MOTPOXU
3raca€, a J3BOHHU, 3MEHILUMBIIU IMHAMIKy pa3oM 3 HUMHU, TOTIiM
3HOB MOBEPTAIOTHCS 10 fff. TaKUM YMHOM CTBEPIXKYIOUU TIEPEMOTY
HajJ OCOOMCTICHUM HayajoM.

Otrxe, MU 0auyMMO, 110 KOMITO3UTOP, 3aCTOCOBYIOUU MpUiOM
TeMOpPOBOI iMiTallii, BAKOPUCTOBYE, 3 OJHOI0 OOKY, TUIIOBi iHTO-
Hallil, BUKOHABCbKi IPMHAOMMU, XapakTepHi dakTypHi dopMmyiu,
KaHPOBI CTEPEOTUIIM, 3 IHIIOrO0 — KOHLIEHTPYEThCS Ha BIATBO-
PEHHI BjJacHE TeMOPOBOro 3abapBiEHHSI 3ByYaHHsSI IHCTPYMEHTY,
1o imityeTbesa. TooTo, 3rimHo 3 K. PyubeBchbKOIO, 3aMdil0€ y CBOIX
TBOpax K NPUHUMMNM 300paxkeHHsI TeMOpPOBOIro amMIulya, Tak i
MojeiroBaHHS TeMopy [10].

BucnoBku. BrokpemieHHsT TeMOpy SIK MPOBIZHOTO KOMITO3U-
LilAHOTO Ta ApaMaTypriyHOro YMHHMUKA B TBopax I'. YCTBOJIBCHKOI,
€. CrankoBuua, FO. 'oMeabChbKOI 3yMOBIIIOETBCSI, 3 OMHOTO OOKY,
KOHKPETHUMHU XYAOXHBbO-TBOPUMMMU Ta TEXHIYHUMU 3aBIAHHSIMU,
SKi BMUPIiLIYIOTbCS KOMITO3UTOPAaMM B iHAWBiAyaJlbHO-CTUJIBOBIN
CUCTEMi KOOpAMHAT, 3 iHIIOTro — LUIsIXaMM B3aEMOIil 3 aapeca-
TOM, TIparHEHHSIM IOHECTH CBiil 3alyM Y CKJIaIHUX YMOBaxX cydac-
HOI MY3MYHO-MOBHOI pPe€ajbHOCTi, CTUMYJIIOBaTA MOro ooOpas3He
MMCJICHHS.

BxuBaHHs cieliudiyHUX apTUKYIIALii Ta Oy10BU TeMOpPOhaKkTyp-
HUX IUIACTiB, MEPEHECEHHST XapaKTepHUX BUKOHABCHKUX MPUIMOMIB
Y «yyxe» TeMOpoBe IoJie NPU3BOAMTh 10 BUHMKHEHHSI 1TI030pHOTO
TeMOpy, OJM3bKOro 3a CBOIMU XapaKTEpUCTUKAMU 10 TeMOpiB, 1110
iMiTYIOThCSI KOMNO3UTOpOM. €. CTaHKOBUY CKJIaJla€ TeMOp, BUXO-
JISTYM, 3 OOHOTO OOKY, i3 3araJibHOro 00pa3HO-3MiCTOBOTO 3agyMy,
Yy MeXax iHAWBiAyaJbHOI aBTOPCHKOI KOHIIEIIIIil, 3 iHIIIOrO — KOPH-
CTYIOUMCh BUOpPAHUM iHCTPYMEHTapieM Ta KOMOiHyrouu 3acolu,
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10 HaMOIIbLI BiAMOBIAAIOTH IIYKAHOMY oOpasy. Y MiIcyMKy
My3U4YHa TKaHMHA TBOPY OIEpYy€E sIK IMi3HaBaHUMU TeMOpamu, Tak
O/IHOYACHO i CTBOPEHUMU CIYXOM KOMITO3UTOPA.

ITincyMmoBy0OUM CKa3aHe, MOXHa CTBEpIKYBaTH, IO TEeMOpPO-
BUIi KOMIIOHEHT HAJIEXUTh JI0 TMApaMeTpiB MEPIIOPSIHOL 3HATY-
mocTi B moetulii €. CrankoBuya. Moro mociimkeHHsT 103BOJISIE
HaOJIMU3UTUCSA A0 PO3YMiHHS creuu@iku TBOPYOr0 METOAy KOM-
MO3UTOPA Ta OKPECIUTU POJIb TEMOPY y aHCaMOJIsIX Ta KaMEpPHUX
cuMQOHisX.
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PIKAPZIO BOHIYOJII — KOMITIO3UTOP I TUPUT'EHT
OJIECBKOI ITAJIIIMCBKOI OIIEPU

Mema pobomu — euseaenns bioepagpiunux danux ma meop402o 0opooKy
Pixapdo bowniuonai — komnozumopa i dupucenma imaniticokoi onepu ¢ Ooeci
6 1887—1889 pokax. Jloci ne 6danocs 3naimu tioeo bioepaii, idomocmi
npo ubo2o mumuys 0yxuce po3pizHeHHi. Ane sk Oioepagiuni cr08HUKU, MAK
i cmammi €8ponelicbkux [ amepuKaHCbKUX 6YeHUX HA20A0UYHOMb HA 1020
Xy00xucHix docseHeHHsx. Memo0oaoeiaa 00CAIOHCEHHA TPYHMYEMbCA HA iCMo-
DUKO-KYAbMYPOAOIHHOMY, MeOPemU4YHOMY I HCAHPOBO-CMUALOBOMY AHANI3I
disavnocmi Pikapdo boniuoni sk komnosumopa ma dupueenma Odecvkoi
onepu, 1oeo eHecky 6 ii pozeumok. Hayxoea noeusna cmammi noaseae y
suceimaenni poni ocobucmocmi Pixapdo bouiwoni ax Oupueenma ma Kom-
nosumopa egponeticbkoeo macwuma6by. Homy eunana eionogidanvHicms 3a
8UOID XYO0ICHDO2O HANPAMY NOOAABULO0SO PO3BUMKY meampy, AK Nepuiomy
Kaneavmelicmepy H08020 YHIKAAbHORO 34 KPACOI0, AKOCMAMU apXimeKmypu i
akycmuku onepro2o meampy ¢ Odeci. Bucnoeku. Busgnreno negioomi paniue
gidomocmi 3 Gioepaii Pikapdo bowuivoni, axuii dea poku o404r8as ima-
aiticeky onepy anmpenpusu 1. Yepenennixkosa (1887—1889 poku). Pikapdo
bouivoai nomimuo nidHsé piéeHb BUKOHABCHKOI MalicmepHOCMI Micye8020
onepnoeo opkecmpy i xopie. Penepmyap 30acamueécs nepuioo nocmanoé-
kot ¢ Odeci onepu P. Baenepa «Jloenepin». Buxonysaaucsa onepu Jxuc. Poc-
cini, I. Joniyemmi, Jxnc. Bepdi, /Inc. Metepoepa, Ill. Tyno, A. Tlouk enni,
A. botimo mowo. Ilicas euxonanus KamepHUX Meopie oupueeHma, y AKux
opas yuacmv Mukoaa Jlucenko, 3asnauyanocs, wo P. Bouivoai nasexwcumo
00 HOB020 HANPAMY IHCMPYMeHmMAanbHux komnozumopie Imanii. Busenreno
makodc meopue OMOUEHHS MUMUSA 8 HaACU CMBOPEHHS MY3UKU 00 Mpbox
banemie, aki 6yau nocmaeneni ¢ Imanii, a maxoxc 1ioeo 6HecoK y po3eu-
mok my3uunoi icmopii Ipeyii 1 Apeenmunu K agémopa onep npo icmopuuHi
nocmami yux Kpaiu.

Karouosi caosa: Odecvka imaniiicbka onepa, ocobucmicms oupueeHma
i Kkomnozumopa Pixapoo Bouiuoni, eukonascvka maiicmephicms €eponeli-
CbK02o macumaby, OHOBAEHHS MA PO3BUMOK penepmyapy.
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Ricardo Bonicioli — the composer and conductor of the Odessa Italien opera

Research objective. The purpose of the work is to reveal the biographical
data and creative work of Ricardo Bonicioli — a composer and conductor of
the Italian Opera in Odessa in 1887—1889. So far it has been impossible
to find his full life biography, because the information about this artist is
very fragmented. But both biographical dictionaries and articles by European
and American scholars emphasize his artistic achievements. The methodology
is based on the historical-cultural, theoretical and genre-style analysis of
Ricardo Bonicioli’s activity as a composer and conductor of the Odessa Opera
and his contribution to its development. The scientific novelty of the article
is to highlight the role of Ricardo Bonicioli as a conductor and composer
of European scale. He was responsible for choosing the artistic direction
of the further development of the theater as the first conductor of the new
unique in its beauty, quality of architecture and acoustics opera house in
Odessa. Conclusions. Previously unknown information on the biography
of Ricardo Bonicoli, who for two years directed the Italian opera of the
enterprise of 1. Cherepennikov (1887—1889), was revealed. Ricardo Bonicoli
has significantly raised the level of performance of the local opera orchestra
and choirs. The repertoire was enriched by the first staging in Odessa of
R. Wagner’s opera “Lohengrin”. Operas by G. Rossini, G. Donizetti, J. Verdi,
J. Meyerbeer, S. Gounod, A. Ponquelli, A. Boyto, etc. were performed.
After performance of the chamber works of the conductor, in which Mykola
Lysenko took part, it was noted that R. Bonicoli belongs to a new direction of
instrumental composers in Italy. The creative environment of the artist during
the creation of music for three ballets, which were staged in lItaly, as well
as his contribution to the development of the musical history of Greece and
Argentina as the author of operas about historical figures of these countries,
was also revealed.

Key words: Odessa Italian Opera, personality of conductor and composer
Ricardo Bonicioli, performing skills of European scale, renewal and
development of repertoire.

AKTYaJIbHICTh T€MH IOCJIKEHHS TOJISIra€ B OiIbII AETATBHOMY
PO3KPUTTI TBOPUMX iHIAMBiZyaJbHOCTEN MY3WMKaHTIB, SIKi IMpallto-
Banu B OnechbKiil omepi.

1 xoBTHs 1887 p. Bimbynocsa ypouucre BinkputTsd OaechbKOro
MiCbKOIO TeaTpy, AKHii (IO JdyXe BaXJIMBO) OyayBaBCs sl OMEp-
HUX BHMCTaB. Moro po3Mipu 3HAYHO II€PEeBUIIYBaJM HEOOXiTHI
po3Mipu ISl ApaMu, ajie MiaXoawiIn s onepu. JlockoHane apXi-
TEKTYpHE CTBOPEHHSI JaJ0 HOBE XKUTTS My3MUHUM BUCTaBaM, OIle-
paM, TIOCTaHOBKa SKUX Y 1Iei Yyac BUMarajia BXXe He «KOHIIEPTY B
KOCTIOMax», a BUCTaBHU, Y SIKiil My31Ka, pexXucypa Ta cueHorpadis
CTAaHOBWIU O €IUHE LIijeE.
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IMepminm anTpenpeHepoM Opaecbkoi oOnepu MPOTITOM ABOX
pokiB OyB IBan IBaHOBMY YepereHHIKOB, YieH IyMU i peaaKTOp
razetu «Onpecckrue HOBOCTU» (poc.). ¥ mepliiuii pik BiH 3000B’s1-
3aBCsI YTPUMYBATH POCIMCHKY ApaMy i B HACTYIIHI 3MMOBIi MicCSIIi
oIepy; Y ApyromMy polli — oIepy i ApamMy BogHoyac. Y cKJIalai Tpynu
Oyno 52 comictu omepu, 34 apaMaTUYHUX apTUCTIB, 52 apTUCTU
xopy. KoHTpakT 3 opkecTpoM i3 52 My3UKaHTIB OyB yKjiIaaeHU
Ha UiJIMi piK.

AntpenpeHep (opMyBaB CKJaj iTalilAiCBKOI OIEPHOI TPYIIH,
JI0 SIKOi yBiWIUIM: ApamMaTtuuHe compaHo Hanisi byauuosa, ypo-
mxeHka Huxnboro HoBropoay, cniBajia y cronuusix, B Itanii i
AMepulli, 3BiIKM i 3ampolleHa; MeIIo-CoIpaHo iTajilika OmiM-
misi I'Bepuia 3 Heamons; 1-it TeHop di forza icmaneup I'aetaHo
Oprizi, gknii criBaB y Bapmasi i Mangpuni; 1-if teHop Opect
Kanenerri; 1-i 6ac I'aetaHo MoOHTI — KoJ0caJdbHUI 3a IOJIOCOM i
poctoM, 3 Itanii; 6aputoH ITouui abo bpomaxki; 6ac ogecut BikTop
HoHnati, gkuii BUKoHyBaB y Minani Medictodenss y «Daycti»;
mosionuii 6aputoH EpnHect Miotti. 11 KepiBHUIITBA ONEPHUMU
CHEKTaK/ISIMU OYB 3aIpolleHUN iTaliicbKuii nupureHT byoHiviosni
[19, c. 3] (Pikapao boniuomi).

Meta nociimkenHsa. BussneHHs 6iorpadiyHux n1aHUX Ta TBOP-
yoro nopooky Pikapmo BoHiuoii — Kommo3uTopa i IMpPUTeHTa
itamiicekoi onepu B Omeci B 1887—1889 pp. Ha xanb, Giorpa-
¢iuHi gaHi nmpo Pikapao boHiuoni HeurclieHHi. Y clIoBHUKaX Mpo
HBOTO CKazaHO OykBajJibHO Take: Bonicioli, Ricardo (Vatername
Frehmann) 19. Mai 1853 Zara T 17. Marz 1933 Como. Brhnen-
werk Marco Botzaris Oper (Madrid, 1884), Don Juan de Garay
Oper (Buenos Aires, 1900) [2]. boniuoni, Pikapao (mo 6aTbKoBi
®promaH) HapoauBcs 19 TpaBHs 1853 p. y micti 3apa, momep
17 6epe3nsa 1933 p. B micti Komo. ABTop omnepu «Mapko bouapi»
(Magpun, 1884 p.) ta «don XyaH ge Tapaii» (byeHoc-Alipec,
1900 p.).

HaykoBa noBusHa. fIk 3’scyBajiocsi, TBopua Oiorpadis aupu-
reHta i komnosutopa Pikapno bBoniuosni 6aratro B yomy Oyja
nop’s;3aHa i3 I'pewiero i1 ApreHruHoro. Hamry ysary mnpuBep-
Hyna ctattsa Ekaterini Romanou «Itanificeki Mmy3ukantu y I'perii
B XIX cr.i» [12, ¢. 43—55], 3 sKkoi mi3HaeMocs 1LiKaBi (akTu
npo P. bonivomi. ¥ XIX cT. Ha loHiYHMX OCTpoBax, 30KpemMa
Ha HaioinemoMy 3 Hux — o. Kopdy, 1o Hikonu He mepeOyBaB
mig Bmagoro OcMaHCBKOI iMmepii, BUHUKJIA My3U4Ha KYJbTypa,
JIyxe cxoxa Ha My3uky Heamosnsi. @DinapMOHIAHUM TOBapUCTBOM
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MPOBOAWIMCS OTNEPHi CE30HU i KOHILEPTH, 3MOoJeboBaHi 3 Hea-
MOJIiTAHCHKOI KOHcepBaTopii. Cepen AMPUTEHTIB, BUKJIAZadiB i
opkecTpaHTiB DijapMOHIHOTO TOBapucTBa OyJ0 OaraTo opKec-
TPOBUX MY3UKAHTIB 3 iTATiCHKUX OMEPHUX TPYIl, SIKi BUPILIUIN
3aJIMIIUTUCS Ha OCTPOBi. BOHM BUCTynanu, 4epryloumnch i3 rpeib-
KUMU My3ukaHTamMu. Jlupekropom rpynu B 1843 p. craB Hikona
OniB’epi — mepiua ¢JeiTa Ta (paelTa-miKKoJI0 3 OIEPHOI I'PyIIu,
sIKa HeoJHopa3oBo Bucrtynana B TeaTpi CaH-/Ixxakomo 3 1841 p.
ITotim itoro 3miHuB JIxkoBaHHi Paraunwoni. Cepen IUpeKTOpiB
UX Tpym 3Haxoaumo i Pikapao boHivoui.

My31UKaHTU AYXOBOTO OPKECTPY 3IMINWIM 3HAYHY KiJIbKiCTh
TPAHCKPUIILIil i OpUTiHAIBHI KOMOO3UILil, I€IKi 3 SKUX, 10 3ramgy-
I0Tb MMOJii 400 TOCTaTi HOBITHBOI IPELILKOI iCTOPil, CTaIU BEIMKUMU
xitamu. Tak Oyno i3 gpamatuuHolo omneporo P. boniuoni «Mapxko
boumnapi». I'ooBHUIT repoii 1ii€ei onepu OyB peajbHOIO iCTOPUY-
HOI0 0C000I10, TPEIKMM BOEHAYaJIbHUKOM, T'eépOEM Bu3BoibHOI
BiitHu I'pewtii 1821—1829 pp. [15]. Onepa Oysa Bnepiue BUKOHaHa
¢inapmoHniiinuM ToBapuctBoMm 0. Kopdy 9 mororo 1883 p.

Bukiaan ocHoBHoro matepiany. 3 1887 no 1889 pp. P. bonivoni
OyB TOJJOBHUM AupuUreHToM OmechKoi orepu. 3po3yMisio, 110 Bif
HbOro OaraTo B 4OMY 3ajiexajla pernepryapHa IIOJiTMKa TeaTpy.
MoxHa TIpUIIYCTMTH, 10O CKJIAad COJICTIB i3 JpamMaTMYHUMU
rojiocamMy IS BiIKpUTTS TeaTpy OyB miOpaHMiI HE BUIIAAKOBO,
a B PO3paxyHKy Ha IOCTAHOBKY TaKMX BMCTaB, siK «Cuia mofi»
Ix. Bepni, «Medicrodpenb» A. boiito, «Jloenrpin» P. Barnepa
TOIIO, Ha 110 3BepTaJiM yBary He TiIbku B Oneci, ane i B ITaii.

IMepmuii ce3oH TpuBaB aABa Micsaui (i3 17 rpynHs 1887 p. mo
20 mororo 1888 p.). Ilicaa mepiroi BUCTaBM HAa HOBill CIEHI —
ornepu [x. Meiiepoepa «I'yrenotu» — «HoBopoccuiickuii Tene-
rpa¢d» mucaB: «<...> Y MiCbKOMY TeaTpi BiIKPUTO CE30H iTalliii-
CBKOI omnepHu 3 MOBHUM ycrixoM. <...> CMIiIMBO CTBEPIXKYEMO, 1110
Takoi rocraHoBku Opeca 1ie He O6auwia. JIaBpu MoXuUHaIU 0CO0-
JMBO maHi bynuyoBa, sKy my0Jjika mpuiiHsUIa 3axoIuieHo. Manu
HOBHMI ycmix Takox TeHop Kamenerti, r-xa I'Bepuia i 6ac MoHTi.
HupureHnt boHivoi O0BiB, 1110 MOXe 3pOOUTU AOCBiAYEHUH 1ed
OPKECTPY HaBiTh i3 HAIIMMM MicLeBUMM cuinaMmu» [17, c. 3].

3aBasgku TpodeciiiHill KpUTHULi KypHajdicTa i My3MKaHTa
1. Ky3pMiHCBKOTO I CHOTOJHI MOXHA BiTYYTH XYIOXHIO aTMO-
cepy Toro vacy. Y BiArykax Ha BUCTaBU BiUyBa€ThCsl, SIK Mali-
cTepHicTh aupureHta P. BoHivyoni mniakpeciioe iHAUBIAyalbHi
pHCcH KOXXHOTO KoMmmo3uTopa. Tak, micis omepu «®PaycT» KpUTHUK
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nuie; «I'yHO, mepeBaxHo, CIiBaK JI000Bi TUXOi, iquaiuyHo1. CUIbHi
JIpaMaTU4YHi pyXu He IyxKe 4acTo oMY BIAIOTHCS, 3aTe HiXTO HE
300pa3uTh i3 TaKOW Ipali€lo i TEMIOTO JipuuHUil HacTpiit. Tomy
3-a mig «®aycTy» Ha3aBXIW 3aIUIINTBCS HANKpaIIUM I1aM’sIT-
HUKOM MY3W4HOi TBOpYocTi. <...> bynuuoBa rpae Mapraputy
CKPOMHO, TIpocTO i mpupoaHo. I'yHo OGauxkue iid, Hixx Meilepbep
<...>» [17, c. 3]. HactynHooo 1ocraHoBKO10 Oyja orepa «Ipyba-
nyp». Kputuk ybayae B IIbOMY «IIOBOPOT y XapaKTepi BUOOpPY oIep
Ha cueHi Micekoro Tearpy». BiH Ha3uMBa€e 110 oIepy «3acTapiiiMm
MPOAYKTOM KOJIMIIHBOI MaHepu Bepmi», He po3ymilouM, «4yoMy
115 orepa 1ie TPUMAEThCS B perepTyapi BEJMKUX i MPOBIHLIAHMX
cueH?» [14, c. 1]. B «Adpukanui» Ix. Meiiepbepa Big3HayeHa
«Maca TapMOHiiiHOro 6araTcTBa i pO3MaiTiCTb PUTMY», SIKi BUSIB-
JIEHO TapHUMU BuKOHaBLsIMU: Byiaudosa (Cenuka), Optizi (Backo
na I'ama), IMTouui-bissi (Hemycko), Monti (IHkBi3utop), [oHati
(don TIlenpo), T'ope-Posepe (Ineca). I. Ky3bMiHCbKUIT BUIiISIE
onepy <«/IXokoHma», sIKa BMKOHyBajacs 17 moToro B OeHedic
H. byanyogoi. Bin Ha3uBae TToHKi€1i OMHUM i3 «CydyacHUX iTasiii-
CbKHMX HOBATOPIB, SIKi YCBIZOMWIM HEOOXiAHICTb BUTSITHYTU iTaiii-
CbKY ApaMaTUYHy MY3UKY i3 TpaauliiiHoi kouii. Hanpukian, cieHa
nob6aueHHs1 Jlaypu i JI>)KOKOHIM 3agyMaHa KpacuBO i OpUTiHAJIbHO.
IToHkienni HaBiTh 1O3BOJIMB COOi 3aKIHUUTU |- aKT TUXOIO MOKIil-
HOIO MY3UKOI0, 0e3 KpUKJIMBOro iHany» [14].

19 motoro 1888 p. B OeHedic mupureHra Pikapao bonivouri
BUKOHYBaJlacsl cCUM(oOHiIUHa TToeMa «ApKafist» y 4-xX yacTUHaX il
yIIpaBJIiHHSIM aBTOpA.

Itaniticeka omepa I. YepeneHHikoBa Bigpa3dy 3aBoloBaja
3arajbHi CUMIMATii i HACTIIBKM 3aTbMapujia co0OI0 Ipamy, IO
Ha Japyruil ce3oH — 3 1 xoBTHa 1888 p. mo 22 miororo 1889 p.,
aHTperpeHep 3 J03BOJIy MicTa BiIMOBMBCS Bil ApamMu i 3ajUILUB
TUIBKY oIlepy. bynau 3ampoiiieHi HOBi BUKOHAaBLIi: copaHo Aype-
nio Kartaneo i @panuecka [IpeBo, 3HAMEHUTHI iCTTAHCHKUIA TEHOP
A. Apambypo, 6aputonu H. Ilapno i M. Ilomi, 6ac A. Pocci.

Penepryap momoBHuBcs omepamu JIx. Bepnmi («ban-macka-
pan», «Pironetro», «TpaBiata», «Cuna moi» it «EpHani»), K. bize
(«Kapmen»), P. Barnepa («Jloenrpin»), I'. Honiuerti («JIykpe-
uist bopmxka» ta «Jlrouist ai Jlammepmyp»), A. boiito («MedicTo-
denb»), k. PocciHi («CeBilbCbKMI LIMPYJIBHUKY ).

«Opecckue HOBOCTW» TKCaIU Tpo iTadificbky omnepy I. Uepe-
MeHHikoBa: «JIpyruii onepHuil ce3oH mouyaBcsd 1 KOBTHS i JOcCi
TPUMAEThCsl CyTo Ha ornepax Bepmi. 3 «Ainu» moyaBcsi Ce30H
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i Tak Bech vac. lle 3ananro pusmkoBaHo. Ciabki 300puM Ha
«Tpasiati» i «TpyOamypi» i BiibHI Miclisl Ha «EpHaHi». XouyeTbcst
XOU Ha 4ac mo30yTucs Bil LMX YOUTHX MOTUBIB, (DaJIbILIMBUX CLIE-
HIYHMX MOJIOKEHb i 0e3rTy3A1X JIiOpeTo. X0oueThCsl Pi3HOMAaHITHO-
CTi i HOoBU3HM» [18, c. 2].

MabyTb, aHTpenpeHep [IOCAyXaBCs KPUTUYHMX 3ayBakKeHb.
22 motoro 1889 p. P. DBoHivosi 3AiliCHUB TOCTaHOBKY OINEpHU
«MedicTodenb», sKka, Ha OyMKY KpuTuka W., yBaXa€TbCsl Kpa-
IIOI0 OINEPOI0 CYYaCHOro iTajiliChKOro KOMIIO3MTOpa i IloeTa
Appiro boiito (B Oneci onepa Brniepiie BuKoHyBajacst 10 nucro-
naga 1885 p.). ¥ uboMy crieKTakJii ocooauBuii ycmix Mana Onimiist
I'Bepuia (I'yepua) (Maprapura). IlinkoproBanu ii CUJIBHUI T0OJ0C
i KpacuBa apTMCTM4YHa 30BHillIHicTb. MinaHchka «TearpanbHa
razeTa» onyO0JiKyBaja Bipllli 0JeChbKOro aBTopa, MPUCBSIYEHi «OJ1-
CKy4oMy» BUKOHaHHIO A. Pocci i iHimx apructis [16, ¢. 36—37].
18 motoro 1889 p. nupureHt Pikapno bonivosi Bnepiue B Opeci
nocraBuB orepy P. BarHepa «JloeHrpiH», i 1151 MoAisl Te€X BUKIU-
Kajia XBaBi obropopeHHsd [1, c. 4].

CnpaBu 1. YepeneHHikoBa 3aBOSKM iTaJliliChbKilA omepi Oyiau
Oiauckyui. Ilicnst 3akiHYeHHSI 3MMOBOIO CE30HY apTHUCTIB Oyjl1o0
sanpoireHo A0 Kwuepa. I'acrposni Ha cueHi tearpy «CoJlOBLIOB»
MpoaoBxXyBanucs i3 27 mtotoro mo 1 kBiTHa 1889 p. 3azHavanocs,
o gupureHT P. BboHiY0JIi «ITOMITHO MigHSIB piB€Hh BUKOHABCHKOI
MaMCTEpHOCTI MiCLIEBOTO OIEPHOI0 OpKeCTpy 1 xopiB». BiH crpa-
BUB CUJIbHE BpakeHHS Ha MyOJiKy, MpoBiB moHan 20 BHUCTaB SK
TOJIOBHUI TUPUTEHT i KOHIepTMelicTep. BukonyBammcsa «@PaBo-
putka» Ta «JIrouia ni Jlammepmyp» I'. loHiuerTi, «CeBiabCbKuii
mupynbHUK» K. Poccini, «Aima», «Tpasiata», «ban-mackapamy,
«Tpybanyp» x. Bepai, «<Adpukanka» ta «I'yreHotu» I>x. Meiiep-
6epa, «Daycr» 1. T'yHo, «Kapmen» XK. bisze.

Ha racrpossix BUKOHYBajJMcs TakoxX TBopu P. DBoHivodi.
29 GepesHsl, y CBil GeHedic, BiH NPOIEMOHCTPYBAB 0OPOOKY Ipe-
monii M.C. baxa mist cTpyHHOTO OpKecTpy, (opTemniaHo it apdu,
«MeHyeT» UIsl CTPYHHOTO OpKecTpy. 3a3zHayayocs, 110 BiH Haje-
KUTh 10 «<HOBOT'O HAIpsSMY iHCTPYMEHTaIbHUX KOMITO3UTOpPiB ITa-
Jii». 3 aHoHcy rasetn «KuesiastHUH» Ai3Haemocs, 110 16 KBIiTHS
1889 p. B 3ani kyneubkoro 3i0paHHs (HUHi KwuiBcbka ¢inapMo-
Hisl) BimOyHeTbCsl KOHLEPT AUPUTeHTa-KOHILEpTMEMcTepa iTaiii-
cbkoi onepu Pikapno BoHidiosi «mpu 6JarocKJIOHHOM y4acTUMW»
mani ®panveckn IlpeBo Ta mm. Jlucenka, Cikapma, IT’saturopo-
Buya, (poH Myneprta, [llyrmaHa, PoroBoro ta BeJIMKOIO OPKECTPY



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 23

[20, c. 354]. «XKBaBuii iHTepec BuKIMKana «J/laamarchka cepe-
Haga» P. bonivoji mist ABOX CKpMIIOK, (piaeiTH i ¢popremiaHo, y
BUKOHAHHI $IKOi OpaB y4acTb SIK IiaHiCT YKpaiHCbKUI KOMITO3U-
Top M. JIuceHKo pa3oMm i3 MiCLIEBUMHU BipTyo3aMU-iHCTpyMeHTa-
qgicramu M. Cikapaom, A. IllyrmaHom i PoroBuuem, i «MeHyeT»
I IBOX CKPUIIOK, ajibTa i BiojloHYeJi. BUKOHYBajJMCS TaKox
ioro cuMdoHiuHi moemMu <«Apkapisg» i «OcTaHHI XBWIMHU bet-
XOBE€Ha», y SIKHUX, 3a OLIIHKOIO KPUTHUKIB, BiH «BHUSBHUB cebe sK
JIMOOKWIT MUCIUTEIb»; a TAKOX BeJIMKa BOKaJlbHA IM’€ca 3a yya-
cti npumagoHHu orepu Ppanuyecku [IpeBo B cyrnpoBomdi opke-
cTpy Ta poMmaHc «Cinpo3u Matepi» [16, ¢. 36—37]. [1pomoBxyroun
nomyku Oiorpagivnux gannx Pikapno Bonivosi, Mu 3Haxommmo
BimoMocTi nmpo My3ukaHTa y BaneHcii, y cesoni 1890/1891 pp.,
JIe BiH KepyBaB iTaliliChbKOIO TPYIIOIO, SIKa BHUKOHYBaJla OIepy
XK. bize «Illykaui nepiB» [9].

V 1893 p. Pikapno boniuoji 6yB 3amnpoliueHuit 1o AdiH apy-
39IMM MY3UKHU Acoliailii 3 METOI0 CTBOpeHHsI opkecTpy. Ha Toit
yac OaraTo iHIIMX iTaJiiLiB i TpekiB 3 IOHIYHUX OCTPOBIB BXeE
ocenunuch B Aginax. KyabTypHuii KiaiMaT TyT OYyB 30BCiM iHIINM,
HixX Ha loHiuHmx octpoBax. OcBiTa 37e0iNbIIOrO Oyjaa TOB’SI-
3aHa i3 LEPKBOIO, YCTAHOBOIO, 110 O0’€OHYBalla TPEKiB IPOTSI-
TOM YOTMPHOX CTOJITh OCMAHCBHKOIO sIpMa i IIATpUMYyBajla iXHIO
HaIliOHAJIbHY CBiIOMIicTh. Ha myMKy MOCIiTHMKIB, JaBHbOIPEIIbKA
My3uKa Oyla mnepeBaXHO MOHo#iliHow. OpuriHajbHa HOTaLlis
MOHOJINHOI Moe3ii BBaXajach IrpelibKOK HalliOHAJbHOIO Tpaau-
i€ ax A0 moyatky XX cT. MeJjonis 3amucyBajiacsl 3a JOIO-
MOTOI0 TpelbKMX i (PiHIKiMCbKMX OYKB, MPUYOMY iCHYBaJU pi3Hi
MO3HAYEHHsI HOT JJIsI BOKaJbHOI Ta iHCTpYMEHTAJIbHOI TMap-
Tiii. Ham HOTaMM TakoX MUCAIMCS PUTMIiUHI Mo3HadyeHHs [21].
YV XIX cT. noyajiocsl MEPETBOPEHHS TPELIbKOT MY3UYHOI Tpaau-
Lii BIAMOBIZHO OO MOMAEIi 3aximHOi MiChbKOI KyJbTypU. I'apMoOHis,
3axilHa HOTaLlisg i 3aXigHi iHCTpyMEHTHU OyJaM BBEACHiI pa3oM i3
BiIMOBiAHOIO MPAKTUKOIO. Y 1iil TpaHc(opMalLlii iTaliiicbKi My3U-
KaHTH Bifirpajayd LEeHTPaIbHY POJb.

Buxonmsgun i3 XpoHosorii mocraHoBoK TBopiB P. boHivoini,
MOXHa MpUITycTUTU, 1o B 1880-x Tta B 1890-X pp. KOMIIO3UTOP
npautoBaB B Itanii i IcnaHii (3a BUHSITKOM OIE€CHKOTO Tepioay).
Tak, Bocenn 1881 p. Ha cueHi MinaHcbKkoro Teatpy Hambp Bepme
BUKOHYBAaBCS BeJIMKWiA OameT «Hans» i3 ceMn 4acTMH Ta BOCBMU
KapTuH Ha My3uky Pikapno bonivoi. Xopeorpad [IxoBaHHi byTt-
tepiHi (byrtypini) [10]. “Nadya : ballo grande in sette parti ed otto
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quadri : rappresentato sulle scene del Teatro dal Verme la stagione
d’autunno 1881 [3]. Coreografo Giovanni Butturini; musica dei
maestri Bonicioli”. Jami: 1884 p. — moctanoBka B Manpumi iioro
orepu «Mapko bouapi». [lporo x poky B Maapui ractpoJjitoBaja
Hanis BymuyoBa. Bocenn 1888 p. B Tearpi manbr Bepme BimOy-
Jacs npem’epa banety «Akpobat» Ha My3uKky P. Bowiuoni. 2Kanp
MO3HAYECHMI SK HaMiBCEPMO3HMI TaHEelb i3 MPOJOroOM Yy IIECTU
KapTuHax. Xopeorpadis [IxoBaHHi IToHbsa. AHTpenpuza Jlyimxi
Yezapi Ta Ce. “Il saltimbanco : ballo semiserio in un prologo e
sei quadri del coreografo Giovanni Pogna. Musica del maestro
Riccardo Boniccioli : Teatro dal Verme autunnol888. Impreswa
Luigi Cesari & C” [7]. I3 uum xe xopeorpadom (kxoBaHHi
IToHbst) P. BoHiuoni cTBopuB 11e oauH OajneT «Yac», aKuii BUKO-
HyBaBcs 3 ciunsa 1891 p. B Minani, Ha clieHi Tearpy «Jla Ckana».
“Il tempo : ballo in sette quadri : Teatro alla Scala, carnevale —
quaresima 1890—91 by Riccardo Bonicioli. Premiere January 3,
1891, coreografo Giovanni Pogna” [5].

Buninumo tBopue ortoueHHs P. Boniwoni. Ile, Hampuknan,
xopeorpad JxoBanHi ITonbs (1840—1894 pp.). Bin 6yB cuHOM
cueHorpada TpiecTCHKOro MiChKOTo TeaTpy. 3 paHHbBOTO AUTHUH-
CTBa BiH LIJIKOM IIPUCBSITUB cebe TeaTpy i mepeixaB n1o MinaHa, ne
BiABimyBaB mucrtelbki kona. [ToTiM BiH TpaiioBaB xopeorpadom
y Tpiecti Ta Minani, a TakoXX B AMepHulli, 1e 3poOMB BeIUUYe3HE
0araTcTBO, SK€ BTPATUB 3aBASKM PO3KIlIHIi OOCTaHOBILI CBOIX
TeaTpaJIbHUX TIPOEKTIB. 3pellITolo, BiH TIpaIfoBaB xopeorpadom
Ta MalicTpoM OajeTy B MillaHcbKomy TeaTpi «Jla Ckana». 3mific-
HUB MOCTaHOBKY Takux OaneTtiB: «Kona ai PieHii» kommosurtopa
E. Bepnapmi (1872 p.); «Ertrope ®@iepamocka» (1878 p.); «I'aH-
Hibam» kKommo3utopa P. Mapenko (1887 p.); “Il Saltimbanco”
(«Akpobar», 1888 p.) Ta “Il Tempo” («Yac», 1891 p.) — obunBa
Ha My3uKy Komnosurtopa P. boniuomi [11].

Itanificbkuit npamartypr, JiOpeTHUCT, IOeT 1 mnepekiiagay
®epninango Ponrana (1850—1919 pp.) 6yB aBTOpOM JIiOpEeTO
OGanmetry «Yac». Haitbinbmr BiZoMMH HaM $SIK aBTOp JiOpeTo
omep Hx. IMyuuini «Binnicu» (npem’epa B 1884 p.) ta «Earap»
(pem’epa B 1889 p.). ¥ Minani @epninango ®oHTaHa Halle-
XKaB 10 XyOOXHbOi Tpynu Scapigliatura (riTepaTypHMii pyx,
SIKWAH, TIOPOIKEHUIN BUKJINKOM TpPAamWIIisIM, TPUMaB iHTepecH
BiIKpUTUMU IUIST TIOJNITUKM, KPUTUKUA, HAYKHU, a TAKOX MUCTE-
nrBa ta My3ukm). “Il tempo, dance, music by Riccardo Boni-
cioli (3 January 1891)” [5].
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IMomanmpmnii po3BUTOK TIOMiM TPUBOOWTH HAc 10 ApreH-
tuHU. Ille omHy 3ragky mpo TBopdyicTh P. BoHiuoni 3Haxogumo
y kHM3i «IcTopig apreHTHHCBKOI onepu». 1i aBrop EHuo Banenri
®eppo (1911—2009 pp.) — apreHTUHCHKUI MY3WKO3HaBEIlb, €Ce-
icCT i My3WYHUI KPUTUK, SKU# BigmosimaB 3a TeaTp KosioHa, a
Takox OyB mupektopom Teatro Argentino de La Plata, muiue, 1o
Pikapno bonivoni HapoauBcs B Itaiii, OyB nyXe BiZOMHM OUPU-
reHToM i Komro3utopoM y byeHoc-Aiipeci. HanmucaB gBoakTHY
onepy «XyaH ne lapaii», mpem’epa sikoi BigOymacs B byeHoc-
Atipeci B 1900 p. “Ricardo Bonicioli was born in Italy, and was
a well-known orchestra director and composer in Buenos Aires.
He composed the opera Juan de Garay, a melodramatic sketch in
two acts” [6]. Jomamo, 1o Ha 1eit yac P. BoHiyoni mpoxuBap B
ApPreHTHHi.

Hanpukinui XIX cr. cutyalisi 3 mOCTaHOBKOIO onep B ApreH-
TUHI OyJa cXxoxXa 3 PO3BUTKOM MY3MYHOTO MUCTELTBA B iHIIUX
KpaiHax, e akTUBHY y4acTb y IpoIiaraHjii CBOro MucTelTBa opaiu
itaniiini. BaxiauBolo nogieto crasio ctBopeHHd B 1900 p. itaniii-
cbkuM KommoszutopoM Deppyuuo Karrenani mepluoro crabisib-
HOTO OopKecTpy Acolliallii opkecTpiB byeHoc-Alipeca.

®eppyyuo Karrenani (1867—1932 pp.) y 1897 p. ocenuBest
HazaBXau B byeHoc-Aiipeci. JIo IbOro BiH BUCTYINAaB Y KpaiHi sIK
ckpunajib Ta aupureHT. Ha yoni OpkectpoBoro ToBapuctBa bye-
Hoc-Aiipeca i1 APreHTMHCHKOIO TOBapMCTBAa KaMEPHOI Ta CUM-
(oHIYHOI MY3WKHM BiH BIIKPWUB MOXJIMBICTH ClayXadaM IIUX ITAPOT
Ji3HATHCS TIPO BETMUE3HUI penepTyap, SIKUiH TYT LIJTKOBUTO iTHO-
pyBaJIU.

V kHu3i «backu B MUCTELITBI» HABOAUTHCS CITUCOK OMeEp, MocTa-
HOBKa sIKux Oyia 3niiicHeHa B byeHoc-Aiipeci Ha nmouyatky XX CT.
Lle «Arayanbpna» ®. Karrenani, «Inb Cerpero» icmaHChKOIO KOM-
no3utopa Enyapao ToppeHca boke ta «Xyan ae I'apait» Pikapmo
bonivoii, Takox MelKaHs byeHoc-Alipeca. «ATayajiblia» BUKO-
nyBajiacs 10 6epe3ns 1900 p. B Teatpi Can Maptun. “Il Segreto”
ta “Juan de Garay” Oynu BukoHaHi 11 xxoBTHs 1900 p. B Tea-
tro Politeama Argentino. IIlomo omepu P. bonivoini 3a3HayeHO:
«Ie enuHMi1 TipUYHUI BUCIIIB PO MepcoHaxa 0ackiB, SKMid Bif-
OyBaeTbcsl B ApreHTHHi, po3IOBiJae apaMy CMepTi reHepalia 6ac-
kiB XyaHa ae Iapasi» [8].

BucnoBku. BusiBieHo HeBigomi paHillie BimoMocTi 3 OGiorpadii
Pikapno bBonivoii, sxuii aBa pPOKM OYOJIOBAB ITATINCHKY OIEpY
antpenpusu I. YepeneHnikosa (1887—1889 pp.). Pikapno boniuosni
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MOMITHO TIiHSIB pPiBeHb BMKOHABCHKOI MaMCTEPHOCTI MiCLIEBOTO
OIEPHOTO OpKecTpy i XopiB. Pernepryap 36araTuBcsi MEPILLIOO MOCTa-
HoBKo10 B Opeci onepu P. Barnepa «Jloenrpin». Penepryap momnos-
HuBcs onepamu k. Poccini, I'. doniuerri, JIx. Bepmni, Ixx. Meiiep-
oepa, 1. I'vao, A. ITouk’emni, A. boiito Towo. Ilicis BUKOHaHHS
KaMepHUX TBOPIB IMPUTEHTA, y SKUX OpaB yuactb Mukosa JIuceHko,
3a3Hayvaocs, 1o P. boHiuoJi HajaeXXuUTh 10 HOBOrO HaIpsSIMY iHCTpY-
MEHTaJIbHUX KOMIO3UTOpiB ITamii.

BusBieHo TakoX TBOpYE OTOUEHHSI MMTIISI B YaCH CTBOPEHHS
MY3UKM A0 TPhOX OajeTiB, sIKi OyJu ImocTaBieHi B Itaiii, a Takox
0ro BHECOK Y PO3BUTOK MY3WYHOI icTopii I'pelii i ApreHTUHM K
aBTOpa OIlep IPO iCTOPUYHMX JisI4iB LIMX KpaiH.
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BTIJIEHHS OBPA3Y CAPU BEPHAP
Y OIIEPHINA TBOPYOCTI 0. TOMEJIbCBKOI:
10 ITPOBJIEMU ABTOPCBKOI'O CTHUJIIO

Mema cmammi noaseac y @ueuenHi ocobauocmell iHmepnpema-
yii oopazy Capu bepnap y onepi IO. Tomenvcokoi «boxcecmeenna Capa»
(“The Divine Sarah”) sk peanizauii akmyarbHuUx ma HPUHUUNOBO HOBUX
menOeHyill y cyuacuiil onepHiti meopuocmi. Memodoaoeia cmammi 6a3zy-
€MbCs HA NPUHYUNOBO OHOBAEHOMY AHAAIMUYHOMY Ni0x00i 00 onepHoi
meopuocmi nepiody kinys XX — nouamky XXI cmoaime, y momy uucai 0o
kamepuoi onepu y meopuocmi I0. Tomenvcvkoi, Ha nidcmasi skoeo cmae
MOICAUBUM GUABUMU XAPAKMEPHI 0COOAUBOCMI KOMNO3UMOPCHK020 CMU-
AICMUYH020 KOMNAEKCY SK OCHO8U A8MOPCHK020 CMUAN) KOMHO3UMOPKU.
Haykoea nosusna 3ymosnena mum, wo y cmammi 00CAiONCyrOmbvcs Xapak-
mepHi MUnoA02iMHI 03HAKU ONEpHOI (hopmMuU ma npocmencyromscs aAcneKmu
BUHUKHEHHsI DI3HUX JCAHPOBUX MOOUiKayiil; 6i0KpUBAEMbCsA HOBULL acneKm
BUBYEHHS CYMACHUX KamepHux onep Ha npukaadi onepu 0. Tomenvcokoi
«boucecmeenna Capa» (“The Divine Sarah”). Ha ocHoei pozeoprymoeo
icmopioepagiurnoeo, ecmemuuno20 ma AHALIMUYHOR0 MY3UKO3HABH020 NIO-
X0dié Xxapaxmepuszyomscs ii cmpyKmypHo-KOMNO3UUIliHI 03HaKyu ma Xy0oc-
Hb0-00pa3ni napamempu. Bucnoexu. Anarimuyne gueueHHs My3u4H020 mek-
cmy «boocecmeennoi Capu» K. Tomenvbcovkoi 0036045€ 6U3HAUUMU K 00HY
3 MPOBIOHUX O03HAK I asmopcvk020 Cmua0 HA038Uu4auHy yeaezy 00 Xyooic-
Hb0-00pa3Hoi demanizoéanocmi ma Ackpaeoi emoyitiHocmi moeo dilicmea,
wo pozeopmaemoca Ha cyeni. Ilnacmuune piwenns, akmopcovka epa, nepe-
0ysaHHs apmucmie Ha iOKpUMOMY MAUOAHUUKY, HAO38UYALIHA 8ANCAUBICMb
meampanvHux epekmie ma npuiomie, NPAKMU4HO NOBHA BIOCYMHICMb 0eKo-
payiti — yce ye 0036045€ Gi03HAMUMU B0ANICMb ABMOPCLKO2O BU3HAYEHHS
meopy sk onepu-cueru. Taxum wumom, y meopuocmi HOnii OnexcandpieHu
Tomenbcokoi Hatlbinbw NOMIMHUMU CIMUAICMUYHUMU MEHOeHUIIMU Y MBOpax
KAMepH020 ONepHO20 JHCAHpy CMAarmb 2PAHUYHe CKOPOUYEHHs 4acy 36Y4aHHA,
Mo NaKOHIZM, AKULL 0036045€ YMPUMYBAMU y8azy CAYXa4a HA 20A08HIll idei
meopy — Ha 00pasi eepoini y 6ciii nogHOMI ii nepejicusanb ma NOUymmia;
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6uUbIp €108eCHOI OCHOBU 8iON0BIOHO 00 3A2aNbHO20 3A0YMY, BKAHANHU NPU
YbOMY C1080 00 MY3UUHO-BUPAZHUX NPULIOMi6, MOOMO, KOPUCMYIOYUCL HUM
AK YACMUHOI0 MY3UUHO20 UiN02o.

Karouogi croea: onepa-cuena, kamepua onepa, meampanbHicmo, Kamep-
Hi3auis, ClOJICeMHO-MmeMamu4ti 0cooaueocmi, iHOUBIOYANbHULL A8MOPCbKULL
cmuab.

Nosulia Anatolii Valentynovych, Ph.D. in the History of Art, Acting
Assistant Professor at the Department of Solo Singing of the Odessa National
A. V. Nezhdanova Academy of Music

The embodiment of the image of Sarah Bernard in the opera works of
Yu. Gomelskaya: on the problem of the author’s style

The purpose of the article is to study the peculiarities of the interpretation
of the image of Sarah Bernhardt in the opera by Y. Gomelskaya “The Divine
Sarah” as the implementation of current and fundamentally new trends in
contemporary opera. The methodology of the article is based on a fundamentally
updated analytical approach to the operatic work of the late XX — early
XXI centuries, including the chamber opera in the works of Y. Gomelskaya,
on the basis of which it becomes possible to identify the characteristic features
of the composer’s stylistic complex as the basis of the author’s style of the
composer. The scientific novelty is due to the fact that the article examines
the characteristic typological features of the operatic form and aspects of
the emergence of various genre modifications; a new aspect of the study of
modern chamber operas opens on the example of Y. Gomelskaya’s opera
“The Divine Sarah”. On the basis of a detailed historiographic, aesthetic and
analytical musicological approaches, its structural and compositional features
and artistic-figurative parameters are characterized. Conclusions. Analytical
study of the musical text of “The Divine Sarah” by Y. Gomelskaya allows
us to define as one of the leading features of her author’s style, the extreme
attention to the artistic-figurative detail and vivid emotionality of the action
unfolding on the stage. A plastic solution, acting, finding artists in an open
area, the extreme importance of theatrical effects and techniques, the almost
complete absence of scenery — all this allows us to note the success of the
author’s definition of the work as an opera-scene. Thus, in the work of Yulia
Aleksandrovna Gomelskaya, the most noticeable stylistic tendencies in the
works of the chamber opera genre are the limiting shortening of the playing
time, that laconicism that allows the listener to keep the main idea of the
work — the image of the heroine in all the fullness of her experiences and
feelings; the choice of the verbal base in accordance with the general concept,
including the word for musical expressive techniques, that is, using it as a part
of the musical whole.

Key words: opera stage, chamber opera, theatricality, cameralization,
plot-thematic features, individual author’s style.
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AkTyajbHicTh. [TounHaroun 3 XX CTOJITTS i JoTernep BigOyBa-
IOThCSI 3HAYHi CTWJIBOBI, My3MYHO-MOBHI 3MiHU Y TaJly3i OIIEPHOIO
MMCTELTBa, 1110 JO3BOJISIE TOBOPUTU Mpo (DOPMYBAHHSI y cydac-
Hill KOMIO3UTOPCHKili TBOPUOCTi HOBUX YSIBJI€Hb PO TaKy rajays3b
MY3UYHOTO MMCTelUTBa. Binxim Bim ycTajeHuX MpPOTSAroM CTOJITh
MPUHLIUITIB ONIEPHOI KOMIO3UIIIAHOI piBHOBArM, 1110 3HAWIIIO CBOE
BTUIGHHSI y CKJIagHil 0araTroyacTKOBiiA CTPYKTYypi, SIKa IIOETHYE
MIPUHIIMIIM HOMEPHOT'O Ta HACKPi3HOTO PO3BUTKY, MPU3BIB 10 KPU3H
OIIEPHOIO XaHpy B XX CTOJITTI, A0 aKTMBHUX MOIIYKiB BUXOIY 3
LBOro cTaHy. TakuM YMHOM, AOCIIIKEHHS CY4acCHOI BITYM3HSIHOI
ornepu Ha 1uisiXy ¢opMyBaHHS ii TMIOJOTiYHMX O3HAK Ta BUHMK-
HEHHSI Pi3HUX XKaHPOBUX MoaudiKalliii € aKkTyalbHOI MPOOIEMOIO
JUIST My3MKO3HABYOTO 3HaHHS. HUHI MU MOXEMO TOBOPUTH, 1O Y
cepi onepHOro MUCTELITBA caMe XKaHpoBa (hopMa KaMepHO1 ornepu
CcTa€ HaA3BMYaiiHO 3aTpeOyBaHOIO i YacOM HaBiThb JOMiHYIOUOIO.
ITinTBEepmXEeHHSIM IIOTO MOXe OyTH IOsIBa B pi3HMX KpaiHax ¢ec-
TUBaJIiB KAMEPHOTO OMNEPHOr0 MMCTELTBA, BUHUKHEHHS Crelliaib-
HUX TearpiB ad0 Majlix ClLIEH MpPW OMNEPHUX TeaTpax, Je OCHOBOIO
penepTyapy IIOCTAaHOBKM € caMe KaMepHi onepu. IIprunHO0 1IbOTo
MOXHA Ha3BaTU HaA3BUYAHY THYYKICTb i pyXJIMBICTb TaKOI >KaH-
poBOi (hopMH, Yy SIKill BUSIBISIETbCS MOXJIMBMM BCTYIT Y JiaJlOr SIK
MY3UYHUMM, TaK i TeaTpaJbHO-CLEHiYHUMU 3acobamu. OTxe, Ha
MOTOYHMI MOMEHT MOXHa FOBOPUTH MPO MEPioa pO3KBITY Kamep-
HOI OIlepM Y BCiX ii pi3HOBUIAX, BaXKJIMBICTh 11 3HAYEHHS K CKJIa-
JIOBOI YaCTMHM €BPOIIEHCHKOI KYJbTYPHOI MapaJUrMM B KOHTEKCTI
CydyaCHUX MUCTELIbKMX TIPOLIECiB, 1110, CBOEID 4Yeprorwo, BUKIIU-
Ka€ HarajibHy MoTpedy My3MKO3HAaBUOTO OCMMCJIEHHSI Cy4acHOI
BITUM3HSIHOI OIlEpM, OOHUM 3 SICKpaBUX IIPUKIIAIIB SIKOI € orepa
IO. TI'omennchkoi «boxkecrBenHa Capa».

Buknan ocHosHoro marepiany. Kineup XX — nouatok XXI cto-
JIITTS CTa€ AyXKe BasKJIMBUM €TAIlOM VIS PO3BUTKY HE TiJIbKH >KaH-
poBoi (popMu orepu, aje i My3MUYHOIO MUCTELITBA 3arajoM, 10
3HAXOOUTb CBOE BiIOOpPaXXeHHSI y aBTOPCHKOMY CTWJII BUAATHOI
ogecbkoi koMnosutopku IOmii OnekcanapiBHu ['OMeNbCHKOI.
SIX posmnosigajla camMa KOMIIO3MTOpPKa, JJIs1 Hel OJHIi€l0 3 ITOKa-
30BMX Ta HEOOXiTHMX O3HAK My3WMKM XXI CTOMITTS cTae MOXIIM-
BiCTb CYTTEBOIO MEPEOCMUCIEHHS MY3MYHO-MOBHUX MPUHIIMIIIB,
1110, CBOEIO YEPro0, Ja€ MOXIUBICTD (hOpMyBaHHS BITi3HABAHOI'O
KOMIO3UTOPCHKOTO TOYEPKY, BUPAXKEHHS iHAMBiAyaJbHUX PUC
aBTOPCBHKOTO O6aueHHs1, aBTopcbkoro ctuiito. FO. 'omenbcbka po3-
MOBiJaia, 10 KOJM BOHA HAMara€TbCs 3 IO3UIIil MY3MKO3HABIIS



32 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

po3zibpatucs y npobJeMi aBTOPCHKOTO CTUJIIO KOMITIO3UTOpa, MPO
TBOPUYY OCOOMCTIiCTh aBTOPa-KOMITO3UTOpa MOXHA Ai3HATUCh caMe
yepe3 XapakKTepHYy MaHEpy My3UMUYHOIO CaMOBUpPaXK€HHSI MUTLS 3
Moro yHiKaJJbHUMU My3UUHO-MOBHUMHU, «IpadiuyHUMU» Ta CeMaH-
TUYHUMU cKiaaaHuKamMu (1o skux FO. T'omenbcbka TakoX BiHO-
CUThb TIOYEPK, CTWIb, MOBY)» [5, c. 190]. KoMmno3suTopka BKa3y-
BaJjia, 1110 «KOJU BiAOYBA€ThCs IIepion MOILIYKY Ta BUOYIOBYBaHHS
BJIACHOI NepCOHi(hiKOBaHOI KpeaTUBHOI JIabopaTopii i KOMIIO3UTOP
3HaXOOUTh cebe, CBOIO TBOPUYY MaHepy, TO BiH MOYMHAE MOYYyBa-
THUCSI TOCUTb KOM(OPTHO B «OCBOEHOMY» IIPOCTOPi, PO3YMiTH, 110
BiH yXe 0araro... Moxe i BMie» [5, c. 190].

IlIupoko BimoMo, 10 KOXHHMIA MY3UMYHMU TBip SIK 00’€KT
CIPUKHSATTS € 3adikKCOBaHOI Ta OKPEMOIO XYIOXHBOK CTPYK-
TYypOlO, sIKa CKJIaJa€ThCsl 3aBASIKM BiliOpaHUM i 30alaHCOBAaHUM
MiX cO0O0I0 IHTOHALITHMM crHody4YeHHsIM. BomHouac came y miit
3a(iKCOBaHiil XyI0XHill CTPYKTYpi MiCTUThCS BilmoOpaxkeHHS 0COo-
OMCTOCTI KOMITO3MTOpa, a TOMY TaKMil TBip MOXe pPO3MIsSaaTUCs
K CyO’€KT, MpoLieC Mi3HAHHS IKOTo Oyne 3aBXIW AialoTiYHUM.

Ax cBimuath podbotu M. BaxrtiHa, Bech CBIT MOXHa MIpeacTa-
BUTH SIK KOMILIEKC AiaJIOriYHMX BiTIHOCHH, 1[0 BEAYTh OO 3HSTTS
00’€KTHOTO XapakKTepy Mi3HAHHS, PO3IIMPIOIYN i MO0
Ccy0’€KTHO-00’€KTHUI CIOCciO 0aUMTH CBIT SIK JiaJior, a TOMY, Ha
oro AyMKy, JUIsl OCMUCAEHHST OYAb-SIKOTO SIBUIA TTPUHIIMIIOBOIO
€ 3arajbHa yCTaHOBKa Ha AiaJior. Y JiHrBICTUMHOMY acCHeKTi Jia-
JIOTiYHa Teopisl AO03BOJISIE TIOMJISIHYTM Ha OCHOBHUI «MaTepian»
Li€ei Hayku: BOHA NPU3BOAUTH OO TOTO, IO CJIOBO € CIIOYATKY
PO3KOJIOTUM, PO3LIEIJICHUM Ha KiJIbKa TOJIOCiB, BOHO HIiKOJU He
MOXe OYTH LIJTICHUM i 3aMKHYTHMM y caMOMy c00i, HaBMaku, Horo
PO3KOJI HABOAUTH A0 3BYyYaHHS Y HHOMY KiJIbKOX T'OJIOCIiB, TOOTO
BOHO CTa€ MOJi(pOHIUHUM.

Posrnsn miajgoriyHux acmnekTiB KyabTypu vy M. baxrtiHa BinOy-
BA€ETHCS 3 ABOX TOUYOK 30pYy: IMO-TIepIlie, 3 TOUKU 30py CTBOPEHHS
KYJIbTYpUM OCOOMCTICTIO, KOJM OCOOMCTICTh HOCSra€ CIIpaBX-
HBOTO XUTTS i HaOyBa€ BJIACHOI YHIKaJbHOCTiI caMe Y CTaHi HETO-
TOXHOCTI IO caMoi cebe, BCTyIIalouM B MOil0, TOOTO miajor 3
«iHmmM». Ilo-gpyre, 3 morasgay camoi KyJabTypHu, SIKY JOCTiAHUK
TaKOX PO3IJISIAAE SIK AialoTiYHUIA mpolec, e JIsi TOBHOTO PO3y-
MiHHS 11 CEHCy MPOCTO HEOOXiAHO 3pOOUTH caMy KYJIbTypy Bii-
KPUTOI, HE3aMKHEHOIO CHCTeMOIO, a 1i MpOosIBU PO3MISAaTU Y
«BeJIMKOMY 4aci» [1]. BinnosinHo no koHuenuii M. baxtiHa po3y-
MiHHSI € TIPUHLIMIIOBO HE3aBEPIIEHOW MiSJIbHICTIO, 110 3aBXAW
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MiIANOPSIAKOBYETLCS TMPaBUITy LUPKYJASIPHOCTI, TOOTO pyxy IIO
KoOJax, 110 MOCTiiHO po3upotoThcs. [IoBTOpHE MOBEpHEHHS Bill
LIJIOro 10 YaCTMHU Ta BiJl YaCTHH JI0 LIJIOTO 3MiHIOE Ta MOIJIMOJII0E
PO3YMIHHSI CMUCIY YaCTUHMU, ITiATOPSIKOBYIOUH IIijie ITOCTIHHOMY
po3BUTKY. M. BaxTiH po3risgae po3yMiHHS SIK OXOIUJIEHHS Haii-
DIMOILIMX B3a€MO3B’sI3KiB y OyTTi. Lle 3aBXmu «IymMKa y CBiTi».
IcTuHa 3aBXOM «IIPOCBiYye» Kpi3b TBOPU KYJIBTYpH, 3 SIBISETHCS
HaM Y OIKPOBEHHSIX Ta HAYKOBUX BiIKPUTTSIX, ¥ BEJIMKUX XyIOX-
HiX Ta MY3WYHUX TBOpax, y ¢itocopchbkux mpausx [1].

IIpoBicHUK Ti€i 4K iHIIOI imei GayuTh 1€ CBITIO SIK IIiIe, Y
KOHTEKCTi TIeBHOIO CBIiTOBIiIUYTTSI, 3arajibHOI KapTUHU CBIiTy. AJle
3aBXIM BiIKPUBAETHCS JIMIIE «KPAEYOK» OYTTS. 3pO3ymilo, 11O
1€ BiIKPUTTS 3aBXIW 3aCiIUIIOE JIOAMHY i 1l 31a€ThCsI, 110 BOHA
0auuTh 1ije. AJie 1ije MOXe OMMHUTUCS JIMIIE LiIJTOKYITHICTIO CBi-
JIOMOCTEH, 1X MOCTIMHUM 3YCTPIYHUM PYXOM SIK Jiajiory CBilOMO-
CTelt, miajory KyJbTyp, miajory 4aciB. SIK BKa3ye y CBOill poOOTi
C. Ocamua, HEOOXiZHOIO YMOBOIO ICHYBaHHS €CTETMYHOIO CTa€
HasSIBHICTb 1i «IiaJIOTiYHOI IIpUPOAM, a TaKa MpPUpoda 3 TaKOK X
HEOOXiIHICTIO MPU3BOAUTH OO XYAOXHbOI TBOPYOCTI SIK IO CIE-
LiaJ1i30BaHOI rajay3i OCMUCIIOIOYOr0 CaMOIli3HAHHS JIOOUHU, 1110
CIpUSIE CTBOPEHHIO OCOOJMBOIO — OCOOJMBOIO «3aCEJICHOTO»,
HAMOBHEHOI'O IPOCTOPY KYJAbTYpPM — IIPOCTOPY XYIOXHiX apTe-
¢akrTiB. Takuii mpocTip, LiIAIKOM MaTepiallbHO-TIPEAMETHUI, Mae
CBOI ifeamiliHi mpoeKilii — cBiii mpocTip cBizoMocTi» [7, c. 98].

Sk Bkaszye B. BoOPOBCBKUIA, «XyOOXKHS CTPYKTypa My3U4YHOIO
TBOPY $SIK CYO’€KT, SIK aKTMBHUI HOCIii XXMBOTO AYXOBHOIO 3Mi-
CTy — L€ CIIeKTp He3JTiYeHHUX MOXJIMBUX CMUCIIB, 11O PO3KpHU-
BaIOTbCSl y CBiIOMOCTI, 1110 crnipuiiMae (criormisigae). Ili MoxinBi
cMuUCIU 00’eHaHi 00’€KTUBHO HAssBHMMU paMKaMU XYIOXHBOI
CTPYKTYpM Ta YCBiIOMIIIOIOThCS IMdeEpeHLiioBaHO Jinlle 00pa3-
HOMY CIIPUMHSTTIO KOXKHOI 0ocoducTocTi. BoHa 3HaXoauTh y IbOMY
CIEKTPi «IIPOMiHb», III0 PE30OHYE 11 TYIIEBHOMY PUTMY, i pO3KpU-
Ba€ XyJOXHIO ifiel0, 00pa3Hy CUCTEMY LIbOTO TBOPY BiMOBIAHO 110
CBOTO IYIIEBHOTO cKiamy» [2, c. 14].

[lizHaHHSA XydOXHBOrO (MY3MYHOIO) TBOPY, Ha AYMKY
B. BobOpoBcbKOTO, Tpeba po3mIsIaT SIK JIiaJor MiXX TBOPOM i 0CO-
OuCTICTIO, 1110 COpUIMA€E Takuii TBip, MiAKPECIUMMO, 1110 JOCHia-
HUK BKa3ye€ Ha KOMIIO3UTOPCHKE CTBOPEHHS XYIOXHBOTO TBODPY
SIK Ha pe3yJibTaT Moro miajory (sSIK aBTopa) 3 peajissMu JiliCHOCTI.
Take mMi3HaHHS € HE ONMHWUYHMM aKTOM, a CKOpillle, MTPOLECOM,
1110 MPUHIMUIIOBO HE MA€E 3aBEPILEHHS, IKUI 1HILIIIOETHCS aBTOPOM
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Ta CIPUNAMAETHCS 3aBASIKM iaJIOTIYHOMY BKJIIOUEHHIO Cjyxauya.
Taxuii npoliec HEMOXJIMBO 3aBEPIIUTU 3aBASIKU TOMY, 10 «Oylb-
siKa BilMOBigb Ha 3alMTaHHS, 1[0 CTABUTHCS «XYIOXHIM TBOPOM,
BUKJIMKAE HOBE NMUTAHHS, i TaK IO HECKIiHYEHHOCTi, 00 BuYep-
raTu Bce 0araTCTBO ifiei, BKIaJAeHOI KOMITIO3UTOPOM Y CBill BUTBIp,
HEMOXJTUBO. SIKIIO X Ha TPaKTUIIi 11e BUSBISETHCS MOXINBUM,
TO caM TBIip € He INIMOOKMM 3a ileero, abo ciayxay oOMexye Ipo-
1ec Mi3HaHHA... 3HalIeHUM 3MicToM» [2, c. 14].

CTunb SIK BUpPaXXeHHsI 3aKOHOMIpHOCTel B3a€EMOIii MiX ecTe-
TUYHUMU TIPUHLUIAMU Ta KOMIIO3UTOPCHKOIO TeXHiKO10 [3, c. 214]
HaBpsII UM BUKJIMKAE TaKy O€3IIOCEpPEaHIO OCOOMCTICHY PEaKiliio.
1106 emowiitHO cipuiiMaTh MYy3MKY, Tpeba IepeayciM ii JIIOOUTH.
Mipy i cTyniHb Halloi J000Bi 10 KOMIIO3UTOpA SIK TOTO CKJIAl-
HUKa, 110 3MYIIYE 3BepTATUCS 10 MY3UMKM 3HOBY i 3HOBY, BU3HA-
ya€e He cama Mo co0i OlliHKa Moro TBOpYOCTi, a crneuudika craB-
JIEHHSI 10 MOT0 iHAMBINYyaJIbHOCTI SIK 0 «iHTOHALiitHOro cy0’eKTa
CTWJIIO», 1110 JOCSITAETHCS «B MAaCIITa0i BCHOTO XUTTS, a HE OKpe-
MOTO oro ¢gparmeHTa» [6].

Posrnsgparoun tBopunit nopodok 0. I'omenbcbkoi, Tpeba Binm-
3HAYUTH, 110 OUIBIIICTH TBOPiB KOMITO3UTOPKU JEMOHCTPYE CBOIO
IHAWBIAyaJIbHY CUCTEMY OpraHi3allil eJIeMEHTIB MY3UYHOI MOBH,
3 MOXJIMBUM BUWIIJIEHHAM $SK TOJOBHOI iX OCHOBM MOCTIAHOIO
MOIIYKY HOBHUX 3aCO0iB XyIOXHbOI BHUPA3HOCTI, CYTTEBOTO OHOB-
JIEHHSI My3UYHO-MOBHUX MPUIAOMIB Ta XyJ0XKHbO-O0pa3HUX mapa-
meTpiB. Ille onHielo 3 HaWOIABLI ITOKA30BUX PUC aBTOPCHKOIO
ctuio FO. T'oMenbChbKOi € TSKiHHSI 10 BiIBHOTO TpaKTyBaHHS
yCTaJleHUX MPUHLUIIIB Ta €KCIePUMEHTaJbHUX TOIIYKiB Y Kamep-
Hili XkaHpoBili cepi. Takuil iHTepec 3yMOBJIEHU, Ha HALII TTOTJISI,
MParHeHHSAM Y BCiii TJIMOMHI PO3KPUTU MOXJIMBOCTI MY3UYHOTO
nianory. IlepcoHidikauiss TeMOpiB 0COOJMBO BUILISIE POJib IPO-
CTOPOBOI MEpCIHeKTUBU (QakTypu K BU3HAYaJIbHUI XapakTep
00pa3Hoil BUPa3HOCTI YYaCHMKIB CIOXETHOI KaHBU TBOpY.

Kamepna omnepa «boxectBenHa Capa» (“The Divine Sarah™) y
>KaHpoBOMY BU3HauYeHHi camoi FO. ['oMenbCchKOi € 0Mepo-CLeHOI0
JJIs1 MELILI0-CoIpaHo Ta opTerniaHo, Jiopero M. IpBiHa, mpem’epa
i Bigoynacst 2000 poky B JloHmoHi (BenukoOpuranist). 2KaHpoBe
yrouHeHHs, naHe IOmiero OnekcaHmpiBHOIO, — omepa-ClieHa, 1110
BUSIBJISIE HU3KY clieli(iyHUX 0COOJIMBOCTEN 1Iboro TBopy. Hacam-
repen e 0OMEeXKeHHSI [Iii, 1[0 PO3rOPTAETHCS Ha CIIEHI, TaK caMo K
i 3By4HOTO TBOPY ITPOCTOPOBO-YaCOBUMU OOMEXEHHSIMU, 3 OJHOIO
00Ky, 3 IHIIIOTO — BMHUKAE BiMUyTTS MaKCHUMAaJbHOIO 30JIMDKEHHS
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3i CIyXalbKOoIO ayauTOPi€l0, MaKCUMAaJIbHe 3aIydeHHs 11 10 Jiajory.
Onepa nmpucBsiYeHa OCOOMCTOCTI Ta CLIEHIYHOMY MUCTELITBY BeJIu-
KOl aKTpUCH, YUE BUCOKE MUCTELITBO Ta ApaMaTUYHUIA TaJlaHT CTaB
MPUYMHOIO MOSIBU Y Hei TpidBUchKa «boxecTBeHHa Capa». Came 10
LILOTO MPi3BUCHKA, B SIKOMY BUCJIOBJIIOBAJINCS 1 HailOiIbIIA moBara
IO TajaHTy, i abcomoTHe 3i3HaHHS, Bigcuiae Hac FOmis 'omens-
CbKa Ha3BOIO CBOTO TBODY.

IlikaBo, 1110 3 My3UYHOTO OOKY IrOJIOBHUI KOH(MJIIKT MPOSIBIIS-
€ThCS1 Y OIepi 3a JOMOMOT0I0 MY3UYHOTO JIESUTMOTUBY A0Ji (COHO-
PUCTUYHI aKOpAOBi CHiB3BYYus, LIO IIEPEPOCTAOTH y MA3BiH) i
JIEUTMOTHUBY HATOBIY BOPOTiB — PEILIiKY MOLLIENKH, SIKi BUMOBJISIE
MmiaHicT, 110 CUIMTH 3a posuieM. TakuM YMHOM, (DYHKIIiSI miaHicTa
He 00MEeXYEThCSI iIHCTPYMEHTAJbHUM CYIIPOBOJIOM OIEpH, BiH Oepe
MOCTiiHY aKTMBHY y4yacThb y ClLeHiYHOMY HiiicTBi. BiciM emizomiB
orepu po3KpuBalOTh 00pa3 BeauKoi (ppaHily3bkoi akTpucu Capu
bepHap y pi3HUX pakypcax, BOHUM NMPUCBAYEHI MOAIsIM il CLIEHiu-
HOTO Ta OCOOMCTOIO XUTTS.

baraTto KpuTHKiB MUCTELITBA BUIATHOI aKTOPKU 3BEpTaIi yBary
Ha i1 CTaBJI€HHS caMe 0 IPOLECy iHTOHYBaHHSI CJIOBECHOIO TeK-
CTy, iHOAI 3 MPaKTUYHO BUKOHABCHKMM BOKAJIbHUM IIiIXOIOM
JI0 LIbOTO, a iHOJi, HABIIAKW, BIACTOPOHIOIOUMCH Bil akaaeMiuHOL
BOKaJbHOI MaHEpW IPOMOBM Ta BUKOPMUCTOBYIOUM e(eKT ecTte-
TMYHOro 3HWXeHHd. [Ipo e nucas B. Hemuposuu-/laHuyeHko,
SIKUI AyXe KPUTUYHO OIiHIOBaB ii Ipy, 30KpeMa, KOJU BKazy-
BaB, 10 «maHi Capa bepHap «kpuuana sik Toproka». Illo xx mo
CKOPOMOBKH, CITiBY Ta MaJIOBaHHS, TO BCE II¢ HEBiA €MHI SIKOCTI
¢paHuy3iB, i Bumaratu, 106 naHi Capa bepHap mo30ynacs ix
Ha 4yac cBoro mpuisny no Pocii — 6e3rmy3go. OTxe, BepX BUTOH-
YeHOCTi, «pacdiHOBaHa» Irpa, MPUCYTHICTb AESKOI HEPBOBOI CUJIU
Ta CTpora 1IKoJa, 1110 LUJKOM 3al0BOJIbHSIE OCTaHHIM BUMOTam
¢paHIy3bKO1 KPUTUKH, CTAHOBISITH CYTHICTh apTUCTUYHMX 3aCIYyT
naHi Capu bepHap» [4, c. 179—180]. He3Baxkaroun Ha HasBHIiCThb
MNOAiOHUX CKENTUYHUX 3ayBaxk€Hb, YCE XK TaKW OUIBIIICTh KPUTU-
KiB OLIiHIOBaJM ii MAMCTEPHICTh OyXe BHUCOKO, i MPaKTUYHO BCi
BiI3HAYaJIM OCOOJMBMIA MarHeTWU3M 1ii TOJIOCY, Ha3WBalOYM IHOro
YyapiBHUM, CITIByYUM, YyAOBUM i T.O. [4].

Ines Ta mepBicCHMIT MOIUTOBX y HANMCaHHI OMEpU MPO KUTTS
Capu bepHap HanexuTb Binomiii aHrificebKii criBauui Capi Yoi-
Kep (MeIo-coIpaHo), sKa i 3amnpornonysajia ). ['oMmenbebKiii Ta
Jibpetucty M. IpBiHYy CTBOPUTH MY3WUYHO-CLEHIYHUI TBip Ha 1110
TeMmy. Y Tpolieci 0COOMCTOTO CHiJIKYBaHHSI aBTOpa lli€i CTaTTi 3
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komnozuTopkoro FOmist OnekcaHapiBHA po3roBiia Mpo ii 3ycTpiu
i3 M. IpBiHuM, sika BigOyaacs y 1997 poui. Ilim yac wiei 3yctpivi
OyJ10 BUPOOJIEHO 3arajibHy KOHILIEIILIilo JiOpeTo onepu, sika IpyH-
TyBajacs Hacamriiepel Ha OauyeHHi KOMITO3UTOPKM Ta BUKOHA-
Bulli — 0. I'omeabscokoi Ta C. Youkep.

HanzBuuyailHO 1LiHHMMUW € 3ayBaX€HHS JiOpeTucTa, sKi BiH
BUKJIaB Yy JIUCTi A0 rojioBHoi BuKoHaBuli Capu Youkep. BiH BKka-
3yBaB, 10 HacamIlepel HamaraBCsl HalaTWu JIiOpeTo BUIJISII IIOp-
TpeTa, pa3oM i3 TUM HE MEHII BaXJIMBMM BiH BBaXKaB IOKa3aTH
Capy bepHap uymIMBOIO Ta Bpa3jMBOIO JIIOAWHOIO, PO3KPMBAIOUU
Npyv LIbOMY BaxkJIMBi BiXu ii aKTOPCHKOI Kap’€pu, i, HapellTi, JaTtu
MOXKJIMBICTh PO3KPUTHCSI BCbOMY Pi3HOMAHITTIO eMOLIMHUX CTaHiB,
SIKi TIepeXkrBaJjla akTpuca Ha CLEHi Ta B XXKUTTi. Y My3Ulli orlepu Bia-
YyBAETHCS 3HAYHUU BIUIMB CTWJIICTUUHUX MPUIOMIB: Bifl HaiicyJac-
HillIMX HaMpsiMiB — COHOPUCTUKU, ajleaTOPUKU, TTyaHTUJII3MY — JIO
BKJIIOUEHHS TpaJMLiHOI TOHAJbHO-TAPMOHIYHOI MOBM Ta 3acCTO-
CYBaHHS$ ILIMPOKOBIAOMUX Y aKaJeMiuHiiA My3UUHill Tpaauilil moi-
¢oniunmnx npuitomiB. COHOPUCTUYHI edeKTH, rpa TeMOpaMu CTae
BaXKJIMBOIO OCHOBOIO BCi€l MY3MYHO-KOMIIO3ULIHOI ITOOYI0BU
TBOpY. BinkpuBae «boxkectBeHHy Capy» MOCHIIOBHICTb IIUTICHUX
0apBUCTUX COHOPUCTUYHMX OJIOKiB, 10 3By4YaThb Ha Iegaii ¢op-
teniaHo. ['oJJoBHUM MaTepiasioMm misl moOYA0BU 3BYKOBOI TKAHWMHU
CTa€ TMOEAHAHHS COHOPUCTUYHUX CITiB3BYY, IO CIIPUMMAETHCS SIK
ennHa 3Bykodapba. 111oiiHO MOMITHMMM BUSIBIISIIOTBCS JIMIIIE MEXI,
KpaliHi 00pUCHU «COHOPHUX MOJIiB». 3rofoM Lli aKOpAU 3’ SIBJISTIOThCS
Ha MoYyaTKy I’SIToi YaCTMHM, a TOTiM i y BCTYIIi A0 KOAY BOCBMOI
yacTMHU, HabyBaroun (QYHKIIi1 JeATMOTUBY AOJIi.

ABTOpPCBbKi YTOUHIOIOYI peMapKu, 10 BKa3ylTb Ha CHOCiO
BUKOHAHHSI — <«Ha BHYTPIllIHiI CTOpPOHi CTpyH ¢dopreniaHo, y
HaWHWXXYOMY PEriCTpi, TOBCTOIO M’SIKOIO KajaTyllKowo (MoAiOHO
JI0 I3BOHY)», — HE 3aJIMIIAalTh CYMHIBY B HasIBHOCTI CEMaHTUKU
n3BoHOBoCTi. Ille omHMM JEHTMOTHMBOM, IO YMHUTHb CUJIBLHMI
BIUIMB Ha (OpMyBaHHsS ApaMaTypridyHol JIiHil TBOpPY, € JEUTMO-
THUB HATOBITY HEAOOPO3UWIMBLIB akTpucHu. Lleit neiiTMOTUB Tipen-
CTaBJICHUI Yy BUIJISIAI 3raJlaHOrO BMIILE ILIENOTY, SIKU BUMOBJISIE
miaHicT. BiH 3’gBlIIETbCS Ha MOYATKY IIEPIIOI YaCTMHMU OIIEpH, V
JIelllo 3MiHeHOMY BapiaHTi B 1i XX pernpu3i, a MoTiM — MPaKTUYHO
y BCiX YacTMHaX TBOPY, 32 BUHSATKOM YE€TBEPTOI Ta BOCbMOI. 3J10-
BiCHMIA LIEMIT CMOYaTKy IMOENHYEThCS 3 BOKAIBHUM UM iHCTPY-
MEHTaJIbHUM 3BYYaHHSIM, a B IT’STili YaCTUHI MepepuBa€ BOKaJIbHY
JiHito “Death was an obsession...” («cMepTb OyJia OAEPXKUMICTIO»),
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3rogoM Ll ¢pasa 3BYyYUTh 1€ JBiUi B ITSITiK YacTuHi. Y Cho-
Mill 4aCTHHi IIEMiT TpaHCHOpPMYEThCsl y (pasy-3iTxaHHsT “Alas,
Poor Sarah...” («Ha xanb, 6igHa Capa...»). ¥ BOKajJIbHO-MeJIO-
MifiHY MapTii0 COJIICTKM BIUTITAIOTHCS peUMTATHUBHO-ACKIaMalliliHi
¢pa3u. 1 Bce 2k, He3BaxxaloyM Ha Te, IO HAa IOYATKy BOCHMOI
YacTUHM 3By4YMTh necuMictuuHuii “Does one care?” («Komy
Temep lie Tpeda?»), 3aBeplilye OIlepy KaTapTUYHE MPOCBITIEHHS —
“Yet I think, Yet I swear, sometimes the soul took fire, sometimes
the God was there...” («Bce 11e s gymalo, Bce 1e s IPUCATAIOCh,
iHOIi Mo aylla criajiaxyBaja, iHoai ['ocriogb OyB 3i MHOIO...»).

BucHoBkH. AHAJITUYHE BUBYECHHS MY3MYHOIO TEKCTy «boxe-
ctBeHHOI Capu» 0. 'oMmenbCcbKOi 103BOJISIE BUBHAYUTU SIK OJTHY
3 MIPOBiIAHMX O3HAK ii aBTOPCHKOTO CTUJIIO HAA3BUYAMHY yBary Jio
XyHOXHBO-00pa3HOI AeTali30BAaHOCTI Ta SICKpaBOi €MOIITHOCTI
TOrO IilicTBa, 11O PO3rOpPTA€EThCs Ha clieHi. lle minrBepmKyeThes
CKPYITY/IbO3HOIO PETEIBHICTIO i1 YBaXKHICTIO 10 BUITMCYBAHHS TEM-
MOBUX, METPUYHUX, aroriyHUX, XapaKTepoJOTiYHUX, 3BYKO-KO-
JIOPUCTUYHMX (BiZ MOAPOOMIIL 3BYKOBMIOOYBaHHSI 10 TOHKOILIIB
BOKaJIbHOTO IHTOHYBaHHSI Ta TOBOPiHHS) peMapoK. O4eBUIHO, 1110
KOMITO3UTOpKA HaMarajacsl CTaBUTH Tepell BUKOHABISIMU MOCTi-
JIOBHO pO3’SICHEHE 3aBAAaHHS, JUISI TIOBHOTO Ta XyIOXHbBO 3aBep-
IIEHOTO 3AiICHeHHS 3aayMaHoro. 3 60Ky (hopMOTBOpEHHS B Omepi
€ HasiBHUMU OKpeMi PUCHM POHIAJBHOCTI, axke MPOTITOM YChOTO
TBOPY MOXHa CIIOCTepiraTd BKJIIOYEHHS €Mi30fiB 3 MOBTOPIOBA-
HUM MaTepiajioM, 110 HaOauxkae ix 3a iXHiM (YHKUiAHUM TIpU-
3HauUeHHSIM 10 pedpeHy. [lnacTuuHe pillleHHsI, aKTOpPCbKa Ipa,
rnepedyBaHHS apTUCTIB Ha BiIKPUTOMY MailaHYMKY, HaJ3BUYaliHa
BaXJIMBIiCTh TeaTpaIbHUX €(PEKTIB Ta MPUOMiB, TPAKTUUHO MTOBHA
BiICYTHICTh JIeKOpalliii — yce 1ie J03BOJISIE Bil3HAYUTU BAAJICTb
aBTOPCHKOTO BU3HAYEHHST TBOPY SIK OIEPU-CIICHU.

Takum ynHoM, y TBopuocTi FOnii OnekcanapiBHu I'oMenbChKO1
HaWOIbLI ITOMITHUMHU CTWIICTUYHMMM TEHIEHLISIMU Yy TBOpax
KaMepHOTO OINEePHOro >XaHpPy CTaloTh FPAaHUYHE CKOPOUEHHS 4Yacy
3BY4YaHHSI, TOW JIAKOHi3M, SIKMI IO3BOJISIE YTPUMYBATU yBary ciy-
Xaya Ha TOJIOBHili imei TBOpy — Ha 00pa3i repoiHi y BCili TOBHOTI ii
nepeXXuBaHb Ta MOYYTTiB; BUOIp CIOBECHOI OCHOBM BiAIIOBiZHO 10
3arajibHOro 3alymMy, BKJIIOUalOUW MpU LIbOMY CJIOBO 0 MY3UYHO-
BUpPa3HUX TPUNOMiB, TOOTO, KOPUCTYIOUMCh HUM SIK YaCTUHOIO
MY3UYHOTO LiJIOro. Yci KOMITO3MLIiHI IPUIOMH, 1110 BUKOPUCTO-
BYIOTBCSI KOMIIO3UTOPKOIO, MiAIIOPSIAKOBYIOTHCS 3arajibHiil imel
Jiajiory, 3oKkpemMa i Ha piBHi My3U4YHOI MOBH.
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V¥ tBopuocTi 0. T'oMenbchbKOi BUSIBISIETHCS OCOOJIMBA yBara a0
HaWAPiOHILLIMX PYXiB JIOACHKOIL AYIli, TTOB’3aHa 3 MOIIYKOM HOBOI
SIKOCTi 3By9aHHSI My3MKH HUISIXOM 3aIPOBaKEHHS HOBUX, HE3BH-
YalHUX KOJOPUCTUUYHUX (PapO Ta TeMOpOBUX e(heKTiB, MOEAHAHHS
Pi3HUX JIOTiK My3MYHOro MUceHHs. BonHoyac y kKamMmepHUX orepax
ta MoHooriepax 0. ['oMenbChKoi SICKpaBO BUpaXKaeTbCs 3arajibHa
COpPSIMOBAHICTh Ha CTBOPEHHS IICUXOJOTIYHMX IOPTPETiB, OCHO-
BOIO SIKMX € TparHeHHs TepeaaTu CKJaaHi eMOLIiliHi cTaHu repos,
3aikcyBaTH «KyJbMiHalii{Hi» MOMEHTU HOTO MepexXuBaHb.
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POJIb MY3UKU ATTB®PEJIA IITHITKE
B KIHOMUCTELITBI TA 1 BIUIUB HA CTAHOBJIEHHS
TBOPYOI'O METOJIY KOMITO3UTOPA

Mema pobomu. Cmamms npuceésueHa 0co6AUBoOMy pody KOMHO3UMOp-
cokoi meopuocmi Anvgppeda llnimxe — pobomi é KiHo. 3’Acoeano, aAKuM
YUHOM 83aEMO30azauysascs 1o2o 00ceid y KiHemamoepagiuniti ma my3u4-
Ho-akademiuHill cghepax, a mMaKoic UsBAEHO GNAUG eKPAHHUX 3aco0ié Ha
meopuuil memod Komnozumopa. Memodoaoeia docaioncenna. Buxopucmano
cucmemMHUll Memoo, 3a 00NOMO20I0 SIK020 PO3KPUMO 0cobaugocmi nepioou-
3auii kinomysuxu A. lllnimke, a maxkoxc usHa4eHo poab NOAICMUAICMUKU 8
yvomy caupi. Pyuxyiunuil Memod 3acmocoeanuli 8 ananizi 63aemMooii npu-
tiomie my3uyHux i ekpanHux 3acobie. Haykoea noeusna nonseac 6 momy,
wo, NONpu eeaude3Hull 00cei0 KOoMNo3umopa 6 KiHoiHdycmpii, cb020OHI
dewio Opakye docaidyceHv y yill eanysi 1020 mMeEoOp4oCmi, HeMae cucmem-
H020 nioxody 6 Ubomy NUMAHHI, 8 OCHOBHOMY KIHOMY3UKA P032A0AEMbCs 8
3a2anNbHOMY KOHMeKcmi meop4oi cnadujunu Komnosumopa. Poboma e kino
CYNPOB00INCYBANA KOMNOZUMOPA NPOMA2OM YCbO2O MEOPH020 ICUMMS | 6NAU-
HYAQ HA OPMYBAHHSA KOMNOZUMOPCbK020 Memody mumuys. Y oanii cmammi
AHANI3YEMBCA KIHOMY3UKA, AKA HEe3ACAYICEHO 3AAUMAEMbCA N03a YB8a20H
docaionukis: do ghinemie «lllkonra eumonuenux mucmeyms. Ileizaxnc 3 siie-
yem», 1987 poxy ma «Exinaxc» 1979 poky, omasce, us npukpa Hecnpageonu-
gicmb uacmkoeo Komnencosana. Bucnosku. Kinomysuka Anvgppeda llnimxe
Mae He OpyeopsOHy poab wjodo Ho2o akademiunoi cnadwunu, a 60yoosana y
CMPYKMYpy Meopuoe0 Memody KOMNO3umopa mak, W0 Hepo3pPUeHo noe si-
3aua 3 iHwumu wcarpamu. Came poboma 6 KiHo cmeopuia ymosu 0151 Noseu
camobymuboeo nouepky komnosumopa. llonpu 3anepeuenns Komnosumopa,
1020 doceid pobomu 6 KiHO cmMEOPHE OKpeMy 8UOAMHY CMODIHKY 11020 MEop-
yocmi, 3a CHPUAMAUBUX YMO8 GiH Mie OU nepedamu 1oeo0 NOCAIOOBHUKAM,
3ano4amkyeamu NOMydyicHy wkoay Kinomysuxu. Moocna ckazamu, wo cam
KOMRO3UmMop Npouulos uyeil wasx, iHmyimueHo 3Haxo0s4u mi eAy4Hi npu-
tomu, AKi cmanu 8i3uMieKo 1020 KOMNO3UMOPCbKO20 Memody He MinbKu 6
KiHo, a i 8 iHwux Jcanpax akademiunoi mysuxku. baeamopiuna poboma 6 kino
CMeopuUNa 6Ni3HABAHY IHMOHAUILIHY cucmeMy, AKa 800Houac 0yaa UIKA8oH
0a3 npoghecionanie ma 3po3yminow 048 WUPOK02o 3aeany (Kinoeasoauis).

© Mopena €. O., 2021
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Omoce, kinomyszuka y meopuocmi A. lllnimke gidiepasra eusnauaivbHy poas
ma 6idkpuaa Ho8i 00pii 6 eany3i KIHOMY3UKU 3a2aA0M.

Karouoei caosa: xinomysuka, Anrvgpped Illnimie, nosicmunsicmuka, Kom-
NO3UMOPCOKULL MemOo0, My3u4Hi ma i3yanvHi 3acobu eupazHoCcmi.

Moreva Eugeniya Oleksandrivna, Ph. D., Associated Professor of the
Private Establishment of Higher Education “Film and new media academy”

The role of Alfred Schnittke’s in cinema and its influence of the
compositor’s creative method

Research objective. The article is devoted to a special kind of compositional
art of Alfred Schnittke — his work in cinema. It is found out how his experience
in the cinematographic and music-academic spheres was mutually enriched, as
well as the influence of screen means on the composer’s creative method was
revealed. The methodology. A systematic method is used, which reveals the
peculiarities of the periodization of Schnittke’s music works in cinema, as well
as the role of the polystilistics in this genre. Functional method of application
in the analysis of interaction of the methods of musical and screen means.
The scientific novelty is that, despite the composer’s vast experience in the film
industry, today there is a lack of research in this area of his work, and there
is no systematic approach to this issue, film music is considered in the context
of the general creative heritage of composer. Work in cinema accompanied the
composer throughout his creative life and influenced the formation of the artist’s
creative method. This article analyzes film music, which undeservedly remains
out of the attention of researchers, there is “School of Fine Arts. Landscape with
Juniper”, 1987 and “Crew”, 1979. Thus this unacceptable injustice is partially
compensated. Conclusions. Alfred Schnittke’s film music has not a secondary
role comparatively to his academic heritage, and built into the structure of the
composer’s creative method so that it is inextricably linked with other genres.
1t was the work in cinema that created the conditions for the appearance of
the composer’s original handwriting. Despite the composer’s objections, the
composer’s experience in cinema creates a separate outstanding page of his
work, and under favorable conditions he could pass it on to his followers by
starting a powerful school of film music. We can say that the composer himself
went this way, intuitively finding the right techniques that have become the
hallmark of his compositional method not only in cinema but in other genres
of academic music. Many years work in cinema have created a recognizable
intonation system, which is both interesting for professionals and understandable
to the general public (moviegoers). Thus, film music in the work of A. Schnittke
mattered and opened new horizons in the field of film music in general.

Key words: Music of cinema, Alfred Schnittke, polystylistics, compositional
method, musical and visual means of expression.

AKTyaJbHiCTb TeMHM AOCTiIKeHHA. My3uka g KiHO CYIpo-
BOJUKYBaJla KOMIIO3UTOpA BCi POKM #Oro mpoeciiHol Kap’epw.
HMoro cragimnHa Hajliuye 85 KiHOpoOiT, aje He BCs My3uUKa Oyna
HamucaHa A. IlIHiTke mias kiHo abo MynbTUILTIKALii, € (iabMu,
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y SIKUX BUKOPHCTOBYBaJacsl My3uka 0e3 Oe3mocepeaHbOi ydyacTi
KOMIO3uTopa abo BXe Micias iioro cMepti. Ilepiunii 1ocBif y KiHO
BiH OTpuMaB y JABaJLISITUBOCBMUPIYHOMY Billi (3a I€IKMUMU CBil-
yeHHSIMM — padime), A. IIIHiTKe SIK KOMIIO3UTOP MPOMIIIOB €BO-
JMIOLWIMHUK LUISIX HE TUIBKM B IIbOMY KaHpi, ajie i B iHOMBimy-
aJTbHOMY CTWJIi: Bill eKCIIEPMMEHTAIBHOTO aBaHTapay 0 BIACHOTO
aBTOPCHKOIO IHAMBIAYaJbHOIO CTWJIIO, BaXKJIUBUM € T€, 110 caMe
Moro KiHoMy3MKa 3a3Hajla HalOLIbIl CYyTTEBOIO OHOBJICHHSI.

Meta pochimkenns. CTaTTs IpUCBSIYEHA OCOOJUBOMY POIY
KOMIIO3UTOPCHKOI TBOpUOCTi Anbdpena [1IHiTke — pobOTi B KiHO.
3’scoBaHoO, SIKUM YMHOM B3aeMo30arayyBaBcsl MOro JOCBiA y KiHe-
MaTtorpadiyHiii Ta My3MYHO-aKaJeMiuHill cdepax, a TAKOX BUSIB-
JIEHO BIUIMB €KpaHHUX 3aCO0iB Ha TBOPYMI METOJ KOMIO3UTOpA.
HaykoBa HOBH3HA TTOJISITa€ B TOMY, 11O, TONPY BETWYE3HUIN TOC-
Bil KOMITO3UTOpa B KiHOIHAYCTPil, COTOAHI AelI0 Opakye HOCIIi-
JKeHb Y 11iii rajly3i Horo TBOPYOCTi, HEMA€E CUCTEMHOTO TiAXoay
B LIbOMY TNMTaHHI, KIHOMY31Ka PO3IJISIIAETHCS B 3aTaJIbHOMY KOH-
TEKCTi TBOPYOI CIAALIMHU MUTLIS. Y CTATTi aHATI3yEThCI KiHOMY-
31Ka, sSIKa He3aCIyXeHO 3aJIMIIAEThCS 1103a YBArolo JOCIiIHMKIB:
no ¢inbemiB «IlIkoma BUTOHYeHUX MucTeUTB. Ileii3ax 3 smiBLeM»
(1987 p.) Ta «Exinax» (1979 p.).

Buxnan ocHoBHoro matepianay. Ilepiommzaliisi KiHOpOOIT KOM-
MO3UTOPA CIUPAETbCS HE TiIbKM Ha 3arajlbHy CUCTEMaTHU3allilo
Oro TBOPYOCTi, ajle ¥ Ha TeMaTUKY, XKaHPOBE PaHXyBaHHS i
Mpo0JeMaTUKy caMOro KiHO: MPOTe PO3MOjIiJl HA irpoBe XYAOXHE
KiHO, TeJieapaMaTryprilo, JOKYMEHTAJTiCTUKY ab0 MYJbTUILIIKaLIi0
He TaKuil BaXKJIMBMI, K CIOXETHMKAa Ta 3MIiCT €KpaHHOIO TBODY.
Ha nouatky kap’epu A. IIHiTKe $IK KiHOKOMITO3UTOpP MpaliloBaB
y ¢dinpMax, SIKi MalyM B OCHOBI IOOYTOBi CIOXETH, IIOB’SI3aHi 3
pi3HUMU TipodecisiMu (MEIUYHOI, CIIOPTMBHOI, HAYKOBO-IOCi-
HULBKOI Ta IHIIOI TeMaTUKW). 3TOO0OM KOMIIO3UTOpP 3aHYPUBCS B
po0oTy B KiHO, sIK€ pO3KpuBaio IpobiieMu (izocodii, mpupomo-
3HABCTBA, IICHMXOJIOTil, MUCTEUTBA SIK Mi3HAHHS i KAPTUHU CBITY,
LIel LLISIX MPUBIB HOro MO CTBOPEHHS MY3MKM 1O eKpaHizalliil
JITEepaTypHO-TIOCTUYHUX IIEAEBPIB.

CBolo aistbHicTh B KiHO A. IIIHiTKe He BBaXaB MPOBiIHOIO (Ha
Binminy Big I'. Kanueni), migkpeciatoBaB Toil (akT, 110 e Oyau
B OCHOBHOMY POOOTM Ha 3aMOBJIEHHSI, HaBiTh BUIIPABAOBYBaBCS
TUM, 110 3MYILIEHUN MUCAaTU MY3UKY [JI KiHO IJis 3apoOiTKy.
Ile Oyyno mpaBmoo: y XXWTTI BU3HAHOTO (ajie dyepe3 MIesIKWil Jac)
TeHis TparuIsiIMCs MOMEHTH, KOJIU OMY JOBOAUIOCS €KOHOMUTH,
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He BHUCTAYyaJlo Ha eJIeMEHTapHi XUTTEBI MOTpPeOU, TOAI Ha JOMO-
MOTY TIPUXOAWIN KiHO3aMOBJIIEHHs. BapTo 3a3HauuTH, 110 OIia-
YyBaJIMCS KOMITO3UTOPCHKiI KiHOpPOOOTH 1UEApO, JajeKo He BCi
TUTYJIOBAHi KOMMO3UTOPU MajM TaKi MOXJIMBOCTI yepe3 Te, IO
poboTa B KiHO MOTPeOy€E 0COOIMBOIO THYYKOTO ITiIXOMY Ta IIOCTili-
HOI cHiBIpalli 3 pexucepoM/mpomrocepoM. IMoBipHO, dyepe3 1ie B
aKkaJeMiYHUX KOJjlax TOTO 4acy 3’sIBMJIaCh CHOOICTChKA AyMKa, IO
KiHOMY3MKa HE SIBJISIE CO0OI0 OKpeMOi IIHHOCTi, KOMIIO3UTOPHU,
sKi 0araTo MpalloloTh Yy LbOMY XKaHpi, BTpayalOThb CBOIO IIPO-
(beciiiHy pemnyrailito Ta pyHHYIOTb CBiii aBTOPUTET B o4ax KOJIET,
KPUTHKIB i akageMiqHoO1 ciayxaibKoi ayautopii. T. UepemHUueHKO
3aszHavae: «C.A. TI'yoaitmynina, E.B. enwmcoB i A.I. IIHiTke
KOPUCTYBAJIUCSI TIOMUTOM y KiHO Ta ApaMaTUYHOMY TeaTpi, TOOTO
Yy <«XJJIOHMX» HapsMax KOMMIo3uTopchkoi mpodecii. [Ilo x mo
TSTOT pOOOTH Ha 3aMOBJIEHHSI, TO BOHU HE MaloTb iCTOPUKO-TI0-
JITUYHOI crietudiku» [4, c. 43], My3aMKO3HaBellb TaKOX YyBaXae,
1o «BUOyX iHTepecy mo TBopYocTi IIIHiTKe cmocTepira€Tbes TOi,
KOJIM B KOMITO3UTOpPi MOEAHAIUCS aBTOP KiHOMY3UKHW i MaicTep
HOBITHIX KOMITO3UTOPCHKMX TeXHOJorii» [4, ¢. 67]. Otxe, Taki
3aMOBJIEHHs OyJiM 3aTpeOyBaHi, IPOTe poOOTa KOMIIO3UTOpa 3aJie-
»Kaja Bill pexucepiB. A BOHM, Y CBOIO Yepry, He 0axkajaud mpoBaly
CBOiX (QiNbMiB yepe3 HeBAANUII MY3UUHUI psifi, SIKUA He BUPI-
1IIy€e XYAOXHIX 3aBAaHb yepe3 Te, 10 KOMIIO3UTOp He 3HalOoMUii
i3 KiHocreM@iKoio Ta He OPiEHTYEThLCS Y IIpoleci KiHOBUPOOHM-
HTBa (HaBiTh SIKIIO BiH i Ma€ aBTOPUTET B aKaJAeMiYHUX KOJax).
YacTo BU3HAHI KOMIO3UTOPU TOTO Yacy He MOIJIM OTpUMATH TaKi
3aMOBJIEHHSI, OCKiJIbKW pexkucepaM MOTpiOHi Oy MOOiIbHI, YHi-
BepcajbHi Ta OaxaHo Mmosofi kommo3utopu. Cam A. IIHiTKe
KiJbKa pa3iB BMCJIOBJIIOBABCS IPO CBOIO KiHOMY3UKY B Oecigax Ta
iHTEPB’10 B CaMOKpUTUYHOMY TOHi. HaBememo Kinbka UMTAT, SKi
BU3HAYalOTh MOTO CTABJICHHS A0 LILOTO POAY MisSNIbHOCTI.

«fI BuBYaB myxe Oarato TBopiB IllTOKXay3eHa, bynesa, Ilyc-
cepa, HamaraBCs 3pPO3YMIiTH IXHIO TEXHiKy, <«IIpUBJIACHUTW» Ii,
TOOTO BCe 1Ie MepeiHsATU, HABUUTUCS i afeKBaTHUM YMHOM MUC-
qutu. Lle AUKTyBano i MEBHY €CTETUKY, SKY 51 NeSIKU Yac Mpu-
iMaB i HamaraBcsl cebe B Hel BTMCHYTM. Bim mporo, BnacHe, i
rnepeXuBaB BiIUyTTS HE3PYUYHOCTI Ta 1IM30dpeHii. OCKiJIbKU Majio
TOTO, 1110 51 OYB 3MYILLIEHUIA IIPOIaBaTU CBOE TiJIO B KiHO — i HaMma-
raBcsi cede «BiIMUTU» 1Ii€I0 «CEPHO3HOI» POOOTOIO: s BiAUyBaB,
1110 i B 1IbOMY OyJ1a JUIsl MeHe sicHa Hernpasaa. Hempasna — B ecte-
TULI TOMAILIHBLOIO MY3WYHOTO aBaHrapay» [1, c. 49]. Llg uurara
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€ TI0Ka30BOI0 HE TiJIbKM 3a CTWUJIEM BUCJOBJIOBaHHSI MPO pOOOTY
B KiHO i MpO aBaHTapJHi €KCHEPUMEHTM, SIKUMM BiH 3aXOILIIO-
BaBCSl TpUBaJUi 4yac (aake HOro IMoJiCTUJIICTUMHUNA METOA KOM-
MO3UIIii HAPOAMBCS caMe B aBaHTapIHMIA TIEPioa TBOPYOCTi), BOHA
XapakKTepu3y€e MOro CTaBJE€HHS 10 aBaHTapay $IK A0 MOXJIMBOCTI
IUIST AeSIKMX KOMITO3MTOPIB CXOBAaTHMCS 3a YMOIJISIIHOIO Ta HE3-
pO3yMiJIo ISl OUIBIIOCTI CTUXIE€ID €KCIEPUMEHTY, MPOTe TOMi
A. IIIniTKe TiabkM auile BiguyBaB 1e. Lle BiH 3a3HayaB i B Oecifi 3
. Iynprinum: «4 6arato pokiB Mpaliow B KiHO i poO1io TaM 6or
3HA€E 1110, a MOTIM 51 MUIIY YMCTi CepiliHi TBOPU — OCh LW IOpsI-
JIOK MEHE He BJIAlITOBYE — Yy IIbOMY BMHMKA€E T€BHA HempaBaa —
i Tam i TyT> [6, C. 67].

Ha mnpsime 3anutanHs O. IBailikiHa, 4 BUKJIMKAE B aBTOpa
pobota B KiHO HenpuiHATTS, A. IIIHiTKe BiANMOBIB JOCUTH MPSIMO;
«Tak, 51 cebe cam 3arHaB y sIKyChb KJIiTKy. HameBHo, sIK1IO CBixka
JIIOIMHA 3apa3 Mpuiiie B KiHO i OTpUMaE ClieHapiil, BOHa 3arpo-
MOHY€E OinblI cBiXe pilieHHsS. OCKiJIbKM HE CKyTa 3BUYHUM BHY-
TpillIHIM cTepeoTurnioM. Tomy MeHi Tpeba Oyyno 3 KiHO OirTu,
1o g i 3pobuB (B octaHHii ¢pa3i A. IIIHiTKe Buaae OGaxaHe 3a
HificHe: BiH, mouymHapouy 3 1962 p., mucaB My3uKy OIS €KpaHy
pa3 abo AeKijibKa pa3iB Ha piK, BUHATKOM Oyiu juine 1978, 1983,
1996 pp. — €. M.)» [1, c. 53].

A. IIIHiTKe TaKoX HapikaB Ha Te€, IO KiHOMY3MKa HEraTMBHO
BIUIMHYJIa Ha MOro CTWIb Ta CUCTEMY iHTOHaLiiiHOCTi. BogHouac
BiH, TMOpPIiBHIOIOUM CBili JOCBiA Yy KiHO 3 aHAJOTiYHMM AOCBiIOM
B. CunbBectpoBa, CTBepIKyBaB, 110 BIUIMB KiHOMY3UKU Ha CUM-
¢oHiIUHiI TBOPU HOro YKpaiHCHKOTO KOJIETM € HABiTh MO3UTUBHUM.

Po3mipkoByoun mpo (yHKIIil0O My3MKM B KiHO, BiH 3a3Ha-
yaB: «KoMmmno3uTtop, sikuii npaiftoe B KiHO, HEMMHYY€ CTUKAEThCS
i3 mum pusukoMm. Hemapma B Amepuli € mpodecis composer,
Hollywood-composer — 1ie 30BciM iHma mpodgeciss. Ha cyuac-
HoMY 3axofi XOJeH TiIHWI KOMIIO3UTOp, SIKUil TOBaxae cede,
y KiHO He mpaupe. KiHo He Moxe He OMKTYBaTU KOMITO3UTOPY
CcBoix ymoB» [5, c. 332—349]|. lle pagukaibHe BUCJIOBIIOBAHHS
A. IIIHiTKe ganeko Bil peaJbHOrO CTaHY peueil: y CBiTi (He TiIbKU
B AMepulli) cnipaBii € mpodecisi KIHOKOMITO3UTOpa, SIKiii HaBua-
I0ThCS 3a CHeliaIbHUMU OCBITHIMUM MporpaMamu, i 11¢ 30BCiM He
O3Hauae, 110 BOHA 3a pPaHroM HuX4Ye Tpodecii akageMiuHOro
KomIto3uTopa. Taki chewianizallii KOMIIO3UTOPU OTPUMYIOTH I
B TepioJ, HaBUYaHHSI B KOHCEPBATOPisIX Ta MY3UYHMX aKalemisix,
1 Big LIbOTO 3aJIEXUTh iXHS MaiOyTHSA TBopdYa Kap’epa. BomHouac
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akajgeMicTaM He 3a00pOHEHMI WLIISIX Yy KiHO — JOCHUThb 3rajaTu
kiHopobootu K. IleHnepelnibkoro (Hanpukian, «Pykomnuc, 3Haiine-
Huii y Caparoci» B. Xaca) a6o /I. Jlireti (Hanpuknan, «KocMmiuHa
Onicces» C. Kyopuka). IIIHiTKe HaBiTh Ha3BaB CTUJIb CBOEI Tep-
1ol cuM@oHil MOEAHAHHSAM KiHO Ta poOOY0ro croiy. AJie HaBe-
JIeHe BUCJIOBIIOBAaHHS KOMITIO3UTOPA, iMOBBIPHO, CTOCYETBHCSI OCO-
OMCTOI €MOLIMHO-TICUXOJOTIYHOI, HaBiTh (Pi3i0JOriYHOI BTOMM
yepe3 MepeBaHTaXKEHICTb Bil poOOTUM Hal KiHO3aMOBJICHSIMU: i€
noTpebyBajo 6arato yacy, 3a/IMILIANI0Cs MaJIo Yacy Ta TBOPUMX CUJI
Ha Ti TBOPH, sIKi BiH IUIaHYBaB CaM.

«3yctpiu 3 HoHO, OChb 1ie «ITiICIyXOBYBaHHSI», 110 3aJIMILINIIO
He3a0yTHE XyHnoxXHeE BpaxkeHHs <...> Came Togi s 3po3yMiB ocTa-
TOYHO, 110 MeHi moTpiOHO BumtHcsd. I cam HoHo roBopuB MeHi
npo ue. Ilam’gTtaro, 110 KOJIM BiH 3alUTaB MeHeE, SIKY KiJIbKiCTb
TBOpiB BebGepHa s1 mpoaHallidyBaB, TO MEHi HeBaXXKo OyJi0 Ha 1Lie
BIAIIOBICTH, TOMY IO s B TOM 4Yac B3arajli He aHaji3yBaB TBO-
piB 1uboro kKommosutopa <...> I3 LIbOTO MOMEHTY $I OCTaTOYHO
3aiiHSIBCSI BUBUYCHHSM IIAPTUTYP HOBOI misi cebe My3uku <...>
B ocHOBHOMY K HOBOIMIOCS IIpalLlOBaTU BHOYI, OCKUJIBKU J€Hb
3abupaiia pobota Jis KiHO» [6, ¢. 18—19].

A. IIIHiTKE BUCOKO 1IiHYE i HE IIPUXOBYE LILOIO y BUCJIOB-
JIIOBAaHHSIX NpO (iIocoDChbKO-TOETUYHE i aBTOPChbKE KiHO, 3ra-
nye imeHa A. TapkoBcekoro i 1. beprmana: «HaiiBuii mocsr-
HEHHSI KiHO JIJISI MEeHE MOB’sI3aHi i3 MMM ABOMa iMEHaMM, y iXHiX
(inpMax — BelMYe3Ha CTUCJIA CWJIA 32 MaJloi KiJIBKOCTI TEKCTy»
[2, c. 44]. Ha xanb, KOMOO3UTOP HE MO KiHLISI MOSICHUB, YOMY
BiH yBaxa€, 10 B TaKUX PEXMCEPIiB MUCATU MY3UKY € CBOEDiI-
HUM CXOIKEHHSIM 10 ecrtetmyHoro IlapHacy (ase BomHOUYac
MOMUJISABCS, aJkKe TMpalloBaTh 3 TaKMMU pexXucepaMu, sKi Mak-
CUMaJIbHO 3a0llAIXYIOTh 3ByKOBi 3ac00M, — CKJaJHE 3aBAaHHS,
HE BUITAJKOBO, 1110 Ha KiHOMaiaaH4YuKy pa3oM 3 A. TapKOBCbKUM
BIAJIOCS «BTPUMATHUCS» TiIbKKA Komriodutopam B. OBUiHHIKOBY
i1 E. ApteM’eBy). ImoBipHO, A. IlIHiTKe MaB Ha yBa3i MOXJIU-
BiCTh IIIMPOKOTO BMOOpPY MY3UYHUX BHPa3HUX 3aCO0iB, SIKi MOTJINU
OiIKOpUTHU coOi OUNBIIICTh eKpaHHUX 3aCO0iB, OTXKe — MPOSIBUTU
CBOIO TBOPYY iHAMBIAYaJIbHICTb.

3ragyroun mpo JI. IllocrakoBuua, A. IlIHiTKE BHCIOBUB
JOCUTb CYIEpeUwIuBY ilel0, CTaBISIUM MOro poOOTM B KiHO Ha
HWXXYMK 1abejb CTOCOBHO POOIT B aKaJeMiuyHUX >XaHpax (mpu-
YoMy I HbOTO 1ie OyB He3amepeyHMit (pakT), MpoTe BCE X BiH
oyB Bostunmii JI. IllocTakoBuuy 3a KiHO- i TeaTpajibHy MY3UKY:
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«fxou IlloctakoBuu OyB OilbII BOJBLOBOK <...> JIIOAUHOI Ta
JlocayxaBcsl OM 10 BCi€i KPUTUKM OTOUEHHSI Ta BCiX CBOIX MYK, TO
BiH Li€l0 6 BoJjielo cebe 3HUILIMB, OEpyuyu 10 yBaru MOro BUHSIT-
KOBY OaraTorpaHHy MisUIbHICTb i B KiHO, i B TeaTpi Tollo. Ajne B
HBOTO, ciaBa bory, He Oyio Ti» [6, c. 87].

CdopMoBaHe B KOMITO3UTOpa CTaBJIEHHS A0 POOOTU B KiHe-
maTtorpadi HisK He BIUIMHYJIO Ha SKiCTh HAIIMCAHOI HUM KiHOMY-
3MKM, 110 BiH KillbKa pa3iB MiAKPECIIOBaB y Pi3HUX iHTEpPB’I0 Ta
Gecigax.

[Mepuri mpobu Ha KiHOMAWIaHYMKY BXe 3asiBUJIM PO HHOTO
SIK PO MEPCIEKTUBHOIO KiHOKOMIO3UTOpa ISl pexucepiB. Moro
pobotn y dimbmax «Berym» pexwucepa 1. Tamankina (1962 p.),
«[Ipuromgm 3y6HOTO Jikapst» pexxucepa E. Kimimosa (1965 p.) cBin-
yaTh MPO THYYKICTb KOMITO3UTOPCHKOTO MMCJIEHHS Ta 3IaTHICTb
TOYHO PO3YMITU TMOCTaBJEHi 3aBIaHHSI, OPIEHTYBATUCS B Di3Hili
KiHOTeMaTUIli, 110 i BiAKPUJIO MOMYy JOpory y BejiMke KiHO (i B
LIbOMY MOMY JOIIOMII METO/ MOJICTWIICTUKH, SIKUH IeAPO BUKO-
PUCTOBYBABCSl aBTOPOM Yy HOro KiHopoboTax, 0co0JIMBO MpPUiOMU
KOJIaxXy).

Cynepeunusi BuciopmoBaHHSI A. IIIHiTKe Tpo CBOIO Aisliib-
HICTb Y KiHO criocTepirajimcs peryisipHo: «Akoch Enema Kitimosa
i Anbdppena IlHiTKe Oya0 3ampolleHO OO0 YTOPChKOTO IMOCOJIb-
CTBa, e JeMOHCTpyBaIu GinbM «CropT, CIopT, ciopt». Pexucep
MpeACTaBUB KOMIO3UTOPA Ta JOIAB: BM MOro HE 3HAETE, Ha KOH-
IIepTHUX MaiTaHIMKaX MOro He BUKOHYIOTh, 3BYYNUTh TiJTbKH 1OTO
My3MKa B KiHO, YOro BiH, HalleBHO, copoMuThcs. IIIHITKE cKOunB
i3 Miclg i cTaB rapsiye 3arepedyyBaTu: BiH aX HisIK HE COPOMUTBCH,
poboTa fioMy ayxke moaobaeThbes, i BiH 11 J100uTth» [3, ¢. 94].

B Anbdpena IllnHiTke Oyim i B3a€EMHO YIIOOJEHI peKMCEpH,
cepell HUX BUIISIETbCS KiHOPEXMCEP i MyJbTUILTIKATOp AHApii
XpKaHOBCHKUI, 3 SIKUM BOHU pa3oM mMpaloBaau Han «CKIISTHOIO
rapMoHikow» (1968 p.), «Mereaukom» (1972 p.), «Y cBirti 6aiiok»
(1973 p.), «Bocenn» (1974 p.), «5l mo Bac Jyieuy y crioragax»
(1977 p.), «I 3 Bamu 3HOBY s1» (1980 p.), «IlIK0M0KO BUTOHUEHUX
mucteuTB. Ileizax 3 smiBuem» (1987 p.). Ane TpaguliiiHO MuUcC-
TEeLTBO3HABLI BUAiNSAIOTh «CBIiT 0ailoK», MpOTe, Ha Halll MO,
He3ac/IyXXeHO 3ajvIlaloTh I103a yBarow Kpally CHiIbHY poOOTy
pexucepa i kKommo3sutopa «IIIkona oOGpa3oTBOpUMX MUCTELTB.
ITeitzaxk 3 suniBuEeM». Y 1ili KOPOTKOMETPaXIIi HAEThCS IIPO €CTOH-
cbKoro pernpecoBaHoro xyaoxHuka FOnao Cootepe, i Bcsa Kap-
TUHaA (HamiBaHiMallifiHa, HaIliBXpOHIKaJIbHA) CYIPOBOIXKYETHCS
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JIeMOHCTpalli€lo ioro xuponucy. barato 1ikaBux 30iriB IMoB’si-
3aHO i3 UM (IUIBMOM, IIO CTBOPIOIOTH JIAHIIOXKOK acollialliil i3
SIBULLIAMU Ta TIOAisSIMU, SIKi HE TepeTMHAlOTbCS aHi B yaci, aHi y
npoctopi. PiaTbM MOYMHAETHCS iIHCTPYMEHTATBHO-XOPOBUM BCTY-
MOM i3 BUKOPMCTAHHSIM MiKpomojipoHii i COHOpHUX MPHUIOMIB,
1110 Y 3By4aHHi XOPOBOi 3ByKOBOI MacH OJIM3bKi 3By4YaHHIO CUHTE-
30BaHUM criekTpamu. Bigomo, 1o B A. IIIHiTKe € TUIbKY €1uHUI
JOCBIJ Y Taity3i eJ1eKTpOHHOI My3uKH — «I1oTik» (1968 p.) 3 BUKO-
PUCTaHHSM €IMHOTO 3r€HEPOBAHOTIO TOHY Ta MOAAIBIIUM HOTo
CIeKTpaIbHUM po3iapyBaHHIM. CTUJICTUYHO TBip MOXHa Bil-
HECTH 0 HampsiMy eMOi€HT, SIKUii cTaB monyssipHuM y 80—90-x pp.
Y oOinbMi TakoX 3ramyeTbCs MpPi3BUILE BiZOMOro apxirekropa
Jle KopOro3be, sikuii moOyayBaB CBili 3HAMEHUTUI TaBiAbHOH —
KoHIepTHU 3an «Dimine», Bimkputhii y 1958 p. y Bproccenni,
i 3ampocuB IJid CTBOPEHHs 3BYKOBOIro HaroBHeHHs1 E. Bapesa,
3aCHOBHHMKA €JIEKTPOHHOI MY3UKU, SKWUK JUISI LIbOTO TTPOEKTY
HalmuMcaB CBiil ocTtaHHIM TBip «EjIeKTpoHHY moeMy» (3a ydacTio
4. Kcenakica). Yepes pik y CPCP 0yB moOymoBaHUil IIepiuii
¢oroenexkrpoHHuit cnekTpaibHuii cuHTe3datrop AHC BilicbkoBUM
iHxeHepoM €. Myp3iHUM, Ha sSIKOoMy Oynum BUKOHaHi «IToTik»
A. IIIHiTKe, a TaKOX HesKi (parMeHTU 3 Moro KiHomys3uku. Ha
>Kajib, KOMITIO3UTOP MaJlo €KCIIEPUMMEHTYBaB 3i 3BYKOBUM CHUHTE-
30M, X04Ya i IIiKaBUBCS LIMM HANpPsSMOM, aJle aKaJeMiYHUM 1HCTpY-
MEHTapiii He BillyCKaB KOMIO3UTOpa B CUHTETUYHY CTUXilO (iMO-
BipHO, TOMYy, IIIO BiH Majo TMcaB I KiHodaHTtacTuku). Ditpm
A. XpXaHOBCBKOIO € TJIMOOKMM i IIiKaBUM, My3UKa CYIIPOBO-
JKyE XyIOXHIM 3aAyM i BiIKpMBa€ HOro HeBITi3HaHI TOPU30HTH,
He MOXHa He ckaszatu mnpo arouutatm — KaneHuilo 3 Con-
certo-grosso Ne 1 i (parMeHT aJlbTOBOTO KOHLEPTY (MOKJIMBO,
A. IITHiTKe BBaXaB 11i TBOPU HaAWOLIbII MOMYJISIPHMMMU 1 Bi3HaBa-
HUMU IJ1s1 1upokoi KiHoaynutopii. KageHuiss 3 Concerto-grosso
No 1 BUKOpHCTOBYBaJIacsl KOMIIO3UTOPOM Y KiHO HE pa3, 1110 TaKOX
HiATBEPIKY€E L€ iMOBIpHMII MOTUB 3BEPHEHHSI KOMITO3UTOpa 10
aprouuTtatu — €. M.).

3BYKOBUII CUHTe3 3HAHMIIOB BiJOOpPaXXeHHS B KiHOMY3MII
A. IIIHiTKe, X04a HE HACTIJIbKM Pi3HOMAaHITHO Ta IIMPOKO, SIK B
iHIIMX KOMITO3UTOPIB. Y 3B’SI3KYy i3 1IUM Tpeba cKazaTu IMpo CHUH-
T€30BaHUI BOKaJIbHO-XOPOBUMl dparmeHT Ao ¢inbmy O. Mirtu
«Bxinax» (1979 p.), kUil 3ByUMTb y HampyXEeHUI MOMEHT
CTpiUKM, KOJIM 1Ie HE sICHA JOJIsI eKinmaxy Ta macaxupiB. Y wii
3BOPYLJIMBIH CIIEHI 3yCTPiYalOThCs MOPAaHEHUI Ta OOMOpPOXKEHUI
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nomiyHuk minota B. HinapokoB (A. BacuibeB) i 3akyTaHuil y
KOBIpPY MaJIeHbKUMI XJIOIMYUK, SIKMI CXOBaBCS B KYTi XBOCTOBOI'O
BiZICiKy (XBiCT 3rofoM BillipBe ITiJl Yyac Mocaaku 3 peBEPCHUM Talib-
MyBaHHsIM). Ha Xanb, mpo poboTy KoMno3uTopa B LbOMY (iibMi
HalucaHo Majo, a Oijbllle yBaru MPUAISETbCS CHiIbHIA pobOTi
A. Hnitke 1 O. Mittu y ¢inbmi «PosnoBins npo Te, K Lap
Ilerpo apamna xkeHuB», Xo4ya, Ha Hall norisia, «Eximax» — 1e ogHa
3 HAMIMOTYXKHIIIMX CIIBOpalb pexucepa i Kommno3utopa. MoxHa
TOBOPUTHU PO HEAOJIKM (iJibMy (CBOro Yacy i1oro KpUTHKYBaJI 3a
HEBIAIMOBIAHICTh CTPOro TEXHIUHUX AeTalieil), ajle My3nuHa pobdoTa
€ 0e3moraHHoOI0, € AVBHUM, IO Titbku B. Xojomosa aBivi 3ragye
IO KiHOPOOOTY KOMITO3UTOpa y cBOiii MoHorpadii «Komrmo3urop
Anpdpen HIxiTKe». My3MKO3HaBelb HAIOJSTa€, 110 OCHOBHUM
METOJOM POOOTH KOMITIO3UTOpPA B KiHO OYB METOJ KOHTPAMyHKTY,
ajie, Ha Halll TIOTJIsi, 1€ JTOCUTbh CylepewinBe BUCJIOBIIOBAHHS,
OCKiJIbKM BiH OYB HeTepeBepIleHUM MPaKTUKOM i MpodecioHanom
y il ranaysi i BAKOPUCTOBYBAB BCi MOXJIMBI My3MUYHO-KiHEMaTO-
rpadiuHi npuitomu. Y dinbMi 1ie ICKpaBO JEMOHCTPYE HaIlpyXeHa
rnacakajisi, sika CyIpoOBOKY€E KaApy BiAPHUBY JliTaKka Bill BXe 0XO-
IUIEHOI BOTHEM 3JIiTHOI CMYTHM: HOBIi IOJIi(POHIUHI HallapyBaHHS
pa3oM i3 MOSIBOI0O B «OCTMHATHOMY» PEXMMi TEKCTy Ha TabJo
«/lo 3mboTy He rortoBuit». Ha xanb, kiHomocBig A. IlIHiTke
B «EKinaxi» Ta mpuitoMu, BUHAHIEHI KOMITO3UTOPOM, HiSIK HE BifIl-
ommmcs Ha KiHopoOoTi A. CinbBectpi y dinbmi P. 3emexica 2012 p.
3 OJAHOMMEHHOW0 Ha3Bow (iHUIMI BapiaHT Ha3Bu — <«[loJiT»).
ImoBipHO, aMepHKaHChKUIT KOMIIO3UTOP 3HAB MPO MEPILIUA pagsH-
CcbKuii inbM-KaTacTpody, MpoTe He CKOPUCTABCS LiKaBUMU TTPpU-
ioMaMu TIOEIHAHHSI MY3WYHOTO Ta Bi3yaJbHOTO DSMiB, SIKi Oyiau
sHaiigeHi A. Initke. ITosiIcHEHHS MOXHA 3HAWTU B TOMY, IO Y
dinbmi P. 3emexica ineTrbcsi He CTUIBKM Mpo KaTacTpody (sKiit
3arajioM BiIB€AEHO KiJIbKa XBWIMH €KpPaHHOTO 4acy), CKiJIbKM PO
nojablile KPpUMiHAJIbHO-IICUXOJIOTIYHE PO3CIiIyBaHHS Ta CYIO-
BUI1 IIpolieC HaM ITIOTOM.

BucnoBku. CTuiricTU4Hi, 0Opa3Hi, CIOXETHi ¥ acolLiaTUBHI
napajesi, IKi MU 3a3HAaYWJIM y CTaTTi, BIIKPUBAIOTh CBIT KiHOMY-
3ukn A. IIHiTKE B TOMy 00C$3i, 110 AOCUTH AEMOHCTPYE METOJ,
KOMIIO3UTOpPA B KiHO i 103BOJISIE HE 3a7y4yaTy 10 aHaJi3y He MEHIII
L[iKaBi Ta 3HAKOBi pOOOTH KOMMO3UTOpa B KiHO. ABTOpP MPOSIB-
Jisie aOCOJIIOTHUIA YyHiBepcasi3M CBOrO TBOPYOIO TMiAXOAy Ta Bif-
MOBIAHICTh Y KOXHOMY KOHKpeTHOMY croxeTy. OtTxe, OaraTto-
piuHa MpakTMKa Ha KiHOMalJAaHYMKY Bidirpaga BaxXJMBY PpOJib
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Yy CTaHOBJIEHHI KOMITO3UTOPCHKOTO MUCJIEHHSI, i 6arato 3HaxigoK
y #ioro akajgeMiuHiii My3ulli MOXOASTh i3 HOro KiHOMY3UKH, y Hild
BiIUYBA€THCS BILJIMB KiHOMOHTaXy H iHIIMX METOIiB poOOTU 3
eKpaHHUMM TBOpaMU (0e3yMOBHO, i HaBnaku). Take B3aemo3bara-
YEHHS MOXJIMBE TiJIbKW 32 YMOBM Pi3HUX POJiB KOMITO3UTOPCHKOI
JisUTBHOCTI, 1110 i Aayio cBiTY peHoMeH Anbdpena IIHiTKe.
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OIIEPA «PI3JIBAHA HIY» M. INCEHKA:
YKPATHCBKA KAPTUHA CBITY XIX CTOJIITTS

Mema pobomu noaseae 6 axmyanizauii onepu M. Jlucenxa «Pizdeana
Hiw» (1872 pix) y cyuachomy 0docaiOHuybkomy OuUcKypci — AK Y8UPA3HeHHs
HayioHaabHoi yKpaincokoi kapmurnu ceimy. Memodoaozia docaidxncenns cnu-
PAEMbCA HA 3AAYYEHHS ICMOpIoepaiuH020, HCAHPOB020, CIMPYKMYPHO-(YHK -
yionanvHoeo memodie. Haykoea Hoeusna nonseac 6 3anyueHui Kameeopii
«KAPMUHA C8IMy» K KOZHIMUBHO20 IHCMPYMEHMY Ni0 4ac 8USYEHHs MYy3UY-
HUX apmepakmieé HAUiOHAAbHOI MY3UMHOI Kyabmypu, 6 0aHoMmy pas3i — nep-
woi gudammuoi ykpaincokoi onepu 0e3 po3mMoGHUX 0ian0eié Ha YKPaiHCoKuil
mexcm «Pizdesna niv» M. Jlucenka, wo 6idkpueac nepchekmugy nooansb-
woeo po3pobaeHHs 00CAI0NCeHHS ONEPHOI CNAOWUHU KOMIO3UMopa K yinic-
HOCMI, 36aXCANMU HA CUCMEMOYMBOPIOBANbHY (YHKUIH KaApmuHu ceimy
AK Haykoeoi modeni niznauHs. Bucnoexu. Ha nidcmasi 30iticnenoeo docai-
0JICeHHS Y3a2anbHUMO NPOs6 GUSHAUANbHUX Kpumepiie YKpaincbKoi Kapmunu
cgimy, eusereHux 6 onepi «Pizdeéana miu» M. Jlucenxa: cnadkoemuicmo
(anearganns 0o ycmaneHux 3acad HAapoOHoniceHHoi mpaduyii ma obpsdo-
sux diicme — mpaduyiiiHoi 3euyacsocmi 3aeaiom); dyxoeHicms (yminena
uepe3 36epHeHHs 00 6i0N0BIOHUX JCaHpi8 HapoOHoniceHHOI mpaduuii, nos ’sa-
3anux 3 ocnigyeanuam Pizoea Xpucmogoeo, ski 36yuams 6 onepi 8 Xopoeux
enizodax i cyenax); My3uyHuil n10eoc (Hacaidy8aHHs NPUHUUNIE HAPOOHOO
bazamoeonoccs Ha PieHi MYy3UHHOI MOBU, WO 8MINOEMBCS 8 XOPOBUX eni3z00ax
ma cuyenax onepu). O3HallOMUBUIUCH 3 HAAGHUMU @ HaW 4ac aydiozanucamu
onepu «Pizdesana niv» (1952, 1958 ma 1992 pokie), 00xX00uM0 8UCHOBKY NPO
8UPIUIANbHE 3HAYEHHS XOPOBUX CUeH 6 Onepi ma YiHHOCMI KOJCHOI i3 3a0iaHux
M. Jlucenkom Koas100K, GUAYYEHHS SKUX 3 ONEPU YHEMONCAUBAIOE BMINEHHS
XY00XUCHb020 3a0yMY 8 NOGHOMI. 3a60AKU YHIKAAbHIU XYO00XCHIl KOHUenyii
oneproeo wiedespa M. Jlucenka cayxau cb0200eHHs 30ameH OCseHymu 6eaut
Hayionanvuoi mpaduyii 6 ii cnadkoemuux 36’a3kax. «Pizdesna nivw» nocmae
emineHHAM YKpaincovkoi kapmunu ceimy XIX cmoaimms, docaioxcenHs sKoi,
AK 1 [HWUX 3HAK0BUX ABUW HAUIOHAAbHOI MY3UUHOI KYAbmypu, Yy Haul 4ac
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3 icmopuunoi ducmanyii eiokpueae nepchekmugy i oyiHKU i 3HA4eHHS Nid
KYMOM 30py HAUIOHANbHOI camocgidomocmi Kyabmypu.

Karonosi caosa: onepna meopuicme M. Jlucenka, xop, ykpainceka Kap-
muHa ceimy, KoAs0Ka, 0yX08Hicmb.

Yastrub Olena Mykolaivna, Candidate for Creative Postgraduate Studies
(Doctor of Arts) at the Department of Interpretology and Music Analysis,
Lecturer at the Choral Conducting Department of the Kharkiv I. P. Kotlya-
revsky National University of Arts

M. Lysenko’s “The Christmas Night”: a Ukrainian worldview in the
XIX century

Research objective. The purpose of the work is to actualize M. Lysenko’s
opera “The Christmas Night” (1872) in modern research discourse — as an
incarnation of the national Ukrainian worldview. The methodology is based
on the involvement of historiographical, genre, structural and functional
methods. The scientific novelty is expressed in the involvement of the category
“worldview” as a cognitive tool of analysis in the study of musical artifacts
of national musical culture, in this case — of the first outstanding Ukrainian
opera without conversational dialogues to the Ukrainian text, that is “The
Christmas Night” by M. Lysenko, which opens the prospect to study the
composer’s operatic heritage, taking into consideration the system-forming
function of the worldview as a scientific model of cognition. Conclusions.
Based on the study, the fundamental criteria of the Ukrainian worldview,
found in the opera “The Christmas Night” by M. Lysenko, were summarized:
continuity (an appeal to the established principles of folk song tradition and
rituals — traditional customs in general); spirituality (embodied through the
appeal to the relevant genres of the folk song tradition associated with the
celebration of Christmas, which are heard in the opera in choral episodes
and scenes); musical logos (reconstitution of the principles of folk polyphony
at the musical language level, embodied in choral episodes and scenes of the
opera). After reviewing the current audio recordings of the opera “Christmas
Night” (1952, 1958 and 1992) we come to the conclusion about the crucial
importance of choral scenes in the opera and the value of each carol used by
M. Lysenko. Thanks to the unique artistic concept of M. Lysenko’s operatic
masterpiece, a modern listener is able to comprehend the greatness of the
national tradition in its hereditary relations. “The Christmas Night” is the
embodiment of the Ukrainian worldview of the XIX century, the modern study
of which, like other significant phenomena of national musical culture, from
a historical distance opens the prospect of its evaluation and importance from
the point of view of national cultural consciousness.

Key words: M. Lysenko’s opera, choir, Ukrainian worldview, carol,
spirituality.

AKTyaJbHiCTb TeMHM [OCJiIKEHHS 3yMOBJIeHAa HayKOBUM
iHTepecoM OO0 TBOpYocTi Mukonu BiranilioBuya JluceHka,
SIK BiZOMO, — OCHOBOIOJIOXXHMWKA YKpPaiHChKOI HalliOHaJbHOI



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 51

KOMITO3UTOPCHKOI 1IKOIU, (DOJIBKIOPUCTA, MiaHiCcTa, JUPUTECHTA,
rpoOMaJiCbKOro Aisya, aBTopa AyXOBHOIO IiMHY YKpaiHu «boxe,
BEJIMKUIA, €AMHUI» Tolo. OrnepHa criaalliiHa MUTLS CTAaHOBUTD
3HAYHUI MOTEHLiaa JJjs1 i1 HayKOBOro OcCsArHeHHs1 i B XXI cro-
JITTi. 3-TIOMiX I'PYHTOBHO JOCiIXXEHUX 1 3HAHUX CyXadyeBi orep
MUTIISI, BKJIIOUCHUX y PerepTyap OIMEepPHUX TeaTpiB ChOTOMEHHS,
3aTpeOyBaHUM y HAyKOBili LIApMHI i Cy4YaCHOMY KYJIbTypOTBOP-
YoMy IIpolieci BOAYaeThCs aKTyasi3allis iHIIMX, HE MEHII 3HaKO-
BUX omepHuX IueneBpiB M. Jlucenka. SIK BimomMo, KOMMOO3UTOP
€ aBTOpPOM Meplux B YKpaiHi autsuux onep («Ko3za-gepesa»,
1880 p.; «I1an Koupbkuit», 1891 p.; «3uMa i BecHa», 1892 p.). Taki
omnepHu, 5K «PizaBsiHa Hiu», «YToruieHa», «Tapac bynbba» (cBoro
poay oIepHMii TPUMOTHUX Ha cloxeTu nosicreilt M. lorosst), Ha
JIYMKY JOCHiIHUKIB, CTalu «eMilleHTPOM OIePHMUX HOBAIlili KOM-
no3utopa» [3, c. 188—189].

«Pi3aBsiHa Hiy» BU3HAYa€ThCs MNOCHITHMKAMU $IK Mepiia
BUJATHA YKpaiHCbKa orepa 0e3 po3MOBHMX AiajJioTiB Ha yKpaiH-
cbKuii TeKCT [8, c¢. 363]; sIK mepiia ykpaiHChbKa oIlepa-KoJsaKa
[3, c. 7]. OTxe, NpULIBHOIO HAYKOBOIO JOCIIIKEHHS 3aCIyTOBY€E
«Pi3gBsiHA Hiu», 10 cTajlla (PAKTUYHO IEepIIOI0 OMNEPOI0 MUTIIA,
sgKa 3m00yia 1UpoKe BU3HAHHS (rmoctaHoBku B Kuesi, Opeci,
JIbBOBi) Ta mollaHy 3a XUTTS Komrmo3utopa. Came B Liil omepi
BTUIMJIMCH TIEPIlli BU3HAYHI HOBATOPCHKi IMpuHLIMIM M. JIuceHka
B ONEPHOMY XaHpi, 110 BM3HAYAIOTh 1I 3HAKOBY pOJb B iCTOpii
HaIiOHaJIbHOI MY3WYHOI KYJbTYPH.

Merta gociimKeHHs Tosira€ B akTyantidauii ornepu M. JlnceHka
«PiznBsina Hiu» (1872 p.) y cyyacHOMY JOCTiIHULIBKOMY JUCKYpCi —
SIK YBUPA3HEHHS HalliOHAJIbHOI YKPaiHCbKO1 KapTUHU CBITY.

HaykoBa HOBM3HaA. Y HayKoOBiii CTaTTi METOMOJOTIUHUM Mil-
IPYHTSIM AoCimkeHHs onepu «PizaBsaHa Hiu» M. JIucenka oopaHo
KapmuHy ceimy SIK KOTHITUBHMIA iHCTPYMEHT, 110 B CUCTEeMi KaTe-
ropiii aHajizy My3UKM BpaxOBY€ I YBHUpA3HIOE 1IKaly LiHHICHUX
OpIEHTUPIB YKPAIHCHKOI MY3MYHOI KYJIbTYpPH, 3a BU3HAYCHHSIM
JIOCHIAHUKIB', i BiIKpMBa€ TMepCreKTUBY MOAAJBIIOTO PO3pO0-
JICHHSI TOCJIKEHHS OIEePHOI CHaAIMHA KOMITIO3UTOpa SIK IIijIic-
HOCTi, 3BaxkalouM Ha CHUCTEMOYTBOPIOBAIbHY (YHKIIiI0 KapTUHU
CBITY $IK HAyKOBOi MOJeJIi Ti3HAHHSI.

'V naHomy IOCHiKeHHi MU CITIMPAEMOCH Ha PO3POOKY KAPTUHM CBITY SIK
MY3MYHOI TapaaurMM, 3allpOTIOHOBaHY B AMCEPTALlitHOMY MOCIHiIKEeHHI
I. Pomaniok ««KaptuHa cBiTYy» y cHCTeMi KaTeropiii aHalizy My3MKHU
(Ha TpUKJIagax YKpaiHChbKOI My3U4YHOI KyJIbTypu)» [16].
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Bukiaag ocHoBHOro marepiamy. 3-MOMiX pO3MaiTUX My3U4Y-
HO-BUKOHABCbKUX chep XOpoBa TBOPYICTb € MPOBiTHOIO SIK OCHOBA
YKpPaiHCbKO1 MY3UW4HOI KyabTypu, 3a O. beHu [1]; BoHa HafgineHa
«T€HETUYHUM KOAOM» MY3WYHOTO MMCJIEHHS K XaHpoBa JIOMi-
HaHTa HalliOHAJIbHOI YKPaiHCbKOI KapTMHU CBiTy, 3a I. PomaHOK
[16, c. 3]. Ik BU3Haya€e OOCIIAHMULS, «CaMe TPAAMIIsI XOPOBOIO
CHIBY € pEIpe3eHTAaHTOM HalliOHAJIbHOI MEHTAJILHOCTI IPOTSITOM
0araThbOX CTOJIITh (Bil aBTEHTMYHOI'O TYPTOBOIO CIIBY IO BEPLIMH-
HUX 3pa3KiB KOMIIO3UTOPCHKOI TBOPUYOCTI — B akalleJIbHOMY Ta
cuM@OHIYHO-XOPOBOMY pi3HOBHUIAX)» [TaM camo].

Kaptuna cBity, 3a 1. PomMaHIoK, — 11€ c10cid HayKOBOI'O MOJIE-
JIIOBAaHHSI 00’€KTIB MY3WYHOI KYJbTYypH, 3aBIASIKM SIKOMY B3a€EMO-
3yMOBJICHICTb 30BHIIlIHbO1 KOMYHiKallii (MOBU / JIOTOCY) BHYTpIllI-
HiM 3MiCTOM JOCIiIXKYBAaHOTO 00’€KTa CIIPUUMHSIE MEXaHi3M MOoro
PO3YyMiHHSI 4epe3 YCBIZOMJIEHHS LIHHICHOI CEMaHTHKHM (3a KpH-
TepisSIMM CITATKOEMHOCTI, TyXOBHOCTI, YacormpocTtopy) [16, c. 7].

V naHiil cTarTi AOCHIIHUIILKY yBary 30CEpeIkKeHO Ha XOPOBUX
emizomax i cueHax orepu «Pi3nBsHa Hiu» M. JInceHka, 3BaXkaiouu
Ha IXHIO BUPpIllIaJIbHY POJIb B YBUPA3HEHHI YKPalHCHKOI KapTUHU
CBiTY (MY3MYHHUI JIOroC KapTMHHU CBiTy). PemnpeseHTallisi B omep-
HOMY XaHpi Tpaauliii aBTEHTMYHOIO TI'ypTOBOIO CIIiBYy, YTiJeHa
caMe B XOpOBMX €Ti30[ax Ta CLIEHAX, 1[0 MOCTA€ 3HAYYIIOK HOBa-
€0 KOMIO3UTOpPa i Hajga€e iM BaroMoi poJii y ApamMaTypril oIepu.
CnpobyeMo, MOCIYTOBYIOUHCH 3alyYeHHSIM KapTUHU CBIiTY SIK KOT-
HITMBHOTO iHCTPYMEHTY JOCJIiJIKEHHS SIBUIL HAlliOHAJIbHOI My3W4Y-
HOi KyJIbTypU, Ha OKpEMOMY IpUKJIaAi YBUPA3HUTU TPOSIB ii Kpu-
TepiiB, Bu3HayeHux I. PomaHIOK, SIK-0T: cnadkoemuicmp «sIK 3aKOH,
1110 3abe3reuye MOBHOTY LIiHHICHOI OPiEHTOBAHOCTI OYTTS Ha KOX-
HOMY 3 eTariB PO3BUTKY MY3UUYHOI KYJIbTYpU — iCTOpMYHA MaM’SITb
KYJIbTYPU, TEHETUUHI KYJIbTYPHI KOIU TOLI0»; OYX0BHICMb SIK <«IIiH-
HiCHAa CEeMaHTHMKa PEeJriiHOro JOCBiIy B YKPAIHCBKill KyJBTYpi»;
MY3UMHUIL A1020C SIK «CUCTeMa MPUHINIIB My3UYHOTO MUCICHHS SIK
ceMiOTMYHMI 00’ €KT» Ta BIAMOBIIHMIA oMy YacorpocTip [16, c. 13].

M. JIuceHKoO, SIK BiIOMO, € aBTOPOM MY3UKU OO0 14 omepHUX
CIOXETIB i3 pi3HOMaHiITHOIO 00pa3Holo cheporo. Onepa «PiznBsiHa
Hiy», cTBopeHa B 1872 p., cTana (paKTUYHO ITepIIOI0 MACIITA0OHOIO
OIepoI0 MUTLSI HA YOTUPU il 0e3 PO3MOBHUX JiaJioTiB Ha yKpaiH-
CBhKHI1 TEKCT, MicJIsl He3aKiHYeHol orepu «[apkyiia» i onepu-ca-
TUPU Ha ABI Oii «AHapiamriaga» [8, c¢. 363]. M. JIuceHko cepen
MePUIMX Y My3UYHO-TeaTpaIbHOMY MUCTELITBI BTLJIUB CIOXKET IOBi-
cti «Hiu mpotu PizaBa» M. I'orous.
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Ilepenycim ybayaemMo 3a IOLIJIbHE 3aKIIEHTYBaTH Ha OKPEMMX
¢akTax, HagaTU TBEPKEHHSI Ta CIOTaAy Pi3HUX aBTOPiB, BimHali-
JIeHi B HayKOBUX Ta MyOJiLIMCTUYHUX JKepesaX, HallKkcaHi B pi3Hi
POKH, 1110 po3KpHuBatoTh Miaxia M. JIuceHka B poOOTi Haja oneporo
«Pi3aBsiHa Hiu» i YBUPa3HIOIOTh 3[iMCHEHI B Hili HOBaIIil.

Jo kuiBcbKOi noctaHoBKM 1874 p. Oysno 3alpollieHO aBToOpa
JibpeTo Ta pexucepa onepu «PizgBsgHa Hiu», OGHOTO 3 KOopudeiB
MepIIoro yKpaiHchbKoro mpodeciiiHoro teatpy Muxatira Cma-
PUUbK020; BUAATHOTO YKpaiHCHKOIro eTHorpada i (oJbKIOpHUCTa,
aBtopa chiiB imMHy Ykpaiuu [laséra Yybuncvkoeo; BilloBimaB 3a
JieKopaillii, KOCTIOMU Ta PEKBI3UTH OJWH 3 OCHOBOIIOJIOKHUKIB
YKpalHChKOI €THOJIOTii, aHTPOIIOJOril M apXeoJorii, MOCIiTHUK
@edip Bosx. 1oxonuMo BUCHOBKY, 1110 HaBKos10 M. JIuceHka ryp-
TyBaBCs IIBIT yKpaiHCBhKOI eftiti?. I1pallbOBUTICTh i eTHOTpadivHa
TOYHICTb MUTLISI CYHPOBOXKYBaJU BeCh Mepioa poOOTU Hai ore-
poto «PiznBsina Hiu». HaBeneMo uurary 3i «CniorafiB mpo 6aTbkas»
Ocrana Jlucenka: «He oguH nyn coii Mmu 3 Muxaiinom (Crapuilb-
kum — O. £.) 3’14, He OAMH Bi3 Marepy nepeBeind, — 3raayBaB
0aThbKO, — MOKU AOOPaIUCh IO TOTOJIBCHKOI «Pi3aBsIHOI HOUi»»
[11, c. 98].

3i caiB Onenwu Iluinku, sxi HaBoguTh P. CKopynabchka, cTae
BiIOMO, 110 Ha peIeTULisIX OyJM MPUCYTHI BilOMi BYE€Hi, iCTO-
pMKU, eTHorpadu, 1110 BKa3yBaiy Ha BaXKJIMBi acCleKTH BTLIEHHS
Ha CILIEHi HapoAHOro IoO0yTy, OCOOJMBOCTEl BUMOBHU TEKCTY
omnepu [17].

EtHorpad Ta mysukosHaBeupb Jlrouiii KoOWistHCbKU, SIKUi
OyB yuyacHMKOM xopy M. JIuceHka, TaKk BM3HA4Ya€ pOJb OIEpU
«PizaBsiHa Hiu»: «Ce He MPOCTO MOJOAMI KOMITIO3UTOpP BUCTaB-
JISIB CBOIO TIEpIy OIepy — ce Meplly YKpaiHChbKY Onepy BHUCTaB-
JISIB MEPIIUI YKPaiHChbKUIA KOMITO3UTOP 3 €BPOIENHCHKOIO BUILOIO
MY3MUYHOIO OCBiTOI0» [6, ¢. 223]. JI. KoOWIsSHChKUIT CTaB CBIAKOM
TAaKOro MiaJIoTy ITiJ yac aHTpakTy: «— I oxora orce BaM, MuKono
BitaniiioBu4y, BOBTY3UTUCh 3 TI€I0 «XaxJIAU4MHOIO». BoHa X BaM
He JacTh aHi ciaBu, aHi x1ioa. Oonuire! <...> Bam bor gaB TanaHt
He Ha Te, 100 ioro otak MapHyBaTh. A JIMCEHKO, BKIIOHUBILIUCH
HU3eHBKO, ogka3ye: — Cracubi BaM BeJIMKe 3a Ballly nopany! Aje,
BuOayvaiiTe, — «TeIJIMi KOXyX, Ta HE Ha MeHe IUTuii». A AsaKyio

2 M. Jlucenko muctyBaBcsa 3 . ®Ppankom, 1. HeuyeM-JleBuilbKUM,
I'. bapsinok, I1. Kymiiem Ta iHIIMMKM BUAATHUMM ITOCTATSIMM i disTyaMu
KyJIbTYpU YKpaiHu.
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boroBi 3a iioro BeaMKy MWJICTh OO MEHE i 3ampucsraroch TOM
TajlaH, 110 Moro rmocjaB MeHi ['ocroab, MPUCBITUTH TiJIBKU CBOIN
pimHiit YKpaiHi i cyxXuTH ii1 1o KiHIg Moro Biky!» [6, c. 225].

Onena Tlvinka mi3Hillle Hamulle MPO TMOCTAHOBKY OMNEpU B
1874 p.: «<MoXJINBO, 1110 KOJUCh-TaM CTaBUTUMYTb «Pi3ABIHY Hiu»
JIuceHKOBY XUTpi-Myapi «0(OPMHUKU» i pexXucepu, a BUKOHY-
BaTUMYTh BUJATHI OMNEpHI CIHiBLI I CIiBaykW; Ta 4yu Oyae B YCix
THX MUTLIB CTUIBKU €THOrpaciuyHOro 3HaHHS i pO3yMiHHS yKpa-
THCBKOIo XWUTTS, MOOYTY, CTUIbKM OakKaHHS BipHO mopaTu iioro,
0e3 nepecaau, 6e3 uymepHaursa?» [15, c. 111].

«PiznBgHa Hiy» IoOcCTaja K pe3yJbTaT CaMOOYTHBOI KOMIIO-
3UTOPCHKOI iHTeprperauii M. JluceHKoOM >XaHpy omepu B yMO-
BaxX iCTOPMKO-KYJIbTYPHOTO Mepiomy, 1110 IMOB’SI3aHUI B icTOpii
VYkpainm 3i 3pocTaHHSIM HaI[iOHAJIBHOI'O PYXy Ta CaAMOCBiZOMOCTI.
Mysuko3HaBelb Ta nupureHT A. IToadropoB BU3Havae Taki mpu-
KMETHI O3HaK! JAaHOro mepiony: «<...> yKpaiHCbhbKa KyJIbTypa ine
I SICKpaBO BUSIBJIECHUM HaIliOHAaJbHUM peHecaHCcOM, 00poThba 3a
HalliOHaJIbHY He3aJIeXKHICTb, CTBEPIKEHHSI CBOrO HalliOHAJIbHOIO
oyrra» [14, c. 6].

o HoBaTtopchbKMX O3HaK omnepu «PizaBsHa Hiu» JI. KopHiit
BiZTHOCUTh CTBOpeHHsI M. JIMCeHKOM [ililOBMX HapOAHMUX CLIECH,
y SKUX BiITBOpeHO 0Opsim KomsimyBaHHS [8, ¢. 366]. ¥V penensii
1. ®panka Ha moctaHOBKY omnepu 17 rpymnst 1890 p. mizHaeEMocCh:
«My3uKa, Ky A0 LbOro JiiopeTTo Hamucas JIMceHKOo, mpuHaliMHi
Yy CBOIlf BOKaJIbHIii YaCTWHIi, HACKPi3b HapoJaHa, yKpaiHchKa <...>.
Hapemri, yinbHe Miclie B 11ii1 omnepi 3aiiMaioTs xopu» [18]. [ToOyT
YKPaiHCBKOIO cejia CTaB TUM TJOM B OMepi, Ha SIKOMY pO3ropTa-
€TbCs icTOpis koxaHHs1 Bakynu i1 OxcaHu. «KossakoBi» XOpoBi
enizonu, 3a tepminosorieto JI. KopHiii [8, c¢. 379], cBoiM mimHece-
HUM, BEJIMYHUM, CBITKOBUM OOPa3HUM CTPOEM BHOCSITh KOHTPACT
no nonepeauboi gii. T. bymar i T. ®dineHko BKa3yloTh, 1110 XOpU
CTalOTh JICUTMOTUBOM CBSITa B OIEPi Ta OJHMM i3 BaKJIMBUX UMH-
HUKIB ApaMaTypriYyHoro po3BUTKY: «KoMMIO3UTOp BUBIB HapOAHY
KOJISIAKY i 1IeApiBKY Ha piBeHb OIMEpHOi apamaryprii» [3, c¢. 191].

3yNMMHUMOCH AETaJIbHillle HA XOPOBUX CIIEHAX i emizofax onepu
«PiznBsgHa Hiu». «KoJISAKOBi» XOpPOBi €Mi30AM CYIPOBOIXYIOTh
mnepiury Ta Apyry [Jii orepu i MpencTaBieHi y 3By4aHHi KOJsI-
noK: «/lobpuii eeuip mobi, nane eocnodapr», «4u doma, doma 06io-
Has edosa» (1 XxapTuHa Teplloi 1ii); KOJASAKA / TyXOBHOTO KaHTY
«Oii dusHee HapoOxcenns boxcoeo cuna», xonsaaku «Hu doma, doma
0i0Has 6006a» (3BYYUTH BIPYTE) Ta BEJIMKOI XOPOBOI CLIEHU IIePIIOL
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nii II kapTunu («Xodue, noxooue micayb no nebi», «Ou cnigaru mpu
AHe0AU» ).

IMepmmii «xonsgakoBuii» xopoBuit emizon omepu (I xapTunHa
Mepiioi [ii) mpeacTaBieHU Yy MOHOCLEHi, TMOB’I3Hili 3 €KCIo-
3ulli€l0 00pa3y rojioBHOI repoiHi OkKcaHu, Koasiakorw <«Zlobput
6euip mo6i». Po3noynHaeTbCs 1i 3By4aHHS i3 IIPUCHIBY 3a Clie-
Howo «Padyiica, oil padyiica 3emael>, aBTOPCbKAa peMapka y Kia-
Bipi: «Cmuxa cniearoms 3a cueHow, 3 Oydce HegeAuuKum Xxioa nio-
suujenHaM». MoxXHa TIPUITYCTUTU, KOMITO3UTOP 3aCTOCOBYE TaKWit
BUKOHABCbKUI MPUIHOM, CIPSIMOBAaHWI Ha NOCSITHEHHSI <«aBTEH-
TUYHOCTI» 3ByyaHHs. 3a cioBamu I. Kypuisk, mosiBa mepuioro
3aCITiBYy KOJISIAKY, SIKUM 3BYYUTh APYTMM IUIAHOM, Billirpa€ «poJb
obpa3Horo kamepToHa» [9, c. 96].

XopoBa ¢akTypa 3acCHOBaHa Ha 3acajgax MY3WYHOI CTHJIICTHMKA
HaApOJHOIICEHHHOI Tpaauilii (YHICOHM B KagaHCaxX, CUHXPOHHICTb
3a BEPTUKAJLIIO, MapajebHUI pyX CEKCTaMM, PO3BUHEHICTh MapTii
baca), 1110 3arajoM CTBOPIOE BiAIOBIIHWI 3ByKOBUM aKyCTUYHMI
Ta TeMOpajibHUil mpocTip. B opkecTpoBiii mapTii 3ByyaTh Tema-
TUYHI €JIEMEHTH KOJISIAKY (BKpaIlJIeHHS IIIUKaTO), 110 HaJa€ BCiid
¢axkTypi HiAr0JOCKOBOCTI Ta 300paxkajJbHOCTi. ¥ IapTil BaITOPHU
KBiHTOBUIA BUTPMMAaHMIA TOH (IBa TaKTU) CIIPUKAMAETHCS SIK Opra-
HiyHa CKJamoBa YyacTMHA XOpoBoOi (akTypu. JIuiue B 3aBeplialib-
HOMY KaJaHCOBOMY 3BOPOTi 3’SIBJISIIOTbCSI O3HAKHU IIiJIBHOI TOMO-
(OoHHO-TapMOHIYHOT (aKTypu, 11O 3YMOBJIOE KOMIIAKTHICTh
3ByYaHHSI.

ITicnss  3aBepllleHHSI  YPOUYMCTO-ITiIIHECEHOro  3BYyYaHHS
KOJISIAKKA 3a CLIEHOI B 4O0JO0BiYOMY BMKOHAHHi XiHoYa rpyna
XOpy attacca 3acmiBye iHIY Kousaky «Yu doma, doma 6ionas
80o6a» y CBITJIOMY OJHOWMEHHOMY Jiani (D-dur) Ha Tii BUTpU-
MaHOTO TOHIYHOTO OPraHHOTO IIYHKTY B OpKecTpi (Y IepeB’THUX
IyXOBHX). 3BEpHEMO yBary, 10 1ie OAMH i3 HebaraTboX IIpHU-
KJIaAiB XOpoBOi (paKTypu B oIepi, A¢ 3aCHiBYIOTh y ABa IOJIOCH.
ITossBa HoOBOi1 putModopmyau (3/4) 3 HepiBHOMIpHUM 30irom
CUJIbHOI Ta cjlabKoi mdojieii BU3HAYa€ MOAAJbIIMN PUTMIYHUMA
PO3BUTOK MY3MYHOTO TeMaTu3My. 3acobamu akTypHOI yCKiaa-
HEHOCTi B PO3BUTKY I'OJIOCOBUX JiHili (YTiIEHO y MPOIOBXKEHOMY
3ByYaHHi Teplloi KOJSAKW Ha clioBax «Padyiica, oii padyiics
3emae») CIIOCTEpiraEMo iMIIpOBi3alliiiHy MPUPOAY BUKIAACHHS
TeHOpPOBOi Ta 6acoBoi maptiil. Takuit mpuitoM € xapaKTepHUM
JUTST YKpaiHChbKOTO HapoJHomiceHHoro Oararoroioccs. Criocte-
piraeTbcsl MiAKpECIeHHS XapaKTepHUX 3BOPOTIB Ta iHTOHALlil
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KOXHOI 3 KOJSIAOK Yy MOEAHAHHI 3 HACKPi3HUM TUIIOM pPO3-
ButKy. 3a T. bynar, y xopax omepu «Pi3aBsiHa Hiu» yTijeHa
«<...> cneuudika BYJIHUIIHbOIO CITiBY, KOJIM 3BY4YaHHSI Pi3HMUX
3a MEJIOMIEI0 YOJIOBIUMX i XXiHOUMX XOPiB HAKJIANAAEThCI ONHE Ha
OIHE, TBOPSYM HAA3BUYAMHO I[iKaBY ITOJi(OHII0 i rapMOHiiO»
[3, c. 191]. IlocTtynoBe auHaMiuHe 3pocTaHHs (poco crescendo
IIPOTSITOM TPbOX TaKTiB) CTA€ CTaJUM MPUKMOMOM i BaroMum
YUMHHUKOM Y IIOOYIOBi ApaMaTypril XOPOBUX CLEH KOJISIIyBaHHS
B omepi. Y maHOMYy pa3i TaKUM CIIOCOOOM, 3 MOCTYIOBUM 3aTU-
XaHHSIM (poco a poco dimin. smorzando) 3aKiHUYEThCS 3BYyYaHHSI
KoNSaKKU Ha cinoBax: «Illo nepwuii xce npaznux ceamee Poocoe-
cmeo, padyiica <...>». 3By4aHHSI MOCTiliHO TOCJIAOJIOETbCS A0
KpaitHbO1 TOYKHM, TIOBEPHEHHS MMOYaTKOBOIO po3Mipy 4/4 3Hame-
HY€E 3aBeplIEHHSI JaHOTrO eMi3oay.

Y IpyroMmy <«Hapoowomy» XOpPOBOMY €ITi30[i OIepH 3BYUHTh
KoJsiaka (nyxoBHUM kaHT, 3a JI. KopHiil) y BUKOHaHHi AiBYaT-KO-
nagHunb: «Oud dusnee Hapodcenus boocoeo Cuna» 3 aBTOPCHKOIO
peMapkoio Andante religioso (TIOBiIBLHO, peIriiHO) Ta non forte
(HerosiocHO). TakuM YMHOM MiAKPECTIOETHCS MNEPLIOPSIAHICTh
JYXOBHOIO IeplIoIXKepesa Ha TJIi pO3ropTaHHS JIIOOOBHOI KOJi3ii
royoBHUX TepcoHaxiB (OkcaHa i Bakyna). [IpyukMeTHUM € Takuii
(akT: M. Jlucenko BBaxaB, 10 «<...> JIOACHKi KOJSIAKA MalOTh
repeBary Iepen epKOBHUMH, <...>, 60 ¥ y IepKOBHIM KOJSII
MOTUB Ma€ 3B’SI30K i3 HapogHow TicHew» [13, c. 2]. Takox i
O. beHu, aHani3y104M €THOKYJIBTYPHi BUTOKU YKPAiHCHKOT'O XOPO-
BOTO CITiBy, KOHcTatye: «<...> Ha OCHOBi 00psimOBOro XOpOBOIO
criBy cdopmyBasiacsi yKpaiHCbKa LIEPKOBHO-MYy3MYHa KYJbTYypa,
MPUCTOCYBABIIM TEPBUHHY OOPSAOBY KYJbTYPY MO LIEPKOBHUX
KaJleHIapHUX O6orociayxinb» [1, c. 16].

My3uyHa MOBa IaHOTO XOPOBOIO €IIi30A4y HacuyeHa apxaidy-
HUMM pHCaMU TapMOHIi3allii, MAa€EMO Ha yBa3i MiHJIMBICTb Jamy
(rapMOHIYHOTO Ta HATypalbHOTO d-moll), criocTepira€éMo iMmIIpo-
BizalliliHy TNpUpOaYy MY3MYHOTO TEMaTM3My KOXHOIO i3 TpbOX
KyIUIETiB, yTilleHy, cepel iHIIOro, y IMosiBi MeJoaudyHux dirypa-
il y mapTii cormpaHo Tomo. KoMITO3UTOp KOPUCTYETHCS MPUH-
LIMITAaMM HapOJHOro 0aratorosjoccsl, 10 BTUIIOETbCS B: OKTaB-
HUX TOTOBIUEHHSX, TMOSIBI YHICOHHOrO 3acMiBy Ha MeplUiid Ao
3 MOJAJbIIUM TPUTOJOCHUM PO3BUTKOM (Y APYroMy Ta TPEeTbOMY
KyIuleTax), OKTaBHUX YHiCOHax y KajaHcaX, TepLi€EBUX BTOpax,
KBapTO-KBIHTOBMX TapMOHIYHUX CITiBBIZHOIICHHSX, (pepMarax y
3aBepIleHHI KOXXHOIo KyruieTa 0e3 3aCTOCYBaHHSI May3.
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3ManboBYIOUM OOpa3HMiA CTpiii JaHOrO XOPOBOIO €ITi301y
(«Oii dusHee Hapodxucenns boxucoeo Cumar»), 3BEpHEMOCH IO TBEp-
mxeHHs O. Kozapenka: «JInceHkoM 30epexxeHa He TUTbKU «OyKBa»
HalliOHaJbHOI AYXOBHO-MY3WUYHOI Tpaauuii <...>, a #, 1o Hai-
BaXJIMBIllIe, caM AyX BiTYM3HSHOI LIEPKOBHOI MY3UKHU i3 TpuUTa-
MAaHHOIO 1A MEIUTATUBHICTIO, KOPAOLEHTPUZMOM, TUXOIO CBITJIOIO
PaliCTIO B MEPEXUTTI peJIiriiHoro mouyrTsi» [7, c. 122].

Jlo TpeThoro XOpOBOIO eIli30dy, IIOB’SI3aHOTO 3 OOpSIAOM
KOJISIAYBAaHHSI, HaJIEXWUTb BUKOHAHHS JiBYaTaMU-KOJSIIHULISIMU
«Yu doma, doma 6ionas édosa», 1110 SIK JEUTTEMa OMNepU 3BYYUTh
yaopyre.

Benuka xopoBa cueHa Il kaptuHu nepuioi il ckiaagaeTbes i3
TpbOX KOJsIAOK (Tapyboua «Xodue, noxodueé micayb no HeOy» Ta
niBoda «Oii cniearu mpu aAxneoau»), 1€ B XOpoBoMy (iHaJi, HaKJa-
JIalouMCh OJIHA Ha OJIHY, 3BydYaThb JBi Kossiaku «QOu cnigaiu mpu
aneoaw» 1a «4u doma, doma 6ionas édosa». lle — omHa 3 HAMCBIT-
JIIIMX XOPOBUX ClLeH omepu «Pi3nBsiHa Hiu» 3arajioM (3a Xapak-
TepOM 3ByYaHHS Ta TEMOPOBO-IHTOHALIMHUM CITiBBiZHOILIEHHSIM
XOPOBUX I'PYII).

Hab6mkeHHS mapyObouoro Iypry 3 KOJSIIKOI «Xodus, noxoous
Micayb no HeOy» (yriepllie B omiepi 3ByYUTh CHiB a cappella) cTBOPIOE
BiIUyTTS pealibHOCTI 00psiAoBoi Tofii: «[lapyboua koasdxka odoa-
aexu. Ilonepedy Ipuyvko i 3ipkoro, Tumiwi 3 mopborw uepe3 naeue.
Ioymo na eyauui, uepe3 cueny, nio eikHo 0o xamu. 10yuu, cniearome.
Konsioka 3a cyenoro» [10, c. 128].

Po3BuToK mpamaTyprii 3aCHOBaHWI Ha MTOCTYOBOMY JWHAMiu-
HOMY 3pOCTaHHi B MaciuTabax 4OoTMPbOX KYIUIETiB (BapialliliHUI
MPUHLUI PO3BUTKY), 3 Pi3HUMU (haKTypHUMHU BUAO3MiHAMU, Bil
YHICOHHUX MPOBEAEHb 0 IMPO30PUX iIMiTaALiMHUX MiATr0JOCKiB,
i3 3aBeplIEHHSIM KOXHOIOo Kyruiera 3 ¢epMaTord Ha ITOMiHaHTI.
B omnomy 3 muctiB M. Jlucenka no ®. Koneccu, maroBaHOMYy
22 xBiTHg 1896 p. (micmg HammcaHHs onepu «Pi3gBgaHa Hiuy),
KOMITO3UTOp 3a3Havae: «<...> Hapon y3zaraii, crmiBalouu I'ypToM,
HE OKCEJIeHTYye®> OMHAKOBUMM MiApsiJ iHTepBaJaMU; Y HbOTO YHi-
COH PO3XOAUTBCA B CEKCTY, Jajli — B OKTaBy, Teplito i gaii <...>»
[12, c. 270].

IMosiea xonsinku «Oiu cnieaau mpu auweoau» (B-dur) y XiHO-
YoMy BUKOHaHHi, «Oddaseku, decv 3 Opye0eo KymKka Ha ceai YymHo
dieouy Koaa0ky cmuxa» [10, c. 131], yBupa3HeHa 3MiHOIO METpY Ha

3 Broputb.
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OJIM3bKil BiICTaHi, BiI3HaueHa aBTOPChKOIO pemapkolo Larghetto
religioso, XapaKTepU3yETbCSI KAHTOBUM TPUTOJOCCSIM, 3 HASBHOIO
CMHKOIOBaHOIO puTModopmyiolo. B opkecTposiit maprii npesa-
JIIOIOTh TEMOpPU AYXOBUX iHCTPYMEHTIB, Bilmirparouu pojb (hOHY;
yIiepliie 3ByYaTh A3BOHU Ta BKpPAILJIEHHS IILIMKATO CTPYHHMX.

3a apyrumM 3acmiBoM 3ByuyaTb yxe IBi Kousaku («Oi cnieaiu
mpu auneoau» ta «Hu doma, doma 6Gionas 60doea»), Ne MOMIPUTMIU-
HUI Ta TOJIIMETPUYHUM XOPOBUII MAacCUB Y TAKOMY BOKaJIbHO-CHUM-
(poHiUHOMY HIMCTBi 3BYYUTh SIK KYJIbMiHaLlisl BCi€l XOpOBOi CLIEHU
3 MOAAJIBIINM TPUBAIUM XOPOBUM IiaJIOrOM >KapTiBJIMBOIO Xapak-
tepy. IlonimrapoBicTh BepTHKaJi SIK XapaKTepHa pHuca HapOTHOI
Tpaaulil OMHOYACHOI0 BUKOHAHHS KiJbKOMa I'ypTaMHU ITiC€Hb YTi-
JIeHa B XOpOBOMY 0aratoroJiocci IiJ yac BUKOHAHHSI ABOX KOJISI-
JIOK: y 4YOJIOBIiYOMY Ta >XiHOUOMY BMKOHAHHi XOpoBOro ¢iHany
II xapTuHM mepiIoi 1ii onepu.

Otxe, B omnepHiii apamartyprii «PiznBsiHoi Houi» M. JIuceHko
BTUTIOE TIPUMKMETHI O3HakKM CBATKyBaHHS PizaBa XpucrtoBoro
yepe3 HacJigyBaHHSI TPaOMIIil «BYJMIIHOIO CIIiBYy» KOJISIAHUKIiB
[3, c. 192]. T. bynat i T. ®ineHKo BKa3ylOTh Ha XaHPOBY OPUTi-
HaJIbHICThb Ta HOBATOPCHKY CYTHICTb ApaMaTyprii oIiepu, siKa BTi-
JIWJIach Yy XOpOBUX CLIEHAX 1 emi3odax, He BTPATUBIIU <«II€pPBiC-
HOi (OJIBLKJIOPHO-TeaTpasizoBaHoi (YHKIIiI pi3ABSIHOrO 00psmy,
y IKOMY MacoBe JiliCTBO € iMIIpOBi30BaHOMO Tpoio» [3, c. 192].

O. benu 3a3Hayae, 110 B KOHTEKCTi 0OpsimoBMX AiiicTB Pi3m-
BSIHUX CBAT POJb KOJSAHUKIB € BUpillalbHOW0. «KOJSIAHUKN
MOJIMTBOCMiBaMU-KOJISIAKAMM ~ PO3MOYMHAIOTh 1  3aBepLIYIOTh
Bech LMKJ Pi3aBSIHUX CBAT i TBOPATb peJiriiHO-iieHUI 3MicT
Caarta. JloHMHI came B KOJsKax i ILieapiBKax 30eperiucs ayxe
cTapi HaBEepCTyBaHHS NaBHbOI YKPAiHCHKOI MPUPOJHOI Tpaauilii»
[1, c. 34]. ¥V tBOpuocTi M. JIucenka, 30kpema B omepi «Pi3n-
BsIHA Hiu», eTHOrpagi3M BUBEPIIMBCS 10 BUCOKOro mpodeciiiHoro
3aXiTHOEBPOMNEUCHKOTO piBHS, MHpPOAOBXYyIOuM nOyMKy b. I'piH-
yeHKa, «<...> HabpaB yCceCBiTHbO-BU3HaHUX (opm» |5, c. 48].

BucHoBku. Ha mincTaBi 30iliCHEHOro IOCIIIKEHHS Yy3arajib-
HUMO MPOSIB BUBHAYAJIbHUX KPUTEPiiB YKPaiHChKOI KAPTUHMU CBITY,
BUSIBJIEHUX B ornepi «Pi3znBsgHa Hiu» M. JluceHka:

— CIaJKOEMHICTb (ameioBaHHS A0 YCTaJeHMX 3acal Hapoj-
HOITiICEHHO1 Tpaaullii Ta OOPsIOBUX AINCTB — TpaaMliiiHOI 3BUYA-
€BOCTI 3arajioM);

— JNYXOBHicTb (yTiJieHa 4Yepe3 3BEepHEHHS J0 BilMOBIAHUX
JKaHPiB HApOMHOIIICEHHOI TpaaMilil, IOB’SI3aHUX 3 OCIIiByBaHHSIM
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PiznBa XpucroBoro, sIKi 3By4aThb B OMepi B XOpPOBUX eMizofax i
ClieHaXx);

— MY3UYHHUM Jioroc (HacaimyBaHHSI TIPUHIIMIIIB HapOIHOIO
bGaraTorosioccs Ha piBHi My3MYHOI MOBM, 1110 BTUIIOETHCS B XOPO-
BUX €I1i307aX Ta CIIeHax OIEpHU).

V Ham yac B iHTepHeT-pecypcax (pirypyioTh TpU aymio3arucu
onepu «PiznBsHa Hiu» M. JIuceHka: 3anmucu YKpaiHChKOIO paaio
1952 Tta 1958 pp. (mocraHoBka KWIBCHKOIrO OIEPHOIO TeaTpy
mig opynoto aupureHta Ilerpa IlonsikoBa, xopmeiictep — HOpiit
TapaHueHKO), y SIKMX BWIYYEHi XOPOBi <«KOJSIAKOBi» eMi3oau
(XpiM Teploro i KOJsIAKU «Xodueé noxodué micayb no Hebi», 1oja-
HOi 3BYy4YaHHSIM NEPUIOro KyruieTa B 3aluci omepu y CcKopoue-
Homy Bumsiai 1958 p.). IlocranoBka omnepu 1992 p. (JIbBiBCcbKMiA
ornepHuit teatrp, nupureHt — Irop Jlananuy, xopmeiictep — Opect
Kypai) npencrasieHa 6e3 kymiop. Ha miactaBi o3HailoMJIeHHSI
3 JaHWMU 3alyicaMM JOXOAMMO BMCHOBKY IpO BUpilllaibHE 3Ha-
YEeHHSl XOPOBUX CLIEH B OMepi Ta LIHHOCTI KOXHOI i3 3alisTHUX
M. JInceHKOM KOJISIIOK, BWIYYEHHS SIKUX 3 OIEepU YHEMOXKIIMB-
JIIOE BTiJIEHHST XYJIOXHBOI'O 3aAyMy B IIOBHOTI.

3aBIgKU YHiKalbHIill XyJIOXHilA KOHILIEILil OMepHOro IieaeBpa
M. JluceHka cydyacHUI cilyxay 3JaT€H OCSITHYTM BeJIMY Hallio-
HalbHOI Tpaauuii B ii CIMagKOEMHMX 3B’A3Kax. «Pi3nBsiHa Hiu»
MOCTAa€ BTUICHHSM YKpaiHChKOI KapTWHU CBiTYy XIX CTOJITTA,
JOCJIJKeHHST sIKOi, SIK i iHIOMX 3HAKOBUX SIBUIL HalliOHAJIbHOI
MY3UYHOI KyJbTYpH, Y Halll Yac 3 iCTOPUYHOI AUCTaHLIi1 BiIKpUBa€E
MEePCIeKTUBY ii OLIHKHU i 3HAYEHHS Tifi KyTOM 30pY HalliOHAJIbHOI
CaMOCBiJIOMOCTi KYyJIbTYpH.
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MOTET AK «BIZKPUTA ®OPMA»:
KOHIEIIIIA ITEPETBOPEHHA B 1YXOBHIN MY3UIII
AHTOHA BPYKHEPA

Mema pobomu — euseieHHs npupoou My3uuHOi 006pasHocmi 6 ni3-
Hix dyxoenux momemax A. bpyknepa 6 acnekmi eminenHs KOMNO3UMO-
pom caxkpanvroi cumeoniku. Memodoaozia 00CAIONCEHHA MAE KOMNACKCHULL
Xxapakmep, TPYHMYEMbC HA NOEOHAHHI 3ACad KYAbMYPOAOIMHO0, CEMAH-
MUYH020 U ICMOPUKO-MY3UKO3HABY020 AHANIZY, AKI O0aomb 3Mo2y eaubuie
DO3KpUMU JHCAHPOBO-CMUABOBY Cheyuiky xoposoi meopuocmi A. bpykHepa.
Hayxoséa noeusna — na 6a3i aKmyanbHux OOKYMEHMAAbHO-ICMOPUHHUX
JaHux, a makoxsc CY4acHux AaHarimu4Hux nioxodie 00 Xopoeoi cnadujuHu
A. bpykHepa euseneHo HO8I GUKOHABCHKI aKueHmu 6 iHmepnpemayii niz-
HIX O0yxoeHux momemie komnozumopa. Bucnoexu. Ha mamepiani obpanux
niznix momemie A. bpykHepa npoananiz08ano KAw408i npunHyunu pobomu
Komnozumopa iz cakpanvhum mekcmom. Iliokpecaeno, ujo 0aa Kkomnosumopa
BGUKOPUCMAHHA PeieiliHOl CUMBONIKU 6 XOposux meopax 0yn0 OpeaHi4HoH
uacmuHow meop4oeo npoyecy. Yepes ocobausocmi cayxnc6060i disavHocmi
A. BpykHnep cmeoprosas momemu 3 ypaxy8aHHAM IXHbOI poni 6 UepKosHOMY
60eocayxcinui. Jlns cyuachux 6uKoHaeuie, sAKi 00 €KmueHo Oucmauyiio-
8aHi 8i0 YepKOBHOI NPAKMUKU, A8MOPCbKULl 3a0yM KOMNO3UmMopa nompebye
poswugpysanns. Hatieaxscausimum kaouem 00 po3yminHs XyO0oducHvoi idei
Momemie eucmynaroms ixui inaiu. 3asHaveno, w0 npobaema OpyKHepie-
CbK020 X0p08020 (hiHANY MAE NPIMULL CMOCYHOK 00 heHOMEeHY MY3U4HOI npo-
uecyanvHocmi. Haeonouyemocs nHa npunyunogo iHwomy eiouymmi yacy, uio
die 6 JYyX06HUX MBOPAX KOMNO3UMopa: (inaivHi po3ditu momemie He 3amMu-
Karomos meuito My3uKu, a npueoosims 00 mici mouxu, de My3uKa MUCAUMbCA
maKor, wWo «6iuHO mpueac». 3ae0aKu be3nepepeHocmi CMaHOBAeHHS MY3UHd-
HOI OyMKU 6 cepeQuHi cakpanbHO20 MeKcmy GUHUKAE (heHOMeH uacy, Koau
uepe3 Habymms AHOUHOK BHYMPIUHbOI YinicHOCmi po3Kpueaemucs ii 6aacHa
Heckinuennicmo. Momemu A. bpyknepa ymeopiowomb MiyHUU 36 30K MIdNC
6aeamosik06o Kamoauybkow mpaouyicro, HOCiEM SKOi 0y8 KOMRO3UMOop,
i akmyanbHumMU YIHHOCMAMU CbO20OEHHS.

Karouogi croea: oyxosna mysuka, momem, caKpasbHull mekcm, iHmoHa-
yina opamamypeis, 0yxXo8He nepemeopeHHs.
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Motet as an “open form”: the concept of transformation in the spiritual
music of Anton Bruckner

Research objective. Revealing the nature of musical imagery in the late
spiritual motets of Anton Bruckner in the aspect of the composer’s embodiment
of sacred symbolism. The methodology of the research has a complex character,
it is based on a combination of principles of culturological, semantic, historical
and musicological analysis, which allow to reveal more deeply the genre and
style specifics of A. Bruckner’s choral work. The scientific novelty. On the
basis of up-to-date documentary-historical data, as well as modern analytical
approaches to Bruckner’s choral heritage, new performance accents in the
interpretation of the composer’s late spiritual motets have been revealed.
Conclusions. The key principles of the composer’s work with the sacred
text are analyzed on the basis of the selected late motets by A. Bruckner.
It is emphasized that for the composer the use of religious symbols in choral
compositions was an organic part of the creative process. Due to the peculiarities
of his mass, Bruckner created motets, taking into account their role in church
worship. For modern performers, who are objectively distanced from church
practice, the author’s idea of the composer needs to be deciphered. The most
important keys to understanding the artistic idea of motets are their finals.
1t is noted that the problem of Bruckner’s choral finale is directly related to the
phenomenon of musical procedurality. Emphasis is placed on a fundamentally
different sense of time, which operates in the spiritual compositions of the
composer: the final sections of the motets do not close the flow of music,
but lead to the point where the music is thought to be “forever”. Due to the
continuity of the formation of musical thought in the middle of the sacred
text there appears a phenomenon of time, when through the acquisition of a
person’s inner integrity, his own infinity reveals. Bruckner’s motets form a
strong link between the centuries-old Catholic tradition of the composer and
the current values of today.

Key words: spiritual music, motet, sacral text, intonational drama,
spiritual transfiguration.

AKTyaJIbHiCTh TeMH HOCHiIKeHHS. J[yXOBHi KOHCTaHTU XKUTTS
Ta TBOpUYOCTi AHTOHa bpykHepa riamMbOoKo MOCHiIXeHi SIK 3aKOp-
JIOHHUMMM, TaK i yKpaiHCbKMMM icTopukamu. KpacHOMOBHOIO
€ HHM3Ka OCTaHHIX JWCEPTALlifHMX HOCHTIIKEHb, MPUCBIICHUX
XOpOBili CHaAllMHI KoMmIo3uTopa: <«J/lyxoBHa My3uka AHTOHa
Bpyknepa» K. Xoyi (1969 p.) [20], marepianu sKoi yBiALLIM A0
oro mBoroMHOi MoHorpadii (2002 p.) [21; 22], «CobopHOCTb
KakK uieaa XU3HU U TBopuecTBa AHTOHa bpykHepa (colanbHO-
dunocodckuit ananus)» H. Pemeruno (2011 p.) [16], «llepkoBHa
My3nka AHToHa BpykHepa» @. ®paiicoepra (2016 p.) [19], «Llep-
KOBHasi My3blka AHTOHa BbpykHepa: K mpobiemMe HCTOPUYECKUX
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cBsazei» 1. JlokorbsiHOBOi (2018 p.) [11]. Leit crnucok momos-
HIOIOTb YMCJIEHHI CTaTTi 3 (paxoBUX ITPOOJIEM XOPOBOIO JOPOOKY
kommo3utopa — A. bibikosoi [3], O. IBanosoi [7], A. Kongae-
Boi [8], O. Xaneenoi [17] Ta iHIMX. BaxkaMBo MiaKpecauTu, 110
B «HaKMoOJoAllIii» poOOTi yKpaiHCbKOi aBTOpkKu A. JIpoOuin —
«JlyxoBHa My3uka AHTOHa bpykHepa: XaHPOBO-CTUJILOBI 0COO-
JuBocTi» (2021 p.) [5] — 3HOBY MOPYIIYIOTHCSI MUTAHHS OpYyK-
HEepiBCbKOro CBITOCHPUUHATTSA. TOX, 3alliKaBJIEHICTh XOPOBUMMU
oIlycaMu KOMIIO3UTOpa aKTUBHO 3pOCTa€ i HaOyBae OaraToBeK-
TOPHOI'O XapakTepy.

Y KOHTEKCTi 3as1BJ€HOI MpOOJEMHU MOIUTOBXOM IUISI PO3MYyMIB
MOXHAa BBaxaTu 3akio4yHy ¢pasy muceprauii . JIOKOTbSIHOBOI:
«[IpucBsyI04M BCIO CBOIO TBOPUICTH <...> TBOpILIEBi, KOMIO3UTOP
3aBXIU «IlepedyBaB ycepeanHi OyTTeBoOi po3MoBu». Moro miaor i3
Hum posrouaBcsl Bil Hayajia TBOPUYOIO LILJISAXY, 100 MPOAOBXKU-
TUCS U TpuBaTH BiuHO» [11, c. 138]. My3ukKo3HaBUIIS MiCYMOBYE
CBOE OOCIIMKEHHS L€ TE3010, MU X 3 HEl IIOYMHAEMO.

Hibu npocte, Maiike ILIKiJIbHE, 3aBOAHHS: «BUKOHATHU TakK, SIK
3aJyMaB KOMIIO3UTOpP», 11010 A. BpykHepa 00epTaeThbCsl BEIMKOIO
npo0bieMoI0 yepe3 Te, 10 XYOOXHiid 3aaymM Oydb-SKOro 3 IHoro
MOTeTiB (TaK caMo, SIK i pelITH IyXOBHUX TBOPIB) YKOPiHEHO B
HAWTIMOIIMX Iapax CBITOPO3YMiHHSI aBTOpa. Ak came 3aayMaB
A. bpykHep? Illo BBaxxaTM TOYKOIO BilJIiKy Y BUKOHABCHKOMY
TpakTyBaHHiI MOTeTiB? TekcT a0o HasgBHICTb YM BiJICYTHICTh I'pH-
ropiaHChKOTO XOpajly B OCHOBI 11iJIoro, abo KaHPOBO-KOHTEKCTHi
3B’a3ku? Ha Hamnn morisa, KiaodeM OO0 PO3YyMiHHS JTyXOBHUMX OITy-
ciB A. Bpyknepa, skoro He BunaakoBo EpHct KypTt Ha3BaB KOM-
MO3UTOPOM-MICTUKOM [9], y IIMPOKOMY CEHCi MOXe CIIyTyBaTu
MPUHLUN #odibHOCcmi, ab0 cnig3gyyus: MU UYEMO B MYy3MLi Te,
IO MoXMcemo TIOYyTH. YW Mae TpaBo Ha iCHyBaHHS Y BUKOHAaB-
CbKili TpaKTUIli TaKWil IHTYITUBHO-MICTMYHUI MigXig OO TBOP-
yocTi A. BpykHepa? Ha Hamy nymKky, tak. HaBith Oinblie, 0e3
OCOOMCTICHOIrO MpPOXWBAHHSI CaKpPaJbHOI'O CEHCY BUKOHABLIEM
IHTepIpeTallis TBOPiB KoMIIo3uTopa Oyjia 6 HeMoxXiIrBolo. ITompu
HasiBHY CY0’€KTUBHICTh TaKOIO IMigX0A4y, BiH, 0€63yMOBHO, BiIKpU-
Ba€ HOBUi1 ceHC My3uku A. bpyknepa. [Ipnyomy Ti€ro X Mipoio,
IO ¥ iHIN TAXOOW: MOKYMeHTalbHO-Giorpadiunmii (. Dpaii-
coper, K. Xoyi), xxaHpoBo-ictopuuHuit (. JIoKOTbsIHOBA), KYJb-
typojoriunuii (H. Peliernno), 6orocinoBebkuii (A. Ipoouiir).

Binomo, 1o A. BpykHep CTBOpIOBaB CBOI MOTETH, OPIEHTY-
IOYMCh Ha IIJIKOM KOHKPETHI YMOBM BMKOHAHHS: MicClle, 4ac,
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a iHomi M cKjad ydyacHUKIB. 3 ypaXyBaHHSIM TaKoi BKpail Bax-
JIMBOI CKJIaA0BOI YaCTUHU XOPOBOi TBOPYOCTi KOMITO3UTOpaA, K
3B’S130K i3 LIEPKOBHUM Y>XKUTKOM, MOCTAE MpobieMa KOHLIEPTHOIO
BUKOHAHHS MOTETiB. ¥ BUOOPi TEKCTIiB JJISI CBOIX MaiiOyTHiX XOpiB
A. bpykHep OyB OOMEXEHHUM iXHbOIO (YHKIIE€I B JITYpriiHii
cnyx0i. IIpore BiH OyB BiIbHUI Yy cdepi My3MUYHOI iHTepIipeTa-
wii nepiomkepena. HaromicTh BUKOHaBelb IlepedyBae B CUTYallil,
KOJIM JIMIIIE XyTOXHil KOHTEKCT — My3M4YHa iHTOHAIIisl — BUCTYIIA€
HocieMm ceHcy. OTXe, akmyaabHicmb 0OpaHOI TeMU CTaTTi 3yMOB-
JIeHa HEeOOXiMHICTIO AOCIIAUTU CYTHICHI OCHOBY MY3WYHOI JpaMa-
Typrii 0OpaHMX MOTETIB Ta CHIBBIZHECTM IXHIill XyZOXHIll 3aayMm 3
YMOBaMHU Cy4YaCHOI KOHLIEPTHOI ITPAaKTUKHU.

Meta naociimkeHHsI — BHUSIBUTU TIPUPOAY MY3UWUYHOI 00pas-
HOCTi B Mi3HiX AyXOBHMX MoTeTax A. bpykHepa B acnekTi Bini-
TBOPEHHSI KOMIIO3UTOPOM cCaKpajibHOI CUMBOJIIKM. Marepiajiom
JIOCTiIKeHHs 00paHo Ba MOTETH, IIMPOKO TMPeACTaBIeHi B XOpO-
BOMY pernepTyapi eBponeilcbkux KoyieKTuBiB: Os justi (WAB 30) i
Christus factus est (WAB 11). IlpioputeTHUMM € aymio- Ta Bimeo-
3aIUCU OCTAHHBOTO NBANLISATUIITTS .

HaykoBa HoBu3Ha. Ha OCHOBI akTyaJbHMX JTOKYMEHTaJIbHO-iC-
TOPUYHUX JaHMX, a TAKOX CyYaCHMUX aHaJITMYHUX MiAXOAiB 10
XOpOBOi crnamliMHU AHTOHa BpykHepa BUSBIEHO i apryMeHTO-
BaHO HOBi BUKOHABCBKi aKIIEHTU B Mi3HIX MOTETaX KOMIIO3UTOPA.

Buknan ocHoBHOro marepiamxy. fK BimOMO, iCHYIOTb pi3Hi
MPUHLMINK KJacuikallii MOTETiB: 32 TEKCTOBMMU O3HAKaMM, 3a
cnocoboM BMKIIALy, 3a CTPYKTYpHUMM KoMmoHeHTaMu. A. Koi-
Jla€EBa peTeJIbHO aHaJli3ye€ XXaHPOBY IPUPOIY MOTETY, IMOJSIpU3Y-
04U HIMEUbKY Ta JAaTMHCBKY Tpamuuii [8, c. 262]. Haramaemo,
110 BUTOKM JIAaTUHCBKOI'O MOTETY csraloTh n1oou CepeaHboBivusl.
VY XVI cT. MOTET J0CIr CBOTO KJIACMYHOTO CHMHTE3Y B KOHTEKCTi

'Y XXI cT. obuaBa MOTETH IMMPOKO BUKOHYIOTHCSI Pi3HUMHU XOpaMU.
Ocb nesiKi 3 HaOWIbII SICKpaBUX aydioBepCili:

Hans-Christoph Rademann, NDR Chor Hamburg, Anton Bruckner: Ave
Maria — Carus 83.151, 2000;

Stephen Layton, Polyphony Choir, Bruckner: Mass in E minor &
Motets — CD: Hyperion CDA 67629, 2007;

Erwin Ortner, Arnold Schoenberg Chor, Anton Bruckner: Tantum ergo —
CD: ASC Edition 3, issue of the choir, 2008

Otto Kargl, Domkantorei St. Pulten, Cappela Nova Graz, Bruckner:
Messe e-Moll, CD: ORF CD 3174, 2013;

Philipp Ahmann, MDR Rundfunkchor Leipzig, Anton Bruckner &
Michael Haydn — Motets — SACD: Pentatone PTC 5186 868, 2021.
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dpanko-dpaamanacekoro ctuio KockeHa Jlerpe Ta itoro rmoci-
JoBHUKIB. Tli3Hile 3’sIBUAMCS Pi3HOBUAM XKaHpy B HimeuuuHi i
AHr7ii (aHTem). Ha HiMellbKOMY I'PYHTI JIATUHCBKUII MOTET OyJ0
Buao3MmiHeHo. Ha mouatky XVI cT. J1aTMHCbKa Tpaiuilis B Aesi-
kux 3emiissx HiMeuunmHu nepepBanacsd BHaclaigok Pedopmaiti-
Horo pyxy. IlpoTe My3MUYHO-KOMITO3UILIilAHI MPUHAOMMU JIaTUH-
CbKMX TBOpIiB 30€peraucs B HIMEUbKMX KOMIIO3MIIISIX, Xoda
TEKCTH 1 OyJIO IepeTBOPEHO Ha AiajeKTU. 3BEpHEHHS 0 MOTETY
B XIX cT. moB’43aHO 3/1€6LIbIIOrO 3 HIMELBKOI TpaaMLi€ro: y
tBopuocTi ®. MennenbcoHa, P. Illymana Ta M. bpamca KinbKicHO
nepeBaxkaroTh HIMEIIbKOMOBHI 3pa3kM kaHpy. o JaTuHCBHKOI
Tpaaullii 3BEpTaJIMCS B OCHOBHOMY KOMITO3UTOPM aBCTPiliChKOI
ko — @. Ily6epr, A. Bpykuep, a Takox ®. Jlict. «Illnpoke
BUKOPHUCTAHHS JIATUHCHKUX TEKCTiB Y My3Ml1li, — BKa3ylOTh JOCiI-
HUKU, — JIETKO TOSICHIOETbCS MEJOAUKOIO JaTUHCHhKOI MOBHM, ii
BIiYHOIO Ta HerepeObopHoI1o Kpacoio» [10, c. 7]. OTxe, y KOMIIO31-
TopchKiil mpakTuili XIX CT. piBHOIO Mipo10 KyJIbTUBYBAJIMCS OOU-
JIBa TUIIM MOTETIiB — HiMEILIBKOIO Ta JJATUHCHKOIO MOBaMH.

YV HimeuunHi monyJsipHicTh MOTeTy Oysa 6arato B YoMy IIOB’SI-
3aHa 3 TOTMepeqHiM PO3BUTKOM XaHpy y TBopyocti I'. IllioTua ta
N.C. baxa?. I1pu6auzHo Big 1830 p., SK 3a3HAYAETHCA Y CIOBHUKY
I'poyBa, «BILTMBOBUMIA LIELIMTIAHCHKUI pyX MIparHyB akKTMBHO 3aMi-
HUTU CUMGOHIYHY MY3UKY BiI€HCHKOI LIKOJU YHUCTUM CTUJIEM,
3aCHOBaHMM Ha akKamnejJbHUX Mecax i MoTeTax Mi3Hboro Pene-
caHcy» [23]°. 4k Bimomo, A. BpykHep TakoX 3poOHB CBilf BHECOK
J0 LIeLMJIiaHChKOrO HamnpsMy, Xodya i He OyB iioMy MOCJiTOBHO
Bignanuii*. Kommmosutop HajexaB OO0 YMCia TMX MUTLIB, 9Ki 3a
CBOIM CBITOIISIIOM TSDKUIU IO KaTOJMIUBKOTO KaHOHY, TOX KOMIIO-
3UTOP HE CHMMIIATU3YBaB CYBOPOMY ¥ KOHCEPBATUBHOMY HiMeEIlb-
KoMy ctumo. Ha BinMmiHy Bia HiMeubkux MoteTiB M. bpamca Ta
®. MeHpgeabcoHa, SKi 3a3HAIM OUTLIIO MipOIO BIIUBY HiMellb-
KOl XOpOBOI IIKOJM, 30KpeMa O0axiBChbKOI Tpaauilii, KOMIIO3M-
uii A. BpykHepa Ha JaTUHCBKI TeKCTW OyJIM TIOB’sI3aHi 3 OLIbII

2 Himeuski motetn Jltoasira 3eHdis 3’siBuircs e Ha movyatky XVI cT.

3 YV 1868 p. B PereHcOypsi Oyao 3aCHOBaHO IIEPKOBHE TOBAPHUCTBO —
Coro3 cB. Lleunii, Ha3BaHe Ha 3rafKy IMpo KoHrperauii ¢B. Llenwnii, go
skoi HanexaB [lanectpuna. Llemwtiancbkuit pyx crtocyBaBcsi pedopmu
LIEPKOBHOI MY3UKMU, sIKa mparHe Bigpoauty B XIX cT. B ABCTpii akaneib-
HUI XOopasibHUIT CTWIb 106U PeHecaHcy.

4 JleranbHa iH(opMalis 11040 LeUMITiaHCHKUX BIUIMBIB Y XOpPOBiii TBOP-
yocTi A. bpykHepa mictutbesl B auceptauii 1. JlokoTesiHoBoiI [11].
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MpajaBHiMU MY3UYHMMM IHapamMu. Ilompu mmpoky o0i3HaHiCTb
My3UKaHTa y TBOPUOCTi HiMeLIbKUX 0apOKOBUX MAaNCTPiB, KOMIIO-
3ulliiHa MOJeJib, SIKy obupae mis cedbe A. bpykHep, csrae noou
PenecaHcy. Inetrbcsi Hacamnepen npo ctwiab JIx. Ianectpunu Ta
MpeACTaBHUKIB (ppaHKO-(paaMaHIChKOI MOMi(POHIYHOI KON,

Motetn AHTOHA bpykHepa MoXHa BBaXaTu OESIKOI Mipolo
«ITAPYYHUMKOM» i3 BHBYEHHS PEITiiHOIO CBITOBIZYYTTSI KOMIIO-
3utopa. Han3BuyailHO €MHi 3a 3MiCTOM, BOHM KOHIIEHTPOBaHO
BUPAXAIOTh HE JHIIE TOJOBHY IYMKY MOJUTBU, aje  KOXHY 3 il
cmuciioBux Bix. Mpaza 3a (ppazoro, HiOM 11abenb 3a 1abaeM, Bil-
KPHUBAETHCS BECH 1IUISIX MPOXKMBAHHS KOMIIO3UTOPOM CaKpaJbHOTO
CEHCY, 3aKJIaJeHOIo B TEKCTi.

BupatHuit  karonmupkuii  Teonor XX cr. Kapm Panep
(Karl Rahner) BU3Hauya€ MiCTUKY SIK «BUITPOOYBaHHSI BHYTPillIHbO1
00’eaHYI0UO] 3yCTpivi JJIOAMHU 3 00XKECTBEHHOIO HECKIHUEHHICTIO,
sgKa MATPUMYE i JIOAUHY, i peluTy nposiBiB OyTTs» [15, c. 275].
Haii6inpin He30arHeHHe Ta BOJHOYAC HAMIOTAEMHIllle B MOTe-
Tax A. BpykHepa — 1e «mianor» kommno3utopa 3 borom. Illupoko
BiIOMO, 110 BIUIMB Bipd [JIsI KOMIIO3UTOpa OYB BCEOCSIKHUM,
OTXKe, sIKOi O I'paHi TBOPUYOCTI MUTILII MU HE TOPKHYJIMCS, BOHA
Oyne mpoHu3aHa ILiHHICTIO OoxecTBeHHOI [IpucyTtHocTti. OgHak,
HE3BaXXaloUM Ha PSICHE PO3MAiTTd MNOKYMEHTaIbHUX (DaKTiB, 11O
JIOBOISITh TJIMOOKY peiriiiHicTe A. bpykHepa, 3a3UpHYTH B cep-
LIEBUHY OCOOMCTOIO AYXOBHOI'O JOCBily KOMIIO3UTOPA MU HiKOJU
He 3MOoXeMoO. 3ajMILAETbCs JIMle HOoro My3uka 3 i1 3JaTHICTIO
JI0 «TPaHCLIEHAEHTHOCTI» Ta «MOPOJKEHHS M03aMYy3UYHUX acOlli-
aniit» (K. 3eHKin).

OcobnrBa SICHICTb 1 TPOMEHUCTICTb MNpPUTAMaHHiI MOTETY
Os justi meditabitur (WAB 30). Ile — Bupa3Huii Npukiaa BUTOH-
YyeHol iHToHauiiHo1 pobotu A. bpykHepa 3 rekctom. Kommno3urtop
HEe IIPOCTO JeTalidye KOXHY ¢pasy, 3arjMONI0OI04YUCh B I CUM-
BOJIIKY, ajie i 3HaXOAWUTh 0 3—5 BapiaHTIB NPOYMTAHHSI OJHOIO
cioBa. CaMe B LIMX <«Bapiallisix» KPaCHOMOBHO IPOCTYIIA€ CTaB-
JeHHs A. bpykHepa 10 TOro 4 iHIoro BucjioBy. Ha nymKy KoMm-
MO3UTOpa, IIOCh MOXE OYTH CKa3zaHO MOOIXKHO, a IIOCh MOTpedye
b6araTopa3oBOro TIyMauyeHHsI.

Yor1upurojocHa Kommo3sullist rpagyany Os justi (WAB 30) oyna
HanucaHa B 1879 p. Ha mpoxaHHSI pereHTa XOpy MOHACTUpS CB.
®nopiana Irnama Tpaymiximepa. TexcT TBopy B3armit i3 Ilcamma
37:30—31. 3rigHo 3 moscHeHHIM A. BpykHepa, ske BiH cdop-
MyJtoBaB y cynpoBigHoMmy jucti go I. Tpaymixnepy, B Os justi
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3aCTOCOBAHO LIEUMJIiaHChKI MPUHIIAIIA: BiJ, caMOTO ITOYaTKy rpa-
Jyally BUKJIIOYEHO BCi 3HAKM ajibTepallii, CenTakopau, KBapTCeK-
CTaKKOpAM M iHIII cydyacHi 3aco0uM My3W4YHOI MOBU: «MoTeT €
CTPOro MOJAJbHUM: BiH TMOUMHAETHCS Ta 3aBEPIIYETHCS B Jifdili-
CbKOMY JIaJly, a CepeHsl YaCTUHA MiCTUThb (yraro. Y (iHaibHOMY
pO3iJli BAKOPUCTAHO AABHBOIPELbKY KaJEeHIlil0, 1110 CTUXAE MOB-
topaMu F-dur’'noro akopay» [20, c. 60].

BinkpuBa€eTbcs MOTET MPOCBITICHOIO, HiOM CIIOKOHBIYHOIO
dpasoto Os justi (The mouth <...> / VYcra <...>)°. Becpb akcio-
MaTUYHUA CEHC MepIoi PEruliku McajiMa 3i0paHo y CTPYHKHi
MacuB TOHiYHOro Tpu3ByKy. Moro macdoc — y BiacyTHOCTI Oynb-
SKMX IHIIMX Opo4yuTaHb. A. bpykHep OyB CIIpaBXHIM MaiicTpom
y TakoMy «AeKjapyBaHHi ictuH». [IpoTsroM HacTymHUX TakTiB
rnoyarkoBa ¢pa3a HaOyBae 111e OiIbIIO01 BeJINYi 3aBASIKU OXOIUICHHIO
KpalHiX pericTpiB Aiana3oHy Ta MOJiPOHIYHOMY MeperIeTeHHIO
royiociB. Posropraerecst 6e3kpaiitHs KapTHa 00XXEeCTBEHHOI Kpacu
i MyIpOCTi, sKa iCHy€ 103a i Haj JIOJUHOIO.

30BCiM iHIIMIA TUIT MY3MYHOTO BUKamxy A. bpykHep obupae
B CepemHbOMY po3niii: et lingua ejus loquetur judicium (and his
tongue speaks what is just / i sI3MK HOro roBOpPUTH CIIpaBEIJIN-
BicTh). PyxoMe (yrato, y sIKOMy KOXHa 3 XOPOBUX ITapTiit BUSIB-
JISIE CBill MOBHOIPABHUM i BITUYTHUI «T'0JIOC», CTBOPIOE 3BYKOBUI
o0pa3 rpomaau. He Bmawouyuch 10 3BYKO300paxkaibHUX MPUIAO-
MiB, A. BpykHep mpoTe BUpa3HO MAaJlOE «CBIiT JOJbHUI»: BiH
KOHTpacTHUIi i mepedyBae B MocTiiiHOMY pyci. JlocuTh TpuBaie
pPO3rOpTaHHS TEMaTUYHOIO MaTepiady MPUBOAUTH IO SICKPaBOi
i HacuuyeHoi KyJibMmiHaulii. JluHaMiuHa BepluMHa BUOYIOBYETHCS
Ha cloBi judicium («cmipaBelIuBiCTb»), TT. 40—42. 3ayBaxumo,
1LI0 B JIAIOTAPMOHIYHOMY BiIHOLIE€HHI KagaHCH, 110 3aBEPILIYIOTh
nepuurii i Apyruil po3ainu, ineHTuuHi (G-dur). 3aBOSiKU LIbOMY
Ha KOMIIO3ULIIMHOMY PiBHI (DOPMYETHCS CTIMKUII B3a€EMO3B’SI30K
MOHATH sapientiam (MynapicTh) (T. 16) i judicium (cripaBeIJINBICTB).

5 1. JIOKOTBSTHOBA TIPOTIOHYE TaKMIA BapiaHT MepeKIiany 3 JaTUHCHKOI MOBU:
Yema npasednuia uspexarom npemyodpocmeo,

U A3blK €20 NPOU3HOCUM NPagoy.

3akon boea eeo 6 cepdue y Heeo;

He nokoaebaromes cmonst e2o [11, c. 260].

HaBonumo takox nepexian A. JipoGuiir:

Yema npaseonoeo kaxcyms mydpicme,

AZUK Jice 1020 NPOMOBASIE NPO NPABo,

saxon Boea iioeo — y tioeo cepyi (Ilc. 36:30—31) [5, c. 146].
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Iness GoxxecTBEeHHOI MYIPOCTIi, IO I[IJIKOBMTO 3aIlIOBHIOE CBIT,
OTPUMYE OCTaTOYHE ITiNTBEPIKEHHS Y TPETbOMY PO3MiJi MOTETY.
I'eHepanbHa nmay3a BUpa3HO MiATOTOBJIIOE BUKJIAA TOJIOBHOI yMKU
TBOpy — Lex Dei ejus in corde ipsius (The law of his God is in his
heart / 3akon boxuii y fioro cepiii). Lls1 ¢ppasa — cyTb MOJIUTOB-
HOTO TEKCTY, y Hei A. bpykHep BKJIaJla€ MAKCUMYM CEHCY i yXOB-
Horo Tpernery. Pyx 3aBMupae y cTporomMmy 4oTUPUIoa0CCi. 3 TTOBEP-
HEHHSIM [0 BUXiZHOTO TUMY (haKTypu BiIOyBa€TbCsI CUMBOJIUHE
MEePEKJIIOUYEHHS Y «CBiT rOpHiit». JI0aliauBo it 00epexHo, CI0BO 3a
CJIOBOM O(OPMITIOETHCS B MY3MIII KJII0OUOBa IyMKa TEKCTY. SAKio
M MOXHa TOBOPUTHU IIPO OCOOMCTE IMPOXMBAHHI KOMIO3UTOPOM
MOJIMUTBM, TO 1€ BiIOyBAa€ThCS caMe TyT. YIeplle BeJuyHa Kpaca
CBITOOYIOBHM HEMOB «HAOJUXKAETHCS» A0 JIOAUMHU. Y BCiX Trojocax
daxkTypu 6araTopa3zoBO MOBTOPIOETLCS CIIOBO corde. Y HU3XiTHOMY
CEKBEHIIIMTHOMY pycCi Bce OUIbIIOI COKPOBEHHOCTI HabyBa€ iHTOHA-
1is lamento.

VY ¢diHanbHOMY pO3iii TBOPY MY3WYHUI PO3BUTOK HiOM 3rop-
Ta€eThbCS: 3aKIOUHA (paza TeKCTy et non supplantabuntur gressus
ejus (and his feet do not falter / Hora He 3ApuUTHETbCST) Oymy-
€TbCS 3a MIHIMAJIBLHOTO PyXy BEpPXHBOIO rojocy. YCi TpU HMWXKHIi
roJIOCM 3aBMUPAIOTh Ha TOHiIYHiil rapMonii. IlimcymMkoM My3uu-
HOTO PO3BUTKY CTa€ YHICOHHE IIPOBEAEHHS MEJOoil TpUropi-
aHcbkoro xopany Alleluia. Yepes «romoc» Tpamuuii A. bpykHep
HEMOB O0u 3aKapOOBYE CBOIO — i 3arajlbHOJIIOJACHKY — TMPUHAIEX-
HICTh BUIIIOMY CBIiTOITOPSIAKY.

3araiom, My3uky Mmotetry Os justi BUPi3HSIE NTMBOBMXHA 3a
SIKICTIO CTaTMKa — CTaTMKA, KOJU aKTUBHMI PyX yCepemmHi KOX-
HOTO i3 IBOX YMOBHHMX OOpa3HUX IlIapiB HE MPUBOAUTH A0 IXHbOI
B3aemozii. CriBiCHyBaHHSI CTa€e OCHOBOW0 ilocodCchKoi iaei
MOTeTY.

CyuacHi KoH1emnuii TBopyocTi AHTOHa bpykHepa 0a3yroTbcsl Ha
MOTYXKHOMY iCTOPUYHO-TOKYMEHTAJIbHOMY (YHIAMEHTi, 3aBISKH
YOMY €BPOINEHUCHKI, aMePUKAHChKI i YKpaiHChKi TOCTITHUKA MalOTh
MOXJIMBICTh TPYHTOBHO BHCBITJIWTH HANPi3HOMAHITHILII acCIIeKTH
JIyXOBHO1 MY3UKM «BEJIMKOTO OpraHicTa». Ajie BCi BOHM HiOU «3Bep-
HEHi B MUHYJIE», a 3aBJAaHHSIM 1li€l CTaTTi € «pO3Mi3HAHHS» Cydac-
Horo ceHcy MoteTiB A. bpykHepa. | B 1IboMy TJ1aHi BUCOKOiH(OP-
MatuBHUM € MoTeT Christus factus est, WAB 11 (1884 p.). Tlopsin
i3 xopamu Locus iste i Ave Maria Ha3BaHUIA TBip BXOAUTbH A0 YMCIA
HaWMOITYJISIPHIIINUX OMmyciB KoMno3uTopa. Bigomo, 1o A. BpykHep
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TPUUi PO3pOOIIAB TeKCT Tpanmyainy Christus factus est®. Yrepiie BiH
TparIsiETbCsl SIK yactTuHa Messe for den Grondonnerstag (WAB 9),
HanucaHoi B 1844 p. JIpyre 3BepHEHHs 110 TEKCTy BigbOyjiocs B
1873 p.: Christus factus est, WAB 10, — 11e MoTeT pe MiHOp ISt
BOCBMUTIOJIOCHOTO 3MillIaHOTO XOpYy, TPhOX TPOMOOHIB i KBiHTETY
ad libitum. Tpets Bepciss Christus factus est, obpaHa IJIsI aHaNi3y B
JaHiil poboTi, — e MOTET st XOpy a cappella pe minop WAB 11,
SIKUi Oysio ctBopeHo B 1884 p. Ilepllie BUKOHAHHSI KOMITO3ULIii Bif-
Oysiocsl 3a TiBpOKy, 9 jucTtonana, y BimeHcbKilt My3uuHii kareni
(Wiener Hofmusikkapelle). A. bpykHep nipucBstuB cBiit TBip Omgo
Joiinony (Oddo Loidol), onHOMY 3i CBOiX Y4HiB.

HapzeuyaiiHo ckiiagHa B e€MOLIMHOMY IUIaHi, i3 IpoBajJaMu i
3j1eTaMM, MPUTOJIOMILYIOUMMU TeHepaJbHUMU Tlay3aMUd My3MKa
motety Christus factus est yTiTIOE Beluue3He OakaHHS JIIOOUHU
cratu omvkuoro 10 bora. Ock Tak, y OyKBaJIbHOMY CEHCi — cTaTu
omkue i 3anuiuutucs B Hoomy HazaBxau. A. bpykHep OyBae iHOMI
JWBOBMXXHO TIPSIMOJIiHIMHUMM y CBOiX TparHeHHsiX. Ilepen Hamu
pO3ropTaeTbes JApaMaTUUHa KapTUHA JYyXOBHOI 6OpPOTHOU JIIOAUHU,
3BEpHEHOI BCi€I0 CUIIOIO CBOEI J1I000BI 10 XpucTta. Lle — mupa, xBo-
pobiuBa i AyXe cydacHa icTopisl JIOACHKOIO LUISIXY. Y Hill HasBHA
CaMOTHICTb, ajle BOHA Ji€Ba 1 M030aBlicHE OyIb-SIKOI0 HATSIKy Ha
pOMaHTUYHY Tyry. Ile — BHYTpIllIHSI CAMOTHICTh, CEHC SIKOI ITIOCTAE y
MPOPOCTaHHI 0COOMCTOI AyX0BHOI cuiv. KoH(IIKT i Oijib, 110 TIepe-
JKUBA€E T'epoil, XOMHUM YMHOM HE€ 3yMOBJICHi 30BHIillIHIMU JXKUTTE-
BMMM KaTakiizMaMu. «ITomii» MOTeTy B3arajii He MaloTh CTOCYHKY JIO
HaBKOJIMIIIHIX YMHHUKIB. «4YM cTaB 1 choromHi 0mmkymmM 10 bora xou
Ha miBKpoKy? Yu 3HOBY BIaB?» — oCh (PYHIAAMEHTAJIbHI ITATAHHS,
SIKi 3yMOBJIIOIOTh YCIO iHTOHAILiIIfHY po0OTY B MOTeTi. SKIIo 3amuc-
JINTUCS, TKUMM CTPaXXIAaHHSIMM Ta MpisiMU KB A. bpykHep, To cTae
OUYEBHUIHUM, 1110 IS KOMITIO3UTOPA MyXOBHE HA4yalio — I HEe CITO-
Kili Ta O€3IisUIbHICTh, HE BiICTOPOHEHICTh i Oe3nuKicTb. Ile Hampy-
2KeHa poboTa — po0oTa, sIKa XeHe JIOAMHY BiJl OJHOIO pillleHHS 10
iHIIIOTO, TPy, KW HEBNMHHO ILTOBXa€ IO CAMOPO3BUTKY, i lieil
TMpoliec He Ma€ KiHLs i 3ynmuHoK. Och BOHA — OCHOBA i MEPIIONpPH-
YMHA JUHAMIYHOTO HampyxXeHHsI B MoteTi Christus factus est.

¢ JIxxepesoM maHoOro Tekcty € kHura 3 Hosoro 3asity — IlocmaHHs mo
dinim’sn [@nm. 2: 8, 9]. TakoxX MPOCTEKYETbCS 3B’SI30K TEKCTY Ie i3
TphoMa KHUramMu HoBoro 3asity, sik-oT: €BaHredie Bin Jlyku, [TocnaHHs
mo pumistH i [Mocnanus no IanatiB Amoctona IlaBna. Teker TouyHO He
BiITBOPIOE XXOJEH i3 OiOMiIIHMX BipIlliB BKa3aHMX KHUT, ajie 3BilATH 3aIro-
3u4eHi okpeMi ¢pasu [10, c. 156].
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A Terep MoOXHa ToguBUTHCS — (dpasza 3a ¢dpaszoio, — 4yepe3
SIKi «TepHU» iIe JoauHa, 11100 HAOJIM3UTUCS OO0 CBOTO imeaily —
TOTO 00pa3y, IKMM X04e if TOBUHEH, Ha HETIOXUTHE ITepeKOHAHHS
A. BpykHepa, cTaTi KOXEH.

YV MoHoJIiTHOMY 3By4YaHHi nepiuoi ¢pa3u Christus factus est pro
nobis (Christ became obedient for us / Xpucroc craB mis Hac)’
30CEpPEIKeHO iMMIyJbC MalOyTHHOIO pO3BUTKY. IloyaTok yTaem-
HUYEeHUI — $K i Bce HalirosjoBHilue mist A. bpykHepa. Ha ocHoBi
dirypu catabasis BUOYIOBYEThHCS 3aKiHUEHA i1 CAMOJOCTATHSI TyMKa:
Xpuctoc ¢, BiH 3BepHeHUi1 10 CBIiTY (pro nobis). YMUPOTBOPEHHS
Bil Li€l HeMOPYILIHOI iCTUHU CTBOPIOE OCOOJMBY aTMochepy oui-
KyBaHHSI — TPEMNeTHOTro i MpOCBiTiAeHoro. Jlyxxe BUpa3HUM € Bil-
XWJIEHHS B KiHLi pa3u B ToHadbHicTh VI crynenst (B-dur).

HactynHa xopoBa perutika Obediens usque ad mortem (even to
the death / ciiyxHSIHUM 1O CMEPTi) Ma€ 30BCiM iHILUIA XapakTep —
HEMOB i3 caMOro LEHTPY JIOJACHKOro Ayl MPOPOCTAE YCBiIOM-
JIEHHSI T103a4aCOBOi 3HAYYLIOCTi BUXiIHOI Te3u. Y cioBi Obediens
(«CyXHSIHUM») [JI1 KOMMOO3UTOpa 00’€IHaIMCd 1 LIaHyBaHHS, i
noasika, i HECTpMMHA kKara cTaTd noaioHum. Ll mymka okpuise,
Hamaouyu cui. 3BiACU Taka pelbeHICTh MEJIOAUUYHOTO MAJIIOHKY,
y SIKOMY TOJIOBHY POJIb BiAirpaloTh HU3XiIHI OKTaBHi XOAW, 3aro-
cTpeHi MyHKTUpoM. IToBHOTM ceHcy (ppaza HaOyBae Ha cioBax
usque ad mortem, mortem autem crucis (even to the death, death on
the cross / CIyXHSIHUM 10 CMEpTi, cMepTi Ha xpecTi). PantoBuii i
pi3Kuil 6acoBUii XiJ MO 3BYKax TPU3BYKY (CIOYATKY 3i CTpUOKOM
Bropy, a MOTiM i3 HECTPUMHUM PyXOM JI0 HMKHBOI MeXi giara-
30Hy F2, 1. 13—15), npopizae 3ByKOBYy TKaHUHY. Ajie Toii magoc
Tparizmy, SIKWi Mir OM po3pOCTUCS B MYy3MIli IMi3HIX POMAHTUKIB
JIO TiIraHTCbKMX PO3MipiB, TYT CTUCHYTO 0 OJHOIO TakKTy i HEMOB

7V nepeknani [. JIOKOTbSIHOBOT TEKCT BUIJISIAAE TaK:
Xpucmoc nocayicun Ham

én10mo 00 ceoel

cmepmu Ha Kpecme.

H nosmomy boe eo3znec Eeo

u dan Emy Hums,

Komopoe npeesviuie écakozo umenu [11, c. 256].
HaBommmo Takox nepekian A. Jdpoowr:

Bin ynokopue Cebe,

0yOyuu cayxHaHuM axc 00 cmepmi,

i mo cmepmu xpecHoi,

momy i boe nosuwue Hozo

ma dae Homy Im’a, wo euwe nad koxcre im’a (Pun. 2: §-9) [5, c. 147].
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O0u BUKapOOBaHO Ha KaMeHi. ImeTbcst mpo (akT, sSIKMii He Mmijisirae
JIIOICLKOMY OOTOBOPEHHIO: mortem 3ByUUTb KOPOTKO, BEJIUYHO I
omHo3HauHO. Ppas3oio mortem autem crucis HEMOB 3aMUKAETHCS
MeBHE KOJ0 UMKIy. TpuBajie it TPOMEHUCTE CBITIHHS 3aKJIIOUHOTO
clioBa crucis (XpecT) HacU4yye MYy3MKY BiIUyTTSIM TaiHCTBa. 3aB-
JISIKW BUpasHOMY MoayJsuiiiHoMmy nepexony B Des-dur i 3araib-
HOMY 3aTHXaHHIO CHUMBOJIIYHO PO3KPUBAETHCS M0O3a0COOMCTICHA
CYTHICTb 300paxKyBaHOI B TEKCTi 100ii.

BinoyBaeTbest 3ynuHka yacy (1. 20). A. bpykHep BaeTbcsl 10
reHepaJIbHOI May3u — MPUIOMY, SIKWUI Oyle BUKOPUCTAHUM yaApyre
nepes roJIoOBHOIO KyJibMiHalli€ero MoTeTy. Llst 3ynmuHKa — moBOPOT.
Ycda nopanbliia «ist» BimOyBa€ThbCs BijJl iMEHI JIIOOAVHUA. XBUJISIMHU,
BUOYXaMM, TATXiHHIM i BiIpOMKEHHSIM CITOBHEHHMI HACTYITHUI
po3ain ¢opmu. ITouynmHaeThcs CKIAOHUA i INMMOOKO OCOOMCTHIA
LJISIX TYXOBHOTO MEPETBOPEHHS.

CepenHiii posain, 1110 BiaKpuBa€eTbes dpasow Propter quod
et Deus (Therefore God / Ock womy bor), KoHTpacTye Ha BCix
CTWJIICTUMHMX PiBHSX: BiJ (pakTypu a0 TeMmy i auHaMmiku. bazo-
BUMU TYT € 3aCO0M MOTMBHO-CEKBEHILIIMHOI pO3poOKM MaTepiaiy.
Jo 1bOro MOJAa€EThC MyXKe BUPA3ZHUIA PyX XOPOBUX JiHilA — BOHM
PO3BUBAIOTLCS Y MPOTUIEXKHOMY HAMPSIMKY, CTPIMKO PO3pOCTalo-
yuch ymrp. KoxHa i3 XBWIb 3aBepIIyEThCS apeKTOBAHUM BUIY-
KoM exaltavit illum (exalted him / migHic ¥ioro). My3uka HaroB-
HEHa paJiCHUM, HaBiTh 3aXOIUICHUM IlIaHYBaHHSM. AJie 1e nagoc
BUKJIMKAHWIA HE 30BHIIIHLOIO CTOPOHOIO icTOpii imeni Xpucrta
(Et dedit illi nomen (and gave him a name / | BiH maB iiomy iM’4,
T. 29), a 6GaxkaHHSIM 0COOMCTOrO ClyXiHHS1 bory.

CokpoBeHHiCTb MeTH A. bpykHepa BHpa3HO MPOCTYIaE B
3aKJIIOYHil (pasi rpagyany Quod est super omne nomen (wWhich is
above all names / aKe moHan ycgke iM’s, T. 33). Came TyT yKopi-
HEHO TOJIOBHUI CEHC CaKpaJbHOTO TeCTy JIsd KoMmmo3urtopa. Lls
(paza crae HeHTPOM YCbOro 3MicTy MOTeTy. HaBiTh y KibKicCHOMY
BiIHOILIEHHI BOHA OXOIUIIOE MOHAM IMOJOBUHY BCHOTO MY3MUYHOTO
yacy TBopy. Po3ropraerbcs TpuBajia, modynoBaHa y BUIJIsII TPhOX
IUHAMIYHMX XBWJb, JiHis HapocTaHHs. [IpuronoMiiyoda KyJIbMi-
Hallis, SIKiil TTepeiye reHepaibHa naysa (TT. 56—57) ctae, ob6pa3Ho
KaXXy4M, TOUKOIO HEMIOBEPHEHHS. YBECh XOPOBUI1 MAaCUB y PUTMiu-
HOMY PO3IIMPEHHI CMOBUIBHEHOIO XOA0K HEBIIUMHHO CITyCKAEThCS
Yy HUXHIill perictp. Y CBslleHHOMY imMeHi (nomen) 3iiilLocs Bce
KWBE ST TIONWHU: Oi/lb, CIIBYYTTS, JIIO0OB... BinOyBaeThcs cuM-
BOJIIYHUI PO3PUB YacCy — MUTb nepemeoperHs, KOJIU TTOBepHEHHS
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Hazajl cTa€ HeMOXJIMBUM. lle mpoxkyBaHHSI MiCTUYHOI €IHOCTI 3
Bborom € cepueBruHOIO MOTETY.

KonoBuit po3nin TBopy nmoOydoBaHWI Ha TOHIUHOMY OpraH-
HOMY IIyHKTI i SIBJisIE COOOI0 TpMBaje KagaHCyBaHHS (TT. 65—79).
IToctynose, neapb BiguyTHE 3rOpTaHHS BCiX TOJIOCIB MTOBEPTAE CBi-
JIOMICTb 0 TTIOYAaTKOBOI Te3u MoTeTy — Christus factus est pro nobis,
CEHC SKOTO BifTeriep Ha3aBXIU 3aJTUIINUTHCS KUBUM... OChb TaKUM
YUHOM, HE€ 3MiHIOIOUM Hi CJI0Ba B KAaHOHIYHOMY TeKCTi, A. bpyk-
Hep HiOu «po3MuKae» (popMy MOTETY.

BucHoBKH. 3BepTarouuch A0 KOMIO3UTOPCHKOI CIAAIIMHU
A. bpykHepa, MM HE JMIIE 3aTaEMOCS <«BIYHUMW» MUTAHHSIMU,
ajie 1 oTpMMYEMO Ha HUX BiamoBiAi. My3ukKa KOMIO3UTOpa LiCH-
TpOBaHa Ha ifei JYXOBHOTO TIOLIYKY, TOMY ii LIiHHICTb ChOTOAHI
€ HEeMOBIpHO BHCOKOM0. JIJIsI BUKOHABILIB BaXKJIMBO YCBiIOMJIIO-
BaTu, IO JIMIIE 4Yyepe3 MY3UYHY iHTOHALiI0 MU MPUXOAUMO 10
PO3YyMIiHHSI cakpaJdbHUX 3HAKiB, 3aKJIANeHUX Yy TeKCTi. PemiriitHa
cuMBoOJliKa Oyna miass A. BpykHepa BiAKpUTUM 3HAHHSM YHacCIi-
JIOK #oro 6e3nocepenHboi 6orociayxedHoi aisabHOoCTi. s cyyac-
HUX BUMKOHAaBLIIB, SIKi 00’€KTUBHO AMCTAHILIMOBaHI Bil LIEPKOBHOI
MPaKTUKU, aBTOPCHKUI 3aAyM KOMITO3UTOpa IMOTpedye po3iiud-
pyBaHHs. HaiBaxXIMBIILIMM KIlO4eM OO PO3YMiHHS XYAOXHbOI
iZei MOTEeTiB BUCTYIAalOTh ixHi (diHamu. Y TpakTyBaHHi cy4ac-
HUX JUPUTEHTIB aKLEHT Ha CMUCJIOBOMY «IIPOAOBXEHHi» HhopMU
€ NpUKMETOI0 4Yacy. MoxHa BUIUIMTU HU3KY iMEH MY3UKaHTIB,
sIKi TOHKO BiAuyBalOTh JpaMaTypriuHy creuudiky OpyKHepiB-
cbknx Maymmx kommosuiiit, — I'anc-Kpictodp Pamemann (Hans-
Christoph Rademann), CriBen Jleitton (Stephen Layton), EpsiH
OptHep (Erwin Ortner), Orro Kaprn (Otto Kargl), ®imin Axma-
HoB (Philipp Ahmann), Haiimxen Ilopt (Nigel Short).

Bapro 3a3HauuTH, 110 npobiiemMa OpyKHEPIBCHKOIO XOPOBOIO
¢iHaly Ma€ MpSIMUI CTOCYHOK 10 (DeHOMEHY MY3UYHOI IIpolie-
CcyalbHOCTI. € MiACTaBM TOBOPUTHU MPO MPUHIUIIOBO iHIE Bim-
YyTTd 4Yacy, 110 Oi€ B AYXOBHUX TBopax A. bpykHepa, — uyacy,
KOJM 4epe3 HaOyTTS JIOOMHOI0 BHYTPIIIHBOI ILiJTiCHOCTI pO3-
KPUBAEThCSl 11 BJIacHA O€3KiHEYHiCTb. AHaJi3yloun cuMQOHiu-
Huit Mmeton A. bpykuepa, K. 3eHKiH mimkpeciioe NPUHLIMIIOBY
HECKiHUYEHHICTh «BapiaHTHOTO BiATBOPEHHSI» Y COHATHUX (opmax
KOMIIO3UTOpPA, 3aBASIKM YOMY OpYyKHEpiBCbKi 3aBEpIIEHHSI 4acTo
He 3aMUKalTh TEYil0 MY3UKHU, a «IIPUBOASATL IO Ti€l TOUKM, 1€
My3MKa MUCJUTBLCS TAKOI0, 110 BiyHO TpuBas» [6]. [IpomoBxkyoun
LI0 aHAJIOTilI0, MOXHA CKa3aTH, IO LIepKOBHI xopu A. bpykHepa,



74 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

sIK i cuMOHil, «IparHyTh MNepeKOHaTU y MpuyeTHOCTI 10 Bceeen-
HOCTI 1 IEPEXUTU MicTepialibHe CXOMXKEHHs 10 Hei» [6].

JlyxoBHI MOTETH, TaK ILUEAPO IIPEICTaBJIeHi B XOPOBOMY
IopoOKy AHTOHa BbpykHepa, CbOromHi BiIKPUTI A1 HOBOIO IIPO-
YUTAHHA. IXHS My3MKa yTBOPIOE MiLlHUIi 3B’SI30K MiX 0araToBiko-
BOIO KaTOJIMILILKOIO TPAAMIII€I0, UUIM HOCIEM OyB KOMIIO3UTOD, i
aKTyaJbHUMM LIIHHOCTSIMU ChOTOJEHHS. 3aBIOSKU il yHiKaJIbHINi
BJACTMBOCTI MU MA€EMO MOXJIMBICTb CTaTM YaCTUHOIO BEJIUKOTO
CBiTY OpyKHepiBCbKOi (inocodii.

CITUCOK JIITEPATYPH

1. Antonosa C. McTOpHM3M My3bIKaJIbHOTO MBIIUIEHUS U €T0 NPOsIB-
JeHue B cuMmdoHudyeckoM TBopuectBe M. bpamca u A. bpykHepa : aBTo-
ped. muc. ... kana. uckyccroseaeHus: 17.00.02. Hwxuuit Hosropon,
2007. 27 c.

2. bapanen A. MucTuka B XpMCTUAHCKOM 1 MYCYJIbMaHCKOU KYJIbTY-
pax: KOMIIapaTUBUCTCKUIN MOAXOH : JUC. ... AOKT. ¢unoc. Hayk: 24.00.01.
PocroB-Ha-Hony, 2000. 270 c.

3. bubukoBa A. O KOMMNO3ULIMOHHON Mojaeau Mecc AHTOHa Bpyk-
Hepa. Becmuuk [Ipasocrasnozo Cesmo-TuxoH08CK020 eyManumapHo2o yHu-
eepcumema. Cepusi V «My3bikaibHoe UCKYCCMBO XPUCMUAHCKO020 MUpPa».
Mocksa, 2008. Beim. 2 (3). C. 113—136.

4. Jpobuiu A. PeniriiHUil CBiTOIS SIK OCHOBA TBOPYOCTi AHTOHA
bpyknepa. Yaconuc nauionasvnoi my3uunoi axademii Ykpainu imeHi
I1.1. Yatikoscokoeo. 2016. Ne 1 (30). C. 65—73.

5. Hpobum A. [JyxoBHa my3uka AHTOHa bpykHepa: XaHpOBO-CTH-
JIbOBi OCOOIMBOCTI : IMC. ... KaHa. MuctenTs.: 17.00.03. Kuis, 2021. 203 c.

6. 3enkun K O cumponusme A. BpykHepa M €ro BHEMY3BIKAIBHBIX
ocHOBaHUSIX. My3vika 6 npocmpancmee kyasmypsl. PoctoB-Ha-IoHy, 2005.
Buim. 3. C. 37-59.

7. UsanoBa E. TexcT m My3bika B Meccax bpykHepa: HEKOTOpbIE
Habmonenusi. Mysvikasvnas akademus. 1997. Ne 2. C. 170—172.

8. Konnmaesa A. JlatnHckuii moteT B TBopuecTBe A. BpykHepa: K
BOIIPOCY O TpagulldM M HOBATOPCTBE. [Ipobaembl My3blKAAbHOU HAYKU.
2013. Ne 2. C. 264—268.

9. Kypr O. bpykHep kak Muctuk. Homo musicus. Mocksa, 1999.
C. 79-92.

10. JIeoenes C., IlocnenoBa P. Musica latina. JIaTmHCKME TEKCTHI B
MY3bIKe U My3bIKaibHOI HayKe. CaHKT-IletepOypr : Kommnosutop, 2000.
256 c.

11. JlokotesinoBa 1. LlepkoBHast my3sika AHTOHa bpykHepa: K mpo-
OseMe MCTOPUYECKUX CBs3€il : Auc. ... KaHO. ucKycctBoBed. : 17.00.02.
Mockaa, 2018. 321 c.

12. Maprutuuy  O. IlpoGiaeMbl MUCTMIIM3MA W Xapu3MaTH4yec-
KOTo IBUXEHUS B COBPEMEHHOM KaTojuuuiMe. Hayunvie edomocmu.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 75

Cepus «@unocopus. Coyuonoeus. Ilpaso». 2014. Ne 22 (193). Brim. 30.
C. 73-78.

13. HoBak JI. TloHsiTue «oOmmpHOCTU» B My3bike AHTOHa BpykHepa.
Mpy3zvikanvhasn axademusn. 1997. Ne 2. C. 167—169.

14. Hosak JI. Ctunb cuMbOHUYECKU I U CTUJIb LIEPKOBHBIN. My3bikans-
Hasn akademus. 1997. Ne 2. C. 159—166.

15. Parnep K., ®oprpimnep I'. KopoTkuit TeOJOTiYHMUIA CIOBHHUK.
JIeBiB, 1996. 663 c.

16. Pemmetmio H. CoGopHOCTh Kak Waecal XWM3HU W TBOpPYECTBA
AHTOHa bpykHepa (coumanbHO-¢GUIOCODCKUT aHanu3) : aBTOped.
IUC. ... KaHa. ¢unoc. Hayk: 09.00.11. KpacHoamap, 2011. 23 c.

17. XaneeBa E. MoTeT B eBpOIeiiCKOM My3bIKaJbHOI MPAaKTUKE: ITyTU
pa3BUTHS : AUC. ... KaHI. ucKyccTtBoBend.: 17.00.03. Xapokos, 2007. 209 c.

18. Auer M. Anton Bruckner als Kirchenmusiker. Regensburg,
1927. 225 s.

19. Freisberg F. Die Kirchenmusik Anton Bruckners. Ein Beitrag zum
Verstandnis der Entwicklung seiner kbnstlerischen Identitnt F. Freisberg :
Ph. D. dissertation. Universitat des Saarlandes, Saarbrecken, 2016. 380 s.

20. Howie A. Crawford. Bruckner and the motet. The Cambridge
Companion to Bruckner. Part 2 : Choral music / ed. by John Williamson.
Cambridge University Press, 2004. P. 54—63.

21. Howie C. Anton Bruckner: From Ansfelden to Vienna : A Docu-
mentary Biography. Edwin Mellen Press, 2002. Vol. 1. 356 p.

22. Howie C. Anton Bruckner: Trial, Tribulation and Triumph
in Vienna : A Documentary Biography. Edwin Mellen Press, 2002.
Vol. II. 423 p.

23. Motet. The New Grove Dictionary of Music and Musicians.
Vol. 16. Martin y. Coll to Monn / ed. by Stanley Sadie, John Tyrrell.
2’nd ed. Oxford ; New York : Grove, 2001.

REFERENCES

1. Antonova, S.E. (2007). The historicism of musical thinking and
its manifestation in the symphonic works of J. Brahms and A. Bruckner.
[Istorizm muzykal’nogo myshleniya i yego proyavleniye v simfonicheskom
tvorchestve 1. Bramsa i A. Bruknera]. The dissertation author’s abstract for
gaining the degree of the Candidate of Art Criticism by specialty 17.00.03
Music Art. Nizhny Novgorod, 27 p. [in Russian].

2. Baranets, A.A. Mysticism in Christian and Muslim Cultures:
a Comparative Approach, DSc Diss., Rostov-on-Don, 2000. 270 p.
[in Russian].

3. Bibikova, A.A. About the compositional model of Anton Bruckner’s
Mass [O kompozitsionnoy modeli mess Antona Bruknera]. Bulletin
of the Orthodox St. Tikhon University for the Humanities. Series V : The
Musical Art of Christendom. Issue. 2 (3). Moscow, 2008. P. 113—136
[in Russian].

4. Drobysh, A.A. Religious outlook as the basis of Anton Brockner’s
work [Relihiynyy svitohlyad yak osnova tvorchosti Antona Bruknera].



76 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

Journal of the Tchaikovsky National Music Academy of Ukraine [Chasopys
Natsionalnoi muzychnoi akademii Ukrainy imeni P. I. Chaikovskoho].
Issue 1 (30). Kyiv, pp. 65—73 [in Ukrainian].

5. Drobysh, A.A. Sacred music of Anton Bruckner: genre and style
features. The dissertation author’s abstract for gaining the degree of the
Candidate of Art Criticism by specialty 17.00.03 Music Art. Kyiv, 2021.
203 p.

6. Zenkin, K.V. About the symphony of A. Bruckner and his non-
musical foundations [O simfonizme A.Bruknera i ego vnemuzyikalnyih
osnovaniyah|. Music in the space of culture. Rostov-on-Don, 2005. Issue 3.
P. 37-59.

7. lIvanova, Ye.V. (1997). Text and music in the masses of Bruckner:
some observations [Tekst i muzyka v messakh Bruknera: nekotoryye
nablyudeniya]. Music Academi [Muzykal’naja akademiya]. Issue 2.
Moscow, pp. 170—172 [in Russian].

8. Koldaeva, A.N. Latin motet in the work of A. Bruckner: on the
question of tradition and innovation [Latinskiy motet v tvorchestve
A. Bruknera: k voprosu o traditsii i novatorstve]. Problems of music science.
2013. Ne 2. pp. 264—268.

9. Kurth E. Bruckner kak mistik [Bruckner as a Mystic]. Homo
musicus. Moscow, 1999, pp. 79—92.

10. Lebedev, S., Pospelova, R. Musica latina. Latinskie teksty v muzyke
i muzikal’noy nauke [ Musica Latina. Latin Texts in Music and Musicology].
Saint Petersburg : Kompozitor Press, 2000. 256 p. [in Russian].

11. Lokot’yanova, D.Ye. (2018). Church music by Anton Bruckner:
to the problem of historical connections [Tserkovnaya muzyka Antona
Bruknera: k probleme istoricheskikh svyazey]. Manuscript of Dissertation
work for gaining the degree of the Candidate of Art Criticism by specialty
17.00.02 Music Art. Moscow, 321 p. [in Russian].

12. Margitich, O.1. Problems of mysticism and charismatic movement
in modern Catholicism [Problemyi mistitsizma i harizmaticheskogo
dvizheniya v sovremennom Kkatolitsizme]. Scientific Bulletin. Philosophy
series. Sociology. Right. 2014. Ne 22 (193). Issue 30. P. 73—78.

13. Novak, L. (1997). The concept of “vastness” in the music of Anton
Bruckner [Ponyatiye “obshirnosti” v muzyke Antona Bruknera]. Music
Academi [Muzykal’naja akademiya]. Issue 2, pp. 167—169 [in Russian].

14. Novak, L. (1997). Symphonic style and church style [Stil’
simfonicheskiy i stil’ tserkovnyy]. Music Academi [Muzykal’naja
akademiya]. Issue 2, pp. 159—166 [in Russian].

15. Ragner, K., Forgrimler, G. Short theological dictionary [Korotkiy
teologlchniy slovnik]. Lviv, 1996. 663 p.

16. Reshetilo, N.S. Sobornost as the ideal of the life and work of
Anton Bruckner (social and philosophical analysis) [Sobornost’ kak ideal
zhizni i tvorchestva Antona Bruknera (sotsial’no-filosofskiy analiz)]. The
dissertation author’s abstract for gaining the degree of the Candidate of
Philosophical Sciences : 09.00.11 Social Philosophy. Krasnodar, 23 p.
[in Russian].



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 77

17. Haleeva, E.V. Motet in European musical practice: ways of
development. The dissertation author’s abstract for gaining the degree of
the Candidate of Art Criticism by specialty 17.00.03 Music Art. Kharkiv,
2007. 209 p.

18. Auer, M. Anton Bruckner als Kirchenmusiker. Regensburg, 1927.
225 p.

19. Freisberg, F. Die Kirchenmusik Anton Bruckners. Ein Beitrag
zum Verstandnis der Entwicklung seiner kbnstlerischen Identitat. Ph. D.
dissertation. Universitat des Saarlandes, Saarbrbcken, 2016. 380 p.

20. Howie, A. Crawford. Bruckner and the motet. The Cambridge
Companion to Bruckner. Part 2: Choral music / ed. by John Williamson.
Cambridge University Press, 2004, pp. 54—63.

21. Howie, C. Anton Bruckner: From Ansfelden to Vienna :
A Documentary Biography. Volume I. Edwin Mellen Press, 2002. 356 p.

22. Howie, C. Anton Bruckner: Trial, Tribulation and Triumph in
Vienna : A Documentary Biography. Volume II. Edwin Mellen Press,
2002. 423 p.

23. Motet. The New Grove Dictionary of Music and Musicians.
Vol. 16. Martin y. Coll to Monn / ed. by Stanley Sadie, John Tyrrell.
2’nd ed. Oxford; New York : Grove, 2001.



78 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

SATAJIBHOTEOPETUYHI ACIIEKTU
MY3UKO3HABCTBA

UDC 781.28.2
DOI https://doi.org/10.31723/2524-0447-2021-32-2-7

Iryna Piatnytska-Pozdnyakova
ORCID: 0000-0002-7211-1602
Doctor of Art Studies, Associate Professor,
Associate Professor at the Department of Musical Arts
V. O. Sukhomlynskyi National University of Mykolaiv
musik_prof@ukr.net

SEMANTIC STRUCTURES AS MARKERS
OF MEANING FORMATION IN A MUSIC WORK:
AN ANALYTICAL APPROACH

Research objective. The purpose of this article is to highlight the
semantically significant structures of the musical text, which distinctly
represent the original compositional style, but not in terms of their uniqueness,
but as a complex multi-layered semantic space. The methodology. The
proposed method of analysis allows not only to understand the complex
semantic processes that unfold in the musical artwork, to identify different
styles, plot schemes and constructive models that form its intertextual space,
which reflects different cultural texts and extra-textual reality, but also
to understand the worldviews of the composer which exists in the context
of musical discourse. The scientific novelty is to identify semantically
significant structural elements of the musical text at the pre-textual, textual,
extra-textual, context and other levels of meaning. Conclusions. On the
example of the analysis of three miniatures “Postludien” by the modern
Ukrainian composer V. Silvestrov the semantically significant structures of
musical texts are revealed; the structural elements of the composer’s musical
speech are analyzed; the intertextual associative connections at the level
of contextual figures and their function in the context of musical formation
are analyzed, where they acquire the meaning not only of the structural
component but also of the semantic core around which the meaningful levels
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of musical text are concentrated. This allowed us to understand the logic
and principle of organizing the musical discourse of the second half of the
twentieth century, in the context of which various quotations and allusions
are thought of as an important means of constructing the meaning of a
musical text. Practical meaning. The information can be used for further
research and development of courses of lectures and seminars on the history
and theory of Ukrainian culture.

Key words: semantic levels of musical text analysis, structural elements of
composer’s musical language.

IPamuuybka-Ilozouaxoea Ipuna Cmanicaagiena, 0okmop mucmeuymeo-
3Hascmea, 0oueHm, 0oueHm Kagheopu my3uuHoeo mucmeymea Mukonaiecbkoeo
Hayionaavbroeo yHisepcumemy imeni B. O. CyxoMauHCbK020

Cemanmuuni cmpykmypu aK mapkepu (hopmMyGanHs CMUCAY 8 MYSUHHOMY
meopi: anasimuuHuii nioxio

Mema po6omu — GuUOKPeMAEHHS CEMAHMUYHO 3HAYYUWUX CMPYKMYD
MY3UHHO020 MeKCmy, W0 SCKpaso npedcmaensioms OPUCIHAAbHUL KOMNO-
3UMOPCLKUL CMUAb, ane He 3 Noeasady IXHvoi YHiIKaabHOCmi, a AK CKAAo-
Huil 6aeamoutapoguii cemanmuyHuil npocmip. Memodoaoeia 0ocaidxcenHs.
3anpononosana memoduxka anarizy 0036045€ He MiNbKU 3PO3YMIMU CKAAOHI
CeMaHmMu4Hi npouyecu, SAKi p0o320pMaromecs 6 MY3UHHIll MKAHUHI MEopy,
suseumMU Pi3HOCMUALOGI CKAAD08I YACMUHU, CHONCEMHI CXeMU Ma KOHCMPYK -
MU8HI M0OOeNi, Wo YMEOPIOHMb 11020 IHMEPMEeKCMYaabHUl RPOCMIp, Y SKOMY
8i003epkaneHo pi3Hi KyAbMyYpHi meKcmu ma Nno3ameKcmosa peanbHicms,
aje U eulimu Ha pigeHb YCBIOOMACHHA C8IMO02ASA0HUX OPIEHMUPIE MBOpUOCMI
KoMnozumopa, wo icHye 6 konmekxcmi my3uunozo ouckypcy. Haykoea noeu-
3HA N0AA2AE Y GUABNEHHI CEMAHMUMHO 3HAUYUWUX CMPYKMYDHUX eNeMeHmie
MY3UHHO020 MeKcmy Ha O0OMeKCmo8oMmy, MeKCMmOB0MY, NO3aMeKCmOo8oMY,
KOHMeKCMoBoMYy U [HUWUX DIGHAX cmucaoymeopeHHs. Bucnoexu. Ha npu-
Kaaoi ananizy mpvox miniamwp “Postludien” cyuacnoeo yxpaincokoeo Kom-
nozumopa B. Cuaveecmposa poskpumo ceManmuyuHO 3HA4Ywji cCmpyKmypu
MY3UMHUX MeKCmie;, NPOAHANi3086AHO CMPYKMYPHI eNeMeHmu My3UyH020
MOBAECHHSI KOMNO3UMOPA, BUABAEHO MidCMeKcmosi acoyiamueHi 36 ’13Ku
Ha pieHi pieyp iHmekcmy, NpOAHANi308aHO iXHIO (QYHKUIIO 6 KOHmeKkcmi
MY3UHH020 (DOPMOYMEOPEeHHs, 0e 60HU HA0Y8alomb 3HAYEHHS He MIAbKU
CMPYKMYPHO20 KOMHNOHEHMA, ane U CeMAHmU4HO20 3epHA, HABKOAO0 AKO020
CKOHUEHMPOBAHO 3MICMOBHI pieHi my3uunoeo mexcmy. Ile 00360aun0 3po3y-
Mimu 102iKy ma NPUHUUN OPeaHi3auii MY3Uu4H020 OUCKYPCY Opyeoi noao8uHu
XX cmonaimmsa, y Kkoumekxkcmi K020 pi3Hi yumayii i anro3ii Mucaamoca K
8aNCAUGULL 3ACI0 KOHCMPYIOBAHHS CMUCAY MY3UYHO20 MEKCMY, WO C8i04umy
npo B0N00IHHA KOMHO3UMOPOM 0COOAUBUM BUOOM MEKCMO8oi IMnAIKayil.
Ilpakmuune 3nauenns. Ingopmayis moice Oymu sukopucmana 011 nodans-
woeo docaidicenHs ma po3pobaeHHs Kypcie nekyill i ceminapie 3 icmopii ma
meopii YKpaiHCbKoi Kyabmypu.

Karouoei caosa: cemanmuuni pieni ananizy mMy3uuHoeo mekcmy, cmpyk-
MYPHI eaeMeHmu MY3U4HOi MO8U KOMNO3Umopa.
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Purpose of the article. Semantic dimension of a musical text is
heterogeneous in its composition, so identification and awareness
of such invariants as markers of meaning formation in the context
of this article is carried out both at the micro-level (the level of
elementary structures) and the macro-level (or complex structures:
image, intext, form-sign, etc.). At the same time, the process
of analyzing a musical text also takes into account the type of
semantics of musical signs which, depending on the encoding
principle, can be either conventional or non-conventional.
It must be noted that the difference between them is that musical
signs with a conventional type of semantics allow fixing extra-
textual connections that have not only musical, but also various
extra-musical images while the unconventional type of semantics
does not provide for them, but appeals to the identification of
implicative signs that are broken with the help of immanent means
of musical art (thematic or cross-cutting development, metro-
rhythmic figures, etc.). That is, conventional semantics performs
the function of specifying the connections between the textual and
non-textual score but it cannot be considered as an immanent
characteristic of the composer’s musical speech, since the degree
of its saturation is influenced by both external and internal factors.

Recent studies and publications. A thorough review of the then
trends in the work of composers of the second half of the XX —
the beginning of the XX century testifies to the renewal of musical
drama, the emergence of its various types, forms, and new genres,
which were conceived as a “multiple, diffused, open phenomenon”
[7, p. 12]. In addition to the neo-style trends, the principle of genre
renewal played a significant role.

The genre of postlude is characterized by an extremely elegant
musical time-space, in which intonations that have already been
heard but continue to exist in the overtone dimension, acquire an
important role, and semantic subtexts acquire visible forms. That
is why we turned to three miniatures of the Ukrainian composer
V. Silvestrov — “Postludien” (1981 / 1982), which became the
first postludes in his work. The genre correlation of these pieces
surprisingly deeply conveys the semantic levels of the work as an
intonation space where the sound is directed to the deep layers
of the listener’s memory, and the musical time-space does not
disappear but is filled with the movement of meanings.

In general, the genre of postlude in the second half of the
twentieth century acquires a wide variety of incarnations, from the
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final parts of classical cycles (for example, Ne 3 B. Lyatoshinsky,
quartet I. Karabits, etc.) to independent genres. However, it was in
the work of V. Silvestrov that the postlude acquired stylistic features
of creativity, which led to the renewal of the composer’s musical
speech: “In a developed culture that has already tried everything,
it is enough to connect to the past experience for the manifestation
of creative energy. <...> There is something like this process: the
moment flashes and an echo appears. Forms of postludes are like
traces of moments that fade away” [3, p. 47]. This bright and
surprisingly poetic metaphor deeply comprehends by V. Martynov
in the work “Music opus post” [4] concludes that the situation in
the musical art of the second half of the twentieth century indicates
that “life and drama came true, and only the postlude remained”,
that is, “modernity” itself took place and “we found ourselves in a
state that comes after the completion of “modernity”, that is, in a
state of “postmodernity” (mocrcydacHocrTi), or, in the terminology
of V. Silvestrov, “Postlude”.

Since the 70’s of the twentieth century, after polystylistic
experiments, V. Silvestrov turns to the music of “silence”, a
meditation that allows you to discover a deeper world. The genre
of postlude at this time is presented as expanded endings (cantata
codes, vocal cycle “Quiet songs”, etc.). In the early 80’s, the
postlude in the composer’s work takes on the characteristics of an
independent genre where deep philosophical reflections receive the
meaning of the main idea. There are several works of this genre,
including postsymphony (Fifth Symphony), postlude DSCH,
postludes for solo violin, cello and piano, piano and orchestra, etc.

The last third of the twentieth century in the composer’s work
is focused on the search for harmony in the sphere of pure lyrics,
and the genre of postlude takes on iconic forms, where the ideas
of the postscript receive a new understanding: “In fact, postlude in
my understanding is a certain state of culture” [6, p. 16].

For the composer, this is a kind of afterword in which the sounds
have faded, but the echo does not fade, but “continues contrary to
the laws of acoustic vibrations”. The author himself characterized
the genre of postlude as an open shape, but which is open “not at
the end”, which is more familiar, but “at the beginning”, that is,
compositionally, the work begins from the moment from which it
should end. If in literature the appeal to the “confessional prose”
has led to the emergence of a trend where the feelings of silent
silence, meditativeness, and dynamic statics of an external action
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become important, then new forms of convention arise in music,
one of which is the genre of postlude as a kind of iconic space,
as a “quiet voice” of the inner world of the artist’s personality.
The fact that the genre of postlude acquired some transformations
in the twentieth century indicates the complexity of the era:
“Music of the twentieth century turns out to be a grandiose
cataclysm that stuns the very foundations of traditional musical
thinking. Contiguous short links in a long chain of changes are very
similar to each other, non-contiguous ones already seem to belong
to the same chain. Renewal and innovation have become the norm”
[8, p. 52—104]. The processes of the musical language renewal
contributed not so much to quantitative as qualitative changes, but
during the transition to a new quality, the appeal to existing genres
turned out to be paradoxical. Perhaps this is why there is a kind of
rejection of the renovated language, which is similar to the use of
already known symbols to indicate a new quality.

This approach is typical exactly for complex musical periods
in evolutionary terms which turned out to be the second half of
the twentieth century with its laboratory nature of research which
as a result influenced the formation of a new musical paradigm.
Genre canons and already forms are beginning to co-exist with new
trends that are slowly distancing themselves, but do not lose touch
with the tradition, each time turning to “someone else’s word”
for the sake of understanding their own. Even if the composer’s
musical discourse presents an innovative compositional process, to
explain it, the artist turns to traditional forms, which in theoretical
musicology is called “irrelevance of paradigms” (in T. Kuhn’s
terminology), or “painting law” (in Le Corbusier’s terminology).

This indicates that even in the work of innovators there is
always a tradition, which was repeatedly noted by the musicologist
A. Zinkevich: “The dialectic of the artistic process is determined,
as is known, by the interaction of two opposite tendencies, on
the one hand — the desire to overcome the normativity that
has developed in previous experience (which in everyday life is
defined as “innovation”), on the other — the tendency to stability
(“tradition”)” [1, p. 9—10].

Complex processes of the renovation of the musical language
of the twentieth century leave a new mark on the genre of
postlude where the idea of “Echo” begins to play a dominant role.
This is a kind of “minus-space” (according to the definition of
A. Shnitke), in which there is a sound effect after completion when
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the psychological time-space does not end with the last sounds,
but seems to continue beyond the real sound, building its laws
of dynamic statics, where “time should feel like reincarnation”
[3, p. 105].

In postludes, there are no bright, thick musical colors like
“coloristic spots”, the climax centers seem to be dispersed throughout
the work, and linearity becomes the principle of shaping, arranging
the infinite time-space with its meditativeness, pauses where “the
moment flashes and then the echo” [3, p. 134]. This is quite an
important characteristic of the genre of postlude, as well as “after-
sound” which is thought of as an acoustic background in which
sound lives.

The genre of postlude can be considered a kind of sign of the
twentieth-century era, full of a rather deep aesthetics of content,
meditative lyrics, the perception of which allows you to feel inner
harmony. At the same time, the vector of perception is directed
to the past, which is “re-lived” and comprehended in a new way.
That is, the musical time-space takes on material dimensions and
affects the formation of the content of the genre itself. It seems
from the outside that a static form is being built, devoid of the
conflict of drama, contrast, and dynamics, but this movement is
transformed from external to internal, giving the overall drama a
dynamic development. Therefore, the musical dimension acquires
“overtone meanings”: “music has a semantic overtone sphere,
which is present in both composing and performing in the form of
astral bodies, halos” [3, p. 107].

It is this internal dimension that is more saturated while the
external structure is characterized by the dominance of slow
tempos, stops, and fadings. This opposition of the inner world to
external means of an embodiment is not an example of polarity,
but of synthesis designed to understand semantic subtexts.
Fragmentariness and openness finally build a dispersed form of
postlude and the dimension of intonation can reveal the semantic
layer of a certain historical and cultural time.

“Postludium” (1981/1982) by V. Silvestrov is a triptych in
which each play is dedicated to three epochs that have already
flown by. The first “DSCH postlude” for soprano, violin, cello
and piano borders on the genre of the memorial, where a variation
on the theme-monogram of D. Shostakovich is vividly presented,
which preserves the principles of musical thinking and features of
the composer’s style. Referring to the lexis of another composer
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has a manifestation at the level of using a monogram as a quote,
which gives rise to various seemingly unrelated motives.

Thus, in the first sounding of the monogram, two images are
read, built based on lamento intonation, but different in character
and semantic content, where the ascending second (d-es) sounds
sharp, dramatic, and dynamic, while the descending (¢ — h) —
lyrically tragic. In this context, the monogram itself is read as a
sign of an entire era with its characteristic intonations of crying,
loneliness, and the thematic material seems to be torn into
separate “fragments”. In this postlude, almost opposite images are
combined organically, in which the very principle of the postlude is
manifested. The tragic intonation dissolves into a lyric-enlightened
sounding, which, like a living stream, merges into the dramatic
canvas of the work, and the ascending second sequence motifs,
finding no basis, fall off with unfilled quintal intonations, which are
picked up by the piano part.

The appeal to D. Shostakovich lexis in the context of the first
postlude is organic, since the very principle of postlude was also
characteristic of the composer’s work, which was manifested in the
last String Quartet Ne 15 (E-Flat minor), where the slow tempo of
sound without pauses sounds attaca and creates an almost universal
tragic image. The use of D. Shostakovich’s monogram and the
choice of is dramaturgically justified and motivated by an invisible
connection between the two composers. The voice of the piano
complements the voices of the strings, where on the refined nuance
of “dolcissimo” from the vocalized “a” a barely perceptible “Amen
<...>” is born, as if “dissolving” in space as a sign of farewell to
an era that has already passed. This is a bright longing for the past
and at the same time a sincere gratitude for the fact that the future
is filled with it. This is an awareness of what has sounded but not
disappeared in musical time-space.

In the postlude, there is a “movement backwards” from what
was mentioned, in order to feel a barely noticeable trail of the past.
In particular, the lamento descending motifs in the soprano part
first “fade out” (4 Vols.), and in the repeated they sound in mirror
execution (9 Vols.). But in the middle section, the principle of
repeatability acquires a textured organization of the material which
is based on the triplet-tertz group in the violin and piano part
(f-d, Vol. 15), which is a kind of invariant structure that is always
recognizable, even if it receives further transformations. A kind of
stopping of the triplet group on the upper third creates the effect of
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shimmering overtones, barely perceptibly amplified by the quarter-
fifth motive on the nuance pizz. of the cellos.

The repetition of the reprise section increases it in volume and
leads to some fragmentation of the musical material, which is based
on a descending lamento motive (the second part of the monogram),
the semantics of the tragedy of which (on the nuance of ppp with
a dash of dolcissimo) is transformed into a mournful “fragment”
of the monogram (“Amen <...>”). In this way, the composer
emphasizes the importance of the reprise section, in which the
principle of postlude is manifested. In general, the principle of
repetition in V. Silvestrov’s postludes has a cadential character,
regardless of its position in the context of the form of the work,
and is a kind of invariant in the formation of variable semantically
important structures that renovate intonation material.

The second in the cycle is the Postludium for Solo Violin which
is thought of as an allusion to the baroque type with a characteristic
improvisational development, as indicated by a large extra-textual
range of meanings. Significant is the composer’s appeal to the
melody of “someone else’s word” — an old ballad that was already
voiced in “Quiet songs” earlier. An important formative role in
postlude is acquired by the descending quint’s intonation-the
epigraph as an interval, from which the following motifs appear
(TT. 56, 12, 18—19, 24), the semantics of which have a whole
range of meanings — from illusory emptiness to cosmic harmony.

The third piece of the cycle — Postludium for cello and
piano — is a kind of allusion to the romantic elegy, in which the
development process is almost absent, and the construction is
based on a sequence of two-bar cadences, which dynamically and
tempo gradually disappear, freeze texture, but as if continue to
exist in pauses. Characteristic is the repetition of harmonic and
melodic expressions turnover which each time sound in a new
reading as a manifestation of the principle of unity in diversity,
variant multiplicity. The quint’s intonation, semantically related
to the vocabulary of the elegy genre, is the basis of the postlude
motif, which is imbued not only with a melodic-harmonic, but
also with a textured plan, forming a sequential material. If in the
second postlude the initial intonations are consonant with the final
(expressive turnover), which sounds in d-moll, then in the third
postlude the tonic triad D-dur sounds at the beginning as “someone
else’s word”, which is typical for the completion of instrumental
and vocal works of romanticism.
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The last postlude from the cycle appeals to the genre of elegy,
which “cannot be exhausted” [3, p. 127] and is perceived as a
kind of “after-sound”. Postlude with the share of conditionality
can be understood from the point of view of elegiac modality (in
the interpretation of E. Nazaikinsky), while the modality of the
postlude itself is read as a derivative in relation to romantic elegy,
reflecting into the context of imagery, which has a manifestation at
the level of musical and speech means. However, it is not imagery
that determines the choice of musical means, but the composer’s
musical speech itself that allows us to talk about recreating the
features of the elegy genre with its special worldview. Such allusions
to the genre of elegy are not accidental, because the principle of
postlude is characteristic of elegy with its special type of drama,
ascending quarts and descending seconds intonations, iambic
rhythm, harmonic pulsation, orientation to being chamber-like and
concentration on internal time-space.

In this context, the genre of elegy is read as a kind of sign space
with an inherent vocalized type of melody, close to verbal speech, free
rhythmization, emphasized by the diatonic plan of consonant space, in
which there is a comparison of distant keys, the variability of harmonic
functions, read as a search for unattainable harmony. This feeling is
made possible by the use of the technique of “avoiding the tonic”, the
constant search for support (stability), which leads to a feeling of loss
of reality. This is a kind of projection of the principle of elegy with its
dual essence, which emphasizes the consonance with the time that has
passed, leaving only an “elegiac trail”. The appeal to the semantics of
the elegy genre is quite organically embodied with the help of musical
vocabulary, the mode of utterance of which also has a past tense
(already sounded, remembered, flashed), slow tempo, miniature form
and semantic subtext of “deciphered moments” and “cosmic pastorals”
(as expressed by V. Silvestrov). “Semantics of the farewell”, from the
composer’s point of view, is characteristic of the genre of postlude as a
whole which is the embodiment of the after-sound space which allows
the listener to plunge into the world of images. All pieces of the cycle
are characterized by background pedals and slow tempos, so that even
pauses acquire sound, and the dispersed texture reflects internal fragility
and lightness. The characteristic features of the postlude genre led to
the expressiveness of V. Silvestrov’s musical speech with characteristic
dynamic static and conflict-free dramaturgy.

The principle of constructing a postlude from a cadential turn
affects the type of its dramaturgy and is the dominant characteristic
of the genre as a whole which arose from the final section of
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the musical form. In particular, in the first “DSCH” postlude,
these are the first five bars, which in the future (TT. 28—31) sound
on the opposite nuance of p > ppp with a dash of Meno mosso.
However, at the beginning, the melodic expression turnover sounds
on the nuance from mf > p to mp > ppp and is perceived as the
culmination of the entire piece. In this context, the opinion of
E. Nazaikinsky is quite valuable.

He noted similar processes in the codes of musical works, where
the final phrase “tends to the logical-semantic side of the content”
[2, p. 279]. A structural role in the formation of postludes is also
played by the principle of repeatability where motifs echo in other
voices of the score.

In postludes, there is a large number of agogical gradations
where the stroke becomes a full-fledged element of the semantic
dimension and affects the type of dramaturgy of the genre, which in
the works of theorists was called “meditative” (in the terminology
of V. Kholopova), “open” or “disclosed” (in the terminology
of E. Chigareva). Among the main semantic associations of the
term “meditative” there is reflection and concentration, but
meditativeness can be considered a quality of the creative process
itself, with its inherent free flow of thought, self-absorption and
reflection. In postludes, meditativeness is realized with the help
of agogical (dolcissimo leggier, sotto vose, lontano) techniques,
detailed dynamic shades (MF > pp; p > ppp), characteristic
techniques of “overtonal plume” that envelop the after sound
with a sonorous glow, blurring them, which enhance the effect of
“flickering” of thought. Metro-rhythmic features of meditativeness
with imaginary statics acquire the features of internal conflict at the
level of combining clear rhythmic formulas with dispersed, fluid
forms (Triol groups with sounds under the league).

Surprisingly meaningful are the detailed author’s remarks, which
have the most subtle gradations and are a kind of vector of direction
of the listener’s attention, so that it becomes possible to discover
the value of a piece of music, and performing characteristics “enter
the text and become an integral part of it” [3, p. 1135]. In particular,
the marks for slowing down are composer, which has not so much
a functional role as a semantic load; remarks like “insignificant”
rit., temporary m.m., or “modulation of a doubled sound into a
piano tone”, which the author thinks of as a semantic space of
a musical text, and so on. It is in such clarifications, peculiar
quasi-characteristics of the musical text that the semantic space
of V. Silvestrov’s postludes is revealed. Detailed agogics can be
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considered a characteristic feature of postlude as a genre with its
fragility of forms, transparency of texture, static dynamics, plasticity
and continuality of thought.

Elements of musical lexis in postludes acquire not so much
individualized features as sign ones, filling the semantic layer of
the genre. The transparent texture of the composer’s postludes
is read as a sign structure, thanks to which the musical space
becomes dispersed, and the temporal space acquires the functions
of organizing musical material that exists in its own space where
slowing down the sound is perceived not as “sound immobility”,
but as an overtone space. At the same time, individual voices that
have already been heard can be picked up at other textured levels
and continue to echo in different voices in a single pedaled sound.

Linearity is read ss a principle of development of melodic
expressive turnover in the postlude, which, despite stops and
repetitions, synthesizes various musical material, giving it structural
integrity. At the same time, melodic lines do not acquire the
meaning of a separate means of expression, but are organically
“interwoven” into the musical canvas of melodic material, creating
a single sound ensemble. Important characteristics of postludes are
the miniature form, the principle of motivational movement, long
pauses, and a transparent image that has a dispersed structure of
individual voices, which together form a kind of moving statics.
The presence of citations and textual allusions as an important
means of constructing the meaning of a musical text reflects the
specifics of the worldview and the nature of the composer’s artistic
thinking, which has a special type of textual implication.

The composer’s sound is perceived as a psychological
phenomenon and has many gradations of pitch. In particular,
during perception, even its spatial codes are included which allows
acquiring additional characteristics, namely: density, dispersion,
mirroring, concentricity, symmetry, which generally form the
architectonics of the sound space of a musical piece. The composer
refers to images of various signs-icons, both changeable and
fleeting, majestic and unknown, implemented using a variety of
means: duplication of intervals (quart, quint, triton); the effect
of a sound (dynamic) wave; combining a diatonic scale and
using pedalized sound, etc. This is a kind of quintessence of the
composer’s semantic field in which the philosophical problems of
Being are understood by means of music.
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BUSBJIEHHA IIEi BUTO3MIHU K ITPOLIECY
BE3IEPEPBHOI TPAHC®OPMAIIIi TEMU
Y ®OPTEIMNIAHHOMY IIUKIII <METAMOP®O31»
IZKOHA KEMJIXKA

Mema po6omu — po3kpumu 3micm NOWUPEHOI 8 KOMNO3UMOPCHKILL
npakmuyi XX—XXI cmoaimo idei memamopgo3u Ha npuxaadi ¢opmenian-
Hoeo yukay [uc. Ketidwca. Mema po6omu 3ymosuna maki 3a60anHs: okpec-
AUMU  JCAHPOBY NAAIMPY MY3UMHUX MEopie i3 Hazeorw «Memamopgosu,
3’acyeamu xapakmep ymineHHa O03Ha4eHoi idei; Odocaidumu nioxoou 0o
BU3HAYEHHS ABUWA Memamophosu WAIXOM ChiBeiOHeceHHs 0aHOi KOHUen-
Yii 3 HU3KOI YCMANeHUX NOHAMb Y chepi meopemuuHo20 My3uK03HAECMEda,
30Kkpema npunyuny npopocmarns B. I[lpomononosa, mexuixu «cepitinoi ¢pa-
emenmauii», wo Hasodums O. Ipueopenko, a maxoxc mepmina «depusauii»,
do axoeo 36epmaemvcsi M. Apanoscokuil y npayi «My3vikanvHbill mekcm.
Cmpykmypa u ceolicmea»; WAsxXoM UiniCHo20 aHanizy gopmenianHozo onycy
e Ketidoca okpecaumu ocHo6Hi 3acobu supaxcens ioei 6udo3minu y npo-
yeci cmanosaeHHs: Komnozuyii yuxay. Memodoaozia 0ocaioxcenus: cucmem-
HUll Memod — 0ae MOXCAUBICMb chniggiOHecmu 0a2amo8eKmopHy KOMNO-
3UMOPCLKY KOHUEnYito <«memamopgosu» i3 HU3KOW aKMYAAbHUX HOHSIMb
meopemuyHo20 My3UKO3HABCMBA; iICMOPUYHUTI Memo0 — DO3KPUBAE pempo-
CHeKmugy nouwlupeHHs idei memamopgo3u y meopHocmi KoMNO3UMOpIe
XX—XXI cmonimb; memoo cmpyKmypHOe0 aHanizy — 00360459€ NPOCMENCUMU
3a po3eumkom euxionoi memu gopmeniannoeo yuxay Axc. Keiionca, posens-
Hymu 0cooau80Cmi CMAaHOBAeHHS MY3U4HO20 Mamepiary meopy, docaioumu
XapakmepHi 03Haku QyHKyiroeanua npunyuny <«depusayii». Haykoea noeu-
3Ha noaseae 6 00cai0nceHHi idei «memamopghozu», Wo € aKmyasbHor 0ns
meopuocmi komnozumopie XX—XXI cmoaims, euceimaenni ocobaueocmeti
@yukyitosanns «depueayii Ha NPUKAadi CMAHOBACHHS MY3UHHO20 MEKCHY
gopmeniannoeo yuxay Jxuc. Ketidwca “Metamorphosis”, eusenenni xapak-
MepHUX 03HAK (YYHKUIOHYBAHHSA OAHO20 MPUHUUNY 8 KOMNOZUUII MY3UUHORO
meopy. Bucnoexu. Pesyivmamu uyinicnoeo auanizy ¢hopmeniannHoeo uukay
003604410Mb 03HAYUMU BUXIOHY memYy AK MmeMamuuue 0X4cepeso, w0 cmae
O0CHOB010 0415 MY3U4H020 Mamepiany 6cboeo meopy. Cmano8AeHHS KOMNO3UYLT
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ii H08020, 6UO03MIHEHO20 36VHAHHA Y (DIHAAbHIL YACMUHI.

Karouogi caosa: memamopgosu, ides 6udosminu, npoyecyarbHicms, npo-
pocmanns, Hxc. Keiioxc.
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Identifying the idea of modification as a process of continuous trans-
Jformation of the theme in the piano cycle “Metamorphosis” by John Cage

Research objective. The purpose of the work is to reveal the content of the
XX—XXI centuries common in composition practice. ideas of metamorphosis,
for example, on the example of the piano cycle by J. Cage. The purpose of
the work led to the following tasks: outline the genre palette of musical works
called “Metamorphoses”, to find out the nature of the embodiment of this
idea; investigate approaches to defining the phenomenon of metamorphosis
by correlating this concept with a number of established concepts in the
field of theoretical musicology, in particular the principle of germination of
V. Protopopov, the technique of “serial fragmentation” given by O. Grigorenko,
as well as the term “derivation” Aranovsky in the work “Musical text. Structure
and properties”; through a holistic analysis of J. Cage’s piano opus, outline
the main means of expressing the idea of change in the process of forming the
composition of the cycle. The methodology: systemic — gives the opportunity
to correlate the multi-vector compositional concept of “metamorphosis” with
a number of relevant concepts of theoretical musicology; historical — reveals
a retrospective of the spread of the idea of metamorphosis in the works of
composers of the XX—XXI centuries; method of structural analysis — allows you
to follow the development of the original theme of the piano cycle of J. Cage, to
consider the features formation of the musical material of the work, to explore
the characteristic features of the functioning of the principle of “derivation”.
The scientific novelty lies in the study of the idea of “metamorphosis”, which
is relevant to the work of composers of the XX—XXI centuries, highlighting the
Seatures of the “derivation” on the example of the musical text of J. Cage’s
piano cycle “Metamorphosis”, identifying the characteristics of this principle in
the composition of musical work. Conclusions. The results of a holistic analysis
of the piano cycle allow us to identify the original theme as a thematic source,
which becomes the basis for the musical material of the whole work. In this
case, the formation of the composition is a process of continuous transformation
of the theme, which leads to its new, modified sound in the final part.

Key words: metamorphoses, idea of modification, procedurality,
germination, D. Cage.

Bukiaan ocHoBHoro martepiaixy. Cepen Haa3BUYaliHOI piZHOMa-
HITHOCTI TBOpIiB Cy4YacHOI akKaJeMidHOI MY3UKM IMOMiTHE Miclie
HaJIe>XUTh TBOpaM IIifl Ha3Bow «MeTtaMopdo3u», sIKi OKPECIIOI0Th
OIUH i3 BEKTOPIiB y IIMPOKOMY IMPOCTOPI TEeMaTUKUA MY3UUYHOIO
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muctenTBa XX — mouyarky XXI cr. Buxonsguu 3 etumosorii cioBa
(rp. methamorphosis — «nepeTBOpeHHsI», meth (a) — mixc- , nicas,
yeaio 3a — 1 morphe — «(bopMar»), B €HLIMKIIONEIiIX Ta CJIOBHU-
Kax 3MICT MOHMATTS «MeTaMOop¢hO31» BU3HAYAETHCS SIK «IE€PETBO-
pPeHH$, BUAO3MiHEHHS». Y cdepi KOMIO3UTOPCHKUX KOHLIEILIi
IaHWil TepMiH, He3BaXkaloun Ha MOTr0 CEMaHTUYHY CIAaIKOEMHICTD
(miTepaTypHi, OPUPOMO3HABYI AUCLMIUIIHM), CTaB CBOIO pOIY
«CHUIBHUM 3HAMEHHMKOM» IJI Pi3HUX MY3UYHHUX TBOpPiB. Marouu
«CHJIbHE» HAWMEHYBaHHSI, YCI BOHU PO3Pi3HSIOTHCS 3a KaHPOM
(6anet, cumpoHiuHa cloiTa, Bapialii, (popTeniaHHi LIMKIIW i iHILI),
00pa3HUM 3MiCTOM, XYIO0XHbOIO KOHIEMLi€l0, KOMITIO3UTOPCHKOIO
TEXHIKOI0, 110 BKa3y€ Ha OPUTIHAJILHICTh YTiJIGHHSI O3HAYEHOI B iX
HaliMeHYBaHHi imei «metamopdosu». ¥ cwiti benmxamina bpit-
Te€Ha — 1ie MporpaMHe MOCUJIaHHS Ha JliTepaTypHe MeplioiKepeso,
a came noemy OBinist; y dxonHa Keiimka abo Pinima I'macca — 1e
3aroj0BoK ¢opremnianHoro nukiy; y Ilayna Iingemita, Tomaca
Konpos, JleBka Konoay6a it OtropiHo Pecmiri mig 1i€o Ha3BowO
MaloThCsl Ha yBa3i CUMGOHIYHI TBOPU 3i CHiJILHOIO /IS HUX ie€lo
«TIePETBOPEHHS» (3 BUKOPUCTAHHSIM 3alO3MYEHMX TeM Y TBOPaAX
JI. Konony6a, I1. I'inmemira ta T. KoHpos i BIacHOI TeMH y Bapi-
awisix O. Peciri).

SckpaBuii mpMKian YTiIEHHSI OaHOl ilel MOXHa 3HaUTH y
TBOpYocTi JIx. Kelimxa, 1110 yBiillIOB B iICTOPil0 Cy4aCHOTO MUC-
TeLTBa SIK HAI3BUYAHHO SICKpaBUIl HOBATOP i OPUTiHAJIIBHUM eKC-
nepuMeHTaTop. 30Kpema, 3 Moro iM’aM IIOB’s3aHi BIIKpUTTS B
rajaysi TeMOpy, pUTMY, 3BYKOBUCOTHOCTi, (pOpMHM, HOTaLlii TOILIO.
VY cBoiit TBopuocTi Jx. Keiiax 3BepTaBcsl 10 TaKWX MPUHLIUIIB
KOMIIO3M11i1, K noaekadoHisi, TexHika 25-3ByKOBUX XpOMaTHU4-
HUX psOiB, COHOPMCTHKA, ajeaTopuKa, PEHeTUTUBHICTH TOIIO.
ITouaTkoBUM €TarioM OCBOEHHS METOIIB KOMITO3UIIii, MOXK-
JIMBOCTEI oOpraHizalii i pO3BUTKY MY3UYHOIO MaTepiany Oyia
12-ToHOBa TexHika, 3 ocHoBaMu s1Koi JIxx. Keiiaka o3HailoMuB
Bimomuit miaHict P. bynur.

VY cepiliHiii TexHili i3 3acTocyBaHHSIM 12-TOHOBOIO pSIiAy HAIU-
ca”Ha Conata g KiapHeTy-cojo (1933 p.), a TakoxX iHI TBOpU
paHHbOro Tepiony, y sgkux . Keimk BiJIbHO orepye goaeka-
(boHHUM TPUHUMUIIOM (JOIMYCKAE TMOBTOPU, BUKOPUCTOBYE 3BY-
Kopsiou, SIKi He 30iraiotbcs i3 12-toHOBMM psimom Toino). Ilpar-
HYYM CTBOPUTU CBOIO TEXHiKy cepiliHoro mucbMa, JIx. Keitmx
BUHANIIIOB «METOX 25-TOHOBOTO DPSIIY», 3TiMHO 3 SIKUM <«KOXHWIA
rojloc MOBUHEH MiSITU y BiiBEAEHOMY MOMY Jiara3oHi IBOX OKTaB
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3a O0OOB’SI3KOBOI YMOBHU TIOCJIiJOBHOTO BUYEpHaHHS BCiX IBai-
LSITU T’SITA TOHIB (24 + 1), mepiu HixX Oyae DOMYLIEHUI MTOBTOP»
[3, c. 19].

«TexHika cepiliHoi cermeHTalil» (3a Bu3HaueHHsM O. I'puro-
peHko [3, c. 21]) craja HAaCTYyIHMM BHHAXOHOM, IO CIUPAETHCS
Ha npuHUuMNO cepiiiHocTi. Ha 1i ocHoOBi Oynu HamwucaHi ¢opre-
miaHHui Uk «Metamopdosu» (“Metamorphosis”), Tpu m’ecu
11 oyety ¢ieit, Mysuka s AepeB’sSHUX TyXOBUX, BOKaJIbHUI
Uk «[1’9Th TmiceHb IS KOHTPAJIbTO» Ta iHILI OMYyCHU, CTBOpEHI
no kiHusg 1938 p. Y uux TBopax B ymMoBax BiJbHOI moaekado-
Hii KOMITO3UTOP BHUKOPHUCTOBYE ITOBTOPHICTh BUCOTHHUX PSIiB i3
PUTMIYHMM BapiloBaHHSIM a00 PUTMIYHY MOBTOPHICTh i3 3MiHOIO
BucoT. Po3kpuBaiouu cyTHicTh 3a3HaueHoi TexHiku, k. Keitmx
3a3HauaB: «<...> Moe€ rojloBHe 3aBJaHHS TOJSATaJ0 HE B TOMY,
100 3poOUTH psia MOMITHUM, a 1100 3aMacKyBaTu MOTO, HaBiThb
3BaXKalOUM Ha €, 110 BiH OYyB BUKOPUCTAHUI SIK OCHOBAa BChOT'O
merony. s HOCSIrHeHHS LIbOrO S PO3MOMiIMB ABAHAMUSITh TOHIB
Ha HEeBEJIMKi TPYIM; KOXHA Ipyla Maja 3aJIUIIaTACI HE3MIHHOIO,
TOOTO He BapitoBaTucs. S OpaB 1ii IpyIyu TOHIB i po3MillyBaB <...>
3rigHO 3 MepBicHOI0O (opMOI0 a00 iHBEpCi€E UM paKOXoIoMm abo
pakoxoaoM iHBepcii. ¥ KiHIi KOXHOI rpynu Oyau BCi 1ii Bapi-
anTtu» [3, c. 21]. O. I'puropeHko 3ayBaxye, 1110 B TeXHilli cepiii-
HO1 (pparMeHTalii cepisl BiACcTynae Ha OpPyTUil IJIaH, CTAa€E HOMi-
HaJIbHOIO abCTpaklli€lo, a Ha MepIIUid TUIaH BUXOISTh MpUilomu,
3aCHOBaHI Ha MpUHLIMMNAX ¢parMeHTallii (cepiss po3nagaeThbCsl Ha
¢dparMeHTH), peneTUTUBHOCTI (ITOBTOPEHHS (pparMeHTiB) Ta KOM-
OGiHaTOpuKM (KOMOiHYyBaHHSI (pparMeHTiB y pi3Hill MOCiZOBHOCTI)
[3, c. 22].

OnHuM i3 TMOKa30BMX MPUKJIANIB YTiIEHHS 3a3HAYeHUX IPUH-
LIMITIB KOMITO3ULIIMHOI OpraHizalii BUCTyIa€e (opTemiaHHUM UK
“Metamorphosis”, 110 CKIamaeTbcsd 3 I'ITH MiHiaTiop. B ocHOBI
Oro KOMITO3ULIil JIEXXUTh cepist 3 IT’STH 3BYKiB (d —e — h — b — as).
PosropraHHst My3UuHOro MaTepiany IoB’si3aHe 3 6e3nepepBHUM
IPOLIECOM BUIO3MIHEHHSI TEMU — «3€pHa», 3 SKOIO BUPOCTAE
BECh TeMaTW3M LMKIY. li KIII0OYOBOIO iHTOHAIIEID € BUCXiTHUMA
CTpMOOK Ha KBiHTY 3 MOro 3alOBHEHHSM HU3XiTHUM PYyXOM
«ITiBTOH — TOH».

V nepuuiii m’eci Tema Bifpa3y MOAAETHCS B PO3BUTKY (YOTUPU
CEKBEHIIilfHi MPOBEACHHS TEMU Bim TOHIB d, C, €S, g i3 He3MiHHOIO
IHTOHAIIIHOIO CTPYKTYPOIO).
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Mpuxman 1. JIx. Keimk. PopremiaHHWA UK «MeTamop-
dbosun» (c. 10)

METAMORPHOSIS

I JORHM CAGE
194K}

besnepepBHUIl peryasspHUil pyx YBepTKaMU y IIBUAKOMY
TeMIIi, 10 BMKJIMKAE acouialii 3 perpetuum mobile, yTBO-
PIOE HACKPi3HY JiHiI0O PO3rOpTaHHS, y Ky BIUIITAIOTHCS HOBI,
MOXiJHi TeMaTU4Hi BapiaHTU. BOHU yTBOPIOIOTHCS 1UISIXOM 3BY-
KOBMCOTHHUX 3MiH Ta PEriCTpOBOro pO3TalllyBaHHSI TOHIB TEMH,
HE3HAYHOI'o BapiloBaHHS iI iHTOHALIMHOI CTPYKTYpM, iHBEpCii.
Takum crmocob6oM HOBI BapiaHTX Te€MU ITOCTYIIOBO BigAassiIOThCs
BiJl CBOro II€PBICHOIO BUIJISILY i caMi CTalOTh iHTOHALIMHUMU
3epHaMM, IO MOPOIXKYIOTh HOBi TeMaTUYHi YTBOpEHHs. 3ara-
JIOM, MpolleC «TeMaTu3allii» OXOIUIIOE BCIO MY3UYHY TKaHUHY
TBOPY — Y il FOPU3OHTAILHOMY, AiarOHAJIbHOMY Ta BepTUKaJb-
HOMY BHMipax, a caMe:

1. OmHoroJjioccsl Ta KOMIUIEMEHTApHE JBOroJIOCCsl B MEPLIOMY
po3IiJli, y pamMKax SIKOr0 KOMIIO3UTOP PiBHOMIpHO pPO3MOisie
«MOOUTBHI» CEerMeHTM TEeMH, IO IIepeOyBaloTh Yy IIPOILECi pO3-
BUTKY.

2. AxopmoBa Ta roMo(OHHO-rapMoHiyHa (YMOBHO) (akTypa
CepEeIHbOTO PO3ILIY IIOCTAE CBOEPIAHUM CTPYKTYPHUM LIEHTPOM
MY3WYHOI TKAHWHU TepIIOoi YaCTUHU LUKy (T. 43).

3. KoMmieMeHTapHe ABOrOJOCCS B PEIPU3i.

3a3zHauuMo, 1110 (hakTypHa opraHizailis mepiuoi I’ ecu BUOya0-
BYETBCSI 32 KOHLIEHTPUYHUM MPUHLIMIIOM — Bifl OAHOTOJOCCS 10
aKOPJOBOI0 BUKJIAMy 3 HACTYITHUM IMOBEPHEHHSIM 0 OJHOTOJIOCCS.
BoaHouac y pe3ynbrarti 6e3rnepepBHOr0 OHOBJIEHHST TTOPOIKYETHCS
3HAYHa KiJIbKICTb MOXiIHUX BapiaHTiB OCHOBHOI TEMM, 1110 BILIiTa-
I0TbCS Y MPOLEC TEMAaTUYHOTO PO3ropTaHHS Mepiioi «Mertamop-
(posu». Ile BinOYBa€eTbCS 1UISIXOM KOMOIHATOPHUX MEPECTaHOBOK
TOHIB T€MHM, 3BYKOBMCOTHOIO Ta PETiCTPOBOroO BapilOBaHHSI.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 95

Jpyra m’eca UMKIYy Ma€ CHOKiIMHUI XapakTep (4YeTBepTHa
HoTa = 184). BoHa poO3MOYMHAETHCA 3 BUKIIALy TeMHU Yy 30iJib-
LIEHHI (Bil TOHY €S) i TOMOBHIOETbCSI HOBUM MOTUBOM, NOOY10Ba-
HUM Ha IyJIbCYIOUOMY PUTMi iHTOHAIlIil Majoil CeKyHau (T. 3)

Mpuxman 2. JIx. Keitmk. @opTenmiaHHMI IMKI «MeTamop-
dosm» (c. 16, Tr. 1-3)

Il
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Lleit MOTMB BMKOHYBaTHME BasKJIMBY HACKPi3HY POJb Yy KOM-
no3uilii BChoro popTeIriaHHOro LUKIy. Y apyriit «Metamopdo3si»
TeMa-iHBapiaHT OTPUMYE HOBE METPOPUTMiuHe BupileHHs. Ha Bia-
MiHY Bill Je110 OJHOMAHITHOI IyJibcallil BUXiTHOI TeMU, PUTMiyHa
Ooprasizallisl i€l IT’ecH BiIl3HAYAETHCS OUIBIIOI0 CKJIAAHICTIO Ta Pi3-
HoMaHiTHicTio. [lepeminnuii po3mip (7/4—5/4—6/4—3/4—5/4...),
CUHKOITOBaHUI PUTM, PUTMIiuHi (irypu 3 HEpPiBHUMU TpPUBAJIO-
CTSIMU B po3Mipi 7/4 — yce 1ie Haga€e 3By4YaHHIO TEMU T'POTECKHOIO
xapakTepy (1110 0co6J1MBO BiTUyTHO B TT. 35—39).

OCHOBOIO TEMaTUYHOTO PO3TOPTAHHS APYroi IM'€CU BUCTYMAE
MaJIOCEKYHI0BUII MOTUB (T. 3). Y mpolleci po3BUTKY BiH 3a3Hae€
PI3HMX iHTOHAIIITHMX TTEPETBOPEHB: TTONAETLCS Y BEPTUKATBHOMY
Bursiai (4. 4, M. 7) Ha KOHTPACTHIM AMHAMILli, 11O PETYJISIPHO 3Mi-
HIOEThCS Bin p no ff (1. 13—14).

Mpuxman 3. Jx. Keiimk. @opTenmiaHHMI IMKIT «MeTamop-
dosm» (c. 16, 1. 11—17)
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VY HacTtymHOMY NepeTBOpEeHHI iHTOHALS M. 2, 11O JIEXWUTh B
OCHOBi MOTHBY, YHACJiOK OOEpPHEHHSI MEepEeTBOPIOETHCS HA B. 7.
Y Ttakomy Burisiai 1ieid BapiaHT MOENHYEThCS 3 BUXiTHUM MOTHU-
BOM i OJJHUM i3 TpaHC(OPMOBaHUX BapiaHTIB 3aroJIOBKOBOI TeMU
mukiy (tr. 15—16). Ille omnH BapiaHT LIOTO MOTUBY ITOB’SI3aHUIA
i3 fioro TpaHcdopmaiieo M. 2 y M. 9 (1. 19, 23).

IMpuknan 4. JIx. Keiimpk. @oprenianHuii LUK «MeTaMop-
do3un» (c. 17, 11. 18—23)

Tema-inBapiant «Mertamopdo3», sika Oyia TpeAcTaBieHa B
Meplliil m’eci, po3ropTa€Tbcs MPOTITOM YChOI'O LIMKITY B yC€ HOBUX
BapiaHTax. OmHi 3 BapiaHTiB MOBTOPIOIOTH PUTMO-iHTOHALIIHY
CTPYKTYpY iHBapiaHTy, iHIIi 3HAYHO OHOBJIOIOTHCS PUTMIYHO i
3BYKOBHMCOTHO (TT. 36—39, HM3XigHmi1 BapianT — TT. 59—60).

Mpuxman 5. JIx. Keimk. PopremiaHHWN MK «MeTamop-
dosu» (c. 19, T1. 59—62)

a— —

3arajoM B OCHOBi PO3rOpTaHHsS TEMaTUYHOTO MaTepiany
Ipyroi I’€cu JIEXKUThL Mpollec Oe3mnepepBHOI 3MiHM BCiX mapa-
METpPiB CTPYKTYpU TeMU-iHBapiaHTy (Ha piBHi 3BYKOBMCOTHO-
CTi, put™My, (akTypu, pericrpy, AMHaAMiKd) i HOBOTO MOTUBY,
SIKMI 3 BJISIETbCSL Yy Hpyrid m’eci. OTXe, Ha B3a€EMOJil LMX
JBOX TEMAaTUYHUX KOMILIEKCiB MOOyIoBaHa KOMITO3UIIisl APYToi
«MetaMmopdosu».
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Ha mnouyaTky TpeTboi Im’ecM LMKIY iHTOHAliliHA CTPYKTypa
TeMU-iHBapiaHTy BUCTYIIa€ B HOBOMY BUIJISIAI. 3aCTOCYBaHHS MPU-
oMy iHTepIoJsLii (3aMiHa TOHY fHa a), KOMOiHAaTOPHOI IepecTa-
HOBKHM 3BYKIB i3 MiJKPECAEHHSIM XO/iB Ha TPUTOH Y MOEMHAHHI 3
HU3bKKUM PETIiCTPOM Ta MOBIJIbHUM TEMIIOM HaJlaloTh T€Mi 3arai-
KOBOTO, TAEMHUYOTO 3ByYaHHS.

IMpuknag 6. Jx. Keitmk. @oprenianamii uuki «MeTtamop-
do3m» (c. 20, 1. 1—4)
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YacoBuil BUMip TeMaTUUYHUX MEPETBOPEHb Ma€ 3MiHHUM
xapakTep. Lle sickpaBo MpOSIBISIETLCS y BapiaHTHiN 3MiHiI MeTpo-
pUTMY B KOXHOMY TaKTi IMOMApHO OPraHi30BaHOI TAKTOBOI CTPYK-
typu: 11/4—10/4—11/4—9/4—11/4—8/4—11/4—7/4...1/4. 3Beptae
Ha cebe yBary peryJsipHiCTb 4yepryBaHHs CTaOiIbHOIO i MOOiIb-
HOI'O €JIEMEHTIB 1Ii€i YMCJIOBOI IIpOrpecii, ae cTaOUIbHUM 4Yie-
HOM Tiporpecii Buctynae poamip 11/4 (mepmuii y KoxXHili mapi
TaKTiB), TOHi SIK y KOXHOMY IPYyroMYy TaKTi BiIOyBa€eTbcsl 3MiHa
pPO3Mipy 3 MOCTYNOBUM 3MEHILEHHSIM MOKa3HUKa Ha MiHyC OIUH
Yy UYMCEJIbHUKY OpoOy, SIKUM ITO3HAYAETbCS DPO3Mip, — 3arajiom
Bim 11 no 1 (11/4—10/4; 11/4—9/4; 11/4—8/4; 11/=7/4; ... 1/4).
Otxe, €mHicTh i OaraTOMaHITHICTb (TOTOXHICTh i KOHTpAcCT, 3a
b. Acad’eBuM), MpOSIBJSIIOTBCSI Ha BCiX PiBHSAX — KOMITO3UIIiN-
HOMYy, iHTOHaIlilHO-TeMaTUYHOMY, a y AaHOMY BUMAAKy — Ha
PiBHi pUTMiYHOI OpraHizaliii TBOpy.
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KoHTpanyHKTOM [0 TeMM-iHBapiaHTy BUCTYMNAlOTh MOXiIHi
BapiaHTU Majlo CEKYHIOBOIO MOTUBY IPYToi IT’€CH, 3aBASIKU YOMY
YaCTUHU LIMKJTY iHTOHALITHO MOB’SI3YIOThCSI OAHA 3 OJHOIO.

TeMaTnyHUM 3€6pHOM YETBEPTOI II'ECU CTA€E HACKPIZHUI Majio-
CEeKYHIIOBUI MOTUB Apyroi «Meramopdosu». Ha iforo ocHOBi
YTBOPIOIOTbCSI HU3XiAHI TaMOITOAiOHI macaxi, BUKJaAEeHi api0-
HUMU TPUBAJIOCTSMU. 3aBASIKM LIBUAKOMY TeMIy (uBepThb = 208)
i BapiloBaHHIO NTMHAMiKM 3By4YaHHSI HaOyBa€ >KBaBOro, CKeplO3-
HOTO XapakTepy.

IMpuknang 7. JIx. Keiimpk. @oprenianHuii LUK «MeTaMop-
dozun» (c. 24, 11. 1-2)
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I’ata m’eca «Metamopdo3» k. Keiimka opraHiyHO BILIi-
TAEThCS B PO3ropTaHHs (hopTemiaHHOro LUKJY 3aBISKWA iHTOHA-
LiMHUM 3B’SI3KaM 3 MOIIepeIHIMU YacTMHAMM. 30KpeMa, BaroMy
poJb y 1l TEeMaTMYHOMY MaTepiaii BiirpaloTh raMonoaioHi xoau, a
TaKOX CEKYHIOBi iHTOHAIIil YeTBEPTOi IT’ECH.

BoaHouac ocHOBHa TeMa LIMKIY BUCTYNA€ B PEIyKOBAaHOMY
BUTIJISAAL: 3 HEl BUOKPEMITIOETHCS 3aAKIIOUHUI MOTUB (Xi «ITiBTOH —
TOH»), SIKMiA 3aBASIKM HOBOMY PUTMiYHOMY O(OPMJIEHHIO Ta KOM-
OiHyBaHHIO TOHiB CTAaHOBUTb HOBY MOTMBHY CTPYKTYpY, 1O CTa€
TeMaTUYHMM 3epHOM IIi€l MiHiaTiopu. I3 11bOrO 3epHa «IIpopocTa-
I0Tb» HOBi BapiaHTu TeMu. CaMe Ha PO3ropTaHHi MOXiZHUX TeMa-
TUYHUX YTBOPEHb Ta IixHIX MoaM(ikalisx 0a3yeTbCs 3aKo4yHa
yacTuHa «Metamopdo3».
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Mpukman 8. Jx. Keiimk. @opremiaHAMiA TMKIT «MeTamop-
do3u» (c. 28, 1. 1-7)
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Otxe, BuximHa TeMa ¢opreniaHHoro uukiny JIx. Keiimka crae
TEMAaTUYHUM JXKEPEJIOM, 3 SIKOTO MOXOIUTh BECh MY3UYHMIT MaTe-
pian TBopy. CTaHOBJIEHHSI KOMIIO3Ullii SIB/ISIE COOOIO IIpoliec 0e3-
MnepepBHOI TpaHC(opMallil TeMHu, 110 IPUBOAUTH OO ii HOBOTO,
BUI0O3MiHEHOrO 3ByYaHHs Y (DiHaJAbHIN YaCTUHI.

Otxe, B OCHOBi mpolecy TpaHcgopMallii TeMu y dopTermiaH-
HoMy Lk [x. Keiimka jrexxaTs Taki IPpUHIMIIM My3UYHOTO PO3-
BUTKY:

1. IMpunuun npopoctanHs (B. IIporononos), 3rinHO 3 SIKUM
TeMaTU4YHe SIpO Ta MOro MOXiAHi BapiaHTH, 1[0 YTBOPIOIOTHCS
y Tpoleci pO3BUTKY 3aBAsIKM TOCTiMHiIi He3Ha4yHill BapiaHTHil
3MiHHOCTIi, HiOU «IIPOPOCTAIOTh» i3 TEMATUYHOTrO JKepenia i 37u-
BalOTbCSl B €MHE 1IiJIE.

2. TexHika «cepiiiHOi dparmeHrauii» (3a BU3HAYEHHSIM
O. I'puropeHkKo), KOMIO3UTOP PO3KPMBAB CYTh SIKOI Ta 3a3HAyaB:
«<...> Moe€ rojoBHe 3aBIaHHs IOJISITajo HE B TOMY, 11100 3poOUTH
pSa IIOMITHUM, a 1100 3aMacKyBaTHy Oro, HaBiTh 3BaXkKalo4u Ha Te,
110 BiH OYB BUKOPUCTAaHMI SIK OCHOBA BChOro Metomy. Jis mocsr-
HEHHS 1bOTO 1 PO3MOIiIMB ABAHAILISITL TOHIB Ha HEBEJIMKi IPYIH;
KOXHa rpyna maja 3ajJMIlIaTUCs He3MiHHOlO, TOOTO He BapiroBa-
THCA. Sl OpaB 11i rpynu TOHIB i po3Mmillas <...> 3rigHO 3 MEPBICHOIO
¢dopmoro abo iHBepCi€o UM pakoxogoM ab0 PaKOXOIOM iHBEpCii.
V KiHIi KOXHO1 Tpynu Oyau Bci i BapiaHTtu» [3, c. 21].

3. 3B’s3aHIiCTh yCiX CKJIAJ0BMX YAaCTUH TEMATUYHOrO Marepi-
aimy “Metamorphosis” JIxx. Kelimxka, sSIKi mOXoasTh OXHA Bim OgHOI



100 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

Ta SBJISIIOTh COOO0 HAOYHUIA TIPOLIEC TTEPETBOPEHHS OJHIET CTPYK-
TypM Ha iHIIy, BiAIOBiZa€ AMHAMIYHOMY TIPOLIECY CTAHOBJICHHS
MY3UYHOIO TEKCTY, 03HaUeHOMY M. ApaHOBCHKMM 3a JI0OIIOMOTOI0
MOHMTTS JIiHrBicTa BikTopa XpakoBChbKOTO «AepuBallisi», il SKUM
po3yMieTbes «<...> MEPETBOPEHHS ONHIEl CTPYKTYpU Ha iHLIY, 1€
HOoXigHA CTPYKTypa 3a CBOIM IpaMaTMYHMM CTaTyCOM i CEHCOM
BiIpi3HIEThCS Bil BuXimHOi» [1, c. 94.]

Y ¢oprenianHHoMy LMK «MetamMopdo3u» YTUIMIKCS XapakK-
TE€pHi 0cO0IMBOCTI KoMno3uuiitHoro Merony . Keiigxa, mop’s-
3aHi 3 OHOBJIEHHSM A0JeKaOHHOI CHCTeMHU, BUKOPUCTAHHSIM
TEXHIKM CepiliHOi (pparMeHTallii, 3aCTOCYBaHHSIM KOMOiHATOPUKU
K BaXJMBOrO YMHHMKA TpaHcdopMallili i OHOBJIEHHSI MY3WY-
Horo Marepiany. IlociigoBHe MpoBeAeHHSI MPUHLUIY KOHCTPYK-
TMBi3My, IO IMPOCTEKYETHCSA SIK y CTPYKTYPHill SICHOCTI, pailio-
HaJIbHiIi BUBIpEHOCTi MY3UYHOI TKAaHWMHU, TaK i B JOBEPILIEHOCTI
MYy3U4HOI (POPMM, CBOEPIZHO ITOEMHYETHCS 3 OCOOJIMBOCTSIMU
MY3UYHOTO PO3BUTKY 3a TMPUHIIMIIOM OpraHiuHOI Mporpecii, 110
MIPUBOINTE IO TTOCIiIOBHOTO HAPOIIEHHS TeMaTUIHOTO MaTepiaty
y IpOLIECi CTAHOBJIEHHSI KOMITO3U1Iil (DOPTEIiaHHOIO LIMKITY.

V xapakTepucTULi KOMIO3ULIHOI TeXHiIKM, IIPOIEMOHCTPOBA-
Hoi [x. Keitmkxem y «Meramopdo3ax», MOXHA 3pOOUTHU CIIPOOY
BUUTH Ha MIKIUCUMILTIHADHUIA piBEHb O3HAYEHOI IIPOOJIeMaTUKN
Ta MOPIBHATU NMPUHUMMNN POOOTH aMEPUKAHCHKOIO KOMIIO3UTOpa
i Hizepnanacekoro rpagika M.K. Emepa (1898—1972 pp.), Bino-
MOTO MepeayciM CBOIMU KOHIIENTYaIbHUMU I'paBlOpaMU Ha AepeBi
1 MeTaJli (XapaKTepHOIO PUCOIO0 «CIOXKETiB» SIKUX € BUSBJIECHHS Pi3-
HOTO pOIy IapamoKciB, adCypay, iIi03ii, 3 aKIIEHTOM Ha CMUCJIO-
Bili 0araTo3HaYHOCTI 300paXyBaHOTO MaTepialy), a came 3 Horo
TpbOMa IaHOpaMHUMU JiTorpadisamu «Metamopdo3u» y Mo3za-
{YHUX TUIOMIMHAX, Y SKMX TIPEACTABICHUNM HACKPIi3HUI IIpoliec
TpaHcdopMallili BUXiTHUX TeoMeTpUYHUX (OpM Ta IX mepexomy B
OiNbII KOHKpETHi (TIpeaMeTHi) obpas3u (3me0inbiioro 300MopQHi
1 aHTpormoMop(Hi).

Y knusi «I'emens, Emrep, bax: 1sg O6e3kiHeuyHa OJMcKy4da Tip-
JISHOa» aMepukaHcbkoro ¢isuka /JI. Xoduraarepa rpaBiopa
«Meramopdosza II» M.K. Emepa mnopiBHIOETbCS 3 oOpa3amMu
0Ee3KiHEeUHOTO PyXy, SIKU TaKoX 300paxkKye€ThCsl B MOro KapTUHI
«[Timitom Ta cmyck» [6, c. 45]. d. Xodmranrep MpoBOAUTL aHa-
Jorito Mix «Meramopdo3zoto II» i My3UKOIO Ta MOCUIAETHCA Ha
TBOopuuit gopodbok M.C. baxa. 3a itioro cioBamu, rpaBpopa «<...>
Tpoxu Haragye “Canon per tonos”: Bigxoas4u Bce maii i maii Bif
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MMOYaTKOBOTO MYHKTY, MM HECITOIiBAHO MTOBEPTAEMOCS J0 IMOYATKY.
V mnonmnax «Metamopdo3u» yXe € HaTdK Ha Oe3KiHEYHICTh,
nporte iHi KaptuHu Elepa sBisitoTh e Oifiblil CMiIMBI 00pas3u
Oe3kiHeyHoro» [6, c. 45].

BapTo 3a3HaumMTH, 110 IIOCTYIIOBA 3MIiHHICTh Ta OesIKa «HAOY-
HIiCTb» 3MiHM MOYAaTKOBOI CTPYKTYpU (Bi3yaJbHOI, reoMeTpuu-
Hoi B M.K. Emepa i1 aynioBidyanbHoi, 3BykoBoi y JIxx. Keiigxa)
30/IVKYIOTh TBOPYi MeTOAM 000X MUTLIB y IIPpEeICTaBJICHMUX TBO-
pax. JlaHi 0cOOJMBOCTI BigjoOpaXaroTh CXOXKICTh KOHLIEIILii MeTa-
Mop¢ho3 B 000X LMKIAX II0J0 PO3YMIHHSI caMoi imei BUOO3MiHU
SIK TOCTYIMOBOI0, 0€3KiHEUHOro MPOLECY KOpiHHUX TIEPETBOPEHb
BUXiIHOT CTPYKTYpM, 110 i BU3HAYAIOTh iicl0 Memamopgo3u sIK
Mpolecy KapAMHAIbHUX BUIO3MiH BUXiTHOIO MY3WYHOTO Mare-
piany, pe3yabTaToOM SIKUX CTA€ MOsIBa MOXiHOIO, HOBOTO TEKCTY.
3 mo3uuiii MiKAUCUMIUTIHApHMX TeHaeHLiin XX—XXI cr. momo
SIBUIIIA TEKCTY KOHIIEMIIiSI MeTaMop(o31 BOAYAETLCS OOIIMPHOIO
BiXOl0, III0 MOXE CTaTH CHiJIBHOIO JAHKOIO VISl O3HAYEHHS aKTy-
aJIbHUX MPOOJIEM COLIIOKYJIBTYPHOTO MOJIS.

IMpuxnan 9. M.K. Emep. «Metamopdosu 11»

Po3risiHyTi TeopeTWuHi acmnekTW KOHUenuUii meTtaMmopdo3u
BUCBITIIIOIOTh i1 0OaraToBeKTOpHicThb. Llg mpoOsema OXOIUTIOE
LLIMPOKE KOJIO MUTaHb, Cepell IKUX MOXHA BUOKPEMUTHU:
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1. HoBi TeHaeH1il y cgepi KOMIOHYBaHHS My3UYHMX TBODiB
XX—XXI cT.

2. Creuudika TeMaTMYHOI OpraHisailii OMmyciB y TBOPUYOCTi
KOMITO3UTOPiB MUHYJIOTO CTOJIITTSI Ta Cy4aCHOCTI.

3. V xomno3unisx II. I'inemira, JI. Komoayb6a, T. Konpos,
B. JTtoTtociaBcbkoro — mpobJieMa B3aEMOJIil «CBOTO» Ta «4yXOT0»
TeKcTy (110 BUCBITIeHa y mpausix M. ApaHoBcbkoro, A. IIIHiTKe,
10. KpicreBoi I iHIIMX), (opMaMM 3aIllO3UYEHHSI MY3UYHOTO
MaTepiaiy i crirocobaMu MOro IepeTBOPEeHHSI.

Metamopdoza gK gBUIlE i MOHSTTS akTyajlbHa Ijag XX Ta
noyatky XXI CT., IIpo IO CBiZYUTH ii IMOIIMPEHICTbh Y KOMIIO-
3UTOPCHKil MpakTUIli Ta My3MKO3HABUMX poOOTaX. 3Baxarouu
Ha 1le, JaHa KOHLEIMILisI MoTpedye TeOpeTUUHOIo OOIPYHTYBaHHS
Ta TOJAJbIIOr0 BCEOIYHOrO BUBUEHHS, alXe liell TepMiH Mae
JaBHIO iCTOpilo BXuBaHHS (rmoemu OBinis, Amynes, npaui I. I'ere,
K. Jlinnes, TBopu M.K. Emepa, II. Ilikacco ToIio), a Takox
yCTaJieHe CMUCJIOBE 3HAY€HHS, 110 J03BOJISIE BUKOPMCTOBYBATU
oro gk y creuiajiizoBaHiii cpepi TeOpeTUUHOro My3MKO3HABCTBA,
TaK i B MDKOUCUUIUTIHADHUX, iHTepMediaJlbHUX dOCJIiIKEeHHSIX
AKTyaJIbHUX COLIIOKYJBTYPHUX, MUCTELIbKMX mpodsieM XX—XXI cT.
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COMPARATIVE LINGUISTIC APPROACH
FOR IMAGE ANALYSIS OF EURYDICE CHARACTER
IN “ORPHEO AND EURIDICE” BY K. W. GLUCK
IN THE FRENCH AND ITALIAN VERSIONS OF LIBRETTO

The purpose of this work is to emphasize the importance of the comparative-
linguistic aspects in the interpretation and understanding of the main character
as well as of the language-dependent nuances, emerging upon a change of the
language of the libretto. Such aspects are highlighted here on example of two
Roman languages, French and lItalian, as provided by the two versions of the
libretto for the opera by K. W. Glick “Orpheo and Euridice” in Viennese
(Italian) and Parisian (French) editions. The methodology of the present work
hinges on a suitable combination of the musico-textological and the comparative-
linguistic approaches, as well as of the semantico-interpretative analysis, and
also presumes a development of an interdisciplinary dimension in the musicology.
The Euridice characters in the two above mentioned editions will be compared
on the basis of the analyses of the librettos and also by taking advantage of the
statistical approach developed by Max Reinert. The latter invokes the notion of
the number of occurrences — a repetitive usage of the same word, a synonyme
or an expression, their valencies and the HAPAX percentage, which characterise
a richness of the given language. The scientific novelty of our study consists in
a development of a new approach based on a comparative-linguistic approach
to the analysis of a character of an opera work which is accompanied by the
Max Reinert methodology embodied in the IRaMuTeQ software. Conclusions:
The analysis of the libretto of “Orpheo and Euridice” by K. W. Gliick with
the controllable parameters such as the timeframe, style and musical material,
supported by statistical analysis, permits us to argue that the language itself
strongly effects the interpretation of a character even in case when two languages
belong to the same group. This opens dimensions in the analyses of opera
librettos with the aid of statistics and underlies an importance of a textual unit as
a fingerprint of a national identity in building up a scenic character.

Key words: opera image, Orfeo ed Euridice, Orphée et Eurydice, Gluck,
comparative analysis, linguistic analysis, statistics, textual unit.
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Owanina Anacmacia, maecicmp mysuunoeo mucmeymea Odecokoi
HayioHanvHoi my3uuHnoi akademii imeni A. B. Heocoanoeoi, macicmp
coyianvHux Hayk Yuieepcumemy I[lapuic-/lexapm

Ilopiensaavno-ainegicmuunuii  nioxio inmepnpemauii o6pasy Eepidixu
3 onepu «Opcpeii ma Espidika» K. B. I'nloxa y ¢ppanko ma imaiomoenux
pedaxuisax aibpemo

Mema pobomu noaseac y 6U3HAYEHHI BANCAUBOCMI NIH2GICMUUHO20
acnekmy 6 nepedaui oneprHoeo obpasy i eiOMiHHOCmelU, w0 cnocmepiea-
ombesa npu 3MIHI Mosu Aibpemo, 30Kpema npu NopieHAHHI aibpemo, Hanu-
CAHUX HA 080X POMAHCHLKUX MO08AX, (PAHUY3bK0l0 ma imanilicbkow, Ha
npukaadi 00no2o obpazy, ase 6 060x pedakyiax aibpemo: O6pa3zy Eepi-
diku 3 onepu K.B. I'nhoxa «Opgheit ma Eepidika» y Bidencokiili pedak-
yii (imaaiicokor moeor) i Ilapuzvkiti pedakuii (Qpanyy3vKow M08010).
Memodoaocia cmammi 3ymoeaeHa 3 €OHAHHAM MY3UUHO-MEKCMOA02IHHO20
ma KoOMRapamuHoeo AiHegiCMuYH020 nioxodie, 3a60aHHAMU CEMAHMUYHO20
UHMepNPemamugHo20 ananisy, nepeddbauae po3eumox iHmepoUCyUnAiHap-
HO20 Hanpamky mysukosznaecmea. Obpas Eepidiku y deox pedakuisx 6yoe
nopienroeamucs 3a 00NOMO20I0 AHAAIZY AiOpemo, NOCMAHOBOK, A MAKO0MNC
3a 0ONOMO20K CIMamucmu4Ho2o ananizy memooom Max Reinert 3a Kinbki-
cmio OKKypeuuii, mobmo noemopié 00H020 €084, CUHOHIMA abo eupasy,
ix eanenmnocmi i eiocomxka HAPAX- mobmo mux caie, ki 00H020 pasy
3ycmpiuaromocsa 6 mekcmi i daroms iHghopmayiro npo epamamuyHi QyHKYiL,
eKasyroms Ha b6aeamcmeo mosu. Haykoea mnoeusna danoeo docaidicenus
noaseae 6 Ho8omy nidxodi 0o ananizy onepHoeo 06pasy, 3aCHOBAHOMY
HA KOMNApamueHO-AIHe8ICMUYHOMY AHANAI3I MEKCmy ONepHO20 MEopy.
Y Oaniti pobomi euxopucmogyemocs NPUHUUNOBO HOBUL CMAMUCMUUHUL
mMemod auanizy oanux 3a donomoeoio cucmemu Max Reinert 6 npoepami
IRaMuTeQ. Bucnoerxu. Buguenns aibpemo onepu «Opgeti ma Eepidika»
K. B Iioka 3 KOHMPOAbOBAHUMU NAPAMEMPAMU enoxXu, CMUAl, KoM-
nosumopa i My3u4Ho2o mamepiany, niOKpinieHe cmMamucmMuvHUM QHAAI-
30M, 0036045€ cmeepadxucy8amu, w0 C108eCHA MO8A 6NAUBAE HA nepedauy
ONnepHo2o 00paszy Haeimv y paszi GUKOPUCMAHHA 080X MO8 POMAHCbKOI
epynu (ppanuyysvkoi ma imaniiicekoi), wo iOKpUBAE HOBI NepcneKmusl
Y GUBHEHHI ONepHuUx Aibpemo 3a 00NOMO20K) CMAMUCMUKU MA AKUEeHMY€
yeazy Ha 6ajcAu8ocmi cA08a K Mapkepa HAUIOHAALHUX puc y no0ydosi
onepHo2o o6pasy.

Karouoei caosa: cro6o, 06pas, nopieHsavrull aHanis, AiHeGiCMuUYHUL aHA-
i3, Opgheii ma Espidika, K. B. Ik, Eepidika.

The novelty of this study consists in underlining the importance
of the linguistic aspect in the transmission of an opera character
and in emphasizing the differences which emerge upon a change
of a language of the libretto. The paper is based on the hypothesis
that an opera character is a combination of multiple factors,
and one of those is the spoken language, which is embodied is
operatic libretto. Respectively, if a language changes, the opera
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character will be different, because any language carries in itself
some historical, cultural and psychological aspects, transmitted by
linguistic artefacts, grammar, orphoepy.

The purpose of the research is to determine the importance of
the linguistic aspects in the transmission of the opera character
and to explain differences observed upon a change in the language
of the libretto, in particular through a comparison of two librettos
written in two Roman languages, especially Italian and French.
As example in this study, the character of Eurydice in Gluck’s
opera ‘Orpheus and Eurydice’ will be used in two redactions:
Vienna version in Italian and Paris version in French.

The main content of the work. The opera character combines
in itself multiple factors, and one of those is the spoken language,
which is embodied is operatic libretto. Respectivly, if a language
changes, the opera character will be different, because any language
carries in itself some historical, cultural and psychological aspects,
transmitted by linguistic artefacts, grammatics, orphoepy. As it
was showed in the previous paper Comparative linguistic approach
for image analysis of Manon character in operas of Puccini and
Massenet [in press], the language effectively affects the building of
an opera character, even in case when two languages belong to the
same linguistic group with same roots, grammatical structure and
historical past. The comparative analysis of Manon’s character
from Puccini and Massenet operas has shown big differences
in the image of Manon in French and Italian opera. However,
there can be many explanations for such a difference in addition
to the linguistic factor: historical and social context, personality
and stylistic traits of the composer. To control these parameters,
in this work was taken the same musical material but in two
editions: Vienna and Paris edition of Gluck opera ‘Orpheus and
Eurydice’ — French one and Italian one. The myth of Orpheus
and his wife Eurydice was set out in 2 chapters in the ‘story of
heroes’ — ‘Orpheus in the underworld’ and ‘Orpheus death’. The
most famous episode is the legend of Orpheus’s journey to Hell
to take his wife Eurydice [7]. The myth of Orpheus is full of
themes about life, death and the afterlife that are present in myths
and legends also from Central Asia. Orpheus, as a hero, that is
a demigod, carries in the collective mind the idea of affective
conflicts (loss, mourning) and the possibility of communicating
with the world beyond the graves. The failure and the secondary
loss of Eurydice carries the moral of the fact that neither man
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nor even demigod have power over the death, and humanity is
passive; acceptance is the only option left to humanity.

Max Muller (1874), cited by Bugard has also interpretated the
symbolic of Eurydice’s death on the basis of the ethymology of the
names: for him, all the names which begins with -uru in sanskrit,
and traduced -euru in greek etymologically in all the myths are
connected with sunrise and sunset (cycles) [1]. Also, the name
‘Orpheus’ in found in the greek ‘orph’ — a darkness, which can be
opposed to Eurydice. So, the myth uses the symbolic of the solar
cycle of day and night, the resurrection of Eurydice is a symbol of
a new day and her death is the one of the night. This cycle can be
comparable with the birth and death of a human (it is also possible
to think about the role of Eros — Amore, who doesn’t exist in the
basic myth but was added after and has the same semantic particle
-euru as Furydice and symbolises Love, Sunrise, Birth [15]. The
name of a character gives from the beginning some characteristics
of an image. About Eurydice, she is, despite the lyrical, lamentous
line of her part, the personification of a dawn, light, resurrection.
Her character is related to tenderness, calmness, flare-up of hopes.
The fact that Eurydice’s death was due to a snake bite is also very
symbolical — the symbol of a snake in the mythology and historical
context and collective subconscious is very strong (we can remember
the Quetzalcoatl in aztecs mythology, or the story of Adam and Eve
and the Tentation, which is the basis in most christian religions)
and correlate with danger and evil. Also, the snake is a symbol of
rebirth, since it has an ability to crawl underground, in which the
dead are buried and crawl out of the same land, as if reborn. The
snake Ourobouros (snake, which bite himself by the tail) emphasises
the cycle and to a certain point immortality [1].

An interesting opinion was expressed by Estekhina, who quotes
Tsvetaeva and accentuates Eurydice’s desire to rest in the Hell
[11]. Tsvetaeva, in her letters to Pasternak (1926) supposed that
Eurydice didn’t want to be disturbed in Elysium and the fact of
Orpheus’ turning to her was a manipulation made by Eurydice in
order to stay in her world.

The myth of Orpheus and Eurydice was used multiple times in
music: we can count 48 operas and ballets, from Monteverdi to
Stravinsky, 16 instrumental parts and cantates, 10 theatrical pieces
(most of them are in French) and around 20 paintings.

The premiere of K.W. Gluck’s 3-act opera ‘Orpheus and
Eurydice’ based on the libretto of R. Calzabidgi was held in Vienna
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the 5th of October 1762 [17]. The opera consists of three acts, with
a transversal and gradual development, and begins initially on a
high point of drama (Eurydice dies), which was characteristic of
the reformist operas of K.W. Gluck, but was not popular in French
or Italian operas of this period. It is important to mention the
reform of K.W. Gluck, closely related to the role of verbal text in
opera [2]. The reform began by trying to cleanse opera of some of
the excesses that he was sure, had driven the Italian opera to comic
and absurd performance; he emphasized that the music should
serve the drama and help to develop the dramatic action rather than
be on its own. His arguments are exposed in the famous preface
to the first edition of the score ‘Alceste’ (1767) [12]. In practice,
K.W. Gluck has redefined the opera itself, and broke the traditions
of arias ‘da capo’. The second innovation was in the simplifying
the libretto [17, p.243]. For this study, interest for the Gluck’s
reform is directly correlated to his vision of an opera character
and the prevalence of drama and text over musics. Phonetics and
language specificities are shown as instruments for understanding
of his opera personages. Gluck’s wish to ‘see the music serving
drama’ is very interesting in the analysis of any dramatic character
which builds up on the concept where dramatic action is primarily.

In his opera, Gluck used the main theme of ‘Orpheus and
Eurydice’ story, but with some amendments: Eurydice appears in
third act, when Orpheus finally comes to Elysium to take her back
on earth. On the way back, Eurydice implores her husband to take
a look on her. All the opera is made on lamento theme, which is
present in the whole parts: Orpheus one, who cried over Eurydice,
and Eurydice one, who implore Orpheus to look at her.

Although there is no sharp line between the arias and secco
recitatives that are characteristic of opera seria (in K.W. Gluck’s
operas, the recitative goes towards arias by accompanying
(not only harpsichord, but also strings) and combining musical
numbers not only with the frames, but, more importantly, through
their intonation). The ouverture, instead, is still traditional: it is
thematically unrelated to the content of the opera. The final is
idyllic: tragedy is over, Gods returns Eurydice to Orpheus and
the story is concluded by shepherds choir [16]. On the first
times of the reform some of traditions were preserved: a happy
ending of the drama, with a new role — Amore, who resurrects
Eurydice after Orpheus’ fatal error. In the subject’ symbolism
that’s point is very important, because the love theme goes to
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the foreground. Love theme, masculinity, purity and devotion to
feelings. Thus, the opera itself is lighter than the original myth,
and, independently of transparency of the score and ‘purification’
from vocal ornamentation, their imago part became more strong,
without losing any of its power of expression. While the dramaturgy
and libretto of K.W. Gluck were highlighted, Gluck developed
a homophonic complete structure of the orchestra by activating
the middle voices and thereby deepening the importance of the
orchestra in the opera score.

In 1774 the opera ‘Orpheus and Eurydice’ was staged in Paris,
with some minor differences compare to Vienna version, staged in
1762 : the alto’s part (on a purpose that this part will be singed by
a castrate) of Orpheus was transposed for a tenor. Also, the libretto
was written in French, by Calzabigi, translated by Pierre-Louis
Moline, and consists of 3 acts, with the same scenes as Vienna
version. In 1859, this opera was renewed by Berlioz, since this time
there is a tradition of performing the main part by a woman-singer.
Before, it was impossible due to a tight control imposed by the
Catholic Church [7, c. 6].

If we think about the Eurydice character as Orpheus muse, her
leitmotiv should follow Orpheus one, and her character reflects
Orpheus’ features in musical and also dramatical plans. But, one
does not have to forget the juxtaposition between the world of
being alive (Orpheus, but also Amore) and dead ones (Eurydice,
and also shadows choir...). This confrontation is demonstrated in
musical text by opposition between parts in the interlacing of the
voices in the duet : Eurydice’s part is rising when Orpheus one is
descending. Also, the rhythmical pattern of the recitative scenes
shows a contrast between very nervous and fast tempo in Orpheus
part (‘Come on, Eurydice, let’s run away’) and very lento tempo in
Eurydice’s answers (‘ Orpheus, that’s you ? Am I alive ? Talk to me /)
(‘Orphée et Eurydice’, Act III, p. 103 fr / ‘Orfeo ed Euridice’,
Act 111, p. 106 it) [13].

Capitalizing on Benderov and Borovitskaya works, it is possible
to affirm about Eurydice’s image that this character finds itself
between main (but if we judge by the volume of the whole part
and presence on the stage is still Orpheus) and second role
(as Amore is). During the whole opera, there are reminiscences
to Eurydice in the verbal text and also in musics (before the third
act, Eurydice is symbolized by a flute part) [9 ; 10]. However, in
the third act, the parts of Orpheus and Eurydice are equivalent.
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It is important to mention that in the operas of the Baroque and
of the classical periods, the characters were less individualized
(except for Mozart’s opera works), so it is hardly possible to talk
about any pronounced character traits based on the inner world
of Eurydice and her personal history. Her image is interpreted
only through her relations with Orpheus — one love line, the same
melodic pattern and the same melodic fragment. Indeed, in duets,
the same melodic theme persists for both Orpheus and Eurydice.
In the final terzett, Orpheus and Eurydice have the same melody,
as opposed to a separate theme for Amore, which can also be seen
from the tessiture for these two characters. At the same time, the
text itself clearly does emphasize the opposite trend; that being, the
struggle between Orpheus and Eurydice, and from a more global
perspective, the struggle of the kingdom of the dead and of the
living ones. The libretto is somehow independent from the literary
source, and is written in verse [3].

Textual analysis of librettos has showed that in the French one
Eurydice addresses much more to Orpheus than in the Italian
one. Also, in the French edition, Eurydice talks about herself
using the third person (‘your wife’, Eurydice’), in contrast to the
Italian redaction, where the replics are from Eurydice herself.
The French-speaking Eurydice appeals to gods during the whole
part, whereas the Italian-speaking one does that only twice: in
the first recitative when Eurydice discovers her resurrection
‘We'll increase the ties of Love and Hymenée’, and in the duet part
with Orpheus ‘Gods, be kind’. In all other cases, when Eurydice
appeals to Gods in French version of the opera, like ‘Gods, why?!
> or to Fortune °Fortfune, enemy’, in the Italian one she talks
specifically to Orpheus, accusing and suspecting him of infidelity,
or talking about her feelings ‘ Passing from death to those sufferings’.

In the final trio, the conception and the moral of the story
changes depending on the version: In French one, the final is an
Ode to Love and Salvation, thanks to Amore — ‘Sweet Amore,
your ties are so soft for our hearts’. It is interesting to mention
that Eurydice begins the final, and all the parts are equivalent.
Orpheus and Eurydice’s parts are in canon, while Amore’s melodic
line differs in both style and temporhythm. In Italian redaction,
Orpheus is the leader of the trio, and sings about the return of
Eurydice, while she is singing about the victory of the love in the
fight with jealousy, accentuating her feelings once again — ‘Jealousy
bites us, but love will win, when the trouble is going inside the heart’.



110 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

The textual differences appear further in the musical prosody
and melodic accents and provide various images due to an
accentuation of different words. For example, in Eurydice’s aria
‘ Fortune ennemie/Che fiero momento’ it is possible to see, in the
same rhythmical group in the beginning of the aria, that the prososy
differs because of the accent: ‘ennemie’ — ‘ennemy’, ‘barbarie’ —
‘barbary’ in French, ‘momento’ — ‘moment’, ‘sorte’ — ‘destiny’ in
Italian. Those words are associated with a more emotional beating
and dramatism in French compared to a much more doomed being
in Italian.

In the second phrase, the accent is done by the fermata in the
beginning of the sentence (G5) in French — in this way, the accent
is on the words ‘DON’T you afford me the life? ‘ — ‘NE me rends
tu la vie’. In Italian version, the fermata is placed in the end of the
sentence (G4), on the word ‘dolor’ — ‘pain’. The fermata is on a
hight note, which is also a passage tessiture between mixt and full
head voice for lyric soprano and makes the phrase more desperate,
whereas the fermata on the lower point of the sentence makes the
phrase more assertive and accentuates the doom that appears in
the recitative and the first sentence of the aria in Italian. In the
middle part of the aria (Italian version) there are 3 appogiatures,
which adorn the melody line and accentuate the lyrics ‘fiero’ —
‘proud’; ‘momento’ —moment’ and ‘sorte’ — ‘destiny’, creating a
certain strengthening before a culmination. The culmination itself
differs in text between French ‘cruel’ and Italian ‘many’ and
in the musical line too: the French culmination is more drastic
C5-C5-Ab35, the Italian one is more ‘prepared’, that makes the
culmination technically easier for soprano G5-C5-Ab5. In a
general way, it appears from an analysis of the Eurydice’s aria, that
the word combined with a specific music accentuation can change
public’s perception of a character, which differs from one version
to another [8]. The most important differences are observed in
the recitatives — in the Italian ones the durations are shorter, but
more on the same pitch, which requires from a singer a very good
diction and gives the impression of a sharper temperament (the
French Eurydice is more a lyrical character, because of long and
lamentous durations).

Statistical analysis of the libretto texts with a program of
statistic compatibilities IRaMuTeQ has demonstrated significative
(r (2)=3,4298; p=0,07>0.05) differences in the co-occurrences :
In the Italian libretto in equal parts (3 occurrences each) are present
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the words ‘dear’, ‘love’, ‘life’, ‘ Orpheus’, ‘look’, ‘moment’. : In the
French libretto, the key-words are ‘love’ and ‘god ° (5 occurrences
each), then ‘Orpheus’, ‘husband’, ‘heart’ (4 occurrences each).
Occurrences in the French libretto are more ‘concentrated’, that
gives more weight to words (5 and 4 occurrences instead of 3 in
Italian libretto). French libretto emphasizes the role of Gods in this
tragedy. In that way, we can talk about an external locus of control
and more power given to the Gods and Fortune (which increases
the importance of Amore). To support this opinion it is interesting
to mention that in the Italian version, one of occurrences of the
first plan is ‘look’, which is more personified.

The HAPAX proportion in French libretto was 28,82 %. [5; 6].
In the Italian libretto, the percent of HAPAX consists of 34,66 %
of all textual occurrences. From those results it is possible to talk
about French language as being more concrete and suppose that
Italian is more rich in terms of synonyms and expressions, which
can be explained by stronger constraints of the French grammar. In
the French libretto, HAPAX analysis showed limited interpretive
capacities, which limits the palette of emotional colors of the
character. In a more general way, it shows that the language has a
big influence on the actor’s (soloist) play in terms of temperament,
character and national specificities [4].

To verify this hypothesis, two Eurydice’s characters were
compared in two different stagings: French-speaking one, staged in
Théatre du Chatelet in 2000 (Paris, France) and Italian-speaking
one, staged in Teatro Porto Allegre in 2019 (Porto Allegre, Brazil).

The opera ‘Orphée et Eurydice’ by K.W. Gluck in the redaction
of H. Berlioz opened the season 2000-2001 in Théatre du Chatelkt,
Paris, France [21]. For this staging was invited an american stage
director and choreographer, Robert Wilson. The conductor of the
opera was Sir John Elliot Gardiner. The parts of Orpheus and
Amore were interpreted respectively by Magdalena Kozena and
Patricia Petitbon (the only who has French as a mother-tongue).
Eurydice’s part was sung by Madeline Bender, an american
soprano, graduated from Manhattan School of Opera and Theater
[18; 24]. Critics noted her scenic appearance and a beautiful,
‘enveloping’ timbre of lyrical soprano, as well as a very developed
stage intuition, a deep dramatic potential [19]. A large number of
reviews were written about the staging of ‘Orpheus and Eurydice’
in the production of the Theatre du Chatelkt. They all noticed
the innovation of staging and the minimalism inherent to Robert
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Wilson: a big blue background and a stone for ‘Elysium’ augmented
by magnificent light effects. Actors play is concentrated on gestures
and their plastics rather than on the mimics. On the latter point
the reviewers were divided into two camps, judging this idea as a
‘simply genious’ staging in the traditions of veritable antic tragedy,
or as ‘boring and strange’ because of the absence of an emotional
side even in the scenes with a big dramatic potential, like the
moment when Orpheus turned to his wife, the death of Eurydice,
her aria, the scene with furies... combined to a very static music
for our time. But, all the reviews praised the vocal qualities and
performances of all the soloists [21; 23; 24]. Indeed, an extremely
ascetic staging immediately draws attention to the melodic line and
the vocals of the soloists, which express all the insidiousness and
complexity of this staging, where mistakes in vocal technique and
diction cannot be overlooked. At the same time, one line in the
gestures creates a sense of the integrity of the picture, dividing the
world of the living ones and of the shadows, as well as the deity: the
gestures of Orpheus and Amore are more sweeping and somewhat
angular, in contrast to the slow and plastic, very feminine Eurydice.
Despite all the modernity of the staging, Wilson’s interpretation
is most consistent with the true ancient Greek tragedy in all the
consistency and asceticism of its manifestations. As for the image
of Eurydice, the following interpretation is possible: Eurydice is
a figment of the imagination or Orpheus’s inner struggle with
himself, so much her heroine echoes him, and how synchronously
both characters move. The interaction of the characters takes place
in gestures, but there is no single mutual touch between them, not
even a single glance at each other, except for the moment when
Orpheus turns around. Or, it is possible to interpret the character
of Eurydice in this staging as a shadow, a personification of the
afterworld.

Her image is quivering and full of tenderness, but with very calm
cold facial expression. Her energy is sad, because of separation with
her loved one. This character is transmitted by Orpheus’ ‘Je ne puis
resister a ses pleurs’ — ‘I cannot resist to her tears’ about Eurydice;
‘Mon épouse désolee’ — ‘My poor wife’. (‘Orphée et Eurydice’,
act I1I, p. 129-fr) [13]. Yet, the word ‘désolée’ can be understood
as ‘poor’, but also as ‘sorry’, ‘regretting’, which underlines the lyric
image of the character, translated also by a lot of intonations of
a lamentedness in the whole part. Benders’ way of pronunciation
is gentle, with round vowels, her attaca is soft without distorting
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the pronunciation. Considering the fact, that French isn’t
Madeline Benders mother-tongue, it is important to underline
her right accent and a wonderful diction (as well as her colleague
interpreting Orpheus, Magdalena Kozend). The diction of Orpheus,
very good as well, is more ‘aggressive’, M. KoZena sieves more
the consonants and uses a harder attacca. This created a contrast
between protagonists: volitional Orpheus and soft, imploring
Eurydice. The letter ‘r’ is not pronounced in uvular or fricative
mode, but is alveolar-sonoric (/r/ like in Italian or russian), which
usually adds some strength in the pronunciation, but this is not
the case for Eurydice’s character created by Madeline Bender (the
uvular /r/ is softer) even in the scenes, where Eurydice is opposed
to Orpheus (part of 1st recitative and duett) ‘Tu me rends a la vie,
et c’est pour m affliger — ‘You returned me to the life and that’s
Just to afflict me’ (affliger — afflict, decieve, condamn) (‘Orphée et
Eurydice’, act 111, p. 107-fr). Eurydice appeals to extern forces, and
this extern locus of control softens any stregh of pronounciation
‘0, Fortune jalouse’ — ‘0, jealous Fortune’ (‘Orphée et Eurydice’,
act III, p. 119-fr) of in the duett ‘Dieux, soyez moi favorables’ —
‘Gods, be kind’. (‘Orphée et Eurydice’, act 111, p. 110-fr). Eurydice’s
character doesn’t change during all the story (in operas of this period
the characters were not so deeply elaborated) — even in the final
terzett, after Eurydice’s resurrection, she stays cold and estranged.
We can explain that by two hypothesis : the first is that Eurydice is
effectively a part of Orpheus, and her resurrection permits Orpheus
to recover a part of himself. In that way, Eurydice isn’t really
alive, and this fact corroborates with Asoyan’s hypothesis about
Eurydice’s function — ‘Because of her love to Orpheus, Eurydice
is the second I of Orpheus, his half part [7]. The second is, as
supposed by Estekhina, that Eurydice wasn’t happy to turn back
to earth, Orpheus brought her back to earth only by his egoist
desire, but did not bring comfort or happiness to Eurydice [11].
In that way, Eurydice’s character in this staging corresponds to
the canonic interpretation of the myth and relies upon Gluck’s
basic thematics. Independently of modern lectures of the opera,
increasing interest to historical interpretation and researching in
this field provides arguments to consider Eurydice’s character
in this staging as the most canonic antic image of greek ancient
tragedy with catharsis through heroism and suffering. Although, is
important to remember that any retrospective analysis, even if it
considers facts, is an interpretation.
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The Viennese version of K.W. Gluck opera based on the libretto
of R. Calzabigi is staged very often nowadays. In 2019, William
Pereira has staged ‘Orfeo ed Euridice’ in Porto Allegre Theater
(Brazil). The parts of Orpheus and Amore were performed by
Denise Freitas and Rachel Fortez. Eurydice was interpreted by a
Brazilian soprano Carla Cottine, who is considered as a “Brazilian
discovery” for her warm timbre, strong technical skills and powerful
scenic energy. A few reviews have written about this staging, in
general noting a modernism of staging decisions, for example the
choice of costumes and colors significations (black for Orpheus,
white for Eurydice and for all the decorations which are associated
to her). Also, the scene is divided in two parts by a curtain,
symbolizing worlds of alive and dead, characters continuously pass
through and return. The soloists’ performances were, according to
the critics, impeccable: ‘ This staging is now an anthology as one of
greatest moment of the orchestra and of the Porto Allegre scene’ [20].

Carla Cottine has created a bright and a dramatically deep image
of Eurydice, making her personage very expressive and warm, with
human expressions (she smiles when she sees Orpheus, makes short
eyes at him and in general behaves like an alive person, but not
like a dead one). Yet, in this interpretation of a wronged woman
who didn’t believe in Orpheus’ love and tormented him with her
distrust and hurted ego, there is something ‘diabolic’. Orpheus
needs to fight against Eurydice and revives the loss of his loved one
because Eurydice is unrecognizable. In this performance, Eurydice
is obviously manipulating Orpheus by seducing him and is pushing
him to return to her. That fact completely supports Legrand’s
postulate about active role of Eurydice, who forces Orpheus to turn
to her [3]. From a linguistic point of view, it is worth noting that
the pronunciation of some vowels (i and e¢) and stresses is highly
distorted (for example iO instead of Io), which is why the prosodic
pattern is uneven and the diction is very accented, even convex,
which gives Eurydice a feigned theatricality and attributes some
hysterical features. Eurydice’s reaction to attract attention is more
directed towards a tactile contact ‘Non mi abbracci?’ — ‘You don'’t
hug me? , while in the French libretto the emphasis is on the point
that the image of Eurydice by Carla Cottine is interpreted through
a temperament (as opposed to the reticence of the French version),
and the search for a tactile contact with Orpheus (she hugs him,
caresses, tries to turn him to herself). The image built by Cottine
conveys entirely an Italian text, she is flaunting before Orpheus:
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‘Sono bella ancor — ‘Am I still beautiful? (‘Orfeo ed Euridice’,
act III, p. 109 -it) [14].

Eurydice appeals to the masculinity of Orpheus, forcing him
to turn around. His refusal hurts Eurydice’s pride. The duet in
this staging turns into a comical quarrel between Orpheus and
the obstinate Eurydice (‘Vieni e tacci’ — ‘Come here and be silent
turns into a recitation and shoutings, as well as the response of
Eurydice ‘tradittore’ — ‘traitor’) (‘Orfeo ed Euridice’, act III,
p. 109 -it). Eurydice acts as a leader, a separate character with
her own personality and desire, and not a mere shadow following
Orpheus. In her culminating aria, the words ‘Passar della morte
a tanto DOLOR — ‘Passing of death to such PAIN’ (‘Orfeo ed
Euridice’, act III, p. 122 — it) refer directly to Orpheus. The
moment when Orpheus turns to Eurydice is reflected on her face
with an illumination of joy and laughter, after which Eurydice
falls dead. The resurrection of Eurydice is, in this interpretation,
a happy moment for both, Orpheus and Eurydice. The final trio
is played like a celebration of Eurydice’s resurrection (soloist) by
Amore (pianist), for Orpheus (conductor).

To conclude the comparison of these two stagings we can
mention that both characters, created by the artists, are reflecting
completely each text of the libretto. However, both Eurydice’s
turned out to have cardinally different characters:

1. The character of the French Eurydice is very tender, her
sufferings because of the separation with her loved one are expressed
by lamentosis, her movements are slow, smooth and plastic. In this
relationship, Eurydice is connected to Orpheus, she is his follower.

2. The character of the Italian Eurydice is very feminine and
seductive, and her sufferings that result from her wounded ego are
expressed with anger, her movements are dry and fast, the looks —
insinuating, and the mimics — very active. In her relationship with
Orpheus, she is the leader and appears in opposition to him.

The fact mentioned earlier within the libretto analysis that most
of sentences in the French version are pronounced from 3rd person,
which accentuates Eurydice’s non-living nature as demonstrated in
the play of Madeline Bender by detachment and coldness, and
the plasticity of her Eurydice. At the same time, Carla Cottine’s
Eurydice was, on the other part, very choleric and aware of all
Orpheus’ reactions.

It is important to say that in both stages the French and Italian
were not the mother-tongue of the actors. Based on this example
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of two stagings, it is possible to affirm that both Eurydices revealed
themselves in different ways, but both are very close to the text as
well as to the technic of vocal emission: the attack of phrases, the
pitching, dynamics and tembral colors are different (for example,
Madeline Bender sang with more ‘white’ voice, picking up the
vibration of her voice. By ‘vibration’ here, we mean a periodic
back-and-forth motion which is natural for any voice, but not the
vocal defect). The characters presented by Madelin Bender and
Carla Cottine are radically different but any of those strictly follows
the corresponding redaction. With this example it is possible to
conclude that the language of the libretto affects an interpretation
of the opera character.

The conclusion of this research hinges on textual analysis of
the libretto, which has demonstrated lexical differences between
French and Italian libretto of the same opera, and also an
analysis of orphoepic specificities in relation to vocal part of
Eurydice character, based on different way to putting musical
accents, which signifies the importance of the interconnection
of the melody and the text in operatic genre. These conclusions
are all confirmed by a statistical approach of the text. Finally,
upon studying Eurydice’s character on example of two stages is
possible to draw a conclusion, that the facets of this personage
can be interpreted and presented in a different way, which affects
relationships and all the staging in general, as well as vocalization,
vocal emission and stylistic traits of the interpretation. However,
in both stages the characters stayed close to the libretto. In that
way it’s possible to affirm that, with K.W. Gluck’s ‘Orpheus
and Eurydice’ as example, which means controlled parameters
of period, epoch, style, composer and music material, the verbal
language affects the transmission of a character, even if the
languages are closed to each other, because both belong to the
same linguistic group — like with French and Italian. This fact
open new perspectives in the field of libretto analyses, especially
using well-elaborated statistical methods. This study emphasizes
the importance of the word as a marker of the national traits
in the building of an opera character. The results of this paper
underline and support those found in the previous study on
Comparative linguistic approach for image analysis of Manon
character in operas of Puccini and Massenet.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 117

CITUCOK JIITEPATYPH

1. Bugard P. (1934). L’interprétation psychanalytique du mythe
d’Orphée et son application au symbolisme musical. Revue francaise de
psychanalyse, vol. 7(2), 320—371.

2. Fétis, F.J. (1878). Biographie universelle des musiciens et bibliographie
générale de la musique. Tome 4. Firmin-Didot. Paris. France.

3. Legrand, R. (2013). Orphée baro/queer. Transposition, vol. 3.

4. Leveau, N., Jhean-Laroseab, S., Denhiure, G. (2011). EMOVAL :
évaluation automatique de la valence et de ’activation émotionnelles des
textes a I’aide d’une méta-norme de 5656 mots-racines. In : Psychologie
Francaise, vol. 56 (4), 209—221.

5. Niedenthal, P. M., Halberstadt, J. B., & Innes-Ker, E. H. (1999).
Emotional response categorization, In : Psychological Review, vol. 106(2),
337-361.

6. Paivio, A., Yuille, J. C., & Smythe, P. C. (1966). Stimulus and
response abstractness, imagery, and meaningfulness, and reported medi-
ators in paired-associate learning. Canadian Journal of Psychology/Revue
canadienne de psychologie, vol. 20(4), 362—377.

7. AcosgH A.A. (2004). Cemuotuka muda o6 Opdee u IBpunuke.
Cubupckuti gpunonoeuveckuil ncypuaa. 1. C. 4—25.

8. bBaramepa JI.LA. OmnepHble JIUOPETTO: SA3BIKOBbIE OCOOEHHOCTHU
xaHpa. Tymanumapnste uccaedoganus. 2012. Beimyck 2(42). C. 7—12.

9. benaepos B. [luanor smox B ornepe (K BOMPOCY MOATOTOBKUA apTU-
CTa TMpHU BOIUIOIIEHUM XyAOXECTBEHHOIro 00pasa OMepHOro MepcoHaxa).
Mysuune mucmeymeo i kyasmypa. 2015. Boimyck 21. C. 387.

10. bopoBuiikass E. Koppensiuus NOHATUN «XydOXeCTBEHHbI o0Opa3
MepcoHaxa» U «JIMHTBOKYJbTYPHBIN TUNax». Hayunwil scypnas KyoTAY.
2017. Beimyck 128(04). C. 1 —14.

11. Ecrexuna K.B. He Hamo Opdeto cxoauth K DBpUIUKE; TUXOTOMMUSI
«KM3Hb-CMEPTb» B LIBeTaeBCKOil TpakTOBKe aHTUYHOro muda. Becmuui
PYJIH, cepus Jlumepamypogedenue. 2011. Boinyck 3. C. 28.

12. T'mok K. B. (1767). Aayecma. Tlapturypa.

13.Tmok, K.B. (1971). Opgpeir u Depuduxa. Knasup. Mocksa :
Mysbika. 155 c.

14. Tmok, K.B. (1957). Opgeii u Depuduxa. KnaBup. Jleiinur, I'ep-
Manus. [lerepc. 196 c.

15.Tynas T.H. (2006). Omepa w JuTEepaTypHBIil TMEPBOUCTOYHUK:
acmekThl uUHTeprnperauuu. In : Obpazoeanue u kyavbmypa. Boimyck 3.
C. 86—90.

16. Komaposa E. Mug 06 Opdee B pecbopmaTopckoii onepe K.B. Tmoka
U B €€ TIOCTMOIEPHUCTCKUX TOCTAHOBKAX. OMCKUIl 20cyO0apcmeeHHblil yHUBep-
cumem um. .M. locmoesckoeo. Kues, 2017. C. 1241—1246.

17. JluBanosa T. Hcmopus 3anaono-esponeiickoii myzviku 0o 1789%.
Tom 2. Mockea : My3sbika, 1983. C. 232—262.

18. buorpacdusa Manenun bennep. URL: www.creativestage.org/bio.

19. UntepBoio Manenun benmep 1. URL: www.forumopera.com/
v1/5questions/bender.htm.



118 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

20. UnTepBbio Manenun bennep 2. URL: https://reverb.co.br/.

21. Peuensuu Ha criektakiau. URL: www.olyrix.com/Orphee_Eurydice.

22. Peuensun Ha criektakiau. URL: www.classique-c-cool.com/.

23. Peuensun Ha criektakin. URL: www.operaeballet.blogspot.com

24. TBopueckue Ouorpacduu. URL: www.operabase.com/artists/
madeline-bender-10824/fr.

REFERENCES

1. Bugard, P. (1934). L’interprétation psychanalytique du mythe
d’Orphée et son application au symbolisme musical. In : Revue francaise
de psychanalyse, vol. 7 (2), 320-371. [in French]

2. Fétis, F.J. (1878). Biographie universelle des musiciens et bibliographie
générale de la musique. Tome 4. Firmin-Didot. Paris. France [in French]

3. Legrand, R. (2013). Orphée baro/queer, In : Transposition, vol. 3.
[in French]

4. Leveau, N., Jhean-Laroseab, S., Denhiure, G. (2011). EMOVAL :
¢évaluation automatique de la valence et de 1’activation émotionnelles des
textes a I’aide d’une méta-norme de 5656 mots-racines. In : Psychologie
Frangaise, vol. 56 (4), 209-221 [in French]

5. Niedenthal, P. M., Halberstadt, J. B., & Innes-Ker, E. H. (1999).
Emotional response categorization, In : Psychological Review, vol. 106(2),
337—-361 [in English]

6. Paivio, A., Yuille, J. C., & Smythe, P. C. (1966). Stimulus and
response abstractness, imagery, and meaningfulness, and reported mediators
in paired-associate learning, In : Canadian Journal of Psychology/Revue
canadienne de psychologie, vol. 20(4), 362—377 [in French]

7. Asoyan, A. (2004). Semiotics of the myth of Orfeo and Euridice.
In : Siberian journal of philology, Vol. 1, 4—25 [in Russian]

8. Batasheva, L. (2012). Libretto : genre specificity. In : Humanitarian
analysis. Vol. 2 (42). 7—12 [in Russian]

9. Benderov V. (2015). Dialogue in the Opera Era (on the subject of
the preparation of an artist in the performance of an opera character).
In : Musical Art and Culture. Vol 21, 387 [in Russian]

10. Borovitskaya E.(2017). Correlation between ‘artistical character’
and ‘linguistical cultural type’. In : Scientific review of Krasnodar,
Vol. 128(04), 1—14 [in Russian]

11. Estekhina K. (2011). Orfeo, don’t go to Euridice ; ‘life-death’
dichotomy in Zvetaeva’s interpretation of antic myth. In : Proceedings
RUDN, Literature, Vol. 3, 28 [in Russian]

12. Glsck, K.W. (1767). Alceste. Klavier. [in Italian]

13. Glbck, K.W. (1971). Orphée et Eurydice. Klavier. Moscou. Musique
[in French]

14. Gleck, K.W. (1957). Orfeo ed Euridice. Klavier. Leipzig. Germany.
Peters. [in Italian]

15. Gulaya T. (2006). Opera and literature source: interpretation
aspects. In : Education and Culture. Vol. 3, 86—90 [in Russian]



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 119

16. Komarova E., Filonova K. (2017). Orfeo’s myth in Gluck’s reform
and modern staging. Omsk national university named after F.M. Dostonevsky.
1241—1246 [in Russian]

17. Livanova, T. (1983). History of east music until 1789. Vol. 2.
Moscow. Music, 232—262 [in Russian]

18. Madelin Bender Biography URL: www.creativestage.org/bio
[in French]

19. Madelin Bender Interview 1 URL: www.forumopera.com/vl/
Squestions/bender.htm [in French]

20. Madelin Bender Interview 2 URL: https://reverb.co.br/ [in English]

21.Reports on stagings URL: www.olyrix.com/Orphee_Eurydice
[in English]

22. Reports on stagings URL: www.classique-c-cool.com/ [in French]

23.Reports on stagings URL: www.operaeballet.blogspot.com
[in French]

24. Biographys URL: www.operabase.com/artists/madeline-bender-
10824 /fr [in French]



120 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

YK 78.01
DOI https://doi.org/10.31723/2524-0447-2021-32-2-10

Anmon Bikmopoeuu Epeyvruii
ORCID: 0000-0002-9641-0113
3000y8au kagedpu icmopii My3uku ma my3uuHoi emunoepaii
Odecovroi HauionanvHoi my3uuroi axademii imeni A. B. Hexcdanosoi
anton.yeretskyy@icloud.com

BYTTA I OCOBJIMBOCTI HE3BYKOBUX ITPOSIBIB
MY3UYHOTI'O TBOPY {K ENJTOCA

Mema cmammi noaseae y cnpobi euceimaumu Haubinbul 6axcaugi i 3Ha-
uywi, ase MaroeusueHi ocooausocmi Oymms My3uuHo20 meopy 6 ix 63aEmo-
36’3ky. Memoodoaoeisa nepedbauae nocOHaHHS MY3UKO3HABH020 i (heHOMEeHO-
A02i4H020 nioxodie. Y cmammi pobumbcs nazonoc wa pobomu O.D. Jlocesa,
P. Ineapoena, M.O. Apxad’esa, E. I'yccepaa ma I. Ilpueoncuna. Hayxoea
HOBU3HA cmammi NoAseae 6 3icmaeaeHHi noeasdie Ha 03HAYeHYy Npobaemy
docrionukie — npedcmaeuukie mysuxkoswascmea, ¢hinocoghii, ¢hizuxu. Ane,
nepw 3a eéce, agmop cnupaemocsi Ha noaoxcenHs Jlocesa, Ineapdena ma
Apka’esa. Onucyiombes i cucmemamu3yiomscs npoyecu, eHympiuiHi i 306-
HiwHi 36 ’a3KU, 3a0iaHi 6 Oymmi My3uurHoeo meopy. Jlano o0TpyHmyeaHHs 041
66€0eHHSI 8 MY3UKO3HABYUL MEPMIHOA0IMHULL anapam NOHAMMS MY3UUHOI
eK3UCMEeHUIANbHOI acumempii, NPONOHYEMbCA BU3HAUEHHS 0aHOi Kameeopii.
Bucnoexu. bymms my3uunoeo meopy modice Oymu 0xapaxkmepu3ogane sK
b6ymms etidocy 3 ycima éracmusumu tomy ampubymamu. Y cmammi npono-
Hyembcs 8UOINAMU NAOWUHI iICHYBAHHA | cmaodii iICHY8AHHS MY3U1H020 MBODY,
KD, y 800 uepey, GUABAAIMb MHOMNCUHHI 6HYMPIWHI [ 308HIWHI 36 3KU.
Cmadis — sidpi3ok, ¢haza, nepedbauae aKycv OUHAMIKy, i, AK npoyec, Modice
supascamucs no-pizHomy. A ockireku ye npouec, mo akmop yacy € Haod-
36uuaino eaxcaugum. Iliowuna iCHY8AHHS MY3UHHO20 MEOPY BUABAAE YUC-
AEeHHI 38 I3KU MIXC DI3HUMU (DeHOMeHaMU CoyianibHo20 YCmpor CyCnintbcmea,
cmaoiamu po36UMKY Kyabmypu, HANpAMKamu AHO0CbKoi disabHocmi i m. 0.
Ilo3azeykosi npossu esponelicbkoi My3uku axademiunoi mpaduyii — mixc-
JACAHPOBULL 36 30K MA, HACMKO080, yumamu (My3u4Hi memu-cumeonu), KoH-
COHAHCHO-OUCOHAHCHE BIOHOWIEHHA NYAbCY | pUMMY, 8ecb NAAcm emMouyil i
nouymmie, i, Hapewmi, elidemuyHa npupooa my3u4Hozo meopy. Inmenuio-
HAAbHiCMb [ KOHCMUMYIOBAHHA € OCHOBONOAONCHUMU YMOGAMU 0Y0b-K020
MY3UuH020 npouecy. Yce ue 0dac Ham npago eecmu NOHAMMS MY3UHHOI
EeK3UCMEeHUIANbHOI acumempii — Nepeeajicants He38yK060i, moyHiue — no3a-
38YK080I 4acmuHUu My3U4H020 MEopy HAO 38YK0B8OI0.

Karouoei caoea: mysuunuii meip, ymms My3u4Ho2o meopy, eiidoc, gheHo-
MEH0A02IA, MY3UUHA eK3UCMEHYIAAbHA acUMempisl.
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Existance and percularities of non-sounding in a musical piece as an eidos

The goal of the article is to try to highlight the most important and
significant, but still poorly studied and described features of the existence of a
musical work in their relationship. The methodology assumes a combination
of musicological and phenomenological approaches. The article focuses on the
works of A. F. Losev, R. Ingarden, M. A. Arkadiev, E. Husserl, I. Prigozhin.
The scientific novelty of the article lies in the comparison of the views of
researchers — representatives of musicology, philosophy, physics. But, above
all, the author relies on the position of Losev, Ingarden and Arkadiev. The
processes, internal and external connections involved in the existence of a
musical work are described and systematized. The substantiation is given
for the introduction of the concept of existential asymmetry of music into the
musicological terminological apparatus. A definition of the term is also proposed.
Conclusions. The being of a piece of music can be characterized as the being
of eidos with all its inherent attributes. The article proposes to distinguish the
planes of existence and stages of existence of a musical work, which, in turn,
reveal multiple internal and external connections. Stage — a segment, a phase,
implies some dynamics, and, as a process, can be expressed in different ways.
And since this is a process, the time factor is extremely important. The plane
of existence of a musical work reveals numerous connections between various
phenomena of the social structure of society, stages of development of culture,
directions of human activity, etc. From all of the above, we conclude that
music reveals its existence mainly in its non-sound form. It includes the entire
layer of the emotional “message”, between-genre connections and quotations
(musical themes-symbols), the consonant-dissonant relationship of pulse and
rhythm as one of the most important components of European music, and,
finally, the eidetic nature of a piece of music. Intentionality and constitution
are fundamental conditions for any musical process. All this gives us the right
to introduce the concept of musical existential asymmetry — the predominance
of “specific gravity” and a non-sound, non-sound part of a piece of music
over a sound part.

Key words: musical work, being of a musical work, eidos, phenomenology,
musical existential asymmetry.

AKTyaJIbHiCTh TeMH JochimkeHHsa. OcOOJMBOCTI Ta CYTHICTb
OyTTSI My3UUHOTO TBOPY BiIHOCUTHCSI IO TaKWX MpoOJeM My3U-
KO3HABCTBA, SIKi € HAIMEHII PO3KPUTUMH i SIKi BaXKKO IiIJa0ThCS
nociimkeHHto. TToB’s13aHO 11e Hacamriepen 3 0araTOKOMIMETEeHTHi-
CTIO JOCHiIXyBaHOTO (peHOMEHA — 3 OAHOIrO OOKY, i HEIOCTaTHBOIO
BUBUEHICTIO LIMX KOMIIOHEHTIB — 3 iHII0ro. BHaC/IimoK 1boro cTBo-
PEHHSI LJTiICHOI KapTUHU BUKJIMKAE YTPYIHEHHS. Y JaHiil CTaTTi MU
OyIeMo CIMpaTUCsl, B OCHOBHOMY, Ha poOOTU (peHOMEHOJIOTIYHOro
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xapakrepy Pomana Inrapmena, Omekcist ®emopoBmya JloceBa
i Muxaiina OnexcaHapoBuya ApKaa’e€Ba, ITOPiBHSIHHSI TIOTJISI-
JIiB SIKUX Ha BUILEO3HAYEHY IPOOJEMYy CKJIaJa€ HAYKOBY HOBH3HY
JaHoi crarTi. Takox B poOOTi Briepilie OOrpyHTOBYETLCS BBEIACHHS
B MY3UKO3HABUYMI TEPMiHOJIOTIYHUIA amapar MOHSTTS MY3WYHOI
€K3UCTEeHIIliaJIbHOT acuMeTpil. MeTa IOCHiIKeHHs MoJIsIrae y crnpooi
BUCBITJINT HAMOLIbLI BaXJIMBI 1 3HAUYILi, ajie MaJIOBUBYEHI 0CO0-
JIMBOCTi OYTTSI My3MYHOTO TBOPY B iX B3aEMO3B’SI3KY.

Buknan ocHoBHOro Marepiaxy. XpOHOJIONIYHO  poOOTU
O. JloceBa Ta P. IHrapaeHa, 3 ypaxyBaHHSIM THMYacOBOi i icTO-
PUYHOI BiIJaJ€HOCTiI Bil HAaC, BiMHOCITBCS N0 OMHOIO IIepiomy
(1926 ta 1933 pp.), Tomi gk mpaus Apkanm’eBa Oyjia HammmcaHa i
BuAaHa 3HauHa mi3Hile (1992 p.). He auBnsuuch Ha Te, 110 BCi
TPU KHMUTU 3B’S13y€ (DEHOMEHOJIOTIUHUI Minxim, B Xomi poOoTu
JOCTITHUKU HAYTb PI3HUMHU LUISIXaMU 1 MPUXOISTh 0 Pi3HUX
BUCHOBKiB. Hampukian, [HrapaeH HeoaHOpPa30BO HEIBO3HAYHO
BUCJIOBJIIOETLCS MPO MY3WYHUIU TBip K MpO SIBULLE, 1[0 HE Mae€
BJIACTMBOCTEH ideaJbHOrO SIBUIA. «Y IIPOCTOPI peaJbHOIO CBITY,
MOXHAa CKa3aTU TOYHO, HisKi My3W4Hi TBOpU HE iCHYIOTb, 0CO0-
JIUBO TOMi, KOJU IX HIiXTO He BUKOHYe» [7, c. 406]. Buenwmii, B
OPUHLUII, 3yIUHSIETHCS JIMIIE HAa 30BHIIIHIX OCOOJIMBOCTSIX iCHY-
BaHHS 1 opraHizailii My3uKu, Ha il CIIpUIHSITTI.

Ilepiie, mo poburts JloceB, — Iie MPOroJOIIyE MHPEeaAMETOM
CBOI'O JOCHIIXEHHS eigoc My3uku. [oBopsuM IIpo HeOOXimHi
YMOBM JOCHiIKE€HHSI, BiH TOBOPUTH: «3pO3yMiJIo, UMHUTU TaK
MU MOXEMO TiJIbKM 3a YMOBU (hPiKCyBaHHS CIPaBXHbLOTO €ia0cy
MY3MKH i 32 YMOBU Xoua O it He CMCTeMaTUYHOrO MOro KOHCTPYIO-
BaHHs» (TyT i Hagani mepexnian Ham — A. €) [8, ¢. 196]. O6u-
JIBa NOCJiJHUKA TPUMAIOTh Y (OKYCi IBa Pi3HUX aCMEKTU MY3UY-
Horo Oytts. Ane JloceB poKycyeThcst Ha eiioci, Toai ik IHrapaeH
JOCJIIXY€E TPOLeCYyalbHi BIACTUBOCTI CIIPUMHSITTS MY3UKU.

M. Apkan’eB, COUpalOYUCh Ha 3a3HauyeHi BuUlle poOOTH,
BUBOAUTh PO3YMiHHSI OYTTSI MY3MYHOIO 4Yacy Ha HOBUI pPiBEHb.
Bin ¢okycyeTbcsl Ha IIpolieci BUKOHAHHS i IIMM OaraTo B YoMy
JIONOBHIOE (PEHOMEHOJIOTIUYHY KapTHMHY, HamaiboBaHy Jloce-
BUM. 3 OIJISIAYy Ha Te, L0 MPOLEC BUKOHAHHSI PO3IJISIAETHCS
ApKan’eBUM «3CepeIVHN», TAKUI MifaXia HaOyBa€ OCOOJIMBOI IIiH-
HOCTI.

OkpiM TOro, BiH BKa3y€ Ha BiJHOCHICTb IMOJiTYy MMCTELTB Ha
MPOCTOPOBI i YacoBi. ¥ 3B’S3KYy i3 LIMM BiH CIUMPAEThCsl Ha TEBHi
HanpsMu y (izulii — ¢i3uka Toro, 1110 BUHUKAE, i pinocodii — ToM,
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IO PO3IJsIa€e MpoLecH SIK TaKi B iX TPUBAJIOCTI i Mepexofi Bin
ofHi€el ¢a3u o iHIIOI. «3aKiHUEHUI MPOCTOPOBE TBIp BTIMIOE i
BKa3ye CO0O00 Ha XXMBUI BUKOHABCHKUI MPOILEC BIACHOTO CTBO-
peHHs, MOoMiOHO g0 HOTHOro Tekcrty abo no Bipiuia» [3, c. 17].
Cnupalounch Ha 1I¢ BUCJOBJIOBaHHSI, MOXHa cKa3aTW, IO Ti
BUAM MUCTELTBA, SIKi MPUUHATO BBaXXaTu MPOCTOPOBUMU, MAIOTh
CBOIO TEMMOPAJbHICTb, SIKA, Ha BiAMiHY Bil MY3UKH, HpPOSBIIS-
€TbCS JIMILE OAHOTO pa3y. [HIIMMU CTIOBaMU, MIPOLIECU CTBOPEHHS
CKYJIBNTYPU Ta BUKOHAHHS, CKaXiMO, cUMMOHIi MOXHA BBaXkaTu
B JI€SIKOMY POAi iI€eHTUYHUMU.

Takox M. Apkaa’eB BBOAUTb MOHSTTSI <«TBOPYOi KpeaTHB-
HOCTi» —OHTOJIOTIYHMI MPUHUMIT TBOPYOTO CTAHOBJIEHHSI Mpel-
MeTa, sSIKe «Ma€e OyTHM 3pO3yMiJIO SIK TBOPYO disUIbHA €IHICTb
cy0’exkTa-MaiicTpa i XMBOro o6’ekra-matepiamy» [3, c. 17].
Ie, g9k i Te, 110 AOCHAINHUK PO3LJIsiaaEe 6e3MmocepeIHbO caM TPOoLieC
BUKOHAHHS, 03BOJISIE HOMY BUBECTU BUBUEHHS OYTTSI My3UUHOTO
TBOPY Ha HOBUI piBeHb y3arajibHeHHs. Ha nomauy BiH po3ris-
Jla€ IUIACT, 10 HE 3By4UTh, ajie, Ha BiAMiHy Big IHrapmeHa, BKia-
Jla€ B lie TIOHATTS i sIBUILE iHIIOTO 3MicTy. s Apkan’eBa 1ie
BHYTPIILIHE XUTTSI TBOPY 3 YCi€lo 1 BHYTPILIHBOIO OpraHizali€lo.
T'o0BHOIO 3acyror0 BYEHOTO € Te, 110 B MOro Teopil iHTEHILio-
HaJIbHUX aKTiB i aKTM KOHCTUTYIOBAaHHSI BUCTYMAIOTh SIK BaXKJIMBa
YacTHHA MY3UYHOI'O TBODY.

Y cnpo6i xoya ©6 4yacTKOBO po3iOpaTHCst B MUTaHHI «AKuUM €
iCTUHHE OyTTS MY3MKH?» CIIPOOYEMO HAOJM3WUTHUCS IO BimIOBIimi
Ha HbOTO 3 OTJISIAKOI0 Ha BUIlE3a3HAYeHi poOOTH.

Mysuka — mnapagoKcaJlbHUK (heHOMEH JIOACHKOI KYJbTYpU.
Bona GararorioniMHHa, 6araroctafiiiHa i psICHi€ BHYTPIillIHIMU
i 30BHilIHIMU 3B’$13KaMU i B3aeMmopisMu. Mu MoxemMo mnoba-
YUTU B LbOMY AUXOTOMIYHICTh. SIKIIIO 0araToIuIOIIMHHICTh Ma€
B ITiCTaBi M03a4acoBOCTh |7, c. 648], i B IbOMY MOXHa YIJIEIiTH
SIKiCh O3HAaKM CTaTUKHU, TO 0araToCTaailiHiCTh CIIpUMMAETHCS K
OJHO3HAYHMUI NposB nuHaMiku. Ile mMpoaAMKTOBAaHO Ayaji3MOM
OyTTS MY3UKHU — i SIK IIPOLECY, i IK 4OTOCh, 1110 Ma€ M03a4acoBy
pupony.

[TpuHIMIT NOOYI10BY HALIMX MOJATBIIMX PO3AYMIB OyIe TAKUM.
[Tpuitmemo 3anponoHoBaHe JIoceBUM pO3yMiHHSI iCTUHHOTO OYTTS
MY3UYHOTO TBOPY $SIK €HA0CY 1 BiIILIMMO Bij IOT0O My3U4YHE BUKO-
HaHHs. Lle M03BOJIMTL HAM YiTKillle BUSIBUTU JesIKi BJACTMBOCTI
1 0co0IMBOCTI OYTTS MY3MKH. 3pOOUTH MM 1Ie 3MOXKEMO TaKOIO
Mipo1o, SIKOIO J03BOJUThL HaM ¢opMaT CTaTTi, pyXalOuMChb Mpu
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LIbOMY 32 MPUHLMIIOM «Bill MEHILIOrO A0 BEJIUKOIO», 30CEPEAUB-
LIMCh HA JEB’ATU Te3ucax — JyMKax.

1. OgHUM 3 OCHOBHMX «OYAiBeJbHUX MaTepianiB» JJIs KOMIIO-
3UTOpa a00 BUKOHABLIS € MY3UYHUI 3ByK. B OCTaHHbOMY CJIOBOC-
MMOJIy4eHHI caMe NMPUKMETHUK «MY3WYHUIT» BKAa3y€ Ha Te, L0 HE
Oynb-IKUil 3ByK MOXHa BBaXXaTh My3ndHUM. CTpOro Kaxydu, 3
TOUYKM 30pY aKYCTMKHU, SIK pO3Ainy (pi3MKU, 3BYKOM € KOJMBAIbHI
PYXM YaCTUHOK, 1110 MOIIUPIOIOTHCS Y TBEPAOMY, PIIKOMY Ta ra30-
NoIiOHOMY CepeloBUILAX Y BUIJISANI XBUIIb. AK (hi3uuHe ABUIIIE,
3BYK MOXe OYyTM ONHCAHWI 3 AyXe BEJIUMKUM CIPOILIEHHSIM 3a
JIOITOMOT'OI0 TIEBHUX XapaKTEPUCTUK — YACTOTU KOJIMBaHb, (hopMu
KOJINBaHb, €(beKTUBHOTO 3BYKOBOTO TUCKY, BEJIMUYMHU 3BYKOBOTO
TUCKY. 3a CBOEIO CYTTIO 3BYK — 1€ TOPYLIEHHS PiBHOBAXXHOTO
CTaHy B CUCTEMi.

BignosimHO 10 3aKOHY 30€peKeHHsI eHeprii BAHUKHEHHS OyIb-
SIKOTO MOPYLIEHHS piBHOBAaru CUCTEMM BMMara€ BUTpaTU SIKOICh
KiJIbKOCTi eHeprii. XapakTep OTpMMaHUX KOJMBaHb Ma€ MpSAMUN
BILIMB Ha 4Yac, HEOOXiAHUIA AJIs1 TOBEPHEHHS CUCTEMU B CTaH piB-
HOBarv. Y KOHTEKCTi My3MKM MM B OCHOBHOMY T'OBOPHMO IIpO
YMOBHO 3aMKHYTi CUCTEMU 3 YiITKUMU MEXXaMU TTOIIUPEHHS KOJIH-
BaHb, X04Ya 3yCTPIiYalOThCS i YMOBHO PO3IMKHYTi. YMOBHUMM BOHU
€ B CUJIy TOTO, IO MOLIMPEHHS XBWIb SIK MPaBUJIO HE OOMEXY-
€TbCS KOPIOHAMU, CKaXiMO, KOHLIEPTHOIO 3aJ1y.

OTXe, XBWIbOBi KOJMBaHHS 3alIOBHIOIOTH 00’ €M YSIBHOTO 3aIy.
Bonu — Ge3nepeuHi siBuila ¢i3M4HOro CBIiTY i MalOTh KOHKPETHI
napameTpu, sKi MOXYTb OyTWM BUMIipsiHi. 3 OIJISIAYy Ha MPUPOLY
3BYKOBUMX KOJIMBaHb i TON (haKT, 1110 MOPYLIEHHSI piBHOBAru 3ayi-
a€e BCIO CHCTEMY i oOMexXeHa MeXaMu CUCTeMHU, MM 0a4uMmo,
110 MY3MKa BUSIBJISIE O3HAKW MPOCTOPOBOTO BUAY MUCTELTBA —
LiJIKOM peajibHe MarepiajbHEe BTiJIEHHSI — HasBHICTb KOJIMBAaHb,
a Takox 00’eM. I 00’eM, i KONMBaHHS, i iHIIII MapaMeTpU KOJIU-
BaHb MOXYTh OYTU BUMIpSIHi, HE € YMOTJSAHUMM KaTeropisaMu i
MarTh KOHKPETHi MexXi nmomupeHHs. To0To Imia yac BUKOHAHHS
XBUJIbOBi KOJIMBaHHSI, III0 CTBOPIOIOTHCS BHUKOHABLEM/SIMU,
3alOBHIOIOTh BeCh BiABeAeHMI iM 00csr. OmHaK 4Yu MOXEMO
MM Ha3BaTU Li KOJMBAaHHSI MY3WMKOIO, SIKIIO BOHU HE OyJad Bif-
pedaexkcyBaHi cBimomicTio moguHu? besnepeuno, Hemae. «Cy-
xatoum yBepTiopy Pixapma Barnepa mo «TaHreiizepa», MU 30BCiM
He AYMAaeMo B liell yac, 1110 Ha Mo4YaTKy il 3BYKOBi XBUJIi MawTb
oaHy ¢opMy, a B KiHIi iHIIYy, a SIKIIO i AyMaEMO, TO, 3BUYAIHO,
TOAi MM BXe€ HE CIlyXxaeMO MY3uKky «TaHreiizepa», a CilIyxaeMo
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HayKoBUI (Di3MYHUI aHalli3 SIKUXOCh 3BYKOBUX XBWJIb B3araji»
[8, c. 198].

KonuBaHHS — 1ie AMHAMiYHUI Mpouec 3i CBOIM ITOYaTKOM
1 3aKiHYEHHSM i, 11O AyK€ BaXKJIMBO, 116 HE3BOPOTHMIA IIPOIIEC.
SIximo, cKkaxiMo, 3 MOMEHTOM 3aKiHU€HHS KOJIMBaHb BCE € OiJIbIII-
MEHII 3pO3yMiJIMM, TO B MOMEHT NOYaTKy MOXYTb OyTH Pi3HOUYU-
TaHHs. 1i po30iXKHOCTI HOCITH cKopillie (pi1ocOPChKUI XapaKTep.
Nota bene, My TOBOPUMO i pO3yMi€EMO 3rajaHi XBUJIbOBI KOJIM-
BaHHA (maJli 3ByK) SIK MpOleC, 10 PO3ropTAEThCS B Yaci i Mpo-
cropi. lllo BBaxaTu MOYaTKOM IILOTO MpOLECY: IMeplle XBUIbOBE
KOJIMBaHHS ab0 MOMEHT Iiepenadi 30yJHMKOM KOJWBaHb SKOICh
KIUJIBKOCTI €Heprii, 110 i CTa€ MPUYMHOIO ITOPYIIEHHSI piBHOBaru?

BigmoBimaroun Ha 1le TMUTaHHS, CJig 3a3HAYUTU, 1O TYT
MU (pakTUYHO MaeMoO J1Bi (pa3u mpoliecy — Iepegada eHeprii i
rnojaJjbliie MOPYLIEHHS PiBHOBATU, MPUYUHY i HacaimoK. OCKilbKu
MU TpuiiMaeMo mosioXeHHs1 JloceBa Mpo My3UUHUM TBip K TMPO
eiinoc, To MoB’sI3yeMO nepiny a3y 3 caMuM eig0coM My3UUHOTO
TBODY.

IIpy TakoMy TpakTyBaHHi IpUYMHA BUSBIISE OuUIbIIE 3Ha-
YeHHS, a 3HAUUTh, KOJMBAHHS K HACTHIKU MPUAMAIOTH IPYro-
psaHy poiib. «lleHTp Baru» 3HAYYIIOCTI SIK OM 3MilllyEThCS B OiK
nepiuoi a3y Mpolecy.

2. My3uyHUM ab0 HEMY3WYHMM 3BYK CTa€ JIMIIE B MOMEHT
pediekcii — cripoOu BnMcaTv HOro B OJHY 3 HasgBHMUX i NpHU-
HHATUX pedIeKCYIOUNM iHAMBIIOM eCTeTHMYHMX cucTeM. Mmyun
«BiJl 3BOPOTHOIO», MU MOXEMO HaBECTU MPUKJIad, KOJIU 3BYK «HE
BIIUCYETbCSI» B cuctemy. Hampuxkiiaa, TeMOpu 6araTbox My3MYHMUX
IHCTpYMEHTIB A3il B pamMKax KJIaCMYHOI €BPOMENCHKOI Tpaaullii
BBaXKalOThCs Pi3KUMU i TOMY HE MPUUHITHUMM.

P. Inrapmen 3apaxoBye TeMOp OO «HE3BYKOBUX» CKJIaZOBUX
YaCTUH MY3UYHOIO TBOPY i MOB’SI3y€ MOro 3 CUCTEMOIO CMMBOJIIB
KyJabTypu. TemMOp caMm 1o cobi € pesyabTaToM pedJiekcii xapak-
TepY i BIACTUBOCTE KOJIMBaHb. Y LIbOMY MU 3HOBY-TaKM MOXKEMO
Mo0ayuTH TepeBakaHHs 3HAUyLIOCTi caMe BimpedieKcoBaHOTO
KOJIMBAaHHS, a 3HA4YWTh, i, 3HOBY, 3MIIIIEHHS 3HAYYIIOCTi B 0iK
«HEO03BYYYBaHOI» MY3UKU. Y 1IbOMY BUIIaJKy BOHA MPOSIBJISIETHCS
y BUIJISIAI CUCTEMU CUMBOJIIB.

CaM MOMEHT aKTy ceJieKllii TOBOPUTb IO Te, 1110 3BYK, SIK XBU-
JIbOBE KOJIMBAHHSI, 3AJIMIIAETLCA B MexXaxX (pi3MUHOro CBiTy, B TOM
yac K My3UYHUM 3BYK, Oyay4r MpOayKTOM peduieKcii, iCHye Juiiie
B Mexkax cBimomocrTi. Ile BimHOCUTBCS i 10 OYIb-SIKOrO KOHKPETHOTO
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3BYKY, 1 B TJIOOAJILHOMY CEHCi SIK peHOMeHa. Y Il MOMEHT MM
3HOBY CTUKAEMOCS 3 MMOJABIMHICTIO OYTTSI My3UYHOTO 3BYKY. 3 OJHOTO
00Ky, BiH He MOXe iCHyBaTu 0¢3 (Pi3MYHOro BTUICHHS — alkKe MU
noTpedyeMo 00’ekTy mis pediiekcii. 3 iHImoro 60Ky, caMm mo coOi
MY3UYHUI 3BYK, SIK «aTOMHa» (B CEHCi HeMOILHOCTI) YacTKa came
JUISE MY3UKU i MIPOLIECY BTiIJIEHHSI MY3MYHOIO TBOpPY, iCHYE JIMIIE B
MexXax JIFOACHKOI KYJIbTYypU, TOOTO CBiTOMOCTI.

3. P. IHrapaeH npucBsiuy€e JOCTIIKEHHIO BJIACTUBOCTEN My3UU-
HOro TBOPY BEJMKMI po3ail cBOiX «JlOCHiIXeHb 3 €CTETUKU».
PetenbHuii aHani3, HaBeAeHUI OOCHTiITHMKOM, BMMAara€ MHUJIbHOL
yBaru i BUBYeHHs. [IpoTe HEe MOXHA HE MOMITUTU DS CYIKEHb
aBTopa, SKi BUKJIMKAIOTh CyMHiBM. OgHMM i3 HaWOUIbII 3HA4Yy-
IIMX MOXHa BBaxaTu (dokyc IHrapaeHa Ha CIPUNUHSTTI My3U4-
HOTO TBOpY y 30MTOK MOro BUKOHaHHSI. KOHTpapryMeHTOM MOXe
CJY>KUTU TBEPIKEHHSI, 1110 BiH PO3IJsiga€E My3UUHUM TBip B Moro
«KiHIIEBOMY TYHKTi» — cjlyXauyeBi. Ajie, TPYHTYIOUKUCh Ha 3alpo-
IMOHOBAaHOMY aBTOPOM IJIMOMHHOMY aHali3i CKJIagOBMX YaCTUH
€JIEMEHTIB MY3MKH 1 XapakTepy 1X CIiBBIAHOILIEHHS, MU MTOBUHHI
OPUIHATU ie10 Ipo OUIbIIY 3HAYMMICTh caMe BMKOHAHHS, HixX
cripuitHaTTda. Te, 110 BUPAXKAEThCSI, HE € TOTOXHUM TOMY, IO
CIIPUMMAETHCS.

4. Cnuparoyrdch Ha BUKJIaleHE BUILIE, IPOMNOHYEMO BUIi-
JISITW IUTOILMHI ICHYBaHHS i cTamii iCHyBaHHSI MY3WUYHOIO TBOpY,
SIKi, Y CBOIO Yepry, BUSIBJISIIOTb MHOXWHHI BHYTPIllIHI i 30BHillIHi
3B’SI3KH.

Cmadis — Binpi3ok, ¢a3a icHyBaHHSI TBopy. BoHa mepenbadae
SIKYCh IMHAMiKy, 00 11 TIpolieC, i BOHa MOXe BHUpaXaTUCs IMo-pi3-
HOMY. A OCKUJIBKM 1€ TIpoliec, TO (haKTOp yacy € Haa3BUYaiHO
BaXJIUBUM. [l1owuna iCHyBaHHSI My3UYHOTO TBOPY BUSIBJISIE UKC-
JIEHHi 3B’$I3KM MiX pi3HMMU (PeHOMEHAMU COLiaJIbHOTO YCTPOIO
CYCITiIBCTBA, CTAamisIMA PO3BUTKY KYJBTypU, HaIpsIMKaMM JIIOMI-
CbKOI MisJIBHOCTI i T. I.

Y pamMmkax Lii€i cTaTTi, KaXy4u Ipo IJIOLIMHI ICHYBaHHS My3U4Y-
HOTO TBOPY, MM 3YIIMHUMOCS JIMILIe Ha JEIKMX acrekrax poOoTh
CBIIOMOCTiI i 3BEpHEMO YyBary Ha Hallly CXWIbHICTh OIIEpyBaTHU
CTaTUYHUMU KateropissMu — erigocamu. IlnatoHiBCcbke MOHSATTS
elocy € CYMyTHUKOM ifocodii mpoTsiroM ychoro ii ictopii.
VY pizHux ¢inocodiB Miclie3HaXOMKEHHSI €MA0CY Bilpi3HSIETHCS.
[TpMHUMITOBOIO BiIMiHHICTIO € Te, 10, Ha BiAMiHY Bil $IKOiCb
chepu, kynu IlnaToH momilae icHyBaHHS O€3CMEPTHUX €HIO0CIB,
T'yccepnb, Hampukian, HOMiIlIae ix Oe3MOCepeaHbO BCEPEAUHY
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cBimomocTi. CBiIOMIiCTb CTa€ He TUIBKM MiCLEM 30CEepeIKEeHHS
Haioro «f», a it 3acob0oM 3B’SI3KY i3 30BHillIHiM cBiToM. ITomio-
HUI 3B’S130K € (DyHIAaMEHTaJbHOIO BJIACTUBICTIO HAILIOI CBiIOMO-
CTi — 1¢ iHTeHLiOHaNIbHIiCTh. ENMIOC MOXe MICTUTH IMHAMIYHY
ineo abo imero mpo AWHAMIYHUI MpOLIeC, ajie caM BiH 3ajuila-
€TBCS CTATUYHUM.

V nmocnimxyBaHoOMy HaMmMu (peHOMEHi MY3UMYHOrO TBOpPY BiH,
eiijoc, — imeal, igeajJibHe TpaKTyBaHHsS 1 ileaJibHE BUKOHAHHS
TBOPY 11 KOXHOI OKpeMOil CBimomMocTi. TakuM YMHOM, KiJIbKiCTb
TaKUX iJeaJbHUX TPaKTyBaHb TOTOXHA KiJIbKOCTi pediekcyrouux
CBIIOMOCTEM.

HasBHicTb eiigocy AOBOAMTBCS ¢ TMPOLECOM BUKOHAHHS,
i mpouecoM crpuitHITTsA. Konau mu, nepeOyBaloun Ha KOHLIEPTI,
YyeEMO BMKOHAHHSI, SIKE HE 3aJ0BOJIbHSIE HAC HaBiTh YaCTKOBO,
MU CIOCTEPIraEMo i BiluyBa€EMO MOro HEBIANOBIAHICTb HaliK ysBi
IIpo T€, SKUM BOHO Ma€ OyTH. 3BMYAIHO, y 3B’SI3KY 3 LIUM KJIIO-
YOBUM € CTYIiHb «IIiATOTOBJIEHOCTi» Clyxauya, OCKiJIbKU 1ie 0e3Mmo-
CepeHbO BIUIMBAE HA MPOLEC CIPUUHATTS. «[ OTOBHICTh» Cyxaua
BUMAara€ OKpeMOro AOCJiIXKEHHSI, OCKUIbKM BOHA IIOB’S3aHa 3
IHIIMMU BJIACTUBOCTSMU CBiIOMOCTi — IJIACTUYHICTIO B KOHTEKCTI
30aTHOCTI CIpUiIMaTy HOBIi IJIs1 cebe ider.

5. TloBepTaruuch A0 CTaliil, BUALIMMO OCHOBHIi, B II€BHIil
MMOCJIiIOBHOCTI: BUHUKHEHHSI i1ei, HOTHA 11 (ppoBKa, Neplie BUKO-
HaHHS, HacTynHi BUKoHaHHS. IIpomoHoBaHi cTagii gaHi B y3a-
TrajJIbHeHHi, 1 KOXHa 3 HUX MOXE MaTU CBOE WieHyBaHHS. Takox
cTajliss HOTHOI IIM(MPOBKHU i MEpILIOro BUKOHAHHSI MOXYTb MiHSI-
TUCS MiCUSIMM 4YepProBOCTi. MM HaBMMCHO He 3raiaju Mpolecu
COPUMHATTSL clyxauyeM, OCKiJIbKM 1€l MOMEHT MOXHa BBaXkaTu
HaCJIIKOM I10 BiIHOILIEHHIO A0 CaMOIO IIPOLECY BUKOHAHHS, 110
besnocepeHRO HE BIUIMBAE HA caMe BUKOHAHHSI.

6. TliomyHM iCHYBaHHSI My3MYHOTO TBOPY MOXKYTh OYTH YMOBHO
pO3IiUICHI Ha Ti, 11O 3ByYaTh i Ti, 110 HE 3By4yaTh. Ti, 110 3By4aTh, SIK
1 BUILIMBA€E 3 Ha3BU, JETEPMiHOBaHiI aKyCTUYHMM iCHYBaHHSIM, a Ti,
110 He 3ByYaTb, MPEACTaBISIIOTh COOO0I0 LM KOMIUIEKC (heHOMe-
HiB Ta iX CKJIaJIHUX B3a€EMOMiid. AKYCTUYHUI IIap MpPeaCTaBICHUA y
BUIJISIII XBUJIBOBUX KOJIMBAaHb i OMMCAHUIA HAMU BMILIE.

7. Toi wmap, 1110 He 3BYYUTh, SIBJISIE COOOIO CKJIAIHY B3aEMO-
nilo 6araTbox (peHOMeHiB, siKi (OpPMYIOTb CUCTEMH, KJIAaCTEpH.
OcKiJIbKM MU TIpUMMaEMO eWaoc 3a OAHY 3 HaWOiIbll 3HAYHMX
BEPCTB iCHyBaHHSI TBOPY, CPOOYEMO TMO3HAUYUTH 0a30Bi BiIacTU-
BOCTi CBiIOMOCTI, $IKi pOOJISITh MOXJIMBUM iCHYBaHHSI (DEHOMEHY
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eimocy. OmHi€l0 3 HAWOULIBII BaXKJIMBMX TAaKUX BJIACTUBOCTEH €
(heHOMEH BMKOHABCBHKOI BOJi.

MoMeHT yyacTi BUKOHABCbKOI BOJIi BUMara€ oKpemMoi po3MOBHU,
00 1S YHiKaJbHa BJACTUBICTb 0a3yeThcsl Ha (hpyHAaAMEHTaTbHUX
BJIACTMBOCTSIX HALLOI CBiJOMOCTIO iHTEHLIOHAIBHOCTI SIK CIIPSIMO-
BAaHOCTI Ha IIpeaMET; iHTepCy0’eKTUBHOCTI SIK OCHOBIi BCiX iHTEH-
LIIOHAJIbHUX aKTiB; KOHCTUTYIOBAHHI SIK TBOPYOI aKTUBHOCTI, SIKa
00’ennye nepiui aBi. Came BOHU pOOISITH MOXJIUBUM: CTBOPEHHS
4acoIpoCTOpY TBOPY, HAOUIEHHSI 3MIiCTOM Yy BCiX CeHCaxX, e€MO-
LiiiiHe HAarMOBHEHHS i caM (peHOMEH eiimocy.

P. IHrapaeH He po3misaae 11i MPOLECH, ajle 1X ONUC MU 3HaxXo-
oMo vy M. Apkan’eBa. Sk Bxe rosopumiocs, IHrapmeH roBopuTh
Mpo Mpolec CIPUNHSTTS BUKOHAHHS. ApKaa'e€B, OyAyyud BUKO-
HaBILIEM, 3arJIMOJIIOETHCS 10 MPOLECY BUKOHAHHSA. MU BBaXXaeMoO
e OUIbII BIpHUM IIJISIXOM, OCKUIBKM CHPUIHSTTS BUKOHAHHS
HiSIK He BimoOpaka€e Moro BHYTPIIIIHHOTO YCTPOIO.

PosropranHs My3uKM B 4Yaci Ma€ IPUHIUIIOBE 3HAYEHHS.
Y npomy Mu 6a4nMMO ONPUYMHY MOOYTYBaHHS paHillle TyMKU IIPO
MY3MKY SIK TIPO YaCOBUI BUI MUCTEIITBA, HE3BaXKalouu Ha Te, 110
BOHA IIPOSIBIISIE BCi O3HAKK MPOCTOPOBUX BUIIiB MUCTELITBA, Bjac-
THMBi, HaIIpUKJaa, CKYJIbOTYpi a00 >KUBOIMUCY.

IToBepTarouucey 10 podotu IHrapaeHa, MoXxHa cKa3zaTu, 110 BiH
nepepaxoBye BCi aTpuOyTH OYTTSI MY3MYHOIO TBOpY SIK eiaocy,
He Ha3uBalo4M Horo Takum. JIoceB e iHIIMM LJISIXOM i Bigpa3sy
MOMillla€E My3WYHUH TBIip B «IUVIOIIMHY» efinocy. CBoi po3ayMu BiH
BUOYIOBYE, MOCTYIIOBO MEPEXOASIUM Bifl MUCIEHHS TTPOCTOPOBOIO
JI0 MUCJIEHHSI (P€HOMEHOJIOTIYHOr0, MPO 110 TOBOPUTH MPSIMO.

Otxe, pa3 e ei10c, TO My3UYHMI TBip Ma€ IMO3alpoCcTOpOBe,
rmoszayvacose [7, c. 468] i ecrernune [8, c. 209] 6yrra. Jdani Jloces,
PO3MIpPKOBYIOUM TIPO TIPUPOAY MY3WYHOTO MHUCTENTBA, Kaxe:
«My3uyHe OyTTS, SIK MUCTELITBO, HE MOXe He OyTU O(pOpMIIEHO.
AJle My3u4yHe OyTT $IK OyTTd 4u € gKach ¢opma, 4u CcKJIaaa-
€TbCS 3 psay oOpMIIeHb Ta iX 3B’SI3KYy MixX cobo10? Amke dpopma
MUCTELTBA HE OOOB’SI3KOBO IOBUHHA BTUIIOBATH IIOCh, IO €
odopmieHuM. 1o ¢hopMu MUCTELITBA MOXKHA BTLIMTH i 1IOCh 30B-
cim 6e3dpopMHe, 30BciM xaoTuyHe. Yncrte My3myHe OYTTS i € UM
o(opMIIEHHSIM, BiJOKPEMJIEHHSM OJHOIO IPOCTOPOBOrO Mpel-
MeTa Big iHmoro. TyT BiACYyTHE i Bcske iHIe odopmiieHHs. Tyt
HEMAa€E HisSIKUX iealbHUX €IHOCTEH, SIKi O MPOTUCTOSIM XaOTUY-
Hili i 6e3popMHiit Ge3nivi. ¥ 1bOMY, SKILO 3aBrOJAHO 3JIOBXUTHU
HEMeBHUM TepMiHOM, — ¢opMa My3MKH, TOOTO (opma xaocy.
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rpaHnyHa 0e3¢opMHICTh i XaoTWuHicTh» [8, c¢. 209]. Ilpouecy-
aJIbHICTh BUGHUI OIMCYE uyepe3 AMHaMi3M, HECTilKiCTh i Oesrie-
pepBHY 3MiHy. O0’€gHYI0YM BCi IIi BJIACTUBOCTi, BiH HIPOIIOHYE
TepMiH coincidentia oppositorum — «306ir MPOTUJIEXKHOCTEN, AaHe
SIK IOBrO-MiHJIMBE cborofeHHs» [8, c. 210].

Ilinkom oueBuaHO, 110 JIOCEB MigHIMae MPOOJEMU 3MICTy Ta
ceMaHTUKU. [TuTaHHS 3MiCTy MY3MKU € OAHUM 3 HaiOLIbII CKJIaI -
Hux. Kpim Toro, 1110 11eii 3MiCT € B IEBHOMY CEHCi Cy0’€KTUBHUM,
BiH TaKOX Ma€ 03HaKU 00’€KTUBHOCTI, 00 € 6e3rocepeaHbO OB sI-
3aHMM 3 OaratbMa cdepamMu COLIIbHOTO i KyJbTYPHOTO >XUTTS
IHAYBIAA, SIKi JOCUTh 3HAYHOIO MipOI0 BUCTYMNAIOTh PETryISITOPAMU
3MICTY i B 0araTbOX BMITaKaX BilirparoTh BUpPILLIAJIbHY POJb.

Sxkino i3 3amporoHoBaHo0 JIOCEBUM TOYKOIO 30pY ILIOAO MOXK-
JIMBO1 0e3(pOPMHOCTI 3MIiCTy MY3MYHOIO TBOPY MOXHA YacCTKOBO
MOTOAUTUCS, XOUa LISl TeMa i BUMAarae Oilblll 1eTaIbHOIO BUBUEHHS],
TO y 3B’3KY 3 JYMKOIO 1I0/I0 3arajibHO1 BiZICYTHOCTI (hbOPMU 103BO-
JIMMO c00i 3amepevynTH, 10 MPU PO3IISIAL MO0IU3Y i, TUM OiNIbIIIE,
330BHi CITOCTEPIra€ThCs JOCUTDH YiTKa OpraHisallisl Lijoro B My3ulLli
Ta y BCiX Ipoliecax, 5IKi 0epyTh ydacTh Oe3MOCepenHIo y 1 BUKO-
HaHHi, a TaKOX Yy Ipolecax, CYIyTHiX ImomnepeaHiM. Ilpu 1mbomy
HEMaJIOBaXXHOTO 3HAYeHHsS HaOyBae MeTpUYHA ITyJIbcallisi, sKa
MOXe OyTH MOpiBHSHA 3 KPUCTAIIYHOIO pelliTkoo. Ha HacTyrmHoMy
PiBHiI BOHA TPOSIBISIETHCS B CYBOpiiA OpraHiszallil 110 TOpU30HTAJI.
MenoniiiHi Tpynu CJigylOTh OAWH 3a OOHUM B YiTKilf MOCJIiZOBHO-
cTi, (B iHIIOMY BUMAAKy 1ie OyB Ou iHIIMi TBip). Lle He cTocyeThest
abo CTOCYETbCSI 3 MEBHUMU 3aCTePeKEHHSIMU MY3UKHU, B SIKili Ha
MepLIni TJ1aH BUXOAWUTD iMITpOBi3alliiiHe Havao.

g imeanpHa IUTOIIMHA icHYBaHHS (eiimoc) Oe3mocepemaHbO
noB’s13aHa 3 (PyHAAMEHTAJILHOIO CBIOOMICTIO JIOAMHU. I3 TOYKM
30py JIIHTBICTMKM lieii ¢heHOMEeH 3abe3rneuyye HaM 3AaTHIiCTb 110
MOBJICHHSI, BHYTpIIIIHBOIO MOBJEHHSI, caMoOpedepeHTHICTb,
pexypcuBHicTb. Ili sIKOCTi, K i peHOMEH IIKUMTEPOB, BIACTUBI
TakoX i My3uili. OgHaK SKIIO MOBA ONEPYE KOHKPETHUMU MOHSIT-
TSIMU, HaBiTh 3 ypaxyBaHHSM J€sIKOI BapiaTMBHOCTI iX TpaKTy-
BaHHS$, My3MKa aIejIo€e 10 OiIbIl ITMOOKHUX IIapiB cBimoMocTi. Ile
00YMOBJICHO TUM, LI0 My3MKa HapOIXy€E B HAC Meplil 3a BCE eMO-
LiAHWI BiATYK, SKWI 3rofloM MOXe OyTH MEpPeKOJOBaHUI Y MOB-
HUI KoA. ¥ LIbOMYy OIHE 3 KapAWHAaJbHUX BiIMiHHOCTEH MY3UKU
i MOBHU i i€ BKa3y€ Ha YHiKaJIbHICTb MY3MYHOTO MUCTELITBA Cepell
BCiX iHIIMX, 00, IIJIKOM MOXJIMBO, My3MKa arejioe J0 IIapoB CBi-
JIOMOCTi MIMOIIMX, HiXK MOBHA (CJIOBECHA).
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8. Cucrema My3MYHUX CUMBOJIB — 1lap, SIKWii, Oe3MepedHo, €
YaCTUHOIO Oiblll 00’€EMHOIO KyJbTYPHOIO 1Iapy B 3arajibHOJIOMN-
CbKOMY 3HAY€HHi, TaKOX IOB’SI3aHOTO 3 JIOKAJIbHOI €CTETHUKOIO.
HesBaxawouu Ha Te, 110 MM Ha CaMOMY I1OYaTKy CTaTTi BM3Ha-
YWJIM 1apu SK 1I0Ch CTaTUYHE, MiHiMaJbHUM pyX i 3MiHM Bce-
TaKM BJIACTUBI i iM. BOHM 3MiHIOIOTHCSI MMOCTIMHO, IIPOTSITOM BCi€l
icTopii, BUHMKAIOTh HOBi, CTapi BTpayaloTh CBOIO aKTyaJbHICTbh i
MOXYTh 3a0yBaTucs. Hepinko My3nuHMil TBip ab0 ioro emizon,
ab0 My3MYyHa TeMa CTalOTh TAKUMU CUMBOJIAMM i TPOIOBXYIOTh
iCHYBaHHS BXX€ OKPEMO Bill TBOpPY.

CucreMa CHMBOJIIB MOX€ OYTH BilHECE€HA O TOroO, 10 MOXHa
Ha3BaTM 30BHilUHIMU 3B’sa3Kamu. OnHakK, WAyyu 3a JIOTiKOIO
HaIllOro JOCTiIKeHHSI, CIoYaTKy MU TMOBUHHiI 3yMWHUTHUCS Ha
BHYTPIILIHIX 3B’sI3Kax.

BHyTpiliHi 3B’SI3KM B My3MIli € CHUCTEMOIO B3aEMOMIN MixX
MyJbCOM, PUTMOM, MEJIOHi€I0, TapMOHI€I, TeMOpOM, (hOpPMOIO.
Bci BOoHM HepO3pMBHO MOB’SI3aHi i SBISIOTH COOOI0 €AMHE liijie,
HE MOXYTb OyTU AOCHIIKEHi, B35ITI OKPEMO, 11032 B3aEMO3B’SI3KY
oavH 3 omHMM. HaiiGinbll HEe BUBYEHUN i3 HUX PUTM i BCe HOro
B3a€EMOIl 3 iHIIMMHU CKJIAMOBUMM YaCTUHAMM MY3UKH.

9. 30BHIlLIHIMHU 3B’SI3KaMU B MY3U1li € BCi MiXKBUIOBI, MixKXKaH-
POBi, MiXKJIacCTepHi, CUMBOJIbHI 3B’SI3KM, MiXKCUCTEMHi 3B’SI3KU.
MysnyHuii TBip — GaraTomapoBe i OaraToCKJIagHE SIBUILIE KYJIb-
TYPHOIO 1Uapy JIOACHKOI HisIbHOCTIi. TOMy BOHO Ma€ 4YMCJEHHI
3B’SI3KM 3 TMPaKTUYHO YCiMa iHIIMMM BUJAMU HOTO isIbHOCTI.
MixoKkaHpOBUIA 3B’SI30K 3yMOBJIEHU B3a€EMOIPOHUKHEHHSIM eJie-
MEHTiB, MPUHLMIIIB OpraHizalii, LIUTYBaHHSM, B3a€EMHMUM BILIU-
BOM imeil, eCTeTHIHNX MOTJISIIIB 1 T.II.

Jng onucy NOBHOI KapTMHU 30BHIIHIX 3B’A3KiB MY3WUY-
HOTO TBOPY HaM CJliJi pO3IJISHYTU, 1O XX Take MY3WYHMUI TBip.
g 1bOro MM CKOPUCTAEMOCS METONIOM, SIKMM KOPHUCTYBaBCS
InrapaeH, — OyaeMoO BUXOIWTHU 3 TOTO, YUM MY3UYHUU TBip HE €
(HactynHi A, b1 B).

A. Ieposi pyxu. 3 ogHOro 60Ky, efioc TBOpY a priori He MoOXke
OyTU MOB’SI3aHUI i3 PYXOM B CUJIY CBO€EI MPUPOAU, HE TTOB’A3aHOI
Hi 3i 3By4aHHSIM, Hi 3 pyXoM. fK e OyTH 3 KE€CTOM JUPMUICHTA,
SIKWI, 3a BUCJIOBOM ApKaja’eBa, € BidyaJbHUM BTICHHSIM Ti€i
OCHOBHU MY3UKH, 110 He 3By4UThb? KOHTpapryMeHTOM MOXKe BUCTY-
MaTu TakKe: «TO, 110 BUPAXKAETHCS» i «<BUpa3» HE € TOTOXHUMM, 1110
3HOBY TOBOPUTb Ha KOPUCTb iCHYBAaHHSI MY3MKHU B (hopMmi eiijgocy.
3Ha4YuTh, irpoBi Pyxu HE € MY3UYHUM TBOpPOM. BOHU SBISIOTH
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co0010 HEOOXigZHY YMOBY IIpOIIeCY BUKOHAHHS, i TaKOX, K MU
PO3IUTMIIN «TO, IO BUPAXKAETHCA» 1 «BAPa3», MU BiIOKPEMITIOEMO
irpoBi pyXy Bill BAKOHYBAaHOTO TBODY.

ITutaHHs Mpo XECTU AWPUIEeHTA BUMAara€ OiIbII YBaXXHOIO
po3misiay. 3 ogHOro OOKY, BiH HE Ipa€ >KOAHOTO 3BYKY. 3 iHIIIOTO,
MM HE MOXEMO He Ha3MBaTH MOTr0 MY3MKAaHTOM, OCKiIbKHM BiH €
HOCIEM LIUIICHOI ifei TBOPY Y BCi€l MOro CKJIagHOI BHYTPILLIHBOI
opraHizauii. IIlo 3HOBY CIYXWUTb IiATBEPIXKEHHSIM €HIEeTUYHOI
OCHOBM IPUPOIU MY3UKH.

bynb-sxuii irpoBuit pyx Mae Tmapajieib 3 MpPOLIECOM Hapo-
JI)KEHHS 3BYKY — BOHO MOXe OyTU po3iJieHe Ha aHaJIoTiuHi (a3u.
Mwu He Oyaemo 3arivOJIIOBaTHUCS OO0 HEUpoJiorii i omucyBaTH
B3a€EMOJil aKCOHiB, MpOLIECH BUPOOJIEHHSI PEYOBUH MeEAiaTOpiB.
3ajmiralouynch Ha PiBHI poOOTHM CBIimOMOCTI, MiZKPECIMMO, IO
MOYaTKOBU iMIYJIbC BiTHOCUTBLCS 0 BJIACTUBOCTEN CBiIOMOCTI —
IHTEHIIIOHAILHOCTI i KOHCTUTYIOBAaHHSI.

b. HomHuuii mekcm. 3a CBOEIO CYTTIO 1€ «CMCTeMa KOJIipHUX
IUIAM neBHOiI (yMoBHOI) ¢opmu Ha mamnepi» [7, c. 437]. Tou-
HOCTi 3apaayd MU IOBMHHI JoJaTu, 110, 3 HeIaBHiX Mmip, i Ha
nucruiei. He auBasiuMCh Ha HOBi TeHACHILII B HOTHIM 3amucy,
Ha HasIBHICTb HE3JIIYEHHOI KiJbKOCTI pemakiliii, MOKJIMKaHUX
JIOMOMOTTH 3pO3yMITH urtext, mpolec 3amucy — 1€ Ipolec
IKUdpPyBaHHSI 3 BUKOPUCTAaHHSIM OOMEXXEHOro Habopy CUMBO-
JiB. MU He MOXEMO OTOTOXHIOBAaTU MapTUTYpy 3 3aludpo-
BaHUM B Hili TBopoMm. [lo-mepiie, TOMy IO <«KOAHA MaTepi-
ajlbHa piy B TOYHOMY 3HAue€HHiI LILOTO CJOBa HE MOXE cama
ISl cebe MaTu SIKi-HeOyab HemarepiajbHi BJIACTMBOCTI abo X
BUKOHYBaTU OyIb-sIKy HemaTrepiajibHy ¢yHKUIio» [7, c. 437].
ITo-apyre, nepedpasyBaBiiu IHrapaeHa, Mu Oyau 0 3My-
LIEHI TOBOPUTU TpO iCHyBaHHS cTiibkox Ilepiiux cumdoHiit
bpamca, ckinbkm ix Oyno BugaHo abo mepemnucaHo. Ilo-Tpere,
KaXy4u IpoO SIKOCTi TBOPY, MU O MaJid TOBOPUTH i IPO XiMiuHi,
1 mpo (pi3uyHi BJIACTUBOCTI MaTepialliB i peakiliil, 10 IIpOTiKa-
I0Th B HUX. Bci 1i Tpy MoMeHTH Oyam onucaHi IHrapameHoM.

Cragisi HoTHOro WKMMPYBaHHS 1iKaBa i TUM, 10, 1Ie¢ Ha ChO-
romHi, MO CYTi, €IMHUI cHociO, 1o BimoOpaXa€ BHYTPILIHIO
opratizaiilo mMy3uku. BoHa i TiTbKM BOHA 37aTHaA BigoOpa3uTH
il BHyTpiliHIO CTpyKTypy. Hampukiaa, omHe 3 HaWOiIbll 3HAUY-
IIMX SIBUL, — KOHCOHAHCHO-JUCOHAHCHA 3a CBOEID IPUPOAOIO
B3aEMOIS MyJIbCy i putMmy. He3Baxkaioum Ha Te, 11O ChOTOAHI MU
MaEMO MPSIMUM JOCTYH O TUCSIY Pi3HUX 3aMMCiB OJHOTO i TOrO
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3K TBOPY, XKOJHA 3 HUX He 3[aTHa BimoOpa3uTU COPSIMOBAHICTb
i, OMHOYaCHO, KOH(JIKTHICT, pUTMY i MeTpa B, Hanpukian, Hpy-
romy KoHuepTi nukiy «ITopu poky» BiBanbmi.

PosrnsiHeMo nepii 4oTupu TakTu. My3WYHUI TEKCT MOYMHAa-
€TbCS1 BOCBMOIO T1ay3010 Ha MepIIy J0JI0 TaKTy % 3 MOAJIbILIMMU
JIBOMa BOCbMUMM. 3apa3 MU HE CTaHEMO OpaTu 10 yBaru jaaorap-
MOHIYHY CTOpPOHY (pparmeHTy. Lleii pUTMiYHMIT MaIIOHOK ITOBTO-
PIOETHCS 1€ ONMH TaKT.

PutMmiuHO paHuii (parMeHT OOCUTb OJHOPIZHWI, SAKIIO He
OpaTv 10 yBaru HEBEJWKMI PO3BUTOK B TPETbOMY i UETBEPTOMY
TakTax. Lleil po3BUTOK € MiHIMaJbHUM, OCKIJIbKM BaXKO COO0i
YSIBUTH iHIIUI CIOCiO MiHiIMaJIbHO YCKJTAIHUTU PUTMIYHUI MaJlto-
HOK, ajie, 32 yMOBaMU JiMiTyBaHHSI BUpa3HUX 3aC00iB i BiICYyTHO-
CTi 3BYKOBOi (B MY3UYHOMY CEHCi) pi3HOMaHIiTHOCTi, — BeJbMU
BiIUyTHUM.

€IUHUM MOXJIMBUM TOSICHEHHSIM XPOHOAPTUKYJSILIHOI
oprasizalii 1IbOTO ypMBKa MM BBa)Ka€EMO aHCepMe-apKal €BCbKY
OYMKY TIPO €HEepPreTHYHy, aeKTUBHY IPUPOLY MY3UYHOTO Yacy.
Otrxe, My3MKa NOYMHAE 3By4aTM Ha Jpyry noiwo. OpraHizauis
1boro (parMeHTy Taka:

1) 3a paXxyHOK BiICYTHOCTI BaxKKOi JOJi Yy BCiX YOTUPbhOX TaK-
Tax CTBOPIOEThCSI pUTMiuHa Hampyra. [liazcTaBoro misd LbOroO CIy-
>KUTh BUBEACHUI paHillle KOHLIENT CIPSIMOBAHOCTI i HE3BOPOTHO-
cTi yacy. BekTopHuii HalpsIMOK pUTMIYHUMX TPYII TYT € SIMOIYHUM,
iHaK1Ie e cynepevynao 6 3MiCTy MY3UKU;

2) ocboBa IyJibcallisl BUpaxkeHa He BOCBbMUMU TPUBAJIOCTSIMU,
sIK, 31aBajiocsl 0, Ha TEepIIMI TOTJISIA, a IiCTHAAUSITUMMU, 11O Mia-
CWIIOE PUTMiYHY Hampyry. Lle 3yMOBJIeHO ILIBUAKICTIO pO3rop-
TaHHS — TIyJibCcallisi BOCbMUMU «3HEKPOBIIOE» 1€l YPUBOK, 3Hi-
MAarouu HallOBHEHICTD;

3) ocboBa MmyJibcallis OroJII0E B3aEMO/II0 MY3UKHU, 1110 3BYYUTb,
1 My3UKM, 110 HE 3By4UTh, 32 PaXyHOK BiICYTHOCTI 3By4aHHs Mep-
wwoi moji. ¥ uboMy BUMNAAKy BOHA BHUpaxeHa ABOSIKO: 1) uepes
MparHeHHs 10 THMYacoOBOi CTiHKOCTi HACTYMHOrO TakTy (My3Mu-
HUI Yyac HE3yMUMHHO i HEOOOPOTHO); 2) 3aIMINAI0YMCh YACTUHOIO
MOMNePeIHbOrO TAKTY, MPU MUIBHOMY PO3IJIsIIi 3UJIEHYBaHHS ABOX
BOCBMMX 3 MOJAJIbIIIOI0 HEO3BYYEHOIO MEPIIOI0 JO0JEI0 HACTYII-
HOTO TaKTy, BUSIBJISIE IKMICh BiICOTOK MPOTUIii, KOH(PIIKTHOCTI;

4) MU CIOCTepiraeMo SIBHUI rpaBiTalliiHUI KOHQJIIKT, 110
BUHUKAE MiX COPSIMOBaHWMU J0 HACTYIMHOI BaXXKOi J0JIi OCTaH-
HBOI BOCHMOI IO BCili BEpTHUKaJi, i HEO3BYYEHOIO IIEPIIOI0 TOJICIO
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HACTYMMHOTO TakTy. MenoailiHuii MaTepial Ma€ $SIBHY SIMOiuHY
oprasisariito.

Otxe, KoXeH 3HaK 1udpy Ma€e BY3bKHWI KOPUIOP 3HAUEHb,
ajie B TMOENHAHHI OJWH 3 OJHUM BOHU MOXYTb HaOyBaTu TPETE
3HAUEHHS, BiAMiHHE BiA BUXiZHUX. I Tak camMo mpu MpUETHAHHI
TPEeTbOro CUMBOJIY i BCiX HacTynmHuX. Lleil mexaHizM modpe mpo-
CTEXYETHCSA Ha HaBEACHOMY BMIIIE ITPUKJIIAII.

3 yChOro cka3zaHOro MM poOMMO BMCHOBOK, 1110 HOTHMI1 3aIT1C
HE € TBOPOM, a JIMIIE BUXiTHUM KOIOM, SIKUN Jeln@pyeTbes
KOXXHUM BUKOHaBLEeM. [IpruomMy B pe3ysabTati aeudpyBaHHS BiH
BiITBOPIOE KOXEH pa3 HOBUIA TBip. 3BilcU i Oro JOCUTH LIMPOKa
o0JlacTh «IIpaB» BUKOHABLS B iHTepIHpeTalil i TpakTyBaHHi. Bin-
HOIIEHHSI MiX €HIOCOM i BUKOHAHHSIM BMMAara€ OKpeMoro pos-
TISIAY.

B. Bukonauna (axkycmuuue émineHHs my3ukiu). 3 OQHOTO OOKY,
0e3 HbOTro, aKyCTUYHOTO 3BYYaHHS, BUKOHAHHS MY3UKU HEMOX-
JMBe. 3 iHIIOro — MU MAaEMO 0e3J1iY HiATBEepIKEeHb TOTO, 1110 BOHO
MOXe€ He OyTU rojIOBHUM abo, iHOMi, 000B’13KOBUM. AK npukian
Moxke BUcTymnatu «4’33”» JIxx. Keimxka. 3BuuaiiHo, 1ieid KOHLIEITY-
aJIbHUI TBip MOXHa OOroBOPIOBAaTH 3HOBY i 3HOBY, i 3HAaXOIUTU B
HbOMY BCE€ HOBIi i HOBI CMUCJIOBi I'paHi. M1 HaBOAUMO MOTro B SIKO-
CTi MPUKJIaQy BUILOIO CTYNEHIO BiIIUIEHHS aKyCTUYHOI YaCTUHM
Bil HEAKyCTMYHOI — TIEpLIOi TYT IMPOCTO Hemae. «4’°33”» — 1e
JIMIlIe OKPEMMI BUNAAOK, HABEAEHUN HaMU SIK MPUKJIAA YUCTOrO
HeaKyCTUYHOTO IIacTa.

CTporo Kaxyuu, CTajisi BUKOHAHHSI He OOMEXYEThCS TiIbKU
aKyCTUYHUM BTiIeHHSIM. CKopille MU TOBHMHHI TOBOPUTU IIPO
KOMOiHallil aKyCTUYHOIO i Bi3yaJlbHOrO BTiJIEHHSI i CHIPUAHSTTS.
Ile nposiBAsIETBCA 1 HA MaTepiaJiIbHOMY PiBHI — Yy BMIJIsIiI BUpa-
JKEHHS 3alyMaHoro obpasy uepes pyx y iHcTpyMeHTamicTiB. Ilepe-
HECEeHHsI PYKU y IMiaHicTa, IEepeHECeHHSI CMMYKa Y CKpUIIasd,
pyXd KOpIIyCy — 1I€ BaxKJIMBa 4YacTUHA i BUKOHAHHS, i CIpUIA-
HATTSA. Y BeJUKilA 3HAYMMOCTI Bi3yaJlbHOI CTOPOHM BUKOHAHHSI
MOXKHa MepeKOHATUCs, JOCiIXYIOUM BiITYKW CYy4aCHUKIB PO Irpy
BUIATHUX BUKOHABLIB MUHYJIMX €ITOX.

3 onHoro 60Ky, SIK MM BXe TOBOPWJIM, My3UKa (TepeBa>kHO)
Ma€ 3BYKOBE BTUIEHHSI, 3 iHIIOro X OOKYy, MU CHOCTEpiraeEMo
BEJIMYE3HUI, OLIBIINUI Y TIOPiBHSHHI 3 TUM, 110 MU YYEMO, TLJIacT
MOJiii, 1110 3AiMCHIOIOTHCS Ha iHILOMY PiBHI — TOMY, L0 HE 3BY-
ynTh. CIOOM BiIHOCSTHCS i BUKOHABChKA BOJIS, IKa peajli3ye MaK-
CUMaJIbHO OJIM3bKEe 10 YSIBHOIO ileajly akKyCTMUHEe 3BYYaHHS, i
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CIIPUMHSITTS 3 MOJAJIbIIION OLIHKOK BUKOHAHOIO i BUKOHABLIEM
i ciyxadeM, i eMolliliHe HAITOBHEHHS, i CITIBBiIHOILICHHS 3 HasIB-
HOIO €CTeTUYHOIO CUCTEMOIO, 3MiCTOM, CUMBOJIIKO-CEMaHTUYHOIO
cucteMol. Mu He MOXeMO TMPUPIBHSATU BUKOHAHHS i My3UUYHUN
TBip, OCKUIbKM B 1IbOMY BMIIaAKy KOXHE€ BUKOHAHHS IOTPiOHO
OyJ0 O MpUPIBHATU A0 OKpemoro TBopy. LliJIKoM o4eBUAHO, 11O
BUKOHAHHS 1 TBip HE TOTOXHI.

BucHoBKH. ByTTs My3MYHOro TBOPY MOXE OYTM OXapakTe-
pu3oBaHe K OYyTTs eigocy 3 yciMa BJIAaCTMBMMU MOMY aTpuldy-
TaMu. BoHO BUSIBIISIE TIEBHI CTafiil i mapu. IHTerpyBaHHS B HasBHi
€CTeTUYHi, CUMBOJIYHI, KyJIbTypHi CUCTEMHU CTBOPIOE YHCJICHHI
3B’SI3KM, SIKi B IIepeBakKHiil OiJbIIOCTI BUSBIISIIOTH HE3BYKOBY
npupony.

ITo3a3BykoBi MpOsIBU €BPOINEMCHhKOI MY3MKH aKaleMidyHOi Tpa-
JULET — MIK>)KaHPOBMI 3B’S30K Ta, YaCTKOBO, LUTATU (MY3WYHi
TEMU-CUMBOJIM), KOHCOHAHCHO-AMUCOHAHCHE BiIHOILIEHHS IMYJIbCy
i pUTMy, BeCb IUIACT €MOLii i MOYYTTiB i, HapellTi, elaeTuuYHa
npupoaa My3UYHOro TBOPY. IHTEHLIIOHAJBHICTh i KOHCTUTYIO-
BaHHS € OCHOBOITOJIO(KHUMU yMOBaMU OYIb-SIKOTO MY3MYHOTO
Tpoliecy.

VYce 1ie 1a€e HaM MpPaBO BBECTU IOHSTTS MY3HMYHOI €K3HUCTEHIi-
aJbHOI acMMeTpii — mepeBakaHHsI HE3BYKOBOI, TOUHIIIE — I03a-
3BYKOBOI YaCTUHW MY3UYHOI'O TBOPY Hall 3BYKOBOIO.
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THE RELATIONSHIP OF MUSICAL AND VERBAL LEVELS
IN CHAMBER AND VOCAL MUSIC AS A FACTOR
OF ARTISTIC INTEGRITY

The aim of the work is to see the interaction and interdependence of
musical and verbal levels in chamber and vocal music as a factor of artistic
integrity. This perspective of the problem allows us to identify the prerequisites
and ways to study the phenomenon of artistic image in the art of music.
The research methodology is based on a combination of genre and style,
textual, semantic and musicological analytical approaches, which form a
single methodological basis for the study in accordance with the main aim of
this work. The scientific novelty of the article is to identify and significantly
update approaches to the study of the relationship of musical and verbal levels
in chamber and vocal music in their interdependence with the problems of
artistic and musical creativity. Conclusions. Comparing the characteristics of
verbal and musical levels in chamber and vocal music, it should be noted that
the general genesis of musical culture is associated with a strong relationship
with the phenomenon of speech intonation. According to many researchers, it
is from the linguistic intonation that most of the semantic possibilities of music
begin, which explains the closeness of music and language in their external
embodiment and at the level of the principles of organization of the intonational
process. However, despite these common features, both systems, as a means
of communication, received further autonomous directions of development.
If verbal semantics was moving by fixing the results of cognition, then music
forms its own forms of expression of cognitive processes, which are largely
related to psycho-emotional evaluations and artistic parameters. Considering
the specifics of the coexistence of verbal and musical levels in chamber and
vocal music, it is necessary to determine the principles of existence of each
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of them. Characterizing the musical level, it is necessary to identify several
important parameters, including the ability of musical intonation due to its
extreme generalization and variable semantic meaning to cause psycho-
emotional reactions.

Key words: artistic integrity, chamber and vocal creativity, musical
language, poetic word, musical intonation.

Uxcao I[3utoans, kanouoam mucmeymeo3Ha6cmea, 6UKAA0a4 My3UutHo20
haxyromemy Koaeducy mucmeume ma ousaiiny, Yuieepcumem Tatiuxncoy,
KHP

Jly Caowyan, kKanouoamka MUCMEUMBO3HABCMBA,  BUKAA0AUKA
Mmy3uunoeo paxkyromemy Konedocy mucmeume ma ousaitiny, Yuieepcumem
Taviuxncoy, KHP

B3aemo36’az0x my3uunozo ma 6epoaavHo20 piGHIE y KamMepHO-60KAAbHIN
mysuui ax paxmop xy0oxcuvoi uiricnocmi

Mema po6omu — npocmescumu 63acmo0il0 Ma 63aEMO3YMOBAEHICMb
MY3UHHO20 Ma 6epOaAbHO0 DIBHIB Y KAMEPHO-BOKAAbHIU MYy3uUi K haKkmop
Xy00xucHvoi yinichocmi. Takuii pakypc po3eisady npobnemu 0036045€ UABUMU
nepeoymogu ma wiAsxu 6USUeHHs ABUWA XYO0ICHbORO 00pa3y y MY3UHHOMY
mucmeymsi. Memodoaoeia docriOdicenHss 0a3yembCsi HA NOEOHAHHI JICAH-
DPOBO-CMUABOBO2O, MEKCMOA0IYH020, CEMAHMUYHO20 MA MY3UKO3HABH020
ananimu4Hoeo0 nioxodie, SAKI ymeoprioms €0UHY Memodoa02i4HY OCHO8Y
docrioxncenns: 8ionogiono 0o eonosnoi memu yiei pobomu. Haykoea noeu-
3Ha cmammi NOAS2A€E V BUABNEHHI MA CYMMEBOMY OHOGAeHHI nioxodié 00
BUGHEHHS 83AEMO36 A3Ki8 MY3UUHO20 MA 8epOAAbHORO DIBHI6 Y KaMepHO-60-
KanbHill my3uyi y ixHill 63aeM03yMO8AeHOCMI 3 Npodaemamu Xy0odcHboi ma
my3uunoi meopuocmi. Bucnoexu. IlopisHiorouu xapakmepucmuku eepbaib-
HO20 1l MY3U4HO20 PIGHIE Y KAMEPHO-B0KAAbHIlLl My3uui, mpeba eio3nauumiu,
WO 30a2ANbHULl 2eHe3UC MY3UMHOI KYAbmYpu N08 A3aHUll MIYHUMU CHOCYH-
Kamu 3 aeuuem mMoeHoi inmonayii. Ha dymky uucaennux docaionukis, came
3 MOGHOI IHMOHAUI] NOYUHAEMBCA OIAbUICMb CEMAHMUYHUX MONCAUBOCHEU
MY3UKU, W0 U NOACHIOE OAU3bKICMb MY3UKU MA MOBU 6 iXHbOMY 308Hiui-
HbOMY 6MIAeHHI Ma HA PiéHI NPUHUUNIE OpeaHi3auii iHMOHAYIIHO20 npoyecy.
IIpome, Hessaxcarouu Ha HA36aHI CRIAbHI pucu, 00UO8i cucmemu, K 3acodu
KOMYHIKauii, ompumaniu Hadasi a@mMOHOMHI HanpsamMu po3eumky. Axuo eéep-
banbHa ceMaHmMuKa pyxanacs wasxom ikcauii pesyrbmamieé Ni3HAHHA,
mo my3uka opmye 6aacHi Gopmu eupajiceHHs NiZHABAALHUX Npouecie, Ki
b6acamo y 4oMy NO08’A3aHi 3 NCUXOEMOUIUHUMU OUIHKAMU Ma XYOOICHIMU
napamempamu. Pozeasdarouu cneyughixy cnigicHyeanus 6epoaavbHo20 ma
MY3UHHO20 DIBHI6 Yy KAMEPHO-B0KAAbHIl My3uui, mpeda GU3HAUUMU NPUH-
yunu iCHy8aHHs KOJMCHOR0 3 HUX. Xapakmepu3yrovu My3Uu4Hull pieeHs, mpeda
sudinumu 0eKinbKa 8aNcausux 1ioeo napamempis, ceped AKUX — 30amuicmo
MY3UYHOI IHMOHAUIT Yepe3 epanuyHy ii y3aeanbHeHiCmb ma eapiamueHe CMUC-
106€ 3HAYCHHS GUKAUKAMU NCUXOEMOUIUHI peakyii.

Karouoei caoea: xyooxcHs uyinicHicms, KaMepHO-60KAAbHA MBOPHICMb,
MY3UHHA MO8A, NOCMUYHE CA060, MY3UYHE [HMOHYBAHHS.
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Relevance of research. Detailed research and a comprehensive
approach to the study of the relationship between word and music
is one of the most important musicological problems in considering
the phenomenon of chamber and vocal creativity. Only on the basis
of the achieved results of these researches the further movement
in studying of chamber and vocal compositions becomes possible.
The most relevant in terms of musical and poetic compositions
is the question of the study of so-called “autonomous forms”
(R. Gruber). Recourse to the methodology of modern linguistics
and literary criticism can significantly contribute to the solution
of this problem. Artistic integrity determines the ability of the
work to concentrate in its artistic and compositional form and
internal structure of the laws of existence and development of art
in general. Therefore, identifying the parameters of artistic integrity
in chamber and vocal art forms a set of complex and responsible
creative tasks, due to the dual genre and aesthetic prerequisites of
this art form, which actualize finding new principles of its research
and ways of artistic and semantic understanding.

Presenting main material. The question of the relationship of
musical and verbal levels in music in general, and in chamber and
vocal music in particular is specifically musicological, and therefore
the priority areas in research in this area is to identify factors
related to intonations and principles of intonation in music and
speech. The expediency of orienting the methodological setting to
the inaudible level of semantic structure as a basis for the synthesis
of words and music in the chamber and vocal text is confirmed
in the process of identifying the sign specificity of musical and
verbal languages. According to M. Kagan, the language of music
rests “not on the reproduction of any real-life forms — natural or
cultural, spatial or temporal, visible or audible, <...> but on the
direct connection of what is expressed with the fact that expresses,
the audible with the experienced, what sounds with the emotional,
material with the spiritual” [3, p. 52]. Musical and intonational
structures “mean”, but not “signify”.

Verbal language, on the contrary, is characterized by imagery:
the word not only “means” but also “signifies”, naming objects,
phenomena, events of external reality. And in literary and artistic
speech, the word, perfectly adapted to the expression of clearly
structured intellectual processes, remains discrete, “conceptually
quantized”. In lyrical poetry, the ability of words to directly
express emotional states and movements increases sharply. In
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the desire of poets to directly express feelings dissatisfaction,
distrust of the word can be found (“Oh, if without the word it
was possible to affect the soul” — F. Tyutchev). Intonational and
musical structures of poetry allow to overcome the “analytical”
language.

The course of reasoning is convincing: the consideration of the
lyrical text as a sign system should be, first of all, aimed at the
internal, inaudible, extralinguistic layers of the semantic structure.
The search for the deep foundations of the process of collision of
two corresponding texts — the text-source and synthetic, musical
and poetic — leads to their discovery at the level of the unifying
subtext.

The concept of “subtext” is understood by many scientists
and yet the term remains ambiguous, because the subject of study
has no clear boundaries. The attitude to the subtext as to the
hidden, internal content, which has no expression in the language
matter, for a long time presupposed its intuitive unraveling,
subjective interpretation. Only in the research of the 1970s did the
phenomenon of subtext acquire tangible semantic contours and
gain recognition as a generally accepted category.

Very important in this context are the views of L. Vygotsky
on the universality of the subtext: “... a living phrase, said by a
living person, always has its own subtext, the thought that is hidden
behind it” [1, p. 334]. The presence of the subtext was manifested
in all areas of human creativity — respectively, there were research
approaches and methods. Currently, the subtext is studied from
different positions: as a semantic way of communication; as
encrypted information; as a means of typification and generalization;
as an internal form.

In the lyrical musical and poetic texts of the chosen paradigm,
the hidden plan of content is similar to a symbolic (conventional)
sign that has an “encrypted” meaning. To solve it, you need to
know the code in advance — “it is important to be dedicated to
some tacit contract — agreement” [4, p. 17].

In the works of supporters of the modern “linguistic-semantic”
analytical approach, denotative, subject-logical information is
characterized as a superficial meaning tied to a specific linguistic
matter of the text (Y. Lotman, Y. Levin, Y. Kazarin). It is seen as a
step towards understanding the deep meaning, it means, connotative
(additional) information that has an essential, ideological and
conceptual meaning in artistic speech.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 141

In musicological scientific thought, the problem of subtext was
raised and outlined with the publication of E. Nazaikinsky’s book
“Logic of musical composition” (1982). The introduction of a triad
of concepts “context — text — subtext” laid the foundation for
consideration and understanding of the meaning of music. The
subtext enshrined the idea of the ideal, mental, perceptual and
personal component in the structure of the composition. Defined
as “an illusory projection of the “book of consciousness” of the
listener on the sound of the text” [6, p. 29, 40], the subtext is
considered by scientists as a meaningful category that belongs to
the figurative sphere of the actual artistic information, which is
contained and transmitted through the text structure. The subtext
contains “the hidden inner meaning of musical perception, which is
subjectively experienced as the unfolding of a special introspective
world”. The semantic functions of the composition are determined
by the meaningful “filling” of the subtext — and that is why,
according to E. Nazaikinsky, “the semantics of a lyrically organized
composition can be described in the categories of emotional-wave
process” [6, p. 102, 105].

“Sensitivity”, the reality of the existence of the subtext is
confirmed by the possibility of its structuring. E. Nazaikinsky
includes artistic imagery, typification and generalization,
paradoxical contradictions and higher naturalness, as well as
general aesthetic principles of unity of form and content, artistic
specificity and conventionality to the principles of constructing a
meaningful subtext [6, p. 96].

A couple of concepts “text — subtext” is also seen in the
arguments of Y. Kholopov on the need for two-way study of music:
as a living sound organism and as a living spiritual organism. Calling
for penetration through the analysis of the phenomena of music,
the author postulates the idea of the symbolic nature of “technical”
(directly textual) musical concepts (motive connection, timbre
fabric, chord, meter, canon, etc.). “They only make sense if they
express their musical beauty. They are signs that outline the layers
of musical content behind them. The task of analysis is, therefore,
to reveal the meaning of signs” [9, p. 148].

In V. Medushevsky’s concept, the analogue of the concepts
“text — subtext” is the analytical and proto-intonational aspects of
the intonational form of music, which appeal, respectively, to the
sound and semantic substances. Sound and meaning are inextricably
linked, germinate in each other — “the universe of worldview
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meaning is incomprehensibly combined with the universe of sound
organization”. Proto-intonation, according to V. Medushevsky,
is “vague premonitions of music”, its potential precondition. “In
the proto-intonational form, the primary is the structure of the
syncretic, continuous signified, and therefore it serves to unite and
spiritualize the material-constructive means of the analytical form:
“... through proto-intonational life flows into music”, and then
“... the meter becomes a dry reflection of supports, but the living
breath of accents, and the composition — not a formal correctness
in the study of sections, and poetry of the unfolding meaning” [5].

Based on semiotic positions, V. Medushevsky offers (instead of
the famous “sheet of Saussure’s paper”) his own metaphor, which
will reflect the nature of the relationship of sound and semantic
aspects of intonation — its signifying and signified. The text,
according to the scientist, is arranged like a man who has a body
and a spiritual soul. The category of meaning (meaningful subtext)
thus finds volume (the degree of inspiration of the soul can be
different — joy of a soul cannot be compared with spiritual joy (see
[7]), dynamism (energy of the soul and the life of the spirit give
music effective force), incomprehensibility and higher simplicity
(“music is the breath of meaningful life”).

According to V. Medushevsky, the relations of sound and meaning
are governed by psychosemiotic mechanisms of sound-semantic
folding and unfolding. According to the scientist, the ideal (single-
moment, simultaneous-timeless image) always hides the possibility
of transformation into a material (discrete vector process). When
immersed in the multidimensionality of the sound characteristics of
intonation, “syntax and composition grow into a predictive sound
and sense structure of musical drama” [5, p. 153, 154].

In the aspect of the problem of the significance of the synthetic
musical and poetic text, the scientist’s reflections on the semiotic
nature of the word and musical intonation seem extremely relevant.
A special meaning is given to the inaudible component of the word.
It is proved that “the processes of energy-semantic saturation lie
outside the sound shell of the word. <...> The semantic energies
of a concept denoted by a word are incomparably stronger than
the energies of sound”. If the word, called, first of all, to fix the
concept, only symbolizes semantic energy, then musical intonation,
according to V. Medushevsky, directly embodies it, is likened to it,
embodying it in sound energy. Only later the mind turns intonation
into a symbol and thought [5, p. 200—204].
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Thus, the semantic interactions of verbal and musical series,
their semantic connections and relations should be considered
significant in the system of musical and poetic text. Having set
ourselves the task of finding common ground between them at the
level of subtext, we must look for points of contact between the
corresponding texts on the inaudible, extralinguistic, deep level of
the artistic structure that is able to transform the material into the
spiritual.

In the conditions of a symbolic sign situation, when the leading
meaning acquires the leading sense (the connotative information
enclosed in the subtext of the verse), poetic and musical and
poetic texts become as close as ever, mutually demanded. They
are magnetically attracted to each other due to the commonality
of the internal structure, and the subject of special attention is the
psychological symbolism of the poetic text.

Numerous symptoms of semiotic problems formation are
revealed in musicological works devoted to the study of chamber
and vocal music. Reflections on the psychological causes of its
structural and semantic organization lead to an understanding of
the symbolic specificity of a poetic text. Such innovations, as a
rule, are associated with the immersion “into the abyss” of non-
textual and subtextual structures.

These structures are not directly depicted in sound matter: this
conclusion is reached, for example, by K. Ruchievskaya as a result
of the study of chamber and vocal music in general, and the vocal
cycle “Without the Sun” by M. Mussorgsky in particular. When
referring to an in-depth lyrical and psychological composition, all
traditional means and methods of analysis are insufficient. Thus,
phonic dissonance ceases to be a means of timbre “coloring”
of speech. The sound acquires the character of weightlessness,
disembodiment: “This is a kind of smooth white world without
shadows” — we find in the article [8, p. 149]. “Narrowing”,
“limitations” of the virtual space of the song “In four walls”
corresponds to the choice of epithets: “solid major” is deformed,
according to the author, so that the melody becomes “tightened”,
interval “reduced”, gravity — “masked” and dissonances —
“passive”. The specific features of the composer’s musical language
discovered by scientists serve to confirm the idea of the inexhaustible
semantic depth of his lyrical masterpiece.

Intuitively guessed internal dynamics, hidden behind the external
real non-movement — “numbness” of music, receives a rational
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justification in the category of internal rhythm. This is the rhythm
of “mental” time, formed by “micro” and (by analogy) “macro-
impulses”. Micro-impulses, “capable of capturing instantaneous
mood swings”, barely noticeable “movements of the human
soul”, are realized in the text at the level of syntax. The type
of development formed by “stringing micro-impulses — complete
fragments (phrases)” is defined by O. Durandina as “scattered
dynamics” — impetuous and, at the same time, “only showing”
movement to “continuously achieved, but never possible to
achieve” culmination.

As O. Durandina reveals in connection with the study of chamber
and vocal compositions of M. Mussorgsky, in chamber and vocal
cycles the dichotomy of the microstructural level often correlates
with large-scale dichotomy, the level of individual romances and the
whole cycle in general. According to the researcher, breakthroughs
from the subconscious — memories, phantasmagoria, dreams —
prepare a dramatically significant contrast in the emotional and
figurative sphere at the general compositional level [2, p. 54].

V. Tsukkerman approached his psychosemiotic interpretation
of the expressive means of Tchaikovsky’s lyrics in his study from
1971. Guided by the idea of conformity of the revealed intonational
complexes to the types of mental processes, the scientist come
to the conclusion about the fundamental possibility of indirect
(“generalized-idealized”, “compressed-enhanced”) reflection of
emotions in music [10, p. 185]. According to his opinions, this
is a way of “refracting the movements of the soul”, in which the
“linguistic in the narrow sense of the word side of the image”
(it means, recitative, declamatory) is not so significant, but much
more important is the internal content of speech, its “expressive
pattern” [10]. This conclusion, translated into a semiotic context,
can be understood as a statement of the fact of exclusion of
the denoted from among the components of the triad of F. de
Saussure. The consequence of the direct connection of what means
(intonation) with what is meant (experiences, states, movements
of the soul) is the formation of a symbolic sign situation, in which
“life feelings expressed by music are translated into the realm of
thinking” (B. Asafiev).

V. Tsukkerman’s choice of the principle of systematization of
material and methodology of analysis is symptomatic. The book
is not based on a consistent review of individual aspects — the
linguistic means of Iyrical music, but the identification of the
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logic of their relationship in context — “horizontal and vertical
environment”. “Context clumps” form intonational complexes
(“introspective”, “wave”, “dramatically groundbreaking”, etc.),
which are considered as “living” dynamic formations — “embryos of
emotional processes”. In their consistent interaction, “emotionally
rich continuity” is carried out during the sound of music [10].

According to V. Tsukkerman, the “emotional radiation” of
intonations at the micro and macro levels in chamber and vocal
music is multidirectional: introspective essential lyricism with its
inherent “expression directed inwards” is opposed by outwardly
directed and bright “lyricism of light”. V. Tsukkerman builds his
theoretical concepts on the material of P.I. Tchaikovsky, and
determines that in the compositions of the early and middle periods
of the composer’s work, these emotional spheres tend to converge,
complement each other.

The tendency to polarize the spheres characterizes the late
compositions, where there is a “spilled introspection” with its
inherent deep closeness, “hidden in the world of experiences”.
Melodic and linear, tonal and harmonic, textural, rhythmic and
other methods of creating internal conflict are found, in particular,
in the romances of op. 60 and 73. V. Tsukkerman considers the main
means of expression in many chamber and vocal compositions the
interpenetration of intonational complexes — the “introspective”
and “directed” ones.

V. Tsukkerman’s introduction of the idea of “duality”, the
dialogical duality of Tchaikovsky’s creative consciousness,
which is confirmed by the intense interaction in the composer’s
musical language of opposite modal forms (“condensed minor”
and “sparse pentatonics”), functional relations in harmony, and
types of contrapoints is systematic and planned. These and other
structural and semantic oppositions can be considered as individual
syntagmatic means of this sign system, where in the role of the
signifiers are “types of human experiences”.

Identification in lyrical texts of a special kind of connections
between plans of content and expression is associated with the
study of the sign specificity of lyrical vocal language, based on
“symbolization of experiences”. The “program manifesto” of the
psychosemiotic method can be considered the idea of V. Tsukker-
man on the conformity of intonational complexes to the types
of mental processes. The formation of psychosemiotic positions
in the works of musicologists is evidenced by the psychological
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side of the artistic image — “internal rhythm”, “internal logic of
development”, which are factors of artistic integrity. Prerequisites
for the formation of psychosemiotic issues are mentioned in
research aimed at identifying the structural principles that are at
the level of psychological subtext.

Conclusions. Comparing the characteristics of verbal and
musical levels in chamber and vocal music, it should be noted that
the general genesis of musical culture is associated with a strong
relationship with the phenomenon of speech intonation. According
to many researchers, it is from the linguistic intonation that most
of the semantic possibilities of music begin, which explains the
closeness of music and language in their external embodiment and
at the level of the principles of organization of the intonational
process. However, despite these common features, both systems, as
a means of communication, received further autonomous directions
of development. If verbal semantics was moving by fixing the results
of cognition, then music forms its own forms of expression of
cognitive processes, which are largely related to psycho-emotional
evaluations and artistic parameters.

The result is an understanding of the integrity of the artistic
image as a complex multilevel model of reality, which finds its
unique expression and characteristic artistic features in all types
of art. That is why it is important in our study to understand the
specifics of the artistic language of the musical and verbal levels,
so we can see how at the level of the image the range of expressive
possibilities of two autonomous semiotic systems changes. As
Y. Lotman noted in his works, one of the leading characteristics of
the figurative model is to determine the mobility of the boundaries
of this phenomenon, because figurative expression in an art work
is not characterized by clear limitations in art and the concept of
sign, and the understanding of the border is explained by specific
artistic conditions.

Considering the specifics of the coexistence of verbal and musical
levels in chamber and vocal music, it is necessary to determine the
principles of existence of each of them. Characterizing the musical
level, it is necessary to identify several important parameters,
including the ability of musical intonation due to its extreme
generalization and variable semantic meaning to cause psycho-
emotional reactions. Also, an important substantive aspect of the
musical level is its fundamental polysemanticity, which is provided
by its inherent elements of individual characteristics that have
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an objective basis, resulting in a plurality of individual emotional
assessments. However, in contrast to the musical, at the verbal level,
the possibilities of the artistic word have certain limitations. First
of all, this is the final definition of the sound composition of each
word, and making adjustments at the level of verbal elementary
semantic units will lead to a complete loss of its semantic load.
Therefore, the intonational possibilities of the artistic word do not
reach, as in music, an autonomous meaning in the artistic sense,
and the expansion of possibilities and enrichment of the semantic
potential of the verbal level is possible only at the level of artistic
and verbal imagery.
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MOHATTSA KJIACHYHOTO B OIEPHIN TBOPYOCTI
TA SIBUILE CYYACHOI OIIEPHOI KJIACUKU

Mema docaidncenna — eusHauumu cnocodu Kamezopusauii KAacu4Ho2o
My3uyi, wo € Haubinbuw 8iON0GIOHUMY K 00 iCMOPUHHO20 MA YIHHICHO-CMUC-
/108020 NOXO0JCEHHs, KOHCMUMYMUGHUX KYAbMYPHUX O03HAK Ub020 AGULA,
OHANBHIT XYOOICHbO-PYHKUIOHANLHIT YinicHOCMI ma MYy3UMHO-MOGHIU cne-
yugpiyi. Memodoaoeia pobomu 3yM084A0€MbCA NOEOHAHHAM KYAbMYPOAO2it-
HO20, ecmemu4H020, aKcionoeiMHoeo0 ma ceManmu4Hozo nioxodie, nepedoauac
BKAHOUEHHSI COYIOKOMYHIKAMUBHOR0 PAKYPCY OUIHKU XYOOIUCHIX A6UW, Ma po3-
wupenHs: 00caiOH020 NoAs ONepo3Haécmea y OiK CYYACHUX ONEpHUX ¢heHo-
MeHie sk Hacnidyeanus kaacuyHum apmegaxmam. Haykoea noseuzna uiei
cmammi noaseae y 008e0eHHI 3HAUYUOCMI S8UWA KAACUMHO20 8 MY3UUi K
011 MY3UKO3HAB8Y020 OUCKYPCY, MAK I 0451 CYHACHOI KOMNO3UMOPCbKOI meop-
yocmi. Jlogooumucs, w0 HOBA AKMYAAbHICMb KAACUYHORO 3VYMOBAIOEMbCA
MHONCUHHICMIO Oymms KAACUMHUX MY3UYHUX 83IpUi8 V CYUACHOMY COUIYMI,
Y cemanmuuHit mepexci cyuacroi kyavmypu. Lle cmae o0HuM 3 eaxcausux
YUHHUKIG OHOBAEHHA Y8aeu 00 KAACUMHUX 3ACA0 NPOGIOHUX MY3UYHUX IHCAH-
pi8, 30Kpema onepu, y meopyocmi cy4acHux komnozumopise. Posxpusaecmocs
3HAYeHHS KAACUYHOI MY3UKU — KAACUYHO20 MUNY MY3UHHO20 MOBAEHHA — 5K
20/106HOI napaduemu HA CY4AacHOMY emani po3eumky npogeciiHoi akade-
MiuHoi My3uuHoi mpaduyii, 30kpema oneproi. Bucnoexu 3aceiouyroms, w0
Kameeopu3zayis KAGCUMHO20 8 MY3Uli CRUPAEMbCA HA YCEIOOMACHHS iCMO-
PUHHO20 MA YIHHICHO-CMUCA08020 3HAYEHHS KAACUMHOI MY3uKu, nepedbauae
KOHKPemu3ayito NOHAMMmMs Npo KAACUHYHE CMOCOBHO Came MY3UYHO20 MUC-
meybkoeo 00cgidy, GUABASLE CYMMEGI OUCKYCIUHI MOMeHMU 8 002080peHHI
A6UWA KAACUYHOT MY3UKU — MY3UMHOI KAACUKU; BUSABASEMbCA HAO38UMAUHA
saxcaugicms i wWuUpoma KAACUYHO20 MUNY MY3UHHO2O0 MOBAEHHS, B8i0no-
8i0HO, nompeba y 30epexncenti KAaCU4HO20 MUNY MY3U4HO20 MUCAEHHS, W0,
30Kpema, 3yMo8aIoe oneprull memoo cyyachoi komnosumopku K. Caapiaxo.

Karouoei caoea: kracuuna mysuka, My3uuHa KAacuka, KAACU4He My3UuHe
MOBAEHHS, ONEPHA MEOPYICMb, NOAICEMAHMUMHICMb AGUUA KAACUHHORO.
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The concept of classic in opera creativity and the phenomenon of modern
opera classics

The purpose of the study is to determine the ways of categorizing the classical
in music, which are most appropriate to the historical and value-semantic
origin, constitutive cultural features of this phenomenon, and to typological
indicators of opera — in its institutional artistic and functional integrity and
musical-linguistic specificity. The methodology of work is determined by a
combination of culturological, aesthetic, axiological and semantic approaches,
involves the inclusion of socio-communicative perspective of assessment of
artistic phenomena and expanding the research field of opera in the direction
of modern opera phenomena as imitation of classical artifacts. The scientific
novelty of this article is to prove the significance of the classical phenomenon
in music — both for musicological discourse and for modern composition. It
is proved that the new relevance of the classical is due to the multiplicity of
existence of classical musical patterns in modern society, in the semantic
network of modern culture. This is becoming one of the important factors
in renewing attention to the classical principles of leading musical genres,
including opera, in the works of contemporary composers. The significance of
classical music — the classical type of musical speech — as the main paradigm
at the present stage of development of the professional academic musical
tradition, in particular opera, is revealed. The conclusions show that the
categorization of the classical in music is based on awareness of the historical
and value-semantic significance of classical music, specifies the concept of the
classical in relation to the musical artistic experience, reveals significant points
of discussion in discussing the phenomenon of classical music — classical
music. The importance and breadth of the classical type of musical speech
is extremely important, respectively, the need to preserve the classical type of
musical thinking, which, in particular, determines the opera method of the
modern composer K. Saariaho.

Key words: classical music, musical classic, classical musical speech,
opera, polysemantic nature of the classical phenomenon.

AKTYaJbHICTh TEMU CTATTi 3yMOBJIIOETHCS ABOMA OOCTaBUHAMM.

Ilepuioo € Te, 10 MOHATTA KJIACMYHOIO, 30Kpema Kjiachuu-
HOTO B MY3HIli, HUHi HaOyBa€ HOBOI 3HAUYIIIOCTi Ha OaraTbox piB-
HSIX €CTeTMYHUX Ta MUCTEUTBO3HABYMX AOCIHIIKEHb, TAKOX IpU-
MMalouM i TIeBHUI MICUXOJOTIYHMIA pEe30HAHC, TOOTO IIePEpPOCTaE
y 3arajbHOTyMaHiTapHy Kareropito. BoaHouac, He3Baxkalouu Ha
BEJINKY 3a 00CSTOM JIiTepaTypy, IPUCBIUYEHY SIBUIILY KJIACUYHOTO,
BaxKKO 3HAWTU 3aJ0BUIbHE CIIUIbHE 3arajJlbHO3HAUYyIIE ITOHSTTS
PO KJIaCHMYHE, OCOOJMBO BPaxOBYIOUM HOro reHeTW4YHY MOMABIH-
HiCTb, a caMe B3aEMO/Iil0 iCTOPMUHUX Ta TEOPETUUYHUX NEPEIyMOB
y Tpolieci iioro kateropusauii (mus.: [1; 3; 4; 6; 9; 11]).
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IHma obcTaBMHa BUpPOCTAE 3 HAMaraHHSI BUSIBUTU Tlapaaurma-
TUYHI PUCU OTNEPHOI TBOPYOCTI SIK BaXJIMBOTO CYCHiJIbHOTO (heHO-
MeHa, TOOTO 3HAYEHHSI OIepU K OCepeaKYy €TUUHUX Ta eCTeTUY-
HUX KyJIBTYPHUX HOPMATUBIB, MUCTELILKUX KAHOHIB, KOTPi 3aBXI1
OpraHi3yloTh OIIEPHY TBOPYICTh, BTUIIOIOTHCS B OIEPHO-MOBHUX
BJIACTUMBOCTSX. TOOTO aKTyaJibHOIO TOCTaE€ MnoTpeda 3’scyBaTu
KJIaCU4YHI PUCHU OIEPHOrOo XKaHpYy i SIK iCTOpuYHO c(opMoOBaHi, i
SIK CEMAaHTMYHO 3a/laHi, 3allporpaMoOBaHi CTPYKTYpOIO Ta (PyHKIIi-
SIMM caMe Takoro xaHpy (muB.: [2; 5; 7; 8; 10; 12]).

3a3zHayuMo, 110 OOMIBA AaclekTH aKTyaJIbHOCTi BHUBYEHHS
KJIACUYHOTO € BIJKPUTUMHU, TOOTO TaKMMM, 110 HE MalOTh CTa-
JIOI CUCTEeMHU OLIiHHMX MigXOoHiB, a 1X B3a€EMO3aJEXKHICTh ITiICU-
JIIOE CKJIaHICTD TTpobiemMu. BonHouac came Te, 10 ISl Cy4acHOTO
My3UKaHTa, TaKOX MEPEeciyHOro pelurieHTa, KaTeropis B3iplie-
BOCTi, $IK BM3HAHOCTI Ta il€aJbHOCTi OJHOYACHO, SIK CUHOHIM
JIOCKOHAJIOCTi, € Hampouyja BaXJIMBOWO, TMpobsiemMa 1Sl MoTpedye
BUBUEHHS 1 BUPilLIEHHS.

IlepenyciMm, 3BEepHEMO yBary Ha Te, 10 Y BU3HAUYEHHSX KAd-
CUYHO20 6 MY3uui — 1 SIK KAacU4HOi My3uku TaKOX — IIOEIHY-
IOThCS y3arajbHIOIOUi €CTETUYHI Ta CIieuM@iuyHi aHATITUYHI My3U-
Ko3HaBui migxomu. Tak, HaiuyacTille BBaXKa€TbCs, 11O KJIacUYHa
My3uKa — 1ie chepa My3MUYHUX TBODIB, SIKi YBIMIILUIA IO Tak 3Ba-
HOTO MaHTEOHY MY3UYHOTO MUCTEIITBA, OTXKE, BUTPUMAIIU BUIIPO-
OyBaHHSI 4YaCOM, MOXYTb BBaXKaTUCSl 3arajbHONPUNHSITUMMU JIIOJI-
CbKOIO KyJIbTypo1o. Pa3oM i3 TMUM BU3HAETHCS, 110 A0 KJIACUYHOI
MY3UKW HallyacTillle BiJHOCSITh MY3UKY MpodeciiiHOI akaaeMiuHO1
Tpaauliii, Bim 0apoKo OO0 CyYacCHOCTi, 3 BM3HAYEHMMHU yMOBaMH
MY3UYHOI TBOPYOCTi Ta YSIBJIEHHSIMU PO O0COOY TBOPLSI MY3UKH,
i1 (yHKIIIOHAJIbHI 30aTHOCTI.

Henapma HeogMiHHMMHM € BKa3iBKM Ha 3B’SI30K KJIACUYHOL
MY3UKW 3 NPUHLUMIIAMU MUCTELTBA KJIACULIU3MY Y HOrO CTUJIbO-
Biil mimicHOCTi. OTXe, 3arajJibHOIO PUCOI0 Y PO3YMiHHI KJacHuy-
HOI'O TUILYy MY3UYHOI TBOPUYOCTi € CIIPUMHSTTS HOro sIK cepilo3Ho1
TISITTBHOCTI, KOTpa BUMAarae IMiiroTOBKY, BAYMJIWBOTO CIIPUMHSTTS,
BiIPi3HSIOYMCH Bill iHIIIMX Pi3HOBUIIIB MY3UKU SIK «JIETKOI», pO3Ba-
KanbHol. OmHaK HMHI iCHY€E BlacHa KJ1acMKa i B Tajly3i OCTaHHBOI,
a MexXi akaJgeMmMiyHOro Ta Mo3aakaJeMiyHOTO i HeaKaaeMiuHOro
B3araji 3a MOXOMXKEHHSIM MUCTELITBA JIETKO 3CYyBalOThCs 1 HABiTb
He 3aBXIM MOXYTb OyTHM BU3HAUEHUMM.

BaxnuBolo pucO0 KJIaCMYHOTO MUCTELTBA, Yy TOMY YMCHi I
MY3UYHOTO, OCOOJIMBO 3a YaciB yXe ITOBHOI aBTOHOMil XyI0>KHbOT'O
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JIOCBIiy, TOOTO MOr0o BiTOKpPEeMJICHHSI B OCOOJIMBY CUCTEMY IisllTb-
HICHUX TEXHOJOTiYHUX (POpM, MOCTAaE aHTPOMNOLUECHTPUUYHICTD,
MPUYOMY 3 OCOOJIMBOIO ILIKaBICTIO A0 ITOOYZOBM BHYTPIilLIHHOTO
CBITY JIOOMHU, TOOTO 1 IICHMXOJIOTii, palliOHAJIbLHO-JIOTIYHUX
MOTped Ta MOYYTTEBMX MOTHBALIill; aHTpoIoueHTpu3M HoBoro ta
HogiTHbOTrO yacis, 1110 BeAe A0 MEBHUX MUCTELLKUX CUMBOJIIYHUX
BIIKPUTTIB, BiI3HAYEHUIN TEHIECHLIE€K YyHiBepcatizalil — TUIIO-
JIoTri3allii, 10 € OJHUM 3 HaMOiJbII CTAJIMX ITOKa3HUKIB KIachy-
HOIO CIIOCOOY CBITOCIIpMIHSTTS, cBiTorsimy. I, cipaBai, came oo
MOoAiOHOro BiATBOPEHHS JIOAWHU SIK YCYCHIJIbHEHOI BCe3araJbHOl
iCTOTM CXWibHA KJacM4YHa My3uKa. AJie JIIOACbKE iCHYBaHHS €
ICTOPUYHO Ta MEPCOHATICTUYHO AWMHAMIYHWM, i KJIACM4YHI Moaei
JIIOAUHU ab0 XYJI0XXHE MOJAEIIOBAHHS B3iplieBOi OCOOUCTOCTI MpU-
MYILIEHi 3MiHIOBaTUCS, HAOyBaTU HOBUX 3MiCTOBUX HAIlOBHEHb Ta
coliooiHHUX KOH(irypauiii. OcobJuBO PyXJIUBUMMU € YSIBIEHHS
caMme Mpo Te, YMM Oe3MocepenHbO 3aiiMa€ETbCsl My3UUHE MUCTe-
LITBO: MPO JyX i CMUCIH, MPO iCTUHHE MPU3HAYEHHS JIIOICHKOTO
XKUTTS Ta WOTO 3aTaJIbHUN €TOC.

Tomy mMeTo10 i€l CTAaTTi € BUBHAUEHHS TUX CITOCODOIB KaTEropu-
3allil KJJACUYHOTO B MY3UIIi, IKi € HAlOUIbII BiAMOBIAHUMMU SIK IO
iCTOPMYHOIO Ta LiHHICHO-CMMCJIOBOIO MOXOIKE€HHS, KOHCTUTY-
TUBHUX KYJBTYPHUX O3HAK IIbOTO SIBUIA, TaK i 1O TUMOJOTIYHUX
MOKAa3HUKIB OIEPHOI TBOPYOCTi, B il iIHCTUTYLIOHAIbHINA XyTOXK-
HBO-(PYHKIIOHAJIBHIN 1IJIICHOCTI Ta My3MYHO-MOBHIi crieuudiri.

OcHoBHuii 3MicT podorH. TBopya MisTIBHICTE IJOOWHU, SIK
BiZloMO, MOXe MpUiAMaTU PiZHOMaHITHI (OPMU, OIHIEI0 3 SKUX
rnocrae mysuuyHe mucteuTBo. Came pO3yMiHHSI 3a MOCEPEAHMII-
TBOM MUCTELITBA TaK 3BAHOTO «BHYTPILIIHBOTO CBITY» 3aTHE IPU-
BECTHU JIIOAUHY [0 YCBiTOMJIEHHSI BJIACHUX OCOOMCTICHUX SIKOCTEM
Ta ix miama3ony. ITomiOHI MPO3piHHS 3aBXOU CTOCYIOThCS i Bif-
KPUTTSI MeTa(pi3UUHUX OCHOB OYTTS JIOOWHU, MHiATBEPIKYIOUU
TaKMM 4YMHOM (a00 CIIPOCTOBYIOUM) iCTMHHICTb XXWUTTEBUX JIIOMI-
CbKUX IIparHeHb, HamMaraHb. TakKuii miajor JIOAChKOI CBiZOMOCTI
i3 3araJJbHOCMUCJIOBUMH HACTAaHOBAMH JIIOJICBKOTO OYTTS MOXHa
Ha3BaTWM HaWOiABLI CTaaluM Ta HaWOUIBII 3aralbHUM, BOJHOYAC
(byHIaMeHTaJIbHO HEOOXiZHUM s (OPMYBAHHS JIIOACHKOI MCH-
XiKM Ta MCHXOJIOTil, OHTOJIOTIYHUM Ta akKcioysorivHuMm. Tomy igei,
1110 BTLJIIOIOTHCS Y MYy3MYHOMY TBOPI, TOB’sI3aHi i3 3aKOHOMipHOC-
TSIMM OYTTS JIIOJCHKOTO AyXY B3araji, ajie 3 iX MPOEKLIisIMU A0 TeB-
HOTO iCTOPUYHOTO Yacy Ta €THIYHOI0 MPOCTOPY, TOOTO 3 KOXKHOIO
pa3y HOBMMM Opi€HTALIIMM OO0 AUHAMIYHMX MOTped Ta iHTepeciB
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JMOAChKOI cBimoMocTi. OgHaK caMe 3 OOKy crelu@iyHOi XymoxXK-
HbOI CUCTEMM MY3UKHU, il MOBHOIO MOPSIAKY Ta BJIACHOIO «THO-
cucy» (OpMYIOTbCSI KOHCTAHTHI SIBUIA, KOTpi 30epiraroTb CBOIO
OCHOBOIIOJIOKHY 3HAYYIIIiCTh HAaBiTh 3a MOMITHMUMM 3MiHaMU SIK
ICTOPUYHOIO KOHTEKCTY, TaK i CAMOTO MY3MYHOIO TEKCTY (IMB.:
[1]). MneTbes mpo MPUHLIMIIM MY3WYHOI JIOTiKM — abo Mpo pucu
MY3UYHOTO JIOTOCY — KOTpi, IO-Tiepliie, € Ha3aBXIu TaHUMH
MY3Ulli K aBTOHOMHIilA XymoxXHiil (popMi i1 ToMy HazaBxXau 30e-
piraloteCsl B Hiid, MO-Ipyre, 3abe3MeuyyloTh 34aTHICTh MY3UKHU
JI0 CTBOPEHHS TPEKPACHOIo sK, IMepeayciM, 0COOJUBOTO TOHYCY
MEepeXMBAHHS CIPUIAHSITOI OIMCHOCTI, TOOTO 3MATHICTh MO KaTap-
TUYHOTO MepeodpakeHHsI TaKoi JilCHOCTI.

Pyxarouuch y mepuioMy HampsiMi, a caMe OO0 TUX 3acagHU4uX
puc, 03HaK, MOBHUX IOTPeO MY3MKH, 110 HEOAMIHHO 3yMOBJICHI Il
KJACUYHUMU iHTEHLiIMU (200 ii MollyKaMu KJIACUYHOTO $SIK 63ip-
Ue60-CnpaegiCcHbo20), BapTO 3BepHyTUCS 10 KoHuenuii B. KoHeHn
[6], 3rimHO 3 KOO TOJIOBHI 3aKOHM KJIACUYHOI MY3MKM BHpaxa-
IOThCSl ¥ BCTAHOBJICHHI IIPUHIIUIIB MY3UYHOTO MUCHMa, 30KpeMa
cnoco0iB HOTallil; Y BIIKPUTTI CTaJMX JagOBUX 3aKOHOMipHOC-
Tell, 30KpeMa MaxKopOo-MiHOPHOI CHUCTEMU; Y PO3BUTKY IPUHIIM-
MiB TOMO(OHHO-TAPMOHIYHOTO 0araTorojioccsl Ta y3roIKeHHi ix
3 TIoMNepeaHiMU TTOTi(POHIYHMMY KaHOHAMU MpoeciiiHOi My3UKU
BUCOKOI JYXOBHOI TpaaMllil; Y BUPOOJEHHI XaHPOBUX HOPMAaTH-
BiB BIAIMOBIIHO IO PONOBUX E€CTETUYHHUX IMOHATb Ta BU3HAYEHHI
MaciTabiB My3u4HO1 (opMU SIK PO3rOpTaHHSI MY3MYHOTO 3BY-
YaHHS y 4aCOIPOCTOpi 3a MeBHUMMU ITpaBUIaMU Ta MPUOMaMHMU.

CaMe OCTaHHE MOCTa€ BUPIlLIAJIbHUM Y TTIOBOPOTi €BPONENCHKOI
MY3UYHOI KYJIbTYpY J00W KJIACUIIM3MY, 1O yCTajujaa aBTOHOMilO
MY3UYHOTO JIOTOCY, 10 00pa3HUX 3aBAaHb CBITOMISAHO-dinocod-
CbKOTO piBHS, A0 KOHUENTyadi3alii Mmpolecy My3UYHOIO MOB-
JIEHHSI K TaKOTO; TaKMM YMHOM BiIKPUBA€EThCS, K TIOCTiiiHA I
HeoOXxigHa, YHKIISI My3UYHOIO MUCTELTBA MPOIOHYBATU 3aBep-
LIeHi 00pa3HO-CMUCIOBI MO JIOACHKOrO XXWUTTS, 30aTHI IIpU-
COBYBAaTUCS [0 Pi3HUX COLiaJIbHO-TIPAKTUYHMX CHUTYalliil, 110
BU3HAYa€ OCOOJIMBY POJIb OMEPHOI XXaHPOBOi (popMHu.

3BiJCY 1O KOHCTUTYTUBHUX PUC KJIACUYHOI MY3UKHU MOTparuisi-
I0Tb Ji€BICTh i MiAHECEHICTb MEepeXXMBaHHS, 10 OIMOCEPEIKOBY-
€ThCSI MY3UYHUM 3BYYaHHSIM, CKJIQJHICTb Ta TeMIOpajJbHa PO3-
TOPHYTICTh MY3WYHOI KOMIMO3MLii, HAsIBHICTb BJACHOTO Habopy
¢dopMaibHUX O3HaK, (hOpMyBaHHS 3a aBTOHOMHUMM perjiamMeH-
TOBAaHUMM TIPUHLIMIIAMU, Malike IMOBHE OTOTOXHEHHSI TOHSTH
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KJIACMYHOI'0 MUCTEITBA Ta aKaJeMiYHOTO TUIly MpodecioHali3My,
MPUYOMY OCTAHHE CTOCYETHCSI HE JIMIE MY3MYHOI TBOPUOCTi, a M
iHIIMX BUAiB MUCTELILKOI TisIbHOCTI.

B3aemomist, B3aeMO3aIekHICTh KJIACMYHOTO Ta aKaJAeMiYHOTO
TUIIB MY3WYHOI TBOPUYOCTi JOTENEpP € BIAKPUTHUM TUTAHHSIM,
OCKiJIbKM, 3 OfHOro 60Ky, 00MaBa MiliCHO TepeadavyaroTb KaHO-
HIYHIiCTb, MOBEpPILIEHICTb, PiBHSIHHS Ha B3ipelb (B3iplli), YHiBep-
CAJIbHICTh €TUYHMX 3HAyeHb, OOI3HAHICTh Yy Tally3i XyIOXXHbOI
YMOBHOCTI. IIpo cnopiZHEHICTh TaKMX SIBUIL CBiIUMTH i iX CIIUIbHA
iCTOpisl, TOOTO €MVMHUI ICTOPUYHUI Yac CTAHOBJIIEHHS CBITCHKOIO
TUMY MY3UYHOTO mpodecioHanizamMy Ta XXaHPOBUX 3acal akaaeMiu-
HOI Tpaauliili My3M4HOTO MUCTELTBA, TAKOX TiCHO ITOB’SI3aHMM 3i
CTAHOBJIEHHSIM OIEepH.

AJe, 3 iHIIOro 00Ky, KJIaCUYHi My3W4Hi apTedakTu y Tepiof
KiHISI MMHYJIOTO CTOJIITTSI AY’XK€ HAOUHO TEePeTHYJIMU MeXY aKaje-
MiYHOiI Ta MacoBOi KYJbTYypU, CTAJIU OJHUM 3 YNHHUKIB MOMYJsp-
HOI 3BMYA€BOiI MY3MKU, HE BTpayardd MOBHOI crneuudiku, aje,
3BMYAiiHO, 3a3HAIOUYM TOTAJbHOI PEiHHOBALIIl Y KOXKHOMY BUIAIKY
BXUBJIEHHSI 10 IHILIOTO KYyJIbTYPHOIO KOHTeKCTy. Tpeba Bpaxo-
BYBaTU TaKOX i Te, IO SIBUIIE IEpexomy KIACMIHOI MY3UKH 10
cepu MacoBOro CIOXMBAHHS CYIPOBOIKYETHCS PO3BUTKOM TE€H-
JeHIIil HOH-KJaCUYHOIo y 6araTbox BepCcTBaX KYJbTYpU, 30KpeMa
i B akageMiyHOMy MMCTeuTBi. OTXe, il y BIaCHUX MPOTUPIYYUSIX
KJJaCM4YHE Ta akajaeMiuyHe, K iHCTUTYLIOHaJbHI Ta KOHCTUTY-
TUBHi TUIIKM MY3UYHOI TBOPYOCTi, BUSBJISIIOTHCSI CIIOPIAHEHUMU Ta
MOB’SI3aHUMMU CITUJIBHOIO J0JICIO.

Huska cyyacHuUX TryMmMaHiTapHMX JOCHiIXeHb (IepeBaxKHO Y
ranaysi KyJabTypoJiOrii) MPOMOHYE PO3YMITHU KJIACUYHY MY3UKY SK
IPaHUYHO YHiBepCaJlbHYy My3UYHa MOBY, SIKy MOXHa BUKOPHUCTO-
BYBAaTU y PI3HOMAHITHUX COLiJIbHUX Ta CMUCJIOBUX KOHTEKCTaX
(muB., 30kpema: [3; 11]). CTOCOBHO poJli KIaCMYHOTO Ta KjiIacu4y-
HOI My3MKU (hOPMYIOThCSI TaKi TEOPETUUYHi YSBJICHHS Ta IPOIO-
3ULil.

[To-nepuie, HAroJOLIYETbCS Ha PO3LIUPEHHi (YHKIINA Kia-
CUYHOI MY3UMKH B O3BYYYBaHHi MOBCSIKIEHHOIO CepeIOBHILA, 110
3YMOBJIIOE HAalIOBHEHHS Pi3HUX KUTTEBUX MPOCTOPIB KIIACUYHUMMU
MY3WYHUMM OoOpazaMu, ajie BXe 3 iHIIMUM, JIOKaJli30BaHUM 3Ha-
KOBUM (emOieMaTuyHuUM) edekToM. TakuM YMHOM, KJacuyHa
My3MKa BUSIBJISIE 3MaTHICTb HE TUIbBKU <«OAYXOTBOPUTHU» LIUBLJIi-
3alliiHUI mpocCTip, aje W Hamatu 3acobam TEXHIUHOIO Mporpecy
HOBUX CEMaHTMYHUX (YHKIIi, 30KpeMa AOMOMOITU IOJ0JaTH
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«TIOPOXKHINl Yac» sSK 4Yac O4YiKyBaHHSI, CTBOPUTM CHUTYyallilo Tpa-
HUYHO HAaJOCOOMCTOI ONOCEpPEeIKOBAHOI KOMYHIKallil coliyMy 3
OKpEMUM iHAMBIIOM, 3AiliMalOYMCh HaJl 3BMYAEBMMU MOBHUMU
HacTaHOBaMU TE€BHOIO COIIONCUXOJOTIYHOIO CepeaoBuIlia TOLLIO.

ITo-npyre, caMe KjlacM4YHa My3KMKa 4acCTO CYMPOBOIXKYE MPOILIEC
poboTu, gk (i3u4HOi, Tak i iHTEJEeKTyaJbHO-pPO3yMOBOI, CBOEIO
MPUCYTHICTIO CHPUSAIOYM TapMOHi3allil CBIZOMOCTiI IIpallolyoi
JIIOAWHU, TaKOX IMPUBHOCSYM Y JTOCUTh OJHOMAHITHI OIlepaliiiHi
JIiil BiZ4yTTd €MOLIiAHO-CMKCIOBOI 3MiCTOBHOCTI, HAIAIOUU SIBUIILY
MOBTOPHOCTi  (OyAb-4Oro) AOAATKOBOTO TBOPYOIO 3HAYEHHSI,
TaKUM YMHOM BHOCSIYM €CTETUYHMUI €JEMEHT B Y>XKMTKOBY Mislib-
HICTb JIIOAWHU.

ITo-Tpete, knacuuHa My3HMKa, OCOOJMBO B MIEBHUX CBOIX apTe-
daxkTax, 110 HAOYJIM SKOCTI y3araJibHIOIOUMX COILIOKYJIbTYPHUX
MaHidecTiB, Ha KiTait diHany Jdes’stoi cumdoHnii JI. berxoBeHa,
BUCTYA€ MOTYTHIM UMHHMKOM TICUXOJOTIYHOTO 0O0’€IHaHHS
Jiofelt y AiCHO TyMaHiTapHy CHiJBHOTY, 110 Ma€ €IWHI Wil Ta
ineanu OYTTS, OCKiJIbKM 3aBXIW 3aJIMIIAETbCS «aKTyaJlbHO-TIPEe-
kpacHum» (I'. T'amamep) Ta HOCiEM €TUYHOIrO ITO3UTUBY. Tomy,
HaIIpUKIIal, 03ByUYyBaHHS KJIACUYHOIO MY3UKOIO OQIllilfHUX 3aX0-
JIiB HE TLIbKM BIOOPSIAKOBYE YaCOBY OpraHi3allilo moii, ajie i JoImo-
Marae CTBOPUTHU TiJHeceHy aTMocdepy, KoTpa He € Uil Oiblio-
CTi CyyacHUX JIIoIei 3BUYHOIO, OYJAEHHOIO, ¥ TOMY YMCJli BHOCSIYM
€JIEMEHTU COLiabHOTrO nephopMaHCy, YYaCHUKU SIKOTO MOBMHHI
YBIITH Y TI€BHi COILIIOKOMYHIKaTUBHI 00pa3u, TOOTO 3irpaTd poJib
camux cebe, ajie B HOBUX OOCTaBMHAaxX Ta 3i 3MiHEHUMU MiXOCO-
OUCTICHUMM CTOCYHKAMMU, YIIUISIXeTHEHUMMU Ta OiIblI 3HAUYILIUMMU.

ITo-ueTBepTe, HE MOXHa He 3rajaTv PoJib KJIACUYHOI MY3UKU
y cdepi mepcoHANbHUX TEXHIYHMX KOMYHIKAIlill, Y 3BYKOBOMY
oopmiieHHI TesieMepexi Ta IHTepHeTy, CUTHaJiB MOOUIbHUX Tejie-
¢oHiB. HaBiTh BUHMKAE BpakeHHS, 10 Y BUIIAIKAX KOMYHiKalliii
3a JONOMOIoK (hparMeHTIB KJIACMYHUX MY3UYHMX TBOpPIB Cy4acHi
KOPHUCTYBaui €JEKTPOHHOI TEXHiKM CTalOTh CBOEPIIHMMU CIliBaB-
TOpaMM KJIACUYHOrO TBOPY, MOBHICTIO 3MiHIOIOUM HOro iHdopma-
LiiiHe TpU3HAYEHHs, HAlalouM OMY HOBOI YTWJIITApHOCTi, TOOTO i
HOBOTI'O NparMatusMy. B ycsikoMy pasi 3a1uiuaeThest He3anepeyHum
¢akToMm, 1110 KJIACUYHI MENO/il, cepel SIKUX BaxXJIMBUM KOMIIOHEH-
TOM MOCTaIOTh OMEPHI MEJIOAil, 31aTHI BXOAUTU IO MOBHOIO Cepe-
JIOBUIIIA TOBCSIKAEHHOTO CITUIKYBaHHS, 3 OJHOro OOKy, Haaalouu
MiXKOCOOMCTICHOMY Miajiory OiIbII BHUCOKOTO KYJBTYPHOIO CTa-
TyCy, 3 IHIIOTO — JOJal0OuyM XPECTOMATiHHO BiZOMOMY MY3UYHOMY
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martepiajy HOBOIO COLIiaJIbHOTO CEHCY, TaKMM UMHOM MOIIUOJII0-
I0UM MOro ceMaHTUYHI (Xyd0XXKHbO-MOBJIEHHEBI) 30aTHOCTI.

ITo-’aTe, BapTO pO3Pi3HSTU 3MICT MOHSThH «KJaCUUHA MYy3UKa»
Ta «My3MYHaKJIaCHKa», OCKIJIbKM caMeé OCTAaHHE, Ha Halll IO/,
€ BiIKPUTHUM Y XKaHPOBOMY CEHCi, piBHOIO MipOIO CTOCYEThCS SIK
aKaJeMiuyHO1 Tpaaullii, TaK i MaCOBOI MY3UKM, JKa30BO1 KYJIbTYpH,
€CTPaJHOr0 MUCTELTBAa TOLIO, TOOTO OPIEHTYEThCS Ha B3iplieBe
Ta BUOpaHe, HAWOIIbII BXWBaHE B Oyob-sKiil cdepi iCHyBaHHS
MY3WYHOI TBOPUYOCTi. X0Ua ¥ y LIbOMY HaNpsiMi TaKOX 1€ HE Ma€
JOCTaTHBOI TEOPETUYHOI OJHOCTAMHOCTI, OCKUJIBKM iCHYIOTh BHY-
TPIIIHI MPOILIECH XYAOXHbO-3MICTOBOI Mirparii y camiii My3wili,
yepes 10 BUHUKAIOTh NepexinHi GopMU TBOPUOCTi, 110 HE HaJle-
’KaTh OCTATOYHO 10 XKOAHOI 3 BimoMuX c¢ep MY3UKHU; TaKOX i
PO3YMiHHS TIOHSITTS «MUCTELITBO» HaOyBa€ CYTTEBUX 3MiH, JOITOB-
HIOIOUUCH TOHSTTIMU apT-Au3aiiHy, apTudikauii XuTTs (1mooyry),
Meaia-apTy, JeSIKUMU iHIIUMU.

3arajiom, B OCHOBI SBMIIA i TTOHATTS KJIACUYHOI MY3UKHU — $SIK
1 KJIACUYHOTO B MY3MLIi — 3aBXIU 3aJIMILIAIOTLCI HE3MIHHUMMU TpU
TOJIOBHI NMPUHLMIIM, 110 BilNOBiZalOTh TPHOM IPOBITHUM (DYHK-
LisIM MY3WYHOTIO MisSIHHSI SIK XYIOXHBOIO — (POPMOTBOPYO-KOM-
HO3ULIMHIA KOTHITMBHIil; iHTOHALIIMHO-3BYKOBilf CYIreCTUBHIl;
Mi3HABaJIbHO-3MICTOBIil €TUYHIl: <«3pO0JeHICTh> (opMHU, 1O
3a0e3Ievye SKiCTh FapMOHil; BMOIPKOBICTh IHTOHAILITHO-MOTHUB-
HOTO MY3MYHOro MaTepiajy, 10 M03BOJISIE TOTPUMYBATUCS ideary
Kpacu; yCTaHOBKa Ha CMMCJIU, 110 MOPOIXKEHI BJAaCHUM TBOPUYUM
JIOCBIIOM MY3UKM $SIK MOPaJbHO-€CTETUYHOro (eHoMeHa, iMma-
HEHTHA 3MiCTOBHICTb, SIKa CIIPUSIE BiTUYTTIO JOCATHEHHS iCTUHU,
TOOTO 3MiliICHEHHS MEBHOTO ileaIbHOTO YSIBIGHHS PO JIIOAMHY Ta
JIOLUIBHICTD 11 KUTTS.

TomMy MOXHA IIOBHICTIO IOTOOUTHUCS 3 TUM, III0 B OCHOBI
MY3UYHOI €CTeTMKU KJIACMYHOIO JIeXKaTh OCHOBHI LIIHHICHI KpUTe-
pii icTuHU, O100pa, Kpacu, rapMOHil Ta CMUCJTy, a KaTeropis Kja-
CUYHOTO B MY3HUIli MO3HAYAE SKICTh XYAOXHBOI'O TBOPY SIK iHTE-
rpalito eTMYHOTO W €CTETUYHOT0, TOOTO SIK KaJIOKaraTiiHe SBUIIIE.
3Biacu i mepeBara B po3yMiHHi (peHOMeHa MY3MYHO-KJIaCUYHOTO
caMe aKkCioJIOriYyHOro MiaxomLy, L0 MEepPepoCTaE y CEMaHTUYHUMN
Ha PiBHi My3MYHOIO TEKCTy, MaTepiaJly KOHKPETHUX MY3WUYHUX
KOMITO3MIIilt; TaKU# MiAXia A03BOJISIE TAKOX 3acBinuyBaTu e(peKkTr
MHOXHWHHOCTI i MY3WYHOTO CMHUCIY, i 3HAYEHHSI KJIACUYHOIO B
MY3HUlli, TOOTO BKa3dyBaTWU Ha MOJIiICEMaHTUYHICTb SIBUIA KJIaCU4-
HOT'O MY3UYHOIro 0o0Opasy.
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CamMe 3aBAsSKU TaKill CeMaHTUYHili MHOXWHHOCTI KJacH4YHa
My3UW4Ha Tpaaulis, K €IUHUN iCTOpUYHMIA (DeHOMEH, MOCTaE
MpeaIMeTOM KOMITO3UTOPChKOI ysiBU B onepHiit TBopuocti K. Caa-
piaxo.

AK N03BOJISIIOTH CYIUTH TIPO 1€ PE3YAbTaTH CydacHUX HaAyKOBUX
nochimkeHb, 3okpema nipaist H. Caamimsini [10], y cBoix omnepax
Caapiaxo 3BepTa€ThCs N0 Pi3HOMAHITHMX IIApiB CBIiTOBOI KYJIb-
TypY Ta BUKOPMCTOBYE YMCJICHHI allto3ii, IparHy4u A0 CTBOPEHHS
CKJIaIHOTO, «0araTolllapoBOro» OMEPHOI0 TEKCTY, 3MaTHOTO CIIO-
JIydyaTy 4acoBi BUMipyM MUHYJIOTO, ChOTOIEHHs i MailOyTHHOTO, a
TOMY B TaKili XKaHpOBii1 ¢popMi OiJIbII BiTUYTHUI IiaJloT KOMIIO3U-
TOPKM 3 KJIACUYHOIO TPAJUILIIEI0 €BPOIEHCHKOI0 MYy3UYHOIO MUC-
TeuTBa. 30KpeMa, KOMITO3ullis onepu «J/Iro00B 3maneKky», 3acHO-
BAaHOI Ha JIETeHi PO 3HATHOTO Tpybamaypa, KOTpUI BidlpaBUBCS
B JajieKe IJIaBaHHs 10 TpekpacHoi Jlamu, sika BUCHiBYETbCS HUM
y MiCHSX, ajieé Ha LIbOMY LILISIXY TIOLIYKY ifeaay 3aXBOpPiB Ta Bpelll-
Ti-peluT MoMep Ha pykax y OaxkaHOi KOXaHOi, BiITBOPIOE BarHe-
piBchbKy ineto Liebestod, ineto 31uTTS J1I0OOBI Ta CMEPTi, TOMY Bifl-
cunae po «Tpucrana Tta I3onpau» P. Barnepa, ane Takox i 1o
«Ileneacy 1 Menizanou» K. debrocci.

Y npoueci aHalidy TEKCTy L€l omepy OOCHIAHMIIL BOAIOCS
BUSIBUTU BUKOPUCTaHHS KJIaCMYHMX OIEPHUX OOpa3HUX Moje-
JIel SIK Ha piBHi 3arajJlbHOI KOMMO3MIIil 1 CIOCOOIB pO3rOopTaHHS
CIOXeTy, TaK i y LIapMHi MY3UW4HOI ApamaTyprii. 3okpemMa, JOBO-
JIUThCS, 1110 MY3UYHaA ApamaTyprisd omepu OpraHi3yeThbCsl IMOBTO-
PIOBaHHSM MOTHMBHMX, JaJ0-TapMOHITHUX, TeMOPOBUX €JIEMEHTIB
OIepHUX MEJIOMIil, 1110 MPUIMalOTh 3HAYEHHSI JIeHTXapaKTepUCTUK,
BOJHOYAC MalOTh CITiJIbHE iHTOHALlii{HE MOXOKEHHS 3 TeMU Jajie-
KOIi JII00OBI, SIKy MOXHa CIIPUIMATU SIK MOHOTEMY BChOTO TBODY.

He menIn cranym, Takum, 110 MOXe HA3WBaTUCS KIACUIHUM
JIJIs1 onepHOI (popMU, € MPUIOM 3iCTaBIEHHS OBOX OOpa3HUX CBi-
TiB: TpyOanmypa Kodpe (6aputoH) Ta mpekpacHoi Jamu KnemaHc
(compaHo); mMpUYOMy KOMILIEKC 3aco0iB, 3B’si3aHMil 3i cdepolo
XKoppe, 3 ogHOro 60Ky, BiAcHIAE A0 CEPEAHbOBIYHUX MY3UUYHUX
¢eHOMeHiB (miaToHika 3 BKpaIUICHHSIMM MOJAJbHUX 3BOPOTIB,
«YUCTi» KBiHTU ap¢ i CTPYHHMX Yy CYNpPOBOi»), a 3 iHIIOrO —
BKa3ye Ha MOro poMaHTUYHY MaJKiCTh, MaCiOHApHIiCTb (BOKajbHa
MapTisl BTpaya€ KaHTWICHHICTb, Y Hill MiACYIIOETHCS TeKIaMalliii-
HiCTb, AiaTOHIKY 3MiHSIE XpOMaTHKa TOIIIO).

3 obOpaszom Krnemanc mo omepu BXOAUTH CXiZHUM KOJIO-
pUT (3 BiATiHKaAMM iMIIPECIOHICTMYHUX TapMOHili, HailOinblIe B
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iHCTpYMEHTaJbHOMY 3By4YaHHi), aje TaKOX i €KCNpeCciOHiCTChKa
BOKaJIbHA TeXHiKa (LLIMPOKMUI CIEKTp 3acO0iB BoKadizallii mepei-
0avae siICKpaBy BUpasHy JeKJaMallil0 3 OXOIUIEHHSIM ILUPOKOTO
Jiarma3oHy, CKJIAQAHUMM IHTOHALIMHMMU CTpUOKAMU W HaBiTh
Mepexo/loM Ha roBip, 1110 Harajaye npuiiomu Schprechstimme) B3a-
rani nputamanHa K. Caapiaxo.

Takum 4yMHOM, MOXHA CTBEpIKYBaTH, 110 BuAaTHa (iHCbKa
KOMITO3UTOPKA HAMAara€TbCs Yy3araJlIbHUTH MY3UYHY ITOCTUKY
€BPOIICMCHKOI OIepu SK B3iplLeBYy, BUKOPHUCTOBYIOUM 11 OCHOBHI
€JIEeMEHTH Ha BCiX piBHSX OIEPHOI KOMIIO3MIIii, TOJJOBHE — Haaa-
04 OIepHil XXaHpOBiil (popMi OHOBJIECHOrO 3HAYEHHSI Cy4acHOI
MY3UYHOI KJIACUKU.

Y upoMmy TBopi Caapiaxo BMHHUKA€E PO3TOPHYTHUI Adiajor 3
iCTOPUYHMM YacoM €EBPOICMCHKOI OIepu SIK €AUHUM XydOXHiM
(heHOMEHOM, CUMYJbTaHHICTb CIOPUMHSTTS 1 BiATBOPEHHS SIKOTO
MOXHa TepegaTh camMe My3UMYHO-iHTOHaUiHuUM wuisixoM. [lpu-
yoMy 30epiraroTbcsl BCi TOJIOBHI KpUTEpil MiAXoay M0 KJIACUYHOIO
B MY3ULIi: ileaJloM Ha CIOXETHOMY Ta MY3UYHOMY IUISIXy T€pOiB
OIllepy 3aJMILAIOThCS Kpaca, TapMOHIisI, ICTUHHICTh ITOYYTTS.
IIparHeHHsT LHOrO imeanay BUpaXeHE SIK HACTLIbKM MOTYTHE, 1O
MPUMYIIYE UTU Ha TPAaHWYHI XEPTBU, BKJIIOYAIOYM PO3CTaBaHHS
3 BJIACHUM KUTTSIM, a 1i€ JO3BOJISIE 3HAXOAUTU B OINEpHill TBOP-
yocti K. Caapiaxo npuxiaa peiHHOBallii KJIaCUYHOI OMEepHOi TeMU
Gbarymy.

HaykoBa HOBU3Ha 11i€i cTaTTi Mosirae y JOBeAeHHI 3HAUYYLOCTi
SIBUIIA KJJACMYHOI'O B MY3MLi SIK JUISI MY3MKO3HaBYOTO AUCKYPCY,
TaKk i IS Cy4yacHOI KOMITO3UTOPCHKOI TBOPUYOCTi. JloBOAMTHCS,
110 HOBa aKTYaJbHICTb KJIACUYHOTO 3YMOBJIIOETHCS MHOXWHHI-
CTI0 OYTTS KJIAaCUYHUX MY3MUYHUX B3ipLiB y Cy4yaCHOMY COLIiyMi, Yy
CEeMaHTUYHIM Mepexi cydyacHoi KyabTypu. Ile ctae ogHUM 3 Bax-
JIUBUX YMHHMKIB OHOBJIEHHSI YBaru 10 KJIACMYHUX 3acai TPOBid-
HUX MY3WYHUX XKaHpiB, 30KpeMa OIepU, Yy TBOPYOCTI CyJaCHMX
KOMITO3UTOpPIB. PO3KpUBA€EThCS 3HAYEHHSI KJIACMYHOI MY3UKU —
KJIACUYHOIO THUITy MY3MYHOTO MOBJEHHS — K TOJIOBHOI Iapa-
JUTMM Ha Cy4aCHOMY eTarli po3BUTKY MpodeciiiHoi akameMidHOi
MY3WYHOI Tpaaulii, 30KpeMa OIepHOI.

BucHOBKHM 3i 3MiCTY 1Ii€1 CTATTi 3aCBiIYYIOTh, 1110 KaTeropu3allisi
KJIaCUYHOTO B MY3HIIi CIIUPAETHCS HA YCBIIOMJIEHHS iCTOPUYHOIO
Ta LiHHICHO-CMUMCJIOBOTO 3HAUY€HHs KJACUYHOI MY3UKHU, MEpei-
0ayae KOHKpETU3allil0 TOHSTTS MpO KJIAaCMYHE CTOCOBHO came
MY3UYHOTO MMCTELILKOTO AOCBily, BMSIBISIE CYTTEBI AUCKYCiliHI
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MOMEHTM B OOrOBOpPEHHI ABMIIA KJACMYHOI MY3MKM — MY3H4-
HoOl Kjacuku. BogHouyac BHMSIBASIETbCS HaA3BUYaliHA BaKJIMUBICTh
i IMpoTa KJIACUYHOIO THUITy MY3UYHOI'O MOBJICHHS, BiJIIOBiIHO,
noTpeba y 30epekeHHi KJIAaCMIHOTO TUMY MY3MYHOI'O MUCJICHHS,
110, 30KpeMa, 3YMOBJIOE OIIEPHUI METOJ CYy4acHOI KOMIIO3M-
topku K. Caapiaxo.
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PASSION, INSPIRATION CREDIBILITY
AND COOPERATION — VALUES THAT MAKE ARTISTIC,
PEDAGOGICAL AND PERSONAL SUCCESS POSSIBLE

Purpose of work. The aim of the work is to present the features, values
and behaviours that determine the achievement of professional, artistic,
pedagogical and personal success. The main idea is to indicate the ways and
methods allowing to use and convey the timeless wisdom and experiences
of our masters for the benefit of our listeners, recipients, pupils, and our
own. Another issue raised is the need of proper and full understanding the
aspects of credibility and collaboration as without it the mission of the artist
and mentor cannot exist. A very important idea contained in the article is to
indicate the particular characteristics of a credible musician and educator.
Not only practical knowledge and wisdom, but above all the theoretical
aspect involving the full area of different issues — historical, performance,
formal and associative ones that allow for a query of the reference literature.
The methodology used in the research process uses the analysis of many
years of experience based on artistic and didactic effects, observation of
the community, reinterpretation of specialist literature and the analysis of
issues and components of cognitive processes. The scientific novelty. Each
subsequent, individual view on the issue of didactics and self-realisation in
the artist’s profession is innovative and absolutely advisable. Even if we raise
an already known issue, we do it in accordance with the process of teaching
and self-improvement consisting in the endless repetition and consolidation

© Piotr Sutt, 2021
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of specific movements, associations, conclusions, thoughts, or the permanent
implementation of ethical, pedagogical and cultural principles. Therefore,
what is new in this case is my perspective of the mechanisms and driving
forces shaping the development of the artistic and pedagogical personality
of a teacher, master, mentor and social authority. Conclusions. To sum up,
it is knowledge and skills that build a feeling of trust in the first place and
show the artist in the light of either credibility or falsehood. The main task
is to develop competences that allow us to be perceived as a credible artist-
pedagogue. However, this is not enough to build full confidence and trust in
the verbal, written and expressive information we communicate — by playing,
singing, composing or conducting. If passion does not show through the sounds
and phrases of our concerts and the lines of our lectures, it will be difficult to
inspire — to give afflatus, faith and tools for success.

Key words: passion, inspiration, credibility, success, cooperation,
knowledge, competence, artistry, trust, pedagogic.

Cymm Ilempo, npogecop, dokmop mucmeuyms, 3asioysay Kagpedpu
yoaprux incmpymenmie Myszuunoi axademii imeni Ipancunu ma Keticmyma
bauesiueri 6 Jloozi, [lorvua

Ilpucmpacmov ma namxuenns, doeipa ma cniepooimnuymeo — uinHocmi,
AKI pobaamb Xy00xcHill, nedazoziynuii ma ocooucmuil ycnix moxcaueumu

Mema pobomu. [Ipedcmasumu moodeai ma ocobausocmi nogedinku, sKi
BU3HAUAIOMb 00CACHEHHS NPOQeciiiHo20, apmucmu4Ho20, nedacoeiyHo2o ma
ocobucmoeo ycnixy. OcHo8Ha idesi noaseac @ momy, wob Hamimumu Wasxu
ma memoou, w0 00360A810Mb BUKOPUCMOBY8amu i nepedasamu myopicmo i
doceid Hawux maticmpie Ha 64a20 HAWUX cAYyXa4is, yuHie i eaache Hac. [Hwe
numanHa — ye HeoOXiOHiCMb NPasUAbHOR0 MA NOBHO20 PO3YMIHHA ACheK-
mie dosipu i cnienpayi, 0cKinbKu 0e3 Yboeo Micis apmucma i HACMAGHUKA
He moowce ichyeamu. Jyxwce eaxcausea ides, w0 micmumoecsa y cmammi, —
eKazamu Ha 0cobaueoCcmi 3acaye08ylo40e0 Ha 008ipy Mmy3ukauma i neda-
20ea i He MinbKu 1020 npakmuuHull 0oceid i mydpicms, a, i, nepul 3a éce,
meopemuyHi 3HAHHA, WO OXONAIOMb Pi3Hi acnekmu: icmopuyHi, eupobHuYi,
hopmanvni ma acouiamueni. Memoodoaozis, wo 3acmocogyemscs 6 npoueci
docaioxcenHs, cnupaemocsa Ha aHaniz baeamopiynHoeo 00ceidy, 3aCHO8AHO20
Ha Xy0oxucHix I OudaKkmuuHux egekmax, CNOCMEpeddceHHi 3a CRinbHOmMOIO,
nepeocMUCAeHHI CheyianbHoi Aimepamypu ma aHaaizi NUMAaHs | KOMNOHEHMI8
niznasanvroeo npouecy. Hayxoea noeusna. Koxcen indusioyanvruii noeiso
Ha numanHa oudakmuku i camopeanizayii 6 npoghecii xydoxchuka Hogamop-
cokull i abcoaromuo doyinvHull. Hasime sxuio mu nioHimaemo egce 8idomy
npobaemy, mu pooumo uye y 6i0nogioHocmi 3 npoyecom HAGYAHHS i camosoo-
CKOHANEHHS, W0 NOASA2AE 8 HECKIHYEHHOMY NOBMOPEeHHI | KOHcoaidayii neéHuX
pyxie, acouyiayiil, 8UCHOBKI8, JYMOK ab0 NOCMILIHOMY 3ACMOCYSAHHI emut-
HUX, 0C8IMHIX ma KyabmypHux npunyunie. Taxum vuHom, HOBU3HA NOAS2AE
6 MOMy, W0 npedcmasieHull HOBUL pPAKypC HA MeXaHizmu i pywlitiHi cuau,
aKi opmyroms po3eumox apmucmuyHoi i nedaeoeiuHoi ocobucmocmi e4u-
meas, maticmpa, Hacmasnuka i asmopumema. Bucnoexu. [liosodsuu nio-
CYMOK, MOJCHA CKA3amu, W0 came 3HAHHA | HABUUKU CMBOPIOMY, Y NepuLy
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uepey, nouymms 008ipu i noKazylome apmucma y ceéimi npaedonodionocmi
abo 6pexni. OcHosHe 3a60AHHA — PO3GUMOK KOMHemeHUill, uo 0036045110Mb
chpuuMamuy Hac SK aemopumemnozo nedaeoea-apmucma. OOHAK Uboeo
HedocmamHvo 0451 NOBHOI 008IpU [ 6NEBHEHOCMI Y CA0BeCHIU, NUCbMOBILL
ma eupasHiil ingopmayii, Ky mu nepedaemo 3a 0ONOMO20H BUKOHAHHS HA
iHcmpymenmi, eonocom, nuwiyuu abo oupueyrodu. SAxuwo npucmpacme He npo-
ABAAEMBCA Y 36YKAX | hpazax Hawux KoHyepmie ma paoKkax Hawux Aexyill,
0yode ckAaOHO HAOUXHYMU — MOmMuUeyeamu, 0amu 6ipy i 6Kazamu Ha WAAXU
01 00CsieHeHHs YCnixy.

Karouogi caoea: npucmpacms, HamxueHHs, 00CMOGIpHicMb, YCHIX, CHiG-
npaus, 3HAHHA, KOMHNEMeHmHIiCmb, apmucmu4Hicms, 008ipa, nedazoeika.

To know the cause why music was ordain’d!
Was it not to refresh the mind of man
After his studies or his usual pain?

William Shakespeare
(The Taming of the Shrew, act IlI, scene 1)

The relevance of the problematic of this article. The topic that
I would like to raise contains itself some hierarchy of values that
follows the guidelines of art, pedagogy and psychology. Depending
on the point of view, mission and things we do professionally, there
are other yet how vital pursuits and goals. The aim of the article.
Being a teacher-mentor it’s important to work out a broadly defined
pedagogical success; being a conscious musician to achieve full
virtuosity, artistry and artistic success or career. But isn’t it more
important to give your students, listeners and yourself joy, pleasure
and contentment? Of course, they’re relative terms, dependent on
needs, possibilities and circumstances, but they should be a part of
every person’s life. The scientific novelty. 1 think the values listed in
the topic are absolutely fundamental for achieving success- but not
just your own, measured with the number of excellent alumni and
competition laureates, own concerts or contracts. These values are
also traits that we, as people, humanists, artists and educators must
develop in others!

The main content of the article. To do so, credibility is essential,
and cooperation is crucial in all interpersonal relations if we want
to achieve anything. Inspiration is a force which drives first us,
then others and, by going full circle, others inspire us because
they are inspired by someone or something else. Then there is
passion. A virtually unlimited source of energy, power, creativity
and success. Passion can be passed on, incepted in minds hungry
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for knowledge. Do you need to have passion, or maybe just enough
to be able to spot it and let it act?

Calvin S. Hall, Gardner Lindzey wrote a fascinating book
Theories of personality, which for me became a source of invaluable
knowledge and let me understand processes and mechanisms that
my pupils, listeners and myself undergo.

I would like to cite a short passage relating to the core of all
human acts. ‘This is Goldstein’s master motive; in fact, it is the
only motive that the organism possesses. What appear to be different
drives such as hunger, sex, power, achievement, and curiosity are
merely manifestations of the sovereign purpose of life, actualize
oneself. When a person is hungry he actualizes himself by eating;
when he craves power he actualizes himself by obtaining powers»
[10, p. 306].

What about us, artists, instrumentalists, vocalists, conductors,
composers, music theorists? Don’t we self-realise through playing,
practising, singing, composing, listening to music? Or while
teaching, educating and motivating our students and ourselves?
Or just simply through participating in culture as such? There aren’t
many professions that give so many opportunities to complete self-
actualisation, fulfilment and at the same time diversity, evaluation
and, what is most important, uniqueness.

Credibility — in my opinion it’s the most important quality of
both a musician and a teacher. Let’s think of a puckish example.
An artist during a performance uses already existing ideas, created
a long time ago. Is it credible enough? Is it authentic? Surely yes, if
this given performance is based on quality and knowledge of theory,
history, technique, but most importantly if the interpretation is
based on profound analysis, genesis of an opus, its structure and
style. Now I could start pinpointing the significant components, at
least those connected with the origins, like the cultural background,
specific moments from the composer’s biography etc. There are
certainly more of them, but I simply enumerate some important
factors that make a performance credible.

So we have the first meaning of credibility for an artist. What
about a very young artist? Here we go with the crucial task for
us. That’s us, pedagogues, educators, must teach a novice how to
become credible, how to be authentic. What do we do then? What
should we teach them? Above I mentioned just a few things from
several dozens important ones. And we all realise there is even
more. Now I would like to highlight one thing. Will we let our
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students become credible in the future? That’s the question we
cannot avoid. That is what we need to think over.

What about our credibility? How do our students see it?
All the issues I’ve just mentioned plus, well... Let’s remind ourselves
of our own masters. Were they credible to us when they were
teaching us? I’'m absolutely sure the vast majority were exactly
that. Let’s analyse ourselves the factors that made us trust them,
believe them and in them. What caused them to be credible to
us? What made them role models in our eyes? The way to the
Art World is already open, we can’t look for any shortcuts. What we
should do right now is just to show them the way. The broadway.
And all this can happen thanks to the knowledge we have. Because
we are conscious. And that is why now we can pass on all of the
knowledge and skills, because we are aware of constant evolving,
verifying and perfecting.

Credibility is competences, honesty, ethics, virtuosity, but
mostly knowledge and wisdom. And also what I think is the most
important value — something called “life wisdom”. Let’s pass
it on. Let’s rock n’ roll! This is our priority, we have to share
our experiences, thoughts and artistic “know-how”, or our “blue
chips”. Let’s teach young people do things correctly, let’s protect
them from the mistakes we might have made years ago.

Many years ago, Christine Kuper, the wife of an excellent
German composer, Karl-Heinz Kiper said that artists who want
to posses knowledge of music must read biographies of composers
obligatorily. Following her idea, I want to add that also biographies
of artists, history books about music-related fields, as well as
countless publications containing analyses and practical guidelines
are indispensable and priceless sources prompting us how to become
an authentic and accomplished artist.

To sum up the first chapter on credibility, as a percussionist, I higly
recomend several, in my opinion, excellent resources that help enrich
knowledge, enable cognition and arouse love for the world of percussion
without scaring ourselves off as we by nature like things we are already
familiar with. Some of the books mentioned in the bibliography are not
strictly on percussion issues, they are transdisciplinary and universal
(see, e.g., [1—4; 6—9; 11—17; 21; 23; 24]).

Passion is the most difficult value to teach. We cannot teach it,
actually. We must equip young artists with it somehow. We must
discover it awake it, kindle it until it becomes a natural motivator
for our students.
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I often talk to lots of students, graduates, teachers, lecturers,
educators. And every time I wonder how it is possible that our
didactics barely mention motivation and passion. There’s not
enough emphasis put on motivational methods, healthy rivalry,
cooperative learning and what is more important — developing
passion and teaching consistency.

Sometimes it is just enough if we don’t disturb our students’
development and we allow instinctive reactions or intuitive
solutions, according to Maria Montessori’s concepts (see, e.g.,
[18; 19]). The story of Mariele Ventre, told in the film [ ragazzi
dello Zecchino d’Oro, directed by Ambrogio Lo Giudice from 2019,
can be an excellent example of passion, dedication, commitment
and, above all, carrying out a mission.

Maybe on our personal reading list, in our own inner syllabus
there should be a book by Mihaly Csikszentmihalyi, Flow.
The psychology of optimal experience. This is a book that in the
most beautiful way describes the power of passion, volition and
enjoyment in taking actions. I often come back to that book while
preparing lectures not only for my students, but also all kinds of
businessmen and high-ranked managers that want to benefit from
the experiences of the world of art (see, e.g., [5]).

I often ask myself what passion really is. Of course, we
can try to find answers in weighty dissertations or hundreds of
psychology books, but in fact it is so personal that we should
rather find it ourselves. My very own definition of passion is
simply cognitive curiosity and inner potency, inclination to
take actions, do things. But it is essential that all these actions
are well-channeled, compatible with your “inner self” and as
coherent as possible.

While reading a relatively new book (2009) by Daniel H. Pink
entitled Drive. The Surprising Truth About What Motivates Us,
I realised in a really literal way the mechanisms of my greatest
pedagogical success. My students, aged 12—19, are members of
The Gdansk Jeunesses Musicales Percussion Ensemble and they
function really autonomously. For almost 5 years they have been
organising their rehearsals, have been looking for new repertoire,
have been compiling and composing programmes. And what is
more — they have always been perfectly prepared for any rehearsal
sessions or concerts. I haven’t needed to encourage, order mark or
gratify them. Curiosity. Challenge. That’s how it works. These two
things have become the prime mover that is regularly supported
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by inspiration, cooperation and the essence of being an artist —
performing on stage!

Daniel Pink mentions the results of Harry F. Harlow’s research
from 1949 and also Edward Deci’s from 1969. They highlight the
importance of inner cognitive power and curiosity [20, p. 11—18].
If we add the third and fourth powers — inspiration and taking
action through cooperation, we will get the ideal formula for fully
realised, genuine passion.

Inspiration — probably one of the most beautiful words, very
close to “life”, “family”, “love”, “happiness” and “health”.

Where do young people look for inspiration these days? I'm
afraid that inspiration finds them, emerging from a peculiar mix of
media, virtual reality and real life. Less and less often inspiration
takes form of the most obvious and valuable things. In the past,
real experiences used to be our greatest inspiration, especially
when intensified by the presence of people who participated and
shared things with us: backstage conversations, scents, ambience
and vibes, the opportunity to be close to the famous and admired
ones. How about now? I spoke to my pupils, students and younger
acquaintances. It turns out that most of perceptual musical delights
take place in front of a screen, usually a tiny one. People are often
thrilled or fascinated by a composer, performer or a piece of art
depending on the dynamics of the communication. Moreover, the
speed and pace of the performance is as important as its popularity,
and position among peak viewing figures which are often secretly
controlled by advertiser clients.

Is it possible to experience music, to experience art “at a
distance”? Do the fastest links, the best resolution and the greatest
sound give closeness, intimacy and bond with music understood
as the message of its creator? Can it be inspiring enough? In my
opinion it is not. My answer is three times “No”. Therefore, the task
of a master, educator or mentor is to make art adepts aware of this.
We are naturally inspired by someone or something. Analysing my
private, artistic and pedagogical life, I come to the conclusion that
my greatest inspiration came from a house full of music and beauty,
as well as from the evenings spent at the opera, philharmonic halls
and numerous travels around the world. I was inspired by artists and
composers, these contemporary ones and those creating years ago.
I remember the moments of euphoria and elation after listening to
a great concert, opera or seeing some opus of man or nature. Some
time ago I was talking to students about listening to music and it
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wasn’t even about listening to live music, but any music! Some of
them have never been to a symphony concert, opera performance
or recital of an artist playing the same instrument they do! And do
they listen to classical, jazz and contemporary music and at the
same time realising who the performer, composer or conductor is?

We can inspire with our knowledge, passion, performance but,
in my opinion, first of all with our personality and things we
have achieved in any area of life. Sometimes it is enough to tell
or even better play about what we feel when experiencing art.
To inspire is to show the path, purpose, epoch, period, style or
at least some facts from life of an artist. We need to inspire with
order, organisation, responsibility, but above all with the mood
and ambient that determines whether something that happens
around us during rehearsals and concerts is art, beauty and has at
least a bit of artistry. Inspiration is like air that cannot be seen or
felt, but without it it is impossible to breathe in the rhythm and
harmony of life.

Cooperation — from my point of view — a teacher, university
lecturer and musician it’s nothing more than performing together,
sharing the stage, sharing emotions, both joy and failure.
Cooperation is also letting and encouraging young artists to their
own interpretations and experiments that you control in a quasi-
covered way. Cooperation is also you accompanying them, being
there for them and their emotions.

The concerts I remember the best are those that 1 performed
together with my present or former students. These events joined
and cemented our artistic paths and helped to get a green light to
start a professional career. There is one requirement. No student-
teacher relation on the stage. No gringo-maestro dependance. All
performers, regardless of their age, rank, and experience, have
the same duties and rights. For me this is the ultimate form of
cooperation and trust.

Cooperation involves doing things together — creating,
modifying, enhancing etc. It also helps young artists and others
promote. Cooperation based on barter used to be popular once.
Wouldn’t it also be good today? Can’t it be a brilliant solution
to honest cooperation development? In our commercialised times
young artists cannot afford impresarios, patrons or so endorsed
and desirable stylists. That is why cooperating and supporting each
other is crucial. It leads to taking care of music, developing music.
And we have to agree that music is the lion’s share of our lives.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 169

To maintain the credibility described above, I present a
few examples of my cooperation with other artists, enthusiasts,
which allowed us to develop, improve our technique and enrich
the literature with new compositions. This is only one aspect of
possible cooperation, but maybe it will inspire others to act, not
necessarily in the same way, but it shall provoke new and, I hope,
even better ideas.

I have always been working with composers who inspired me
to create. The moment the goal had been reached, I would inspire
them to compose another masterpiece. Things come full circle so
we still cooperate, inspire and promote each other. We create. And
those who passed away still exist thanks to their wonderful music
that I am honoured to present and share with other people.

The first musician, who remains for ever in my heart is a
German composer, the late Karl Heinz-Kuper (1927—2011).
It all began with Concerto Ostinato for the vibraphone and orchestra.
This wonderful composition originally written for the vibraphone
accompanied by a guitar-mandolin orchestra also had a version
with a piano reduction and later an excellent version backed by a
string orchestra. I had the pleasure to play the orchestra’s premiere
version in Poland in 1988 and then in 1989 at the RAI concert
hall in Italy. It started our longtime friendship and everlasting help
from the composer. I used to live in a country behind the iron
curtain so it was impossible to get sheet music from the West.
My performances inspired the composer to create new pieces and
to write subsequent variations that enabled the performance of the
concerto in new configurations.

Coming back to the power of inspiration, I have to mention
a joint venture composition of Benedykt Odya and myself titled
Space of Time written specifically for the open lecture of a world-
famous astrophysicist, professor Aleksander Wolszczan. Fascinated
by the search for “cosmic” auralities in the databases of advanced
sound technologies and synthesisers, intergalactic photos from the
Hubble telescope and stories of the great astrophysicist we created
a composition combining electronic music, acoustic instruments,
images from the cosmos and the space of time. Since the premiere
in 2005 the composition was performed by me tens of times in the
most beautiful concert halls around the world, showing the synergy
of disciplines.

Inspiration by technology combined with amazing skills of my
former student, Piotr Jyzwiak led to composing a unique piece of
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music. Piotr was passionate about sound, graphics and mapping.
We were looking for proper repertoire while preparing for his final
exams. Eventually, I persuaded Piotr to create something genuine.
Oscillate is based on a short film by Daniel Sierra from New York
School of Visual Arts. It shows the beauty of sound, its colour and
shape and its correlation with the artist managing its existence.
This piece, thanks to the composer, is now a part of my repertoire
which fascinates the listeners.

The composer with whom i’ve been working with for nearly
10 years is an excellent artist and theorist — Piotr Komorowski.
My inspiration for beginning our work together was a book
Wonderful World of Percussion My Life Behind Bars by a legendary
artist — Emil Richards — a precursor of natural percussion sound
effects, an instrument collector and a consultant of many great
artists e.g., Leonard Bernstein, John Williams, Lalo Schifrin, Frank
Sinatra and Michael Jackson. (see, e.g., [22]).

Together with Piotr Komorowski we created a plan and
performance concepts of the Journey to the Centre of the Sound
composition written for the duo with my son and former student
as well — Barttomiej Sutt. In the piece the composer used his
favourite technique based on harmonic spectrums and subharmonic
structures.

Our biggest common project yet is undoubtedly the concert form
Dialogues for two percussionists and string orchestra performed by us
for the first time with the Polish Chamber Philharmonic Orchestra
conducted by Rodrigo Tomillo in Sopot in November of 2016 and
finally recorded for the CD in February of 2021. In the piece we
used acoustic instruments meticulously chosen for their timbres and
frequencies and the legendary sounds of the first electronic drums
that we produced on percussion MIDI controllers. Amazing music
using quarter tone scales, harmonic spectrums and recordings of
cymbals, whose sound samples underwent the composer’s spectral
analysis then using a software designed by the composer were
filtered to leave only the loudest parts of the spectrum to bring the
listeners and performers into the fabulous world of both the real
and virtual sound. Below a score part in which specific composer
(concrete) chords were used in the orchestral instruments’ part.
Here a sort of “sound fusion” occurs — the soloists play on real
cymbals and the orchestra creates the sound of cymbals with string
instruments — “a virtual cymbal”.
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Conclusions. I’ve presented my vision of an artistic life based on
cooperation, inspiration and passion. Using the experiences of my
unmatched role models, the potential of the surrounding youth,
modern technology and dreams coming true. It is knowledge
and skills that build a feeling of trust in the first place and show
the artist in the light of either credibility or falseshood. The main
task is to develop competences that allow us to be perceived as a
credible pedagogue-artist. However, this is not enough to build
full confidence and trust in the verbal, written and expressive
information we communicate — by playing, singing, composing
or conducting. If passion does not show through the sounds and
phrases of our concerts and the lines of our lectures, it will be
difficult to inspire — to give afflatus, faith and tools for success.

I have to leave the matter of credibility open. It’s you, readers,
concert listeners, our students and most importantly time that will
truly confirm and assess it.
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BUKOHABCBKI ACIIEKTA XOPOBOI MY3UKH
XX CTOJITTA HA ITPUKJIAII
«KEJIBTCBKOI'O PEKBIEMY» JI2K. TABEHEPA

Mema pobomu noaseac y 6uU3HAUEHHI OCHOGHUX NPOOAEMHUX HaNps-
Mi8 BUKOHABCHK020 0CBOEHHA «Keavmcbkoeo peksiemy» Jlwc. Tasenwepa sk
nokaz068020 npuxaady xopoeoi myzuku XX cmopiuus. Memodoaozia docai-
OJICeHHA CNUPAEMbC HA KOMAAEKCHE QUKOPUCMAHHA CUCMEMHO20 Memody
(0151 GU3HAYEHHA OKPEMUX eAeMEHMI@ MY3UHHOI MO8U i Npuliomie My3uuHoi
BUPA3HOCMI K KOMNOHEHMI8 XyO00JCHbOI UiniCHOCMI MY3UYH020 MEOpY);
Memody MY3UKO03HAB4020 CHUAbOB020 AHAAIZY (Mid uac po3ensidy CMUAbOBOI
cneyughixu meopy Jxnc. Tasenepa); xoposnaguoeo memody (wo 3adisHull 045
BU3HAUEHHSI OCHOBHUX MemOOUYHUX NPUUOMIG | NPUHYUNIE POOOMU XOPOBO2O
Konekmuagy i xopmeticmepa Ha0 BUKOHAGCOKUMU MPYOHOUAMU CYYACHOI XOPO-
60i my3uku). Haykoea nosuzna 00criodnceHHs 3yMo61eHA CReYyialbHOW X0p03-
Hae4ow cnpamogaticmio gusyents «Keavmcewvkoeo pexsicmy» Jc. Tasenepa
AK eudamuoeo 3paska xopoeoi mysuxku XX cmonimms. Pesyassmamu docai-
0dICeHHST NO2AUOAIOIOMb YSBACHHS NPO MemOOUUHI ACNeKMU X0P0B8020 CMUKD
KOMRO3UmMopie — penpe3eHmanmie My3uuHozo mucmeymea XX cmosimms,
Wo CMaHo8UMb AKMYAAbHUU HANPAM CY4ACHOI B8UKOHABCLKOI NPAKMUKU.
Bucnoexu. Y konmexcmi 3aearvHux cmuavogux 3acad Xopo8oeo CMUAH
«Keavmcwvkoeo pekeiemy» lxuc. Tasenepa posessinymo cheyuiky 6uKoHae-
CbKOI mexHiKu, Wo noe s13ana 3 0co0AUBOCMAMU CYHACHO20 X0P0BO2O CIUNIO.
Buokpemaeno HU3Ky cneuiarbHux 6UKOHABCLKUX NPULIOMIB, WO € XapaKmep-
HUMU 0451 XOPOBOIi COHOPUCMUKU: MOGHe IHMOHYBAHHs, eaicando, Kaacmep.
Busnaueno ocHoeHi 3aedanHs ma MpYOHOWi MeXHIYH020 Xapakmepy, ujo
BUHUKANOMb Y Npoueci npaKmuyHo20 OCB0EHHS XOpMelicmepoM i cnieakamu
xopoeoi napmumypu «Keavmcokoeo pekgicmy». Ocobaugy yeaey npudireno
npobaemi Xopoeoeo iHMOHYBAHHS AK MO0 YUHHUKA, W0 3a0e3nevyc NoHO-
YiHHe XYO00JCHE 8MINeHH KOMNO3UMOPCbK020 3a0ymy. 3anponoHo8aHO HU3KY
Memoodie, CNPAMOBAHUX HA NOOOAGHHS UUX mMpYyOHOuwie (ananiz MoOINbHUX
I eapiamueHux KOMNOHEHMIE X0P080i Napmumypu 3 Memor 8U3HA4EeHHS iXHIX
opamamypeiuHux QYHKyii, poboma HAO IMAPOGIBAUIUHUMU CMPYKMYpamMU
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MY3UUHO20 MEKCMY | «MOMUBHOIO IHMOHAUIE»). AKUeHmyEmbvcs yeaea Ha
HeoOXIOHOCMI CheyianbHo20 Mmeopemu4Ho20 aHanizy Xopoeoi napmumypu 3
MemoK GUSBAEHHA MUX NApamempis, wo 003604510Mb A0eKGAMHO OUIHUMU
N02IKY (hopMyeanHs BUKOHABCHKOI IHMephpemayii ma npunyun eiobopy npu-
tiomie Xopoeoi mexHiKu, HeoOXiOHUX 04 6MineHHS XYOO0INCHbOI KOHUenyii
meopy.

Karouoei caosa: /[uc. Taeenep, asaneapOHuil cmuab, XOpoeuil cmuib,
X0poea iHMoHauisA, MexHika Xopo8oeo chigy, IHMOHYBAHHS, COHOPUCMUKA,
KOMRNO3UUiliHa MexXHIKA.

Kuchurivsky Yurii Stepanovych, Ph.D. in History of Arts, Lecturer
at the Department of the Choral Conducting of the Odessa National
A. V. Nezhdanova Academy of Music

Performing aspects of twentieth-century choral music on the example of
“Celtic Requiem” by J. Tavener

The purpose of the article is to identify the main problem areas of performing
mastery of J. Tavener’s “Celtic Requiem” as an illustrative example of
choral music of the 20th century. The research methodology is based on the
complex use of the systemic method (to determine the elements of the musical
language and the techniques of musical expressiveness characteristic of the
style concept of J. Tavener’s “Celtic Requiem ”), the method of musical style
analysis (when considering the style specifics of J. Tavener’s composition),
the choral method (to determine the basic methodological techniques and
principles of the work of the choir collective and the choirmaster on the
performing difficulties of the work). The scientific novelty of the research is
due to the special choral orientation of the study of the “Celtic Requiems by
J. Tavener as an outstanding example of choral music of the 20th century.
The results of the study deepen the understanding of the methodological
aspects of the choral style of the composers-representatives of the musical
art of the 20th century, which is the current direction of modern performing
practice. Conclusions. In the context of the general stylistic attitudes of
the choral style of “Celtic Requiem” by J. Tavener, the specificity of the
performing technique associated with the peculiarities of the modern choral
style is considered. A number of special performing techniques characteristic
of the choral style of J. Tavener and its sonoristic features are highlighted:
speech intonation, glissando, cluster, noise effects. The main tasks and
difficulties of a technical nature that arise in the process of mastering the
choir score of the “Celtic Requiem” by the choirmaster and singers are
determined. Special attention is paid to the problem of choral intonation as
the main factor providing a full-fledged artistic embodiment of the composer’s
intention. A number of methods are proposed to overcome these difficulties
(analysis of the mobile and variable components of the choral score in order
to determine their dramatic functions, work on the improvisational structures
of the musical text and “motivational intonation”). Attention is focused on
the need for a special theoretical analysis of the choral score in order to
identify a number of parameters that will allow adequately assessing the
logic of the formation of a performing interpretation and the principle of
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selecting the techniques of choral technique necessary for the embodiment of
the composer’s intention.

Key words: J. Tavener, avant-garde style, choral style, choral intonation,
technique of choral singing, intonation, sonoristic, compositional technique.

AKTyalbHICTh TEMH IOCHIKeHHs. XOopoBiii my3ulli JIxx. Tase-
Hepa HaJleXXWUTh IMPOBiAHE MiClle B Cy4aCHOMY XOPOBOMY BUKO-
HaBCTBi, TOMy BOHa MOTpiOy€ cHeliaJbHOr0 MY3MKO3HABYOIO i
BUKOHABCHKOTO MOCTIMKEHHS. 3aBOSIKU CBOIM CTHUJIBOBUM OCO-
omBocTsIM «KeabTehkuii pekBiem» (1968 p.) JIx. TaBeHepa Bucy-
Ba€ nepel BUKOHABLSMU HM3KY MPaKTUYHUX 3aBAaHb Ta BUMOT,
IO TOB’si3aHi 3i creuu@ikow My3UMYHOI MOBHM JaHOIO TBODY,
sKa TIPUHILAIIOBO BiApPI3HSAETHCS Bil TpaguLiiHUX HOPM KJacuy-
HO1 €BpOIENCHhKOI XOpOoBOi My3uKM. BukopucTtaHHs y TBopi JIX.
TaBeHepa KOMIIO3ULIIHHO-TEXHIYHUX TPUHAOMIB HoAeKadoHili,
ajieaTOpUKU Ta COHOPUCTUKM 3a0€3Meunsio HOBUIM PiBEHb My3UU-
HO1 BUPA3HOCTi i HOBi 3aC00M BOKaJIbHO-XOPOBOI TexHiku. CTu-
JIboBa crneuu@ika TakKMX MY3UYHMX OITYCiB BUKJIIOYAE MEJIOMIiI0
SIK OCHOBHMIA BMpa3HUA €JIEMEHT MY3MYHOI MOBH, 1i 3aMiHSIOTb
OLIBII CKJIQAHI SBMILIA Ha KIUTAJAT KjacTepa, IIyMOBUX e(eKTiB i
Pi3HUX MY3WYHUX CTPYKTYpP, 11O HE iHTOHYIOThCS.

BukonaBcbke ocBoeHHs1 «KenbTchbKoro pexksiemy» k. TaBe-
Hepa $SK $SICKpaBOro i MOKa30BOIO IPUKJIAAy XOPOBOi MY3UKH
XX CT. BUMara€ BUBYEHHS MOTO CTUJIICTUKHU Ta CIELiaIbHUX METO-
NIiB il MpakKTUYHOTO onaHyBaHHsI. ToMy 3BEpHEHHS 0 JaHO1 TEMU
3YMOBJICHO aKTyaJbHUMM 3allUTaMU CY4aCHOTO XOPOBOI'O BUKO-
HaBCTBa i Ma€ Oe3MocepeHI0 MPAKTUYHY LiHHICTb. AKTYaJlbHICTb
TeMU JaHOTO JOCJiIXKEHHS 3yMOBJIeHA TaKOX i MajlUM CTylleHeM
MoNyJIIpHOCTI XopoBoi My3uku JIk. TaBeHepa cepen yKpaiHCbKUX
MY3UKaHTIB, TpodeciiiHa AisIbHICTh SIKMX CbOTOAHI 3 YCIiXOM
IHTETPYETBCS Y CBITOBUI My3MYHO-BUKOHABCHKHI TTPOIIEC.

Mera nochaipKeHHs1 TIOJIITAE Y BU3HAUEHHI OCHOBHUX TpoOJieM-
HUX HarnpsiMiB BUKOHABCbKOTO OCBO€HHSI «KenbTChbKOTro pekBieMy»
JIx. TaBeHepa sIK ITOKAa30BOI0 MPUKIALy XOPOBOI My3UKM XX CT.

HaykoBa HOBHM3HA IOCTIIKEHHSI 3yMOBJIEHA CIIELiaJIbHOIO
XOPO3HABYOIO CITPSIMOBAHICTIO BUBYEHHSI «KeabTChbKOro pek-
BieMy» JIk. TaBeHepa $IK BHIATHOIO 3pa3Ka XOpPOBOI MY3MKH
XX cr. Pesynbraté HOCHIIKEHHS IOTJIMOMIOTh YSBJICHHS IIPO
METOJMUYHI aCleKTU XOPOBOIO CTUJIIO KOMITO3UTOPIB — perpe3eH-
TaHTIiB My3UYHOro MUcTelTBa XX CT., 1110 CTAHOBUTb aKTyaJIbHUI
HarpsiM CydyacHOi BUKOHABCbKOI MPAaKTUKU.
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MeTtoaoorist AOCTIIKEHHS! CITUPAETHCSI HA KOMITJIEKCHE BUKO-
PUCTaHHSI CUCTEMHOro MeToay (IJisi BU3HAUYEHHSI OKPEMUX eJie-
MEHTIB MY3UYHOI MOBHM i MNpPUMOMIB MY3MUYHOI BUPA3HOCTI $K
KOMITOHEHTIB XyJOXHBOI LiJTiICHOCTI MY3WYHOTO TBOpPY); METOMY
MY3UMKO3HABUOIO CTUJIbOBOrO aHalidy (y po3rfsai CTWIbOBOI
cnenudiku tBOopy K. TaBeHepa); XOpo3HABYOro MeTody (IO
3aMiTHUA U1 BU3HAYEHHSI OCHOBHMX METOIWYHMX IIPUIOMIiB
1 IIPUHLMIIIB pOOOTU XOPOBOTO KOJIEKTUBY i XopMeilicTepa Hap
BUKOHABCbKUMU TPYIHOLIAMMU CYYaCHOI XOPOBOI MY3UKM).

Buknan ocHoBHoro Marepiaxy. Y «KeabTChbKOMY peKBi€EMi»
Ix. TaBeHep 3BepHYBCS 10 BEJIMKOINO BMKOHABYOIO CKJamy, IO
HaJIaja0 KOMIIO3UTOPY AYyXe BEIUKUX MOXJIUBOCTEH MY3UYHO-XY-
JIOXXHbOT BUpasHocTi. Tak, y TBOpi 3adisiHi TpU XOpH, COJICTH i
JUTSYUM XOD, SIKi YTBOPIOIOTh PO3BUHEHY BOKaJIbHO-XOPOBY (hak-
Typy IJIs1 SIKOi XapaKTepHi IOJIIUIaCTOBUIM MPUHLIMIT OpraHizailii
Ta AMHAMIYHUM i TEMMOBUI KOHTPACTU, a TaKOX pelbed COHO-
PUCTUYHOI WIIJILHOCTI 3By4yaHHS. B iHCTpyMeHTaJbHOMY CKJIai
«KeapTchKOro pekBieMy» — KJapHeT, 0acoBuii TpoMOOH, Tpyba
IMKKOJI0, BEJIMKUI opraH, (popTemiaHo, eJleKTporitapa, CTPyHHI,
rpyna IlepKycili i ipjaHachbka BoJMHKA. Takuil crienudiyHuii y
TeMOPOBOMY BiIHOILIEHHI IHCTPYMEHTAJIbHUI aHcamOjb, 110 OyB
TpUTaMaHHUI aBaHTrapAUMCTCHKUM TomykaM JIk. TaBeHepa Ha
MOYaTKy MOro TBOPYOro ILLISXY, HAaga€e HOro TBOpY AyXKe sICKpa-
BOI'O apXaiYHO-PUTYAJIbHOTO KOJOPUTY.

ABaHTapAMCTChKa CKJIAIHICTh MY3MYHOI MOBU <«KenbTchbKoro
peKBiEMY» 3YMOBMJIA TaKi OCOOJIMBOCTI HOT0 BOKaJbHO-XOPOBOI
(hakTypu, sK: Pi3HOMAHITHICTb 3BYKOBOI WIiIJIBHOCTi, COHOpPUC-
TUYHI edeKTu (1IeriT, ToBip TOIIO), (POHETUYHI «HATJIMBU» TEK-
CTy, XOpoBa Menalib, AyXe PYXJIUMBUI NMHAMIYHUI penbed, 3BY-
KO300paxKayibHi MPUHOMU. YCi 1Ii TOHKOIII XOPOBOTIO 3BYyYaHHS
3ahikCoBaHi B MapTUTypi 3a JOMNOMOTOI HOTHOI TIpadiki, 110
MpUTaMaHHA KJIACMYHMM 3pa3kaM MY3WYHOTO aBaHTrapiay cepe-
IMHU XX CT. i sIKa psICHI€E BKa3iBKaMM Ha TPUBAJIICTh 4aCOBMX
BiIPi3KiB, y SIKMX 3BYYUTb ITOBTOPIOBAHMIA MY3UYHMIA TeMaTU3M, i
aBTOPCHKUMMM peMapkKaMu L1010 XapaKTepy BUKOHaHHs. BogHouac
HAroJIOLIYEMO Ha FOJJOBHOMY €(eKTi, SIKOTO J0CSIra€ KOMIO3UTOP
3aBISIKM BCIM LIMM TIpUiOMaM XOPOBOT'O 3BYYaHHS: BJIaCHE caM
BepOaIbHUI TEKCT, IKUI 3BYYUTh Y XOPY, BTPAYa€ThCsl B 3arajib-
Hill 3BYKOBiil Maci, Bil, HbOTO 4acTO 3aJUIIAIOThCS TiIbKU COHO-
PUCTUYHI BiATOMOHU. 3MiCT TEKCTY, IKUI O3BYUYE XOp, HE 3aBXI1
MO>Ha BJIOBUTHU, TOMi SIK TEKCT, SIKMA JOPYYEHO AUTSIYOMY XOpY,
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MPOTSITOM YCi€i KOMITO3UIIii 3ByYUTb YiTKO i SICHO, BpPi3alOuuCh Y
mam’siTh ciryxauesi. Leit edpekT mocsiraetbesi, 6e3yMOBHO, 3a JIOTMO-
MOTOI0 MaKCHMMAaJIbHOTO KOHTPACTy TeMaTU3My JOPOCIUX XOpPiB Ta
COJIiCTiB (CKJIaAHOTO B MEJIOAMKO-iHTOHALIIMHOMY BiIHOIIIEHHI) Ta
JIUTSYOTO XOpy (YKpail MpUMITUBHOIO i OJHOMAHITHOTIO).

XopoBi TBOpPM, IO HAIMCAHI B KOMIIO3ULIMHUX TEXHIKaX
XX c1. (momekacoHisl, COHOPUCTHKA, ajeaTopuKka, MiKpOIIOJi-
¢oOHisI, HOBAa TOHAJbHICTh, MONAIbLHICTh, (POPMYJIbHA KOMIIO3U-
Llis1 TOIO), BUKJIMKAIOTh MEBHI CKJIAMHOCTI Y IJJaHI BUKOHABCHKOI
TexHiku. [ aBaHrapaHOTrO HampsMy XOPOBOI MY3MKMU JpYroi
nojioBuHu XX CT., 10 SIKOTO HaleXUTh «KenbTchbKuii pexkBieM»
JIx. TaBeHepa, XapakKTepHi OMCOHYIOUi CITiB3BYy4Y4Ysl, BiJIbHa XpO-
MaThKa i BUIBHUI PUTM, PO3MAITTSI COHOPUCTUYHUX MPUIOMIB.
Jlo 1poro HampsiMy HajiexkaTb He TIJIBKM CepiliHi Ta COHOPHUCTUYHI
KOMIIO3U1lii, a # TBOPHU, 110 MPEACTABISIIOTb <«HOBY TOHAJIbHY»
MY3UKY, Y Kiii 3MiCTOBHUIT CMUCH JIiTepaTypHOTO TEKCTY BUpaxe-
HUI HOBaTOPCHKMMM MYy3UYHUMU 3acobamu (xoposi onycu K. TTeH-
nepeubkoro, JI. Hono, I. Jlireti, . TaBeHepa i1 iHimx) [7].

Oco0/MBi BUKOHABCBHKI TPYAHOILI OOCTaBJIsIE <«HOBa» aBaH-
rapgHa My3u4yHa MoBa IapTUTypu «KelabTChKOIO peKBIEMY»: Y
Hili JOCUTh FapMOHIMHOI CKJIaaAHOCTI, CKJIaAHUX 3BYKOCHOIYYEHb,
JMCOHYIOUMX CIIiB3BYY, BiJJbHAa XpOMaTHWKa, Oe3Jliu OCOOJMBUX
BJIACTUBOCTEW 1 MPUMOMIB apTUKYJIALIl TOLIO. XOPOBE MHUCHMO
XX CT. BKJIIOYAE IO CBOIX BMpPa3HUX 3acO0iB CKJIagHY BOKajlb-
HO-XOpOBY TexXHiKy 1 akTypy, HecTaHIApTHi i3 KJIaCHUYHOIO
MOTJISILy TApPMOHIiHI 3’€IHAHHS, MEeTPOPUTMiUHi, IITPUXOBIi, TUK-
LiAHI CKJIaAHOCTI TOLLO. Yce lie BUCYBAa€ HOBi 3aBAaHHS i BUMOTHU
Y BUKOHABCBKIill MisSZIBHOCTI: HEOOXimHiI (baxXiBIli, sIKi JoOpe 3Ha-
IOTh €CTETMYHI Ta TEOPETUYHI OCHOBM CYyYaCHOTO XOPOBOTO MMC-
TelTBa i BOJIOAIIOTh BUKOHABCHKOIO MpakTHKowo. CydyacHi XOpoBi
NapTUTYPU BUMAararmTh Bill XOPOBUX CITiBaKiB BiJIbHOTO BOJIOMiHHS
IHTOHALIIEI0, OCBOEHHS CKJIAAHUX IHTEpBaliB, iHTEJIEKTyaJlbHOIO
M eMOoLiifHOro OCMHUCJIEHHSI My3MYHOIro TBOpy. Bim xopmeiictepa
MOTpiOHE PO3YMiHHS XyMOXHBOI ilel TBOpPY, BUCOKHWI piBEHb
JUPUTCHTChKOI TEXHiKM, YMiHHSI BUPILIUTU MPOOJIeMU AUXaHHS i
IMKIIii, pi3HOMaHITHUX 3BYKOBUX ¢(DEKTiB.

Jnst BUKOHABChKOiI iHTeprpeTalii «KeabTChKOro pekBieMy»
Hx. TaBeHepa BUHSITKOBE 3HAYeHHS Ma€ MpobjeMa iHTOHY-
BaHHS, 110 3YMOBJIEHO CKJIAQAHICTIO MeJOAiiHOI MOBM JAaHOIO
TBOpPY. Y 3B’SI3KY i3 IIMM OCOOJIMBOI aKTyaJIbHOCTI IJISI TIPaKTH4-
HOTO BUKOHABChKOTO OCBOEHHS JaHOTO TBOPY HaOyBa€ KOHLIETILIis
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30HHOI MPUPOIU CIYXy, 1110 Oyya po3podseHa M. I'apOy3osum [2].
3rinHo 3 ii OCHOBHMMU TMOJIOXEHHSIMM, CIiBakKu MOBUHHI KOpU-
CTYyBaTMCSl 30HHUM JIaioM, ajieé BOAHOYAC YCBiIOMJIIOBATH, IO
«30Ha» — 1I€ HE TiJIbKU CYTO TEOpETUYHE MOHMATTS, abCTpakTHe
BUpaXXeHHS BUCOTHU 3BYKY, ajie i peajibHe YSBJIEHHS IpO iHTOHAa-
wito. ITpukiianoM MpakTUYHOTO 3aCTOCYBAHHS LIUX YSIBJIEHb MOXE
cTaTu poOOTa Hal TaK 3BAHOI0 «MOTHBHOIO iHTOHALIIE€IO» SIK CKJIa-
JIOBOIO YAaCTMHOIO XOPOBOTO iHTOHYBaHHS: LIE METOH J03BOJISIE
BUKOHYBAaTU CKJIaAHi B MEJOJMKO-iHTOHALiAHOMY IlJIaHi XOpOBI
TBOPU 3a JOIMOMOTOI0 WICHYBAHHS CKJIAAHUX MEIOMIMHUX JIiHIA
Ha MPOCTi, 3BUYHI CIyXy MOTUBHU.

AHaJi3ylouyM pi3HOMAaHITHI acIleKTM XOpOBOI  iHTOHALIii,
A. JlameHko 3a3Havae: «['0JIOBHE, Ha YOMY 30CEpEIXYE yBary
CMiBaKkiB KepiBHMK, — 1I¢ KiHETMYHA CHPSIMOBaHICTb MeJIOMdili-
HOTO MaJIIOHKY, TOOTO TYT MaHy€ BHYTPIlLHSI HACTpoOliKa CHiBaKiB
Ha iHTOHYBaHHS (pparMeHTa sk koMruiekcy <...> Tak, Ha OCHOBI
MOMNepeaHbOro po30opy TEeMaTUYHOTO Marepiaay BiH MPaKTUKYE
«BUWIEHEHHSI» 3 KOHTEKCTY BY3JIOBUX, HaWOLIbLI XapaKTEpHUX
IHTOHALIIH i CIiB iX YCIM XOpOM, CTBOPIOIOYM TUM CaMUM IMOTpPiO-
HUII OUHAMiYHMM HacTpiil HAa iHTOHYBaHHSI «OMNOpP» YCI€l KOH-
CTPYKLIil My3UUHOI TKaHUHM» [3, c. 95]. JaHuii MeTod He MOXke
OyTH YHiBepCaJbHMM, aji€ BiH OXOILTIOE OCHOBHIi IpOOJEeMU TeX-
HOJIOTil XopMelicTepa, 10 € HEeOOXiMHOI IJII BUKOHAHHS TBOPiB
Cy4yaCHUX KOMIIO3UTOPiB. AHaIi3yl0ouM MPUMOMU XOPOBOi BHpa3-
HocTi B My3ulli XX cr., E. BingBcbkuit ToBopuUTh Ipo mpodiaeMy
OCBOEHHSI iHTOHALIIHHUX TPYAHOIIIB, TTOB’I3aHUX 3 IHTOHYBaHHSIM
aKOpP/AiB-CIiB3BYY, 110 € HAA3BUYAHHO aKTyaJbHUM JisI XOPOBOIi
naptutypu «KenabTcbkoro pexksiemy» [1, c. 18]. Jlo Takux Haie-
KaTh Kj1acTepu i He(yHKIIOHAJIbHI TapMOHIiiTHI KOMIUIEKCH, SIKi €
OCHOBHUM aTpuOYTOM XOPOBOTO CTWJIIO APYTOi MOJOBMHU XX CT.
3arajioM i TBopy JIk. TaBeHepa 30KpeMa.

Tak, mpyra dactuHa «KelbTChKOIO pPEKBiEMY» SIBIISIE COOOIO
SICKpaBU NIPUKJIAJ aBaHTapJUCTChKOIO CTWIIO PAaHHBOIO Mepiony
TBopuocTi JIk. TaBeHepa, 110 Haga€ MapTUTYpi HaA3BUYAHOI
MY3WYHO-TEMATUYHOI 0araTollapoBOCTi: BOHA CKJIAJA€TbCH 3
OKPEeMUX TeMaTUYHUX OJIOKiB, SIKi HAKJIAAAlOTbCS OMUH Ha OMHOTO
! yTBOPIOIOTb COHOPUCTUYHUI 3BYKOBUU TMTPOCTIP i3 Pi3HUX TEeMO-
piB, pUTMIB, MeJlofiiiHux yTBopeHb. IinmbHICTE hakTypu yTBOpIO-
€TbCSl TIePEeBaKHO XOPOBUM 3BYyYaHHSM (BUKOPUCTOBYIOThCS BCi
TPU XOpU), Yy SIKOMY 3aCTOCOBaHUI MPUKWOM CKaHAyBaHHS ApiO-
HUMHU HOTaMu 0e3 citiB (“bombarde” y mo3HaueHHi [Ixx. TaBeHepa).
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Ieit naacT NOEAHYETHCS 3 TOCTPUM PUTMOM TPOMOOHA, Pi3KUMU
aKoOpIaMM CTPYHHHUX iHCTPYMEHTIB, «KOJIOUMNX» PO3KMIAHUX 3BY-
KiB y TpyOu, OCTMHATHUM 3BYyYaHHSIM TepKycii. Yci i TeMaTuuHi
JIiHiT YTBOPIOIOTb B KOMILIEKCi 3BYKOBUI €(DEKT Xaocy, SIKUi BTi-
Jro€e kaptuHy CynHoro gHs. I KOHTpacToM 10 i€l «<My3U4HOI Kap-
TUHW» BUCTYIIAE OUTSIYaA T'pa, sSKa B CUMBOJIIUHIN (opmi mpen-
CTaBJISIE€ LUISIX AYII A0 YMCTUIMILIA. 3BYYaHHSI «IOPOCIMX» XOpiB
MOTpedy€e MOCKOHAJIOro iHTOHYBAaHHS, 3aBASIKU SIKOMY BUOYIOBY-
€TbCSI TOM COHOPUCTUYHMIA IPOCTIpP, 11O HPOTUCTABISIETHCS MPO-
CTOTi AUTSIYOTO XOpYy.

I TOCSTHEHHS YMCTOTHM 1HTOHAIIl B JAHOMY pa3i JOLIbHO
BUKOPHUCTOBYBAaTM METON PpOOOTU HaA XOPOBOIO iHTOHALIiEIO
E. BinsgBcbKoro, siKMii, sIK BiIoMO, TIOAISIEThCSI HA KiJibKa €TalTiB.
Ilepmuit etanm — e MiATOTOBYi BIpaBM Ha KJIACUYHOMY Marte-
piaJli, MOBTOPEHHSI 1 3aKpilIEeHHSI «TPaAUuLIiMHUX HOPM iHTOHY-
BaHHs». Ha upomy erami moTpiOHO goMaraTMcsl YUCTOTO iHTO-
HyYBaHHSI BCiX BWAiB MaXOPHMX, MIHOPHMX i XpOMaTUYHUX TaM.
HactynHuii eran cripsiMOBaHWi HAa iHTOHYBAaHHS HapOAHUX JaliB
1 meHTaToHiKu. Jlaji MoTpiOHO IEepeXOAUTH OO CIIiBY TeTpaxop-
niB (Liei eTarl CIpsSMOBaHMIA Ha BiAmpalmloBaHHSI BUIBHOIO iHTO-
HYBaHHSI MaJIuX iHTepBaJiB). | TiIbKM MOTIM MOXHA MEPeXOAUTHU
JI0 TOYHOTO iHTOHYBaHHSI XpOMaTUYHMUX KOMIUIEKCIB. i Bianpa-
LIIOBaHHSI HaBUYOK iHTOHYBAHHSI CKJIAJAHWX aKOPAOBUX CIiB3BYY
MOHA peKOMEHIyBaTU BUKOPUCTOBYBATH Oijiblll MPOCTUN My3UY-
HUI MaTepiajl AMCOHYIOUOro 3By4yaHHs (pi3Hi XOPOBi TOJIOCU CITi-
BalOTh TaMy B iHTepBaJl KBapTU, KBiHTU, CEKYHIU B MapajieibHOMY
HarpsiMi). TakoX MOXHa 3aCTOCYBaTUM METOJ 3BYKOBHMCOTHOIO
HamapyBaHHs. 1li merogu, Ha nymKy E. BinsgBckkoro, mo3BoJisi-
I0Tb XOPOBUM CHiBakaM TMojoaaTu (yHKIIOHAJIbHO-TapMOHiliHe
MMCJIEHHS, LIBUAKO TMEePEOPIEHTYBATUCS 1 CHiBaTU MOJITOHAJbHI,
cepiliHi Ta COHOPUCTUYHI TBopH [1, c. 17].

Jlo 4mnciia XxapakTepHuX IpUiioMiB XxopoBoro nucbma JIx. TaBe-
Hepa HaJIeXXUTh IOCIiJOBHE HalllapyBaHHS XOPOBUX MapTiil, KOJU
B pe3yJbTaTi PO3BUTKY BCiX TOJIOCIB BMHMKA€E€ aKOPHAOBE CIIiB-
3By44Ysl. ¥ TaKOMy pa3i BUHMKAIOTh AEsSIKi IHTOHALiiHI HE3pyd-
HOCTIi, BUPILIUTH SIKi MOXHa IJISIXOM XOPOBOIO CHIBY Ti€l Meaoii,
IO 3’SIBJISIETHCS B PE3YJbTaTi MOCTiIOBHOTO HalllapyBaHHSI Pi3HUX
rosiociB. ITocTymoBe 3aCBOEHHS 3arajJibHOI MEJIOAIMHOI JIiHii BciMa
yYaCHUKaMU XOPOBOTO KOJIEKTUBY J1y>Ke KOPUCHO, TOMY 110 J0MO-
Mara€ ysiBUTH COOi il pO3BUTOK 3arajioM, 30KpeMa TOrO 3BYKOBU-
COTHOTO CITiBBiJHOILIEHHS, 1[0 BUHWKAE MiX MOYaTKOBUM 3BYKOM
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iXHiX TapTiii Ta MomepeAHiM 3BYKOM iHIIOI maptii. Lle crpusie
YUCTOTi iHTOHYBaHHSI, CBOEYAaCHOMY BCTyIy rosiociB. ITo3uTusHi
pe3yJbTaTh TaKOX Ja€ MPUKAOM «ysIBHOTO BMKOHAHHS» MEJIOIili-
HOI JIiHii B TOBHOMY 00OCSI3i.

V «KeabTcbKOMY pekBieMi» XopoBa (akTypa abo oguH i3 ii
TUIACTiB 4acTO CKJIAAA€TbCS 3 TapajieJIbHOrO 3BYYaHHSI Pi3HUX
rapMoHiiiHuUX KomIuieKciB. IlapajnesisM 4UCTUX KBapT, KBIHT, pi3-
HUX IMCOHYIOUMX iHTEpBaliB CTABUTH IIepell BUKOHABLISIMU OLIbII
CKJIa[Hi 3aBIaHHS, HiXX TaKe 3K BUKOHAHHS Tepliii, cekcT. Crpuse
LIbOMY aKTUBHMIA PO3BUTOK ITOJITOHAJBHOI TApMOHIii B My3UYHOMY
mucieHHi XX cT. ABaHrapaHa crtwiictuka tBopy JIx. TaBeHepa
CKJIaIa€ThCsl 3 JOCUTh CKJIAIHOI BOKaJIbHOI MEJOAMKHU Ta TapMo-
HiliHOI MOBH, (paKTypHUX HalllapyBaHb, METPOPUTMIUHUX, LLITPU-
XOBMX Ta JMKIIAHMX CKJIagHomIiB. Ha TyMKy HOCIiZHUKIB XOpo-
BOr0 MUCTELTBa, KOJIM CITiBaKM YCBiIOMJIIOIOTb BUIPaBAAHICTb
YCiX TeXHIYHUX CKJIAIHOIIIB, IXHIO XyTO0XHIO (PYHKIIil0O, TO BUHU-
Ka€ iHTepec A0 iX MOAOJAaHHS IS JOCSTHEHHS YCBiIOMJIEHOTO
XYyIO0XHbOTO pe3yiabTaty [3; 5].

Ax 6auumo, xopoBuii ctuiab k. TaBeHepa BuUMarae Bim CIIi-
BaKiB BMCOKOIO piBHS BOKaJIbHO-aHCaMOJIeBOI BUKOHABCHKOI
TeXHIKW: TIOpsSA i3 KAHTWJIEHOK Yy TBOpPI HasIBHI €KCIIPECUBHI
IHCTpyMEHTaJIbHI JIiHii, i3 MIaBHUM TOJIOCOBEIIHHSIM — «JIaMaHa»
MEJIOMIsI, MOPSI i3 MEJIOMIAHOI IHTOHAIIIEID — PEIUTiKM, AeKIaMa-
Lii, ApaMaTU4YHi BUTYKHU. YCKJIaJHEHHSI MOBU CY4YaCHOI'O XOPOBOI'O
CTUJIIO, 3aCTOCYBaHHSI HOBUX 3acO0iB B 00JIaCTi rapMOHii, pUTMY
CTBOPIOIOTh OCHOBY JUISI TBOPYOIo i IpodeciiiHOro 3pocTaHHS
BUKOHABLIIB, ISl PO3IIMPEHHSI iXHBOIO MY3WYHOIO Ta XYAOX-
HBOTO CBITOTJISIY.

IIIupoxo 3acrocoByiorbesd Jxk. TaBeHepoM YCiIsIKi COHOpPHI
NpUIOMU: IXHI XapaKTepHi OCOOJMBOCTI TMOXOAATb 3 apXaiyHUX
BUTOKIiB XOPOBOIO CIIiBY, THUX CIIelliaJIbHMX IPUIIOMIB, 110 CTBO-
po1oTh (PoHI3M X0poBoi (akTypu (NMpUOJIM3HA BUCOTA TOHY, TJIi-
CaHI0, MaHepa IHTOHYBaHHS, 110 BIAPi3HSIETHCS BiJ aKaaeMiuHOIO
cmiBy, MOBHa iHTOHalis, rerepodoHiuHa (akrtypa). Hacuuyrouun
XOpOBY (haKTypy COHOPHMMM IpUiioMamMu, KOMIIO3UTOPU-aBaH-
rapAuCTy CTaBUJIM Mepes co0010 METY PO3IIMPEHHST BUPaXKaIbHUX
MOXJIMBOCTEM JIFOACHKOTO TOJIOCY i MOILIYKY HOBOTO TeMOPOBOIO
KOJIOPUTY XOPOBOTO 3BYKY.

II. Koroyrek Bu3Haya€ COHOPUCTUKY SIK «MY3UKY TeMOpiB»,
sKa OIIEPYE <«3BYKOBUMM-TEMOPOBUMM IIJIacTaMM 1 JIHIIMM»
[4, c. 236]. Y my3uyHiii Teopii XX CT. TAKOX € 1Iij1a HU3Ka TEPMIiHIB,
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SIKi MOXYTb 3aCTOCOBYBATUCS ISl BUBHAUEHHS CYTi COHOPUCTUKU
SIK BUAY KOMIO3UTOPCHKOI TEXHIKMU: «CTaTUYHA KOMIIO3ULIis»
(K. IlTokxay3eH), «My3uka 3BydHocreit» (P. ®ikep, P. Tpaiimep).
IMlono xopoBOi My3UKHW COHOPMCTHMKY HaiuacTillie po3TJsaarTb
SIK TIPOSIB KOJIOPUCTUYHOI TEHAEHIii B PO3BUTKY MY3UYHOI MOBU
XX cT1., Tomy Il1. JleBaHmo, Hanpukiaa, roBOPUTh MPO KOJIOPUC-
TUYHI MPUMOMM XOPOBOIO CTWIIO i 3raaye cImiB 0OaciB-OKTaBic-
TiB, CHiB i3 3aKpUTUM POTOM, CIIiB Ha TOJJOCHMX 3BYyKaX, CIIiB Ha
MOCTIMHO MOBTOPIOBAHMX CKJIaAax Ta iX IOE€THAHHSIX, «BiIIIYHHS»,
daybleT, a TAKOX INIiCaHAO0, KJIacTep, MeJoaeKiIaMallilo i IIyMOBi
edexTu (KpUK, LIEIiT, KJallaHHS MOBOIO, CXJUIIM, BUAMX TOLIO)
[5, c¢. 23]. ¥ MoBHOMY iHTOHYBaHHi 3a3BUYaii BUIISIOTH JBa
OCHOBHIi Pi3HOBUIW: COHOPHY MOBHY iHTOHAIlilO, IIIO OPTaHi30-
BaHa 3a JOMOMOIOI0 METPY, PUTMY i MPUOIU3HOI 3ByKOBUCOTHO-
CTi, Ta MeJIOMiiiHy COHOPHY MOBHY iHTOHALli0, 1110 € MTPOMiXHOIO
MiXX MOBHOIO Ta MY3UYHOIO.

MoBHe iHTOHYBaHHSI HaJa€ KOMIIO3UTOpPaM MOXJIMBICTb 30a-
rauyBaTy (akTypy TBOPY HOCHUTb HEOPAMHAPHUM CITOCOOOM
BUPA3HOCTi, HEPIAKO I MigKpeceHHsI 00pa3HOro CMUCIY BEp-
b6anbHOro texcry. IIymoBi ehekTu, 110 3aCTOCOBYIOTHCSI KOMIIO-
3UTOpPaMM B XOPOBil My3ulli, 1alOTh MOXJIMBICTb IepeaaTU CIy-
Xa4yeBi KapTUHY TOTO, 110 BiIOYBA€THCS B MY3UIli, OibII SICKPABO
i peanictuuHo. IllymMoBi edekTH 3aBASIKM CBOili 0OPa30TBOPUOCTI
37aTHi OiJbII TOYHO MepedaTh HacTpiit, arMocdepy Micls adbo X
Iii, 1110 Ma€eTbCSd Ha yBa3i KOMITO3UTOPOM. 3 MOSIBOIO IIYMOBHUX
e(EeKTIiB Y XOpOBiii My3ulli 3’IBMJIMCS HOBi MOXKJIMBOCTI BUKOPU-
CTaHHSI TMX 3By4YaHb, 1110 He iHTOHYIOTbCSI Ta 3a0e3IeUyoTh OpU-
TiHaJIbHICTh XOpOBOTO 3BYKY. I1l010 TaKOro COHOPHOTO MpUiioMy,
SIK TJIicaHo, HANpUKJIal, HEOOXiIHO BiI3HAYMTH, 1110 HOro (pyHK-
Lisg OyXe 4acTo MOB’s3aHa B XOpoBik My3uli XX CT. 3 (yHK-
LI€I0 MOCWICHHS BMpPaxK€HHS PI3HUX €MOLIMHO-TICUXOJIOTIYHUX
CTaHiB. A KJacTep SBJs€ CO00I0 TaKUil MPUIIOM, IO YTBOPIOE
edeKT 3aUTTs pidHuX TemOpiB. CaMm cobolo 1eil MpuilioM HelMo-
BipHO OaraTuii y TeMOpOBOMY BiJHOILIEHHi, TOMY 1110 00’€IHYE B
co0i pi3HiI TeMOpPH TOJIOCY KOXXHOTO BUKOHABIIS i MEpeIae IIMpo-
KW CrieKTp 3By4aHHs 3arajioM. HaityacTilie KoMImo3uTopu BUKO-
PUCTOBYIOTb KjacTep MJisi CTBOpeHHSI e(eKTy HECMOIiBaHKU B
MY3UUHIil KOMMOO3ULlii, «p030aBIsIOTE» TUM CAMUM 3arajibHy (hak-
Typy 3By4yaHHs. JIocuThb 4acTo KjacTep BMKOHYE (PyHKIilO abo
¢GOHOBOI MiATPUMKM COJIIOKYOI MapTii, abo X (yHKIiI0 0cobau-
BOTO IICUXOJIOTIYHOro 3a0apBJICHHSI.
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IcHye crmenugika BUKOHABCHKOI POOOTM K XOPOBUX CITiBa-
KiB, TaK i XxopMmeiictepa y Mpolieci pobOTH Haja XOPOBOIO IMapTU-
TYpOlO, y SIKiii BUKOPUCTOBYETbCSI COHOPUCTUYHA TexHika. Ilepe-
JyCiM 11€ CTOCYEThCS PiZHOMAHITHOCTI AWPUIEHTCHKOTO KECTY:
ajpke XxopMeicrep 3MyIIEHUN BIiIXOAUTW Bif YCiX TpaauLiMHUX
JKECTiB, 1100 aaeKBaTHO <«IlepeBecTH» TIpadiKy XOpOBOi MapTu-
TypU B XOpOBe 3By4YaHHS. XOpMmeucTep 3MYyLIEHMI TaKoX IIpO-
BOIUTHU JeTaJlIbHE OIpallloBaHHS TBOPY 3 XOPOM aX IO IOSICHEHb
HaiapiOHIIIMX AeTajeil XOpoBOi HMapTUTypu. TWM caMuM yBara
XopMeiicTepa Mae OyTH 30cepeakeHa Ha aHali3i METOIOJOTIYHUX i
TEOPETUYHMX OCHOB CYYaCHOI KOMITO3HUIIii Ta iX MOAAJIBIIIOI iHTEP-
npeTauii.

VYV Garatbox COHOPHHUX XOPOBHUX IpUitoMax (TJicaHmao, CKaHmy-
BaHHsI, BUTYK, LIEMIT) BUKOPUCTOBYETHCS BUKOHABChKa iMITPOBi-
3allisl, 110 CTAHOBUTb BaXJIMBMIA Ta CIleliaJlbHUM MPUHLMI cydac-
HO1 XOpOBOI TeXHiKU. ICTOPMYHUIT PO3BUTOK BOKAJIbHO-XOPOBOIO
MUCTELITBA TOKa3ye, 110 MOXHa BUIIMTA Taki YMHHUKH, IO
BU3HAYalOTh CYThb BOKaJbHO-XOPOBOi iMmpogizauii. Ilepimii —
B3a€EMOIisl MY3UMKM 1 MOe3ii, 1110 BU3HAYMIIO CUHTETUYHUI IIPUH-
LU BOKAJIbHO-XOpoBOi My3uku. IloeTmyHa iHTOHAallisl, CJIOBO B
MY3UYHOMY TBOpPi BMCTYNa€ B pPOJIi IOBHOMPABHOIO y4yaCHMKa
XYIOXHBOI LIiTICHOCTI My3uyHOro TBopy. CioBa i 3ByKu, HOro
CKJIaJOBi YaCTUHM, TIOBUHHI HECTU B cODOi eMOLIMHUIA i ICUXO0JIO-
rivHui cmucia. ToMy BOKaJIbHO-XOpOBa iMITpOBi3aliisl nepeadadyae
BOJIOZiHHS SIK MY3W4YHOIO iMITPOBi3alli€lo, TaK i CIOBECHOIO, MOe-
TUYHOIO, iIHTOHAIIIMHOIO B IIUPOKOMY ceHci. Jpyruit, mos’si3aHuii
3 aKCiOMaTUYHUM IIOJIOXKEHHSIM IPO Te, 1[0 OCHOBHUM <«iHCTpY-
MEHTOM» BOKaJbHO-XOPOBOIO MMUCTELTBA € JIOACBKUI ToJoC.
Ot1xe, 19 BOKaJIbHO-XOPOBOI IMIIPOBi3allii HEOOXiMHO BOJIOMITH
BOKAJIbHO-XOPOBUMM BMKOHABCBKMMM HAaBUYKAMU: TIOUYTTSIM
JIAIOBOTO TSIKiHHSI, METPOPUTMIYHOIO CTIMKICTIO, iHTOHALIili-
HOIO CBODOOI0I0, BOJIOMIHHSIM CITiIBOYMM AWXaHHSIM Ta TeMOPOBOIO
HajiTpolo, PO3BUHEHUM BOKAJIbHUM i 30HHUM CJIyXOM, PO3BUHE-
HUM [ialla30HOM 3BYYaHHsS Trojiocy, aHCaMOJIeBUMM HaBUYKaMM
Toulo. TpeTili 3yMOBJIEHUI MIACTUYHOIO CKJIAIOBOIO YACTUHOIO
MY3UYHOTO BMKOHABCTBA: BUKOHAHHS BOKAJIbHO-XOPOBOI MY3UKH
HEMOXJIMBO 0€3 y4JacTi B IIbOMY ITpo1ieci MiMiKH1, pyXiB pyK i Tina.
BoxasnicT-BuKoHaBelb — e aKTOP, SIKMIA BOJIOAIE BCIEIO TTATITPOIO
00pa3Horo IEepeBTUIEHHS, y SIKOMY Oepe y4yacTh yce HOro Tinio.
Ile yrBOpIOE ClLIEHIUHMII 0O0pa3 BOKaJIbHO-XOPOBOTO BUKOHAB-
CbKOI0 MHUCTELTBA.
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C. ManbueB, JOCTIIKYIOYN TONMYCTUMY 30HY TBOPUYOi CBOOOIM
BMKOHABLSI B Cy4YacHili HoTalil, BUmijisge rpadiyHi 3HaKW, I1II0
BimoOpaxaloTh 00’€KTUBHI YSIBJI€HHSI KOMIIO3UTOpPa MPO 3ByYaHHS
TBOPY (3BYKOBUCOTHICTb, METPOPHUTM), i 3HAKM, 1110 BimoOpaxaroThb
Cy0’€KTUBHI YSBJIEHHS KOMIO3UTOpa MPO 3ByYaHHSI TBOPY (iHTO-
Hallisl 9K TICMXoJIoriyHa 3a0apBJ€HICTb MY3MYHOrO Martepiaiy,
TeMOp, nuxaHHs, ¢pa3yBaHHS, IITPUXM, arorika Toio) [6, c. 88].
YV My3uuHiil HOTalil CydyacHUX NapTUTyp aBTOpP pPO3MiJs€ iHBa-
piaHTHi Ta BapiaTMBHi crocodu ¢ikcailii My3uku. Lleii MOMeHT
HEOoOXiTHO BpaxOBYBaTU 1 XOpMeMcTepy B OCBOEHHiI CydyacHOI1
XopoBoi My3uKH. I1im yac poGOTH 3 XOPOBOIO MAPTUTYPOIO BUKO-
HaBIIO AOLIJIBHO MPOBECTHU ii aHaJi3 i3 METOI BUSIBJICHHSI HU3KU
rnmapamMeTpiB, 110 JO3BOJISITb aeKBaTHO OLIIHUTHU JIOTiKy (opMmy-
BaHHSI BUKOHABCHKOI iHTEpIIpeTallii i NpUHUMIT BinOopy mpuiio-
MiB XOPOBOi1 TEXHiKM, HEOOXiTHUX [JisI BTiIEHHSI KOMIO3UTOP-
cbKoro 3aaymy. Takumu napameTrpamu €: MOOLIBHICTb (popMmu,
MOOLJIbHICTh 3BYKOBMCOTHOTO MaTepialy, MOOiIbHICTb PUTMiu-
HOTO MaJIIOHKY; 0COOJMBOCTI rpadiyHoi (ikcallii HOTHOTO TEKCTY;
BOKaJibHa i BepOaJibHa CKJIaJ0BI My3MYHOI'O TEKCTY; IIEBHA 3BYKO-
BUCOTHICTb i IpHOJM3HA; YMCTE€ iHTOHYBaHHS M iHTOHYBaHHS i3
MPU3BYKOM IMXAHHS; KOHKPETHi NMPUIOMU aBaHTapAHUX KOMIIO-
3ULIIAHUX TEXHIK; HasBHICTb aBTOPCHKMX MPUIMUCIB 11100 3aCTO-
CYBaHHSI BMKOHABCBHKOI IMIIPOBi3allii y TBOpi; HAsIBHICTh aBTOP-
CbKMX PeMapok, 1110 HECYTh ApamMaTypriyHe HaBaHTaxXeHHs. ToOTo
B Cy4YacHill XOpoOBiil My3HIli BUKOHABIIIO HAJa€ThCsl BeJIMKa CBO-
0oma iHTepIpeTallii My3U4YHOTO TeKCTY, Y MPOSIBi CBOTO iHAUBILY-
aJIbHOTO PO3YMiHHSI KOMITO3UTOPChKOTO 3amymy. Lle BIuiMBae He
TUIBKY Ha XyIOXHIO LUTICHICTh TBOPY, aJIe i HA IeTai, CKIagHUKUA
MY3UYHOTO IIiJI0TO.

BucnoBku. Cruwiictuka «Kenbrcekoro pexksiemy» k. Tabe-
Hepa € MOKa30BOIO UISI XOpPOBOI MY3MKM XX CT., il aBaHrap-
JUCTChbKI BUTOKM 3YMOBWIM HESIKY CKJIAAHICTh XOPOBOI MHapTU-
Typyd IAHOTO TBOPY, IO MOB’S3aHa 3 BUKOPMCTAHHSIM CY4YacHOI
TeXHiKM My3U4HOI Komro3ulii. Ile 3yMoOBII0O€e HU3KY MpoOIeM-
HUX HamnpsiIMiB BUKOHAaBCbKOTO OCBO€HHS TBOpY JIx. TaBeHepa
(4rcTOTa XOPOBOIO iIHTOHYBAHHS, ONMMAHYBAHHSI COHOPHUX MPUIT0-
MiB, iMITpoOBi3alliliHa TeXHiKa TOLIO0), SIKi € HACJiAKOM CITiJIbHOCTI
CTWJIBOBUX TPUHLIUIIB XOPOBOIO MHCbMa BUAATHOIO IpeACTaB-
HUKa OpPUTAHCBKOI MY3UKM 3i CTUJIBOBMMU 3acalaMy Cy4acHOI
XOPOBOI MY3UKHM i BUKJIMKAIOTh HEOOXIMHICTh BU3HAYCHHS KOH-
KPETHUX LUIAXiB MOMOJAHHS TEXHIYHUX TPYOHOIIB y MpoLeci
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poOOTH Han TBOPOM. PO3rsiHYTI creuiajibHi MPUAOMU XOPOBOI
COHOPUCTUKM (TJIicaHI0, KJIacTep, MOBHE iHTOHYBaHHS), a TaKOX
3arajibHa CTWUJIbOBa crielugika My3u4HOi MOBM «KelabTChKOIo
pPEKBiEMY» 3yMOBJIIOIOTb 3aCTOCYBAHHSI HU3KU METO/IB, 1110 CIIpsI-
MOBaHi Ha MOJ0JaHHS LUX TPYAHOIIIB (aHasi3 MOOUILHMX i Bapi-
ATUBHUX KOMITOHEHTIB XOPOBOI MAapTUTYPH 3 METOIO BU3HAUCHHS
IXHiX OpamMartypriuHux (yHKIiA, podoTa Haja IMIIPOBI3aLIHUMU
CTPYKTYpaMu MY3UYHOIO TEKCTY i «MOTUBHOIO iHTOHAILI€I0»).
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XKUTTETBOPYICTD OJIEHMU I'IVIEJIBC
Y KOHTEKCTI KYJIbTYPHOT'O ITPOCTOPY
APYTOI ITOJIOBUHUA XX CTOJITTA

Mema nybaikayii — eusueHHs cummemeop4ocmi niaHicmku, npeocmasg-
Huyi mysuunoi ounacmii T'inenve, 3acayyucenoi apmucmiu P® Onenu Emini-
ienu Tineavc (1948—1996), 3’acyeanns ii enecky y opmyeaHHs My3uHHUX
genomenie cyuacrnocmi. Aemop docaidxcye ncummemeopuicms O. [lineavc y
KamepHux aucamonie, aKmueHoi OisuKu Cc8imoeoeo (HopmeniaHHoeo pyxy
dpyeoi noaosunu XX cm. Memodoaoeia cmammi 1pyHmMyemovCs Ha icmMopu-
KO-XPOHOA02IMHOMY, 0NCEPEN03HABYOMY, N02IKO-Y3A2ANbHIONUOMY Memooax
041 aHanizy nepioduunux oOxcepen, apxieie podunu nianicmku, ii meopuoi
bioepadhii, eusenrenns gakmopie enaugy ii meopuocmi Ha pO36UMOK K)b-
mypnoeo npocmopy. Haykoea noeusna nybnixauyii noaseac y odocnrioycenmi
AHCUMMEMBOPHOCMI 0OHIET 3 BU3HAUHUX 0iA4OK opmenianHoi Kyabmypu opy-
20i nonosunu XX cm. AK KOMHAEKCHOR0 (DeHOMEHY, W0 PO36UEABCA ) COUi-
OKYAbMYPHOMY Kormekcmi uacy. Bucnoexu. [Iposionor popmoro meopuoi
disnvocmi Onenu lineavc, nouunarouu 3 kinysa 1960-x pp., 6ysa KoHyepmua
poboma, wo mpueara y eim4usHAHOMY MY3UHHOMY NPOCMopi ma 6yia 6KA0-
ueHa y ceimosull KyabmypHuil pyx. 3000ysuu ocgimy y npogioHux npedcmae-
Hukie Mockoecvkoi ghopmeniannoi wikoau nepiody ii Halieuwj0eo poskeimy,
Onena Tlineavc 3dilicHiosanra 6aeomuil HECOK y po36UMOK (opmenianHoeo
pyxy, eucmynarwuu Ha mepenax CPCP, a makooc eiono penpezenmyesana
00CsicHeHHs 6IMYU3HAHOR0 (HOPMENIaHHO20 BUKOHABCMBA Y YUCAEHHUX 3aKOp-
donnux mypHe. Hatieuwumu mucmeubkumu 36epuieHHAMU, 3A60SKU SAKUM
meopuicmov Onenu linenvc ysitiuina 0o ckapOHuyi c8imogo2o My3uuHo20 MUc-
meymea, € inmepnpemauis meopie B. A. Mouapma ma @. Illy6epma oas
deox posnie ma ¢ghopmeniano y womupu pyku, 3agikcoeana y aydiosanucax.
Ceiduennam 3HAUHO2O aemMopumemy, SAKUM KOPUCMYBAAACH Y CBIMOGOMY
Kyabmypromy npocmopi O. Tineavc, € ii eacmpoavha OisinbHicmy uu He y 6CiX
kpainax €eponu, CIIA, Snonii ma in. Piznocmuavoeuil penepmyap, HASGHI
mexHiuHi moxcausocmi w00o peanizauii eukoHascvkux ioeti sucysaiu OneHy
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linenvc Ha nepeoniii kpail popmenianHoeo eukonaécmea Kinuys XX cm., ane
3 He3anedcHUX 6i0 Hei NpuvuH ma y 368 ’A3Ky 3 PAHHIM yX00om 3 Jicumms
B80HA He Nocina mo2o Micysa y IMUYUSHAHOMY KYAbMYPHOMY HPOCMOpI, HA AKe
3acayeosyeana.

Karouwoei caosa: O. [linenvc, penepmyap, 8uxkonaecmeo, hopmeniannui
dyem, eacmpoavHa Odisnvricms, Mockoscvka opmenianna wikoaa.

Badalov Oleg Paviovich, Ph.D. in Art Criticism, Senior Lecturer at the
Department of Theory, History and Practice of Culture of the Chernihiv
Branch of the National Academy of Managerial Staff of Culture and Arts

Life creativity of Elena Gilels in the context of the cultural space of the
second half of the 20" century

The purpose of the publication is to study the life creativity of the pianist,
a representative of the musical dynasty Gilels, Honored Artist of Russia Elena
Emilevna Gilels (1948—1996), to clarify her contribution to the formation
of modern musical phenomena. Author explores the life of O. Gilels in the
context of her performance as a pianist-soloist, member of chamber ensembles,
an active figure in the world piano movement of the second half of the
20" century. The methodology of the article based on historical-chronological,
source-study, logical-generalizing methods for analysis of periodical sources,
personal archives of the pianist’s family, her creative biography, identification
of factors influencing her work on the development of cultural space.
The scientific novelty of the publication lies in the study of the life of one of
the prominent figures of piano culture of the second half of the 20" century
as a complex phenomenon that developed in the socio-cultural context of
the time. Conclusions. The leading form of O. Gilels’ creative activity was
concert work, which lasted in the domestic music space, was included in the
world cultural movement since the late 1960’s. O. Gilels made a significant
contribution to the development of the piano movement, performing in the
USSR, as well as worthily represented the achievements of domestic piano
performance in numerous foreign tours. The highest artistic achievements,
thanks to which the work of O. Gilels entered the treasury of world music,
is the interpretation of works by Mozart and Schubert for two pianos and
piano four hands, performed and recorded in audio recordings. Evidence of
the considerable authority enjoyed by O. Gilels in the world cultural space
is her touring activity in almost all European countries, the United States,
Japan and others. Diverse repertoire, available technical capabilities for the
implementation of performance ideas put O. Gilels at the forefront of piano
performance of the late 20" century. But for reasons beyond her control and
due to early death, she did not take that place in the domestic history of piano
performance, which she deserved.

Key words: O. Gilels, repertoire, performance, piano duet, touring activity,
Moscow Piano School.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 189

AKTyaJIbHiCTh TeMM JochimKeHHd. CyyacHe MMCTELTBO3HAB-
CTBO Ta KYJIbTYpPOJIOTiSl aKIEHTYIOTh 3HAuyHy yBary Ha JOCIHi-
JKEHHI XKUTTETBOPUOCTI MUTLISI B KOHTEKCTi KYJbTYPOTBOPEHHSI.
ITpu ubomy «mpobjeMa «MUTelb — KYJIbTYPHUU IPOCTip» Mpo-
JIIOBXYE 1 Hamali aKyMyJIIOBaTA He JIMIIE €HEpril0 TBOPYOCTi, a I
CHHEpTril0 HaykoBoro moiuyky» [3, c. 47]. Came ToMy KyJIbTypO-
JIOTM Ta MUCTELTBO3HABIII HAMOJIITalOTh HA «BBEIEHHI MO HayKoO-
BOro OO0Iry HOBMX IMEH Ta IOMIMHOIO IOPSAKY SIBUIL JYXOBHOIO
xkutts» [1, ¢. 3]. Cepen takux imeH — Onena EminiiBHa Tinenbc
(1948—1996) — comictka MOCKOBCBHKOI Aep:KaBHOI (DiapMOHii,
3aciyxkeHa aptuctka P®D, moueHT MOCKOBCBKOI JIep>KaBHOI KOH-
cepatopii im. Il. YalikoBckoro Tta MOpPaBCHKOrO YHiBEPCHUTETY
(Yexis), miaHicTKa, Bijoma ILMPOKOMY 3arajy, mepemayciM, BUCTY-
nmamu y cepeauHi 1970-x pp. y ckiazai ¢opreniaHHOTo ayeTy pa3om
3 BUAATHUM MuTLeM, HaponHuM aptuctom CPCP, I'epoem Ilpaiii,
nmaypeatoM HepkaBHux mpemiii Emimem I'puropoBmyem I'inemb-
COM, a y TemepilHiil yac — 3a0yra. MiX TuM, B OCTaHHIll TPeTUHI
XX cT., BoHa OyJla ONHi€0 3 MPOBIAHUX TiAHICTOK HOBOI TeHe-
pailii, TIpeACTaBHUKMU $SIKOI BUMIILUIM Ha HaIliOHAJIbHY Ta CBIiTOBY
cueHy HampukiHii 1960-x pp. HanmzBuuaiino wBuako O. I'itesbc
3100yJila BU3HAHHS SIK COJIICTKA Ta aHCaMOJIiCT y KpaiHax TakK 3Ba-
HOTO «30JIOTOT0 TpUKyTHUKa» (Ppanuisa, CILA, mnowist), 1o Big-
KPWUJIO TIepe/l HEIO IBEPi YCIX MPECTHKHUX KOHLEPTHUX 3aJliB CBITY.
i mo mpaBy BBaXXaay IMPOAOBXKYBaYeM BMKOHABCHKOI IIKOMU EMis
lmenbca, anme crarHalist KyJbTYPHOIO XXHUTTSI Ta IOro KoMeplliati-
3allisl y mepioJ CTAHOBJEHHSI HE3aJIeXKHUX JIepKaB — KOJIUILHIX pec-
nyosik CPCP, reonoiiTMuHi Ta COLIIOKYJBTYPHI YMOBU PO3BUTKY
CYCHiJIbCTBA Y TOM MePioj, a TaKOX IMeBHA CUTYyallis 3aMOBUYYBaHHS,
sika Oyja cTBOpeHa HaBkKono poauHu E. Timenbca MOCKOBCHKMM
My3U4HUM icTebnimmeHToM y 1980-x — Ha mouarky 1990-x pp.,
3HAYHO YIOBUIBHWIM PYX ITiaHICTKM 0 4YMCa JIiAepiB My3UYHOIO
MucTenTBa KiHlsgg XX CT., a 3aBepIUeHHsS il XUTTEBOrO LULIXY Y
1996 p. yHEeMOXJIMBWIO Liei IIPOLIEC i, 3PellTOl0, CIPUYMHIIO
3a0yTTs 11 MUCTELbKMX 3BEplIEeHb. AKTYyalbHiCTh CTaTTi OOYMOB-
JIeHa BiICYTHICTIO HAyKOBUX AOCJIIXEHb XUTTETBOpYOCTI OJeHU
l'imenbe, 1m0 cTae 0COOIMBO MOMITHUM ITiCJISI UYBEPTi CTOJITTS, IO
MUHYJIO Bif oHS ii cMepTi 17 depBHg 1996 p. €mmHOIO CIIpo6oio
y3arajlbHeHHsI TBOpUYOro cnaaky MuctkuHi € Hapuc T. lomnann [5].
Bunanuii 2010 p., BiH npeacTasisie co0010 AeKiJbKa eCcKi3iB mpo Iia-
HICTKY, 110 TPYHTYIOThCS, 3A€0iab110ro, Ha cTaTtsix M. IrHaTheBOI
[7; 8] Ta ocobucTux, He 3aBXIU JOCTEMEHHUX, CIIOragaxX aBTOPKMU.
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Mera pgochigKeHHd — BHUBYECHHSI MY3WYHOI MiSUIBHOCTI ITia-
Hictku O. Tinenbc y KOHTEKCTi PO3BUTKY KYJIBTYPHOTO IPOCTOPY
JIpyToi MOJIOBUHU XX CT.

HaykoBa HoBM3HA myOJjikallil MoJisira€ y TepLIoOMy Y BiTUM3-
HSIHOMY MY3UKO3HABCTBi JOCIHIIXEHHI XUTTETBOpUOCTi OJieHU
linenbc Ha MiATPYHTI HEBiIOMUX MaTepiajiB MPUBATHOTO apXiBY
ponuHu I'inennc.

Buknan ocHoBHoro matepiany. Onena EwminiiBHa I'inenasc Hapo-
nunacs 5 BepecHs 1948 p. y Mockai. fAkio iM’s i 6aTbka, TBOP-
YicTh sKOro Oyja MNpeAMETOM BMBYEHHS I1le 3a HOro >KUTTH,
He TMoTpebye MNpeACTaBICHHS, TO MOCIIXEHHS MMCTELbKOTO
crmagky ii Marepi ®apizer AnmaxcuriBHu [inenbc-XymcTo-
Boi (1924—1998), mo BKJIOYAE KOMITIO3UTOPCHKY TBOPYICTH Ta
Baromy 3a iH(OPMAaTMBHICTIO MEMYapHUCTUKY, PO3IIOYATO JIMIIE Y
2020 p. [2]. Tlepuii ypoku ¢opreniaHHoi rpu OJjieHa oTpumasa
Bil MaTepi — BUIYCKHUIII KOMITO3UTOPCHKOTO (pakyabTeTy Moc-
KOBCbKOI1 JepXaBHO1 KoHcepBaTopii iM. I1. YalikoBcbkoro (aami —
MJIK). IIpo mpodeciiiHy My3u4yHYy Kap’€py IOHBKU OaTbKU HeE
3amucioBanucsd. ITomToBx 10 (paxoBoi CIPSIMOBAHOCTI My3MYHUX
3aHsaTh OneHa [inenabc oTpuMana, Sk He AMBHO, Bin JlromMmunu
Haywmisuu IiH36ypr (1916—2001), sika Oysa y Haa3BMYaHO APYK-
HUX CTOCYHKax 3 pomuHolo I'imenbc, 3Hama Eminsg I'puroposuua
e 3 yacy HaByaHHS B OpechbKill KOHcCepBaTOpii Ta aCUCTEHTY-
pi-craxyBaHHi y knaci I'. T'. Heitray3a. 3a cnoragamu 4ojoBika
Onenu linenbe mokropa (izKo-mMaTeMaTMYHMX Hayk, Impodecopa
Iletpa IMopduposnya HuknreHnka, sskuii 0yB 0COOMCTO 3HAMOMMIA
3 JI. TiH30ypr, «Iig yac mpuizaiB 10 MoCKBYM BOHA 3yMUHSIACH Y
roTei Oinsg OyauHKY, ne Melkaiau ['iteabcu, i mpoBoAUIa Y HUX
Oarato yacy. IHkoau ii Bi3UTM cHiBHagaay 3 0araToMiCIYHUMMU
BinpsamkeHHsaMu Emins I'puropoBuua, it @apizet Majga 3MOTy TIpH-
ity rocti 3 Opecu 0arato yBaru. OCTOpPOHb iX CHJIKYBAaHHSI HE
3ajiMiIajiacs JOHbKa MiaHicTa, 3 siKkoxo JI. I'iH30ypr rpana Ha posuti
y My3uU4Hi 3a0aBKM, aKOMIIaHyBajJa €JeMEHTapHUM MEeJIOIisIM,
SKi TiBYMHKA iMIIpoOBi3yBaia 3a KjaBiaTyporo. Jlronmuia HaymiBHa
3’sdcyBaia, 1o OjieHa Ma€e abCOMIOTHUN MY3UYHMEI CIIyX, Hala3BU-
YaifHO IIBUAKO 3araM’sTOBYE My3WYHi MOTMBU, PUTMU, BIIPABHO
MOBTOPIOE 3a HEIO Ha KJIaBiaTypi MOCHiZOBHOCTi, Ma€ MPUIATHY
JJ1s1 (popTeniaHHOI rpy aHATOMilo KUCTi. MeHi 0coOMCTO T0BeN0Cs
omikyBatucst Jliommmioro HaymiBHOO, Kosii BoHa i3amia 10 DiH-
JgHOii 3 marictep-kinacamu. Ha nmpoxanHs Ewming I'puropoBuua,
SIKWH, IO pedi, CIIPpUSIB OTpUMAaHHIO 3arpoleHHs 3 OiHasaamii st
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JI. Tin30ypr, s BiABO3MB ii Ha BOK3aJ, il OYB 3 HEl0, MOKW BOHA HE
ciganay nmot4r. ITig yac ouikyBaHHSI BOHaA Jijujacs crioraaamMmu rpo
JTUTUHCTBO MOEI IPY>KMHM, pO3IOBifaia PO CBOE HEBIOBOJIEHHS,
sKe BUCIOBIOBala 0aTbkamM OJieHM 3 MPUBOLY TOrO, 1110 BOHU
He TMOCTHillalTh BilgaBaTu ii 10 My3u4Hoi 1Koau. A OJeHa Tomi
3axoIuioBajacs 6ajeToM, KJIaCUUHOIO Xopeorpadi€to, i yci IyMKu
Ta Oii OyJ0 CIpSIMOBAHO Y TaHLIOBAIbHY cepy. A KOJU My3UKa
nepemoria i OneHa moyana 3100yBaTv cBoi mepeMoru, Jlrogmuna
HaymiBHa, BiguyBalouu CBOIO HNPUYETHICTH AO 1i IEePIIUX KPOKIiB
y (opreniaHHOMY MUCTELTBi, 3aBXAW A3BOHWJIA i Bitana Emins
I'puropoBuua ta Papizer AamaxcutiBHy» [12, apk. 35].

YcnankyBaBliM Haa3BUYaiiHe My3UYHe 00MapyBaHHS Bia 0aTh-
KiB, OJieHa sICKpaBo MpOosIBUIIA HOro 1TiJ yac HaBuyaHH: y LleHTpanb-
Hiit My3uyHiit wkoni (nani — IMIL) npu MJK. Ti Buknanauem 3
daxy Oyna BiZOMUI OUTSYUI Memaror, 3aciyXXeHuil yuureiab PD
Tamapa OnekcangpiBHa bobosuu (1906—1974), s1xa, 3a xapakre-
puctukoo O.b. TonbaeHBeiizepa, Oyjda «OOHUM 3 HaMLIHHIIIKX
BUKJIaJa4yiB IIKOJIM, 1110 MpalioBajga B Hili Bill JHS 3aCHYBaHHS
<...> 3a poBri poku pobooru Tamapa OnekcaHapiBHa BHUXOBaJja
LiJie cy3ip’s meplrokiacHuxX miaHictiB» [6, ¢. 7]. O. TNinenbc Han-
3BMYAHO JI00WIa CBOIO IEPLIy BUYMUTEIbKY, 30€pirajga BCe XKUTTS
MPUS3HI CIOraad Mpo 3aHATTS 3 Hero. MajieHbKUM POIMHHUM
cBsITOM cTaB BUCTyIl OJieHU Yy 3BiTHOMY KOHLepTi Kiacy T. bo6o-
Bu4 12 motoro 1956 p. y Manomy 3ani MK, ne BoHa BUKoHaia
Andantino A. XavaTtypsiHa Ta ABi m’ecu 3 «/IuTgadoro aaboomy»
I1. YaiikoBcbKoro.

3a cBigueHHsiM O. Tineabc, y IMTUHCTBI 0aTbKO «30BCiM He
3aiiMaBCs 31 MHOIO, «s He Ie[iaTp», — Ka3aB BiH. YcsI MOS My3uKa
MPOXOJuJia MOB3 HbOTO. AJie KOJIU S TPOXU MoAOopocIiiliana, BiH
CTaB MpuUCIyXaTUCd 10 MOIX 3aHsATh» [7, c. 8]. YcBimomitorouu
MEePCHEKTUBY PO3BUTKY My3M4yHOro oomapyBaHHs OjneHu, Eminb
I'puropoBuy BUpILIKUB TEepPeBECT MAOHBKY OO KJIAacy BUKJIamada
3 JIOCBIIOM KOHIEPTHO-KOHKYPCHOI MisUIbHOCTI. PosnuraBiiu
KoJIer, BiH MOYyB IrapHi Biaryku 1po Bipy BacuiniBHy I'opHOCTaeBy
(1929—-2015), saxa Bukiagaia y My3u4yHO-NeIaroriyHoMy iHCTU-
TyTi iM. T'HeciHmx, Oyna jaypearoM MIiXHApOOHOIO KOHIPECY
cryaeHTiB y YexocnoBauuuHi (1950) Ta conictkoro MOCKOBCBHKOI
dinapmonii (1957). 3a cBiguenHsm I1. HukuteHka, 3atenedoHy-
BaBliM B. TI'opHoctaeBiit, EmMinb I'puropoBuy cnutaB ii, UM He
MOTOAMTLCS BOHA 3aliMaTHCS 3 1oro AoHbKOW. Bipa BacuiiBha
BiAmoBinNa, 1110 3rogHa, ajle BOHA He Mpalloe Y KOHCepBaTopil Ta il
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nigposninax. E. I'inenbc 3ameBHUB ii, 110 BUPIIWTE 1Ie TATAHHS
[12, apk. 48]. Ax Bimomo, y MIK B. I'opHOCTaeBa nmouajia BUKJIa-
natu 3 1959 p. [11]. 3ragyrouu npo Toi nepioa y cBoeMy XUTTi Bipa
BacuiiBHa 3a3Havaia, 110 «CBOIX YYHIB 00O0XHIOBaja, 3aliMajacs
3 HUMMU 3 paHKy J0 HOUi MOB HeHOpMaJibHa» [10, c. 4]. PesyabTaTu
He 3abapwiucs; HamnoJjerauBa pobora 3 B. ['opHocTaeBowO, KOH-
cyJbTallil 3 00Ky 0aTbKa, CIUJIKYBaHHS 3 BU3HAYHUMM MUTLISIMU
(opreniaHHOro BMKOHABCTBA CHPUSIIM INIBUAKOMY MY3UIHOMY
po3BuTKy OJeHMU.

Y ponuHHOMY apxiBi I'itebCiB 30epekeHO BiIOMOCTI PO KOH-
ueptu Onenu yacy HapuyaHHsa y LIMILI, 3 saxkux npuBepTae ypary
BucTtyn 11 rpymHst 1961 p. ¥ Toif neHb BigOyBCS 3BiTHUII KOH-
HepT yuyHiB Kyacy B. I'opHocraeBoi, ne OjeHa BMKOHAaJIa MEpIIy
yactuHy Konuepty Ne 1 ®@. Illonena [4, apk. 98]. JocmimHuns
tBopuocti E. Tlinenpca O. PemopoBUY BBaXKae, IO ITiATOTOBKA
OJeHo1o 11bOTO TBOPY HE MOTJIa TTPOXOAUTH M03a yBarow 0arbka,
KM TIOTIM BTUIMB ifei, 110 HApOAWJIKCS IIpM CIIUIKYBaHHI 3
JOHBKOIO ITil 4yac poOOTH HajJ KOHIEPTOM, Y CBOEMY BUKOHAHHI
uporo tBopy [18, ¢. 311]. 3a3Hauumo, o y 1961 p. racrponbHMit
rpagik E. T'inenabca He OyB 3aHAATO iHTEHCHUBHUM, €BPOIEMCHKI
3aKOPIOHHI TypHE OyJM KOPOTKOTPUBAJIUMM, TOX, IepedyBalouun
y MockBi noBlIe, HixK 3a3BMYail, BiH MaB 3MOTYy KOHCYJbTYBaTU
JIOHbKY, aKOMIIaHYBaTU il MapTil0 OPKECTpy Ha APYroMmy posuIi
towo. Jlo Toro X, Brepuie 1moneHiBcbkuii op. 11 E. Tinensc
BUKOHaB 28 BepecHda 1962 p. y IleTpo3aBonceKy, Tox O. Pegopo-
BUY, BipOTigHO, Ma€ paLio.

CBoi ctyneHTchbKi poku OneHa ['ineabc mpoBena y Kjaci Hapo-
Horo aptucta CPCP, mpodecopa Sxosa Bomommmuposuua @iriepa
(1921—1977) — BupmaTHOroO IMiaHicTa Ta meaarora. Yac HaBYaHHS
B MOro KJjaci MOo3HAYMBCS 3HAYHMM HAKONMMMYECHHSM perepTyapy,
BarOMMMM 3000yTKAMM Y KOHLEPTHIM MiSUILHOCTI Ha TepeHax
CPCP, y kpainax 3axizHoi €Bpornu Ta CIIA. [IponoBxyiouu TeMmy
ocitTu O. Tlinenbc, BapTo 3ragatv ii aCUCTEHTYpPY-CTaKyBaHHS
y JleHiHrpaaceKii KoHcepBaTopii iM. M. PuMcekoro-KopcakoBa
npotsaroM 1976—1979 pp. y kiaci HapomHoro aptucra CPCP,
npocgecopa IlaBna OnekciitoBuua CepebpsikoBa (1909—1977), a
micyst ioro cMepri, y Kjaci 3acityxkeHoi aptuctku PO, mpodecopa
Tlamuam IerpiBan @emopoBoi (1925).

OJeHa MOCTynuja A0 aCUCTEHTYpU MO MPOILLECTi M’SITU POKiB
micis 3akiHyeHHa MJIK, maroun 3HaYHUIT BUKOHABCHKMIA JTOCBI
Ta iM’s1 y My3MUHOMY CBiTi; mepeOyBaHHS Y aCUCTEHTYpi HaaaBajio
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TIepCIeKTUBY BUKJIAMAIbKOI AisSTTBHOCTI Y KOHCepBaTopii. 3a cBil-
YyeHHSIMM 3aBimyBada (opremiaHHoro Bigminy CepemHbBOI CITelli-
anbHOI My3m4HOI 1Ko Inpu CankT-IleTepOyp3bKiii KOHCepBa-
Topii im. M. Pumcekoro-KopcakoBa B. B. CycnoBa — oueBmais
il pemeTuliil HamepemomHi icrmuTy, — Lie Oyjaa LijIKoM cdop-
MOBaHa MMHCTellbKa ocoOucTicTh: Ha BcTymHOMy icmuTi 3 daxy
Onena rpana Ilpemtoniro ta ¢yry ci maxop 3 nepiioro tomy ATK,
Tpetio conary IIpokod’eBa Ta «Jutsaui cuenu» Illymana. I1aBio
OnekciitoBnu (CepebpsskoB — 0.b5.) Ha penetullii OyB MpUCYT-
Hili, i1 TamM’gTal0 oro KoMeHTap: «fK goOpe MpOCHiIKOBYEThCS
noyepk EmMisst». <...> MoxHa 0yl10 po3rIediTH, POCIyXaTH ii Ipy
B SIKOMYCh ceHci mig aynor <...> B ii rpi 3Beprana Ha cebe yBary
MOBHA BiICYTHICTh 30BHIllIHiX e(eKTiB, 1110 OyJ0 B HalBUILIil Mipi
BJIACTMBO TIpi ii 6aTbka» [16, apk. 3].

Binnoginbs Ha 3aKoHOMipHe nuTaHHs, YoMy O. T'iiesbc He nmpo-
JIOBXUJ1a HaBYaHHS Y MocCKBi i1 yoMy Oyia 3po0sieHa m’sITUpidyHa
rnay3a MiX 3akiHUEHHSIM KOHCepBATOpil Ta BCTYNOM /10 aCUCTEH-
TYpH, JIEXKUTH 11034 TIOIIMHOI0 My3UYHOTO MucTelTBa. OO0CTaBUHU
moxit 1971 p. BucBiTiIeHo y crioragax @. A. I'inenabc-XyLucToBoi:
«OneHa ckJiajla yci iClUTH Ha ITSITIipKU B acIlipaHTypy. 3aaBajiocs
0... Ane Tyt CBeluHikoB (pexkmop MK y 1948—1974 pp. — O.b.)
3irpaB «liederabend». IlloitHoO BuBillIeHO BApPYyre HOBUI1 CITUCOK, 1Ie
Hemae npi3Buina I'inensc. byno i Hemae. B yomy cnpaBa? Binmo-
Binb: «Busgsuau, mo y OJieHM 11ie Ha TpeTbOMY Kypci Oyna Tpilika
0 TMOJIITEKOHOMil i MapKcu3My-JieHiHi3My» (1?). Tak, 1st npuyrHa
npu3Beja Hac y cTaH 1oKy. CaelnHikoB! Ciyxutenb my3 i Cra-
poi Ilnowti (micye 3naxodxucenna 6ydieai Llenmpanvhoeo kKomimemy
Komynicmuunoi napmii Padsancekoeo Cor3y — O.b.). BinzHauuBcs.
Ile nopsur. I'imHuit 3aoxoueHHs! A? Booma 6e3Buxinb. CopoMHO
3a OpexHIo, TUIbKM 110 HapomxeHy. Hapewmri Mins 3BaxuBcs.
J3Bonuts npocto CepebpskoBy a0 Jleninrpanmy» [4, apk. 197].

Ha mnouatrky 1970-x pp. BXe Habupaga oOepTiB TeHACHIIiS
ubkyBaHHsa Eming T'imenbca Biaagolo, 30KpeMa, HEBIOBOJIEHHS
BUKJIMKaJIa iioro BigMoBa O0ytu micas 1970 p. rosoBoio Xypi KOH-
Kypcy iM. II. HalikoBChbKOro, MOro Mmo3ulisl 1IIOA0 HEMiAIMMUCaHHS
KOJICKTUBHMX JIMCTIiB 3 OCyIOM abo IMEBHUX OCOOMCTOCTEei, abo
MOl CYCHiIbHO-TIONITUYHOTO KUTTS TOIIO. 3aco00M IIpubop-
KyBaHHSI «HOPOBJIMBOTO» IliaHicTa OyjJ0 0O0paHO BCTYMHY KamIia-
Hilo 1ioro MOHBEKM — e€nuHe ciabke Micue E. Iimenbca. I murens,
SIKUIi HIKOJM HE MPOCUB 3a cebe, «3BaXMBCSI», K MUIIE HOro
NPYy>XMHA, MOA3BOHUTU peKTopy JIeHiHIpaachbKol KOHCEpBATOpii,
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cBoemy npyrosi I1. CepebpsikoBy. HesBaxkaroum Ha #oro 3romy
B3t Oneny Iienbc o cBOro Kjacy, 4ac OyJ0 BTpayeHO, axke
BCTYIHi icnuTH 3aBepiuwiucs. o Toro X, Ha KiJibka pOKiB yrie-
pen Oyio posnmcaHo rpadik ractpoieit OnaeHu, 1m0 i 00yMOBUIIO
BCTYII 10 aCUCTEHTYpU y 1976 p.

ITpodeciiina KoHuepTHa AisibHiCTh O. T'tenbc posnouanacs
HanepeaoaHi 3akiHyeHHs HaByaHHs y IIMIII i1 TpuBaia TpUaLSATh
pokiB. 3a 1eit yac BoHa 00’ixana 3 koHuepramu Becb CPCP, 310-
oyna BuzHaHHs y ®panuii, CILA, fAnoHii, racTpostoBaja y Maiixke
BCiX eBpomneiicbkux KpaiHax, Typuii, Tainanai, ApreHtnHi, Hogiii
3enannii. Po3riasHeMo OCHOBHiI Bixu 1i BUKOHABCHKOTO LIJISIXY.

Iepimii Buctyn O. I'izenbc Ha dinapMoHiliHINi clieHi BinOyBcs
27 ciuast 1966 p. y CBepmioBCEKY (Teriep — €KaTepwHOYpT), Ie
BoHa 3irpana Pamcogito Ha Temy Ilaranini C. PaxmaHiHOBa y
CcynpoBofi cuM(OHIYHOro opKecTpy Ha 4voJii 3 M. TTaBepMaHOM,
JKUI y CBOIX MeMmyapax 3a3HauuB, 1o OJieHa TBip «BUKOHaJla
omuckyue» [13, c. 173].

3a Mmexxamu CPCP O. Tinenbc Brepiie Buctynuia 16 ceprHs
1967 p. na ChoMomMy MixHapogHoMy (decTuBali y (paHLy3b-
KoMy Micti MenrtoH. [i compHa mporpama Bkiouana YakoHy
coiap Maxop I'. I'enmensi, Apabecky Ta Bapiawii Ha Temy Kiapu
Bix P. Illymana, Icmancebky pancogito ®. Jlicra, Conaty Ne 3
C. IIpokod’eBa Ta iH.

B3umky 1969 p. Bigdoymucs xonueptm Onenn y CILIA.
16 mororo miaHicTka me6rotyBana y «Kapreri-Xomr» 3 KoH-
ueptoM No 1 TII. YaiikoBcbhkoro. IIpo 1i BUKOHAHHSI PELIEH3EHT
razetu «The New York Times» JI. XeHaxaH 3a3HAuuB, LIO <Y
TaKOMY YOJIOBiUOMY periepTyapi, HaBiTh 3BaXKalouM Ha CyJacHY
emaHcunaiiio, TuHelmkep Onena I'itenbc BUTprMaaa 00poTLEOyY
npoTu 1boro MoHcrpa» [20, c. 28]. Bapyre O. l'iienbc mana
ycrnix y Hpio-MopKy 3 COJBHOIO KOHIEPTHOIO IIPOTPaMoOIO Y
ciuni 1977 p. [19, c. 19].

Hap3BuuaiiHo BaxymBuM Ayist TBopyoi Oiorpagii O. Iinenbc
o0yB 1972 p. Ilonieto y cBiTOBiil MollapTiaHi cTaB ii BUCTYN y AyeTi
3 6aTbkoM 30 ceprHsI Ha 3aKpUTTI 3albLOYPrcbKOro (hecTUBalIo,
ne BoHu BukoHamu Konuept Ne 10 mi 6eMosib Maxop 11 IBOX
dopremiano K. 365 B. A. Mouapra y cymnpoBoxi BimeHchkoro
dinapmoniiiHoro opkectpy nia opynotro Kapna broma. 3a xapak-
tepuctukolo O. denopoBud, 1ie OYB «iCTUHHO TiJIeIbCOBCHKUIA
Mouapt, skuii i paHille BU3HAYAIN SIK OUBO. AJie TeTlep Lie TUBO
3a3BydYajio Ha IBOX postisix. I1o-TiIeIbCOBCHKM TaM yce: IUISIXETHE
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3By4YaHHSI, HEMMOBipHAa MalCTepHICTh, BUCOKA TTPOCTOTA, TIPOHU-
KJIMBIiCTb iHTOHalil» [18, c. 312].

15—30 nucronana 1972 p. O. I'inenbe B3siaa yyactb y TpeTbomy
MixHapoaHoMy KOHKypci Y MoHTeBifeo. Ile 6yB nepiunit BUi3m
pPaasSHCBHKOI TPyMNu MiaHIiCTiB A0 cTonauui Ypyreaiw. Hespaxarouu
Ha ipoHiuHy xapaktepuctuky B. I'opHOCcTaeBoi — «baHaHOBUIA
KOHKYpC», siky HaBoauTh I1. HikiteHko [12, apk. 92], 11e 3MaraHHs
0yJ10 TOCUTH BaxKKUM, TIPO 10 CBiIYMTDH Iporpama, mpencraBieHa
OneHoro: @®. MennenbcoH. Cepiio3Hi Bapiauii, C. IIpokod’es.
Conara Ne 3 (mepwuit Typ); 1. C. bax. ATK, I Tom, Ilpentomis
Ta ¢dyra Ne 24 ci minop, @. lllonen. ETion comb 6eMoib Maxop
op. 10 Ne 5, ®@. Jlicr Etion ¢a minop Ne 10 3 «TpaHclieHIEHTHUX
etoniB», K. Jlebtocci. Eton «KBaptu» Noe 3 3 12 etiomiB (npy-
ruit Typ); B. A. Momapt. @anrazis K. 396, JI. berxopen. CoHaTa
Ne 21, P. Illyman. «Kpeiicnepiana», A. XauatypsH. TokaTa (TpeTiit
Typ); JI. berxoBen. Konmepr Ne 3 (uetBepTuii Typ). Ilepiry mpe-
Mito Xypi noginuiao mixk Boronumupom bakkom (kiac fA. 3aka) i
IOpiem CrecapeBum (knac B. MepxaHoBa). OneHa T'itenbc, ska
Ha TOIl yac He Hajiexasa A0 Kjacy Oyab-sikoro mpodecopa, Oyna
yIOCTOEHA 3BaHH ynaypeaTta [1’gToi mpemii.

JBiui miaHicTKa ractposoBaia y Anoxii. Y kBiTHi 1978 p. BoHa
nana neB’saTh cojibHUX KoHuepTiB (P. IllymaH. «Kpeficiaepianas,
®. Mennenncon. Cepito3ni Bapiamii, ®. Jlict. IcmaHceka parco-
nmist, C. Ilpokod’eB. ConatmHa ta Conata Ne 2, M. Mycopr-
cbkuii. «KapTuHku 3 BUcTaBku»). ¥ 1991 p. O. lNinensc Buctynuia
y 12 MicTax sk 3 conbHuMM Tporpamamu (JI. berxoseH. 15 Bapi-
aniit 3 ¢yroro, ®@. Illy6epr. Excipomtu, P. Illyman. Apabecka,
«Kpeiicnepiana», IlI. YaiikoBcekuii. Tema 3 Bapiamismu op. 19
Ne 6, C. Paxmaninos. Illicte mpentomiii), Tak i 3 cMMMOHIYHUM
opkectpoM (JI. berxoBeH. Konmept Ne 5).

VY 1986 p. 3 Haroau 70-pivust Bin gHs HapomxkeHHs E. [itenabca
OneHa jpana KoHLepTu y bprocceni, AHTBeprieHi Ta MOCKBI.
Hanpukinui 1980-x — y nepiuiit monoBuHi 1990-x pp. miaHicTka
ractponroBana B Icnanii, Hinepnangax, Yexii [7, c. 8].

Vkazom [lpesunii BepxoBnoi Pagm PP®CP Binm 8 numHg
1991 p. «IIpo mpucBoeHHs modecHUX 3BaHb PPMOCP mpaiiBHU-
KaM MUCTeLTBa» COJicTkKa MOCKOBCHKOI JAepxKaBHOI (iTapMOHii
Onena I'ienbe 3a 3aciIyru B Tally3i paastHChKOTO MUCTELITBA Oyia
Bim3HaueHa 3BaHHSIM «3acayxkeHuit aptuct PPOCP» [17, c. 987].

9 kBiTHa 1995 p. y Benukomy 3ani MJAK BinOyBcsi ocTaHHii
MOCKOBCbKUI KOHLepT Onenu linenwsc, ne mposBydyanu CoHaTu
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NeNe 8, 17 JI. berxoBeHa, «/utaui cuenu» P. Illymana, CoHata
Ne 2 C. IIpokod’eBa.

BuBueHHs1 ocobucToro apxiBy OzeHu ['ienbc 3acBimunio cuc-
TEMaTUYHY POOOTY MiaHiCTKM Haj COJHHUM KOHIIEPTHUM perep-
TyapoM. IIlopoky y HbOMy 3’SIBASIIMCSI HOBI TBOpM (3a3HayeHO
HaiiBaromiuii): 1968 p. — Konuepr Ne 1 I1. YaiikoBcbkoro, KoH-
uept Ne 3 JI. berxoBeHa; 1970 p. — «Kpeiicnepiana» P. Illymana;
1971 p. — Conatu NeNe 17, 21, 30 JI. BerxoBena, ®aHras3ig
®. IlloneHa; 1974 p. — Konuept Ne 27 B. A. Mouapta; 1975 p. —
bananma Ne 2, Ckepio Ne 2 ®. IloneHna; 1978 p. — PoHmo mis
¢bopreniano 3 opkectpom B. A. Mouapra, KoHuepr coib Maxop
WN. Taiigna; 1979 p. — Konuept P. IllymaHna; xineus 1970-x pp. —
«Kaptunku 3 BucraBku» M. Mycoprcbkoro; 1981 p. — KoHuepr
Ne 23 B. A. Mouapra; 1984 p. — 15 Bapiamii 3 ¢yroto, CoHara
Ne 32 JI. BerxoBena; 1985 p. — Conat;t NeNe 12, 18, 26 JI. ber-
xoBeHa; 1986 p. — Conara Ne 3 @. Illonena; 1989 p. — KoHn-
uept Ne 2 I1. YaiikoBcbkoro; 1990 p. — ®@anTtazist «CkuTaienb»
op. 15 @. Illybepra, Tema 3 Bapiatissmu op. 19 No 6 I1. Yaiikos-
cbkoro, Konuepr Ne 5 JI. berxosena; 1991 p. — Konuept Ne 26
B. A. Mouaprta [9].

3HayHa KiJIbKiCTh TBOPiB BeIUKOI ¢GopMM Yy penepTyapi
O. Tinenvc cnpusina ii cmiBopauli 3 BU3BHAYHUMM AUPUTCHTAMMU:
€. CsemmanoB, B. ®emoceeB, B. Cwunaiicekumii, B. Jymaposa,
C. Conpeuxic, T. 3anpepminr, K. beom, 3. Mera, JI. Maa-
3enb, I1. ApmxenTo, C. On3aBa Ta iH.; BoHa Trpaia 3 BigmeHchbKUM
(inapMoHiitHuM opxecTpoMm, OpKecTpoM HalliOHAJIbHOI aKajie-
Mmii «Canrta Yeunisi», BenbrilicbkuM HalioOHaJbHUM OPKECTPOM,
MouapTeyM-0opKecTpoM, BOCTOHCHKUM OPKECTPOM.

Cepen conpbHMX KOHLepTHHUX nporpaM Onenu Iinenbc, 1m0 Kopu-
CTYBAJIMCS HaMOUIBIIMM YCIiXOM y TyOJiKv, MOXHa BUOKPEMUTH
MoHorpacdiuHi mporpamu 3 TBopiB berxoBeHa (Conat NoNe 14,
17, 21, 30) ta P. Illymana (Conara Ne 2, «Jutsui cieHu», «Kpeii-
cnepiaHa», «BpanilHi micHi» op. 133). Hikoro He 3anuiuanu Oaiimy-
KUMU miporpamu ¢oprernianHoro ayety OseHu ta Emina linesbcis,
mo Bkmovamy tBopu . Illy6epra. Cepen maptHepiB O. T'ieinc y
KaMepHO-iHCTPYMEHTAJIbHOMY BUKOHABCTBI Oynu JlepkaBHUIA CTpyH-
HUii kBapteT iMeHi BerxoBena (@opremianAuit kBiHTeT «@DOpenp»
®. Ily6epra), Oembrifickkuii aHcamMOiIb «Apabeck» (opTeriaHHi
xBapret B. A. Mouapra K. 478, K. 493, dopreniannnii ksaprer Ne 1
M. bpamca), 3HaHa Oonrapcbka ImiaHictka Minena MojutoBa (TBopu
®. Ily6epra mis popTemniaHo y YOTHUPU PYKH).
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Bukonascbke muctenrBo Onenu [linenbc 30epexkeHO y aymi-
ozarnucax, 34iiCHEeHUX K Mpo@eciitHUMU CTYmisIMU, TaK i TOLi-
HoByBayaMM-JoouteasiMu. Ilepiivm 3 HUX craB 3anuc (GipMoro
«Menopisg» KoHlepTy J[epxkaBHOro akajaeMiyHOro CcuUM@OHiu-
HOTO OpKecTpy mia KepiBHULITBOM €. CBernaHoBa Bia 20 jr0TOro
1968 p., ne Onena BukoHana Konuept Ne 1 I1. YaiiKoBCbKOrO.

Haiiinomimmum 3anucom O. Tinenbc € guck 3 KonHueprom
Ne 10 misg nBox popremniano B. A. Mouapra (pazom 3 BineHcbkum
dinapMoHiiiHUM opkecTpoM Ha 4yoJi 3 K. bbomom) Ta DaHrasieio
¢a minop op. 103 P. Illy6epra y aHcam6ai 3 Eminem Tinenbcom
(maptist npyroro oprerniaHo), SIKWil MepeBUAAETHCS IIIOPOKY Bill
yacy ioro 3anucy y 1973 p. HiMellbkum ayaioneitonom «Deutsche
Grammophon GmbH». IIpo BuCOKMII BUKOHABCbKUI PiBEHb
LIMX 3aMuCiB CBiIUMTh (bakT iX TUPaKyBaHHS HAa OJHOMY IUCKY
3 Konneprom Ne 27 ci 6emonn maxop K. 595 B. A. Mouapra y
BukoHaHHi E. I'imennca, 1mo moci BxomuTh m0 coucky «50 Kpa-
Mx 3anuciB Mouapra B ictopii» [21]. ¥ 1979 p. ¢ipma «Polydor
International GmbH» 3miticnuna 3amic tBopiB @. Illybepra misa
¢opreniaHo y 4YOTUPU PYKU Y BUKOHAHHI OyieHu (meplia IapTis)
ta Eming (mpyra maptist) [inmenbciB: Andantino ¢ Bapiauisgsmu ci
MiHOp op. 84 Nel, Benuke ponmo st maxop op. 107, ®@aHTtazia da
miHop op. 103, ILicTtek exoce3iB 3 op. 18-a (peni3 AucKy BigOyBcst
iy CPCP). ¥ 1980 p. dipma «Menomist» Bupgana auck «EnmeHa
T'mnensc urpaer Illymana: [erckue cueHbl op. 15, Apabecku
op. 18, Quasi variation: Bapnauun Ha Temy Andantino Kinapsr Buk
n3 Conatel Ne 3 ¢pa munOp op. 14 (3 u.), P. lllyman — ®. Jlucr.
IMocesamenue op. 25 Ne 1». YaBieHHS PO KaMepHO-iHCTpYMEH-
TabHe BUKOHABCTBO OseHu ['iytenbc Ja€e MiaroToBiIeHU pa3oMm
3 SMOHCBhKOW ckpunaibkorw KyHiko Haratoro auck 3 3anucamu
tBOpiB I1. YalikoBCHKOro IJIsi CKpUIIKU i (popTemniaHo, BUTAHUN Y
benwrii y 1992 p.

OrnapoBuii a”ani3 3anuciB OsneHu [inenbc m03BOJISIE CTUCTO,
110 OOYMOBJIEHO OOCSAIOM CTaTTi, y3araJIbLHUTU OCHOBHI pUCHU ii
BUKOHaBchbKoro ctwio. O. Tijnenbc Manga DOCKOHaJNO PO3BHHE-
HUI MiaHICTUYHUI amapat, 3aBAsSIKM YOMY BHpilllyBajla TEeXHIYHIi
3a7a4i HalBUILIOI CKJIAJHOCTI. Y LEHTPI il BUKOHABCHKOIO OYTTS —
TBopu B. A. Mouapra, JI. berxoBena, P. Illymana, I1. YaiikoB-
CcbKoro. 3BYKOBMI ifean MiaHiCTKM HapOIKEHUM Ha MeXi Mi3-
HBOTO KJIACMLIM3MYy i paHHBOTO POMAHTHU3MY, 110 OOYMOBWJIO Il
Tylle — 9YiTKe, TPOo30pe, 3 BiMUYTTSIM KOXHOTO 3BYKY, IT030aB-
JIeHe HaJAMipHOI Menaisaliii, 1110 103BOJIsIO HiOU MoJidoHi3yBaTh
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MY3WYHY TKaHWHY, BUOKPEMJIIOBATH ITiT0JOCKMU, TMEBHi Biarauy-
>KeHHSI MY3UYHUX JiHiii. BukonaBcbkoMy mouepky O. Tinenbc
BJIACTUBI JIAKOHIYHICTb BHUCJIOBJIIOBaHHSI, yBara A0 HaWMEHILUX
Jerajeid TeKCTy, 4YiTKa apTUKYJsLis, KOHTPOJb €MOIliii HaBiTh
Yy HaWOypXJIMBIIIMX TBOpaxX, KOJM KOXHA HOTAa iHTOHYETHCS SIK
CKJIaoBa YyacTUHA MEJIOAIMHOIO pyXy, a He 3arajJbHOI MOTOPUKHU;
OaraTta IMHaMIiYHa TaJliTpa, 3aBASKM YoMy ii forte-fortissimo 3amu-
LIAETHCS Y MeXaX «CITiBalo4oro (He ymapHOIO)» posuisl, a IS ii
piano-pianissimo Bi1acTUBEe TOHKe (ilmipyBaHHS 3BYKY.

OcTaHHi pOKU XUTTS, OKpiM BUKOHABCHKOI HisyibHOCTI, OJleHa
linenbc 3aiimanacst nemaroriyHoro podororo. ¥ 1989 p. BoHa ctana
BUKJIagaTyu Ha Kadenpi kamepHoro aHcamb6imio MJIK. 3a cnora-
JaMu onHoro 3 ii crymeHTiB, OneHa [linenbc mpoBoauia «4ymoBi
YPOKM 3 KaMepHOro aHcaM0Jjit0 y KoHcepBaropii. CKpoMHa, cro-
KiliHa, BHMCOKoepyaoBaHa. BinMiHHuii nemaror» [14, apk. 1].
Ha xanb, TomilllHE KEpiBHUIITBO KOHCEpBATOPil HE BBaXajo 3a
notpioHe 3anyuutu O. Tizeabc mo poboTu Ha Kadeapi cIieliaib-
Horo ¢opremniaHo, e 0 BOHa — KOHILEPTylOYa IMiaHICTKa Ta OodYe-
BUIELIb TBOPUOro MeTony BumaTHoro mutusa Eminsa Tineabca —
MOTJIa TepeJaT HAaCTYIHil reHepallii My3MKaHTiB HAOyTi 3HaHHS
Ta nocBia. Ha BiiMiHY Bil MOCKOBCHKUX MY3UYHUX «MEHEIIXKEPiB»,
Kadenpa cojbHOro opremniaHo MopaBCbKOIO YHiBEpCUTETY, 11O
y yecbkoMy MicTi OcTpaBa, 3ampornoHyBaja iii mocaay AOLIEHTA,
Je BOHaA mpaioBasia mpotsaroM 1991—1996 pp.: «1 Tpuiinnia
JI0 HOBOTO, ILIOWHO CTBOPEHOIrO HABUYAJIbHOTO 3akjany. BiacHe
KaXXyudM, BiIKpHBalO Meplli CTOpiHKU ioro Oiorpadii. ITpuuomy,
BOHU OJIpa3y CTBOPUJIM METOAUYHUIA LIeHTp. OCKIJIbKU 1 HE METO-
JIUCT, a BUKOHABELlb, I MPOUYUTAIO JeKijdbKa JIEKIIili Tpo iHTeprpe-
Tallil0 HiMEIbKMX POMaHTHUKIB Ta POCiiiCbKOI My3ukm» [7, c. 8].

BucHoBku. IlinOuBarouM MiACYMKM OOCHIIXEHHS, MOXEMO
JiATM BUCHOBKY, IO MpPOBIiAHOI (OPMOIO TBOPUYOI HiSIIBHO-
cti Onenu linenbc Oyna KoOHLEpPTHA poOOTa, 1110, MOYMHAIOUM 3
KiHist 1960-x pp., TpuBajia y BiTYU3HSIHOMY KYJIbTYPHOMY IIPO-
cTOpi, Oyjla BKJIIOYEHA y CBITOBUN MY3UUYHMIA pyX. 3m00yBIIU
OCBITY y TMpOBIAHUX NpeACcTaBHUKIB MOCKOBCBHKOiI (hopTemiaH-
HOI IIKOJM Iiepionay Ii HaiBumoro po3ksity, Omena Iinenabc
3iliCHIOBajJla BATOMUI BHECOK Y PO3BUTOK (POpPTEMiaHHOTO PYXY,
BucTynatouu Ha TepeHax CPCP, a Takox rizHo penpe3eHTyBaja
JNOCSITHEHHS BITYU3HSIHOTO (DOpPTEIiaHHOTrO BMKOHABCTBA Y YMC-
JIEHHUX 3aKOpJAOHHUX TypHe. HallBUlIMMU MUCTELIbLKUMU 3BEpP-
LIEHHSIMM, 3aBOSIKA SIKUM TBopdYicTh OjneHu I'inenbc ysiilnia
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JI0 CKapOHMIII CBITOBOrO MY3MYHOIO MMUCTELTBA, € iHTepHpe-
tamis TBopiB B. A. Momapra ta ®. Ily6epra o1 ABOX poOsI-
JIiB Ta ¢phopTeniaHo y YOTUPHU PYKM, 3IilicCHEHa Ta 3adikcoBaHa y
ayniozanucax. CBiIueHHSM 3HAYHOTO aBTOPUTETY, SIKUM KOpH-
CTyBajlach y CBiTOoBOMYy My3uuHomy pyci O. Tinenbc, € ii cmiB-
npausi 3 MPOBIAHUMU AUPUTEHTAMU APYroi MoJoBUMHU XX CT.,
LIMpoKa reorpadist racTpoJIbHOI JiSUILHOCTI UM HE Y BCIX KpaiHax
€pponu, CIIA, Snonii Ta iH. OKpeMi emi3oau TBOPYOro XKUTTS
O. Tinenbc, B TOMY YMCIi IITYYHO CTBOPEHI MEPELIKOAM IJs ii
MneaaroriyHoi po0OTH, 10 po3moyYajacd Yy JOCTaTHbO MHi3HbOMY
Billi, MOXYTbh CJIYTyBaTH IPUKJIAAOM TOTO TMCKY aIMiHiCTpaTUB-
HO-KOMAaHJHOI CUCTEMM, SIKOTO 3a3HaBaja paasHCbKa iHTEJireH-
L[is mepiofy TaK 3BAHOTO «peaJbHOTO (Pa3BUTOrO) COLiali3My».
PizHocTunboBuit penepryap (XVII—XX cT.) Ta HasBHi TexHiYHi
MOXJIMBOCTI 1100 peaJji3allii BUKOHABCbKUX ileil BUCYBalIu
Oneny linenbc Ha nepenHii Kpaih opTerniaHHOrO BUKOHABCTBA
KiHug XX CT., aje 3 He3aJeXHUX Bif Hel IpUYMUH Ta y 3B’SI3KY 3
paHHIM yXOAOM 3 XXUTTSI BOHA HE TOcijia TOro Micls y BiTYN3HS-
Hiil icTopil popTeniaHHOTO BUKOHABCTBA, HA sIKe 3aCIyroByBaJja.

IlepcneKkTBH MOJAJBIINX JOCHIIKEHb OKpecJeHOl MmpobieMa-
TUKW TIOJISITAalOTh Y BUBYEHHI aydiO3aluMCiB IiaHICTKA 3 METOIO
3’sICyBaHHSI pUC 1i BUKOHABCHKOIO CTUJIIO Y Pi3Hi mepioau TBOp-
YOCTi; y3arajJbHEHHsI MOTpeOye meparoriyHa AistibHicTb OJieHU
Iinenbc Ha Kadenpi KamMmepHOro aHcamo6;110 MoCKOBCHKOI KOHCEP-
BaTopii Ta My3UUYHOMY (hakyabTeTi MOpaBCbKOTO YHiBEpPCUTETY Y
yecbkomy MicTi OcTpaBa, 110 CHpUSITUME TMOJ0JaHHIO (hparMeH-
TapHOCTi Y COPUMHSATTI TBOPUOrO CMAAKy MUCTKMHIi, JTOIOMOXE
BiITBOPUTH ii XXMTTETBOPYICTb Y BCil ILIMPOTi Oro mposiBiB, 30a-
raTuTh (PaKTUYHUIL MaTepiayl 3 icTOpii BITYM3HSIHOTO (hopTerniaH-
HOI'0 BUKOHABCTBA KiHIsI XX CT., BAOKPEMUTDH IeBHi (pakTu fioro
BIUIMBY Ha PO3BUTOK MY3WYHOI KYJbTYPU iHILIMX KpaiH.
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METOJIAYHI 3ACAJIN €BPOITEMCHKOI
HIAHICTI/I‘IHQT HIAI'OTOBKN BUKOHABIIIB
AK MPOBIIHUI YNHHUK MY3UYHOI OCBITU
Y 3AXITHOYKPATIHCBKOMY PETTOHI

Memoto cmammi € éugueHHs NPOBIOHUX MemOOUHHUX 3acad ma nedazoeiu-
HUX HACMAHOB8 €8PONEUCbKOI NIAHICMUYHOI Ni02OMOBKU BUKOHABUIE SK NPOBGIO-
H020 YUHHUKA MY3UMHOI 0c8imu y 3aXiOHOyKpaincvkomy peeioni. Memodoaozin
bazyembcs Ha iHMePOUCUUNATHAPHOMY NIOX00i, WO 0aE MOMCAUBICMb GUBHAMU
npeomem 00CAIONCEHHS 8 KYAbMYPHO-ICHMOPUHHOMY, MY3UKO3HABYOMY, GUKO-
HABCbKOMY ma MemoouyHomy achekmax. Y pobomi 3acmoco8ano HU3KY Memo-
die, ceped AKUX NPOGIOHUMU €: MEOPemUMHULL, ICMOPUMHUL, AHAATMUYHULL
PempoCneKmuHUll, CMpYKmMypHO-cucmemHull ma komnapamuerui. Haykoegy
HOBU3HY pPOOOMU BU3HAYAIOMb NpIOpUMemU AHAAIZY 6NAUBY [HOUBIOYANbHUX
3000ymKie eudamHux npedcmaeHUKie €8ponelicbkoeo mMucmeymea Ha Qopmy-
BAHHA HAUIOHANBHOI mpaduyii y 2anysi gopmenianHoeo euKoHascmea Ui neoa-
202iKU ma OUiHKU 6HeCKy 3aXIOHOYKPAIHCOKUX NIaHICMie y MUcCmeuybke Jcumms
ma opmenianny nedazoeiky my3uuHoi oceimu y 3axiOHOYKpaiHCbKoMY pe2ioHi.
Bucnoexu. Cmanoenenns ¢hopmenianoi nedaeoeiku Ha 3aXiOHOYKPAIHCbKUX
3eMASAX N0 A3aHe HACAMNepeo 3 ABCMPIIICOKUMU MY3UKAHMAMU Ma Npeocmas-
HUKamu noabcbkoi gpopmeniannoi mpaduyii. Ilouunarouuce i3 gopm euxaa-
OaHHs @ apuCmMoKpamu4HOMY Ccepedosuui oceiteHux amamopie, gopmenianna
nedaeoeixa Kpaw Habysae opeanizo8anux npogeciinux gopm y opyeiil norosuHi
XIX cm. y eueasnoi wikin npu mogapucmeax, KOHcepeamopii ma HU3Ku npueam-
HUX MQA KOHUECIOHOBAHUX MY3UYHUX WIKIA PI3HO20 PIGHS, 8 AKUX Nepeeajicaroms
npedcmasHuxu noavcokoi wkoru (D. Illlonena — K. Mikyai) ma yeopcokoi
(D. Jlicm — JI. Mapek). Ilposedene docrioncenHs ceiouums npo 3HAYUMICHb
3000ymKie, HANPaur8ans Po3gUMKY ma NAIOH020 3AC80EHHS NPOGIOHUX HANDS-
MI8 €8DONELICbK020 NIaHizmMy y (DOpMYSaHHI hianicma — 6UKOHABUA ma neoa-
202a, W0 3HAX00UMb CBOE NEPeKOHAUBE GMINEHHA Y HUCAEHHUX NPUKAA0ax
opeanizayiinoi ma nedaeoeiyHoi OdisnbHocmi BUXIOUI6 pecioHy 6 HAlpIHOMA-
HIMHIWUUX 0cepedKkax My3uuHo20 npoghecionaniamy y ceimi.

Kuwrouoei caosa: ¢popmenianne mucmeumeo, mpaouyii egponeiicokoeo nia-
HiZMY, eponelicbka popmeniaHHa BUKOHABCHKA MPAdUYisi, PoOpmeniaHHa mMy3u4Ha
oceima 3axiOHOYKpaiHcbkoeo pe2iony, hopmenianna nedacoeika laruuunu.

© ®enuyn T. O., 2021
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Professor at the Department of Concertmastering of the Odessa National
A. V. Nezhdanova Academy of Music

Methodological foundations of European pianistic performer training
as a leading factor of education in the Western Ukrainian region

The purpose of the article is to study the leading methodological foundations
and pedagogical attitudes of the European pianistic training of performers
as a leading factor in music education in the Western Ukrainian region.
The scientific novelty of this work is determined by the priorities of analyzing
the influence of individual achievements of outstanding representatives of
European art on the formation of a national tradition in the field of piano
performance and pedagogy and assessing the contribution of Western Ukrainian
pianists to artistic life and piano pedagogy of music education in the Western
Ukrainian region. The methodology is based on an interdisciplinary approach,
it makes it possible to study the subject of research in the cultural-historical,
musicological, performing and methodological aspects. The work uses a
number of methods, among which the leading ones are: theoretical, historical,
analytical, retrospective, structural-systemic and comparative. Conclusions.
The formation of piano pedagogy in Western Ukraine is primarily associated
with Austrian musicians and representatives of the Polish piano tradition.
Beginning with the forms of teaching in the aristocratic environment of educated
amateurs, the piano pedagogy of the region acquired organized professional
forms in the second half of the 19th century in the form of schools at societies,
a conservatory and a number of private and concessional music schools of
various levels, in which representatives of the Polish school (F. Chopin —
K. Mikuli) and Hungarian (F. Liszt-L. Marek). The conducted research
testifies to the importance of achievements, developments in the development
and fruitful assimilation of the leading directions of European pianism in the
formation of a pianist-performer and teacher, finds its convincing embodiment
in numerous examples of organizational and pedagogical activities of natives
of the region in the most centers of musical professionalism in the world.

Key words: piano art, traditions of European pianism, European piano
performing tradition, piano education of the Western Ukrainian region, piano
pedagogy of Galicia.

AKTyaJbHiCTh Temu AoCHiLKeHHs. Cepel BEIMKOI KiIbKO-
CTi JOCHiIXeHb, TMPUCBIYEHUX BUBUEHHIO CYYaCHOI BiTUM3HSIHOI
OaraTopiBHEBOI CUCTeMHU (PaxOBOI IMiaHICTMYHOI OCBITH, OCOOJIM-
BOTO 3HAUCHHS HaOyBa€ BHCBITJIEHHS IEJaroriyHUX Halpalio-
BaHb IMTiaHICTMYHOI MiATOTOBKM Y 3aXiZIHOYKpPaiHCHKOMY PETiOHi.
IMosicHIOETBCS 1Ie pe3yibTaTaMM CHiBOpalli IPOBITHUX Medaro-
riB, sIKi 30araTUiX METOAWYHI 3acaiu BUKJIaAaHHsS (opTemiaHo y
perioHi 3m100yTKaMy MPOBIIHUX €BPOIEHCHKMX METOAUK, a TaKOX
HasBHICTIO €BPOITECHKOTO KOMITOHEHTY B YIOCKOHAJIEHHI ITiaHic-
TUYHOI OCBITM TNpeACTaBHMKAMM 3axiTHOYKpPaiHChKOTO pETiOHY.
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BignoBinHUM YMHOM 3MiHIOIOThCS i (DOPMU KOHLIEPTYBAHHS y OiK
npodecioHaizalii Ta MOCUJIEHHS 3HAUYEHHSI €BPOMNENMCHKUX Ilia-
HICTUYHUX TpaAuliil, WIIJbHICTh Ta SIKICHUM piBEeHb TacTPOJib-
HUX BMUCTYITiB 3apyOi>KHUX TiaHICTiB, a TaKOX BUXill My3WKAHTIB,
c(OpMOBaHUX Y JIOHI perioHaJbHMX OCEPEAKiB, Ha MiKHAapOIHUI
KOHILIEPTHO-BUKOHABCHKMI Ta IEAAroriYHuil piBeHb. 3HAKOBUM
SIBUILIEM L€l 100U € BUOKPEMJIEHHS HOBOIO CaMOOYTHBOIO YKpa-
IHCBKOIro BeKTOpY (popTemiaHHOI Tpaaullil perioHy Yy BUKOHABCTBI
Ta megaroriui, c¢)OpMOBAaHOIO y MOTYXXHOMY TOPHWJII MOMiKY/b-
TYPHUX MPOLECIB.

Buknan ocHoBHoro Marepiamy. @axoBa My3W4YHa OCBiTa i TIpPO-
deciitHi  ¢opMM  KOHLIEPTHOTO MY3MKYBaHHSI 3aximHoi YKpa-
iHu (QopMyBaaucsl Ha TACTaBi CKJAAAHOTO MOJIiKYJIbTYPHOIO
CUHTE3y, 110 3YMOBJICHO ICTOPMYHMMHU Ta ITIOJITUYHMMHU peali-
MM 1 XapaKTepoM MiXHalliOHaJbHUX 3B’S3KiB, NMpUTaMaHHUX
naHoMy periony. Ilepioa ii akTUBHOrO CTaHOBJIEHHS TIpUTIAaJa€E Ha
XIX cT. i 3HaMEHHMIA y4acTiO y LIMX Mpolecax BU3HAYHUX MOJIb-
CbKHUX, HIMELbKUX, YEChKUX, aBCTPIMChKUX, (DPaHIy3bKUX MY3U-
KaHTIB i KyJbTYpPHUX Ois4iB. «...y XIX cT. ...01Ibll iHTEeHCUBHUMU
CcTaBaJldi HaMaraHHs ITOKJIMKATH IO XUITSI 00’€qHaHHS, sKe O
iHTerpyBaio MpodeciiHUX MY3UKAHTIB Ta JIOOUTEIIB My3UUHOTO
MUCTELTBA, SIKi CIIUIbHO MO O myOJiyHO MY3UKYBaTH ... BOHHU,
TaK i 6araTo iHIIMX — IMPULKIKUX MY3UKAHTIB — 4acTO JaBajid Y
JIBBOBI COJIbHI KOHLIEPTH, Opaiy ydacTh Y KAMEPHUX BUKOHAHHSIX,
a TaKOX BUCTYIAIM K CONICTU 3 OpKecTpoM. Menepiu-Tamrioc,
Mouaprt, Jliminbcbkuii, Pykrabep, bamnu, Kecinep (TBopu sikoro
BUKOHYBaB HaBiTh @. Jlict, mo mepedyBaB y 1847 p. y JIbBOBI)
KOMIIOHYBaJIU MY3UKY, OyJM OpraHizaTopaMu MY3UUYHOTO XKMUTTS
Micrta Tomro», — 3asHadae JI. Masena [6, c. 35]. g GaraTthox
i3 HUX 3i JIbBOBOM OYB TOB’SI3aHUII TPUBAJIMIA i BaroMuil mepion
KUTTS Ta MiSUTBHOCTI, TIPOTSITOM SIKOTO BOHU TIPUBHOCUJIN Y MUC-
TeUbKUI 00pa3 perioHy 3400yTKM MPOBIIHUX MEAATOTiYHMUX KOH-
LIEMLii, 0COOIMBOCTI opraHizaiii i (yHKIIOHYBaHHSI KOJEKTUBIB,
CIIPUSIIM 3aTy4EHHIO y pernepTyap Oibll IIMPOKOro Kojia My3Uy-
HUX TBOPiB, CIPHUSUIM HaJAroJKeHHIO 3B’S3KiB i3 BU3HAYHUMM
€BPOINEUCHKUMU MUCTLISIMMU.

«...Matu y cBoiil ponuHi podeciitHNX My3UKaHTIB SIK y4yuTe-
JIiB i BUXOBaTeJliB MOJIOAIIOI TeHepallii, 0COOJMBO X MY3UKAHTIB
i3 BiIOMUM Ha BeCb CBiT iM’sIM (sIKMM OyB, HampuKJaj, Nozed
Enscaep um ®pann Kcasep MoliapT), 3BHYAfHO, BBaXKaJloCs
BEeJIbMU MPECTVMKHUM, 1l€ HE JIMIIE CBiIUWJIO TPO AOCTATOK i
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BiIMOBiAHUI CYCiIbHUI 111a0eJIb POAVHU, a i yKa3yBaJlo Ha iXHili
BUILYKaHUII cMakK. BinmoBigHo, i opraHiszaliisi TOCTUHHUX BUCTY-
MiB, 3aMpoIlIeHHsI BiZOMUX MY3UKAHTIB IO y4acTi B MUCTELbKUX
aK1isgx OyJI0 BaXKJIMBOIO CYCIJIBHOIO CIIPaBOIO», — JTOXOAUTh BUC-
HoBky Haranis Kosanb [3].

Cepen MuTiiB, sIKi Oynu Oing migBajivH (opMmyBaHHS (op-
TeniaHHoi Tpaauuii lanmuuunu, ciin HasBatn @panua Kcasepa
Mouapta Tta ypomxeHus bpatucinaBu (IIpecoypra) fAuna (Mora-
Heca) Pykrabepa — y4HiB BMAATHOTO aBCTPiiCBKOrO My3MKaHTa
YyeCchbKOro IOXOMKeHHsI, miaHicta Ta mnemarora M.H. TI'ymmens!
(1778—1837).

Hocnignuku xurresoro noiaxy ®.K. Mounapra Big3HayaoThb
MOro My3M4YHO-IENaroriyHy HisIbHIiCTh K TMpPOBiTHY. My3UKaHT
npautoBaB y lanmnuuni 3 1808 nol1838 p. Bin OyB 3ampoiieHuii
SIK yUUTeNb MY3UKW MoJjoniux aitei rpacda Bikropa baBopos-
cokoro (Baworowski) y c. Ilinkaminp (0inst Poratmna). Ili3Hiize
MpalioBaB y IUISIXETCHKUX IIOJBCBKUX poauHax: SfHileBcKix
(y ceni Capku PoratuHcbkoro 1nosity), [ToToukix, YapTopuiichkix,
Caner (y JIbBOBi), iMOBipHO, OyB KameJIbMaMCTPOM MiCLIEBOIO
TeaTrpy. 3a yac mepeOyBaHHS y JIbBOBI BiH JIMIEe 3pigKa BUIX-
IkaB g0 BimHsa Ta 3anbLOypra g0 poaMHM Ta Ha racTpoji €Bpo-
nefickkuMu Mictamu. Cepen HOro ydyeHWIlb CIil BUAUIUTH Tiia-
HICTKY, KOMIIO3UTOpa Ta MeLeHaTKy 6aponecy Omniro baponi don
Kasanbkabo — mogpyry P. Illymana. Ii ¢popremianHi KkoMmo3uitii
nyoaiKyBajio BUIaBHULTBO «bpaiiTtkond i I'epTiab» i3 Mo3UTUB-
HUMHM pPelLeH3isIMM y TOrovacHii mpeci [2].

Cepen nis4iB dopreniaHHoi negaroriku y laamunHi ocobaBe
micne 3aitmae M.K. Kecnep, miaHiCT-MeTOOUCT Ta KOMIIO3UTOP,
TBOpELIb AWJAKTUYHOI Ta BMKOHABCBHKOI JliTepaTypu, INeHaror,
OpraHi3aTop MHCTEIBKOTO XUTTSI, TIOCTaTh SKOTO JIMILIE MOODKHO
BUCBITJIIOEThCS ¥ HayKoBilt niteparypi. Mozed Kpictodp Kecnep,
JISUTbHICTb SIKOTO OyJia TIOB’si3aHa Hacammepen 3 ABCTPIliCBKOIO
iMIiepiero?. Imyum Bealif 3a MOKJIMKAHHSIM, BiH CTaB BUKJIagayeM
dopremiano. 13 1820 mo 1826 p. K meaaror i My3MKaHT MpalioBaB
y ponuHi [ToTonpkux y JIbBoBi Ta JlaHbIyTi, a y 1826 p. Tovamacs

! Vuug WM. TaitnHa (3 1795 p., SKMii TPUCBATUB HOMY CBOIO COHATY
s opreniano) ta B.A. Mouapra (1785—1787, Binenn). Cepen yuHiB
W.H. T'ymmens — ®. MeHaelbCOH.

2 Kecnep micnst mepebyBaHHs y BinHi, xuB y Bapiasi ta Bpecnay i mpo-
TsiroMm 20 pokiB y JIbBoBi. BiH Takox BukiagaB y Jlanacxyri. [loBepHyBcs
no Binnst B 1855 p., ne momep y 1872 p.
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MOro MocjaifoBHA MeaaroriyHa JisuibHicTb y BigHi (mo 1829 p.),
Bapiagi (1829—1830 pp.) Ta Bpoiuasi (bpecnay, 1930—1935 pp.).
I3 1935 p. BiH xuB nonepeMiHHO y BinHi Ta JIbBOBI.

HisnbHICTh aBCTPiACHKMX TMeaaroriB-miaHicTiB Ha ByKoBuHi
IMOB’sI3aHa 3 MAarHaTChbKUMHU POAWHAMM, KYAHW iX 3ampolIyioTh
dK JomallHix yuutesiB. Cepen mnepliuMx IPUBATHUX Ieaaro-
riB ¢opreniaHo Ha bykoBuHi Bimomi imMmeHa Kynnum (Kunna),
Kouebincbkoro, IImyTtuepa (Schmutzer), Etrrepiae, Anenbcoep-
repa (Adelsberger), bipHaubkoro® [5, c. 17]. Po3sutok ¢op-
TeMiaHHOTO MY3MKyBaHHS OyB TMOB’SI3aHUMI 3 €KOHOMiIYHUMM
pedopMaMM Ta NMPU3HAYEHHSIM Yy PETioH Ha JIepxKaBHi Mocaiu
aBCTPIMCHKMX CyXO00BLiB Ha mouyaTky XIX cr. I3 mepmmx
pokiB npuenHaHHs BykoBuHUM mo ABCTpii MiclieBa Biaga CTBO-
puja CIpUSTAUBI YMOBU IJisl MiepecesieHIiB 3 Pi3HUX PEeTioHiB i
JiepXaB, 30KpeMa LeHTpaJibHUX MPOBiHLiM ABcTpii, ['annunHu,
TpaucineBanii, Himewunnu, Pocii Tomo* «I3 ywacom y Yep-
HIBLSIX 3’ABIISIIOTHCS IiaHIHO Pi3HMX BUIIB: CHiHET, yembalo,
MmiaHiHO 3 6 uM 7 memaasMu, sIKe HACJIiAyBajo 3BydyaHHs Oara-
THOX iIHCTPYMEHTIB, 30KpeMa KjaBecuHa, (icrapMoHii TOLIO...
Ti YMHOBHUKMU, XTO IPUILKIXKAB IO MICTa y CIY:KOOBMX CIIpa-
Bax i3 3aXiAHUX MPOBiHIIii, 000B’SI3KOBO MpUBO3WIN Y YepHiB1i
cBoi miaHiHO» [5, c. 18].

HeBnoBsi B perioHi cchopmyBaiacsl KyJabTypa CalOHHOTO MYy3U-
KyBaHHS 3a yyacTio ¢dopTeniaHo. 30KpeMa, LIEHTPOM MY3UYHOIO
SKUTTS MicTa ctae niM ropucta Kapia Pirrepa Ymnayda dpon @pan-
kBena (Johann Karl Umlauff, Ritter von Frankwell (1796—1861)),
ypomkeHHs: Meiipi-IIIboHnOepra, skuii nepedyBaB y perioHi Ha
Mmocaji MiCbKOTo i KpaiiOBOTO Ipe3uIeHTa.

Benukorwo wmiporo ioro 3ycwuisimu y 1840-x pokax HeomHOpa-
30B0 A0 YepHiBLiB 3ampollyBaIMCId 3HaHi My3UKaAHTU-BUKOHAaBILI
3i JIbBoBa: Jleomonba ¢don Maiiep, IrHaciii Temecko, PpaHI
Ockap Koaw6epr (yuutens Kaponss Mikyami). [ToctynoBo B perioHi
OyJ10 3aKJafeHO TpaAuliili KOHLIEPTHOro (popTeniaHHOTO BUKO-
HaBCTBa 3 NporpaMaMM TBOPiB MPOBITHUX EBPOIEHUCHKUX KOM-
NI03UTOPIB, TOB’si3aHOro 3 iMeHammu Konomaceka (Konopasek),
Horanna PosiHcbkoro, Ckana i AHToHiHa bopkoBcbkux (Anton

3 TlpizBuia ¢irypyoTh y JOKyMeHTax 0e3 iHilliamiB.

4 TlepeceneHIsIM HalaBajy TEeBHI MiJIbTY: BOHM 3BUTbHsTACS Ha 50 poKiB
Bin pexpyrumHu, Ha 10 pokiB — Bim MOJATKiB, OTPUMYBaIM (piHAHCOBY
JIOTIOMOTY 3 OOKY ep>KaBH.
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Borkowski), ®panmna Kcaepa Knamma (Franz Xaver Knapp),
Kapma Xepamenrepa (Karl Herdmenger) [1, c. 3—6].

He meH1n Baromoro 1151 po3BUTKY (opTerniaHHOro MUCTelTBa
Kpaw cTrajia mnegaroriyHa AisuibHicTh A. I'pximani B YepHiBLSIX.
Mucteup BiB y My3WYHill IIKOJI Kjaacu (OPTEIiaHO, a TaKOX
CKPMIIKM, CIiBY i rapMOHIii, OCTaHHI POKM CBOIO XHUTTS Ipxi-
MaJli yCIIIIHO BUKJagaB My3uKy B UepHiBELIbKOMY YHiBEpCHUTETI.
My31uKaHT KOHLIEPTYBaB, BUCTYIIAB K AUPUTEHT, My3SUYHUIA KPU-
TMK Ta KOMII03uTOp. Moro TBopu 3By4aiu 3i cueH JIbBoBa, BigH:,
IIparu Ta iH.

I3 YepHiBLISIMU TiCHO TMOB’s13aHa Pi3HOIUIAHOBA MY3UYHO-MUC-
TelubKa JisJIbHICTh YpoOIXXeHLs1 unboro wmicrta Kaponss Mikynmi
(y YepHniBusgx Kaponab Mikyni 3 1848 mo 1857 p.) Ta fioro yuHs i
CHHa 4YepHiBellbkoro opraHicta Jlrogsika Mapeka. O6uasa mMy3u-
KaHTU TIOCTaJld OpraHi3aTopaMu KJIIOYOBHX OCBITHiIX OCEpEeKiB,
JOJIYYUIUCS 10 TAMOOKMX SIKICHMX 3MiH Yy HOpMax ILUIeKaHHS
IHCTpyMeHTaJbHOTO (Hacammnepesa (opTeniaHHOro) BMKOHABCTBA
CBOTO Yacy

KoxeH i3 Ha3zBaHuX Aisg4iB, IMPUOYBIIM B PErioH 3 YXUTKO-
BOIO II€IArorivyHoI0 METOI0, BKJIIOYABCS Y IIUPOKiI MUCTELIbKI IIPO-
1Iecu Kpalo, CTal0uM OpPraHizaTopoM CHiJIbHO-KYJIBTYPHOIO KUTTS,
3aIMPOBAIKYIOUM HOBi (DOPMU KOHLEPTYBaHHS, CIPUSIOUU CITiB-
npaui npodecioHaaiB Ta aMaToOpiB, BKJIIOUAIOYUCh Yy CTBOPEHHS
OoCepeKiB My3MYHOI OCBITM 3 KOMIUIEKCOM IMCLMILIIH, HeoOXi-
HUX 1J1s1 (popMyBaHHSI Pi3HOOIYHOrO Ta BUCOKOOCBIUEHOIO MY3U-
KaHTa-iHTepIpeTaTopa.

CraHOBJIEHHSI, PO3BUTOK i TpodecioHanizalisgs ¢opTemniaH-
HO1 KOHIIEPTHO-BMKOHABCHKOI MAisNIbHOCTI y TaJuyuHi T1OB’S-
3aHi 3 JisibHiCTIO Kapoas Mikyai K apTUCTUYHOTO OUPEKTOpa
laauipKoro My3mYHOTO TOBApMCTBA Ta KEepiBHUKA KOHCEPBATO-
pii mpu HboMy (1858—1887 pp.), 3 SIKMM IIOB’SI3aHE BiIKPUTTS
BUKJIAJAaHHS Y LIbOMY 3aKkiaai ¢opTemniaHo 3TigHO 3 METOAWY-
Humu npuHuunamu @. IlloneHa. ¥ cucremy o00B’SI3KOBUX JHC-
LMIUTIH BXOAWIM TapMOHisl, BUBYEHHS MY3WYHUX (DOPM, KOH-
TPaMyHKTY, KOMIIO3ULIii, Teopii My3uKu, Teopii putmy. 3akian
JaBaB TMeAaroriyHy creuiaiizalilo Ta MaB BUIIUNA KOHLEPTHUIMA
KypcC HaBYaHHSI (aHaAJOT BUKOHABCHKOI aclipaHTypH), SIKUM BOJIO-
Jid Aajeko He Bci My3uuHi Bulli. Kypc HaByaHHs ¢opreniaHo
MaB TpU DiBHi: eJleMEeHTapHUl, CepelHiii Ta BUILWI, BiAMNOBIAHO
1+3+1 poku HaBYaHHS. 3aBASKU aKTUBHiA MO3M1il ApTUCTUYHOTO
JUPEKTOopa Ta BIAMOBIAHO 10 NiOpaHOro BUKJIAAALILKOIO CKJamy
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(saxuii chopmyBaBcsi nepeBaxkHo 3 yuHiB K. Mikyni) gopremni-
aHO HaOyJI0 B perioHi 3HAYHOI MOMYJSIPHOCTi, MepeBaXKUBIIU 3a
MacltabaMu HabOpy BCi iHILI iHCTPYMEHTH. Y MpoLeci icCHyBaHHS
3aKjaja HaOyB BJacHE MPUMIILIEHHS 3 SIKiCHO YCTaTKOBaHUM KOH-
LIEPTHUM 3aJI0M, HaJaroiuB crHiBmpaio 3 dipmoro Bosendorfer.
I3 gisinbHiCTIO 3aKiiany MOB’s3aHi iMeHa BUXiAUs 3 byKoBUHU uexa
Jronsika Mapeka — yuns K. Mikyni Ta ®@. Jlicta, SKuii 040I1B
BJIaCHY IIKOJY (opTemiaHHOI I'pM Ha 3acajaX aHTAarOHiCTUYHMX
yCTaHOBKAaM JIbBIBCbKOI0 HacTaBHUKA, ['eHpuka Meblepa — y4Hs
Pynonbda IlTpodns y Bapiuasi (iiMmoBipHO, Takox OJekcaHapa
MixanoBcbKoro), 1o 6paB KoHcyiabTallii y Teomopa Jlemeruiis-
Koro, Ta yecbkoro negarora Binema Kypua, sskuii 3nilicCHUB Baro-
MU BHECOK Yy (hOpMyBaHHSI YKpaiHCBhKOI, TMOJbChKOI Ta YE€ChKOI
MiaHICTUIHUX 1K

ITapanenbsHO 3 KOHCEPBATOPI€IO po3ropTanacs MisNIbHICTb YMC-
JIEHHUX MY3WUYHUX IIKiJI Pi3HOTO PiBHS, 30KpeMa Creliali3oBaHuX
OTHOIPOMIILHUX MK (POpTEeIliaHHOI Ipyd, CUCTEeMa HaBYaHHS
SKUX BUXOIWJIA JAjleKO 3a MeXi cepeldHiX 3akjaiiB Juisl Miaro-
TOBKM MY3MKaHTiB-aMaTopiB: 1Koja K. Mikysi, My3u4yHa IIKoJja
(3 1908 p. — JIbBiBCHbKMIT My3UUHUI JIilI€H i3 BUILIMM KOHLICPTHUM
KypCcOM Ta 6-piyHUM TepMiHOM HaBYaHHS (10 2 POKM Ha eJIeMeH-
TapHOMY, CEpPeIHLOMY i BUILIOMY Kypcax)), 1Koau M. Beneliy-
KoBoi, Buima my3muyna mkona H. Iumincekoi, Buima my3udyna
mkona iM. 1. @pingmana, Bumia Mysnyna mkojga A. CrapkoBoi-
Bebep, Micbkuii my3nunuii iHctutyT JI. BapaHoBchkoro, Buiuit
My3uuHMii 3akiag M. Paiicc, ITpuBaTHMIT JBBIBCbKUIM MYy3UYHMIA
inctutyT P. ®@immepa tomro. Jupekropom mkomm K. Mikyoi mmpa-
L[IOBaB OJIMCKY4YUl TiaHicT eBponeichbkoi cinaBu C. AcKeHase.

HosiTHiM siBullieM (opTerniaHHOI TeJaroriku perioHy crajo
3acHyBaHHs1 Yy 1902 p. JIbBiBCbKOI MY3MUYHOI KOHCEpBaTopii
iM. K. IITnmMaHOBCHKOTO (IMOYaTKOBi Ha3BU «MY3UUHUIA iHCTUTYT» —
no 1905 p. ta «JIbBiBCbKMiIT My3UUHUI iHCTUTYT» — mo 1931 p.).
Konuenuist 3aknagy Oyna cgopmoBaHa TIiegaroraMu-MeTOAM-
cTaMu, SIKi BUBYAIM COpaBy MY3UYHOI OCBiTM B AHIJii, MpaHii,
IIBeitapii Ta CILLA: yuenuuero 1. ®pingmana i T. JlemeTHIIBKOTO
A. HemeHnrtoBcbkoto Ta M. BesnelykoBow — BJIACHUILICID MY3WY-
Hoi mkoiu Ta Jjineto. Kype dopremiado y 3aknani cTaHOBUB TpU
PiBHi: MiArOTOBYMI, BOCBMUPIYHUI OCHOBHMIA KypcC (IiATrOTOB-
yuit — 3 pOKU, HUXYUI — 2 POKM, BUILLIMIA — 3 POKU) Ta KOHLIEPT-
HUM Kypcu. BukinagaubKuid ckjiaa MpeacTaBisiB METOAWYHI MPUH-
munu T. JlemeTrunbkoro, MeHIow Mipoo — O. MixaaoBCEKOro
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ta E. Ilerpi. BaxuyuBuM HampsiMOM [isUTbHOCTI 3akjagy OyJio
3acHyBaHHA y 1910 p. «My3u4HOi BUMTEIBCHKOI CEMiHapii» — mija-
pO3IiTy TMPAKTUYHOTO OITAHYBAaHHS TIEIAroTiYHOI MaMCTEepHOCTI
(CBOEpPIMHOI IIKOIM TIeAAroTiyHOi TIpakTuKM) 3 DpebiIiBChKOI0
LIKOJIOKO ISl TOLIKUIBHAT MPU Hiid.

Yex 3a noxomkeHHsM Jlwasik (Jwoasir, JIyic) Mapek (Ludwik
Marek, 1837, Tepuomias — 1893, JIbBiB) OyB CMHOM BIaCHMKa
npuBaTHOI My3m4yHOi 1mKkonu Moseda Mapeka, 1o Oyjaa 3acHO-
BaHa y JIbBoBi B 1840-x pokax, uieHa [aauLbKOro My3W4HOIO
ToBapuctBa. ¥ Bili 10 Ta 13 pokiB 3i 3HAYHUM YCITiXOM BimOy-
JIMcs oro myOJliyHi BUCTYNU (BAPYre — 3 BUKOHAHHSIM KOHLEPTY
K.M. Beb6epa nist popreniaHo 3 OpKeCTpOM).

I'py Ha ¢opTeniaHo I0OHMI MiaHICT YAOCKOHAaJIOBaB IIiJ Mpo-
BonoM Iemnedpanpa (yuns K. Mikyni) i MinaHa, mpoTsirom aBox
POKiB HajiexaB 0 MOTyxXHoro nepeaiky y4yHiB K. Mikyni (min
TIPOBOZOM SIKOTO OITAHOBYBaB (hOpTeMiaHO, TEOpil0 Ta KOMIIO-
3UIIiI0), MOPSA i3 TaKMMM BMKOHaBLSIMU, K Pymonbd IlIBapi,
Payne Kowanbcwrkuit, Mopitr Pozenrtans, @panmimek Hoiiraysep,
CranicnaB HeBsamoMmcbkuit, Bmagucnap BiieassumHCbKUM Ta iH.

Jlo BedeHHSI HaBYaHHS y CBOIM (popTemiaHHii 1Ko JIIoaBik
Mapek 3ampolilyBaB HalKpallux MeaaroriB, cepen sikux — Teomop
INonnak, BUAaTHUI yecbKUil miaHicT i koMmosutop. Y 1893 p.
micast cMmepti kepiBHuKa T. IMomtak oyonus fioro mkomay (y wei
repios BAACHULEIO 3aKjany Oyja BAOBa MiaHicTa), 4YaCcTO BUCTY-
MaloyM B MICTi 3 KOHIEPTHUMHU TIporpaMaMM, Oe3nepedHUMM
Oyau i #ioro memaroriuHi gocsrHeHHs. Y 1902 p. BiaKpuUB CBOIO
BJIACHY 1LIKOJY, SIKy o4yojoBaB 10 1914 p. BapTo Big3HaYuTH, 110
B 1910—1914 pp. y knaci T. Tlonanaka HaBYaBCs JIbBIBCbKUIA TTia-
HicT-BipTyo3 3i cBiToBUM iM’siM CtedaH AckeHasze. CBo€l uep-
TO10, MOJIOAW TiaHiCT MPOXOBXMB HaBYaHHS B yuHsd . Jlicta —
E. 3ayepa, miaTBepAMBIIM TUM CaMUM CIIQAKOEMHICTb TpaauiIil.

Jlexuii 3 ictopii My3uku y umkodni JlionBika Mapeka, a 3ro-
aoM (i3 1902 mo 1914 p.) y mikoni I OTTaBoBOi YMTaB 1l OAUH
yueHb K. Mikyni — CranicnaB HeBsamomMchbKuii, ofuH 3 iHilli-
aTtopiB nepuoro Bcemonbchkoro 3’i3my My3uKaHTiB y JIbBOBI,
npuypoyeHoro g0 100-pivyug 31 gHa HapomxkeHHs @. Illomena
(23.10.1910), a 3 1927 p. — KepiBHUK My3UYHOTO iHCTUTYTY
iM. A. Tpymsiacekoro y Bapmasi. IIIkony JI. Mapeka 3akiHUMIO0
bOarato My3UMKaHTIB, cepel SIKUX Taki Bigomi miaHictu, gk Ilerep
Hoinbe, Mapist AnenbMaH-Ma€eBCchbKa (3rogoM TaKoX CTajla yde-
Huneo ®. Jlicra), INaynmina Jisxuep, KoHcTtaHtun TxypHIiUKWiA,
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AnHa Konomnansupka, Tibopr-ITantinrep, Paynp Kodanbchkuid,
I'enena OTTaBoBa Ta iH.

I'enpuk Menbuep-IllaBinceknii (Henryk Melcer-Szczawinski,
1869—1928) — miaHicT, KOMIIO3UTOp Ta IeAaror, 3akiHuuMB Bap-
LIIaBChKY KOHCepBaTopito (kinac ¢opreniano Pymonnda IITpobis
i knac komnoauiii 3irmyHaa HockoBcbkoro) ta BapiiaBcbkuit
yHiBepcuTeT siIK MaremaTuk (1892—1894 pp.). CBolo miaHiCTUUHY
MaMCTEpHICTh YIOCKOHAJIOBAB I1if KepiBHULTBOM Teomopa Jleme-
tuibkoro y BigHi’. Y 1879—1914 pp. I'. Menbuep nepioguyHo
npaiutoBaB MpodecopoM KoHcepBaTopii ['anuibkoro My3uuyHOro
toBapucTBa (y 1896—1898 ta 1902—1903 pp.) Ta apTUCTUYHUM
JupekTopoM My3uuHoi wkoau I'. OraBoBoi y JIbBoBi (3 1907 p. —
JIODKIKAIOUUM TTpodecopoM (opTemniaHo i apTUCTUYHUM AUPEK-
topoMm ko M. Ilumiacekoi Ta C. Kacmapek) [4, ¢. 63—65].

OnuH i3 HalsicKpaBillMX YYHiB CJIaBEeTHOIO TliaHicTa i megarora
I'. Menbuepa — Meuucaas I'opmoscbkmii (Mieczyslaw Horszowski,
1892—1993). Ilepuioro i#oro HacraBHuueio cranma matu (Rose
Jeanne Horszowska), yyenuus K. Mikyni. Moro Bukiamauyamu
B KoHcepsaropii I'anmuupbkoro My3uuHoro ToBapucta y JIbBOBI
Oynu: mo kjacy ¢opremiaHo — I'eHpuk Menbuep-IllaBiHCchKuUiA,
3 TEOPETUYHUX AUCUUILTIH — MeuncnaB Contuc, 3 KOMIO3ULIIT —
CranicnaB HeBsimoMchbKuid.

[Tianictka i megaror I'enena OtraBoBa (1874—1948) Hapoau-
Jtacs y JIbBOBi, LUISIX y hopTeniaHHe BUKOHABCTBO MoYajia y My3uy-
Hi#t mkodi JI. Mapeka (y my6aigdHOMY BUCTYIT 22 XOBTHS 1886 p.
Ha Be4yopi YYHiB HOro KJjacy y ii BAKOHAHHi Mpo3Bydaiu «Autsdi
cuenn» P. Illymana ta «Comoseit» A. Ansi6’ea — . Jlicra),
TIPOJOBXMBIIN BIOCKOHAJICHHS MaMCTepHOCTI y KOHCepBaTopil
lamunpekoro mysmuyHoro toBapuctBa (kKimac I'. Menbuepa) Ta y
IMapuxi (knac 2K. CToiioBCHKOTO).

VY 1902 p. BoHa nepeifHsIa KOHIIECIIO HAa BEAEHHS HaBYAJIbHOTO
3aksany Bim moHbku JI. Mapeka, onepHoi ciiBauku Mapek-OHUILI-
KeBMY, 3MIHMUBIIM CKJIaJ BUKJIagadiB (opTerniaHo Ha BUITYCK-
HUKIB i1 KOHCepBaTOpchbKoro HactaBHuka I'. Menblepa i o4o-
JIMBIIM BWHSITKOBO YCITILIHMI i TIPOTpeCHBHUIA 3aKian 10 1926 p.
Came I'. Menbliep cTaB BUKJIaaayeM BMIIIOTO KOHIIEPTHOTO Kypcy
dopremiano Ta TOTKIKAIOYMM MUCTEIIEKUM KEPiBHUKOM IIKOJIA

> BukinamaB 'y koHcepBatopisix [embcinrgopca (1896), JlpBoBa
(1896—1899), Jlomsi (1899—1903), Bimua (1903—1906), Bapirasu
(1918—1927, 3 1922 — pupexrtop). Y 1908—1909 pp. ouonoBas Bapias-
ChKMI1 (biTapMOHIUHUIT OPKECTP.
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I'. OrraBoBoi (BinTomi 1ikona HazuBaacs Koncesionowana Szkola
Muzyczna Heleny Ottavovej, 3Haxoauiacst 3a agpecolo: ByJI. Tea-
TpajibHa, 16).

TpuBanuii yac cniBnpatoBas 3i 1kojow JI. Mapeka y JIbBoBi
Oyckyumii BapiiaBcbkuit miaHicT FOzep Caisincoruii (1865—1930),
BUXOBaHellb KJjaciB npogecopa Pynonbsda Itpodss y Bapiuas-
cbKili KoHcepBatopii, T. Jlemerunskoro y Bigni (1885—1887 pp.)
Ta A. PyGiniureiiHa y IlerepOyp3i. My3uKaHT mpaiioBaB T. 3B.
JOLKIXalouuM MpodecopoM, Oaryd 1iKaBi COJIbHI MHporpaMu
y JIbBOBI, a Mi3Hillle oOYOoJIOBaB KOHcepBaTtopii Puru, MitaBu
(1910—1914 pp.) i CapatoBa (y 1914—1918 pp. — nupekTop i npo-
(ecop dopreniaHo i nupuryBaHHsi CapaTOBCbKOI KOHCEPBATOPii),
BiB miaHicTMuHi knacu y PoctoBi-Ha-IloHy, BenukomnojbCbKiii
MY3W4Hi#t mkoi y ITo3HaHi.

Binem Kypu (1872—1945) — onuH i3 KopudeiB JbBiBCbKO1 (pop-
TeMiaHHOI IIKOJM — 3aillHSIB TOYECHE Miclle i B €BPOMENCHKIil
nenaroriti. [TegaroriyHa npaus yecbkoro miaHicta y JIbBOBi oxori-
moe nepion 1898—1919 pp. Ha nmocani npogecopa KoHcepBaToOpii
laauipKoro My3uyHOTO TOBapMCTBA.

Cepen 10ro HalliCTOTHIIIIMX TOCSITHEHb — YBEACHHS Y HABYAJIbHY
nporpaMy miaHictiB KoHcepBaTopii 'MT Kypcy nenaroriku, nega-
roriyHoi npaxktuku. I3 ioro inimiatuBu y 1911—1912 pp. 3amnpo-
Ba’KEHO TaKOX i KOHLEPTHMH KypcC, € BiH BMKJIAZaB pa3oM i3
M. 3agoporo, o4YOJIIOBaB MeAaroriyHuid iHCIeKTopaT (opTemiaH-
Horo (hakyJabTeTy, MPOBaAUB KypcH 3 (hopTeIiaHHOI Meaaroriku ta
(opteniano ancambito. Bukianas y ¢inii koncepsaTtopii I[IMT y
BinHi, keposaniit C. HeBsimoMcbkum y 1915 p.

3 icTopuyHOi MepcrnekTUBY MOXHA KOHCTaTyBaTH: Tejarorika
npodecopa Kypiia mana BeJIMKUI BIUIMB Ha AisIbHICTH (opre-
niaHHoro (akyJjabTeTy i pO3BUTOK Cy4aCHOrO BMKOHABCTBA, Bifo-
Opaxajla MOporpecUBHUII HampsM Yy QdopTeliaHHii Ienaroriii
XX cr. IlemaroriyHy JIiHil0 HacTaBHMKa IIPOIOBXUB i PO3BUHYB
Apryp I'epmenin: BukiagaB dopreniaHO (BUILMI Ta KOHLEPTHUIA
Kypcu) y koHcepsaropii I'MT (1930—1939 pp.), KoHcepBaTopii
iM. K. IllmmanoBcbkoro y JIbBoBi (1934—1936 pp.), OyB moreH-
ToM Kadenpu ¢opreniano JIbBIBCHKOI Jep:KaBHOI KOHCepBaTopil
iMm. M.B. JIucenka (1941 p.).

IO. KperoBnu mpairioBajia acCTEHTKOIO CBOTO HAacTaBHUKA, a
MOTiM BUKJanana ¢opTerniaHo Ha HUXYUX Kypcax KOHCepBaTopii
I'MT (mo 1939 p.), Bena xiacu 3arajbHOTO popremiano y JIJIK
(1944—1947 pp.) Ta CCMIII im. C. KpywenbHuiibkoi (3 1947 p.),
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Oyna KOHLEpTMelcTepoM B ornepHoMy TeaTpi. I. AJBTKOpH-
Jliciuka Bkiamana ¢opTeniaHo Ha HUXYUX Kypcax KOHcepBaTopil
I'MT (1921—1939 pp.), 3aranbHe dopreniaHo y JIJIK (1940—1942,
1944—1946 pp.) Ta B My3UYHOMY YUMJIMILL.

IToctatb M. 3agopu y KOHTEKCTi €BpOIEMCHKOrO Ta amepu-
KaHCbKOTO IliaHi3My € 11iKaBOl0, HEOPAMWHApHOI i MaJlOBUMBYE-
HOIO. YCIM CBOIM XMTTSIM, TBOPYICTIO Ta MisJIbHICTIO BiH JI€MOH-
CTpyBaB IOJIKYJIbTYPHUI KOHTEKCT IiaHICTUYHMX Tpaaulliid, Ha
rnepexpecti IKMX (opMyBaBcs Horo iHAUBiAyanbHUN CcTUb. [1pu-
BaOJIMBICTh 1i€l OCOOUCTOCTI MOJISITa€ y MOro 3B’sI3KaXx i3 rajiulib-
KOIO ITiaHiCTUYHOIO TpaguIli€lo 3aBOsIKM IIpalli y JIbBIBChKill KOH-
cepBaTopii 'aIMIIbKOro My3MYHOIO TOBAPUCTBA Yy TIEPioa HE JIUILIE
il HaliBMILIOTO PO3KBIiTY, a i aKTMBHOTO (PYHKIIOHYBaHHSI chop-
MOBaHOI cucTeMu (opTeniaHHOI OCBITU Pi3HUX PiBHIB K Y MOJIb-
CbKMX, TaK i B YKpaiHCbKMX MY3UYHUX OCepeaKax, iHTEHCUBHOCTI
racTpoJIbHO-KOHIIEPTHOTO XUTTS MiCTa i Kpalo.

IMianict, mnemaror, kommo3utop Mixaem (Mixamx) 3amopa
(Zadora, xommosutopchkuii riceBaoniM — IT’erpo Amarnic, Pietro
Amadis) 14.06.1882, Hero-HMopk — 30.06.1946, Tam xe) Hapoauscs
B Hrlo-MopKy y ponuHi MOJBbCHKUX apMCTOKPATiB, OCBITY OTpH-
MyBaB y €Bporni. CroyaTKy BYMBCS IpaTd Ha (DOPTEMiaHO y CBOIO
0aTbKa, a B CIMHAILSITh POKiB HOCTYIUB Y I1apu3bKy KOHCEpBaTOPilO
(3 1899 p.). Ak mianicT ynockoHamoBaBcs B Teomopa Jlemeruiib-
koro y Binmni, a 3romom — y Kiingsopt-IllapBeHKi, y KOHcepBa-
Topii B bepaini i My3uuniii akagemii (Hochschule der musik und
darstellende Kunst) y I'enpixa bapra (y sikoro HaBuaaucst ApTyp
Py6inmreitn, I'enpix Heiirays, Tapac Illyxesuu). Lleit BupaTHUiA
HIMELBKMIA MY3MKaHT 1 Ie1aror IpOTSATOM TPUBAJIOTO TIEPIOLy
BUCTYMaB 3i ckpunaaem Moxedom MoaxiMOM, y4aCHUKOM OITHOTO 3
HalicJaBeTHIlIMX KBapTeTiB CBOro yacy, npyroM KMoraHHeca bpamca.
Kapn Bapt 0yB Takox HactaBHUKOM Aptypa PyOiHiureiiHa ta I'eH-
pixa Heiiray3a. 3a coramamu octaHHbOro, «bapt OyB cuBHii, 3rop-
OJIeHWIA [iAyraH BEJIMYE3HOrO 3pOCTy 3 TOJYyOMMU BOOSSHUCTUMU
ourMa, OpaMCiBChKOIO OOPOJ0I0 — SIKHAMCTPOTiIoro BUMISIAy. Mu,
YUHi, oro ayxe 0OsUIMCh... 3a BCi€l MoBaru, sIKy HaBitoBaB Ham bapt
(ue Oyna Bce X Taku pirypa, Iel0 Haa3BUYANHO LiiJlicHe i BU3HA-
yeHe, JIIOIMHA, 1110 BUTIPOMiHIOBajIa BCiMa MOpaMu TOM AyX HiMellb-
KOI MOPSITHOCTI, YCBiIOMJIEHHSI OOOB’SI3KY i T. A., Mepel SIKOK He
MOHa OYyJIO He CKMHYTM Karlejtoxa), MU BCE XX TaKM 4acTo Kycasau
ryou, TUBJISIYMCH HA HBOTO i ClTyxalouM Moro MipkyBaHHs. BiH cTa-
BuBcs 10 Jlicta — He JMile 10 KOMIIO3UTOpa, ajie i miadicra (1) —
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3i 3HEBAXXJIMBOIO ipOHi€l0 (ITOTall yBaXkalouu Moro rnepeBakHO IUTY-
KapeMm); 10 BarHepa — 3a BuHsSITKOM Meistersinger’iB — ayxe XoJo-
HOKPOBHO; 10 HOBOi My3uKu: Majepa, Illtpayca, Perepa, Jle6rocci,
CkpsibiHa — abcoNOTHO HeraTMBHO. BiH, BoueBumb, yBaxkaB, 1O
MY3HKa, «CIIpaBXHsI My3uKa», 3aKiHuwiIacsa bpamMcoMm, a crpaBxXHE
BUKOHABCbKE MMCTELITBO 3aKiHYMJIOCS 3HOBY X Taku 3 bpamcom,
HMoaxiMoM Ta itoro KBapTeToM (IIpO SIKUI BiH, 1Ieil CTpalllHyBaTUiA
CTporI/H‘/’I HiMelb SKOCh OIOBiaB MEHi 3i ciibo3amMu Ha ouax). Cyuac-
HUX MiaHICTIB, BpaXkarouux BlpTyOBlB i3 BugatiuM Depydyo Byszoni
Ha YoJli BiH SIBHO HE MOBaXaB i HEJIO0OLiHIOBaB» [7 c. 26—27].

3acHyBaHHS Buiioro mysuyHoro iHctutyTy iM. M. JIuceHka y
JIbBOBI, a 3roJoM ioro ¢ijiii y YUCIEHHUX perioHax 3HaMeHYBaJIO
MPUHLKUIIOBO HOBUM piBeHb Mpo(deciiiHOi MiArOTOBKM BUKOHAB-
LiB-TTiaHICTiB B yKpaiHchKii rpomani I'ammyunu. Ilpodecionanizm
(hopTemiaHHOI OCBITM B YKPAiHCHKUX OCepelKaX MY3UUHOI OCBITH
laauyuHu BUSIBUBCS HacaMmrmepen Y KOMIUIEKTYBaHHi Memaroriy-
Horo ckianay Bumioro mysuunoro iHcruryry iMm. M. Jlucenka ta
ioro ¢iniii. Moro ocCHOBY CTaHOBWJIM BMITyCKHUKU BigeHCBHKOI
aKajneMii My3M4HOTro Ta BiITBOPYOTO MUCTELITBA.

BucnoBku. CtaHoBNeHHS (opTeniaHHOI MeJaroriku Ha 3axiji-
HOYKPaAlHChbKUX 3€MJISIX TOB’sI3aHE HacaMIepen 3 aBCTPiiCbKUMU
MY3UMKaHTaMM Ta TpeACTaBHUKAMU MOJbCbKOI (hopTerniaHHOI Tpa-
muiii. [TounHalouncs i3 GopM BUKIIAHaHHS Y apUCTOKPAaTUIHOMY
CepeJoBUILI OCBIUEHMX aMaTopiB, popTemiaHHA Iegarorika Kparo
HaOyBa€ OpraHizoBaHUX TpodeciiiHuX (GopM y ApYTiii MOJOBUHI
XIX cT. y BUIIsAi WIKiJT MpU TOBapucTBax, KoHcepBaropii 'MT
Ta HU3KM MPUBATHUX Ta KOHIIECIOHOBAHUX MY3UYHMX IIKiJIT pi3-
HOTO PiBHSI, B SIKMX ME€peBaxkaloTh NPEACTaBHUKM IMOJIbCHKOI JIiHil
(®. lonena — K. Mikyni) Ta yropcbkoi (®@. Jlict — JI. Mapek).

IToyaTtoxk XX CT. 3HAMEHYETHCS HASIBHICTIO pOo30YyI0BaHOI MepexKi
yCTaJICHNMX Ta eKCIepUMEHTAJIbHUX CHUCTeM IUIeKaHHS ITiaHicTa
B ycix perioHax 3aximHol YKpaiHuU. Y METOOMKO-IIeJaroriyHi opi-
E€HTUPU MNPUBHOCUTHCS TOTEHLiaa IMOTYKHOTO KOPITyCYy BUXOBaH-
LB BiACHCHKMX HABYAJILHMX 3aKJIAHiB i3 BUPa3HUM JOMiHYBaHHSIM
ko T. JlemerunpKoro Ta agantoBaHux y BigHi gictiannis: Exeni
n’Anbbepa, JIyi Tepna, Eming ¢on 3ayepa. Ilepiri mecsTwiiTts
JEMOHCTPYIOTh MocUieHHs yechKoi JiiHii (B. Kypua) y negaroriunux
cucteMax opTemniaHHOI ITeJaroriki, 1o 3yMOBJIEHO IHepeMillleH-
HsIM LIEHTPY YKpaiHChKOI eMirpailii B Ilpary Ta CpMsITIMBUMU IS
PO3BUTKY YKPAiHCHKOI KyJIbTYpU YMOBaMM Ha 3akapmaTTi y cKjaumi
YexocnopalbKoi Pecnyoniku. Yepes mpeacTtaBHUKIB ¢opTerniaHHOI
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negaroriku 3akaprnaTTsl 4ecbKa JiHisl opTeniaHHOI TeAaroriku
CHHTE3YEThC 3 0e3mocepeiHiM CTPYMEHEM YropChbKol Tpamuilii y ii
LIEeHTpaJlbHOMY ocepenky — BbymanemTchbKiil KoHcepBaTopil. Yce 1e
CIIY>KUTh CBITYEHHSIM 3HAYMMOCTI 3000YTKIiB Ta HaIlpallOBaHb PO3-
BUTKY Ta TUTIAIHOTO 3aCBOEHHSI MPOBIAHMX HAMPSIMiB €BPONEICHKOIr0O
MiaHi3My y (opMyBaHHI TiaHicTa — BMKOHAaBLISl Ta Teaarora, IO
3HAXOIUTh CBOE IEPEKOHJIMBE BTICHHS y UYMCICHHUX MpPUKIagax
OpraHizauiifHo1 Ta neaaroriyHo1 JisiJTbHOCTI BUXiALIB PEriOHy B Haii-
PiI3HOMAaHITHIIINX OCepeaKax My3UMYHOTO IpodecioHai3My y CBITi.
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MVYJbTUIHCTPYMEHTAJII3M fK 3ACIb PO3BUTKY
IMPO®ECIMHUX YMIHb MY3UKAHTA

Mema pobomu noaseae 6 00CAIONCEHHI 8NAUBY MYAbMUIHCIPYMEHMANIZMY
Ha po3eumox npogeciiinux yminb mysuxauma. Memodoaoeia 00caiOiceHHs
CRUPAEMbC HA 3A2AAbHOHAYKO8] NPUHUUNU OlaieKMmUKU, MepMIHOA02IMHOeO,
CUCMEMH020 ma KOMHUAEKCHO20 Nioxodie; 00CAiOMNCeHHs A8uUwa MyabmuiHcmpy-
menmanizmy (B. binac, C. Kopoaescvkuii, 1. Mauiescoxuii ma inwi). ITio uac
docnioxncenuss Oyau eUKOPUCMAHI MAKi memoou: emnipu4ri (CnocmepeceHHs.,
nopieHAHHS), 3aeanvbHoAoRiMHI (aHaniz, cunme3, abcmpaeyeanns). Haykoea
HOBU3HA 00CNIONCEHHS NOAACAE Y GUSBACHHI NO3UMUBHOO GNAUBY MYAbMUIH-
CIMPYMEHmaniamy Ha po36UMoK npogheciinux yMminb Mysukanma. Bucrnoexu
cmammi 003604510Mb 2060PUMU NPO MYALMUIHCIPYMEHMANI3M K 00UH i3 3aC0-
6bie pozeumky npoghecitinux yminb my3uxanma. SHdeutue 60100iHHA 2pot0 HaA 060X
abo binvuie He OAULKO CHOPIOHEHUX THCIMPYMEHMAax 3a YM08 NpasunbHO20 Nio-
X00y Cymmeeo po3uuproe nepcneKmusy iH0ugioyanbHo2o po3eumry My3uKanma.
B ymoesax sicopcmokoi KOHKYpeHuii Ha pUHKY npauyi My3UuKaHmu-myabmuincmpy-
MeHmanicmu nouyearomucs 0ewjo Aeauie 1 Maromo Oinblle WaKcie 015 camopea-
Aizayii. Y cmammi po3easHymo nepegaeu, SKumu 60400i€ MyAbmMuiHCMpyMeHma-
aicm ons npaueerawmysants. OnanyeanHs Oinbuloi Kitbkocmi iHCMpyMeHmie
00360415€ KepieHUKAM aHcamoOAié Kpauie po3yMimu Y4ACHUKIE C8020 KOACKMUBY.
Myavmuincmpymenmanizm Hadae My3uKaHmam HU3Ky QIHAHCO8UX ma Kap €p-
Hux nepesae. Tlo3umueHull 6naU8 Yb02o AGUWA CNOCMePieaembCs 8 OisLAbHOCI
suKAadauie, KOMNO3UMOPI6 [ apaHiIcysarvHukie. BueueHHs KiibKoX My3uMHUX
[HCMpYMeHmI6 3HAUHO NOKPAWLYE HUMKY HOM 3 apKyuld, PO3UWUPIOE C8imoaisao
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MY3UKaGHMa ma ioeo My3ukaivHicme. Myasmuincmpymenmanizm € 0OHUM i3
cnocobie nodosanns denpecii 6 myzuxanma. OKpim yb02o, MyAbMUIHCIPYMEH-
manicmu marome HU3KY nepeeéae i nid uac pobomu 6 ymoeax OUCMAHUILIHO20
pexcumy. Dakm iCHysaHHa MmyabmuiHcmpymenmanicmie-npoghecionanie, ki
nouyearomucsi 6neHeHilue 3a MOHOMY3UKAHMIG Y MY3UMHOMY cepedoguuli, 0ae
niocmasu 045 TPYHMOBHIUI020 BUGHEHHS GNAUGY AGUWA MYAbMUIHCMPYMEHmAa-
AI3MY HA PO36UMOK NPOGECIlIHUX YMIHb MY3UKAHMIG.

Karouogi caosa: mysvmuincmpymenmanizm, My3uKaumu-myaomuiHcmpy-
MeHmanicmu, npoghecitini 6MiHHA MY3UKAHMA.

Plokhotniuk Oleksandr Serhiiovych, Doctor of Pedagogy, Associate Professor
at the Department of Music and Choreography of the Educational and Scientific
Institute of Culture and Arts, Luhansk Taras Shevchenko National University

Holoborodov Dmytro Yuriiovych, Student Master’s Degree of the
Educational and Scientific Institute of Culture and Arts, Luhansk Taras
Shevchenko National University

Multi-instrumentalism as a means of development the professional skills
of a musician

Research objective. The aim of the work is to study the influence of
multi-instrumentalism on the development of musician’s professional skills.
The methodology of the research is based on general scientific principles of
dialectics, terminological, systemic and complex approaches; research of the
phenomenon of multi-instrumentalism (V. Bilas, S. Korolevsky, I. Matsievsky,
etc.). The following methods were used during the study: empirical (observation,
comparison), general science (analysis, synthesis, abstraction). The scientific
novelty of the research is to identify the positive impact of multi-instrumentalism
on the development of musician’s professional skills. Conclusions. The
conclusions of the article allow us to talk about multi-instrumentalism as one of
the means of developing the musician’s professional skills. The phenomenon of
mastering two or more not closely similarity instruments with the right approach
significantly expands the prospects for individual development of the musician.
In the conditions of fierce competition in the labor market, musicians-multi-
instrumentalists feel a little easier and have more chances for self-realization.
The article considers the advantages that multi-instrumentalism provides to
musicians during employment. Mastering more instruments allows ensemble
leaders to better understand the musicians of their band. Multi-instrumentalism
gives musicians a number of financial and career benefits. The positive influence
of this phenomenon is observed in the activities of teachers, composers and
arrangers. The study of several musical instruments significantly improves sight-
reading, expands the worldview of the musician and his musicality. Multi-
instrumentalism is one of the ways to overcome depression in a musician. In
addition, multi-instrumentalists have a number of advantages when working in
remote mode. The fact of the existence of multi-instrumentalists-professionals,
who feel more confident than mono-musicians in the music environment, gives
grounds for a more thorough study of the impact of the multi-instrumentalism’s
phenomenon on the development musicians’ professional skills.

Key words: multi-instrumentalism, musicians-multi-instrumentalists,
professional skills of musician.
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AKTyasbHicTh TemMu dochimkenHsd. [TosBa Ha mouatky XXI cT.
MY3UYHOMY MMCTELTBi 3HAYHOI KiJIbKOCTM BUKOHABIIiB Ha KiJb-
KOX MY3WYHUX iHCTpyMEHTax MpuBeja 10 HEOOXiTHOCTI IPYHTOB-
HIilIOTO BMBYEHHS $BUILA MYJbTUIHCTpyMeHTalizmy. IlutaHHs
MPO MO3UTUBHUI BIUIMB MYJIbTUIHCTPYMEHTAJIi3My Ha MY3UKaHTIB
nopyuryBanm y cBoix crartssx ®@. Hinecen, P. @peitrac, 1. CaMm-
Mep. BrauB MynbTUIHCTpYMEHTali3My Ha (hOpMyBaHHSI Ta pO3-
BUTOK IIpodeCiiHUX YMiHb JIbBIBCBKUX MY3UKAaHTiB-IyXOBUKIiB
nociaimxysaB B. binac [1]. IIpo BaxkIuBiCTb YMiHHS I'paTu Ha pi3-
HUX MY3UYHHUX iHCTpYMEHTax IJIsi MailOyTHHOTO BUMTENSI MY3UKH
nucaB C. KoponeBcbkuii [3]. He3Baxkaloun Ha HasiBHICTb HU3KU
poOIT i3 HmochimXeHHsS UbOro (GeHOMeHy, aKTyaJlbHUM 3ajuilia-
€TbCS TUTAHHS BUBYEHHS BIIMBY MYJbTHiHCTPYMEHTAJi3My Ha
PO3BUTOK MpodeciiHuX YyMiHb My3UMKaHTAa.

Merta nociaiIKeHHS TOJsITa€ B TOMY, 1100 JOCHIIUTHA BIUIUB
MYJIbTUIHCTPYMEHTAJi3My Ha PO3BUTOK MpodeCiiHUX yMiHb My3U-
KaHTa.

HaykoBa HOBM3HA JOCJIIKEHHS TOJISITa€E Yy BUSIBJAEHHI MO3U-
TUBHOTIO BILUIMBY MYJbTHUIHCTPYMEHTAJi3My Ha PO3BUTOK IHpode-
CililHUX YMiHb MYy3MKaHTa.

Buknan ocHoBHoro Marepianxy. g ycmilnHoi mpodeciiiHol
JiSUIBHOCTU MY3MKaHT TOBUHEH BOJIONITM TaKMMU SIKOCTSIMU Ta
3MiI0HOCTAMMU, SIK: MY3U4YHi 3MiOHOCTI (rapHMi MY3WYHUI CIIyX,
My3MYHa Mam’siTh, MOYYTTS PUTMY), AOOpPE PO3BMHYTa MOTOpPHAa
nam’sTh (M’s130Ba MaM’ATb Ha TUIIM PYXiB), KpeaTUBHiCThb, TBOP-
YicTh, IIBUAKICTb peakilii, PO3BUTOK ApPiOHOI MOTOPUKU PYK
(THYYKiCTb, YiTKiCTb PYXiB KMCTEM PYK i MaliblliB), 3MaTHICTb 10
iMIIpoBi3allii, apTUCTUYHi 3AiOHOCTI, TEPIIAYiCTb, HaMoJeTIu-
BiCTb, LiJECNPSIMOBAHICTb, OPUTIHAJIBHICTb, iIHTYITUBHICTb, €MO-
WifHWI iHTENeKT, TMparHeHHs IO CAaMOBIOCKOHAJIIEHHS, KOMY-
HiKaTUBHI Ta aJanTHUBHiI $KOCTi. HasBHICTb MMEBHUX SKOCTEW
MY3UKaHTa IpPOSIBIISIETbCS B HOro mpodeciiHuX yMiHHSX: T'paTu
nepen IMyOJIiKow, YATATH HOTU 3 apKyllla, rpaTd TypTOM, CTBO-
ploBaTU MY3UKY, BUKOHABCbKi BMiHHSI, YMiHHSI CYNpPOBOIKYBaTH
CoJlicTa Ta CTBOPEHHSI My3UYHOTIO CYINPOBOAY IJISI HbOTO, YMiHHS
aJlanTyBaTUCS B HE3BUYHMX YMOBax, IMeJaroriyHi yMiHHSI TOUIO.
My31UKaHTU MalTh 0araTo MOXJIMBOCTEH JJISI MIPOSIBY CBOIX MpPO-
(beciiiHUX yMiHb, HANPUKJIAJ: BUCTYN Y POJIi COJIiCTa-BUKOHABIIA,
poboTa B OpKECTpi IiJ KEpPiBHULTBOM JIUPUIeHTa, aKOMIIaHY-
BaHHsI, 3aMuc MY3UYHOIO CYIIPOBOIY COJIiICTy-BMKOHABIIO a0
KOJIEKTUBY, BUKJaAaHHs (MeaaroriyHa HisUibHICTb), KEPiBHULITBO
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(nupuryBaHHsI) iHIIMMW BMKOHABLSIMWU UM IIJIUM OPKECTPOM,
y4acTb y TIOCTAHOBIII Ta peaisallii KOHLEPTHUX MporpaM, KOMIO-
3UTOPCHKA HisUIbHICTH TOLIO [5].

BinnoBinHO 10 BUIE3a3HAYEHOTO, PO3LJISIHEMO, YW CHPUSIE
MYJIbTUIHCTPYMEHTAJIi3M PO3BUTKOBI MpodeciiHuX yMiHb MY3U-
KaHTa.

My3uKaHTH, SIKi rpaloTh Ha KiJIbKOX iHCTPYMEHTAaX, CTaBIISITh
nepen coboro HabaraTo Oiibllle CKIAgHUX 3aBOaHb, HiXX MOHO-
iHCTpyMeHTajicTh. Jlyke 4acTo poO3B’sI3aHHSI OiNblIOI KiJIbKO-
CTi 3aBJaHb JO03BOJISIE MYJIbTUIHCTPYMEHTAJiCTaM Kpalle amar-
TyBaTUCSI Ha cydyacHOMY pUHKY mpaii. [lomonaHHs TpyaHOILB
crpusie caMopealtizallii My3MKaHTa, sSiIka CBOEYEPTOBO NPUBOAUTH
IO BiguyTTd 11aCTsd Ta MOKpallye 3arajibHuii Hactpiil. JltoguHa,
IO 3MOIVIa peajli3yBaTUCS, ITOYYBAETHCS ONTUMICTUYHO. OmTH-
Mi3M — 1€ CTaBJEHHS JIIOAMHU OO0 XKUTTS, SIKE HE J03BOJISIE ii
OIYCTUTU PYyKM abO BIACTU B AEMPECilo i TUCKOM CKPYTHMX
o0ctaBuH. ONTUMI3M € MPOrHOCTUYHUM YMHHUKOM YCHilIHOCTHU
B HaByaHHi [2, ¢. 167]. OTxke, Malouu Oijblile IIAHCIB AJISI CaMO-
peainizalii, MyJbTUIHCTPYMEHTAJIICTU YacTille MepexKnBaloTh CTaH
HATXHEHHS, SIKMI CIIOHYKA€E IX IO BAOCKOHAJIEHHS CBOIX Ipode-
ciiiHuX HaBUUYOK (puc. 1).

Camopeasizanin Birayrra macrs

HHarxuenna
1'I.'IJ|1( MUJIHE SN !Ki'iilﬂl'\t (S8 ] L

AKTHRLIAINA BCiX MeHXimy

TPOATEC i TN

_.—-—'_'_'_-_1_'_'_‘_——-._

— —_
I uroBxXye MOIHAY 10
MAHCTEPHOIO OBOJIOMIHHA CBHOI0
~— npodiccie o Ui HARHTEOK)

—_— e

Puc. 1. BriiuB HaTXHEHHS Ha PO3BUTOK MpodeciiHuX HaBUUOK
3a JI. ToynmaHoM
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ExcniepuMeHTanbHO JOBEASHO, IO CIIPaBXHIMU Mpodecio-
HaJlaMM B MUCTELbKUX IMpoecisgx cTaroTh Julle Ti CTYAEHTH,
sIKi OTPMMYBaJM CHpPaBXHIO HACOJOAY Bill Ipollecy HaBUYaHHS
CBOill MaitOyTHil npodecii. CTyaIeHTH XK, SIKi MPisJIU JIKILIE PO
cllaBy Ta 0ararcTBO, 3[A€0iJbIIOTO0 KMIAAIOTh MUCTEIBKY Hislib-
HICTb ITiCJISI 3aKiHYEHHs HaBYyaHHS. 1 My3uKaHTa HATXHEHHS
T€X € HEOOXiHOI YMOBOIO /ISl 3aCBOEHHS 3HAaHb Ta BAOCKO-
HaJleHHS cBoix mpodeciiinux skocteil. CTymeHTH, SIKi Biguy-
BalOThb HATXHEHHSI y Mpolleci HaBYaHHS, CTAlOTh YCIIiITHUMM
[2, c. 175—176].

OpHoyacHe BMBUEHHSI KiJIbKOX iHCTPYMEHTIB BUMAara€ Bil
My3UKaHTa OilbIIOro yacy sl 3aHsITh, OTXE, PO3BUBAE TEp-
TUISIYiCTh, HAIOJIETJIMBICTh, liJleCOPSIMOBaHICTb, MpParHeHHs
10 caMoBaocKoHaysieHHs. IIIBuake mepenaliTyBaHHSI 3 OJHOTO
iHCTpyMEHTa Ha iHIIMU moTpedye Big My3MKaHTa BeJIWYE3HOI
KOHIIEHTpallii ¥ yBaru, cpusi€ poO3BUTKOBI ApiOHOI MOTOPUKU
PYK, iHTOHallil, My3W4YHOI Mam’siTi, yBaru, ciyxy, putMy, Mm’si-
30BOI MaMm’sITi, KPEaTUBHOCTU, TBOPYOCTH, IIBUIKOCTU PeaKIIii,
3HAYHO MOKpaIllye YUTKY 3 apKyllla. Yci mepesiueHi SIKOCTi po3-
BUBAIOTh Yy MY3UMKaHTa BMiHHS alanTyBaTHUCS B HE3BUYHUX YMO-
Bax (puc. 2).

AKTHUBI3allisl KOHLEPTHOI [iSIBHOCTU CIPUSIE PO3BUTKOBI
naM’sITi Ta CTiMKOCTi yBaru, J0moMara€ ImoaoJiaTh BiguyTTsI CTpaxy
Ta 00SI3MMBOCTI ClUeHU. OCKIJIBKU MYJIbTUIHCTPYMEHTAJIi3M Hajae
MOXJIMBICTh MY3UKAHTY MaTH OiNIbIIY KiJIbKiCTh MTyOJiYHUX BUCTY-
MiB, TO MOXHa CTBEPIXYBaTH, 1110 My3UKAHTU-MYJbTUIHCTPYMEH-
TaJliCTU Kpallle MepeHOCITbh CTPeCH, HiX Ti, XTO Ipa€ Julle Ha
OTHOMY MY3WYHOMY iHCTpyMeHTi. Kpallla mepeHOCUMICTb CTpecy
CIpUSIE PO3BUTKOBI apTUCTUYHMX 3HIOHOCTEM, BUKOHABCHKUX
yMiHb Ta BMiHHS T'paTu Iiepen myOJIiKoro.

ChiBnpals 3 OUTBIIOIO KUJIBKICTIO JIIOAEH, MOXIUBICTh MpaLio-
BaTU B OLIBIIINA KiTBKOCTI MY3MYHUX KOJIEKTHBIB PO3BUBAE COIli-
aJlbHy aKTUBHICTb, ITiIBUINYE €MOLIAHMIA iHTEJIEKT My3MKaHTa i
TaKOX PO3BMBAE BMiHHS rpaTu Iepes nmyoikoio (puc. 2).

3 BHUIIECKA3aHOTO BUCHOBYEMO, IO 32 YMOB IPaBUJILHOTO
MiAXoay MyJbTUIHCTPYMEHTAAi3M CYTTEBO MOKpalllye ajamn-
TUBHi, KOMYHiKaTUBHi $IKOCTi My3MKaHTa Ta HU3KY MYy3UU-
HUX 3mioHocTteli. HasgBHICTHP 1LIMX SKOCTEH IO3BOJISIE MY3H-
KaHTaM-MYJbTHIHCTpYMEHTAJIicTaM JIETIle peaJi3oByBaTHU CBOI
npodeciliHi BMiHHS B yMOBax >OpPCTOKOI KOHKYpEHIIil Ha
PUHKY TIpalli.
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Puc. 2. BriiuB MyJIbTUiIHCTpYMEHTAJIi3My Ha PO3BUTOK SIKOCTEI
Ta MpodeciiHuX yMiHb My3UMKaHTa

Hapani 3’sicyemo, sKi mepeBaru Moxke HaJgaBaTU MYJbTUIHCTPY-
MEHTaJIi3M MY3UKaHTaM Y BUKOHABCbKOMY MPOIIECI.

1. dng iHCTpyMEHTAJICTiB, $IKi IIparHyTh OyTM B MaiOyT-
HbOMY JUPUIEHTAMU OPKECTPiB, MPaKTUYHE PO3YMiHHSI 3BYKO-
BUAOOYBaHHS 11 OCOOJIMBOCTEH Ipu IMPUHANUMHI OJHOTO iHCTpY-
MEHTa 3 KOXHOI iHCTpYyMEHTaJIbHOI POIMHU (CTPYHHO-CMUYKOBI,
MiTHI IyXOBi TOIIIO) € HEBiI €MHOIO YACTMHOIO IXHBOI Ipodeciii-
HOI Kap’epM Ta MPOAYKTUMBHOI CHiBOpali 3 My3ukKaHTamu. Teope-
TUYHE PO3YMiHHS rpu, O€3MepeyHO, TEeX BaXJIUBE, MPOTE BOHO
HE MOX€ IIOBHOLIIHHO 3aMiHMTU AOCBim rpu. OTxe, KpalluMU
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KepiBHUKaMU TYPTiB Ta AUPUTEeHTAMM OPKECTPiB € Ti, XTO OCBOIB
JeKiJibKa Pi3HUX MY3WYHHUX iHCTpyMeHTiB. OmaHyBaHHSI OiJibILLIOL
KiJIbKOCTU iHCTPYMEHTIB 0036045€ Jainuie po3ymimu My3uKaHmie
€6020 anHcamobaro, 3HaTU POJIb KOXXHOIO iHCTpyMEHTa B My3UUYHOMY
KOJIEKTUBI. JIMpPUTreHT-MYJIbTUIHCTPYMEHTAJICT MOXE JOTOMOITH
MY3MKaHTaM CBOTO OPKECTPY IOAOJATH NesKi TPYIHOII, IMoKa-
3aTU iM KiJIbKa BUKOHABCHKUX IPUIOMIB, SIKi O JOMOMOIIM IIif
yac BUKOHaHH TBOpiB [9]. I. MaitieBcbKuit 3a3HauaB: «BoaomiHHs
KiJIbKOMa MY3UYHMMMU IHCTpyMEHTaMU — MYJIbTUiIHCTpYMEHTa-
JIi3M — HeoOXimHa SIKiCTh AJIsI KepiBHMKa aHcamOmo» [4, c. 191].
MucTeuTBO3HaBEeLb MiAKPECIIOBaB, 10 3HAHHS Ta BUKOHABChKa
MaliCTepHicTh y mpodecioHana TicHO IieperuiereHi. Halicknan-
Hillli Micusl y TBOpPi AopydyaroThes JifaepoBi aHcamoOit0. BiH mepe-
BipsiE HACTPOIOBaHHS BCiX iIHCTPYMEHTIB, CTEXWUTh 3a TPOI0 UJjie-
HiB aHCcaMOJI10, € BOAHOYAC 1 XyTO0XHIM KEpiBHUKOM, i MPOBIAHUM
BUKOHaBIIEM. Y TpaaulliiHOMy aHcaMOJii KepiBHUKOM HE MOXe
OyTU APYrOpsIHUM CrielialicT, iHaKie KOJIEKTUB He MpoTpuMa-
€Tbcs 10Bro [4, c. 192—193].

2. MynbTUIHCTpYMEHTAITI3M Hana€ hinancosi ma Kap’epui nepe-
eaeu. Ilo-nepuie, MyJIbTUIHCTPYMEHTAJIICTAM JIETIIEe BJIAIUTYBaTUCS
Ha poOOTy BOIHOYAC Y KiIbKa MY3MYHMX KOJIGKTUBIB. Y KiJIbKOX
KOJIEKTMBAaX B OMH MOMEHT 4Yacy MOXYTh OyTH OOCTYITHi BaKaHCil
IUTs pi3HUX iHCTpyMeHTiB. Hanpukinan, y cutyauii, konu B cumdo-
HiYHWI OpKeCTp IMOTPiOEH KJIAPHETUCT, a B KAMEPHUI — aJIbTUCT,
npodeciiiHuii  aJbTOBO-KJIApHETOBUI 1y0jep Mae 3MOry IoaaTu
3asIBKy OJHOYACHO Ha ITPOCIYyXOBYBaHHSI B OOWJBa KOJIEKTHBMU,
TaKMM YMHOM ILIAHC yJalUTyBaTUCS Ha poOOTY B TAKOIO My3MKaHTa
YIBiUi BUILIMI 32 IOTO KOHKYPEHTiB-MOHOIHCTPYMEHTANICTiB.

ITo-apyre, € mpalieBaallTyBaHHS B OpKecTpax, siKi MOTpeOyoTh
HassBHOCTM Y CBOEMY cKJali came ayosepiB. Jlo TakKuX KOJEKTU-
BiB HajieXaTb, HAIPUKJIAI, IIiT-OPKECTPU, A€ MYJIbTUIHCTPYMEH-
TaJIiCTU 3 Pi3HUX MPUYMH €KOHOMIYHO BUTIAHIII poOOTOdABLISIM.
VY kpainax nepiuoro cpitry (CILA Tomio) 3a3Buyaii TakKuM TpaB-
LISIM BMILIAUYEThCS NOIJIaTa 3a KOXEH JOJATKOBUM iHCTPYMEHT
[6, c. 9].

3. Ha ceancax 36yko3zanucy nepeBara iHOMI BilJA€ThCsl TEX
MYJbTUIHCTpYMeHTaJicTaM. SIKIo, HaMmpUKJIaa, CIiBaKky MOTpiOHO
3alucaTv CyNpoBiA MO MiCHi y CTymii, oMy 3pydHillle i eKo-
HOMIYHO BWTiIHIIIE HAMHATU OJHOIO IIPO(ECiiiHOTO MYy3MKaH-
Ta-MyJBTUIHCTPYMEHTAJIiCTa, SIKMI 3MOXe 3irpaTy IapTil KiJIbKOX
Pi3HUX IHCTPYMEHTIB [7].
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4. Y nedazociuniii disavnocmi B My3uKaHTa-BUKJagaya, SIKMi
yMi€ IpaTu Ha OaraThbOX iHCTpyMEHTaX, OYEeBMIHO, Oyae Oitvue
YuHig, OTXe, I Ae10 BUIMI 3apo0iToK. OKpiM aBIMTOPHUX YPOKiB
3 YYHSIMU, HEPIJKO BUMTENi-ay0aepu MPaKTUKYIOTb MOIIMPEHHS
CBOIX 3HaHb i 3a IOMOMOTIOI0 CaiiTiB y BcecBiTHil Mepexi — BOHU
CTBOPIOIOTh Pi3HOMAHITHI IIiKaBi, K 0€3KOIITOBHI, TaK i ILJIaTHI,
OHJIAaH-KypCcU 3 ypoKamMu My3uku [8]. Ilemaror-myabTHiHCTPY-
MEHTAJIICT MOXE 3alliKaBUTH Y4YHSI Pi3HUMM MY3WYHUMHU iHCTpY-
MEHTaMM M y IiACYMKYy BMOpaTH caMe TOH, SKMWi HailOiabliie
cnogobaBcd BuxoBaHLO. HasgBHICTP MeAaroriB-MyJabTHIHCTPY-
MEHTAIiCTiB PO3KPUBAE 1IMPOKi MEPCIEKTUBU B My3UYHOMY HaB-
YaHHIi JiTe y HOBili YKpalHChKii LIKOJII.

5. BosomiHHS Tpolo Ha KiJIbKOX MY3UYHUX iHCTpYMEHTaX TaKOX
6U2IOHO0 0451 KOMNO3UMOPI6 | 04 ApaHICy8albHUKi6. SIKI1I0 KOMITO-
3UTOP YMi€ I'paTu Ha OaraTboX iHCTpyMEHTaX i3 Pi3HUX POAUH i
XOoue 3anucaTy BJaCHUM TBip, BiH MOXe 3a0lUaAWTU TPOILi, SIK
MiHIMyM 3irpaTu AesKi mapTii TBOPY CaMOCTiliHO (0€e3 3ampolIeHHs
JIEKOTPUX MY3MKaHTIB), a00, SIK MakKCHMyM, BUKOHATU CaMOTY-
XKKW 3aluC yCi€l KOMITO3MIil (3BiCHO, SIKILIO BiH BOJIOIIiE€ BciMma
HEOOXimHUMU MJIsI 3alUCy TBOPY iHCTPYMEHTaMu). Y BUPOOJICHHI
Cy4acHOI MY3MYHOI IPOIYKIIii i aBIioiHXXeHepil OCBOEHHS Oibliie
HIK OHOrO iHCTpYMEHTA € AYK€ LiIHHUM SIBUILEM.

6. BuBueHHS Jpyroro, TPEThLOTO YU YETBEPTOrO iHCTPY-
MEHTa — 1I€ OOWH i3 3aCO0IB po3MUPEeHHA CBOCT My3uKaibHOCMi ma
ceimoeaady. MoXJnuBO, My3MKaHT He CTaHEe B MaillOyTHbOMY Bip-
TYyO30M y Tpi Ha KOHKPETHMUX IHCTPYMEHTAaX, ajie 3HAHHS OiIbII
aHiXX OJHOTO iHCTpyMEHTa MpHUHEece KOPUCTb YCiM acreKkTaM ioro
MY3UYHOI MPaKTUKU: BJIACHOMY HAMMCAaHHIO MiCEHb, PO3YMiHHIO
Teopii, CIyXOBUM HaBMYKaM i BMiHHIO rpaTu B KojeKTuBi. Hesa-
JIEXXHO BiJl TOTO, Ha SIKOMY PiBHi MY3WMKaHT ONaHy€ AOJAaTKOBUIA
IHCTPYMEHT, BiH 3MOXe€ 30LIbIIMTU CBOIO 3JATHICTh OO0 CTBOPEHHSI
MYy3UKU. 3aBISIKM KOMOIHYBAaHHIO HAOYTHX I, 4ac BUBUYEHHS
MY3UYHUX iHCTPYMEHTIB 3HaHb JIOAMHA OTPUMYE HOBUM MO
Ha TBOPEHHST MY3UKHU.

7. MynbpTUIHCTPYMEHTAJIi3M MOXE OYyTM OIHMM 3i CII0CO0iB
nodoaannsn denpecii. [1onibHO A0 TOro, SIK 1IO0JEHHA BOCBMUIO-
JWUHHA TIpalsl i3 4acoM CTa€ HYAHOI, MY3UYHUM iHCTPYMEHT,
yepe3 OesnepepBHE BIPABISHHSI MPOTSITOM TPUBAJIOro Iepiondy,
TeX MOXe HaOpUIAHYTHU. Y Taki IHi poOoTa 3 iHCTPYMEHTOM Mepe-
cTrae OyTM TBOPUICTIO, 1iKaBiCTh Ta 3amaj 3racaroTb, SIK HaCJil0K
IHCTPYMEHT MOXKe MOTaHO 3ByYaTH, Majiblli BTpayaloTh aKTUBHICTb,
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He CJyXaloThCsl TOLLO. Y TaKMX CUTYalisIX 8i0801iKaHHs Bill CBOTO
iHCTpyMeHTa Ha JesKWil 4yac KopucHe. I[IpekpacHoro MOXKIu-
BICTIO MEPEKIIOUMTU yBary, 3ajuilalouu cede B My3uuHiil cdepi,
€ epa Ha iHwomy my3uyHomy iHcmpymenmi. Hanpukian, mpoiec
BUBYEHHS CKJIAAHOI IT’€CM MOXHA IIPOJOBXYBaTU M Ha iHILIOMY
IHCTpYMEHTI — pa3yBaHHS, MeNi3MU, JUHAMiKy, 3aram’sTOBY-
BaHHSI HOTHOI'O TEKCTY Tollo. Taka KiJibKageHHa 3MiHa HisUIbHO-
CTM OCBLKWUTb MY3UMKAHTa, BiH 3MOXK€ MOBEPHYTHUCS IO iHCTPY-
MEHTa, Bil $SIKOro HaIepedoAHi <«OTpUMAaB IepPeHACUUYCHHSI»,
3 HOBMMHM CWJaMM Ta 3axOIUIEHHSM. BimomMuii amepuKaHCbKUIA
nicuxosor Jenien T'oyamaH mucas, 110 BiIBOJIKaHHA — i€ CIIOCIO
MOJ0JIaTH JIETKY JENPECito Ta MO30yTHUCS TTOTAHOTO HACTPOIO 3ara-
JoM [2, c. 143]. Otxe, sBUIlE MYJIBTUIHCTPYMEHTATi3My AOMO-
Mara€e My3MKaHTaM IiATPYMYBAaTU CBill 3arajJibHMI HACTpiid, SAKUi
€ HEeBil’EMHOI0 CKJIaJJOBOIO YaCTMHOIO BHCOKOIO €MOLIiiHOTo
iHTEJIeKTY, a TaKOX YMLJIO 3aCTOCOBYBAaTH CBOI MpodeciiiHi SKOCTi
B OyIb-SIKMX CUTYallisIX.

8. OgHUM i3 BaXJIMBUX yMiHb UISI CTAaHOBJIEHHSI MY3U4-
HUX BUKOHaBLUIB € yumka 3 apkywa (nani — YA). Ile — HaBuuka
My3UKaHTa BiATBOPIOBAaTW 3allMCaHMIA Y MY3W4YHiil HOTaLii TBIip
0e3 moIrepenHbOro BHUBYEHHSI. BoHa € HEOOXimHOI CKJIaIOBOIO
YacTUHOWO TpodeciiiHoro 3pocTaHHs My3uKaHTa. beanepeuHo,
BUBUEHHSI HOBUX MY3UUHUX iHCTPYMEHTIB € OJHMM 3i CIOCO0iB
nokpaineHHss YA. My3ukaHT, KOJIM BUBYAE Pi3HI iHCTPYMEHTH,
OTPUMYE LIMPIIY Ta PiZHOMAHITHIIILy SIK TEOPETUYHY MiArOTOBKY,
TaK i BUKOHABCbKY MpPakTUKy. [IpuKiamoM po3lIuMpeHHs Meplioi
€ HAKOTNUYEHHSI MY3UMKAHTOM OiJbllIOi KiJTbKOCTA TEOPETUUYHUX
3HaHb, 30KpeMa TEPMIiHOJIOTIYHOTO CIOBHMKA. Tak, 3BUIHMU TSI
OPKECTPOBUX TpaBLiB HAa MiIHMX AYXOBUX iHCTPYMEHTAaX TEPMiH
“tacet” s CKpUNajiB YacTO HE € BiIOMUI yepe3 Majly KiJbKiCTh
MOro BXMBAHHSI y CKPUIIKOBiM HOTHIilt Jitepatypi. Ilpuxiamom
HEOYiKYBaHOTO CKPHUIIKOBOTO TaceTy € MapTis APYroi CKPUIIKM
kBaptety Ne 6 WM. IaiigHa (omyc 20).

Po3risiHEMO mpakTUYHY CKJIAJOBY YacCTHMHY, SKa BIUIMBA€E Ha
MiABUINEHHS YMATKM 3 apKyllla BHACTIAOK TP Ha KiIBKOX iHCTpPY-
MeHTax. [lo-nepie, gk paHilie 3a3Havyaiocs, BOJOAIHHS IPOI0 Ha
OibLIIN KiIBKOCTi iHCTpYMEHTIB Ja€ MOXJIMBICTh JOJYYUTUCS 0
OiTBbIIOI KiJILKOCTU KOJIEKTUBiB. TOOTO JIOAMHA-MYJIBTUIHCTPY-
MEHTAJIIiCT 3arajoM Ma€ Oijible TYpTOBOI MPaKTUKU, sIKa He JIMIIe
CMOHYKA€E /10 BiAMOBiJAaJbHOCTHU TMepel KOJEKTUBOM, a W BIUIMBAE
Ha po3BUTOK YA I iHTEHCUBHICTb Mpo(eciiHOro poCTy IpaBls.
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IMo-gpyre, KoxeH iHCTPYMEHT Ma€ CBOi CKJIAIHOIII Ta TeXHiyHi
O0MEXeHHSsI, OCOOJIMBOCTI TeMOpiB TOIO, a OTXe, i (PyHKIIil B
aHcamOuisix. Yepe3 1ie HAMOBHEHHS HOTHOIO TEKCTY, OCOOJIMBO
OPKECTPOBMX MapTiii, Bil iHCTpyMEHTa A0 IHCTPyYMEHTa Jello
BinpidHs€eThcs. Tak, Hanpukianm, OUIBIIICTG 3pa3KiB CUM@pOHIU-
HO-OpKECTPOBUX MapTiii TpyOM HE BMilllylOTb PUTMIUHO CKJIAAHi
rnacaxi, yepe3 1ie 0e3nocepeaHs rpa B OpKecTpi (Ko Opatu ii
JI0 yBaru i30JIbOBAaHO Bil iHIIMX BHIiB HisUIbHOCTI My3MKaHTa —
JIOMAIlIHbOI MPaKTUKK TOIIO) HE MAO3BOJISIE TpyOdayaMm 3aKpillUuTU
Ha HaJIe>XKHOMY pPiBHi rpy HOAIOHMX MiCIlb A0 PiBHS TapHOI YUTKU
3 apkyla. fKio X Tpydau BOJOMIE€ iHCTPYMEHTOM, y TapTisX
SIKOTO TOAiOHI pUTMIiUHi Macaxi € yacTo BXUBaHi (Hamp., dueiita,
CKpHUIIKa TOLIO), i B HOro po3BUHyTa rapHa YA momiOHUX puT-
MIiYHUX CTPYKTYpP Ha LIbOMY iHCTPYMEHTi, OUeBHUIHO, 1110 BiH Bil-
yyBaTMME MEHIIMIA AUCKOM@OPT Yy pasi ix MosBU B mapTii TpyOu.
Takuit MyJbTUIHCTPYMEHTAIICT NpUHAKMHI Oyae Oiiblie Miaro-
TOBaHMIA JO CIpUAMaHHS HEOUiKyBaHUX MiCllb Y TBOpax. 3BiCHO,
BapTO 3ayBaXKUTH, 11O 15T IIPOTAJIMHA MOXe OyTH yCyHyTa HaIHOP-
MOBOIO KPOITITKOIO CaMOCTIAHOIO IIpallel0 My3UKaHTa.

9. Poseumox 6iavwoi Kirbkocmu m’azie misa. Yci My3UdHi
IHCTPYMEHTU 11 BUAOOYBAaHHSI Ha HUX SIKICHOro Ta Ipodeciii-
HOTO 3BYKY Bill JIFOACHKOTO TiJla BUMAaraloTh Pi3HUX (PiznyHuX /
DPYXOBUX HaBUYOK, SIKi pO3BUBAIOTHCS Y MPOLIECi BUBUEHHS My3UY-
Horo iHcTpymeHTa. ToOTO omaHyBaHHSI Tpu OyIb-SIKOTO iHCTpY-
MEHTa JIIDAWHOIO CYIPOBOIXKYETHCS 3MILIHEHHSIM KOHKPETHUX ii
M’s13iB Ta HaOYTTSIM YMiHHSI JOCKOHAJIO I MMMOBIJIbHO KepyBaTU
Humu. Tak, HaNpUKIIaI:

— Tpa Ha yAapHiil yCTaHOBIIi ToMoMarae My3uKaHTOBi HaBYM-
TUCSI BUKOHYBaTU aCUHXPOHHI il BCiMa CBOIMU KiHLIiBKAMU BOJI-
HoOYac;

— Ipa Ha cakCO(OHi, CKpPMIILi, aKOPAEOHi TOILO AOIIOMAarae
3MILHUTU M’SI3U MANbLIB PyK, TOKPAIIUTH IXHIO MOTOPUKY;

— Tpa Ha Oyab-SIKOMY JyXOBOMY iHCTPYMEHTI pO3BMBA€E M’SI3U
IPYIHOI KJIITKM Ta YepeBHOIo Mpecy (BKIIOYHO 3 M’s3aMu Hiac-
parmm).

My3UKaHT, SIKUH BIPaBISIETbCS O0€3yCTAaHHO Ha Oydb-SIKUX
KiJIbKOX iHCTpyMEHTaX, TPEeHY€E 1 OiNblly KiJIbKiCTb M’S3iB Tija.
Bapro 3a3HauuTH, 1110 OAHOYACHE BUBUEHHS AESIKUX KOHKPETHUX
IHCTPYMEHTIB 0COOJIMBO KOpUCHE I rpaBLiB. Lle, 30kpema, cTo-
CYETBCS TUX BUIAJKIB, KOJIU iIHCTPYMEHTH, 1110 BUBYAIOTHCSI MYy3U-
KaHTOM, MOTPeOYIOTh /ISl 3ByKOBMI0O0YBaHHS 3aisTHHSI MO1i0HOTO
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Habopy M’43iB, ajie yepe3 AesiKi MPUUYUHU 3 Pi3HOK iHTEHCUBHICTIO
po3BuBawTh iX. IIpukiaagomM Takoi mapu iHCTPYMEHTIB € TPOM-
00H Ta TpyOa. BuBUeHHS rpy Ha TPOMOOHI KOPUCHO 1JIs1 TpyOaya.
Binpnit niameTp TpoOMOOHOBOTO MYHJIIITYKa JA03BOJISIE PO3BUTU
MEHILIe 3aJisgHi Y Ipi Ha TpyOi M’SI3U JIUllg, TUM CAMUM 3arajibHO
3MILHUTY aMOyLIIop Tpybava.

10. MynbTHiHCTpYMEHTAJi3M Hajga€e MepeBaru My3uMKaHTaM i
ix yac poGOTU B yMOBaX AUCTAHUIAHOTO pexumy. TparisiioTbes
cuTyalili B XXWTTi, KOJM MY3UKAHTH BUMYIIEHiI BUpillyBaTU
po604i MOMEHTH 3i CBOIMHU KOJIEraMU-iHCTpYMEHTaliCcTaMU AUC-
TaHUiiiHO. [IpUYMHOIO HEMOXJIMBOCTU CIiBIpaLIOBaTU HaXKWBO
MOXYTb OYTU, HampuKjad, KapaHTMHHO-CaHiTapHi 3axoaud Ha
BU3HAUEHUX TEPUTOPisIX, SIKi OOMEXYIOTh BiJibHE MepecyBaHHS
noaei. Pobota B yMoBax AMCTaHLIHHOIO pexXUMy HEpPiIKO cTa-
BUTh Mnepej OaraTbMa My3UMKaHTaMM HU3KY BUKIIMKiB. Buko-
HaBlli, 1110 TpalOTh Ha KiJIbKOX iHCTPYMEHTax, MaloTb Oijiblie
3aco0iB A1 IIBUAKOIO iX BUpilIeHHs. Tak, HaIpUKIIad, OIHIEIO
3 MOLIMPEHUX MPOOJIEM € CKIIaIHICTh 3BYKO3alUCy MY3UYHOTO
CYIIpOBOAY I/ BUKOHAHHS CBOEl pobouoi m’ecu. ITpodeciiiHuii
MYJIbTUIHCTPYMEHTAJIICT (Ha MpOTUBary MOHOI'PaBLIEBi) MOXe
CaMOCTIAHO 3amucatu IJjisd cebe MiHyC, IO€IHABIIM 3BYy4YaHHS
MY3WYHUX IHCTPYMEHTIB, Ha SIKMX BiH YMI€ I'paTH, i YCHIIIIHO
CKJIACTA €K3aMEHM 3i CIeLiaJIbHOro iHCTPYMEHTY, aHcamOJie-
BOIr0 KJIacy TOIIIO.

Takox okpiM TepeBar y BUKOHABChKill, BUKJIaAaUbKiil Tislib-
HOCTi Ta poOOTi y CTymisix 3ByKo3amucy mnpodeciliHi MyJbTUiH-
CTPYMEHTAJIICTU 3aTpeOyBaHi MiA yac mpuilomMy Ha pobOoTy Ha
Taki Mocaau, SIK My3UUYHUM XypHaJicT, 3ByKOpeXucep, TeXHIK i3
PEMOHTY MY3WYHUX iHCTPYMEHTIB, My3UUHUI TepamneBT i ETHOMY-
3ukoJor [10].

Hanpukinan, eTHOMY3UKOJIOTH AOCIIIXKYIOTh KYJIbTYpY Pi3HUX
HapoiB Ta KpaiH. BijblIicTh i3 HUX MinOupae My3W4YHi iHCTpY-
MEHTH, SIKi € piITHUMU IJI1 KpaiHM, SIKy BOHM BHMBYalOTh, OCBOIO-
I0Th 1Ii €THIYHI IHCTpYyMEHTH, 11100 HaJasli 3aHYPUTUCH Y KYJIbTYpY.
OTxe, AyXe 4acTOo €THOMY3MKOJOIM € HaA3BMYailHO TaJaHOBM-
TUMM MyJbTUIHCTpyMeHTaxictamu [10].

BucnoBku. Y mpoiieci JOCHIIXKEHHS BUSBJICHO, 110 MYJb-
TUIHCTPYMEHTAJi3M CIIPUSE PO3BUTKOBI NpodeciiHUX YMiHb
MY3UKaHTa, SIK-OT: YMiHHS rpatu nepen my0Jikolo, amarnTyBa-
TUCS B HE3BMUHMX YMOBAX, KOMITO3UTOPCbKi BMiHHS, YMiHHS
YUTATU HOTU 3 apkKyllla, CYMNPOBOIXYBAaTH coOJicTa TOLIO.
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PosrnsiHyTo HU3KY TepeBar, sKi Hala€ My3MKaHTaM MYJIbTUIHCTPY-
MEHTaJi3M MiJ 4ac TIpalleBialuTyBaHHS. 3’SICOBaHO, 10 BMiHHS
rpaTv Ha KiJIbKOX iHCTpyMEHTAaX J0IoMara€ JupureHTam, po3BUBae
KOMMO3UTOPChKi HAaBUKU, Haja€ (piHaAHCOBI Ta Kap’€pHi MepeBaru,
PO3LIMPIOE MY3UKaIbHICTh, JOITOMAarae YHUKaTu CTPecCiB i aemnpe-
Ciii, Haga€e mepeBaru Iim 4yac poOOTHM B yMOBaxX AMCTAHIIIMHOIO
pexumy Toio. HasBHICTb Y My3UKaHTa TapHUX BUKOHABCHKUX
HaBMYOK TpU Ha 0araThox MY3MYHUX iHCTPYMEHTaX — 1Ie 3alopyKa
Moro 6araToCTOPOHHBOI Ta BHCOKOSKICHOI MY3WMYHOI TBOPYOCTH.
OTxe, MM 3’SICYBIM, 1O MYJbTUIHCTPYMEHTAi3M IMO3UTUBHO
BIUIMBAE Ha PO3BUTOK IMPOdeciitHUX YMiHb My3UKaHTa.

IlepcnekTuBM 1BOrO AOCHIIXEHHS TMOJSIraloTh Yy IOLIYKY
iMEH BUKOHABLIiB-MYJbTUIHCTPYMEHTAICTIiB Ta BUBUECHHI BILJIMBY
SIBUIIA MYJIbTUIHCTPYMEHTAJIi3My Ha PO3BUTOK MPOeCciiHUX SIKO-
CcTeil My3MKaHTIB.
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NNPUHIINAIIN ®OPMYBAHHA LIUKITY
Y INPEJIIOAIAX OP. 67 I OP. 74 O. CKPABIHA

Mema pobomu — us6aeHHA CYMHICHUX 03HAK MY3UYHO20 [HCMPYMEH-
ManbHO20-PopMenianHo20 cumMeoaizmy i 1ioeo nposasie y dcanpi npeatodii 6
nizuix meopax O. Ckpsbina: npeatodiax op. 67 i op. 74, a makoc po3esio
ocobausocmetl yuxkaizayii y eumjeekazanux meopax. Memodoaoeia docai-
Oxcennna. Memodonoeiunow 0CHOGOH 00CAIONCEHHA GUCMYnaloms NO3UYii
iHmonayitinoeo nioxody wkoau b. Acaghvesa, kopueoéani Hanpauo8aw-
HAMU NOAbCbKO20 MY3uKo3Hascmea 6 ocobi P. Ineapdena, 3. Jliccu. Buko-
PUCIMAHO IHCAHPOBO-CMUALOBUL | AHANIMUYHULL MemOoOU, W0 0038045H0Mb
docaidicysamu HCaHposi aKocmi KoMno3uyii ma npunuyun 6y0oeu mema-
musmy meopie O. Ckpsbina, SKuil 8Us6A5€ HepoO3pPUBHY €OHICMb 2ApMOHIT
ma menodii. Haykoea noeusna pobomu eusHavena ii anarimuunum pakyp-
COM, W0 0036045€ BU3HAUMU 0COOAUBOCMI NPOSBY eCMEemUKO-CMUAbOBUX
Hacmanos nizHvoi meopuocmi O. Ckpabina, a maxKoxc UABUMU HCAHPOGI
NPUHYURU POPMYBAHHS UUKAY HaA npukaadi aumanizy npearodii op. 67 i
op. 74. Bucnosku. MinimanvHuili yuxa npeaodiii op. 67, wo ckaadaemscs
i3 06ox miHiamiop 3 [0eHMUYHON CMPYKMYpPOl (penpu3Ha mpu4acmum-
Hicmb i3 pO36UBAALHOIN CepedUuHON)), Haeadye 0804ACMUHHICMb PAHHbLOIQ
coHamu-cioimu, y aKii nepua 4acmuna 8UKAA0AEMbCs Yy 60KAAbHIU pak-
mypi ma nomim 3MIHOEMbCA [HCMPYMEHMAAbHO-MAHUIBAAbHOK MPAH-
CKpURYic0 yboeo Jc mamepianry y opyeii (3a npunyunom <«eapiauii Ha
cmpykmypy»). Ilpunyunoeo nosy axicmo 3’€dnysanocmi 6UA6AA€ CMPYK-
mypa yukay npearoditi op. 74. Hoeo n’smuuacmuunicms, 00pasHOo-JHCaH-
PO8I CKAAOHUKU, GIO3HAYEHi A8MOPCbKUMU peMapKamu, 8i0meoprwoms
yuka Kawmamu-mecu. Busnaueno npunuyun eonocmi eapmoHii i meaodii
6 memamu3smi npearoditl. Boonouac cmpudicrneea 3Hauyuwjicms «npomeme-
€8020» aKOpOy 043 38YK00P2aHi3auii yukay NOEOHYEMbCS 3 MOHIKANbHOK
asmoHomicto okpemux npentodii. Ilpenodii O. Ckpsabina nizHix onycie
CMeopIms 6UX00U HA HOBI pybedci JHCAHPOBUX AKOCMEU KOMHO3U-
yii, 0036045810Mb BUABUMU «NO3ACKPAOIHIBCOKY» CMUAICMUKY K CUMBON
HOBOI IHCMPYKMUBGHOCMI — Y MUCAEHHEBUX AKUIAX MY3UKAHMIE 302a10M.
Hoesuii nioxio do yukaizayii n’ec ymeoproe ckaaoHui 3’ €éOHAHHSA CMUCA08020
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nopaoKy, HNOMHOJCEHI CKPAOIHIGCOKUM A8MOPCLKUM NepPeoCMUCACHHAM
3aKAA0eHOT 6 HUX CUMBONIKU.

Karouoei caoea: uyuka, npenodis, scanp, memamusm, O. Ckpsabin, cum-
804I3M.

Bordonyuk Viadimir Ivanovich, Doctor of Arts, Assistant Professor at
the Department of Common and Specialized Piano of the Odessa National
A. V. Nezhdanova Academy of Music

Principles of a cycle formation in the Preludes op. 67 and op. 74 by
0. Skryabin

Research objective. The purpose of the work is to determine the essential
features of musical instrumental-piano symbolism and its manifestations
in the genre of prelude in the later works of O. Scriabin: Preludes of
op. 67 and op. 74, as well as consideration of the features of cyclization
in the above works. The methodology. The methodological basis of the
research includes the positions of the intonation approach of B. Asafiev’s
school, corrected by the achievements of Polish musicology in the person
of R. Ingarden and Z. Lissa. The genre-style and analytical methods are
used. They allow to study the genre qualities of the composition and the
principle of the structure of thematic relations of the works of Scriabin,
revealing the inseparable unity of harmony and melody. The scientific
novelty of the work is determined by its analytical perspective, which
allows to determine the features of aesthetic and stylistic attitudes of the
late works of O. Scriabin, as well as to identify the genre principles of a
cycle formation on the example of Prelude of op. 67 and op. 74 analysis.
Conclusions. The minimum cycle of Preludes of op. 67, consisting of two
miniatures with identical structure (a repetitive three-part structure with
a developing middle), resembles a two-part structure of an early sonata-
suite, in which the first part is set out in the vocal texture and then replaced
by instrumental-dance transcription of the same material in the second
one (under the principle of “variation on the structure”). A fundamentally
new quality of connectivity is revealed by the structure of the cycle of
Preludes of op. 74. lIts five-part structure, figurative-genre components,
marked by the author’s remarks, reproduces the cycle of cantata-mass.
The principle of unity of harmony and melody in the theme of Preludes
is determined. The pivotal significance of the “Prometheus” chord for the
sound organization of the cycle is combined with the tonic autonomy of
individual Preludes. In general, Preludes by Scriabin of later opuses create
new frontiers of the genre qualities of the composition, allow to reveal a
“non-Scriabin” style as a symbol of new instructiveness — in the mental
actions of musicians in general. A new approach to the cyclization of plays
Jforms complex connections of the semantic order, multiplied by Scriabin’s
authorial rethinking of the symbolism embedded in them.

Key words: cycle, prelude, genre, thematic relations, O. Scriabin,
symbolism.
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AKTyabHiCTh TeMH Jocaimkenns. [Ipentoaii Oyau omHUM i3 TUX
XaHpiB, 10 sikux O. CkpsiOiH 3BepTaBCS MPOTSTOM YChOTO XKUTTSI.
IIpenmronii Kommo3uTopa HaOyIM 3HAYHOIO ITOIIMPEHHS 1 BXeE
MOHAJ, CTOJIITTSI CTAHOBJISATh HAMITOMYJISIPHILY i Hay r00eHIITy
yacTUHY penepTyapy miaHicTiB. KoMmIo3uTtop cTBOpUB IT’SITHa-
LISITh HMKJTiB TIPEJTIOfii, KOXEH i3 IKUX ITOBHOIO MipOl0 PO3KPUBAE
XapaKTepHi pUCU MEepioay, Y SIKMil BOHU OyJIn CTBOPEHI.

Haityacrimne B My3MKO3HABYMX MOCIIMXKEHHSIX TPaILISIEThCS
aHaJi3 UMKy Tpemogiid op. 11, 1o ckinagaeTbes i3 24 mpentodiit
[2]. ITIpo mpentonii pi3HUX TepiOAiB TBOPUYOCTI KOMIIO3UTOpA SIK
PO MOTYTHIO CTUXil0 (paHTa3ii, HATXHEHHSI, MMOe3ii Ta BiABEPTOCTI
BUCJIOBIIOETBCST B. OpioBchkuii [4].

AJie € HebaraTo po3BiJOK, 110 CTOCYIOTHCSI TBOPIB Y XKaHpi IIpe-
Jofii, 110 HajIeXaTh A0 Ii3HbOTo nepioxy TBopyocti O. CkpsbiHa.
ITutaHHs TIpOo OCOOAMBOCTI LIMKJIi3allil Ta MPOSBIB INIMOMHHMUX
CMUCJIOBUX aCIeKTiB Y BUILIEBKa3aHUX TBOpPax HE € IOCUTb BUCBIT-
JICHUMU, 1110 3yMOBUJIO aKTYaJbHICTb TEMMU JAHOTO JOCIiIKEHHS.

Merta nociimKeHHs — BHSABIEHHS CYTHICHMX O3HAaK MY3UYHOTO
IHCTpYMEHTAaJIbHOTO-(pOpTeNiaHHOTO CUMBOJIi3MY i 100 IIPOSIBIB ¥
KaHpi npemonii y mi3Hix TBopax O. CkpsibiHa: mpemonisgx op. 67
i op. 74, a TakKOX PO3MISLA OCOOJMBOCTEN LIMKIIi3allii y BUIIIEBKA-
3aHMX TBOpaXx.

Memodoaoeiunoro ocHo800 NOCHIIXKEHHSI BUCTYIAIOTh IO3ULIT
iHTOHailiHOTO Migxony wmwkKoau b. AcadbneBa, KopuroaHi Hampa-
LIIOBAHHSIMU TMOJIbCBKOTO MY3MKO3HaBCTBa B 0ocobi P. IHrapmena
[8], 3. Jliccu [9].

HaykoBa HOBU3HA J[OCJiIKEHHS BU3HAUY€HAa AaHATITUYHUM
paKypcoMm, 110 T03BOJISIE BU3HAYMTH OCOOJIMBOCTI MPOSIBY €CTETU-
KO-CTWJIbOBHMX HACTaHOB Mi3HBLOI TBOpYOocCTi O. CkpsabiHa, a Takox
BUSIBUTU XKaHPOBiI NMPUHLMNM (POpPMYBaHHS LIMKIY Ha TPUKIAIi
aHaJti3y npeonii op. 67 i op. 74.

Buknan ocHosnoro Marepiaay. JIBi mpesmonii op. 67 HamucaHi
Komrmio3utopoM y 1912—1913 pp. i 3a yacom cTBOpeHHs 30ira-
IOThCS 3i 3HAMEeHMTUM LIMKJIIoM Ipenodiin K. JleGrocci, TUM 1iiKa-
Billla iXHS MPUHILMIOBA BiAMiHHICTh BiJl OCTaHHIX.

Pemapka vague, mystiirieux cTOCOBHO 10 TeMu Tiepiuoi [Tpemto-
nii Andante BKa3ye Ha CEpHMO3HY ITiIHECEHICTh BUKJIAMy, ITOIiOHY
imiTauii BokajabHOCTi. Po3mip 5/8 3Hauyilimii y 3B’S13Ky i3 Tpaauli-
SIMU «POCIMCHhKOI PUTMiKM», XOUa B TaHOMY pa3i He CUMeTpisl ’s-
TUCTOIHOTO aMibpaxisl, aje «3MiHHaA BaJbCOBICTb» XapaKTepU3ye
TOHYC BHUPaXXeHHS IT’ecu. HasIBHICTH «IIpOMETEEBOTO aKOpAYy» SIK
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siIpa MEJIOAUKO-TEMAaTUYHOTO BUSIBY 00pa3y CTBEPIXKYE CaKpaJlbHY
SIKICTh 3By4aHHS (IMHaMika pp (akKTMYHO BUTpMMaHa IMPOTSATOM
yCi€l Imecn).

Presto mpyroi Ilpemonii op. 67 Takox BUTPMMAHO B AWHA-
MIYHMX <«IIiBTOHax», Xod4a JeIl0 JWHaMizoBaHO (IIigiioM OO0
piBHa mf). Motoprka pyXy BOCBMHMH SIK OCHOBHOI JIIYMJIBHOI
ONVHUIII B 3asBJIieHOMY po3Mipi 4/8 KOPUTYETLCS TPUOILHOIO
(Ha 6/16 + 6/16) po36uBKOIO B 6aci. TUM caMUM YBOAUTHCST PUT-
MIiYHUI e(EeKT «TapaHTeJbHOCTI», SIKUi1 BUSIBJISIB ceOe i B LIUKJII
op. 11. MicTMYHMI BiATIHOK TaKOIro POy TaHIIOBAJIbHOIO PYXY
Jo6pe Bimomuii 3aBasku moemam O. CkpsidiHa (nuB. «[loemy mo
TTOJTYM’sI» Ta iHIII).

3arajjoM MOXHa Bim3Hauuth, mo B Omyci 67, 0 MiCTUTH
YChOI'O JIBA TBOPU, KOMITO3UTOP HE HAMAra€ThCsl YKPYIMHUTH KaHP
MiHiaTIopH, aje 00’€IHy€E OBi IpeJIIoAii 3a MPUHIIUIIOM KOHTPACTY.
MiHiMaIbHUI LUK TPEToNiiA op. 67, 10 CKJIamacThCs i3 IBOX
MiHiaTIOp 3 iI€HTUYHOIO CTPYKTYpPOlO (penpu3Ha TPUYACTUHHICTb
i3 PO3BMBAJILHOIO CEPEAMHOIO), Haraay€e NBOYACTMHHICTh PAaHHbOI
COHATU-CIOITU, y SIKiii Iepllla 4YacTMHA BUKIAAAEThCS y BOKAJlb-
Hi (akTypi Ta NOTIM 3MiHIOETHCS iIHCTPYMEHTAIbHO-TaHIIIOBAIb-
HOIO TPAHCKPUIILIEIO LILOTO X MaTepiaay y ApYriii (3a MPUHLIUIIOM
«Bapiallii Ha CTPYKTypy»). Take po3yMiHHSI UMKy HiATPUMYETHCS
TOHIKAQJIbHOIO €IHICTIO IPENIOAii — BUXIZHMM i 3aBepllIaJbHUAM
JJ1s1 000X BUSIBJISIETHCSI «IIPOMETEIB» akopa Bif ¢ (c-fis-b-e / es-a).

YV KoHTeKkcTi poboTu Han «Mictepieto» i gocBigy «IIpometes»
y 1914 p. ctBopeHi I1’atb npentoniit op. 74, siki cranu ¢iHaTbHUM
TBOPOM KOMITO3UTOpA B XXaHPi MiHiaTIOpu.

IT’siTUYacTUHHICTL LMKy cakpajiizoBaHa TBopyicTio P. Bar-
Hepa i K. JleGiocci, i3 SIKUX CHMBOJIICTChKI HAacCTaHOBM Iep-
1LI0TO BUSIBJSIIOTBCSI Y BOKaJbHOMY LIMKJi Ha TeKcTu M. BeseH-
JOHK [l], ©O’SITUAKTHICTh-I’SITUYACTUHHICTh MicTepiaJbHUX
TBOpiB npyroro («liBa-oO0panuus», «Ilemneac i Menizanma»,
«MyuenunrBo cB. CebacTiaHa») YITKO acCOLIOETHCS 3 MECOIO.
OcTaHHE BIMi3HAETHCSI B 00OPa3HO-XKAHPOBUX CKJIAJOBUX YaCTU-
Hax IMKIY, Bil3HAYEHUX aBTOPCbKUMU peMapkamu. CTpuXKHEBa
3HAYYLLiCTh «IIPOMETEEBOrO» aKOpAy BiJ C sl 3ByKOOpraHiza-
il UMKy TOETHYETHCSI 3 TOHIKAJbHOIO AaBTOHOMIEID OKPEMMX
MIpeloniii, 30KpeMa, opieHTyBaHHS Ha piBeHb fis y Ne No 1—3,
Ha a B Ne 4 i es y No 5; 3a3HaueHi BHCOTHOCTiI YTBOPIOIOTh
«BUOKPEMJICHHSI» CKJIAIOBUX YACTUH <«IIPOMETEEBOTO» aKOPIy
Bim c¢: c-fis-b / ais-e-a.
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IMpemonis Ne 1 op. 74, a-fis, Buginena xapakrtepom doulou-
reux diichirant — cKopOOTHO, HECaMOBHWTO, IO CIiBBIZHOCHO
3i «CJi3HUM» TIOKasiHHSIM y IPaBOCJIaBHO-POCIMCHKill Tpaauilii
Kyrie eleison — «['ocnonu moMuityit» JiTyprii-mMecu. XpomaTuy-
HUU HU3XIZHUII MOTMB Y CEpPEIHbOMY TOJIOCi, MOAIOHO <«ITyThO-
BOMY» HACIIiBY Y CTapOBMHHOMY IIEPKOBHOMY IOETHAHHI TPHOX
psaKiB, (ikcye BOKaJIbHMIA TOTEHLiaJ iHCTPyMEHTaJIbHO-(Oop-
TeMiaHHOTO BUKJady. MOJMTBOCHIB BUSIBISIETbCA SK OYEBUIHA
BUpa3Ha SKiCTh y McaJIMO/iloBaHHi i Ha a'-bes! TT. 5—8 i Ha dis? y
TT. 13—16. ¥ 3akmouyHux TT. 17—19 1uraTHO IMOKa3aHUI BarHe-
PiBCBKUI «TpiCTaHIBCKiil» aKOpH «TOMJIHHS», Y BUPA3HICTb SIKOTO
3aKJIaJICHUI MOKASHHUN KOMILIEKC, SIKMH «I0JA€ThCS» CTOILM3-
MOM BMPa3HOIO 3apsily <«IIpOMETEeEBOi» rapMoHii. SIckpaBo naHa
MpeofiiHa «He3aKiHYeHIiCTb»: TeMa (TOHiIKaJbHICTh his) — «Bi-
noBigHuiA» mokas Bin fis (Big T. 9) i3 mcanMoairoBaHHIM Ha dis, 3
MONAIBIINM <«BiICTOPOHIOBAaJIbHUM» LIMTYBaHHSM i3 P. Barnepa.
[lizHaBaHMi1 iHBEHLIMHWIA TUIT BUKJIAIY.

Ipemonia Ne 2 op. 74, fis-moll, Bin3HaueHa pemapkoio Trus
lent, contemplatif (1OCUTb TIOBIIbHO, CITOIJISIAAILHO), Y Hiil TaKOX
BUpaXeHa BOKaJbHICTb (PAKTYpHOI IIoJayi — y €IHOCTI 3 Jamo-
BOIO TpaguLiiiHiCcTIO (€AMHA B Op. 74 TOHAJIBHO, Y XpOMAaTHU30Ba-
Homy fis-moll, BuOymyBaHa m’eca). Y dakTypi SIBHO BUCTaBICHUI
akTypHUil edeKT: 3aciB — XOpPOBUH MiaxBar (BapTO MOPIiBHSATH
TT. 1—3 i 3—4). «CnaBijbHUI1» CEHC LILOIO 00EPEKHO-TUXOTO CITiBY
BilMOBiZa€ TOHYCY ITPaBOCIaBHO-00iXOAHOI CKPOMHOCTI 3asiBU
OOTOXBATbHUX MeEJIOAi, Y IbOMY IUIaHI JAaHWH HOMEp MOXHa
cmiBBigHecTH i3 Gloria KaToanMIIbKOI MecH. 3acIiB — MigxBar, ILIo
WIYTh TIO YOTHPH TaKTH, BUSBIISIOTH SBHUM XapaKTep TMOTiOoHIU-
HOro 3’efHaHHS TeMU 1 (cos0) i TeMu 2 (XOpOBUIA «ITigXBaT»), SKi
Bill T. 5 MoJlihOHIYHO MOEMHYIOTHCS, MEPEMIILAIOTbCS Ha iHILMWI
BUCOTHUI piBeHb (po3pobka, Big T. 9), n3epKaibHO 3asBISIOTH
penpusy Temu 2 (t1. 13—14), nmotim temu 1 (t1. 15—17).

3asHaueHa cumetpist popmu podbuts o Ilpemonio ocepen-
KOM TapMOHiYHMX MOKAa3HUKiB 3BYYaHHSI.

36eperyiocss yumaiao BuciosmoBaHb O. CkpsibiHa 1I0O0 3Mi-
CcTy i BUKOHaHHS i€l MiHiatiopu: «lle cmepth, TyT 6e30oaHs <...>
CMepTh sIK siBullle 2KiHOYHOrO, SIKe MPUBOAUTH A0 BO33’€IHAHHS.
CMmepThb i moboB <...> CMmepTb — lie, 9K s HasuBaio B «[lome-
penHiit nii», Cectpa. Y Hiil yXXe He TOBUHHO OYTH eJIeMeHTa CTpaxy
rnepen Herw, 1€ — BUILA MPUMUPEHICTh <...>, ii MOXHa JIBOSIKO
rpaTtu, po3dapOboByBaTH 1i, 3 HIOAaHCaMH, i HaBNakKu, abOCOJIIOTHO
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piBHO, 0e3 OyIb-sIKMX BiATiHKiB» [5, ¢. 313—314]. fx cTBepmKye
JI. Cabanees, O. Ckps0OiH ToBOpHMB, IO «y Il MIpeomil Take
BpaXeHHSI, Haue BOHA TPWBAE LIiJi CTOJITTS, TOUHO BOHA BiYHO
3BY4YUTh, MIIBMOHM POKiB» [5, c. 313]. Ha nymxy €. Muxaiinosa,
lle — Ta BJIACTUBICTb OOpa3HOI CTAaTUKM, sSKa IOIIMPIOETHCS Ha
BClo (popMy 3arajioM i, K minkpeciatoe M. YeplmHieBa, «<My3u4d-
HO-eMOLIIMHUIA KOJ BIiAKPUBAETHCS TUIBKM B OayeHHi LiJI0ro»
[7]. €. MuxaiinoB nopiBHioe Lo Ilpemomiio 3 Takum, 374aBa-
Jocst O, majlekum 3a (opMoOIO i 3MmicToM TBOpoM, K Bocbma
coHata. ¥ Ilpemonii op. 74 Ne 2 (ax i y BocbMiit coHati) 06e3-
BUXITHICTh i HallepeIBU3HAYCHICTD SIK Mi3HaHHSI HeckiHueHHOro
MPOSIBJISIIOThCS HEe TUIBKM Ha PiBHI 00pa3y i — ILIMplie — XygoX-
HbOI Ta (inocodchbKoi iaei, a il Ha piBHI (popMmHU i ApamaTyprid-
HOTO pO3BUTKY [3, c. 20].

Ipemoniss No 3, Allegro drammatico, Fis / a, Buminsgerbcs
Ha TJi TIOMEepenHiX aKTUBHIiCTIO BimoOpaxkeHoi MHii. ¥V KkoHTy-
pax IMOYaTKOBOI TeMM IMO3HAYeHMIA KOHTYp XpecTa — B iHBepcii
(ais-a'-dis!'-cis?).

Y temi Ipemtonii Ne 3 xim Ha cenTuMmy, SIK i OCTUHATO HA TPH-
TOHOBIIA OIMHUIII — «KOPCTKi PUTOPUYHI XOOU» — CUHOHIMIi3yIOTh
CTpaxmaHHS, 11O CYMIiCHO 3 OOpa3HiCTIO LIEHTPaJbHOI YaCTUHU
Mecu-nityprii Credo («Bipyo» y npaBociaBHili cyk0i OMK4e 10
il KiHL, ajie 32 CYTHICTIO — lie LICHTpaJbHUI eTal).

O3Haku iHBeHLii-Pyru BUSIBASIOTHCS 3a JOMOMOIOIO TMOKa3y
3a3HaYeHOI TEMHU Ha Pi3HUX BUCOTHUX PIiBHSIX — Big ais y T. 1,
el yT. 3, gy 1. 6, TOGTO OCHOBHE, <«BIiIITOBiIHE» i «pO3p06-
KOBE» IPOBEJACHHS, OCTAHHE 13 «ITPOTOJIOLIEHHSIM-1HTEpMETiEI0»
y 11. 8—11.

ITicnsa cninye «n3epkaibHa» pernpusa. CroyaTKky <«BiAIOBiIb»,
T. 13, ocHOBHU BUA T. 15 i3 MOBTOPEHHSIM «iHTepMeil» TT. 21—24
Bim a / Fis, 110 yTBOpIOE COHaTHi BiTZHOIIEHHS B MeXax qua-
si-rioftipoHiuHOI (popmu. 3a3HaueHa <«iHTepMeniiiHa» MOOyHIOBa
(t1. 8—11 i 21—24) MicTUTb MeJOMIMHUIA Xi 3a raMOI0 TOH-IiB-
TOH, KW BUCTABJIIEHWN K Pe3yJbTYIOUMiA y TT. 25—26, ToOTO
y IBOX OCTaHHiX TaKTax IT’€CU. Y pe3yJibTaTi 3aKJIOUYHUI aKopn
MiCTUTb, MOPSII 3 OCEPEKOM e-gis, SMEHIIEHUI cenTakop/ Bia fis
(fis-a-his-dis).

BignoBinHO 10 cMmucily BUOYIOBYETHCS CKJIaaHaA ajieropis
ABTOPCBKOTO «CHUMBOJIy Bipu»: ocCBSUeHe IIEPKOBHOIO Tpamu-
1i€0 MyYEHULTBO, TMiATPMMaHe POMAHTUYHUM YCTPEMJIIHHSM JI0
IH1I0TO.
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IMpemogis Ne 4 op. 74, A / a, Lento mae pemapku vague,
indiicis — HeBU3HAaUEHO, Hepillydye, TOMi SIK 3 IOMISIAY rapMOHil
SIBHO «pO3pilllyBaJIbHO» BUOYyIyBaHA IIOAO <«TOCTPUX» CENTUM —
3MEHIIIeHNX OKTaB No 3.

3’enHaHHS 3a BEPTUKAUII0 MaXOPHOrO i MiHOPHOTO TPU3BY-
KiB TIOXOOUTh Bifl «<KOPCTKOCTE» MOMEPeAHbOI IT'ECHU, OO TOTO K
1 TYT IEMOHCTPATUBHO BMIIMCAHI CENTUMHU — i3 PO3PilIEHHSIM Yy
cekcTy. BuximHuit i ocHOBHUI MelomiliHuil Xin c?-h!-gis!-dis?-c?
MOEAHYE B cODOi KOHTYp XpecTa i «Kijblig», To0TO imeto CokyTu
i boxxecTBeHHOI MPUCYTHOCTI. AKOpA0Ba «ITPO30PiCTh» BEPTUKAII,
10 Haraaye (akTypy LIEPKOBHOTO TiMHY, Y €IHOCTi 3 iHIIMMM
BUIIIEBKA3aHUMU 3HAKAMU, MO3BOJISIE MOYYTU B IT'€Ci aHAJIOTii 10
Sanctus- Benedictus (CBsat-biaarocioBeH) MecH-JIiTyprii.

®dopMa OmTHOYACTUHHA, 3 JOMTOBHEHHSIM, 11O PEIPU3HO 3BYIUTH
ITiC/Isi PO3rOPHYTOrO APYTrOro peuyeHHs, 3arajoMm CIIiBBiZHOCHa 3
0axiBCHhKOIO HETIPOIIOPLIITHOIO JBOYACTUHHICTIO, 3 KOXOIO-IO0IIOB-
HEHHSM Yy KiHIIi, 3aBePIIYETHCS TOHIKOI A / a 3 MaXXOPHO-MiHOp-
Holo Tepui€eto. Y cykynHocTi us Ilpentoais Haramnye rapMoHii CIi-
piuyesnc, ski 6yau Bimomi B Pocii Big 1870-x pp. i acouiroBaiaucs 3
MEePLIOXPUCTUSIHCHBKUMU YecHOTaMU Bipu.

TpuaoabHUL po3Mip MOKA30BUI IJIs1 CTapOipJaHAChKUX TIMHIB,
SIKi ICTOPMYHO JISITJIA B OCHOBY CITipidyesic, Xo4a SIBHO ITepeBaxKae
B HUX ITOKa30Ba ISl HEEBPONEMChKOI MY3UKHU ABOMOJIbHICTh. Tpu-
IOJIbHUX pyX, 10 Ma€ Miclie B il I’€ci, CIiBBIZHOCHMIA i3 BaJlb-
cosicrio, mo Mae mig O. CkpsibiHa eMOJIeMaTUKy MOCKOBCHKOTO
MUCTELIbKOTO CepeIOBMIIIA.

IMpemonis Ne 5 op. 74, Es, ii xapakTtep BU3HAYEHO peMapKaMMu:
Fier, bellinqueux — topmo, BoitoBHMYO. [lomiorno mo Ne 3, BoHa
iiie B ILIBUAKOMY PYyCi, a TaKOX 3arlo3U4ye€ BiJ Ha3BaHOI IIE€H-
TpaJibHOI I’€CU LIMKJIY OCTMHATO KBapTOBUX XoHiB y 0Oaci. Tema
BU3HAYeHA IUIACTUKOIO Yepe3 MY3MKY IMOJAHOIO XeCTy — BKa3iB-
HOI0, aKTMBHO CHpPSIMOBAaHOI'O HA30BHi, TPUIOJBHICTIO «BaXXKOI
BaJIbCOBOCTI» Ha 3/2.

TaHitoBaIbHO-0aJIeTHUIA XapakTep aaHoi Ilpentonii He moTpe-
Oye cnemiasbHMX IT0sicCHeHb. PopMa — CTapocOHaTHa, TOOTO
nBogaszHa coHaTHa 0e3 po3pooku. lliero sxictio Ilpemtonmist, K
i iHIMMuU pucamu, Haragye Ne 3. 3arajioMm, TeMaTU4Hi CKJIaiao0Bi
yacTMHU HabauxaloTbh oopas I[lpenroaii 1o moemu «do moaym’si»,
op. 72. IlpomereiBcbka repoika <«BUKpajeHHs1 BorHio» 3asB-
JieHa CMMBOJIIKOIO KiHIleBoro akopay Bin Es, Ha ToHi I'epoiuHoi
cuMOHii.
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3i cKa3aHOTO MOXJIMBUIA BUCHOBOK MpPO CKPsSIOiHIBCHKY BEPCilo
BesneBunHOI XepTBuU, Agnus Dei, ArHus boxoro, 1110 BO3HOCUTh
TeMHEe TUTaHiYHe 3YCUJLIS 10 JIETKOCTi cBiTJ0BOi I'pu. BanbcoBuii
PYX JIOa€ TOTO TOHYCY «OOXECTBEHHOI rpu», M03a SIKOI0 HEMOX-
JINBO YSBJISATU cobOi BUKOHaHHS TBopiB O. CkpsibiHa.

AHaJti3 UMKy 103BOJISIE BUSBUTH Y IPYTili Ta 4€TBEPTIi 11’ ecax
HesiKi CropimHeHi pucH. [x 06’eqHye TOXMYpPO-TPUBOXHUIA XapaK-
Tep, aOCOIIOTHO HE BJIACTMBUIA IJISI paHHbBOI Ta 3pijoi TBOPUOCTI
KOMIIO3uTOpa. Y IMeplliil i TpeTi MOpeaionisx IepeoCMUCICHI
BUpa3Hi 3aco0U, 1110 BUKOPUCTOBYIOThbCSI O. CKpsIGiHMM y paHHiIX
3pa3Kax >XKaHpy.

Y CyKymHOCTi MOXHa BiJ3HAYUTU TNPUHLIMIIOBO HOBY SIKiCTb
LUKJTY Tpeitofiii op. 74, MOEAHAHICTh SIKUX BiITBOPIOE LIMKJ KaH-
TaTU-MECHU, SIKUN SIK CAMOCTiMHUI XaHP KOMIIO3UTOPOM He OYB
yTiJleHu#, ajie BiAMoBiAaB MparHeHHSIM HMOro MOJIOAIIOrO cydac-
Huka A. BebepHa, 1110 OCBOIOBAB 10 CTWJIICTMKY KaHTAaTH i «KaH-
TaTHO-OPraHi30BaHOr0» IHCTPYMEHTaJi3My — Y BTUIEHHI cakpalib-
HOI akiii Mecu-JiTyprii [6].

Cepen BUKOHABCBKMX iHTepIIpeTalliii LMKIB Ipeiomii
y XX cr. BumingeTrbcss BukoHaHHS B. Co@dpoHUIIEKOIo
i JIx. OrgoHa. IlaHiBHMM Yy LMX iHTEpIIpeTaLlisiX BUCTYIAE irpo-
Bo-nojiboTHe (k. OrmoH), TaHoBanabHO-MigHeceHe (B. Codpo-
HULIbKMI) TpaKTyBaHHS CKPsIOiHiBCKOIO TEKCTY, SIKMI Hece 3apsif
HaIXyI0XHbO-cakpaabHOro IpuiydyeHHs 10 iCTUHHUX LiHHOCTEM
CBiTYy. 3a3HaueHUIl TUI TPaKTYBaHHSI YTBOPIOE CIELialbHY JiHil0
BUKOHaBcbKoOro miaxoay B. CodpoHUIIBKOTO, CIYIIHO BUSHAHOIO
HaiOiIbLI TepeKOHJIUBUM iHTeprperatopoM O. CkpsibiHa y chepi
pOCiiiCbKOr0 MUCTEIITBA.

Bucnosku. Ilpenoaii O. CkpsabiHa Mmi3HiX OMyCiB CTBOPIOIOTH
BUXOAM Ha HOBi pyOexi XXaHPOBMX SIKOCTE€l KOMIIO3MI1Iil, J0O3BO-
JISIIOTh BUSIBUTHU «BHECKPSIOIHIBChKY» CTWIICTUKY SIK CUMBOJI HOBOI
IHCTPYKTUBHOCTI — Y MMCJEHHEBUX aKIlisIX MY3UKaHTIB 3arajioMm.
HoBuit migxig mo uMKiIizalii 1m’ec yTBOPIOE CKJIAAHI 3’€IHAHHS
CMUCJIOBOIO MOPSIAKY, IOMHOXEHI CKpsSIOiHIBCbKMM aBTOPCHKUM
MEePEeOCMUCIICHHIM 3aKJIaAeHOl B HUX CUMBOJIKH.
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JO YBAI'1 ABTOPIB

3arajibHi M0JI0KEHHS

PepakuiiiiHa KoJjieris HaykoBoro BicHuUKa OmechKol HallioHAJIb-
HOI My3W4HOI akajaeMmii «My3uyHe MUCTELTBO i KyJbTypa» (maJi —
BiCHMKA) y CBOill pOOOTi KEpyeETbCSI HOpMaMM 3aKOHOJABCTBA
VYkpainm y cdepi ocBiTH, HAYKOBOI HisSUTLHOCTI Ta iHTEIEKTYaIbHOI
BJIACHOCTI.

o omyOyiikyBaHHSI y HayKOBOMY BIiCHUKY «My3WuyHe MMUC-
TeUTBO i KyabTypa» OmecbKoi HalliOHAJbHOI MY3MYHOI aKa-
memii imMeHi A. B. HexnaHoBoi IpMiAMarmOTbCSI HAyKoOBi i Hay-
KOBO-METOIMYHI CTaTTi, $Ki € pe3yJbTaTOM OpPUTiHAJIbHUX
JOCTiIKEeHb V BiAMOBIIHUX Tady3sX 3HaHb, paHillle Hige He OPYKY-
BaJIMCh 1 BiAINOBiZaMOTh MPUHIIMIAM aKaJeMidyHOI J0OpPOYEeCHOCTI
(3akoH mpo Bumny ocsity, octanHg pemakiiist Ne 2233-VIII Big
07.12.2017, BBP, 2018, Ne 2, ct. 8 , BBP, 2017, Ne 38-39, ct. 380)'.

CratTi npniiMaloThcs YKpaiHCbKOIO, aHIIIHCHKOK Ta POCiiHChKOI0
MOBaMH.

O00B’SI3KOBUMM eTarlaMu poOOTH pelakiiiiHO1 KoJjerii 3 omnpa-
LIIOBaHHS cTaTeil mepea MyOoiKali€elo €:

— IepeBipka Ha IIpeaIMeT OOTPUMAHHS BUMOI OO0 pemdaKIliii-
HOro o(OpMJICHHS 3TiTHO 3 JIepXXaBHUMM CTaHAApTaMu YKpaiHU
(ACTY 3008-95 «JlokymeHTalisi. 3BiTH Yy cdepi HAyKU i TEXHiKHU.
CrpykTypa i mpaBmwia odopMIICHHS»; 0GOpPMIICHHS CITMCKY BUKO-
puctanux mxepel, BignosigHo 1o JCTY 8302:2015; AICTY 3582-97
«CKOpOUYEHHS CJIiB B YKpaiHChKiii MOBi y Gi0siorpagiyHoOMy OMuUCi.
3arajibHi BUMOIY Ta IIpaBuUJja»;

— 3OiiCHEHHSI PEeOKOJIEeri€l0 BHYTPILIHBOTO Ta 30BHILIHHOTO
peueH3yBaHHs ctateid (mm. 2.10, 2.11 Hakazy MOH VYkpainu Bin
15 ciung 2018 poky Ne 32 «IIpo 3atBepmkenHs Ilopsaky dpopmy-
BaHHs Ilepeniky HayKoBUX (paxoBUX BUAAHb YKpaiHU»);

— nepeBipka crtateit Ha mariat (Crarri 1, 5 3akoHy Ykpa-
iHn «IIpo HaykoBYy i HayKOBO-TEXHIYHY HisIbHiCTB», Crtarts 50
3akony Ykpainu «[Ipo aBTOpcbKe MpaBO i CyMiXXHi mpaBa»;
1. 16 «[lopsnky npucyIKeHHsI HAyKOBUX CTYIEHIB i IPMCBOEHHS
BUEHOTO 3BaHHS CTApIIOro HayKOBOTO CIiBPOOITHUKA»).

Etanu niaroroBkKu 10 ApyKy
Ilepemaioun cTarTIO OO pedakliii, aBTOp rapaHTYE€ HasIBHICTb
Yy HBOTO aBTOPCHKMX IpaB Ha PYKOIIMC i Ja€ 3romy Ha myOJi-

' http://zakon.rada.gov.ua



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 239

Kallilo TeKCTy Ta MeTaJaHWX CTaTTi (BKJIKOYAlOUM Mpi3BUILE Ta
iHiliaTM aBTOpa, Miclie MOoro poOOTH, €JIECKTPOHHY aupecy s
KOPECMOHEHIIiT) Y APYKOBaHili Ta €JeKTPOHHIl BEpCisX XypHay.

1. Crarri nomatotbess Ao HaykoBoi yactuHu OHMA imeHi
A.B. HexxnaHoBoi 3a e-mail anpecoio: editor@music-art-and-culture.com
Ta Ha BeO-caT 30ipku http://music-art-and-culture.com

2. CrarrTi acnipaHTiB Ta 3100yBayiB (0ci0, sIKi He MalOTh HayKO-
BOTO CTYIICHS) 000B’I3KOBO CYNIPOBOIKYIOThCS PeleH3i€lo i3 3a3Ha-
YEHHSIM HAayKOBOi HOBM3HU Ta aKTYyaJlbHOCTi IMyOJliKallii, Mianu-
CaHOIO JOKTOPOM YU KaHIMAATOM Hayk ((daxiBleM 3a mpodineM).
IMinnuc peueH3eHTa Ma€ OyTU 3aCBiIUEHMM IMEYaTKOIO y Kaapo-
BOMY MiApPO3ili.

3. CrarTs, y gKiil BUSBJICHO 3all0O3MYEHHST 3 MaTepialiB iHIINX
aBTOPiB 0€3 MOCKJIaHHS Ha JIXXepeJio, HE TIOBEPTAETHCS Ha 100Ipa-
LIOBAHHS Ta He IyOJIIKYEThCS, a ii aBTOP MOXe II0JaTu 10 PEAKO-
JIeTil iHIIMK MaTepia.

Y pazi mOBTOpHOIro BUSIBJICHHS 3aIll03WYEeHb, peaakilis 3ajiu-
1a€e 3a co000 MpaBo He OpaTu y MOAAIbIIOMY IO APYKY MaTepi-
ajd JaHOTO aBTOpa.

4. IlpaBujia IMTYBAHHS:

— BCi IMTaTHU MaloTh 3aKiHUyBaTUCS TTOCUJIAaHHSIMU Ha JIKEpeia;

— IIOCUJIaHHS Ha MiAPYYHUKU € HeOaKaHUM;

— BTOPMHHE LIUTYBaHHS He OakaHe;

— SKIIO B OIJISIAL JIiTepaTypd abo majli Mo TEKCTy e MOCH-
JIaHHSI Ha Mpi3BUIlE BYEHOro — MHoOro myoOJikalisi Mae OyTU B
3arajJlbHOMY CITMCKY JIiTepaTypu ITic/isl CTaTTi.

5. 3a HagBHOCTI TpbOX i Oijbllie rpaMaTUYHMX IMTOMUJIOK Ha
CTOpPiHIIi, TEKCT IO ITyOaiKallii He IIPpUMAETHCS.

6. Penkoierist opraHi3oBye BHyTpilllHE (00OB’SI3KOBE) Ta
30BHIlIHE (32 HEOOXiMHOCTI) pelLieH3yBaHHS CTaTeil.

Penxoneris 3anuiiiae 3a co6010 MpaBo 3HSITU MaTepia 3 Mmy0Jti-
Kallii, SIKIIO TeMa, HayKOBMI piBeHb Ta O(POPMJIEHHS CTAaTTi He
BinnosigaioTh Bumoram JJAK MOH VkpaiHu 11010 HayKOBMX
cTaTe.

CTpyKTypa CTaTTi

1. Inpexc YJK.

2. BimomocTi mpo aBTOpa YKpaiHCbKOI, POCIiiCbKOI) Ta AaHr-
JIIICBKOI0O MOBaMM, 1110 MiICTITh Taki naHi (6e3 CKopouyeHb Ta
abpesBiatyp): mpi3Bulle, iM’sl, IO 0aTbKOBi, HAyKOBMI CTYIiHb,
BUEHE 3BaHHS, Ilocaja i3 3a3HAYEHHSIM CTPYKTYPHOIO IIiIpO3-
JiTy Ta Ha3BM YCTAaHOBM 3a OCHOBHMM MiclleM pOOOTH aBTOpa,
ORCID (obop’sa3k0Bo). Hanpukman: [Ieanose Isan Isanosuu,
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ORCID 0000-0000-0000-0000, doxkmop mucmeuymeoznaecmea, npo-
ghecop, npogecop kaghedpu icmopii my3uxu ma my3uuHoi emnoepaii
Odecvkoi HayionanbHo My3uunoi axademii imeni A.B. Hexcoarnogoi.

3. KonraktHa iHdopmanis: Homep TenedoOHyY, €JEeKTPOHHA
TOIIITA.

4. Ha3Ba crarTi yKpaiHCHKOIO, POCIlICbKOIO Ta aHTIJIilCHKOIO
MOBaMHM.

5. AHoTamii Ta KJII04YOBi CJI0Ba HABOISATHCS TPbOMa MOBaMU
(YKpaiHChKOIO, POCiAIChKOIO, aHIJIiiIChKOIO)

a) aHOTalisl YKpaiHChKOIO MOBOIO MICTUTh «XapaKTePUCTUKY
OCHOBHOI TeMHM, IPOOJeMU, METU CTATTi Ta ii pe3yabTaTtu». Cepel-
Hilt o6car aHoTarlii — He Oiabme 300 caiB (ne oiabme 2300 apyko-
BAHUX 3HAKIB 3 MPoOiIaMu).

0) aHoOTalisl POCIMCBKOIO MOBOIO Ta AaHIJIIMCHKOIO MOBOIO
€ TIepeKJIafoM YKpaiHOMOBHOIO BapiaHTy, He Oiabme 300 ciis
(ue Oibme 2300 ApyKoBaHMX 3HAKIB 3 MPOOiIaMu).

B) aHOTAllisl HABOAUTHCS OJHUM a03anoM, 3 BUPiBHIOBAHHSIM T10
LIMPWHI; aHOTallisl HATAE€ThCS 3TiTHO 3 BUMOTaMM HayKOMETpHY-
Hux 0a3 sIK CTPYKTypoBaHuii pedrepaTr, i MOBMHHA MIiCTUTHM Taki
BUIJICHI eJleMEHTH: MeTa pOOOTH, METOHO0JIOrisA, HAYKOBA HOBH3HA,
BHCHOBKH.

«ITicng KoXHOI aHOTallil HAaBOJASATh KJIIOYOBI CJIOBAa BiJIOBiI-
HOI0 MOBOIO. KJII0OUOBUM CJIOBOM Ha3MBA€ETHCS CIOBO abO CTilike
CJIOBOCHOJIYUYEHHSI i3 TEKCTY aHOTallil, Ke 3 TOUKM 30py iH(Op-
MaliifHOro TIOLIYKY Hece CMUCI0oBe HaBaHTaxXeHHs. CyKyri-
HIiCThb KJIIOUYOBMX CJIiB (3arajbHOI0 KiJbKiCTIO HE MEHIIOI TPbhOX
i He OiNbLIOI JecsITH) MOBMHHA BiAOMBATU 1032 KOHTEKCTOM
OCHOBHMI 3MiCT HAayKOBOI Ipalli.

KitouoBi cjioBa mopaloTh Y Ha3MBHOMY BiIMiHKY, IPYKYIOTb B
PSIIOK, Yepe3 KoMmy.

Hanpukaao:

H.B. Xmean, 3000y8au kagedpu meopii my3uxu ma KoMHo3uuyii
Oodecvkoi HayioHanbHoi My3uuHoi akademii imeni A. B. Hexcoarnoeoi

Metoa repMeHeBTHYHOrO miaXoay npu TpancgopManuii opraHHux
xopaashnx npemoniii . C. baxa nas 6anaypu

MeTa gociuimKeHHS — BUSIBUTU TeMOpPOBO-(aKTYpHi 0COOJIU-
BOCTi TpaHcdopmallii Ta iHTeprpeTailii TBOpiB KOMIO3UTOPiB
ernoxu bapoko B mepekageHHi JJisl CTPYHHO-IIUIIKOBOTO YKpa-
IHCBKOTO HApOAHOTO iHCTpyMEHTY OaHmaypu. MeTomoJiorisa gocii-
JDKeHHS — TIOJIITa€ y 3acTOCYBaHHI KOMIIAapaTMBHOIO METOAY B
MY3HUlli, METOAY CUCTEMHOTO aHali3y AJIs1 JOCHiIXKEHHS MOTEHIIi-
ajly po3LIUPEeHHs 3ac00iB TpaHchopMallil My3UKH MUHYJIHUX CTO-
piub, iCTOPUYHOIO METOAY MJISl JiHIAHOIO pO3MISAY MpobjiemMu
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nepeKkaajeHHs] TBOpiB ernoxu bapoko, MeToay y3araabHEHHS sl
¢opMmyIIOBaHHSI BUCHOBKIB. 3a3Ha4e€HUI METOIOJIOTIYHUMI IIif-
Xil JO3BOJIIE PO3KPUTU Ta MpOaHali3yBaTWU OCHOBHi NMPUHIMMNU
MepeKIaiecHHs IHCTPYMEHTaJIbHUX TBOPiB 106u bapoko s GaH-
nypu. HaykoBa HOBH3HA — IIOJISITAE Y PO3IIMPEHHI METOMIB mepe-
KJIaJI€HHs Ta OOIPYHTYBaHHiI OCHOBHMX 3aco0iB TpaHcdopMallii
opraHHux xopaibHux npemoniii M. C. baxa npu nepekiaaeHHi
JUIsE 6aH;[yp1/1 BucHoBku. Ha oCHOBI My3MYHO-BUKOHAaBCHKOIO
aHan13y opraHHMX xopanbHux npemoniii M. C. Baxa B nmepexia-
neHHi ms 6anaypu C. OBUapoBOi MOXHAa 3pOOUTH BUCHOBOK, 1110
TpaHcgopMallis TBOpiB ernoxu bapoko mjisl yKpaiHChKOTO Hapo.-
HOTO IHCTPYMEHTY — OaHAypu MOXJIMBA, IO JOBOAWTH Oararo-
rpaHHa 3BYKOBa TeMOPOKOJOPUCTHKA Ta (haKTypHi MOXKIMBOCTI
iHCprMeHTy Otxe, iHTepHpeTaHiH MY3UIHUX IHeI[eBpiB MUHY-
JINX CTOpl‘{b Ha Cy‘{aCHII/I MonudikoBaHil GaHIypi anBep/:DKye
npotuec ii akaaeMisallii Ta 3Ha4HO 30arauye siK HaBYaJIbHUM, TaK i
KOHLIEPTHUI pernepTyap NpeACTaBHUKIB OaHAYPHOTO MUCTELITBA.

KmouoBi ciioBa: TeMOpoBO-(daKTypHi 0COOJIMBOCTI, TpaHCHOP-
Mallisi, mepeKJIafieHHs, eroxa bapoko, iHTepnpeTallisi, repMeHe-
BTUKa, OPraHHi XOpaJibHi MpeJTtoiii.

6. Bumoru 10 OCHOBHOIO TEKCTY:

— «IIOCTAaHOBKA TPOOJEMHU Yy 3araibHOMY BUIJISIAL Ta ii 3B’SI30K
i3 BAKJIMBUMM HAYKOBMMMU YU MPAKTUYHUMU 3aBIAHHSIMU;

— aHaJli3 OCTaHHIX AOCHiIXEeHb i MyOaiKaliii, B SIKMX 3aroyar-
KOBAHO pO3B’si3aHHS JaHOI MPOOJIEMHU i Ha SIKi CIIMPAEThCS aBTOP,
BUJIEHHSI HEBUPILIEHWX paHillle YacTUH 3arajbHOI IMpOoOJeMH,
KOTPUM TIPUCBIYYETHCS O3HAUYEHA CTATTS;

— (hopMyIIOBaHHS Lijei cTaTTi (IT0CTaHOBKA 3aBIAHHS);

— BHMKJal OCHOBHOrO Marepiaqy JIOCHiIXEHHSI 3 IOBHUM
OOIPYHTYBaHHSIM OTPUMAaHUX HAyKOBUX pPe3yJIbTaTiB;

— BUCHOBKH 3 LIbOTO JOCJiIXK€HHS i MEePCNEeKTUBU MOJAIbIINX
PO3BiIOK y NaHOMY HamnpsMKy» 7. CTpyKTypHi €JeMEHTH CTaTTi
HEOoOXiIHO BUAUIUTU 3 ab3ally HaIliBXKUPHUM ILIpUPTOM, a caMme
TaK: AKTyaJbHICTh TeMH J0CTiKeHHs. Mera gociimkennsa. Bukian
ocHoBHOro martepiamxy. HaykoBa HoBu3HA. BrCHOBKM.

HaBeneHi Oynb-siKi CTaTUCTUYHI JAaHi MalOTh OYTH MiAKpPirieHi
MOCUJIAHHSM Ha JiKepea.

7. CHHCOK BHKODPHCTAHHX Kepea O(OPMIIOETBCS 3TiTHO 3
Bumoramu JACTY 8302:2015. dxepeaa HaBOASITHCS MOBOIO OPUTi-
Hally B alaBiTHOMY MOPSIKY.

B crnircky mae Oyt He MeHille 7-8 MocwiaHb Ha JIxXepena,
OaxkaHa HasIBHICTb 1HO3EMHUX JKepesa; PEKOMEHAOBAaHO MOCH-
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JIaHHS Ha iHO3eMHi XXypHaJIM 3 BHCOKHMM iHIEKCOM BIUTMBOBOCTI
abo 6a30By MoHorpadito B AaHill ranysi.

8. References (Jritepatypa JaTUHUIIECIO) HABOJUTHCSI TTOBHICTIO
OKpeMUM OJIOKOM, MOBTO-PIOIOYM CIIMCOK JIiTepaTypu, HamdaHWK
HalliOHAJbHOIO MOBOIO, HE3aJIEXKHO BiJ TOrO, € B HbOMY iHO3€MHi
JoKepesa 4y Hemae. SIKINo B CHUCKY € MOCWIAHHS Ha iHO3eMHi
nyoOJiKalii, BOHM TMOBHICTIO MOBTOPIOIOThCS Yy CIIMCKY, HaBelae-
HOMY Y JIATUHMULII.

Cnucok References odopmittoeTbesi 3rifHO cTaHaapty APA
(American Psychological Association (APA) Style). Pexomenmno-
BaHO KOPMCTYBaTUCh CUCTEeMaMM aBTOMATUYHOI TpaHC-JIiTepallii:

IJISI TpaHCJiTepallil YKpalHChKOIO TEKCTY JIATMHUIIEIO CJIif
3actocoByBatu IlocraHoBy KaGiHety MiHicTpiB YKpaiHu Bin
27 ciunsg 2010 p. Ne 55 (http://translit.kh.ua/#passport);

JIJIsI TpaHCIIiTepalLlil pOCIMCHKOTO TEKCTY JaTUHUIIEIO — CUCTEMY
Hepxnemapramenty  CIIA  (http://shubl123.ucoz.ru/Sistema_
transliterazii.html).

OdopMUTH LUTYBAaHHS BiAMOBiAHO H0 cTuIio APA MoxHa Ha
CaiiTi OHJIaiHOBOTO aBTOMATUYHOIO (pOPMYyBaHHS MTOCUJIAHb;

Citation Machine (http://www.citationmachine.net/apa/cite-a-
book)

http://www.bibme.org/apa/book-citation/manual

TexHniune oopmiaeHHs

1. O6car — 12-18 cTropiHOK.

2. TexkcroBuii mpouecop Microsoft Word.

3. Ipudt Times New Roman (Times New Roman Ciyrillic),
14 xeryb.

4. Ilons: He MeHIIe 2 CM.

5. IlonyTOopHUIA MIXPSIAKOBUI iHTEpBaJl.

6. IMocunauns: [8, c. 25], ne 8 — MOPSIAKOBUIT HOMEp JDKepea
y CIIMCKY, C. 25 — Homep cTtopiHku. [TocuiiaHHSI Ha KijibKa JXKepen:
[8, c. 25; 4, c. 67].

7. Jlanku: «...»; MOABIMHI JJanku mIs1 OoPOPMJICHHS LIMTaTU B
uTati: «“...7».

8. LmocTpallii moaarThCsl 3a KpaliHbOIO HEOOXiTHICTIO OKpe-
muMHu ¢aitmamu. @opMar jpeg 3 po3miTEHOIO 3MATHICTIO He MEHIIIE
300 dpi 6e3 cTucHEeHHSI.

3pa3ok mignucy mim imoctpauieto: B. Cmepaieos. Kpusa npo-
oaema Nel. 1970. Ilosomno, onia. §349105. Jlepucasnuii my3eii icmo-
pii. Canxm-Ilemepbype.

9. Tabnuui i GopMyar BUKOHYIOTbCS 3rinHO 3 Bumoramu JCTY
3008-95.
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10. ITpuMiTku oOpMITIOIOTHCS SIK BUHOCKU. 3acobu Microsoft
Word He BUKOPHUCTOBYIOThCSA. 3HaK BUHOCKM BUKOHYIOTh HaIpsII-
KOBOIO apaOchkoo Lm¢pow 0e3mocepeIHbo IIiC/IsI TOTO CJIOBA,
qyuciaa, CUMBOJIYy, PEYEHHS, JO SKOTO HaloTh TMosicHeHHs. [Ipu-
MIiTKM PO3MIlIYIOThCS MiCJs1 OCHOBHOIO TEKCTY Iepe] CITMCKOM
BUKOPUCTAHUX JXKepe.

IMpuxnan: ¥ Tekcri:

MerTta CTaTTi — MPOCTEXXUTHA B3aEMO3B’ 130K MixK (PiIocOPCHKOIO
Kareropiero Hiino' ta KoHIEMIi€o. ..

ITicas1 OCHOBHOIO TEKCTY Iepe]] CIIMCKOM BUKOPUCTAHUX JIKEPET:

Ipumitku:

! Hanucanns Hilo 3 BeaMKOi JiTepy BUKOPUCTOBYETHCS Y TUX
BUITIaJIKaX, KOJU MAEThCS Ha YBa3i BiAMoBinHa (inocodchka Kate-
ropisi, Mpyu akUEHTYBaHHi ii 3HAYYILIOCTi Ta 32 GaKaHHSIM CaMOro
aBTopa. Y HaBeICHMX LIMTATaX HAIMMCAHHS MTOIAaHO 3 YpaxXyBaHHIM
aBTOPCHKOTO TIPABOIIUCY.

Marepianu, 1110 HE BIAMOBINAIOTh JAHUM BUMOTaM, 10 PO3IJISLY
npuiitMaTHCs He OYIyTh.
Pykornucu Ta e1eKTpoHHi HOCIii aBTOpaM He MOBEPTAIOThCS.

Penxoderis.
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