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Po3nxin 1. o Section 1.

AKTyajbHi aCleKTH My3U4YHOT0 BUKOHABCTBA
Actual Aspects of Music Performing

VK 780.614.333»16/18»
DOI 10.34064/khnum1-6201

Yooseuuenxo Muxona Mukonaiioeuu

XapkiBChbKUI HanioHANbHUH yHiBepcuTeT MucTenTB iMeHi 1. I1. KomspeBcpkoro,
TTOLIEHT Kaeapu OpKeCTPOBUX CTPYHHUX iIHCTPYMEHTIB,
acripaHT kadeapH IHTEPITPETOJIONT Ta aHAI3y MY3HKH
e-mail: udovichenko.nikola@yahoo.com
ORCID iD: 0000-0002-6297-0104

HInsixu popmyBaHHS
KOHILIEPTHOTrO penepryapy A ajabra y XVII-XIX ct.

3oiticneno cnpoby sucsimaumu 0cobnueocmi GopmysanHa anwmogoeo pe-
nepmyapy, sixe 6i00y8anocs y 36 513Ky 3 NPOYECoM CMAHOBNEHHS Abma K CONb-
HO20 KOHYEePMHO20 iHCmpymMenma. B ceimni cmpimko2o 3p0Ccmanisa nonyispHoc-
mi anema y XX cmonimmi [ 30i1bWeHHs y8acu HAYKO8Yi6 00 CYyYACHOL anbmogoi
Npakmuky nompedysanu nepeoyiHky i nonepeoni emanu po3eUMKY AlbmMo8020
mucmeymea. Ocobauso maxuii nepeanio € akmyaibHuM 015 GIMYUSHAHO20 MY-
3UKO3HABCMEA, WO MPUBAULL Yac nepedysano 6 inghopmayitinitl i3onayii; omoice,
3AYHUeHHs HOBUX Odicepesl 00YMOBUNO OOYLTbHICMb | NeGH) HAYKOBY YIHHICMb yicl
cnpobu. Memoio cmammi cmas po3ennd npoyecy hopmysans, KOHYEPmHO20 pe-
nepmyapy ons anoma y XVII-XIX cmonimmsax y KOHmeKCmi CrmaHo81eHHs anibmo-
6020 6UKOHABCMEA.

Ha ocnosi ananizy oOscepenvnoi 6asu, cucmemamusayii ma y3aeanbHeH-
HA 11020 pe3VNbmamis npoCMmedCeHo WIIAX PO3GUMKY ANbI0B020 GUKOHAGCMEA
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00 nouamxy XX cmonimms, 6i0 disnvHocmi I Tenemana, 6pamie Anmonina ma
Kapena Cmamuyis, 1. Xonvybayepa, JI. Jlebpyna, E. Aiixnepa, uepes meopuicme
@. A. Togmaiicmpa (XVIII cmonimms), A. Ponna, I Cimma (XIX cmorimms).
Hazonoweno, uwjo upiuianbHuii 6HeCOK y nepemeopenHs aibma 3 AKOMNAHYI04020
HA NOBHOYIHHULL CONbHUTL IHCMPYMEnm 3poOuUnU NposioHi 6UKOHABYI, OiNbUICTb
3 AKux Oynu i komnosumopamu. Ilosnayveni cnpuamaugi YuHHUKY (N0A8a 8ipmyo3is,
aKmueizayis 2aCMpobHOT OIIbHOCMI MA MY3UYHO20 OI3HeCY, PO3GUMOK Nedazo-
2IiKU, PopMyBaHHs CMANUX BUKOHABCOKUX HANPAMKIG, WKL, MPAOUYis MY3UKYGAH-
HA HA anbmi ceped KOMNO3Umopis), ujo 32000M npu3geiu 00 CMpiMKO20 pO38UMKY
anbmosoco penepmyapy y XX cmonimmi.

Kniouogi cnosa: anem; anemucm,; anomosui penepmyap,; iHcmpymenmanis-
HUll, KOHYepmHUll, al1bmose GUKOHABCMSO, GIpmyo3; eiona 0’amyp, aivmoge
Mucmeymeo.

IMocTranoBka npo6aemu. PopMu KOHLEPTHOTO BUKOHABCTBA 00yMOB-
JieH1 KOHKPETHHMH ICTOPHYHUMH (paKTOpaMH Ta HEBiJl'€MHO TIOB’s3aHi
31 CTymeHeM pPO3BUTKY cyciinbcTBa. CTaHOBIEHHS ajbTa SK CONBHOTO
KOHIIEPTHOTO 1HCTPYMEHTA, K 1 (HOpMyBaHHS aJlbTOBOTO perepTyapy, Bil-
OyBaJiocsi JOCUTDH CKJIaJHUM IIJISIXOM, 10 OyB CIIOBHEHUH IpaMaTHYHUMH
MOMEHTaMH, CAMOBIITaHICTIO Ta HAITOJIETJIMBICTIO 0araThoX MOKOIIIHb MY-
3uKaHTiB. L{e cTaHOBIIeHHS TpUBaio, Oe3 nepeOiIblIeHHS, KIJIbKA CTOJITh.

Te, mo cpOromHi, Al Cy4acHUX MY3HKaHTIB, IOCTA€E SIK LIJIKOM Oye-
BUJIHE, a CaMe — BUKJIFOYHO BUCOKHH CTaTyC ajbTa SIK IHCTPyMEHTa 3 ca-
MOOYTHIM TeMOpOM, pi3HOMAHITHUM, HETIOBTOPHHUM 1 JyK€ XapaKTEPHUM
3a0apBIEHHAM 3BYKY, II0 pOOWTH HOTO HE3aMIiHHUM 1y CKIIaJli OPKEeCTPY
Ta aHCaMOMiB, 1 B SKOCTI COJNIBHOTO, — € PE3yJBTaTOM JIOBOJI TPUBAJIOTO
mporecy. YBary Ta HeaOMAKHI iHTepec OO0 anbTa MPOSsBIUIM 0arato My-
3uKkaHTiB — Momapt i bax, Mennenscon i JIBopxak, Ilaranini, B’etaH,
[3ai Ta Oararo iHMIMX — SIKi MPOTSATOM >KUTTS Yy BJAcHiI BHKOHABCBKiH,
30KpeMa aHcaMONeBil, MpakTUIll obupanu came men iHcTpyMmeHT. OmHak
3raJilaHi My3UKaHTH 3aJUIIWINA BCE K TOPIBHSIHO Majo TBOPIB JJIsi HBOTO.
Tpaauuiino BBaxkanocs (i HaBiTh 3apa3 iCHy€ Taka TOYKa 30py), IO aIbTO-
BUI penepTyap € JIelio 00MeXESHUM, 10 HEe JIO3BOJISIE ATBTUCTAM BECTH T10-
BHOI[IHHY KOHIIEPTHY AisUTbHICTH. 11[00 JOBECTH MOMIIIKOBICTh MOMIOHMX
MOTJISTIB, BiTOMHM adbTHCT B. BoprcoBChkHiA Ta HIMEIIBKHNA My3UKO3HA-
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Belb B. AnmbTMaH me B mepiiiid TpetrHi XX CT. 3po0nin crpoby cucrte-
MaTu3yBaTH iCHYIOUY JIiTeparypy AJs albTa Ta BiodH 1’aMyp, 3i0paBiu
1 y 3MiCTOBHOMY KaTano3i, sskuii oxoruroas niepion Bix XVII nqo XX ct.
(Altmann, Borissovsky, 1937). Ha cpboromHi Cnmcok ajbTOBHUX TBOPIB
3HAYHO PO3IIMPHUBCS, a CaM 1IHCTPYMEHT MEPEKOHJIMBO JIOBIB CBOE MPaBO
Ha aKTUBHE KOHIIEPTHE JKUTTA. SIK HACNIJIOK, TOKBABUBCS 1HTEpEC JI0 -
TaHb aJbTOBOrO MUCTEITBA i 3 OOKY JOCIIIHUKIB. Y CBITII «aJIbTOBOI pe-
BOJTFOITI1» meprmoi mooBuHA XX cT. (I'opomenpkuit, 2019: 2), sika 3akoHO-
MIPHO 1mocTae 00’ €KTOM yBaru cydacHux HaykoBiliB (I'opoaenpbkuii, 2019),
nompebyoms HO8UX OYIHOK I NONepeoHi emanu po3eUmK) Albmo8o20 MUcC-
meymea. OCOOIMBO TaKUI TIEPETyIsil AKTyalbHUH JJIs1 BITYU3HSIHOTO MY3H-
KO3HABCTBa, 1110 TPUBAJIMI Yac nepedyBasio B iHpOpMaIiiHii 130551i1; TOX
3aJIydeHHS paHillle HEAOCTYTHUX JKEepel 00YMOBIIOE HOTO doyinbHicmb
i nesny nayrkogy yinnicms. ToMy HZOpEUHUM BHIIAETHCS HA OCHOBI aHANI3y
penepTyapy IS albTa, CTBOPEHOro M0 XX CT., OKPECIUTH TIEBHY Iapa-
JIUTMY, 32 SIKOIO BiH ()OpMYBaBCS, BUSIBUTH NEPEAYMOBH IHOTO TPOIECY
1 YMHHUKY, 10 BILTUBAJIN Ha HHOTO.

Otxe, MeTa LbLOTO AOCTIMKEHHA — aHaN3 mporecy hopMyBaHHS
KOHLIEPTHOTO penepryapy i ainbra npotsaroM XVII-XIX ct. y koHTekcTi
CTaHOBJICHHS aJJbTOBOTO BUKOHABCTBA.

AHani3 nmyOaikaniii 3a Temor. [locnimkeHHs notpeOyBajio 3aiy-
YEHHSI HAyKOBHUX PO3BIJIOK 3 Pi3HHX HAIPSIMKIB MY3HKO3HABCTBA Ta BH-
KOHaBChKOTO MHcTenTBa. [lopyd i3 3aradpbHUMH TparsgMH 3 icTopii amb-
Ta Ta aJBTOBOTO MHCTEITBA, SKi Halle)aTh NPOBITHUM 3apyOiKHUM
BueHnM — O@. [aiipiarepy (Zeyringer, 1988), M. Paitmi (Riley, 1991);
1. M. Henbcon (Nelson, 2003), — y cTaTTi BUKOPUCTaHI TOCIiIKSHHS, IO
BHCBITIIIOIOTh IWHAMIKY PO3BHUTKY OKPEMHX IHCTPYMEHTAIBHUX JKaHPIB:
conatun (Kapaminka, 2011), konuepry (I'aBpunens, 2012). Tak, Brepme
B YKpaiHcbkoMy My3uko3HaBcTBi J. ['aBpuinens (2012) mo-eTamHo po3riis-
JTa€ €BOITIOIIII0 YKAaHPY aJbTOBOTO KOHIIEPTY BiJ BHUTOKIB JO HHHIIIHHOTO
yacy: MoKa3aHa AWHaMiKa CTAaHOBIICHHS €AMHOI KaHPOBOI Tpaauiii y mu-
POKOMY KYyJIBTYpPHO-CTHILOBOMY KOHTEKCTI; y3arajibHEeHi OKpeMi CIIOCTe-
PEeXEHHS Mo0 crennpikKi BUKOHABCHKOTO MUCJICHHS aJIbTHCTa, aKTyalli-
30BaHO HHM3KY HEOMyOIiKOBaHUX TBOPIB, AKi ICHYIOTH JIMILIE Y PYKOIIHCHO-
My BHUIISAII B aBTOPCHKUX apXiBax; CKIAICHO XPOHOJOTIUYHUH IMOKaKIHK,
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1o GhopMye€e YSBIEHHS MPO KUTHKICHUH MOCTYIT €BPOTICHCHKOTO aIbTOBOTO
koHnepty Big XVIII ct. 1o cyyacHoCTI.

B sxocti iHpoOpMaIiftHIX HKepes BHKOPUCTAHO 1 Mpalli, IpHUCBsIUe-
Hi okpemuM TBopaM (Kyrens, 2009; Glyde, 1986) ta nepconamisiMm My3u-
kaHTiB (Sciannameo, 2000; Reittererova, 2005). [Ipuseprae yBary mocmi-
mxeras M. Kyrens (2009), 3 oy Ha Te, 0 aBTOp, MEPII 3a BCe, IijI-
CYMOBYE JIy’ke OaraTwii BIACHMI BUKOHABCHKWU AocBin. HaitOinbur miH-
HUMHU I HaC € JyMKH apropa mmoao conat H. Ilaranini Ta @. lly6epra.
M. Kyrenb He TiIbKM BHUCJIOBIIOE BIACHUH MOMIIS Ha ApamaTyprito Ta
IHTOHAIiTHI 0COOMMBOCTI ITUX TBOPIB, aje W JOKIAIHO aHaIli3y€e pi3HOMa-
HITHI BUJY TEXHIKH, MIPOMOHYE IIJISXU MOIIYKY HalOLTBII BUPa3HUX TEX-
HIYHUX MPUHOMIB, METOAM Ta GOpPMHU pOOOTH HaJ BUKOHABCBHKOIO 1HTEp-
TIPETAITI€I0, K1 TOTIOMAararoTh BTUICHHIO KOMITIO3UTOPCHKOTO 3aIyMYy.

Besnepeyno, HaiOinpIn IikaBUM Ui aHamizy crenudika ¢opmy-
BaHHS AJIBTOBOIO PENEpPTyapy B PO3IALYBAaHMM HaMM INEPiOA JIMILIAETH-
Csl 3raayBaHWi BHWIINE KATaJOI, CTBOpEHUI BimbrempmMoM ANBETMaHOM Ta
Bamumom BoprcoscskuM (Altmann, Borissovsky, 1937). Horo unanHko re-
pemyBasia BiacHa myomikartisi B. AnsrMmana B «Allgemeine Musik-zeitung»
(«3aranpHiii My3W4Hil Taseri») 3 icTopii anbra Ta anbTUCTIB (Altmann,
1929), 3a o0Ocsirom x04a i HEBeNuKa ([[Bi CTOPIHKH), aje Ty’e 3MiCTOBHA —
Pe3YABTAT MOMEPEAHBOI KPOITiTKOT pOOOTH BUSHOTO, SIKHH OYB HE JIMIIE O/
HUM 13 HalKpaliuX 3HaBLIB KaMEpHOI MYy3HKH B €BpOIIi, ajie i 3aBixyBaB
My3UYHUM BifaiioMm Gibmiorexkn B beprmini i ToMy moOpe 3HaBCsS Ha iCHY-
I0YMX BUAAHHAX ajbTOBHX TBOpiB. CmiBmpans 3 B. Bopucoscbkum cripu-
sfla 3HAYHOMY PO3IMIMPEHHIO TIEPENiKy TBOPIB ISl albra, M0 YBIAIIIH
y «Karasor» 1937 poky!. I{s criijibHa nparis MoKJaia ro4aTtok peTeibHOMY
BUBYCHHIO aJIETOBOIO periepTyapy Ta MOJAIBIINM CIpodaM CHCTeMaTu3y-
BaTH #oro. 30kpema, Taky poboty Oyio 3aiticheno @panuem [laiipinrepom
B iforo «Literatur fiir Violay (Zeyringer, 1963), xaranosi, skuii BACHUHA KiJlb-
Ka pa3iB JIOTIOBHIOBAB Ta mepeBuaanas (1965, 1976, 1985 pp.).

I Cam B. BopHCOBChKHif, 10 pedi, 3HAYHO 36araTHB aIbTOBHIl PEepTyap 3a PaxyHOK
BEJIMKOI KUTBKOCTI IEepeKIIaIeHb BiIOMUX TBOPIB, cepell IKUX BUAATHE MiCIle IOCiTa€e MUK
MiHiaTiop (cueH) 3 6arety «Pomeo ta [Ixxynbertay C. [Ipokod’eBa, sikuit OyB apaHKOBaHUI
13 HENepeBepIICHOI0 MaCTEPHICTIO 1 € ONHUM 13 HalYacTille BUKOHYBAHUX CYyYaCHUMH
AIIBTHCTAMHU.
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3aBaaHHs Ta METOMOJIOTisI A0CTiTzKeHHsI. PI3HOBEKTOPHICTE iCHYTO-
YUX HA ChOTOJIHI HATIPAI[IOBaHb, II[0 TAK YU 1HAKIIIE JOTUYHI JIO HAIIOT TEMH,
moTpedyBaia X PeTeNbHOTO aHali3y, cucmeMamusayii ma y3a2aibHerHs
HaOyTol iHdopmarii. Ha mifcrapi aHaigily MaloBIiIOMUX y BITYH3HSAHIN
MY3UKOJIOTi] HAyKOBUX JKEPEN, TOB’S3aHUX 3 allbTOBUM BHKOHABCTBOM,
3po0IIeHO CTIpO0y GuAsUmMU NeBHI YUHHUKU, K1 CTIPHSUTA HOTO CTaHOBIICH-
HIO 1 pO3BUTKY Ha icTopuuHoMy npoMikKy Bin XVII no kinng XIX ct. Ta
00yMOBHIIM 30aradeHHs i PO3MIUPEHHS allbTOBOTO pernepryapy. [ms goro
OyJiM BCTaHOBJICHI NPI3BUIIIA TUX BUKOHABIIIB 1 KOMIIO3UTOPIB, SKi CYTTEBO
BIUTMHYJIHU HA PO3BUTOK JIETOBOTO MUCTEIITBA, HA3BH Ta KAHPOBO-CTHUIIHO-
Bl O3HAKM IXHIX TBOPIB; PO3MISHYTI IEBHI 0OCTaBUHHU KyJIBTYPHOTO YKHTTS
CYCILIBCTBA, IO CIPUSUIIA 3MiHAM y CTaBIICHHI JI0 aJibTa, PO3yMIHHIO MOX-
JUBOCTEH IIHOTO THCTPYMEHTA Ta 3POOWIIM MOKIWBHM HOTO ITOBHOITIHHE
JKHUTTS Ha KOHLIEPTHIH CIeHi.

Buxnan ocHoBHoro marepiasy. CyyacHu# anbsT 3a CBOIM IOXOMIXKEH-
HSIM € HalOMMKIMUM CITaIKOEMIIEM YHCIICHHOTO CIMEWCTBA BiOJ, SIKi MaHy-
BaJIM Y BUKOHABCHKii npakTtuui CepenHpoBiuus i PeHecancy (a, 3Ha4uTh,
1 HaJaBHITAM iHCTPYMEHTOM 3 YChOTO CYYaCHOTO CKPHITKOBOTO CiMeii-
cTBa), 00 HAKMOLIBII MONIOHUH O HUX 3 TOYKH 30pYy €CTETUKU TeMOpy Ta
KOHCTPYKTHBHHX 0COGIHMBOCTEil. Moro /emo «npuriymeHui» ToH € J0-
CUTh CBOEPIIHUM 1 JIETKO Mi3HABAHUM 3aBISKH PO3LUIUPEHOMY 1 IMiIKpecIie-
HOMY Jliania30Hy CepelHiX 4acToT (Ta, BiAMOBIHO, BITHOCHO 3BY)KEHOMY
Jiama3oHy BUCOKHUX). Lleit TeMOp 1HKOIM XapaKTepU3YIOTh SIK «OKCAaMHUTO-
BUI», TPYAHUH, 32 aHAJIOTIEI0 3 TEMOPOM KiHOYOTO KOHTPAJIBTO.

[licns enmoxu PeHecancy My3w4HE >KHATTS 3a3HAIO CYTTEBUX 3MiH,
0COOJIMBO B cepi IHCTPYMEHTAIBHOTO BHUKOHABCTBA. 3pOCiia KiJIbKICTh
IHCTPYMEHTAaJIbHHUX TBOPIB y CHIBBIIHOIICHHI 3 BOKAJLHUMH, SIKi JOMiHY-
BaM y perecancHy no0y. llle y XVI cr. iHCTpyMeHTa bHa My3UKa MaJIo
YUM BiJ[pi3HSIIACS BiJl BOKAJIBbHOI, 32 BHHATKOM HAasBHOCTI BepOAIbHOTO
TekcTy. Skmo 3a mobu Penecancy mpeBanioBaau BOKaJIbHI TBOPH, JI¢ iH-
CTPYMEHTAJIbHUI CYNPOBIJ MEPEBAXKHO JIMIIE TyOIFOBAaB BOKAJIbHI MAPTii,
TO MOCTYIOBO, 3 IUTMHOM 4acy, OKpeMi iHCTPYMEHTH, TEXHIYHI MOXKITUBOC-
Ti SKUX MOCTIHHO BIOCKOHAIIOBAINCS, JICTABAIN HE3alIEKH] BiJl BOKAIh-
HOI IPAaKTUKH (QYHKIii, OTPUMYIOUYH BIACHUH perepTyap i KOPUCTYIOUHCh
CIIEITIaTbHUM TIONIUTOM y KYJIBTYpHOMY cepenoBwuili. OTke, 1THCTpyMeH-
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TaJlbHe BUKOHABCTBO 0YAJIO PO3BUBATHCS OUTBIT caMocTiiHO. [TocTymoBo
3MIHUJIMCS 1 BUMOTH JI0 HBOTO, 1 opMu Horo BrijieHHs. [IpoBigHe 3Ha-
YeHHSI KOJIEKTUBHOTO MHUCIIEHHS, 00yMOBJIEHE JOMiHYBaHHSM PEIiriiHOTO
CBITOIVISITY, CTAJIO CYTTEBUM YMHHHUKOM, 110 CTUMYJIFOBAB BIAMOBIAHI (hop-
MU CIUJIBHOTO MY3UKYBaHHA. 3 1HIIOTO OOKY, PO3BHTOK CHCTEMH HOTHOT
(hikcartii He TITBKK 3MIHIOBAaB YMOBH B3a€MO/Ii MK My3WKaHTaMH IIiJ] 4ac
KOJIEKTUBHOI TBOPUYOCTI, aje il cTaBaB MOIITOBXOM JJIsl TIOAAIBLIOTO IPO-
(heciitHOTO poO3IIapyBaHHS B My3UYHOMY CEPEIOBHIIII, a TOUHIIIE, BUHUK-
HEeHHs1 IpodeciiHOro BUKOHABCTBA, a 3T0AO0M, i BUAIJICHHS! KOMIIO3UTOP-
CHKOi TBOPYOCTI B OKpPEeMHH i CaMOCTIMHMI BHJ] MY3WYHOI MisITBHOCTI.
B cBoro yepry, nosiza npoeciitHoro My3u4HOro BUKOHABCTBA BUBEJIA LICH
BUJI AiSUTEHOCTI Ha OUTHIIT BUCOKHIA PiBEHB 1 I IBUIIHIIA BUMOTH JI0 IHCTPY-
MEHTapit0. 3HAYHUX TEXHIYHUX YI0CKOHAJICHB 3a3HANN TaKi IHCTPYMEHTH,
SIK OpTaH 1 JIIOTHI, 0COOIMBO IMMOMITHI 3MiHHU BiIOYy/NHCS y CIMEWCTBI BioJI.
Bonu Oynu moB’s3aHi 3i 3MiHaMH (OpMaTy KOHIIEPTHUX BUCTYIIIB, KOH-
HEPTHUX MaiJIaHYUKiB, aKyCTUYHUX YMOB. 3MIiHUBCS 1 CKJIaJ| ayTUTOPiH.
B miif B3aemonii pi3HMX YMHHUKIB, TICHO MEPEIUICTEHUX OAMH 3 OJHHUM
1 B3a€EMOOOYMOBJICHHX, HEPIIKO BaXKKO (2 1HOAI i HEMOXKIIMBO) 3’ SICYBaTH,
110 OyJ0 IPUYMHOIO, a 10 — HACHIAKOM. B 3anexxHocTi Big cucTeMu Koop-
JMHAT, ¥ SIKUX Bi10yBa€ThCs JOCITIHKEHHSI, TOUKA 30py MOKE 3MiHIOBATHCh.

Emoxa Penecancy 6arato 3po0mia i pO3BUTKY MY3HMYHOTO BHKO-
HaBCTBa, aJie HAWOUIBII 3MiHM BCE X-Takd BinOymucs 3a no6u bapoko,
AKa 3aJIAIIIIIA TI0 001 BeMM4e3Hy CIaAIIMHy B My3u4Hiil cdepi. Lleit ne-
pioA BiI3HAYMBCS iCTOTHMM 30UTBIIEHHSIM KUTBKOCTI CyTO iHCTpyMeEH-
TaJHHUX TBOPiB. 3MiHM CTOCYBAJIUCH 1 BITHOIIEHHS IO IHCTPYMEHTAIBHOL
MY3HKH, i CAMOTO IHCTPYMEHTapil0 — HOro CTpIMKUH pO3BUTOK OYyB Tic-
HO TIOB’SI3aHUH 3 YCKJIaJHEHHSIM iHCTPYMEHTAJIbHOI TEXHIKH. 3’ SIBUIIACS
1 MBHUIKO PO3BUBAJIUCS BUKOHABCHKI ITKOJI — OHIEIO 3 TaKuX Oyira MaH-
reiMcbKa, ouonoBaHa SJlHom Cramuiem.

IIpote myxe AMBHUM BUAAETHCS TOW (AKT, IO AJIBT SIK OIUH 3 MIPSIMUX
HAIa/IKiB JOMIHYIOUMX y TOW TepioA BioJ (HaBiTh MOXKHA CMIIMBO CTBEp-
JDKYBATH, 110 32 CBOIMH KOHCTPYKTHBHUMH 0COOJIMBOCTSIMH 1 TEMOPOBUMU
O3HAKaMU aJbT € HAWOIMKIMM IO BIOJ 3 YCIX CY4acHHX CTPYHHO-CMHY-
KOBHX IHCTPYMEHTIB) HE Ma€ NOCTAaTHBOTO CONBHOTO penepryapy aoou
bapoxo. Kornieptu I'. Tenemana, 6patiB Autonina ta Kapemra Cramuriis,
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tBopH 1. Xompmbayepa, JI. JleOpyna, E. Aiixaepa Ta gesiki iHII — I1e Maike
i Bee, 1110 3aJIMIIMIA CyYaCHUM abTUcTaM 100a Bapoko?. Tomy €, Ha Ham
OIS, AeKijabka npudauH. OQHIE€0 3 OCHOBHHUX BHCTYIIA€ TOH (hakT, LI0
po3monin GYHKIIN MOMIXK ToJ0CaMH y IIy’Ke PI3HOMaHITHHX 32 CKIIAJIOM
OpKecTpax TOro 4Yacy 3aJIMIIaB IHCTPyMEHTaM CEpeIHbOI0 Aiana3oHy pojb
MIITPUMKH Ta 3a0e31eueHHs TapMOHIYHAX, 200 aKOMITAHYIOINX, (DYHKITIH.
Hominyrounmu B nux (akTypax Oyinu BEpXHi TOJI0CH MpH 30epeKeHH1 Bia-
HOCHO BYKJIMBOI 1 TOMYy caMmocTiitHOi pyHKIiT Oacy. Came 3 1i€l IpUIHHA
i perepTyapHa JiTeparypa, NPUCBSIUEHA BioJlaM CEpEeTHBOTO [lialma3oHy,
Oyna HeOararoro. Ll 10751 HAa MOYATKOBUX €Talax CTAHOBJICHHS albTa SIK
MIOBHOIIPABHOTO COJILHOTO IHCTpYMeHTa Oylia HUM, Ha JKaJlb, YCIIaKOBaHa.
VY mopiBHSIHHI 3 anbTOBHM, pernepTyap Ao0u bapoko mist Bion HHU3BKOTO
niamazoHy, TOOTO 3r0IOM — BiOJOHYEIBHHM, 3aBISKH OUTBIIINA caMOCTIii-
HOCTI (yHKIii 6aCOBUX TOJIOCIB (TIPO IO BXKE HIILIOCS), BCE XK € 3HAYHO
YUCENBHIIINM 1 PI3HOMaHITHHAM.

Baxxmusumu aktopamu, 110 CIpHsIIH MOJANBIIOMY PO3BUTKY MY3HY-
HOTO BUKOHABCTBA, HAa TOM Yac CTaJH MOCHICHHs 0OMiHIB IOMIX LIEHTpa-
MH MYy3W9IHOI KyJBTYPH 1 HOBI TEXHOJIOTIi JpyKy (TaK 3BaHUH ITOTOKOBUH
OpyK), SIKi CiJ BiA3HAYMTH OKpemo. Lli TeXHOoJOoriuHi 3MiHM JO3BOIWIN
OLITBII TOBHO BimoOpaXkaTH NeTali TEKCTY, BHOCUTH OUBITY KOHKPETHKY
B Horo (ikcarnito. 3BU4aiiHo, 11e IEBHOIO MIipOIO0 0OMEKHIIO BUKOHABCHKY
cB0OO/y B MUTAHHAX iHTEpIpeTallii, ajne, 3 iHmoro OOKy, 3’ IBUIaCh MOX-
JUBICTH TOYHIIIIE TOHECTH KOMITO3UTOPCHKHN 32Ty M.

[{ikaBUM B IIbOMY CEHCi € IisJIbHICTH BiJIOMOTO HiMEILKOTO KOMIIO-
suTopa ®panma AnroHa [odmaiictpa (1754—1812). JloBrmii yac ioro
JisUbHICTE Oyna MoB’si3aHa caMe 3 BHIAHHAM MY3WYHHX TBOpiB. Hampwu-
kiami XVIII cr. BiH opranizyBaB y BinHi omHe 3 mepminx My3UYHUX BH-
JABHUIITB, /e MyOmiKyBaB TBOpu MomapTa, [ aiinna, Knemenri, berxosena.
Tomy #oro BiacHi TBOpH IJIsI aIbTa MAlOTh Ul HaC OCOONMBE 3HAYCHHSI.
Cepen HUX — KOHLEPTH U1 aJIbTa 3 OPKECTPOM Ta HU3KA LyETiB IJIs CKPHUII-
KH 1 anpTa. 3BepHEMO yBary Ha pO3BMHEHY NaIITPy TEXHIYHIX MOXKIIUBOC-

2 Ilocruii BpannenOyp3pkuii xoHept M. C. baxa € BUKIIOUEHHSIM 3 L[OTO IEPEITiKy
3 1m0l HU3K| NpuunH. Tak camo, sik 1 anmsroBuii Konnept no minop I. K. baxa—A. Kazane-
310Ca, 110, IMOBIPHO, € CTHII3alli€l0, CTBOPEHOI (paHIly3pkuM KommosutopoM (Glyde,
1986).
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TeH, SIKy IeMOHCTPYIOTh IapTii ajbTa y IUX TBOpaX, 10 A€ MiACTaBy PoO3-
IJIS1aTH TX SIK TIOBHOIIHHMIA COJBHUM pernepTyap.

Ha3Bani 4MHHHMKM CYyTT€BO BIUIMHYJIM Ha B3a€EMOXII0 MY3UKaHTIB
Y CKJIa]ll BUKOHABChKHMX KOJICKTHBIB, IOKOPIHHO 3MIHHJIU CaM IMiAX1J1 10 Tpu
B aHcaMmOIsIX 1 opkectpax. J{o Toro *, BOHM CIIPUSIIM i PO3BUTKY KOMIIO-
3UTOPCHKUX TE€XHIK. Ta OiIbIe — TOAATBIIOMY BiJOKPEMIIEHHIO KOMIIO3H-
TOPCHKOI ASTBHOCTI BiJl BAKOHABCHKO1. OKpiM TOTO, BIPOBAHKEHHS y MY~
3UYHO-BUKOHABCEKY Cpepy MOJI0KEHb eCTETHIHOI Teopii aeKTiB 3aBISKH
ii po3po6ui y Tpakrarax ®. E. Baxa i M. Kanua (ta iX mociigoBHUKIB)
MO3HAYIIIOCS Ha PO3yMiHHI BUKOHABISIMU €MOIIIHHOTO 3MICTY MY3HKH.

Ha nactynmaomy icropuanomy erami (XVIII ct.) npodeciiine Mmy3uune
BUKOHABCTBO MIOCTYIOBO 3BUTBHIOETHCS BiJ] JIOMiHYIOUOTO BIUIMBY LICPKBH,
sIKa CYTTEBO TaJbMyBaJla MOMAJBINHA PO3BUTOK TIPpodeciitHol MisITEHOCTI
MY3HUKaHTIB JJOCUTH KOPCTKMMHU YMOBaMH Tpalli, BiICyTHICTIO THYYKOCTi
1 MOXIJIMBOCTI CBO€YAaCHO pearyBaTH Ha BUMOTH 4acy W JOCUTH IIBUAKI
3MiHH COLIIaTbHUX CMaKiB. Take BiIMEKyBaHHS JTAJIO B IEPCIIEKTUBI MOX-
JMBICTH U1 BUHUKHEHHS TearpiB, akaJeMill Ta iHIINX OcepeaKiB mpode-
CIHHOT IisITEHOCTI My3HWKaHTiB. KoHIlepTHA MpakThka oTpuMaia OUTBITY
cBOOOAY IUI peamizalii BIAcHOTO, JIMIIE 1 MPUTAMaHHOTO AJITOPUTMY
PO3BUTKY (hOpM iCHYBaHHS.

Y XVIII ct. po3miapyBaHHs CyCHILCTBa BUKIIMKAE MOIHUT HA JOMaIll-
HE, CaJOHHE MY3UKYBaHHS. 3 SBISIIOTHCS CAJIOHHM 3aMOKHHX BIUIMBOBHX
ocib, e 30uparoThcs TIeBHI Koja JIIofiei, 00’ €JHAHNX CIUTBHUMH 1HTEpe-
camu (3a3BHU4aid, 3 pUOIM3HO OHAKOBUM piBHEM (DiHAHCOBHX NPUOYTKIB),
00TOBOPIOIOTHCS CYCHINIbHI MUTaHHS. BayKIIHBOIO CKIIaTOBOIO )KHUTTS Cajo-
HIiB BHCTYIIA€ My3MYHE BUKOHABCTBO. OCOOIMBHUM TIOIHUTOM KOPUCTYETh-
Cs1 KaMepHOaHCaMOJieBe My3UKyBaHHS. 3aBASKH TAKOMY IOIHUTY BUHHUKAE
0e3:1i4 TBOPIB JUIsl HAMPI3HOMAHITHIIIMX CKJIaliB IHCTpYMEeHTIB. Mu HE Ma-
€MO MiACTaB CTBEPIXYBaTu, 110 BCi aHcaMOieBi TBOpU OyiM mpHU3Hade-
Hi IJI TOMAITHBROTO a00 CAJIOHHOTO MY3WKyBaHHS. AJie Oe33amepedHuM
€ TOH (axT, 1o iICHYBaHHS MY3MYHHX CAJIOHIB B 3HAYHIM Mipi COpUSIIO
PO3BUTKY aHCaMOIIeBUX kaHpiB. [0cTsAMU cajoHiB TOTO Yacy Oy 1 Bitomi
MY3HKaHTH-BUKOHaBIII. COICTH-BIPTYO3H, SIKUX 3alpOITyBalH Ha MOAiI0HI
310paHHs, BUKOHYBaJIU IEPEBAXKHO BIACHI TBOpH. AJjie Oyiia TOCUTh MOLIH-
peHa i mpakTHKa 3aMOBJISITH TBOPU Y KOMIIO3UTOPIB. | Taka npaxTuka 3Ha-
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YHOIO MipOI0 CTHUMYITIOBAJIa TBOPYY aKTHBHICTEH OCTaHHIX. [lepmmMm 3 THx,
XTO CYTTE€BO 3MiHHB CTaBJCHHS JI0 ajbTa SIK CyTO OPKECTPOBOIO iHCTPY-
MeHTa, OyB JI. Ban berxoBen. | xo4a TBOpiB M ansra cono y bexoBena
Hemae (€ Juine He3aKiHYeHHH AyeT JUIsl ajabTa Ta BIOJOHYEN, ajie ¥ BiH,
LIBH/IIIE 33 BCE, PO3paxOBaHUN HA BUKOHABCHKH PiBEHb My3UKaHTiB-aMa-
TOpiB), GYHKIIIA abTa, piBEHb CKIIAJHOIIIB aIbTOBUX MapTiil Y CTPYHHUX
Tpio (Op. 9) i KkBapTeTax € CBiAUYCHHAM NPUHIMIIOBO 1HIIOTO BiAHOLICHHS
KOMIIO3UTOpA ¥ 10 MicIig ajibTa Ha KOHIIEPTHIH CIieHi, i 70 MOXKITUBOCTEH
€aMoro iHCTpYMEHTA.

3HauHUM BHECOK Yy NoAajblie 30aradeHHs KOHLEPTHOTO permep-
Tyapy s ajibra 3poOWB BIJOMHUI ITATIHCHKUN CKpHUIAh 1 aJbTHUCT
Aneccanapo Pomna (1757-1841). CBoro BUKOHABCHKY Ta BHKJIAIAlbKy
IisTBHICTE Tpodecopa MinmaHChKOI KOHCepBaTOpili y KiIacax CKPHITKH
i anpTa BiH YCHIIIHO MOEAHYBAaB i3 poOOTOI0 HAa MOCajl IUPUTEHTa Tea-
Tpy «Jla Ckanax. I, no peudi, OyB Tam HepIInM BUKOHABLEM JESIKUX OIEp
Monaprta i PocciHi, a Takox cumdoHniit berxoBena. binbiie necstu (BizoMo
mpo 12) no-crpaBxHbOMY BipTyO3HHX KOHLEPTIB 1151 ajbTa, Oe3Jid 1yeTiB
3a #oro ydactio (moHax 60), Anaxio i Tema 3 Bapiamissmu Coib-Maxop,
Intponykuiss Tta JluBeprucment @a-maxop, Poumo Comnb-mMaxop,
JlMBEPTUCMEHT pe-MiHOp AJIS allbTa y CYNPOBOLI CTPYHHOI'O KBapTeTy,
YOTHPH COHATH JUIsl allbTa y CYNPOBOJI PI3HUX IHCTPYMEHTIB (CKPHIIKH,
Oaca), mwicTb «MaJleHbKUX MacTopajeid A ajbTa cojlo — Oe3MepeyHo, e
Iy>Ke 3HAYHWHA BHECOK Yy ajJbTOBHH pemepryap. Ha xanb, O1mpIIicTh 1TUX
TBOPIB 1€ HE BUAAHA, HE JOCHIHKEeHa Ta BKpail MaJlo BUKOHYEThCS. TBOpHU
[bOTO ITANIWCHKOTO KOMITO3UTOPA 3 TOYKH 30pY TEXHIYHOI CKJIaTHOCTI
HIYMM HE TIOCTYMAIOTHCSl aHAJIOTIYHUM TBOPAM Ti€i €OXH IS CKPHITKH.
KonuepTu ans anpra 3a iX CTHIICTHYHUMH 03HAKAMHU CM1IMBO MOXHA BijI-
HECTH BXe JI0 KJIIACHYHOTO THITY. B Toi ke vac, ancamOieBi TBOPH I[bOTO
aBTopa (IyeTH) HeCyTh O3HAaKU 0apoKoBOro cTuio. Tomy HalOibII Baasi
3anucH iX BUKOHAHb BiJIIOBITAIOTh caMe 0apOKOBHM KaHOHAM.

Ak ansrucT-couict, A. Poiia 70CHUTh 3HAYHO BiAPi3HSIBCS Bij OUTb-
IIOCTi aJBTUCTIB TOTO Yacy came OIMCKY4YOH TEXHIKOIO TpH, TeMIiepa-
MEHTOM Ta XyJOKHBOIO BHPa3HICTIO BUKOHaHHS. CBOIO aKTHBHY COJIbHY
Kap’€py ajJbTHCTa My3UKaHT po3nodas y Ilapmi, A€ y HOro mpoTsAroM fe-
SIKOTO Yacy OpaB ypoku 14-piuamii H. [laraninmi.
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Axneccanapo Pomna pazom i3 Kper’erom FOparom (1790—-1845) Oymm au
HE €IMHAMH BUKOHABISIMH, SIKi aKTHUBHO KOHIIEPTYBAJIN Y SIKOCTi aJIbTUCTIB.
o peui, FOpan BucTynaB He TIJIBKH SIK CKPHUIAJIb 1 aJBTHCT, ajle 1 K BUKO-
HaBellb Ha BioJIi 1’ aMyp, riTapi, oprai, oprermniano, o B TO yac He OyIo
piakictio. [lo Hux MoxHa Oyno 0 cminuBo npuennatu i Hikono Ilaranini,
ajie BiJOMHUI CKpUMab JOBOJI Majo BUCTYIIAB AK aJbTUCT. TodHiIIe, Bi0-
MO, IO BiH TOTYBaB CBili BUCTYN Y SIKOCTi aJIbTHCTa 3 Haroau mpuaOaHHs
qynmoBoro iHcTpymeHTa podoru CrpaauBapi. [laranini HaBiTh 3aMOBHB IS
poro Buctymy TBip [ bepmiogy, uns «®Pantactuana» cuMQoHis crpaBuia
Ha CKpHITajs AyXe cuibHe BpaxkeHHs. Ha xainb, ctBopenuti [. bepmiozom
«laponbn B ITamii» He BIMMOBIAAB OYiKyBaHHSM BipTyo3a — TaMm OyIIO 3a-
HAJITO MaJI0 MOXJIMBOCTEH MPOJEMOHCTPYBATH BipTyO3Hi SIKOCTi BUKOHAB-
s (TOYHiIIe — X TaM He OyJio B3araiii) Ta 3abararo Iay3 y COJbHIH mapTii.
H. [NaraHiHi BiIMOBHBCS BijJi BAKOHAHHS IIbOTO TBOPY, aJie HE BiIIMOBHBCS
BiJ] CBOTO OaskaHHs BUCTYIHTH B SIKOCTI aJIETHCTA-BipTy03a 1 BIIACHOPYY Ha-
ncaB CoHary ans Benukoro anbsra. s CoHara 10BOJI 4acTO BUKOHYETHCS
cporonHi. Ane i Xy0oxHi IKOCTi He € Oe33anepeunumu. [laranini BUKOHAB
TBip y cBoeMy KoHtlepTi B JloHmoHi 1834 poky it OibInie 70 HHOTO HE TI0-
Beprascs (Sciannameo, 2000: 69).

Kpim miei Conaru, H. Ilaranini Oynmu HammcaHi Kibka aHcamoOie-
BUX TBOPIB 32 y4acTIO anbTa (KBapTeTH, B TOMY YHMCII 3 TiTapolo, Ta iH.).
CrpyHHe Tpio U1 ayibra, BiOJIOHYENi Ta ritapu OyJo HamMcaHo Ta BU-
xoHaHO Takox y Jlonmoni 1833 poky. LlikaBo, mo mapraepamu Ilaranini
o ancamOio Oynmu Biomonuenmict Jlinmt Ta denikc MeHAeTbCOH, KUl
BHKOHAaB Ha ¢opTemiano mapriro ritapu. TorodacHa mpeca («Morning
Post», 15.05.1833) BigmiTuna Te, mo [laraxini rpaB y He 30BciM IpHUTa-
MaHHill loMy KJIacW4Hiil MaHepi, Ayke cTpuMaHo i akaaemidHo (Nelson,
2003: 142). A nepmnm BukoHaBleM «Iaponpray cras K. FOpas.

Sk MO>kHA IOOAYMTH, BCI 3rajilaHi aJIbTOBI TBOPHU iXHi aBTOPU MUCATH
TIepEeBaKHO JIJIST BIIACHOTO BUKOHAHHS. TOOTO Mo€eTHAHHS B OHii 0001 aB-
TOpPa 1 BUKOHABIISI My3UYHOTO TBOPY OyJI0 B TPaJUILIiAX TOro yacy. Tak camo,
SIK 1 TIO€THAHHS BUKOHABCHKO] 1 ITeAaroriqHol AisUTBHOCTI. Y 3B’S3KY 3 IIUM,
THCTpYMEHTaNbHI (BUKOHABCBKi) (PaKTypH, SIKi BHKOPUCTOBYBAIUCS Y TBO-
pax, Oyau AOCUTH TpaaWLiHUMHU i IEBHOIO MIpOI0 OOMEKYBAIHCS CTaH-
JApTHUMH U1 TOTO 4acy NpUHOMaMy I'PYU Ha IHCTPYMEHTAX.
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Y XIX cT. TIOCTYIIOBO CKJIAMAETHCSA TEHACHINSI IO PO3MEKYBAHHS
KOMIIO3UTOPCHKOT 1 BAKOHABCHKOT TBOPYOCTi Ta (pOopMyBaHHsI HOBOTO THITY
BHKOHABIISI-IHTEPIIPETaTOpa. A KOMIIO3UTOP, Y CBOIO Uepry, OinbIle He 00-
MEXKY€EThCS TPAIUIIIHHUME CTaHAapTaMHi BUKOHABCHKUX TEXHIK, a ILTKOM
30CepeKYEThCS Ha 3MICTOBHIHM CTOPOHI TBOPY.

Jnst mporiecy (GoOpMyBaHHS KOHIIGPTHOTO aJBTOBOTO peEIepTyapy
B IIeH Nepiof] Ba)KJIMBOTO 3HaUeHHSA HaOyBalOTh NEBHI YHHHUKH.

1. Ha mouarky XIX CT. MOMITHO aKTHBI3y€ThCS TaCTPOJbHA MisTb-
HICTh BHKOHABIIIB, SIKi IEMOHCTPYIOTh IOCUTh BUCOKHUH piBEHb MancTep-
HOCTI, 3’SBIEThCS I[Ia HHU3KAa SICKPaBUX BIPTYO3iB, 4YHs JTOCKOHATICTh
Yy BOJIOAIHHI IHCTPYMEHTOM BHWKJIMKaNa HEaOWAKHI IHTEpec ayauTopii.
[leBHMIi BIUIMB Ha aKTHBI3aLil0 racTPOJIbHUX (POpPM MY3HMYHOTO BUKOHAB-
CTBa CIIPUYHMHHUB PO3BHUTOK 3aC00IB KOMYHIKAIlii, KOJTU PO3TIOBCIOKCHHS
iHpopMaii 3a3aaneriap GopMyBao MiABHUILIEHY 3al[iKaBIeHICTh ayquTOpil
B TUX pETioHax, Je odikyBamucs koHueptd. OTxe, mporpec y chepi ko-
MYHIKaIlii CTaB CIPHATIMBOIO MIEPEIyMOBOIO JIJIsl aKTHBI3aIli] KOHIIEPTHOT,
Tepe]] yCiM TacTPONIBHOI, isSTBHOCTI. 3aBASKH HOMY 3’ SIBJISIFOTBCS 1 3a4at-
KM IUIaHyBaHHS KOHLIEPTHUX BUCTYIIB Ta iX PEKJIaMHOTO CYIPOBOILY, BU-
HUKa€ MOMUT Ha MOCIIYyTH 3 OpraHizailii KOHIepTiB Ha Micisax. Koo nrozeit,
MIPUYETHUX 0 OpraHi3auii Ta MpoBeAECHHs KOHIEPTiB, 3HAYHO PO3ILUPIO-
€ThCsI, BUHUKAE HEOOXITHICTh B JISUIBHOCTI iMIIpecapio, norpeda y (inan-
COBOMY IUIaHyBaHHi (OOIPYHTYBaHHI L[iH HA KBUTKH, PO3PaXyHKY pealib-
HUX Ta MOXIIMBHX PH3HKiB, MpHOYyTKiB TomI0). Kpim Toro, 3amporienHs
Ha ciyOy 70 pPi3HOMaHITHHX TPOMAaJChKHX (a BOXHOYAC i KyJIBTYPHHUX)
IIEHTPiB (IBOPIB 3HATI, CAJIOHIB) BiTOMHUX (haXiBIliB 3 IHIIMX KpaiH CIIPHUs-
JI0 HE TUIbKY CTaHOBJICHHIO HalliOHAJIbHUX BUKOHABCHKHX IIKiJ. BuHuKIIa
norpeba i B ociIyrax Tux, XTo OyB TOTOBHH CHPHUSTH HAJICKHUM yMOBaM
niepeOyBaHHS 1 Mpari My3WKaHTIB Ha HOBOMY MicIii. ToOTO (opmyeTbes
HU3Ka BITHOCHUH 1 CTPYKTYD, IIOABY SIKUX MOJKHA PO3IIIAATH SIK TIEpEeIyMO-
By U1 CTBOPEHHS HAJIAarOPKEHOTO MEXaHI3MY KOHLIEPTHO-TEaTPaJbHOTO
MiANPUEMHHIITBA, CYYaCHOI «MY3HYHOI IHIYCTPii», A€ BPaXxOBYIOTHCS €KO-
HOMIYHi B3a€MUHH.

2. Pos3Butok mpodeciiHol OCBITHHOI CHCTEMH, BUHHKHCHHS HHU3-
KM HaBYaJbHHUX 3aKJaliB 3 BHCOKOKBaNli()iKOBAaHMM CKIAJOM BHKJIaIa-
9iB 1 BIATIOBIIHUMHM TIE€IATOTIYHIMH BUMOTaMU TPU3BEIH 10 ITOCHIICHHS
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KOHKYpEHIIii Ha KOHIEepTHi# citeHi. KoHKypeHIis cupusiyia i po3mapyBaH-
HIO CIyXalbKol ayauTopii B 3aJIeKHOCTI BiJl 11 €CTETUYHUX YMOJO0OaHb.
EcreTnka OKpeMux BHKOHABLIB — HOCI{B NEBHUX BHKJIAIALBKUX Tpaau-
miif — y B3aemomii 31 cMakamMu aymuTopii crpusuia GOpMYyBaHHIO CTaJIHX
BHKOHABCHKHMX HANPSIMKIB 1 IIKLT 3 IPUTAMAHHUMH IM KYJIBTYPOIO 3BYKO-
BHI0O0yBaHHS, TEXHIYHUMH TIPUAOMaMH, THIIOBUMH (DakTypamu.

3. 3’sBUIHKCH SICKpaBi COMICTH-BIPTYO3H, KOXKEH 3 SIKUX MPHBEPTaB
yBary oco0JMBOI0 HETIOBTOPHOIO MaHEPOIO0 BUKOHAHHS, SICKPABOIO 1HIM-
BiJlyaJIbHICTIO, YHIKaJbHHM apCceHajoM TEeXHIUYHMX MpuiioMiB. Sk mpa-
BWJIO, BOHM BHCTYIANM 31 CBOIMH KOMIIO3HUIIiSIMH, HAIlMCAaHUMH 3 ypa-
XyBaHHSIM HaWOUTBII CHIIBHUX CTOPIH BJIACHOT BHMKOHABCHKOI TEXHIKH.
Kapons Jlinincekuii, ['enpix Bensscwkuit, Hikono Ilaranini, Aupi B’eran,
Exen I3ai (4x 1 nexTo 3 iHIIMX BUAATHUX CKPHUIANIB) TaKOXX KOHIIEPTY-
BaJIM SIK AJBTHCTH, X04a Il Mpolec i HOCUB eMi30ANYHUN XapakTep Ta
y LiJIOMy HE BIUIMHYB Ha CTaBJICHHS JI0 LBOrO iHCTpyMeHTa. CyTTEBOIO
CKJIaJIOBOF0 BUKOHABCHKOT ITPAKTUKU BUJIATHUX BIPTY031B OYJI0 MHCTEITBO
imnposizauii. Hanpuknan, y pi3Huii 4ac i B pi3HHX MiCUAX My3UKaHTaMH,
1o Oynm mpuCyTHI Ha koHIepTax Hikomo [laranini, Oyny 3anmucani Kijgbka
Bepciil oro «BeHenianchkoro kapHasaiy». Lli Bepcii cyTTeBO pi3HATHCS
MiX co0oro, 60 [laranini 3a3BHuail He MaB OCTaTOYHO 3ahiKCOBAaHOTO Ba-
piaHTa BUKOHYBaHOTO TBOPY.

3aBIsIKM BiIOMHMM CKPHIAIAM-BIPTYO3aM BHUHHUKIN 1 JESKi TBOPH
st aneTa. Cepen HUX Bapto BiamiTuTH COHATY JUIS anbra i hopTrermiano
A. B’erana op. 38 Mu-6emons Maskop, B sIKiii B1aio miAKpecieHi He JIniie
KaHTWJICHHI MOXUJIMBOCTI ajbra, MepeBaru Horo TeMOpy, aie W po3KpHTi
TEXHIUHI MOJKJIMBOCTI LILOTO iHCTPyMEHTAS.

4. Y mpoueci hopMyBaHHS penepTyapy Ui ajJbTa HE OCTaHHIO POJb
BiZirpas i Toit paxrt, mo BunarHi komnozutopu XVIII-XIX ct. Hepigko 10-
Ope BOJIOJIM ITUM THCTPYMEHTOM 1 i1 Yac My3HKyBaHHs HaJlaBaTH mepe-
Bary came aneTy. Bizomo, mo B. A. MomapT i3 3a/10BOJIEHHSIM BUKOHYBaB
y CKJIazi ancamOmiB ansToBy maprito, JI. beTxoBeH rpaB Ha anbri y OOHH-
ChKOMY TIpuaABOpHOMY opkecTpi. @. IllyGept OyB aabTHCTOM Y BiEHCHKIH

3 IcTopis HamucaHHA LBOTO TBOPY HEBIIOMA, HEBIIOMO TaKOX, UM BHKOHYBaB CoHaTy
caM aBTop.
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IIpuaBopHIi Karesi; BAKOHYBaB BiH aJIETOBY MapTiO 1 y CKJIaJi CTPYHHHUX
KBapTeTiB (1€ TpaB pa3oM 3i cBoiM OaTbkoM Ta Oparamu); @. MeHnaenbcoHn
IpaB Ha aJbpTi B aHCaMOJSIX i3 TAaKUMH MY3MKAaHTaMH, SIK, HallpUKJIAZ,
H. [Maranini Ta ®. JlaBin. AuToHiH JIBOprkak B3araiii JTOBOJI TPUBAIHUiL Yac
MPaLIOBaB AJITUCTOM: CIIOYAaTKy B HEBEJIMYKIH Karieli, sika HapaxoByBaJia
numie 18 BUKOHABINIB, a 3 YaCOM — TIEPIITUM aJBTHCTOM Tiepinoro y Ilpasi
OmnepHoro Tearpy, Ha 1mocai sIKoro i 3anumancs 0au3bKko 10 pokis.

AHaunizytoun nporec (opMyBaHHS KOHIIEPTHOTO PETepTyapy s alb-
Ta nporiroMm XIX cT., HE MOXXHa OMUHYTH YBarorw IIOCTaTb 4YECHKOIO
CKpHuIans, ansTucta i komnosuropa fua anyma Citra (Jan Hanus§ Sitt,
1850-1922), Bimomoro Takox sk I'anc Cirr (Hans Sitt). Moro 6arbko —
CKPUITKOBUI MalcTep yropcekoro moxomxeHHs AnrtoH Citt (B yrop-
cekiii BumoBi — IIiTT), 3HaHWI YECHKHWH CKpHUIIAIh, albTHCT, MEIaror,
komno3utop i ngupureHt. Cam 'anc Citt OyB cBOTO 4Yacy aBTOPHTETHHUM
npodecopom Jlelniircekoi KoHcepBaTopii, MupUreHTOM baxiBchKOTO
tToBapucTBa y Jleinuusi, monan 10 pokiB rpaB mapTiio aneTa y CTPYyH-
HOMY KBapTeTi bpoacbkoro i 3aaummuB mo coOi iy HU3KY TBOpPIB ISt
ansra. Cepen HuX — KoHIEpT mi1s anpra 3 OpKecTpoM Jsi-MiHOp (op. 68,
1900 p.); Concertstiick (KonueprHa 1’eca) coib-MiHOD JUIsl QJIbTa 3 OpKe-
ctpom (op. 46, 1892); lluki i3 mectn m’ec «Albumblitter» («Anp0oMHI
ety op. 39, 1891); tpu «DanTactuuHi m’ecu» Ui ansra Ta Gopre-
miano (1894); Tpu n’ecu g anbra Ta (opreniano («Eneris», «Mpiiy,
«bapxapomna», op. 75, 1901); «Pomanc» comp-MiHOp AJIA ajabTa 3 OpKe-
ctpoM (op. 72, 1900); «['aBo» Ta «Masypka» 1jist ansra i GopreniaHo
(op. 132, 1919) Ta iami (muB. Reittererova, 2005; Riley, 1991: 219).

lanc CitT yBIHIIOB y iCTOPiF0 MY3UKH SIK BUIATHHI BUKOHABEIb-aJTh-
THUCT, IKA{ 9yJI0BO PO3yMiBCsI Ha crieruilli bOTo IHCTpYMEHTY. Takoxk HUM
OyJI0 CTBOPEHO HHU3KY OIYCIB €TIOMIB, IO MOIVIO OyTH ITOB’SI3aHO 3 HOTO
BUKJIQJIAIBKOIO JTisUTbHICTIO B JleWmiiircekiii koncepBaropii. Teopu Citra
BIJIPI3HAIOTHCS MIUPICTIO TIOYYTTIB Ta OaraTrhbMa iHIMMMH pHUCaMU, TIPHUTa-
MaHHUMH MY3HILI pPOMaHTH3MY B IIJIOMY 1 HIMEIILKOTO 30KpeMa. Xoua BOHU
BOYEBU/Ib NTOCTYNAIOTHCA 38 CBOIM XYJOXKHIM piBHEM LIEAEBPaM BUAATHUX
KOMITO3UTOPiB-POMAHTHKIB, ajJie CTBOPEHI JOCHUTH SIKICHO 3 TOYKH 30pY BO-
JIONiHHS KOMIIO3UTOPCHKOIO TEXHIKOIO, 3HAHHS MOXJIMBOCTEH i1HCTpyMeEH-
Ta. TexHiyHU MOTEHIa ajbTa BTIIEHUH TOCUTH ITIOBHO, HOro KaHTHJIEHH]
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MOKJTMBOCTI TIPENICTaBIICHI MMPOCTO UyA0BO. BUKOpHCTAHHS 1101 MATITPH
LITPUXIiB, MOABIHHUX HOT, PI3HOMAHITHUX (PAaKTyp MEPEKOHIMBO CBIAYHTH
IIPO T€, L0 aBTOP OPiEHTYBABCs caMe Ha KOHIIEPTHE BUKOHAHHSI LIUX TBOPIB,
HaMaraBcsl MiJKPECIUTH BIPTYO3HI Ta XyIOKHI MOKJIMBOCTI I[LOTO 1HCTPY-
MEHTa, IPUBEPHYTH yBary ciyxadiB 10 Oe33anepedHux nepesar ansra. Came
toMy TBOpH ["'arca CiTTa CbOTOIHI TOCUTH YaCTO BUKOHYIOTHCS Ha KOHIIEPT-
Hill cLieHi, a MaHCTEPHICTh Cy4aCHUX COJICTIB CIIPHUSIE TOMY, 1[0 HOTO TBOpYa
CHaJIIMHA TiTHO OIIHIOETHCS CyXxadamMH. B pakypci Hamoro 1ociipKeHHs
MOKA30BHMM € TOU (hakKT, IO 11l TBOPH OYyJIM HAMKCaHI CaMe aJbTHCTOM-BUKO-
HaBieM. Kpim Toro, 6e3 mogiOHux koMmo3uiliii 1o6a PomMaHTH3MY, 30KpeMa,
IHCTpYMEHTaJIbHA TBOPYiCTh TOTO MEPiofy, He Oyna O MpeacTaBieHa Cliyxa-
YeBi IIHUM YMHOM, Y BCil CBOil MOBHOTI 1 po3MaiTTi MPOSBIB.

VY nmpyriit monoBuHi XIX — Ha mouatky XX CT. CIiJ BIAMITHTH IIO-
crari [epmana PitTepa, BuHaXiTHHUKA 1 TOMYJISIPU3aTOPa HOBUX PI3HOBUIIB
aypTa, 3 IKUX HAHOUTRII BiloMuUM OYyB Vviola alta («(BUCOKUH allbT»), TBOPH
JUISL SIKOTO BiH ckiamaB, Ta Ockapa Hembama, anpTucTa i KOMIIO3UTOPA,
¢yHmaTopa 1 ydacHUKa 3HAMEHHMTOI'O Ha MEXi CTONITh Yechkoro kmap-
TeTy; TPOXH Ti3Himie, B meprriit momoBuHi XX cT. — Jlaiionena Teprica,
HIMPOKO BiJIOMOTO y CBiTI OPUTAHCHKOTO albTUCTA, YHsl AISUIbHICTH apaH-
JKyBaJIbHUKa 3HAYHOIO MIpOIO CIIpHsiIa IOTNOBHEHHIO albTOBOTO peErep-
Tyapy 1 JUId SIKOTO TIHCalM CBOI TBOPH aHIIIHCHKI KOMIIO3UTOPH; OIHO-
ro 3 HalKpalmMx ajJbTUCTIB MHUHYJOro cTomitTTs Yinbama I[Ipumpoysa,
JUISL SIKOTO CTBOPIOBAJIM MY3HWKy 30kpema bema baprok, lapiyc Miifo,
Benmxamin bpitren; HapewrTi, i Baanma BopucoBcrekoro, nmpo criBmpario
SIKOTO 3 BimbrembMoM AJIBTMAHOM 31 CTBOPEHHS iCTOPHYHO ITEPIIIOTO Ka-
TaJOTy aJBTOBHX TBOPIB Bke Hnmiocs. Came Ii OMUCKy4i MalCTpU-BHKO-
HAaBIll 0CTATOYHO 3aBEPLIMIIN BUXi]] aJIbTa HA KOHLIEPTHY CLICHY 1 BU3HAHHS
HOTo SIK TOBHOTIPABHOTO COJILHOTO 1HCTPYMEHTA.

BucnoBku. Omke, TBOpYa [JiSUIBHICTH TaKMX  MY3UKaHTIB
XVII-XIX cr., sk I. Teneman, 6paru Kapen Ctamurts Ta AHTOHIH CTaMUITD,
Opanr; Auton Todmaiicrep, Aneccannpo Pomma, Kper’en HOpas,
Amnpi B’eran, ['anc CitT Ta iHII, CBOTO Yacy CYTTEBO 3MiHMJIA TIOAAIBIIE
CTaBIICHHS JI0 aJIbTa 3 OOKY KOMIIO3UTOPIB, 1HIIMX BUKOHABI[IB Ta CIyXa-
Y4iB, 3HAUHOIO MipOIO BIUIMHYBILIH HA CYCIiJbHI CMaKH i BIIOAOOAHH, 1110,
BPEIITI-PEIT, CIPUSIO0 (POPMYBAHHIO CIIPaBKHBOTO IHTEPECY N0 ITHOTO
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BEIIEMH CaMOOYTHHOTO iHCTPYMEHTA 3 HETIOBTOPHUM TEMOPOM 1 AyXKe TaB-
HBOIO 1 CKJIQJIHOIO iICTOPIENO.

Taxum yuHOM, CBiif, 6€3 epeOiIbIIeHHs, BUPIIIaJbHII BHECOK Y TIe-
PETBOPEHHSI alibTa 3 aKOMIIAHYIOUYOTO Ha IMOBHOLIIHHUEN COJBHHNA 1HCTPY-
MEHT 3pOOHIN caMe MPOBiIHI BUKOHABII, OUIBIIICTh 3 AKHUX (1 HA IBOMY
BapTO HArOJIOCUTH 0COOIHMBO) Oy KoMIto3uTopaMu. Kommosutopamu, ski
MUCAIM HE JIUIIC JUUISl BIACHOTO 1HCTPYMEHTA, MOXKJIMBOCTI SIKOTO 3HAJIH
JIOCKOHAJIO, aje 1 JUIsl BIACHOTO BUKOHAHHS, CIIPHSIOYM TUM CAMHM 1 BH-
HUKHEHHIO BJIACHUX BUKOHABCHKHX ILKLJI.

Bce e me pa3 migkpecitoe BUCOKUH PiBEHb aIbTOBOTO BUKOHABCTBA
y JIOCIIDKyBaHUM ICTOpUYHUI mepion. B mMalOyTHbOMY K, TTOYHHAIOYH
MpUOIU3HO 3 APYToi TPeTHHU XX CT., BUPIIIAIbHY POJIb y TOAAIBIIIH 1051
aJpTa Ha KOHIIEPTHIH CIIeHI CTaHyTh BiirpaBaTH BJIacHE KOMITO3UTOPH, IO
NpU3BE/e 10 CTPIMKOTO 30UIbIIEHHS KITBKOCTI TBOPIiB Ui ansra. He Bu-
nagkoBo Jlaitonen Tepric omHiii 31 cBoiX KHUT naB Ha3By «llomemoniku
oinbm Hemae!» (Cinderella no more!). Jly’xe cuMBOJIiYHA Ta BIyYHA Ha3Ba.
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Ways of shaping the concert repertoire for the viola
in the 17"—19" centuries

Statement of the problem. In the study, an attempt was made to highlight the
process of the viola repertoire shaping, which occurred due to the improvement
of the viola as a solo concert instrument. In view of the increasing popularity of
the viola in the 20th century and the growth of scholars’ attention to modern viola
practice, the previous stages of the development of viola art need new evaluations.
Such a review and reassessment turned out to be especially relevant for the national
musicology, which has been in informational isolation for a long time; therefore,
the involvement of little-known sources determined the expediency and certain
scientific novelty of this attempt. The purpose of this work was to analyze the
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process of shaping the concert repertoire for the viola during the 17"—19" centuries
in the context of the viola performance development. As a result, the factors that
contributed to a radical change in attitude towards this instrument on the part of
composers, performers and listeners during the selected historical period were
identified.

The main sources for making conclusions were the catalogues by
V. Borissovsky, and V. Altmann “Literaturverzeichnis fiir Bratsche und Viola
d’amore” (Altmann, Borissovsky, 1937), the researches by D. Havrylets (2012)
where for the first time in Ukrainian musicology the evolution the viola concerto
as a genre is covered from the origins to the present; and M. Kugel (2009), where
his rich performance experience is summarized.

Results and conclusion. Based on the analysis of the sources, systematization
and generalization of its results, the path of the viola performance development
is traced up to the beginning of the 20th century, from the work of G. Telemann,
brothers Antonin and Carel Stamitz, I. Holzbauer, L. Lebrun, E. Eichner, through
the creative work of F. A. Hoffmeister (the 18th century), A. Rolla, H. Sitt (the
19th century). It is emphasized that the leading viola players, most of whom were
composers, made a decisive contribution to the transformation of the viola from
an accompanying instrument into a full-fledged solo instrument.

The circumstances of the cultural life of the society, which influenced the
change of attitude to the viola, and the following factors of the development of
the concert viola repertoire in the 19th century have been marked: the emergence
of virtuosos, intensification of touring, music business, development of pedagogy,
formation of sustainable performing trends, schools, the tradition of viola playing
in the composers environment, etc., which led to the rapid development of the viola
repertoire in the 20th century.

Key words: viola,; violist; viola repertoire; instrumental; concert; viola
performance; virtuoso; viola d’ amour; viola art.
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«Cxkpunkose» B «Icnancekii cumponii» E. Jlamo

Apcenan mexniuHuX GUKOHABCHLKUX NPULIOMIE ma 3acobié Modice Gucmy-
namu iHOUKamopoM HOGU3HU MEOPY HA NEGHOMY ICTOPUYHOMY emani, 8i0Kpu-
8ar0UU WIIAX 00 PO3YMIHHSA 5K eBONIOYIUHUX npoyecié y cgepi suxonagcmea,
30KpeMa CKpUnK06020, Max i 3aKOHOMIPHOCHEN PO3GUMKY OKPEMUX JICaAHDIE.
Memorwo cmammi € ucsimienns npodremMu «CKPUNKOBO20» MA «HECKPUNKO-
6020» Ha npuxaadi «lcnancoxoi cumgboniin E. Jlano, axa nanexicums 00 HU3KU
CKpunkogux xkonyepmie ocmannvoi mpemunu XIX cmonimms, wo 6i03HaueHi
BNAUBOM HOB0I X6uni eipmyosnocmi. Boonouac yeii nepioo xapakmepusyemucs
BUHUKHEHHAM MEOPIG, WO BUX00AMb 34 PAMKU YCMALEHUX mpaouyii 6UKOHAG-
CbKOI MexHiKU 8HACNIOOK YCKIAOHeHHA MY3U4HOi Opamamypeii, napumemHoc-
mi conicma ma opkecmpy, NIOKOPeHHs GIPMYO3HOCHI CKAAOHUM XYOOJICHIM 3a-
B0AHHAM, 3aN0YAMKYBAHHI HOBUX MoOenell 36y4anis incmpymenma. Konyepmui
meopu E. Jlano, nezsasicarouu na npeocmasieHicms 1020 iMeHi y HayKo8ux 0o-
CRIOAHCEHHAX, 3ANUUAIOMBCA He 8UBYeHUMU 00 Kinys. 30Kpema, nioxio 0o anaui-
3y «Icnancokoi cumoniiy y nrowuni peanizayii npobremu «CKpUnKogo2o» ma
«HECKpUNKOB020» paHiuie He SUKOPUCMOoEyeagcsa. Ananiz meopy 3a KilbKoma
3anpononosaHumu napamempamu (banamc convHoi ma opkecmpogoi napmiii;
peanizayis mecumypHux ma OUHAMIYHUX 3A80AHb, GUOID WMPUXIE; MeXHIUHI
NPUTIOMU 2PU — NACAICHA, AKOPOOBA MEXHIKA, Anikamypa) Oisi BUABLEHHS O3HAK
«CKPUNKOBO20» 6 MY3UUHOMY MeKCmi 003601uU8 Oilimi 6UCHOBKY, U0 PO3NOECIO-
0oicenHs. HOGIMHIX mendenyil He 3asaouno E. Jlano euxopucmogygamu cymo
CKPUNKOGI NPUTIOMU A XYOOACHbO-BUPA3HT 3ACO0U, AKI MAKCUMATLHO CAPUATU
BUKOHABCLKOMY KOMGPopny.
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Kniwouosi cnosa: ckpunkoge 8UKOHABCMEO,; KOHYEPMHUIL dcanp; Gpanyy3o-
Kuil pomanwmuunull ckpunkoguii kouyepm, E. Jlano; «lcnancorka cumghoniay,
«CKPUNKOBE» MA «HECKPUNKOBEY.

IMocTranoBka npo6emu. MeToanvHa JiTepaTypa Npo CKPUIKOBY Ipy
€ IOCUTH PI3HOMAHITHOIO i 0araToro. XpecTOMaTiHHUMH BH3HAHO TIpaIli
JI. Mouapra (1756), L11. Bepio (1858), K. ®nema (1920), JI. Ayepa (1929),
K. Mocrpaca (1962), M. bepasaunka (1984), B. I'purop’ea (1990),
10. SukeneBnua (1993), y sSKuX poO3MISANAIOTHCS MUTAHHS IHTOHYBAaHHA,
3BYKOBHIOOYBaHHS, IITPUXOBOi TexHiKM. OueBHIHO, MO (OpPMYyBaHHS
OyIb-sK01 METOMMYIHOT 0a3u HEMOXKITHBE O€3 OIOPH Ha CITATKOEMHICTD, Ii-
AJICKTUYHOI B3a€MOJIi1 yCTaJIeCHUX HOPMATHBIB Ta HOBAIiH, 1110, 3@ JTyMKOIO
C. Kydepenka, € BaJIMBOIO O3HAKOIO «IIKOIM» sK siBuma (Kyuepenko,
2018: 3). OcTaHHs BUCTYIA€ IHCTPYMEHTOM JJIsl CTBOPESHHS TPaIUIIHHOTO
MiAXO.Y, 3aKPiIUTIOI0YM HOTO B IEBHOMY 1H(OpMaLifHOMY IO AJISl AOCST-
HEHHSI HOBOI SIKOCTI (TaM camo). BHACTIIOK IThOTO, «IITKOJIa» SIK THIaTdop-
Ma JJIs pealtizailii yMiHb, HABUYOK, BHKOHABCHKUX JIOTM O€3MOCepeIHbO
OB’ s13aHa 3 (hOpMyBaHHSAM BUKOHABCHKOTO i/1€aiy. 3ayBaKUMO, TOOIYHIM
e(eKToM OyJIb-SIKOT CHCTEMH PETYTIOBaHHS MUTaHb TEXHIYHOI OCHAIIICHOC-
Ti BUKOHaBIIS (1HTOHAIIIIHOI, IITPUXOBOI, 3BYKO-TBOPUOI) CTA€ IMOMIUPEH-
HS B KOMITO3UTOPCHKiM MPAKTHIII HOBUX 3BYKO-TEXHIYHUX MOJEJIEH, BH-
KOPHCTaHHS SKHX YCKJIaJHIOE BUPIMICHHS 3aJa4l OCBOEHHS MY3UKaHTOM
3BYKOBOT'O IIPOCTOPY. [HIMMMU cliOBaMHM, TEXHIYHMH apceHal CKPUIIKOBUX
3ac00iB, BUCTYMAOUU OJHIE 3 (popM peanizallii KOMIO3UTOPCHKOTO 3a-
OyMy, CTa€ 1HAMKATOPOM HOBH3HHU TBOPY, B SIKOMY KOMIIO3MTOpP 3apanu
BJIACHUX MY3MYHHX /Il IOCTYNAETHCS 3ByKOBHMH Ia0JIOHAMH, IO Tpa-
LIOIOTH SIK JIEKaa PO3BUTKY MY3HYHOI AyMKH. OCTaHHE MOKE BHKJIMKaTH
TIeBHI CKIIQAHOMI Y My3WKaHTiB-BUKOHABIIIB, YHi 3ByKOTEXHIUHI HACTAHO-
BU OOMEXEH1 TPaIHILIsSIMHU «ILIKOJI TPW», i CTaBaTH MPHUBOIOM IS MipKy-
BaHb MPO «HECKPUTIKOBICTEY TOTO YH iHIIOTO TBOPY, HOTO HEBIAMIOBIAHICT
ICHYIOUMM 3BYKOBHM Ta T€XHIYHO-BUKOHABCHKHM YSIBICHHSIM.

MeTa cTaTTi — BUCBITIICHHS TPOOJIEMHU «CKPUIIKOBOTO)» Ta «HECKPHII-
KOBOTO0» Y TBOPaX OCTaHHBOI TPETHHU XX CTONITTSI, BiI3HAYEHUX BILTHBOM
HOBOT XBWJII BIPTYO3HOCTI. AKTyaJlbHUM Oa4nThCsI 3BEpHEHHS 10 MpUKIa-
ny «Icnmancekoi cumdoHnii» (CkpunkoBoro koHIEpTy Ne 2, op. 21) E. Jlamo,
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aHaji3 SKOi B bOMY aCHEKTi A€ KIFOY O PO3YMIHHS SK €BOIOIIHHUX
MPOIIECiB Y BUKOHABCHKUH cdepi, TaK i 3aKOHOMIPHOCTEH PO3BUTKY JKaHPY
KOHLEPTY [UIsl CKPUIIKH B 3a3Ha4eHUH nepioa. JouinbHiCTh Takoro BUOOpy
0OYMOBITIO€ ¥ 3HAHHSI KOMIIO3UTOPOM CHEUU(iKH IHCTPyMEHTA.

AHaJni3 gociixkeHb Ta nyoaikaniii 3a o0paHoro Temoro. Marepian
JOCITIPKEHHS 3aKOHOMiIpHO 00YMOBITIOE 3BEPHEHHS JI0 II1JIOTO CTIIEKTPY TH-
TaHb, OB’ SI3aHMX 13 (PaHIly3bKUM CKPHIIKOBUM MUCTELITBOM Ta KOHLIEPT-
HUM JKaHpoM y ¢paHiy3skiid my3umi. Cepen 00’€MHOTO HayKOBOTO Ma-
CHBY BUIUTUMO HU3KY I'PYHTOBHHUX Npallb, Y SIKUX PO3TOPHYTO MaHOPaM-
HUH nomisag Ha GpaHIy3bKUH BUKOHABCHKUN CTHJIb, Ta HU3KY 1HIIUX, LI0
CTOCYIOThCS T€HE3W POMAHTHYHOTO BHUKOHABCTBA, MPEICTABICHOTO OCO-
O0amu cxpunanie-e¢ipmyosie — A. B’erana, H. Ilaranini, I. BensBcbkoro,
I1. Capacare, I. Epacra (Woolley, 1955; Campbell, 2011; Schueneman,
2014). Huzka nyonikaniii (Boyce, 1973; Sohn, 2003; Robinson, 2014;
McMichael, 2021) BucBiTiItOe ponb BUAaTHUX BUKOHABIB (A. B’erana,
IT. Pome, P. Kpeiiniepa, I1. baifo) sixk cxpunanie-memooducmis, aBTOPiB
($yHAaMEHTaJIbHUX Tpalb, IPUCBIYCHUX CKPHIIKOBIM I'pi, Y CTaHOBJIEH-
Hi ¢paHIy3bpKoi ckpumnkoBoi Tpamuiii. B po6ori C. Kyuepenka (2018)
OUTaHHS (OPMYBAHHS MOHSATTS «IIKOJa» JOCIIKYIOTHCS Yy TOMY YHCIi
1 Ha pUKIIai (GpaHIly3bK0i BUKOHABCHKOI TPaIHIIii.

KonneprHoMy kaHpy y TBOpUYOCTi ()paHIy3bKHX KOMIIO3UTO-
piB octannpoi TperuHu XIX cromitTs mpucssueHa crarts O. Bypens
(2017),  sxuif, 30KpemMa, XapakTepu3ye CKPHUIKOBI  KOHIEPTH
E. Jlano (Konuept F-dur, op. 20 Ta «Concerto russe» g-moll, op. 29) six
OJTHI 3 «HAHOIIIBII SICKPaBUX Cepe/l CTBOPEHOTO B TAHOMY KaHpi y PpaHirii
B e nepiony (Bypens, 2017: 387). JlocnigHUK MiAKPECITIOE peaTi3oBaHe
B KOHIIEPTAX TOHKE MOYYTTS OPKECTPOBOTO KOJIOPHUTY, OJIMCK iHCTpyMEH-
TOBKH (JIETKOi Ta MPO30pOI B aKOMITAHYIOUMX €IMi30/1aX, IOCTaTHbO HACH-
YeHOI Yy CaMOCTIHHHMX BHUCIIOBIIIOBaHHSX OPKECTpPY), MPY>KHICTh PUTMIKU
SIK TIPOZOBKEHHS OEepIi03i1BCHKOI JTiHI1, ICKpaBH MEIIOIUKO-TAPMOHIYHUH
TEMaTU3M IIUX TBOPIB (TaM camo).

Husky BukoHaBChbKMX BiacTuBOCTeH «lcmaHchkoi cum¢oHii» oxa-
paktepusyBaB y cBoiii mparii JI. Ayep (Auer, 2013). [IpoTe, He3BaKAOUYH
Ha JIOCTATHIO IpeJcTaBieHicTh iMeHi E. Jlano y HaykoBUX MOCIIKEHHSX,
KOHLIEPTHI TBOPU KOMIIO3UTOpA 3aJIMIIAIOTHCSI HE BUBYCHHUMH IO KiHIIS.
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30KkpemMa, 3anponoHosanuil Hamu nioxio no anamzy «lcmancekoi cumdo-
Hil» y MIomKMHI peanizamii npoOieMl «CKPUIIKOBOTO» Ta «HECKPUIIKOBO-
TO» paHiuie He GUKOPUCHOBYEAGC.

Buknan ocnoBHoro marepiany. [lepmra momosuna XIX cromitrs
O3HaMEHYBAJIACsl CTBOPEHHSIM BEJIMKOI KIIBKOCTI CKPUIIKOBHX KOHLEPTIB,
1[0 3arT0YaTKyBaIM HOBHI piBeHb BipTyo3HOCTI!. YeKianHeHHs penepTya-
PY, 30UIBbIIEHHS KiIBKOCTI METOAMYHHUX HAIPALIOBaHb 3 MUTAHb CKPUIIKO-
BOI TEXHIKH MO3HAYMIO HOBUI BUTOK iCTOPil CKPUIIKOBOTO BUKOHABCTBA.
[IpoTe muTaHHA MPO «HECKPUIKOBICTH» IMX TBOPIB SIK CYNEPEUIUBUX
3 TOYKH 30py BHKOHABCHKMX MPUHOMIB 1 IPUPOJHOCTI 3By4aHHsS CaMOTro
IHCTpYMEHTa He BUHUKAJIO, OCKIJIbKH aBTOPaMHU KOHIIEPTHUX CKPUITKOBHX
TBOpIB 31e011b1I0T0 OyIM camMe BUKOHABLi-BIPTYO3H 1 HOAOMAHHS CKIIAJ-
HOIIIIB TEXHIYHOTO XapaKTepy JISKaJIO BUKIIOYHO Y INIOIIWHI MaliCTepHOC-
Ti CKpHMajs, He MiIHOPSIIKOBYIOUMCh BUPILICHHIO KOHLENTYaJbHUX XY-
JOOXKHIX 3aBAaHb. [IuTaHHSA PO «HECKPHUIKOBICTHY HAOylO aKTyaJbHOCTI
HanpukiHii 70 pokiB XIX CTONITTS, KOJU KOHIIEPTHHH perepTyap Momo-
BHUBCS TBOPAaMH, 110 BUXOAWIN 38 PAMKH BUKOHABCHKOTO i7iealy BHACIHI-
JIOK IIEPEOCMUCIICHHS KOMIIO3UTOPaMHU MY3HUYHOI ApaMaTyprii TBOpiB Ta,
BiJINIOB1JTHO, aBTOPCHKOTO TIEPEOCMHUCIICHHSI (DYHKIIIH COJTICTa Ta OPKECTPY.
Came mianopsiAKyBaHHS TEXHIYHNX 3aBAaHb IpaMaTyprii TBOPY, a HE MoKa3
BIpTYO3HHX MOXKJIMBOCTEH IHCTPYMEHTA 1 CONiCTa NOPYIIY€E HU3KY TUTaHb,
OB’ SI3aHUX 3 00’ €KTUBHUM CIIPUHHSATTSAM HOBOT 3ByKO-XyHO’KHBOT MOJEIT.
Hoge 3By4aHHs iHCTpyMeHTa BiIPI3HSIOCH Bifl ICHYIOUMX TPAAMIIINA Ta MO-
POMKYBaJIO KPUTHYHI BIITYKH SIK My3UKaHTiB-BUKOHABIIIB, TaK 1 CITyXadiB.

TaxkuM 4MHOM, y KOHLIEPTHHUX TBOPAaX IJIsl CKPUIIKH OCTaHHBOI TPETH-
HU XIX CTOITTS OUEBUIHI J1BA ITi IXOU — MPAOUYITIHULL M A HOBATMOPCHKUIL.
[lepmmii IeMOHCTPYIOTh KOMIIO3HLI{, SIKi HE AUCOHYIOTH 13 3arajbHONPHIA-
HSATHMU TIOHSTTSMHE TIPO CKPHUITKOBY TEXHIKY, 1[0 CITUPAIOTHCS HA apCeHal
BUPA3HO-TEXHIYHHUX 3aCc00iB, sIKi Oy/IM NPIOPUTETHUMH Y MY3UKaHTIB TOTO

1 H. Maranini: Konnepru Ne 1-6 (1817-1830); ®. Mennenscon: Konnepru mis ckpun-
ku 3 oprectpoM d-moll (1822), e-moll, op. 64 (1838). Lleli ciucok AOMOBHIOIOTH TBOPH,
oo He HaOylu BENHMKOTO MOMIMPEHHS B KOHLEPTHIM NMPAKTUII CKPUIIAliB-BHKOHABIIB,
OJIHAK CTaJM OCHOBOIO IIEaroriyHoro penepryapy B HaBdanbHOMy mpoueci — I1. Poxe:
Konneptn Ne 1-12 (1790-1829); JI. IlInop: Konneptu Ne 1-15 (1802—1844); P. Kpeiiuep:
Konneptu Ne 1-19 (1801-1811); I1. Baito: Konneptu Ne 1-9 (1810-i).
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gacy, i TOMYy BiZITOBiJalOTh BU3HAYCHHIO «CKPUITKOBOTO». J{pyruit — HOBa-
TOPCHKHI — XapaKTepU3YEThCS MEPENISIOM BUKOHABCHKUX YSIBICHB, HO-
BHM BiTIYTTSIM HACHYEHOCTI 3ByYaHHS iHCTPyMEHTA, TPAKTyBaHHSAM HOTO
IpaHUYHOT 3BYYHOCTI HA KOPUCTH KOMIIO3UTOPCHKIN BOJi, OPUTiHAIBHOCTI
i7ei, Apamaryprii, KOMIO3HIIi Ta, BiAIOBITHO, MTOTPe0y€e HOBUX TEXHIYHHUX
MIPUHOMIB. 3 OISy Ha IepeOCMUCIEHHS (PyHKI[IOHATbHIX MOXKITUBOCTEN
BHKOHABIIS, 1€ SIBUIIIE CTAJIO TOTOKHUM HOHSTTIO «HECKPHUIIKOBOTO».

Hacxkinbku xk «Icranceka cumbonis» E. Jlamo, namucana 1874 poky,
Maii’Ke TIepeJ] CaMOIo TIOABOIO BHIATHUX CKPHUIIKOBUX KoHIepTiB M. Bpamca
(1878), I1. Yatikocekoro (1878), A. JIsopxaxa (1879—-80), K. Cen-Canca
(Ne 3, 1880), 6yna HOBaTOPCHKUM TBOPOM, YU CTajla BOHa HOBOIO BiXOIO
B PO3BUTKY JKaHPY Ta CKPUIIKOBOTO penepryapy? HesBakatoun Ha ycraie-
HHU B HAYKOBIH JIiTepaTypi OIS Ha I1i TBOPH SK Ha PiBHI 32 XyA0KHBOIO
3HAUYIICTIO, HOBU3HOI MY3MYHO-APaMaTypriYHuX MPUHOMIB, MA€ CEHC
IUGEPEHITIIOBaTH iX 3 TIO3HIIIT TPAIUIIIITHOCTI a00 HOBAaTOPCTBA TEXHIYHUX
3aco0iB, 10 OOMPAIOTHCS KOMIIO3UTOPOM JIJISl peaiizaiii My3uqHO iiei.
[HIMMU CITOBaMU, OLIHUTH CTYIIHb «CKPHUIIKOBOTO» Ta «HECKPHIIKOBOTO
B YMOBaX OHOBJIEHOTO MY3WYHOTO 3MicTy. 3 1poro monigy «lcmancbka
cumdonis» E. Jlano € npuknagom TpaaMmiiHOTO IMiIXO0y, OCKIIBKH Jie-
MOHCTPY€ TIepeBaKHE CIiyBaHHS aBTOpa BHUKOHABCHKAM JIOTMam CBO-
ro uacy. s migTBepIKeHHS i€l Te3u PO3MISHEMO JETANIBHIIIEC O3HAKU
«ckpurkoBoro» y teopi E. Jlamo.

[Tompu mpodeciiiny ckpurnkoBy ocBiTy (E. Jlano BumBcs B koHCEpBa-
topisix Jlins ta Ilapmwxa y 3namenutoro II’epa baito) Ta koHUepTHY Ai-
SIBHICTH (BiH OyB y9acHHUKOM BimoMoro kBaprety JKtons Apmenro), hpas-
Iy3bKHI MY3WKaHT OUIBII BIJOMHIA SIK TAJAHOBUTHI KOMITIO3UTOP, aBTOP
YUCIIEHHUX KAMEPHHUX TBOPIB, TPHOX CKPHUITKOBUX KOHIIEPTIB, OaJIeTy, oriep.
V rtoii xe gac, E. Jlano, sk maiicrep ppaHITy3pKOTO IHCTPYMEHTATI3MY, BH-
BiB KOHLEPTHHI >KaHp Ha SIKICHO HOBUH PiBEHb, BUKOPUCTOBYIOUH CHM-
(hOHIYHI TPUHIIUIIH B IpaMaTyprii CBOiX TBOPIB (PO IO CBIMYUTEH HABITH
Ha3Ba, SIKy BiH HaJlaB Y HEe HAWBIIOMIIIOMY 31 CBOTX KOHYepmMHUX OITyCiB).
Sk 1 Konuepr st ckpunku 3 opkectpom F-dur (1873), «Icnanchka cum-
¢onis» E. Jlano Oyna npucesuena I1. Capacare, y criBnpariii 3 SKiM BOHa
Oyna CTBOpEHa, i IKOMY KOMITO3UTOP JIeJIEryBaB MPaBo peNaKLiitHUX 3MiH.
Bunwnkae muTaHHSA, YOMY, MalO4YH BIIACHUM BHUKOHABCHKUH TOCBIJ Ta Ha-
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BUUKH, aBTOP 3BEPHYBCS J0 BigoMoro ckpumaisi? VIMoBipHO, TyT 3irpanu
poib MacmtabHicth ocobuctocTi 1. Capacare-my3ukanTa Ha TIIi OakaH-
Ha E. Jlano BuiiTi 3a paMKH BIaCHOTO BUKOHABCHKOTO JOCBiY Ta NEBHOT
YCTAJIEHOCTI TEXHIYHUX TMPUHOMIB, 110 MaJId MICIle B HOTO My3uIli. Takox
OYEBHIHOIO € i Halis Ha MalOyTHIN ycIixX TBOPY B pa3i BUKOHAHHS HOro
MaCTHTHM MaecTpO — MPEICTaBHUKOM HOBOTO IMOKOJIIHHS CKPHITATiB-Bip-
TYO03iB, JUIsl IKAX CBOOO/Ia Ta JIETKICTh BOJIOIHHS IHCTPYMEHTOM, HOTO ife-
aNbHE 3By4YaHHs OyJI¥ MPiOPUTETHUM XyIoXkHIM 3aBraHHsaM. 1. Capacare
NparHyB [MOKa3aTH HE TiIBKH BC1 TEXHIYHI MOMKIMBOCTI BipTYO3HOTO BOJIO-
JiHHS CKPHUIIKOIO, a i MPOIEMOHCTPYBATH Yy IOBHOMY 00CSI31 Kpacy «rojo-
Cy» IHCTpyMEHTa, OT0 MPUPOIHE 3ByYaHHS, SIKE BUKPHCTATI30BYBAIOCS
cTonmiTTAMU. Ha Toit MOMEHT, KoJu cTBOproBajiach «lcnanceka cuMOHIs»
E. Jlano, maiicTepHiCTh CKpUTIaTiB-BUKOHABITIB 3pOCIIa HACTLIBKH, IO Bip-
TYO3HICTh MMOCiJIa YilIbHI MO3MLIi y CKpUIKOBid My3umi. Ha mporusary,
iCHYBalli i IPUOIYHUKY OLTBIN aKaJIEMiYHOTO HANpsMY, sIKi 3armepedyBa-
T Ha/IMIpHE 3aXOIUICHHS! TEXHIYHOIO CTOPOHOIO BUKOHAHHS, HANIPUKIA]
JI. Inop, JI. Ayep, . Hoaxim. Lo % no I1. Capacare, T0 apTHCT Hparays
TIO€THATH HAHBHUIIY BUKOHABCHKY MalCTEPHICTh 3 TIOKA30M 0COOIUBOCTEH
BHYTPILIHBOI IpaMaryprii TBOPiB, NPUALISIOYN 3HAYHY yBary TeMOpoBiit
CKJIQJIOBiH, iZjealbHOMY 3BYKOBHIOOYBaHHIO, JIETKOCTI W HEBIOBHMOCTI
y MOJONaHHI TEXHIYHUX CKIaJHOCTEH, O6e3 TpyOoCTi y MOBOMKEHHI 3 iH-
CTPYMEHTOM Ta B NMUTAHHAX 3BYKOBOTO cTaHAapTy. lleprmopsanicTs 3By-
koBoro igeany mo3sosmia E. Jlamo (six aBropy) ta I1. Capacare (sx pe-
JaKTopy) peainizyBaTu B «lcraHcbKii cMM(OHIi» BeCh CIIEKTP CKPUIIKOBUX
MOXIJIUBOCTEH, BAAJIO MO€JHABIIN KOMIIO3UTOPCHKI HACTAHOBHU 3 BUKOHAB-
CBKHMH YIIOJOOAHHIMH.

CrnpoOy€eMO OLIIHUTH CTYIiHb TPAJULIHHOCTI YA HOBATOPCTBA TBOPY
3 TIO3UIIiT ITepeBakaHHsI B HhOMY «CKPHITKOBOTO» / «HECKPUIIKOBOTO», PO3-
DJSIHYBILM TaKi apamMeTpH, sk 1) O6anaHc colbHOI Ta OPKECTPOBOT MapTi;
2) peamizallis TECUTYpHUX Ta JUHAMIYHHX 3aBlaHb; 3) BHOIp ITPHXIB;
4) TexHiuHI pUoMH TpH (MTaca’kHa, aKOPJOBa TEXHiKa); 5) arumikarypa.
3a3HaynMo, 110 KOXKEH 31 3raflaHuX MapaMeTpiB HEBiJl'€MHO TOB’sS3aHUN
3 iHmUMH. Tak, TeCUTypHE pO3TallyBaHHI My3UYHOTO MaTepially KOpeioe
3 JMHAMIYHUMH BIaCTHBOCTSIMU HOTHOTO TEKCTY, OallaHC CONicTa Ta OpKe-
CTPY € CHHTE30M AMHAMIYHHX 1 TECUTYPHHX BJIACTUBOCTEH, SIKi Bimirpa-
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FOTh TOJIOBHY POJIb y IIPOIIECI PO3IMOIIITY OPKECTPOBOI Ta COMBHOI MapTiit
y 3ByKOBOMY HPOCTOPi.

Hacammepen, Bim3HaunMo 30a/1aHCOBaHICTh CKPHIIKOBOI Ta OpKe-
cTpoBoi napriii B «Icnancekii cuMoHii», 10 6e3rmocepeHbo MoB’ 13aHa
3 YSIBJICHHSIMH KOMIIO3MTOpA ILOJO POJi BHUKOHABLS B MY3W4YHIH Apama-
typrii Konmepry. IIpo 11e cBimuaTs: posmesicysanns ghynxyit conicma (SIx
MIPOBIAHOTO yYacHUKA) Ta opxecmpy (SK MiAJIETIIOT0, MO aKOMIIaHYE); HO-
yepeoge npoGeOeH sl My3UUHUX MeM MO Y CKPUNKOGIll, Mo 8 OpKeCcmposiil
napmii; 11e T03BOJISIE CKPUIIAIEBI MAKCHMAJIBHO MIOBHO MPOJIEMOHCTPYBAaTH
BUPAa3Hi MOXIIUBOCTI CBOTO IHCTPYMEHTA, 3AJINIIAI0YNCH B PaMKaX 3py4YHOT
muHaMiku 1 Tecutypu. [Ipukmagamu nepmoro €: temu I I1. (42-82 T1.),
I. II. (100-121 T1.) I wacTunu; Tema KpaiiHix po3nimiB Il wacTuHM
(21-61, 195—242 T1.); 00MIBI TeMU KpalHIX po3niiiB Intermezzo (5890,
112-131 Tt1.); mapyruii mipuuauid emizof (poco piu lento), xoma dinaiy.
[oxin y4yacHHKIB Ha «HPOBIIHOTO» Ta «IOMOMDKHOIO» HMPOCTEXYETHCS
1 B THX €Imi30/1aX, JIe MapTisi OpKeCTpy HACHYCHA TEMAaTUYHO BUPA3HUM Ma-
TEpianoM i CTBOPIOE CBOTO POy KOHTPANyHKT O MapTii comicra, HampH-
KJIaJl, B OCHOBHi# Temi [V wactunm, y Temi-pedpeni Oinany «CumdoHii.
[IpuHIMI MOYEProBOro NPOBEACHHS TEM peati30BaHo y BCTymi a0 I yacTu-
HU, IpOBeJIeHHX pedpeHy B Rondo (OykBu F u L mapTutypn).

OyHKIIOHAEHUA PO3MOALT MAPTil CONICTA 1 OPKECTPY AOBOJI SICHO
MIPOCTEKYETbCA HAa PiBHI TECMTYPHMX pillleHb, SIKi BUSBISIOTbCA Pi3-
aumu. Hanpuknan, y I1. II. 1 wactuan mpoOneMa rydHOCTI CONIOIOYOTO
iHCTpyMeHTa (Ipa Ha CTPYHI «ay, OB’ s3aHi 3 HEI0 OOMEXEHI AWHAMiYHi
MOJKJIMBOCTI CKPHITKH ) BUPIIIYETHCS 32 PaXyHOK MTPO30POCTI OPKECTPOBOL
(dakTypu Ta IHCTpYMEHTYBaHHS (JIAHIIOT BUTPUMAaHHUX aKOpJiB, IO BUKO-
HYIOTh (PYHKIIIIO TIe1aji Ha pp, CTBOPIOIOYN e(heKT M’ SIKOTO TapMOHIYHOTO
(doHy a5 poBeaeHHS TeMHu Yy comicta). OUeBUIHUM € MParHeHHs aBTO-
pa He 3aDIyIIaTH COJIiCTa OPKECTPOBUM aKOMIIAHEMEHTOM, 30CEepEIUBIIN
yBary Ha TeMOpOBI CKIIa[OBiii 3ByUaHHs TEMU B CEPEIHBOMY PETIiCTPi.

IHmmii migxig npeacraBiaeHuit y poszpo6ui | yactuau. Kommoswurop,
TI0 CYTi, BIAETHCA TYT 10 KOMOIHAMOPHO20 Nputiomy, BUOYIOBYIOUH iepap-
XII0 OPKeCTPOBOi Ta COJNLHOI MapTiil yepe3 3icTaBIeHHs Pi3HUX Mapame-
TpiB: PaKTypHUX, TECUTYPHHX, TMHAMIYHHX, TEMaTHYHUX. TaK, yHICOHH Ta
aKOpAOBHH THIT (PAKTYpH B OPKECTPOBIH MAPTii MOEAHYIOTHCS 3 TTacaKaMH
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Ta MEJIOANYHUMH (IrypallissMy IMIIPOBI3AMIHOTO XapaKkTepy Y CKPHUIIKH.
3 TOYKH 30py TECHTYPH, KOMIIO3UTOP HABMHCHO «PO3BOJHTH)» CONICTa Ta
AKOMITaHEMEHT, TPUMAIO41 CKPUIIKOBY HapTii0 MEPEBAXKHO Y CEPeIHbOBU-
COKOMY PEricTpi, a OpKECTPOBY — TECUTYPHO HIKYE. JIMHAMIYHE PillleHHS
¢parmMenTa OynyeThCsl HA KOHTPACTi HIOAHCIB: MEepeBakaHHs pp-mf B op-
kectpi, f Ta ff (crescendo) (0coOIMBO y BUCXIAHUX Tacakax) y CKPHIIKH,
110 CTBOPIOE MAKCHUMAIBHO KOM(OPTHI YMOBH JIJIsI 3By4aHHS NapTii coiic-
ta. [lokazoBUM € KympMiHAIIMHUNA po3aiT po3podku (£, 122-167 tT.), ne
CKpHITKA Ha HAWBUIIMX MO3HLIAX (AaBTOPCHKA BKA3iBKa COM _fil0CO) 3BYUUTh
«0e3neperKoaHo», 6e3 HaAPUBY, OCKIIBKH OPKECTPOBA 3BYUHICTh 3BEACHA
110 MiHIMyMY (eeKT piano CTBOPIOETHCS 3a PAXyHOK pizzicato, a Oymb-sKi
OPKECTPOBI IWHAMIYHI «cruieckm»-akopau (144—145 TT.) npunagaroTs Ha
may3® B mapTii comcra). TemarnaHe HAIMOBHEHHS €30Iy SIBIISE COOOIO
KOHTPAIYHKT OPKECTPOBOTO Ta COIBHOTO TUIACTIB, B IEPIIOMY 3 SIKUX MPO-
BomsAThC enementu . I1., a npyruii 3acHOBaHMI Ha macaxkax Ta ¢irypa-
iHUX popMax pyxy. AHAJIOTIYHE PIICHHS] MOXKHA MTOOAYUTH B CEPETHBO-
My po3aini Intermezzo (132—-158 TT.).

TecuTypa rpac BaxJIMBY POJb i Y CTBOPSHHI KOHKPETHOTO MY3HIHO-
ro obpasy. B Intermezzo 111 yactuam BHOip HMKHBOTO PEricTpy B mapTii
CKPHIIKU JIpaMaTypridHO IOB’S3y€ L0 YAaCTHHY 3 MEPIIOIO, MO3HUIIOHY-
104U Intermezzo sSIK OCEpPeNOK IpaMaTu3My, MO0 IIe OUTbII 3aTeMHIOE Ha-
cTpiil mouyarky «Cumdonii». IcmanceKy npupoxy My3UYHOr0 Marepiairy
MAKPECITIOI0Th PUTMIYHI MAJIFOHKU TPioJiel Ta MyHKTHPY, XapaKTepHOTrO
U xabaHepu, a BUKOPHUCTaHHS COJNICTOM CTPYHH «g» 3 ii 0COOIMBHM
OapxaTUCTUM TeMOpPOM, BiOJIIOHUEIBHIAM IO CYTi, IIOPS]T 3 HACTYITHUM TI0-
BTOPEHHSIM MOTHBY OKTaBOIO BHIIE, PO3KPHBAE BHYTPIIIHIO TiANOTIYHICTh
MoHoJoTiyHOTrO (pparmenty. Konrpactom 1o ApamMaTHyHOl TeMHU KpailHix
po3maiiB Intermezzo 3By9UTh HiXKHA, 3 €JIEMEHTAMHU TaHIIOBAJIILHOCTI, Me-
JIOZ1isl CEpeHBOTO PO3ALTY, AKY TECUTYPHO KOMIIO3UTOP BHUPIIY€E TOCHTH
TPAIUIiiHO, PO3MINIYIOUH ii B CEPETHBROMY PETICTPi, IO CIPUIE MAKCH-
MaJIbHOMY BUSBIICHHIO BIACTHBOI 1i JTIPUYHOCTI.

Andante (IV 4.) IpUBHOCHUTH TPATiYHICTH y KOHIIETIIIIIO MUAKITY. Y MYy-
3UI KpalHIX PO3ALIIB 1€ BUPAXKECHO XOpaJIbHUM THIIOM BHUKIATy (OpKe-
CTpOBa HapTis), Ha QOHI SIKOTO PO3rOPTAETHCS KAHTUICHHA, 3 €JIEMEHTa-
MU JeKJIaMaIlifHOCTi, TeMa COJIICTa; MPOBITHOIO POJIIIO MiTHUX TYXOBHUX;
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YTPUMaHHAM TPariqyHoi puTMO(DOPMYIIH y TMOETHAHHI 3 OCTHHATHICTIO Ta
OpTaHHHUM ITyHKTOM (TIOYMHAIOUH 3 PENPU3H ); OCITIBYBaHHSIM, SIBHOIO Iiepe-
Barol0 CEKyHJIOBHX 1HTOHAIIIH, 3aTpPUMaHHIMH Ha cialkii gomi. Horu, o
MIOBTOPIOIOTHCS, B €KCITIOHYBAHHI TEMHU B MAapTii CKPUITKK 3ByYarh SIK MPO-
XaHHS; IPU OPyTroMYy MPOBEIEHHI OKTABOIO HMXKYE, CXBHIBOBAHO 1 3 Haj-
puBOM, HaOyBaroTh «(atanpHO» cemanTuky (18-34; 78—84 TT.). 3ByuaHHs
TEMH B HIXKHBOMY PETICTpi 3aTBEPKY€E HAIIPY>KEHICTh HACTPOIO Andante.
HaBnaku, Tema cepeaHbOro po3Aily 3BYy4YUTH OIOBiAaJIbHO, ITOBEPTAIO-
YH XapakTep MepIIuX TPhOX YacTuH (64—78 TT.): BUCOKAa TECUTypa Oro-
JIO€ JPUKO-IpaMaTUdHy OCHOBY MY3WKH. BiImoBigHO, 3MiHa TECUTYypH
NOB’s13aHa 3 XapaKTepOM TEM, CIIOHYKAIOYM BUKOHABIIS JAOTPUMYBATHCS
ABTOPCBHKOTO 3ayMy.

Junamiuna nmajgirpa «Icnancekoi cumdonii» O6aratorpanna. OgHak
y KOXKHiH 13 4aCTHH KOMIIO3UTOP YiTKO PErIaMEHTY€ CIiBBiIHOILIEHHS CO-
JIFOI0YO1 CKPHUIIKH Ta OPKECTPY, BUABIISIIOUH TOH OaaHc, SIKUil 103B0IMB O1
COJICTY 3aJTUIIUTHCS B paMKax JAOMYCTHMOI CKPUIIKOBOI 3By4HOCTI (f—ff).
VY Takux emizofax e€peKT rpaHUYHOI T'YYHOCTI Ha MEX1 MOXKIMBOTO OCS-
TaEThCS 32 PaXyHOK BHBIPEHOTO 1HCTPYMEHTYBaHHS (TIepeBara OpKecTpo-
BOTO piano, AepeB’ssHOI Ta CTPYHHOI IpyIl), TOAI SIK MapTis cojicTa 30ce-
peIKeHa y BEpXHBOMY PETICTpPi, HACHYEHA SUCXIOHUMY TIacaKaMu (IIpH-
knaau: y [ vactuni — 3 2-1 remu [I1. (80—82 1T.), po3podka (122—125 TT.),
y II wactuni — ocHoBHu#l posuin (50-58; 82—-84 TT.), cepenHiil pozmin
(102-106 Tt1.)). HaBnaku, mpu auHaMiuHii rpagamii piano i pianissimo
B MapTii coJicTa OpKECTp HE TINbKH CTBOPIOE M’SKUH aKOMITaHYIOUHH
¢oH, a I BUCYBa€eThCs HA IEPIINii IIJ1aH, OTPUMYIOUH IIPABO COJIBHOIO BU-
cnosnroBanHs: [1.I1. (99-112 T1.), po3podka (154; 158 T1.) B | wactuHi; ce-
penHiit poszain (154-174 t1.) Scherzando; excrionyBaHHSI TeMU-pedpeHy
(111-117 T1.) y Pinani.

SIK110 BUHUKA€E HEOOXiIHICTh CTBOPEHHS ANHAMIYHO1 XBUJI1, TO CKPHII-
Ka abo mepeOyBae Ha Tii 3ByKOBHCOTHIH IIIAHIT, SKa JO3BOJISE YTPUMATH
npamarypriuauid po3nan (Berym, 3. I1. (73-80 tt.) I wactunu; cepeaHiii
posnin Scherzando; apyra Tema ocHOBHOTO po3niny [V wactunm), abo pa-
30M 3 OPKECTPOM JOBOAMTH 3BYHYaHHS J10 npuitnamuozo forte (3. I1., xona
I yactunu; cepenni po3ninu B Scherzando, Intermezzo, Andante). Y ubomy
BUIAJKY TOHSTTS «IIPUAHATHUAN» BKa3ye Ha nOainuBe crapieHHs E. Jlamo
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JI0 TIPUPOTHUX XapaKTEPUCTHK IHCTPYMEHTA, CTaHIAPTy WOTO 3BYYaHHA,
IO 103BOJIsIE HOMY MaKCUMAJIBHO TIOBHO PO3KPHUTH TEMOPOBO-TUHAMIYHU I
MTOTEHITia CKPUTIKH. JI0TTOBHIMO, 110 HIOAHCYBaHHS y CKPUITKOBHX TBOPAaX
MIOBHOIO MIPOIO PETYIIIOETHCS TPABOI0 PYKOIO, a TOUHIIIE, HATUCKOM TaJlb-
1iB PaBOi pyKH HA CMUYOK, ITPOMOPIIIHHICTIO TUCKY HA CTPYHH, a TAKOX
CTYIIEHEM CHJIM 3aXOIUICHHS MajblsiMu cMHUuKa. Sk mumie JI. Ayep, BUpi-
LICHHS IPOOIeMHU 3BYKOBHI00yBaHHS — CAMOJIUCITUILIIHA i CAMOKOHTPOJIb,
a ifieas TapHOTO TOHY — CYTO CyO’€KTHBHE MOHATTSA 3 TOYKH 30py BHUKO-
HaBIIS 1 LUTKOM 00 ’€KTHBHE 3 OOKy ciryxada (Ayep, 2014: 262). Tinbku
caM CKpHWIIajdhb BH3HAYa€ i KOHTPOJIIOE 3BYK, BiJIIIOBiIHO, HIOAHCYBaHHS
1 peTenpHO MPOoAyMaHa TuHaMiKa 1epeOyBaroTh y IUIOMIMHI OCHOBHHX Xa-
PaKTEPUCTUK «CKPUITKOBOTOY.

3a3HaYMMO, IO PETYIIOBAHHS CHITH TYYHOCTI COJTIOI0YO0TO iHCTPYMEH-
Ta TaKOXX CTa€ MOXKJIMBUM 3aB/ISKH IITPUXOBi TexHiui. /[t nocaraeHHs
TPaHUYHOI TYYHOCTI CKPHUIIKH HEOOXiTHO PO3IMOIUINTH CMHYOK TakK, 1100
MiHIMaJIbHA KIJIBKICTh HOT, 1[0 TPAOThCS, 1 MAKCUMAaJIbHA IIBUJIKICTh HOTO
BEJICHHS JTaBAIM MOXJIMBICTH JOCATTH HEOOXiTHOTO 32 TYYHICTIO HIOAH-
cy (HOBUTBHHMA PyX TPOCTHHH IIEPEIIKOIKAE 3BYYAHHIO B HIOAHCI forte;
BEJIMKA KUIBKICTh 3aJIiFOBAHUX HOT 3MYIIYE O PO3IOALTY IIBHUIKOCTI).
OTtxe, y pani emizoniB (Scherzando; Intermezzo), 30epirarodu puTMidHAN
MaJIFOHOK, KOMITO3UTOP BIIMOBIISETHCS Bia mTpuxa legato, BUMararouu
T'PY KOXKHOI HOTH y TPIOJSAX OKPEMHUM PYXOM CMHUYKA. Y CEPEeIHbOMY PO3-
nimi Andante (70—78 TT.) monpiOHEHHS aMIUTITYIH PyXy CMHUYKA y BEIH-
KHX JIirax JI03BOJWIO KOMIIO3UTOPY JOCSTTH BEPIIUH I'YYHOCTI. YBaXKHHIA
E. JIano i o Bubopy HeoOXiqHOT YaCTHHU CMHYKA, OCKUTEKH crienirdika rpu
Y KOJIOIKY Ta Y BEPXHIH HOTO YaCTUHI 0€3M0CEePEIHBO 3aJIC)KUTh HE TUTbKH
BiJl 3a3HAYECHOTO INTPHXa, a ¥ BiJ AWHAMIYHHUX PO3MOPSAIHKEHb y TEKCTI.
VY psani enizonis Ha ff E. Jlano mepeHOCHTH CMUYOK BHU3, BUKOPUCTOBYIOUH
npuiioM rpu 6ins konoaku. Y | wactuni ne: Beryn (5—7 TT.), mepiia TeMa
I. II. (42-46 TT.), po3podka (135; 145; 149 T1.). AHAIOTIYHO BUPIIICHO
OCHOBHHUU po3fin Intermezzo (5573 11.) 1 Temy-pedpen Rondo (30-38;
47-52; 63—-64; 91-103 tT.). Takum unHOM, E. Jlano BpaxoByBaB T€XHOIO-
TiYHI aceKTH — OyIOBY CMUYKa, crielin(iKy 3ByKOBHI00yBaHHS, — IO Bij-
TIOB1/IaJI0 KPUTEPisM «CKPUIIKOBOTO» Ha HOro yac. Takoxk 3BepHEMO yBary
Ha B3a€EMO3B’SI30K IITPUXOBOI TEXHIKN Ta 0OPaHUX XapaKTepy W TECUTYPH.
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I'mydkicTs mTpHUxa spiccato B OCHOBHOMY po3niii Intermezzo, B pedpe-
Hi Ta emizonax Rondo N03BOJIsSE TiepeaaTy TAHIFOBAIBHUN XapakTep Te-
Matm3My. KopoTki AHaMiuHI HAPOCTAHHSA BiJl HOTH A0 HOTH B Intermezzo
(59-60; 62—63 TT.), 110 IPUITYCKAIOTh MOCHJICHHS 3BYKY Ha JIi31 1 IPOTs-
TOM 3BYYaHHS OJIHI€] HOTH, MiJTBEPIKYIOTh CKPHUIIKOBY MPUPOIY Marepi-
aiy, Horo KaHTHJIEHHICTh, 3MYIIIYIOYH 3raJIaTH PO CIOPIAHEHICT TOIOCY
1 CKpUNKH. BakIMBYy poib rpae MTPHUX y BiJOOpakeHHI iCIIaHCBKOTO KO-
noputy. BrkaxkeMo Ha cTpubatounii WTpux (spiccato), MapKyBaHHS TPUBaA-
nocreit (marcato, martele), KOpOTKHI MPY>KHUI WITPUX y KOJOIKU (BHU3
CMHUYKOM), KOMOIHYBaHHS WTPUXIB legato 1 spiccato, detache 1 spiccato,
3icTaBICHHS MTPUXIB legato 1 spiccato. YBECh IITPUXOBUH apCceHAI T03BO-
JIsie TOBOPUTH po npodeciliHe po3yMiHHs (HpaHIy3bKHM KOMIIO3UTOPOM
BHKOHABYOI CITEIIN(IKK 1 BOJIOAIHHSI HUM CKPHITKOBOIO MITPUXOBOIO TEX-
Hiko0. Ko/eH BUNUCAHMI MTPUX HE BUKIIMKAE TOABIMHOI JYMKU IIOI0
croco0y Horo BiATBOpeHHS. 3HAHHS aBTOPOM yCiX IITPUXOBHUX MPUHOMIB,
IO JI03BOJISIFOTH JIOCSATTH TOTO UM iHIIOTO e(eKTy, CTBOPEHHS 3a 1X J0m0-
MOTOIO TIEBHOTO HACTPOIO Ta 00pa3y BKOTpE MiATBEPAXKYE IEpPEeBaXKaHHS
«CKPHIIKOBOTO» B aHAJII30BAaHOMY TBODI.

[{omo macaxHOi TeXHiKH, 3a3HaYMMO, 10 B «lcmaHchkii cumpo-
HiD» BCi Macaxi comicra, He3BaXKAar4YH Ha iIXHIO TEXHIYHICTh, 3By4arTh MPH-
POAHO, HE CIIOTBOPIOIOYM TEMOpPY IHCTPYMEHTa il He BUXOASYM 33 MEXHU
HOro MMHAMIYHUX MOXIIMBOCTEH y HIOaHcax forte i fortissimo. [ panndna
TYYHICTh JIOCATA€ThCS BUKOPUCTAHHSIM CEPEIHBOTO PETiCTPy CKPHIIKH,
a TaKoX WITpuxa /egato, SKUH BUKOHYETHCSI HE TUTBKU MEPECYBaHHIM JIi-
BOI pykH 10 Tpudy, ane i 3aJeXUTh Bil PO3MOALTY CMHYKA. 3 OISy Ha
i aKyCTH4HI Ta BUKOHaBCHKiI ocobmuBocTi, E. Jlano BuGupae HaitGinpm
BUTPAIIHY TECHTYpY JUIS TMACaXkiB, MPOBEIACHHA OCHOBHUX TeM. [l ix
ONITUMAJILHOT 3BYKOBOI MMOJa4i CKpHUIIAJIeM KOMIIO3UTOP BHUKOPHCTOBYE
OpUHAOM TapMOHIYHOT HIATPUMKH COJICTa B MAPTisX AEPEB’IHUX TYXOBHX
Ta cTpyHHHX (po3pobka I wactmram, 122—134 1T1.) a00 IPOBOAUTH COIBHI
nacaxxi Ha T may3 B OpKecTpi: BCTym, po3poOka | wactuam (127, 131,
134, 136 t1.); cepenniit po3nin Intermezzo (140-154 11.); TeMu emi3ofiB
Rondo. 3a3HaunMo icHyBaHHSI Y KOMITO3UTOPCHKIN TIPAKTHIlI IEBHHUX TIpa-
BUJI BUKOPHCTAHHS MAaca)KHOI TEXHIKH SK BHPAa3sHOIO KOMIIOHEHTa mMap-
Tii comicra. I pi3HOBMIM CKIamaroTh BHCXigHI Ta HU3XigHI ramomomiGHi
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XOJIH, PO3TOPHYTI apIieHKOBaHI 000OpOTH 3a 3ByKaMH Ma)XOPHOTO Ta Mi-
HOPHOTO TPU3BYKIB, MaJIOT0 Ta BEJIMKOTO CENITAKOP/IiB, XPOMATUYHI MOCITi-
JIOBHOCTI. ¥Yci BoHU miperncTaBieHi i y «lcmancekuii cumdoniinn E. Jlamo.
Braxxemo na I I1. (37; 39 T1.), 3.I1. (66; 69; 72—73; 80; 82 TT.), po3p00OKY
(131, 134, 135-140, 145-166 t1.) | vacTuny; cepenHiit po3nin Intermezzo
(112-125 TT1.), ne BapiaHTH TPAAHUIIMHUX aPIIEAKIO TOTIOBHEHI JOTIOMIiX-
HUMH 3ByKaMmd. TpaauuiiiHi i CKPUIKOBOT TEXHIKK Macayi KOMIIO3UTOP
YCKJIQIHIOE 3aBISIKM BUIIAJIKOBUM XpOMAaTH3MaM, 110 BUHMKAIOTh BHACII-
ok oOcmiByBaHHs ToHiB. Omnak E. Jlamo He mepecTymnae meBHY MEXy,
Ha Binminy Bix I1. YalikoBceKoro, sikuil y cBoeMy CKpPUITKOBOMY KOHIEPTI
IIMPOKO BUKOPUCTOBYE Tacaxki, MoOy/I0BaHI Ha 301JbIIEHUX Ta 3MEHIIIe-
HUX 1HTepBanax, i3 cneuupiyHUMH TECUTYPHUM PO3TAIIyBaHHIM Ta PUT-
MIYHOIO OpTraHi3aIli€ro.

AxopamM SK BaXIUBUH (akTypHHH MPHIOM CKPUIIKOBOI TeXHi-
KU B COJbHIA maprii «IcmaHchkoi cuMQOHID» 3BEIEHO IO MiHIMyMY.
KoMImo3uTop BHKOpPHCTOBYE X B €Ii30/1ax, IO IiJTOTOBIIOIOTH KYIb-
minanito (3. I1. I wactunm) abo iHIIKX, IO € CYTTEBUMHU y Apamaryprii
TBOpY (Koma Rondo). BimcyTHICTH TOABIHHHUX HOT, IO TAKOX BXOMISTH
y KaTeropito akopIOoBOi TEXHIKH, MiATBEPIKYE MParHEHHSI KOMIIO3UTOpa
JI0 JIpUYHOI CHPSMOBAHOCTI BUCJIOBIIOBAHHSA, ApaMaryprii KOHTPacTiB,
110 3HAXOAUTh BUPAKEHHS B OCOOIMBOCTSAX TEMATHYHOT'O PO3TOPTAHHS —
repeBasi OMOBiAANBHOCTI HaJ KOH(IIKTOM, MiJKPECIeHHI iCIaHChKOTO
KOJIOPHTY, a caMe, HalllOHaJIbHOT MPUPOAY PUTMIKH MPOTATOM YCIX IT’ATH
YacTHH.

[linTBepKEHHAM TIEpeBaKAHHS «CKPHUITKOBOTO» B  «IlcmaHCBHKiH
cumdonii» E. Jlamo mMoxke cnyryBatd i amjrikaTypa COJNBbHOI maprii, 1m0
OB’ s13aHa 3 TEMOPOM 3BYYaHHSI, 3MiHOFO TIO3HIIIH, CTPYH Ta CMHYKA, 1 TOMY
3aBKAM BIJIrpae BaXJIMBY pojib y BUKOHaBChKoMy mporieci. [IpaBumsHO
oOpaHa arJIiKaTypa cTa€ 3alopyKOr YUCTOTH IHTOHALI1, TOYHOCTI IITPUXa,
BUBIPEHOCTI AUHAMIKH, Tiepenadi xapakrepy. O4eBHUIHO, 10 KOMIIO3UTOP
peTenbHO MiAidmoB Ao ii BuOopy. Xoda MeBHi iHTOHALIHHI TPYIHOLI BH-
HUKaIOTh, HAIIPUKIIAJ, Y CEPeTHBOMY O3l Scherzando, y XpoMaTHIHUX
X0JlaX, YCKJIaJIHEHUX IITPUXOM legato, MpOTE PO3TAIlyBaHHS OCTaHHIX
Ha CTpyHax Ta YIpyIOBaHHS AOMOMAaraioTh BUACHO 3MIHMTH IOJIOKECHHS
000X PyK 1 3pOOUTH IIi 3MiHH HEMOMITHUMH JJIS CITYXY.
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BucnoBku. EBOMIONIS KOHIIEPTHOTO JKaHPY B OCTaHHIA TPETH-
Hi XIX cTonmiTTa cipusiia BAHUKHEHHIO HOBOTO ()OpMaTy B3a€EMHUH CONiCTa
Ta aBropa. pamarypriqauii 3amyMm, XyIOKHE HATIOBHEHHS TBOPY CTaJH
NPIOPUTETHIMHU y KOMITO3UTOPCHKOMY TIpOLIECi, a TpaHchopMallisi BUKO-
HAaBCHKOTO MMIIXOAyY Y OIK MiAPSTHOCTI CONICTa IEBHUM CMHCIOBUM JIOMi-
HaHTaM PO3MIMpPHIIAa MEXi BUKOHABCHKUX MOJIuBocTel. [Ipore i Tpamu-
LIAHUH miaXin He OyB BIIKHMHYTHIA MY3UKaHTAMU, 10 JOBOIUTH TBOPYiCTh
E. Jlano, A. JIBopxkaka, K. Cen-Canca. He3paxkaroun Ha po3MeKyBaHHS
(GyHKIIH BUKOHABLA 1 KOMIIO3UTOpA, CHIBIpals aBTOPIB MY3HKH 3 IPO-
(heciiHUMU CKPHITATISIMU J1ajla MOXKIIMBICTh HE BIJICTYIATH BiJ yCTaICHUX
y BUKOHABCHKIi MPAKTHIIl yABJICHb, 30€piraloun TaKMM YWHOM CIIAJKOEM-
HICTb TpaJHLiH.

E. Jlano — sckpaBuii mpeacTaBHUK (PPaHIy3bKOi KOMITO3HTOPCHKOT
LIKOJIH — € TPOJIOBXKYBaYeM TPaIULIIIHHOTO PO3yMiHHSI BAKOHABCHKOT (DYHK-
1ii cKkpumais sSK TOJMOBHOI B KOMITO3UIIiMHIN Apamaryprii. BiacHuii mo-
cBin E. Jlano sk KOHIIEPTHOTO BHKOHABIIS-CKPHIIAJs, HOr0 TBOpYA CITiB-
mpans 3 OMUcKyuuM ckpumnaneM-Bipryozom II. Capacare mpu cTBOpeHHi
«Icmrancbkoi cuMOHIT» HO3BOJAIOTH TOBOPUTH TPO MIIBHY yBary ii aB-
TOpa O BUKOHABCHKUX MOXKIIMBOCTEH CONiCTa, BIPOBAKEHHS HUM CYTO
CKPHIIKOBUX MPHUIOMIB 1 Xy0KHBO-BUPA3HHUX 3aCO0IB: MITPUXIB, arulika-
TYpH, TECUTYPHOTO PO3TalllyBaHHS Marepiany. Bce e miaTBepmkye cy-
JOKEHHS TIPO TIepeBakKaHHS «CKPUIIKOBOTO» B KoHIIepTHOMY TBOpi E. Jlamo.

IepcnekTHBOIO HANIMX MOAATBIIUX JTOCIIKEHb MOXKE OyTH PO3TIISL
koHuepTiB X VIII-XXI cToniTh 3 TOYKH 30py «CKPHUITKOBOTOY / «HECKPHII-
KOBOT'0» B KOHTEKCT1 [IOCTYIIOBOI'O 3pOCTaHHS TEHACHLIH 10 HiBEIIOBAHHS
BHKOHABCHKHX 3BHYOK 1 TPAJHUIIIH, MiIOPSAKYBaHHS IX KOMIIO3UTOPCHKO-
My 3aJyMy, TTOSIBU HOBUX 3BYKOOOpa3iB.
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«Violin» characteristics of Edouard Lalo’s «Symphonie Espagnole»

Statement of the problem. An arsenal of technical performance means can
act as an indicator of the novelty of a work at a certain historical stage, opening
the way to understanding both evolutionary processes in the field of performance,
in particular violin, and the patterns of development of certain genres. The purpose
of the article is to highlight the issue of “violin” and “non-violin” specifics on
the example of E. Lalo’s «Symphonie Espagnoley (Violin Concerto No. 2, op. 21),
which belongs to a number of violin concertos of the last third of the 19" century
marked by the influence of a new wave of virtuosity. The question of “non-
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violinism” became relevant in the late 70s of the 19" century, when the concert
repertoire was replenished with works that went beyond the performance ideal
as a result of the composers’ rethinking of the principles of musical dramaturgy
and, accordingly, the functions of the soloist and the orchestra. Subordinating
technical tasks to the dramaturgy of the work, rather than showing the virtuoso
capabilities of the instrument and the soloist, raises a number of issues related
to the objective perception of the new sound artistic model. Thus, in the concert
works for the violin of the last third of the 19" century, two approaches are
evident — traditional and innovative.

E. Lalo s concert works, despite the presence of his name in scientific research,
remain understudied. In particular, the approach to the analysis of the «Symphonie
Espagnoley from the viewpoint of “violin” and “non-violin” characteristics has
not been used before.

Results and conclusions. The analysis of E. Lalo’s work according to
several parameters proposed by us (the balance of solo and orchestral parts;
the implementation of tessitura and dynamic tasks; the choice of strokes,
techniques of playing — passage, chordal technique; fingering) with the purpose
of identifying the specific “violin” nature in the musical text allowed us to
come to the conclusion that the spread of the latest trends did not turn E. Lalo
away from using purely violin techniques and artistically expressive means that
maximized performance comfort.

The evolution of the concert genre in the last third of the 19" century
contributed to the emergence of a new format of the relationship between the soloist
and the author, when the dramatic idea, the artistic content of the work became
a priority in the composing process, and the transformation of the performance
approach towards the subordination of the soloist to certain semantic dominants
expanded the limits of performance possibilities. However, musicians did not reject
the traditional approach; they preserved the continuity of performance traditions,
which is proved by the works of E. Lalo, A. Dvorak, C. Saint-Saéns.

Key words: E. Lalo, “violin” and “non-violin”, concert genre, violin school,
violin performers, French violin concerto.
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«Bicim w’ec pust koHTpadaca conox» II. I'inpemira:
KOMIO3UIiiHO-IpaMaTypriuna cnenudika

Y meopuocmi Ilayna I'indemima meopu 011 konmpabaca nocioaroms 0inbiu
3HauHe Micye, HIdC 3a36udall npulHaAmo esaxcamu. /{obpe siooma tioeo Conama
0714 Konmpabaca ma (opmeniano, uwjo cmana 83ipyem KamMepHoi meopuocmi Kom-
noO3UmMopa ma KyJIbMiHAYIUHUM 6MITEHHSIM 36YK08020 00pa3y Konmpabaca y 1o2o
00opooky. [Ipome I1. I'indemim uacmo 36epmascs 00 KoHmpabaca He uuie y Kamep-
HUX, ae i y conbHux meopax. «Bicim n’ec 0ns konmpabaca cono» 0082uli ac 3aiu-
WAUCS HeBIOOMUMU K HAYKOBYAM-MY3UKOZHABYSIM, MAK | BUKOHABYAM-KOHMPA-
bacucmam. AKmMyanvHicms yb020 O00CHIONCEHHA 00YMOBLEeHA HeoOXiOHicmIo
AHANIMUYHO20 OCMUCTEHHSL 32A0AH020 YUKTLY Y GIMYUSHSIHOMY HAYKOBOMY OUCKYD-
ci ma 68e0eHHs 11020 00 BUKOHABCLKO2O 00i2y; HOBU3HA — HEOOCHAMHbLOK GU-
suenicmio KoHmpabacogoi meopyocmi I1. I'inoemima 6 Konmexcmi 8iMYU3HAHOL
BUKOHABCHLKOT wiKkoau. Mema cmammi — 6uaguUMU KOMNOZUYIUHO-OPAMATYPEIYHY
cneyughixy «Bocvmu n’ec ona koumpabaca conoy I1. I'inoemima i usnauumu pons
YUKILY Y pO36UMKY mi€i cghepu KamepHoi meopuocmi KoMno3umopa, wjo nog si3ana
came 3 KOHMpPAbAcom, 05 4020 OYIU 3ACMOCOBAHI MEMOOU CINPYKINYPHO-KOMNO-
SUYIUHO20 MA MEKCMON02INHO20 aHAi3Y. 3pobieHi 6UCHOBKU NiOMEepON’CyIOMb,
wo «Bicim n’ec 0na kowmpabaca conoy Cmanu 8aHCIUSUM KPOKOM HA WAXY (hop-
MY8aHHs 06pa3y ybo2o iHcmpymenma y meopuocmi I1. I'indemima, ske 8i06y8ano-
cs nocmynogo 6i0 1920 poxis. [lonpu npusnauenns yuxay st OOMAUWHbO20 MY3U-
KV8AHH5, 8 HbOMY OYU 3aKAA0eH] He ulie 0CHO8U 38YK08020 00pasy KoHmpabaca,
ane i ecmemuyHi 3acadu iHcmpymenmanoHo2o meampy. Teip, Opamamypeis 51020
nionops0Ko8aHA YUCIEHHUM NO3AMY3UYHUM YUHHUKAM, SKI BUSHAUAIOMb 11020 Me-
ampanvHy npupooy, no6y008arull 3a NPUHYUNOM «YUKTY Y YUKILIY.
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Knrwouosi cnosa: meopuicms I1. I'indemima,; meopu 0na koumpabaca cono,
«Bicim n’ec ona xonmpabaca conoy, mysuxa XX cmonimms, iHCmMpyMeHmanbHui
meamp.

MocranoBka mnpo6aemu. TBOpYiCTh HIMEUBKOTO KOMIO3HTOPA
[Maynst ['ingeMiTa MOMITHO BIUIMHYJIa Ha PO3BUTOK KOHTPabacoBOIO MHC-
TerrBa XX CTOMITTS. ABTOp OHOTO i3 3HAYHUX KaMEPHUX TBOPIB 3a ydac-
TIO KOHTpabaca, 0 BUHUKIM B MepuUIii MojoBuHI cromitrsi, CoHaru
Ut KoHTpabacy Ta opremniano (1949), KoMIO3UTOP-MYIBTHIHCTPYMEHTA-
mict me 'y 1920 poku akTUBHO 3aJisiB KOHTpabac y psii IHIIUX CBOIX TBO-
PiB — SIK KAMEPHO-IHCTPYMEHTAJIbHHX, TaK 1 CONbHUX, 30KpeMa, «Bocbmu
m’ecax st kKoHTpabacy coioy» (1927). lllompasna, ocTaHHI MPOTIATOM JI0-
CHUTbH JOBIOr0 4acy He MOTPaIUBLIM y (DOKYC yBaru asi AOCHiTHHKIB, aHi
BHKOHABITIB-KOHTpabacucTiB. BTiM, HE MOJKHA HEIOOIIIHIOBATH (aKT 3Bep-
Henns [1. [THgemita 1o KoHTpabaca sSIK iIHCTPyMEHTA, 110 3aTHUI BUKOHY-
BaTH CONBHUM TBip 0€3 CyNpoBOIy.

AHaJi3 ocTaHHiX AochaigxkeHb Ta myoOJaikamiii. KonTpabacosa
my3uka II. 'ingemita noci He MpUBEPTaE AOCTATHHOI yBaru sk 3apy-
ODKHHX, TaK 1 BITYM3HSIHUX MY3WKO3HaBI[iB, X04Ya Pi3HOMaHITHHM ac-
MeKTaM HOTro TBOPYOCTI H MPUCBIYCHO YMMAJIO JOCTIKeHb. Tak, KOM-
mo3uTopcbki mpuHIUNU . TiHgemiTa BUCBITIIOIOTBECS y poOOTI
E. l'apTmana, CKOHIICHTpOBaHil Ha MpolieMax MeJlocy Ta aKyCTHYHOT
rapmoHii (Hartmann, 2013). Ixx. Xeiini (Haney, 2008) Oynye cBoe no-
CJi)KEeHHS HAaBKOJIO CTUIIHOBHX ACIEKTiB TBOPUOCTI KOMITO3UTOPA, TOA1
sk . Tpinnert (Trippett, 2007) posrnsgae cuenudiky pi3HHX ySBICHb
PO KaTeropiro vacy Ha mpukiasi onepHoro etiony 1. 'ianemita «Hin
und Zuriick». Kamepny My3uky kommno3zutopa gociimxkye K. Meiicon
(Mason, 1960), xouya i y miii mpaii camMe KOHTpabacoBa TBOPYICTh
II. T'iumemita mpencraBinena jumie MooOixkHO. OTXKE, CTUIICTUYHI Ta
KOMITO3MLIHHO-ApaMaTypriuai ocobnuBocTi nukiy «Bicim m’ec mis
KOHTpabaca coio» Moci He CTaBald MPEIMETOM CIEMiadbHUX IOCITi-
JokeHb, HaiiOinbi moBHa iH(GOpMAaIlis MO0 I[LOTO IUKITY, AKY BIAIOCS
3HaWTH, BuKiaaeHa y BerynHii crarti [. LlyGepra (Schubert, 1997)
JI0 HOTHOTO BUJaHHs «BockMu m’ec». BTiM, 1 BOHA mOTpedye K 10TO-
BHEHHS, TaK 1 yTOUHEHHSI.
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MeTta cTarTi — BUSBUTH KOMITO3UIIIMHO-ApaMaTypridny crenudiky
«Bocemu m’ec uist koHTpabaca cosoy I1. T'iHgeMiTa Ta BU3HAUUTH POJIh
LUKITY Y PO3BHUTKY Ti€i cepr KaMepHOT TBOPYOCTi KOMIIO3UTOPA, 0 OyIna
OB’ A3aHa caMme 3 KoHTpabacoM. Ha nocaraeHHst 3a3HaueH0i MeTH CIIpsiIMO-
BaH1 MeTOIM AOCJTi/IZKeHHS], a caMe:

e icmopioepagiunuii Memoo, IKUA BUKOPUCTAHO IS ONIPAITFOBAHHS
HAyKOBHX JIXKepel, mpucBsiueHux TBopuocTi [1. ['innemira;

e MeKCcmono2iyHull Memoo, 3aCTOCOBAHMH IPH IO CTiKEeHHI (haKCcH-
Mmine pykonucy «Bocemu 1’ec 1t koHTpabaca conox I1. T'innemira;

e Memoo CmpyKmypHO-@QYHKYIOHANLHO20 AHANI3Y TIPH PO3IIISLAL HOT-
HOTO TEKCTY IT"€C KOMITO3UTOPA.

Bukaan ocHoBHoro marepiaay. Y 1920 poku B iHCTpyMEHTalb-
Hi#t TBOpuocTi II. 'iHaemiTa cKkIagaeThes 3BYKOBHUU 00pa3 COIIOI0UOTO
KoHTpabaca, TeMOp SIKOro y OUIBIIOCTI BUMAAKIB KOPEIIOE 31 CMHCIIO-
BUMHU cepaMu XapTy, maponii, capkasmy abo rporecky. Hampukiarn,
1925 poky Oynu HanucaHi «AHEKAOTH mius pamio» («Anekdoten fiir
Radio») — Tpu m’ecu ans kinapHeTa, TpyOH, CKPHUIIKH, KOHTpabaca Ta
dopremniano. II. I'immemiTa HaaWXHYyNIa ifes meMOKpaTH3allii iHCTpy-
MEHTANbHOI aKaJeMidHOi MY3HMKH, fKa, 3aBISKA CYyYacHUM TEXHIYHHUM
3aco0aM, Morma O BHHTH 3a MeXi KOHIEPTHOTO 3aiy OO0 CaMHUX IIHPO-
KHX Mac MOTEHUIHHUX ciayxauiB. [I’ecu cTBOproBasMCsl HA 3aMOBICHHS
®paHKPypTCHKOTO pajio, BUOIp iHCTpyMeHTapiro OyB 0OyMOBIEHUI
CYTO TEXHIYHNMH BHMOTaMHU: B yMOBaX TpPaHCIAIIl Yepe3 Ty4HOMO-
Bellb Bce TeMOpPH Masld YiTKO pO3pi3HATHCS ciyxadamu. JKapTiBnuBuid
XapakTep My3UKH, 3aJleKJapOBaHUN B Ha3Bl, 3aCBIIUYIOTh, IIEPLI 3a BCE,
TEMIIOB1 MO3HAYEHHS YaCTHH 1 aBTOPCHKI peMapKu (30Kpema, YUCIICHHI
scherzando). BianoBigae «aHeKOOTHYHIN» TeMaTHIl 1 BJIacHE My3Wd-
Ha CTWJIICTHKA mapTii KOHTpabaca: MHUPOKO BUKOPUCTOBYETHCS IITPHUX
pizzicato, opuuiary, Mo acoLiOIOTECS 3 KOMIYHUMH «IiACTPUOyBaHHS-
MW, HIOW «JTamMaHay MEJIOJANYHA JIiHis, CHHKOIIOBaHa puTMika. Bei mi 3a-
co0u BUPA3HOCTI JO3BOJISIIOTH KOMITIO3UTOPY AOCATTH KOMIYHOTO e(peKTy
B mapTii 6acoOBOTO iHCTPYMEHTA.

Sk 6aunmo, Tpa TeMOpaMHu i pericTpaMu pi3HUX My3HYHHX IHCTPYMEH-
TiB — XapakTepHa puca TBopuoro meroay II. I'inaemita. [linTBepmxeHHsIM
IBOTO MOXYTh cinyryBatd aBa «Manenpkux Tpio» («Kleine Trios»)
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U1 KiapHeTa, (ieiit i koHTpabaca, Hamucani 1927 poky. Ha »xamb,
HOTHUH TEKCT IT’€C HE 30epircs, 10 HE JO3BOJISIE MPOAHATI3yBaTH 3aco-
O My3W4HOI BUpa3HOCTI, 3actocoBadi [1. 'iHgemMiToM B ux aHCaMOMsX.
Mu MaeMO MOXJIMBICTH OIIIHWTH JIMIIE 1HCTPYMEHTAIBLHUH CKIIAd, 0CO-
OJMBICTIO SIKOTO € 3ICTaBJICHHS HAMHMXKYOTO 1 HAHBHIOTO 1HCTPYMEHTIB
cUM(OHIYHOTO OPKECTPY, IO TPAAHIIHHO 3aCTOCOBYETHCS KOMITO3UTOPA-
MU JUISL CTBOPEHHS KOMIYHOTO YM TPOTECKOBOTO e(EeKTY.

Y mpomy x 1927 pomi II. I'innemiTom Oymo cTBOpeHO «JIBa myern
Juist ¢parora i koHTpabaca» («Zwei Duette fiir Fagott und Kontrabassy),
omy6uikoBaHi nume yepe3 70 poki (1997). I1. I'inagemMit nparays npoTu-
JSATH PyTHHI Ta 3BUULI, IO YaCTO YaTye Ha MpodeciifHNX My3UKaHTIB Ha
ix TBopuoMy 1UIIXy. bararo iHcTpyMeHTanbHHX MiHiaTIOp OynH CTBOpe-
Hi KOMITO3UTOPOM SIK €KCTICPUMEHT 3 TTOEHAHHS Pi3HUX TEMOpPOBUX OapB
13 METOIO BUKOHAHHS B KOJIi JIPy31B-My3HKaHTIB. MO)KHa CMIJIMBO MIPUITYC-
TUTH, IO TyeTu uig ¢arora i konTpadaca Oymu crBopeHi I1. 'ingemitom
JUIsL TOMAIIHBOTO BUKOHAHHS HUM CaMUM 1 Horo apykuHoto [epTpymoro.
I'eprpyna I'iapemit (Gertrud Hindemith, 1900-1967), mo crana apyxwu-
HOIO KoMIto3uTopa B 1924 porti, Oyira TiCHO TIOB’si3aHa 3 My3UYHUM CBITOM.
[i 6arbkom OyB Jlromsir PorrenGepr (Ludwig Rottenberg, 1865-1932),
mupureHT Opankdyprepkoi onepu. Cama 'eprpyna Oyma akTpucoro i Ka-
MEpPHOI CIiBa4YKOI0, a TAKOX HaBYajacs rpU Ha BIOJOHYEN Ta KOHTpaba-
ci. [linkom soriuno, mo II. ['iHaeMIT ckiagaB HEBEIHKiI IHCTPYMEHTAIIb-
Hi I ecH A CBOET MoJofoi ApyxuHHU. [loennanHs koHTpabaca i ¢arora,
pi3K0 TpOTHCTaBIEHE MOEAHAHHIO KOHTpabaca i (uielTH B HamMcaHUX
TOTO X poKy Tpio, cBimuuTh Mpo Oe3repepBHI KOMITO3UTOPCHKI MOITYKH
HOBHX OPUTiHAIBHUX TEMOPOBHX CIOTYYEHB.

Jliniro JOTEeNMHHWX IHCTPYMEHTaJbHHX IyeTiB 1927 poky 3a yuwac-
TIO KOHTpabaca MpOJOBXKY€E Mapomis s KiapHeTta in B i xoHTpabaca
«My3u4HUH KBITKOBUH caj i Bcsika BesiunHa B Jlewmmury» («Musikalisches
Blumengirtlein und Leypziger Allerley»). Lle 1wk, 1o cKiIamaeThes
3 JIeB’ITH YacTUH, 31€01IBIIOT0 TPOrpaMHHX.

Cepen TBOpiB Il. I'iHmemiTa Oarato TakuX, SKi He MPU3HAYAINCS
HUM CaMHM JUISi KOHIIEPTHOTO BHKOHAHHSI 1 OyNM BUAaHi JIUIIE MTOCMEpT-
HO. BiH € omHMM 3 He0araTb0X BUAATHUX KOMIIO3UTOPiB XX CTOMITTS, sIKi
PETyISIPHO CTBOPIOBANIM IT'€CH JUIS JOMAIIHBOTO MY3HKYBaHHS — (hOpPMHU
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MoOyTYBaHHS TBOPY, XapaKTepHOI I My3U9HOI TpakTuky pamame XVIII
ta XIX cromite, Hixk XX-ro. Ognak y 1920 poxu B HiMeuuuni BuHUMKIIA
i moOyTyBaina Tak 3BaHa Gebrauchsmusik — «pyHKITIOHATBHA» 00 «KOpHC-
Hay» My3HKa. 1i sckpaBumu mipenctapaukamu 6ymu K. Baitns (Kurt Weill,
1900-1950) Tta Binacue II. T'impemit. CaM KOMIO3HMTOp [€KJIapyBaB:
«3aBXaM PO3PIZHATHUMYTH JIBa MPOTHJICKHI THIIH MY3WKYBaHHS: BHKO-
HaHHA Ta Trpy Ais cebe. BukoHaBcTBO — mpodecis My3ukaHTa, rpa s
cebe — 3amaTTa i mroouTeniBy (Hindemith, 1959: 131). I'imnemiTtiBcbka
Gebrauchsmusik (1o Hei MoXkHa BinHecTH 301pKy Spielmusik nis cTpyH-
HOTO OpKecTpy, ¢ueiit Ta robois op. 43/1, Lieder fiir Singkreise op. 43/2,
Schulwerk nns iHCTpyMeHTaBHOTO aHcamOmo op. 44 Tta Sing- und
Spielmusik fiir Liebhaber und Musikfreunde nns amatopiB Ta Apy3iB My-
3UK{) Majla MMOABIHHY METY: JaTh 3MOTy IOI[IHOBYBadaM MY3WKH OpaTh
y4arb y ii BUKOHAHHI Ta OHOYACHO 3 IUM MOCTYIIOBO 3HAHOMUTH iX 3 ec-
TETUYHMMHU 3acaJjaMi HOBOI MY3HKH.

VY nepeamosi g0 kantatu «Frau Musica» op. 45/1 I1. Nugemit mu-
caB: «Llsg My3uKa He cTBOpeHa aHi 11 KOHLEPTHOI 3aJIy, aHi I apTHCTa.
Ii Mera — HajaTW mikaBMii Ta HOBHMIl MPAKTHYHMI MaTepiai sl JONEH,
SIKI XO4yTh CITiBaTW Ta TPaTH AJs BIACHOTO 3aJI0BOJICHHS YU BUCTYIMATH
U HeBenmukoro kona omHomyMiiB» (Hindemith, 1959: 156). V 3B’s3ky
3 1uM [1. T'iHAEMHUT HiIJTKOM MPUPOTHO OOMEKUB CTYITIHb TEXHIYHOT CKIIa-
HOCTI OAIOHMX TBOPIB, MOAEKYIN HABIThH 3aJUILAIOYN BUOIp iHCTpyMEHTa
Ha PO3CYJ BHKOHABIlS. BTiM, KOHIIEMI[iS KOMIO3UTOPA 3 4acoM 3a3Haiia
3MiH: y OiibII Mi3HIK mepion cBOET TBOPUYOCTI BiH BiIMOBHUBCS BiJl TEPMiHY
Gebrauchsmusik, BBaXkarouu, 10 3/IaTHICTH OyTH «KOPUCHUM 3aKJIaJieHa
y OyIb-IKOMY MY3UYHOMY TBOPI.

Bararo 3 TBOpiB Il. I'ingemiTa, Npu3HaUeHUX AJIS TOMALIHBOTO MY-
3UKyBaHHS, TOBIUi yac nepebyBain B apXiBax, 3aJUIIAI0YUCh 11032 yBa-
rol0 MY3WYHOI rpomancekocTi. Tak, 70 1995 poky cBIT (32 BUHSATKOM,
MaOyTh, AEKUTBKOX JOCIITHUKIB TBOPYOCTI KOMITO3UTOPA) 1 HE MMig03pIo-
BaB Mpo icHyBaHHs «BocbMu m’ec ansi koHTpabaca coiio», HAITMCAHUX
I1. T'iagemitom imoBipHO y 1927 pomi mns cBoei mpyxunu [eprpynm.
HoTHuit MaTepian mjis HAIIOrO IOCTIKEHHS ((hakCUMie PYKOMUCY
1 YacTMHA MepIIOro BUIAHH:) OyB HaJaHWH aBTOpPY CTaTTi yHiBepcuTe-
toM Miuurany (CLLIA).
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Sk 3aznauac I. [Iy6epr! (Schubert, 1997: 1), mocaigauk TBOpHOC-
i [1. TiHgemiTa Ta ynopsgHUK IECATUTOMHOTO TIOBHOTO 3i0paHHs TBOPiB
xomrtozuTopa (1975-2019), y cBoiit nepeamoBi 1o BumanHs «Bockmu m’ec
JUTst KOHTpabaca como, [1. ['iHaAeMIT, sk HIXTO IHIIHH 13 KOMIIO3UTOPIB CBO-
IO TOKOJIiHHSI, PO3YMIBCSI Ha «OiroBiil JOPIKIII My3UKaHTCHKOTO KHUTTS.
«PyTHHa 3aMiHIOE KOJTHUIITHIA €HTY31a3M, TTOYYTTS BTPadaroTh CBOIO CIIPAB-
JKHICTB, O€3MepepBHE MOBTOPEHHSI 0OMEXEHOI KITBKOCTI (haKTiB CTBOPIOE
arMoc(epy mTy4HOI peaibHOCTI», — mucas 1. ['iHmgeMiT y cBoill KHU31
«Cgit xommozutopa» (1959: 46). Abu 3ano0irTH TBOPUOMY «BUTOPAHHION,
KOMIIO3UTOP yCiMa CHIIaMH HaMarascsi 00pOTHUCS 13 38y LIUTHBOIO PYyTHHOIO
y CepeloBHINI MYy3HKaHTIB, 3 IKUMH BiH MpamoBaB y Ppankdyprcrromy
onepHoMmy opkectpi (1915-1923), Amar Quartet (1921-1929) Ta
Goldberg-Hindemith-Feuermann-Trio (1929-1934) Tomo. 3 1miero Mme-
toto II. ['iHAEMIT BIpOBaIKYBaB penepTyapHy MONITHKY, 332 SKOi TBOpHU
Maif’Ke He MMOBTOPIOBAJIMCS, PO3IIMPIOBAB UM CKOPOYYBaB CKJa] aHcamO-
JIIO0 TA 4acTO KyJIbTHBYBaB MaiiXKe ABAHTIOPHUM CTUJIb TPH, SIKHN 3aBKIU
BHMMAaraB BiJi BUKOHABI[iB BUCOKOI KOHIleHTpaii. Tak, pa3om i3 apy3sMu
BiH 3aCHYBaB Tak 3BaHUU «OpkecTp po30iHUKIB» (Robber’s Orchestra),
y SIKOMY KO)K€H MY3MKaHT MaB IpaTH Ha IHCTPYMEHTI, IKUM BiH HE BOJIOIiB.
3 miero x metoto 1. ['iHmemMiT HanrcaB YrMano TBOPIB (YacTo MapoIiiHUX)
JUISL «OCBIXKAIOUOT0, PO3CIA0IIOI0U0T0 Ta BITHOBIIOIOUOTO BUKOHAHHS
(Schubert, 1997: 96), sixe mano BigOyBatucs y Koui 1py3iB. CaMe 10 TaKuX
TBOPIB MOKHA BiiHecTH «Bicim m’ec 1yt koHTpabaca coio.

[Tpu3Haueni i 1OMAIIHBEOTO BHKOHaHHS, «BiciM m’ec i KOoHTpa-
Oaca coJI0» € MPUKIAIOM IMapOAIHOTO HAIPSMKY TBOPYOCTI KOMITO3HUTO-
pa. Ha xomno3utito nukiy, 6e3 CyMHiBY, BIUTHHYJIH BOKaJIbHI yono0aHHS
Il'eprpynu Iinpewmir i ii akropchkuit TanmantT. OOgapoBaHa He JIMIIE SIK CIi-
BadKa, BIOJIOHYENTICTKA Ta KOHTPaOACUCTKa, aJie i sIKk akTOpKa, BOHA, 5K 3a-
3nauae [ Hly6epr (1997: 1), Ha mpuBaTHUX BedipKax Ul APY3iB HE JIUILE

1 INzenprep Illybept (1944) — HiMeubkuii My3HKO3HaBEIb, COLONOr Ta ¢inocod.
3 1973 poky BiH mparioBaB penakropom, a 3 2005 poky Bumasuem Hindemith Complete
Edition B Tnctutyti I'inpemita y ®pankdypri-Ha-MaiiHi, sxuid BiH ogomoe 3 1991 poky.
3 1986 mo 1996 pix I. Lly6ept OyB cniBpenakropom xypHairy «Musiktheorie», € penakro-
pom moBHOTO BuAaHHA TBOpiB Kypra Baiins. Bin omyOnikyBaB unciieHHI npatii 3 icTopii Ta
Teopii My3HKH, a TAKOXK My3HYHOI €CTETHKH, epeBakHo XIX 1 XX cTomiTh.
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rpajia mi II’€CH Ha 1HCTPYMEHTI, aje ¥ BHKOHYBaJIa BCi «aKTOPCBHKI» pe-
Mapku, BHeceHi y pykonuc I1. Tingemitom. I IllyGept (Tam camo) mpu-
ITyCKae, 10 ¥ caM KOMITO3UTOP, TTAJKHI MTOI[IHOBYBaY Pi3HOMaHITHHX irop
Ta MackapaJiB, MOXIIMBO, TeK OpaB y4acTh y BHKOHaHHI «Bocemu m’ec
IUIs1 KOHTpabaca coJIo» sIK aKTop.

Posrmaaemo koxkHy i3 «BochMmm mec g KOHTpabaca coiio»
3 METOI0 BHSIBICHHS KOMIIO3UIIHHO-ApamMaTypriunoi cneuu@ikd Iu-
xiry I1. I'iegemira.

Iepma m’eca nukiy — «O Iso ed Osiro» — siBnsie cobor0 mepekia-
JEeHHS A7 KoHTpabaca 3HaMeHuToi apii 3opactpo «O, Bu, I3ixa i Ocipic»
(«O Isis und Osiris») 3 onepu «HapieHa ieiira» B. A. Monapra. BokayibHa
My3HKa 3BYYHTh B IHCTPYMEHTAJIBHOMY IEpEKJIaJeHHi TyKe OpraHiuHo,
OCKUTBKHM KOHTpadac i 3a Jiama3oHoM, i 32 TEeMOPOBHMH XapaKTEePUCTHKA-
MU KOPEIIo€e 3 6acOM-MIPoQyHI0, IO BUKOHYE IO apilo B OPUTiHAIBEHOMY
BapianTi. Pemapka con calore («3 Teromy») Hanexuts [1. ['innemity, B Toi
yac K TeMIIOBe NIO3Ha4eHHs Adagio, HaBeneHe y B. A. Mouapra, B ibomMy
BUMNAJKY BiJICYTHE.

Hpyra m’eca muxiny — «Il basso € mobile» — sB1s€ o600 TIepeKIIa-
nenns apii ['epuora «La donna ¢ mobile» 3 onepu «Pironerro» Ix. Bepai.
HasBy m’ecn MOJKHA TpaKTyBaTH # K yKapTiBIMBE TPHITYIIEHHS PO JIeT-
KO/TyMCTBO KOHTPaOaCHCTIB, 1 sIK BU3HAHHSA TEXHIYHOT PYXJIMBOCTI KOHTpa-
Oaca sk BipTyo3HOTO iHCTpyMeHTa. JKOIHHUX 3MiH JI0 BEP/Ii€EBCHKOTO TEKCTY
1. I'iHgemiT HE BHOCHTB; €JIEMEHT MapoJIil OoJsIrae, MepIl 3a Bce, y Ha3Bi
m’ecu Ta y Tpi TeMOpamMu (nepeKkiiajeHHs: TeHOpoBoi apii A 6acoBoro iH-
cTpymeHTa). Pemapka «nicht an die Rampe gehen!» («ue obeprarucs!»)
HaJ GepMaTolO CBITYUTH MPO MPHU3HAYCHHS MUKITY U1 KOHKPETHOTO BU-
KOHABIIS 1 TEBHUX YMOB BUKOHAHHS. EeMeHT BIIbHOTO TpakTyBaHHS (op-
MU BHOCHUTh BKa3iBKa, HaBEJCHA HAIIPUKIHII 11°ecH: «Bei Erfolg da capo»
(«B pas3i ycrixy NOBTOPUTH 3 ITOYATKY»).

B ocnHoBy Tpethoi m’ecut — «In diesen heiligen Hallen. Bahnsteig V,
Abfahrt 1213» — Oyno noknaneHo apyry apito 3opactpo «In diesen heiligen
Hallen» 3 onepu «HapiHa dreiita» B. A. Monapra. Pemapka Direttissimo,
o Hanexuts [1. Tingemity, y «CIOBHHKY 1HO3EMHUX MY3HYHHX TEpMi-
HiB» BIJICYTHS, IPOTE y MEpeKiIai 3 iTaliiiCbKOi O3HAYa€e IPSIMUAN TOTAT»
abo «ekcmpecy. [Ipumymienns, mo n’eca 300paKye pyx MOTATa, IIBHIKO
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miarBepKyeThes. [licis meprmoro pedeHHs (8 TakTiB) Ciimye peMapka
«3 Minuten Aufenthalty, ToOTO «TpUXBUIMHHA 3ynuHKay. LIIBuamme 3a Bee,
1€ aJro3ig Ha PO3KIa] pyXy MOi3/a, sika IPUCYTHS 1 B IPYTii 9acTHHI Ha-
3Bu («IImardopma V, Buxing 1213»). MoxxHa IPUITYCTHUTH, IO 15l YaCTHHA
Oyna IONOBHEHA MEBHOIO TeaTpali3oBaHOIO IMIIPOBI3alli€l0 y BUKOHAHHI
I'eprpynu I'iupemit. HactynHi pemapku — «Wird nur nach Einfuhrung der
Sommerzeit in Belgein gespielty («I'patu nuie micis BBEICHHS JIITHbO-
ro uacy B benbriiy), «Anschluss nicht gewdhrleistet» («llomanpme Tpan-
CIIOPTHE CTIOIY4YEHHS He TapaHTYEThCs»), «Stuttgart an 7:05» («tyTTrapr
0 7:05»), «Links aussteigen Fahrkarten bereithalten» («Buxin miBopyu.
IIpurotyiite 6iteTn® ), «Sondereinlage, vom 5.11—13.2. nur Wund Samstags
vor Sonn- und Feiertagen. Fallt am 25.12 und 29.02 aus» («CreniaapHuii
BHECOK, 3 5.11-13.2 nuire y BIBTOPOK Ta cyOOTy TiepeT HEAUTIMH Ta CBST-
KoBUMH JHAMU. Binmineno 25.12 ta 29.02»), «MITROPA» (abpesiatypa,
SIKy MOXxHa posmudpyBaru sk «CepeqHbOEBPOIEHChKe aKIiOHEPHE TO-
BapHUCTBO CIAJbHUX BaroHIiB Ta BaroHIB-pEeCTOpaHiB», TOOTO 3aCHOBaHE
1916 poxy mianpuemctBo, 1o B 1920-Ti 00cayroByBano crajibHi BArOHA
Ta BarOHU-PECTOPAHM) — Ta TpadivHe 300pakeHHS JETKUX HOT IPOIOBXKY-
I0Th 00irpaBaTv TEMAaTUKY 3a1i3HHYHOI ITOIOPOXKI.

IT’sTh HacTyTHUX T1°€c 00’ €THAHI Y MIKPOITUKJI 1Ti]T Ha3BoKO «Bass im
sechsten Stock, oder: Des Lowen Wonne»2, Ha3By SKOr0 MOXHa Iepe-
knactu K «bac Ha mocromy moBepci, abo braxenctso JleBay. 111 HazBa
Ma€ JIOCHTh CUMBOJIIYHE 3HAYCHHS 1 MEPETyKYEThCS 3 YUCICHHUMHU Ma-
monkamu 1. ['iHgemiTa, sKi TOCHITHUKY BUSBISIOTH B HOTO PYKOITUCAX,
3aMuMCHAUKAX, INCTAX, PI3ABIHUX JINCTiBKaX (nuB. i1. 2). Cepen oOpa3sis, 1m0
NPUBEPTAIOTH yBary KOMIIO3UTOpA, HaluacTiime 3ycTpidyaloThes pi3Hi 30-
OpaXeHHs JIeBiB, sIKi CHMBOII3YIOTH [ epTpyny ['iHmeMiT, sxa Hapoguiacs
iz 3HakoM Jleea (amB. i1. 1).

«bac nHa moctomy noepci, abo braxenctBo JleBa» sBisie coOor0
MIPUKIIA]] KUKy B MUKI», MOOYIOBAHOTO 32 MPUHIIMIIOM OMEPHOTO aKTy

2 I lllyGept y BUAAHH] LUX II’€C He BUALISE HA3BAHMIA HAMH MIKPOLMKII, IPHITHCYEOUH
Ha3By «Bass im sechsten Stock, oder: Des Lowen Wonney nuine uetBepriii m’eci. Y naniit
CTaTTi MU MPOMOHYEMO HAIll MOMIS Ha KOMIIO3HINIO UKy, CHOPMOBAHUHN y pe3yibrari
aHani3y ¢akcumine pykorucy «BockMu m’ec uis KOHTpabaca Ta OpKECTPY».
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(ymoBHa yBepTiOpa i KijbKa cueH). YeTBepTa m’eca, Mo BiAKPUBAE BHY-
TpimHiA nuki, mae Ha3By «Feierliche Praeliidiiim» («Ypouncra mpe-
JIOMis») 1 BUKOHYE pojb BCTymy. llpo me cBimyarhk sk pemapka solenne
maestoso («ypouuCTO Ta BEIIMYHO»), TaK 1 MO3HA4YCHHs «Vorhang auf»
(«3aBica migiiMa€eTbCs» ), HABENIEHE ITiJl 0CTAHHLOK) HOTOIO.

LnrocTpanis 1.

LI GUTC
Teiitilogbo L PO B R,

i o ami i By
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Jlami cimyroTh TPU «CIIEHN», 33 CBOEIO TIPUPOOI0, BIPOTiTHO, OTIep-
HOTO MOXO/KEHHS. TYT KOMITO3UTOpP BHKOPHCTOBYE Pi3Hi MPUHOMU MY-
3WYHO{ BHPA3HOCTI, MO CTBOPIOIOTH MPOCTOPOBUH €EeKT 1 IMiIKPECIIO-
I0Th 3B’SI30K TEMaTu3My 3 MY3HMYHHM TearpoM. Tak, I’sTa 4acTHHA IIU-
Ky — «Szene 1. Die Wiiste. Morgenrot. Entfernte Trompetensignale»
(«Cuena I. ITycremns. Csitanok. Jlanexi curHamu TpyOn») — BIIKpPUBAETb-
Csl IPU3UBHUM JBOTAaKTOBMM MOTHBOM, IO IMITy€ 3BY4aHHS TpyO, MO-
TIM CITiTye HOTO TIOBTOPEHHS 3 peMapkoro «echo» («BimmyHHs»). lllocta
yactuHa 1uKIy — «Szene II. Scena e Duetto» («Cuena II. Cuena ta
Hyer») — Mae gHexinpka CHeHIYHHX peMapok: «lrrwische flattern auf,
Nachteulen phosphorezieren. Transparent erscheint Sepp Gschwandner,
der Nebengebuhtle» («3aroparoTbcss BOrHI, HiuHi coBH (ochOpYIOTS.
3enn I'mBangHep, APYrOpSAHUI NMEPCOHAX, 3 ABISCTHCS HEIOMITHO)
ta «final apparition du Sepp. Ebenzer tritt ab» («ocTanns nosiBa 3enma.
Eben3zep momae y BiacTaBKy»).

VY Ha3Bi choMoi wacTuHHM IMKIY — «Szene III. Retitativo e Aria
Alcantara» («Cuoena III. PeuntaruB Ta Apisi AJbKaHTapu») — MOX-
Ha BOawyaTH ajro3il0 Ha JBOAaKTHY komiuHy omepy HOmiyca AtixOGepra
(Julius Eichberg, 1824—-1893) «The Doctor of Alcantara» (1862), Haucany
y CIiBaBTOPCTBI 31 ckpumaieM i komno3utopoMm bermxaminom Bymshom
(Benjamin E. Woolf, 1836-1901). Ha croroanimHiii eHb 1 onepa Mae
Bary CKopillle iCTOpHYHY, Hi’)K MY3W4HY, IPOTE CBOTO 4acy BOHa cTaja
OJIHUM 3 BHUTOKIB «aMEPHKAHCBHKOI ONEepu» SK KYJIBTYpHOTO (peHOMEHY.
Hapomxenwuii B Himewunsi, FOmiyc AiixOepr Oinblry 4acTHHY CBO€T TBOP-
4oi kap’epu 3pobuB y CIUIA, ne HammcaHi HUIM ONEPETH KOPUCTYBAIHCS
JOCTaTHIM YCIiXOM Ta 3By4aTh Ha My3MYHHX CIIEHax 1 JOCI.

3aBepurye 1muka ocrtaHHid Homep — «Danza. Coda» («TaHOK.
Kona»), mo moB’s3anuii 3 00pazom AJbKaHTapH i3 MOMEPETHHOIO HOME-
py. Y 3axmouniit m’eci I1. ['iHaemiT cynpoBomKye My3UUHUN Marepial
OiTBITT HIXK JOKJIAJHUMH peMapKaMmu, sKi mependavyaroTh 3aCTOCYBaHHS
AKTOPCHKOI TPH 1 IEBHUX PYXiB My3HMKaHTa IMiJ Yac il BUKOHAaHHS, a Ta-
KO PO3KPHUBAIOTh EMOLIIHY CKJIaJ0BY, IKy BUKOHABEIb MOXE BT1JIIOBa-
TH 3a JOMOMOTOI0 MiMikH. Take peTelibHe BUOYIOBYBaHHS Apamaryprii
TBOPY AO3BOJISIE TOBOPHUTHU MPO TeaTpai3allilo BHKOHABCHKOTO MPOLECY,
SKa CTa€ MepemryMOBOIO0 (OPMYBaHHS IPHHITUINB 1HCTPYMEHTAIHLHOTO
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Tearpy, Mo Ha HUX TBOpUicTh I1. ['iHAeMiTa moymHae CiupaTHCs BXKe Ha-
npukiami 1920 pokis.

3 TOYKH 30py BUKOHABCHKOT TEXHIKH BCi Bicim 11’ ec nmkiry 1. I'ingemita
€ MOCUTh HeckiIagHuMu. KoxkHa 3 HHUX Tiependadae rpy He BHIIE MEpHIol
MO3UIIiT (32 BUKIFOUEHHSIM JEKUIBKOX HOT Y KYJIbMiHAI[IHHIX MOMEHTaX ),
IO TiJBJaJHA HABITh KOHTpabacucTaMm-amaropaM (MOXKHA NPHUITYCTHTH,
110 caMe 3 METOI0 30€peKEeHHS €THOCTI MepIoi MO3HLii MPOTATOM BCHOTO
nukay 1. TiageMit y Tpetiii 1’ eci 3MiHIOE OpHUTIHAIBHY TOHAJIBHICTB Jpy-
roi apii 3opactpo «In diesen heiligen Halleny).

BucnoBkn. 1920 poku cramu crnpaBXHIM pPO3KBITOM KaMEpHO-iH-
cTpyMeHTansHOi TBopuocTi 1. [iEmeMiTa. Y HACTYIMHHX Ke MECITHIITTIX
TBOpYA €HEPrisi KOMIIO3UTOPa 30CEPEIUTHCS B OCHOBHOMY HABKOJIO CHM-
(dhonuigaMX )aHpiB. OIXHAK HE BApTO AyMaTH, IO IHTEpeC KOMIIO3UTOpa
JI0 KOHTpabacoBoi My3uku Buuepnas cede. Ilicyis 6ararbox pOKiB aKTHB-
HOI poboTH B skaHpi cuMmonii I1. ['iHaemMiT 3HOBY 3BEepHYBCS 10 KOHTpada-
ca sIk coyibHOTO iHCTpyMeHTa B CoHaTi iisl KoHTpabdaca i popreniano, sKii
CYOWJIOCS. CTaTH BEPILUMHOIO €BOJIIOLII IIbOTO KaHPOBOTO BiAralyKEHHS
y TBOPUYOCTI KOMITO3UTOpa. BTiM, opMyBaHHS 00pa3y COTOI0YOTO KOHTP-
abaca BimOyBasiocs y TBopuocti I1. ['iHgeMita mocTymnoBo, MOYMHAIOUN
e 3 1920 pokiB. BaxkxnmuBuM KpoKoM Ha IOMY HUIAXY cTaiu «BiciM m’ec
IUIs KOHTpabaca coJo», B SIKMX, TIONPH iX MPU3HAYECHHS IS JOMAIIHBEOTO
My3HUKyBaHHS, OyJiM 3aKJIaieH] He JIMIIEe OCHOBH 3BYKOBOTO 00pa3y KOHTp-
abaca, aje 1 ecTeTHYHI 3acaju IHCTpyMEHTAIBHOTO Tearpy. «Bicim m’ec
IUIl KOHTpabacy cojio» € MPHUKJIAAOM BHUKOPHUCTAHHS NPUHOMY «LUKITY
y OUKJIT», Ie ApaMaTypris MiANOopsAKOBaHA He JIHIIe My3W9HIH JI0TiMi, ane
1 YMCTICHHUM TI03aMy3UYHUM YMHHHKaM (1110 BTIJICHO 4Yepe3 CICHIYHi pe-
MapKH i HaBiTh rpadidHi 300paskeHHs ), SIKi BU3HAYaI0Th HOT0 TeaTpalbHy
MIPUPOLY.

MepcnexTuBu nocaipxenns. Konrpadacosa tBopuicts I1. 'innemita
HaJa€ IIUPOKI MEPCHeKTHBH A MOJAIBIIMX HAyKOBUX PO3BiIOK.
[IpomoBx’eHHSIM IIOTO TOCIIIKEHHS MOXKYTh BUCTYIIATH Npalli, IPUCBSIYe-
Hi K crienudini TpakTyBaHHS TeMOpy KoHTpabaca y TBopax 1. 'ingemira,
TaK 1 npuHuunam Gebrauchsmusik, 110 3HANIILIN MPOSAB Y €CTETUYHUX 3a-
caziax TBOPYOCTi KOMIIO3UTOPA.
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P. Hindemith’s Eight Pieces For Double Bass Solo:
compositional and dramaturgical peculiarities

Statement of the problem. The heritage of German composer Paul Hindemith
significantly influenced the development of double bass art of the XX century.
Yet, from the 1920s, the author of one of the most renowned chamber works with
double bass of his time, the Sonata for Double Bass and Piano (1949), a composer,
multi-instrumentalist, P. Hindemith actively involved the double bass in other works,
both chamber and solo ones. The Eight Pieces for Double Bass Solo (1927) for a long
time have not been the focus of attention of contemporary researchers or double bass
players. However, one should not underestimate the fact that P. Hindemith turned to
the double bass as an instrument capable of performing a solo work.
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P. Hindemith's double bass works still receive insufficient attention from both
foreign and domestic musicologists, although many aspects of the composer s work
are highlighted in the studies of E. Hartmann (2013), J. Haney (2008), D. Trippett
(2007) and others. The most complete information about the Eight Pieces for
Solo Double Bass is given in the Introduction by G. Schubert (1997) before the
publication of these pieces, however, their analytical interpretation has not yet
been the subject of special research. The purpose of our study is to identify the
compositional and dramaturgical peculiarities of Hindemith's Eight Pieces for
Double Bass Solo and to determine their role in the development of the double bass
“branch” in the composer s work. The following scientific methods were used.:
historiographic approach to study the scientific sources devoted to P. Hindemith;
structural-functional and textological approaches in analytical descriptions.

As a result of the analysis it was concluded that the Eight Pieces for Double
Bass Solo by P. Hindemith are unique as they are a vivid example of the composer s
search for non-standard solutions connected with choosing the solo instrument
timbre and the cycle-making factors. From the 1920s, the timbre of the double bass
solo in Hindemith's works in most cases correlates with the semantic spheres of
joke, parody, sarcasm or grotesque. Created for home performance with friends,
Eight Pieces for Double Bass Solo present the parody direction in the composer s
work. The cycle was undoubtedly influenced by Gertrude Hindemith s preferences
and talents. Gifted not only as a singer, cellist and double bassist, but also as an
actress, she played these pieces not only at private parties for friends, but also
performed them on stage following all the “acting” remarks written in Hindemith's
manuscript. The Eight Pieces built by the principle of “the cycle in cycle”, and
their dramaturgy is subjected not only to musical logic, but also to numerous non-
musical factors (reflected in the remarks, graphics, etc.), which determined the
theatrical nature of the work.

After a real flourish of Hindemith's chamber and instrumental work in the
1920s, the composer focused mainly on symphonic genres. However, his interest
indouble bass didn t exhaust itself. After many years of active work in the symphony
genre, P. Hindemith again turned to it as a solo instrument in the Sonata for Double
Bass and Piano — the peak of the evolution of this instrument in his music. However,
the formation of the sound image of the solo double bass in the composers was
gradual since the 1920s. The Eight Pieces for Double Bass Solo, which were an
important step on this path, despite being intended for home music, laid not only
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the foundations of a sound image of the double bass, but also the aesthetic basis
of the instrumental theater.

Key words: Paul Hindemith 'works,; double bass solo,; Eight Pieces for Double
Bass Solo; 20" century music; instrumental theater.
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BuxonaBcbkuii yaconpoctip ¢poprenianaux Conar
op. 27 Ne 2 JI. Ban berxoBena ta D. 958 @. llly6eprta

B cmammi pozenanymo cneyuiky 8uKoHa8CbKO20 4aconpoCmopy 060X uie-
0espis BUOAMHUX KOMNO3UTNOPIG-CYUACHUKIB, 3 JICUTMMS AKUX 8i00)68A6CS NOCMY-
nosuil nepexio 8i0 KIACUYHO20 00 POMAHMUYHO20 CIMUITIO, 8USLEIEHT 1020 CYMHICHI
XapakmepucmuKky ma po3Kpume 3HAUeHHs iX YC8iOOMAeHHs NIAHICMOM-BUKOHAS-
yem 6 npaxmuyi pobomu Haod My3udHUM Meopom. Boice susnaueni asgmopom na ma-
mepiani 6apoKoeoi ma pPAHHbLOKIACUYHOI COHAMU NAPAMEMPU BUKOHABCHKO2O
XpOHOMONY, a came: 83aEMO0is Ma 63AEMOBPIBHOBANCEHHS CIAMUKY | OUHAMIKU,
OpeaHizyioua QyHKYia GUKOHABCLKO20 YAcCY y YOPMOMBOPEHHI, MEMPOPUMMIUHA
BUKOHABCHKA IHEPYis, KOHMUHYANbHICIb YACONPOCMOPY MA BUKOHABCLKE nepeo-
bauenwns (aHmuyunayis), — OONOGHEHI THWMUMU, MAKUMU K BUKOHABCbKE (opMo-
OCACHEHHS Yepe3 ONpayioeanis demainell, NCUXON02iYHULL YACONPOCTNIP BUKOHABYSL
(AK 0OHa 13 CKNAOOBUX BUKOHABCLKO20 XPOHOMONY MEOPY), Wo OYI0 UKIUKAHE
HOBUMU iHMepnpemayitiHumMy 3aoavamu niavicma 8 coHamax bemxosena ma
LIybepma. L[i meopu doci He 6yiu npedmemom aHalizy 3 NO3UYiL XapaKmepucmu-
KU 6UKOHABCHKO20 XPOHOMONY, WO, NOPYY i3 3aCMOCY8AHHAM eKCnepumMenmaib-
HO20 Memo0dy 00CNiddceH s (I3 3AIYUEeHHAM ABMOPCHKO20 00CBI0Y KOHYEPMHO20
BUKOHANHA MEOPIE, WO PO32NAOAIOMbCS), BUSHAUULO HAYKOBY HOGU3HY NPeocmas-
J1eHOI po36i0KuU.

Kniouosi cnosa: popmenianni conamu; K1acuyusm, pOMaHmusm,; My3udHuil
XPOHOMON, 6UKOHABCLKULL YACONPOCMIP, MEeMPOPUMMIUHA IHEPYIs, KOHMUHYAb-
Hicmb; POPMOMBOPEHHA, AHMUYUNAYIS, NCUXONO2TUHUL YACONPOCMID.
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IMocTranoBka mpodaemu. JKaup dopremnianHO COHATH 3aBXKIHU 3aJTH-
HIA€THCS TTOMYJISPHOIO TEMOIO My3HUKO3HABYHX JIOCIIKeHb. Un He HalTo-
MITHILIE MiCIIe Cepes HUX MOCiAaloTh Mpalli, MPUCBIYCHI (OpTEHiaHHUM
conaram Jlronira Ban berxosena (Nagel, 1903; Tovey, 1931; Jones, 1999;
Rosen, 2002, 1998; Waltz, 2007; Gordon, 2017; Guez, 2018; Marston, 2018;
Miucci, 2019 Ta 6araro iHmmx). Ajpke TBOpUicTh beTxoBeHa, 30Kkpema Horo
(dopremniaHHi COHATH, € ONHIEIO 3 BEPIIMH 3aXiJHOEBPOIEHCHKOI MYy3UKH
enoxu Knacummsmy. Besnocepennim crmagkoemiieM Tpaauiiii berxoBeHna
craB @panr [lerep Llybepr, sikuii 3 6;1arOTOBIHHAM CTaBHBCS JIO BEJIIHKO-
ro Maictpa. Y cBoro uepry, berxoBen OyB 3HailOMHI 3 JESIKUMU TBOPaMU
[lyGepra Ta, 32 CBiAUEHHSAMH CYYaCHHKIB, AyKe MPUXUIHHO BiATYKYBaBCS
po 001apOBaHICTh MOJIOJIOTO KOMITO3UTOPA: «...B IiboMy 1Iy0epTi € 6oxe-
ctBeHHa ickpa!» (Nohl, & Martens, 1928: 560-561). LLlyGepT nponoBxuB
CIIpaBy CBOTO BiJJCHCHLKOTO IOTIEPEHHKA, CIIOBIIYIOYH y CBOill TBOpYOC-
Ti 34e01IBIIOr0 BXKe ecTeTHKy poMaHTH3My. Ha nymky Poysena, «3a Bu-
HSATKOM HEBEJIHMKOI KiTHKOCTI TBOPIB OCTaHHIX POKiB, KOJHM BiH HECIOI-
BaHO MMOBEPTAETHCA A0 OLIBII MOMUOICHO-KIACHYHOTO 00pa3y MHUCIICHHS,
[1y6ept € moyacTy HaBaKJIMBILIMM 32CHOBHHKOM HOBOTO POMaHTHYHOT'O
CTHJIIO Ta MOYACTH HAWBENUYHIIINM NPHUKIAIOM IOCTKIACHYHOTO KOM-
no3uropa» (Rosen, 1998: 519). Xoua mono nanexuocti Lllybepra came
JI0 POMaHTHUKIB €IMHOI TyMKHU cepel My3HKO3HaBLiB Hemae. Hampuknan,
3a Bpaynom, «wmicue lllyOepra B icTopii My3uku HEOJHO3HAYHE, OCKIiIb-
KM BiH CTOiTh MDK CBITaMM KJIACHYHOI Ta POMAaHTHYHOI My3uWkH. OmHak
HOro MO)KHa BBaKaTH OCTAHHIM 13 BEJMKHX KJIACHYHHX KOMITO3HTOPIB.
Moro my3uka, cy0’eKTHBHO eMOLi#iHA B POMAHTHUHIH MaHepi, TOETHUHO
OCMUCJICHA Ta PEBOJIIOIIiITHA 32 MOBOIO, BCE XK BiIHTa y (DOPMATLHUX Tpa-
(dapeTax KIaCHMYHOI MIKOJIM — B PE3YyJbTaTi YOro CTa€ Jelani OueBUAHI-
M, o Llybepra mpaswmisHimIe BimHecTH a0 enoxu ['aiinna, berxoBena
ta Momnapra, Hix [Illymana, [llonena ta Baruepa» (Brown, 2022).

Haii6inemn moMiTHO KITAaCHYHI PUCH Ta MOJAEKYIW BIUIMB TBOPYOCTI
BerxoBena npocrexyroTbes y dopreniaHanx coHarax [llybepra. Ane, Ha
BiAMIHY BiJl XapaKTEPHOTO OETXOBEHCHKOTO ApamaTH3My, 00pasHiil cdepi
tdopremiananx conar lllyGepra 31e01IbIIOT0 MPUTAMAHHUH CIIYHUHN JTi-
pHU3M, a B CTPYKTYPHOMY IUIaHi — 0ararcTBo i «MapHOTPATHICThY TeMa-
TUYHHX 17Ied Ta meBHa «po3TATHYTicTh» dopmu (UepHsaBcrka, 2002: 7).
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3a cBoe Hemonre xuTTa 1llydept ctBopuB 21 opremanay coHaTy — TBO-
pH, SIKi 3aCITy’KEeHO 3aliHSUIM CBOE IMOYECHE MiClLle Y CBITOBIM MY3HYHIiH
CIAIIIHHI.

O0’exkTOM Hamoro po3nAAy € ABa  (OpTEMmiaHHI  TBOPU:
Conara berxoBena op. 27 Ne 2 (Bimoma sik «Micsuna») Ta CoHara
IlIy6epra D. 958 c-moll. Kommo3uris Ilybepra HaIeXUTh 10 OCTAaHHLOI
Tpiagu oro ¢opreniaHHUX COHAT; Mpo Hel HeOe3MmiACTaBHO 3aKPIMMIOCs
VSIBIIEHHS K PO «HAHOETXOBEHCHKY» 3 yCiX Horo (opremiaHHUX COHAT;
OJIHAaK TMPU IIbOMY BOHA 3JIMIIAETHCS CaMOOYTHIM 3a CTHIIEM LIyOepTiB-
cekuM TBOopoM (Fisk, 2000). Meranomnynsipaa! «Micstana» CoHara, OKpim
PO3WIsLY 3 PI3HUM CTYIICHEM JieTami3allii y BUIE3raJaHuX Iparsix 3 TBOP-
yocTi berxoBeHa, JOCUTH peTeNbHO MpoaHaIi30BaHa B aCMEKTI My3UYHOT
iHTeprperamnii BiIOMHM YKpaiHCBKMM ITOCTITHHKOM B. MockaieHKkoM
(2013). Anaini3 000X COHAT 3 TOYKHU 30Dy XAPAKMEPUCTIUK BUKOHABCHKO2O
yaconpocmopy 10 UbOro 4acy He 31iCHIOBABCSI.

[MousTTa waconpocTopy, a00 XpoHOTOITY (BiJI TPEIBKHX CIIB YPOVOGC —
«gac» 1 TOmog — «MicIe») MOAO0 MY3UKU TPAKTYEThCS CYYaCHUMHM JOCTiJI-
HHUKaMH K «B3a€EMOJIiS TEMIIOPATLHOTO 1 CIATiaIbHOTO YHHHHKIB B TIPO-
Leci CTBOpeHHsI Ta 00pOOKH My3HYHO-eCTeTHUHOI iH(popmaii» ([oMeH oK,
2006: 6). B poexkIiii Ha BUKOHABCHKY NIPAKTHUKY B TIOAiI0HII B3aeMoii Ha-
OyBalOTh aKTyaJlbHOCTI TOHATTS MPO aroriyHOCTh, YAaCOBY BapiaHTHICTh,
APTUKYJIALIMHI IPOIIECH, SKi € HEBiI’ €EMHUMH CKIaIOBUMHE 8UKOHABCHKO2O
xpornomony. Y MoHorpadii FO. Hikomaercrkoi (2020: 240) sBUMTy «BH-
KOHABCHKOTO XPOHOTOITY» Ja€ThCs Taka AeiHILis: «ycBigomiieHa Liiic-
HICTh NMPOCTOPOBO-9ACOBHX (BEPTHKAIBHHUX 1 TOPH3OHTAIBEHHUX) TOIIOHOM
MY3UYHOTO TBOPY (METPOPHTMIYHUX, (AaKTypHHX, TEMIIOBHX), sika 00y-
MOBJICHA XPOHOAPTHKYIsLiiiHUMHU cTpateriiMmu Homo Interpretatusy.
3 MO3UIIi¥ BUKOHABCHKOI IHTEPIIPETOIIOTIi XPOHOTOTI (TIOPSI 3 apTHKYIIALI-
€10, TEMOPOBHM CIIyXOM, (PaKTypHHM CIIyXOM, TEMIIOPUTMOM Ta arorikoio,
CTPYKTYPHHM MHUCJCHHSIM a00 (OPMOTBOPUUM CIIYXOM) AOCIITHHUIISI Bif-
HOCHUTB J0 OJHOTO 3 aCIIEKTiB BAKOHABCHKOTO CTHJIIO, & CAME BUKOHABCBHKOT

1 «Vei 3aBkmm roBopsTh Ipo coHATy 10-ai€3 MiHOp! 3BHUAiiHO, 5 THCAB Kpauli pedi.
€ conara ®a-[ie3 Maxkop — e [I0Ch 30BCIM iHIIe», — cka3aB BiH [berxoBeH — 4. T.] omHOro
pasy Uepni» (Thayer, 2013: 323).
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noetukn (Hikomaercrka, 2020: 229). 3a FO. HikomaeBChkOI0, XPOHOTOII
iHTepIpeTaTopa Ma€ Taki mapameTpH: METPOPUTM (YacoBa OpraHizamis),
(hakrypa (110, «3 TpUTaMaHHUMH i TEMOPOBHUMH, PETICTPOBUMH Ta JIH-
HAMIYHUMH XapaKTEPUCTHUKAMH, YTBOPIOE IPOCTOPOBY KOOPAMHATY),
(hopmMa-KOMIIO3MLIis, SIKa BiANOBiAAa€ 3a LUTICHICTH TBOPY, IO 3BYYUTb
(Tam camo: 240).

3 oty Ha 3anpononoBadi FO. HikomaeBChbKOIO MapaMeTpu BUKOHAB-
CBKOTO XPOHOTOILY, HAaMH OyJie pO3IIITHYTO HOTO XapaKTePUCTUKH Ha TIPH-
KJaJi JBOX GopremianHux coHar — op. 27 Ne 2 JI. Ban berxosena ta D. 958
®. Hly6epra. Takuii po3misg IPOIOBKYE MOMEPETHIO POOOTY aBTOpa, e
XapaKTePHCTHKH BUKOHABCHKOTO YaCOMPOCTOPY BHUCBITIIOBAINCH HA MPH-
KJIajl KIaBipHUX coHar mi3HbOro bapokxo i Kmacummsmy (TapabaHoB,
2021). Cepen HUX — 63aeMO0isi MA 83AEMOBPIBHOBAINCEHHS CINAMUKY | OU-
HAMIKU, OpeaHi3yioud (YHKYIS GUKOHABCLKO20 UYACY V (POPMOMBEOPEHHI,
MempopumMIYHa BUKOHABCHKA IHEPYIsl, KOHMUHYANbHICTb YACONPOCTNOPY
ma BUKOHABCHKe NepedbayeHts (anmuyunayis).

3aBgaHHAM W€l CTATTI € aHANI3 Ta MOPIBHSIHHSA JBOX BUJIATHHUX CO-
Hat berxoBena Ta lllyGepra 3 onraay Ha BHINE3TafaHi XapaKTEPUCTUKH
BHUKOHABCHKOTO YaCOMPOCTOPY Ta BHUSIBJICHHS 1HIIUX, IPUTAMAaHHHUX XPO-
HOTOITY caMme ITUX TBOPIB, 1[0, AK Pe3yJbTaT, Ma€ PO3MIHUPUTH KOMILICK-
CHUI MIAXIJ 10 I[UX Ta MOAIOHNX KOMITO3HIIIH 3 TOUKH 30py BUKOHABCHKHX
3ac00iB BTIJICHHS! aBTOPCHKOTO 3a/1yMy.

Mertonosoris gocaixkeHHs1. SIK OCHOBHUMN, 3a3HAYMMO EKCITIEPHUMEH-
TaJbHUIA AOCTITHUILKUN TiAXiM, SKUA MOKHA BIJTHECTH 0 Tady3l BHKO-
HaBchbKoOi iHTeprpeToiorii (HikomaeBchka, 2020: 143—144), Bupi3HUBIIH
NPy IIbOMY BHKOPHCTaHHs BJIACHOTO JIOCBiMY MOCTiIHWKA HAa BCiX eTa-
Iax OMaHyBaHHA MY3MYHHX TBOPIB Ta iX KOHIIEPTHOTO O3BYYEHHs (TOOTO
aBTOp CTATTi BUCTYIAE i K BUKOHABELb BMINE3TaJaHUX COHAT?). Takox
3aCTOCOBaHI AHAITUYHUNA, KOMIAPAaTHBHHUN, JKEPEIO3HABUHMI METONH
JOCTKEHHS.

Merta cTarTi — pO3IISHYTHU crielu(iky BUKOHABCHKOTO YaCOIIPOCTOPY
Conaru betxosena op. 27 Ne 2 ta Conaru Lllybepra D. 958, BusiBuTH #i0TO

2 Conaru OynM BUKOHAHI MHOIO B OHJaiH-KoHIEepTi Bix 22.10.2021 https://www.
youtube.com/watch?v=JpCM;j0qYjJ8&t=144s
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XapaKTePUCTHKH Ta PO3KPUTH 3HAUYCHHS iX yCBIIOMJICHHS MiaHICTOM-BHU-
KOHABIEM B IPaKTHLi poOOTH HaJ My3UYHHM TBOPOM.

Buknaa ocHoBHoOro marepiany. Po3nisg BUKOHaBCHKOTO 4acompoc-
Topy ¢opremniananx coHatr berxoseHa ta Illybepra BumaeTbes HaM HE0O-
XiIHUM, OCKUJIBKM CBOTO arorero B IUIaH1 JOBEPLICHOCTI (OpMH Ta ii 3Mic-
TOBHOTO HAIIOBHEHHSI COHATHE allegro Ta COHATHWH ITUKI JOCSTIIH Came
B 100y BiJICHCHKOTO KJIACHIIM3MY, 32 Ii3HIX YaciB SKOi KWK W TBOPUIH
o0uaBa KOMIO3UTOPHU. 3maBanocs 0, 1m0, MOMIOHO IO 1HIIOTO TPOLYKTY
MY3UYHOTO TeHisl — YTy, COHATI 3aJUIIANOCS «IIOYUBATH Ha JIaBpax» Ta
CIIyTyBaTH Maiike HEMOPYIIHUM IIa0JIOHOM JUIsI KOMIO3UTOPCHKUX 1HTEp-
MpeTaii y HaCTyITHI €MOXH, OIHAK cTajocs iHakime — 32 dopremianHi
coHaru berxoBeHa MpoaeMOHCTPYBaIl MaclITaOHy CTHIILOBY €BOJIOLIIO,
SKa /1aj1a IOLITOBX PO3BUTKY POMAHTU3MY B MY3HIIi.

Sk 1 y BuUmaAKy 3 IHIOUMH emoxamu, nepexin Big Kimacummsmy
10 PomaHTH3My B My3HLI HE MOXKHA O3HAYUTH [IOYATKOM TBOPYOCTI KOH-
KPETHOTO KOMIO3UTOpa 4u Kommo3uTopiB (YepHsiscrka, 2002). Hoswuit
XyAOKHIM HampsM MOCTYIIOBO MPOPOCTAE 3 MONEPEAHBOTO TUM 1HTEHCHB-
Hile, 9uM OJrkde OyB IO amorero Ta BHYEPIIaHHS camMoro cebe ocTaH-
Hill. OTe, OKpemi 3aco0M BHUPA3HOCTI, MPUTAMaHHI My3UYHHM TBOpaM
enoxu PomanTusmy, novanu ¢opMyBaTHCA BXE Y TBOPUOCTI HaMOIOI-
II0T0 3 BIJICHCHKUX KJIACHKIB, beTXxOBeHa, SIKMii, 3a BU3HAYCHHSAM aBTOPIB
Encyclopedia Britannica, € «10MiHyI040I0 MY3U4YHOIO (iryporo B mepe-
X1THAH TIepiof MK KJIACHYHOIO Ta POMAaHTHYHOIO emoxamu» (Budden &
Knapp, 2022). «He OyBuiu cam poMaHTHKOM, BiH CTaB JKEPENIOM Oarato
4Oro, 0 XapaKTepH3yBaJo TBOPYICTh POMAHTHKIB, SIKi HACIIiTyBalll HOTO,
0Cco0IHBO B H10T0 3pa3Kax MpOrpamMHOI UM LTIOCTPATHBHOT MY3HKH, SIKY BiH
BH3Ha4YMB y 3B 513Ky 3i cBo€ero Lllocroro (IlacropanbHO0) CUMQOHIED K
OLIBIIOK0 MIPOO BUPaXKEHHS EMOLIIH, HiX 300paXkeHHs»> (TaM caMo).

Hesikum TBopam beTxoBeHa OUIBIIOI0 MipOIO BIAacTHUBE HepeadadeHHs
POMaHTHYHOTO CTHITIO B My3HIli. «B MiHiaTIOpax, 30KpemMa 0eTXOBEHCHKHUX

3 “Though not himself a Romantic, he became the fountainhead of much that

characterized the work of the Romantics who followed him, especially in his ideal of
program or illustrative music, which he defined in connection with his Sixth (Pastoral)
Symphony as more an expression of emotion than painting”.
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Oararemnsx, BUSBISIETHCS )KaHPOBO-JTIipHIHa oOpasHa cdepa: TeHIEHITS po3-
BUTKY POMaHTHYHOTO CTUIIIO, 1110 TOTpeOyBasia BiAMOBIAHNX (JOPM BTUICHHS
ta ¢paxrypm» (Uepnssebka, 2015: 133). «Y bararensx JI. berxosena op. 33
BUSIBISIFOTBCS OCOONMBOCTI CyTO (hopTeniaHHO1 IpH, BiIMIHHOT BijI KJIaBecH-
HoBoi. Kommio3uTtop po3po0iisie KOJOpUCTUYHI MOXKIIMBOCTI HOBOTO iHCTpY-
MEHTa — 11eil HanpsM OyJie pO3BUBATHCS B TBOPYOCTI KOMITO3UTOPiB-pOMaH-
TUKIB». «Y Bararemi Ne 6 <...> KOMIIO3UTOp BU3HAYA€ TEMII, SIKUH BUSIB-
Tsie eMomiiHO-00pa3Hy arMocdepy TBopy. Takuit minxim Oyme BIaCTHUBHMA
KOMIIO3UTOpaM-poMaHTHKaM, 30kpema @. [lyoepty» (Tam camo: 133—134).
«SIxmo nuki op. 33 Mae BCi 0COOMMBOCTI MPOSBY POMaHTUYHOIO CTUIIIO —
“cTpubok y MaiOyTHE”, TO op. 119 — moemHye 3BEepHEHHSI 10 CTHIIICTHKH
MHUHYJIMX €TI0X Ta HOBUX POMaHTHYHUX HACTPOiB» (Tam camo: 141).

AMepUKaHCBKUH TaHICT i My3WKo3HaBelb Poy3eH cTBepkye: «Mu
nymaeMo mpo berxoBeHa, ocoOnuBo npo beTxoBeHa ocTaHHIX POKiB, SIK
PO BKpail HeTpaauLiHOro KOMIIO3UTOPA, i MU B3araji IPUIyCKAaEMO, 1110
e Oyno Horo HaBMHCHE 3HEBa)KaHHS CydacHOi My3MYHOi MOBU Ta CTH-
JI10, IO YacTO POOMIIO HOro TBOPYICTH HACTINBKH BAXKKOIO ISl PO3YMiH-
HsI Ta CIIPUMHSATTS MOro Cy4aCHUKAaMHU...», ajle «TIyMadyeHHsa beTxoBeHoM
YMOBHOCTEH KJIIACUYHOT My3UYHOI MOBH HIKOJIM HE OYJIO ITPOCTO CIIPOOOI0
00iliTH 1X, HIOM BOHU Bke He JilicHi. Jlo KiHII KUTTS BiH MPOJOBXKYBaB
BUKOPHCTOBYBATH 1 HaBiTh BiAPOMKYyBaTy Oarato My3MYHHX METOJIB, AKi
3HaB IIe AUTHHOK Yy 1770 pokax, i BiJj SKAX MOJIOMII CY4aCHUKH, TaKi K
Be0ep, Lllybept i MenneapcoH, BiAMOBUIIHCS, AK BiJ OaHANBHUX 1 CTapo-
momaux»* (Rosen, 1997: 460).

Y cydacHOMY 3aXiJTHOEBPOIIEHCHKOMY MY3WKO3HABCTBI TpPHBa€e 00-
TOBOPEHHS poii Ta Micus cnammuHu berxosena i llyGepra y mepexia-

4 “We think of Beethoven, particularly the Beethoven of the final years, as a deeply
unconventional composer, and we generally assume that it was his deliberate flouting
of the contemporary musical language and style that often made his work so difficult to
understand and accept by his contemporaries.” “Nevertheless, Beethoven’s treatment of the
conventions of the classical musical language was never simply an attempt to bypass them,
to pretend that they were no longer valid. To the end of his life he continued to employ and
even revive many musical procedures that he had known as a child in the 1770s and that
younger contemporaries, like Weber, Schubert, and Mendelssohn, had abandoned as banal
and old-fashioned”.
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HHUU mepion Mk emoxamu Kimacuimsmy ta PomanTmsmy. «My3uaHui
PomanTu3M OyB Bij3HauCHUIl aKIEHTOM Ha OPHUTiHAJIBHOCTI Ta iHIMBI-
IyaJhbHOCTI, 0COOMCTOMY E€MOIIHHOMY BHpaKe€HHi, CBOOOMI Ta eKCIepH-
MmeHTyBaHHI y ¢opwmi. Jronsir Ban berxosen i ®@pann llydepr noenna-
JM KJIACUYHUHM 1 POMaHTHYHUNA HEpioAx, OCKIIBbKH, X04a IXHi QopMasbHi
MYy3WYHI TEXHIKH Oy B OCHOBHOMY KJIACHYHHMH, iXHE TITHOOKE 0COOMC-
TiCHE BIUYTTS MY3UKH Ta BUKOPUCTAHHS MPOTPAMHHX €JIEMEHTIB CTaJln
BaXJIMBOIO MOIEIUIIO Ui KOMIO3UTOPiB-poMaHTUKIB XIX CcTOmTTS»?
(Romanticism, 2021). [1pu 11b0My OSTXOBEHCHKUN CTHJIb TIOMITHO BILIH-
HyB Ha TBopuicTh lllyOepra, mo HaiibinbIe BiguyBaeThes y hopremian-
HHUX COHAaTaX OCTAHHBOTO.

Oco6mmBo BimuyTHu# BB berxoBena y Conari no-minop D. 958.
ITepmmi i TakTH OyKBaJbHO 3MYIITYIOTH BIIUYTH OETXOBEHCHKY PIIIYUiCThH
Ta 3BUTSHKHICTD, IEMOHCTPYIOUH CXOXICTh 3 TeMOlo « TpuALATH JBOX Ba-
piamii» berxoBena, Takoxk Haragytoun «[lareTnany», «Anacionary» i Ha-
BiTh yBepTIopy «ErmMonT». CaMoOyTHIl cTHib mi3HBOTO [llyOepra TyT He-
MOBOH BCTYyINa€ B «Ziajior» i3 OETXOBEHCHKUM, HE 3aJMIIAI0YH CYMHIBiB
IIOZI0 CBOET HETOTOKHOCTI, SIK y IPHHIUIIAX PO3BUTKY MY3HYHOTO Marepi-
any, Tak i y moOynoBi ¢opmu 3 THIOBHMH AJ1s1 Kommo3uTopa «himmlische
Lingen»®. ¥V «Micsuniit»’ Conari berxosena (sk i momepenHs coHara

5 “Musical Romanticism was marked by emphasis on originality and individuality,
personal emotional expression, and freedom and experimentation of form. Ludwig van
Beethoven and Franz Schubert bridged the Classical and Romantic periods, for while their
formal musical techniques were basically Classical, their music’s intensely personal feeling
and their use of programmatic elements provided an important model for 19th-century
Romantic composers.”

6 «BoXeCTBEHHI 0BrOTHY — BUPA3, IO CTAB «KPHMIATHMY Iicis Biaryky P. Illymana
Ha cumdonito lo maxxop @. Iy6epra: «Und diese himmlische Lange der Symphonie,
wie ein dicker Roman in vier Banden etwa von Jean Paul, der auch niemals endigen kann,
und aus den besten Griinden zwar, um auch den Leser hinterher nachschaffen zu lassen». —
«I s OoxkecTBeHHa NOBXKHMHA CUM(OHIT, 5K, HAIIPUKIIAJ, TOBCTUH YOTUPUTOMHUI POMaH
XKana ITosst, SKHiA TexkK HIKOJIM HE 3aKIHYYETBCS, 1 3 HAMKpPAIUX IPUYHH, {00 YMTaY TAKOXK
MIr cinkyBary gani». (Schumann, 1854: 201).

7 115 Ha3Ba BKOPEHMIIACS «3 JIETKOi pyKi» noeta JI. Penbinraba. He quBisdauch Ha npak-
THUYHO OHOCTalHy Ha rmovatky XXI cT. JyMKy cepell My3HKO3HABIIIB Ta BUKOHABIIIB IIPO
HEJIOPeYHICTh I1i€i Ha3BH, ICHYIOTh JOCHTH I[iKaBi clipoOM peaburiTamil TaKoro Harmpodyx
Y3BHYAEHOTO pesbIITadiBehKoro «sobriquety (Waltz, 2007). B. Mockanenko x (2013: 11)
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27-ro oITyCy, BOHAa Ma€ JTaHWH KOMITO3UTOPOM IIi13ar0JIOBOK «Sonata quasi
una fantasia») HaBIaKu, MOXHA BIIYYTH T€ «I103a4aCOBE», IO JO3BOJISIE
BBaKaTH OeTX0BeHChKY CoHary mepeaBicHUICI0 PomMaHTH3MY.

Omxe, npu 3icTarieHHi coHar berxosena i IllyGepra Gaunmo cBO-
€piOHMN cTHITiCTHYHMKA «B3aeMooOMin»: IllyOept y cBoiit c-moll’Hiit
Comnari, Oinpmre HiX Oymb-mie, OMM3BKHIA 10 CTIIIO beTxoBeHa, B TOH Jac
sk betxoBeH y «MicsuHii» MoYacTH BUCTYIAE SIK MpeATeda POMAaHTH3MY,
HacaMIIepesl, 3aBAsSKM o0pasHiii cdepi mepumioi yacTUHuS, 1Mo noTpedy-
Bajia KOJIOPUCTUYHOTO 3aCTOCYBaHHs mefali senza sordini (10 3a 4aciB
berxoBeHa 03HaYa10 BUKOPUCTAHHS CaMe MTPaBoi Te/[ai), Ta iHIITUM HOBa-
IiSIM — 3pYIICHHIO B 01K TPETHOI YaCTHHI K JPaMaTHYHOTO IEHTPY IUKITY
(sixa, 3aMiCTh MEPIIOT YaCTHHH, SBJISE COOOI0 COHATHE aJIerPo), BAKOHAHHS
YaCTHH LUKy attacca TOMIO.

[epeiinemo mo po3mismy OCOOMMBOCTEH BUKOHABCHKOTO YaCOMPOC-
TOpy 060X COHAT HAa KOHKPETHHX MPHKIafax. Moro XapakTepuCTHKH, pa-
Hille BUSABJICHI HaMu Ha Mmarepiam conar [[. Ckapnarrti, K. @. E. baxa,
M. laitnua, B. A. Mouapra, M. Kinementi (Tapa6anos, 2021) e € crienu-
(higHUMU caMe IS ITUX KJIaBIpHHUX TBOPIB, a € JOCHUTH YHIBEpCATHLHUMH,
TOMY 3aCTOCOBaHi 1 10 COHAT, IO € IPEAMETOM PO3IISAY B IIiH CTATTI.

AHami3 MeTpUYHUX, TEMITOBHX, PUTMIYHUX, (PAKTypHUX, AUHAMIY-
HUX ocoOnuBocTedt mouarky | wactuuu (cis-moll) Conatu BerxoBeHa
op. 27 Ne 2 (nmpuxnan 1) m03BoIs€ 3MIMCHATH TaKi CITIOCTEPEKESHHSI.

BpaxoByroun BiTHOCHY HOBUIBHICTE TeMITy (Adagio sostenuto B po3-
Mipi alla breve), 3a3HauMMO, IO OCHOBHA yBara BHKOHABL Mae OyTu
30cepepkeHa Ha MiATPUMaHHI AWHAMIKA PyXy, IPA IbOMY HE MPOBOKY-
04X TIOKBaruiuBicTh. [IpyM OMHOMaHITHOCTI pUTMY Qiryp po3KiIaJeHHX
aprie/pKio B MapTil MpaBoi pyKH HE MOXKHA HE BiMUYTH MEBHY CKJIAIHICTh
iX BUKOHAHHS Pa3oM 3 IUIMMH Ta IOJOBUHHUMH OaciB, TCHACHIIIO «3a-

HPOIOHY€E BBa)KAaTH 00pa3 YOBHA, IO IUIMBE 03€POM y MICSIYHOMY CsiiiBi, 5IK i caMy Ha3By
«MicsiuHa COHaTay, «XYA0KHBOIO IHTEpPIPETALIIEI0».

8 «3HameHnTa TepIIA YACTHHA € MPOPOYOIO y TOMY, IO BOHA MIATPUMYE €IMHMIi Ha-
CTpiii y BcboMy [meopi — A. T.], Hapawoun eMouiifHui edeKT, BaXIIMBIIINA 32 CTPYKTYp-
HY SICHICTb, — €CTETHKa, OB s13aHa 3 poManTi3MoM XIX cromitrsa» (Gordon, 2017: 159).
«“MicsiuHa” mocrae sK BIYYHUH CHMBOJI POMAaHTHYHOI TEHAEHLII 3 METOI MpoOyanTH
“HaiiiIHECeHile” 1010 IHCTpYMEHTa bHOT My3uku berxoBena» (Jones, 1999: 44).
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KPYIIIATH) KOKEH TaKT, TOTYIOYHCh HAJIEKHUM YHHOM 1O B3SATTSA Ha-
CTYIHOTO 0acy (IOCTaTHHO TIIMOOKOTO Ta «IPOCIiBaHOTO», 33715 3a0e3-
TIeYeHHs JOBXUHHU 0acoBOi JIiHIl, 0 YCKIIATHIOETHCS BKa3iBKaMU pp Ta
delicatissimamente), T00TO Tpatu morakroBo. I1[oOu 1bOro He cranocs,
HEOOXIZHO IaM’TaTu MPO 63AEMOBPIGHOBAINICEHHS CIMAMUKU | OUHAMIKU,
ix 63aemo0ito, SIK1 JO3BOJIATH BIITBOPUTH JIOBKHHY My3HYHOI TyMKH (TO-
PHU30HTAJIB) P «IIPOCIiBAaHOCTI» (popTemiaHHOTO 3ByYaHHS Y KOKHY KOH-
KpETHY MUTH (BEPTHUKAIIB).

Hpuxnan 1. JI. Bar berxoen. Conara cis-moll, op. 27, Ne 2, [ 4.

5l deve susnare jatio quesio perse deldlcwi|sslmaments & senaa sordine . )
.l.i.:,;l::Pu-.-l.- =

Ermpre P& srmsa pirdeas (o)
AV una earls iles alla Mo del peisa
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Ha mpakTurtii 11e BTUTIOETBCS Yepe3 BHYTPIITHE BiIUYTTS Oe3mepeps-
HOCTiI METPUYHOTO MYJILCY TPH MPHUTOTYBaHHI 0 KOXKHOTO HACTYITHOTO
Oacy «3azmanerigp» (B Jamkax, TOMY IO HACHpaBAi Y 4acompocCTopi, Jie
3MIHH BiOyBarOThCS 3 MEPIOAMYHICTIO Y 1[Iy TPUBANICTh, 1€ Oyae came
BYACHO), 10 MA€ CHOJYyYaTHCS 3 TOCTaTHHOIO BUKOHABCBHKOIO CBOOOIOIO,
sKa 320€31MeYnTh He3aIeKHICTh PI3HUX mapiB GaKkTypH.

Taka He3aneXHICTh CTaHe MIe OUIBII aKTyaIbHOIO 3 MOMEHTY BCTYITY
y 5 TakTi MeNoAil BEpXHHOTO TOJIOCY, a/KE MAIOHMOBIpHO, 110 (irypa Tpi-
0J1i BOCBMUMHU Ta IIYHKTUP BOCHMOT 3 TOUKOIO 1 HIICTHAIIATOT Ha PaKTHUIl
MOXYTb OyTH CyMIIlIeHI paliOHAILHUM IUIIXOM (SKIIO «3» Ha «2» MOXKHA
31CTaBUTH Pa3oM, TOYHO MPOPaxyBaBIIM, TO y BUIANKY i3 «3» Ha «4» 1e
HaBPAI YU MOXJIUBO).

OTxe, TpaBUIIHHE CITIBBIAHOMIECHHS TPHOX Pi3HUX «CIOXKETHUX JIHIN,
SIK€ Ma€ JOCATaTUCS Ha OJJHOMY 1HCTPYMEHTI OJJHUM BHKOHABLIEM, MOXKJIH-
BO TUTBKH 32 YMOBH JIOCTATHBOI 1X HE3aJIeKHOCTi, TOOTO CIPOMOXKHOCTI
BUKOHABIIS 3[IHCHUTH TaKy HE3aJIC)KHICTh.

Honamo, mo 3rajaHe HNepMaHEHTHE BigUyTTS METPUYHOTO IYIbCY
€ HE UMM 1HIIIAM, K OJHUM 3 TIPOSIBIB 0peanizyiowoi hyHKyii UKOHABCHKO20
yaconpocmopy y popmomeopenui. 30arueHHs i BOKIUBOCTI, K 1 pO3yMiH-
HS 1HIIUX XapaKTePUCTHK BUKOHABCHKOTO YaCOMIPOCTOPY, TEK MOXKE CTaTh
y TIPUTOAl MPH BHUKOHAHHI I[bOT0 MY3WYHOTO (h)parMeHTy. YCBiJOMIICHHS
KOHMUHYANbHOCMI 4aconpocmopy Ta HeOOXiTHOCTI UKOHABCHKOI aHmu-
yunayii B3arayi MaloTh OyTH TOBCAKIacHO «stand by» («y pexxumi rotos-
HOCTI»), a01 NpUATH OyAb-sKOT MUTI Ha OTIOMOTY BUKOHABIICBI.

Kpim ckazaHoro, XOTisIOCS OM 3yMUHUTH YBary Ha OJHOMY 3 HaJlBaX-
JIUBUX MOMCHTIB BUKOHAHHS CaMme i€l CJIaBHO3BiCHOI My3ukwu. llinkom
ToyHe (TIOBipeHE MAaTeMaTHYHO) BUKOHAHHS TYHKTHUPY OCHOBHOI TEMH
OJTHOYACHO 3 TPIOJISIMHU, HA HAII MOTJIS/, HE TUIBKH HE BUSBISIETHCS MOX-
JUBUM, alie i He € HeoOXinHuM. BUKOHaBChKa 1HTYIIis, JOCBiJl BUBYCHHS
PI3HHX HTEpIpETAIliid Ta YCBIIOMIICHHS, 0 OY/Ib-IKUH HOTHHUH 3aITHC Be-
JIMKOI0 MIpOIO € YMOBHICTIO, JIO3BOJISIIOTH 1€ CTBEpAKYBaTH. briaropoaHi
BUTYKH I[OTO ITyHKTHPY HEMOB BUTAIOTh Y BIIACHOMY YaCOTIPOCTOPI, ITO/i-
OHO 10 TOTrO, 5K 1 cama «MicsuHa» Conara beTxoBeHa, IMOBIPHO, «Iepe-
OyBae y mapajeabHOMY BUMipi», HE BTpayaloun CBOET NOMYJISIPHOCTI MPoO-
TSATOM CTOJITb.
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®parment Tpio 3 Il wactnan Conatn berxoBena (mpukiaz 2) HAOTHO
JIEMOHCTPY€E BEIHMYE3HE 3HAYCHHS OpeaHizyiouoi (yynkyii waconpocmopy
y popmomeopenni. TyT BITUyTTS CHIIBHUX JOJEH IPU IOCTIHHOMY CHHKO-
MyBaHHI HEMOXIIMBE 0e3 CBiZIOMOTO nepeOyBaHHS BUKOHABIS Y pealbHil
METPUYHIHN MyJbcalii, OCKIIbKH HOr0 IICUXOJIOTTYHUN Yac MOXKE Bipi3HA-
THCH BiJ] peajbHOTO Ta HABIIOBATH BUKOHABIICBI BapiaHTH, JaJieKi BiJl 1MO-
TpiOHOTrO. OKpEeMUM BHIAJKOM TIPOSIBY 83AEMOBPIGHOBAICEHHS CIAMUKU
i Ounamiku € 3aKiH9eHHA (pa3, AKi MaloTh OyTH «JOCITyXaHUMM» TIPH 0e3-
nepepBHocTi Tewil My3uku (Tapabanos, 2021: 64).

Mpuxnan 2. JI. Ban berxosen. Conara cis-moll, op. 27, Ne 2, II 4., Tpio
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Te x caMme 3 TOUKU 30Dy 63AEMOBPIGHOBANCEHHS CIAMUKY | OUHA-
MiKy MOYXHa CKa3aTH MpO eKCIOHYBaHHs TojioBHOI maptii Il wactuHM
Conaru berxoBeHa (mpukiazn 3), a TakoX NMPO BUKOHAHHS 3aKJIIOYHOT
naprii (mpuknax 4). YV DIBUAKOMY pyci aKTyalbHICTh JOCITYyXaHOCTI 3a-
KiHueHb ()pa3 TiABKU 3pocTae. AJie 3a3HAYMMO, 110 HA MPAKTHUL € OAUH
BaxJINBUH HIoaHc. [Ipu moyaTkoBOMy OnaHyBaHHI My3WYHOI'O MaTepiaity
iCHye HaraJbHa HEOOXiTHICTh MpPOpaxyBaTH Bce, SIK BOHO €, HE 3aTpH-
MYIOUHCh 3aHAATO NPHU AOCIYXyBaHHI (pas, iHAKIIE, MPU HEBHUX OCO-
OJIMBOCTAX BUKOHABCHKOI MCUXIKU, MOXKYTh BUHUKATH HaIMIpPHI TPHU3Y-
MMHEHHSI T2 HaBiTh CIIOBUILHEHHSI, LII0 30BCiM HE 0a)kaHo Ta, 3a (aKToM,
HE € BPIBHOBaKCHHSM.

He BapTO HEMOOLIHIOBATH 1 MempopumMiuHy inepyito, Ika 0COOTUBO
aKTyaJlbHa Y HIBUJKUX TEMIIAX, aJie 3HOB MiJKPECINMO: HE CIil yIepemKa-
TH 110 IPUPOJIHY TEHIIEHIII10. Bece onncane 70CTEMEHHO Mi3HAETHCS JIUIIE
Yy BUKOHABCHKIH TPaKTHUIll, TOOTO eKcnepumMeHmaibHuM TIISTX0M, 1 B KOXK-
HOTO BMKOHABIIS IIEW IUILX MaTUME CBOI yHiKallbHI 0co0muBoCTi. OTXKeE,
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HPONOHYETHCS TIIBKU TeHEPAbHUI aITOPUTM, 3a SIKUM MOXHa OymyBaTh
IHAWBIdyaJlbHY CTpAaTeTilo.

Hpuxnan 3. JI. Ban berxoeen. Conara cis-moll, op. 27, Ne 2, III u.

e
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Ha ipomMy ekcniepuMeHTanbHOMY €Talli CIOCTePIraeTbes TAKOXK PeHo-
MEH GUKOHABCLKO20 (POPMOOCSACHEHHS Yepe3 onpaylosanis oemanel abo
HEBEJIMYKUX €Mi30/iB (10 € CKIAJI0BOK XYIOKHBO-CIIPSIMOBAHOI aKTHB-
HOCTI BUKOHABIS-IHTEPIPETATOPa y MOUTYKaX BIACHOTO 3BY4YaHHS KOMIIO-
3UTOPCHKOTO TBOPY). Y TaKWii CHOCIO IMiBUILYETHCS PIBEHb YCBiIOMIIE-
HOCTI BUKOHABIIEM Ipu OyAyBaHHI BJIACHOI iHTEpHIpeTaLiiiHOT KOHLeMIil
BHYTPIIITHIX 3B’A3KiB TBOPY Ta PO3BUTKY HOTO paMaTyprii, 0 Ma€ MO3H-
TUBHHI BIJTMB Ha XyJAOXKHIO SIKICTh BUKOHAHHS 1, 10 PEYi, CIIPUsE KPALIOMy
3aCBOEHHIO-3aI1aM’ITOBYBAaHHIO TBOPY B LIIJIOMY.

OTxe, Ha Hally JAyMKY, iCHy€ NEBHHMH MapagoKc: YUM Ouiblle yBa-
TH JI0 AeTaleii, TuM Oibllle BUTpae Bif 1poro I1iste. TooTo, nmepeOyBatoun
Mij Yac ONpAaIfOBaHHS TBOPY Y MIKpOPIBHEBOMY YacOIPOCTOPi, BUKOHA-
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BEeIlb TUM CaMHM TOJIMNIITye MAaKPOPIBHEBHUIT 4aCOMIPOCTIp MPH 00’ €JHAHHI
TBOPY B LJIOMY, PE3yJIBTATOM YOIO € OpraHiyHe BUKOHABCHKE BiTUyTTS
CIUTMBaHHS 4acy y TBOPi, @ TAKOXX OCSTHEHHS HOTO B IUJIICHOMY Ta JIeTallb-
HOMY BUITIAOAX.

Mpuxnan 4. JI. Ban berxosen. Conara cis-moll, op.27, Ne2, 111 4.

Po3rnsiHeMo xapakTepHCTHKH BUKOHABCHKOTO YacOMPOCTOPY Ha KiJlb-
kox npukianax 3 Conaru LllyGepra. Ane 10 TOoro XoTijiocsst 6 HaroJIOCUTH
Ha AyMIIi OAHOTO 3 aBTOpiB «Encyclopedia Britannica» 3 npuBomy TOTO,
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10 «COHAaTHa GopMa, SKY BIIEPIIIe POITIISIAIH K I IPYIHUK TTICIST CMEPTI
[lyGepra, He Oyna HaOOPOM MpaBwI, KOAU(IKOBAHUX TCOPSTHKAMU 1 Ha-
cimiyBaHuX Komnosuropamu. Ckopimre, 1e OyB TPUHIUN KOMIIO3HIIIT,
SKHH BUpIC 13 TOMEpenHiX (OPM 1 KU MOXHA y3arallbHUTH 3 aHaji3y
crpaBxHbOi TBop4ocTi ['alinna, Mouapra, berxoBeHa Ta iXHiX cyyacHU-
kiB» (Jacobson, 2017). ITpu 1iboMy 1ryOepTiBCHKI «OUTBII MMi3HI KOMIIO3H-
uii y conaTtHii (popMi B yCiX IHCTpyMEHTaJIbHHUX JKaHpaX, JOTPUMYIOUUCH
rpy0o0i TpaguLiiHOI CXeMH eKcno3uyis—po3podka—penpusa, CyTTEBO MO-
audikyroTh ii» (Tam camo)’.

[Tpu BuKoHaHHI TONOBHOI MapTii | yacTuam (pukaz 5) popremianHol
Conaru ly6epta D. 958, no-minop (came ms TemMa, TIEpII 3a BCe, HABIIOE
KOHKPETHI CIoraiy mpo My3uky berxoBeHa), HallakTyalbHIIIUM HaM 371a-
€THCS BIAUYTTS KOHMUHYAAbHOCTHI 4aconpocmopy Ta OB’ s13aHa 3 HUM GU-
KOHaBCbKA anmuyunayis. AJpke modynoBa caMmoi TeMH Taka, o oTpedye
HeaOMsIKUX BUKOHABCHKHUX 3yCHJIb JUIS LUTICHOTO ii 00’ €qHAaHHS, SIK Yepe3
NOCTiHI «3aBEpUICHHS» IMIIEPATUBHUX IHTOHAIIMHUX 3BOPOTIB, MO CY-
MIPOBOMKYIOTECSI TIay3aMH, TaK 1 depe3 HEKBaAPaTHICTh MY3HMYHHX MO-
OymoB, 0 (hOPMYIOTHCS IIIAXOM ITOCTIHHUX OTIOBHEHB, HE PYWHYIOTH
Py UBOMY MOJOBKEHOCTI Ta LITICHOCTI KOMIO3UTOPCHKOTO BUCIIOBIIO-
BaHHS npotsaroM 20 TakTiB (1uB. Takoxk Martinkus, 2021).

VY Il yactuni Ti€l )k Conaru (npukiaau 6—7) Ily0epT, Bxe He BrepIie
y CBOiif TBOPYOCTIi, HACIiAy€e OETXOBEHCHKY 30CEpEeIKEeHy MaTeTHKY, y TOH
e Yac HaIUISIFOYM [ed CrajoK HeMOBTOPHHUMHU PHCAMH BIACHOI KOMITO-
3UTOPCHKO MOBH. Y Wil My3HUIli TaKOXK Ha MEPIIOMY MiCL[i MalOTh CTOSTH
BITUYTTS! KOHMUHYATILHOCHI YACONPOCMOPY MA GUKOHABCHKE nepeddaueH-
s, ajKe 00’ €JHAHHS BEITMKOI TPHOX-11" AITHYACTUHHOT JOPMH 3 IIyOepTiB-
cekuMu «himmlische Léngen» morpedye HeaOWIKoT KOHIIEHTpAIlii BUKO-
HABCHKO1 EHEPTETUKU.

Opeanizyroua QyuKyis yaconpocmoposux napamempis y popmomeo-
penHi caMe B TIOHIOHMX, MOBUTEHUX, TEMIIaX TAKOXK € TyKe BaKIUBOIO,

9 «BiH 9aCTO PO3IIMPIOBAB YHCIIO TOHATLHHX LEHTPIB (LEHTPATLHIX TOHANBHOCTEH)
B CKCITO3UIIii, a IHO/I 1 YMCII0O OCHOBHUX TEM, BiJl IBOX JIO TphOX. LI TeHIEHIis 10 po3Iu-
PEHHSI BIUIMBA€E Ha BeCh MOJAIBIINH XiJ] aBCTPO-HiMenbKol cuMdonidnoi Tpaauii. Lle nps-
MU IpeIoK ekcro3ulii AnTona bpyknepa 3 IXHIME TppoMa pi3HUMH TEMaTHYHUMHU IPy-
IIaMU Ta 3HAYHO PO3IIMPEHHX COHATHUX CTPYKTyp I'ycraBa Manepa» (Jacobson, 2017).
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HE MEHIII 3HAYHOI0, aHDK Y IMBUJIKHX, a MiJl MIEBHUM KYTOM 30Dy, MOXKHA
CKa3arH, 1110 i HaBITh OLIBIIOIO.

Mpukaan 5. ®. lly6ept. Conara c-moll, D. 958, 1 1.
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OcobnmBo BigMiTUMO B oOpanomy ¢parmenti Conatu (mpukian 7)
Tepexia 3 TyOoNbHOCTI Ha TPiONBHICTh. BTpaTuTH peansHICTh CILTMBAHHS
4acy TyT AOBOJI JIETKO, PE3ylBTaToM 4oro Oyze 3aiiBa 3aTsSTHYTICTh, & TO
1 30BCIM «pO3Bai» 3arajibHOi (POPMH.

VYBa)KHOrO BpaxyBaHHS OCTAaHHIX Ha3BaHUX XapaKTEPUCTHK 4Yaco-
MPOCTOpY BUMarae i BUKOHaHHS iHIIOro ¢parmenty Il wactunn Conaru
[y6epra (mpukian 8), MO MiCTUTh «3yMHHKM» Ha (pepMarax Ta BEIHUKY
nay3y. [Ipu neBHill yMOBHOCTI JOBKXWHH (epMaT HE BapTO HEXTYBaTH M-
CTO TEOPETHYHHUM MOHATTSM IOAO I[bOT0, TOOTO B CEPEIHHOMY TPUBAIICTb
Mae OyTH MOJOBXKEHOI0 y 1,5-2 pa3u nmopiBHAHO 3 HanucanuM. OTxe, He-
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3Ba)KAIOUM Ha TIEPBUHHE 3HAUCHHS clloBa «fermatay (3 iTamichkoi — «3y-
MTMHKAa» ), BUKOHABCHKE MUCIJICHHSI Y YacOMPOCTOPi BCE OXHO MYCHTh OyTH
30cepelkeHe Ha Oe3lepepBHiil Tedii My3UnIHOI JyMKH.

Hpukaan 6. ®. llybept. Conara c-moll, D. 958, 11 4.

Mpukaag 7. ®@. Hly6ept. Conara c-moll, D. 958, II 4.
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Y npuknani 9 maBemeno ¢parmedT 3 IV wactunm conaru D. 958,
BUKOHaHHS SIKOTO, y 3B’S3KYy i3 IIBHIKMMH CTpPHOKaMH, 4acTo 000-
Ma pyKaMm# B TPOTHJIKHOMY HampsMKy (B Temmi allegro 3 TO3HAYKOIO
alla tarantella) noTpeOye yuMaoi CIPUTHOCTI, TAK CaMO SIK 1 TOYHOCTI.
YeBigomiieHHs Aii mempopummiunoi inepyii, Ta OibIIe — ONpPALIOBAH-
HA Y MATOTOBYIH poOOTI CKIAIHUX BiPI3KiB 13 3aCTOCYBAHHSIM IHTOHA-
LIHO-9aCOBOTO MiX0ly HaJalyTh OakaHi CIPUTHICTB 1 TOUHICTH. Take
PO3WUPEHHS BUKOHABCLKO20 YACONPOCOPY Y TPAKTUYHOMY BUMIpI 5B-
nsie co00I0 METOJl ONpAIIOBaHHS JeTalled 13 3aCTOCYBaHHSIM BHYTpIlI-
HBOTO BiUyTTS 3HAYHOTO «4acocTpuMaHHsM». Ha BigmiHy Big mpocTtoro
BpaxyBaHHS Mempopummiunoi inepyii, el METOH € paJuKalbHIIINM.
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Horo momiasHO BUKOPUCTOBYBAaTH B OCOOMMBO CKJIAIHUX MICIAX, TTOJi-
OHMX JI0 HABEJICHOTO MPUKIIATY.

Mpuxnan 8. ®. ly6ept. Conara c-moll, D. 958, II 4.

F r v Fom g ¥ ¥ ar Wl & ®FI 7
w

H;ﬂ —
logr s g8 a#%%ﬁ

f

Y upoMy 3B’SI3KY BUAUIIMO 1 NCUXONOZIYHUL 4ACONPOCMID GUKO-
HaBYs AK CKIA008Y GUKOHABCHKO20 yaconpocmopy meopy. Hezpaxaroun
Ha Cy0’€KTHBHICTD I[i€1 XapaKTEPUCTHKH, Ma€ CCHC 1 BpaxOByBaTH, aJiKe
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4acONpPOCTOPOBE CIPUHUHATTSA TBOPY BUKOHABIIEM, OCOOJIMBO IIif] Yac KOH-
LEepTy, Mae Oe3MOCepe/Hil BILUIMB HA YCIIIIHICTh BUKOHAHHS, TOMY BOHO
Mae OyTH BiJIOBIIHUM YHHOM CKOPEKTOBAaHO 3aJUId HAWOLIBII TOBHOTO
PO3KPHUTTSI KOMITO3UTOPCHKOTO 3ayMy.

BucHoBku. TBopuicTh JBOX BUAATHUX KOMIIO3UTOPiB, beTxoBeHa Ta
IlyGepra, 3a )KUTTS STKMX BiOyBaBCs MOCTYIOBUN MEPEXi BiJl CTHIHOBOI
enoxu Kimacunmsmy no PomaHTnsMy, He oTpuMana i OJHO3HAYHOT OLIHKH
MY3WKO3HABIIIB I[0JI0 MipH MPUCYTHOCTI B Hii KIITACHYHUX 200 POMAHTHY-
HUX puc. B my3uni berxoBeHa, sika B LJIOMY BiJIOBiZae€ €CTETUYHIN ma-
panurmi Knacuimsmy, 4acTKOBO BXe NMPOCTEKYIOTHCSI O3HAKH POMaHTHY-
HOI €CTeTHKH, 30KpeMa, Yepe3 iHAMBIgyaTi30BaHEe €MOIliifHe BHpaKEHHS
Ta EKCIIEPUMEHTYBaHHS L1010 My3W4HOI opmu. Takoro, Ha HAIll MOV,
€ 6erxoBeHcbka Conara op. 27 Ne 2.

Mysuni lyGepra, sik MOJIOAIOrO cy4acHHKa beTxoBeHa, Iyxe 3Ha-
YHOIO0 MIpOIO NPUTaMaHHA POMAaHTHYHA CHpsAMOBaHicTb. OmHAK y CBOiX
(dopreniaHHUX COHaTax BiH MPOSBISIE ceOe 1 K KOMITO3UTOP TOCTKIIA-
cuvHO1 1o0u: ioro Conara D. 958 mo3HayeHa MOMITHUM BIUIMBOM TBOP-
gocTi berxoBeHa, xo4ya 3a €MOIIHNM HAIIOBHEHHSM, MPUHITATIAMH 00-
POOKHM My3UYHOTO MaTepiany, oOyaoBU (OPMHU BCE K 3AIUIIAETHCS CYTO
1y0epTiBCHKOIO.

XapaKTepuCTUKH BUKOHABCHKOTO YacONpOCTOpYy (B3aeMoJIisi Ta B3a-
€MOBPIBHOBa)KCHHsI CTATUKH Ta AMHAMIKH; OpraHi3yloda QyHKLis BHKO-
HABCHKOTO Yacy y (hOpMOTBOpPEHHI; METPOPUTMIYHA BUKOHABChKa iHEp-
isl; KOHTUHYaJIBHICTh YaCOMPOCTOPY Ta BUKOHABCHKA aHTUIUIALISI) BU-
SBIIIACS aKTyaJbHUMHU 1 IIOJ0 IUX JIBOX COHAT. BiamiHHOCTI B iX peai-
3aii y po3risiHyTux TBopax berxosena i [1lyGepra moB’s3aHi 3 O1JIbII0I0
BUKOHABCHKOIO CBOOOI0I0 TIOPIBHSHO 3 MONEPEAHIMHU eTarnaMu PO3BUTKY
(dopTeniaHHOTO MHUCTEITBA, SIKa, OKPIM 1HIIIOTO, 3pOCTalia pa3oM i3 Io-
SIBOI0 HOBUX THUINIB (PaKTypHOTO BHKJIAJIEHHS, 110, Y CBOIO 4epry, Oyiu
MapKepaMH CTPIMKOTO PO3BHUTKY (OpTEmiaHO — HOBOTO iHCTPYMEHTA
ETIOXH.

HaBeneni amst BUSIBICHHS XapaKTEPUCTUK MY3UUHI MIPUKIIAAN MAalOTh
JIOTIOMOTI'TH TTiaHiCTaM-TIIPAaKTHKaM, 3a aHAJIOT1€10, CAMOCTIHHO 3/IHCHIOBA-
TH MOAIOHUH MOMIYK, 10 Ma€ 30UIBIIMTH CTYHiHb YCBIJOMIIEHOCTI BHKO-
HaHHS Ta MOJICTIINTH IHTEPIPETAIIIHI TTOITYKH.
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Hogi xapakTepucTUKH, IO OaH1 y i CTATTI, & CaMe: BUKOHABCHKE
popmoocsenenns yepe3 onpayroéanns Oemarnell, NCUXONO2IYHUL YAco-
nPOCMIp BUKOHABYSL (K OOHA i3 CKIAO0BUX GUKOHABCHKO20 YACONPOCOPY
meopy) TOKJIMKaHI 30UIBIIMTH Jiana30H MO3UTHBHOIO BIUIMBY Ha ITiJTO-
TOBYY poOOTY MiaHiCTa-BHKOHABI, K 1 PEKOMEHAOBAHUN NPaKTHYHHUN
METOJl POSUIUPEHHS GUKOHABCLKO2O 4ACONPOCMOpY, 10 MA€ i1CTOTHO IO-
JICTIIUTH OTIaHYBAHHS CKJIaJHUX TEXHIYHMX €Mi30/iB.

IHepcnexkTuBu Aociaimkenns. Ha nam mormsz, icHye HEOOXigHICTD
PO3IIMPEHHS MOJS AOCHIIKeHb Yy cdepi (opTeniaHHOro BHUKOHABCTBA
13 3aCTOCYBaHHSM, O 3 IHIIUMH, eKCNEPUMEHNATLHO20 METORY 31
OibII €PEeKTHBHOI JONIOMOTH B ONIaHYBaHHI Ta MpodeciifHOMy BUKOHAHHI
MY3UYHHUX TBOPIB.
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Performance Chronotope in the Piano Sonatas
by Beethoven (op. 27 No. 2) and Schubert (D. 958)

The article examines the specifics of the performance chronotope (time-space)
of two masterpieces written by outstanding composers-contemporaries, whose
lifetime is characterized by a gradual transition from the classical to the romantic
style. Its essential characteristics and the significance of their awareness by the
pianist-performer in the practice of working at a musical piece are highlighted.
The “performance chronotope” is one of the parameters involved in the field of
contemporary music-performance interpretation (Nikolaievska, 2020: 144). This
publication is related to our previous work, where space-time characteristics
of clavier sonatas by D. Scarlatti, C. Ph. E. Bach, J. Haydn, W. A. Mozart, and
M. Clementi were revealed from the viewpoint of a piano performer (Tarabanov,
2021).

Some parameters of the performance chronotope that have been outlined
before — interaction and mutual balance of statics and dynamics, organizing
function of performance time in sound musical form, metrorhythmic performance
inertia, continuity of space-time and performance prediction (anticipation) — are
supplemented by others, such as performance understanding of the form through
working at details, and psychological space-time of the performer (as one of the
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components of the performance chronotope of the work). This is attributable to
new interpretative tasks of the pianist in Beethovens and Schubert’s Sonatas
under consideration. These works have not yet been the subject of analysis from
the standpoint of performance chronotope characteristics, which, along with the
use of an experimental research method (with the involvement of the author's
experience in concert performance of the considered worksl), determined the
scientific novelty of the presented study.

The results of the study are supposed to be helpful for piano performers
in their learning of these works and similar ones. It is especially relevant,
because the greatest composer of piano sonatas, Ludwig van Beethoven,
is in the spotlight all the time. His so-named ‘“Moonlight” Sonata (op. 27
No. 2) continues to attract new generations of listeners, performers, and
researchers (Rosen, 2002; Waltz, 2007; Gordon, 2017, and others). Beethoven s
direct successor, Franz P. Schubert created no less fascinating works in the
genre of piano sonata. Among them is the Sonata D. 958 in C minor, where
Beethoven s influence is observed to a great extent. As in the case with concrete
musical examples analyzed in the article, the piano performer can realize
on practice their own interpretative searches connected with the use of time-
space characteristics. In particular, a method of “expanding the performance
chronotope” is recommended, which should significantly facilitate the mastering
of complicated technical episodes.

Key words: piano sonata; Beethoven; Schubert; Classicism; Romanticism,
musical chronotope; space-time; performance chronotope; metrorhythmic inertia,
continuity, music form making, anticipation,; performers psychological space-
time.
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InTepnperaTnBHa QyHKUIis cHiBY
B «IIAPTUTYPi» Cy4acHOI 6a/1eTHOI BUCTABH

Y cmammi posenadaemuvca cneyugpiuna gpopma meopuozo cunmesy, aKoro € no-
E€OHAMHSA CNIBY Tl MAHYIO 8 banemax y cy4yacHomy mysuynomy meampi. Cunmes muc-
meyme € ampubymueHum 051 LOeMuKU €6poneticokoi onepu (8i0 0oou bapoko), 00-
Hak cnie y banemi — docums PiOKiCHe A8UWe NOPIBHAHO 3 THUUMU opmamu CuHme-
3y MUCmeymas, maKumu K, HanpuKiao, ONepHa 8UCMAsd, 0e 3aCmoCo8yEMbCI Xope-
ocpaghiynuii naan. AKmyansHicmes memu 3yM0o81eHa I0CYMHICIIO MY3UKO3HABUUX
00CTi0JICeHb, NPUCBIHEHUX GUGHEHHIO (IYHKYILL Cnigy 5K CKAa006oi banemnol eu-
cmasu. 3 yux nosuyill NPOaraniz08aHo 00Cc8i0 pobomu CyYyacHo2o (Ppanyy36Ko2o
xopeozpagpa Hoxana Hyca 6 Xapkiscokomy HayionansHomy akademiunomy meampi
onepu ma 6anemy imeni M. Jlucenxa (Yxpaina). Hozo modern-6anem «Manenvkuil
npunyy (2016) 3a momusamu nosicmi A. Cenm-Ex3tonepi € npuxnadom inmepmex-
CMYanbHOCMI 51K 03HAKU cydacHol banemnoi pexcucypu. Iliocymosano, wo mucmey-
meo cnigy 8 napmumypi OaiemHo20 CHeKMAaka MAae, nepul 3a 8ce, NIOCUIIOBATNU
Kamapcuuy O0it0 Ycix CKIA008Ux Xy0odCcHb020 Yinozo sucmasu. Enepeemuxa 6o-
KA1y, NOMHOJCeHa HA MpaouyiiiHi 3acodu KaacuuHoi xopeocpaghii ma mooepu-oa-
nemy, € CKAa008010 «Mynbmumediunoi mooarvbnocmiy (mepmin M. Ilemposuy) sk
O3HAKU THMePNPemayitiHo20 MUCIeHHs NOCMAHOBHUKIS. Busnanus 3 60Ky ¢axisyis
ma nyoniku ceiouums npo 80any KOHYenyito dOanemHoi NoCMAaHo8Ku 3a NOGiCMi0
A. Cenm-Ex3tonepi ma 0osepuieny 6UKOHABCHKY MAUCMEPHICMb apmucmie dOanem-
noi' mpynu XHATOBYy imeni M. Jlucenxa.

Kniouosi cnosa: banemna sucmasa, cnig y banemi, cunmes MUCmeyme, iH-
mepnpemayiiina gyuxyis, kamapcuc, Hoxan Hyc; XHATOB imeni M. Jlucenka,
modern-6anem «ManenvKkuil npuny».
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IMocTranoBka mpo6aemu. CHHTE3 MUACTEIITB € YCTAICHUM aTprOyTOM
MOETHKHM €BPOMEHCHKOI OMepH, BiJi CAMOTO MOMEHTY BHUHUKHEHHS I[OTO
JKaHpy A0 mepiofy (popMyBaHHS HAI[iOHATBHUX OMEPHUX IIKLUT y TPOBi-
HUX MY3HYHHX IIEHTpax pizHuX kpain y XIX cromiTrti. Yenix koMyHikamii
MiX TBOPILSIMU OTIEPHOI BUCTaBH Ta MyOIiKOI0 3a0e3neuye TPUEIHICTh Ta-
KHX CKJIAIOBUX: 1) BOKaJbHE MHUCTEITBO; 2) IHCTPYMEHTAJIBHUN CyTIpO-
BiJl — OPKECTp, IO JOMIOMArae y po3KpHUTTI BOKaJIbHO-CLIEHIYHOTO 00pasy,
IpaMaTHYHOI cUTYyaIii; 3) qexopaiii Ta ciueHorpadis, mo GopMyroTh 4aco-
OpOCTip, B IKOMY BiIOYBa€ThCS Iisl.

VY cyyacHOMY My3HYHOMY T€aTpi, L0 € PEeNpe3eHTATUBHOIO YaCTKOIO
KyJAbTypH TJIOOAi30BAaHOTO CBITY, PEXXHCEPH-TIOCTAHOBHUKU MIYKAIOTh
OHOBJICHHS 3aC001B MUCTEIHKOT KOMyHiKallii. | TyT crarote y npurozi dop-
MU TBOPYOTO CHHTE3Y SK HOBITHIX BHIIB MHUCTEITBA (KiHO, ITUPK, MYJIETH-
MeJ1ia-TeXHOJIOTIT), TaK i TPaJUIIIIfHUX — CHIBY Ta Xopeorpadii.

Tanens y HoBwmit yac He OyB 000B’SI3KOBOIO CKIIAJ0BOO OTMIEPHOT JIpa-
Mmaryprii. Xoda € i BAHATOK — (hpanyy3bka TeaTpanbHa Tpanuiis X VII —mo-
yarky X VIII cronits. [lounnaroun Bin TBopuocTi XKana-barucra Jlrommi —
(yHAaTOpa HOBOIO MY3MYHO-TE€aTPAJIbHOTO MUCTELTBA, B OIIEPHY CTPYK-
TYpy Ha MapUTETHUX MpaBax BXOAUTH OaneT (XxopeorpadiuyHa BUcTaBa
«BCepelHMHI» OMEpHOI [ii), MO TMoCcTae arpuOyTOM TaJIAHTHOTO CTHIIIO
KylnbTypu KoponiBebkoi @pannii (Dartois-Lapeyre, 1985). Takox y TBOp-
4ili mpakTuii XX CTONITTS € KUTbKa ICKPaBUX MPUKIIA]TiB [IOBEPHEHHS CHH-
Te3y CHIBy Ta OasleTy SK CTHJIFOBOI 03HAKHA HOBITHHOTO XOpeorpadigHoro
tearpy («llympumnena» 1. CrpaBincekoro). Ilpm mpomy maemo Bkazatu
Ha BIJICYTHICTh CIIELiaJIbHUX MY3UKO3HABUUX AOCIHIKEHb, IPUCBIUCHUX
SIBUILY CHHTE3Y OalleTy Ta CITiBY B XyAOKHBOMY IIPOCTOPi came 0ajeTHOTo
CIIEKTaKIII0, 30KpeMa, B3aeMonii modern-6aneTy Ta akaJeMiqHOTO CHiBY
B yacompocTopi Kyasrypu XXI cTomiTTs.

Merta cTarTi — JOCHIINTH B3aEMOIi0 BOKAJIILHOTO Ta 0aJIeTHOTO MHUC-
TEITB y CyYacHIA MPaKTHUIlI OAJETHUX ITOCTAHOBOK XapKiBCHKOTO TeaTpy
onepu Ta basiety (YkpaiHa) y peTpOCIeKTUBHOMY KOHTEKCTI TPAIUIliil €B-
PONEHCHEKOr0 My3UYHOTO TEATpy.

Marepiajgom st po3poOKu 3asBiIeHOl MpodieMu oOpaHo OaneTHy
BUCTaBy «ManeHbKuil npuHI» 3a MoTUBaMu noBicTi A. Cent-Ex3ionepi,
npem’epa skoi BimOymack Bocern 2016 poky Ha cIieHi XapKiBChKOTO Ha-
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[IOHAJIRHOTO akajgeMigyHoro Tearpy omepu ta Oarery (XHATOB) ime-
Hi M. JIucenka.

O0’ekTOM TOCHITKEHHA € PEHOMEH TBOPYOTO CHHTE3y B MY3HUYHO-
My TeaTpi; MpeaMeToM — iHTepIpeTaTHBHA (YHKIIiS CHIBY SK CKIaI0BOT
«MAPTUTYPU» OAJETHOTO CIIEKTAKIIIO.

Amnaji3 octanHix myosikauiii 3a Temoro. UucienHi pkepena BKasy-
I0Th Ha SIBUILE CUHTE3Y MHCTELTB B €BPOIEHCHKOMY MY3HMYHOMY TeaTpi,
MIPUKJIAJIOM SKOTO €, 30KpeMa, orepa-0aneT (B KOHTEKCTi (hpaHIly3bKOi
KyJabTypu 71001 bapoko). Konreniiist cTaTTi crimpaeTbes Ha JOCBia (axis-
iB, AKi BUBYAJIM MPOOIEMH 3aXiJHOEBPOMEHCHKOTO MY3HYHOTO Tearpy
Ta Oayery sk fioro opraHigHoi ckimanoBoi. Tak, B. JlanemmHa 30cepenu-
Jack Ha icmopuunux peanisx Oanety DpaHuii, COLiOKYIBTYpHUX (YHK-
misix #ioro Oyt (Jamemmaa, 2010). YV muceprartii C. Ardinosoi (2005)
cnennQiky iMaHEHTHUX BIACTUBOCTEH MY3HKH B OaJleTHOMY MHUCTENTBI
PO3KpUTO 4Yepe3 OIMO3MLII0 «IIACTUYHE—MY3HYHE», OFHAK «MY3UYHE»
MUCJIUTBCS JIOCITITHUICIO OUIBIN y3arajbHEHO, SIK 3ByKOOOpa3sHE MHC-
JICHHSI, 11032 BOKAJIBHOIO CKJIAJOBOIO, CIIIBOM fIK TakMM. leaTpo3HaBeLb
O. YenanoB y mokTopchkiit auceprarii (2008) 3ampomnoHyBaB KOHIIEIITIIO
XOpOoA02ii AK HAYKU Npo maueysb Ha MaTepialli BUCTaB XopeorpadidHoro
tearpy 3aximHol €Bporm XX CTONITTS; IPHU IBOMY BOKaJbHY CKIAIOBY
JOCTITHUK HE BUOKPEMIIIOBAB SIK CHelialbHy mpobnemy. OTke, BOKAIb-
HUI KOMIIOHEHT 0aJIeTHOTO CHEKTAKIIIO MOTpeOye MEBHOI yBaru HayKoBLiB
Ta BJaCHE BOKAJIICTIB SK HOCIIB CHIBAIlbKOI TPAIUIIii, 10 SIKAX HAJCKUTH
1 aBTOpKa CTarTi.

MeToau aocaiaxeHHs: OOYMOBIIEHI KOMIDIEKCHIM XapaKTEePOM SIBHIIA
«cmiB y Oaneti», sKe PO3IISIHYTO 33 AOTIOMOTOIO ICTHOPUKO-UNONOSTUHO-
20 MIAXOQY B KOHTEKCTI CTWJIBOBUX HPOLECIB €BPONEHCHKOI My3UUHO-TEa-
TPaJIbHOT KYJBTYPH 3 ypaxyBaHHSAM Xy[I0KHbO-€CTETUYHUX YHIBEpCaTil Bij
Bapoko 10 mocT™MonepHy; cemanmuuHo-0pamamypeiyHoco ananizy 6aneTHol
BUCTaBH SIK XyIOXKHBOTO TEKCTY, OAWHHIIMH SIKOTO € 3HAKU PI3HUX MHC-
TEIbKO-MOBHUX CHUCTEM; iHMepnpemayitino-Ko2HImueHo20 METOIy — 3aJyis
OCMHUCJICHHSI IPOOJIEMH TBOPUOTO CHHTE3Y Ta Pi3HUX MOLYCiB CHPHUHHSTTS
MY3WYHO-TEaTPajJbHOI BUCTABH SIK MUCTEIITBO3HABIISIMH, TaK 1 ITyOIiKOIO.

Buknaa ocHoBHOro marepiajiy. BUTOKM cHHTE3y TaHIIO Ta CIIiBY
B OaJICTHI BHCTAaBi MOB’s3aH] 3 TEHE3010 €BPONEHCHKOI OTIEPHOI KyJIBTY-
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pH, ska chopMmyBaacs 3aBISKA MPAarHEHHIO TOTOYAaCHUX ITOETIB 1 KOMIIO-
3UTOPIB BiAPOANTH TPUEAHICTH AaBHBOTPEIBKOT MY CiKii («10€3ist — CIiB —
TaHEeIbY ).

®pankomoBHi mrepena (Dartois-Lapeyre, 1985), sk 1 mpari cy-
yacHUX YyKpaiHchbkuX BueHMX ([anpmmna, 2010 Ta iH ) aKUEHTYIOTh
BEJIMKY pOJb Y CTBOPEHHI CHHTETUYHUX >aHPIB MY3WYHOTO Tearpy
Kana-barucra Jlromni (1632—-1687), sikuii OyB pogom 3 Itanii. [lpuixasmmu
y @pantiiro, BiH npaitoBaB y KopomiBeskomy Tearpi Jlromosuka XIV sk
MY3HKaHT, TAHIIFOPUCT 1 TIOCTAHOBHHK, CTBOPUBIIH «OTEpHHUN Oajer mo-
(hpaHIy3pKm», 10 ¥ JTOCI acoOIitOEThCS 3 KIACHKOI MucTenTBa «Belle
Danse» («mpekpacHoro TaHIo»). Lle mMmcTenTBo 3a dYaciB MpaBiIiHHS
JlronoBuka XIV maino couianbHO-NOMITHYHUE CTaTyc i 3a CBOIM 3MicTOM
BHUXOWJIO 32 MEXI1 MPOCTO OJIaropoaHoi po3Baru. Tanenp OyB YaCTHHOIO
ApPUCTOKPAaTUYHOTO BHMXOBAHHS, HEOOXIHOTO «IOOpPOYCSCHIN JIFOIUHI»:
«XTO KEpy€ CBOIM T1JIOM — TOH Kepye CBOIM pO3yMOM, 1 TOMy Ma€ KepyBaTu
CBOIMHU ITiJJIaHUMH» — KPACHOMOBHE Taciio kopois. OTxe, 1uist ppaHITy3b-
Kol HalliOHAJBHOI KYJIBTypH OaJieT — KyJbTOBE MHCTELTBO, B TOMY YHMCIIi
Ha HOBITHBOMY €Talli OyTTS My3HJHOTO TeaTpy.

ono iHmmx eBponelcbkux omnepHux wmkin (Irami, Anrmi), To
HE MO)KHA CKa3aTy, 10 TaHI He BXOAWIN y CKJIaJ ONEpH, ajie BOHU Oynu
NOB’s13aH1 3 HAPOTHOIO KYJIBTYPOIO 1 BiIOMBANM HalllOHAJTBHUN KOJIOPUT
MEBHUX CLEH (K npaBuiio, moOyToBoi TemMaruku). Tak, cuiMiiana i Tapas-
TeJla — CHMBOJIN 1TANICEKOTO XapakTepy; Yapall — yropChbKOro; MoJIbKa —
YeCHKOT0; Ma3ypKa — IIOJILCHKOTO.

BigmoBigHo nmo Tpamwilii, MPUABOPHUNA CHEKTAKIb (HPAHITy3bKOTO
KopomiBckkoro 0anery ckiazaBcsi 3 YOTHPHOX YaCTHH, MPEACTABICHUX
CIiBOM OfHi€T UM OinbIe «O0KEeCTBEHHUX OCi0O» abo aleropuyHuX mep-
COHAXIB, fKI IO Yep3i BUCTYIAIOTh B aMIlTya «01aropomHux repoiB» ado
XUMEPHUX [EPCOHAXKIB, CTBOPIOIOYH MPUEMHY JUISI IVIsI1ada «CyMilDy cep-
HWO3HOTO 1 TPOTECKY, MOXBAJIM 1 caTUPH, Mi(OJIOTIi Ta CYy9IacHOI IMONTITHKH,
CIICHH, HalOBHEHI peaJlbHUMH Ta (AHTAaCTHYHMMH iCTOTAMH, a TaKOXK
NOCUJIaHHIMM Ha MOBCSKAEHHE XUTTA. O00B’s13k0BUM OyB [lposor — ca-
MOCTIl{Ha CKJIa/IOBa, B SIKiil MICTHJINCh TIOXBaJia KOPOJIO Ta «MOPAJITE»
3 IPUBOAY TOTO, 1110 Oyae mpeAcTaBlIeHUM y BUcTaBi. Kommosuuis mpuaBso-
pHOTO OayieTy 3a3BUYail Majia B OCHOBI JIAHITIOT CBST, K, HAIIPHUKIIAI, Oa-
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net Anpi Jlemape «['amanTHi cBaTay (nmbdpetuct XK.-b. [rome ne Banci),
B SIKOMY «CTPYIKHEM» KOMIIO3HMIII BUCTABH € TAHIFOBaJbHA CIOiTa (II[0/10
ocobnmuBoCcTel (paHIy3bKOi My3WYHO-TEATpaJbHOI Ta TaHMIIOBAJIBHOT
Tpaaumii 6apokoBoi nobu auB.: Dartois-Lapeyre, 1985; «La danse et la
musique a la période Baroque (1600—-1750)», n.d.; «La musique baroque»,
n.d.).

Opraniyauii 38’130k 0ajeTy 3 6apoOKOBOIO OMEPOI0, 30KpeMa, BILUIHB
Oanety Ha ii CTPYKTypy, MpHU3BIB 10 (OPMYBaHHS CHHTETUYHOTO >KaHPY
«onepu-0anery», MOMYJISIPHAN TPHUKIA] SIKOTO 3HAXOAMMO Y TBOPYOCTI
XK.-®. Pamo. OznHa 3 cyyacHHX CLEHIYHHMX Bepciil iioro TBopy «l amantHa
[Hnis» MoXe cayryBaTH 3pa3KoM peiHTepIipeTanii (HOBOTO TpaKTyBaHHS)
XKaHpy «OaneTy 3i cmiBom». 30Kpema, APYTHi akT TBOpY, Aif SKOTO Bij-
OyBaeTbes B Ilepy, Bpakae HaBiTh Cyd4acHOI0 IIsijada €K30THKOIO YSIBIICHb
npo ymoBHui Cxizn. Lle#l akT Mae CTpyKTypy CTapOBHHHOTO ()paHIy3b-
KOrO KyIUIETHOrO poHmo (A A, A, A....), mo OyayeTbcsl Ha BapirOBaHHI
OJHI€T TEMH, 3 HEBEJIUYKUM KOHTPACTOM Y TEPIIOMY €Mmi30i (3a CXeMOoro
«a a+tpa ). Maridnui rinHOTUYHUA €(EKT CTBOPIOE OCTMHATHE 3BY4aH-
Hs TaMOypHHY, 3 KOTO TIOYMHAETHCS APYTUil akT O6aneTHoi aii. HMoro 4o-
TUPBOXIOJBHUN METp OpraHizye nonidoHiro xopeorpadiyHux MiHiH, sKi
IIOCTYTIOBO «HAKJIAJAIOThCs» OAHA Ha OHY, BTLIIOIOYM IIEBHY CHMBOJIKY.
[NepmmMu BUXOAATH CUMBOIUHI 3Bipi (OyHBOIHN), UHi TIIECHI pyXH yOCO-
OJIOIOTH EPOTHYHUH «HH3Y («I1i0110», 3a 3. dpeiimom). 3romoM T01at0THCS
OUIBII «TeTII», TymeBHI ICTOTH — TaMOYPHH TyT 3HHKA€E, M SIKO ¥ HIKHO
CHiBatoTh CKpUNKHU. OCTaHHIMH 3’ SIBISIOTHCA J1Ba coJicTh (OapHUTOH 1 co-
MpaHo) y CYIPOBOAi Xopy. B pe3ynmbTari yTBOPIOETHCS CUMBOJIIYHA TTAPTH-
Typa 6ajeTy, B KOHIEIIIi] IKOT0 YiTKO MPOCTEKYETHCSI TIEBHA 171e51 — BEPTH-
Kalli )KHBOTO CBITY, BTiJICHa Yepe3 iepapXito MUCTEITB: CXO/KEHHS BiJ 3Bi-
pSYOT TIACTUKU PYXY JO CIIBY, SIKHH yOcoOJIt0e OOKECTBEHHY CYTHICTB
mronuHU. MosknuBo, ue iges [lopsinky, mo nonae ¢isuyni 38°s13ku 3emiti Ta
Epocy, skwuii 3arpokye JIOAWHI TaAiHHIM J0 CTaHy 3Bipa depe3 ii mpuHa-
nexHicts 10 [puponn.

BoueBuns, nosiBa criBy (mapriii compaHo i 6apuTOHY, OpraHi30BaHUX
3a MPHUHIUIIAMH IMITalliiHOT NoTiQoHiT) YBIHUY€E «KapTHHY CBITY», 3BO-
JITYM HAHIBEI[b Maril0 MPHUMITUBHOI NMUBUTI3AIi Ta CTBEPKYIOUYH 1]1€I0
€BOJIFOTIIT JIFOMWHU BiJ TUISCHOTO, Yepe3 MyIIeBHE i JTyXOBHE, depe3 Ha-
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nexHICTs monuHn 10 OO0paszy ta Ilogobm boxoi. 3BicHO, iHTepmpera-
uiiiHa Bepcis, Ky MU NpOaHaNi3yBalld, HAJCKUTh Cy4YacHUM (paHIly3b-
KHM TIOCTAHOBHHUKAM 1 € BUTFHHUM XyIOXKHIM MEPEKIaZOM 3MIiCTy TBOPY
K.-®. Pamo.

Otxe, cniB y OaneTi mocrae sk BaJIMBa CKJanoBa mpouecy ¢op-
MYBaHHS 1IEHHOTO 3MICTy CIIEKTaKiIio. Ha marBepmkeHHS i€l TyMKH
MepPeIeMO JI0 IHTEPIPETONOTIYHOTO aHai3y HOBITHBOI XapKiBCHKOI BH-
cTaBu «MaJeHbKOTO NPHHILY», aBTOPOM KOHLEILIII SIKOIO € OaneTMeincTep
3 Opannii Moxan Hyc. Citin BKa3aTy, 1m0 ies Ta BUGIp My3U4HOTO MaTepi-
ay JUIsi OPUTIHAJIBHOTO XOpeorpadiqHOro BTUICHHS MOBHICTIO HAJIGKaIlH
came oMy sSIK xopeorpady-IoCTaHOBHHKY, SIKOTO CIEIialbHO 3alpocHiia
1o XapkoBa AMpekiis tearpy. I ocobucto BiH 6aunB 00pa3 Po3u, B sKy
3aKOXy€EThCS MaieHbKui [IpuHI, Ogoicmum: TIIACTUIHMM W BOTHOYAC
cniBounM. BinnosigHo, maprtiro Po3u BUKOHYIOTH OaniepuHa (3aciayKeHa
aptuctka Ykpainu Ipuna XanpgakeBcbka) Ta CHiBauka — 3aciy)keHa ap-
trcTtka Yikpainum Onena CrapukoBa (KoloparypHe compaHo). Basraena
B KOCTIOM KBiTKH, BOHa IepeOyBae Ha TOCTaMEHTI, SIKH CUMBOJIIYHO 30-
Opaxye 1utanery, Ae [lpuHIl 3HaimoB cBoro Po3y, i, 3a 3aqymMoM pexu-
cepa, BTUIIOE 1CTOTY, IO HAJEKUTh 10 iHW020 C8imy, HIX yC1 HaBKOJIO.
Mo>JIMBO, CTaTyapHICTh LbOTO MEPCOHAXKY Majia i (QyHKIIOHAIbHO-IIpar-
MaTUYHUI CeHC: BUPI3HUTH 00pa3 Po3u Ha TIIi moCTiiiHUX pyXiB OaliepuH,
SIKI IPUBAOIIOIOTh OKO PI3HUMH IJIACTUYHUMHM IIEPEBTUICHHAMHU. Tak 4n
iHaKIIIe, BBEIEHHS KOJOPATypHOTO CIiBY B apTUTYpy OaleTHOTo AiiicTBa
Ha/a€ HAMBUIIMH — OYX06HUL — BUMIP CIIPUAHSTTIO i€papXil MUCTEIBKUX
00pa3iB-CUMBOIIB. ¥ CHMBOJIYHOMY TUIaHI JIOACHKUI TOJIOC MOYKE MHC-
JIMTHUCH SIK 1IeaTbHUH IHCTPYMEHT, HAHOIbII HAOMKEHNH 0 HeOa 3aB/s-
KU NPUPOAHOCTI AUXaHHS (HEBUOMMOTO CHMBOJY JAYyXOBHOI peanbHOCTI),
B TOW 4ac, SIK, HApUKJIal, CTPyHHI, TyXOBl UM 1HIII IHCTPYMEHTH OiIbIe
OB ’s13aHi 3 MarepiaJlbHUM CBITOM, OCKUIBKH I'pa Ha HUX NOTpedye Oinb-
1101 KIIBKOCTI caMe TUIECHUX iil.

BaxxnmuBUM YMHHUKOM Jpamaryprii 6aj1eTHOi BUCTAaBH CIyTYIOTh Tpa-
TUIIIHI TIaHU XYIOXKHBOTO IiT0T0. [lepuuii — cyTo Xopeorpadiuaui, ie
NPEBATIOE BIPTYO3HA MAHCTEPHICTh MUCTEITBA KJIACHYHOTO TAHIIO; Opy-
2uil — IIaCTUYHUM, B IKOMY BifOyBa€ThCs IIEBHA J1isl, BAPAKEHA Yepe3 MO-
CIITIOBHICTP TUTACTUYHUX PyXiB (H0T0 pONIh aHANIOTIYHA (QYHKIIIT peUnTaTH-
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BY B OII€I, 1110 € MEHII IPUBAOINBUM 3 TOUKH 30Py KpacH 3By4YaHHS JIIOA-
CBKOTO TOJIOCY, aJIe B IKOMY MICTHTBCSI «HEPB» Aii, PO3BUBAETHCS CIOKET).

CriB, ronoc (aHTUTIOZ IHCTPYMEHTAJIBHOI BUPA3HOCTI) CKIIAIae mpe-
mitl (He 00OB’SI3KOBHH ISl KIIACHYHOTO OajeTry) IulaH, THM CaMUM Bij-
pomxyroun (ppaHIy3bpKy OapokoBy Tpaauuiio (onepa-6aner). O6pa3 Posu,
sIKa CIIiBae, OB’ s13aHMi 3 o0pa3om 11 rranety (sik 1y A. Cenr-Ex3ronepi).
s repoins, 3BeAeHa Ha IT’€lecTall Haue KopoiyieBa, ocmiBye JI000B (BH-
kopuctano ¢parmeHT «KoHuepry ans rojgocy Ta opkectpy» P. Imiepa).
BenbkaHTOBI KoNOparypHi pyJaan CyNpOBOLKYIOTH NIOKa3 TapMOHIHHOTO
ctany 6e3typbotHoro IIpunua, sikuii me He no3Has lobOpa Ta 3na. B 3a-
KIIFOYHIA KapTuHi 00pa3 Po3u «03ByueHO» reHiaIbHOI HOCTAIBIIYHOIO
TeMolo poMaHcy «Bokaniz» C. PaxmaniHosa.

SIckpaBo XapaKTepHUMH TepCOHAXaMH XopeorpadivyHoi HmapTUTYPH
€ Takox Koposp (fioro cynpoBomkyroTh hparMeHTH My3HuKH 3 Jpyroi op-
KkecTpoBoi cioiti h-moll Y. C. Baxa), YectomoGelb (IKOro XapakTepu3ye
¢parment 3 Oanery «Komenist» JI. emi6a), I1’sauuka (3Byuars «I[lopu
poky» A. BiBanemi, Il uactuna, «3umay), bankip (xapaxrepu3oBaHuii My-
3ukoro 3 CroiTu st Bionondeni cono M. C. Baxa), @onapmuk (0ro BEXix
BinOyBaeThcs mig My3uky «AkBapiymy» K. Cen-Canca 3 fioro «Kapnasamy
TBapWH» Y OPKECTPOBIH Bepcii).

3a KOXKHHUM 3 TepoiB [Iii 3aKpilieHa BjlaCHa OpUTiHAJIbHA, TOYHO BH-
BipeHa My3HYHO-XOpeorpadiuyHa CTHIICTHKA, XO4a BUOKPEMJICHI eITi-
30/IU-COJI0 BIJIETEHI B €IWHHUM IpaMaTypridHUi po3BUTOK. BimMuTumo
7 KOMIIO3ULIHHY 3aBEPILEHICTh MapTii LUX MEPCOHAXKIB Y 3araJlbHOMY 4a-
corpocTopi 6aneTHoi Aii. BiIbmIicTh My3UIHHX TeM 00paHo Xxopeorpadom
3 HETaHIIOBAJIbHUX, 8 IHCTPYMEHTAJIbHUX JKaHPIB TaK 3BAHOT «YHCTOI» MY-
3WKH, IEPEBa)KHO — €MOXH bapoko, a TaKoX — 3 TBOPiB KOMIIO3UTOPiB-pO-
MaHTHKIB, MEHIIIE — 3 TBOPIB KOMIIO3UTOPIB X X cTomiTTsa. Hampukian, mist
BTiIeHHA 00pa3y [lTaxiB, M0 MepeHOCATh TOJIOBHOTO Ieposi 3 OAHIET Tuia-
HETH Ha IHITY, a TaKOXK I « TaHITio0 KBiTiB» 00paHo (hparMeHTH 3 Oanery
A. Xauarypsina «Crapraxy.

TakuM YMHOM, O3HAKOI0 MY3UYHOI MOBHU OaJIeTy € THUIOBa Ul 200U
[MocTMOnepHY MOMICTUITICTHKA, 3aBISKH YOMY PO3KPHBAETHCS Oararoro-
Joca Modi(oHist CMHCIIB JIiTEpaTypHOTo MepIIomKepena. 3 HOro NpUBo-
Iy BKQ)XEMO Ha MOTHYHY 110 HaIIoi MpoOIeMH KOHIICTIIIIO TOJi-/MyIBTH-
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MOJAJbHUX YMHHUKIB, 30KpEMa, CIIPUHHSTTA MEJIOAWYHOIO KOHTYPY SIK
eMOMiifHOT rpamMaTuku My3uku Ta MosieHHs (Petrovic, 2017). ABropka
TPaKTy€ MYITBTUMOAAIBHICTB K MPOSB KiJTBKOX MOIYCiB — pecypciB, cop-
MOBaHHX COIIiaJIbHO Ta KYJIBTYpPHO, y MIPOIIeCi TBOPEHHS XyA0KHBO-00pa3-
HUX CMHCJIIB MOBH Ta MY3HUKH.

Po3yminHS nii MyTBTHUMOAANBHOCTI y MHCTEI[BKOMY YacOMpPOCTOpi
€ CKIIaJIOBOIO KOZHIMUBHO-IHMEPNPEemamueHo20 umipy TyXOBHOI pealb-
HOCTI MY3WYHOTO CHEKTaKJIIo, SIKU TOEAHY€E B cOOi 1Ba 4u OinbIie Mo-
nyciB. B Hamowmy Bumaaky ne — cmiB (Bokai) Ta Oaner (xopeorpadis).
3anpononoBana M. IlerpoBuu TepmiHOJOris, X04a i po3pobieHa B iH-
[IOMY HayKOBOMY KOHTEKCTI, JorioMarae BepOaibHO «yXOMHUTH CEHCY» NOo-
JACAHPOBOI MA NOAICEMAHMUYHOL NPUPOOU chnigy 6 6anemi Ta OCATHYTH
CTPYKTYpY HWOTO crneyugpiunoco xponomony, ne 00’ €IHYIOThCS KiHETHY-
HU, 30pOBH 1 BOKAIBHUI YMHHUKUA. ABTOpKA BKAa3ye, IO «MEIOAMYHI
KOHTYPH SIBIISIFOTH COOOI0 YBUPA3HEHI CXeMH, KOTpi 3a0e3MeuyoTh CITiB-
BiZIHOIIEHHS MK (i34yHOIO0 1 00pa3Hot0 chepamu. MenoguIHUN KOHTYP
€ HalBa)XJIMBIIIMM YUHHUKOM €MOLIIMHOTO BUPaKEHHS MY3UKH, OCKUJIBKI
Mae hopMaIbHy CITOPITHEHICT 3 BUPA30BOIO CTPYKTYPOIO €MOIIii, SKi TTe-
pexuBae oaunay (Petrovic, 2017).

Ciin okpeMo BKaszaTH Ha POJIb MIACMUYHO20 6UMipy Xopeorpadid-
HOT BHCTaBH, JI0 SKOTO Hajexarh maptis [limora (i3 dyHKIi€r0 onoBina-
4a), a TakoK YUTIS, YUl KOMEHTapi po3’sSCHIOITH IJIsAaadaM, M0 Big0y-
Ba€TLCS HA CIICHI. ABTOpaMH BHUCTaBH 3aJisHI MyJbTUMENiiHI 3aco0u:
Ha MOYaTKy BUCTAaBH Ha €KPaHHOMY MaHHO AEMOHCTPYIOTHCSI OpUTiHANb-
Hi MaJFOHKH MACEMEHHHUKA Ta IHIINX XYJTOKHUKIB 32 MOTHBAMHU CIOXKETY
A. Cent-Ex3ronepi, cTBopeHi creniansHo Ha 3amoBienns M. Hyca. I ue
TEX € OZHUM i3 HUISXiB MYITSTUMOJAIFHOTO CHHTE3Y MHUCTELTB, Ha PiB-
HI KOMYHIKaTUBHIX MOXJIHBOCTeH TexHomorii XXI cTomiTTs (Koimu BOHU
CHPalbOBYIOTH SIK JOAATKOBHI KOHTPAIyHKT JI0 JEKOpauil, cueHorpadii,
MY3HYHO-XOpeorpadidHoi BUPA3HOCTI).

Kynbminaris ciokeTy — 3aru0esib MaJleHbKOTO Ireposi — BUpILIeHa 3a-
cobamu cmiBy. B mii cueni 3Byunts «Bokaniz» C. PaxmaninoBa; TemOp
KOJIOPAaTypHOTO COMPAaHO MOCWIIE EMOIIHHUI e(eKT HACTINIbKH, IO
misinay BiguyBae xamapcuc. Y Takuil cmoci0 (paHIy3bKHH MOCTaHOB-
Huk-6anermeiicrep M. Hyc Bupaxae inero JIro60Bi 10 cBoro MaeHbKOro
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NIPUHIA, SIKUH He MaB 3aruHyTH. CaMe goxa K YBUPA3HEHHS 0)XO8HO2O
6UMIpY CHIEKTAKIIIO MiIHOCUTh €CTETUYHE CIPUIHATTS HA TOW PiBEHB, IO
Moke OyTH TOB’s3aHHN 3 (PIIOCO(PCHKUM MOHATTAM «EHTENeXii» — 37ii-
CHEHHOCTI, 3aBEpUICHOCTI, METH W pe3ynbraTy ogHoudacHo. [laprtis Po3u
B 3aKJIIOYHIM KapTUHI € TeHianbHUM nepexiagoMm TBopy C. PaxmaniHoBa
Ha MOBY CIEHIYHO-IJIACTUYHOTO MHUcTenTBa Oanery. TemOp romocy crmi-
BauKH acoLIOETHCS 3 HeOeCHOIO yncToTo0. HocTankris, 3akianeHa B My-
3umi «Bokaiizy», MOCHITIOE KaTapCHyHI BiAUYTTS 3aBISKHA MOJIHTOBHOMY
FCHETUYHOMY MIJITEKCTY MEJIOMIi, 110 CXOJIUTh JI0 I[CPKOBHHMX PO3CIIiBiB.
B npomy Bumajky crnpanpoBy€ (YHKIiS MYJIBTUMONAIBHOCTI, 3aBISKH
«meTadopUyHiil KOHHOTAIIT MEJIOAUIHOTO KOHTYpY» (3a M. [leTrpoBuy).
3ayBa)KUMO, 110 BUKOPUCTOBYETHCSI CAME 80KA.1i3 — CIIiB O3 CIiB, OCKIJIb-
KM cJIOBa O€3CHIII TIepeaTH BCIO Kpacy W AyXOBHY cumury moayTTs. OTxe,
CHIB HaJa€ ciyxadaM-TisgadaM JOCBiJ MepeKMBaHHS CHHTETHYHHUX €MO-
1[I}, SKi TTOB’sI3aH1 HE JIHIIe 3 OCOOUCTICHUM CBITOBIAYYTTSM, a i amelnto-
I0Th JI0 OUTBII y3arajibHEHOTO JyXOBHOTO TUIaHY, ITOB’S3aHOTO 3 iCTOpPH-
KO-KYJTBTYPHUM TE€3aypyCOM JIIOACTBA B L1IOMY.

BucnoBku. OTxe, cmiB B 0ajneTi € cuenudivHo0 CKIIag0BOIO TBOP-
YOro CHHTE3y B CUCTEMi My3UYHO-XOpeorpadiyHoro Tearpy, sika JocTar-
HBOIO MIpOIO HE BHBYEHA MY3HMKO3HABISIMHU. Hapasi 1ie siBuIe € 10CcuTh
PIAKICHUM MOPIBHSHO 3 iHIMMH (HOpMaMH CHHTE3y MHUCTEITB, TAKIMH
SIK, HAaIIPUKJIAJ, OllepHa BHCTaBa, JI¢ 3aCTOCOBYETHCS Xopeorpadiunuit
TUTaH.

[losiBa romocy B maptutypi modern-Oanery «MajeHbKUN MPHHID
it 6ubip amniya cnisaywvkozo eonocy conictku O. CrapukoBoi (koropamyp-
He conpano) 0OOYMOBJICHI KOHIIETIIIEI0 BUCTABH, 3TIHO 3 KO0, JIF000B —
cUMBOJ boskecTBEHHOT criti — Tonomarae Tiisiiaqy MepesKuTy 3aruoens re-
pos. 3 Takux mo3umii BuOip TBopy C. PaxmaHiHOBa BUAAE€THCS BUKITIOYHO
OpraHiYHUM, OCKUILKH BiH MICTUTh NIEBHUIN «CEMAaHTUYHUHN KOI» — MOJIH-
TOBHY IHTOHAITIIO, KA MACHITIOE KAMAapCuyHy yHKYilo CRiBaAYbKO20 20710~
cy 6 banemniti Oil.

SIKImo mpurazatv BU3HAYEHHS OajJeTHOrO MHUCTENTBA SIK «0OE3MOB-
HOI PUTOPUKU», TO B My3UYHO-XOpeorpadiuHy pUTOPUKY MOJCpH-0aneTy
1. Hyca opraHiuso BIHCAaHO XPUCTUAHCHKY iflero Ge3MexHoi moOoBi, fKa
JI0JIa€ CMEPTb.
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JlocBin aHami3zy OaJeTHOI BUCTAaBH Cyd9acHOTO (DPaHITY3HKOTO XOpPEo-
rpada M. Hyca, mocrasnenoi Ha cueni XHATOB imeni M. JTucenka, mij-
BOJIUTH HAC JI0 TaKoi MPOOIIEMU CyuacHoi banremono2ii, Ik TATaHHS CITiB-
BiZIHOIIEHHS 00pa3y JitonuHu criBaro4oi (homo cantus) i TFOAMHYU TaHITIO-
ro4oi (homo choris).

IaTepnperarniiina QyHKIIS CIiBY B KOHIENIi BHCTaBU € OYECBUJ-
HOIO: CITiB € CUMBOJIOM (YBUPa3HEHHSIM) 0OKECTBEHHOI CYyTHOCTI JIFOAH-
HU. JlyXOBHUI piBeHbh BOKAJHHOTO IUTAHY BHUIIHHA 33 PiBHI MIIACTUIHOTO
i TaHIOBaNbHOrO. KitlacnyHuil BoKas, MOMHOXEHUN Ha TpajMIiiHI 3a-
cobu 6aneTy (BUIOBUINHICTh KOCTIOMIB, Oaraty crieHorpadito, TeXHIYHY
BIPTYO3HICTh CONICTIB, My3H4YHY €KCIIPECiI0 IHCTPYMEHTAIBHOTO CYIPO-
BOJY, OPKECTPOBOTO 3By4aHHS SIK KOHTPAIIYHKTY 10 TaHLIOBaJIbHO-ILIAC-
THYHOI CEMaHTHKH) CTBOPIOE MYIBTH-MEMIHHY MOAANBHICTH (TEpMiH
M. IleTpoBuu) cnekTakiio « MajdeHbKUN IPUHID, AKa € 03HAKOIO iHmep-
npemayiino2o MUCIenHs 1020 NOCMAHOBHUKIE 1, IUpILIE, Cy9acHOI pe-
KHUCYPH 3arajioM.

Busnanns mnyOmiku BKa3dye Ha BHANMH KOHUEMUIHHUHA 3amyM pe-
ucepa-noctanopauKa M. Hyca Ta 10BepIIEHICTh BHKOHAHHS My3HU-
HO-CIIEHIYHOTO TBOPY apTHCTaMH XapKiBCcbKoi OaneTHoi Tpymnu. [lpukman
pem’epu «ManeHpKOTO pUHIAa» y BukoHaHHI apTucTiB XHATOBYy ime-
Hi M. JluceHnka HaOYHO IFOCTPYE MEBHI 0COOIIMBOCTI Cy4acHOT iHTepIpe-
Tamil BiJOMHUX CIOXKETIB Ta 3aKOHOMIPHOCTI PO3BHUTKY XOpeorpagiuHoro
MUCTEITBA B CYYaCHHX YMOBAaX MYJIBTUMEIIHOTO CITUTKYBaHHSI.

epcnexkTnBa nmoaanbuioi po3podku temu. Icropiorpadis ssuwa
«cmiB y Oaneti» Ta BUBUEHHs cydacHUX (hopMm #oro CreHiyHOro OyTTs
B My3UYHOMY TeaTpi CTBOPIOIOTH MiATPYHTS s aHaJi3y MpoOieMu B Te-
OpPETHKO-METONoJIoTi9HOMY Kirodi. Hapasi mmigHoo BUmaeThcs po3pod-
Ka KOHYenmy «CIIiB y OayieTi» B MeXaxX Cy4dacHOi meopii inmepnpemayii
Ha Matepiani iHmux BucraB XHATOBy imeni M. Jlucenka (Hanpukian,
«Tucsya Ta ogHa Hid» ©. AMipoBa, «Cmaprak» A. XagarypsHa Ta iH.).
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The interpretative function of singing
in the “score” of a modern ballet performance

Statement of the problem. Under consideration is a specific form of art
synthesis — singing in modern ballet. The synthesis of arts is attributive to
the poetics of European opera, where a choreographic plan is used, however,
singing in ballet is a rather rare phenomenon against the background of
the dominance of singing in the operas of the 18th and 19th centuries.
Nonetheless, there are eloquent examples of the return of singing in a ballet as
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a characteristic feature of the innovative choreographic theatre (“Pulcinella
by 1. Stravinsky).

The relevance of the topic is explained by the lack of musicological research
devoted to the functions of singing as a component of ballet, while in modern
practice there are clear precedents for the revival of this phenomenon. Some topical
sources indicate the synthetic type of theatrical spectacle in the context of French
Baroque culture (Danshina, 2010, Anfilova, 2004; Chepalov, 2008 and others),
but the vocal component is not considered as a special problem. The purpose of
the article is to investigate the interaction of vocal and ballet arts in the modern
practice of ballet productions of the Kharkiv Opera and Ballet Theater (Ukraine)
in the retrospective context of European musical-theatrical traditions.

Modern ballet “The Little Prince” based on A. Saint-Exuperys novel of
the same name (2016) staged by Kharkiv ‘M. Lysenko’ National Academic Theatre
of Opera and Ballet (KhNATOB) was chosen to be the material of the article.
The following research methods are used: historical and typological approach
that distinguishes the styles of European opera culture; semantic analysis of ballet
performance as an artistic text; interpretative-cognitive comprehension of singing
and its functions in ballet dramaturgy.

Presentation of the research results. The creative experience of the French
choreographer Johann Nuss on the stage of Kharkiv Opera Theatre — the
premiere of the modern ballet “The Little Prince”, testified to the actualization
of intertextuality in solving the problem of the relationship between singing
and dancing.

Traditional artistic plans are an important factor in the dramaturgy of a ballet
performance. Together with two purely choreographic levels where the virtuoso
skill of dancers and plastique of “talking” movements prevails, the singing
voice is the third plan, which indicates the continuity of the French tradition
(one can remember the model of J. B. Rameau's “Gallant India”). The choice of
musical material for the performance belongs to J. Nuss. He “saw” the image
of Rose, who the Prince is in love with, twofold: as a choreographic-plastic
and a “singing” one. Respectively, the role of Rose is embodied by a ballerina
(Honoured Artist of Ukraine Iryna Khandazhevska) and a singer (Honoured Artist
of Ukraine Olena Starykova, soprano). Dressed in a costume of a flower, the singer
represents an ideal creature: themes from R. Glier’s and S. Rachmaninoff’s vocal
compositions sound. The appearance of other bright characters is accompanied by
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instrumental music fragments, these are the King (J. S. Bach's Second Orchestral
Suite), the Ambitious Man (L. Delibes “Coppélia”), the Drunkard (“Winter” from
A. Vivaldi'’s “The Seasons”), and the Banker (J. S. Bach's Suite for Cello Solo).
So, the introduction of coloratura singing into the spectator s plan of perception of
the expressive-linguistic means of ballet opens a new symbolic world.

Conclusions. Singing in a ballet is a specific manifestation of the art synthesis
characteristic of modern choreographic performance. The vocal art emphasizes the
highest, spiritual degree of communication, adding to the spectators’ experience
a cathartic component. The interpretative function of singing in the concept of the
performance is obvious: singing is a symbol (expression) of the divine essence of
a human.

Energy of vocals, multiplied by the traditional means of classical choreography
and modern ballet, is a component of “multimedia modality” (Petrovic, 2017) as
a sign of the interpretive thinking of the directors. Understanding the action of
multimodality in the space-time of ballet is an interpretative dimension of spiritual
reality.

The prospect of researching. The study of modern forms of stage life of
“singingin a ballet” indicates the need to develop this conceptin the theoretical and
methodological key, as well as to consider other examples of ballet performances
(“One Thousand and One Nights” by F. Amirov, “Spartacus” by A. Khachaturian
in Kharkiv Opera and others).

Key words: ballet performance; singing in a ballet; interpretative function,
catharsis; Kharkiv National Theatre of Opera and Ballet; “The Little Prince”.
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YkpaiHcbka HAIOHAJTBHA BOKAJIBHA TPAANLis:
’KAHPOBA, CTHJIbLOBA TA BUKOHABCHbKA MPOEKLIL

Jlocnioswcenns HayioHANbHOT CKIA00B0I MY3UYHO20 MUCHEYMBA, 30KpeMd, GU-
KOHABCMEBA, € OOHUM 3 AKMYAIbHUX HANPAMKIE My3uyHol nayku. Heobxionicmo eu-
8YEHHS HAYIOHANLHOT cneyuiyHOCMI HAUOLIbIU HAOUYHO 0eMOHCIPYIONb NPUKIAOU
€BPONEUCLKUX KPAIH, 0€ UIIAX AKA0EMIUHO20 MY3UUHO20 MUCEYMBA MAE GEUKI Ya-
cosi napamempu. Takoro € il yKpaiHcbKa HAYIOHAbHA MPAOUYIsl, 30KpemMda, OKAb-
na. Haykoea nosusna npedcmasieno2o 00cniodxcents nog a3ana 3 ii cCuCmemHo
Xapaxmepucmuxor 6 KilbKoX NPOEKYisAx K Ne6HOi YilicCHOCMI.! 11020 Mema — 8-
ABUMU JHCAHPOBUILL, CIMUTLOBULL A BUKOHABCHLKULL ACNEKMU YKPAIHCLKOI HayioHanb-
Hol' sokanvhol mpaouyii. Ha ocHO8I KOMNIEKCHO20 NOEOHAHHS KIIbKOX HANPAMIE
00CTIOJICEHHS, — BUBHEHHS HAYKOBUX NPAlYb, NPUCEAYEHUX HAYIOHATLHOMY 8 MY3Uyi
63az2aJli, y KOMNO3umopcybKiti meopyocmi 30Kpema, po3giooK 3 UUpPOKO20 KOA My3U-
KO3HABYOL npoOIeMamuKy, a Mmakodic AHALi3y iICMOPUUHO20 WIIAXY e80N0Yil VKpaiH-
CbKO20 BOKAILHO20 MUCTEYMEA — 3 ACOBAHO, WO VKPAIHCLKA MY3UKA OeMOHCMPYE
BIOMIHHICIb NOHSMb HAYIOHAILHOT 6OKAILHOT MPAaouyii ma HAYlOHAIbHOI 6OKAb-
HOI WKOMU — OCMAHH € CKIA0080I0 HAYIOHATLHOI BOKATIbHOL mMpaduyii, sKa noeoHye
gorvraopre ma axademiune My3uuHe MUCEYMBO, NPeOCMABNeHi AK My3UUHUMU
meopamu, max i ix npeseHmayiero, Moomo My3uuHOK NPAKMUKOL.

Kniouosi cnoga: 6oxanvha my3uxa; 60KaibHe UKOHABCMEO; BOKANbHE MUC-
meymeo, HAYIOHANbHA 60KANbHA MPAouyis, HAYIOHANbHA «KAPMUHA CEIMY»;
YKpaincoka my3uka, pomanc, M. Jlucenxo, sxcanp; cmuis.

MocranoBka mpodaemu. JlochmikeHHsT BTIJICHHS HaIliOHAIHHOTO
Yy MY3UYHOMY MHUCTEIITBI € OJIHUM 3 aKTYJIbHUX HANPSIMKIB My3HYHOT Ha-
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VKU ChOTOICHHS. BOHO MOXke OyTH peai3oBaHO B Pi3HHX acleKTax — ic-
TOPUYHOMY, COLIOKYIBTYPHOMY, CTUIIHOBOMY, )KaHPOBOMY, KOMIIO3UTOP-
CbKOMY, BUKOHaBCbKOMY. IIpoTe KomImekcHOro mornsgy Ha crenudiky
MPOSBIB HAI[IOHAJIBHOTO B My3MYHOMY MHUCTEIITBI, 1[0 MOEAHYBaB OU yci
i JOCIHiTHUIBKI pakypcH, He Brajnocs 3HalTH. [IpuduH ToMy € KiJlbKa.
ITo-meprmie, MOCIMKEHHS HAIIIOHAIHHOTO B MY3HIll CTOCYETHCS SIK TIPO-
sIBiB floro y npogeciiHoMy My3WYHOMY MHCTELTBI (3 yciMa HOBITHIMHU
CTHJIbOBUMHM HalpsiMaMH Ta >KaHPOBO-CTUJIHOBUMHU SBHIIAMH CbOT'OJICH-
HS), TaK 1 y TpaIuUiiiHiil My3ulli HaliOHANBHOI KYJIBTYPH, TOOTO B My-
3u4HOMY (hosbKIIOpi. Y 3B’A3KYy 3 IUM, K MPaBHJIO, BUCHI OOMPaIOTh
JUTS TOCHIDKEHHS OJHY 3 IUX MYy3W4HUX chep (nmpodeciiiHe My3udHe
MHCTEUTBO 200 (OJBKIIOP), & TOTIM BUKOPUCTOBYIOTH 00 MaKCUMaIbHO
LIMPOKHUH MiJXiZ, 3aCHOBAaHMUN Ha OJHOMY-IIBOX 3raJlaHUX BHIIE acIeK-
Tax, a00 By3bKHH MiX1J 3 KOHIIEHTPALIi€l0 YBark Ha MposiBaX HalliOHAJIb-
HOTO B KOHKPETHUX TBOPax OKpeMHUX KoMIo3uTopis. Ilo-npyre, kynpryp-
Ha CHTYyallisl B Cy4acHOMY CBITI, IIO3HaYEHa MpoIlecaMu roodaizariii sk
CTBOPEHHSI IEBHOTO MYJIBTHKYJIBTYPHOTO YHIBEPCYMY, 3 OIHOTO OOKY, Ta
HamioHANBHOI cruernudikarii sk camMo30epekeHHsS KyIbTYPH, 3 1HIIOTO,
CHpUsie BeINYE3HIH Pi3HOMAaHITHOCTI MPOSBIB HALIOHAJILHOTO B MY3HIIi
Ta aKTWBIi3allii yBaru A0 HUX Ha BCiX PIBHAX OyTTS MY3HYHOTO TBOPY
K apTe(aKTy MUCTEITBA Ta KYJbTypH.

BuBueHHsI HaliOHAIBHUX MY3WYHHX TPaIulliid, SK MOXXHA BHBEC-
TH 3 HasSBHUX HAYKOBHUX JDKEPEN 3 IIi€] TEMATHKH, € HAHOUTBIIT HAOUYHUM
Ha TIPUKIaZax €BPONEHCHKUX KpaiH, [ IUIAX aKaJeMiyHOr0 My3HYHOTO
MUCTELTBA Ma€ BEJIHKI 4acoBi napameTpu. CaMe TaKUM € IIJISIX PO3BUTKY
YKpaiHChKOI MY3HKH, 30KpeMa, BOKaIbHOI. BoHa KOpHCTyeThcS HE3MiH-
HUM YCHIXOM Y CIIyXadiB Ta Ma€ BEJIMUC3HUH BUKOHABCHKUN Ta HAYKOBUH
MTOTEHITia, 30KpeMa, B aCIIEKTI JOCIIHKSHHSI HAIllOHAIBLHOT TPaTuIlii.

AHai3 ocTaHHIX mocaimkeHb i myOmikamii. Ornsa myOmikariit
3 00paHoOi TeMH, a came, Oe3MmocepeaHhO NMPHUCBIYCHUX IMMHUTAHHIM Ha-
LiOHANBHOTO y MYy3UYHOMY MHUCTELTBi, CBIIYHTH IO Te, 110, KPiM aKa-
JNEMIYHUX My3HWKO3HaBumx mpaib ([paranuyk, 2008; Komenma, 2014;
Jlronkesud, 1999a; Jlsmenko, 1991; Pomantok, 2009), 3’ IBISIOTHCS A0CITI-
JDKEHHS Ha MEXI1 pi3HUX HayK — MY3HKOJIOT1i, cOLi0oorii, icTopii, Hcuxomo-
rii, kynmeryposorii (Hikomaesceka, 2020; Applegate, 1998; Gottlieb, 2019;
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Kelly, Mantere, & Scott, 2018; Knox, 2019). JlociimkeHHs HaIllOHATEHAX
TpaguLild y My3UYHOMY MHUCTELTBI, K IIPABUIIO, CTOCYIOTHCS 3arajllbHUX
MIPUHLMIIB IX MPOSIBY — HA3BEMO, HAPHUKJIAZ, OAHY 3 KIAaCHYHUX HAyKOBUX
Ipalb BUJATHOIO YKPAiHCHKOTO KOMIIO3UTOPA, KIIACHKA YKPATHCHKOI MY3H-
ku Cranicnasa JlronkeBnua «Harionanizm y mysumi» (Jlronkesud, 1999a),
JIe OKpEeCTIeHHH MePCIeKTUBHHMN TIJIaH MO0 PO3YMiHHS Ta IIUISIX1B BUBYECH-
HSl TIPOSIBIB HAIIOHAJBFHOTO B MY3HIIi; 3TaIa€MO CTaTTIO MPO HALliOHAJb-
Hy MEHTaIIFHICTh Ta PiBHI 1i BigoOpaxeHHs B My3uii (paranuyk, 2008);
BiJI3HAYMMO JIOCJII/DKEHHS PO HAI[IOHAJIBHI TPaJMILIii B My3HIIi B iCTOPHY-
HoMy acmiekTi (JIsmmenko, 1973; Kopwiit, 2002) Ta miono CrHiBBiIHOIICH-
HS HAI[IOHAJIBHOTO Ta IHTEpPHAIlIOHAIBHOTO B My3uIl (JIsmenko, 1991).
Cepen IOCHTIKEHb, [0 HAJIEkKaTh aBTOpaM 3 IHIIMX KpaiH, BUPIZHUMO,
HaNpHUKJIaJ, CTATTIO, 1€ PO3IVIANAIOTHCSA MUTAaHHA PO3YMIHHA Ta BTIJICHHS
HalioOHaJbHOT crenn}iku HiIMEIbKOT KyIbTYpH Ha modyarky XIX cTomiTTs
(Applegate, 1998), HaykoBy mpaIlto Mpo OCOOIUBOCTI MPOTUCTOSHHS Ha-
[IOHAJILHOTO Ta IHTEPHAIIOHAJIHHOTO B MY3HIlI MUHYJIOTO Ta CHOTOICHHS
(Kelly, Mantere, & Scott, 2018) Ta 6araroTomMHi po3BiAKH 3 icTOpii yKpa-
fHCcBhKOi My3ukH (Kopwiit, 2002), 110 mpeACcTaBISIIOT: HU3KY HaIlpaIioBaHb,
MPUCBSIYCHUX OKPEMHUM HalllOHAJIbHUM MY3HYHHM KYJIbTypaM Ta crierudi-
11l IXHIX TPOSBIB Y KOHKPETHUX iCTOPUYHUX yMOBax. BuokpeMnmo rpyH-
TOBHE JMCEpTalliiiHe T0oCHiKeHHs [punu PoMaHIoK, 1e 00’ €KTOM HayKo-
BOI yBaru craja «KapTHHa CBIiTY» B CHCTEMi KaTeropiil aHaji3y MY3HKH,
pO3IIIAHYTa Ha MPHKIagax 3 YKpaiHChKOl My3W4HO1 KynbTypu (PomaHtoK,
2009). Takox crneuianbHUI iHTEpEeC MPENCTaBISAIOTh HAyKOBI PO3BIIKU
B rary3i BUBYEHHSI HAIlIOHAIIEHOTO ¥ TBOPYOCTI OKPEMHUX KOMITO3UTOPIB —
HaINpHKIaJA, CTaTTi Mo conocmiBy y TBopyocTi M. Jlucenka (Jlronkesuy,
1999b) abo mpo 0coONMMBOCTI MOBJIEHHS B KOHIIETIII{ YKPaiHCHKOTO HAIlio-
HajgpHOTO MOBO-cTHITFO O. Ko3apenka (Komenma, 2014).

Sk GaunMo, aHaJi3 HAaLliOHAJIBHUX TPAAMLINA caMe Yy BUKOHABCHKOMY
acCTekTi (K M0M0 iHCTPYMEHTANBHOI, Ta 1 OO0 BOKAIBHOI My3HUKH) TIPaK-
TUYHO HE TPENCTaBJICHUH y CydacHill My3HWKOJIOrii i morpedye okpemoi
yBaru. Lle 0coOnmmuBO akTyanbHO y CBITIII TOTO, IO CydacHa MY3HKOJIOTis
3ay4a€ BUKOHABCHKY CKJIaJIOBY JIO TIPOLIECY JTOCIIIKSHHS ILTICHOT CUCTe-
MU MY3UYHOTO MHCTEITBA 1 pOOUTH 11 HEBiI’€MHOIO YaCTHHOIO aHANITHY-
HOTO 1HCTPYMEHTAPII0 My3UKO3HABIIA.
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Bce Bumneckazane oOyMOBIIOE HAYKOBY HOBH3HY IIPEICTAaBICHOTO
JOOCHIKEHHS, sIKa TOB’s3aHA 3 CUCTEMHOIO XapaKTEPHCTHKOIO €THOCTI
YKaHPOBOI, CTHIIHOBOI Ta BUKOHABCHKOI MPOEKIINA YKPATHCHKOT HAI[IOHATH-
HOI BOKaNIbHOT Tpaauiii. MeTa 1iei HayKoBOi PO3BiJKH — BUSIBUTH KaH-
POBHH, CTHJILOBUI Ta BUKOHABCHKUI aCIEKTH YKPaiHCHKOI HAIlOHAJIBHOT
BOKAJILHOT TPATHUIIii.

MeTtopoJorist qocixKeHHs1 6a3y€ThCsI HA KOMIIEKCHOMY TIO€THAHHI
KIIBKOX HampsIMiB: BUBYEHHI HAyKOBHX IIpAIlb, MIPUCBSIYEHUX HaI[lOHAb-
HOMY B My3uli B3araii (dparanuyk, 2008; JlronkeBuu, 1999a; Jlsmenxo,
1991; Gottlieb, 2019; Kelly, Mantere, & Scott, 2018), a Takox y TBOp4OCTi
KOHKpeTHHX koMmo3uTopis (Komenna, 2014; Jlronkend, 1999b; Pomantok,
2009; Applegate, 1998); po3BiIOK 3 IIMPOKOTO KOJIa My3UKO3HABUOI IPO-
OJleMaTHKH, MO TOETHYE My3UdIHY Teopito Ta mpakTuky (Kopwiit, 2002;
Hixonaercbka, 2020; Pomantok, 2009; Knox, 2019).

Bukiaax ocHoBHOro Matepiany. YKpaiHCbKa My3WKa BUPI3HSIETHCA
cepell IHIIMX €BPOIEHCHKUX MY3HMUHHUX CBITIB OCOOJIMBOIO 3a CHIIOK Ta
TIMOWHOID B3aEMOJIEI0 TPAIUIIIMHOT MY3WYHOI KyIBTYpH (MY3HYHOTO
(honpkIIopy) Ta MpodeCciHHOTO MY3UIHOTO MHUCTEINTBA. SK BioMO, Tpak-
TUYHO Y BCiX KpaiHax mpodeciiiHa My3uKa BHHHKalIa HAa OCHOBI Hapoa-
HOI, BOMparo4n B cede 00pa3HiCTh, IHTOHAIIHHICTE, aKYCTHYHICTH, IIPUTA-
MaHHY TPaJAWLiiHIA KyabpTypi. Y Gararbox €BporneHchKUX KpaiHax 06a30r0
JUIsl aKaJIeMiYHOTO MY3MYHOTO MHCTELTBA MOCTYXHjla LEPKOBHA MY3HKa,
IIpHU FOMY 1 HapOAHI MY3WYHI TPaAWIlii TAaKOK BIUIMBAJIM Ha MPOLECH ii
¢dopmyBanHs. OcOOIMBOCTI iCTOPUYHOTO WIISIXY YKpAiHCBKOI MY3HUKH,
OB’ s13aHi 13 3arajbHOI0 CBITOBOIO ICTOPIEIO, IMO3HAYCHI IMEBHUM Yaco-
BUM «3aIli3HEHHSAMY 1, BIAMOBIIHO, IIPUCKOPEHHSIM» OCHOBHHX €TAaIliB
PO3BHUTKY MY3HMYHOI'O MHCTELTBA YKpaiHH, L0 HEMOBOM «HA3LOTAHSIIO»
eBponeiiceki kpaiau. [IpumymenHs ykpaiHChKOi MOBH, KYJNBTYPH Ta pi3-
HUX 1l TfyMaHiTapHUX TPOSBIB, OB’ I3aHE 3 IEPMAaHEHTHUM IepeOyBaHHAM
VYkpaiam y ckiami 0ararbox iMIepiii, IOCTIHHO BHKIIMKAIO CHIIBHHHA PyX
MEHTaJIbHO-KYJIETYPHOTO CIIPOTHBY, OHUM 13 MPOSBIB SKOr0O Oyi0 30epe-
XKeHHS (onbKIopy. My3udHa HOro CKIIafoBa € HaJ3BUYaliHO MOTYXHOIO Ta
MacmTadHo¥0. [IpoBiTHIM >KaHPOM TPaJIHIIIHHOT YKpaiHCHKOT My3HUKH BBa-
YKA€ThCsI HAPOJHA MiCHS, 1 11 icTOpUYHMI Oarax € yHiKaJbHUM. YKpaiHCBKi
HapoIHi MiCHI — HaxbaHHA BChOTO CBITY; 3rigHo ganux KOHECKO, came
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YKpaiHIll CTBOPHIIM HAHOUTBITY KUTBKICTh HAPOIHUX IICEHB y CBIiTi, OIH3b-
ko 15500. I came ykpaiHchKa miceHHICTh CTajla OCHOBOIO BOKaJIbHOI IPO-
(beciliHOl MY3WKH — IHTOHAIIHO, 00pa3HO, CTHIIICTHYHO. Y >KaHPOBIiH
CHCTEMI aKaJeMiYHOro BOKaJIBHOTO MHCTENTBA YKpalHW HapoIHa IiCHS
MPOIOBXKYE JKUTTS MO OUIBIIOCTI y >kaHpi pomaHcy. CTUIb yKpaiHCBKUX
poMaHCiB Moke OyTH 30BCiM Pi3HUM BiAMOBIAHO A0 iICTOPUYHOTO i aBTOP-
CbKOTO YMHHHKIB. [IpoTe ayke BaXXJIMBOIO € HOTO KaHPOBA CKIIaJ0BA.

Kanp pomancy B yKpaiHChKif My3W4HIH KyIBTYpi IPOMIIIOB TPHUBATHIA
HUIAX €BOJIOLIIT, 03HAMEHOBaHMI 00pa3HUM Ta IHTOHAI[IHHUM OaraTcTBOM
CTBOPEHUX MY3MYHMX IIe/eBpiB. POpMyBaHHS >KaHPY POMaHCY, SIK 1 iH-
IIUX KaHPiB My3UYHOTO MHCTEITBA, MIOB’A3aHE 13 3arajJbHUM PO3KBITOM
KyJAbTYpH B YKpaiti B eroxy bapoko (X VII — nepura nonosuna XVIII cro-
mitTs). JKaHp poMaHCy HIKOJIM HE PO3BUBABCS aBTOHOMHO. JIJIsT HBOTO Xa-
PaKkTepHHH OpraHiYHUHN 3B’S30K 3 TOe3i€l0, (OJIBKIOPOM, a TAKOXK BHY-
TPILIHBOXKAaHPOBHUH PO3BUTOK, SIKHH, y CBOIO UEPry, € HACIIAKOM MDKKaH-
pOBOTO B3aeMo30aradcHHs.

HoBaropchki mparHeHHs yKpaiHCHKHX TIOETIB TOTO Yacy HOMITHO BIUTH-
BaJM Ha (pOpMyBaHHSI JKaHPOBO-IHTOHAITIMHKUX 1 CTPYKTYPHUX OCOOIHBOC-
Teil My3u4HHX TBOpiB. Cepen HUX — aBTOPU TEKCTIB (@ 4acTo 1 MY3UKH)
MIOUIMPEHOTo B enoxy bapoko ocobmamBoro xaHpy HapogHoi ncainbsMu (abo
kaHra), Taki sk Deodan [Ipokonosuy, csTuTens Jumutpiit PocToBehkuit
(Tynrano), Credan SABopcokuid, I puropiit CkoBopona ta iHmi. Leit sxanp sk
Oararoroyioca JyXOBHa ITICHS PENIriifHOTO 3MICTY 3 BipIIIOBAHUMH TEKCTaMHU
nepeOyBae Ha pyOeski MiXK LIEPKOBHOIO Ta HAPOTHOIO CITIBOYOT TPaJHLIEO.

Came B cdepi KaMEepHO-BOKAIBFHOI MY3WKH 3’SIBUJIACS MOMIIHBICTBH
HIMPOKOT IHTEpIIpeTallii pi3HOMaHITHIX TE€M, TOYHHAIOUH BiJl IHTUMHOT Ji-
puKH (B )aHpi MiChKOi TOOYTOBOI ITiCHI-POMAHCY ) 1 3aKiHUYFOYH IITHOOKH-
MU G1T0COPCHKUMH pO3TyMaMu (B JKaHPi KaHTa).

ConbHa hopMa cripusiyia eMOIIIHHIN IUPOCTI BUCTOBIIOBAHHS i BTLIH-
Jacsl B TAKOMY TTOKa30BOMY JKaHPi, SIKUM Oyria IMoIMpeHa B TOH 4ac MichbKa
noOyToBa micHs. Sk mpaBuiio, 1e Oy COJbHI MiCHI 3 PO3BUHECHOK PUT-
MOMEJIOAMYHOIO CTOPOHOIO, 1 4aCTO — IIMPOKOT0 MEJIOANYHOTO Jiala3oHy,
OCKIJIbKM 3aCHOBYBAJICh Ha TPAAMIISX MY3UKyBaHHS MICBKOI 1HTEIIreH-
uii. 3Ha4Ha IX KiMBbKICTh BiAPI3HAETHCS MIAKPECICHO 1HANBIIYaTi30BaHOIO
0bpa3sHicTio. YacTo 11e McHI aBTOPCHKOTO TTOXOKEHHS (TEKCTIB 1 My3UKH).
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OcobmuBy momymsipHicTs 'y XVIII cTOmTTI 3aBOIOBaIM IMiCHI-KaHTH
I'puropist CxoBopony — 3HaMeHHTOro0 (hiziocoda, moera, My3ukanTa. Koro
BiZioMi KaHTH «BcsikomMy ropofy Hpas i paBay, «Oi TH, ITHYKO, KOBTO0O-
KO», «AX, MIILIA MOT JIiTa» BiJ3HAYCHI IMIMPOKOI MEJOAIMHICTIO, TIepeBa-
YKaHH;IM MiHOPHOTO Jia[y, pUTMIYHOIO THYUKIcTIO. B minomy micHi-pomancu
I'. CxoBOpOAH, Y TBOPYOCTI SKOTO ITOMITHI 3B’ I3KH K 3 YKPAiHCHKUM (HOJTh-
KJIOpPOM, TaK 1 3 Tpo(eciiiHOI0 MYy3HKOIO 0apOKOBOI €moxXH, BimoOpakann
HOBI PHCH B MY3W9HIl MOBI, 5IKi, ¥ CBOO YePTy, 3aTBEPKYBAIHCS B yKpaiH-
ChbKill BoKasbHiN My3wuili. Le, mepiir 3a Bce, eMolliiiHa BUpa3HiCTh MEJIOJUKH,
B SIKilf BKE TOJI IOCHUTH SICKPABO MPOSIBIISUTUCS JIIpHYHI 1HTOHAIIIT, 1110 CTa-
HYTb XapaKTePHUMH T YKPATHCHKOI BOKAJIBHOI MY3HKH ITi3HIIINX YaciB.

VY XIX cromniTTi poMaHc Ha0yB XapaKTEPHUX PUC, BIACTUBUX 3aXiAHO-
€BPOIICHCHKUM aHaJIOTaM. 3HAYeHHS KaMepHO-BOKaJLHOT TBOPUOCTi (pyH-
JlaTopa yKpaiHCbKoi My3uku Mukonu JluceHka nmpeacTaBisie€TbCcsl BUHSAT-
KOBUM Yy 1poMy mnpoueci. KamepHo-BokansHa My3uka Mukonu Jlucenka
€ HaWIIHHINIO CKIIAJ0BOI0 TBOPYOI CrIaAIIUHNA KoMitozutopa. Came B Hilt
HaMOIBII SICKPAaBO PO3KPHIINCS Y CBOEPITHOMY «CIIJIaB1» POMaHTHYHI TeH-
JIEHTTIT 3aX1MHOEBPOITEHCHKOT My3WdHOI KyIbTypr XIX CTONITTS Ta puUCH
HAI[IOHAJIBHOT CaMOOYTHOCTI, MPUBHECEHOI 31 chepu yKpaiHChKOI HAPOJ-
HOITiICEHHOT TpaauIIii.

KamepHo-BokasbpHa TBOpYicTh M. JIuceHKa cTaya SIKICHO HOBHUM €Ta-
MOM B YKpaiHCBKiil BOKaybHiM Mys3uii. IlicHI Ta poMaHCH KOMIIO3UTOpa
BIZIPI3HSIOTHCA BiJl My3UKH HOTO MTOTIEPEAHUKIB 1 CYYaCHUKIB HOBUMH YKaH-
POBUMH OCOONHMBOCTSIMH, IIMPOKUM Mialla30HOM OOpa3HOCTI 1 TEMaTHKH,
HOBHMH 3ac0o0aMH BUPa3HOCTI, HOBOIO 1HTOHAIIWHICTIO. Bipri, 1Mo MaroTh
MiCeHHY MPHUPOIY, KOMIO3UTOP YacTo iHTepHperye y dopMmax, oo Hadu-
XKaloThcs A0 (PoNbKIOPHUX. Y TBOpax ONOBIAHOTO XapakTepy Ha MepLIMi
IUIaH BHUCYBAeThCs (iocodchbka mpobieMaTHka, BOKaJIbHO-IHTOHAIIHHE
PO3rOpTaHHs MiANOPSAKOBYETHCS JEKIaMalliiHOMY Haudally, Bi1oOpakaroun
HE TUTBKH €MOIIilHI 3MiHU TEKCTY BipIla, a f CMUCJIIOBUI MiATEKCT TBOPY.

Pomancu M. JluceHka, siKi KOMITO3UTOp TOYaB THCATH HAIPUKiHII
1860 poxkiB micis TpuBaioi poOOTH HaK 00POOKaMU HAPOIHUX ITiCEHb, CTAIIN
HOBOIO CXO/IMHKOIO Y TIOZIANIBIIIIH €BOIIOIIT YKPaiHCHKOT KAMEPHO-BOKAILHOT
JipuKH. B 1MX TBOpax KpUCTaNli3yIOThCs XyAOKHI TEHAEHL1, IKi 00yMOBH-
71 BU3HAUHE Miclie KAMEPHO-BOKaJIbHOI TBOpYOCTi M. JInceHka B po3BUTKY
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BCi€i yKpaiHChKOI My3W9IHOI Ky I6TYpH. [lepit 3a Bce, 11e 3B’ 30K 3 ITICEHHUMH
YKaHpaMH POMaHTUYHOI JOOU, CBOEPIHICTD JIPHYHOT MEIOAUYHOT IHTOHALIT
i3 CECHTIMEHTAIILHO-POMAHTUYHUM BiATIHKOM 1 YKpaiHCHKUM HalliOHAJTbHAM
KOpPiHHSM, SICKpaBa i BATOHUEHA rapMOHIYHAa MOBa. Y BOKaJIBbHil TBOpUOC-
Ti M. Jlucenka 3HaxoquMo po3Mairy oOpasHy HajiTpy: BiA HIXKHOI JipHKU
JI0 IPaMaTUIHOTO TIOPHBY Ta eKcrpecii. B mimoMy, kommo3utop 30aratis
MY3H4HY 00pasHy cdepy poMaHCy JipHKO-TICUXOJIOTTYHUMH, €IYHUMH, Te-
POIYHMUMHU pHCAMH, CTBOPIOIOYH SICKPaBi eMOIIIHHO-TICHXOJIOTI9HI IIOPTPETH.

KomnosuTop mmcaB pomMaHcH Ha BiplIll YKpaiHCBKHX TMOETiB-Kia-
cukiB 1 cBoix cyudacHukiB: T. llleBuenka, I. ®panka, M. Crapuupkoro,
Jleci Vipaiuku, O. Onecs Ta Garathox iHmmx. Moro mnpupaGmosamn
TaKoX IMOETHYHI 00pa3u MoeTiB iHmUX HarioHanpHOcTei: [. Teitne,
A. MinkeBu4a. 3BiZICH IIAPOKUH TEMAaTHYHUH Jialmta30H POMAHCIB: Bif ¢i-
J0CO()CHKOTO, TEPOIYHOTO, CMIKO-IPAMATHYHOTO XapaKTepy M0 MCUXOJIO-
rYHUX, My3UYHUX 3aMaJIbOBOK IPUPOAH, TTOOYTY.

B nepury uepry, BigzHauumMo pomancu M. JIuceHka, HamucaHi Ha Bi-
piui, SIKi BTUTIOIOTH HApOIHI «OKiHOY» 00pa3w 1 B SKMX ApaMaTH4Hi Ie-
peXKUBaHHS TEPOTHL PO3KPHUBAIOTHCS 3 TICHUXOJIOTIUHOO THOmHO0 («OH,
ofiHa 51, onHay, «Y Tiel Karepunmy, «[lnau SIpocnasan»). [Hmmii miact po-
MaHciB M. Jlncenka — Jipu4Hi Mel3aKHi KaMEepPHO-BOKaJIbHI 3aMaTbOBKH,
SKI BTUTIOIOTh KapTHHU yKpaiHchkoi npupoau («Cagok BHITHEBUH KOJIO
xatu», «Ilo nibposi BiTep Biey). [lounnatoun 3 1870 pokis, M. Jlucenko
3BEPTAETHCA J0 BTUICHHS TEPOIYHOI 1 emiuHo1 00pa3Hoi cepu (icropudHa,
Ko3a4a TeMaruka). /1o Takux 3pas3kiB MoxkHa BigHecTH TBopH «Llle sik Oymnu
MH Ko3akamm», «l'oMoHiIa Ykpainay, «Jlo Xopturi». Cepen kaMepHO-BO-
KaJbHUX TBOPIB KOMIIO3UTOpA CHiJ Bi3HAYUTH poMaHC (HiocodChKOro
Hanpsmy «llonax mosxem ige». lllupoko mpencrasineHa i ocoOucTiCHA iH-
TUMHa Jipuka — « MUHAIOTH IHI», «IlopBaB cTpyHm», «Tn HE MOs, AIBYMHO
nro6ay 1 6araTo iHIIHNX.

Y BokampHHX TBOpax M. JluceHka Ha ciioBa Cy4JaCHHUKIB Haldac-
Tillle TIPOSIBIISIETBCS <JIIPUKO-TICHXOJIOTIYHAY» CTUIIbOBA JIOMiHAHTa pO-
MaHTHYHOTO Tumy. binmbie 60 pomMaHCIB KOMIIO3UTOp HAIKMCaB Ha BipiIi
T. llleBuenka. TBopUicTh BUAATHOTO YKPAiHCHKOTO MOETA 3HAYHO BILTUHY-
Jla Ha CTHJIbOBI OCOOIMBOCTI miceHb 1 poMaHciB M. Jlucenka, iXHIO My-
3U4Hy 00pa3HicTh, kKoMmno3uIlito. «Came B micHsIX Ha Tekctr T. [lleBueHka
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SICKpPaBO TIpEACTABJICHA “‘HapomHA™ JiHISA CTHIIO KoMIro3utopa» (KopHii,
2002: 299). C. JlronkeBu4, BUJATHUH YKPaiHCBKUH KOMIIO3UTOD 1 BUCHHUH
XX CTOMITTSI, BUPI3HSIE TP OCHOBHI TUIT POMAHCIB B KAMEPHO-BOKATBHIH
TBOpuocTi M. Jlucenka.

1) Iepmumii THI — «ITiCHI TPOCTOHAPOIHOTO JKAHPY», SIKi 32 (popMoro
1 3MICTOM HaWO1IBII OM3BKI A0 YKPATHCHKUX (POIBKIIOPHUX 3pa3KiB;

2) Opyruid TUI — L€ POMAHCH, B SKUX KOMIO3UTOP TaKOX CIIUPAETHCS
Ha YKpaiHChKYy HAPOAHY MEIOIVKY, OJHAK MaicTepHO 00poOstoun Goib-
KJIOpHIi IHTOHALIT Y CTHIII, HAOMKEHOMY J0 3aXiIHO-€BPONEHCHKUX 3pa3KiB;

3) tpertiii Tin — ne pomancu M. Jlucenka Ha ciosa Jleci YkpaiHkw,
I. TeitHe 1 moeTiB IHIIMX HAI[lOHAJIBHOCTEH, B sAKUX (opma 1 dakTypa
€ «IyXe JaJeKOI0 BiJl YKpaiHCHKOTO HapOAHOTO KaHPY 1 MPOSBISE B Me-
JIOITUTII, TApMOHIi 1 MaHepaX (OpTEITiaHHOTO CYIPOBOIY Pi3HI €EBPOITEHCHKI
3pa3KH 1 BILUTUBH, 5IKi, OTHAK, CKJIAJIAIOThCS Y JIOCUThH BITi3HABAHUH “JIMCEH-
KiBChKHA THID» (JIromkeBud, 1999b: 357).

Be3cyMHiBHO, MOBHA IHTOHAIliSl BIUIMBAE HA CEMOIIMHHUI XapakTep
My3u4HOi oOpasHocTi. CaMe 3aBOSKM TOHKOMY BTUICHHIO HOETHYHOTO
TEKCTY B MY3HIIi POCTEKYETHCS HEPO3PUBHA €THICTh KAHTHIICHH 1 TeKI1a-
ManiiHoi Menoauku. KommnosuTtop 31e0inblie He TIOBTOPIOE CIIiB TEKCTY,
1 WICHyBaHHS B My3W4HIH (OpMi 30iraeThCs 3 TOCTUYHUM UYJICHYBAHHSIM.
3aKOHOMIPHO, IO MIPH CTBOPEHHI POMAHCY KOMIIO3UTOP BPaXOBY€ CIEIIU-
¢iky BipmoBaniii popmu. TekcToBa cTopoHa 3a1a€ 1 00yMOBIIOE 0coOIH-
BOCTi My3UYHOTO PO3BUTKY.

Otxe, TBOpui nocsirHenHss M. Jlucenka, 3 ogHOro OOKY, MiICyMyBaln
TIOTIepe THIH eTarl eBOJIOLi1 HallioHAIBHOT BOKainbHOI Tpaautii y XIX cro-
JITTi, @, 3 1HIIOTO, BIAKPWJIM HOBY €MOXYy B ii PO3BUTKY y XX CTONITTI.
TenaeHList 10 PO3KPUTTS OaraTorpaHHUX SBUIL )KUTTA 1 XapakTepiB cTana
JIOMIHYIOYOO0 B pOMaHCax yKpaiHChKUX KOMITO3UTOPiB. TBOPUICTH yKpaiH-
cbKo1 mpogeciiiHol KOMITO3UTOPCHKOI LIKOJIM MOXE CIIY>KUTH HPUKIAI0M
TOTO, SIK Ti UM 1HII PUCH IHIWUBITyaIbHOCTI CTaBaJIM PUCAMU IITKOJIH, a Ta
YM iHIIA TeHAEHIisl Ha0yBaa 3HAYEHHS €CTETUYHOTO MPUHLUITY.

[Ipore BaXJIMBO BiA3HAYNTH, MIO TOHATTS YKPAiHCHKOI BOKAaJIb-
HOI IIKOJIM Ta YKPaiHCHKOT BOKAJILHOI TPAAHUIII] HE € TOTOXKHUMH, TIEpIIe
€ CKJIaZIOBOIO JIPYToOro SIK OUIBII IIMPOKOTO MOHATTA, IO BKIIOYae 0araro
TEOPETUYHUX Ta MPAKTUYHHUX NUTaHb, OB S3aHUX 13 BOKAJIBHOIO IPAKTH-
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KOI0 (KOMITO3UTOPCHKOIO Ta BUKOHABCHKOIO) B ICTOPHYHOMY, KaHPOBOMY,
CTHJIbOBOMY aCIIEKTaX.

Jlo Takux cIif BiTHECTH apTUKYJIAIIIO AK 3aci0 Bupa3HOCTi. P mo-
CJIITHUKIB BiZ[3HAYAIOTh B YKPATHCHKIH Ta iTaNAChKi MOBaX YiTKICTh 1 BU-
3HAUEHICTh TOJOCHUX, SIKi TATHYTH 332 COO0I0 MHUJIO3BYYHICTS 1 CIIIBYYiCTb,
MIPU3BOIATH 10 30mmkeHHs opdorpadii i opdoemii. B ykpaiHcbkiii MOBI
JOMYCKAETHCSl HASBHICTD B OTHOMY CJIOB1 JPYTOPSHUX HArojocCiB, 0 Ta-
KO 301JTbIITy€ HOTO ITOBHO3BYYHICTb.

Takox TyT CiIiJi TOBOPUTHU TIPO OCOOJIMBY €MOIIHHY TPaIUIlI0 yKpa-
THCHKOI BOKAJIbHOI MY3UKH, L0 TaKOX M€HETUYHO IOB’sI3aHa 3 YKpaiH-
CHKOI0O MEHTANBHICTIO, @ CaM€ 3 TMOETHAHHIM JIIPUYHOTO Ta JpaMaThd-
Horo cBitocnpuidHATT (Pomantok, 2009). IlepenymoBoro 3aaymieBHOCTI
1 IIUPOCTI BHCIIOBIIOBAHHS — HEOOX1THOTO IICHXOJIOTITHOTO MOMEHTY TIPH
BUKOHAHHI — MOXE CITy)KHTH 310paHiCTh BUKOHABIIS 1 BOJIOAIHHS BJIACHU-
MM CITiBallbKUMU MOXJIMBOCTSIMU. CHEKTp eMOLIIHHUX CTaHiB, HOEAHAHUX
B paMKax OJIHOTO TBOPY, 3a3HaYE€HOT0 CTUCIICTIO MacIITa0iB 1 JJaKOHIYHiC-
TIO BUKJIAAY, IPY BUKOHAHHI IIOBUHEH MPOSBIATUCS HE B PO30CEPEIKECHH1
MOYYTTIB HA 3aTAIbBHOMY €MOIIITHOMY TTOPHBI, a, HABIIAKW, Y BHYTPINTHIH
CKOHIIEHTPOBAHOCTI (SIK BTUJICHHI HACUYEHOCT1 €MOIIii) 1 IPUPOIHOCTI ca-
MOBUpaXeHHS. BukoHaHHS Mae OyTH Oe3mocepenHiM, TOJi BOHO MPO3BY-
YUTh MEPEKOHIIMBO, a 0€3 MPOCTOTH 1 MPUPOTHOCTI BUCIOBIIOBAHHS He-
MOJKJIMBA OCOOJIMBA TIOETUYHICTh Y BUKOHAHHI.

[TocwuiienHs nexmaMarifHOCTi, MMiABUIIEHHS TECUTYPH B KyJIbMiHAITiH-
HUX MOMEHTAaX, KOHTPACTHE MPOTUCTABJICHHS aKOPAOBOi BEPTUKAIII MeJo-
JIN30BaHOI MapTii GopTerniaHo — BUKOPUCTAHHS MOMIOHNX 3ac00iB BHUpa3-
HOCTI € BAYJIMBUM MIPUHAOMOM JipamMaTu3allii My3uKH TP BTLUICHHI AyIIEB-
HHUX TOYYTTIiB JIipUIHOTO Teposi. TakuM 4MHOM, BUKOHAHHS YKpaiHCHKHX
POMaHCIB TOB’sI3aHE 3 MEPEAavet0 TOCTPOr0 OCOOMCTOTO TEpPEKUBAHHS,
sIKE BUPAYKA€ThCsl B TPAHUYHOMY €MOLIIiHOMY HanpyxeHHi. DopremnianHa
CKJIaJI0Ba 3aMHKa€ MY3WYHY (hopmy, Oyaydd, Ha piBHI My3W9HOI Jpama-
TYprii, CBOTO POAY BUXOJOM y CBIT BHYTPILIHIX MMEPEXHUBaHb i pO3IYyMiB,
3 KX 1 BUHUKA€E My3UYHUI 00pa3 poMaHcy.

BucnoBku. [1posiBu HallioHATBEHOTO Y TpodeciifHill My3HIli, K Y KOM-
MTO3UTOPCHKOMY, TaK 1 Y BUKOHABCHKOMY aclleKTaX, MOXXYTb OyTH oXapak-
TEPU30BaHi SK BTIJICHHS HAITIOHAILHOTO KOJIOPHUTY a00 MEBHOI CTHIIICTH-
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KM, MOXYTh CHpUHMATHCA SIK OKPEMHUH 3HAK NEBHOI CHUCTEMH — a came
HaliOHAJILHOT KYJIBTYpPH SIK «KYJIBTYPH CBITY», alleé 4aCTO BOHH € CaMOIO
CHCTEMOIO Ta il MOBOIO, IETEPMiHOBAHOIO HalliOHAJIbHUMH TPATULISIMU SIK
aKyCTHYHO, TaK i 00pa3Ho, )KaHPOBO, CEMaHTHYHO. 3BICHO, IIc HE 03HAYAE,
o npodeciiHe My3U4HEe MUCTELTBO «KOIII0€» HAPOJHE YM HAMAraeTbCs
MOCICTH MiCIIe TPATUIIHOT My3UYHOI KYNBTYPH (My3UYHOTO (POITBKIOPY),
ajie BOHO IOPS/ 3 HEIO CTa€ PENpe3eHTaHTOM HaIliOHAILHOTO, HAI[IOHAIIb-
HOI Tpaauiii y mmpoxoMy ceHci. Lle i 00yMOBIIO€ y CHOTONHIIITHIHA TOJTi-
KyJIBTYpHIH cuTyalii, B yMoBax robanizaiii (1K mpolecy yHiBepcasizamii
KyJIBTYpH), TiJIBUIIEHY [iKaBiCTh 3 00Ky KOMITO3UTOPiB, BUKOHABIIIB, CITY-
XadiB Ta HAYKOBIIIB IO HAIIOHAJIHHOTO y MY3HII (K CKIJIAZ0BOI IIPOTHIIEK-
HOTO MPOLECY HAaLlIOHAIBHOI caMOiieHTUdiKaii).

Cra" cy4acHOrO MY3HMKO3HAaBCTBAa CBLAYUTH IIPO T€, IO NUTAHHSA
NpOSBY HALIOHAJIHLHOTO Yy MY3WYHOMY MHUCTEUTBI 3aJMINAETHCS AOBOJI
TOCTPUM 1 OTpedye CBOr0 BUBUEHHA Y PI3HUX pakypcax. Ajie BUMalbo-
BYETHCS TIEBHA BICh JOCIIHKEHHSI, sIKa TIOETHYE CUCTEMHHI MHPOKodop-
MaTHUH NOMIAL Ha 10 TpobieMy, ToOTO yHiBepcaabHHUI piBeHb BUBUCHHS,
Ta OUTBIN BY3bKHH, TOOTO piBeHBb crenudikalii, IKHi CHPSIMOBYE yBary
Ha KOHKpPETHY HalliOHAJIbHY MY3U4HY KYJBTYpY, 1l ocoOmuBocTi Ta ii mpo-
SBH Y TPaAWIiiHIA Ta mpodeciiiHiii My3uIli, K IHCTpYMEHTAIbHIN, Tak
i BoKaubHil. Bce 1ie cTocyerbest 1 yKpaiHCBhKOI HalliOHATBHOT MY3HYHOT
KYJIBTYypH, 30KpeMa BOKAIbHOI, IKa Ma€ CKJIaHI Ta TNTUOWHHI 3B’ SI3KH MiX
MY3U9HUM (OTBKIOPOM Ta MPOo(heciiHUM My3UIHUM MHCTEI[TBOM.

Y BOKaJIbHINM My3HUIIi HalliOHAIBHA crier(piKa Jli€ Ha KiTBKOX PIBHAX —
CTUJILOBOMY, KaHPOBOMY, KOMIIO3ULITHOMY, 00pa3HO-CEMaHTUYHOMY, BU-
KOHaBChKOMY. YKpaTHChKa HalliOHAJIbHA BOKAJIbHA TPAIUILIS MICTUTB Y COO1
yci mi piBHI, IO TO-Pi3HOMY B3a€EMOJIIOTh Y KOHKPETHOMY MY3UYHOMY
TBOpi. BaXmmBO Bi3HAYUTH BiAMIHHICTE MMOHATH HAITIOHATFHOT BOKAJIBHOT
TpaauLii Ta HalliOHAJbHOT BOKAJIBHOT IIKOJIM — OCTAHHS € CKJIaJ0BOIO Ha-
IIOHATRHOI BOKAJILHOI TPaIuIlii, Tka ToeaHy€e (DONTBKIOpHE Ta aKaaeMid-
HE My3W4YHE MHCTELTBO, IPEACTaBICH] K My3UYHUMH TBOPAMH, TaK 1 ix
MIPE3eHTAIi€l0, TOOTO MYy3WYHOIO MPAKTHKOI0. B yKpalHCBKiil BOKaIIbHIN
MY3HIIi IIe Ma€ 0COOIMBE 3HAUEHHS, 00 ii TpaauiiliHa My3UYHa CKJIaJ0Ba
Mae y npodeciiiHoMy My3UYHOMY MUCTELTBI KiIbKa POEKIIiH — JKaHPOBY,
CTHJIHOBY, IHTOHAITITHO-00pa3Hy, BHKOHABCHKY.
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I[epcneKTHBHICT, MOAAJBIINX JOCTIIKEHb 3 OOpaHOI TeMU BH-
3HAYAETHCS CHPSMYBAHHIM Cy4aCHOTO PO3BHTKY MY3HYHOTO MHUCTEIITBA,
30KpeMa MY3UYHOTO BUKOHABCTBA, K IHCTPYMEHTAIBHOTO, TAaK 1 BOKAJb-
HOTO, y Oik TioOami3arii Ta yHiBepcamizaiii. Ileit mpomec, y cBoio depry,
[MO3HAYCHUI CBOEPITHUM «OIIOPOMY» HAIlIOHAIBHUX KYJIBTYp 3a]yIsd 30epe-
JKeHHS BIIacHOi caMoOyTHOCTI. Lle mosicHIoe miABHIIIEHH iHTepec 10 Hali-
OHAJIBHOTO Y 0araThboX KyJIbTypHO-MHCTEIBKHX cepax, y TOMY YUCIIi My-
3uyHil. TakuM YMHOM, Cy4acHa My3UYHA HAyKa Ma€ BEIUKI MEPCIIEKTHBH
1 IMAPOKE IO CITTHUITHKE TTOJIC 711 BUBUCHHS HAITIOHATLHOT CIIEITU(iKU My-
3UYHOTO MUCTELTBAa MUHYJIOTO Ta Cy4acHOCTI, ii Ail Ha BCiX piBHAX OyTTS
MY3UYHOTO TBOPY — KOMITO3UTOPCHKOMY, BUKOHABCHKOMY, TIEPIIETITUBHOMY.
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Ukrainian national vocal tradition:
genre, style and performance projections

Statement of the problem. The research of a national component in
music is one of the urgent areas of music science, which can be realized in
various aspects — historical, socio-cultural, stylistic, genre, compositional, and
performance. The need of studying national specifics is traced most clearly on
the examples of European countries, where the path of academic musical art has
large time parameters. The Ukrainian national tradition, the vocal in particular,
belongs to such musical phenomena.

The analysis of publications on the chosen topic shows that, in addition to
academic musicological works (Draganchuk, 2008; Komenda, 2014, Lyudkevych,
1999a, 1999b; Liashenko, 1973, 1991; Romaniuk, 2009), there are studies on
the border of different sciences — musicology, sociology, history, psychology,
cultural studies (Nikolaievska, 2020; Applegate, 1998, Gottlieb, 2019, Kelly,
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Mantere, & Scott, 2018; Knox, 2019). The studies of national traditions in musical
art, as a rule, concern the general principles of their manifestation (Draganchuk,
Lyudkevych, Liashenko, Applegate, Kelly, Mantere, & Scott), as well as the creative
work of individual composers (Komenda, Romaniuk). The study of national traditions
in the performing aspect today requires special development. All this determines
the scientific novelty of the presented research, which is related to the systematic
characteristics of the whole phenomenon of the Ukrainian national vocal tradition.
Our purpose is to identify the genre, style and performing aspects of it. The complex
of research methods includes several directions: studying the researches devoted to
the national in music in general, in the work of Ukrainian composers in particular;
of the scientific works on a wide range of modern issues of musical theory and
practice, as well as the analysis of historical evolution of Ukrainian vocal music.

Research results and conclusions. In vocal music, national specificity
operates on several levels — stylistic, genre, compositional, figurative, semantic,
and performing. The Ukrainian national vocal tradition combines all these levels,
which interact in different ways in a specific piece of music. It is important to note
the difference between the concepts of national vocal tradition and national vocal
school — the latter is a component of the national vocal tradition, which combines
traditional musical culture and academic musical art, represented by both musical
compositions and their presentation, that is by musical practice.

Key words: vocal music;, vocal performance; vocal art; national vocal
tradition; national «picture of the worldy,; Ukrainian music; romance; M. Lysenko,
genre; style.
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Grover Washington Jr.’s style of improvisation on the saxophone

Statement of the problem. Creativity of Gr. Washington Jr. studied, although
he was a very popular performer and improviser. The official site provides the most
detailed material on the heritage of Gr. Washington Jr., a section is not well of
A. Wests dissertation (Aaron J. West) is devoted to the method of his improvisation,
Gr. Washington Jr. is mentioned in studies on the theory and history of jazz
(Aebersold, 1992; Ellenberger, 2005; Levine, 1995) as well as in a research essay on
“smooth” jazz (Flynn, 2014; Mader, 2012). The purpose of the article is to outline
the main features of Grover Washington Jr s improvisation on saxophone.

The research methodology combines several sources: works on the theory
of improvisation (Ferand, 1957; Bailey, 1993; Stetsiuk, 2020; Zotov, 2018),
works on performance style and interpretation as communication (Adorno, 2002,
Nikolaevska, 2020). Based on a combination of methods, the article defines
“style of improvisation” as a system of four dimensions: the phenomenological
considers improvisation as a method of music-making based on the instantaneous
transmission of what appears in empirical time; pragmatic — explores improvisation
as a set of elements that are formed in the language of an individual musician
and objectified “here and now” according to certain laws of form; personal —
interprets improvisation from the standpoint of the psychological and spiritual
qualities of a musician-improviser;, communicative — studies improvisation
from the point of communication between the musician(s) in the group and the
musician(s) with the audience. The study uses this proposed definition to analyse
Gr. Washington Jr's works. Scientific novelty is declared by the analysis of “style
of improvisation” as a system of four dimensions (phenomenological, pragmatic,
personal and communicative).
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Conclusions and results of the study. The article revealed the features of
Gr. Washington's style of improvisation on the example of his albums “Inner
City Blues” (1971), “Mister Magic” (1975) and “Winelight” (1980), which
belonged to the crossover music of the 1970s and established musical and cultural
paradigms of the smooth jazz in the 1980s. The pragmatic dimension of the style
is evident in the saxophone timbre (“multi-timbre” instrument); modal harmony
(an evolution from a “two-chord vamp” to richer harmonic thinking, from smooth
Jjazz to fusion); predominantly “horizontal” melodic thinking; tendency to build
short phrases. The communicative dimension is expressed in the predominance
of the declamatory (recitative) style of jazz improvisation, which returned jazz
to the traditions of the swing era, phenomenally manifesting itself in the work of
Washington and influencing the further development of jazz.

Key words: smooth jazz; saxophone style of improvisation,
Grover Washington Jr.; timbre; principle of “two-chord vamp”; declamatory
(recitative) style of jazz improvisation.

Statement of the problem. Grover Washington Jr. (1943—-1999) is
one of the most interesting figures in the history of jazz. Gr. Washington Jr.
is a hereditary saxophonist and mastered the instrument at the age of 12.
His own style was developed while working in groups of New York
and Philadelphia, and from 1971 (when the album “Inner City Blues”
was released) he established himself as a significant figure in jazz
music. His next albums were nominated for and won a Grammy Award.
The audience was especially fascinated by the rather unusual, original,
as if lightened, elegant and unique sound of his saxophone. The multi-
instrumentalist, who possessed all kinds of saxophones and brilliantly
improvised on each of them, changed the view of jazz performance on the
saxophone, the attitude to jazz idioms, and inspired future generations of
musicians. Therefore, the study of his creative work is appropriate from
several points of view: improvisation as a form of musical life, performing
style (style of music making), and actually in terms of awareness of the
phenomenon of “improvisation style”, which is the basis of jazz science
and jazz trend within performing interpretology.

Analysis of recent research and publications. Creativity of
Gr. Washington Jr. is not well studied, although he was a very popular
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performer and improviser. Currently, the most detailed material on his
legacy is available on the official website, with small essays in other studies.
A separate section of Aaron J. West’s dissertation research is devoted to
the method of improvisation of Gr. Washington Jr. Studies in the theory
and history of jazz (Aebersold, 1992; Ellenberger, 2005; Levine, 1995)
mention the name of Gr. Washington Jr., as well as relevant research essays
on “smooth” jazz (Flynn, 2014; Mader, 2012).

Methods. The methodology of the proposed study combines several
sources. First, we single out the study of improvisation itself. The main
ones are: T. Adorno’s message (Adorno, 2002) about improvisation as
a kind of “speech”; E. Ferand (Ferand, 1957), who distinguishes among the
criteria for classification of improvisation its means, performing content,
texture coordinates of “horizontal” and “vertical”, which, in turn, is related
to the technique of the performance, scale and form of implementation;
D. Bailey (Bailey, 1993), who studies the laws of idiomatic and non-
idiomatic improvisation; B. Stetsiuk (Stetsiuk, 2020), whose study, while
continuing the classification of E. Ferrand, systematizes the types of musical
improvisation “taking into account different approaches to this phenomenon”
(Stetsiuk, 2020: 178), supplementing the existing classification by stratum
principle, and pointing to interaction in the contemporary jazz creativity
of “such fundamental principles of musical thinking as improvisation and
composition” (Stetsiuk, 2020: 178). The connection between improvisation
and thought processes is also pointed out by other researchers (in particular,
D. Zotov (2018: 113): “The phenomenon of improvisation is closely related
to the characteristics of the musical thinking of an individual”.

It is important for the research to develop interpretology in relation
to the positions of “performing style”. We shall focus on the work of
Yu. Nikolaievska (2020), who proposes to study the performing style by
a three-level system: the physical level which is associated in particular
with the psychological characteristics of the performer; the artistic
one presents manifestations of artistic energy and the formation of the
performing thesaurus; the spiritual level reflects a certain life experience
and communicative vector. The latter is important when calculating the
situation of improvisation, because it (especially in the collective version)
always reflects a certain communicative situation.
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Thus, based on some experience of scientific research, we shall
propose our own definition of “improvisation style” as a system of four
dimensions:

— phenomenological — reflecting the essence of improvisation as
a method of music making based on instantaneous transmission, as a way
of expression that appears in empirical time;

— pragmatic — as a set of elements that are formed in the speech of an
individual musician and objectified “here-and-now” by virtue of a specific
law of form;

— personal — related to the psychological and spiritual qualities of the
musician-improviser;

— communicative — reflecting the situation of communication between
the musician(s) in the band and the musician with the audience.

The proposed definition will be used as a working one in the analysis
of the creative work of Gr. Washington Jr.

The purpose of the article is to identify the main parameters of the
style of improvisation on the saxophone of Grover Washington Jr.

Presentation of basic research material. The analysis of the creative
work of Gr. Washington Jr. is impossible without understanding the basics
of smooth jazz. Its history spans a series of events that have taken place
since the 1960s with the emergence of the genre called jazz fusion, through
the 1970s, when numerous jazz performers performed pop melodies more
frequently, until the 1980s when Kenny G and others were more successful
than any jazz musician at any time before, and finally in the 1990s, when
the format was firmly entrenched in FM radio positions.

W. Mader (2012) emphasizes that the incredible success of this
trend indicates the conclusion that this music has found an audience
that surpasses the audience for almost any other jazz trend. This success
is often explained by the intense use of elements that are commonly
associated with rock and R&B (rhythm and blues) music. This includes
instruments (electric guitars/keys instruments/bass instead of acoustic), the
inclusion of vocalists on tracks, the inclusion of simple melodies in simple
metre of 2/4 or 4/4 and a limited amount of improvisation. Some listeners
often describe smooth jazz music as an “easy listening” or a “relaxing”
music. The presence of a vocal part with a text component has become



lpobriemu e3aemodii Mucmeuymasa, nedazoeiku ma meopii i npakmuku ocsimu, Bur. 62 111

a characteristic feature of the smooth jazz trend, which is, in fact, between
jazz and pop music. Its formation began decades before the “branding”
of the music genre became widely known and sold as smooth jazz.
W. Flynn (2014) connects the spread of smooth jazz with the uniqueness
of urban cultures, in particular, finds in this music a demonstration
of the greatest affinity with the image of New York, Manhattan, with
many references to Midtown, Central Park, Harlem and Soho. Several
compositions try to depict the images of the city late at night, when it is the
calmest. “Washington Bridge” by Bonnie James, “Hudson River Nights”
by Kim Waters and “Midnight in Manhattan” by Peter White are vivid
examples of Grover Washington’s nightly melancholic lyrics of saxophone
solos. Thus, all the three compositions contain casual saxophone melodies,
combined with the programming of electronic drums, the beats of which
are amplified on the background of the compositions, in order to create an
additional urban groove. It was in this culture that Grover Washington Jr.’s
performing style was being built.

A. West (2008) rightly points out that the style of Gr. Washington Jr.
combines the subtle timbre of the instrument with the soulful repertoire,
which is amixture of covers and original compositions. This communicative
orientation of the compositions is carried out by a wealth of interpretations
of wonderful melodies, plus the typical timbre of the instrument and
rhythmic ingenuity. The albums of Washington, “Inner City Blues”
(1971), “Mister Magic” (1975) and “Winelight” (1980) are typical for the
crossover music of the 1970s and set musical and cultural paradigms for
the smooth jazz of the 1980s. They have unforgettable versions of popular
and original melodies, exquisite arrangements of many compositions of
legendary jazz performers. These three albums embody the diversity of
Washington’s personal improvisational style.

Thus, in the musical accompaniment to the lyrics of “Inner City
Blues” on the piano there is a calm, melodic and somewhat friendly
musical background. This musical accompaniment contrasts directly with
the tension expressed in the lyrics. In fact, the musical design of these
intense texts is so consonant and melodic that the listener may not realize
the true meaning of the text. In Washington’s version, the electric bass is
highlighted at the beginning of the melody. The bass played by Ron Carter
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provides an ostinato that not only outlines harmony but is a counterpoint to
Washington’s melody. In addition to Carter’s melodic bass line, Eric Gale
alternates guitar accompaniment with help of a pedal that transforms
the sound into a “wow-wow” effect with timbre instability. Gale’s
composition is aggressive and impulsive, which adds a modern sound to
the introduction. Even before Washington’s entry, the bass counterpoint
and guitar accompaniment created a compelling and energetic pattern.

Washington’s timbre is reminiscent of Gale’s voice. Like Gale’s
guitar sound, the timbre of Washington’s alto saxophone is light and airy,
and the soloist prefers to use the upper register of the instrument. Unlike
Gale, Washington is aggressive about the melody. Gail may offer an
understanding, but Washington uses this melody as a basis for large-scale
improvisations.

According to A. West (2008), Washington’s solo style can be described
in two musical contexts. In the first context, the author believes, Washington
improvises on a repetitive two-chord harmonic sequence that requires him
to control the general musical direction with large improvisations. In the
second context, Washington performs a long composition that leaves no
room for solo, but requires a special sensitivity to melodic improvisation.
The examples of these two musical contexts are “Mister Magic” and “In
the Name of Love”. These melodies show that Washington could use
different types of improvisation according to the musical environment in
which he played.

Letus note. When jazz musicians criticize smooth jazz (and crossover),
it often happens through such a means of expression as two-chord vamp,
that is, building the foundation of a composition with help of harmony of
only two chords. In the mainstream of jazz, harmony is a vital element
of improvisation, which facilitates the interaction between a soloist and
a pianist, a guitarist or a bassist. The more refined the harmonious palette,
the more options the soloist has. Harmonious complexity and sophistication
are the hallmarks of jazz mainstream. The “two-chord vamp”, although
simplified according to the jazz standards, is an important element of
another approach to jazz improvisation. Although having only two chords
for improvisation may seem superfluous or boring, the lack of ever-changing
harmonies gives the concert-master and soloist special freedom. Complex
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harmonic progression can actually limit the soloist, perhaps by limiting
him or her to a rigid set of patterns. A simpler harmonious foundation can
provide more options for a soloist. Performers in the crossover genre have
also shown the flexibility of harmonious simplicity.

In fact, really, one of Washington’s most popular tunes, “Mister
Magic”, is mostly based on just two chords. The album “Mister Magic” was
released in 1975 and was immediately successful in sales. This success can
be largely explained by the success of the single “Mister Magic”. There are
only three other compositions on the album disc: the orchestrated version
of “Passion Flower” and two originals, “Black Frost” and “Earth Tones”.
Although these other compositions are noteworthy, “Mister Magic” is the
composition that has interested the public and still interests it today.

The composition “Mister Magic” demonstrates an example of
Gr. Washington’s improvisation on a two-chord melody. It starts with
a thythm section that alternates 12-stroke between C min7 and F7. “Mister
Magic” is built as an 8-measure verse and a 6-measure chorus. The first
section (A) is based on the alternation in C minor/F7, and the second section
(B) is going to Eb major. A melody written by Gr. Washington’s percussionist
Ralph MacDonald, has all the features of text music, but does not contain
text. A. West (2008) writes that this sense of “question and answer” largely
explains why “Mister Magic” is so favourable to a wide audience, and also
has the inherent potential to create a textual component in this composition.

The guitar and saxophone improvisations are based on harmony
and rhythm of introduction. Gr. Washington decides not to aggressively
concentrate the listener’s attention with scalar passages or harmonic
overlays; after all, there are only two chords of harmony in the expressive
arsenal, and it would be tempting to add complexity. Instead, he imitates
the conversational style of the composition, creating a convincing and
unforgettable solo. The solo of Gr. Washington on “Mr. Magic”’contains
short musical utterances followed by longer answers. As with the melody,
Washington’s improvisations are like a conversation, but in this case he is
talking to himself and not to other musicians. Most of his solos consist of
short musical utterances, which usually contain an interval jump and the
answers to this initial utterance, as a rule, of a scalar passage based on the
blues.
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After the specified motif there is a pause which emphasizes the
influence of the initial motif and prepares the listener for the following
phrase. In measure 2, Gr. Washington “responds” to the original motif with
a descending scalar pattern. The melodic content of this pattern is not directly
related to the harmony of F7, as it is kept from C min7. The highest note, C, is
followed by a blues scale that ends in C. This blues scale is clearly based on
C, not F. These two measures are the first challenge and answer. The second
set of templates of call and response occurs in measure 3. Measure 3 repeats
the general harmonic-rhythmic outline of the motif in the first measure. As in
measure 2, Washington adheres to this short motif with a descending passage,
but this time the content is based on the harmony of F7. In measure 5, again,
Washington mostly repeats his original motif and follows it with a descending
melodic movement. Instead of repeating the process again to complete eight
measures, Washington is expanding his response to the next measure. This
extension goes from high G to C with help of the blues scale. This is a highly
effective style of improvisation. Gr. Washington accumulates the entire
section of wind instruments in one person. First, the performer plays a short,
rhythmic motif (with a specific timbre that resembles the timbre of brass
instruments, in particular, a trumpet), and then he himself corresponds by
longer passages. This style is similar to the tradition of call and response,
which is an important component of the African-American musical tradition.
The call is short and concise, as if it were a short question; the responseis
a more “‘extended” answer to the question. Surprisingly, as far as I know,
no scientific work focuses on Gr. Washington’s call and response. “In the
Name of Love” is part of the album “Winelight” (1980), Washington’s most
popular and influential album. Washington won a Grammy Award for Best
Rhythm and Blues Song for “Just the Two of Us” and another Grammy for
Best Jazz Fusion, Vocal or Instrumental Performance for “Winelight™!.

“In the Name of Love”, one of his most recognizable compositions,
consists of a series of refined harmonic and rhythmic elements and a melody

1 «Winelight» was also nominated for “Record of the Year” and “Just the Two of Us”
as “Song of the Year”. By 1981, more than a million copies of “Winelight” had been
sold. Although “Just the Two of Us» was a popular single that helped make “Winelight”
a success, other melodies of the album point more to Washington’s improvisational style.
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of medium tempo (80), which emphasizes the lyrical improvisations of
Washington. The improvisations are based on more complex harmonic and
melodic constructions. Unlike “Inner City Blues” or “Mister Magic”, “In
the Name of Love” consists of complex harmonies, several sections and
harmonic modulations. The first part is in F major, the second part goes
into D minor, but ends in F major. There is an eight-measure intermediate
that modulates from F major to G flat major and sets another modulation
for solo, which is G major. After the solo there is a modulating section,
which ends with a repetition of the first half of the interlude and returns to
the beginning of the melody. The solo part consists of a 4-measure pattern
that moves from G | B7 (# 5) | C maj7 | A min7 G/B C D sus|. Throughout
his solo, Washington plays short phrases followed by long pauses,
allowing the accompaniment and harmonious progression to carry the
energy of the melody. Although his statements are brief, Washington links
them to specific notes. These “notes of purpose” provide a comprehensive
structure that helps to connect his short musical utterances. For example,
Gr. Washington emphasizes the note B, approaching it with an ascending
scale. Washington further emphasizes B by pausing between pattern
statements. The performer makes B the fulcrum of his thematic statement.
Note B returns as the focal point in 4 more measures. Sound B is a good
choice for Washington; it is one of the few notes shared by all the chords
of the progression chosen by the performer. This is the third G, tonic C,
major seventh C, and works well in ascending progression: A minor — G —
C—D sus.

At the beginning of the modulation section leading to the interlude,
Washington is once again building a comprehensive structure of the goal.
This time he focuses not only on one note, but on the descending scale.
Washington’s model hangs behind the descending scale, starting with B and
ending with D sus. This demonstrates that Washington’s solo has a basic
structure. This structure contributes to the lyricism and logic of Washington’s
improvisational style. This performance of the “note of purpose” is exactly
the kind of improvisation for which popular jazz performers are credited.
Unfortunately, Washington’s popularity and repertoire have prevented jazz
historians from objectively evaluating his music. Such an analysis helps to
identify the lyrical attributes of Washington’s improvisation.
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He does not follow the typical parameters of a jazz soloist, but his
improvisations are extremely tasty and enjoyable. These melodies always
cause tapping of the toes. If one of the traditional axioms of a good jazz solo
is “storytelling”, Washington should be highly respected. Washington’s
improvisations, whether in a traditional two-chord vamp melody or
a complex melodic melody, always convey a sense of conversation and
lyrics. Washington’s solos may not have a high level of technical skill, but
they have their own charm and logic.

Let us turn to the analysis of some compositions of the albums “Mister
Magic” and “Winelight”.

The song “Earth Tones” (album “Mister Magic”) is performed in a funk
style. This style is especially indicated by the part of drums and piano.
The timbre of the instruments of the chamber string orchestra and brass
ensemble is used as an accompaniment on the album. Washington uses
several saxophones in one composition: soprano, alto, and tenor. Changing
instruments (although they are from the same family) is not an easy task,
because they have different tuning. After all, the soprano saxophone
and tenor are in B flat style, and the alto saxophone is in E flat major.
And although the soloist performs improvisation on these instruments,
i.e. he does not need to transpose the musical text fixed in the notes, but
with such changes in the instruments it is necessary to adapt the intonation
and thinking in a different tonal plane. In addition, a certain skill when
changing instruments is required in adapting the performer’s embouchure
to the sound production. The sound of the saxophone (soprano) is specific,
dense and compression. Its timbre is thin and sharp, it has no low-frequency
overtones.

Gr. Washington’s solo is characterized by a special structure: there
is a tendency to construct short phrases that are performed with intensity
and consist of two or four sounds. Short phrases are separated from each
other by pauses (also short) and alternate with longer passages. Long
phrases usually begin and end with long sounds. This principle of music
making gives grounds to draw a parallel between the performing style of
Gr. Washington and the manner of guitarists’ playing — representatives of
the fusion trend — John McLaughlin and Carlos Santana. The similarity
between Gr. Washington’s play and J. McLaughlin’s play lies in the
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variety and combination of rhythmic figures and patterns that always
sound unpredictable, so it is difficult to identify stable patterns in rhythm.
Gr. Washington is united with Santana’s performing style by a special
approach to melody, phrase construction, the use of consonant intervals,
a tendency to natural and harmonic minor, while jazz and rock musicians
usually rely on the blues basis. Gr. Washington also uses folk music
harmony (modes), such as Phrygian, Lydian, Mixolidian and Dorian. At
the same time, the performer does not strive for technical virtuosity, he
does not use numerous passages that beat the harmony. Gr. Washington
is not inherent in thinking “vertical”, to a greater extent he focuses on the
“horizontal” — the development of the melody. It is no coincidence that
the performer added a soprano saxophone to his “instrumental arsenal”,
while jazz saxophonists usually used saxophone-alto and tenor. Looking
ahead, we should note that when smooth jazz developed and culminated
in the 1990s, the main representative of this trend saxophonist Kenny G
(real name Kenneth Bruce Gorelick) made the soprano saxophone his main
instrument for performing. The design and acoustic characteristics of the
soprano saxophone are more similar to the symphony orchestra’s academic
instruments, such as the oboe and clarinet. Therefore, Gr. Washington
intuitively reproduced the manner of playing these very instruments. That
is, he interpreted the semantic role of the soprano-saxophone not only in
the jazz context, as was the case with alto and tenor saxophones, but also
outside the jazz sphere of music making. Gr. Washington expanded this
role by adding lyrical, dramatic, and philosophical aspects to his solos.

The composition “Passion Flower” is performed in a lyrical mood,
with the decoration with the timbres of string instruments. The sound and
manner of playing the saxophone will later become the hallmark of smooth
jazz trend.

The songs on the other side of the album — “Black Frost” and “Mister
Magic” are presented in a funky style with elements of pop music.
Let us recall that funk is a musical trend characterized by the presence
of numerous rhythmic groups with short durations, between which there
are many similarly short pauses, so the musical material becomes discrete
and is perceived not as a continuous stream, but in separate “portions”.
The tempo of the composition is moderato, which is also an element of
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funk, because the compositions of this trend are not performed at a fast or
slow tempo.

Let us summarize that it was the album “Mister Magic” that opened
the way for the performer to the most prestigious concert halls. During
that time, Gr. Washington had a chance to play with jazz music legends
Bob James, Randy Weston, Eric Gale, and many others.

“Winelight” album (1980). On the first track of the same name, the
saxophone sounds soft, the track presents a developed melody, although
the form of the composition is more inclined to the verse-chorus form of
pop songs. Thus, the saxophone melody is played in 4 stanzas, then the
material changes and the “chorus” of four stanzas sounds. There are also
short solo improvisations with the saxophone, bass guitar.

“Just the Two of Us” composition features a vocal part performed by
Bill Withers, and that is a rare phenomenon in jazz music. Female vocals
are more common, and male is a rarity. As mentioned above, smooth jazz
borrowed the male vocal parts from the music trend of “rhythm and blues”,
which was popular in the 1940s and 1950s. The backing vocals in this
composition consist of parts of female voices.

In the annotation to the “Winelight” album, S. Yanow commented
that “a set of high-quality and dancing soul jazz is remembered”.
Gr. Washington Jr. has long been one of the leaders in what could be called
rhythm and jazz, essentially R&B-influenced jazz. “Winelight” is one of his
best albums, and not primarily owing to Bill Withers” hit “Just the Two of
Us”. Five instrumental compositions are considered to be quite large-scale
due to Gr. Washington’s long solos (the soloist performs the compositions
of the album on various saxophone group instruments — soprano, alto and
tenor). The duration of the songs does not fit into the radio format, so it
is possible to assume that Gr. Washington did not focus on commercial
potential during the recording of the album. Gr. Washington’s “horizontal”
melodic thinking is more pronounced in this album, the melodies of the
compositions are developed in detail and sometimes the soloist switches to
a “vertical” approach —playing out the harmony.

The setting of the composition “Just the Two of Us” is approximately
A=444.0 Hz, as opposed to the standard setting of A =440 Hz. It is possible
that Gr. Washington tried to sharpen the sound of the instrument in this
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way and add a high-frequency timbre. The song is performed in F minor.
The main chord progression is D b major 7, C7, F minor, E b minor 7,
A b 7. The song sounds at a tempo of about 96 beats per minute.

Conclusions. Unfortunately, Washington’s popularity and repertoire
have prevented jazz historians from objectively evaluating his music.
The performed analysis helped to identify the following attributes of the
musician’s improvisation, which forms the style of his improvisation.

According to the methodology, we shall outline the following parameters.

The pragmatics of the style are primarily related to the timbre side of
the saxophones. During his creative life he played soprano, alto, tenor and
baritone saxophones, and in some compositions he used several varieties
at once. Summarizing this position of style, we can say that he created
a “multi-timbre” of the instrument.

The harmonious side of improvisations involves the principle of
“two-chord vamp” and mostly “horizontal” melodic thinking. The features
of evolution in the style of improvisation range from two-chord vamp to
richer harmonious thinking, from smooth jazz to fusion.

The solos of Gr. Washington may not have a high level of technical
skill, but they have their own charm and logic and are characterized by
a special structure: the tendency to build short phrases that are performed
with intensity and consist of two or four sounds. Short phrases are separated
from each other by pauses (also short) and alternate with longer passages.
Long phrases usually begin and end with long sounds.

Communicative side of the style. Gr. Washington has a more
conversational (recitative) style of jazz improvisation. He does not seem to
follow the typical parameters of a jazz soloist, but his improvisations are
extremely pleasing to the ear and always provoke an emotional reaction from
the listener. If one of the traditional axioms of jazz solo is “storytelling”,
then Washington is developing this idiom. Washington’s improvisations,
whether in a traditional two-chord vamp melody or a complex melodic
melody, always convey a sense of conversation and lyrics.

Thus, in summary, we shall note that G. Washington continues the
tradition of jazz music of the swing era. The imitation of his performing
style has its origins in music making of such saxophonists as Lester Young
and Cannonball Edderley. He does not have a tradition of bop and post-bop
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with fast virtuoso passages and “vertical” thinking, as Charles Parker did, or
J. Coltrane’s experimental research. The phenomenon of Gr. Washington’s
improvisational style is characterized by the fact that he took jazz music to
a new level, having created more favourable conditions for a wide range
of listeners and again, just like it was happening in the swing era, jazz
compositions began to resonate not only among professionals.
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Cruasb iMmnposizanii Ha cakcodoHni
I'poBepa BamumHITOHA-MOJIOAIIOTO

Teopuicmw I posepa Bawunemona-monoouwoeo (1943—1999) susuena mano,
Xoua 6in 6y8 0yce NONYIAPHUM 0XHCA308UM 8uKoHasyem. Haiiooknaoniwuii ma-
mepian npo Hb020 MICMUMbCA HA CAUMI, HPUCEAUEHOMY MY3UKAHMOBI, 1020
Memo0 imnposizayii pozenanymo 8 po3oini oucepmayii A. Becma (West, 2008),
BIH 32a0Y€MbCsi 6 OO0CHIOJNCEHHAX 3 meopii ma icmopii dxcasy (Aebersold,
1992, Ellenberger, 2005, Levine, 1995), 30xkpema nHanpsamxy “m’axozo daxcazy”
(smooth-jazz) (Flynn, 2014; Mader, 2012). /[ns oxpecienus ocobnusocmetl imn-
posizayiti apmucma, wo cmaHogums Memy Hauioi pobomu, 6yiu usyeHi npa-
yi 3 meopii imnposizayii (Qepan, 1957; beuini, 1993; Cmeyrox, 2020, 3omos,
2018), cmuno euxonanns ma inmepnpemayii sik komyuikayii (Aoopno, 2002;
Hixonaescoka, 2020). Ha yiti ocHo8i nowamms «Cmuib iMnpogi3ayiiy» eusHd-
YeHo AK womupusumipny cucmemy: 1) enomenonociunuti eumip pozensoae
iMnpogizayito K cnocib My3uKy8aHHs, 3ACHOBAHUL HA MUMMESIU nepeoayi
Mo20, WO BUHUKAE 8 eMRIPUYHOMY Haci; 2) npazmamuyHull — 00CHiOHCY€E imn-
PO6izayiio Sk CYKYNHiCmb elemMenmis, wo QopmMynomscs M0O0I0 OKPEMO20 My-
3UKaHmMa ma o0 €EKMuUYIOmMbCsa «Mym i 3apazy 3a NesHUMU 3aKOHAMU opmu;
3) ocobucmicnuil — mpakmye iMnposizayiio 3 NO3UYit NCUXOI02IYHUX | OYXOGHUX
AKocmell My3UKaHma-iMnpogizamopa,; 4) KOMYHIKamueuuil — 6ugude iMnpo-
8i3ayilo 3 mouKu 30py CHiIKY8anHs My3ukauma(is) y epyni ma my3uxanma(is)
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3 ayoumopiero. 3anpononosani 0einiyii sukopucmani 0 ananizy meopuocmi
I Bawunemona-monoouwo2o. Ananiz «cmuiio iMnpogizayiiy 3 cuCmemHux no-
3uyii (AK €OHOCMI (PeHOMEHON02IUHO020, NPACMANUYHO20, 0COOUCICHO20 Ma
KOMYHIKAMUBHO20 BUMIPIB) CKAAOAE eleMeHm HAYKOBOT HOBUZHU OOCAIONCEHHS.
Cmune imnposizayii I Bauunemona-monooutozo po3kpumo Ha npuxiaodi tozo
anvoomie «Inner City Bluesy (1971), «Mister Magic» (1975) ma «Winelight»
(1980), sixi nanesxcanu 0o kpocogeproi myzuku 1970-x i 3axpiniroganu My3uyHi
ma KynivmypHi napaouemu «smoothy-oaxcazy y 1980-x poxax.

Bucnosexu. 32iono obpaniti  mMemooonozii, OKpecieno npasMamuyHul
ma KOMYHIKAMUGHUL napamempu  IMHPOGI3aYiliHO20 CIMUNI0  MY3UKAHMA.
Ipaemamuunuti 8UMIp po3KpUBAEMbCA Yepe3 MaKi Xapakmepucmuxu, K memop
(«bacamo-membposicmvy) cakcopoHa,; 2apMoHis, WO eGONIOYIOHYE Y MBOPHOC-
mi mailicmpa 8i0 «080aKOpO08020 8AMNY» 00 06A2AMUI020 2APMOHIYHO2O MUC-
JIEHH3L, 8I0 «SMOOth»-0dcaszy 00 «fusiony, cnocib KOMno3uyii — NepesadcHo «20-
puzoumanvhey MenoouuHe MUCTEeHHS, CXUTbHICMb 0yoysamu Kopomki @pazu.
Komynikamusenuil umip eupaicacmscsi 8 nepesadcanti 0exiamayilinoeo (pedu-
MAmMuHO20) CMUI0 0ACA30601 IMNPOBI3aYii, AKUL NOGEPHYE 0HCA3 00 MPAOUYIl
enoxu ceiney, ACKpago NposasusuUcs, y meopuocmi 1. BauuHemona-monoouto2o
i GnIUHY8UIU HA NOOATLULUTI PO3BUMOK OXHCA3Y.

Knrouoei cnosa: m’axuii 0sxcas (smooth-jazz); ¢ roxcu (fusion);, cmuns imn-
posizayii Ha cakcogoni; [posep Bawunemon-monoowuil;, memop cakcopoua,
NPUHYUN «DBOAKOPOOBO2O GAMNY», POSMOSHUL (PEUUMAMUGHUT) CIULL OACA30-
601 imnposizayii.
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IIpocBiTHUNTBO y BUKOHaBChKii AigiabHocTi H. O. €menko

Cmammio npuceésieHo GUOAmHill 0COOUCMOCMI — 3ACIYNCEHOMY OIsYy
mucmeymes  Ykpainu, npoghecopy Xapxiecvkozo HayionanbHoz2o yHigepcume-
my mucmeyme imeni 1. Il. Komaapescvrozo. Hamanis Onexcanopiena €uyenxo
(1926-2015) — nianicmxa, nedazoe, 8UKOHABUYS, HAYKOGEYb — 6CE CEOE JHCUMMSL
npuceamuia my3uyi. Tgopuicme 8i00MOI 8UKOHABUYI NPUBEPMALA V8AZY DeyeH-
3eHmis | Q0CHIOHUKIE, OOHAK HA makomy ii acnekmi, SIK NPOCEIMHUYMEBO, 60HA
cneyianvHo He 3azocmproganacs. Mema yiei cmammi — posenanymu npoceim-
HUYbKUU HAnpam euxoHascvkoi disinonocmi H. O. €wenko K 8axciusuil acnekm
meopyocmi eudamuoi nianicmxu XX cmonimms B x00i 00cniocenHss 8UHUKIA
HeoOXiOHICMb 36epHEeHHA 00 apXIBHUX MAmMepiais, 30Kpema 0cooucmux OOKyMeH-
mie niamicmu, 6i02yKié Ha il KOHYepmu 6 NepioOUtHUX GUOAHHIX, Ay0i03anucie
i1 meopis, ii penepmyaprnozo cnucky. Ha ocnosi ananisy oscepenvhoi 6azu 6yno
6UABNEHO MAKI PI3HOBUOU NPOCEIMHUYLKOT OISLILHOCINE BUKOHABUYI, SIK YUCTEHHI


https://orcid.org/0000-0002-7971-6575

lpobriemu e3aemodii Mucmeuymasa, nedazoeiku ma meopii i npakmuku ocsimu, Bur. 62 125

MOHOSPAG)IUHI CONbHI KOHYEPMU, NPUCBAUEHT MEOPUOCI OKPeMUX KOMNO3UMO-
Ppi6 abo nesHUM MY3UYHUM HCAHPAM, SUCTIYNU Y CKAAOL (hopmenianno2o dyemy,
¥V cynpogooi cuM@hoHIUHO20 OpKecmpy, 1eKyli-KoHyepmu, 8Ui3Hi we@h)CoKi KOHyep-
mu y 8i00aneHux pauoHax Kpainu, eucmynu y npocpamax paoio i meneoayeHms.
3okpema, kKonyepmue GUKOHAHMS 6CECEIMHBLOGIOOMUX CKAAOHUX YUK (hopmeni-
auHoi nimepamypu, y momy uyucii « 12 emro0is euwyoi 6UKOHABCHKOI MaticmepHoc-
miy @. Jlicma, cmano He MiNbKU 3HAYHUM BHECKOM ) CKaApOHUYIO YKPAIHCHKO20
BUKOHABCMBA, A U HAUMACWMAOHIWIM 3 NPOCGIMHUYLKUX NPOEKMIE APMUCTKU.
Omoice, cmMeepoHCYEMbCs, o NPOCCIMHUYMBO Y BUKOHABCHKIU chepi OYI0 2ono-
8HUM Hanpsamkom disnbrnocmi H. O. €wenko.

Kniouosi cnosa: Hamanis Onexcanopisna €ujenxo, yKpaincoka niamicmka,
NPOCEIMHUYMBO, BUKOHABCHKA OLSIbHICIMb, MOHO2pApIuHi KoHyepmu, «12 emio-
0ig suujoi sukonascvkoi maticmeprocmiy @. Jlicma.

[HocranoBka nmpoOjemu Ta aHajdi3 Jirepatypu. Bce cBoe xut-
1 Haramiss OnekcannpiBHa €menko (1926-2015), 3acmyxeHuit misa
MUCTENTB YKpaiHu, mnpodecopka Kadenpu cheuiaibHOro Qopre-
maHo XapKiBCHKOTO HAI[IOHATLHOTO YHIBEPCHUTETY MHUCTCUTB iMe-
Hi . T1. KoTnsipeBcbKoro, MpUCBATHIA MYy3UIli. 3HaYHOIO Ta MOMITHOIO
Oyna ii BUKOHaBChKa JisUIBHICTh, IEBHE MiCIle Y SKil IMOCIAI0 MPOCBIT-
HunTBo. IliaHicTka 3irpana Ha cueHi Oinbine 400 pi3HOMaHITHHUX KOH-
HepTHUX mporpaMm. PesympraTtoM i1 camoBimgaHOI MeAarorivyHoi mpari
CTaJI0 BUXOBaHHs OMmM3bk0 90 BUIYCKHHKIB, SIKi YCITIIIHO TMPAIIOIOTH
B YKpaiHi Ta iHmKMX KpaiHax cBity. CBiif 6araTopiyHUi JOCBiJ BUKOHA-
B ¥ nenarora Haramist OnekcanapiBHa BTiTIOBaIa i Y HAYKOBO-METO-
JUYHUX JTOCIIHPKCHHSX, PUCBIYCHUX MUTAHHSIM MY3UYHOI IIEaroTiKH.
IHoxi Taki cTaTTi cTaBamM OCHOBOIO il METOAMYHUX JOTMOBIJIEH y Pi3HHX
My3UYHHMX YYUIIUINAX, iHIII 5K 30epiraroTbes B apxisil.

TBopuicTh BiJOMOI MiaHICTKH NpUBepTaia yBary My3ukaHtis. [Ipo ii
TBOpui mocsrHeHHs nucanu O. Xypasmboa (1977: 4), JI. Pamomchka
(1998: 61-67); 11 KOHIEPTHI BHCTYNH pPELECH3YBaJIM KOJETH-IIaHICTH,

1 Crucmii Texer onuiei 3 i crareit, «Jlo uTaHHs po HopMyBaHHS OCHOBHUX HaBHYOK
camocriitHoi po6otu yuHiB» (1980), HaBeneHuit y MoHOrpadii mpo apTUCTKY Ta MPOKOMEH-
tToBaHui Hamu (Pynenko, 2021: 67-71).
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KOMIIO3UTOPH, My3WKOo3HaBIli: M. BepBinschkuii (1969: 4), B. Tankin
(1996: 4), I1. Kanamnuk (1980: 14), M. Tin (1967: 4), H. llymakosa
(1981: 4) Ta inmri. Penen3ii Ha yncnenHi koHNepTHI Buctynu H. O. €menko
JIPYKYBJIUCh y TOMNIIIHIX MEPiOJMYHUX BUIAHHSIX — raszerax «BewipHii
XapkiB», «Kynbsrypa 1 xutts», «Crnobigcekuil Kpait», «ComianxicTuaHa
XapkiBmmHAaY, KypHaii «My3uka» Tomo. I 1ie OyB cBOEpiTHMIA MUPOKUI
«Iiajor» MiX BHKOHABHIICIO Ta CiyxayeM. B mux myOmikamisx Tpumisis-
Jlach yBara BUKOHaBCHKOMY CTHIIIO MiaHICTKH, IHTEpPHpeTAaIlii Hel0 TBOPIiB
TOTO YH 1HIIIOTO KOMIIO3UTOPa, OCOOIMBOCTSM i O€3]0TraHHOTO MiaHi3My, i
BHCOKO-TIpodeciiiHiil MaliCTepHOCTI, ICKpaBOMy apTUCTH3MYy. OnHaK Ipo-
CBITHUIIbKA CIIPSIMOBAHICTH 11 TBOPYOCTI JIMIITAIACH MaiKe B TiHI.

[Ipo H. O. €mieHko € BiIOMOCTI B SHIIMKJIONE/iAX Ta JOBITHUKAX, aB-
topu sikux — [, [ar30ypr (2008: 63), O. Kononora (2009: 48), 1. JIucenko
(2005: 118), H. Pyaenxo (2017: 235), O. CreripsoB (2001: 65) Ta iHui.
3aBIsIKM CBOIM TBOPYMM JOCATHEHHSM IIiaHICTKa MOCifaia 3HayHe MicLe
cepesl MUCTEIHKOI eiTH XapKiBIMHU, PO 110 HIEThCs B TAKUX MpPE3eH-
TalifHUX BUJaHHIX, K «500 BmBoBHX ocobucroctei» (2001: 390),
«Xapxoy 350. Jlinepu XXI cromitrsa» (2004: 458), «Xapkis FOBineinuii —
350 pokiB» (2004: 63), Ta Ykpainu B3arani (Murui Ykpainu, 1992: 837;
Jlucenxo, 2005: 118). O0pa3 1miei TanaHOBUTOI 1 Ty’Ke CKPOMHOI JIFOIIHA
JIOTIOBHIOE pajionepeaaya XapKiBChKOro pajio, 1o JiyHasia B edipi Ha mo-
yarky 1980-x, siky miaroryBana my3uko3Hasuus . Konomoiiniesa.

TBopuMif IUISIX BUAATHOT MIaHICTKH MPOCTEKEHO HaMHU y MOHOTrpadii
«Haranist Onexcanapiua €mienko. XXutts i TBopuictb» (Pynenko, 2021).
PisHOMaHITHI KOHIIEPTHI BUCTYIIH MIaHICTKH, SIKI pO3TIIIAIOTHCS, CBiT4aTh
PO HIMPOKE KOJIO 11 TBOPUOT AisSUTHHOCTI: BAKOHAHHS COJIBHHUX MPOTpaM Ta
rpa 3 OPKECTPOM, YHCIEHHI MOHOTpadidHi KOHIIEPTH, IPUCBIYCHI TBOP-
4OCTI IEBHOTO KOMIIO3UTOPA YH SIKOMYCh JKaHPY, ITiJI'0TOBKA T4 BUKOHAH-
HSl HAHCKJIaAHIIIMX LUKITIB CBITOBOI (pOpTENiaHHO] TiTepaTypy B KOHIIEPT-
Hiif 3aj1i, aHcaMOeBe My3WKyBaHHS 3 BOKQJIICTaMH, iIHCTpyMEHTaIiCTaMHU
Ta rpa y QopTeniaHHOMY AyeTi, 3alMCH 3 KOHLEPTHOI 3aJIi, BUCTYIH Ha
paxio i TenebaueHHi, y4acTh y JIEKIiAX-KOHIepTaX. B mpomy geramsHOMY
JIOCITI/DKEHHI 3a4iMaloThesl BaxuBi Hampsmu TBopuocti H. O. €rienko,
aze i B HbOMY CIIeLiaJIbHO HE 3arOCTPIOETHCS yBara Ha TAKOMY ACTIEKTi, K
TIPOCBITHHUIITBO.
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OTtxe, MeTa i€l cTATTi — PO3MISHYTH MIPOCBITHUIILKUIN HAIIPSIM BH-
KOHaBChKOI nistibHOCTI H. O. €IICHKO SK BaKJIMBHI aCHEKT TBOPYOCTI
BuaarHOI miaHicTku XX ctomiTTsa. O0’€KTOM IOCHTIKEHHS B IIbOMY KOH-
TEKCTI BUCTyIA€ BUKOHABChKa AisUibHICTH H. O. €iieHko, mpeamMeTroM —
BIIACTHBA BUKOHABCHKIH JiSUTBHOCTI MaHICTKH MPOCBITHUIBKA CKJIAI0BA.

AHaniz MaTepialiiB 010 BUKOHABCHKOI TBOPYOCTI XapKiBCHKOI ITia-
HICTKH 3aCBiuye, IO came il MPOCBITHULBKUI HAMpPSIMOK IIe HE BUCBIT-
JICHUH TOCTAaTHHOIO Miporo. HeoOXigHICTh HOTO MOMAIBIIOr0 JIOCTiIKEH-
HSl BU3HAUa€ aKTyaJbHicTh Hamioi po3Biaku. llle icHylOTh MUTaHHs, AKi
3a4iMmaroThCs BIEpIIE Ta MOTPEeOYIOTh PO3B’sI3aHH, a caMe — II0I0 YMOB
3HAYCHHS JIJIS CIyXadiB TOIIO — 10 OOYMOBIIIOE TICBHY HOBH3HY TEMAaTUKH
CTarTi.

Y mporeci  JOCHIPKEHHS TPOCBITHUIBKOI TIIKM BHKOHABCTBA
H. O. €menko Oyno BUpilIeHO HU3KY 3aBAaHb: IIPOAHATI30BaHO APXiB-
Hi Marepiany 3 KOJEKIil 0COOUCTHX JOKYMEHTIB MiaHICTKH; BIATYKH Ha 11
KOHIIEPTH B MEPIOAMYHUX BUAAHHAX Ta 1HIII JpKepena, M0 BUCBITIIOIOThH
il BUKOHABCHKY IiSITBLHICTD, 30KpeMa, aymaio3aliCcH TBOPIB JJIT BUSBICHHS
0COOJIMBOCTEH TBOPYOIO MOYEPKY IMiaHICTKU; PETEIHLHO BHUBUEHO perep-
TyapHwmii ciucok H. O. €menko, BU3Ha4eHO ii yrogo0aHHs 00 MEBHUX
CTHJIIB Ta )KaHPiB NPU YKJIaJaHHI IPOrpaM MOHOTpadiuHUX KOHIIEPTIB.

AHai3 BUKOHABCHKOI JiSUTBHOCTI MaHICTKH 32 MEePiofaMyu TBOPUOTO
3pocTaHHs Ta (popMaTamMu KOHIEPTiB MOTPeOyBaB 3aCTOCYBAHHS KOMILIEK-
Cy AOCTITHMIBKUX METOIB.

3aBHSKA dorcepenoznaguomy memody 0yJio BU3HAUEHO JHKEPEITbHO-1H-
(hopmartiiiny 6a3y TOCIIIKCHHS, SIKY CKJIAJIH:

1) nmoxymentu 3 apxiBy XHYM imeHi I. I1. Kotnsipescokoro: a) oco-
6oBa crmpaBa H. O. €menxo; 0) aymio3amnucy BHKOHYBaHUX HEIO TBOPIB
(1960-1980), ayniozanuc pagionepenayi npo mianictky (1981);

2) xonekmis ocobuctnx mokymeHtiB H. O. €menko: a) pereHsii
Ha KOHIIEPTH apTUCTKH Yy NEepPiOANYHUX BUAAHHIX, pelensii kouer; 0) mo-
JISIKA, aT€CTaTH, IIOYECHI IPaMOTH, Me/Ialli, XapaKTePUCTUKH, HAKa3H, Haro-
ponui mucty; B) adimi BuctymniB H. O. €menko (1940-2000) ta adimri Bu-
CTyniB cTyzneHTiB ii knacy (1963—-1991); r) doromoxkymentu (1941-2005);
) periepTyapHHA CITHUCOK ITiaHICTKH; €) JTUCTH il YUHIB Ta iXHIX 0aThKiB;
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3) xomekmiss ocobuctux mokymenTiB H. I. Pymenko: a) 3amm-
cH ciyxaya (BpaKeHHsI MiCIisi KOHLEPTiB); 0) 3amuCH ypOKiB-KOHCYIIb-
taiii H. O. €menxko; B) HOTAaTKM TMIaHICTKH y HOTHUX BHIAHHSIX;
) (OTOTOKYMEHTH.

Iemopuxko-6iocpaghiunuii MeTon MO3BOJHMB CKOHLICHTPYBAaTH YBary
Ha (opmyBanHI TBOpUoi ocobucrocti H. O. €menko B meBHIN mOCIig0B-
HOCTI; nOpi6HAIbHUL METOJ] 32CTOCOBYBABCS [T BUSBIICHHI 0COOJIMBOCTEH
TtBOpuoi Manepu H. O. €menko, ii iHTepnpeTariiii Ta pernepryapHIX BIIOIO-
0aHb; BUKOHABCLKO-NCUXONO2IUHUL — TSI PO3KPUTTS JYXOBHOT CKIIaI0BOT
MalCTepHOCTI apTUCTKU, OCOOIMBOCTEH ii MUCIICHHS; 26pMEHeBMUYHUL —
MIPH TPOCITyXOBYBAHHI 3aMKCIB 1 aHaJIi31 IHTEpIpeTalliil TBOPiB, 10 BUKO-
HYBaJICh MiaHICTKOIO; K)IbMYPHO-ICMOpUyHUti — P BU3HAYEHH] MicLs
TBOpUoi mistmbHOCTI H. O. €menko y My3udHOMY KyJIETYPHOMY IIPOCTOPI
CBOTOJICHHSI.

Bukaax ocHoBHOTO MaTepiay. PerenpHe BUBYCHHS apXiBHUX JIOKY-
MEHTIB JIO3BOJIMJIO BUPI3HUTH TIEBHI eTany (OPMyBaHHS H PO3BUTKY Iia-
HicTnyHOi MaiicteprocTi H. O. €menxo:

1) mouarkoBmii mepion (1933—1939) — 3acBOEHHS TIEPBUHHUX HAaBH-
YOK I'pH Ha (opTemiaHo, MiArOTOBKa JI0 BCTYIy Y TpyIly 00JapOBaHuX JiTeil;

2) mepiox TBopuoro 3pocraHHs (1939-1950) — HaOyTTS apTHCTHY-
HOTO JIOCBiJly Ta HaKOITUYEHHS penepryapy, a TakoX (OpMyBaHHS KOH-
LePTMEHCTEPChKOI MaliCTEPHOCTI;

3) mepion crpimroro cxomkeHHsS (1950-1954) — ymockoHameHHS
npodeciifHOro piBHS, MOB’s3aHE 3 ONMAHYBAaHHAM CKJIAIHUX TBOPIB, MPH-
MOaHHSM JTOCBIAy BHCTYIIB 3 CHM(OHIYHIM OPKECTPOM, a TAKOXK OCHT-
HEHHSIM TPYHTOBHHX TMOJOKEHb METOJMKH BUKJIaJaHHs Ta ILTi(QyBaHHIM
JOCHIAHULIBKUX 3010HOCTEN;

4) mepiox TBOpuoi 3pimocTi (1954-2000) — HAMpykeHE KOHLIEPTY-
BaHHSA: MIATOTOBKA Ta MPOBEICHHS YNCIIEHHUX MOHOTPpadiYHUX KOHLEPTIB
pi3HOTO (hopMaTy Ta BUKOHAHHS HAWCKIIATHININX ITAKIIB CBITOBOI (op-
TemiaHHOI JiiTeparypu: «12 eTIoNiB BUINOT BUKOHABCHKOI MalCTEPHOCTI»
®. Jlicra (1961) Ta 24 npemtonii C. PaxmaninoBa (1963); Takox sckpaBuit
PO3KBIT MEAAroriyHol JisSIBHOCTI.

B xomi poboT Haj CTAaTTE0 BUHUKAIM MEBHI TPYAHOILII, MOB’s3aHi
3 JaCOBOIO JIMCTAHINIE0, TIONMTyKaMU HOBUX apXiBHHX MaTepiaiiB, BIATY-



lpobriemu e3aemodii Mucmeuymasa, nedazoeiku ma meopii i npakmuku ocsimu, Bur. 62 129

KiB Ha KOHIIEPTH Y TOTOYACHUX IMEPIONUIHIX BUIAHHIX, ayIio- Ta Bigeo-
MaTepiaiiB BHCTYMIB MiaHICTKU. OJHAK ILIHHUM MOMCHTOM BHUSBUJIA-
csl Ta OOCTaBMHA, IIO aBTOPIl WX PSAKIB MMOIIACTHIIO OCOOMCTO 3HATH
Haraniro OnexcanapiBHy ynponosx Maiike 50 pokiB — 3 1961 mo 2015 —
SIK KOJIETY, BUKOHABHUIIO Ta IeJarora, K CIiBPO3MOBHHKA, SIK METOIMC-
Ta-HayKOBIS; OyTH MPUCYTHROIO Ha PI3HOTO POAY 0O0TOBOPEHHSX, 30KpeMa,
BCTYITHHX 1CITUTIB a0iTypi€HTIB, KOHLIEPTiB, KOHKYPCiB; 3BepTaTUCs 10 Hel
31 CBOIMH yUHSIMU 32 KOHCYJIBFTaTHBHOIO IOTIOMOTOI0; HEOJHOPA30BO TPaTH
3 HEIO B KOHIIEPTaxX Ta CIIOCTEPIraTu mpoiec ii MCUXO0JI0riYHOT MiITOTOBKH
no Buxony Ha creny (1982, 1998, 2000 pp.); Oyt mpUCyTHBOIO Ha 11 KOH-
HepTax Ta KOHIepTax ii y4HiB; OyTH CBiIIKOM BEpIIMHH ii TBOPYOTO 3I1€-
Ty — HENEepPEBEPIICHOT0 KOHLIEPTHOTO BUKOHAHHS CIaBHO3BICHHUX LIMKIIiB
CBITOBOTO TaHICTUYHOTO PEIepTyapy, sSKe 3aJIUIIMIO0 10 co0i He3abyTHI
BPaXKCHHSI.

Posraaroun mpocBiTHUIBKY HistibHICTE H. O. €1meHko Kpisp mpu-
3My BHKOHABCBKOTO MPOIIECY, TOMIYaEMO, IO KOJIO 11 TBOPYMX IHTEPECIB
Oy’Xe IIUpoKe. Maroun BENHMKHH penepTyap Ta MOCTIMHO JOMOBHIOIYN
HOT0, BOHAa YaCTO BHKOPHCTOBYBasia (hOpMaT MOHOTPa(iqHOTO KOHIIEPTY,
COJIBHOTO BHUCTYIY, JI¢ 3BY4all TBOPH TUIBKM OJHOTO aBTOPA, PO3KpHU-
BalO4YH OCOOIHMBOCTI HOTO CTWIIS, 1HOMI HE 30BCIM 3HAHOMOTO CITyXadam.
[po TpymHOMIi, 3 IKUMU 3yCTPIiYa€ThCI BUKOHABEIID, 1[0 HAMATAE€THCS BH-
PIIIATH Take CKIIaJHE 3aBlaHHS, BIDHO BUCJIOBHBCS, SIK Kojiera, mpodecop
b. O. CxioBcekuit y cBoilt perensii Ha koHuept H. O. €menko 3 TBOpiB
B. A. Mouapra, sikuii BinOyscs y Benukiii 3ami XapKkiBCbKOTO iHCTUTYTY
muctenTs 29 rpyaas 1981 poky: «MeHi 3qa€Tbes, MO MiaHICT, KU Tpae
B KOHIIEPTI TBOPW OJHOTO aBTOPA, IIOBUHEH BUPILIMTH OiJbII BaKKe 3a-
BIAHHS, HIXK TOW, IKHH TPa€ TBOPH KiJIbKOX aBTOPIB, € € MOXKIIUBICTh TIO-
Ka3aTH pi3Hi XapaKkTepH, CTUIII TOIIO. Y IbOMY BHITaKy Nepe MiaHICTKO0
CTOSIO HaATO CKJIAJHE 1 IOYECHE 3aBJaHHs IKOMOTa [NKOLIE 1 HpIIe Po3-
KpHTH CBIiT MoImapTa i BUSBHUTH BCE PO3MAITTS HOTO TBOPUOCTI Aist hopTe-
miano» (CxmoBcbkuid, 1981).

AJie 3ma€eThes, IO Ie i OyJI0 Ha METi MiaHiCTKH, KOJH BOHA IPOIIO-
HyBaja cllyxa4aM COJIbHI MOHOTpadiuHi KOHIEPTH: TAaKUM YHHOM BOHA
Joromarana myOsini 3aHypUTHCh Y MEHTaJILHUH MPOCTIpP TOTO Y i1HILIOTO
KOMIIO3UTOpPA, OCATHYTH TJTMOMHM aBTOpCchKoro mucieHHs. H. O. €menko
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IpHUCBSYyBana BENMKi KOHIepTHI mporpamu M. Taiimmy, B. Mouapry,
JI. berxogeny, ®@. lllyoepry, ®@. [lloneny, ®@. Jlicty. Taki KOHIIEPTH, B SIKUX
CITyXadi Malli MOXIIMBICTh MOYYTH IOCh HOBE LTSI cebe, «PO3TITHYTI»
TBOPYICTh KOMITO3UTOpA i/ 1HIINM KYTOM CBOiX CIYXOBUX BpakK€Hb, Ha-
JIUXaJ¥ BHKOHABWIIIO Ta CIOHYKAlld i IIyKaTH HOBI TBOPH YIIOOIIEHUX
KOMITO3HUTOPIB, 1100 3HOB 1 3HOB BIIUYTH TBOPYE 3a0BOJICHHS Bij MMi3HAH-
HSl HOBUX PHC aBTOPCHKOTO cTUO. Li KOHIIepTH 3aBOMOBYBaIU MOMYISIP-
HICTB, MPOCBITHAIIbKI HAMIPH BUKOHABHII 3HAXOIWIIH BIITYK y CIyXadiB.

MoHorpadiuHi KOHIIEPTH BiIOYyBaJMCS TaKOXK 3a ydacTio (opTeri-
aHHUX AyeTiB (BUKOHYBAJINCh TBOPH JUISA JBOX (POPTEIiaHO Ta YOTUPHOX
pyk). Take My3ukyBaHHS OyJ0 Ty’Ke I[IKaBUM JUId BUKOHABHIIi, sIKa Tpajia
3 cecTporo Mapiero Ta CTyeHTaMH CBOTO Kjiacy abo 3 KOJUIIHIMY CTY[EeH-
TaMH, SIKi BK€ TIPAIIOBAIM BHKJIAJadaMy MY3WYHHUX YUHIIUII, KyAd BOHA
npuizania 3 koHuepTamH. L{i kKoHLepTH Manu HeaOusaKui ycnix y myOmiky,
TOMY IIO TyeTHI BUCTYIH B TOW Yac BimOyBanucs HocuTh pinko. Ciyxadi
BIJIBIJTyBaJIH X JIy’K€ 0X0Y€, BU3HAKOYH TX IIKABICTh T4 HE3BUYANHICTb.

Momnorpadiuni konneptu H. O. €meHko naBama mpoTATOM Maike
BCHOTO CBOTO JKUTTS. Briepire Moiona miaHicTKa BUCTYITHIA 3 TOAIOHIM
koHIIepTOM Y Benukomy 3aii XapkiBcbkoi koHcepBaropii 1949 poky 3 npo-
rpamoro i3 TBopiB @. Illonena, BIIAHOBYIOYH TAKMM YHHOM I1aM’SITh KOM-
no3utopa. Takuii BUI KOHIEPTiB B ii MoAanbIiii BAKOHABCHKIHA TBOPYOCTI
OyB HaWBHANIIIMM 1 HAWKOPUCHIIIMM SIK JUTsl CIyXadiB, TaK i JUid camoi
BHUKOHABHIll. AHATI3YIOUH MPOrpaMH MOHOTpadidHUX KOHIIEPTiB, MOXKHA
MIPOCTEKUTH, SIK PO3IIMPIOBABCS pelepTyap MiaHICTKH Ha IUISIXY «Bi po-
MaHTHU3MY 10 KJIaCHKI.

Tak, «moneHiBcbKi» mporpamu npo3Bydanu y 1949 i 1954 pokax,
«iricTiBcbki» — y 1961 pomi. HactymHi poku Oynau mo3Ha4eHi mporpa-
Mamu 3 My3ukoio JI. berxoeena (1970) Tta @. Illybepra (1979-1980).
«IlyGepriBcbka» konueptHa mporpama H. O. €menko Oyna uactu-
HOIO MacmTabHOro KadempalbHOTO NpoekTy «dDopTemiaHHa TBOPYICTH
®. Uly6epra (muB. Pymenko, 2021: 25). Orxe, 29 Oepe3nst 1979 poky
Yy BUKOHaHHI MiaHICTKHU npo3By4anu Excripomtu TB. 90, Conara TB. 164 Ta
®danrazis «baykau» @. [llybepra

Koneru no xadenpi, mouentu B. 1. Jlozora ta B. O. Cupsarcekwit, Bij-
TYKHYJTUCS PEIIeH31€10 Ha Tl KOHIEPT: «3Aa€ThCs, He BUMIAAKOBO JIJIS CBO-
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ro KiaBipabeHIy mmiaHicTKa BuOpama caMe 11 TBopH. Kputrka HeomHopa-
30BO 3a3Havaja TeXHIYHY MalCTEPHICTh, HOIYM SIHUH BipTYO3HUH HATHUCK,
CXWJIBHICTB JI0 OPKECTPOBOTO MUCIIEHHS 3a hopremniano. DimirpanHa TexHi-
Ka, SICKpaBa BipTYO3HICTh, Oe310raHHE BOJIOAIHHS (hOPTEIiaHHOIO 1HCTPY-
MEHTOBKOIO — SIKOCTi, siKi HeoOxinHi i B CoHari a-moll i B “Excipomrax”,
ane ocobmmBo y Pantaszii “brykad”’. OmHak HEe TUIBKA BOHU BH3HAYWIIH
ycmix koHHepty. [ladoc momonanHs TPYAHOILIB Ta MiJKOPIOIOYa TEMIIe-
PaMEHTHICTh BUKOHAHHS — Ii€ JIMILE OIUH 3 IBOX IIJIaHIB, 110 IPUTATYIOThH
yBary ciyxada, iHIIHM MOJIOCOM OyB 0€3MEXHO IMUpHUH JIipu3M. 3 0co-
07MBOIO CHIIOIO BiH HaraayBaB Ipo cede B MOBUIBHUX po3linax CoHaTH Ta
®anTasii. Yacom iioMy BIaBajocs MPOpPBaTUCS B CYTO BipTYO3HI €IMi30/1H.
Bopoteba ABOX MOJSIPHUX HANPSIMKIB TpUMaa clyXadiB y Oe3nepepBHO-
My HaIlpy>kKeHHI. TUMYacoBa nepeBara OZHOTO 3 HUX TiJIbKH 3arOCTPIOBaJIA
cynepHunTBO. OCTaHHE J0JaBaj0 BUKOHAHHIO PEabHICTh, KOHCTPYKTHB-
HY SICHICTB, 00pa3Hy KOHKpeTHicTh» (Jlo3oBa, Cupsarcekwii, 1979).

19801990 pp. xapakTepu3yOThCsS YNCICHHUMH BUCTYIIaMH 3 TBOpa-
mu B. A. Mouapra (1982 p., 3 nopropennam 1992 p.), 1. Taiigua (1982,
1983). My3uka JI. berxoBena 3By4ana 3 Harogu 200-pigds Bix IHS Hapo-
okeHHs komnosutopa (1970), i 3HOB miaHicTKa 3BepHYyJach 40 HOTO My-
3ukH yepe3 19 pokis (1989), Bxke OB TOCBIAYEHOIO 1 3piJIOI0 BUKOHA-
Burero. Takox y 1985 p. H. O. €menko Bukonana Konuepr Pe-maxop
M. C. baxa B 10BiNeitHOMy NpoeKTi XapKiBCHKOTO IHCTHTYTY MHCTELTB.
Lle moxHa pO3IIHUTH K MTOTAT AYIIi BUKOHABHIII BiJl POMAHTUYHOI MY3H-
KM, TIOPUBYACTOI, YYTJIUBOI Ta CEPACYHOI, A0 KIACHUYHOI — TIIMOO0KO1, 0e3-
JIOTAaHHO OpTaHi30BaHOi, MyZIpoi, BpiBHOBaXXEHOI. Tak HacTae 3pilicTh.

He Menm monynsipaumu Oy MoHOTpadiuHi KOHIEPTH, PUCBIYCHI
MIeBHUM jkaHpaM: TpaHckpurii (1986), dhopremianniii miriatiopi (1990),
xkaupy porzo (1990), xxanpy Banscy (1996) (Pynenxo, 2021: 33). Takwuit
pi3HOBHI MOHOTpadiYHUX KOHLEPTIB BUKIMKAB HE3MiHHHUIN iHTepec myOdi-
KH: Pi3HI €MOXH, Pi3HI aBTOPH 3’ €IHYBAJINCS, BiATBOPIOIOYHN 3MiCTOBHUH
CTHJILOBUI TPUKYTHUK — CTHJIb aBTOPa, CTUIIb JKAHPY, CTUJIb BUKOHABHLI.

Baanumu Oynu i mpoCBITHULIBKI IPOEKTH, A0 SAKUX TOTYHaJIHCI My3H-
KO3HABIIi: BIIOMOCTI 3 My3WYHOI iCTOPii TapMOHIYHO MOETHYBAIHCS 3 Oe3-
JOTaHHUM BUKOHAHHSM IiaHICTKH, 3aBISIKH SIKOMY CIIyXadi 3aHypIOBaIHCS
y CBIT YapiBHUX 3BYKiB. €MHE Ta 3MICTOBHE JIEKTOPCHKE CIIOBO JTOTIOMA-
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rajgo 3p03yMIiTH OCOOIMBOCTI MY3HWKH. 3alaM’sITaJTuCh JICKTOPH, SIKi Tpa-
LIOBaJIM 3 MiaHicTKOI0, Oy ii ogHomymipsimu: 1. Benenkora, O. I'ycaposa,
I1. IsanoBcekmii, O. Kononosa, JI. Minpka, @. Casinnx, JI. 1lly6ina,
3. FOdepoga.

[IpocBiTHHIIbKAa BUKOHaBChKa MistibHICTE H. O. €meHko peani-
30BYBQJIaCh TaKOXX y YHCICHHUX JICKIISX-KOHIEPTax, sKi MEBHUH dYac
(1970-1980 pp.) BinOyBanuch Ha 6a3i XapKiBCHKOTO 00JACHOTO JIEKTOPit0
TOBapuCTBa «3HaHHS». YacTimie BChOro I KOHUEPTH HPHUCBSIYYBAIHUCS
naMm’sITHUM JataM. BoHa oxode Opana y4acTh y TaKuX KOHIIEPTax pa3oM
3 IHIIMMH BUKJIa/1auyaM Ta CTyIECHTaMU.

JloCBiT KOHIIEPTIB-JICKI[iH, M€ TOEMHYBAINCh MY3HKa 1 CIIOBO,
H. O. €menko nepenasana i cBoiM cryaentam. Kpim kadenpanbaux, da-
KYJIBTETCHKHX, I CHKIX KOHIIEPTIB BOHH Opaiil y4acTh y KOHIIEPTaxX JeK-
TOPIt0, JOIYYAIUCH J0 MPOCBITHUIILKOI pOOOTH, JTCKTOPCHKOI MisUTLHOCTI,
fKa B MOJAJIBIIOMY TeX Oyina iM KOPHCHOIO, CAMOCTIMHO CKJIaJarou Ko-
MEHTapi JI0 TBOPIB, 3 SIKUMH BUCTyMHaH. [ HUX e Oyiia MOXIIMBICTb TIO-
LIMPUTHU CBil KPyro3ip Ta 3HANTH JOAATKOBHH LUIAX CIIJIKYBaHHSA 31 CITy-
xagaMu. 3BiCHO, BOHH JKaJladu OyTH CXOKMMH Ha cBoro memarora. OTxke,
cryaentd Haranii OnexkcaHapiBHH TeX TOTYBald COJIbHI MOHOTpadiuHi
xoHueptH. Tak, HanpuKIaz, 3 KoHIepTamu, Ae JyHaau TBopu @. lllonexa,
Buctynuiu T. Macnoga (1965), M. Haymenxo (1980), 1. Copoxkina (1989);
tBOopH B. A. Mouapra — I. [loknonceka (1991, Ilonrasa). BinOysanucs
W KOHIIEPTH, NMPHUCBSYCHI NEBHOMY XaHpPY, HANPHUKIAJ, SCKpaBHil BU-
ctyn crynenTku T. BamkaroBoi (1976), B sikoMy 3By4anau TiTbKM Bapia-
midHi nukom: B. A. Momnapra, JI. berxoena, ®. Illomena, C. ®panka
(Pynenxo, 2021: 33).

BinOysamuce i xkoHueptu kiacy H. O. €menko 3 mporpamam, Imo-
Oy/I0BaHUMH 32 MOHOTpadiuHUM TIPHHIUNOM. [i y4Hi 3aBKIU BUCTyHAIN
3 LiKaBOIO, BUIIYKaHOO, IPOAYMAHOIO IIPOTPaMoIo0, SIK HAIPHUKIIAA, B KOH-
mepti 3 TBopiB B. Kocenka (1963) (Pymenxko, 2021: 92). TBopu ykpain-
CHKMX KOMITO3UTOPIB 3ByYalld 1 B KOHIEPTaxX KJIACY, 1 Y COJIbHUX BUCTYIAX
cTyneHTiB Ta camoi Haramii OnexcannpiBau. TakuMm 9uHOM, MiaHICTKY
3 TMOBHHUM IIPaBOM MOYKHA Ha3BaTH TOIMYJSPU3ATOPKOIO0 YKPaiHCHKOT My-
3ukd. Tak, B mporpamax KoHLIepTiB ii ki1acy 1982, 1984, 1986 pokis 3Ha-
xoaumo TBopH B. bibika, O. Xyxka, B. Isanora. B. Kupeiika, M. Cxopuka,
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M. Tima, . [llamo. OTxe, y cBOilt megaroriuniii podoti H. O. €menko mpu-
LICTUIIOBaJia YYHSIM PO3YMiHHSI BHKOHABCBHKOI Micii My3uKaHTa, MiKITyBa-
Jacst PO BTIICHHS B iXHIM caMOCTIHHIN MiSTPHOCTI TOMYIISIPU3aTOPCHKUX
i7Ie#, skl MOIJIM O 3MIIIHUTH 0a3y MPOCBITHUIITBA Ta MiABUIIUTUA HOTO Ma-
TPIOTHYHMHI PiBEHb HA KOPUCTH YKpaiHU.

Haraniss OnekcanmpiBHa IDOCHTh Oararo BHKOHYBaja TBOPIB yKpa-
{HCBKUX KOMIO3UTOpiB. JI0 CBOIX KOHLEPTHHX MpPOTrpaM BOHA BKJIIO-
yama Capabanny, Kypanry, ['aBor B. Kocenka; [IBi mpemtonii, Tanok ta
Conary . Crenooro; IIpemonii JI. PeByubkoro; TBopu M. Jlucenka —
Panconiro Ne 2 «lymka-mrymka» ta YBeptiopy Ao onepu «Tapac bynboa»
B 00poOui ans aBox ¢opremiano A. Komomidns; «YKpaiHCBKY CIOITY»
I. [Hamo Ta inmi TBopu. OcobnuBe Micue NMocigany TBOPU XapKiBCHKHX
kommo3uTopiB — B. bapabamosa («Conara-moemay), O. XKyka («bamama»
ta 1a8i «Iloemu»), M. Tina («[lomidoniuna croita» ta «I[loema-koHIEPT»
Ut 1Box Qopremniano). Yacto Haramis OnekcanapiBHa cTaBajia HepIIO0
BHUKOHABHIICIO TBOPIB YKPATHCHKHX, 30KpeMa XapKiBChKUX, KOMITO3UTOPIB.
ABTOpU 3aBXIU OXOYe, 3 TOTOBHICTIO MOYYTH ILiKaBi iHTEpIpeTalii, 10Bi-
PSTM BUKOHABHITI CBOT KOMITO3HMITI. A BOHA 3 TIpUTaMaHHOIO i BiMIOBI-
JaNBHICTIO, 3aBISIKH CBOEMY XyIOKHBOMY CMaKy, pO3KpuBaJia MpUBadiIn-
BICTb Ii€1 My3HKH Ta IIyKajia Ty POJI3HHKY, IO IMiIKpecInia Ou HETIOBTOP-
HICTh TBOPIB, SIKUM Ha/iaBajia BOHA «IYTiBKY B )KUTTS».

[IpocBiTHUIIEKUI aclieKT BUKOHABCHKOI misuibHOCTI H. O. €meHko
SCKpPaBO BHSIBIISIBCA 1 B TOMY, IIIO BOHA BiIKpWBaNa U CIyXadiB TBOPH,
SIKI BAKOHYBAJIUCh PiKO, 1 Taki, 1o OyIu He3achoykeHo 3a0yTuMu. CBOIM
BHKOHAHHSAM BOHA IPUBEpPTaJIa yBary A0 HUX, BBOAWIA 1X B CBill aKTUBHUI
penepryap, 30arauyrud €CTCTHUYHI BPAKCHHS CIIyXadiB, PO3UIHPIOHOYH
ixHil kpyrosip. Takoro Oynma Mois HU3KH TBOPIB JUIA ABOX (pOpTEIiaHO:
Konneprroro nyerino ta @yru go-minop B. A. Monapra, Andante 3 Bapia-
uisimu P. lymana, «Kapuasany tBapun» K. Cen-Canca, n’ec b. Cmeranu,
Croitu JI. Enecky.

[HKONM KOHIIEPTH Ta OKpeMi IT’€CH 3alrCcyBaJIMCs Ha panio, ocoduc-
TO JIOOUTESIMA MY3UKH UM Ha MIPOXaHHA BUKOHaBHLi. Ha xainb, TexHIuH1
IpUCTPOi TOAI Oy/IM HEJIOCKOHAII, TOMY JIESIK1 3aIUCH — HESKICHI. A Ti, IKUM
MOLIACTHIIO OlIbIIIe, 3yCHIUIAMH Y4HIB Oynu onugpoBaHi, 10BEAEH1 10 pH-
JaTHOTO CTaHy Ta J03BOJISIOTH YABUTH, SIK came rpasia Haranis €meHko
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TBOPH KJIACHKIB, 3aXiIHO-EBPONEHCHKUX Ta YKPATHCHKUX KOMIIO3UTOPIB.
Jlucku 3 TBopamu M. Taitana (Conara Mi-6emons maxop); JI. Berxosena
(32 Bapiartii); @. Llybepra (3 Exkcripomtn); ®. Jlicta (Parcomii NeNe 8, 9, 6;
«3abytuii Baigbcy Ne 2 da-mie3-maxop; «TpaHCLUEHICHTHI» €THOIH,
«3amertinbe» Ne 10 da-minop ta «baykatoui BorHi»); L. I'yno—®. Jlicta
(Banbc 3 onepu «®ayct»); M. JIucenka (Parconia Ne 2 «/lymka-trymkay)
30epiratoThes y donoteni XHYM. VYci 3anmucu 1eMOHCTPYIOTh Oe30raH-
HE BOJIOMIiHHS 3BYKOM, HETIEPEBEPIIeHY TEXHIYHY MaCTEPHICTh, CTUIIHOBY
JOCKOHANICTh, BULITYKAHUH XyAOKHI cMak, BMiHHSI IOPUHYTH y TIIHOUHY
aBTOpCHKOTO 3amymy. Lli 3ammucn MOXyTh BUKOPHUCTOBYBAaTHCh Ha ypOKax
icTopii opTeniaHHOro MUCTEITBA, ICTOPIT CBITOBOI My3WYHOT JIiTEpaTypH,
METOAMKH BUKJIaJaHHs (popTeniaHHOT TPU, My3UYHOT IeJarOTiKH.

OTxe, MPOCBITHUIITBO OYyJIO HEBII €MHOIO YACTHHOIO BHUKOHABCHKOL
nisiibHOCTI H. O. €menko. 3 HUM OyB TICHO MOB’si3aHUH KOXKEH i1 BHKO-
HABCHKUH MPOEKT. Teneraadi Majal MOXJIUBICTh «CIUIKYBaHHS» 3 HEIO,
TaKOX JUBIITYUCH UK TIepeiad XapKiBChbKOro TenedaueHHs «becinu ois
poss» («3ycrpiu 3 mianicTkoro H. €mienko») ta «KamepHuil BIBTOpOK»
(«I'pae H. €menko»), sSKi MPOXOAWIIN Y YepBHI Ta )KOBTHI 1976 poky.

HaiimacmtaOHIIIMM MPOEKTOM BHKOHABCHKOI TBOPYOCTI apTUCTKH
Oyrna TiATroTOBKA i BUKOHAHHS HA CIIEHI CKJIATHUX (OPTEMiaHHUX IHKIIIB,
cepen sikux Bei «TpancrenmentHi etromu» @. Jlicta («12 eTwomiB BH-
01 BUKOHABCHKOI MalCTEPHOCTI»), sKi MiaHICTKa MoAapyBaja ciayxadam
y kBiTHI 1961 poky. Lle# nmpoekT moTpedye BHUIOI TOCKOHAIOI MaicTep-
HOCTI TiaHicTa. ABTOPIIi CTATTi MOIIACTHIIO OyTH MPUCYTHHOIO HA IIbOMY
KOHIIEPTi. BpaxkeHHS BiJi BUKOHAHHS MUKy OYyII0 HENepeBepIIeHNM 1 TTo-
CHITIOBAJIOCS 3 BUKOHAHHSIM KOXKHOT HACTYITHOT I1’€CH, 1 BUHHKAJIO HeTlepe-
OopHe OaxkaHHS 3adiKcyBaTH CBOi BpayKEHHS BiJl TOTO, 1110 KOITOCS HA CIie-
Hi. Tak 3’ saBumHCS «3aMUCKHU CITyXaday, SKi CTaJl OCHOBOIO OJJHOTO 3 PO3-
niniB moHorpadii, mpucBsuenoi H. O. €menxo (Pynenko, 2021: 17-21).
JiticHo, BUKOHAHHS IHOTO MUKy CTAJI0 TPAaHIIO3HOIO TOMIEI0 IS Xap-
KiBCBbKOT myOstiku. J103BONMMMO cOO1 HABECTH BIAMOBIIHY aBTOLUTATY, JIE
«I0 CcIigax» IbOro ONMCKYYOTr0 BUKOHAHHS BXKE 3 TO3WINH ChOTOICHHS
MiKPECIIOETHCS HOro 3Ha4YeHHsA: «BoHM (eTIonM) BIAPI3HIIOTHCS SICKpa-
BOIO 00Pa3HICTIO, TOHKMM CMaKOM 1 TEXHIYHOIO JOCKOHAITICTIO. BUkoHaHHS
Haranieto OnmekcannpiBaoto nmporo nukiry @. Jlicta — 1e, 6e3yMOBHO, Ba-
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rOMHI BHECOK Y PO3BUTOK MYy3U4YHOTO BUKOHABCHKOT'O MUCTELITBA Ta, 3BU-
YaifHO K, B ICTOPIIO KYJIBTYpH XapKoBa, IIe — TIOKa3HUK PiBHS MaiicTepHOC-
Ti BUKOHABIIA 1 He3a0yTHE BpakeHHs s ciyxadiB. Came ToMy HE0OXiTHO
BIJIPOJIXKYBaTH Ty BHKOHABCHKY KOHIICHIIIO “TPaHCUECHICHTHUX CTHOIIB”
(Hexaif HaBiTh y CJIOBECHIN 00O0JIOHIII), sIKi IOHAJ MiBCTOMITTS TOMY TPEJ-
cTaBwiIa TanaHoBuTa mianictka H. O. €menko» (Pynenxo, 2021: 21).

BucnoBku. Omxe, y oco6i H. O. €meHko Mu 0a4rMo JTHOIUHY BUCOKOL
KyJBTYpPH, SIKa BTUTHIIA Y CBOiH MpodeciifHiif TBOPYOCTI Kpalli Tpaaulii Bi-
TYU3HIHOTO My3UYHOTO BUKOHABCTBA. BoHa 31100yi1a cliaBy sK ITiaHICTKa, SKa
Majia CBiif TBOpUHMil movYepK. 3aBIsSKU JOCKOHAINM TEXHIUHi MaliCTepHOCTI,
MY3UYHIA epyIuIlii, eCTpagHii BUTPUMIII, MOTJIA TTiAKOPUTH HAHCKIAIHITII
dopremnianni TBopu. Ii akTHBHA KOHIIEpTHA IisTBHICTH Oy/a CPAMOBAHA HA
Te, MO0 JOHECTH JI0 HANIIPIIOT ayIUTOPii My3UKY, IKY BOHA JIFOOMIIA, TKOTO
3aXOILTIOBAJIACH, SIKOIO Oyia mepenoBHeHa ii ayma. [Ipu npomy miaHicTka
HE 3aMHKajach Y By3bKOMY KOJII JIMIIE BUKOHABCTBA, a CBIIOMO 3aydaiia
CBOIO MYOJTIKY JIO CBITY MPEKPACHOTO IIISIXOM BUKOPUCTAHHS JIGKTOPCHKOTO
CJIOBA, PETEJIFHOTO MPOAYMYBaHHSIM MpOrpaM KOHLEPTiB. B i1 mismbHOCTI
BHKOHABCTBO OYJIO HEPO3PHBHO TIOB’sI3aHE 3 MPOCBITHUAIITBOM. Y CBOIX iH-
TepHpeTalisx MiaHiCTKa pO3KpHBaia ITHMOOKY 3MICTOBHICTH BHKOHYBAaHO-
TO, BHYTPIIIHIA CBIT Ta CTIIICTUYHI OCOOIUBOCTI My3HKH TOTO Y IHIIOTO
KOMITO3UTOpPa. YHIKaIbHOIO Oyna caMe pPi3HOMaHITHICTb il MPOCBITHUIILKOT
JiSTBHOCTI, SIKA BUABISUIACH Y 0araThbOX IpaHsIX BHUKOHABCTBA: YHCICHHUX
MOHOTpa(IYHNX CONBHUX KOHIIEPTaX, MPHCBIYCHHUX TBOPUYOCTI OKPEMHX
KOMITO3UTOPiB 200 MEBHUM MY3WYHHUM >KaHPaM, BUCTYIAaX y CKiaii ¢opre-
MaHHOTO JIyEeTY, Y CYIPOBOi CUM(OHITHOTO OPKECTPY, JIEKIIiTX-KOHIIEPTaX,
BUI3HMUX MIEQCHKUX KOHIEPTaxX y BilAaJeHHX paioHax KpaiHW, BHUCTyIax
y IporpaMax paio i TenebadueHHs.

TakuMm dYHMHOM, MpOaHANi3yBaBIIM TBOPYi BHUKOHAaBCHKI HaJI0aHHA
H. O. €menko, BiIKuHYBLIM APYTOpsAHi AeTajii, MU 0a4MMO CIIPaBXHil
00pa3 TaJIaHOBUTOI MIaHICTKH, OMHUM 3 TOJIOBHHX HAIPSMKIB TBOPYOCTI
K01 OyJIO MPOCBITHULITBO. | 11e#i (akT miAKpecItoe MacTabHICTh ii TBOP-
YOCTi Ta 3HAYYIIICTH 11 0COOMCTOCTI ISt My3HUYHOI KyJIbTypH YKpaiHu.

Y nepcnekTHBiI MU MaEMO HaMip NMpOaHai3yBaTH JesKi aclieKTH BU-
KOHABCBHKOTO CTHJIIO MiaHICTKH, IPOBECTHU MOPIBHSIBbHUI aHami3 11 TpakTy-
BaHHsA EtiomiB @. Jlicra 3 iHTEepIpeTaIliIMA IHITUX BHKOHABIIIB, PETEIh-
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HO JOCTITUTH aymio3alucH IT'€C YKPaiHCHKUX KOMITO3HUTOPIB, 30KpeMa
Parniconii Ne 2 M. Jlucenka, y BukonanHi H. O. €nienko.
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Raising public awareness in N. O. Yeshchenko’s performance activity

The article is dedicated to an outstanding personality, Merited Artist
of Ukraine, professor of Kharkiv I. P. Kotlyarevsky National University of Arts.
Nataliia Olexandrivna Yeshchenko (1926-2015) is the pianist, teacher, artist,
scientist, who devoted her entire life to music. In her work she preserved traditions
of the Kharkiv piano school, the founders of which were P. Lutsenko, O. Horovyts,
M. Khazanovskyi. Her rich and fruitful activity left a noticeable mark in the history
of piano performance in Ukraine.

The work of the famous performer attracted the attention of reviewers
and researchers, but it did not specifically focus on such an aspect as public
awareness. The purpose of this article is to consider the educational direction
of N. O. Yeshchenko's performance as an important aspect of the work of an
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outstanding pianist of the 20th century. In the course of the research, it became
necessary to turn to archival materials, in particular personal documents of the
pianist, reviews of her concerts in periodicals, audio recordings of her works,
her repertoire list.

Based on the analysis of the mentioned source base, we support the idea
that the performance art of N. O. Yeshchenko had a clearly defined educational
orientation.

Unforgettable was her concert-educational activity, which manifested itself in
various aspects of her performance: numerous monographic concerts dedicated to
the works of great composers, performances with a symphony orchestra, playing
in a piano duet, accompaniment to vocalists and instrumentalists. She willingly
took part in concert lectures, performed in front of a wide audience in sponsor
concerts, also took part in various concerts in remote areas of the country.
She bequeathed such a broad vision of the musician’s performing mission to her
students. Thanks to music she constantly had a dialogue with the audience through
numerous publications in periodicals. By including little-known or, unfortunately,
forgotten works she showed the audience the layers of beautiful music, and was
the first performer of works by Ukrainian composers, including Kharkiv authors.
Programs (often organized in collaboration with a musicologist) featuring works
of a certain genre, such as waltz, rondo, transcriptions, miniatures, introduced the
listener to the world of genres still unknown or little known to them. A significant
contribution to the treasure trove of Ukrainian performance was the concert
performance of world-famous complex cycles of piano literature: 12 F. Liszt's
“Transcendental Etudes” and “24 Preludes” by S. Rachmaninoff.

So, the analysis of N. O. Yeshchenko's performance art shows that raising
public awareness in the performance field was the main direction of her activity.

Key words: Nataliia Alexandrivna Yeshchenko; Ukrainian pianist,
public awareness, performance activity; monographic concerts; 12 F. Liszt's
“Transcendental Etudes”.
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Performing peculiarities of interpretation
of V. Podgorny’s works for button accordion
(based on the Fantasia on the theme of the Ukrainian folk song
“Poviy, vitre, na Vkrayinu”)

V. Podgorny made a great contribution to the development of the national
button accordion art of the second half of the twentieth century. The composer
managed to create highly artistic works that reflect the dramatic content and
characterize the author s symphonic thinking. The article reveals the peculiarities
of the performers interpretation of works for button accordion by V. Podgorny
on the example of Fantasia on the theme of the Ukrainian folk song “Poviy, vitre,
na Vkrayinu”. For this purpose, for the first time, two performance versions by
two famous performers are analyzed: a version by O. Nazarenko, and a version by
F. Lips. The conclusions emphasize that the interpretation of V. Podgorny s works
requires accurate knowledge of the text, correct nuances, a good command of
strokes; skillful pedalization and sound production, vocalization of melody when
conveying the image.
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Statement of the problem. V. Podgorny as a performer and composer
made a great contribution to the development of the national button
accordion art of the second half of the twentieth century. He managed
to create musical images of symphonic scale, to present new methods of
performing techniques. Problems of interpreting his works are relevant for
both modern musicology and performing arts. It is necessary to identify the
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peculiarities of interpretation of V. Podgorny’s works for button accordion
in order to provide recommendations for performers seeking to maximize
the disclosure of their artistic content. Podgorny’s compositional work is
closely connected with the best button accordionists. The author proudly
dedicated his works to such bright and talented performers as E. Derbenko,
I. Purits, V. Semenov, F. Lips, A. Sklyarov, B. Egorov, O. Nazarenko,
Yu. Vostrelov, A. Semeshko, A. Bukhtiyarov. Among the brightest button
accordion performers of V. Podgorny’s works O. Nazarenko and F. Lips
stand out.

Analysis of publications. Among the publications devoted to
the composer and performing art of V. Podgorny, the most significant are
the works of S. Dymchenko (2013), I. Snedkov (2016) and A. Semeshko
(2003). Kharkiv button accordion researchers M. Plushenko (2021),
A. Strilets (2018), I. Snedkov (2016), S. Ptashenko (2013) showed scientific
interest in various aspects of O. Nazarenko’s creativity. However, the
peculiarities of interpretation of V. Podgorny’s works for button accordion
have not been fully explored yet.

The purpose of the article is to study the specific features of
interpretation of V. Podgorny’s works for button accordion on the basis
of a musicological analysis of the Fantasia on the theme of the Ukrainian
folk song “Poviy, vitre, na Vkrayinu” and a comparative analysis of the
performing versions of O. Nazarenko and F. Lips.

The methods of the research are conditioned by the material and
aspect of studying the problem and are based on a combination of different
scientific approaches: historical — in characterizing the traditions of the
Kharkiv button accordion school, genre and stylistic — for studying the
genre of fantasia for button accordion in the creative work of V. Podgorny;
comparative and interpretive for analysis of the performer interpretations
of V. Podgorny’s Fantasia.

Presentation of the main material. Volodymyr Podgorny is one
of the founders of the Kharkiv button accordion school, who in general
influenced the button accordion art and the evolution of the instrument
in particular. With his performing and composing work, he brought the
instrument from an entertaining, everyday instrument to an academic,
concert level. He introduced symphonism into button accordion literature
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as a method of composition. Being the author of original highly artistic
compositions for button accordion, V. Podgorny also created transcriptions
for button accordion and, thus, promoted high examples of classical music.
I. Snedkov characterizes his colleague in the following way: “V. Podgorny
is a composer who was ahead of his time by achieving bright intonational
expressiveness in music of different styles” (Snedkov, 2016: 14).

The music of V. Podgorny is complex in artistic and technical terms
and therefore creates a number of problematic tasks for the performers.
A. Strilets gives a high assessment of the master’s creativity: “The powerful
complex harmony, symphonization and polyphonization of the texture
were stunning. V. Podgorny created a new direction for the development of
the button accordion...” (Strilets, 2018: 147).

Fantasia on the theme of the Ukrainian folk song “Poviy, vitre,
na Vkrayinu”! has two composer’s versions. The first one is a variant for
button accordion with a system of bass-chord accompaniment created by
V. Podgomy in 1964. For the first time this composition was performed
by O. Nazarenko in 1965 on the All-Union Radio. In the same year,
the performer brilliantly presented works of V. Podgorny at the Plenum
in Kyiv. Those were two pieces — Variations on the theme of the Russian
folk song “Polosynka” and Fantasia on the theme of the Ukrainian folk
song “Poviy, vitre, na Vkrayinu”.

O. Nazarenko shared his impressions in an interview: “I remember
very clearly the feelings I got from the first author’s performance of the
work ‘Poviy, vitre, na Vkrayinu’. When V. Podgomy was playing the
middle section (development), I felt as if the ground was slipping from
under my feet. It was a long time ago, but it’s unforgettable.” According
to the button accordion player, later he had the same impressions thanks to
the emotional and expressive performance of his teacher (if student years
are taken into account then the creative collaboration between V. Podgorny

1 The words of the lyrical masterpiece, which have long been considered folk, belong
to the Ukrainian poet of the second half of the nineteenth century S. Rudansky, and the
music to L. Alexandrova. In addition to the song “Poviy, vitre, na Vkrayinu”, another
popular romance of hers is “Dyvlius ya na nebo”, written on the words of the Ukrainian
romantic poet M. Petrenko. Both romances were brilliantly arranged for voice and piano
by V. Zaremba.
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and O. Nazarenko lasted more than fifty years). O. Nazarenko rememders
that in communicating with colleagues and students, V. Podgorny as a great
artist of sound vividly and figuratively presented new compositions on his
instrument no matter what it was — a transcription or an original piece?.

The second version — V. Podgorny’s Elegiac Fantasia on the theme
of the Ukrainian folk song “Poviy, vitre, na Vkrayinu” — was created for
a multi-timbre ready-elected button accordion in 1984 on the initiative of
F. Lips and was dedicated to him. The author introduced some textural
and harmonic variants and significantly expanded the coda. Thus, due to
minor changes, the second version surpasses the first one in scale (the first
consists of 97 bars, the second — of 119 bars).

F. Lips highly appreciated the work of V. Podgorny. Being a touring
button accordion player, F. Lips included Fantasia on the Ukrainian folk
theme “Poviy, vitre ...” in his repertoire, which is why this work was often
performed in different countries.

The Fantasia “Poviy, vitre, na Vkrayinu” has bright features of
symphonism, which are generally characteristic of V. Podgorny’s composing
and performing thinking. This can be explained by the fact that the musician
carefully studied the work of great composers and their symphonic scores
(in particular, P. Tchaikovsky, S. Rachmaninoff). The result of this was his
transcriptions of symphonic music for button accordion (second and final
movements of the Fifth Symphony, final movement of P. Tchaikovsky’s
Sixth Symphony).

The Fantasia for button accordion can be classified as innovative as
this work is different from traditional transcriptions for button accordion
of those years in the presence of symphonic dramaturgy. A. Khachaturian
spoke about the symphonic beginning in the creative work of V. Podgorny:
“I expected to hear something specific, which is called music for the
harmonica, but I was pleasantly surprised when I heard the music of
a symphonic kind, and symphonic, I would say, thoughts. It was pleasant
and well composed music” (Semeshko, 2003: 4-5).

In the button accordion Fantasia “Poviy, vitre, na Vkrayinu”,
V. Podgorny used the characteristic techniques of developing a folk

2 From the personal conversation of the author of the article with O. Nazarenko.
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melody by isolating individual motives and coloring the expressive motive
embedded in the theme. Working with each theme, the composer showed
scrupulousness. The composition and dramaturgy of this button accordion
work largely matches with the content of the song, which is characterized
by a certain emotional mood. After listening to its performance on the
button accordion, some people compare the Fantasia with the sound of
the organ (apparently due to the depth of drama and colorfulness of the
registers used here), others — with the sound of the choir (thanks to the
folk-vocal structure of the texture). The rest of people think about it as
an open symphonic adagio. This work is one of the most dramatic button
accordion masterpieces of the composer, created on the basis of folk song
material.

The epic-declarative initial motives in the part of the right hand attract
with an interrogative orientation. O. Nazarenko begins his performance,
somewhat retreating from the initial tempo. The first interrogative motives
sound more mobile, which is an important factor in conveying an excited
image. F. Lips, in turn, strictly follows the given tempo of the author, but
slightly delays the disturbing motives, consisting of several intonations,
bringing the sound closer to the rhythm — the dotted eighth and the sixteenth.

Harmony at the end of each phrase leads to a dominant (bars 2, 4, 8 —
variant 1); (bars 3, 6, 10 — variant 2), which is not resolved within 16
and 18 bars, until the theme appears. Anxious trills and tremolo, delays
for seconds and chords converging and diverging movements of voices
performed by O. Nazarenko create an atmosphere of spiritual excitement.
The interpretation of F. Lips can be classified as a variant of greater
technical complexity, which characterizes his performance of this episode.

In this part, which plays the role of an introduction, the performer
should build a melodic line as expressively as possible; in order to achieve
this the harmonic notes should be in the background. In view of the nature
of the music and the tempo of Lento, trills should not be played very fast
and the imitative ones in the second octave should sound lighter, more airy.
Both performers cope with this task meticulously, although F. Lips’s trill
sounds monotonous, without creating the effect of material development.
V. Podgorny often told his students that the trill should develop, have
dynamic gradations, and open like a flower.
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Emotional stress will be mitigated by quarto-fifth leaps, which should
sound a /a flageolet in the second half of the bar during the performance
when the keys are not fully pressed (it is especially important when
playing a button accordion with ready-made chords), since the
“fragments” of the chord following the trill are naturally softened by
resolution. F. Lips, in this regard, has a significant advantage, playing
a multi-timbre button accordion and using the “button accordion with
piccolo” register (imitation of “fragments™). It should be noted that
pressing the key halfway is O. Nazarenko’s performing discovery, which
he made while working on this particular piece. It is worth saying that
0. Nazarenko plays the button accordion with ready-made chords and he
has to use quick wit and personal experience in his playing in order to
diversify the sound of the piece not only dynamically and articulatory,
but also emotionally and thoughtfully.

When developing a theme, the bellows must be moved in such a way
that their direction would be enough for a phrase of four bars. In the last
two bars of the theme, the difficulty is to ensure the clarity of the sound of
the melody. Here again, one should use the technique of partial keystroke
on chordal sounds and at the same time filter the sound on melodic notes
by “breathing” air into them first.

The introduction is followed by the theme development; O. Nazarenko
begins to develop the theme after a sustained fermata by shifting the
tempo. In turn, F. Lips, without waiting for the action of the fermata,
begins to demonstrate his vision of the sound of the theme, using the same
rhythmic pattern — the dotted eighth and the sixteenth. Both performers
have something in common; they both use the method of respect for the
text, vocalizing it, making the button accordion “breathe”. But it must be
recalled that F. Lips plays with a more “open” sound, while O. Nazarenko
frames and processes all sounds.

Let us consider a fragment with a diverse texture (bars 25-28 —
variant 1); (bars 30—35 — variant 2).

In the first variant (1964), this construction is presented only in the
right keyboard. To make the “mood” lighter it would be possible to
perform the third (lower) voice on the selective keyboard. In view of their
different timbres, a rather complete merging of all voices does not occur;
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therefore it is advisable to perform all voices with the right hand, which
O. Nazarenko successfully demonstrates in the audio recording. Since this
repetition of the chorus should go in a more concentrated emotional key,
the tremolo plays the role of a new factor in the development. That is why
the performance of tremolo should be as frequent and evenly alternating
as possible, without the slightest caesura between groups. The versions of
O. Nazarenko and F. Lips in this episode are very close to each other.
To develop a sense of freedom when performing this construction, it is
advisable to play the tremolo separately with only the lower voice. In the
general context of this work, fragments with tremolo should be perceived
as an alarming and impulsive background.

Atthe end of the melody (bars 27, 28 — variant 1; bars 34, 35— variant 2),
it is important to reduce emotional excitement gradually. Through tense
bellows, it is necessary to emphasize melodic notes, and in chord sounds,
the keys should not be fully pressed (phrasing of the bellows according to
the melody). Complete “dissipation” of expressiveness occurs only in the
next quarter (when imitating the upbeat motive in the lower octave).

Inboth performance interpretations, the dramatic character is intensified
eight bars before development. After the theme has been developed, the
initial interrogative motive appears in a deeper and more disturbing form.
Again in a low register, in contrast to the initial developing, to give the
mood of predestination and specificity of the question, it is advisable to
transfer the semantic emphasis to the first beat, holding the supporting
chords. The same dynamic technique will emphasize anxious and restless
motives before the developing part, and second motives in the eighth bar,
which the composer used as a theme of longing and sorrow, will be one of
the main elements of growth in the development.

In the middle part of the Fantasia (development), the main means of
developing the material is harmonic growth — the movement of second
motives, dynamics, instrumentation. New elements of texture, the
so-called mass of sounds, are leading and they interact simultaneously
with other elements of the development. The author of the Fantasia uses an
interesting compositional technique, transforming the motive of the theme
from a triad into a scale-like chant, which contributes to the feeling of
overcoming during the development of the sound chain.
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Button accordionists begin the development in completely different
ways. F. Lips enters somewhat excitedly and in the dynamics of f, which
does not give him the opportunity to develop the material through dynamic
growth. This is not surprising, because the second version (1984) was created
for a multi-timbre button accordion with the use of a number of registers,
especially in the development (“button accordion”, “button accordion
with piccolo”, “tutti”). Performing a masterpiece on such an instrument,
the performer has a significant dynamic advantage. O. Nazarenko, in turn,
prepares the development in the following way: the ending of the theme
slightly aggravates at the fading (dim., p), but does not weaken in terms
of impact on the keys, thereby anticipating further development. Taking
a breath, the button accordionist begins his ascent and development of
the material by imitating the instruments of a symphony orchestra.

It should be noted that at the organ point “B”, O. Nazarenko does not
single out this moving voice from the general sound, but gradually,
especially in the second wave of development at the organ point “G”, brings
the sound of this element of the musical fabric to the degree of the main
one. From being contemplatively dependent, it must become strivingly
active. This voice plays a particularly important role when the melodic
pause occurs in full measures, being in these cases the main moving
factor. It should be performed with a /egato stroke, while the connection
of harmonic verticals should also be without gaps between them. In some
musical constructions, it is necessary to apply peculiar fingering techniques
to meet the requirements of the artistic kind.

During sixteen bars, the author does not change the type of texture,
and all the development is carried out through sequential development
and harmonic combinations. In bar 17, the performer uses other button
accordion resources that have not yet been employed — ready-made
chords, which in this case are perceived as the introduction of the brass-
wind group of the symphony orchestra. From here begins the climax zone
of this part, and of the whole work as well. To give greater significance
to the sound of ascending squall currents of thirty-seconds, it is quite
acceptable, developing the lower voice, to add a movement similar to
a whirlwind. Bringing the development to an emotional intensity in the
bar 65 (variant 1) and bar 71 (variant 2), a super-complicated technical
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element appears — octaves in thirty-second notes. This “swirling” episode
speaks of the maximum point of incandescence. The button accordionists
demonstrate special virtuosity and lightness, using all their energy reserve
in this episode by imitating the futti of a symphony orchestra. Starting from
the point of the highest intensity (fff), the passage rolling down leads to
the note “B natural”, it is like a dead end from which there is no way out.

It should be recalled that a similar element has already been
encountered in the performance practice of O. Nazarenko. In the process of
studying the Variations on the folk theme “Polosynka” (1958), in which the
final variation consisted of octaves in sixteenth notes, the button accordion
player achieved not only the maximum stroke effect on the musical texture,
but also a special virtuoso character when performing this material?.

The reprise brings us back to the textural presentation of the first
movement, which is based on thematic material. Unlike the first movement,
where the theme is presented in the nature of the narrative, here it takes
place in the nature of a human drama that has just been experienced. In the
context of this movement, the theme is the carrier of drama, the insertion
and ending play the role of dissipation, which are tuned to the same wave,
but with a touch of sympathy. This is an addition from the author, so they
need to be performed in a slightly different emotional way. In general, it is
undesirable to “overload” it with great and constant expressiveness: first, this
is a folk theme, and extreme expressiveness is alien to folk music. Second, if
you play all the time in a tense emotional key, it will tire the listener: the ear
will simply adapt and will not perceive those bright moments of the sound
that really need to be distinguished from the overall piece. When performing
on an unregistered button accordion, it is desirable for the performer to
“orchestrate” the main sections of the texture in their imagination. In terms
of timbre, it is necessary to have a sound scheme. The sound, according to
the dramaturgy, should be deep, cold, light, dull, sharp, soft, etc. In a reprise,
the melody can be equated to the timbre with an oboe and the sound should
be mild, flowing, light. In this regard, when registering for a modern ready-
elected button accordion, it must be remembered that the author (this is
noticeable in texture) widely uses means of expression — timbre comparisons,

3 From the personal conversation of the author of the article with O. Nazarenko.
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constant accumulation of sound mass (in development), etc. It should be
noted that in this work the composer does not use diversified variation as in
the arrangement of the song ‘“Polosynka”, he develops one idea, showing
different facets of one image.

Conclusions. Thus, we come to the conclusion that V. Podgorny made
a special contribution to the national button accordion art of the second
half of the 20th century. The composer managed to create works that reflect
the dramatic content and characterize the author’s symphonic thinking.
His highly artistic music is complex and intellectual, it attracts performers
of all age categories. In this analysis of the two interpretations we have
presented only a few points that seem particularly important. We have
reviewed the leading performance details, i.e. accurate knowledge of the
text, correct nuances, a good command of strokes; skillful pedalization
and sound production, vocalization of the melody, image conveying, etc.
Our task was to identify and study the performance style of two bright
musicians who represent two different button accordion schools; to explore
the methods, forms and performing means of button accordionists in
order to convey the image and content of the work as fully as possible.
The performances of button accordion masterpieces by these outstanding
creative personalities inspire, give new artistic impulses and contribute to
the creation of extraordinary musical ideas.
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Tem0Opoo6Gpa3 anbta B II’ATOMY CTPYHHOMY KBapTeTi
B. Bi0ika B KOHTeKCTi KOHIeNIii «0CTAHHBOTO TBOPY»

Tembpoobpas anvma y OOCHOHNCEHHAX CYUACHUX HAYKOBYI8 NOCAE K Xy-
002ICHSL MEMACUCIEMA, WO BUBYAEMbCS K HA 302albHOMY, MAK i HA cneyugiu-
HUX PIGHAX 3d PAOOM NApAMempis (cemanmuune amniyd, 8i3yaibHO-aKyCmMU4HULL
obpasz iHcmpymenma, iHOUGIOYATbHULL BUKOHABCHKULL CTNUTL (PEDIEKCUBHO20 X)-
ooacnukay (Lllanosanosa, 2007a, b) abo e inmepnpemamopa (Hikonaescoka,
2020) ma imwi). PenomeHn 3anyyeHHA anbma y Ni3HI ONYCU KOMHO3UMOPI8
XIX=XXI cmonimb 0oci He Oys npeomemom CHeyiaibHUX HAYKOGUX DPO3BIOOK.
Y npeocmasnenomy docnioxcenni pozenanymo cneyuixy 3acmocy8anHs memo-
POoBoi cemanmuixu anvma 6 nizuitl meopuocmi B. Bioixka (1940-2003) na npuxna-
0i tioeo I1’smoeo cmpynnoco keapmemy (2002). Tunonoeito meopuux nepiooie
(3a H. Casuyvroro, 2008) cnpockosano na meopuicme B. Bibixa, 6 pe3yromami
4020 BUABIEHO, WO NI3HIl NePiod 11020 KOMHO3UMOPCHKOIL OLLIbHOCMI (3a HAWLO0
nepioouzayiero — 1994-2003 pp.) modicHa gi0Hecmu 00 «KOHCONMIOYI0U020» MUNY,
OCKINbKU 30€PediCeHO OCHOBHI KOHCMAHMU CIUI0 Mumysi — Qiioco@iunicms,
cuMoHizM, NONIOHI3AYII0, MOHONOSITYHICHIb, MEOUTNAMUBHULL MUN OPAMAMYP2Ii.
IIposedeno xomnozuyitino-opamamypeiunuii ananiz I1’asmozo cmpynnozo keapme-
my, PO32NAHYMO NPULIOMU THCIPYMEHMATbHO20 SUKIAOEHHS Md PO36UMKY mema-
MUYHO20 MAMEPIATTY, 30CePeOHCeHo Y8azy Ha 0COONUBOCMAX 3ACMOCYBAHHA MeMO-
poobpaza arema y cemanmuunomy noai meopy. Ha niocmaei ananizy Keapmemy,
3 027180y HA CMULLOBE OOMIHAHIMU MEOPYOCMI KOMNO3UMOPA, 8UOKPEMLEHO OCHO-
6HI MeHOeHYIl 3aCMOCY8anHtsl albmogo2o memopy 6 niznii meopuocmi B. Bibixa.
ITiocymosaro, wo KomMno3umop 3a paxyHOK MeXHIKO-8UKOHABCLKUX MONCIUBOC-
metl iHCIMPYMeHmMA 3HAYHO POSULUPIOE 11020 CEMAHMUYHUL CREKMP.
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Kniouosi cnosa: membpoobpas anvma; My3uuHa ceManmuira, niuii cmuis,
meopuicms B. Bibika; cmpyuHuii keapmem.

IMocTranoBka npo6jemu. OmycH, sIKi CTBOPEHI Ha 3aBepIIabHOMY
eTarli TBOPYOro MUIIXY KOMIIO3UTOpa — a caMe TakuM € [’ sTuii cTpyHHU#
kBapteT B. bibika, — 3aBX/11 BUKIHMKAIOTh OCOOIHBHIA iIHTEPEC TOCITITHUKIB
AK «OCTAHHE CJIOBO» MMTIIS, 1110 aKyMYJIFO€ OCOOIMBOCTI H1Oro MUCIEHHS
Y CIIpUSIE MUTICHOCTI CIIPUIHSTTS HOTO TBOPYOCTI (TIEPIITHiA TBIp — CBOEPI-
HE «promoy, OCTaHHI} — MeBHUN MiCYMOK). [HOZI MU MOXEMO TOBOPUTH
PO JYXOBHUI1 3aII0BIT; B ACSIKUX BUITAIKaX — KBIHTECEHIIIIO TOTO, 1110 OYyJI0
MpUTaMaHHE TBOPUOCTI KOMIIO3UTOPA paHillle; iHO/I K OCTaHHIH OImyc — I1e
BUX1/1 HAa HOBHUH CTHJILOBHH piBEHH (YacOM MPUHIIMTIOBO HOBHHA). Hac oco-
ONUBO IIKaBUTH TOH (haKT, 110 HEPIJIKO OCTAHHI TBOPU KOMITO3UTOPIB, 30-
kpema XIX—XXI cromith, OB’ A3aHi 3 TEeMOpOM anbTa. MO)KHA HaBITh CIIO-
CTepiratu «BiJOCOOJICHICTE» alIbTOBOTO TEeMOpPY B Mi3Hii TBOPUOCTI KOM-
no3uTopiB 11poro mepiony (M. bpamc, M. Bpyx, M. Perep, /1. IlloctakoBuu,
b. Bpitren, b. baprok, I1. 'inpemit, b. Mapriny, E. brox, @. [pyxuHiH,
A. XagartypsiH), 10 IPOCTeXyeTbesl i y TBopuocti B. bibika. Lle sBue,
IIT0 BOYEBHUIb OB’ A3aHE 3 CEMAHTHKOIO TEMOPY IMBOTO iHCTPYMEHTA, SKa
CKJajiacs 3a yacH ioro (hopMyBaHHsI, BUCYBa€ MMUTAaHHS 11 BTIIECHHS B YMO-
BaX iHAMBILYalbHOTO, 30KpEMa Ii3HBOT0, CTHIII0 KoMIo3uTopa. PeHoMeH
3aJydeHHs anbra y mi3Hi onmycu komnosuTtopiB XIX—XXI cromitTs moci
CHELiaTbHO HE PO3MISLAABCSs, OTXKE, BUSBICHHS 1 3aCTOCYBaHHS LbOTO
JOCIITHUIIBKOTO paKypcy CTAHOBUTH TICBHY HAYKOBY HOBHM3HY HAIIIOTO
HanpamroBaHHs.

AHaJi3 ocTaHHIX JoCTi:KeHb i myOsikauiii. Y crarTi npencrasieHi
MOCHJIAHHS Ha JIOCIIJKCHHS HAYKOBIIB 11010 TUTAHHS CEMaHTHKU TEMO-
poobpasa ambra: . Kocernko (2018), sika CHCTEMHO JOCIiIKy€E TEMOPOBY
CEMaHTHKY aJIbTa Y TBOPYOCTI XapKiBChbKHX Kommo3utopis 1960-2000 po-
kiB; E. Kympisaenko (Kympusinenko, 2005), sika BusiBisie crenudi-
Ky BHKOPHCTAaHHSI albTOBOTO TeMOpy B KaMmepHiii Mysumi M. Bpamca;
A. Topogenskoro (2019), o y3araibHIOE CIIOCTEPEKESHHSI MO0 XYIOXK-
HBOTO TeMOpooOpa3a anbTa y COJIBHHX TBOPax €BPONEHCHKHX KOMIIO3HU-
TOpIB nepioi monoBUHU XX cTOMITTA. Takok HAMH 3aCTOCOBAHO TO3MIIIT
¢ynmamentansaux mpaus H. CaBunpkoi (2008; 2010) momo npobiem nepi-
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OITM3aIli1 KOMIIO3UTOPCHKOI TBOPYOCTI Ta 11 BikOBUX ocoOmmBocTei. Jlo mo-
CJIiJPKEHb, 10 BUCBITIIIOIOTH Pi3HI aciekTd TBopyocTi B. bibika, Hanexats
mpami JI. lamoBanosoi (2007a, b), I. Kocernko (2018), 1. IBaroBoOi Ta
A. MizutoBoi (Ivanova & Mizitova, 2020), O. llletuncbkoro (2021), ppar-
MEHT KOJIeKTUBHOI cTarTi aBTopcTBa FO. Hikonaercwkoi, JI. [llamoBanosoi,
O. Komnemroxka, JI. Cepranrok (Serhaniuk, Shapovalova, Nikolaievska, &
Kopeliuk, 2021).

Mera cTaTTi — BUSBIEHHS CIENU(iKA 3aCTOCYBaHHSI CEMAaHTHUKH
TeMOpooOpasa anbTa B Mi3Hii TBopuocTi B. bibika Ha mpuknanmi Horo
II’aTOro cTpyHHOIrO KBapTETY.

Jiig po3kpUTTS TeMu 0OpaHO MeTOHOJIOTiUHY 0a3y, sSika BKIIOYAE
B ce0e HHU3Ky 3araJlLHOHAyKOBHX Ta CIELiaJbHUX MY3WKO3HABUUX Mij-
XOMIB: icmopuxo-6ioepagiynuti — B TOCTIIKEHHI )KHTTEBOTO i TBOPYOTO
nuisaxy B. Bibika; cmuibosuil, OCKUTEKY pO3DIAIAEThCS crienu(ika m3HbO-
IO CTHIIIO KOMITO3UTOPA; CeMaHmuyHuil, y 38’ SI3Ky 3 JOCHIIKSHHSIM TeMO-
poobpaza anera; opeanoro2iuHuil, TPU PO3TILl TEMOPOBO-CEMATHYHUX Ta
APTUKYISLIHHO-IITPUXOBUX 3aCO0iB BUPA3HOCTI; METOA BUKOHABCHKO2O0
ananizy, 30CePeHKCHN Ha BUSBIICHHI CEMAaHTHKH TeMOpPY albTa y AOCHi-
JDKYBaHOMY TBOPI.

Buknaa ocHOBHOro marepiajay aociigaxeHnHsi. s cuctemarusa-
i mapaMeTpiB TeMOpooOpasa anbTa BapTO 3BEPHYTHUCS, B IEPIIy Yep-
Ty, 10 3HAYEHHSI CaMOT0 TEPMIiHY «TeMOp», a TaKOXk IMOXiJHUX BiJ HHOTO
MOHATh — «TeMOPOBE aMIuTya ajbTa) Ta «TeMOpOBa CEMaHTHKA aJbTay.
Amnaniz nediniuii «teMOp» B ii AyansHOMY (YHiBEpCalIbHOMY Ta CIEIH-
(hiuHOMY) 3HAueHH] peanizoBaHo O. Xapkosum (2005), 3rimHO TYMIIi KO-
ro «TeMOp y My3WYHOMY TBOpi MOCTa€ SK CKiIagHa OaratopiBHeBa (QyHK-
HiOHAIbHA cHcTeMa. Moro (hyHKIIOHANBHICTE 0a3yeThCs Ha BiAHOCHUX
KpUTEpiAx, TaKuX AK: 1) TeMOpoBHiA KOHTpPACT; 2) TeMOpOBa IITBbHICT;
3) TemOpoBa M’sikicTh; 4) TemMOpoBa MikcTOBiCTEY (XKapkos, 2005: 30).
O. XXapkoB HAaBOAWTH JBa IMOKA30BHX BH3HAYEHHS TEMOpPY B MY3HII,
a came — XK. H. Ban nep Beiina (Weid, 1992) ta T. Miopes. «Tem0p —
KOMITJIEKCHE TIOHATTS (YacTO BH3HAYAETHCA K CYKYIHICTh TPHOX KOMIIO-
HEHTIB: BICOTH, TPUBAJIOCTI, IHTEHCUBHOCTI), SIKE CIIPSIMOBAHE HA 3ITUTTS
3ByYaHHS BCiX KOMIIOHEHTIB y CIyXOBill CyTHOCTI» — 3ayBa)Kye MepIInid
(Weid, 1992: 109). 3a T. MropeeM, «teMOp — 11e “‘Cy0’€KTHBHHI BHpa3
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00’€KTUBHOTO CIIEKTpYy 3By4JaHHS » (muT. mo: Weid, 1992: 114). Ilepme
BU3HAYCHHS XapaKTepusye TeMOp 3 60Ky HOro KOMyHIKaTMBHOI CyTHOCTI,
JpyTe — MiIKPECIIOE CTPYKTYPHO-(PYHKIIOHAIEHY OCOONMHBICTE TEMOpPY
B 1loro 00’ €KTUBHOMY iICHYBaHHI 1 Cy0’€KTUBHOMY CIIPHAHSTTI.

B ykpaiHCbKOMY MY3HMKO3HABCTBi, 30KpeMa, AMCEPTaLil KOMIIO3UTO-
pa 1O. Imenxka (1997), TemOp po3rIsAacThCS Yepe3 CUCTEMY PEIISTHBHUX
MpOTHUCTaBIeHb. JJOCTITHIK NPOMOHY€E KIacudikamito TeMOPOBUX OMO3H-
Iiif 3a IT’sAThMa MMapaMeTpaMH: TEMOPOBHUH KOHTPACT i TeMOpOBa TOTOXK-
HICTB; TeMOpH YHCTI 1 3MillIaHi; TeMOpOBa IIUIBHICTH 1 TEMOpPOBa MPO30-
picTh; TeMOpoOBa pi3KicTh i TeMOpOBa M’SAKICTH; COJMBHUM TEMOp 1 TpyIio-
Buii TeMOp (Imenko, 1997: 7).

BaxnuBoio xapakTepuCTHKOIO TeMOPY B HOro KOMYHIKaTHBHIN (QyHK-
mii € moHATTS «TeMOpoBa cemanTukay. I. Kocenko (2018: 39) 3a3nauae:
«Y HasBHI# niTeparypi 3 mpoOjeM TeMOpy Ta OpPraHoOJIOrii 1 MOHSTTS,
SIKILIO 1 BUKOPUCTOBYETHCS, TO YUCTO METaQOPUUIHO, AJIsl IO3HAYCHHS T10-
JMIOHOCTI MiXK BOKaJBFHHMHU Ta IHCTPYMEHTAJIHLHHMH 3ByYaHHSIMH. Pazom
3 THM, TIPH BUBYEHH1 KOKHOTO OKPEMOT'0 iHCTPYMEHTAIBHOTO TeMOPY Ciizt
MaTH Ha yBa3i Ty iHTOHAIIHHY CUCTEMY, B SIKy BIH “‘BMOHTOBaHMI1, TOOTO
CEMaHTHYHE aMIUTya JaHOTO IHCTPpyMEHTa 3 oro TeMOpoBO-(haKTypHUMH
1 apTUKYILIMHIMY XapaKTepUCTUKAMH Y TBOPAx 3a HOr0 y4acTIO — CHM-
(hOHIUHUX, KAMEPHHUX, COJIbHO-KOHIIEPTHUX.

B. Tkauenko (2013) Buokpemiroe Gpakropy, mo GopMyroTh, Ha TyM-
Ky aBTOpa, MOHATTSI «TEMOpPOBOI CEMaHTHKW» IHCTPYMEHTA: 1) Bi3yalb-
HO-aKyCTHYHHI 00pa3 IHCTpyMEHTa; 2) XapakTep iHTOHaliiHO-3BYKOBOT
CHUCTEMH 1 3acO00M BHPA3HOCTI B My3HIli (MarOThCA Ha yBa3i BIAMIHHOCTI
MY3HYHOT MOBH BiJIIOBIIHO JIO CTHJIIO €MOXH); 3) CTYIiHb JOCKOHAIOCTI
KOHCTPYKIIii iHCTpyMeHTa; 4) HasBHICTh BUKOHABCHKUX IIKiJL.

JIOTIOBHUMO 110 CHCTEMY L€ OJIHAM, HE MEHII BaXKITUBUM, (PaKTOPOM,
110, Ha Hally AYMKY, BIUIMBa€ Ha (OPMYBaHHS «TeMOPOBOi CEMaHTHKIDY
Ta «TeMOPOBOTO aMILIya» OyIb-IKOTO IHCTPYMEHTA SIK OIWH i3 BU3HAYAIb-
HUX: IHANBIyaIbHO-BUKOHABCHKUH TIOUEPK «PE(IEKCUBHOTO XyAOKHUKA
(IlammoBanoBa, 2007a, b) abo x inTeprperaropa («Homo Interpretatusy,
Hixomaescbka, 2020).

JI. anoBanoBa (2007a, b) po3misaae eCTETUKO-KOMYHIKaTHBHY NPH-
POy BUKOHABCTBA, ITI0 BU3HAYAETHCS SIK PeQIIeKCis XyIOKHUKA-IHTEepIIpe-
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Taropa, SKMH TBOPUTh HOBE B PAMKaX METACHCTEMU «TBOPUICTb, CIIPHM-
HATTS, peduiekcisny. 3a TyMKOO JTOCIIITHUII, BUKOHABCHKHI CTHIIb, IO Xa-
PaKTEpPHU3YETHCS HEIO SIK 3yCTPid IBOX CBIIOMOCTEH y Ipoueci OCSTHEHHS
4y»K01 TBOPYOCTI, OB’ I3aHUH 31 CTUIIEM IHCTPYMEHTA 1 HOTO CEMaHTHKOIO.
dakTop BIIMBY BUKOHABIIS HA (hOpMYBaHHS 3BYKOBOTO 00pasa TBODY,
y TOMY YHCIi HOoro «TeMOpOBOi CEMaHTHKH», YBHpPa3HEHO B MOHOrpadii
1O. Hikonaercrkoi (2020). 3a Bu3HauCHHSIM aBTOpKH, «Homo Interpretatus
AK Cy0’€KT iHTepIpeTaTHBHOI TeOpii My3UYHOI KOMYyHIKaIlil, € CyMapHUM
00pa30oM JIIOIMHHY, SIKa Y TIPOIECI My3UYHOT TisSUTbHOCTI BUSBIISIE JOMIHAHT-
HICTh IHTEPNPETYBAJIHHOTO MHUCICHHA (Y pO3MaiTTi (YHKIIH “KOMIIO3H-
TOp-BHUKOHaBEIb-CITyXad-nmociaiaanuk’”)» (Hikomaescrka, 2020: 149).

OTxe, MipKyBaHHSI BUILE3TaJaHUX TOCIIAHUKIB 3 MPUBOAY HMOHSTTS
«TeMOp», «CeMaHTHKa TeMOpYy» € ICTOTHUMH W IJIs PO3TISIy TeMOpo-
oOpa3sa ainbTa.

Bapro 3ramaru, mo Ha ¢GOpMyBaHHS CEMaHTUKU TEMOpPY BILIMBAJIO
KOHCTPYKIIIfHE TIepeTBOpEHHsI anbTa. [licasi MHOXKHHHHX E€KCTIEPHMEHTIB
(mo XIX cromiTTs) moxo OynoBU Ta BUAY IHCTPYMEHTA i MEPIIUX CIPOO
BUBECTH albT Ha Hepii 1mosumiil, cepeauna XIX CTOMTTS Big3HAYAETH-
Csl HE TUIBKM PO3MIMPEHHSIM allbTOBOTO KOHIEPTHO-COJIBHOTO PEerepTy-
apy?, a i 3BepHEHHSM KOMIIO3MTOPIB JI0 TeMOpY ajbTa y Mi3Hil Hepion
TBOPYOCTi, 30KpeMa, B OCTaHHIX KaMEpPHO-IHCTPYMEHTAJbHUX OITycax.
Hanpuxnaz, M. Bpamc 3po6us ansrose nepeknaaeHHs cBoix CoHar mis
knapueta 1 gopremiano Ne 1 ta Ne 2 (1894). «KmapHer Ta anbT moHan-
OinpIe BiANOBIZAIOTE TOMY THILy €MOLIOHAJTI3MY, SIKUH acOLIIOE€THCS
3 myxoBHHM cBiTom M. Bpamca. BiacTuse iM ThMsiHE 3ByKOBE OOMHUUs

1 KonrnepTHa cuMdoHist 17151 CKpUIKy i anbra 3 opkectpoM (1779) B. A. Mouapra 3 180-
Ma PIBHMMH 32 MY3WYHHM TEMaTH3MOM IapTisIMH, /¢ COJbHA HapTis anbTa BHKIaJeHa
JOCUTh BipTyo3HO, 1m0 y XVIII cTomitTi Oyno CBOEPITHOKW «IUKOBHHOK» B KOHIIEPTHIM
HPaKTHLI.

2 3ralaeMo TBOPH TaKUX KOMIIO3UTOpIB, ik A. Posna (12 KOHIEPTIB Ui anbkra 3 Op-
KECTpPOM, TPU TBOPH KOHLIEPTHOIO IUIAHy IS anbkTa 3 opkectpoM — Adagio i Tema 3 Ba-
piamisimu G-dur, Iarponykuis i muBeprucment F-dur, Ponno G-dur, wotupu AnbToBHX
COHATH, a TakoK Oe3niu anproBux Miniatiop); I. Bepmios (op. 16, «[aponsx B ITamii»,
1834); . T'ymmens (®Panrasis s ansra 3 opkectpoM, 1822), @. Menaenbcon-bapronbai
(Comnara s ansra i popreniano, 1824), P. lllyman («Ka3koBi kapTunm» 1715 ansTa Ta hop-
temiano op. 113, 1851); 1. Bpamc (a8i Conaru mis ansta i opremiano op. 120, 1894).
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mocrae Sk ocobnumBa GopmMa BHUpKEHHS PI3HOMAHITHHX IPHCTPACTEH:
Bl MIMOOKO IHTUMHHUX, BIAMIYEHMX HOTKOK HOCTAJIBIIYHOI medani, 10
MAJIKKX 1 CHIIBHUX, aJie 3aBXKIU CTPUMYBAaHUX MIPOIO 1 TAKTOM...», — ITUILIE
E. Kynpisinenxo (Kynpustaerko, 2005: 122).

Cepen xomno3utopiB XX CTONITTS OJHHM i3 MEPIIMX BHKOPHUCTOBYE
3ByYaHHS aJibTa y TPUBAIMX €MOIIIHO HANPYXEHUX €Mi307ax OPKECTPOBOL
Ta kamepHoi My3uku J[. [IlocTakoBrY, BUSIBIISIFOUN JBOKOMIIOHEHTHICTb aJlb-
TOBOTO TEMOPY: XapaKTep CTPOToi CTPUMAaHOI CKOPOOTH y HIKHBOMY PETi-
CTpi Ta MPOHU3IMUBUH 1 Pi3Kuil TEMOP y BUCOKOMY, IIIO TIOCHITIOE HaIpyKe-
HICTh CKOpOOTHOI MY3HKH, fK, Hanpukian, y Il vactuni 11 Cumdonii, ne
aJIBT BUKOHYE MEJIOIIO BiZIOMOi PEBOJIOIINHOI MicHI «Bu KepTBOIO Mam».
Bocranne Tema 3By4YHTh Y CEpEIHBOMY PEriCTpi ajbTiB, M’SKICTh TEMOPY
SIKOTO HaJIa€ 1i mpocBiTIeHuit xapakrep. Y | vactuni [1’aroi cumdomnii qpyre
NPOBE/IEHHS MOOIYHOT TEMU OPYUYEHO allbTaM B JIy’K€ BUCOKOMY PETicTpi,
SIKMA MOXKHA OTHCATH SIK Pi3KUH Ta MpoHU3NMMBUH. «HeBurigauii» Ta «He-
3pYYHHID PETicTp BUKOPUCTAHUH B IpaMaTypriyHUX IISX: CaMe albTOBHH
TeMOp B 3MO3i IIepeiaTi HaJPUB Ta FOCTPOTY 3By4aHHA. OTKe, KOMIO3UTOP
PO3KpHBaE pi3HI TpaHi TeMOpooOpasa iHCTpyMeHTa. Benmue3HnM BHECKOM
y PO3LIMPEHHS XyIOXKHIX Ta TEXHIYHUX MOXIIMBOCTEH ajbTa € KBapTeTHA
tBOpuicTh J. HlocTakoBrya. Y mepuiomy * KBapTeTi BiH Z0PYdYaE COJO ajb-
Ty — AYIIEBHY, TPOXH XYpHY Menofiro. ¥ diHami J[pyroro KBapreTy ajbT Ta-
KOX Tpae 0e3 cynpoBony. 13-i KBapTeT B3araji NpUCBsUCHUH TPodecopoBi
B. BoprcoBcekomy (amTHCTOBI), HOTO MapTis JOMIHYE BIPOAOBXK yCHOTO
tBOpY. . lllocTakoBud ynepiie y KBapTeTax 3aCTOCOBYE TPAHUYHO BUCOKHI
peTicTp anbpTa i THM caMUM PO3IITHPIOE HoTo miana3oH. SICkpaBUM BHPa3oM
¢inocodchkoi, MOMIHOIEHO-TICUXOIOTTYHOT TPAKTOBKH CEMAHTHKH aJIbTOBO-
ro TeMOpy crana AnmsroBa coHara op. 147 (1975), 1e KOMITO3UTOp 3BEITNINB
IHCTPYMEHT, MTOKa3aBIIN Macy HOTr0 HEPO3KPHUTHUX paHilie 06pa3HO-CMHUCIIO-
BUX, TeMOPOBHUX, TEXHIYHUX MOKIUBOCTEH.

HasBHICTE  JEKITBKOX  «XyHOXKHIX Macok» ajbTa BiI3HA4Yae
A. Toponenpkuii, MeTaQOpHYHO YIOXIOHIOIOYH TeMOpooOpa3 anbTa Migo-
norivnii piuni CTiKe, «KOTpa BIYHO PO3IIAE CBIT )KMBHX Ta CBIT MepT-
Bux» (Topomenpkuii, 2019: 45). JlocnigHuk 3a3Hava€e yHiBEpCaJIbHICTbH
TeMOPOBO-3BYKOBOT MAJITPH 1HCTPYMEHTA 1 BHOKPEMIIIOE XapaKTEPUCTH-
KH, ITOB’s13aH1 3 HOr0 CEMaHTHKOIO:
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— HU3bKe, HAONMXEHE [0 JIFOACHKOTO roJIOCy, 3BYy4aHHS 3 ONTHMAllb-
HUM JUIsl CIPUHHATTA JTIFOACEKUM BYXOM [lialla30HoM;

— TEXHOJIOT19HA HEKBAaIUIUBICTh, KA BUSBUJIACH aOCOIIOTHO He3aMiH-
HOIO JIJISI CTBOPEHHS Y MY3HIIi «0a3 CIIOKOIO.

3BificH, albT CTaB CHMBOJIOM BpPiBHOBA)KEHOCTi, BUBA)KEHOCTi, Ha-
niftHOCTI, (yHAAMEHTaJIbHOCTI, TIEBHOIO MIpOIO0 HaBITh XYHIOXKHBOI KOH-
CEpBaTUBHOCTI Ta «TOJOCOM MYAPOCTi» B My3umi XX cT. 3 iHImoro Ooky,
MIKPECIEeHO W MPOTHUIICKHI KOMITOHEHTH (IBOKOMITOHEHTHICTH) TEMOPO-
oOpa3sa ainbra:

— CHIPOMOXKHICTh BTITIOBATH TI'POTECKOBY, BUOAITIMBO-XapaKTEPHY
00pasHiCTh;

— TOCTPO-KOH(JIIKTHY 1 HaBiTh TpareiiiiHy, sika cTana yocOOJIEHHSIM
IpaMaTHIHUX peajiii OTOYYIOUOTO CBITY.

i cnocrepesxennst gonoHIoe [. Kocenko, 3a3Havaroyu, Mo «Iepuia
3 mUX iHTepmperanii npeacrasieHa B 50—60-X pokax MHUHYIOTO CTOJIT-
Ts1; npyra — 70-80-x pokax»; TpeTst — 80—90-x pokax XX CTOJITTS, KOJIU
aIBTOBHH TeMOp Ta TEXHiKa CreLiaIbHO TPAKTYIOThCA SIK YHIBEpCabHi Ta
3aCTOCOBYIOTHCS 3BYKO-00pa30TBOpUE, a TAKOXK 3 BUKOPHCTAaHHAM HETpa-
JULIHHUX MPUAOMIB TPH SIK aTpUOyTUKU 0araTbox iHCTPYMEHTaJIbHO-BH-
noBux ctiiB KiHmg XIX — mouarky XX cromitrsa» (Kocenko, 2018: 58).
XapakTepu3yrdu TeMOpPOBY CEMaHTHKY ajbTa, AOCTIAHUI 1) BUpI3HSIE
AJIBTOBHM TEeMOp SIK TOJIOBHY CKJIanoBy (GopMyBaHHs oOpasy iHCTpyMeH-
Ta; 2) 3a3Hada€ TsHKIHHA TeMOpy aibTa He JUMIe 10 chepu METaHXodmil,
ane 1 70 iHTOHAIii POMAaHTUYHOTO TOMJIIHHS; 3) 3BepTaE yBary Ha ayaji3m
TeMOpOBOi CEMAHTHKH aJbTa — JBa €JIEMEHTH HOT0 TeMOPOPETiCTPy BHKO-
PHUCTOBYIOTHCS ISl XapaKTEPUCTUKNA BHYTPIITHBO KOHTPACTHUX 0Opa3iB:
HU3BKHI PEricTp — CTPOTUM, MY>KHIH, BEpXHiil — «3 BIATIHKOM JIesKOi Ha-
npyxenocti» (Kocenko, 2018: 59).

BigmtoBxyrounch Bif JOMIHYIOYMX O3HaK TeMOPOBOi CeMaHTHKH
aJbpTa, POMISIHYTHX Y BHIIE3TaaHUX TOCHTIHKECHHSIX, BUPI3HUMO Ti BEK-
TOPH, 32 SIKUMH 3IiIICHIOBaTUMEThCs aHalli3 [1’aToro cTpyHHOTO KBapTeTy
B. bi6ika, a came:

— CTBOPEHHSI CEMaHTHYHOTO «00pa3y IHCTpyMEHTay;

— AKUEHTYBaHHS TEMOpPOBHX SKOCTEH, $IKi YBUPA3HIOIOTH HOro
Crenu()igHICTS;
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— BHOKpEMIJICHHS «Jiekcem» (M. ApaHOBCHKHIA), IO POPMYIOTH TICH-
XOJIOT1UH1 XapaKTepUCTUKH, sIKi IPE3EHTYE TeMOp anbTa;

— MiJKPECIIeHHs Pi3HUX KOMIIOHEHTIB TeMOpY, SKi BIUIMBalOTH Ha Oa-
rarcTBO aJIkTOBOIO TeMOpooOpasa.

3a3HaueHl YMHHUKU CIPHUAIOTH (POPMYBAaHHIO IIEBHOTO CIEKTPY Ce-
MaHTHYHUX XapakTepucTuk, skuii y Ksapreri B. biGika mae BiacHe iH-
JuBixyaizoBaHe oOnuyusi. He Hamararounch BUOKPEMUTH 3 CEMaHTHYHOT
€THOCTI TBOPY aJITOBUI TeMOp, BCE XK, B KOHTEKCTI TBopuocTi B. bibika,
HAIoJISITaEMO HA TOMY, IIIO COJIbHI MOMEHTH MOXKYTh YKJIaJaTHCS B 3aralib-
HY CTPYKTYPY CEMaHTHUKH TeMOpooOpa3a aibTa B CydacHiil My3HIli.

3 ommsimy Ha Te, MO HAC IMIKABUTH IMI3HIN Mepio] TBOPUIOCTI KOMIIO-
3UTOpA, 3BEPHEMOCH JI0 MUTaHHs Tepioau3aii TBopuocti B. Bibika3, opi-
€HTYIOYUCh Ha MOHOTpadito Ta JOKTOpPCchKy mmceprtartito H. CaBuipkoi
(2008; 2010), ne mocmiKyeThCst (PeHOMEH MTi3HBOTO CTUHO. JlocimHuIs
BHOKPEMITIOE TeHCHIII1, XapaKTepHi /U1 Mi3HOTO €Taly TBOPYOCTi KOM-
MIO3UTOPIB: JIAKOHI3M, «IPOSCHEHHS MY3WYHOTO BHCJIOBIIOBAaHHS, Jia-
JIEKTUYHUH TPOLEC CUHTE3y HOBOTO 31 CTApUM, IHTEHCUBHICTb, KPHCTAi-
3amis 1HAWBIMYadbHOI CTHIIICTUKH, palioHali3amis, pyHHYBaHHS CTEpeo-
TUMIB (HOPM, XYIOKHSI PETPOCIIEKIIis], peiHTepIpeTaLis; HaJae BU3HAYCH-
HS M3HBOTO MEPIOy TBOPUOCTI («30JI0THUX CYTiHKIBY»). «Lle 3aBepmanpHa
EBOJNIOLIMHA CTais, sIKa y MOTIHOJIEHOMY 1 KOHIIEHTPOBaHOMY BUIIISAI

3 Banentnn Casnu biGix (1940-2003) — BumaTHHH YKpaiHCEKUH KOMITO3HTOp, ITe/ia-
ror, npogecop. HaBuascst B XapKiBCbKOMY IHCTHTYTI MUCTEITB Y 3aCJTyKEHOTO Jiisidya MHC-
Tents, npodecopa Jmurtpa Knebanosa, Buxiamas Ha kadenpi xommosunii Alma mater,
OyB 3aBimyBaueM Kadenpu My3MYHOTO MHUCTENTBAa B ['ymaHiTapHOMY YHIBEpcHUTETi Ta
Axanemii Mucrenrs Cankr-IlerepOypra, mpodecopom kommosuiii Akanemii My3uku
Tens-ABiBcbkoro YuiBepcurery (I3pains). [Tonpu te, mo ocranHi xaeB’ath pokiB B. bibik
JKHB 32 MeXaMH YKpaiHU, HOro TBOPYICTh HAJIEXKUTh YKPATHCHKill Hal[lOHAJBHIIN KyIIBTY-
pi. ¥ XapkiBchkoMy HalioHaJmbHOMY yHiBepcuTeTi muctents imeHi . I1. KoTispescrkoro
HEOJTHOPa30BO Bi0yBalINCh KOHIIEPTH, 1€ 3Bydaja My3HWKa KOMIIO3UTOPA, Y TOMY YHCIL
H mpucBsSYeH] Horo mam’siTi, OpraHi3oBaHi 3a iHIIIATHBOIO HAPOJHOI apTUCTKU YKpaiHwu,
npodecopkn T. b. Bepkinoi (rpymenr 2010 p.), Ta JOYKH KOMIIO3UTOpA, MIaHICTKH
Bikropii bi6ik (6epe3ens 2013 p.). Ha croromHi B XapkoBi, Ha GaTBKIBIINUHI KOMIIO3HTO-
pa, ie HammcaHa OiIbIIiCTh Horo TBOpiB, My3uka B. bibika 3BydnTs xo4a it He Tak gacto,
aJie MPUCYTHS B OKPEMHX KOHIIEPTaX, KYJIBTYPHHX IIPOEKTAX, 3AIyIa€THCS O KOHKYPCHHX
TIporpam.
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BKJIIOYA€ B ce€0€ CTHIIbOBI €JIEMEHTH PAHHBOTO 1 3piJIOTO €TaIiB TBOPUOTO
CTaHOBJICHHSI KOMITO3UTOpay» — 3ayBaxxye aBropka (CaBuibka, 2008: 254).
My3HUKO3HABHUIS PO3Pi3HSE TAKOK THITH MI3HBOTO MEPiONTy:

1) TpPOTHOCTHYHMI — MAa€ThCA HAa yBa3i, IO KOMIIO3UTOP Y TIOLIY-
Kax HOBOT'O 3/11HCHIOE BeJIMUYe3HUH «cTpruOoK» y MaiOyTHe (JI. berxoseH,
M. Be6ep, P. Barnuep, ®. Jlict, 1. bpamc, JI. IllocrakoBuy);

2) KOHCONiAYIOUWil — KapIUHaJIHLHOTO OHOBIICHHS HE BiAOyBaeThCs,
Ha IPOTUJIEKHICTh MPOTHOCTUYHOMY THITY, MHTEIb TOTPUMYETHCS CIIOCO-
Oy MUCIICHHS, IO BXe cKiaBcs. Te, 10 paHilie HOCHIIO XapaKTep MOIIYKY,
HaOyBa€ KOHTYPY 3pLIOTO J0CBIiTy, I1e — My/Ipe BUKOPUCTAHHS (POHIY BIac-
Hux pocsraens (O. llonen, A. bpykuep, I. Manep, P. HTpayc);

3) pemykoBaHwHii — riepio, mo GpakTuuHO He BinOyBes. [Ipuunnu mo-
XKyTh OyTH Pi3HUMU: BiJl TBOpUOI Kpm3u 10 panTtoBoi cmepti (I. bepiios,
1. T'yno, 5. Cubeniyc, XK. bize) (CaBunpka, 2008: 276-279).

OCHOBHMMU O3HaKaM{ KOMIIO3UTOPCHKOTO CTIITO B. bibika €:

— (inocopChKMii CBITOMISA SK OCHOBa HOTO MY3WYHOI iHTOHAIII.
JI. llanoBanosa (2007b) noBoaUTH, 110 (HhinocodchKa KOHIIETIisS TBOPYOC-
Ti B. bibika 6a3yeThcst Ha OCMHCIIEHHI JIFOACHKOTO «S1» B 11eHTpi Beecsiry;

— CHAJIKOEMHICTh 13 BITYU3HSHOKO TPAUIIEI0, IO IMI3HAETHCS B Ma-
JIFOHKY BapiaHTHOTO PO3TOPTaHHS JJAKOHIYHUX TOCIIBOK B My3UYHOMY Te-
MaTu3Mi, MEOAMYHHUX MOOYI0BaX, IO CMUPAIOTHCS Ha apXaiduHi My3WUdH1
($onBKIIOpHI KaHpH, 30KpeMa Miauy (3unboepman, 1985);

— ocobmuBuii 3ByKomuC (3a Bm3HadeHHsM O. IlleTmHCHKOTO, «3BYK
€ HE JIMIIE MarepianoM Juisd nmoOyI0oBH MY3HYHHX CTPYKTYp, a CaMOLIiH-
HOIO, iH()OPMATHBHO 1 CEMaHTHYHO Hacw4ueHOIo cyOcraniliero (bibikoBa
MaHepa OINepyBaTH 3BYKOM € BKpall caMOOYTHBOIO 1 3aBKIU BITi3HaBa-
Ho10)» (LLlermHChKMH, 2021: 57);

— cuMQOHI3M Ta MoNiOHIs K METOIU MUCIICHHS; Oropa Ha moiigo-
HIYHY TEXHIKY UChbMa’;

4 3a cnosamu 10. Hikonaescpkoi, onmiei 3 ABTOPOK KOJICKTUBHOI CTaTTi MpO KaHp Ta
MICiI0 BUKOHABIIS, mosioHiunmit ik B. bibika «34 npemnroxii i pyru» «CcTaB CBITYCHHAM
3MiHH OHTOCOHOJIOT1YHOT KOHLIETIi 3By4aHHs y ¢oprenianHiil KynpTypi XX cT. Boymnuse
BHUKOHAHHS i€l My3WKH BHMAarae Bif miaHicTa ‘“Tpancdopmarii cBiZoMOCTi”, BiIXOay Bix
KJIACHYHO-POMAHTHYHOTO KJiNle 3ByKOBHIOOyBaHHS. llomi)oHI3M MHUCIEHHS, CIIyXOBa
KYJBTYpa COHOPHOTO IMACHMa; MOHOJIOT1YHICTh BUCIIOBIIIOBAHHS, SIK HACIIIOK JOMiHYBaHHS
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— BUKOPHUCTaHHS aBaHTapJHHUX KOMIIO3UTOPCHKUX TEXHIK JPYToi IOo-
J0BUHH XX CTONITTS — aJeaTOPUKH, COHOPICTHKH, MyaHTUITi3MY;

— MOHOJIOTIYHHUI THII BUCJIOBIIOBAHHS, TSDKIHHS IO CaMOCIIOTIISAAH-
HSl — O3HAKM CIIOPIIHEHOCTI 1HIUBIAYaJIbHOTO KOMIIO3UTOPCHKOTO CBITO-
sy i3 pomantuaanM (Ivanova, & Mizitova, 2020);

— MEIUTATHUBHICTH SIK OCHOBA JIpaMaryprii.

VYce BuIECKa3aHe A03BOJISIE TOBOPUTH PO CTBOPEHHS KOMIIO3UTOPOM
0COOITMBOTO «3BYKOBIMUYTTS SIK CBITOBITIYTTS» (32 B. MemymeBcrkuM).

Orxe, ctuito B. Bibika npuramaHHa €IHICTh, OHAK MH IIPOIIOHYEMO
PO3IOIIIMTH HOr0 TBOPYICTh 3TiIHO TeOrpadiyHOMY NPHHIMITY? (3 OTISLY
Ha MicTa i KpaiHH, B SIKHX BiH IIPAIIOBAB).

— 1960-1970 poku — eran opMyBaHHS aBTOPCHKOTO CTHIIIO, KOJIHU
KOMIIO3UTOP aKTHBHO 3aCBOIOBAB PaIMKaJIbHI 3aCO0M My3U4HOI BUPa3HOC-
Ti, XapaKTepHi U1 HEOaBaHTapIHUX TEHICHIIH B My3HYHOMY MHUCTELTBI
3axinHoi €Bpony, He PO3PHUBAIOYHN CTIAAKOEMHUX 3B’ SI3KiB 3 TPAAULIEL0;

— 1980-1994 poxu — 3pinuii mepio TBOPUOCTi KOMITO3UTOPA, ISl CTH-
JICTUKHU SIKOTO XapaKTepHa oropa Ha apxaiuHi (oJBKIOpHI >kaHpH (Tu1ad
Ta iHII1);

—1994-2003 poku — mi3Hil Nepiog TBOPYOCTI KOMIIO3UTOPA, BiaMe-
sxoBaHui mepeiznom B Cankt-IletepOypr i Temb-ABiB, s SKOTO Xapak-
TepHE MOCUIICHHS JITYpriiHOi TeMaTuku y TBopuocTi®. Citij BKkaszaru i Ha
KaMepHi3allifo OCTaHHIX TBOPiB (BCi CHM(OHIYHI Ta KPYyITHI TBOPH HalHca-
HO Yy 3piuii niepion).

BpaxoByioun HasBHICTb KOHCTAHTHHUX O3HAK CTHJIIO KOMIIO3UTOpA,
Takux sK piocodigHicTh, CUMGOHI3M, MOMIPOHI3AIliS, MOHOJIOTIYHICTS,

aBTOpchKoi peduiekcii HabyBaroTh akTyaabHOCTI. OTHAK BaXKIIMBO ITiAKPECIINTH, L0 BCITyXO-
BYBaHHSI B 3BYK 1 HOr0 KOHIIENTyaJIbHE IIEPEOCMHCIICHHS HE PYIHY€ 30BHILIHIO CTPYKTYPY
xKaHpy <...>. | Tozi KOMIO3UTOpP 3MYLIy€E CBOTO CllyXadya MPOWUTH JIabipuHTaMH Cy4acHOTO
3BYKOBIIUYTTS, BIIKPUBAIOUN HOBHUH CBIT Yepe3 BiJUyTTsl BHYTPIIIHHOTO, PO3KYTOIO Yacy»
(Serhaniuk, L. I., Shapovalova, L. V., Nikolaievska, Yu. V., & Kopeliuk, O. O., 2021: 226).

5 Lle e oxHa 3 MOKIMBHX KIacudikawiii TBopaocTi KoMIo3uTopa. Brxoxsun 3i cTu-
JIbOBUX O3HAK HOTO TBOPIB, BiacHy nepioau3amito Hagae O. [leruncpkuii (IlleTnHchkuid,
2021).

6 «lo Anrena Anekcannpiiicbkoi kononu» (1995), «My3uka npo Toro, Io MilIOB»
Uit ctpyHHOro opkectpy (1996), «3 tumi» s ckpunku, ansra i Biononden (2000),
«Passacaglia» [u1s1 CKpUIIKH, aJbTa, BiOJOHYEINI i oprana (He3akiHueHui TBip, 2002).
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MEIUTATUBHUHN THI IpaMaryprii, mi3HiH mepiox TBopdocTi B. bidika Mox-
Ha BIJHECTH JI0 KOHCOJIJIYHOUOTO THUMY (32 HaBEICHOK Kiacu(ikaiiero
H. Capwurpkof).

[ikaBo, M0 Ha ANBTOBUI TeMOP KOMITO3UTOp 3BEPTaB yBary mpoTs-
rOM BCiX NEpiofiB TBOPUOCTi, HANKCABIIN W KOHLEPTH, i COHATH, i Xa-
pakTepHi m’ecu Ta ancam6mi. Y #oro nopooky — Conara mjist anera solo
op. 31 (1977), « Tpuntux» 14 ansra solo, cTpyHHUX Ta (opTemniaHo op. 35
(1978), Konmiept Ne 1 mst anpra 3 KaMepHHM opkecTpoM op. 53 (1984),
Konnepr-CuMdoHist JUisi CKPHUIIKH, ajibTa 1 KaMepHOTO OpKecTpy op. 61
(1986), Conara Ne 1 anst anmbra Ta dopremiano op. 72 (1988), «Eneriiina
My3HKa» IS ajibTa 1 popreniaHo solo Ta cuM(OHIYHOTO OpKecTpy op. 77
(1990), Konnept Ne 2 must anbra 3 cuMQOHIYHUM OpkecTpom op. 104
(1994), Conara Ne 2 myst anbra solo op. 136 (1999), «Recitativoy s aib-
ta solo, Conara Ne 2 st anera i popreniano op. 137 (2000), «3 Tumi...»
JUTSL CKpUTIKH, anbTa 1 Biojgonveni op. 140 (2000), «3Byku i rapMoHii» s
anpra ta Gopremiano op. 143 (2001), «Passacagliay [ist CKpUIIKH, aibTa,
BionmoHYeni Ta oprada op. 151 (2002). Tomy He AUBHO, L0 B OCTaHHIX OIy-
cax B. bi0ik MaiicTepHO BUKOPHUCTOBYE MOKIIMBOCTI IHCTPYMEHTA.

CrpyHnHnnii kBapreT Ne 5 op. 150 nanucanuii 2002 poky ams Tpaiu-
IHHOTO CKIIaay (IBOX CKPHIIOK, ajbTa Ta BIOJIOHYENI), TParidHui 3a CBO-
€10 00pa3HOI0 CIIPSIMOBAHICTIO, € OJHUM 13 OCTAHHIX 3aKIHYCHHX TBOPIB
KOMITO3UTOpa. B 1ili 0/IHOUaCTHHHIN KOMIIO3HIIIT TOETHYFOThCS TPaTUITii-
HI Ta Cy4YacHi MO3HAYeHHS TEMITy Ta arorikd, 3BUYHa HOTAIlisl Ta HOBITHI
3aco0u (ikcalii aBTOpCHKOTro 3a1yMy. KoMImo3uTop He BUCTABIISIE KITIOYOB1
3HAKH, YaCTO BUKOPUCTOBYE IMyHKTHPHI TaKTOBI JIiHIi, TOa€ HOTHI TOJIO-
BKM 0e3 mITWIIB Ta pedep (32 AOMOMOTOK0 LBOTO IMiJKPECTIOETHCS YMOB-
HICTh METPOPUTMIYHOTO KOMITOHEHTA TIEBHUX €TTi30/IiB).

TBip po3MOYMHAETHCS 31 3BYUYaHHS allbTa, 0 BUKOHYE 3BYK /1 vibrato,
Ha sIK€ MOCTIIOBHO HAIJIACTOBYIOTHCS MapTii APyroi Ta mepioi CKpHUIIOK,
TOOTO TeMOpOoOOpa3 ayibTa MOYMHAE POPMYBATHCS BiJ IEPIIUX IHTOHAITIH
Ksaprety. ABTOp 1ilecnpsIMOBaHO BiJjae MEPUIiCTh MapTii anbTa, moou
TEMOp «CEepeIHBOTO TOJIOCY» HE 3aryOHMBCS Ha T OLIBII 3ByYHUX CKPH-
oK. Y 1IbOMY YMOBHOMY BCTYIIi 3aMICTh TPaJAMIIIHHOTO [TO3HAYCHHS TEM-
Iy KOMIIO3UTOP BUKOPHCTOBYE XPOHOMETpPYBaHHS HapTUTypH. [loBxkuHa
KOXKHOTO TakTy (IT’SITh, CiM a00 BiCIM CEKyHJ) BHITUCYETHCS i HOTHUM
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CTaHOM, BIZICYTHI PO3MIp Ta TPUBAJIOCTI. Y MEPIINX IT’ITH YMOBHHX TaK-
Tax, BIAJIIEHUX MyHKTUPHUMH TaKTOBUMH PUCAMH, TOHAJIbHO-IHTOHAITIH-
HUM LIEHTPOM € 3BYK A, Bil IKOTO PO3IIOYMHAETHCS MOCTYIOBE TEMaTH4-
HE PO3ropTaHHs, MOOYyIOBaHe HAa CEKYH/OBIH iHTOHAIT A-¢’. [TounHaroun
BiJI IIOCTOTO, TPUBAIOCTI KOXKHOTO 3 TaKTiB BiJIOBIJa€ KiIbKICTh 3BYKiB
pizzicato y maprtii mepmroi CKpUIku. Y maprii ajasra, A0 SKOTO Y IMIOCTOMY
TaKTi MPUEAHYETHCS APYTa CKPUIKA, XBUISICTOIO JHIET0, 10 TOYHMHAETHCS
BiJI HOTHOI TOJIOBKH, TIO3HAYEHO TMOCHIIEHHS vibrato (TIpo 11 CBiTYUTH Ta-
KOK KOMIIO3UTOPChKa peMapka gr. vibrato). XBuiemnoiOHa 1uHaMika, mo-
OynoBaHa Ha TiAoOMax BiJl pp 110 [y KOXKHOMY TaKTi, BPEIITi-PEIT CATae
BIATIHKY ff.

Ha npomy auHamiyHOMY MifgdOMi i PO3MOYMHAETHCS MEPIIU poO3-
nin  Keaprety (umdpa 1mBa), MO3HAYCHHNA AaBTOPCHKOIO PEMAapKOIO
Moderato con moto, BUIucaHUM 3Ha4eHHSIM MeTpoHoMa (4 = 98—100) Ta
NepeBaXaHHsIM TpaauLiinoi HoTauii. KoMmo3uTop Bkasye TakToBUH po3-
Mip (4/4 ta 5/4). Y CKpHIIOK Ta anbTa 3By4UTh CHHKOTIOBaHA TeMa, BUKJIA-
JieHa MOABIMHUMH HOTaMu (IUTPUX fenuto), 3ByKH sIKoi, 310paHi y equHuN
aKopi, SBIISIOTH CO00I0 KiacTep g-gis-a-h-c. Came y mudpi 1Ba BIIepIie
BCTYIIA€ BiOJIOHYEIb. BiMITHMO TaKOXK, 1[0 KOMIIO3UTOP Y BUITAJIKy HE/IC-
TEpMiHOBaHOT METPUYHOI CKJIAZIOBO] 3aJIMIIA€ HOTHUH CTaH MyCTHM, KOJIN
3aMICTh [TIOBHOTO BUKJIAy 3BYy4aTh OKpPEeMi MapTii.

VY mudpi Tpu aBTOpCHKA pemapka Agifato CBITYUTH MPO MOCTYIOBY
JpaMaTH3aIliio, YOMy BiAMOBiga€e i HOBa PakTypa. Y momi(oHITHOMY KaHO-
HIYHOMY BUKJIaJIEHHI HAa TUHAMIYHOMY BIITIHKY ff 3By4HTh TeMa pizzicato
31 BCTymy (3 MOAANbIIAM PO3BUTKOM), IO MPOBOAUTHCS Y BCIX MapTisiX.
KaHoHIYHMI BCTYN TeMH y Pi3HHX MapTisiX BiIOyBAa€ThCS 38 PaXyHOK 3Mi-
IIeHHs i1 y Jaci (Kpok KaHOHY — J1Bi BOChMi). KoMmio3uTop Bumucye tema-
THU3M 32 JOTIOMOTOF0 IpadivHUX Bi3yalbHUX CUMBOIIB. HacTymHiI OTYXH1
MOJIPUTMIYHI aKOPAOBI yAapH 3 MONAIBLIMM JTUHAMIYHAM HATrHITaHHSAM
MIPU3BOAATH 0 KYJbMIHAMIMHOTO CIUIECKy Ha fff, AKwii panToBo 00pH-
BAETHCS TEHEPABHOIO MMay3010. 3rajlaeMo, 10 OJHOYACHA TpUBaJa may3a
y BCiX ronocax napTUTypH 1ie 3 enoxu bapoko BUKOpHCTOBYBajacs KOM-
MO3UTOPAaMU B SIKOCTI CUMBOJIY CMepTi (putopudHa (irypa aposiopesis).

Hudporo yoTrpu no3HadeHe OMUHOKE (UIaKOJIETHE 3ByYaHHS APYroi
CKpHIIKH Ha ppp, Ha (HOHI IKOTO BUHUKAIOTH pUMapHi glissando, mo Bif-
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JYHHSIM TIEPETYKYIOThCS Y TIAPTisIX MEPINoi CKPUIKA Ta anmbTa. Ipa Oims
migcraBku (sul ponticello) Hamae 3By4aHHIO 3JI0BICHOTO LIMIUISIYOTO 3a-
OapBreHHs. KoMo3uTop 3HOBY 3BEPTAETHCS 10 XPOHOMETPYBaHHS IapTHU-
TYpH: KOXKEH 3 I’ SITH HACTYITHUX TAKTiB Ma€ 3BY4aTH JICCSITh CEKYH/I.

3a oauMH TakT A0 UMQPU LIICTb PO3MOYMHAETHCS HOBHHM PO3ALT —
Sostenuto. Ha 111 BUTpUMaHHUX 3BYKiB Y BIOJIOHYEI Ta MEPIIOi CKPHIIKH,
MaKCHMAJBHO PETriCTPOBO BiAJANEHUX OIWH BiJ OJHOTO, IO CTBOPIOE
npoctopoBuid edekt (d—C), 3ByunTh solo anbra. «J{[BOKOMIIOHEHTHICTHY,
posmsnyTa Buiie (Fopomenpkuii, 2019) peanizyerbest TYT B iHIIIH QopwMi:
3BYYaHHSI HIDKHBOTO Ta BUCOKOTO PETICTPiB HAOyBa€ XapakTep Oexiama-
yino-onosioanvHuil. Y bOMY PO3IIII B TApTii abTa 3’ SBISIE€THCS HOBHIMA
TEMaTH3M: KOPOTKI HHU3XiIHI MOTHMBM mOOyIOBaHI Ha MIKPOIHTOHALSIX
(manpukinan, f-fes-e). BapTo BiIMITHTH BEIHUYE3HUI JOCBI KOMIIO3UTOpa
B OPKECTpPOBIIl Ta 3HaHHS HUM cHenu(ikd IHCTPYMEHTa, SKE BiJKPHBAE
IIUPOKUH MPOCTIP IS GUKOHABCHLKOL inmepnpemayii TeMu (3a3BUYai Tpa-
TH COJIO B KBapTeTi JIOCUTh BAXKKO, HE Uepe3 TEXHIUHI mpodiieMH, a yepe3
MIIIBHICTE QakTypH).

Y mudpi cim po3nomin GyHKITIH mapTiit 30epiraeTbes, MpoTe aabToBa
TeMa 3a3Ha€ iHTOHALIHHOTO PO3BUTKY: MOPAJ 3 HU3XITHUM METOAHMYHUM
pyxoMm BUHHKaEe Horo ooepHeHHs. KoxxHa HacTynHa ¢pa3a 3By4HTh BUIIE,
HIX ITOTIepe THsI, TIOCTYIIOBO PO3UUHSIIOUHCH Ha diminuendo y TuHaMiIi pp.

[Ticnsa TpuBanoi ¢epmarn Ha 3racarodiil KBiHTI G-d y BionoHuelni Ta
MPOHHU3YIOYOT0 3BYKY cis’ y MepIioi CKpUIIKA PO3MOYMHAETHCS HOBUH
enizoxn (uudpa 11, Con moto). TematnuHo Ta (akTypHO BiH MOB’A3aHUI
13 momepenHiM MoTipoHITHAM eTtizonoM Agitato. I1oOymoBaHMit Ha TaKo-
My K iHTOHaLIHHOMY MaTepialli, HU3X1IHUH KaHOH OXOIUTIOE MapTii mep-
moi, Apyroi cKkpunok Ta ansra. lllompaBna, mo4aTKoBUH TeMaTH3M IO-
BHICTIO 30epiraeTbcs JUIIE y MapTii nepiroi CKpUnkH (y HaCTYIMHHUX MPo-
BEJICHHSX 3aJIUIIAETHCS TIIBKH CEKYHJOBa IHTOHAIliS /-c), TIOAAIBIIHIA
Matepia Momu]iKy€eThCsI, MPOTE MBTOHOBI IHTOHAIIIT MPOTOBXKYIOTH OyTH
OCHOBOIO TeMaru3My. Ha (oHi CXBHIIBOBAaHOTO PyXy B IHIIMX MapTisX i3
AJIBTOBOIO TEMOIO (TeMOI0 Sostenuto) BeTymae Bionondens. [loka3oBo, 1mo
B [IbOMY €30/l Y Pi3HUX MapTisx He 30iraroThCs aHi BEpPTUKAN YMOB-
HUX IyHKTHPHUX TaKTOBHX PHCOK, aHi TEMIIOBi, aHi METPOHOMIiuHi Mo-
3HA4YEeHHA. 3arajbHa TuHaMi3amis (akTypu IPHU3BOAWTH IO YEProBOi, Ha
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el pa3 OinbIn MacmTadHOI, KyapMiHamii (mrdpa 12). 3ByUHICTH 3HOBY
00pUBAETHCS, IPOTE ILOTO Pa3y 3a TAKTOM I'eHepaIbHOI ay3H CIiLy€ Mpo-
JOBXKEHHs TUHAMIYHOTO HarHiTaHHA. TUM He MEHII, XapakTep TeMaTu3-
MY CYTTEBO 3MIiHIOEThCS. Bei 4oTHpu mapTii HapemTi 1ocararoTh METPo-
PUTMIYHOT €IHOCTI, IPOTATOM BCHOTO €Mi30/y MaHye eTUHUN po3Mmip 4/4.
Temarusm JaHOTO €130y MPEACTABICHIM, HacaMIIepe I, B apTii mepIInx
ckpuniok. Lle pimyya menomis (fff) cyro iHCTpyMeHTanbHOI MpPUPOIH,
3 IIMPOKUM Jialla30HOM Ta YHUCIEHHHMMU TPUTOHOBMMH XOJAaMH, BUKJIA-
JieHa TpesIMH. Y TapTisX IHIIKUX IHCTPYMEHTIB KBapTETy 3BY4aTh aKIeH-
TOBaHI aKOPIH pizzicato, MO BUKOHYIOTh (DYHKIIIFO PUTMIYHOTO CTPUXKHSL.
ITocTymoBo Tema i3 TPETHOT OKTABH MEPEXOIUTH 10 MAJIOT (3aBISIKU ITLOMY
TeMOp CKpUINKK HAaOyBa€ HEXapaKTEPHOI'O AJISl HBOTO MOXMYPOTo 3a0apB-
JICHHS ), 3aTATBFHUHN PYX YIIOBUIBHIOETHCS, 1 YEPTOBHH €ITi30/1 PO3UNHAETHCS
y glissando Ha TUHAMIYHOMY CIIaJi.

Bin mudpu 16 posnmounHaerbes HOBa TeMa (Larghetto, d = 63), o,
BTIM, TaKO)K MICTUTh CEKYHJOBI iHTOHaiii. Tema Mae JekimaMaIiiiHo-pe-
YUTAaTUBHUH Xapakrtep, B il OCHOBI — MOBTOPEHHS OHOTO 3BYKY. JnHamika
PP TIIKPECIIOE NIpUTaMaHHUN il XapakTep TPUBOXKHOTO IONEPEIKEHHS.
PuTMiuHMI MaNTIOHOK MOYaTKy TEMHU BUKJIMKAE aCOLIAIlIO i3 TEMOIO BCTY-
my Cumdonii Ne 5 JI. BerxoBeHa — Tak 3BaHOIO «TEMOIO JOJi».

Ha ¢oHi BUTpHMaHHX 3BYKIB y MEpPIIOi CKPUIIKH Ta ajbTa 3ByYHTbH
IyeT APYroi CKpUIIKH 3 BiosoHUYeILTI0. JIaoBy OCHOBY emi3ony cKiajae mi-
JIOTOHHA TaMa, sSIKa Y KOMIUIEKC1 3 JMHAMIKOIO pp Halla€ My3HIIl PUC XUMEP-
HOCTI Ta 3acTuriocTi. [ani Tema nepexoanTh A0 MapTii MepIIOi CKPUITKH.
Atmocepa cTae Bce OLTBIT TPHBOXKHOIO 33 PaXyHOK TMHAMIYHO 3pOCTAF0-
YHMX XBHJIb Vibrato y Bi0JOHYEN, TPUTOHOBOT TApPMOHIYHOT Meami y Apyroi
CKPHIIKH Ta KOHTPAITYHKTYIO4Oi O OCHOBHOI MENOJMYHOI JiHii emi3oay
TEMHU Ha pizzicato 31 BCTYITy, 110 BUKJIa/leHa Y TapTii ajabra.

Hactynnwuii enizon (4llegro assai, § = 144) € mouaTkoM HOBOi BeH-
KO1 KyJIbMiHAITIITHOT XBHWIIi, ITI0 B pe3yJIBTaTI MPU3BOAUTH IO TCHEPATHLHOT
KyJlbMiHalii Bcboro TBOpY. KoMIo3nTop 3HOBY BUKOPHCTOBYE NOMipoHIuHI
NpUAOMH BHUKJIAAEHHS TeMarusMmy. llpore, B 1aHOMY BUIaIKy, He3BaXKa-
I0YM Ha TIOYEProBUI BCTYI MapTiil (Bi BIOJOHYENI IO MEPIIOi CKPHUIIKH),
XapakTepHUW NI iMiTanidHOl TomidoHil, IHTOHAIIMHUN CKJIaJ MapTii
HE € TOTOXXHUM, TOK MOBa K¢ PO KOHTPACTHUH KOHTPAITYHKT. Y MapTii
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BiOJIOHYENI 3MIMCHIOETHCS METPOPUTMIUHE 3alTOBHEHHS MY3WYHOI TKaHU-
HU emi301y BOCbMUMH. [HTOHAIIHHO 11 cKkllag Haragye «Omykarouuii 6acy,
1o0y0BaHUH Ha MaJOCEKyHJOBUX Ta TPUTOHOBUX iHTEPBAJIBHUX CIIBBiA-
HomeHHsX. Ha iboMy (hoHI CBOIO CXBWIIBOBAHY, PUTMIYHO CKIIAIHY TEMY
BHUKOHY€ aJbT. 3HOBY KOMIIO3UTOP BHKOPHCTOBYE OeK1aMAayiliHO-0nogi-
O0anbHy CEMaHTHKY aJIbTOBOTO TEMOpY, Ta, Ha BiIMiHY BiJ TIOMIEPEIHBOI Me-
JaHXONI4YHOI MEAUTATUBHOCTI, [LOTO Pa3y aBTOP MOCHIIIOE HAMPYKEHICTh
1 cCKOpOOTHICTh My3uKH. CKpHUIKaM B IIeH Yac JOpydIeHUH CHHKOTIOBaHUH
CYNpOBiJ, MoOyI0BaHUH 32 MPUHIIMIIOM PUTMIYHOT KOMITJIEMEHTAPHOCTI.

JuramivHe Ta QakTypHE HATHITAaHHS IPU3BOANTH 10 JUHaMidHOT (fff)
Ta perictpoBoi BepmuaHu (1Edpa 25), 3 KOTpoi HIOM 3PUBAIOTHCS CTPIMKI,
OypXJIMB1 MOTOKH MACaXiB y CKPHIIOK, BiJl HIXKHBOT TOUKH SIKUX PO3MOYH-
Hae cBiif MoHONOT aneT (mudpa 28, Moderato con moto). lle Bxe TpeTiit
MOHOJIOT anbkra y KBapreTi —y Takuii criocid KOMIIO3UTOp peatizye conoio-
yy poib ankTa B aHcaMmOumi iHcTpyMeHTiB. Tema, BUKIajieHa 3a IPUHITUIIOM
«TUTaHHS-BIAMOBIIbY, TPOHUKHYTA (itocogiunicmio, O TaKk MpUTaMaH-
Ha TBopyocTi B. bibika. 3akiHUeHHs TEMH 3BYYUTh NEPEBAXKHO B Maii
oktasi. Ta skmo, Hampukiam, y TBopax Jl. IllocTakoBuYa TPOXHU TITyXHi
HWKHIN pericTp ajnbra MOCUIIOE XapaKTep CTPOro-CTPUMaHoi cKopOoTH,
To y B. bibika BiH Hece B co0i TOCTPO-KOH(IIKTHY i HaBiTh TpareMiiHy
00pa3HICTh, 1110 Ha0yBa€ Bce OLIBIIOT Ta OUIBIIOT TATETHKH.

OcraHnHii 3ByK ApaMaTHYHOTO ajJbTOBOTO MOHOJIOTY IMiAXOIUTIOE Tep-
[1a CKpUIIKA, MO PO3IOYMHAE KaHOHIYHE BUKIIAJICHHS CEKYyHJIOBOI TEMHU
(undpa 30), sixa 3Byyana Ha IOYATKy TBOPY Y TAKOMY X iMiTalliHHOMY BU-
KIIaZIeHHI. B 1inoMy mei emi3of iHTOHAIIIHO MOBTOPIOE emi3oxn Agitato
3 IUQPHU TPH, JIUIIC HAMPSIMOK BCTYIY TOJOCIB 3MIHIOETHCS 3 BUCX1THOTO
HA HUA3XITHUHA.

3aKTIOYHOI0 JUHAMIYHOIO BepIIMHOI0 KBapTeTy MOXKHA BBaXKarTy erri-
3o tutti Bin mudpu 31, ge Bci mapTii 3acTUraloTh Ha MOTY)KHUX TPEJIsIX
Ha fff. Ilicna noBroi dgepmaTu po3modnHAETHCSA THXa kKoma (mmudpa 32),
PO3piKCHE 3BYYaHHS SIKOI CTA€ KOHTPACTOM IO TOMEPEIHIX eIMi30/iB.
[Ticis KOPOTKUX «IIE€PEryKyBaHb) MEPIIOi CKPHUIIKH, aJIbTa Ta BiOJOHYE-
i pizzicato, TIOYEPTOBO y PI3HUX MAPTISIX 3BYYHTH BIATOMIH MIJIOTOHHOT
TEMH, 110 IPUBOAUTH A0 TPAHUYHOTO JUHAMIYHOTO CHany. 3aBepLIyEThCS
KBapreT omMHOKUM 3racaroduM 3BYKOM fis.
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OpnnovyacTrHHA (hOpMa TBOPY CHPHMMAETHCS K AYXKE IIIbHA, B TIEp-
Iy 4epry, 3aBIsSK{ IHTOHAiWHIN €IHOCTI BCi€l My3MYHOI TKaHUHH, a Ta-
KOX TeMaTuuHuM apkaM. IlouaTkoBa cexkyHOOBa iHTOHALs HPOCBiUye
y OUIBIIOCTI MOJANTBIINX TEM TBOPY, TOMY MOKe OyTH TPaKTOBaHa sIK JICHT-
iHTOHaLisA. 3aQyM KOMIIO3UTOPA CKJIQJHO YKJIACTU B PAMKH Ti€l 4u iHIIOT
(hopmu, MpoTe HE MOXHA HE BII3HAYMTH PHCH COHATHOI pO3POOKOBOCTI,
J3epKaJbHOT CUMETPii Ta TOTanbHy MoioHI3aLio (aKTypH.

BucHoBku. 1) AHami3yroun cydacHi IiJIXOIU 0 BUBYCHHS CEMaH-
TUKHU aJbTOBOTO TeMOpY, MM AIMITA BHCHOBKY, IO CEMAaHTUYHUN TeMO-
poobpa3 ansra mocTae y AOCHIHKEHHIX HAYKOBLIB K 0COOMUBA XyJOXKHS
MeTacucTeMa, sIka po3IISIa€ThCsl Ha JBOX PIBHSAX — 3arallbHOMY Ta 0CO-
onuBomy. Ha 3aransHOMY piBHI BUBYAIOTHCS TaKi MapaMETPH:

— CEeMaHTHYHE aMIUTya 1HCTPyMEHTa 3 Horo TeMOpoBO-(pakTypHUMH
1 apTuKysIiiHIMHE Xapaktepuctukamu (Kocenxko, 2008);

— BI3yaJbHO-aKyCTHUYHHH 00pa3 IHCTPyMEHTa, XapakTep IHTOHa-
iITHO-3BYKOBOi CHCTeMH 1 3aco0M My3WYHOi BUPA3HOCTI, CTYIiHb JO-
CKOHAJIOCTI KOHCTPYKWii 1HCTPYMEHTa, HasBHICTh BHKOHABCHKHMX ILKiJ
(Txauenxko, 2013);

— iHJMBilyaJbHUH BUKOHABCHKUH CTHIb «PEIICKCHBHOTO XYI0KHU-
ka» (IllamoBamoBa, 2007a, b) sk «Homo Interpretatus» (HikomaeBcbka,
2020).

Ha ocobnuBomMy piBHI 03HaKu TeMOpooOpasy aybTa po3MISAAIOTHCS
3a TAaKUMH TTapaMeTpaMH, sIK:

— IPUB’A3aHICTH» TEMOPY 1HCTpYMEHTa A0 MEBHUX BHPa3HHUX iHTO-
HaIlili, 30KpeMa TOMITIHHS Ta cTpuMaHoi mpuctpacti (Kympisaenko, 2005;
2010);

— IBOKOMTIOHEHTHICTh TeMOpopericTpy anbTa (Kocernko, 2018);

— JIBOKOMIIOHEHTHICTh BTIJFOBAHOTO HUM «XYIOXKHBOTO 00pa3zy»
(Foponenpkuii, 2019).

2) B. Bi0ik — o1HH 3 THX KOMIIO3UTOPIB, CTHJIb IKUX € YHIKATHbHIM
Ta 3aBXAU Mi3HaBaHUM. HasBHICTh EBHUX KOHCTAHT KOMIO3HTOPCHKOTO
ctiitto (pinocopChKuil CBITOMIA STK OCHOBAa MY3WYHOI iHTOHAIIT, CUMQO-
HI3M 1 OTiQOHIS K METONW MHCIICHHS, Oropa Ha MONi(QOHIYHY TEXHIKY
NUCbMa, BUKOPHCTAHHS aBaHTApPJHHUX KOMIIO3UTOPCHKHX TEXHIK Apyroi
MOJIOBUHU XX CTOJITTSA) O3BOJSIE BU3HAYWTH IMi3HINA TEPioa TBOPUOCTI
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B. bibika sik kouconioyrouuii (3a Tunosoriero H. Capurpkoi, 2008). 3a mpo-
[TIOHOBAHOK HaMHM MEpioau3alliero, 1ei eran oxormiroe 1994-2003 poku —
yac nepeOyBaHHs KOMIIO3UTOPA 33 MEXaMU YKpaiHH.

3) Crpyunuii kBaptrer Ne 5 op. 150 B. bibika, ocTaHHiii i3 3aKiH-
YEHUX TBOPIB KOMIIO3UTOPA, € HAA3BUYAWHO CKIAIHUM SIK 3a CBOIM JIpa-
MaTHYHUM Ta HaBITh TPariYHUM OOpa3HUM 3MICTOM, TakK i 3a TEXHIYHUM
BTiIeHHsIM. KoMIIO3UTOp akTUBHO 3anydae mosioHiuHI MPUHOMHU BUKIA-
JIEHHSI Ta PO3BUTKY TEMaTHYHOTO MaTepially, IHTOHAIIWHI aTo3ii Ta HaBiTh
€JIEMEHTH aJIeaTOPUKH, HETPaIulliiiHi cHOCOOW TpU Ha CTPYHHHX 1HCTpPY-
MEHTaX, [0 BUMAarae BiJi BUKOHABI[iB MITUOOKOTO PO3YMiHHS MPHHIIUIIIB
Cy4acHOI My3U4HOI MOBH.

Oco6nuBa ponb B KBapreTi Hayle)KUTh ajbTy: TBIp MOYMHAETHCA 3i
3By4YaHHS aJbTOBOTO TEMOpY, 10ro cepeqHs YacTUHA € PO3TOPHYTHM COJIO0
aJpTa, I OJIHE PO3JIOTe aJIbTOBE COJIO € TIOYATKOM OCTaHHBOIT Ta HAWOLIBII
sickpaBoi KyiabMiHamii. ToOTo, mops/ 3 aHCaMOJIEBOKO, KOMITO3UTOP pealri-
3ye B KBapTeTi commorody QYHKIIO aibTa.

4) Ha npuknani CtpyHHoro kBapteTy Ne 5 okpecianMo AOMiHYHOYH
TEHIEHITiT Y BUKOPHUCTaHHI TeMOPOBOI CEMaHTHKH aJIbTa B MMi3HINA TBOPUOC-
Ti B. Bbibika:

— BUpI3HEHHS aJBTOBOTO TeMOpy cepel TeMOpiB iHIINUX iHCTpyMeH-
TiB CTPYHHO-CMHUYKOBOTO CIMEWCTBA Ta BHOKPEMIJICHHSI aJlbTa y CKIIaJli aH-
camOIt0, foro comoroda QyHKIIS;

— MEJIAHXOJIIYHICTh Ta MEIMTATUBHICTh, JEKIaMaI[liHICTh Ta OIOBI-
JaNBHICTB SIK BaJKJIMBI CEMaHTHYHI CKJIa0Bi TeMOpo-oOpasa anbTa;

— 3aCTOCYBaHHSI CEMaHTHKH allbTOBOTO TeMOpPY B HOTO pericTposiit
«IBOKOMITOHEHTHOCTI»;

— BUKOHABCHKUH BIUIUB Ha (hopMyBaHHA TeMOpooOpasa ayibTa: KOM-
MO3UTOP 32 PaXyHOK TEXHIKO-BUKOHABCHKHX MOXKJIMBOCTEW 1HCTpYMEHTa
3HAYHO PO3LIMPIOE HOr0 CEMaHTUYHUI CHEKTP.

OcranHe 103BOJISIE BKa3aTH Ha 3HAYHY PojIk TBopuocTi B. bibika, oco-
0n1BO 11 Mi3HBOTO, KOHCOJIIYIOUOTO, IEPioAy B iCTOpPIi CBITOBOTO ajibTo-
BOTO MUCTEITBA Ta Y (OPMYyBaHHI CEMaHTUIHOTO TeMOp0-00pa3y aibTa.

OO6panuit HaMH paKkypc, OB’ sI3aHMi 3 PEHOMEHOM OCTaHHBOTO OITyCY,
BUIA€THCS MEePCHEeKTUBHUM Y MOAATBIIOMY BUBUCHHI CEMAaHTUKU TEMOPY
ajpTa B TBOPUOCTI KOMITO3UTOPiB XIX—XXI CTONITE.
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Timbre-image of the viola in Valentin Bibik’s Fifth String Quartet
in the context of the «last work» concept

Statement of the problem. The opuses, which were created at the final stage of
the composer s creative path—namely, V. Bibik's Fifth String Quartet—always arouse
the special interest of researchers as the “last word” of the artist, which accumulates
the peculiarities of his thinking and contributes to the integrity of the perception of
his work We are particularly interested in the fact that quite often the latest works
of composers, par excellence, those of the 19-21 centuries, are associated with the
timbre of the viola (J. Brahms, M. Reger, D. Shostakovich, B. Britten, B. Bartok,
P. Hindemith, B. Martinu, E. Bloch, A. Khachaturyan and others), which can also be
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traced in V. Bibik's work. The phenomenon of involving the viola in the late opuses
of composers of the 19-21 centuries has not been specifically considered so far,
therefore, the discovery and application of this research angle constitutes a certain
scientific novelty of our work. The purpose of the presented research is to consider
the specifics of the application of the timbre semantics of the viola in the late works
of the famous Ukrainian composer Valentyn Bibik (1940-2003) using the example
of his Fifth String Quartet (2002). A set of general and special musicological
approaches was used to explore the topic: historical and biographical in the study
of V. Bibik's life and creative path; stylistic, since the specifics of the composer's
late style are considered; semantic, in connection with the study of the timbre image
of the viola; organological, in connection with the analysis of timbre-sematic and
articulation-stroke means of expression, the method of performance analysis,
focused on revealing the semantics of the viola timbre in the researched work.

The article presents the references to works by researchers on the issue
of the semantics of the timbre-image of the viola (Kosenko, 2018, Kupriyanenko,
2005, Horodetskyi, 2019 and others), on the studies dedicated to the issues
of periodization of the work of composers, in particular, the typology of late
period of creativity (Savytska, 2008, 2010), and on some works devoted to
V. Bibik (Shapovalova, 2007a, b; Ivanova, & Mizitova, 2020, Shchetynsky, 2021,
Serhaniuk, Shapovalova, Nikolaievska, & Kopeliuk, 2021).

Results and conclusions. Based on the research of G. Kosenko,
E. Kupriyanenko, and A. Horodetskyi, we have deduced some parameters for
analyzing the semantics of the viola timbre-image:

— creating a semantic “image of the instrument”;

— accentuation of timbre qualities that express its specificity,

— selection of intonations that form psychological characteristics presented
by the alto timbre;

— emphasis on various timbre components that influence the richness of the
viola timbre.

— performance influence on the timbre-image of the viola;

— gravitation of the alto timbre towards certain moods;

— use of two opposite parts of the viola register (high — low) for the
characterization of internally contrasting images.

The typology of creative periods (according to N. Savytska, 2008) was
projected onto the work of V. Bibik, as a result of which it was found out that
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the late period of his compositional activity (according to our periodization —
1994-2003) can be attributed to the “consolidating” type, since the main constants
of the artist’s style such as philosophical aspect, symphonism, polyphonisation,
monologisation, meditative type of the dramaturgy are preserved. A compositional
and dramaturgical analysis of the Fifth String Quartet was done, the techniques
of instrumental exposition and development of thematic material were considered,
attention was focused on the peculiarities of the use of the timbre image of the
viola in the semantic field of the work. Based on the analysis of the Quartet, taking
into account the stylistic dominants of the composer s work, the main trends in the
use of the viola timbre in V. Bibik s late work are highlighted. It is concluded that
the composer significantly expands its semantic spectrum due to the technical and
performance capabilities of the instrument.

Key words: timbre image of the viola; musical semantics, late style; V. Bibik's
oeuvre, string quartet.
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