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PeHOMEHOoNOoriA CTUNI K My3UKONOriYHUA AUCKYPC

Amnorartis

Komnenwxk OuJier. ®@eHOMEHOJIOTiSI CTHIII0 SIK MY3UKO3HABYMIi JHCKYPC.
CrarTio TIPUCBIYCHO OOTPYHTYBAHHIO 3aCaTHUUOl IS aHai3y MY3WIHOI TBOp-
yocTi kareropii. Po3misiiaroreest BinnoBinHi GiocodcbKi Ta TEOPETUYHI KOHIIEH-
uii penomenonorii. Cnuparoynch Ha KaHTIBCbKY KOHIEMINIO ITOHATIHO-4yTTE-
BOTO JIOCBIJTy, 3aIIPOITOHOBAHO PO3YMIHHSI (DEHOMEHOJIOTIT SIK MpOoIlecy Mi3HaAHHS,
10 y MY3UYHIH TBOPUOCTI CTAHOBHUTH 1H/MBIyabHUM JTOCBIJ] KOMITO3UTOPCHKOT
TBOPUYOCTI Ta BUKOHABCHKOI iHTepmpeTalii. Brieprie y My3uko3HaBumii o0ir yBo-
JUTHCS TTOHATTS «(DEHOMEHOJIOTIsI CTUIIION, 10 MUCIUTHCS B €JHOCTI KOMITO3H-
TOPCHKOTO i BUKOHABCHKOTO MHUCIICHHSI, SIK ITOCTAITHE BXO/UKEHHS B TyXOBHY aypy
JKUTTETBOPYOCTI: BiJl BUBUCHHS €BOJIOLIT KOMIIO3UTOPCHKOIO CTHIIIO — JIO CTBO-
PEeHHSI CydacHMMHM BHKOHABISIMH BJIACHMX KOHIEmNIiil. JloBexeHo, mo akTyalri-
3ami0 (PeHOMEHOJOTIYHOTO METOAY CIPHYHHSIOTH Pi3HI KOTHITHBHI yCTaHOBKH
B CHCTEMi «MHTEIb — BUKOHABEILb — JOCTITHUK». Kio4oBi cioBa: ¢penomenono-
218, HCUMMEMBOPYICIb, CIMULL, BUKOHABCLKA KOHYeNnyis, O0CTIOHUK.

Komnenwok Ouer. ®eHOMEHOJIOTHSI CTHISI KAK MY3bIKOBeI4eCKHUIl uc-
Kype. Crarhsi mOCBsIeHa OOOCHOBAaHHWIO OCHOBOIIOJIATAIONICH I aHalu3a
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MY3BIKaJIbHOTO TBOpPYECTBA KaTeropuu. PaccMaTpuBaiOTCS COOTBETCTBYIOIIHE
¢unocodekre u Teoperndeckne KoHuenuuu. Onupasch Ha KaHTOBCKYIO KOH-
LENINI0 TTOHATHITHO-YYBCTBEHHOTO OIIBITA, ()EHOMEHOJIOTHS MpPEACTaBICHA KaK
NPOLIECC MMO3HAHUS, OOBEIUHSIONINI HHANBUILYaIbHBINA OIBIT KOMIIO3UTOPCKOTO
TBOpYECTBA M WCIIOJHHUTEILCKO MHTEpHpeTaluy. BriepBrie B HayuHBII 00MX0x
BBOJUTCS MOHATHE «(ESHOMEHOIIOTHS CTHIIS» B EMHCTBE KOMIIO3UTOPCKOTO H HC-
MOJHUTEJIBCKOTO MBIIIICHHS, KaK [T03TAITHOE BXOXIECHUE B JYXOBHYIO aypy KH3-
HETBOPYECTBA: OT M3YYCHHUS DBONIOIUU KOMIIO3UTOPCKOTO CTHII — K CO3IaHHIO
COBPEMEHHBIMH HUCIIOJHUTEIISIMH TIEPCOHATIBHBIX KOHIEMIUHA. AKTyanu3auu ge-
HOMEHOJIOTHYECKOTO METO/Ia CIIOCOOCTBYIOT Pa3IMYHbIC KOTHUTUBHBIC YCTaHOB-
KA B CHCTEME «XYyIOKHUK—HCIOIHUTENb—HCCIen0BaTeb». KilloueBble ciioBa:
Genomenonocus CMuis, HCUHEMBOPYECMBO, KOMNOZUMOPCKULL CIMULb, UCHOTHU-
MeNbCKAsl KOHYenyus, Uccie008ames.

Kopeliuk Oleg. Phenomenology of style as musicological discourse.
Background. Among the studies of the last five years we note scientific
researches which reveal different phenomenological concepts in musicological
discourse and reveal the final maximum of the phenomenological study of music
essence. R. Kurenkova’s research is one of them, which explores the content
of the phenomenological approach to the analysis of musical art works, and
traces the analysis of the history and theory of the phenomenological method.
In V. Sokolov’s work the attention is focused on the categories of musical thinking,
which for the first time becomes the subject of methodologically advanced
phenomenological analysis. A. Karipova traces the connection of musical
phenomenology with E. Husserl’s temporal concept in her research. T. Ivannykov
studies the phenomenon of guitar art. The phenomenology of style, which was first
introduced into the scientific musicological circulation, is studied by the article’s
author in the PhD research.

Objectives. The article’s objective is to form a musicological discourse on
the problems of musical phenomenology on the basis of existing scientific sources
and to reveal the understanding of composer’s style as a phenomenon of musical
creativity.

Methods. The research methodology is focused on the synthesis of different
approaches: historical, functional and structural, genre, stylistic performing and
interpretive, phenomenological approaches.
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Results. Phenomenology as a direction studies phenomena, reveals their
content by means of structural complexes in their integrity. In the 19" century, the
search for common interconnection and common methods of a unified process of
cognition began in Western European philosophy. The theoretical concepts of the
leading philosophers and phenomenologists E. Husserl, F. Brentano, M. Heidegger
are considered. Extrapolation of the teachings of outstanding philosophers and
phenomenologists to the material of musical art proved that Phenomenology
as a process of cognitive knowledge of musical creativity reveals the fact of an
individual performer’s experience as well as the experience of his artifact, which at
the final stage forms the result of theoretical understanding. The valuable concepts
of phenomenology of musical creativity by L. Akopian, O. Losev, M. Arkadyev,
Z. Fomin, R. Kurenkova, V. Sokol, O. Krayeva, A. Karipova, I. Konovalova,
T. Ivanikov are considered, which determine the musicological debate and give
perspective on this issue’s development.

Music, as the comprehension of being, is an irrelevant form of its expression,
it contains meanings that do not “lie” on the surface, requiring their understanding
and recognition. Therefore, the phenomenological approach leads to the isolation
of a special subject named “phenomenology of musical creativity”.

Accordingly, the phenomenology of musical objects is a method of musical
phenomena recognition defining the descriptive function of their essence. Since
phenomenology is involved in musical creativity, it should be noted that it is
connected with a created, completed and final product (work), its performer, and
subject (listener). Therefore, phenomenology can be involved at all levels of musical
communication: both external (genre, performer, listener) and internal (work, form,
dramaturgy, style). Phenomenological approach to the study of the composer’s
style specifics leads to a structured attitude to the content of musical phenomena.
The broadest sense for the extrapolation of phenomenology to musical art gives
the notion of life-creation, whose meaning implies not only an artist’s belonging to
historical age and composing school. The phenomenology of composer’s style is
connected with the knowledge of a work’s semantic orientation in its “performance-
appropriate” style reproduction. The performance concept is an appropriate task of
phenomenology in the sense of knowing the semantic direction and its performance-
adequate reproduction that is personal interpretation. Thus, before performing the
compositional structure of a work and type of musical dramaturgy, a performer
should establish a research position. In order to develop a work’s phenomenological
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concept, it is suggested to consider all factors of composer’s style as a two-level
system: general stylistic intonation and performing concept.

Conclusions. The actualisation of the phenomenological method of cognition
is evidenced by the various positions (cognitive attitudes) that relate to the subject
who is the subject of “composer — performer — researcher” creativity. The levels of
manifestation of creative phenomenology are fixed in the artifacts (a composer’s
musical archive, audio and video recordings of different performers) should
allow to consider composer’s style through its evolution. The model of style
phenomenology is built as a system of functional levels and connections between
them that emerge on musical communication basis (author — performer — listener).
Key words: phenomenology, creativity, style, performing concept, researcher.

IMocTranoBka npodaemu. OOyMOBIeHICTh homo creator 1 dpimocodii
OyTTs — of1Ha 3 HACKpi3HUX TeM My3ukoJorii XX—XXI cromite. Skmio ciy-
XarpKe CIPUHHSTTS TO3BOJISE YCBIIOMUTH XyJIOKHIO 1/I€10 TBOPY SIK TIPO-
IYKT CIIBIIpaIli KOMIO3UTOpPa Ta BUKOHABIIA, TO MIEPBUHHMI PiBEHb OHTO-
J0Ti{ MECTENTBA 3BOAUTHCS CaMe IO MOMEHTY MMBOPEHHA MY3UKU, YHIKAIb-
HOCTI TBOPIIA K HOCIS cTIimto. 3ragaemo Bimomy makcumy K. brodhdona
«CTUIIb € JTIOIUHA» !, y 3MiCTi AKOT 3aKJIaJIeHO MOKIIMBICTH BOAYaTH B JIIO-
TuHI Oe3rinHui (heHOMeH. BTiM manexo He KOKHUH MY3HKaHT (KOMITO-
3UTOP, BUKOHABEIIb) 37aTCH y TBOPYOCTI HAJIEKHHM YHHOM «CTBOPHTH
ctunby. Ha nymky B. MockasieHka, «... SIBUIIE 1HIUBIAYaTbHOTO CTHIIIO
MOPIBHSIHO 3 MAacIITadOM TBOPUOI 0COOMCTOCTI. Taka mocTaTh B XymTOKHIH
TBOPYOCTI JIOJIA€ paMKH “I[IHHOCTI Juist cebe” Ta crae “HiHHOK I iH-
mmx”» [17, ¢. 233]2.

DeHOMEHOJIOTIS SIK Hayka B HAlll 4yac HaOyBa€ CTPIMKOTO PO3BOIO.
Tak, y omuckyuomMy mocmikerHi JI. AkonsiHa WeThes po TIIMOWHHI Me-
xaHi3mu xurrerBopuocti J. [llocrakoBuya: «... peHoMeHOIOriYHIH Tij1-
XiJ1 10 TBOPUYOCTI XyJO)KHUKA HALIICHUI Ha Te, 00 “yraeniTi’ B KOpIyci
3QJIMIIEHUX HAM TEKCTIB OJTHE 3 CTICTIH(ITHIX, YHIKATBHUX, IITICHUX TIPO-
siBiB abcosoTHOTO NyXy» [1, ¢. 5].

1 Buffon, de G. L. Leclerc Discours sur le style, in Un autre Buffon, recueil de textes
présenté par J.-L. Binet et J. Roger. Paris: Hermann, 1977. 256 p. [p. 34].
2 Tyt 1 nani — nepexnad wmiii (O. K.).
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DEHOMEHOJIOTII0 KOMIO3uTOpchkoro ctmmo I. Kapabumst po3po6-
nsB 1 aBrop crarti [13] (2018). deHOMEHONMOTTYHUN TiAXiJ J1a€ 3MOry
3’5CyBaTH yci BaKesli CKJIaJHOIO MPOLECY BO33 €IHAHHS JIIOAMHU-TBOPLIS
31 CBITOM, Ti acIeKTH >KUTTETBOPUOCTI (POKH CTAHOBJICHHSI, HAI[IOHAJb-
Hy ieHTu(iKalio, COollialibHi YMOBH), IO B Til Y IHIIH Mipi BILTUBAIH
HAa KOMITO3UTOPCHKUH CTHIIb. 3aBISKU IIbOMY MaEMO KOHCTATyBaTH (akt
TBOpUOI peasizamii XyIoXHHKa, HOro poib B KyJIbTypi KpaiHH, ernoxu, Ha-
IIOHATBHOI ITKOJIH, OTXKE, YCBIIOMHUTH CyTHICTh KOMITO3UTOPCHKOTO CTH-
J10 K peHoMeHy.

OpHak y BITYM3HAHIA MY3UYHIN HayIli i JOCI HE 3aKPITUICHO MTOHATTS
«(eHOMEHOIIOTIT CTHITIOY, 3MICT SIKOTO OXOIUTIOE TIIMOMHHI 3B’ S3KH KOMY-
HiKaIlii BCiX cy0’€KTIB TBOPYOCTi (MUTEIhb-BUKOHABEIIb-CITyXad). Po3poOka
3arajJpHUX 3acaj] BUYCHHS MPO (PEHOMEHOJOTII0 CTHIII0 B MY3HIIl CKJIamae
axmyanvHicms memu. [IpUAIIOB Yac OKpPECHIUTH OKpeMi HaykoBi inei
B CBITJIi )EHOMEHOJIOTIYHOTO TUCKYPCY SIK CHCTEMHHIA TIOTJISIT Ha POJTb BH-
KOHABIISI B My3HYHOMY MHUCTELTBI.

AHal3 ocTaHHIX AocaimkeHb i myomaikaniii. Cepes JTOCHIIHUKIB
(henomenomorii my3uku Bimzaauumo P. Kypenkosy [15] (2015), sika po3-
KpHUBA€ B LIbLOMY METOJli 4yTTEBO-CHIETUYHUH CcIIOCi0 BO33 € AHAHHS CEIMmY
my3uku 1a ceimy aoounu. B. Cokonos npu BUBYEHHI My3UYHOI'O MUCIICHHS
B CBITJIi (DEHOMEHOJIOTIYHOTO aHAaIli3y PO3Pi3HsE IHTEHI[IOHAIBHUI PO3yM
cy0’exta My3udHoro nocBigy [19] (2015). A. Kapinoa mpocTexye 3B’ 130K
(heHOMEHOJIOTIT MY3HMKH 3 TeMIlopajabHOw0 KoHuerniieo E. ['yccepis, sika
BIUIMHYJAa Ha YCBiOMJIECHHS My3uuHoro vacy [11] (2016). T. IBanHikoB
HaJaB KOMIUIEKCHY XapaKTepUCTHUKY (EHOMEHIB €BPOITEHCHKOI TiTapHOI
My3HUKH XX CT., IPEACTABICHUX Ha CTPATETIYHOMY, TAKTHYHOMY, CHCTEM-
HOMY piBHAX nocimkerHs [8] (2018).

IIpeameT MPOMOHOBAHOTO TOCIIKEHHSI — KOMIIO3UTOPCHKUH CTHIIb
SIK (peHOMEHOJIOTIUHE SIBUILE; HOTO MeTa — OKPECIUTH CTaH (PEeHOMEHOIIO-
TIYHOTO JUCKYPCY B My3uK03HABCTBI XXI cTomiTTS.

MeTonu 0CTiKeHHs 3yMOBJICHI IHTETPAIIi€0 PI3HUX MiAXOMIB, 30-
Kpema: icmopuunuii — BKa3ye Ha I€He3y SIBUILL, 1110 BUBYAIOTHCS B CUCTEMI
CTHJIIO; (hYHKYIOHATbHUL — BUSIBIISIE CMUCIT MY3UYHHX SIBHIL, IO ITiJIsITa-
F0Th (DEHOMEHOJIOTIYHOMY aHai3y; KOZHimuEHUli — BCTAHOBITIOE crietui-
Ky CHUIKYBaHHSI B CUCTEMI «MUTEIb-BUKOHABEI[b-7I0CII1THUK-CITyXau.
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Bukaax ocHoBHoOro marepiaay. Y ¢inocodcbkoMy eHITHKIIONE-
JMYHOMY CIIOBHUKY TPOIOHYETHCS 3arajbHe BH3HaueHHS: «DeHomeH
(Bim rpeupkoi phaino menon) — Te, O €, HAAAHO Yy JOCBi/I YyTTEBOTO
mizHaHHA. DeHOMEHOOTIs (BYCHHS PO (PeHOMEHH) — BUCHHS IIPO SBU-
ma» [20, c. 477].

VY XIX cromiTTi y 3axigHOEBpOTIeHCHKiH (inmocodii BinOyBanuch mo-
HIYKH 3arajbHOrO B3a€MO3B SI3KY, 3arajJbHUX METOJIB €MHOTO MPOLECy
nizHanHA. Tak, y ¢penomenonorii /. [ecens (1770-1831) micTuthes Ha-
TOJIOC HA MOMONCHOCMI Oymms ma MucieHHss K oOgHoro 3 GyHIaMeH-
TaJdbHUX NpUHIHMIB (inocodii. Buennii BkazyBaB Ha €IUHHUI IpoLec
(hOpMOTBOpPEHHS CBIIOMOCTI: BiJl MIEPBUHHUX (OPM UyTTEBOI JOCTOBIp-
HOCTI J10 a0COt0THOTO 3HaHHS [4]. JIronCchKuil OCBI € 0a30BUM Y IMi3-
HaHHI (heHOMeHiB. DEHOMEHOIOTIs ABIsE€ COOOI0 MUIAX 0 3HAXOMKEH-
HS Ta Mi3HAHHS ICTUHH, 10 HE CTUIBKU CIIPUHAMAETHCS palliOHATBHUM
Croco0OM, CKIIBKM CTa€ MOMEHTOM il MepeKMBaHHS, MPOXUBAHHS Ta
OCMHUCJICHHS.

3aCHOBHUKOM BYCHHSI ()EHOMEHOJIOT1i BBa)Ka€eThca HiMEUbKHUN (ino-
cod E. I'vccepnv (1859-1939), sxwuit crmigom 3a @. bpenrano (1838-1917)
3alpoOrNOHYBaB BUHAXOMUTH BiJMIHHOCTI MK 3B’S3KaMu pedeH, repe-
KUBaHb Ta 3B’S3KaMH JIOTTYHHUX 1CTHH B TEOpii, a HE B3a€MO3B’A30K MIXK
HuMmH [5]. Hama cBigomicTs cripuiiMae ¢iznyHi peHoMeHH (110 ToCTalTh
SIK IaHICTh — 3BYK, BITUYTTS, KOJIip, 3amax) Ta MCUXiuHi (COpUHAHSTTS, Cy-
JUKCHHS, eMOITii). MeToj IMICUXIYHOTO CIPUWHATTA Mae OyTH BiAMIHHUM
BiZl MeTona Gpi3nuHOTO BUsIBICHHS (peHoMeHiB [3].

[ocmimoBarKkamMu (peHOMEHOIOTIYHOI Teopii Oyu BunaTHi Qinocodu
kiamg XIX — mouatky XX cromite @. Himmre, C. K’epkerop, I. Mapcens,
M. Hrodpen, A. Kamro. 3a Busnauenusm M. Mepno-Ilonmi, «peHomeHo-
JIOTis — 1€ METOJ Mi3HAHHS, a He CHCTeMa TMOMIAAIB Ta icTiH» [22, ¢. 29].
JK.-I1. Capmp po3pobuB ¢enomenonorito yssu [18]. M. Xaiioeeecep 006-
I'PYHTYBaB 1LI€ MOHATTS ILIJSIXOM BU3HAYCHHS JIBOX CKJIAJ0BHX — ()EHOMEH
i Joroc, yepe3 3’€HaHHA SKUX (HOPMYEThCs Horo 3MicT. Pinocod Tpak-
Ty€e ()EHOMEH SIK «caMo I0-coli-yraBaHe», OYeBUIHE, a «(PECHOMEHM» SIK
«... CYKyTHICTB TOTO, III0 JIS)KHUTHh Ha CBITIi a00 MOoke OyTH BUBEICHO Ha
cBiTiO» [22, c. 28]. ®yHKLiI0 J0rocy ¢inocod BHU3HAYUB SIK PO3YMIHHS.
Ha #oro mymKy, (eHOMEHOJIOTiI0 MOKHA TIIYMAYUTH 1 K IHTEPIPETAIIifo:
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«... (DEHOMEHOJIOTIS € IEBHUM JOCBiIOM BUSBIICHHS Ta 00OpPOOKHU TOTO, IO
notpiOHO TpakTyBarucs» [22, c. 34-35].

CripoeKkTyeMO HACTaHOBU (PEHOMEHOIIOTII K PiTocOPCHKOTO BUCHHS
Ha SIBUINA MY3HYHOTO MUCTELITBA 3a/J1s1 PO3YMIHHS HOro crienupik.

OyHIaMEeHTaIbHHUI BHECOK Y (PeHOMEeHO102i10 My3uKuy TIOB’I3aHUN
3 iM’sm O. Jlocesa. Buennit TymMaduB 3MicT (PEHOMEHOJIOTIYHOTO METOTY
SIK KJIIOY JI0 PO3YMiHHS MY3HKH, 30KpeMa, MPOIeCcyaabHO-TEMIIOPaIbHOTO
xapaktepy [16]. SIk cTBepmKy€e HOCIITHUK, € BUCHI, SIKI TIPU BUSABICHHI
(heHOMEHIB 3HEOCOOJIOIOTh MY3UKY, TOMY MOXHA ... TIOYaTH MOCTUYHO
1 Xy[I0O’)KHBO 300pa)KyBaTH B CIIOBAX CYTHICTh OKPEMHX MY3WYHHUX TBOPIB.
3BHYAIHO, 1Ie MOXKE OyTH CHPaBKHIM OMUCOM CIIPABKHBOTO MY3HYHOTO
(eHomeHa<...> i SIKIIO BOHO 3pOOJIEHO MPAaBMWIIBHO, TOOTO, SIKIIO XyHTOXK-
HIi KPUTHK BIpHO BiAOWB XyTOKHIO CYTHICTh MY3HUYHOTO TBODPY, iM CITifT
JIOPOXKHTH 1 KepyBaTtuch» [16, c. 24].

TpancuenneHTanbny (heHoMeHomnorito po3podnsie M. Apkadves Ha
npuKiIai aHanoriit TBopyocti A. Bebepna ta E. I'ycceps. lociinHuk BU-
3HAYMB J[BA MOJIYCH B3a€EMOBITHOIICHHS (Pistocodii Ta My3HKH:

1) ¢inocodcTByBaHHS PO MYy3UKy (MIpKyBaHHS PO CEMaHTHYHI
CTPYKTYPH TBOPY a00 TBOPYOCTI KOMIIO3UTOPA B LIJIOMY);

2) ¢inocodcTByBaHHS CaMOI0 MY3HKOIO (BHUSBICHHS MpoOiIeMH Tiel
MOBH, SIKOIO KOPUCTYETHCSI KOMITO3UTOP) [2].

SIKIO I pO3KPUTTSA OHTOJIOTIi MY3WKH HEOOXiTHHW parioHami3m
y HayKOBHUX ITiJIX0/aX, — BBaXae 3. @omina, — 1o i PeHOMEHOIIOTIT My-
3MKH TOJIOBHOIO € BJIaCHE MY3HKa, 1110 BiATBOPIOETHCS: «... My3HKa SIK Taka
Mae ISl Hac IMiHHICTb, TEPII 3a BCE, K 3ByYUTh My3HKa — caMe TYT, B (e-
HOMEHAaX 3BYYaHHS, BUSBISIETHCS 11 Hi 3 YMM HEMOPIBHSHHUIA BIUIMB, 1 Ha-
OyBaroTh 3HAUEHHS BCi iHII XapaKTEPUCTHKH 1 OMOCEpPENKYBaHHS — BiJl
COILIIOKYJIBTYPHOI 3yMOBJICHOCTI 1 €TUYHOI CKJIaI0BOI /10 3HAKOBUX (HOpM
BupaxkeHHs» [21, c. 87]. Y KoHTEKcTi (PeHOMEHOIOTIYHOTO JIOCITIKSHHS
CYTHICTh MY3WKH HE MO)Ke OyTH BHUSBICHOIO 0€3 YyTTEBOTO CIIPHIHAT-
Ts1: «Jleckpuriiisi (HEHOMEHOJIOTIYHOTO JOCBIY — 1€ HE “NPOCTHil” omwuc
MpeaMeTa, KUK BiH €, a 3aBKIH CTPYKTYPHUH (CMUCIIOBHI ) OITHC B MOIYCl
0e31ocepeIHLOrO CIOMISAAHHSD [TaM camo, ¢. 92].

JI. Axonawu [1] pozymie (EHOMEHONOTIO SIK KIFOY IO PO3Ii3HABaH-
HSl KUTTETBOPUUX IMPOILECIB, OCOOUCTOCTI MHUTI, OAHAK BiH HE Ja€ BU-
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3HaYeHb TEPMIHONOTIUHOTO amapary (enomenomorii. K. JKabincokuil,
NOB’SI3yI0YM MHUCTEUTBO 3 BIUIMBAMH Ha HBOTO 3aXiJHOEBPOIEHCHKHX
(E. T'yccepnp, K. Scmepc, M. Taiigerrep) ta pociiickkux ¢inocodi
(O. Jloces, M. baxtin, M. bepnsieB), poOuTh BUCHOBOK: (hEHOMEHOJIOTIsS
€ «... OHUM 31 Crel(iYHNX, YHIKAIBHUX, HITICHUX TPOSBIB a0COIOTHO-
ro ayxy» [7, c. 259].

3HakoBoIO € Tpats P. Kypenkosoi, sika CTBEpAXKYE, L0 aHaTi3y QeHo-
MEHIB My3WYHOI CBIJIOMOCTI CIYTY€ PEIyKIIisl 1 IPOTIOHYE TaKHid aITOPUTM
ii BuBYeHHs: 1) enoxa; 2) iHTeHIIOHAJIBbHICTh; 3) MOHATTEBA (iKcallis CyT-
HOCTi My3UYHOTO TBOPY; 4) (heHOMEHOJIOT1YHEe KOHCTHTYIOBAHHS; 5) Tiepe-
TBOPECHHS MY3UYHOTO TBOPY B ecTeTHuHUi 00’€ekT [15, ¢. 117-121].

B. Cokon Takox BUBYae ()eHOMEHOJIOTF0 MUCIICHHS, Y 3HaueHHI «de-
HOMEHOJIOTIS CBITOMOCTI po3ymy». [lyMKa, 0 «... TPE3yMITIIisl JOCKOHA-
701 rapMOHii a0CONIOTHOT BIIaM My3UYHOTO MHUCJICHHS HaJ yciMa MposiBa-
MU JTFOJICHKOT JKUTTEMISITFHOCTI, sIKa BUSBIISE TUTITHY TIEPCIIEKTHBY (heHO-
MEHOJIOTTYHOTO OOTPYHTYBaHHS HAsBHOCTI “€IMHOTO 3BYKOBOTO JiKepesna’
JlyXOBHOTO J0CcBixy» [19, c. 19] crana mincymkoMm #oro (peHoMeHomorid-
HOTO JOCTIKEHHS.

My31KO3HABCTBO SIK emicTeMiuHuii ¢penomeH posrsigae O. Kpaesa.
Sk pesynabrar camopeduekcii My3WYHOTO MHCTENTBA MY3UKO3HAaBCTBO
€ JIOTiKO-METOJIONIOTTYHUM (YHJJAMEHTOM BHMBYCHHS OYJb-SIKOTO SIBUIIIA,
KOJIM TIPOLIEC MEPEXOy BIACTUBOCTEH IWX SIBHII MEPEMIIIYEThCS B HU3-
Ky TEOPETUYHUX MOHSATh My3UKO3HABCTBA, SBJISIFOYM COOOI0 emicTeMiuHu
(heHomeH, — iuie aBTopka [14].

DEHOMEHOJIOTIYHAA ~ METOJl B MY3HKO3HABCTBI  PO3pPOOIIB
C. Jlasuoosa, noBoJisiYM, 110 BIH BUMArae HallJICHOCTI HE HA CIIPUMHSATTS
Ta BUSIBIIEHHS HEBITOMUX pPE3yJbTATIB, a Ha caM MPOIEC CBIJOMOCTI 5K
(opMyBaHHS CHEKTpy LUX pe3ynbrariB [6]. A. Kapinosa Bkazye Ha Te,
o (hEeHOMEHOIIOTisl SIK BUCHHSI SIBIIIE COOOK HE CTIIBKU TCOPETUYHHIA
OTIHC SIBUIII, CKITBKH METOH, CKEpPOBaHUN Ha PO3KPUTTS ix cyTHOCTI [11].
[Ipu PpeHOMEHONTOTIYHOMY MIAXOMAI 10 MY3UYHOTO TBOPY BaXKJIHMBHM € T€,
IO «... CyTHICTh OTO BUPAKAETHCS i OCATAETHCS B UyTTEBUX 00pazax», —
BBaXkae aBTopKa [11, c. 12].

1. Konosanosa nipu AOCTIDKEHH] KaHPY MY3HUYHOI OOpPOOKH 3airydae
arapar (heHOMEHOJIOT'11, J10 SIKOT BITHOCSATBCS «CYOdCeHHs OO0 XYINOKHBOT
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IUTICHOCTI, IO (PYHKITIOHYE B CHCTEMI MY3WJIHOI KyJIBTYPH SIK creyugiu-
HULl npoyec/pe3yrbmam MUCmeybKoi OisIbHOCME, MEMOO/AHCAHP KOMNO3U-
MOpCbKOi meopyocmi ma neguuti meip y 0aHomy xcaupi» (KypcuB Miid —
0.K)[12,c. 55].

Haperuri, BkaskeMO Ha HOBITHI MPOEKLil (PEHOMEHOJIOT1 My3UKH, 110
MICTHTBCS y Tipatsix 1. Ieannikosa: «... TpackTopis HEHOMEHOJIOTI K Me-
ToAy 0arato B YOMY 3aJIC)KUTh BiJ BIAYYTTA, €MOLIi, aQeKTiB, MOYYTTS,
TIepeKuBaHb, XyIOKHIX 00pa3iB, acomiamiin» [9, c¢. 144]. Cruparounch Ha
nymky E. T'ycceprst («... 3aBAsku cHpsiMOBaHOCTI (IHTEHIIOHAIBHOCTI)
CBIZIOMOCTi OyIb-SIKUH JTOCIHIKYBaTbHUNA 00’ €KT BHSBISEThCS (DeHOME-
HOMY [9, ¢. 115]), noCHiAHUK BKa3ye MUIAX «MOAYIALID Bia (itocodii 10
creun(iku My3u4HOI TBOPUYOCTI.

Otxe, (DEeHOMEHOOTIYHUH MIAXI Y AOCTIHKSHH] CIIenn(iku My3UKH
HaOyBa€e METOJONOTIYHOTO crarycy. CruparoYnch Ha KaHTIBCbKY KOHIIETI-
Iif0 TTOHSTTEBO-YYTTEBOTO JIOCBiAY (pedi, SIKUMHU BOHHU € y Halliil CBiJl0-
MOCTI, X HENOBTOpHHUI (heHoMeHosoriyHui 3MicT) [10], MOXHA CTBEep-
IDKYBATH, IO CMUIb 6 MY3uyi YBUPa3HIOE (PEHOMEHONIOTI4HI BIAaCTUBOCTI
1 oymmsi.

My3uka K CIOCIO ocsieHeHHs Oymmsi € HENpPEAMETHOK (OPMOIO
CBOTO BHUSBJICHHS: BOHA MICTHUTh CMHUCIIH, IO HE «JIEKaTh» HA MOBEPXHI,
BUMAaraw4u ix posmi3zHaBaHHs. (DEHOMEHOJOTIYHMN MiJXiJ CIPUYHHSIE
BUOKPEMJICHHS CIICIiaJIbHOTO HAMPsAMY Cy4acHOI My3UYHOI HayKu — «de-
HOMEHOJIOTIIO CTHIII0 MYy3WYHOI TBOpUOCTI». BinnosinHo, GpenomeHomoris
CTa€ METOAOM Ii3HAHHA MY3MYHHX SIBUII 1 BH3HAYa€ iX NECKPUIITHBHY
dysKIifo. Skmo GheHOMEHONOTIs JOTHYHA 0 MY3WYHOI TBOPYOCTI, CIIif
BKa3aTH Ha 11 MPUYETHICTh JO CTBOPEHOTO MPOAYKTY (TBOPY) Ta CYO €KTIB
CHIKYBaHHS — 8UKOHABYS Ta PeYUnicHma, TOro, XTo 1 IKUM YHHOM CITPHIA-
Ma€e MY3HKY.

®eHoMeHO0JI0TisA B 3HAYEeHHI KOTHITUBHUH HIIAX 10 iHTepnpera-
il My3MYHOI TBOPUOCTi 8CMMan06110€ YIHHICMb [HOUBIOYATLHO20 00C8I0Y
JHOOUHU-NBOPYS, NEPENCUBAHHS TMEOPEHO20 HUM apmegdaxmy, a Ha nio-
cymxogomy emani — meopemuuroi peghnexcii. Tomy peHOMEHOIOTIsT BUSB-
JIsie CEHC Ha BCIX PIBHSAX MY3MYHOI KOMYHiKalii, Ik 30BHIIIHIX (3KaHp, BH-
KOHaBeIlb, CITyXad), TaK i BHYTPINIHIX (TBip, popmMa, TpamMaTypris, CTHIIb).

Hanamo crpykrypy heHOMeHomorii My3uuHoi TBopuocTi (Cxema 1.1).
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KOMITIO3UTOPCBKA
KUTTETBOPUYICTD AIK PEHOMEH

NEPCOHAJIBHA BUKOHABCBKA
IHTEPIIPETALISA

CJIYXAIBKE OCATHEHHSA
XYI0XKHbBOI'O CEHCY TBOPY

Cxema 1.1

DEHOMEHOJIOTIYHANA TIAXiM 10 BUBUCHHS CHEIU(IKH KOMITO3HTOP-
CBKOTO CTHJIIO OOYMOBJIOE CHCTEMHO-CTPYKTYpPOBaHE PO3YyMiHHS HOro
3MiCTYy.

I. Haltmupmmii ¢eHOMEHONOTiuHMI BUMIP Ma€ KaTeropis <OKUTTE-
TBOPYICTBY: 11 3MICT HE JIUIIIE Y IPUHAIECKHOCTI MUTIIS JI0 iICTOPUYHOT 100U
Ta KOMITO3UTOPCHKOT TeHepanii ado mkomu. Crenudika >XKUTTETBOPUOCTI
SIK (heHOMeHON02IYH020 00 '€kmy TIONIATAE Y BU3HAYCHHI METO/IIB KOMITO3H-
TOPCHKOTO MHCIICHHS: TO-TIepIle, Yepe3 HaliOHAIbHY IMEHTUIHICTh MUT-
11, TO-APYTe, «OUNMay BHKOHABIIS SK CYO €KTa My3UYHOTO TICPEKUBAHHSI.
OHTOJIOTiSI My3UYHOTO TBOPY € HE YUM IHIIUM, K BHPA30M TIIHOWHHOTO
3MicCTY, QyHIaMEHTAILHIM KPUTEPieM OyTTs, BiII3EPKaJICHHSM BHYTPIIII-
HBOTO CBITY MUTLIS.

B minomy, (heHOMEHOIOTis KOMITO3UTOPCHKOTO CTHUTIO 3YMOBIITIOE CHO-
CiO OCsACHEeHHs XYO0UCHbO2O MEOPY ULIAXOM THmMepnpemayii 1Kk CMUciono-
KIAOAaHHSA (BUKOHABYS, ClyXaud, O0CIiOHUKA).

II. BukoHaBcbka (heHOMEHOJIOTIS TIOB’si3aHa 3 Mi3HAHHIM CMHUCIIOBOL
CIPSIMOBAHOCTI TBOPIB Y iX adexgamnomy 6iomeopeHHi. BUKOHABIIIO T1e-
pell TUM, SIK BU3HAYATH CTPYKTYPY TBOPY, TUI MY3HUYHOT JpaMaryprii, CiiJl
3aKJIACTH QOCHIOHUYHLK)Y TIO3UIIIFO, BIIMOBICTH HA IMHUTAHHS: 6 YOMY caMe
noasieae Cymuicms 11020 nepconanvhoi konyenyii? Ilporec CTBOPEHHS BU-
KOHABCHKOI KOHIICHIIT — Mipa CIiBBIJIHECEHHSI KOMIIO3UTOPCHKOTO Ta BH-
KOHaBChKOTO A B aKTi Oe3mocepeIHbol iHTeprIpeTalii My3udHOTO TBODY.
BukoHaBenp Mae MOABIMHUI CTATyC MpakTHKa 1 JOCTIAHHUKA: II3HAOYU
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KOMTIO3UTOPCHKUN CTHIIh, BiH «IIPUBIACHIOE» HOTO TBOPYHA METOI, IIPUH-
LMY MUCIICHHS Y YyTTEBO-HATNIATHOMY akmi-meopenni. BiH Mae HecTH
BIJIMOBITaTIbHICTH 32 KiHIIEBHIA pe3yJbTAT BiITBOPEHHS KOMITO3UTOPCHKOTO
TBOPIHHSI.

OTXe, BUKOHABChKa KOHIIENIIiS € BiJIMOBIJHOIO 3aBIaHHAM (DeHO-
MEHOJIOTI1 y CEHCI ameKBaTHOTO BiATBOPCHHS. BUKOHABCHKA KOHIICTIIIIS
000B’SI3KOBO M€ TaKUH CaMUN OHTOJIOTTYHUI MOJIYC, SIK i TBOPSHHS My3H-
KH: KOJIH MY3uuHull meip 8iopephiexcoeanuli BUKOHAsYeM 5K GlLACHE 8ole-
8Us16/1CHH51, @ HE € JTUIIIE 3aCO00M TIO/I0JIaHHS CyTO BUKOHABCHKUX 3aB/IaHb.

YHaoUHMMO Cy0’€KTiB (DeHOMEHONOTii My3WYHOI TBOPUOCTI Ha
Cxemi 1.2.

BUKOHABEILb KOMIIO3UTOP CJOYXAU
) t
| BUKOHABELIb-JOCIIIHIK ‘—»{ ETAIIN )KUTTETBOPYOCTI H BUKOHABCBKA KOHIIEITLLS
CTUJIb
Cxema 1.2

[Tianict, BUBUAIOYM aBTOPCHKHH TEKCT, 3aTHUH BIIYYTH HOTO IITUOWH-
HUH 3MicT. BiH HeMUHYyYe 1epeoCMUCITIOE BUSBIICHI B TBOPI 1HTEHIII] 3 T10-
3MIIIH BJIACHOTO YKUTTEBOTO 1 AYXOBHO-ECTECTUYHOIO JIOCBITY.

. @enomenonoziuna xonyenyis meopy MICTHTh PO3NOALT HA JBa
piBHI:

® «reHepajbHY I1HTOHAMIIO» (32 B. MemylieBcbkuM), M0 PO3KPUBAE
3MICT KOMITO3UTOPCHKOTO CTHJIIO: MEJOAIsl, TapMOHisl, METPO-PUTM,
thaxtypa;

® BHUKOHABCHKY KOHLEHII0 — aJEKBAaTHE IEPCOHAIbHE BiATBOPEHHS

KOMIIO3UTOPCHKOTO TBOPY: apTUKYJISIIs, TEMIIO-PUTM, arorika, JuHa-

MIYHUH IUIaH, IIeaaIi3aris TOLIO.

[HIIMMY c10BaMH, y BUKOHABL SIK CHig-TBOPLS (DOPMYETHCS i7€aIbHE
VSIBIICHHS [TPO MY3WYHHMU TBIP SIK C8iM 6A2amMO3HAYHUX CEHCI8, TI0 PE30HY-
I0Th y TEKCTI, 110 3BYYUTh. 3BEPHEMO YBary, 1[0 BUKOHABCbKa KOHLIETILIis
3aBXK]IM HalpapiieHa Ha ciryxada. Came ciryxad, 3aJIisTHUI B IPOIECi KOMY-
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HiKarlil, € OIiHIOBaYeM BUKOHABCHKOT KOHIIETIIii. Tak yTBOPIOETHCS repMe-
HEBTUYHE KOJIO, B IKOMY IHTETPOBaHi BCi Cy0’€KTH My3HUYHOI TBOPYOCTI.

BucHoBku. Axryamizaiiro (heHOMEHOJIOTIT CTHITIO 3aCBIIUYIOTh Pi3Hi
KOTHITHBHI MMO3UIIIT, SIKi 3aJIe)KaTh BiJl TOr0, XTO € Cy0 €KTOM TBOPYOCTI:

® (heHOMEHOJIOTisl TBOPYOCTI KOMIIO3UTOPA — yHiKalIbHA 00yMOBIIE-
HICTB KUTTETBOPUOCTI TEHO- 1 IICUXOTUTIOM JIFOMUHUA-MUTIIS;

e (HEeHOMEHOJIOTi BUKOHABCHKOTO CTHIIIO — OpI€HTAalis Ha YyTTe-
BUH KOHTAKT 3 IHCTPYMEHTOM (3BYKOBHiIl 00pa3), BiZOMTOK MHUCTEIBKHIX
BIUIMBIB; TEXHOJIOTi 3BYKOBUOY/TYyBaHHS, SIKI BPEIITI-PEIIT YBUPAZHIOIOTh
pisenb MUCIeHHs GUKOHAGYs Ta HOro BIANOBIAHICTH CTAIUM YSIBICHHAM
PO aJeKBATHICTh CTHIIO (TBOPY, KOMIIO3UTOPA, ICTOPUYHOI JIOOH), IO
IHTEPIPETY€ETHCS;

® jociigHuIbKA (EHOMEHOIOTIS (MOJCITIOBAHHS IPHHIINITIB KOM-
MO3UTOPCHKOI CHCTEMHM MHUCICHHS Ta iX TIyMaueHHs) — CyO €KTHBHUH
MOTVISI HAa cmulb K 00’ €KTUBHO iCHYIOUy peanbHicTh. HanzaBnanus nmo-
CIIIIHUKA CKIIAIA€ PO3YMINHA, WO Ye bazamosumipHe Aguwye dHcuse 3a 3a-
KOHAMU BIOKpUMOI cucmemu.

Monean ¢geHoMeHO00TIT CTHII0 B MYy3UIli BUOYIOBY€ETHCS K CHC-
TemMa (QYHKLIOHATBHUX PIBHIB My3HUYHOI KOMYHiKalii (aBTOp-BUKOHABEIIb-
CITyXa4-IOCHiTHUK) Ta 3B’ A3KiB MI>K HUMHU:
®  enomenonozis ocobucmocmi (Miclie HapOKEHHS, TEHOKOJI, BHXOBaH-

Hs 0aTBKIB, IIIKOJIa, MUCTEIIbKI BIUTUBH, CBITOIIIS, KOXaHHS, ITOIIi);
® penomenonocis ocummemgopyocmi (HallOHANbHA 1JEHTHYHICTD,

MPHUHAJICKHICTD IO TIEBHOI reHepalii, icTOpUYHI KOHTEKCTH TOLIO);
®  enomen my3uunozo meopy (HaUpPUKIAL, XOPOBUH KOHLEPT

«Maiigan 2014» B. CunsBectpoBa, Konuepr Ne 2 mns opkectpy

1. Kapa6wums (1986), Kormept Ne 3 «/lap mpii» mist gpopreriano 3 op-

kectpoM E. PayraBaapi (1998) Ta in.);

e (heHOMEH suxoHascmea sk incmuniyyii (YMOBH BTUICHHS B CYCHUIBHY
iH(MpacTpyKTypy npodeciifHIX moTped My3UKaHTIB);
®  GUKOHABCHKA (DeHOMEHONO02is CTOCYEThCS I1HIUBINYaIbHOCTI 1HTEp-

IpeTaTopa sK CIIiBaBTOpa TBOPY, BIATIOBIIHOCTI HOTO MisSIIBHOCTI KOM-

MO3UTOPCHKUM BUMOTaM;
® ciayxayvka penomeronoeis (HASBHICTh MiATOTOBIEHOTO CiyXada —

«EKCIIepTa» KOMIIO3UTOPCHKOI Ta BUKOHABCHKOT KOHIIETIIII{ TBOPY ).
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CKJTaIHUKH TIPOTIOHOBAHOI KOTHITUBHOI MOJENI, YHAOUHEHI B MHC-
TEIBKHX MOJisX Ta apTedakrax (apXiB KOMIIO3UTOpA, ayAio- Ta BiJjco3aru-
CH BUKOHABIIiB), YMOXKITUBIIOIOTH (DEHOMEHOIIOTIYHE TOCIiPKEHHS CTHITIO
B MY3HIIi, Ha MMi3HAHHSI SKOI HalliJIeHa caMOCBiToMicTh homo musicus.
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UNIONIQUE MUSIC AS A NEW PHENOMENON OF THE
MUSICAL CULTURE: ANSWERING THE MAIN QUESTIONS

Annotation

In this article we will talk about the interaction of music in fundamentally
different areas —academic and non-academic, in which there is an interpenetration
of musical language elements, expressive means from one sphere to another
is happening, and a brand new quality musical material is produced. This
new kind of music we call ‘unionique music’, and the aim of this article is to
describe the unionique music phenomena, to base and explain its introduction
into the musicology’s use, and to define its place in the musical culture. Under
the ‘academic music’ is understood the music of the West European classical
tradition, under the ‘non-academic’ — such directions as jazz, rock, and
folklore (ethnic). Using the method of functional analysis we examine musical
compositions on three levels (composition, intonation and timbre). With the
advance of internet technologies we now have an easy access to all kinds of
different music that is composed in various styles and traditions. Convenience
of communication made it possible for representatives of various nations to get
acquainted with the musical languages of other ethnic groups and subsequently
apply the elements of these languages to their creative work. This gave the
ground for the emergence of a variety of musical directions in which interaction
with different musical domains takes place. As a result, we now understand that
the new paradigm of musical perception consists in the equality of all music
types. Key words: unionique music, paradigm, domain, equality, academic and
non-academic music.

Iamanii Upuna. ‘Unionique music’ kak ¢peHOMEH MY3bIKAJIBHON KYJIbTY-
PbI: MOCTAHOBKA MPodieMbl. B crarbe n3yvaercs B3auMoJeHCTBHE IBYX (yH-
JIAMEHTAJIbHO PA3IMYHBIX chep My3bIKH — aKaJeMUYECKOi U HeakaJeMUYeCKoi,
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IIPH KOTOPOM MPOUCXOAUT B3aMMOIPOHHKHOBEHUE DJIEMEHTOB MY3BIKAJIBHOIO
s3bika. [lon akajeMu4eckoil My3bIKOI TOHMMaeM 3araJHOEBPONEHCKYIO Tpaiu-
LU0 MY3HLUPOBAHUS, MO HEAKaJeMHUYEeCKOI — Jka3, poK U (oJk (ITHHYECKas
My3bika). L{enb nccienoBanus — 00BICHUTD CHCHU(UKY KaK SIBICHHS «unionique
music», Tak W TMOHATHSA, (UKCHUPYIOUIEro ero HOBU3HY. Ha ocHoBe ¢yHKIMO-
HAJIBHOTO IIO/IXO0/1a AaHAIM3HPYIOTCS KOMITO3UIIMS, HHTOHALUS, TEMOD OTACIBHBIX
NpUMEpoB unionique music. B cBsi3u ¢ pacnpocTpaHeHHEM HHTEpHETa BOSHUKIIA
BO3MO)XHOCTH HEOTPAaHWYEHHOTO JOCTYIa K Pa3IMYHbIM MY3bIKaJIbHO-CTHIICBBIM
HaIpaBJICHUAM. y}lO6CTBO KOMMYHHUKAIIMU MO3BOJIACT NPEACTABUTECIIAM pa3jiny-
HBIX HapOAHOCTEH O3HAKOMHUTBHCS C MY3BIKAJIBbHBIM S3BIKOM JPYTHX dTHHYESCKUX
TPYTII ¥ IPUMEHSTD 3JIEMEHTHI «Iy)KOi» pedr B CBOEM TBOpPUECTBE. DTO JaJI0 TO-
YBY JUUISI TIOSIBJICHUSI HOBBIX CTHJICBBIX HAlpaBJIEHUH (I7Ie B3aUMOJICHCTBYIOT pa3-
JIMYHBIE MY3bIKAJIBHBIE JIOMEHBI) U, KaK CJIEACTBUE, TEOPETHIECKOe 000CHOBAHHE
unionique music B Ka4eCTBE HOBOW MapaJUIMbl, [IEGHHOCTh KOTOPOH 3aKJI04aeT-
sl B IPU3HAHMY MTAPUTETA BCeX chep My3HULUPOBAHHUS B YCIOBUAX COBPEMEHHOM
KyaTyphsl. KilloueBble cjioBa: unionique music, napaouema, oomen, napumemn,
axkademuueckoe u HeakademMuieckoe My3uyuposanue.

Maniii Ipuna. ‘Unionique music’ ik ¢peHOMEH MY3UYHOI KYJIbTYPH: NO-
CTaHOBKA MPo0iaeMu. B cTaTTi moCiKeHO B3a€MOITO IBOX MIPHUHITUIIOBO Pi3HUX
chep My3UKyBaHHS — aKaJeMIYHOI Ta HeaKaJIeMIYHOT, J¢ BiOyBa€ThCS B3a€MOJIsI
eJIEMEeHTIB My3U4HOT MOBH. J[0 aKajeMiuHOT My3UKH BiTHOCSTh 3aXiJHOEBPOIICH-
ChKY KJIACHYHY TPAJMIIIIO, 710 HeaKaIeMiYHOIO — JKa3, poK Ta (oK (eTHIYHA My-
3uka). HacrmijikoM iXHBOT B3aeMOii cTae MPUHIMIIOBO HOBA SIKICTh MY3HYHOTO Ma-
Tepiay (SK pe3yabTaTy MUCICHHS), IKy BU3HAYNMO K unionique music. Mertoro
€ oOrpyHTYBaHHS SBHIIA Unionique music Ta 3ajay4eHHs MOHSTTS, IO BigOUBae
HOTO 3MICT, 10 My3HKO3HABYOTO 00iry. Ha rpyHTi (hyHKIIOHaTBFHOTO aHAIi3y HO-
CJIIJKEHO TPH PiBHI unionique music (1HTOHALliSl, KOMITO3HIisl, TeMOp). 3aBIsKU
HOBITHIM 3ac00aM KOMyHIKaIlii (30KpeMa, BCECBITHIH iHTEpHET-Mepexi) HassBHUH
JOCTYTI 70 BEMYE3HOI KiNBKOCTI PECypCciB MY3HWKH PI3HOMAHITHHUX CTHIIBOBHX
HaIpsMKiB. 3py4HICTh KOMYyHIKallii 03BOJISIE MPEJACTABHUKAM PI3HUX €THIYHUX
TPyIl 3HAHOMHUTHCS 3 My3MYHOIO MOBOIO IHIIMX HAapoIiB Ta BHKOPHUCTOBYBAaTH
CJIEMCHTH «4YXO1» My3UYHOI MOBH B BJacHiil TBop4ocTi. Ile 1amo MOXKIUBICT
TEOPETUYHOr0 OOIPYHTYBaHHS unionique music sk HOBOI MapaJurMd MY3HYHOI
TBOPYOCTI, HIHHICTh SIKOT MOJISITAE y MapUTeTi BCiX cep My3UKyBaHHS B yMOBaX
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cydacHoi KyneTypu. KillouoBi ciioBa: unionique music, napaouema, 0omen, napu-
mem, akademiune ma neaxkademiune My3uKy8aHHsI.

Background. The beginning of the 21 century is characterized
by a complex crisis situation in culture, when the system of values is
changing. On the one hand, they are based on the denial of the cultural
and aesthetic experience of previous generations, which leads to the
destruction of generally accepted, established methods. On the other hand,
our time is connected with the tendency of strengthening globalization
processes in the world and leveling the uniqueness of individual national
cultures and traditions. The crisis of the 21st century was preceded by
the processes of changing the ‘picture of the world’ dramatically that
lasted a century. The basis for the emergence of these processes was
a series of events: numerous scientific discoveries completely changed
people’s perceptions of such categories as space, time, and speed. Thanks
to the scientific progress, the opportunities for global communication
were opened, which, in turn, caused mixing of cultures and their mutual
enrichment.

The aim of this article is to describe the ‘unionique music’ phenomena,
to base and explain its introduction into the musicology’s use, and to define
its place in the musical culture. Also in the article is revealed the essence
of the new paradigm of musical thinking in the XXI century, which’s main
features are globalization and parity of the musical domains. The object is
the music of the new domain (unionique music), which formed as a result
of the musical evolution’s ontogenetic process, and the subject — the
compositions related to this domain.

In connection with the change of the ‘picture of the world’, a paradigm
shift occurs. In 1962 Thomas Kuhn wrote the book ‘The Structure of
Scientific Revolutions’ [6]. There he introduced the term ‘paradigm’.
For him a paradigm means universally recognized scientific achievements,
which over a period of time give the scientific community a model of
posing problems and solving them. Some common examples of actual
research practice, including law, theory, their practical application and
necessary equipment — all together give us models from which specific
traditions of scientific research emerge. The gradual transition from



Do~ 2019m Bun. 55 W JTpobremu s3aemodii mucmeumea, nedazoziy ma meopii i npaxmuxy ocsimu 25

one paradigm to another through the revolution is the usual pattern for
the development of mature science. The formation of new means of
communication and information is creating a new style of thinking, a new
picture of the world and other principles of social organization. At the same
time L. Kiyaschenko and V. Moiseev denote historical clearness of the
paradigm [4]. A more precise historical definition is being specified, from
the one hand, by delicate nature of following the example, which introduces
the necessity for taking the bearers of paradigm knowledge into account
(the features of a certain individual or community). And from the other —
it is determined by historically concrete action of the priorities among
orders, which are forming the object matrix. Priorities in the scientific
experience will be arranged differently depending on situation, in which
this experience is. Thus, in the paradigm’s period, exists a dynamic balance
of the indicated principles, which are appropriate to ‘normal music’. In pre-
and post-paradigm situations, could dominate the principles, which initiate
formation of the new rules of scientific activity [4, p. 196—-197]).

While tracing the ontogenetic process of musical formation, we can
find a definite regularity. Thus, all music could be divided into three main
domains: 1 — ethnical, folk, 2 — Western European academic tradition, 3 —
jazz, rock and pop music. In the beginning, the domains were relatively
pure, but with the approach of the XXI century, appeared a tendency to
their interpenetration. The third domain is already a synthesis of the first
two, and the fourth (concerning which we’ll talk later) — a synthesis of the
previous three. At that, until now music domains in musicological circles
aren’t considered equal. An axiological preponderance is evident in favor
of Western-European academic tradition.

The conception of dividing music into three domains isn’t absolutely
new. It was described by V. Konen [5]. The author called these three domains
‘layers’. But we don’t agree with this definition because of its connection
with the qualities, that ‘layers’ imply. The meaning of the word ‘layer’
itself denotes at clear-cut localization, separation, and also at the defined
sequence. Thereby, layers’ mixing and interaction is being perceived as
something unnatural, or absurd, because its physical properties principally
don’t imply mixing. So, in our opinion, the ‘domains’ classification is more
appropriate.
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Itis also interesting to trace the history of the term ‘third stream’. There
is an opinion (Gunther Schuller), that the new direction of jazz (where
jazz is tightly interacting with the Western European classical music) was
denoted with this term. ‘The lifting of external elements from one area into
the other is happily the matter of the past. At its best Third Stream can be an
extremely subtle music, defying the kind of easy categorization most people
seem to need before they can make up their minds whether they should like
something or not’ [7, p. 116]. And after this Gunther Shuller is according
to a conversation with John Lewis, who told: ‘It isn’t so much what we
see (and hear) in the music of each idiom; it is more what we do not see in
the one that already exist in the other’ [7, p. 117]. In favor of this opinion
witnesses the presence of Joe Zawinul’s album ‘The Rise and Fall of the
Third Stream’ (1968), which clearly demonstrates an interpenetration of
language elements from these different music fields. There’s no concerning
to rock music, and as a result of confusion (simplification), not only jazz
music was placed into the ‘third stream’ category, but also rock music, and
even pop-music. To this misconception’s spreading the works of V. Konen
were promoting. In that way, the principle of motion ‘from particular to
general’ had been (wrongly) applied.

Problems concerning genre and style classifications inside rock music,
and the defining of rock and jazz music’s place in the entire musical system
are described by many authors (A. Moore, D. Brackett, Lori Burns and
Serge Lacasse, K. Holm-Hudson, F. Holt, M. Stokes, R. Wastler). Thus,
M. Stokes points: ‘when concepts of culture are evoked to explain a musical
genre, similar structural patterns are noted connecting music with other
areas of cultural life. Structural homologies are juxtaposed, each explaining
the other. Seen in these terms, Middleton, for example, notes the circular
nature of these kinds of arguments, their lack of historicity, the assumption
of a functional ‘whole’, a reified context from which music might be
analytically abstracted (as if one could imagine, for example, some notion
of ‘African-American culture’ without African-American music), their
failure to problematize the complex nature of musical cognition (what it is,
so to speak, that makes us hear music as music and not just a restatement of
patterns reiterated elsewhere) and to assume a simple ‘fit’ between cultures,
personalities and individuals’ [9, p. 222-223].
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As A. Shevchenko points [8], ‘all ancient civilizations were formed
in a period of transition — from the Stone Age to the Bronze Age, from
primitive community to the first state formations. In relation to music this
period corresponds to the transition from elementary intonation structures
to the first mode pattern — pentatonic scale. Pentatonic is still the modal
basis for numerous musical cultures of the Orient. As for ancient Greeks,
they summarily overcame this stage in the musical progress of all people,
adding dynamic structure to its development, which finally led to the
foundation of European musical culture, which is basically different from
the Oriental tradition’ [8, p. 14]. The next stage of musical evolution is the
ethnical musical language elements’ (first domain) entering into academic
Western European music (second domain). According to G. Schuller, ‘the
secular ballads of the troubadours became an essential structural element of
the sacred motets of the fourteenth and fifteens century Ars Nova; and the
folk and dance music of the last five centuries has at various times and in
various ways profoundly affected the ‘art music’ of composers from Bach
and Mozart to Bartok and Stravinsky’ [7, p. 122]. Examples of composers’
concern in ethnic and folk music, enriched with these new (and unusual)
elements, increased to appear in the second half of the XIX century (such as
Debussy, Dvorak, Brahms and Bartok). It’s interesting that at the same time
the birth of the third domain occurs —jazz music, which appeared as a result
of the first and the second domains’ music interference (ethnical African
music and Western European academic music). Thus, in musicological
circles appeared a question: to which category of social-esthetic system
should jazz be placed? And by which attribute we should characterize its
genre specificity: form, content features, method of performing? In our
opinion, it is lawfully to consider music in its ontogenetic coming into
being, which also determines the principles and thinking organization of
its creators and performers. Inside the separate domains an evolution is
proceeding as well; new genres are appearing, composers are adding their
individual stylistic features to musical works of art. With an invention of
electrical instruments, appeared such new musical styles, as rock and roll,
rock and pop music. But nevertheless, the regularity is obvious: when
there’s a lack in expression means of one domain for the full potential
release of artist’s design, the necessary stepping outside its boundaries
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occurs, and new quality of music is forming. So, after about 100 years
after the third domain’s rise, the next domain is appearing — the unionique
music, where musical elements of all systems are interacting on the levels
of timbre, form and intonation. This term is a compound of the words
‘union’ and ‘unique’, the combination of which expresses the specificity of
this domain’s music most clearly. Thus, acoustic instruments sound along
electric instruments, and so various principles of musical performing are
combining. There could be a drum kit with regular rhythm at the same
time with ethnical percussions and syncopated bass. Intonation system of
quarter- and third-tone scales could exist alongside with tempered scales.

To give more precise picture of the unionique music, it is important to
emphasize the following criteria:

1. Innovation, experimentation. Copies of innovative ideas rarely
exceeding the originals. The unionique music specimens are often become
as the single instances (their uniqueness), that could be metaphorically
called ‘The Red Book of Music’ (with such compositions as Led Zeppelin’s
‘The Battle of Evermore’, Pink Floyd’s ‘Atom Heart Mother’, ‘Being For
The Benefit of Mr. Kite’ by The Beatles, etc.) Usually, performers don’t do
the ‘copies’ of their unionique compositions. For example, there are just
few of George Harrison’s songs, inspired by the Indian ethnic music.

2. Nevertheless, on the base of the originally invented ‘prototypes’
and worked-out, perfected techniques the characteristic and recognizable
performer’s style could be formed (Yes, King Crimson, Frank Zappa,
Oregon, etc.) Or mentioning how Pink Floyd’s ‘Echoes’ flows into the latter
‘The Dark Side of the Moon’, creating their ‘classic’ sound. (The point,
when the mine of the formed unique style is exhaust, is the matter of its
creators’ fantasy capacity).

3. The high level of performing, high standards of musical material’s
recreation on stage, often the increased complexity of compositions. From
the performers it demands to master a wide spectrum of technical musical
expressive means, and also the ability to ‘switch’ between three domains,
which dictate their rules and principles of musical thinking and orientation.

4. Followers. If authors and performers don’t deliver nothing new,
but just use the characteristic techniques and approach (as it often occurs,
you can literally hear the quotations, and the origin is being define
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automatically), such examples couldn’t be classified as unionique. These
performers might be called the continuators of the tradition, or the restorers.
(Including quality cover bands, such as Australian Pink Floyd).

Appearance of the fourth domain is a natural stage of ontogenetic
process of musical evolution. Each example of unionique music (a specimen
or a formed style) is unique, and they could not be classified in terms of
genre characteristics and categories. The common thing in such music is
that compositions appear to be based on interaction of principally different
domains. And from here comes the paradigm shift: the integrated, universal
perception of music. Despite the fact that there are different principles of
musical thinking organization and performing exist, in the XXI century
the necessity to consider all music domains with equal attention became
imminent. To percept musical domains selectively in modern environment
of globalization, literally means to neglect (or negate) the progress; it is
a step back into the ambiguity and interchangeability of genre definitions.
It doesn’t mean that we should stop studying separate musical domains in
their pure form, but that we should take their purity as the determined stage
of an ongoing ontogenetic process.

Unionique music is a widespread phenomenon today, and the scope of
this article does not allow us to demonstrate a large number of examples of
music of this specific kind. Nevertheless, one should pay special attention
to several types of combinations. Now we’ll get several examples that
illustrate unionique music.

Kronos quartet with Franghiz Ali-Zadeh, composition ‘Apsheron
quintet 1’ (2005). In this composition we are dealing with a mix of classical
sound of a string quartet and Asian mugam. Here appears the level of
intonation: non-tempered pitch as an imitation of Asian folk instruments.
And the typical mugam-rhythm is perceived too.

The band Oregon. Composition ‘Fond Libre’ from the album
‘Winter Lights’ (1974). This example demonstrates an interaction of three
musical domains: ethnic, classical and jazz. The music score contains jazz
harmony and a ‘double bass’ jazz manner of playing, classical instruments,
such as bass clarinet and oboe play an improvisation. At the same time
sitar — a typical ethnic Indian instrument — plays a counterpoint in a jazz
manner.
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Roy Harper. The title composition from album ‘Sophisticated
Beggar’ (1967). This primarily folk song shows another way of domains’
interaction. Ethnic Indian music is mixed here with blues. In the guitar part
different elements of sitar-play-technique and blues elements sound at the
same time. The vocal part sounds as an imitation of Indian vocal (fioritura
ascending passage). So, there are two levels: timbre and intonation.

Trio Da Kali with Kronos Quartet. Composition ‘Eh-Ya-Ye’ from
the album ‘Ladilikan’ (2017). This example demonstrates a mix of classical
music with African ethnic music. We are dealing with the typical African
vocal, polyphony of rhythm and thinking in short patterns, which is typical
for African music. At the same time, the timbre of classical instruments
(string quartet) brings classical elements into the overall sound.

Ravi Shankar. Concerto for sitar and orchestra. Part 4 Raga Manj
Khamaj (1976). This example demonstrates an interaction of Western
classical and Indian music. This is neither a true raga, nor a true concert
form. However, the structure ‘slow-fast-slow’ and the system of leitmotivs
are kept the same. Sitar plays with a classical intonation, but the Indian
scales are applied too.

The band King Crimson. Composition ‘Lizard’ from the same
titled album (1970). In this composition two domains of music, such
as: classical, jazz and rock interact. From classical music we can find
the rhythm of Bolero-dance, the timbre and intonation of a classical
instrument — oboe. From jazz there are harmony, timbre of jazz instruments
(saxophone, trumpet, and trombone) and improvisation. And from rock
there are such elements as: the timbre of electric instruments (guitar, bass-
guitar) and rhythm parts.

Also Emil Viklicky project ‘Sinfonietta — The Janacek of Jazz’
(2009) could be mentioned as an interesting example. The famous Czech
pianist, Viklicky gained international acknowledgment connecting modern
jazz with elements of Moravian traditional songs’ musical language.

Leo$ Janacek (1854-1928) alongside with Bedfich Smetana
(1824-1884) and Antonin Dvotak (1841-1904) is one of the three most
famous Czech composers-classics. Creating his works, Janacek too had
been including the Moravian folklore’s expression means into them. (Jazz
interpretation of Janacek’s ‘Sinfonietta’, and also fragments from the opera
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‘Jentifa’, Viklicky put into his album). Thus, we can trace the stages of
musical ontogenesis: Jana¢ek had been joining academic music with Czech
folklore (I and II domains), and Viklicky is joining Janacek’s music with
jazz (all of the three domains), that allows us to put this musical material
into the category of unionique music.

In conclusion, let’s list some musicologists’ opinions, which are
strengthening our certainty for the ‘paradigm shift’ necessity.

For example, Robert Walser [10] developed 10 ‘apothegms’ concerning
the modern musicology’s problems. The most significant of them (in the
bounds of this article) are:

— The split between musicology and ethnomusicology is no longer
useful, because it’s constitutive dichotomies — self / other, Western / non
Western, art / function, history / ethnography and text / practice — are no
longer defensible.

— The split between musicology and music theory has never been
useful because its constitutive dichotomy — culture / structure has never
been defensible.

— ‘Popular music’ and ‘classical music’ cannot be compared in terms of
value because these categories are interdependent and actively reproduced.

— You only have a problem of connecting music and society if you’ve
separated them in the first place [10].

Another opinion relates to F. Holt, who pays a special attention to
problems of musical genres’ definitions, which exceed the bounds of
the Western European academic music. ‘If there are a lot of works
concerning jazz and ethnic music (unfortunately, ethnomusicology
still exists separately), for today there are just few works concerning
genres’ distribution and description inside rock music. The relation
between folk and popular music, however, has frequently been one of
opposition’ [3, p. 30]. A classic example was declared by Middleton: ‘the
dichotomy between the notions of commercial popular music produced for
‘the people’ and authentic folk music created by ‘the people’ (Middleton,
2004). The two were also framed in exclusive terms when popular music
studies started defining its field of inquiry in the late 1970s and scholars
came up with general distinctions between folk, popular and art music.
By that time musical and discursive components of folk and art music’s
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had long circulated widely within popular music cultures and simulated
the formation of styles such as folk-rock and art-rock. Today it no longer
makes sense to view art, folk and pop music as separate cultural spheres or
as a trichotomy into which all music can be organized. But the categories
are still relevant for distinguishing between different forms of musical
culture in more particular terms’ [3, p. 30].

In that way, the appearance of the fourth musical domain — unionique
music — is as well leading to the paradigm shift concerning musical
perception. As a result, we now understand that the new paradigm of
musical perception consists in the equality of all types of music.

REFERENCES

1. Burns, Lori, and Serge Lacasse, ed. 2018. The Pop Palimpsest: Intertextuality
in Recorded Popular Music. Ann Arbor: University of Michigan Press.

2. Holm-Hudson, Kevin, ed. 2013. Progressive Rock Reconsidered. New York
and London: Routledge.

3. Holt, Fabian. 2007. Genre in Popular Music. Chicago and London: University
of Chicago Press.

4. Kiyashchenko L., Moiseev V. (2009) Philosophy of Transdisciplinarity,
Moscow, 2009, 205 p. [in Russian].

5. Konen V. Dzh. (1994) Tretij plast: novye massovye zhanry v muzyke XX veka
[The Third Layer — New popular genres in the 20-th Century Music], 1994,
160 s. [in Russian].

6. Kuhn, T. S. (1962) The Structure of Scientific Revolutions. Chicago: University
of Chicago Press, 1962, 264 p.

7. Schuller G. (1986) Musings. The musical world of Gunther Schuller. New York:
Oxford University Press. 315 p.

8. Shevchenko A. (2015) The music of Hellas. Kiev ‘Publishing House Of
Dmitry Burago’, 2015. 248 p.

9. Stokes, Martin. Talk and text: popular music and ethnomusicology. Analyzing
popular music 2003. Edited by Allan F. Moore, Publisher: Cambridge
University Press, p. 318-339.

10. Walser, Robert. Popular music analysis: ten apothegms and four instances.
Analyzing popular music 2003. Edited by Allan F. Moore, Publisher:
Cambridge University Press, p. 16-38.



Do~ 2019m Bun. 55w JTpobremu s3aemodii mucmeumea, nedazozixy ma meopii i npaxmuxy océimu 33

VK 780.647.2.071.1 (477) : 78.04
DOI 10.34064 / khnum 1-5503

Tumuk Bagum
ORCID 0000-0002-9962-3069

Mpoekuii nporpamMHocTi y «[JaBHbOKUIBCLKUX dhpecKax»
A. CtaweBcbKoro and 6asiHa

AmHoraris

Tummk Bagum. Ipoexuii nporpamuocTti y «/{aBHbOKHIBCHKHX (hpec-
Kkax» A. CTameBcbKoro 1151 6astHa. Y CTaTTi 3°5ICOBY€ETHCS POJIb MO3aMy3UYHUX
YHUHHUKIB TIPX CTBOPEHHI TBOPIB, 3yMOBJICHUX JIi€I0 MUCTEIBKOTO CHHTE3Y — Ha-
CKpIi3HOT TeMH KOMITO3UTOPCHKOI TBOPYOCTI €Bporneichkol Tpaauiii. B akagemiu-
Hill Haymi 1€ SBUILE OTPHMAIIO BU3HAYCHHS «IIPOTPAMHOCTI» SIK METO/Y, IO MEB-
HOIO MIpPOIO CIPSIMOBYE CITyXallbKe CIIPHUUHATTS. AKTyasi3allisi TCMH Ta 3yMOBJICHI
HEIO 3aBJIaHHS MOJIATAIOTh Y BU3HAYSHH] MipH KOPEISTUBHOCTI CEMaHTHKH HOBOTO
TBOPY Ta HOTO MHCTEIHKOTO OPHUTIHANY, OCKUIBKH CaMe BiJ Xy/I0KHbO-BHIOBOTO
HepeKialy 3aJeKUTh PO3YMIHHS SK caMOi IpOrpaMu, Tak i HUIAXiB i1 BTiICHHS
3aco0aMi BHKOHABCBHKOiI iHTeprmperarii. MeTa CTaTrTi — BHABUTH >KaHPOBO-CTH-
JICTUYHI YMHHUKH MPOTPAMHOCTI aBTOPCHKOI KOHIIENIii 00paHoro TBOpYy — Bif-
OmBa€e 3BYKO-TIOCTUYHI YSBJICHHS IPO CTAPONABHIO iICTOPIiIO PimHOI 3eMIili Ta Ha-
[IOHAJIbHY TIaM’sITh CY4acHOTO YKpaiHIlss. BTineHHs KapTHH-TIpOeKIiil 3 icTopii
KuiBcproi Pyci 32 10nmomMororo j1ago-rapMoHidHNX, (HaKTypHO-TeMOPOBHX, KOM-
MTO3UIHO-paMaTypTivHUX 3ac00iB YBHPA3HIOE aBTOPCHKY KOHIICIIIIO TBOPY —
CYTOJIOCCSI JTFOJIMHU Ta ICTOPii, CAMOYCBIIOMJICHHS ce0¢ B HAI[IOHATBHOMY KOCMO-
ci Ta sioroci. KintouoBi cnoBa: Oasanunuii meip, cunmes mucmeyme, npoepammicme,
My3uuna ghpecka, BUKOHABCHKA IHMepnpemayis.

Tumuxk Bamgum. Ilpoeknum mnporpammHocTH B «/IpeBHekueBcKuUX
(ppeckax» A. Cramesckoro aisa 6assHa. B craThe BBISCHSETCS pOJIb BHEMY-
3BIKATBHBIX (DAKTOPOB B TPOM3BEICHHIX, CO3JAaHHBIX ITOJl BIMSHHAEM CHHTE3a
HUCKYCCTB — CKBO3HOM TE€MbI KOMIIO3UTOPCKOTO TBOPUECTBA €BPOIIEICKON Tpa-
auuud. B akagemMuyeckoil Hayke 3TO sIBJIEHHE MOJYyYMIIO ONpeNesieHUue «Ipo-
TPaMMHOCTH» B 3HA4€HHH METOJa, B HEKOTOPOH CTENEHH HaIpaBISAIONIETO
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CITyIIaTeIbCKOE BOCIPHUIATHE. AKTyaIn3alus TEMBI U 3a/1a9d, 00yCIIOBICHHHBIC
€10, 3aKJIIOYAIOTCS B ONPEICICHUH MEPhI KOPPENSIUA CEMAaHTHKH HOBOTO TPO-
W3BENICHUS U XYI0KECTBEHHOTO OPUTHHAJA, TOCKOJNBKY OT XyJIO0KECTBCHHO-BH-
JIOBOTO TIEPEBO/IA 3aBUCUT IOHUMAHKUE KaK CaMO¥ MPOrPaMMHOCTH, TaK U Iy TeH
e€ BOIUIOICHHSI CPEICTBAMH HCITONHUTEIIBCKON HHTepripeTanun. Llenb ctarbu —
aHaJu3 JKaHPOBO-CTHJINCTHUECKUX (AKTOPOB BOTUIOMICHUS MPOTPAMMHOCTH
B aBTOPCKOIl KOHIICTIIIUU H30PAHHOTO MPOU3BEIACHHS — BBISBIISCT 3BYKO-TIOATH-
YECKHUE MPEJCTABICHUS O JIPEBHEW MCTOPUM POJHOM 3€MIIM U HALMOHAIBHOM
aMATH COBPEMEHHOI0 YKpauHIa. Bomlonenue KapTuH-IpOeKUUN U3 UCTOPUU
KueBckoit Pycn ¢ momompio 1amo-rapMOHHYECKHX, (aKTypHO-TEMOPOBBIX,
KOMIIO3UIIMOHHO-ApaMaTypru4eCKUX CPEACTB PACKPBIBAET aBTOPCKYHO KOHIIEII-
LU0 TPOU3BEICHHS — CO3BYYHS YCIOBCKAa M UCTOPHH, OCO3HAaHUE ceOs B Ha-
OHOHAIBEHOM KocMoce 1 joroce. KiioueBble ciaoBa: npoussedenue 04 b6asaHa,
CUHMeE3 UKYCCM8, NPOSPAMMHOCHb, MY3bIKAIbHASL (PecKad, UCNOTHUMENbCKAL
uHmepnpemayus.

Tyshchyk V. Programmability projections in “The Ancient Kiev
Frescoes” by A. Stashevsky for the button accordion. The article explains the
role of extra-musical factors in the creation of the compositions, caused by the
action of the art synthesis as a cross-cutting theme of the composer’s creativity
in the European tradition. In the academic art, this phenomenon has acquired the
status of the program method, which to some extent has directed the listeners’
perceptions. The actualization of the present topic and its predetermined task is
to determine the degree of the correlation of the semantics of a new composition
to its artistic original, since it is precisely on the “artistic type translation” that
both the programmability and the ways of its implementation by means of the
performing interpretation depend.

The object of the article is the programmability as a condition of the
composer’s idea; the subject is the author’s concept of “The Ancient Kiev
Frescoes” by A. Stashevsky for the accordion, implemented in the genre-stylistic
system of the individual and national-musical thinking.

The purpose of the article is to identify the genre-stylistic factors of the
author’s conception of the selected composition, which reflects the sound-poetic
ideas about the ancient history of the native land, while forming the national
memory of the modern Ukrainian.
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Analysis of the recent publications on the research topic. Among the
fundamental works devoted to programmability, we should point out the works
by V. Konen, which trace the tendency to expand the limits of programmability in
music at the expense of non-musical influences, as well as those by M. Lobanova,
who characterizes the synthetic genres (opera, theatre music, ballet, program
symphony) in the historical dimension. G. Khutorskaya owing to the introduction
of the category “interspecific translation” into the scientific circulation explains
the means of the synthesis of arts in vocal compositions [5]. The interspecific
interaction of the theatre, painting, dance, poetry and literature contributes to the
reproduction of the complete picture of the world in music.

The material for the development of the problem is the composition for the
accordion called “The Ancient Kiev Frescoes” by A. Stashevsky, one of the bright
representatives of the modern accordion school of Ukraine.

Observing the author’s premieres (in particular, the accordion compositions)
in the quality of a professional listener, one can state that his creativity has
become an important part of the musical culture of the Slobozhanska Ukraine.
As a multifaceted personality — an accordion performer, teacher, composer,
and scientist — he embodies new ideas, genre-style models and corresponding
techniques of the performing skills in his activities.

A comprehensive analysis of the genre stylistics and a personal view of the
performance dramaturgy of the interpretation of the program cycle have been
given. “The Ancient Kiev Frescoes” by A. Stashevsky (2005), besides the program
name, have a genre refinement of the “suite-notebook”, which contains the key to
understanding the essence of the stated program. First, the notebook (the album)
is holistic, and contains information about interrelated events of a certain era,
arranged in a timeline (the linear sequence). Secondly, the pages of the notebook
can be represented as the planes where the images are located — the frescoes of
St. Sophia Cathedral in Kiev. The most valuable decoration of the cathedral is
the mural, which has been preserved for centuries and is an example of the skill
and artistic taste of ancient Ukrainians. In general, St. Sophia Cathedral embodies
the philosophical credo of the era with its national idea, the expression of the
spirituality of the Christian worldview.

There are nine parts in the suite-notebook, each with a program title.
The author’s idea is realized, on the one hand, through the programmability of
the picture type, when the parts of the suite cycle constitute a single composition
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that is associated with a multi-figured mural (with its mosaic, stained glass).
It is impossible to capture it at one glance, so getting acquainted with it implies
a consistent arrangement of the fragments of the whole in time. On the other hand,
there is a pervasive narrative throughout the cycle: all the parts sound attacca.
The pages of the chronicle seem to be expanded in the temporal axis; there is
also a general logic of changing the various musical murals that is subordinate
to the latent programmability: from “Intrada” to the climax in Part 8 and Part 9
an associate connection (a story line) is established. Programmability-driven
musical stylistic contains repetitive segments of the author’s language focused on
archaic styling. Because of the singing type of thematism, the ostinato nature and
variability of the means of its development, the expanded fret and tonal nature, the
mosaic principle of the stringing of the motives, and their combining.

In the conclusions it is emphasized that in the program composition for the
accordion A. Stashevsky skillfully realized his plan as a projection on historical,
musical-performing and picture-everyday images-echo. The incarnation of the
ancient history of Kievan Rus by means of the fret-harmonious, texture-timbre
and compositional-dramatic means fully presents the author’s conception of the
composition — the harmony of a man and history, the updating of the Past, in
order to understand one’s own mental foundations, self-awareness in the national
cosmos and logo. Key words: button accordion composition, synthesis of arts,
programmability, musical fresco, performing interpretation.

IlocTranoBka mpodaemu. CHHTE3 MUCTENTB — HACKPI3HA T€Ma KOM-
MTO3UTOPCHKOI TBOPUYOCTI €BpONelchKol Tpaaumii. BBaxkaeThcst, 10 My3uka
3a JIOTIOMOTOI0 3BYKOBHX 00pa3iB 3/1aTHAa PO3KPHUBATH BHYTPIIIHIN IICHXO-
JIOTIYHUMN CTaH JIFOAMHU. BTIM cityXadi 3HAIOTh, 10 TIPU 0e3110CEPEIHBOMY
CHIKYBaHHI My3WYHHH TBip, HAMMCAHUI KOMIIO3UTOPOM, a 3rOJIOM iHTEp-
MPETOBAaHN BUKOHABIIEM, HE OOMEKCHHI JIUIIIE TICUXOJOTIYHUM CIIPHUii-
HATTAM 3MicTy. Pazom 3 emoniiiHO-HacH4YeHOIO iH(OpMaLio y TIOICHKIH
CBIIOMOCTI BiOyBa€ThCs iHTENEKTyallbHE, acOIiaTUBHE, ITPOCTOPOBO-30-
pPOBe PO3YMiHHS TOTO, 1110 3ByUYHTb.

3BykooOpa3 3maTeH BMICTHTH B C00i KapTHHH 30BHIIIHBOTO
(00’ €KTHBHO-PEAIBHOTO) CBITY, MPO IIO CBiYaTh YHUCIICHHI MPOrpaMHi
Ha3BH, SIKI aBTOPH MICTATh Ha THUTYJaX cBOIX pymomnucis. Ilparnyun no
00pa3HOi KOHKpETH3aIlil My3W4HOTO TBOpPY, KOMIIO3UTOPH Yepe3 3aco0un
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BepOATBHOCTI, JKUBOIIHCY, APXITEKTYpH, T€aTPy YTBOPIOIOTH CHHTE3 3 MY-
3uKo010. Lleil MeTox TBOPEHHS MY3UKH OTPUMAB Ha3BY «HPOSPAMHICIDY.
CnymHoro € nymka [ Kpayximica momo ii QyHKIT sik cnocoby peanizayii
aBmMopcvLKko20 3a0ymy: «... Iporpama HalOUIbII 0e3M0CepeIHbO, Y CIIiB-
BiTHOILICHHI 13 3ByKOBOIO MIPHUPOIOI0 MY3UKH, IPOSIBIISE ceOe y 3ByKOHAC-
migyBaHH» (TYT 1 mani nepeknan Hamr — B. T.) [2, c. 56]. locmimxenns
«TIEPEBTIICHH» B MY3HLI iCTOpHUHOrO, (hitocodchkoro, miTepaTypHOro,
a00 JKMBOIIMCHOTO TBOPY CTAaBUTh IEpel AOCIIIHUKAMH aKTyajbHE 3a-
B/IaHHS — BU3HAYUTH Mipy KOPEJISTUBHOCTI Mi’K CEMaHTHKOIO HOBOTO TBO-
PY Ta MUCTELIbKMM OPHUTiHAJIOM, OCKUIBKH CaMe BiJl LIbOTO 3aJIEXKUTh PO3Y-
MiHHS SIK caMoi IPorpaMu (CIOKETHA, )KaHPOBA, KAPTHHHO-ACOI[MATHBHA),
TaK 1 LUIXiB i1 BTUICHHS 3ac00aMy BUKOHABCHKOI iHTEpIIpeTarii.

VY OasHHIF MY3UIll TMPOEKIii MPOrPaMHOCTI JOMTOMAraroTh BUKOHAB-
LSIM OCATHYTH LAPUHY MY3MYHOI CEMaHTHKH, SIKa OCTIHO 30araqyeThest
1 pO3KpYBaE TITMOWHU KaHPIB Ta POPM MY3UKyBaHHS B IIAPUHI HAPOAHO-1H-
CTPYMEHTaJbHIA TBOPYOCTI MHHYJIOTO Ta CBHOTOACHHS. AKmyanbHicmb
memuy 3yMOBIICHA PAKTUKOIO MOIIUPEHHS POrPAMHOCTI B Cy4acHii TBOp-
9OCTI JIs1 OasiHy, sSIka CIPUYHHSIE IHTePEC TOCIITHUKIB 10 y3araJlbHEeHb aB-
TOPCHKHMX KOHLIEIIIH TBOPIB.

Marepiasiom s po3poOKH TIpoOJIeMH CIyrye TBip I OasHa
«/laBHBOKHUTBCHKI (hpeckm» A. CTalIeBChKOT0, OIHOTO 3 BiJJOMHUX MPEJICTaB-
HUKIB Cy4acHOi OastHHOT mikonmm Yipainu. CriocTepirarodu B sIKOCTI Ipode-
ClifHOTO CiTyXaya 3a aBTOPCHKUMHU IIPpeM’epaMu (30KpeMa, OastHHUX TBOPIB),
MOKHA CTBEPKYBaTH, 1[0 MOT0 TBOPYICTh CTajla BaXKJIMBOIO YACTKOIO MYy-
3ugHOi KynmbTypu C1000kaHCchKoi Yikpainu. SIk 6ararorpanHa 0CoOMCTICTD —
0astHICT, MeIaror, KOMIIO3UTOP, HAYKOBEIb — BiH BTLJIFOE y CBOTH JiSUILHOCTI
HOBI i/1e, ’KaHPOBO-CTHIIBOBI MOJIEITi Ta BiJIIIOBiTHI IPUHOMH BUKOHABCHKOL
maricrepHocti. OOpaHuii TBip, X04a 1 MpOaHATI30BaHUI B PI3HHUX ACIIEK-
tax [4, 6, 7], 3aIMIIA€TBCS IIKABUM 00’ €KTOM IHTEPIPETOJIOTI, OCKIIBKH
€ CKpaBUM CBIiJIOIITBOM TOTO, ITI0 1 B HAIIl YaC Ha TPYHTI MPOTPaMHOCTI BijI-
OyBaeThCs MOJANBILIII MUCTEIBKHUI MOUIYK ied Ta 00pa3iB iCTOPHYHOTO Ta
ITOETUYHOTO TTOXOPKEHHS, SKi (POPMYIOTh CydacHe My3WYHO-HAIliOHAJIbHE
MHCJICHHS B IAPUHI HAPOTHO-IHCTPYMEHTAIBHOI TBOPUOCTI.

O0’€KT cTATTi — IPOTPAMHICTD SIK JIisi CHHTE€3y MHCTEITB y OassHHIN
MY3HIIi; MpeAMeT — MPOEeKIlisi mporpaMHocTi y TBopi A. CTanieBchKoro
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«J1aBHBOKHUIBCHKI (hpeckw» s OasHy B CHCTEMI 1HAMBIAyaIpHOTO Ta Ha-
IOHAJIbHO-MY3UYHOTO MHUCJICHHSI.

Meta cTarTi — BUSBUTH >KaHPOBO-CTHIIICTUYHI YHHHUKH aBTOPCHKOL
KOHIIETIIiT 0OpaHOTO TBOPY, SIKa BiIOMBAE 3BYKO-ITOCTUYHI YSIBICHHS PO
CTapOJIaBHIO iCTOPIIO PiAHOT 3eMJIi, (POPMYIOUH HAIlIOHAIBHY ITaM SITh CY-
YaCHOIO yKpaiHL.

AHaJti3 ocTaHHiX my0Jikaniii 3a TeMoo JocaizkeHHs. B merogomno-
TiYHOMY TIIaHi cepen GyHIaMEeHTAJIbHUX Mpallb, IPUCBSIYCHUX TPOTrpaM-
HOCTI, BKaxkeMo Ha mpaito B. KoHeH B skili ipocCITiIKOBaHO TEHJIEHIIIT 10
POBLIMPEHHSI MEX MPOTPAaMHOCTI 3aBISKH TOMY, 10 MYy3HKa CIIUPAETb-
Csl Ha T03aMy3WYHI €JIEMEHTH (CJIOBO, TaHelb, KiHo) [1, ¢. 19]. ¥ kuuri
M. JloGanoBoi BitoOpaxeHO PO3BUTOK CHHTETHYHHX KAHPIB y iCTOPUYHO-
My BUMIpi (orepa, TeaTpalibHa My3uKa, 0ajieT, mporpaMHuA CUMGOHIZM),
HAJIaHO XapaKTePUCTUKHN CHHTE3y MUCTELTB Y KOHTEKCTI TBOPYOCTI NEBHOT
no0u, 1mKoH, Komrozutopa [3, c. 9]. I. XyTopcbka uepe3 yBeJeHHs B Ha-
YKOBi#1 00ir kareropii «M>KBUIOBUI TEpeKIiam) BHCBITIIOE 3aCO0M CHH-
Te3y MHUCTEUTB B BOKaJbHHX TBOpax [5]. MikBHIOBa B3a€MOJis Tearpa,
JKUBOIIMCY, TAHITIO, TI0€3il Ta JiTepaTrypu CHpHs€e BIATBOPEHHIO TMOBHOTH
KapTUHH CBITY B MY3HIIi.

Buxknan ocHOBHOTo MaTtepiajy. SIBuie My3WwdHOI MpOTpaMHOC-
Ti TIOB’s13aHE 13 crenU(iKOK CEMaHTUKU MY3HUYHOI MOBH, siIKa HE 3/1aTHA
y TIOPiBHSHHI 3 )KMBOITUCOM, JIITEPATypOIO, TEaTPOM Ta iHIIMMHU BUIAMH
MUCTELTBA (3BIZICH MOHATTS «MIKBHIOBUI XyIOXKHIN MEPEKIIaI») T0CST-
HYTH NIPEIMETHOTO BioOpaxkeHs Oyab-Koro 3BykooOpa3y. Konkperunzamii
3MICTY MY3UYHOTO TBOPY CIYT'YIOTb HO3AMY3UUHI YUHHUKY — HALlIOHAJIbHA
MOBa, JliTeparypa Ta mnoesist. Taky x (yHKIII0 BUKOHYE 1 Iporpama TBOPY,
IPaBoO Ha SKy HAJEKWUTh KOMIO3UTOPY. SICHA pid, He 3aBKIU Ti YU iHIII
TIOSICHEHHS! IO MY3UKH MOXKYTh PO3IVISLIATHCS SK Mporpama. BincyTHicTb
OTOJIOLLICHHS [TPOTPAMHU MOXKJIMBE Y TOMY pa3i, KOJIM 331yM aBTOpa He TOo-
Tpebye KoHKpeTn3arlii. BiacHe mporpama He € IPOCTUM TOSICHEHHSIM MY-
3WKH, CKOpillle, —IOPOrOBKa30M BiJl KOMIIO3UTOpa 1O cllyxada, 3aco00oM
(hopMyBaHHSI KPEeaTHBHOTO MUCIIEHHSI BUKOHABIIIB JIJIsI pPO3YMiHHS B IIPO-
ECi CIIKYBaHHS 3 TBOPOM.

3arajabHOBIIOMO, IO TMTOXOKEHHSI MY3HYHOI JTiSTIHHOCTI JIFOMUHH 171e
3 Janekol muOuHu THC4omiTh. Lle 3 uaciB cTaHOBIIEHHS IIEPBICHOTO CyC-
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IIL1bCTBA, CIIOYATKY MYy3HKa ICHYBaJIa BUKJIFOYHO K [IPUKJIaHE MUCTELTBO,
OyJja Tpor0, YaCTUHOK KHUTTEMISUILHOCTI JIFOJMHA Y TICHOMY IO€JIHAHHI
3i CIIOBOM, TIiCHEI, TaHIeM. [eHETHYHO 3yMOBJICHUH CHHTE3 Pi3HUX BH-
JIB XYyIOXKHBOTO BHPaYKEHHS JIFOACHKOTO CIIPUHHATTS MaHyBaB 10 X VI cT.
VY 3B’513Ky 13 yMOBaMH OOYTY Ta KyJIbTYpPHHUMHU TPAAULISIMU CUMO103 KH-
BOITUCY Ta MY3UKH JIiSIB HA TPYHTI IHCMPYMEHMANbHO20 MY3UKYBAHHS, IO
MaJIo CBOI MpPOrpaMHi MepelyMOBH Ha MEBHI MOJii, peNiriiiHi ysBICHHS,
300pakeHHST HABKOJIUIIHBOI pupoau. Came makutl mun my3usHoi meop-
yocmi cghopmyeas 1aoogy cemMaHmuky ma iHMOHAYIUHO-MeMamuyHuLl
«CLOBHUKY SK YOCOONEHHS KYIbMYPHO-CCHEMUYHO20 KOOy HAYil, 3 SKO2O0
yepnaomvcsa asmopcvKi ioei ma euciosniosants. Bapro mam’statu npo
IHCTpYMEHTaJIbHI HarpaBaHHs (CHTHAJIbHI, PUTYyalbHi, 3MarajibHi) Ta Ha-
CHiBH. Y IIeH e Jac BiAOyBarOTHCS CIpOOM BUKOHABIIIB ITepEIaBaTH peak-
L0 Ha IPUPOJHI SBHIIA CaME MY3MYHUMH 3aCO0aMHU BUPA3HOCTI.

«/laBHBOKHIBCHKI (ppeckm» A. CrameBcrkoro (2005), okpim mporpam-
HOI Ha3BH, MaIOTh KAHPOBE YTOUHEHHS «CIOITa-30IIUT», B SIKOMY MICTHTb-
Csl KJIIOY JI0 PO3YMIiHHSI CYTHOCTI mporpamHoi Ha3Bu. llo-mepiie, 30muT
(ar00OM) € HiTICHICTHUM, 1 MICTUTH 1H(OpPMAIIIO PO B3a€MOIIOB’ sI3aH1
MoAi1 TIEBHOI eMOoXM PO3TAIOBaHI y 4acoBill mepcrnekTuBi (JIiHiMHINA Mo-
cmimoBHOcTi). Ilo-apyre, CTOpiHKHM 30MIUTY MOXKHA YSBHTH SK TUIOIIH-
HU, JI¢ po3TamioBaHi 300paxeHHs — (pecku cobopy Codii KuiBchkoi.
HaiiiiinHimor okpacorw co0opy € CTIHOMHUC, KUl 30epircs 4epes BikH
1 € 3pa3koM MaliCTepHOCTI Ta XYIOXKHBOTO CMaky JaBHIX YKpaiHIIB.
Bsaraini xpam Codii KuiBcekoi yocobmoe ¢inocodcbke Kpeao emoxu 3i
CBOEIO HAIlIOHATHHOIO i€e€f0, BUPAKEHHSAM TyXOBHOCTI XPHUCTHUSHCHKOTO
CBITOCTIPHAHATTSL!.

I ®pecku y Cobopi Codist Kuiscbka 3a pisHoro indopmaLieio Gy cTBOpeHi y cepe-
Hi XI croniTrs, Maiictpamu, sikux Spociaas Mynpuit 3anpornysaB i3 KoHcTaHTHHOMOISL.
OpnHak iCHYIOTh TBEPIDKSHHS, 11O 1 KUIBCbKI YMUIBII JOKJIAIN YUMAJIO 3yCHJIb 10 0370-
Onenns xpamy. Ppecku XxpaMmy — L€ CBOEPiAHA KHUIA, HA Ky MOKHA JMBHTHCH 3ITiBa-Ha-
IpaBo, 3BepXy-BHU3. KapTHHU KUBOIMCY MIMATHCS HA TPU TPYIH: €BAHTEIBCHKI JIETeH-
Ju; 0i0miiiHI Mepekitaan; XUTTIHHUM LUK TIPUCBSYCHUH MOKPOBUTEISIM KHSDKOTO POLY.
XPHUCTHUSIHCHKI PO3IHKCH, LIO MPHUKPAIIAIOTh CTIHM, 32 3aJyMOM KHsI3s MajH MPOCBITHTH
Jrozieit siki 31e0iibioro Oy HEMUCEMHI, a/Dke KpaiHa Oyiia sI3MYHUIBKOI0. JI0 ChOroHS
i3 II’SITH THCSY KBaJAPATHUX PO3IHKCIB, 110 Oyinu cTBopeHi y XI cTomiTTi, 30eperiucst Tpoxu
OiJIbLIIe TPETHHH.



40 2019 m Bun. 55 m JTpobremu 63aemodii mucmeymea, nedazozixy ma meopii i npaxmuKy 0C6IMU —0

VY croiTi-30mIuTi A€B’SITh YaCTHUH, KOXKHA 3 KX Ma€ IMpOrpaMHy Ha-
3By. ABTOPCBKHIA 33]IyM pealti3yeThCsl, 3 OTHOTO OOKY, Yepe3 porpamMHiCTh
KapTUHHOTO THITY, KOJIM YaCTHHU CIOITHOTO IIMKJIY CKJIaJat0Th €IUHY KOM-
MO3MIIi0, 110 BUKJIMKAE acouiallii 3 baratodirypHoro ¢peckoro (3 i Mo3a-
iKoto, BiTpaxamu). OXOnuUTH ii OJHUM IOTIISOM HEMOXJIMBO, TOMY 3Ha-
HOMCTBO 3 HEIo Tiepemdadace mociiJOBHE PO3TallyBaHHs (DPAarMEeHTIB IiJIO-
ro y uaci. 3 iHmoro 00Ky, B IIMKJIi BiJ4yTHA HACKPi3HA OMOBIAAIbHICTE: BCI
YaCTHWHU 3By4arh attacca. CTOPIHKH JITONUCY HaY€O0TO pPO3TOPHYTI y Ya-
COBI¥ BiCI; iCHY€ 11 3arajibHa JIOTiKa 3MIHH PI3HUX MY3UUHUX (PPECOK, 110
HiAOPSAKOBaHA 1amenmuil npozpamuocmi: Bin «lHTpanu» 1o KyabMiHa-
[iTHOT po3B’s3KU y 8-1 1 9-i YacTHHAX BCTAHOBIIOETHCS aCOIIOBAHUM
3B’SI30K (CIOKETHICTB).

Huxn BiAKpUBAETHCS 3BYKO300paskallbHUM Tiei3axeM — Ne 1 3 mpo-
rpamuoro Ha3Boro «Iloxmypuii cBitanok (Intpaga)». Tyt nominye oOpa3
OIIIMEHIJI0i PaHKOBOI MPUPOJHX 1 OTHOYACHO IITUPOTH Ta MPOCTOPOBOI O€3-
MexkHOCTi. CTBOPEHHSI 3BYKOIHCY BiZIOYBAE€THCS 3aBISIKH 3aCTOCYBaHHIO
KOMIIO3UTOPOM KOMILJICKCY MEJIOJUKO-PUTMIUHHUX, JIa10-TAPMOHIYHHX 3a-
co0iB. IIpuHIMT OCTHHATHOCTI peani3yeTbesa y pi3HUX (DaKTypHUX TUIac-
Tax. ¥ HUKHBOMY PETICTpi TOMiHY€ OKTaBHUI OCTUHATHHUI Oac, Ha SKUN
HAIIapOBY€ETHCS HU3XITHUI TeTpaxopaoBuil pyx (e-d-c-h) y BepxHbOMY
perictpi (TT. 1-20). Mix pericTpaMu BCTaHOBIIOIOTHCS MEBHI METPO-ya-
COBI B3a€EMMHH, 110 MOPYUIYIOTH PEryJIspHY aKLEHTHICTb, CTBOPIOIOUU
1JTFO3110 TUTMHHOCTI Yacy, 0€3KiHEYHOTO MPOCTOPY.

VY HIWKHBOMY pericTpi OacoBa JiHis IPU ABOLOIBHOMY PO3MIpi MyJIb-
CaIlifHO pyXaeTbcs Ha TPH (TT. 1-8), mepexoassau Ha JBOIOIBHE BHUMIpIO-
BaHHA yacy (T. 9). Pyx HHM3XigHOro TeTpaxoply WIiICTHAALSATHMU TpHUBa-
JIOCTSIMH Y BEPXHBOMY PETiCTPi BHUCY€ETHCS Y IBOJOJIbHY BUMIPIOBAJIbHY
cXeMmy; mpoTe MiXk TpylaMy IIICTHAALSATHX € May3H, TPYIH HePIBHOMIpHI
3a po3MipoM (0JHa TpyTa, JBi, TPH, II’STh), IO TAKOXK MMOPYIIYE THEPIIitO
AKIEHTHOTO CITPUHHSTTS 1 CIIyTy€ 9aCOBOMY PO30aliaHCyBaHHIO Y MPOCTO-
pi moBTOproBaHMX (pakTypHHUX cerMeHTiB. OcTHHATHHUI 6ac 3roA0M MiAro-
PAIKOBYETHCS CHCTEMI ABOMONBHOI mysbcartii (TT. 12—13), a mrictHamIs-
Ti HU3XIHOTO TETPaxopiy y NpaBiii pyli NMepeTBOPIOIOTHCS HA CEKCTOII.
Hanaui nie#t puTMivHUI MaTFOHOK 111 O1TBIIIEe TIOAPIOHIOETHCS A0 TPEMOJIO
(1. 16), 110 3HAXOAMTH BIATYK 1 B OacoBiil maprii. ¥ Takuii ciocid gocs-
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TaETHCS BITIYTTSA HE(DIKCOBAHOCTI, HECTAOUTBHOCTI, TUTMHHOCTI; CTBOPIO-
€Tbest 00’ eMHiCTh 3BydaHHs. [IpocTip MoaentoeThes 3aBasku (opuuiaram
y TapTii JiBoi pyKH, sIKi, Haue BiJUTyHHSI, TIOIBOIOIOTH OCHOBHI 0ACOB1 TOHH.

VY npyromy poszaini Iatpaau (1. 20-29) nie TiABKK PUTMiYHA OCTH-
HATHICTh B OJIHOMaHITHOMY pPyCi IIICTHAIISATHX, TTOPOPKEHUX HU3XITHUM
teTpaxopaoM (T. 20), SKUH pO3POCTAETHCA, 3aXOIITIOI0YN BETMKUH JTiama-
30H. B maptii niBoi pyku (HUKHIH pericTp) BinOyBa€eThCs pyX BiCIMKaMu;
3TOJIOM TaKWH CaMU# PUTMITHHIA MaTFOHOK ITaHY€ 1 B TIpaBil py1i (BepxHii
pericTp; T. 23). Y penpesi OCTUHATHICTH HA KOPOTKUI Yac BUMKHEHA MPO-
TOJIONICHHSM IIMPOKUX aKOPIiB HA T PUTMO(OPMYIH B Pi3HUX 3BYKO-
BUCOTHHX Ta PUTMIYHHX BapiaHTax. BTiM MOCTYmOBO BOHA MOBEPTAETHCS
B pi3HUX MIapax (axkTypH y BUDISAI MEAabHUX akopAiB (HmapTis mpaBoi
PYKH) 1 IOBTOPEHBL PUTMIYHO1 (hopMyiH (Y JBiH pyIIi).

«buimHay — qpyruil po3Aill UKy — BKa3ye Ha MpPanHcMiciio (oib-
KIOPHO20 MUCTIEHHS, 30KpemMa, 6naug 0ymHozo dxcaupy. A. CrameBcbKUN
3a3Hayae, 110 OCHOBHA TeMa «BUJIMHM» € «...CBOEPITHOIO 1JeHHO-00-
Pa3HOIO EKCIO3UIIEI0 IHKITY, 10 SBJISE COOOK TMEPEiHTOHOBAaHY BEPCIHO
pociticekoi micHI “A na kamywke cudxncy”» [4, c. 247]. OctanHs crpwii-
MA€THCS SIK My3WYHUH Mpao0pas3, TOTUYHUH A0 YKpaiHCHKOI «iCTOPHYHOT
mamMsTi» depe3 oopaz Kuiscoroi Pyci sk KynibmypHo2o yenmpy HayioHaib-
H020 Kocmocy i noeocy. ENiYHUN HapaTHB KOMIIO3UTOP BiZITBOPUB 3aBJISKH
KOMITO3UIIITHO-IpamMarypriuniii Oymosi, paktypHiii opranizaiii Ta BHOOpY
YKAHPOBO-CTHIIICTUYHUX 3aCO0IB.

Kommnozumist cknaiaeTbest 3 TphOX PO3ALTIB, 110, HEMOB YCTYIH yKpaiH-
CHKOT TyMH BHOYIOBYIOTHCS 32 BHCXITHOIO JIIHIEIO PO3BHUTKY. IHTOHAITIHHO
CTIOpiJHEHI, BOHM MOOY/0BaHI Ha MICEHHOMY TEMaTH3Mi 3 BapiaHTHUMH
IpuioMaMM PO3BUTKY. ApXaiuHUI KOJOPUT CTBOPEHO 3aBISIKM OIOPI Ha
JaToHIKY, HU3X1IHUH ieHTaxop (Bix V no I cTymeHo), TepIieBi NOCHiBKH
(1. 2), pericTpoBe po3TalryBaHHs TEMAaTU3My B 0aCOBOMY i CEpeTHLOMY pe-
ricrpax 3 rmepeBaroro okTaBH. PO3BUTOK B «yCTymax» BiOyBa€eThcsi depe3
yckiaaHeHHs GakTypu (BBeACHHs KOHTpamyHKTy y I1-omy, rerepodonHo-
T'O TIOTOBIIEHHS Menoan4HOi iHii B [[I-oMy po3minax).

BacoBa JiHiS y HIDKHBOMY PETICTpi MEpIIOTO O3y 3aMiHIOETHCS
AKOPJOBUM BHUKJIQJIECHHIM Oacy y ApyroMmy, HOBEPTAIOUUCh O OJHOTOJIOC-
HOTO BUKJIaJICHHS B TPETHOMY, JIe TIEPETBOPIOETHCS HA irypartii TpUALSATH
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JpYyTUMH TpuBajocTsIMU. Ha3BaHi mpuiloMu CHpPHUSIOTH PO3LIAPYBAHHIO
¢daxTypu (3acToCOBaHMIA 3aIMC Ha 3-X HOTOHOCISIX); caMe TOMY BigOyBa-
€ThCSI 30UTBIIICHHS Jiama3oHy i 00cATy 3By4aHHs, CIPUSIOYN TUHAMI3aIi i
MY3HYHOTO TIPOIIECY.

3acrocyBanHs ¢irypauiii B 0acoBoMy perictpi Ha ff To3Ha4ae MOMEHT
KyJbMiHaIii. 3aBepiryeTses enivHa KapTHHA ITUPOKAM aKOP/IOM Ha 3ByKax
JIaTOHIYHOTO MEHTAXOpIy y MeXax BeJHMKoi cexctu (g-a-c-d-e). Ha min-
CTaBl MY3WYHO-CTHJIICTUYHUX O3HAK >KaHPOBOI'O apXETHIy YKPaiHCBKOT
OyMH CIIyXad MOXKe T0AaBaTH Cy0’€KTHBHI KOHHOTALil (TPOCTOPOBI, KH-
BOIHCHO-KAPTHHHI TOIIIO).

Tpetst wactuna «Haoar. /[3Bonun CBsartoi Codii» nmounHaerscs 3By-
KOIMITaIli€l0 J3BOHIB, SKi B JIaBHI 4acH BUKOHYBAIIM KiIbKa (DYHKIIIiA:
TepIna — 3aKIuK BipsH A0 JliTyprii; apyra — iHpopmarltiiina (CIoBieHHs
JrOZiel po Ha/A3BHYAiHI NoAii). 3 ONIsAy Ha Meplly YacTKy Ha3BU MOXKHA
MIPUITYCTUTH, IO HAETHCS caMe PO CHOBILIAHHS.

OctuHatHa Qopmysia A3BOHIB MOOYyJA0BaHA HAa BUCXIAHOMY MOTHUBI,
KOJITU TTOCJTIIOBHO KOMOIHYIOThCS XO/IX Ha 3M. 5 (e-b) 1 B. 3 (d-fis). HuxHiii
TOH e 3aTPUMYETHCS, YTBOPIOIOUH TeAaNTb («BIIUTYHHSD» I3BOHIB). MOTHB
MTOBTOPIOETHCS 31 3CYBOM Ha BEJUKY CEKYHIY BHHU3 1 IOBEPTAETHCS 10 BH-
cxigHOrOo 3ByKy. Ha octuHatHy putModopMyity HamapoByeTbes irypartis
HICTHAISITUMY, IMITYr0UH Oiibin JapiOHI a3BoHM (T. 5). [loTiM ocTuHAT
MOYMHAE PyXaTHCh Bropy Ha BEJIMKY CEKYHIY, BEIUKY Tepuito (T. 3), mpu
pOMy i1 BHYTpINIHS CTpyKTypa (KOMOiHaIlisi TPUTOHY 1 BEJNMKOI TEpIIii)
3aJUIIAE€ThCS HE3MIHHOW0. Hapemiri, pyX micTHaALSTAMU 3MIHIOETHCS Ha
HI3XimHy opmyny (TT. 13—16), sika € iHBEepCi€l0 OCHOBHOTO HA0ATHOTO
MOTHBY. Lleff MOTHB KOHTpaAIyHKTHYHO (3CYB y Uaci Ha OJIHY IIiICTHAALIATY)
MOEAHYETHCS 3 OCTUHATO B HIKHBOMY PEricTpi Ta NPOJOBXKYE 3aBOHOBY-
BaTW 3BYKOBHH MPOCTIp NepeMilleHHIMU Bropy i BHHM3. Edexr Hamapy-
BaHHS JIBOX JIiHIH MOCHITIOE X IIUIBHUHN BUKIIA]] B OJTHOMY PETicTpi mepiioi
OKTaBH; IIPU IIbOMY 30€pira€Tbcst TPUTOH (3MEHIIIeHA KBiHTA), IO CIYTY€
yTpUMaHHIO JanoBoi cnenudivHocTi. PozbanancyBanHs mapriii y uaci
1 pericTpax cTBOPIOE €heKT «PO3MUTOTOY» y MOBITPI A3BOHY.

Temarusm HOBOTO miApo3ainy (TT. 37-40) noOynoBaHKi Ha 3ByKOHAC-
JiyBaHHI J3BOHIB, BUKIAJACHUN APIOHNMH TPUBAIOCTSIMH B IMapTii mmpa-
BOI PYKH Ha TJIi IIUPOKUX MEPEKUIaHb TP 1 CEKyH]| KPYITHUMH TPHUBa-
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noctamu. Konm moBepTaeThest BUKIIA[ TITICAH/I0, TO 3BYYaHHS ITEPEPOCTAE
B «IIEPEI3BOHMY» PIOHUMU TPUBAIOCTAMH B 000X mapTisix (TT. 41-44), mo
MIPU3BOUTH JI0 KyJIbMiHAIIi1, BUPIIIIEHOT 32 JOMTOMOTOO KIIACTEPHOTO Tpe-
MOJIO Ha ff. 3akiIro4eHHs moOyI0BaHO HA TIOEIHAHHI HU3X1THOT (hopMynH
gis-fis-cis-a MICTHAAIATAMY 1 BATPUMAHHX aKop/liB-Tiefianeid. B ocranHix
TaKkTax akopj 3aruxae (Bin ff mo pppp) Ha depmari. Popma TpeThoi yac-
THHU B LIJIOMY MOMIOHA 10 MO3aiKU, OCKUIBKH CKJIAJIAETHCS 3 KOPOTKUX
TEM-CEIMEHTIB, KOJKEH 3 KX iMiTye A3BOoHN. OTHAK MO3aidHICTh MTOETHA-
Ha 13 HACKPI3HUM PO3BHTKOM 32 PaxyHOK (PaKTypHHUX IePETBOPEHb.

OTrxe, Big BcTynHOI «IHTpamu» mo «HabaTy» BUOYTOBY€ETHCS BUCXIi-
HE IpaMarypriude cxomkenns. Koxxna 3 ppecok € camogocTarHboio, iX mo-
CIIIZIOBHICTh YTBOPIOE NEBHY JIOTiKy. Mixk TpuBokHUM «Habatom» (Ne 3)
1 mpamMatnaHUM HapaTHBOM Ne 8 « Ik na piuyi-Convruyi 6)10%» TIOMIIICHI
LEHTpaJIbHI YaCTUHH LUKITY, SIKi CIPHUIMAIOTHCS SIK CBOEPITHE iHTEPMELIIO
B aIb0OOMHIN KOMITO3MITIT.

VY IV-it yactuHi «X0poBoaAW» BiJITBOPEHA IJIACTUKA TAHIFOBAJILHOTO
PYXY 32 JIOOMOTOI0 «JIaHII0KKOBOTO» TOJIOCOBEIIHHS, Y SIKOMY ITO€THAH1
BEpXHiH Ta HIDKHIN pericTpH (B Mexkax Tepitii). Hapomxyroducs 3 yHiCOHY
€’, BOHH CXOJISITBCSI Y CEKYH/Y M 3HOBY PO3XO/SITHCS Y TEPLIiI0, 3aBEPILIYIO-
YUCh aMOITyCOM YHCTOI KBapTH (e-a), «IIiICBIYEHOI0» 3BYKOM d y TIpaBiii
pyui. B xoni daktypa po3pipKyeThes Yepe3 3MEHIIEHHS KIIBKOCTI roJio-
CiB, KOHIICHTpAIIil JIiHil Y BEpXHBOMY PETiCTPi.

[I’sita yacTuHa «Y rasix Ta Ai0poBax» BCTAaHOBIIOE AyX IMIIPOBi3a-
LidHOCTI, 3aBIsIKH (irypaniiHOMy pyXy ApiOHUMH TPUBATIOCTAMU (TPyNu
TPUANATBAPYTHUX, CEKCTOJIEH, CEnToel) y KOMOIHAIlT 3 TPEeIsIMH, OCTH-
HaTHUMU (irypamu 3 QopiiaraMmy, akopJamu TPEMOJIO, CTaKaTHHUMHU
BHCXiTHUMU (pa3amMul Y BUCOKOMY pericTpi. HeBuMyIieHicTh depryBaH-
HS IMIIPOBI3aLlifHUX (Ppa3 «HANIAPOBYETHCS» HA MYNLCYIOUUI CYNpOBif,
oOy/ioBaHMi 3a TPUHIUIOM «0Oac-akopi». BinOyBaerbcs dacta 3miHa
MeTpy: TeMaTu4Hi OJOKW, HamucaHi B po3Mipi 4/4, 3MiHIOIOTECA Ha 3/4.
Sxmo B T. 8 moBepTaeThest 4/4, To y T. 10 Bke BCTAaHOBIIOETHCS MeTp 6/4
(1 Tak 40 KIiHIII YaCTHHU), IO CIPHUSIE BiITBOPCHHIO HECTPHUMHOIO PYXY;
aJDKe OpraHizalliss My3WYHOTO MPOLECY HE MiJINOpPSIKOBYEThCS CTPOTii
permaMeHTariii. 3aKIFOYHIE PO3/Iii, TO3HAYSHUH CIPOIIEHHSIM MEJIOCHO-
I'0 MaJIFOHKY BEPXHBOI'O I'OJIOCY, 310paHHSIM TOJIOCIB [0 BEPTUKAI, OLIbIII
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YITKOIO PUTMIKOIO, TYIHOIO TUHAMIKOIO f, BUKOHYE (DYHKITIFO KOIU JIipHY-
HOro AunTHXy («XopoBoam» Ta «Y rasx Ta Ai0poBax» SK «CEpLEBUHA
«CrOiTH-301ITUTY »).

[Ticnst m’SATOT YaCTHHU MPUXOBAHUI TPOTPAMHHIA CIOXKET «MOJYITIOE
3 nipuuHoi cepu y ckepuiiiHo-irpoy. «HarpaBauusp» Ne 6 onpasy x 3a-
JAIOTh TPAMIUBUN TOH 3aBISKH TOBTOPIOBAHOMY OKTaBHOMY Oacy Ha
TOHI g (B NEpIIiHA-APYTii OKTaBax, IO 3MEHINYE HOro «Bary»); oOuaBa
3BYKH 00IrpyroThes dopuuiaramu. Tema A (TT. 5—13) — HarpaBaHHs B ITycCi
HApOJIHUX IHCTPYMEHTIB; ii Jiama3oH He MepeBullye okTaBu. HacmiBHa
JiaTOHIYHA TeMa MMOBTOPIOETHCS HAa OPTaHHOMY ITYHKTI g 3 BapiaHTHUMH
3minamu. JIpyra trema B (1. 14) BukiaieHa OIbII HIUIBHO 1 TEX HA OKTaB-
HOMY ocTHHATHOMY 0Oaci g. [lomanbimii mporec miAmopsIKOBaHU JIOTII
TpH-CITiBCTaBICHHS TeM A 1 B, 3 «0OMaHOMY CiTyxada: OCTaHHIM TIPHCITIB
HE 3BYYHTH, 1 TBIp 3aBEpPUIYETHCS TEMOIO-3aCIiBOM. SIK Hacmifok, BHOY-
JIOBYETBCS MiHI-IIMKII «PO30CEPEINKEHNX Bapialliii» Ha MEJIOAiF0-0CTiHATO.

Kopotkuit menoanunuii Xin 38’s13ye «HarpaBanus» i «Po3Baru cko-
mopoxiB» (Ne 7). Mloro Tema mOXomuTh 3 nepiioro Motuy «Harpapamby —
BHUCXITHUH TIaTOHIYHUN MOTHUB C-g, MOOYJOBaHMM Ha KOMOIHAIlIT BiCIMKH
1 TpiOJi MIICTHAISATHMH, 110 TIOBTOPIOETHCS B f 0 ¢. Jlani mporuec mpo-
CYBa€ThCs NUISIXOM HAHW3YBaHHS KOPOTKHX MOTHBIB, CTBOPIOIOYH allfO-
3110 HEperIaMeHTOBAHOTO JIICTBAa CKOMOpPOXiB. OKpiM Ha3BaHOTO MOTH-
By a (TT. 2-3), TemaTu3M «Po3Bar CkOMOpOXiB» CKIIAHarOTh: 1) akopAOBUi
MOTHUB b, 100y/0BaHUI HAa KOMOIHAIlli OCTUHATHUX IIICTHAIISATHX 1 HU3-
XiHO1 Tpioi (T. 4); 2) KOMOiHAIIiS IOBTOTO 3BYKY 1 HU3X1THOTO TPiOJILHOTO
3aMHKAI04Y0T0 X0y B MeXKax TPUXOPIY (c), 3aBEPIICHHS SIKOTO MPHITAIac
Ha CHJIbHY JIOJII0 HACTYIHOTO TaKTy (TT. 5—0); TPiOJbHUN PUTM LIiCTHA]I-
OATAMH CBITYUTH TIPO HOTO MOXOKEHHS BiJ| MEPIIOTO MOTHUBY (a), Tilb-
KU B iHBEpCiiiHOMY BapiaHTi; 3) TpiojbHa MMOCIIBKa d B MEXaxX TPUXOPAY
(T. 8); 4) TpionbHa MOCMIBKA 3 HU3XIJAHOIO KBApTOIO (d,), IO MOXOMUTH BiJl
MoTuBYy d (T. 12).

XapakTepHo, 10 BCI MOTUBH, OKPIM MEPILIOTo, pO3TalIOBaHi BCynepey
TaKTOBIH pHCi, HE MPUITAAAIOTh Ha CHIIBHY JIOJIIO, IO TIOPYIIYE Y BEPXHBO-
My mapi GakTypyu peryssipHy akieHTHICTh. OCTaHHS peai3yeThes B HIK-
HBOMY IIapi: 3aBJSIKA OCTUHATHIN (hOpMYITi aKOMITAHEMEHTY YTPUMY€ETHCS
JaJl0-rapMOHIYHA I'pa, 3asBJICHa B OCTAHHLOMY MPOBE/ICHHI TEMHU-3aCITiBY
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(4) B «HarpaBaumsix». MeTses mpo CIiBiCHYBaHHS KiTBKOX J1am0-Tap-
MOHIYHHX OMOp (c-g), Haa SKUMHU HaAOyJOBYETbCS MIHOPHUH TPHU3BYK,
Ta ToH b. IlocnmimoBHICTS IUX OIOp IiKaBO opraHi3oBaHa y yaci. [lapris
JBOT PYKH € HOCIEM PETyJsipHOi aKIEHTHOCTI, Ha SIKy HAIIapOBYETHCS
iMnpoBizauiiiHi MOTHBHM B maprii npasoi. [Ipore xommo3urop obupae ain-
TOPUTM «mpu-mpu-0ea» B KOMOIHaIli BicIMOK y cympoBofi (b+c+g-b-d;
b+c+g-b-d; c+g-b-d), mopymyioun iHepuit0 CIpUHHATTI. Po3BuTOK mij-
TTOPSIKOBaHUI HEperTaMeHTOBaHOMY KOMOIHYBaHHIO MOTHUBIB, 3 BapiaHT-
HUMH TIEPETBOPEHHSMH, 31 3CyBaMHU BITHOCHO TaKTOBHX pHUC. BiguyTTs
IMITPOBI3aMIHHOCTI MiICHJICHO IMITAIIiHAM TTPOBEICHHSM 3IIIICHUX MO-
TUBIB a Ta d, Ha T1i OCTHHATO (3 T. 16). JIpyruii MOTHB iAIAETHCS 3HAYHUM
BapiaHTHUM IIEPETBOPEHHSM, L0 CIPHSIIOTH BTIJICHHIO irpOBOi CTHXII.

[Ticns MictieBOi KyJbMiHAIIIT B HACTYITHOMY PO3IiIi 3’ IBJISETHCS HOBHI
«TIEPCOHAX» — MOTHUB €, BUMIMCAHHI BiICIMKaMH 11032 MEKaMH YiTKOI 3BYKO-
BHCOTHOCTI (3TiJTHO 3 PEMapKoOI0, BiH YTBOPIOETHCS MUIAXOM YIapiB Mallb-
IIMU 110 OOKOBHHAM PO3TOPHYTOTO MiXy; TT. 26—27; 30-31). 3aBepinyoTh
napajz HOBHX «II€PCOHAXIB» HHU3XITHUH PyX CEKCTOISIMH B KOMOiHAmil
3 micTHAAUATHMH (TT. 35—36, MOTHB /) 1 BapiaHTHO TIEPETBOPEHUI akop-
JOBUH MOTHUB b, 0 CBOTM 3aKJIMYHUM 3ByYaHHSIM MMO3HAYYE KyIbMiHAIiH-
Hy 30HY (T. 37). Jlami 3a irpoBoro JIOTiKO0, K MO3ai4Ha BCTaBKa, IIOBTOPIO-
€TbCsl MONipoHTUHO-IMITamiHHUKE po3ain (TT. 16-21 = 11. 38-43). I 3HOBY
3By4HTh TeMa-3actiB (4) 3 «HarpaBaup» 3 akopoBUM II1apoM (axTypu
(six B ApyTii Bapiallii, 10 3aBepiIyBajja YacTHHY), BXKE Ha IHIIOMY OpraH-
HOMY MYHKTI (3aMiCTb BUTPUMAHOI Iefani g 3ByYUTb KBapTCEKCTAKOPI
C-dur). Y moenHaHHI 3 TpU3BYKaMu g-moll Ta B-dur y cepenapoMy mmapi
C-dur 'HUll KBapTCEKCTAKOP]I IOPOPKYE TMOJIIaIOBICTh. TeMa po3impro-
€THCS 38 PAXyHOK YOTHPHOX TAKTIB, B IKUX MEJIOis 3BYUUTh y TEPLIEBOMY
noABOEHHi (TT. 52-55). Jlami 3Byunts npucnis (B) 3 «HarpaBaub» B Jiemo
1HILIOMY aKOPJOBOMY BHKJIQJICHHI.

OTxe, MIMOPSIIKOBYIOYUCH ITPOBIi JIOTII, KOMIIO3uIIis «Po3Bar cko-
MOpPOXiB» BUOYIOBY€TBCSI SIK KOHIIGHTPUYHA: B HIM LEHTPaIbHUHA PO3ILT
(TT. 22-37) 0OpamMIIeHO BapiaHTHUM ITPOBECHHSIM aKOPIOBOTO MOTHBY b Ha
KyJIbMiHaIli{, TOB’SI3aHOT 3 MOSIBOI0 HOBUX «IIEPCOHAXKIBY» (MOTHUBH ¢, f, Q).
KpaitniMu posminaMu ciayryroTh CKepIIO3HO-IrpoBi MOTHBH (a, b, ¢, d, d 1)
1 BapianiiiHe TpoBeneHHs TeM 3acmiBy 4 Ta npuchiBy B 3 «HarpaBauby,
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o BignmoBimae QyHkmii pernpusn. OCTaHHE MPOBEACHHS TeMH A — KoJa.
DopMoI0 APYyroro MiiaHy € MPOAOBKEHHS PO30CEPEIKEHUX Bapialliil 1BOX
teMm «HarpaBanby (4 1 B), mo 3aBepinyroth «Po3Barny. [loBTop TeMaTu3my
VI-i yactunu Hanpukinii VII-i cayrye ix 00’elHaHHIO B €IUHY CKEPIO3-
HO-IrpoBy cdepy.

Bocbma wactrna nukity «Sk Ha piumi-CobHUII 0YJ10» TIEPEKITIOUac
JpaMaTypridyHuii pO3BUTOK B KOHTPACTHY c(epy, MOBEPTalouM BHYTPIIIHIO
Harpyry «Habary» 1 nepexunarouy CMHUCIIOBY apKy [0 apxaiuHoi «[HTpaan».
[epen cmyxayeM po3ropraeThesi BeMYHA 3BYKOOOpa3Ha KapTHHA, 3 BEIH-
KOI0 MaHCTEpHICTIO «BHJIIIJICHA» 3a JIONOMOTOI0 TEMaTW4HOi poOOTH Ta
(hakTypHO-hOpMOTBOpUKX 3ac00iB. KOMIO3HIIIIO POHN3Y€E OCTHHATHICTS:
B am0iTyci M. 3 (iHOIi 3 BUXOIOM 32 ii Mei) 3MIMCHIOEThCS «HACTUPIIUBE»
TONTAHHS MaJOCEKYHIOBUX TIOCIIBOK. TeMaTHIHUIA mporiec MOmiOHuH 10
NONepeHbOI YACTHHH, JIe IepeBaKaId HaHU3YBaHHS 1 KOMOiHYBaHHS MOTH-
BiB. [IpoTe, 3Bakarouu Ha iHIITy CEMaHTHKY MOTHBIB 1 IpaMaTypriqy JIOTIKY,
BiH MOPOIKYE 1HIINI 0Opa3HUI CTaH — MepeIdayTTs] TPHBOTH, HAOIKCHHSI
OutBH, Xaocy. TeMaTnuHi MOTHBH YiTKO 0()OpPMIICH] BiIHOCHO YaCOBUMIpIO-
BaJIbHOI OMHUIII (TAKT) i EKCTIOHOBAHI K B HU3LKOMY, TaK 1 B BHCOKOMY pe-
rictpax. [lepmmii MOoTHB a (TT. 2—3) € KOMOIHALII€I0 TPIOIBLHOTO HU3XIHOTO
XOMy 1 BICIMKHM B MeXax M. 3, 3aBEpIIyEThCS aKIIEHTOM 1 3ByYUTh B Oacy.
Hpyruii MmotuB b (TT. 8—10) MiCTUT HU3XIJHUH Xi/1 Ha Y. 4; TIOEJHAHHIA 3 MO-
THUBOM ¢ y BapiaHTi (TPUTOH 3aMiCTh M. 3) BiH Harajye 3By4aHHs BiliCHKOBOL
TpyOu. HacTynHuii MOTHB € BapiaHTOM IIOTIEPEIHBOTO (HA3BEMO HOTO b):
JOBTUH 3BYK MOAPIOHIOETHCSI, 3aBEPIICHHS TPIOJILHOIO MOTUBY HIEPETBOPIO-
€ThCSI HA HI3XITHY KBapTy (TT. 10—12).

MortuB ¢ (TT. 13-14) noOGynoBanuii Ha YepryBaHHI TPU3BYKIB (e-g-/;
c-es-g; e-g-h; a-c-e) i Haranye pandapy. [ami my3udnuii npounec BigOysa-
€ThCSI IIUIIXOM KOMOIHYBaHHSI BUSIBJICHHX MOTHBIB, IO IMiIJIAF0ThCS Bapi-
AQHTHUM TNIEPETBOPEHHAM. Tak, TpyOHHI MOTHB b 3aBEpIIY€ETHCS IUPOKUM
TPIOJIEHUM XOOM I10 KBapTax (TT. 16—18); mami BiH po3pocTaeThCs 3a pa-
XYHOK TPIOJIbHUX XOJIiB 1 3aBEPIICHHS CEKCTOBUM CTPUOKOM Y ITyHKTUPHO-
My putMmi. Pandapu (MOTHUB ¢; T. 23) 3MIHIOIOTh PUTMIUHY XOAY, YIIITHHIO-
IOYUCH Y Yaci, pyXaro4uCh BHKIIOUHO BrOPY 3aMiCTh Pi3HOCHPSMOBAHOTO
PYXy y nepBicCHOMY BHKIaIi. Tak 3a JOMOMOTOI pUTMO-iHTOHAIITHIX MO-
mudikarii 1 3MiH HalpaBJIeHHS PyXy BapilolOThCs BCl MOTHMBHU. PerenpHa
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MOTHBHA Po0O0Ta 103BOJISIE MPOCYBATH APaMaTypriuHUM IpoLec, BUKOPHC-
TOBYIOUH BapiaHTHICTh, BUPOLYIOUH «HOBE» 3 J0OpE BiIOMOTO.

OctuHatHMii map $akTypu B Maprii JiBOT PyKH TEXK HE 3aJIMIIAETHCS
He3MIHHUM (TT. 1-40), mpoTe 1i 3MiHH CTOCYIOTHCS PETICTPOBOTO MepeMi-
mieHHs popmynu B Maiy (TT. 9-24), a oTiM y BeIHKY OKTaBy (TT. 25—40).
Jaumi octuHatHa (opMyNa BHKIIIOYAETHCS 3 My3W4HOTO Tiporiecy (T. 41),
HATOMICTb 3 SIBJISIE€THCS HOBUH CETMEHT — PyX LIICTHAISTHMH B CYIIPOBO-
Il KOPOTKUX aKIIEHTHUX akopmiB. «HactupnmBay dhopmyiia OBepTAETHCS
B MapTil MPaBoi PyKH, 3aKPIILUTIOETHCS 1 BCTAHOBJIIOE TOHAIBHICTH C-moll,
10 3HAMEHY€E TI0YaTOK APYTOro po3ainy (T1. 48—77), B AKOMY IIpOIEC Opra-
HI30BaHMI aHAJIOTIYHO (3 PEricTpoBOoO iHBepciew). OcTuHaTHa Gopmyiia
3aiiMae BEpXHii LI1ap, a MOTUBH PO3TALIOBaHI B CEPEAHBOMY Ta OacOBOMY
perictpax dakrypu. Cepen HUX € HOBI: HU3XITHUHA XiIl IIiCTHATIITAMHA
(TT. 65-66) 5K MogMiKalis MOTUBY @, JIBI KOPOTKi BiciMKU (MOTHB d),
OKpEMI aKIIEHTHI 3ByKH Ta YMCTa KBapTa (d,, TT. 63-64; 71-72). ®akrypHa
JiaroHalb 3By4aHHsI PO3IIUPIOETHCS 32 PAXyHOK 3aTPUMaHHS aKOPJIiB 1 Ha-
IIapyBAHHS €JIEMEHTIB d .

barartoenementauii Tpetiii po3aia (TT. 78—139) mo3HavueHwi mepe-
MIIIEHHSIM OCTMHATHOI (JOpMYNH B MapTilo JiBOI PYKH 1 BCTAHOBICHHSIM
fis-moll. TemaTraHU TpoIIeC B MapTii MpaBoi pyKH CTa€ IHTEHCHBHIIIUM,
3aBIsKH (DaKTypHIA MIUIBHOCTI, HAHW3YBAHHIO MOTHUBIB BiJOYyBa€ThCS
3 OLIBLIOIO0 YAacTOTOIO, 3 PIAKUM May3yBaHHSAM. Take 3BYy4aHHSI CTBOPIOE
KapTUHY HACYBaHHS IOMii, SIKOI0, OYEBHUIHO, € OWTBA, «BXOMKECHH» B 11
rymaBuHy (110 B KiHemarorpadi JocaraeTbCsi IPUHOMOM «HAIUIUBY» Ka-
MepH). CTBOpeHHIO €peKTy IPUCYTHOCTI JoTIoMarae TyqHa JuHaMmika, IIm-
POKe po3TalryBaHHs MJacTiB GakTypu B mapTii mpaBoi pyKH (3a paxyHOK
aKOPIIiB, B SIKI PO3POCTAIOTHCS MOTHBH).

[TpuckopenHs: moxili BigOYBAEThCS TaKOXK 4epe3 3acTOCyBaHHS (]i-
rypauiii 3 IpiOHMMH TPUBAJIOCTSAMH, 110 «BUMAJILOBYE» KapTUHY XaocCy.
3a1isHO KPYMHY aKopa0BY (akTypy B TO€IHAHHI 3 HU3X1THUM TPIOJIbHUM
MOTHUBOM 1 cekcToisiMu (T. 105). OcTuHATHUIT MOTHB Yac BiJl Yacy BiJKIIIO-
YaETHCS, TPOTE CBOIO (PYHKIIIO BiH BXKE BUKOHAB, ITiITOTYBABIIHA BEIUKY
KyJIbMIHAIIFO-KIUIATO, 110 TPUBATUME JI0 KIHI[sI YacTUHU. B 11 Mexax uep-
ryroT1ecs: 1) GakTypHO-akopAOBUI KOMIUIEKC B 0ACOBOMY PeETicTpi, pa3oM
3 ceKCcToiIbHUM pyxoM (TT. 105-121); 2) pyx mapaneibHUMH TPU3BYKa-
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mu (TT. 122-125), 110 3MIHIOETHCS HECTPUMHHUM ITOTIKOM TTICTHAMISATHX
(tT. 126-130); 3) pyx Tepuisimu sik Moaudikaris Tpu3ByKiB (TT. 131-134);
4) «rpoHa» aKOpiB, IO BiCIMKaAMH PYXarOThCS MO MaJIMM Ta BEJTMKUM Ce-
kyHgaMm. Llei Tun ¢akTypyu BUTPUMAHUH O KiHISM YaCTHHH, 3aBEPUIYIO-
YUCh Ha KYJIBMIHAIlIl Ta mepexonsyu oe3nocepenHbo y Ginan «Bo cragy
Pyci Kuiscbkoi», Bupimenuii B paMatinaroMy Kimodi. Horo dopma e He-
3aMKHEHOIO, a JpaMarypris — KpelleHayro4oro. [locmigoBHICTh TpbhOX
PO3ILTIB YTBOPIOE BUCXIHUN PyX O KylabMiHaIlil B kofi. OCHOBHA TemMa
noOy/I0BaHa Ha BEJIMYAJILHUX IHTOHAIIISX; aKOPJOBUI BUKIIAA Ha T (i-
rypariif IpiOHUMHU TPHUBAIOCTAMHU HAAAE BITIYTTSI YPOUHUCTOCTI, TTiHECE-
HocTi. Cilyxa4 HOpUHAE B aypy CBSITKOBOCTI; MacITad CIpUHAHATTS BEIUYl
JaBHBbOKHUIBCHKOI iCTOPii 3yMOBIICHUH piBHEM KOMIIO3UTOPCHKOI MaiicTep-
HOCTI, BMIHHSIM «... Y3TOIUTH MEJIOIUYHY TOPU30HTAIh 3 TAPMOHITHOIO
BEPTHUKAJUIIO, apXaiyHi Jay — 3 Cy4YacHUM 3BYYaHHSIM», 32 BIYYHHUM CIIO-
crepexenHsaM 3. [luOymnbHuk [6, c. 148].

BucHoBku. KaHpoBO-CTUIICTHYHUI aHAII3 JpamMaryprii mporpam-
HOrO TBOpY [uis OasHy A. CramieBChbKOro BUSBUB MalCTEPHICTH TBOPYOT
peaiizamii KOMITIO3UTOPCHKOTO 3aayMy, CIIPOSKTOBAHOTO HA acOIliaTUBHI
YSBJICHHSI CYy4acHOTO ciyXada Mpo iCTOPUYHI, irpOBi Ta KapTHMHHO-TIOOY-
ToBi 00pa3u KuiBcekoi Pyci. BaymnnBe BUKOHaBChKE BTUICHHS YKaHPO-
BO-CTHJIICTUYHUX YMHHUKIB NMPOTPAMHOCTI CTBOPIOE JIATCHTHHUN CIOXKET
3 MY3MYHHMX KapTUH-TIPOEKLil, NPUCBSUCHUX CTOPIHKAM CTapOJaBHbOT
icTopii, BiIOMBarOYH 3BYKO-TIOCTHYHI YSIBICHHS IPO CTAPOJABHIO 1CTOPIIO
piaHOI 3eMili Ta HaIlOHAJIBHY MaM’sITh Cy4acHOTO YKpaiHIsL. 3a JI0TOMO-
TOI0 JIaZ0-TApMOHIYHIX, ()aKTypHO-TEMOPOBHUX 1 ApaMaTypriqHuX 3ac00iB
YBHPA3HIOETHCS PO3YMIHHS aBTOPCHKOT KOHLIEMIIIT TBOPY — CYTOJI0CCs JII0-
JIMHH Ta iCTOpIi, YCBiOMJICHHS ce0e B HaIlliOHAIIbHOMY KOCMOCI Ta JIOTOCI.
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CtpyHHuu kBapTeT Ne 3 b. BpitreHa
AK heHOMEeH Mi3HbOro CTUMO KOMNO3UTOopa

AHoraris

Coassnuk M. CtpynHuii kBapTeT Ne 3 b. Bpitrena sik ¢eHomeH mi3-
HBOTO CTHJII0 KOMMO3WUTOpPA. Y CTarTi BHBYAETHCS OCTAHHIM OITyC SIK SIBH-
e Ti3HBOTO CTHJII0 B KOMITO3UTOPCHKIH TBOPUOCTi. B PO3BHUTOK IOCIIIKEHD
€. Hazaiikincekoro Ta H. CaBuIbKO1, Ipe/ICTaBIEH] THITONIOTIT MI3HHOTO CTHIIIO.
[Tomana xapakTepucTrKa KaMepHO-iHCTpyMeHTanbHOi TBopuocTi b. bpirrena, mi-
Jiepa HOBOro My3uuHOro BiapomkenHs B Auniii XX cr. Ha npuknaai Tpetboro
CTPYHHOTO KBAapTETy OXapaKTEpHU30BaHO (DEHOMEH OCTAHHBOTO OIIYCYy SIK O3HaKy
nizHporo ctuitio b. bpitrena. [IpoBeneHo KOMITO3UITIHO-IpaMaTypriyHuii Ta CTH-
JHOBHH aHaJI3, PO3IISIHYTO MPUHOMH IHCTPYMEHTAJIBHOTO BUKJIA/ICHHS, )KaHPOBI
ynono6anHs. Ha migctaBi 9oro 3po0ieHo BUCHOBOK PO KOHCOJITYFOUHIA THIT TTi3-
HBOTO CTUITIO Kommo3uTopa. KiiouoBi ciioBa: b. bpimmen, cmpynunuti xeapmen,
KOMNO3UMOPCOKUL CIMUb, NI3HIL CIMULL, OCMAHHIL ONYC.

Coassnuk M. Crpynnblii kBaprer Ne 3 Bb. Bpurrena kak denomen
MO3/IHETr0 CTUJISI KOMIIO3UTOpa. B craThe mM3ydaeTcs MOCIEAHUI OIyC KaK SB-
JIeHUE TO3HETO CTHJISI KOMIIO3UTOPCKOTO TBOpYECTBA. B pa3BuTHE KOHIETIIHIA
E. Hazalikunckoro n H. CaBunkoil, npeacTaBieHbl TUIIOJIOTUU MO3JHETO CTUIISL.
JlaHa xapakTepucTuka KaMEepHO-UHCTPYMEHTaJIBHOIO TBOpuecTBa b. bpurrena,
Juiepa HOBOTO MY3bIKaJbHOTO BO3poxkiaeHuss B Anmmu XX B. Ha mpumepe
TpeTbero CTPyHHOTO KBapTETa OXapakTepu30BaH (HeHOMEH MOCIETHETO OITyca Kak
npuzHak nosaHero ctuiisi b. bpurrena. [IpoBeseH KOMIO3UIIMOHHO-IpaMaTypru-
YEeCKHUIl M CTUIICBOW aHAJIH3, PACCMOTPEHBI IIPHEMBI HHCTPYMEHTAIHFHOTO U3JI0XKe-
HUSL, )KaHPOBBIE MIpeanoyTeHus. Ha 9ToM 0CHOBaHUM c/ieNiaH BBIBOJ O KOHCOIUIH-
PYIOIIEM THIIE TIO3HETO CTIIIL Komiio3uTopa. KiroueBbie ciaoBa: b. bpummen,
CMPYHHBILL K8apmem, KOMRO3UMOPCKUU CMUTb, NO30HUL CIUTb, NOCIEOHU ONYC.



Do~ 2019® Bun. 55 TTpobrermu s3aemodii mucmeumea, nedazoziky ma meopii i npaxmury ocsimu 51

Solyanyk M. TheThirdString Quartet by B. Britten as a phenomenof the
late composer style. The paper is devoted to theproblematics of the late style in
composer creativity. The typologies of the late style described in the musical science
works of recent years (including the thesesby E. Nazaikinsky and N. Savitskaya)
are systematized. The characteristic of B. Britten’s chamberheritage is given in the
context of the achievements of the English composer’s school of anew musical
renaissance of the twentieth century.

The purpose of the research is to reveal the specificity of the last opus
phenomenon. Achieving the goal of the research involves using the following
methods: genre approach, historical approach and stylistic approach.
The specificity of the last opus phenomenon is revealed by the example of the
Third String Quartet by B. Britten, which is recognized as the composer’s last
opus. The late style of the composer is characterized in terms of orchestration,
techniques, genre preferences and stylistic unity. Exposition of the main material
of the study includes compositional and stylistic analysis of the Third String
Quartet by B. Britten.

In the paperheritage of B. Britten is considered as an example of a creative
composer process which has an explicit division into several periods. The name
of B. Britten is associated with the highest achievements of the English composer
school of a new renaissance in the twentieth century. The researchers distinguish
three periodsof B. Britten’s creativity. The first period is characterized by the
interest in chamber music and various chamber compositions, the variation as
a principle of development as well as the genre certainty. The individual style of
the composer is formed in vocal musicearlier and more intensively. The second
period is characterized by expressive orchestral writing, figurative concreteness
and clarity of structures. The late period of B. Britten’s creativity is characterized
by the desire to find the most flexible form of the modern performance. The stylistic
synthesis reveals a reliance on ancient types and forms of playing music: Gregorian
chant, heterophony, anemitonicpenta-tonic system and church modes. Most of his
works are marked by the asceticism of expressive means. The scores are written in
a stingy, honed manner, the composer uses instrumental compositions with vivid
coloristic capabilities, but implements them with a subtle sense of proportion.

The paper deals with the specifics of the B. Britten’s late style. According to
the concept of N. Savitskaya the late style is the final evolutionary stage which
includes stylistic elements of the early and mature stages of the composer’s creative
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formation in an in-depth and concentrated form. The researcher identifies the
following types of late style: prognostic, consolidating and reduced. B. Britten’s
late style can be classified as consolidating one.

The paper isconcerned with the phenomenon of the last opus. B. Britten
created three string quartets. The appearance of the first two was connected with the
two hundred and fiftieth anniversary of the death of H. Purcell. The Third Quartet
was written thirty years later, in 1975, in Venice, and was first performed after the
death of B. Britten in 1976. This work was the last instrumental composition the
authorcompleted.

The structure of the Third Quartetdeparts from the traditional form.
It consists of five relatively short movements which form a kind of symmetrical
arch. B. Britten originally used the term divertimento as a working description
of the quartet. Each movement of the cycle has its own subtitle: Duets, Ostinato,
Solo, Burlesque, Recitative and Passacalia (La Serenissima). All movements are
written in three-part form (ABA). The slow lyrical movements of the quartet form
a kind of arches inside the composition.

The first movement, Duets, is in a sense the most abstract of all five parts.
The beginning resembles a “double spiral” (two voices are closely intertwined and
are an exact copy of each other). In the second movement, Ostinato, the idea of an
ostinato, where a musical pattern is repeated over and over in the background, takes
on a somewhat intrusive form. In the third movement, Solo, the lone violin line,
moving through wide intervals, is accompanied mostly by only one other voice
at a time. In the fourth movement, Burlesque, the world of parody entertainment,
clowning, buffoonery is presented. The fifth movement is entitled La Serenissima,
a reference to Venice. In this movement B. Britten quoted his own last opera,
Death in Venice.

The results of the research support the idea that B. Britten’s late style refers
to consolidated type of late style. This conclusion is reached based ona specific
analysis of the Third String Quartet by B. Britten. The Third Quartet accumulates
as features of B. Britten’s late style as the asceticism of expressive means in
writing, reliance on the frets of folk music and the rigor of writing. B. Britten’s
enthusiasm for the traditions of folk music resulted in a desire for the texture
of all the voices in his instrumental scores. The composer’s chamber music is
characterized by detailed instrumentation. Despite all the possibilities of using
modernist techniques in the creative process B. Britten can be traced to an academic
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style. It is worth noting the amazing unity of B. Britten’s style throughout his life.
Individual composer style is constantly being refined, remaining homogeneous at
the same time (there are not style shifts and differences). In addition, B. Britten
had always been aimed at performers and often wrote instrumental works on order.

Although B. Britten’s heritage is widely represented in Ukrainian and foreign
musical science, the specifics of the composer’s late style is still a field for study
and comprehension. The paper opens up prospects for the study of the last opus in
the late period of the work of composers. Key words: B. Britten, string quartet,
composer style, late style, last opus.

IocTranoBka mpodaemu. 3 im’sim b. Bpitrena (1913—1976) nos’a3ani
HaWBHI AOCSATHEHHS aHIIIHCHKOT KOMIO3UTOPCHKOI LIKOIM HOBOTO MY-
3UYHOTO BigpomkeHHs XX cromiTTsa. b. BpitTeHHa it OiabII MOBHO BHpa-
3MB 1JIea)y €MOXHU Ta BTUIMB y CBOIX TBOPaX Xy[OKHI ITParHeHHs AEKITBKOX
MTOKOJIiHb aHIIIHCHKUX KOMIIO3UTOPIB. Bke Ha movaTKy TBOPYOTO MIJISIXY
KOMIIO3UTOPA YBUPA3HIOIOTHCS XapaKTePHI PUCH WOTO MHCIICHHS, IO 3a-
JMIIYTHCS @ JI0 OCTaHHIX OMYCIiB: 1HTEpEC 10 KaMEepHOi MY3WKH Pi3HUX
CKJIaJiB, BapiaIlifHICTh K MPUHITAI TEMAaTHIHOTO PO3BUTKY Ta ()OPMOYT-
BOPEHHS, )KaHPOBA BU3HAYEHICTh MY3UYHOTO TEMaTH3MY.

VY 1930-1i poku B iHCTpYMEHTaIbHIN TBOPYOCTI KOMIIO3UTOpPA MOXKHA
MPOCTEKHUTH 1HTEPEC JI0 PSILy IHCTPYMEHTIB, JUIS IKHX HAUM CTBOPIOIOTHCSI
uuKiIu TBopiB. @aktuuno, micns onepu «Ilitep I'paiime» (1945) npakruy-
HO KOXX€H 1HCTPYMEHTAJIbHUH TBip, HAMMCAHWUN HUM, OyJI0 CTBOPEHO SIK
HAaIOJIEIJIMBE [TPOXaHHS TOTO YU 1HIIOTO BUKOHABIS. [IpoTe Tpu cTpyHHUX
kBapTeTd b. BpiTTeHa, cTBOpeHI HUM B Pi3HI POKH, SBIISIOTH BETUUC3HUH
IHTEepeC SK JUIsI BUKOHABIIIB, TaK 1 JIJI1 My3HKO3HABIIIB.

UuM MiKaBUTh JOCHTIJHUKA OCTAaHHIM OIMyCi HE IUIIEe CTOCOBHO
b. bpitrena?

3 omHOro OOKY, BIH BHKOHY€E (PYyHKIIO JTyXOBHOTO 3arOBITY; B Jes-
KUX BUTAIKaX — I1¢ KBIHTCCCHIIIS XYIOKHIX ITONTYKiB, BIACTUBUX KOMIIO-
3UTOPY paHillie; iHOJI I BUXiJ HA HOBUH CTHJILOBHI PiBEHb, MOXKIIUBO,
HaBiTh MPUHITUIIOBO HOBUH, SKUW TITOTETUYHO Mir OW OyTH 3/iliCHEHUA.
«OcTaHHE CIOBO» KOMIIO3UTOpA 3aBKAM CTAHOBHUTH 1HTEPEC 3 JYXOBHOI,
CEMaHTHYHOI, TBOPYOi CTOPOHM MAJSl LITICHOTO CIPUHUHSTTS TBOPYOCTI
KOMITO3UTOpA. 3 Ii€] TOUKH 30py CTHIIBOBI TEHJIEHIIi1, AKi Oy pruTamMaH-
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Hi TIOTIEpEHIH TBOPYOCTI TOTO UM IHIIIOTO KOMITO3UTOPA, MOXKYTh ITOCTa-
TH Tiepell HaMH 30BCiM B IHIIOMY CBIiT/i. SIK mokasye mpakTuka, Oarato
TBOpIB, IO SBIISIOTH COOOI0 OCTaHHIN OITyC B TBOPUOCTI KOMITO3UTOPA,
noB’s13aHi 3 TeMOpPOM anbTa. Y IbOMY aclekTi crnenu@ika TpakTyBaHH:
TeMOpy ajbTa, 0COOIHMBO B TBOPYOCTI KOMIO3UTOPIiB XX CTONITTS, TOCTAE
AK ()eHOMEH, JOKH 1€ He OOTPYHTOBAHUN B HOBITHBOMY MY3HKO3HABCTBI.

Crpynnuii kBaprer Ne 3 op. 94 G-dur, nanucanuii b. bpitTrenom Bo-
cenn 1975 poky, cTaB 0ro OCTaHHIM iHCTPYMEHTAILHUM TBOpOM. OTXKe,
TBOpuicTh b. BpiTTeHaB cBiTii (PEHOMEHOIIOTIT MI3HBOTO CTUIIO IIIE HE BH-
BYAJIaCh, HE3BAKAIOUM HA BEJIMKHI CIIEKTP HAYKOBUX MPALlb, IPUCBSIUCHUX
LIbOMY BHJIaTHOMY Maiictpy.

AHani3 ocranmix my6Jaikauiii 3a Temor. J[o dyHaaMeHTambHHX
JIOCITIDKEHB, TIPUCBSIYCHI TBOpYOCTI b. bpitrena, B meprry depry, BapTo
BigHectu MoHorpadito JI. KoBnaupkoi [1], B kil po3kpuTo crenudiky
IHAMBITYaJIBHOTO CTHJIIO KOMIIO3UTOPA B KOHTEKCTI aHIVIIMCBKOI MYy3UKH
XX c1. OnHUM 3 OCTaHHIX aHIJIOMOBHUX HAayKOBHUX JIOCIIIKEeHb, C(hOoKyco-
BaHUX Ha TBOpUiii mocrari b. bpitrena, € npans [1. EBanca [5], ocobnuBo
[[iHHA TTMOOKUM aHAJTITHIHUM TTiX00M. Y BUBYCHHI (DEHOMEHY ITi3HBO-
ro CTWIr0 OyzeMo crimparucs Ha aociimkeHss €. Hazalikincskoro [2] Ta
H. CaBumpkoi [3].

Meta npociigKeHHsI— BUSBUTH CHEUM(iKy OCTaHHBOTO OMYCY SIK
(eHOMEHY Mi3HBOIO CTHJIIO Ha MPHKIaAl TPeTboro CTPyHHOTO KBapTeTy
b. Bpirrena.

Buxkiaa ocHoBHOro marepiauay pociaigxenss. [lizHii crunp — nu-
BOBIDKHUN (DeHOMEH KOMIIO3UTOPCHKOI TBOpUocTi. CaMe B Ti3HIN Iepiof
TBOPUOI JiSUTBHOCTI B 1HAUBIAyabHOMY CTHJII KOMIIO3UTOPA MOXKYTb BijI-
OyBarucsl HalfHeCTO/iBaHIMI 3MiHHA. 3 OTHOTO OOKY, aKyMYIIIOE€THCS BECh
MOTIePEIHIN XyJOXKHIM Ta )KUTTEBUHM JOCBIJ, 3 1HIIOTO — YacTO BHSBIIS-
IOTHCSI IIJISIXM MOLIYKY HOBOTO, a00 CHMHTE3y HOBOTO 31 CTapuM. 3TiJHO
3 koHrentiero H. CaBumbKoi, mi3HiN CTHIIb — II€ 3aBepIajbHa eBOIOIIHHA
CTaJis, SiKa B TONIMOJICHOMY Ta KOHIICHTPOBAHOMY BUIIISIII MICTUTB y 001
CTHJIBOBI €JICMEHTH PAaHHBOTO Ta 3PIJIOTO €TaIliB TBOPYOTO CTAHOBICHHS
kommo3uropa [3].

Teopist cTHIIO Ma€ BeJMKE 3HAYCHHS SIK Ul KOHLEPTHOI, TaK 1 JUIs
MY3UYHO-IIPOCBITHUIILKOT pOOOTH. 3 IIpOoOIeMaMy CTHIIFO MOCTIHHO CTH-
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KarOThCS MY3UKAaHTH-TIEIaTOTH, K BEAYTh 3aiHATTS Y BUKOHABCHKUX KJla-
cax. [Ipo cTuib Ta xaHp TaM WIEThCSI B 3araJIbHOMY ILUIaHI: 3a3BUYail I1i
MIOHATTS 00’ €IHYIOTh 3 KOHKPETHUM MY3WYHUM TBOpoM. OnHaK Jliana3oH
IHTEpIpeTaliil MOHSTTS CTUIIIO B CYYaCHOMY MY3HKO3HABCTBI € JyKe IIH-
poxum. Ctunbs BuB4amu M. Muxaiinos, JI. Masens, B. Xonomnosa Ta iH.
Taxk, y posnini «lIpobmemu tumosnorii ctwriBy €. HazalkiHChKuUi TutIIe
Ipo Te, 110 B €BPONEHCHKIA My3U4HIN KyIbTYpi CKJajgacs CKjaaHa CUCTe-
Ma CTHJIIB, IITO MA€ TIEBHI BIACTHBOCTI Ta 3aKOHOMIpHOCTI. /[0 CTHIIOBHX
(heHOMEHIB MOXKHA BIJTHECTH: ICTOPUYHI i HAI[IOHAJBHI, YKaHPOBI, aBTOP-
CBKi, CTHJII HAIIPSIMiB Ta IIKLJ — YCi BOHU YTBOPIOIOTH BEITUYE3HY CHCTEMY.
B ¢eHOMEHI aBTOPCHKOTO CTHITIO PO3IVISLIAIOTHCS TaKi MPOOiIeMu siK Gop-
MYBaHHS Ta CTAHOBJICHHSI CTHJIIO B IIPOIIECi TBOPUOi €BOMIOL1, CTHIILOBOT
CBOEPITHOCTI TBOPYOCTi. BUpOOICHHS 1HANBIAYaIbHOTO CTHIIIO — 1€ TPH-
BasMii iporiec. HalisicHiie e mporiec Mo)KHa MPOCTEHKUTH Ha TBOPUOCTI
KOHKPETHOTO KOMITO3UTOPA, PO3TIISAIAIOYN PaHHIHN, 3pUIMi Ta Mi3HIN mepi-
011 TBOPYOCTI. J{JIst pAHHBOTO CTHITFO XapaKTEPHO, 3 OTHOTO OOKY, IepeBa-
YKaHHSI MIKUTBHUX HOPM B MYy3WYHIH MOB1 TBOPIB, 3 1HIIIOTO — MPOSIBISETHCS
MIParHeHHSI 370J1aTH X BIUIUB. 3PLTHI TIEpiol XapaKTepU3yEThCS yCTaICH-
HSIM CBITOIVISIY, TeMaTW4HUX nepesar. I1i3Hill cTHIB XapaKTepH3yeTbCs
MIPOSICHEHHSIM 1 CIIPOIIEHHSM MY3WYHOI MOBH, 3BUIBHEHHS Bif Oamacry
TEXHIYHUX XUTPOIILIB.

H. CaBuibka Ha3uBae mi3HiN TEpiosl «30J0TUMHU CyTiHKaMu». Kom-
MIO3UTOPH Ha MI3HLOMY €Talll BiIJJAI0Th [IepeBary TOMY, 10 Bxke OyJI0 HUMH
3po0JICHO, BOHM HAMAraloThCsl MAKCUMaJIbHO BUKOPUCTATH CBOT 3HAHHS Ta
nmocain. [lepernmsanatoun BIacHi iHTEpecH, y OUTBIIIOCT] BUMAAKIB, BOHH a0-
CTParyroThCsl Bifl COLIlyMy Ta KOHLEHTPYIOTHCSI Ha BHYTPIIIHIX MEpEeKu-
BaHHsX, camoaHami3i. [1i3Hil cTHIIb — TIe 3aBepInaibHa eBOMIOIIHA CTa-
Iisi, IKa B MOTIHOJICHOMY Ta KOHIIEHTPOBAHOMY BHJIi BKIIIOYAE CTHUIBOBI
€JIEMEHTH PaHHBOTO Ta 3PLIOTO €TaliB TBOPYOIO CTAHOBIICHHS KOMIIO3H-
Topa. JlocBim BUIHO Kpi3h €KOHOMIIO 3aC00iB BUPA3HOCTI (MiHIMAITi3aIlis
Ta MPOCTOTA), KPUCTATIUHICTD Ta iHAWBIAYaIbHY CTHIICTUKY. MOXIMBUM
€ TIOBEPHEHHS N0 OLIbINe TPAAWIIIMHKX HOPM MHCICHHS, Y TOMY YHCII
i penakiii BnacHux paHHix omyciB. Omxe, H. CaBullbka BUSIBUIIA CIICIIH-
(hiky T3HBOTO TIEPiOLy TBOPYOCTI, IO MiCTUTh: KBIHTECEHIIII0 CTHIILOBHX
€JIEMEHTIB PaHHBOTO Ta 3PLIOTO MEPIoy TBOPYOCTI; MPOSCHEHHS Ta Ha-
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BITH CIIPOITICHHS My3WYHOI MOBH; TIOIIYK HOBUX (hOPM, TapMOHiH, PakTy-
pH; CTHIIICTHYHUE ackeTn3M. Ha 1iii mijcTaBi TOCIITHULSI BUPI3HSIE TUITH
I3HBOTO CTHITIO:
® npPoZHOCMUYHUIL — B TIOITYKaX HOBOTO KOMIIO3UTOP 3/iHCHIOE BEIH-
4e3HUH «cTprOOK» B MailOyTHE, BiIKPUBAIOYN HOBI IUISXH PO3BUTKY
MUCTEITBA;
® KOHCOMIOyHYUIl — KapJUHAILHOTO OHOBJICHHS HE BiJ0OyBa€ThCsl, Ha-

MPOTH, aBTOP JOTPUMYETHCS «YCTAJIEHOTO» CIIOCO0Y MHUCIEHHS.

Te, mo paniiie Majao xapakTep MOIIYKY, HA0yBae CHUJIHM 3PiJIOro JI0-

CBiZly KOMIIO3UTOPA;

® pedyKoeaHuil — NePiojl, KOTpUi He BinOyBcs [3].

Hnst mizaporo ctuimio b. BpitreHa xapakTepHi eKcrpecHBHE OpKe-
CTpPOBE MUCHMO, OOpa3Ha KOHKPETHICTh, TOHKAa MOTHBHA POOOTA, YITKICThH
(hopMm, eKCIIepUMEHTH B 00J1aCTi ONIEPHOTO TeaTpy, TparHeHHs 3HANTH MakK-
CHMANbHO THYUKY (JOPMY CydacHOTO CHEKTaKImo. HMOro momrykn npuBesH
JI0O CTBOPEHHSI OJTHOAKTHOI omnepu-nputyi. L[limicHi 3a ¢popmoro oxHOUaC-
TUHHI Komnio3ullii b. BpiTTeHa Big3HaueHi aCKeTU3MOM BHPa3HUX 3aCO0iB.
[MapTuTypu HammMcaHi CKYIUM, BiITOYEHUM IITPHXOM. KOMIIO3UTOP BHKO-
PHUCTOBY€E IHCTPYMEHTAJBHI CKIAH 3 ICKPABUMHU KOJOPUCTHUYHUMHU MOXK-
JUBOCTSMH, aJie peani3ye iX 3 HAUTOHIINM HOYYTTSIM MipH.

b. BpiTreny HanexaTh TpH CTPYHHHX KBapTeTH. HamucanHs nepimnx
JIBOX OyJI0 TIOB’s13aHe 3 ABICTIN ATAecsaToro pivauieto cmepti [ [lepcenna.
Tpetiit kBapTeT OyB HAMCAaHWK TPUALSITHMA POKaMu Ti3Hilie B Benerii
(1975), 1 Bueple BUKOHAHWN dYepe3 JiBa THXKHI MICIS CMEpPTi Camoro
b. bpitrena B 1976 pomi. Bin BBaxas I[leprmmii kBapTeT CBOIM Kpamum
TBOPOM, 1 MM Ma€EMO BiJIJIaTH HAJICKHE, PELCH3EHTH OLIHIIIU TBIp, K LIOCh
HOBe. KBaprer OyB mpucBsueHMi ONM3bKOMY IpyTy yuutens bpitrena
Openka bpimka — micic Enizaber Crper Kynimk. Kaprer OyB mBuako Ha-
nucanu, 3aBasiku Emnizabet. Y miit poOoTi MpoCTeKy€eThCs CUIBHUI BIUIUB
I. CTpaBiHCHKOTO HEOKITACHITMCTUYHOTO TIEPioy, Tak camMo sK 1 KoruteHna,
sIKi miATpUMyBasin bpiTTeHa B Toii vac.

Y Hpyromy kBapteti op. 36 C-dur (manmcanuii B 1945 pomi, komm
KOMITO3UTOpP BXKE MOBEPHYBCS 3 AMEPHKH) HaWOiNbII Bpaskae JIETKICTh
i cBiTHO, micns TempsiBu B oniepi «Ilitep ['paiimcy i nukiry micens «Conetn
xona Jlonnay. TBip 3aMOBIIEHUI Ta MPUCBAYCHHUI TTOKPOBHUTEIBII MHUC-
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terTB Mapii bepenn. Yrepre ksapret OyB 3amucanuii Ha Tuck B 1946 porti.
BpiTTen cam BuKoHAB maprito ajnbTa (e OyB HOro ymroOneHHi iHCTPYMEHT)
y ckiazi 3opsH-kBaprety. llepmra yacTnHa HammcaHa B COHATHIN GopMi.
Jpyra yactuna Oyna HanrcaHa K «HigYHa My3uKay. OJTHaK BOHA HE CXOXKa
Ha «HIYHY My3uKy» benu baprok: BoHU aye pi3Hi 3a CBOIM XapaKTEpOM.
Tperst wactmaa «YakoHay Bimcmimae mo TtBopuocTi 1. Ilepcemna i ckia-
JA€ThCs 3 TEMHU 1 IBaALSTH OJHIET Bapialii; po3aiieHa Ha YOTHPH CEeKUil
COJTbHUX KaJCHITIH IJIs BIOJIOHYEI, aJIbTa Ta MEPIIOl CKPUITKH.

JleCSTUINITTS. MUHYIH 3 4Yacy HalMCaHHS TMEPIINX IBOX KBapTETiB,
cTBOpeHuX Ha rmoyarky 1940-x pokis. b. bpiTTeH BBaxkaBcs, B repiry yep-
I'y, XOPOBUM Ta ONEPHUM KOMIIO3UTOPOM. 3BHYANHO, BiH THCaB IHCTPY-
MEHTaJIbHI TBOPH, BTIM Hal4YacTillle — Ha 3aMOBJICHHsSI BUKOHABIIiB (Ha-
MIPUKJIIA, 11’ ATh TBOPIB IS BioJoHYelNi HanmrcaHi B 1960-x pokax Ha mpo-
xanHsi M. PoctponoBuua). Otxke, Tpetili cTpyHHHI KBapTeT HamMCaHUR
Ha npoxaHHs «Amadeus Quartety, 3 yuacHukamu sikoro b. Bpitren mo-
3HaOMMBCS Ha (decTuBaii B AjbaeOyp3i. «A uys, sk “Amadeus Quartet”
3iepanu yeii keapmem enepute. 1 s 32a0y10, sIK MeHe WOKY8AI0 me, Wo ye
0y8 my3uunuti ouckypc 6io bpimmena, axozo s pauniwe neuys. A ne xo-
mie Hiuo2o Oinbute, miibku O nowymu toeo 31osy. [...] Ha nputiomi nicis
Konyepmy ckpunay 3uemyno Hiccen posnosie meni, ujo im nompioen 0ys
PIK 07151 M020 wob eusuumu yeti mamepiai, ma wo 60Hu 002080PULU U020
3 bpimmenom 3a mudicOenv 00 1020 cmepmi», — 3rajly€ aMepUKaHCKUH
komrio3utop Anan CBoHCOH [4].

[lepmi yotupm wactuHH TpeTboro KeapTeTy OyiaM CTBOpPEHI
b. Bpirrenom B #ioro OymmaKy B Onmbopo, m'saTy X bpiTreH 3akiHImB
y Beneuii. Kommo3uTop npucBsSTHB TBip CBOEMY APYTOBi, My3UKO3HABIIIO
I'. Kemutepy. CTpyKTYypHO TBip CKIQHA€THCS 3 II'SITH BITHOCHO KOPOTKHUX
YacTUH, 110 YTBOPIOIOTH CBOTO POJY CUMETpPHYHY AyTy. B sikocTi pobo-
4YOro OIMUCY OCTaHHBOTO KBapTeTy b. BpiTTeH crodaTKky BUKOPUCTOBYBaB
TepMiH «divertimento». KokHa 3 YaCTHH LMKy Ma€ CBii IiJ3arojOBOK:
1. dyert. 3 nomipuum pyxom. 2. Octunaro. /ysce weuoxo. 3. Cono. [yoce
cnoxkiiino. 4. bypneck. Illeuoxo 3 eoenem. 5. PeuntaruB Ta I[lacakamis
(La Serenissima). [oginvho.

Bci wacTuHM HammcaHi B MpOCTiid TpUYACTHHHIN penpu3Hii (opmi
(ABA). IToBinbHi Jipu4Hi YaCTHHH YTBOPIOIOTH CBOEPIHI apKH B CEpe-
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JIWHI KOMIIO3HITNl. AHTIiHChKMA My3uKo3HaBels [1. EBaHc 3a3HaumB, 1m1o
IO CTPYKTypy MOkHa mopiBaaATH 3 YerBeprum Ta [I’siTum cTpyHHUM
kBapreroM b. baproka [5].

Tema «/lyety» Harajaye «oJBiliHy CITipaliby: JIBa TOJOCH TICHO CILTi-
TaOThCS, OyIy4r TOYHOIO KOIi€r0 ofuH ofHoro. [li3Hime ifes ayeTy crae
OinpIlle 3MarajibHOIO, TPIOJNBHI PUTMH 3MIHIOIOTH JBOJOIBHI. CEpeaHiil
PO3Iin B penpusi, MoBepTaeThes i1est BeTyny. Pernpusa siisie co0010 TOuHyY
KOITiF0 eKCTIO3HIlii, 32 BUHATKOM He3HadHOI 3MiHU (pakTypu. «Jlyer» 3a-
KIHIYETHCSI aKOPJIOM, SIKMH KiJIbKa Pa3iB 3’ SBISETHCS B TIEPIIOMY PO3ILII.

VY npyriii yactusi nukiay «OCTHHATOY i€ HENPEPUBHOIO PYXy MpH-
fimae nemno Hap s3muBy Gopmy. OCHOBHA TeMa BUKJIAJIEHA YBEPTAMHU, 110
Ha/a€ PIBHOMIPHICTh Ta HAMOJETIUBICTh My3UUHOMY o0Opasy. Jlipuunnii
00pa3 cepeqHbOTO PO3aily BTPYUA€ThCS B HACTYNAIBHUM PyX YETBEPTEH.
VY penpusi 1Bi TeMU MOEAHYIOTHCS B TOJI(POHIYHUI KOHTPAyHKT: 30epira-
€THCSI 1 OCTUHATHUAN PyX YBEPTAMH Yy BiOJIIOHUENI, Ta JIPUIHA TEMA y BEpPX-
HIX royocax.

Tema «Comnoy (Il 4.) mpoBoaUTHCS B MapTii NEpILO] CKPUIIKH, B TyXKe
BHCOKOMY PETiCTpi: BUHUKAE BiMUYTTS TOPHOTO PO3PIIKEHOTO MOBITPA.
CaMOTHSI CKPHIIKOBA JIiHisl PyXa€ThCsl LIMPOKUMH 1HTEpBalIaMU B CyINpPO-
BO/I1 JIUIIIE OTHOTO TEMOPY: CIIOYATKy CKPHUIIKY CYIPOBOIKY€E BiOJIOHYEINb,
HOTIM aJbT, 1 TUIBKK TOTIM BCTyMae Jpyra ckpunka. Llei npuiiom Hamae
BITUYTTS CXO/DKEHHS. B cepeHbOMYy po3aiii dakTypa 3MIHIOETBCS PariTo-
BUM CIIAJIAXOM JKOPCTKAX MaKOPHHUX TPHU3BYKIB. Y penpu3i Bce 3aTuxae,
MOBEPTAEThCSI OCHOBHA TeMa «Coio» — crokiiiHa, 6e3TypOoTHa, Ha Tl
(h1a)KOJIETHOTO aKOPIy B MAPTii IHITUX YIACHHUKIB aHCaMOITIO.

B uerBepriit yacTuHi — «bypreck» — npencTaBIeHU CBIT Mapomiii-
HUX po3Bar, Oa3HIOBaHHSA, capka3My. OCHOBHUH PO3AiJ CHOBHEHUN PHUT-
MIYHHX «KapTiB», aJie 3arajibHa aTMocdepa CTBOPIOE BpaKeHHsI rpy0oi Ta
Maibxe Bopoxoi. Ha 1ii mporo cepenuiit po3aia BUAAETHCS HENPUPOTHHO
JenmikaTHUM. BiH 3MIHIOETBCA penpu3010, 1€ KBApTET I'pa€ B YHICOH, IO
CTBOPIOE e(eKT OJa3HIOBAHHS: «CapKacTHYHA eH(opis» TpUBaAE ax 110 ca-
MOTO KIiHII.

[T’sita yacTMHA Ha3BaHa ypouUCTUM iM’siM BeHemiaHcbkoi pecmyoii-
ku «La Serenissimay» (3 iTanmilichkoi — HaWCBITIIIIA); OTXKE, B Mporpami
3aKJIaJICHO BiJICHJIaHHS JI0 MicTa, Jie Oylo CTBOPEHO OCTaHHIH IHCTPY-
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MEHTaIbHUN omyc. Hacmpapmi, 3B’ 130K ¢iHATy 3 IMCHUTHM ITaTiHCHKUM
MicToM € noaBiiHUM. [lo-miepie, BcTyn (BiIbHE COJO KOXKHOTO 3 IHCTPY-
MEHTIB) aIeJIoe 10 OCTaHHBOI onepHu KoMito3uropa «Cmepts y Benernii».
[To-npyre, ninis 6acy Temu macakajii Moria OyTd o0y 0BaHa Ha IHTOHA-
LiAX A3BOHY, SIKi KOMIIO3UTOP 4yB 3i CBOTO rorento. J{o pedi, y nacakaib-
HOMY 00pa3i MiCTUTBCS TIMTHOTUYHUN €(EeKT: MOBIIbHA, KPOKYIO4a MeJo-
Jisl BUKJIMKAE y CIyXadiB cTaH MTUOOKOI mevaii. Y ToH ke yac 3aBIsSKU
TOHaJIBHOCTI E-dur o0pa3 «3aTOHYJIOTO CBITY» HaOyBa€ TEIUIOTO CsiiBa.
3 JMHaMIYHUM 3pOCTaHHIM TeMa MEPEXOAUTHh JO KOKHOTO 3 YOTUPHOX
IHCTPYMEHTIB, CiTalo4d KyiabMiHamii. B mapTii mepmioi cKpuIku 3By4nTh
Jpyra Tema, o CTPIMKO PO3BUBAETHCS 1 MEPEAAETHCS CEPEAHIM TOJI0CaM.
VY penpwusi nepiia TemMa 3ByYHTh 3HOBY, ajleé BUHMKAE BiTUyTTs, IO B Hel
HEMa€ CHJIM: B TAPTIAX 1HCTPYMEHTIB «3aBHUCAIOTH» OKPEMi 3BYKH, YTBO-
protoun akopn 6e3 po3B’si3anHs (sikuii b. BpiTTeH Ha3BaB «IIUTaHHAMY).

BucnoBku. Sxmo posmismati Tperiid cTpyHHUE KBapTeT 3 TOY-
KU 30py ()EHOMEHY OCTAaHHBOTO OIYCY TBOPUOCTI KOMITO3HTOpA, MOXK-
Ha CTBEPPKYBAaTH, IO LEH TBip, AIMCHO, aKyMyJIO€ PHCH HOro IMi3HBOTO
CTHITIO: aCKETH3M BHPA3HUX 3ac00iB, OMOPY Ha JIAAW HAPOJHOI MY3HKH,
CTpOTicTb OpKecTpoBoro muchMa. s mucnenns b. bpirrena mizHboro
CTHJIOBOTO TIEpiOAy MpHUTaMaHHI MAPUTETHICTH BOKAJIBHOTO Ta 1HCTPY-
MEHTAJILHOTO THITIB iIHTOHYBaHHSI; HAI[IJICHICTh HA BUKOHABIIIB, X «3aMOB-
JeHHs». Pa3oM 3 TuM, BKaxeMo Ha ednicmb cmuo b. bpittena nporsrom
yciei TBopUOCTi. [HAMBIAyaTbHI KOMIIO3UTOPCHKUN CTHIIb IOCTIHHO BijI-
TOUYETHCS, 3ATUIIAI0YNCH [TPU IbOMY MOHOJITHUM (HEMA€ Pi3KUX CTHIIBO-
BUIX 3pYIIEHB Ta IMepenaiB), MOKHA BII3HAUYNTH CTIAIKOEMHICTE TPATUITIH
HaIlOHAJIFHOT KOMIO3UTOpChKOl mKkonn AHriii. Otxke, Tperiit cTrpyHHHI
kBapreT b. bpiTTeHa MOXHA BBayKaTu MiJACYMKOM TBOPYOI'O LIISXY MHUTLS.
I B upoMy Tonsrae crenudika GeHoMeHa 0CTaHHBOTO TBOPY, Moro cTu-
JCTHKA aKyMYJIIO€ Taki pucH mi3Hboro b. bpiTTeHa, sk ackeTus3Mm i cTpo-
ricTh OPKECTPOBOTO MHChMa, OTIopa Ha JIaau HapoaHOT My3uKku. CTOCOBHO
knacudikaiii m3HbOTro CTUIIIO, BBAXKAEMO, 10 TpeTiil CTpyHHUN KBapTeT
b. bpiTTena moxxHa BiTHECTH 10 KOHCOJITyFOUOTO THITY.

I[epcnekTnBa mnoOAANBLUIOI PO3POOKHM TeMH. Xo4ya TBOPYICTb
b. BpiTrena ocuth MIMPOKO NpEACTaBiIeHA K 00 €KT BITYU3HSIHOI Ta 3a-
PYODKHOT My3UKOJIOTiT, crienudika Mi3HOr0 CTHIII0 KOMIIO3UTOPA € «BiJ-
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KPUTUM» TUCKYCIHUM moieM. 30Kpema, SIBHIIE OCTAHHBOTO OMYCY SIK
O3HAaKa Mi3HHOTO CTHJII0 KOMIIO3UTOPA CKJIJa€ TIEPCIIEKTUBHUN HAITPSIMOK
(heHOMEHOIIOTIT TBOPYOCTI, K B 3aXiTHOEBPOTEHCHKIH, TaK 1 BITYN3HAHIN
KYJIBTYpi (0COOIUBO, SIKIIIO BOHU 3BEPTAUCH B CBOEMY OCTAaHHBOMY OITyCi
JI0 TeMOpY aipTa, ad0 IHIIMX IHCTPYMEHTIB CTPYHHO-CMUYKOBOI TPYIIH).
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MocTtatb IBaHa Masenu Ak KyNnLTYypHUA CUMBON:
icTopnko-BMKOHABCbLKMM Niaxina

AmHoraris

Maxkawk [I. IMocrars IBana Masenu sik KYJIbTYPHUI CHMBOJ: icTO-
puko-BuKoHaBchbKHil minxin. locmimkyerscst 00pa3 I. Masenmu B KOHTEKCTI
YUCICHHUX JDKEpPeN, TPUCBSUEHUX ITOCTaTi YKPaiHCBKOTO TeThMaHa B icTopii,
miTeparypi Ta mys3uni. [IpoBeneHuii anami3 J0BiB, MO YSABICHHS MPO BEIUKO-
TO yKpalHI B TBOPAaX MHCTELTBA CBOJIOIIOHYIOTh — BiJ] 3paJHHUKA JI0 TaTpioTa.
Sxmo B XVIII-XIX cr. neit o0pa3 yBupaszHioBaBcsi Ha OCHOBI Mi(iB, TO 3 movar-
Ky XX-ro i ToHUHI Habupae cwry icTopuaHUH miaxia. Ha rpyHTI BokasisHO-cIe-
HigHOTO 00pasy I. Masenu, ctBoperoro aBropom crarti Ha ciieHi XATOBy ime-
Hi M. JluceHka, 3apoNOHOBaHO iCTOPHKO-BUKOHABCHKHMI acrekT. BkaszaHo, mio
B IIiif TOCTaHOBI 00pa3 Mazenu He 0OMeXeHHI By3bKOHAIlIOHATHHIM Oa4eHHSM,
a HaOyBae 3HAYCHHSI KYJIBTYPHOTO CUMBOJIY B CUCTEMI 3araJIbHONIOICHKHX IIIHHOC-
Teil. HoBa kosekTHBHA IHTEpIIpeTalist 0COOMCTOCTI YKPaiHCHKOTO reThMaHa po3-
KpHBa€e Mepes IIsauaMi iCTOpU3M OadeHHs Horo mocTari. TBOpEeHHS CIiBakoM
BJIACHOTO ICTOPUKO-BUKOHABCHKOTO Te3aypycy (ZOCBimy iHTeprpeTalii BOKalb-
HO-CIICHITHOTO 00pa3a) B €THOCTI CBITOIVISHOI Ta MUCTEIIHKOT MO3HIIIN € YMOBOIO
TBOPYOTI0 YCHIXy cy4acHoro criektakito. Kiouosi ciioBa: onepa, docsio ocobuc-
micHoi inmepnpemayii, obpaz Maszenu, icmopuunuil nioxio.

Maxmok JI. Jinunocts UBana Ma3sensl Kak KyJIbTYPHBII CHMBOJI: HCTO-
PHKO-MCIOJHUTEIbCKUI nmoaxoa. VMccaenyercs obpa3 ViBana Masensl B KOH-
TEKCT€ MHOTOYMCICHHBIX HCTOYHHMKOB, MOCBSIIEHHBIX YKPAaMHCKOMY T€TMaHy
B MCTOPUYECKNX TPYAax, JIUTEpaType U My3bike. [IpoBeneHHbIN aHamM3 BBISIBHI,
YTO NpEACTABICHUA O BCJIMKOM YKpPAWHIE B IMTPOU3BEACHUAX UCKYCCTBA 3BOJIIOI -
OHHPYIOT — OT npenaresns 10 narpuora. Ecou B X VIII-XIX Bekax 06pa3 Mazermsr
BOIIJIOIIAJICS. HA OCHOBE MH(OB, TO C Hadana XX-ro U J0 HEIHE HAOUpaeT CHUITY
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ncTopudeckuii moaxon. Ha ocHoBe BOKaJbHO-CcLiEHHMUYECKOTO obOpa3a Masemsl,
co3aHHOro aBropoM ctarteu Ha crieHe XATOBy umenn H. JIbicenko, B cTarhbe
MPEATIOKEH UCTOPUKO-UCTIOTHUTENBCKUN OAXO0A B €ro nMoHMMaHuio. OTMedeHo,
YTO B 9TOM MOCTaHOBKE 00pa3 Ma3zernbl He OrpaHUYeH Y3KOHAIIMOHATBHBIM BU/IE-
HHUEM, a 00peTaeT 3By4aHue KyJIbTypHOTO CHMBOJIA B CHCTEME O0IIEYeTI0BEUCCKAX
neHHoctel. HoBast KomiekTuBHas MHTEpIpETalus IMYHOCTH YKPAUHCKOIO FeTMa-
Ha PacKPBIBAET 3PUTEIISIM HCTOPH3M B IOHUMaHUU €ro 00pa3a. Co3aHue MeBIOM
JUYHOCTHOTO HCTOPUKO-MCIIONHUTEIBCKOTO Te3aypyca (OTbITa MHTEPIIPETAIIHI
BOKaJIbHO-CIICHUYECKOTO 00pa3a) B CAMHCTBE MHUPOBO33PCHUYCCKOW H XyIOXKe-
CTBEHHOM MO3ULMI — YCJIOBHE TBOPUECKOIO yCII€Xa COBPEMEHHOIO CIIEKTaKJIS.
KuroueBble cjI0Ba: onepa, auuHblil Onvlm unmepnpemayuu, odopas Maszenuvl,
UCTNOPUKO-UCHOTHUMENbCKUL NOOXOO.

Makliuk D. Ivan Mazepa’s personality as a cultural symbol: historical-
performing aspects.

Abstract. The article explores the image of I. Mazepa in the context of
numerous sources devoted to the personality of the Ukrainian hetman in historical
science, literature and music. The analysis shows that the ideas of the great
Ukrainian in the works of art evolve: from a traitor to a patriot. If in the 18th — 19th
centuries artists created this image being inspired by myths, then from the early
20th century and up to the present time the historical approach has been dominant.
In this paper the author suggests performing aspect basing on the vocal and scenic
image of I. Mazepa created by him on the stage of Kharkiv National Opera and
Ballet Theater named after M. Lysenko. The interpretation of the extraordinary
personality of the Ukrainian hetman gives the audience an opportunity to look at
Mazepa from a historical perspective. It is noted that his image in this performance
is not limited to a national vision, but acquires a universal character.

I. Mazepa’s personality is of great interest to modern Ukrainians living both
in their historical homeland and far beyond its borders. At present, contradictory
assessments of Mazepa’s role in the chronicle of Ukrainian history require the
establishment of historical and artistic truth. P. Tchaikovsky’s opera Mazepa is
perceived as a fruitful material to search for a new interpretation of the image.
It was first performed on the stage of Kharkiv National Opera and Ballet Theater
named after N. V. Lysenko on July 2, 2017 to mark the 330th anniversary of
Ivan Mazepa’s election as hetman of Ukraine. This fact gives a chance to bring
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into focus a relevant performing interpretation of the image of this outstanding
figure in Ukrainian history.

Among the numerous historians and literary critics cited in the article, we find
a new interpretation of Mazepa’s image in contrast to music studies (N. Lupak’s
dissertation). The method of analysis is conditioned by the creative practice of the
KhNAOBTh and its own performance experience.

The purpose of the study is to substantiate the reinterpretation of Mazepa’s
vocal and scenic image in the production of the P. I. Tchaikovsky’s opera of the
same name on the stage of KhNAOBTh named after M. Lysenko (2017) basing on
the critical analysis of scientific historiography.

The attitude towards 1. Mazepa as a historical personality and a person has
always been ambiguous. He combined the incomparable: on the one hand, he was
a great military and political figure who fought for the creation of the Ukrainian
state, on the other hand — a treacherous traitor; at his initiative, 26 Orthodox
churches were created throughout Ukraine and, at the same time, he was an
apostate devotee who took part in the destruction of Ukrainian cities and villages;
a person capable of loving in the broadest sense of the word. He had everything
that attracted and aroused great interest of writers, composers, artists, directors not
only in our country but also far beyond its borders. And each author interpreted the
image of Mazepa in their own way.

In the 19" century, the image of the Ukrainian hetman fell into the area of
artistic interests of M. Staritsky. He, like Voltaire and Byron, used the Western
European legend of Mazepa in the novel “Mazepa s Youth”, which was appropriate
for its genre (historical-adventure). Naturally, the idea of “independent Ukraine”
did not fit into Russia’s interests.

In Tchaikovsky’s opera Mazepa (1883), based on A. Pushkin’s story (libretto
by V. P. Burenin) everything is quite complex. It is important to note that many
researchers of Tchaikovsky’s creativity believe that in Tchaikovsky’s Mazepa
historical facts are sidelined while lyrical love scenes dominate.

There were a number of questions when the image of Mazepa was ctreated
in the original Ukrainian version of the opera on the stage of Kharkiv National
Academic Opera and Ballet Theater named after N. Lysenko. The main one is how
to maintain faithfulness not only to historical but also to the life’s truth? The times
of the Hetmanate in Ukraine were silenced for about 300 years, and, in particular,
the true life of one of its most famous representatives was unknown. But in order
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to create an image, it is important to know the smallest shades of your character’s
psychotype. As the lyrical scenes of Mary and Mazepa are the central line in the
opera, it is necessary to understand what kind of relationship they really had.

Kharkiv stage directors of P. Tchaikovsky’s opera (director Armen Kaloyan
and conductor People’s Artist of Ukraine Garkusha) sought to convey this very
episode from the life of Mazepa, who openly loves his darling and suffers from
having to cruelly deal with her father and hurt her badly. In addition, there was
created their own version of the text (by Victor Marinchak, Svetlana Oleshko and
Mikhail Barbara) and changes were made to the musical dramaturgy of the opera.
The main idea of stage directors was to transform the content of the opera into
another field — to reveal the image of the hetman as a significant figure in the
history of Ukraine, which was much more important for Mazepa than the alliance
with Peter I.

The difficulty of creating a vocal and scenic image of Mazepa lies in its
multi-vector character, which should not interfere with artistic unity and integrity:
Mazepa-lover (in the tradition of Western European romanticism), Mazepa-
statesman (Ukrainian national tradition) and, at the same time, in the interpretation
of Kharkiv theatre Mazepa-traitor had to be neutralized (an enemy that is
characteristic of Russian imperial thinking). The motives of torments, sorrow and,
along with this, the rebellious nature of the protagonist become considerable in the
opera, rising to genuine symbolism.

Thus, in the vast number of works dedicated to I. Mazepa, his image is not
limited to the national framework, but acquires a universal significance.

Conclusions. Analysis has shown the evolution of ideas about the great
Ukrainian: from traitor to patriot and legendary hetman. If in the 18" century the
image of the Ukrainian hero was interpreted in many ways by its creators on the
basis of myths, then in the 20" — 21* centuries the historical approach prevails in
understanding performing interpretation of Mazepa. The creation of a complex,
extraordinary personality on the opera stage requires from the performer,
in addition to knowledge of Mazepa’s vocal part, a thorough study of various
axiological judgments.

The above given interpretations of I. Mazepa’s image reflect the irreconcilable
confrontation and “blood” belonging of one or another author to different systems
of values of the worldview. Such interpretations indicate that the image of
I. Mazepa is interpreted as a symbol, an archetype of the national opera tradition.
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Undertaking further study of the theme can involve performing analysis
of Mazepa’s image on the stages of Kyiv and Odessa opera theaters with a view
of understanding the performing principles when teaching young vocalists in the
class of solo singing. Key words: opera, personal experience of interpretation,
Mazepa's image, historical approach.

IMocTranoBka mpo6Jemu. [Tocrats [Bana Ma3zenu BUKIIUKA€E BETUKHIMA
iHTepeC y CydacHHMX YKpaiHLiB, sIKi TPOXHMBAIOTh Ha CBOIM iCTOpUUHIN
0aThKIBIMHI, a TAaKOX Jalieko 3a ii Mexkamu. Ha choromHi cynepednmnsi
OLIIHKHK poJii Ma3enu B yKpaiHCBKiil icTopii BUMaratoTh BCTAHOBIICHHS ic-
topuuHoi ictmaA. Onepa I1. YaiikoBchkoro «Maszemay cripuitMaeThes sk
OnmaromaTHUi Marepias U MONIYKIB IIi€i ICTHHU Ha TPYHTI HOBUX MHC-
TEIBKHUX BIIKPUTTIB Ta BAKOHABCHKUX iHTEpIIpeTaniii o0pasy. ['onoBHe 3a-
BIAHHS OyIb-SIKOTO BUKOHABIISI — JOHECTH CIyXadaM aBTOPCHKY 17€r0-00-
pas, «IponyiieHy» uepe3 cBoe OaueHHs. [ 1boro HeoOXiIHO YCBIJOMU-
TH TO3ULI] XyA0KHBOI'O MUCJIEHHS Ta CBITOIIISIAY aBTOpa TBOPY, OCSATHYTH
CIOXKET 1 CITIBBIZTHECTH HOTO 3 KOHKPETHUMH ICTOPUYHUMH TIO/IISIMU 1 YCiM
KOHTEKCTOM, III0 CTOCYETHCS 3asIBICHOT TEMaTHKH.

VY 3B’s3ky 3 THM, 1m0 2 sunHA 2017 poky Ha creHi XapKiBChKOTO
HaIlOHAJILHOTO Tearpy omepu Ta Oamety imeni M. Jlucenka BinOymacs
pem’epa omnepu «Mazenay, npuypodera 10 330-piads oOpanas Mazenn
reTbMaHOM YKpaiHU, € MOXKJIUBICTh BUSIBUTH AKIMYAIbHICIb MeMU TIOTPaK-
TyBaHHsI 00pa3y BUAATHOI IOCTATi yKpaiHChKOI icTOPii Ta 3ampomnoHyBaTu
1CTOPUKO-BUKOHABCHKUH MMIIX1 10 OCMUCICHHS 00pasy leana Maszenu ax
KYIbMYPHO20 CUMBOILY HAYIOHANLHOL icmopii ma my3uunoi meopuocmi'.

AmHaji3 octaHHix myOaikaniii 3a Temoro. Baroma gactka HOBHX I10-
CIIIJKEHb JKUTTS U TiSUTbHOCTI yKpaiHChKoro rerbmana I. Masenu npoBo-
JIAITacs 3 ICTOPUKO-JTITepaTypo3HaBuMX Mo3uii (Ananosud, 1993; 'eHuk,
2001; Hormos, 1994; XKypasnsos, 2007; Isanuenko, 1993; KoBaneschka,
2008; Kocromapos, 1992; Kpynuuupkuii, 2001; Manauntok, 1991; Munux,
2007; IlaBnmenko, 1998; IlaBmenko, 2003; Ilorpedenuk, 1993; Cwmomii,
1994; Coxomnos, 2019; Cymuncekuit, 1998; Sxosnesa, 2003). Illogo my-
3WKO3HABUMX JDKEpell, TIOB’sA3aHnX 3 oOpazoMm I[Bana Mazenu B my3wiii,

1 ABTOp JOCITIIKEHHS € BUKOHABIIEM poJii Masern y 1iii BUCTaBi.
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TO X KUTBKICTh HEBEJIMKA. 30KpeMa, TAaKUM TOCIIDKECHHSIM € THUCepTarlis
H. M. Jlynak (2007).

Merta pociifikeHHs] — OOIPYHTYBAaTH IIE€PEOCMUCIICHHS BOKAJIb-
HO-CIIEHIYHOTrO 00pa3y Masenu B IOCTAHOBIII OJHOWMEHHOI OIepu
I1. 1. YaiikoBcrkoro Ha cueni XHATOBy imeni M. Jlucenka (2017) Ha
OCHOBI KPUTHYHOTO aHaNli3y HayKoBOi icTopiorpadii Ta BIaCHHX MIpKy-
BaHb aBTOpa-iHTEpIpeTaTopa.

Buxkiaa ocHoBHOro MarepiaJjy. MuHys0 HeMaso yacy Bif HalMCaH-
Hs onepu 1. YaiikoBchkoro «Masermay, i, 3BU4aiiHO, 00pa3 TOJIOBHOTO Te-
pOsi Hallli CYYaCHUKH CIIPUUMAIOTh 1HAKIIIe, Hi’K HOTO CipuiiMali 3a JaciB
O. C. [lymkina a6o II. I. YaiikoBcrkoro. [1poTe akTyansHumu i 10 HUHI 3a-
JIMIIAIOTHCS CJIOBA BEJTUKOTO MOETA : «... bez munou eonvnocmu u crasvl /
Crnousiiu 0oneo mwel enaeswvl / 1100 noxposumenbcmeom Bapwaswi, / 1100
camosnacmuem Mockewi. / Ho Hezasucumoti depacasou / Yipaiine ovimo
yorce nopa...» («Ilonrasay).

O6pa3 1. Mazenu no0Ope K0CIiPKEHHI B ICTOPUKO-JIITEpaTypO3HABIO-
My acIleKTi Ta 3HaYHO MEHILIE — y BUKOHaBchkoMy. [lounemo 3 orsiny ic-
TOPUYHUX YSIBIIEHB MO CTaBiIeHHs 10 [. Mazenu sk A0 icTOpU9IHOI 0cO0H,
sIKe 3aBKIU OyJO HEOIHO3HAYHUM. 3 OJHOTO OOKY, BENHMKHUH BiHCHKOBHI
1 TIOJMITUYIHUHA iS4, KA OOpOBCS 3a CTBOPEHHS YKPaiHCBHKOI JeprKaBH,
a 3 1HIIOro, — MiACTYITHUH 3paJHUK; 32 HOTo iHINIaTHMBOIO Ha TEPHUTOPIil
VYkpainu Oyno cTBOpeHO 26 MpaBOCIaBHUX XPaMiB 1 B TOH e Yac, — Ipo-
KJSITUH BIJICTYIHHK, SIKUM OpaB y4acTh y pyHHYBaHHI YKpaiHCHKHX MICT
i clm; JmonWHA, 3[aTHA JIOOUTH B HAWIIMPIIOMY 3HAYCHHI I[HOTO CIIOBA,
1 YOJIOBIK, SIKMI HE BCTOSB TEpeN CITIOKYCOI0 B 65-pidHOMY BiIli 3BaOUTH
CBOIO XPEIICHHUIIIO, XKUTH 3 HEIO 0€3 BiHUAHHSI.

V iioro 0co0i CKOHLIEHTPYBAJIOCs BCE Te, 110 NPUBaOII0BaIo0 i BUKIIH-
KaJIO0 BEIWYE3HHH IHTEpeC MUCbMEHHHKIB, KOMIIO3UTOPIB, XYyIOKHHKIB,
peXucepiB He JaWIle B HaIi KpaiHi, aje i maneko 3a i mexamu. | xo-
JKeH aBTOp TpakTyBaB oOpa3 I. Masenu mo-cBoemy. Hampukinaz, y TBOp-
YOCTI aHMIIKHCBKOTO MoeTa-pomMaHTuKa jopaa Jx. balipona it Benmkoro
(bpaHIy3pKOr0 IIMCHMEHHKKA, JpaMarypra, roera B. [toro? ykpaiHcbKuii
repoii OiIbIlie MPUBAOIIOBAB K MOJIOJUN KPAaCeHb — MaX MOJIbCHKOTO KO-

2 Ioema «Mazeppay (1818) baitpona it onHoitmenHa nmoema B. I'foro (1828).
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pons Sla Kasummupa. Bes €Bporna 3axorumroBaiacs . Maszemnoro sk MOITHHU-
KOM, TIOETOM 1 TaHI[FOPUCTOM, TIOJIIIOTOM: 3a TBepKeHHsIM T. SIkoBieBOi
(SIxoBneBa, 2003), BiH BUTbHO BOJOZIB POCIMCHKOIO, MOJIBCHKOIO, TaTap-
CBKOI0, JITATUHOIO. 3HAB TAKOXK 1TATIHCHKY, HIMEUBKY 1 ()paHIy3bKy MOBH,
MaB JIBi BHIII YKPATHCHKI ¥ TPU BUIILII 3aXiJIHI OCBITH, 110 I03BOJISIIO HOMY
OyTH IIJITXCTHUM.

st gistaiB muctenTsa IBan Mazena OyB TroqHHOIO-TIETeH010. Y (yH-
maMeHTanpHIH mpari M. KocromapoBa 3a3HAYa€eThCS: «... 00apeHHblll
KpPACUBOL HAPYHCHOCMbIO OH YMel HPASUMbCA HCeHWUHAM, 3d6el mati-
HYI0 C643b ¢ OOHOU 20CNONCOU, HO MYAHC NOCAOHel, NOOMEMUS 3mo, npu-
Kasan cxeamums Maseny, npusazams K j10uWaOuHOMY X80Cmy U NYCMUmMbs
8 noje; dmMa 10waob, euje He 0OYUEeHHAs U NPUBCOEHHAs K 20CIOOUHY U3
Yxpaunwl, ouymuswuce Ha 8oje, noweciacs ¢ NPUBA3AHHLIM K X80CH) Ue-
noeexom 6 ykpaurckue cmenuy (Koctomapos, 1992: 13). [ToniOHi MoTHBH
3HAWIIUIA CBOE SICKpaBE BTUICHHS B POMaHTUYHOMY MHCTEUTBI. Y JKHUBO-
nuci icHye OM3bKO 42 KapTUH Ha «Ma3eliHCHKHN CIOKET» (HampuKiIa,
«Myxu Mazenu» JI. bynanxe, «Maszena» E. lenakpya, «Cmepts Mazenn»
K.-JI. XKepixo).

OnHOro i3 TpPBOX «IOJNBCHKUX OapiiB» €HOXH POMaHTH3MY
1O. CnoBaipkoro Takox BaOuiIa J0J1s1 MOJIOJOrO reThbMaHa. AJlie, Ha BlJ-
miny Big Jlx. Baiipona i B. ['toro, BiH momae o0pa3 Maszenu y mekcripis-
CHKOMY KITIOYi, SIK TIPEJICTaBHUKA KO3aNTBA: « CUH KO3aybKull, 5 6Mit0
bumuce! — Tak cebe XapakTepu3ye KOPOJIBCbKUH MaxK, — [ 3axuuamu
mux, xmo crabwuil 3a meneyd. Y 1971 poui pexucep B. Boposunk
ekpanizyBaB m’ecy 0. CnoBampkoro «Masena» (piapM oTpuMaB Ha3BY
«bmanm).

VYropcekoro kommosutopa depenma Jlicra Masema 3arikaBuB K
JIIO[IMHA, SIKa HABKUIIACS TPOTHCTOSTH pociiickkomy mapesit. Ha cTBo-
pPEeHHS IIeAEBpiB 3 Ii€i TEMAaTUKW My3WKaHTa HAJMXHYIa Cepis KapTUH
(hpanmy3skoro xynoxanka Opaca bepre, Ha AKX 300paeHO MUK mIepe-
roun Maszemnu, mpuB’s3aHOTO 10 KPyIy KOHS 1, 3BHUaiiHO, moe3ist B. [foro.

3 Cnopaukuit FO. «Masenay, Tparezis B 5 aKTax.
4 Cumdoniuna noema 3a ['toro No. 6 (1851) ta ioro doprenianHUI €TION 3 TUKITY
«ETromu Bumoi maiictepHocTi» («TpaHCIEHICHTHI»).
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M. €cproBa cTBepIKyE, 1o 1 D. JlicT, i B. ['Toro po3BuBamm y cBoix TBOpax
POMaHTHYHY TeMYy HaJOCOOMCTOCTI XyHO)KHHKA SIK MPOSIB TeHiaIbHOCTI.
B ix 6adyeHHi ykpaiHChKHi TeTbMaH i OyB TaKOIO «... Hadocobucmicmio,
eepoem no3za yacom i npocmopom» (€cbkosa, 2014: 11). IIpore mepro-
BiIKpHBaueM YKPaiHCHKOTO BEJIBLMOXKHOIO IaHa cTaB BombTep: came BiH
BiJT0Opa3MB JIereHAapHi emi30u KUTTA yKpaiHChKOTO TeThMaHa B «lctopii
Kapma XII» (1731). 3aBasku npomy Masena cTaB KyJabTOBOKO (iryporo
poMaHTHYHOI Tpanuiii, i ocBiueHa €Bpoma XVIII ct. Bigkpra mis cebde
VYkpainy.

VY XIX cromiTti 00pa3 yKpaiHCHKOTO T€ThMaHa MOTPAITUB Y KOJIO Xy-
noxHixX iHTepeciB M. Crapunbkoro. Bin tak camo, sik Bonbrep 1 baiipos,
BUKOPUCTaB JiereHay npo Mazemy B pomani «Mojonicte Maszenmy,
32 3aKOHAMHU ICTOPHKO-TIPUTOTHUIILKOMY >kaHpy. Y 1898 porti B mucTi
no J1. SIBopHuibKoro BiH 3a3HauaB: «S Temepb mumly OOJIBIION pomaH
o Maserne, TOJBKO 3Ta TeMa ONAcHA JUIs LEH3YPHl, a B LICH3yPHOM BKycCe
s "e Harmuunry» (URL: http://incognita.day.kyiv.ua/ivan-mazepa-versiya-
mixajla-stariczkogo.html). [linkom mpupomHBO, 1O ifes «camocTiiHOL
Ykpainu» 30BCiM He BXOoIuiIa B KoJio iHTepeciB Pocii.

VY 30-i poku HOBoro XX cT. BuAaTHUH ykpaincekuil moet B. Cociopa
MoJIapyBaB YHWTa4aM ONHOWMEHHY IOeMy, HaJ SKOI0 TpamoBaB 30 pokiB
i B sIKiit momaB «ceo2o Maszeny, wo eénaeé oghipoio Mockeu»’. XapakrepHo,
mo oOpa3 Masenu aBTOp EKCTPAIoJIOe Ha CydacHy HOMY yac TOTaliTa-
pU3MYy, HaMararo4nch y MUHYJIOMY 3HAWTH akTyalbHI Bianosini. Masemna
B. Cocropu — Tpariynuii mepcoHax, SKWUU Ji€ 3a 3aKOHaMH KOHQIIIK-
THO-TIcEXojorigHoi mpamu (Masena — Iletpo I ra Mazena — Kapi XI1I).

VYkpaincbkuil nuceMeHHUK borgan Jlenkuit Ha nmouarky XX CT. CTBO-
PHUB CBOIO Bepcito po3yMiHHs oOpasy I. Ma3zenu, mo BitOMTO B TEHTAIIO-
rii, 1o skoi yeiiuwm: «Mazena», «He BOuBait»y, «Motps», «barypuny,
«TonraBay. Sk 3a3nadae @. [lorpebenuk, b. Jlenkuii po3kpus nporu-
piyus y BUMHKax TeThMaHa: 3 OJHOTO OOKY, TOH 3MyIIeHUH OyB ACSIKUil
yac poromxatu Ilerposi I, 3 iHIIOro — y HalKOpOTIII TEPMiHM MParHyB
pO3ipBaTH CO03 3 POCIKCHKUM IIapeM, SIKUH MPUTHOOIIOBAB yKPATHCHKHIA
Hapon i oomexyBaB ioro ceoboay (ITorpedenuk, 1993). «Ha Bigminy Bij

5 Kypran «Kuisy». 1990. Ne 8. C. 67.
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oQiiHHNX MOHAPXIYHUX icTOpuKiB, b. Jlemkuii 30arHyB JIOTIKy JOCHTH
cKiagHol moBeninku 1. Masenu, KoTpuil 3MyIIeHUH OyB, 3 OXHOTO OOKY,
110 IeBHOTO roanHi 3ano0prosatu Ilerpa Ilepioro, ciyxHsHO BUKOHYBaTu
HOro BOJIIO, MOCHJIATH KO3allbKi BiiChbKa 1032 Mexi Ykpainu, B Pociro Ha
TsOKKI popTHdikaiiitHi poOOTH, a 3 1HIIIOTO — ITYKATH [UISXIB, K pO3ipBa-
TH BIMICBKOBHII COIO3 3 1IapaToM, IO BCE OUBINE YTUCKYBAaB YKPAaiHCHKHUN
Hapon, ooMexxyBaB Koro cBoboa» (I[Torpedenux, 1993: 44-45). Baxnuso,
L0 YKPAiHCbKUH NMUCHbMEHHUK HE AOTPUMYETHCS POMAHTHYHMX KAaHOHIB
300pakyBaTh J1000BHI Komizii . Mazenu it Motpi Kouy0eiBHu; ronoBanit
aKIEHT BiH POOUTH Ha 0CcO0i TreThbMaHa SK JIEP’KaBHOTO Jisua, BiaHOTO
171e1 CTBOpEHHS CyBepeHHOI YKpaiHH.

IIpore B XX cromiTri OinbWICTh YKpaiHLIB cHOpUiAManu 0coly
I. Masemnu, BUXOASYHM BCE XK 13 MyMIKIHCHKOI Bepcii. Bimommm daktom
€ Te, o Ha HancaHHs «I[lontasmy» (1828) O. [lymkina HagUXHYIa TOEMa
K. PuneeBa «Botinaposckuii» (A. BoitHapoBChKHiT — CUH cecTpu Maszemn),
y SIKi YKpaTHCBKHI reThbMaH MocTae OopieM 3a ¢cBOOOaY OAThbKiBIIUHHU.
Binbme Toro, nns K. PuneeBa Masemna OyB piBHO3HauHUM camomy lletpy [:
«Cnoxoen s 6 oywe ceoeti; / U Ilemp, u s — mot 06a npasvl: / Kax ow,
u s orcugy 0nsi caaswl, / [ nonwvsel Poourwvl moetl.

Bapto 3ayBaxkutw, mo O. [1ymikiH, He TOTpUMYIOYHCh TOYHUX Oiorpa-
¢biuHuX (axTiB KHUTTS TeThbMaHa, MoJa€e B CBOiK moemi o0pa3 Mazenu sik
3nounHLs. 75t HBOTO BiH € «mowynbiil epae llempay, «kosapHas Oyuiay.
ABtop «[lonraBu» po3kpuBac i JrOOOBHY TEMy, ajie iHIIOTO JKUTTEBOTO
nepiogy Masenu: mpucTpacTs NPHHIIIIA 10 HEOTO HE B MOJIOJIOMY, a B T0-
xunomy Biri. ¥ O. [lymkina Masema — Tpariaamii oopas, i, y TOH ke Jac —
POMaHTHUYHUI TEPOii, KUl HE MOXe OyTH MO3UTHBHUM a00 HETaTUBHHM.
Kpim Toro, Benmkuii moeT 3 po3yMiHHSAM CTaBUTHCS A0 MparHeHHs Masenn
JIOMOT'THCS] HE3aJIe)KHOCTI YKpaiHH.

V omnepi I1. HaiikoBcbkoro «Maszena» (1883) 3a croxerom O. [ymkina
(mbpeto B. Bypenina) He Bce Tak oqHO3HAUYHO. BokanpHa mapTis Mazenn
HamMcaHa B JIipuyHOMY Kitrodi. Hanpukmaz, apioso B 1-if nii «Menosenno
cepoye Moi000e» Ta BCTaBHE apio3o 3 Apyroi kapTtuHu 2-1 mii «O Mapus!
Ha cxnone nem moux» He MICTSITh 1 HATAKY Ha aBaHTIOPUCTA, SIKMH 3HU-
LIye BCe Ha HIISAXY [0 MOCTaBieHol MeTH. B Toil e uac, y cueni crparu
Oarbka Mapii, Masemna rocrae ik HeraTUBHHI repoit. bararo qociiaHUKIB
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BBa)KAIOTh, M0 B «Masemi» [1. YaliKoBCHKOTO iCTOPUYHI (haKTH BIAXOIATH
Ha Jpyruil 1iaH i JoMiHyIoTh Jt000BHI cuenu (IIporomonos, Tymanina
1957).

CrBopenHs1 00pa3y Masenu B OpuTiHaNBHIN yKpaiHCBKil Bepcii ore-
pH Ha creHi XapKiBChKOT0 HalliOHAIBHOTO aKaJeMIYHOTO TeaTpy OllepH Ta
Oanety imeHi Mukonu JlnceHka CpUYMHIIO HU3KY 3alHUTaHb. [ 0l0BHE
3 HUX: SIK 30€perTu BipHICTh HE JIMLIE ICTOPUYHIH, aje il )KUTTEBIN mpaB-
ni? bmmspko 300 pokiB 3aMOBYYBaIHCS YacH TeTbMAaHIIMHA B YKpaiHi.
30kpema, OyJI0 HEBIJJOMUM CIIPABKHE JKUTTS OJHOTO 31 HAWBIOMIIIUX ii
npeacTaBHUKIB. OTxe, Uil CTBOPEHHs 00pa3y Ba)JIMBUM OyJ10 3HATH LIO-
HaMEHII BIITIHKU IICUXOTHITY CBOTO TEPOS.

OckinbKky B oriepi LeHTpaibHa JIiHist — Iipu4Hi cuern Mapii it Mazenu,
HEOOX1THO 3pO3yMITH, SIKUMH 3K OyiH iX ctocyHkn? Jy>ke gormomorsa moe-
ma IBana Ilepenensika «Ocmanns 110006 cemvmana» (Xapkis, 1994), saxii
MTOJTAaHO TIPaBIy Mpo B3aeMHe KoxaHHS Mazenu i Motpi KouyOeiBHu (3a
orepHUM Jibpeto — Mapii). Sk BummBae 3 nucTiB Masenu, BoHH Oyiau
CIIOPIIHEHUMU JIyIIIaMHU, 1, HE3BAXKAIOUW HA BEJMKY PI3HUIIIO Y Billi, IX KO-
xaHHS Oyio mupum: «Moe cepdenvko, miti kgime poxcanoti! Cepdeune na
moe bonito, wo Hedaneko 00 mexe iouw, a s He moey ouuyb Teoix i auu-
Ka 6inenvkoeo sudimu... <...> Moec cepoeune roxanne! Ilpowy i eenye
npouty — paub 30 MHOW0 obauumucs 0as ycrou posmosu...» (1. Masemna,
1992: 36-37). Bimomo, 1o Motpst Oyiia 0CBiY€HOFO JTFOIUHOI0, TATPIOTHY-
HO HaJAIITOBAHOKO: TaK caMo, K 1 Masera, Mpisiia ipo BiUIbHY YKpaiHy.
Y xynoxueomy Tekcti [. Ilepemensk nommuciroe BiamoBiap Motpi:
«A ne emonnocs y oucyp6i. / Ha xkpawi 06yoy acoamu nepeminu. / Jail,
booice, cunu! Jhoouil, a mobi — / Jlrobums mene, six mobuw Yrpainy!!»
(I. M. Iepemrensik, 2007: 102).

XapkiBchKi moctranoBHUKH onepu [1. YalikoBceKkoro (pexucep — Ap-
MeH KomnosiH; nupureHT — HapogHuil aptuct Ykpainun Bomomumup Iap-
KyIlla) MParayJid JOHECTH JI0 CIIyXadiB caMe IeH eImi3o 3 KUTTs Maserw,
SIKMH BIZIKPUTO KOXae CBOIO OOPaHUIIIO 1 CTpaxKIae 4yepe3 Te, IO 3My-
IIICHUH JKOPCTOKO PO3MpPAaBHUTHCS 3 ii OaThKOM i1 3aBHaTHl i BETHUIC3HO-
ro 6omo. Kpim Toro, Oysia cTBOpeHa BiacHa pelakilis TEKCTy (aBTOpU —
Bixtop Mapunuak, Csitnana Omnemko i Muxaiiino bapbapa) i BHeceHO
3MIHH JI0 MY3HYHOT {paMaTyprii ornepu.
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[Teppunne miopeto B. bypenina Oymo mepekiameHe YKpaiHCHKOIO
MOBOIO BIJJOMHM iCTOpUKOM Jloneunom Llecenvcokum 1 BUIYCKHUKOM
MOCKOBCBHKOT KOHCEPBATOPii, Mi3HIIIE OaJeTMeHCTEPOM-TIOCTAHOBHUKOM
y CHIA # Kanani — /[mumpom Yympom. BpaxoByroun NOmyasipHicTb My-
3uku [1. 1. YallKoBCBKOTO Y CBiTi, aBTOpH MiAroTyBanu «JIiopeto g0 orme-
pu. I'eteman Ykpainm [Ban Maszema» (1933, 1959). 3a3Hauene B HbOMY
OyJ0 cipsiMOBaHe Ha Te, 1100 MaKCMMalbHO 3MIHUTH YCTaJCHE CIpPUM-
HATTS TocTari Masenu sk 3pagHuKa iMIIepChKUX iHTepeciB. [ oioBHA
iJiesl TOCTAaHOBHUKIB IOJISATajia B TOMY, 100 TpaHC(OPMYBaTH 3MICT Olle-
P B iHIY IUIOIIMHY: PO3KPUTH poib Maszenu B ictopii YkpaiHu, sika
Oysia Ui HOro Habararo BaXKJIUBIIIOW, HiIX coro3 3 [lerpom I. Sk 3a-
3navae JI. Jlymak mozo HOBOTO JiOpETo OmepH «...31CTaBICHHS MapTH-
Typu I1. HailkoBCHKOTO 3 Ti€t0, SIKOBI 3HAXOAMMO y BUIAaHHIX 1933 poky
(Pinagensdis) i 1959 poky (ToponTo), 3acBiguniI0, IO AAANTOPH BJA-
JMCS 10 KYMIOp Y MapTUTYPi KOMIIO3UTOPA, HIYOTrO HE 3MiHIOIOYH B IIO-
JIOTHI MY3HKH, SIKY BiliOpaiu 10 CBO€T MOCTAHOBKH, & CJIOBA POCIHCHKO-
MOBHOTO JIi0peTo mepekianu abo MepeciiBaid, BHICIIM TaKi JISKCHYHI
KOPEKTHBH, fKi CEMaHTUYHO BiAMOBiAAIOTH (haOyIbHO-CIOKETHHM MO-
THUBaM omepH mija HazBoro «lerbMan Ykpainu IBan Maszenay. Lle i 3a-
3HAYMJIM Ha TUTYJIbHOMY apKyui: «JlocTocyBanu 10 iCTOpUYHOI ITpaBan
1 IepeKIIam.

[lepeinTeprnpeToBanuii 00pa3 yKpaiHCHKOTO TeThMaHa B HU3IIL 1CTO-
PUYHHUX, JITepaTypHO-KPUTHYHUX Mpalb abo ece JieTko abcopOyeThes My-
3UYHICTIO CBO€pinHOI aganTanii onepu «l'etbMan Ykpainu [Ban Mazena»
iz cynpoBin 1. YatikoBcskoro» (JIymaxk, 2007: 11). ITpoTe 711 BAKOHABIIB
naptii Masenu y 3B’513Ky 3 epeKiIaJjoM BUHHUKIIM IIEBHI TPYIHOLII: YKpa-
THCBKY MOBY IITYYHO «ITiATaHSIIA» MM ke cTBopeHi [1. YalikoBchkuM iH-
toHarii. O4eBUHO, TIepeKyIaiadi He MaJld JIOCTATHLOTO JOCBIAY poOoTH
3 BOKaJIbHUMHU TeKCTaMH. TOMY TOCHTB 4acTO Ha BUCOKMX HOTax Oysd BH-
KOpPHUCTaHI He3py4Hi 3aKpUTi POHEMH, SKI YCKIAIHUIN BIIbHE TOJIOCOBE-
JiHHA 1 3yMOBWJIM HEUITKY JUKIIIO.

Crenndika BiATBOPEHHS BOKAJIBHO-CIICHIYHOTO Masenu mossirae ta-
KOX B IOr0 0araToOBEKTOPHOCTI, 110 HE Ma€ 3aBayKaTH XYIOXKHIH IITICHOCTI
o0Opa3y: Masena-koxanenp (y Tpamullii 3aXiIHOEBPOIEHCHKOTO pPOMaH-
Tu3My), Masemna-iep:kaBoTBOpelb (yKpaiHChKa HaI[lOHAJbHA TPaJUIIis).



72 2019 m Bun. 55 m JIpobaemu 63aemodii Mucmeymea, nedazoziky ma meopii i npaxmuKy 0CIMU —0

I B Toif e Wac, B iHTEpIpeTarii XapKiBChbKOi TPyNH HEOOXigHO Oyro Hi-
BEJIFOBATU OOpas-imuramil — Masena-3paJiHuK, BOpor (iMrepchka Bepcis).
MoTtuBu Tep3aHb, CKOPOOTH 1, Y TOH ke 9ac, OyHTapchKa MPUPO/a TOIOB-
HOTO reposi Ha0yBalOTh B OIEpi TpaHIio3HNX MaciTadiB. HaBenemo ciosa
BiKOHTa Jie Bortoe, ¢paHIly3pKoro AMIIOMATa, JITEPaTypHOTO KPUTHKA
0710 0COOMCTOCTI YKPaiHCHKOTO TeThMaHa, sIka BBAKAETHCSI HAM JOTHY-
HOIO JI0 JOCTEMEHHOI OLIHKU Ta Cy4acHOro 0aueHHs BOKaJIbHO-CLIEHIYHO-
ro obpasy IBana Mazenu: «Icmopis ne Oana tlomy KOpOHU, 5K GIH MO20
badxcas. [Ipome noesis 060apysana tioeo, 6e3 11020 8i0oMa, KOPOAIBCMEOM,
Habaeamo Kpawjum, awixc mi, aAKi mae noiimuxa. Yu 3acayscuna tio2o
ys 3aeadkoéa nocmamv? — He eumaeaiime 6ionosioi icmopii. Hozo cy-
NPOMUBHUKY HEHABUOLIU, NPOMeE JHCIHKU U020 TH0OULU, YEePKEa NPOKIsLa
tioeo, ane noemu tioeo ocnieanu! A noku ceim 6y0e maxkum, AKUM GiH 3a-
pa3 €, OCMAHHE CNI0BO 3ABAHCOU HATIEHCUMb HCIHKAM | noemanm...» (JJoH110B,
1994: 85).

MokHa CTBEP/IXKYBATH, 1110 y OUIBIIOCTI ICTOPUYHHUX Ta MUCTEIBKUX
TBOpIB, mpucBsueHux . Maseri, #ioro o0pa3 He € By3bKOHAIIOHAIBHUM;
HAIpOTH, BiH HA0YB CUMBOJIIYHOTO 3ByYaHHSI.

BucnoBku. [lorpakryBanHs mocrari [Bana Mazenu sik MUCTEIIBKOTO
o0pa3y BiIOMBAIOTH CBITOINIAIHE MPOTHCTOSHHS 1 «KPOBHY» 3aJIeKHICTh
TOro abo I1HIIOIrO AOCHIAHMKA BIJ 1I€0J0TIYHUX IiHHOCTeH. OaHe 3 HO-
BUX TIOTPAKTYBaHb BOKAJIEHO-CIEHIYHOTO 00pa3y yKpaiHCHKOTO reThMaHa
y Bepcii TBOPYOTO KOJIEKTUBY XapKiBCHKOTO HAI[IOHAIBHOTO TeaTpy Olepr
Ta Oanety imeHi M. JIncenka BiAKpUIIO aKTyaJIbHUM 17151 Cy4acHOi YKpaiHu
obpas IBana Maszernm.

HaBesieni MipKkyBaHHS apTHUCTa-BOKajicTa mojo obpasy [. Mazemnu
(B Tomy umci 3 onepu I1. YalkoBChKOTO Ta 1i HOBOT peXHUCEPCHKOI BEp-
cii Ha crueni XATOBy imeni M. JluceHka) BUSBWIN JAWHAMIKY XYIIOKHIX
YSIBIIEHB ITPO BEJIMKOTO YKPATHIIS: Bijl 3MIOYMHIIA 1 3paJIHUKA — JIO [aTpioTa,
nerenmapHoro rerbMana. Skmio B X VIII cromitri 00pa3 ykpaiHChKOTO Te-
pOsL BTUIEHUI HOTO TBOPISIMH B PI3HHX BHJIAX MUCTELTBA 0arato B YoMy
Ha OCHOBI pOMaHTHYHHX MidiB, To y XXI CTONITTI OCTYIIOBO HaOyBae
CHJIU iICTOpHYHMI TiaXia. Sk cocTepiraeMo y XapKiBChKill iHTEepriperanii
onepu I1. YalikoBchkoro, mocrtate Maszenu MOTPaKTOBAHO SIK K)/IbMYPHULL
CUMBOJI B MEKAX HAIlIOHAJILHOT TPaIUIIil.
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B mam wac 00pa3 HEBU3HAHOTO TeHis BTUTIOIOTH HOBI TeHeparlii CIi-
BakiB JJIs1 HOBUX ciiyxadiB. CTBOpPEHHs Ha OMNEpHiil CleHi HeOpaIUHAPHOT
0COOMCTOCTI BUMarae BiJi BAKOHABIS, KPiM MaiiCTEPHOCTI OBOJIOIIHHS BO-
KaJbHOIO MapTI€r0, CKPYIMYJIbO3HOIO BUBUYCHHS 1 TNIMOMHHOTO OCMUCIICHHS
PI3HHX aKCIOJIOTIYHUX MiIXOIB 1 CY/KeHb, TIOITYKY HOBUX BUKOHABCHKUX
3aBmanb. OTKe, iICMOpUKO-BUKOHABCHKULL Me3aypPyC CNiBaAKa 8 COHOCHI C8i-
mo2nsiOHol no3uyii ma npogheciinoi MatcmepHocmi € YMOBOK MEOPUO20
YVCRIXY CYUACHO20 CNEKMAKIIO.

IepcnekTHBY MOAAJBIIOTO PO3BUTKY TEMH CKJIa/[a€ BUKOHABCHKHI
aHaui3 oOpasy IBana Masenu Ha cuieHax onepHux tearpiB Kuesa it Onecn
3 METOIO JIOCSATHCHHSI BUKOHABCHKHX TPUHIIKITIB 111/ YaC HaBYaHHS B KJ1aci
COJILHOT'O CITIBY MOJIOIUX BOKAJICTIB.
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AHaTtonin BacunboBu4 KanabyxiH:
c¢heHOMEeH TBOpUOi 0OCOOBUCTOCTI

AmnoTaris

Yu:kenko M. Anarodiii BacunboBuu Kanadyxin: ¢peHomen TBOpU0i 0co-
oucrocti. CTaTTs BUCBITIIOE BiXHW TBOPYOi Oiorpadii BUIATHOTO AUPHUTCHTA, TIe-
Jarora Ta My3WYHO-IPOMACHKOro fisiua. CIUparYnuch Ha 1HTEPB 10, aBTOPKOIO
HAJaHO aHAII3 KATTETBOPYOCTI MUTIS. Y KOHTEKCTI BITYH3HSHOTO MY3HIHOTO
muctenTsa Apyroi moaoBuHU X X—XXI cTomite TBOpuicTs A. B. Kanabyxina € ¢e-
HOMEHAIIbHOW: 70-piuHuil NOCBin Oe3nepepBHOI POOOTH 3a MYJIBTOM, MOTYXKHE
XyIOKHE MHUCJICHHS, ONMCKyda epyaullis, TOCKOHa a TeXHika, BMiHHS TIOBECTH 3a
c0000 TBOPYMI KOJEKTUB. A NTUPUICHTCHKUN CTWUJIb BHPI3HAIOTH ileajbHE Bij-
YyTTS CTHIIO Ta (OPMHU, PUTMIYHA 30aJaHCOBAHICTh 3ByYaHHS TPYIl OPKECTpY,
BMUITHI po3nofiinn opkecTpoBux (ap6. «Tpu kutm» npodeciitHol maiicTepHOCTI
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A. B. KanaOyxina — AMpHUTeHT, TIearor, OpraHi3aTop KOHIIEPTHOTO Ta HaBYaJIbHO-
TO MPOLIECY — CKJIAJIH YHIBEpPCAJi3M JAisUIbHOCTI MUTIIS, Xapu3My HOro 0COOHUCTOC-
Ti. ®eromen KamabyxiHa nonsrae y Onrckyde peanizoBaHild 3MaTHOCTI 10 Kpea-
THBHOTO [TOJIOBKEHHS KJIACHYHKUX TPAIHUIIiH 1 CTBOPCHHIO CTa01IbHOT CHCTEMH BH-
XOBaHHS BUKOHABIIIB B YKkpaini. KinwuoBi cinoBa: ghenomenonozis ocooucmocmi,
oupuzenm, bioepagiunuii nioxio, onepua cmydis, npogeciiina maricmepHicme.

Yumxkenko M. Anaronuii BacuabeBnu KanaOyxun: ¢eHomeH TBoOpde-
ckoii uunHocTH. CTaThsi OCBEIIACT BEXH TBOPUECKOH OMOTpaduy BBIIAIOIIETOCS
TUpIOKepa, MeIarora U My3bIKaIbHO-00MECTBEHHOTO faestens. Onupasch Ha WH-
TEpPBBIO aBTOPA, MPEJCTABIICH aHAJIN3 )KU3HETBOPYECTBA My3bIKaHTA. Y KOHTEKCTE
OTEYECTBEHHOI'O MY3BIKaJIbLHOTO HMCKyccTBa BTOpOU mosioBUHBI XX—XXI BekoB
TBOpuecTBO A. B. Kamabyxuna siBisercs ¢peHoMeHaNbHBIM: 70 JeT Ge3nmpephIB-
HOHM paboThI 3a MyJILTOM, MOIIIHOE Xy/I0KECTBEHHOE MBIIIICHHUE, OecTsIas apy-
TUIIHS, COBEpIICHHAS TEXHUKA, YMCHHE BECTH 32 COOON TBOPYECKHUN KOJUICKTHB.
A IUpWKEPCKUIl CTHIIb OTIIMYAIOT HMJEaJbHOE YYBCTBO CTHJIS M (DOPMBI, PUT-
MHUYECKasl CIaKeHHOCTh M OaJlaHC 3BY4YaHUs TPYIII OpKECTpa, YMeJoe pacmpe-
JICIEHNE OPKECTPOBBIX Kpacok. «Tpm kuTa» mpodeccnoHaIbHOTO MacTepcTBa
A. B. Kanabyxuna — nuprokep, neaaror, OpraHi3aTtop KOHIEPTHOTO M y4eOHOTo
TpoIecca — COCTaBWIIM YHUBEPCAIN3M JCATEIEHOCTH MY3BIKAHTa, Xapu3My €ro
mnyHoctu. @enomen KanaOyxuna 3akioqaercst B OiecTsiie peaan30BaHHOI Crio-
COOHOCTH K KPEaTHBHOMY IPOIOJDKCHUIO KIIACCHUYCCKUX TPAIHUIAN M CO3IaHHIO
CTaOMILHOM CUCTEMBI BOCTIUTAHUS UCTIONMHUTENeH BYkpanHe. KitroueBble ciioBa:
geHomenono2us TUYHOCIMU, oupudicep, duoepaguueckui n00Xo0, ONePHAsL Chiy-
ous, npoghecccuoHaIbHOe Macmepcmao.

Chyzhenko M. Anatoliy Vasylyovych Kalabukhin: the phenomenon of
a creative personality.

Background. Among the music-performing professions, the conductor is
perhaps the most difficult. It requires not only special musical abilities, temperament,
fantasy and artistic thinking, erudition and technique, but also the ability to lead
a large creative team. All these features are characteristic of Anatoliy Vasylyovych
Kalabukhin. In the context of the contemporary music art of Ukraine, his name is
famous, first, as a symphonic and opera conductor, and later — as the founder of
one of the first opera studios at Kharkiv National University of Arts named after
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I. P. Kotlyarevsky. Therefore, the resonance of the 80-year history of the leading
music institution of Slobozhanshchyna region, which is inseparably linked with the
biography of this amazing man, an outstanding conductor and a leader who has
brought up several generations of opera singers, is getting its actual sounding.

The subject of the study is the life-and-work of Anatoliy Vasylyovych
Kalabukhin as a prominent representative of Ukrainian musical art of the second
half of the 20th—21st centuries.

The purpose of the article is to give an estimation of A. V. Kalabukhin’s
multi-vector activity in the aspect of the phenomenon of his personality.

Analysis of recent publications on the topic. Based on the interview with
A. V. Kalabukhin, other sources and information about the famous musician
[research made by O. Volovnyk, T. Volovnyk, A. Mizitova, L. Kucher] the author
develops a phenomenological approach to studying the master’s life-and-work in
the light of his multi-vector activity, and this approach has not been used by the
previous researchers.

Methods. In order to understand the phenomenon of this creative personality
we have involved historical-biographical (revealing the stages of the becoming
and of the creative maturity of the master) and cultural (explaining the contexts
of artistic life in Kharkiv and the cultural settings with which he was associated).

Results. Anatoliy Vasylyovych Kalabukhin was born on June 21, 1930
in the city of Lugansk, in the family of a worker. The grandfather and father
worked in the boiler department of the steam-generating plant, the mother
Clavdiya Leontiyivna — in the bakery. The grandfather’s name, Kalabukha (it is
the name of the boat that was turned upside down, a Cossack-scout went under
it and sailed, looking for the enemy on the shore) was changed when his father
served in the Red Army.

Emphasizing the role of the biographical method in the study of the
phenomenon of the personality of the master, it is necessary to point out the
circumstances of the professional education. Anatoliy Vasylyovych had good
teachers, so he not only inherited the high criteria of classical art, but also developed
its foundations in the new socio-cultural realities (from the 70’s to the present
days). And already on the basis of the continuity of the conducting profession,
as a kind of a tradition, innovative searches were carried out in the conditions of
certain challenges of the time (music theatre, educational audience or opera studio
at Kharkiv Institute of Arts).
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The stages of A. V. Kalabukhin’s creative biography as the conductor and
organizer of the artistic life of Kharkiv, in particular, the opera studio, have
been revealed. The conductor’s memoirs highlight the most iconic figures and
performances that reveal his professional principle and qualities. His conductor
style is distinguished by the perfect sense of style and form, rhythmic harmony,
sound balance of the orchestra groups, and the skilful distribution of orchestral
colours. A. V. Kalabukhin is a conductor of a wide profile; he is rightly called
auniversalist: the activity of the maestro was large-scale and distinguished, both in
the symphonic genre and the opera-symphonic one. This synthesis, in his opinion,
helps to expand the artistic range of the creator, and enriches his thinking.

The conclusions formulate those qualities that have ensured Kalabukhin’s
leadership status and success in all areas of activity. First, the enormous inner life
force — charisma. All those who spoke with A. V. Kalabukhin during the rehearsal
on stage or in the classroom, note that he seems to radiate enormous energy to
the creative process in the team. Secondly, his credo — the individual approach
to each performer — always remains the same. During his lifetime this credo
allowed him to give birth to various creative ideas, to embody his projects, to
uphold his own vision of the concept of a piece of music or a play. The third factor
in the creative mind is the understanding of the organics of the vocal and stage
image. A. V. Kalabukhin knows the laws of human psychology, feels exactly the
psycho-type of the musician. With his experience, he helps the singer to increase
consciousness, to improve vocal and stage skills.

Thus, the “three whales” of the master’s professional activity — conductor,
teacher, and organizer — make up the phenomenon of the personality. The figure
of the master is a valuable guideline for the young generation of Ukrainian
musical culture. The phenomenon of Kalabukhin lies in the vital force and ability
to creatively and steadily extend the traditions of classical art on the basis of
the education of its carriers here, in Ukraine. The relationship with performers
and the professional vision of how to open up their talent on stage are the key
to the success of the educator of the young generation of the Ukrainian vocal
art. Key words: personality phenomenology, biographical approach, vocal and
performing art, opera studio, professional skills of a conductor.

IMocTranoBka npo6iaemu. BokanbHO-CLICHIYHE BUKOHABCTBO YKpaiHH
YKOpiHEHE B Kpalli TpaaWIlii MHUCTEITBA OIEPHOTO CITiBY, 3aKJIaicHi
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B ITPaKTHUIIl TBOPYHX KOJICKTUBIB JEP>KaBHHUX TE€ATPiB, B IICHTPAX MY3UIHOI
OCBITH — aKaZeMisiX Ta yHIBEPCUTETaX MUCTEUTB. [[OHSTTS «IIKOIM» PO3-
TTOBCIO/KEHO CepeJl HOCiiB My3MYHO-BHKIIAAANbKO1 ipodecii. [ skmo B iH-
CTPYMEHTAJIbHUX CIIeIialli3allisiX BOHO MOTPAKTOBAHE SIK «PiJ TPaJuIii»
(K. [denycenxko), To ansi (opMyBaHHSI OIIEPHOTO CITiBaka MOTpiObeH 0co-
ONMUBUIT TOCBI/ KOJIEKTHBHOTO MY3WKYBaHHS ITiJT CYIIPOBiJT CUM(POHIYHOTO
OpPKECTpY, B YMOBaX OIEPHOr0 Tearpy ado BEIHKOi (hiTapMOHIYHOI 3ain
(Tak 3BaHMM «IIPOCTIp CIICHNY).

Cepen My3UYHO-BUKOHABCHKHX MPOQECiii TUPUTSHT — Ui He HalCKIIa -
Hilma. BoHa BuMarae He TiBKH OCOONMBHX MY3UKaHTCHKUX 3Hi0HOCTEH,
TeMIepaMeHT, (paHTazii Ta palioHaIbHOTO MUCJICHHS, CPYIUIIT Ta TEXHIKH,
a e ¥ HasBHOCTI JIIepChKUX aMOilliid, o0 BMITH BECTH 3a COOOI TBOP-
YU KOJIEKTHB. YCi Il XapaKTepUCTUKU TTpUTaMaHHi AHaromito BacuipoBu-
vy KanaOyxiHy, BUJATHOMY JUPHUICHTY, IEIArory Ta My3U4HO-IPOMaJICbKO-
My AisideBi. Y KOHTEKCTiI Cyd9aCHOTO MHCTEITBa YKpaiHu Horo iM’s € Bijo-
MHM SIK CHM(OHIYHOTO Ta ONIEPHOTO TUPUTECHTA, a Mi3Hille — K YCIIIIHOTO
KepiBHMKa OfHiel 3 HalicTapmmx Ha TepeHax CPCP onepuux cryniii, cTBo-
pernx (1939) 3 meroro mpodeciiHOi MAroTOBKA ONEpHUX CHIBaKiB (TIpH
XapkiBcbkoMy 1HCTHTYTI MucTeuTB imMeHi [. I1. Kotnsapescbkoro).

JliticHo, orrepHa IPAaKTHKA € OMHIEI0 3 Mi€BUX (OpPM BHUXOBAHHS Xy-
JOKHBO-00pa3HOTO MUCIIEHHS criiBaka. Bike 80 pokiB npu XapkiBCbKOMY
HaIllOHAJIBHOMY yHiBepcuTeTi MucTenTB imMeHi [. 1. KomsipeBcrkoro mpa-
IIO€ OTIepHA CTYJisl HA MPaBaxX HABYAILHOTO TeaTpy, 3aBIsUyOYH KPOIIiT-
Kiif mpaui A. B. KanaOyxina Ta xonexkTuBy Kadeapu onepHoi MmiAroTOBKH.
SIkicTh BUKIIamaHHS TPOQLTHHIX U1 OTICPHOTO CITiBaKa JUCIMILUIIH 3aIe-
JKUTb HE JIMIIE BiJ] BUKJIaAa4iB COJILHOTO CIIiBY, TAHIIIO, CLIEHIYHOTO PYXY,
aze ¥ Bif Jizepa-KepiBHUKA TBOPYUM KOJIEKTMBOM — AUpUreHTa. PeHoMeH
i€l npodecii — HeposrajaHa TaiHa, TOMy BHUBYCHHS OC3I[IHHOTO JOCBIAY
JIEOZICH, SIKI IPUCBSATHUIIM CBill )KUTTEBUN LUIAX MPUOOPKAHHIO TAKOI CKIIA-
HO{, ane 6e3I[IHHOT My3UKaHTCHKOI Tpodecii, € HaraTbHUM 3aBIaHHAM Hay-
KOBLIB-TIpakTHKIB. YcBigmomueHHs poni A. B. KanaOyxina B cBiTii yHiBep-
cajizMa Horo MisUTbHOCTI (K IMPUTEHTA, BUKJIaada, KepiBHUKA TBOPUOTO
KOJIGKTUBY) OIPEMEUY€E iCTOPUYHUI JUCKYPC XapKiBChKOT BHKOHABCHKOT
KONy (Biz mpyroi momoBuHU XX CT. 10 HUHI) Ta MOTUBY€E MOJIOAUX JIO-
CJIITHUKIB JIO BUBYCHHS 11 TpaJuIlii HA HOBITHHOMY €Talli PO3BUTKY.
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OTxe, akmyanvricms memu TIONATAE Y BUCBITIICHHI (peHOMEHA 0CO-
OMCTOCTI BHJATHOTO AMPHUTEHTA, BiJ[ SKOTO 3aJIS)KUTh YCITiX OIEPHOTO
criBaka, Mo-meplie; Mmo-apyre, y crparerii MomupeHHs iHpopMalii npo
BUJIATHUX JIiSYiB YKPaTHCHKOTO HAI[IOHAJILHOTO MUCTEITBA JUIS Bi/IIIOBIJI-
HHX OINIHOK — MPOEKIIi Ta «pe3oHaHCiB» y MaiOyTHe. ToMy HaOyBaroTh
aKTyaJbHOTO 3BY4aHHs CTOpiHKH 80-piuHOi icTOpii mpoBigHOI «d1abopa-
Topii onepHUx TamaHTiBy Cro0O0XKaHIUHY, 0 HEBI'€MHO TIOB’s3aHa i3
Oiorpadiero AMBOBMIKHOT JIFOIMHH, BUIATHOTO My3UKaHTa — OpraHizaropa,
MUPUTEHTA, Tienarora. BUBYeHHsT TBOPUOT OCOOMCTOCTI Yy CBITII peHOME-
HOJIOTii JIOTIOMOYKE BUKOHABIISIM YCBIJIOMHUTH CTpaTeriuHi IIiJIi Ta 3aBJaaH-
HS Ha NIISXaX TBOPYOI JisSUIBHOCTI, CHIOBIIYFOUYM iJi€aJid CITaJKOEMHOCTI
B CUCTEMI BUILOT BOKAJILHOI OCBITH.

006’ €eKT A0CTiTIZKEHHSI — MICTEITBO B CHCTEMI BHIIIOT OCBITH YKpaiHH,
ITOB’s13aHOI 3 BUXOBAHHSM OIEPHOTO CITiBaKa; mpeaMeT — (eHOMEH KHUT-
TerBopuocTi AHaromig KamaOyxiHa sk BUAaTHOTO TPEICTaBHUKA YKpaiH-
CHKOTO MY3MYHOTO MUCTENTBA JApyroi nmojaoBuHu X X—XXI cTOmNITh.

Merta cTarTi — HalaTH OIiHKY misutbHOCTI A. B. KamaOyxina B acrek-
Ti TBOPUOTO yHiBepcaii3ma.

AHaJni3 ocrannix my0aikaniii 3a Temoro. Criuparounch Ha IHTEPB’ 1O
3 A. B. KanaOyxinum, iHmi 6iorpadiuni BioMOCTI Ta JpKeperna mpo cia-
BETHOTO MYy3WKaHTa [1—5] aBTOpKa po3pobise (pEeHOMEHONOTIUHUNA ITijI-
XiJi 10 BUBYECHHS JKUTTETBOPYOCTI MUTIS, SKHHA BiJICYTHIH y HayKOB-
1iB-TIOTIEPETHUKIB.

Metonu gociinxeHHsi. Jjs1 pO3KPUTTS TEMHU 3aly4eHi MIKIUCITH-
IUTIHAPHI TAXOAW 0 PO3yMIHHSA (peHOMEHA TBOPYOi 0COOWMCTOCTI: icmo-
puxo-6iocpagiynuii (pPO3KPUBAE €TAITN CTAHOBICHHS MUTIISA ); K)IbIYPO/IO-
2iynuil (BUCBITIIIOE KOHTEKCTH MHUCTELBKOTO OyTTs XapKoBa Ta KYJIBTYp-
HUX HACTAHOB, 3 IKUMU OyB TIOB’sI3aHUN MUTEIIH).

Buxnan ocHoBHoro marepianay. Anatoniii BacumeoBrna KamaOyxin
Hapoauscs 21 depBHs 1930 poky B micti JIyranceky, B ciM’1 poOiTHHKA.
Jin i 6areko MpalroBaid B KOTEJIBHOMY 1IEXy MapoTATOOYIiBHOTO 3aBOLY,
maru Kiagsist JleontiieHa — B iekapHi. [Ipi3suiie nina «KanaOyxa» (Ha3Ba
YOBHA, KOTPHUH TUTMB TIEPEBEPTOM 13 TPUXOBAHUM KO3aKOM-PO3BiTHHKOM,
SIKUI MaB BUIVISLAATH Ha Oepesi CynpoTHBHHKA) OyII0 3MiHEHO, KOJIH 0aThKO
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CIIyuB B maBax YepBoHoi Apmii. Buximiro 3 poOiTHIHYOT pOIUHN HalleXkKa-
JIO IOBTOPUTH TPYIOBUH HUIAX OaThKa i JIijia Ha 3aBO/I.

Y 1945 pomi B Jlyramcek micnms jgeMoOimizariii TOBEpHYBCS
Cepein Apmemosuu Bacunves, SIkuli 10 BIHHU KepyBaB OPKECTPOM HAPOJI-
HUX IHCTPyMEHTIB. AHaToNir0 BacuipoBrudy cTano BiioMO, IO BiH CTBO-
proe B bynnHKy mioHEpiB OpKeCTp HApOAHUX IHCTPYMEHTIB, i BiH 3BEpHYBCS
3 IPOXaHHSM IPUIHATH HOro B opkecTp. [lo IbOro MOMEHTY IOHAaK HE 3HaB
HOTHOI TpaMoTH. [1ix wac BiifHY, Ha ABAHAAISITHH IEHb HAPOIKCHHS MaTH
nojlapyBajia CHHY MaHJIOJiHY, Ha sSIKif BiH MigOUpaB MEIOAIl YIrOIeHUX
niiceHb. «Konm Harni BifichbKa 3aJTMIIMIIN MICTO, Y BCIX Mara3uHax Io4aBcs
MacoOBHUH PO3NpPojax», — 3raaye AHaroiiit BacuiboBudu. Came 115 mofist
OyJ1a IOYaTKOM CTPIMKOTO OBOPOTY B HOTO *KHTTI.

C. A. BacuipeBy OylI0 TOpYydYeHO BiITHOBHUTH pPOOOTY MY3HIHO-
ro yYWJIHINA, 1 BiH 3alpOIIOHYBAB IOHAKOBI BCTYNUTH B KJac JIOMpH, JI&
BiH 1 mpoBYHMBCS TpU poku. Y TpaBHi 1948 poxy B Jlyrancek mpuixas
Muxona Tumogitiosuy Jlucenxo, 3aBiayBad BiJIIy HAPOJHUX IHCTPYMEH-
TiB XapKiBchkoi KoHcepBaropii. [l03HallOMUBIINCE 3 FOHAKOM, BiH 3ampo-
MOHYBaB MOMY BCTYNUTH 10 XapKiBChbKOI KOHcepBaTopii: «Bu 3moxere
He JIMILe 3aiiMaThcs y MeHe 3a (haxom, ajie i OTpUMaeTe MOKJIMBICTh BUBYA-
TH JUPUTYBAaHHS Y IpeKpacHoro Bukianada — Kocrsaaruna JlopomieHkay.

B Toli yac icHyBa0 MOJIOKEHHS, 3T1THO SIKOMY CTY/ACHT, IKM 3aKiHYHB
NOBHUI Kypc HaBYaHHS, MaB JiBa POKH BiANpPAaLOBaTH 3a MPU3HAYCHHSM.
Bouitoun He BTpayaru yacy, AHaTomiii 3a0upae JOKYMEHTH MiCIIsl TPETHOTO
KypCy 1 yCIIIIHO CKJIaIa€ BCTYITHI icUTH 10 XapKiBCbKOi KOHCEPBATOPIii.
Y 1948 porti BiH OyB 3apaxoBaHuil Ha (HaKyJIbTET HAPOIHUX IHCTPYMEH-
TiB (kimac gompu — M. T. Jlucenko). ¥V nepenik 000B’I3KOBHX MPEAMETIB
BXOJIMJIO 1 TUPUTYBaHHS. 3yCTpid 3 TAJAaHOBUTUM MY3UKAaHTOM, BUMTEIEM
3 Benukoi Jitepu KocrsuturoMm JleonrtiioBuueM JIOpOIICHKOM, SKUU 10
BIiHU CTOSIB 32 TUPUTEHTCHKUM ITyJIBTOM XapKiBCHKOTO TeaTpy OIepH Ta
OarneTy, BU3HaYWIIa IOAABITY Tpodeciiiny gomo A. B. Kamabyxina.

— «MeHi momacTUIO B MOPY CBOrO Mpo(eciiHOro CTaHOBJICHHS 3Y-
CTpITH JIIOAWHY €HUWKIIONEANYHUX 3HAHB B Tay3i JiTeparypH, KUBOIIH-
Ccy, Tpadiky, a mpo MY3HMKY BiH CYIMB SIK IIPO 3araJibHOMIOACHKY PEirilo.
Mu cupinu B #ioro BenuKii KiMHATI, Ha By/HIlI PuMapchKii, 3 Ti4Kor0-0yp-
JKYWKOFO, BIJI ITiJJIOTH JIO CTEJII 3aCTaBJICHINA KHM)KKaMU 1 HOTHUMU 301pHH-
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KaMH, 1 po3MOBIISTH. BracHe, TOBOpHB 3/1€01IBIIIOTO BiH, a 5T CHIIB 1 CITy-
XaB, 100pe po3yMiloud I[iHy HEBUMYLICHUM OecifiaM, OTPUMYIOUH KOJIO-
CaJbHY KITbKiCTh He0OXiTHOT iHpopMarii 1 MaitbyTHROT ipodecii mupu-
reHray, — 3ragaye Anaroniii BacunboBud. Ockinbku K. JI. Jloporienko OyB
3HalloMUi 3 OararbMa BiIOMHMH AMPHUTCHTAMH, TO BOHH Pa3OM XOIWJIN
Ha BCi cUM(OHIYHI KOHIEPTH A0 (PiTapMOHIii: BUUTEH MOSICHIOBAB, YOMY
OZlHE BUKOHaHHsA A00pe, a iHme — Hi. He auBHO, mo B mpoueci mux 3a-
HATH CTYACHT HECIIOMIBAHO IS ce0e MepeiHABCS ITTUOOKUM 1HTEPECOM JI0
cUM(OHIYHOTO AUPHUTYBAHHS. «... 5] B)ke MEHIIIE JyMaB MPo JOMpY, a OiJib-
me — npo npodecito aupureHTa, — posnosigae A. B. Kamabyxin. — Mene
panToM 3axOIlMB, 3aiHTPUTYBaB el HAJ3BUYANHO BEIMUYC3HHUU “IHCTpY-
MeHT” — opkecTp. Miii ymoOneHni neaaror BBaXkaB: HemepeciuHa iHau-
BiIyaJbHICTH CTYIECHTA BHMAarae OUTBINTOI AUCIMILTIHA Ta BEITUKOI MpaIi.
Jupurent mae OyTH 1meaarorom, o0 3HaWTH CHIbHY MOBY 3 KOJIEKTHBOM;
OyTH HACTUTEKH BUIIMM 32 piBHEM IpodeciifHO MiAr0TOBKH, 00 Y My3H-
KaHTIB HE BUHUKAJIO Oa)KaHHs CIIePeYaTHCsl; Ma€ MPUXOJAUTH Ha PETICTHUIIIFO
JOCKOHAJIBHO IMiATOTOBJICHUM; a/IK€ MY3HKaHTH BiIpa3y 0adarh — 4 3HAE
TUPUTEHT TBip, TOBOPHUTH Y cIipaBi abo B3araji. Sl He 103BOJSAB co01 HisIKUX
nocnabnens! Takum st cTaB mijJ BIJIABOM MOTO BHIATHOTO meaaroraly

Ha gerBepTomy Kypci koHcepBartopii [3paine bopucosuy [ycman, xe-
PIBHHUK CTYACHTCHKOTO OPKECTPY Ta TOJOBHHN TUPUTEHT CUM(pOHIYHOTO
opkecTpy XapkiBChkoi (imapMmoHii 3ampornonyBaB A. KamaOyxiHy crartu
fioro acucTeHTOM. Y TOW caMHii 4ac TOJIOBHUH JAMPHUICHT XapKiBCHKOTO
akazeMmiuHoro tearpy omepu Ta 6anery imeni M. B. Jlucenka (XATOBy)
Ilempo Muxaiinosuy Cnasuncokuil TeX MPOTIOHYE MOJIOIOMY THPUTEHTOBI
MiCIle aCUCTEHTa B ONEpHiii cTyil mpu XapKiBChbKiil KOHCEPBATOPIi, KOO
BiH kepyBaB. Tak Anaromniit BacumboBud, OyBIIH I11€ CTYIEHTOM, ITapalieilb-
HO TpallfoBaB i3 IBoMa opkecTpami. Lle Oyna npexpacHa mpakTHKa: 3aiHs-
TICTh HE 3aJMIIajJa BUIBHOTO 4acy. «... SIK aCHCTEHT AMPHUIeHTa ONEPHOT
ctynii Ilerpa banenka, A. B. KanaOyxin Bke B CTyAeHTCHKI pOKH OpaB
y4acTb y IOCTaHOBII pi3HUX onepHuX BucTas (“lomanTa’ I1. YaiikoBcbKoTO,
“Monona I'Bapzis” FO. Meiityca). Y 1953 p. 3miiicCHHUB mepIry caMOCTIHHY
poboty — onepy ['ynaka-ApremoBcbkoro “3amopoxerib 3a JJynaem. [Totim
Oyna “TpaBueBa Hiu” M. Pumcbkoro-Kopcakosa» [2, c. 6]. Sk accuctenrt,
BiH HE OTPUMYBaB 3apILIATHIO, BTIM MOXIIUBOCTEH NUTiDyBaTH CBili TaaHT
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oymo nocuth! Taxk, «... Ha I’ ITOMY Kypci KoHCcepBaropii (1952—1953) itomy
3aMpoIoOHyBajix OyTH acUCTEHTOM TojioBHOro aupureHta XATOBy», —
BiJI3HAYArOTh Tiepii Oiorpadu qupurenta [2, c. 5].

Uepes pik IMmicisi 3aBEPIICHHS BHIOI OCBITH MOJOIAMMA JAUPUTEHT
MiAroTYBaB CBi mepwmwmii camoctiiiHuil cnekrtakib (1954). JleGrorom
craB Oamer II. YaiikoBchkoro «Jlebemmue o3epoy, SKANA, 0 pedi,
O3HaMEHYBaBCsl TEPLIMM BUCTYIOM B XapKoBi 4YygoBoi OanepuHu
Ceitmanu KonuBanoBoi-ITonecky. TakuM 9nHOM, paHHSI TBOPYA 3PijicTh
cBiTUMIIa TPO HeaOMSAKUN TAJAHT MOJIOJOTO THPHUIEHTA.

Ille omHa icTopis-criorai: Mij Yac po3MoaiTy Ha poOOoTy, MPHUCYTHIH
npu 1boMy TojioBa KomiTery y cripaBaX MHCTEITB 3a/I0BOJIbHIB TIPOXaH-
Hs1 pekropa koHcepsatopii A. . Jlebeaunus. I KamaOyxin orpumas Ha-
MpaBJIeHHS Ha poOOTy B KOHcepBaTopito. Tpu poku BiH MPOIpaIioBaB 3a
OCHOBHHMM MicLileM POOOTH (a2 B ONEPHOMY TeaTrpi — 3a CYMICHHUIITBOM).
BinmpamroBaBmm 000B’I3KOBHI TIepiof] MICIS pO3MOLTY, BiH TIEpEeHIIoB
Ha OCHOBHE MicCIle pOOOTH BCE 3K TaKu B XapKiBChKUH Tearp ornepu Ta 0a-
JIETY, a B KOHCEPBATOPii 3aIMIITUBCS K BUKJIJa4 JUPUTYBaHHS (Ha BT
HApOJIHUX IHCTPYMEHTIB) 1 IUPHUTEHT OTIEPHOI CTY/Iii.

VY 1968 poui Anaroniii BacunboBuu OyB mpusHaueHuit MiHicTep-
ctBoM KynbTypu YPCP XynokHIM KEepiBHUKOM 1 TOJOBHUM JTUPWUTEH-
ToM XapKiBChbKOI 001acHOi ¢inmapMoHii. 3a POKM CyMIIIHHOI mpami Bij-
OynuCsl CHINbHI BHCTYIH 3 COJIICTAMH CBITOBOTO DiBHS (cepenm SIKuX —
Mcrucnas PocrponioBuy, SIkiB @umiep, Irop bezpomuwuii, ['puropiit Cokonon
Ta iH.), 3 XOPOBUMH KoJieKTHBaMH Mia kepiBHUITBOM O. B. CpemnikoBa,
B. I'. Cokomoga, O. FOproBa. /lupureHT 6araro racTpoIIfoBaB, BUCTYIIAIO-
41 3 IPOBIAHUMH CUM(OHIYHUMH OpKecTpamu Ykpainu, Pocii, binopycii,
I'pysii, Kasaxcrany. 3aBxau BMijo oOupaB rmporpaMu CUMGOHIYHUX KOH-
LEPTIB, 3aI[IKaBJIFOBAB CJIyXa4yiB HOBUMHU TBOPAMH.

Sk xynoxkHid kepiBHHK (himapmonii AHaromii KamaOyxin yacTto 3Bep-
TaBcs 10 Kommo3utopiB Xapkosa: JI. Knebanosa, B. bopucosa, B. bidika,
B. T'ybapenka, B. Haxabina, M. Kapwmincekoro. KokeH 3 HHUX JOBIpsiB
A. Kamabyxiny BUKOHaHHS CBOiX TBOpiB. B ocobucromy apxiBi Maiictpa
30epiraeThes ay/1i03aryc 0CTaHHBOTO iHTEePB 10 kommozuTopa /1. Kiiebanora:
«... 5] 6aums, sk BiH (A. B. KanaOyxiH) criinkyBaBcs 3 6ararbmMa KOMITO3HTO-
pamu. Baxkko cka3zary, B siKiii 00/1aCTi y HbOTO OLJIbIIE JOCATHEHb, TOMY 1110
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BiH IIKaBHUH SIK OTICPHUIN TUPUTEHT, ciM(DOHITHUI 1 KamepHUH. Bid rmbo-
KO 3amIMONIOETHCS B IAPTUTYPY, PETENBLHO HaJl HEIO MPAILIOE, MPOHUKAIOUN
B HIOaHCH. BiH BoOJIO/Ii€ AMBOBMXXHOIO 3[IaTHICTIO MEPEKIIIOUATHCS HA MHUC-
JICHHsI KOMTIO3UTOpa, OyIydH HaJ3BUYAHO YBaXHUM JI0 KOTO 1MOOaKaHb,
BiH IIPOITyCKAa€ TBIip 4epe3 MPHU3MY CBOTO TBOPYOTO CIIPUHHATTS 1 AUPUTYE
TakK, K BimdayBae. | ToMy Bce, 10 BiH pOOUTE, BUXOAWTH HAI3BUYANHO ITiKa-
BUM 1 SICKPaBUM, TAKHM, HEMOB KOMITO3UTODP BUKOHYE CaM».

[IpomparmtoBaBm B XapKiBChKid  (dimapMoHii II'STh  POKIB
(1970-1975), Anaroniii BacuiaboBud OyB 3arpolIeHHI 10 MEPIIOrO Ce-
kpetaps XapkiBcskoro Ookomy KITPC I. 3. Cokonosa. Bin 3anpornonysas
HioMy ouonuTh XapKiBCbKUH akaJeMiuHUIl TeaTp omnepu Ta Oanery iMe-
Hi M. B. Jlucenka. becina TpuBasa moHaj MiBrOJWHM, ITiJl Yac SIKOI JH-
PUTEHT CBOIO 3rofly HE JaBaB, MOTHBYIOUH THM, IO HoMy i B (hitapmo-
Hii 100pe npairoBaty. [licist yoro nposyHana 3asBa: «OCh TOMY, 10 BU
nmo0pe mparrroeTe B (iTapMoHii, S 1 TIPOITy Bac MEpedTH B OTEpHUI Te-
arp; MeHi HaOpumm “Bapsru’». JlupureHT OyB 3MYIICHUH TOTOJUTHUCS,
ockinbku I. 3. CokosnoB He Haka3yBaB, a IEPEKOHIMBO IPOCHUB, BUCYHYBILIN
cBoi ymoBH. 1975 pik OyB I0BiIEHUM TSI TeaTpy, HOMYy BHITOBHIOBAJIO-
cst 50 pokiB 3 JHS 3aCHYBaHHS SIK Jep>KaBHOTO TeaTpy. B 3B 3Ky 3 UM
A. B. KamaOyxin monpoxaB IpeCTaBUTH TUICSTY MPAIiBHUAKIB 10 TTOYeC-
HHX 3BaHb, & TAKOXK BUIUIMTH KBAPTUPH AJIS CIIBPOOITHUKIB, MPUAHATHX
3a KOHKypcoM. PimieHHst Oyio NpuHHSATO HEBigKIamHO. byrmo BumineHO
10 xBapTHp, 1’SATh 3 IKUX OTPUMAJIH MPAIIBHUKH, SIKI CTOSIIM Ha 4ep3i Ha
MOJIMIIEHHS )KUTIOBUX YMOB; 1HII — JUIs 3alIPOLICHUX 32 KOHKYPCOM MO-
JIOAUX TAJIAHOBUTHUX COJIICTIB.

OuonuBiM onepHuii Tearp, AHaroniidi BacunboBrUY 31TKHYBCS 3 IO-
BHUM OpraHi3aliifHuM po3BanoM Tearpy. [IpoTarom nepiumx m’sTi pokiB
fioro xkepiBHHIITBA OyB HAJIATOPKEHUI PUTM ITiITOTOBKH 1 BUITYCKY HOBHX
BUCTaB. byno mocTaBieHo Tpy ONEpHUX 1 AB1 OaJEeTHUX BUCTABH, IIPU LIbO-
My IIOMiCSYHA HOpMa BUCTaB OPiBHIOBAJA ABAAISTH YOTHPHOM 1 IIOPid-
HUM JIBOMICSYHUM TacTPOJISIM, BPaxOBYIOUM MICSIYHY BiJITyCTKY CIiBpO-
OiTHHKIB TeaTpy. 1 MOCTAaHOBH I’ SITH BUCTaB 3aJIAIIAIIOCS JIEB’SITh Mi-
CSLIB MITOTOBKH.

XapKiBCbKHI OOJIBUKOHKOM HEOIHOPA30BO OTPUMYBAB JIMCTH MOISIKH
OOJIBUKOHKOMIB THX MICT, e BiJIOyBaJIUCSI TACTPOJIi Tearpy, B SIKUX BiJI3HA-



86 2019 m Bun. 55m JIpobaemu 63acmodii mucmeymea, nedazoziky ma meopi i NPaAKMUKY OCBIML —0

gaBCs BUCOKUH mpodeciitamii piBeHs poootu A. B. Kanabyxina. Y 3B’s3Ky
3 IPUXO/IOM HOBOTO KEPIBHUIITBA, 3 KiHIIsl 70-X POKIB CTaBICHHS JI0 Te€arpy
3MIHHJIOCS B TipIIIy CTOPOHY, TOYABCS Yac «3aCTOI0». YCi CITpOOH BUPIIICH-
Hs1 Oy/Ib-SIKUX TIUTaHb, OB’ SI3aHUX 3 JISUTBHICTIO T€aTPy, CTAIN MPAKTUIHO
HEMOXUIMBUMU. AHaTOININ BacwiboBUY npuiiMae pillieHHs 3a MPOTO3HIIi-
eto pextopa I. b. ABep’stHOBa repelTH Ha OCHOBHY POOOTY B XapKiBChKU
nep:kaBHU iHCcTUTYT MucTenTB iMeHi 1. 1. KotnsipeBepkoro it ouonutu Ka-
(henpy omepHoi miaroroBku (kinemb 1978 poky). 3a 40 pokiB KepiBHUIITBA
A. B. Kanabyxina nonaz 300 ctyaeHTiB 3100y11 KBali(iKaiito «OmepHui
crmiBak». bararo 3 HuUX TiIHO NPEACTaBIAIOTh XapKiBChKY HIKOIY AAJIEKO
3a MexxaMH YKpaiHu, B SKOCTI conicTiB HaiioHanbHoi [lapusbkoi omnepwu,
Bonpemoro rearpy B Mocksi, Mapiincekoro teatpy B Cankt-IleTepOyp3i.
3 BUITYCKHUKIB OMEpPHOI CTymii B OCHOBHOMY CKJIAIAa€ThCs Tpyma
XapKiBChKOTO HAI[IOHAIBHOTO TeaTpy omepu i 6anety imeHi M. Jlucenka.

I Bce x ocrarouno 3 Tearpom Maiictep He po3myunBes. Y 1991 pormi
3a OpakoM JOCBiTUEHHMX JUPUTCHTCHKUX Kanpis, KamaOyxiHa 3HOBY mo-
KIMKaJld «Ha BUPYYKY», 1 BiH 3HOBY IOBEpTa€ThCsl B Tearp. Y Ti POKU
Amnaroniii BacunmpoBud miaroryBaB ocHoBHHE pernepryap XATOBy, mo-
crapuBn «Jlyensio» C. Ilpokod’eBa, «Paycray» L. I'yHo, «Camcona
i Hammy» K. Cen-Canca. IIpoTsirom 56 pokiB TBOpUYE JKUTTS AUPUTCHTA
Oys0 1moB’si3aHe 3 XapKiBCbKUM TeaTpoM orepu Ta Oajnery. Bin mpairto-
BaB TaM 70 2009 poky, i TaM 707151 3Beja HOro 3 TaJaHOBUTOIO CITiBAYKOIO
Ipunoro [Imumpienor Hyenxo. Bonu Oyiu 3HaOMI 111 3 TUX YaciB, KOJIH
BOHa OyJa MepIIOKYPCHHIICIO KOHCEPBAaTOpii 1 3aiiManacs B ONEpHii cTyii.
Amnaroniti BacunpoBuu 3ramye: «JloOpe mam’araro, Sk BOHA BIIEpIIE 3a-
criBana naprito Jynsi 3 onepu M. Pumcbkoro-Kopcaxosa «llapcbka Ha-
pedeHay, 3aMIHMBIIN CTYACHTKY, KOTpa panToBO 3aHeayXaja. [puHa myxe
IBUJIKO MiATOTYyBaNlacs i BUCTymmua Gramckyde. Ii mpodeciiina kap’epa
IOYMHAJNIACs Ha CIeHi orepHoro Tearpy HoBocubipchka, 3romom Ilepmi.
Mosony cmiBadKy 3ampolryBaiy Ha poOoty y JIbBIBChKMIA OmepHHUA, ane
BOHA Mpisila IOBEPHYTHUCS 10 XapkoBa. Y koBTHI 1974 p. SueHko mpu-
TKIPKae B piJHe MICTO Ha TacTPOIIi, e BUKOHYE MapTi0 IIUTaHKA A3ydeHn
B oniepi k. Bepai « Tpybamyp».

[licns TydHOro yCmixy apTHCTKa OTpHMaja MPOIMO3UIII0 MEeperTH
B XATOBb B sixocTi comicTku. Pa3oM mparroBanu HaJ, OTICPHUMA BHCTaBa-
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MH, pa30M BUKJIaTaad B iHCTUTYTI MucTenTB iMeHi I. I1. Kotsmpercrkoro.
Ile OyB Ha AMBO TrapMOHIMHUN COIO3 JIBOX TBOPYMX JIFOACH 1 JIFOOISUUX
cepaeus. HeonHOpas3oBo BUCTyaIM pa3oM y KOHLEpTax y Xapkosi, Kuesi,
Jlyrancbky. @eHOMEHAILHUM YCIIIXOM CYNpPOBOIKYBaIUCh «IlicHi 1 TaHIi
cmepTi» M. MycoprcbKoro 3 opkecTpoM XapKiBChbKoi 001acHOT ¢inapmo-
uii. Jupurent sranye: «Koau b6yra nepwa penemuyis 3 opkecmpom, nio
yac GuUKOHAMHA nepuioco Homepa («Koauckoeoiy), apmucmu opxecmpy
nepecmanu epamu. A 3anumae ix, yomy 6u He zpacme, Ha WO GOHU 8i0-
NOGIAU: MU He MOdNCeMo epamu — Mopo3 no wkipi ude»! Cepen 6araTtbox
sICKpaBHX 00pa3iB, AKi BOHA BTLIMJIA Ha CIIEHI B TBOPYOMY TaHIEMi 3 Ma-
ecTpo, ocoOyuBy yBary npuBeprae napTisi Po3inu B onepi «CeBUIbChKUI
uupynbHUK» JIK. Poccini. CniBauka Oyna €IMHOIO BUKOHABHLECIO M€l
mapTii B aBTOPCHKifl pemakiiii, mo HamwcaHa s menno. «[smadi ro-
ounu Ipuny JIMUTpiBHY 32 aKTOPCBHKHIA TaJlaHT, 4yAOBE MELII0-COMPAHO,
JOCKOHANICTh aKkaJeMiuHOi MaHepH BUKOHaHHs. BoHa miakoproBasa mpu-
TOJIOMIITMBOIO €HEPreTUKOI0!», — Kaxke AHatounii BacuisoBuy. Cif 3ra-
Jaty TakoX BukoHaHHs . Sluenko maptii menno-conpaHo B «PexBiemi»
k. Bepi.

A. B. Kanabyxin HamaraBcs OpaTucs 3a BUCTaBH, sKi 11l HE CTAaBUIIUCh
y XapKoBi, MparHyB, a0M BUITyCKHUKH OYJIM TOTOBI JI0 3yCTPidi 3 My3HUKOIO
CYYacHHKIB. 3a yac poOOTH B OTIEpHiH cTyaii HUM roctasieHo nonaxa 30 Ho-
BUX OIep; AesKi 3 HUX CTaBUJIUCS 10 KiJIbKa pa3iB. MoJIoANnH KOJIEKTUB Mif
KEpIBHUIITBOM JIOCBITMEHOTO0 MaiicTpa onaHyBaB CKJIaJ(Hi ONEpHi MapTu-
TYPH, 10 CTAJIM 3HAMEHHUMH BixaMu B icTopii onepHoi ctyaii: «Kam’ stanit
ricte» O. [Japrommkcrkoro, «3opi TyT Tuxi» K. Momganosa, «He Tinpku
mo6oB» P. llenpina, «[Ipogana Hapeuena» b. Cmeranu, «JIeTroua muiiay
. LItpayca, «Ambmificeka 6anana» B. ['ybapenka, « IpuGopKaHHs HOPOB-
muBoi» B. llle6anina, «boremax i «Hio-Yio-can» Jxk. [Tyuuini, «Becimis
®irapo» 1 «/lon-XKyan» B. A. Monapra.

Oco0nmuBO maM’SITHOIO ISl JUPHUTeHTa CTaja TOCTaHOBKA OMEpH
«JIr060B 10 TpbOX anenbcuHiBy C. IIpokod’eBa, sika 10 Toro B Ykpainu e
HE CTaBHWJIaCch Ha MpodeciifHiii ClieHi; mapTuTypa Oyia 3aHaaTO CKIIATHOIO,
i Majio XT0o rotoBuii OyB 3a Hei B3sTuCs. KanaOyxiH pu3UKHYB i MaB pailito!
[Ipem’epa, nmpuypouena a0 SO-pivqus CTy/il, MPOUIIIIA 3 BETHYE3HUM YCIIi-
XOM 1 TPaHCJIHOBAIACh 0 peciyOiikaHChkoMy TeneoadeHHo (1989).
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I3 3amoBoONEHHSAM 3raaye BiH 1 PO MEPIINN BCEYKPATHCHKUH OIS
onepHux ctyxid (1965). T'omoBoro xkypi Oyno 3ampoIIeHO HAPOAHY ap-
tucTKy Pocii I. MacieHHIKOBY, 3aCTyITHIKOM — HapoIHy apTHCTKY Pocii
H. minnep. XapkiBcbka crymis npencrasmna «[IpomaHy HapedeHy»
b. Cmeranu. CknanHy napTiro TojoBHOI repoiHi MakeHka BUKOHasa
l'izena [unona, Toni me cryneHTka I kypey (sxa 3romom cTaHe HapOaHOO
apructkoto CPCP, naypearom nepioi npemii koHKypcy B SmnoHii 3a kpa-
mie BukoHaHHS maptii Yio-Uio-can). Komu komicist odroBoproBaia mepe-
IISTHYTI CIIEKTaKIIi, IPEJCTAaBHUK MIHICTEPCTBA KYJIBTYpH YKpaiHu 3p00uB
3ayBa)KEHHsI: MOBJISIB, HENIEIarOT14HO [TPU3HAYATH Ha TAKy BiANOBiZaIbHY
naprito cryaeHTii. Coiictka borvutoeo meampy 1. MacieHnHikoBa 3amnepe-
ymia: «Y Hac OflHi, KOJIHU CITiBal0Th, OOSTHCS BEPXHIX HOT, 1HIII — HIKHIX,
a I'izena mHe 60iThCst HivoTo! JIMPUTEHT MPaBHIILHO BAMHUB, IO TPHU3HAYNB
i1 Ha mapTito. BBaxaro, 1110 1151 BUCTaBa 3aCIyrOBYE Ha Iepiie mMicie!».

[opsin 3 mOCTaHOBKaMH ONEPHUX CHEKTAKIIIB CHJIAMH OTIEPHOT CTyail
OyJM MirOTOBJICHI 1 BUKOHAHI HA KOHIEPTHUX MalJJaHYhKax M. XapKoBa
BeJMKi oparopianbHi TBOpU — «Magnificaty . C. Baxa ta «Te deum»
A. bpyxHepa.

3a YMHHHUM MOJIOKEHHSIM AHaToNii BacunboBrY MaB pas Ha 11’ SITb PoO-
KiB TIPOXOIUTH MiABUINCHHS KBasi(ikallii # HCOOIMIHHO B 1HIIIOMY MICTI.
TakuM YMHOM BiH TPHUYI IPOXOUB MiBUINCHHS KBamidikailii B KuiBcobkii
koHcepBaropii imeHi [l. YaiikoBcekoro. Kadenpa omepHoi miaroros-
KM CTOJIMYHOI KOHCEpBATOpii JOpydYnsiia HOMY BiJIHOBJICHHS CIIEKTAKIiB
«€Esreniii Oneriny» YaiikoBcbkoro, «Tpasiata» Bepai 1 «JlroboBauii Ha-
miit JloHimerTi.

e ogne migBumienHs: kBamidikanii KanaOyxin npoxonus B JleHiH-
IpaAChbKii KOHCepBaTopii, Ha 3alpOLICHHS pPEKTopa KOHCEpBarTo-
pii B. 1. Yepnymrenka. Momy 6yno 3ampornoHOBAHO MOCTABHTH OIle-
py Bikropa Ilnemaka «Ka3ka mpo mepTBy mHapiBHy i ciM Ooratupisy
y Benukiii 3ami Jleninrpancekoi koHcepBaropii. JIleHiHrpanceka onepHa
cTyzist Oyna Haiicrapimoro B CPCP: BoHa Bigkpuiiacs 3a CipusiHHSIM KOM-
nmo3utopa b. Acad’eBa i Manma craTyc caMOCTIHHOTO MY3WYHOTO TeaTpy.
«3anpoIleHHs 10 CIIBIpalll O3HAYajl0 BU3HAHHS MaWCTEPHOCTI TUPH-
TeHTay, 3a clioBaMu JonucyBaviB Oiorpadii KamaOyxina [2, c. 13]. Ilicna
OHMCKy4oi TpeM’ epy TATAHOBUTOMY JAMPHUICHTY 3alIPOTIOHYBAIN 3aJIUIIIN-
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THCS TIpaIfioBaTd B JICHIHTpai, aje BiH BiIMOBUBCS, TTOCHIAIOUUCH Ha CY-
BOPICTH MICLIEBOTO KITiMAaTy.

Komm 3a mneunma — 70-pignuii mocBia 6e3nepepBHOi pOOOTH 3a MTyiTb-
TOM, TO MUCTEITBO SIK OyIb-sIKE JUBO, HE MOXKHA YKJIACTH B CIOBa — MOTO
CIIiJ BiAUyTH, O4yTH, nepexxutu! Ilomax AUPUIeHTCHKOI NAJMYKU — i3
TUII HAPOJKYIOTHCS 3BYKH, & MY3UKaHTH OPKECTpa CTAIOTh €JHMHUM IIi-
auM. TBOpUMIA MiAXiA JUPUTEHTa BUPI3HAIOTH i€anbHe BIAYYTTS CTHIIIO
Ta GOopMH, pUTMIYHA 37IaTO/KEHICTh, 30aJJaHCOBAHICTh 3ByYaHHS TPYI Op-
KECTPY, BMUTHI pO3MOJLT OpKecTpoBuX (hapo.

A. B. KanabyxiH — IUPUTEHT IIHPOKOTO PO, HOTO CIpaBeINBO
Ha3WBAIOTh YHIBEPCAIOM: JisTIbHICT MAaeCTpo OyJa 3HAYHOIO, SIK Y CHM-
(doHiYHOMY *XaHpi, Tak i onepHO-cuMdoHidHOMYy. Llel cuHTe3, Ha ioro
[IEPEKOHAHHS, IOIOMAarae po3IIUPUTH Te3aypyc TBOPLS, 30arauye Horo
MUCIICHHS, TEXHIYHI Ta Xy/I0XHI 3ac00M BUpa3HOCTI. | Bce 3K JOMIHAHTOIO
tBOopuocTi A. B. KanaOyxina Oyno omepre mupuryBanasa! «Onepa — 1e
CHHTE3 BOKaJbHOTO, My3UYHOTO 1CLIEHIYHOTO MUCTELTBY», — Ka)Ke KaH/H-
JatT MUcTenTBOo3HaBcTBa, npodecop JI. 1. Kyuep, sika mpomparoBana Ha
kadenpi onepHOi MiAroTOBKH pazoM 3 Maectpo 50 poxkis:

— «Anaroniii Bacunb0BrUY HaJEKUTH 10 TUX HeOAraTboX AUPUTEHTIB,
AKi TIPEKpacHO YyIOTh BOKaJ 1 pO3OMPAIOThCS B HHOMY, 3HAIOTh OCHOBH
TEXHOJIOTIi IMOCTAaHOBKH TOJIOCY CHiBaka. My3WKaHTH Tepej rPor0 Haja-
IITOBYIOTh CBOi 1HCTPYMEHTH, TaK i BOKAJIICTY CJiJ HAJAINTYBaTH CBil
ronoc. Lleit Hactpiii AHaroniii BacuimboBHY uye i ormoMarae criiBakam.
B ancam0ni BiH 30/MKy€e BOKaJbHY MaHepy BCiX BUKOHABIIIB, TOEIHYIO-
9u ii B euHE pycino. Ha pemeTninisix Mi3aHCIIEH MaeCTPO PaInuTh KOXKHO-
My COJIICTOBI, IO HEOOXiJHO 3MIHUTH B MaHepi BUKOHAHHSI, IPaBUIbHUN
TEMIOPUTM 1 TMPUHOMH 3BYKOBHIOOYBaHHS y BCIX pericTpax, JoroMarae
BUSIBUTH MIATEKCT 00pa3y-podmi. [IpamtoBatu 3 HUM qyxe mikao. [Tig uac
3aHATH 3 onepHUMU criiBakamu A. B. KanaOyxiH, 3a3Bu4aii, HABOJUTH Be-
JIMKY KUTBKICTB acOIliaIliil 3 5KUBOTIHCY 1 JIITEpaTypH, MPOSBISIE TUBOBUKHE
BMiHHSI BKJIFOYATHCS B Pi3HI CTaHU, OB’ sI3aHi 3 POJISIMH, MiJIKa3aTH aKTO-
POBI AeTalli MOBEIIHKH, MAWCTEPHO MPOBECTH MYy3WYHE BTLICHHS MapTii.
[podecop Kanadbyxin — npodecionans BHCOKOTO KIacy, sIKUi BOJIO/IE TII0-
0albHUM MUCIIEHHSM, ()eHOMEHalIbHA OCOOHCTICTh B IIOBHOMY PO3YMiHHI
[OTO BH3HaYeHHs. BiH — kopudell AUpHUreHTChKOT cripaBu Ha HEOOCXH-
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7 ykpaiHcekoro mMucTenTBa! I HUHI omepHa CTyMis, CIIUPAIOYNCh Ha aB-
TOPHUTET CBOTO KepMaHW4Ya, OHOBIIOE CBill penepryap, BAHOCHTh Ha CYI
BHOATIIMBOTO XapKiBCHKOTO TIIsilada Pi3HOMAHITHI BUCTaBM» — 3aBEPIINyE
inteps’to JI. I. Kyudep.

VY cBoi 90 pokiB BiH MPOMOBKYE MIOAEHHO IUTIHO TIpaItoBaTH!
My3ukaHTH KaxXyTh: «SIKmo nupurye KamaOyxin, Mu criokiliHi — Bce Oye
nmobpe...»!

BucnoBkmu. Ilinkpecmoroun posib 6iorpadiqvHOrO METOmy IMPH BH-
BUCHHI ()eHOMEHa OCOOMCTOCTI MUTII, CJIiJl BKa3aTH HA OOCTaBHHU HOTO
npodeciiiHoro BuxoBaHHA. Y AHatomiss BacunboBuua Oymu n00pi BUH-
TeJi, TOMY BiH HE JIMIIE yCNaJKyBaB BHUCOKI KpUTEPIl KIACHYHOIO MHC-
TENTBA, aje i PO3BUHYB HOTO 3acajy B HOBHX COLIOKYJIBTYPHHX peaisix
(Bim 70-x pokiB i 1o HUHI). | BXKe Ha TPYHTI CTAIKOEMHOCTI TUPHUTEHTCHKOT
npodecii sx pody mpaduyii BinOyBanuch HOBALidHI MOLUIYKA B yMOBax
MIeBHUX BUKIMKIB Yacy (My3WUHUH TeaTp, HaBYaJIbHA ayIuTOPis abo orep-
Ha CTY/is IpH XapKiBCbKOMY 1HCTUTYTI MUCTEITB).

Otxe, sxi x BractuBocTi KanaOyxiHa-nupureHnTa J03BOJIMIN HoMy
craru migepom? Ilo-mepire, BemMde3Ha BHYTPIIIHS JKATTEBA CHJIA — Xd-
pu3ma, BOHA Jja€ TOIITOBX y TBOPYMIA BUPid 1 MoOJanbUIMi pO3KBIT HOTO
TaJaHTy. Yci, XTo crinkyBaBes 3 A. B. Kamabyxinuwm minx gac pernerurii Ha
CIICHI UM B HABYAJIbHIN ayUTOPil, BiI3HAYAIOTH, 10 BiH «BUIIPOMIHIOE) Be-
JMYe3HY eHEeprito, BOJIO Ha TBOPUMH nporec B KosekTusi. [lo-apyre, iioro
KPEJIO 3aJIMINAI0Ch HE3MIHHUM — iHOUBLOYAAbHULL NIOXIO 00 KOWCHO20 GU-
KOHaBYs, O W JT03BOJMIIO HAa BEJIMKOMY KUTTEBOMY IIUISIXY HApOXKYyBaTu
TBOPYI i71e1, BTUTIOBATH MTPOCKTH, BiACTOIOBATH BIacHE OAueHHS KOHIISTIIT1
MY3UYHOTO TBOPY UM CHEKTakio. [locTaTh MUTLSL € BApTICHUM Opi€HTHU-
POM Ul MOJIOJOI TeHepauii BOKaJbHO-OIIEPHOIO MHUCTeNTBa Bzaemonis
3 BUKOHABIUIMHU SIK crmpameziyne OayenHs — IKAM YAHOM PO3KPUTH iX Ta-
JIAHT Ha CIIeHi, — 3anopyka ycmixy A. B. KanaOyxina-niegarora.

[Ile onvH YUHHMK TBOPYOI BJIadi MUTIIS SIK KEPIBHHKA TBOPUYOTO KO-
JIEKTUBY CTOCYETHCSl OpPraHiKH BOKaJbHO-CLEHIYHOTO 00pasy, Haj SKUM
BiH TIpalloBaB 31 CIiBakaMW B HABUAJBHIM CTymii, Y4 Ha CIIEHI Tearpy.
A. B. KanaOyxiH BoJOJli€ 3aKOHAMU JIFOJCHKOT TICHXOJIOTIi, TOYHO BiA4y-
Ba€ INCUXOTHUI MYy3MKaHTa-BUKOHaBLs. CBOIM IOCBiZOM BiH J0roMarae
CITIBAKOB1 «PO3LIMPHUTH CaMOCBIJIOMICTBY», ONPAIlbOBYIOYH BOKAJILHO-CIIE-
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HIYHUHT 00pa3, yIOCKOHAINTH BOKAJILHO-CIICHIUHY MalCTEpHICTh. bes mo-
CTarTi JiJiepa, aBTOPUTETHOTO MY3UKaHTa, TUPUTCHTA, KUK 3HAETHCS Ha
3aKOHAX MY3WYHO-CIICHIYHOTO MiiCTBa Ta PO3yMi€ TOJOBHUH «IHCTPY-
MEHT» OIIEPHOT0 CIIEKTAKIIIO — JIFOICHKUI TOJI0C, YCIIX HaBYaIbHOT J1a00-
paropil yHeMOKIUBIIOeThCsL. OTKE, «TPH KUTH» MPodeciiHol TisuIbHOCTI
MHUTIS — TUPUTEHT, TIEIaror, OpraHi3aTrop — CKJIAIal0Th YHIBEpCali3M HOTO
0COOHUCTOCTI.

Denomen Kanabyxina nonseac y scummeoauinii cui, Onuckyye peai-
308aHil 30AMHOCMI 00 KPeamueH020 HACAIOV8AHH MPAouyill K1ACU4¥HO20
Mucmeymea, cmeopenti cmabilbHol cucmemu nPo@ecitinoeo GUX08aHHS.
tloeo Hociig 6 Xapkosi (wupwe — 6 Ykpaini).

IepcnexkTnBa moaaabIoi po3podku Temu. biorpadiunuil miaxiza
JI0O BUBYCHHS JiSUTHHOCTI BUJATHOTO YKPATHCHKOTO AUPUTCHTA MOXKE OyTH
EKCTPAIoIbOBAHUM SIK «MAaTPHILSD) Ha OyIb-KUH 1HIIHI Cy0’€KT TBOpYOC-
Ti (peskucepa, KOMIIOBUTOPA, CITiBaKa-BUKOHABILS). oro HajMera — CIiu-
paHHs Ha KpUTEPii TBOPUYOCTI SIK TyXOBHOTO BUPOOHHWIITBA 3 aKIICHTOM Ha
(heHOMEHI 0COOMCTOCTI, POJII B MHUCTEILKOMY TPOIIECi, JOCATHCHHAX Ta
BIUIMBAxX Ha (paxoBi CTaHJIApPTH TBOPUOCTI HOBOI TeHEepaIlii My3UKaHTIB.
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AHoraris

ScTpyo Onena. My3u4HO-NIPOCBITHHIbKA TisibHicTE Muko/u JIucenka
sik ¢eHOMeH HamioHaJBLHOI camoineHTHdikamii. Y crarTi cHCTEMaTH30BaHO
MIPOSIBH XyAOKHBOTO YHIBEpCalli3My SIK KpUTepiil AisuTbHOCTI (pyHIaTopa yKpaiH-
CBhKOI mpodeciiiHol My3uKH.Y CBITIII MpoOiaeMu caMoifeHTHDiKaIliiHAIIIOHATEHOT
KyJBTYpH Ha eTari ii CTaHOBJICHHS OXapaKTEPHU30BAHO CBITOIIIS KOMIIO3UTOPA,
ACIIEKTH HOro TBOPUYOro )KUTTS. BpaxoByroun 3HauyIiCTh XOPOBOTO CITIBY JUIS BH-
XOBaHHsI HAIIOHAJIBHOI CaMOCBIZIOMOCTI MOJIOIMX MY3MKAaHTIB, CJIiJl BKa3aTh Ha
poib orepHOi criaamuHay M. JIucenka s AiTel Ta roHaITBa.

Bubip Temun akryaiizyBaia 3HaKoBa IpeM’epa JUTIU0l onepH «3uMa i Bec-
Hay (2017) y Benukiit 3ami XapKiBCRKOTO HAIlIOHATBFHOTO YHIBEPCHUTETY MHC-
tenr iMeHi [. TI. KoT/sipeBChbKOro CuiiaMu FOHHMX BHUKOHABIIIB, IO CIIiBIajia
3 BIIAHOBYBAHHSM I1aM’ATi BEITUKOTO K003aps (175-piudus Bix JHS HAPOMIKCHHS).
30Kkpema, OpKecTpoBKY BuKoHaB €mizap IlamieHko, pexucep-mocTaHOBHHK —
Codiss MenbHUKOBa; IUPUTEHT — aBTOpKa crarTi. [IpoaHanizoBaHi BOKaJbHI Ta
XOpOBi TPYIHOII, KaHPOBI Ta CTWIHOBI ocoOmuBocTi ormepu M. Jlucenka, sika
1 B HaIll Yac 3aJIMIIAECTHCS AKTYaJIbHOIO ISl MOJIOJI 3 TOUKHM 30Dy ii mpodeciitHoro
camo3poctanHa. Kiwo4doBi cioBa: mysuuno-npoceimnuyvka Oisnenicms, ¢eno-
MEH HAYiOHANbHOIL camMoioenmu@ikayii, MUCmMeybKuil YHIi6epCanizm.

Actpy6 Enena. My3bIKaabHO-NIPOCBETHTEIbCKAA  [1eATeJbHOCTh
H. JIbicenko kak (peHOMEH HALMOHAJIBLHOW caMoMIeHTH(HUKanuu. B crarbe
CHCTEMAaTHU30BaHbl MPOSBICHUS XydO)KECTBEHHOTO YHHBEPCAIM3Ma KaK KpHTe-
pHii IeATEIBHOCTH OCHOBOIIOJIOXKHUKA YKPAHMHCKOH NpodeccHoHaIbHOW MYy3bl-
ku. B cBere mmpobiiemMbl camonaeHTH(UKAINK HAIIHOHAIBHON KYJIBTYPBI Ha 3Tare
ee CTaHOBJICHHS OXapaKTePHU30BaHbI MHPOBO33PEHHE KOMIO3UTOPA, ACHEKThI €T0
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TBOPUYECKOW JKM3HM. YUHUTHIBAs 3HAYCHHE XOPOBOTO MEHHUS IJI BOCTIMTAHHS Ha-
[IMOHAJIBHOTO CO3HAHMS MOJIOJIBIX MY3bIKAHTOB, OOpalaeTcsi BHUMaHHE Ha POJlb
orrepHoTo Hacimenus M. JIbICeHKO 1T IeTeil U I0HOIIeCTRa.

BpiOOp TeMbl aKkTyaau3upoBaJia 3HAKOBas NpeMbepa JIETCKOW Omepbl
H. JIsicenko «3uma u BecHa» (2017) B Bompmiom 3ame XapbKOBCKOTO HAITHO-
HaJbHOIro yHHuBepcutTeTa uckyccts uMmeHu . II. KomisipeBckoro cuimamu Mosio-
JIBIX MCIIOJHUTEINEH, KOTOpasi CoBIaia ¢ omieeM Beiankoro Koozaps (175-nerue
co IHS poxnmeHHs). B wacTtHOcTH, opkecTpoBKY BBIMOMHWI Emnmsap [lamenxo,
pexuccep-noctanoBuMK — Codbsi MenbHUKOBA; JTUPHKEp — aBTOp CTaTbhu.
[Ipoananmu3upoBaHbl BOKAIFHBIE U XOPOBBIC TPYIHOCTH, KAHPOBBIC M CTHIIMCTH-
YecKHue OCOOCHHOCTH JeTcKoil omepsl M. JluceHka, koTopast M HBIHE OCTaeTCS
AKTYaJIbHOW UL MOJIOJIBIX HMCIIOJHHUTENCH C TOYKH 3PCHHS MX MPOQPECCHOHAIb-
HOTO camopa3BuTus. KiaiouoBi cioBa: myswikansHo-npoceemumensckas oOes-
MenbHOCMb, (PeHOMEH HAYUOHATILHOU CAMOUOECHMUDUKAYULU, XYOONCECNBEHHbLU
VHUBEPCATUBM.

Annotation

Yastrub Olena. Musical and educational activities of Mykola Lysenko as
a phenomenon of self-identification of the national culture.

Formulation of the problem. In the globalized time-space of the 21st
century, the musical heritage left by M.V. Lysenko motivates to comprehend at
a new level the phenomenon of the creative universalism of the artist, the multiple
manifestations of his musical-social, educational, ethnographic and composing
activities.

Given the importance of the choral singing for nurturing the national
consciousness of young musicians, the role of M. Lysenko’s opera heritage for
children and adolescents should be noted. The choice of the theme was actualized
by the iconic premiere of M. Lysenko’s children’s opera called “Winter and
Spring” (2017) at the Great Hall of Kharkiv National University of Arts named
after I.P. Kotlyarevsky,performed by young performers, which coincided with
honouring the memory of the great Kobzar (the 175th anniversary since his
birthday). In particular, the orchestration was performed by Yelizar Pashchenko,
the stage director — Sofia Melnikova; the conductor —the author of the article.
Thus, M. Lysenko’s children’s opera is still relevant for young artists in terms of
their professional and national self-growth.
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The purpose of the article is to systematize the manifestations of artistic
universalism in the activities of M.V. Lysenko in the aspect of phenomenology
of the creativity of the composer on the example of the genre of children’s opera.

The object of the study is the Ukrainian music tradition; the subject —
music-educational activity of M. Lysenko in the aspect of its actualization in the
contemporary cultural and artistic space.

The analysis of recent publications on the topic. The reflection of
M.V. Lysenko’s creative heritage in its aspects was performed in the studies by
the classics of Ukrainian studies (K. Kvitka (1986), M. Rylsky (1927), O. Pchilka
(1913a, 1913b), L. Arhimovych, M. Gordiychuk (1992)), and by the modern
scholars (L. Corniy (2011), S. Grytsa (2007)). One of the fundamental editions
is the book-album called “Mykola Lysenko’s World. National identity, music and
politics of Ukraine of the 19th— the beginning of the 20thcenturies»(compiled by
T. Bulat and T. Filenko (2009)). However, there is no phenomenological approach
to the master’s creative work in these sources.

The presentation of the main material. M. Lysenko was a personality
gifted with many talents, at that time he was presenting the figure of a universal
personality — on the one hand, an intellectual, and on the other — an educator.
He read in the original language the works by Russian, Polish, German, French
writers (Dumas, Eugene Sue), independently studied the works by R. Schuman
and R. Wagner, Y.S. Bach, performed virtuosic compositions by F. Liszt.

The manifestations of the artistic universalism of M.V. Lysenko as a criterion
of the composer’s activity in the light of the problem of self-identification
of Ukrainian culture at the stage of its formation have been systematized.
The composer’s outlook and aspects of his creative life have been characterized.

Lysenko’s music-educational activities began the process of democratization
of music education in Kyiv. So, in 1904 he opened the School of Drama and Music.
He focused on the programs of Moscow and St. Petersburg Conservatories. Therefore,
on the stage of the educational institution the authors of the modern version of the
opera “Winter and Spring” take the ideas of the founder of the national musical
culture. Their purpose was to preserve the holistic concept of the development of
the musical form of the opera. The ancient folk intonations, the expressive and
difficult in the technical performancesub-voices, the varied and original use of the
fret, reflected in the melody of children’skolyadka (carols) and vesnyanka (spring
songs), helped the young performers to achieve some level of the performing skills.
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It should be noted that the final choir (vesnyanka) “And it’s spring already,
and it’s already good”, as well as the choral scenes of carolling and spring
celebrations are in low demand in the modern choral performance and need to be
popularized. For example, the choral scene that begins with the kolyadka called
“Herod Is Damned” can be performed as a compulsory piece at children’s choral
competitions in Ukraine.

The opera is quite technically difficult to perform. Children’s mass scenes
“cement” the opera’s musical material. The choir of the younger age children
performed the first choral song “Go, Go, Let’s Meet”, built on the invocative
intonation of the big tertiary, there are jumps on octave and the fifth; by means of
harmonization, the composer gives a colourful sounding to the choir’s kolyadka
and shchedrivka (New Year Ukrainian song).

Conclusions. In the choral scene of the children’s opera called “Winter and
Spring”, the composer applied such techniques as: the combination of shchedrivka
and kolyadka in the choir “New Joy Began”; the techniques of folk polyphony:
unison chants (vesnyanka “Cuckoo in the Meadow”), the tertiary doubles and
octave thickenings (the ancient kolyadka “Herod Is Damned”); the original means
of vocal-choral writing (the final choir “And it’s spring already, and it’s already
good”).

Thus, M. Lysenko’s creativity is filled, on the one hand, with the love to
Ukrainian folklore, and on the other, with the perception of the European
spiritual values of the music world, where Ukraine should take its rightful place.
This is the phenomenon of self-identification of the professional activity of the
great composer and figure of musical culture, which is inherited by the modern
musicians of Kharkiv. Key words: music-educational activity, self-identification,
artistic universalism.

IocTranoBka npodaemu. Iloctare M. B. Jlucenka — ogaoro 3 ¢yH-
JaTopiB yKpaiHChKOI My3u4HO1 KyabTypH KiHis XIX — nmouatky XX cro-
JITh BIUIMHYJA Ha (POpMYBaHHS MailOyTHBOI TeHeparlii YKpaiHChbKIX KOM-
no3utopiB XX cTomiTTa. Y mi0o0ani3oBaHOMY YacolpOCTOpi KYyJIbTypH
ChOTOJICHHSI My3uuHa cnagmuHa M. B. Jlucenka npuBabitoe 3HOB 1 3HOB
NpOSIBaMH MUCTEIFKOTO yYHIBEpCali3My — 3aro4arkyBaHHsIM (GopM My3ud-
HO-TPOMAJICBKOT Ta MPOCBITHULIBKOI, eHOrpadiuHOi Ta KOMIIO3UTOPCHKOT
nismeHOCTI. DEeHOMEH yHiBepcami3My TBOPUYOI OCOOMCTOCTI MUTII nae
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IICTaBy MJIsl HAyKOBOI ITOCTAHOBKH MPOOIeMHU camoimeHTHdikarii Harri-
OHAJBHOI KyJBTYpHHA eTari ii CTaHOBJICHHSI.

BpaxoBytoun 3Ha4yIIiCTh XOPOBOTO CITIiBY ISt BUXOBAHHS HAI[IOHAb-
HOT CBIZIOMOCTI MOJIOIUX MY3HKAHTIB, CJIijl BKa3aTH Ha POJIb ONIEPHOT Criaji-
man M. Jlucenka juist nitedt Ta roHanTBa. L{ro myMKy migrBepmkye Qakrt
MTOCTAaHOBKH AUTSUOI oniepu «3uMa i BecHay (apyra Ha3Ba onepu « CHIroBa
kpassi») Ha cueHi XHYM imeni I. I1. Kotnspescbkoro y 2017 p. cunamu
MOJIONUX BHUKOHABIIIB. [locTaHOBKA cITiBNana 3 BIIAHOBYBAHHSM ITaM’sTi
10 175-pivust BiJt HS HAPOMKESHHS BETTMKOTO KOO3apsi.

OTtxe, axmyaivHicms memu TIITBEPIKYIOTh HACTYITHI YWHHHKH.
[Mo-niepmie, TBopumii nuisix M. Jlucenka, Horo npodeciiiHa TisIbHICTD SIK
My3HKaHTa 1 KyJbTypTperepa CBOro iCTOPUYHOTO 4acy CTAaHOBHUTH MOCTIH-
HUH iHTEpecC 3 00Ky HayKd (PeHOMEHOJIOTI{: 0COOMCTICTH MUTIIS TOCI HE € 10
KiHIII BUBYCHOIO Ta TOTPeOy€e OLIbII IIMOIIOr0 OCMHCIICHHS B PeaisiX Cy-
YacHOI TBOPUOI MPAKTUKU yKpaiHCbKoro MuctenTsa. [lo-mpyre, ykpainchka
nutsaya onepa M. B. JluceHka B Halll yac 3aMILAETHCA aKTyaJbHOKO IS
MOJIOZIUX aPTHUCTIB (BOKAIICTIB, XOPOBUKIB, PEIKUCEPIB, aKTOPIB) 3 TOYKH
30py iX TpodeciitHOro caMo3poCcTaHHs. 3ayBaKUMO TaKOXK, 10 (iHATEHUH
XOp — BECHSIHKa«A BXK€ BECHa, a BIKE KPACHa» 1 XOPOBI CIICHU KOJISITyBaHHS
1 3ycTpidi BECHM MOTPeOYIOTh MOMYJSpU3allil, OCKUIBKUE, 3 HESICHUX IPH-
YHH, MaJIOBUKOHYBaHHMH B Cy4yacHii XOopoBii npaktumi. Harmpukiaz, xopo-
Ba CIIEHA, [0 PO3ITOYMHAETHCS KOJISIKOIO «Ipoj POKIISAT», MOKE BHUKOHYBa-
THUCh K 000B’SI3KOBUH TBIP HA JTUTSYMX XOPOBHX KOHKypCax.

Mera cTarTi — y3aragbHUTH NPOSBH MHCTEILKOTO YHIBEpcali3my
B misutbHOCTI M. B. JlnceHnka B actiekTi (peHOMEHOIOTIi TBOPUOCTI KOMIIO-
3UTOpA Ha MPHUKIIAJl )KAHPY JUTIUOT OTICPH.

0O0’eKkTOM HOCTITKEHHS € YKpaiHChKa My3W9Ha TPAIUILis; Mpeame-
TOM — MY3UYHO-TTPOCBITHHUIIbKA NisIbHICTH M. JIMCEeHKa B acriekTi 11 akTy-
aiizalii B cy9acHOMY KYJIbTYPHO-MHUCTEI[LKOMY 4acOIpPOCTOPI.

AHaJti3 ocTaHHixX myOsikauiii 3a TeMo10. OCMUCICHHSIM TBOPYOTO J10-
pobky M. B. Jlucenka B pi3HUX acneKkTax Big0y/lI0Ch y JOCHTIKEHHX Kila-
cukiB ykpainictuku (K. Ksitka (1986), M. Punbcbknii(1927), O. [Tuinka
(1913a, 19136), JI. ApximoBuu, M. Topaiituyk (1992), JI. Kopniii (2011),
C. I'puma (2007)). OgauM i3 pyHIaMEHTATBHAX CyYaCHHUX BUJIAHb € KHUTA
«CaitT Muxkonu Jlucenka. HarioHaapHa 1I€HTHYHICTh, My3HKa 1 IOJIITHKA



D~ 2019® Bun. 55 W Tpobremu s3aemodii mucmeumoa, nedazoziky ma meopii i npaxmuxy ocsimy 97

VYkpaian XIX — mougarky XX» (aBropu-yknamadi — T. bymar ta T. dinenko
(2009)). OnHak y 3a3HaYeHHUX JpKepesaX (EHOMEHOJIOTIYHUI MOIJIS Ha
TBOPYICTH MUTIISI HE TIPECTABICHHH.

BukJiiax ocHOBHOTO 3MicTy.Y cBOIil auTsA4iii onepi «3uMa Ta BECHa»
M. JIuceHko He BTpayae IyX HApOJAHOTO MHUCTEITBA: BiH HE JIMIIE BiJ[IIITOB-
XY€TBCS BiJl 3arabHO-TIICEHHOTO CTHIIIO, aJie i nepeocmucaroc 1HTOHAITIN-
HO-CTPYKTYPHI 3aKOHOMIPHOCTI HApOIHOTO MY3UKyBaHHsI, 30aradyrodn ix
3ac00aMM KOMITIO3UTOPCHKOTO MHUChMa. J[ByXWacTHMHHA YW TpPUYACTHHHA
(hopMa XOpPOBUX HOMEPIB Ma€ OPraHIYHUI 3B’S30K 3 KyIUICTHO-Bapiailiii-
HUM PO3BHTKOM. B. JIMCEHKO SK JTIOMUHA BUCOKOI 0YX08HOI KYABTYpH OXO-
[IUB T€ KOJIO 00pa3iB, ji¢ BiH MaB OyTH caMUM COOOK — noemom PiTHOTO
Kparo, IIUPO 3aXOTUICHUM KPacol0 YKPaTHCHKOTO HapOJIHOTO CriBy. OTXe,
JIOCITITHAKY HOBITHBOTO Yacy BBAXKAIOTH, IO «...JIFCeHKO OyB My3WKaH-
TOM PIBHSI CBITOBOTO, 0O 3aBJIsSIKM HOro My3ulli €Bpora 3axOIUICHO Bij-
KpWila YKpalHChKUI HApOJHHUHA MEJOC, TBOPYO OINPAIlhbOBaHY MEIOIUKY
VYkpainu. <...> BomHouac MUTELb BBaKaB CBOIM HAI[lOHAJIBHHUM 1 TIpOde-
CiIiHUM OOOB’S3KOM BBECTH yKpaiHCbKE MY3WYHE MHCTEITBO B TBOPYUI
JUaor i3 BU3HAYAJIbHUMHU JYXOBHMMH IOIIYKAMH €BPOIEHCHKOI KYJIBTY-
pw» (bynar & ®inenko, 2009).

M. JIuceHko BBaXkaB, 10 YKpaiHChKa HAI[IOHATbHA MYy3HKa € €EBPOTIEH-
cbKoto. Ha oro mymKy, 1uist Toro o0 Kpalie OliHUTH CBOIO HalliOHAJIbHY
MY3HUKY, IIOTPIOHO 3aHYPHUTHUCH B 3arajibHO-€BPOTIEHCEKY MY3UKY B yCiX ii
ctuiisix. Bin mucag: «Bee e 100pe po3KyIITyBaBIIH, BUBYMTHU Ta i JOTLIHC-
TH ¥ 10 CBOTO; OTTOJIi 3pO3YMIEI OJIMiHH CBOTO Taly3s OT 3araJbHOTO KO-
PIHHS 1 BCIO Kpacy OpUTiHANBHY yromobaenn (JIuctu JIncenka, 1927b: 3).
OtpumaBmu npodeciiiny ocity B Jlerinumsi ta [letepOyp3i, kommno3u-
TOp TO€THAB HAOyTHH 3aXiTHOEBPOTICHCHKHIA JTOCBIJ i3 HApOIHOIICEH-
HOIO Tpajuiier0 ykpaincbkoi 3emii. 3a cioBamu K. Keitku (1986: 122),
«... QompriopuctudHuil apxiB M. JluceHka CTaHOBUTH MHOTO3HAYHUI
maM’ITHUK caM c00010, SIK IUTICTh, 0 00’ €MHYETHCS TyXOM BEITUKOTO Ha-
POIOTIOOIS 1 JIFOI03HABIIS, MA€ HA COO1 MeYaTh HOTo 1HANUBITyaTbHOCTH Ta
SIBUTH ICTOPIfO HOTO 3yCHIIb, CYMHIBIB, BaraHb i TOCATHEHB. Pa3zom 3 TuM,
1e € TaM’SITHUKOM €IIOXH PO3BOI0 YKPAiHCHKOTO TPOMAJISTHCTBAY.

Jlucenko — oAMH 3 MEPIINX, XTO 3POOHB CIIPABKHIN «IIPOPHUBY» B ra-
Jy31 YKpaTHCHKOTO MYy3UYHOTO (oJIbKIOPY. J10 HBOTO 3arncyBaaInucs JIUIe



98 2019 m Bun. 55 m JIpobaemu 63aemodii mucmeumea, nedazoziky ma meopii i npaKmuKy 0CIMU —0

TEKCTH MiCeHb. 3 IHTEePB 10 BIJOMOTO €THOMY3HKOJI0Ta, TOKTOpa (hismocodii
Tapaca dinenka gizHaeMocCh, 10 Mukona BitaniiioBHY OAMH 3 MEPUIMX
3anvcaB BECITBHUA OOps, UK YyMalbKUAX IiCeHb, TAHKH Ta CITiBaH-
KM, 3QTMIIMBINN Y cniaiok 01m3bpko 2000 BIacHOPYYHUX HOTHHUX 3aIUCIB,
JIBAHAIIATE JIECATKIB HAPOIHHX IiCEHb, MEPEKIAJACHUX IS YOJIOBIUOTO
Ta mimanoro xopy (Koncrantinosa, 2012b). JIucenko npeacTtaBus nepiry
B YKpaiHCHKOMY MY3HMKO3HABCTBI Mpalio Npo My3UYHHI iHCTpyMEHTapil
«Hapoani Mmy3udHi iHCTpyMeHTH Ha YKpaiHi» (ko03y, 6aHIypy, TopOaH,
nipy, rycni, mumbanu) (Ipuna, 2007: 23). Ha nymky Codii ['puri (2007: 3),
«...KOMITO3UTOP 3aHYPIOETHCS B CaMy TYIILy HapoOy, aJie Ha Ty)Ke BHCOKO-
MY apTHCTUYHOMY PiBHI».

M. JluceHko TpeACTaBUB MY3WUYHIM €JiTi yKpaiHCBKOro KoO3a-
ps, BUKOHABISI ICTOPUYHUX, JKAPTIBIUBUX IIICEHb, HAPOAHUX JyM
Ocrana Bepecas, nepmumM omyOmiKyBaB 3amvcH IyM 3 MEJNOMISIMH IIiJ
HAa3BOIO «Xapakmepucmura My3bIKAIbHbIX OCOOEHHOCME MAi0pPYCbKUX
OYM U necew, UCNOAHeMbIX Kob3apem Bepecaem», B AKiil IepIIUM aHai-
3y€ MPUHIMIK I'pU HA K0031. Haperri, Bkaxkemo Ha TBip «booice genuxutl,
€0uHUL», IeH TIMH-MOJIUTBY 32 YKpaiHy, HAITMCAHYKOMITO3UTOPOM IS JTH-
TSYOTO XOPY.

®deHomMeHn ocoducrocTi. HarioHanmbHa BHpa3HICTE TBOPYOCTI
M. Jlucenka oOyMOBIIEHa «T€HOKOZOM» HOTO TUTHHCTBA. 3 OJJHOTO OOKY,
B oMi 0alyci kommosuTopa Mapii BacuiiBHu mapuiia HapomHa yKpaiH-
cbka armocepa. Bona 3Hana 6arato ykpaiHCHKMX HApOJHUX ITiCEHb Ta
Ka30K, MATPUMYBala CTapoCBITChKI 00psiau. 3 iHIIOro OOKYy — BEIMKHN
BIUIMB MaJI0 apUCTOKPATUIHE BUXOBAHHS MaTepi, CIIKyBaHHS (DpaHITy3b-
KOI0 MOBOI0. DONBKIOP CTaB JPKEPEIOM AyXOBHOTO BUXOBAHHS MHTLS.
3 aBroOiorpadii: «... Ha gecinia 3aedxcou Oyio Kwuuyme nanuua Muxony
npooasamu 3 bpamamu Mono0oi morodomy. Becv pumyan @ecinvruil, Ko-
mputi Mmax Yyikasus Maioeo C80€EH meampaibHOW 00CMAHOBKOI, CAM CO-
0010 dasascw 8 pyku 6yoyuomy emuocpaghosi. Ilputioe oani nimo, nacmane
Oenv Kynana<...> Posxnadyms 6acamms, 3aK6imuani 6 noivoei Keimku
3 GIXMAMU 20pAWOL conomu digyama cmpubaomo<...>3 NiCHAMU 4epe3
oconvy (ApximoBuu & Topaiituyk, 1992: 10).

Binomo, mo Mwukona BiranilioBuu OyB 6ararorpaHHo 001apOBaHOI0
HATYpOIO, 1 Ha TOW Yac yBUPa3HHUB MOCTATh 1HTEIEKTyaa — 3 OJHOTO OOKY,
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a, 3 IHIIOTO — MPOCBITUTENA. BiH YMTaB MOBOIO OPHTIHATY TBOPH POCiii-
CBKHX, MOJbCHKHX, HIMEIIbKUX, (PaHIy3bKUX MUCBMEHHHKIB, CAMOCTIHHO
suBuaB TBopu M. C. Baxa, P. Illymana, P. Barnepa, BUKOHYBaB BipTyO3Hi
tBOpH @. Jlicra.

KommnosuTop 3aiimMaBcsi HMOMy/IpHU3aLi€lo yKpaiHChbKOI HApOAHOI Iic-
Hi 3aBISIKM XOPOBIH KOHIICPTHIN JiSUTHHOCTI, siKa Oysia MPOJOBKEHA HOTO
yunsimu O. Kommmniem, K. Crenenkom, SI. CrenoBum. Bin cTBOpUB Bijo-
MU YKpaiHCBKHIA XOp, MO CKIIAaBCs MIOMEePEeBaYKHO 31 CTY/IEHTIB, 1 Oara-
TO KOHILIEPTYBaB 1O Bciii Teputopii Ykpainu. HaBite Oyno mommro aBTeH-
THUYHE YKpaiHCbKe BOpaHHS I TacTPOJIbHUX BUCTYIMIB. B ogHOMY 3 stuctiB
Muikona BitaniiioBud 3BepTacThCsi 3 MPOXaHHSM, 100 3alMCyBaJM MiCHI
0cOONMBO 3 ITyXUX KyTKIB; MUTEIIb BBaXKaB, 1110 HAPOIHA KOJISI/IKA TEPEBaKAE
TIepeT IIEPKOBHOIO, a IIEPKOBHA TIOXOAWTH 3 HapoaHoi micHi (JInctu JIncenka,
1927b: 2). Otxe, M. B. Jlucenko OyB n0o0pe o0i3HaHWiA B il ramysi.

Omnena [lginka (1913a: 15) nucana, mo «Mmy3udHui noprdens Mu-
konu JluceHka crae cKIagoM», KyaH HOro apysi (3 pi3HHX KyTOYKiB
VYkpainu!) 30upann HapoaHUN My3U4HHUE (QOJIBKIOP, YKPATHCHKY MiCHIO,
abm ii 30eperTu «Bin 3a0yTTs Ta i 3aruHy». [[MCEMEHHHUIIS PO3TIOBiIA€ PO
noiznky Jlucenka no cena pasom 3 I1. JKurenpkum 1uist 30upaHHst MiceHb;
B TOW 4Yac BOHU Oynu BHITyCcKHHUKamMu KuiBchkoro yHiBepcurety. «Pazom
<...> XOJWJIM Ha YJIUIII0, Ji¢ 30ipaiucs XopH ceystHCbKoi Monoai. O0ujiBa
roCTi, B KO3allbKOMYy BOpaHHI, 3 MYXKHIIBKOIO MOBOIO Ha ycTax <...>»
(ITuinka, 1913a: 15). M. JIuceHko BMiB Tak 320XOTUTH, 110 XOTIJIOCS 3aCITi-
BaTu micHI0. Yuraemo y Makcuma Punbcekoro (1927: 2) npo nHeabusikuit
TaJIaHT 3aBECTH PO3MOBY 3 HEMPODECIIHIM CITiBAKOM-CEISTHUHOM, BUKITH-
KaTH, “BUKpecaTu’ i3 HbOTO MiCHIO.

Kommosutop OyB mrogmHOI0 KoMyHikaOenbHO®O. Bamum Illep0a-
kiBchku# (2013: 8) 3ayBaxkye: «... bararo 3HauuTh TYT i 0COONMBO Uy TIIU-
Ba, HixkHa jaymia JluceHka, sikuii OyB BiJI3MBYMBHI Ha BCSKE rope i Oimy.
Hampuknaz, komu B 1900 pori B ¢. Kpuomy 3ropisno 123, a B ¢. CobomiBIri
132 xaru, To BiH JaB y MicTi XapKoBi KOHIEPT Ha JOMNOMOTY IOTOPiIUM
i 310paB 15 HUX OinbIe TUCAY] KapOOBaHIIIBY». 3a y4dacTio Jlucenka Oymo
BcTaHoBieHo nam’satHUK I. [1. KotisipeBcbkomy y [lonrasi.

Muxkona BiraniiioBud KpUTHYHO CTaBUBCS JI0 CBOTO MpodheciiHOro
piBHS oOi3HaHOCTI: moixaB a0 [leTepOyp3bkoi KOHCepBaTOpii HaBYATHCS
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MHUCTELTBY OPKECTPYBAHHS ISl YAOCKOHAJIEHHS KOMIIO3UTOPCHKOI Maii-
CTEPHOCTI TpPU CTBOpPEHHI MaiOyTHiX omep. Bimomo, mo Jlednmurcpka
KOHCEpBATOpis roTyBaja ONUCKy4HX BipTyO3iB-IiaHICTIB, ajie TEOPETUIHA
0a3a Toi He Oyna Ha HaynexHoMy piBHI. [lificHo, JIucenko OyB cTapaHHUM
cryaentoM. Epuct ®@epainana Bennens, Buknanay no ¢opremniano, BBa-
JKaB 1OTO OTHUM 3 HAOOMapoBaHIIUX YUIHIB. JINCEHKO CyMITIHHO 3aiiMaB-
cs. Y nucrax Ao 0aThKiB BiH MHCaB, IO CiIyXae 0araTo Xopouoi KIacuIHol
MY3HKH, IO PO3MIUPSUIO HOTO MUCTEIBKUH CBITOTIIAN. B omHOMY 3 JIMCTIB
JIO JIpyra KOMITIO3UTOp Tuiiie Tak: « Hikomu He mi3HO HayKoro 30aradyBaru
CBili cBiTOIIIAN 1 TOOpe, yke moOpe poduTe, iMydn B YHIBEPCUTET, a IIIe
i Ha ICTOPUYHUI BIJJILJ, I BAM YUTATUMYTh 1 PO YKpaiHy, i 10 yKpaiH-
cekomy» (Jluctu Jlucenka, 1927 b).

3aBmsky JINCEHKOBI IMOYaBCS MPOIIEC AeMOKpaTH3allii My3udHOT OCBi-
1 y Kuesi. Tax, y 1904 poui BiH BiakpuB [pamMaTHuHO-My3U4HY HIKOTY
(o Oyna equHOO, A€ BUKIAamu OaHAypy Ta yKpaiHCbKEe JpamMaTHuHE
MHCTENTBO), BBIB JIEKJIaMaIlil0 YKPaiHCHKUX BipIIiB, BAKOHAHHS YKpaiH-
CbKUX JpaMaTH4HUX TBOpiB. [lnanyBaB BBecTH 3aHATTS rpu Ha KOO3i, 3a-
MIPOCHUBIIH BiJIOMOTO yKpaiHChKoro ko03aps Kydepenka 3 XapKiBUIHHH,
Hakajb, MeTa He Oyna peanizoBaHo0. J[o KiHIS KHUTTSI KOMIO3HTOP JI0-
OmMBaBCsI JAJIs1 BUITYCKHUKIB IIIKOJIU ITpaBa TPUMATH iCTIUTH HA KOHCEPBATOP-
CBKHUI JMIUIOM, MIPOTPaMH MY3WYHUX JUCIHIUTIH OyJI0 Y3TOJKEHO 3 Mpo-
rpamamMu MockoBebkoi Ta [leTepOyp3pKkoi KoHCEpBATOPIH.

Jo llleBueHKa KOMITO3UTOP «... 30epir Ha BiKH MPOCTO SKECh HAOOXKHE
nomanyBaHHs», Ha AyMKY Onenu [Tuinku (1913a: 17). Bnoma aitu untanu
Bipmi [lleBuenka, mopoky BiamtoByBaiu LlleBueHKIBChKI KOHIIEPTH, X0Ua
e OyB HenpocTuit yac s Ykpainu. 11[00 3po0utu Oyab-sKHii KOHIIEPT,
JIceHKoBi TOBOAMIOCH OTPUMYBATH JIO3B1I BiJI MOMIIIii HA HOTO OpraHi3a-
1ito Ta nposezeHHs. Yacto Broma craBuim qutsdi onepu («Koza-Jlepesay,
«ITan Koupkuit», «3umaiBecHay), 00 icHyBasa 3a00poHaHa Bce yKpaiHChKe
(«BamyeBcbkuii upkysipy» 1863 p. mpo 3a00poHy yKpaiHCHKUX KHIKHUX
BuAaHb Ta «EMcpKuit ykas» 1876 p. mpo 3a00poHy HaBUaHHS YKpaiHCHKO-
I'0 MOBOIO, B TOMY YMCJI BUIaBaTH TEKCTH AJISI HOT YKPaiHCHKOIO, IPOBO-
JUTH TeaTpasibHi MOCTaHOBKH YKPaTHCHhKOI0). B Kol Apy3iB KOMIIO3UTODA,
SIKI TOTydanucs 10 ocTaHoBok, Oymu Jlecs Kocau (Jlecst Ykpainka), sxa
IIMIa KOCTIOMH IS JOMAIIHiX BucTas, Ta Onena ITuinka.
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[ToBepremocr n0 mutsdoi omepu M. Jlmcenka «3WMa Ta BECHa»
B ii cyuacHomy ¢opmari, sika (akrtom npem’epu yepe3 100 pokis ckia-
na (eHoMeH HarioHaNbHOI caMmoifeHTH(IKaIli KaHPY JUTIYOI OIEpH,
3 BIAIIOBIAHMMH 3aBIAaHHSAMH I MOJIOAUX BHUKOHABI(IB. Pomii xiBUar-Ko-
JISTHALG, XJIOMIIB-IIEAPIBHUKIB, MOCIBATBHUKIB, JIIBYaT-BECHSIHOK BHKO-
HyBaJW Y9HI IIKUT ecteTHaHoro BuxoBaHHS NeNe 1, 3, 10, 14 m. Xapkis,
a TakoK XapKiBChKOI CepeIHbOI CIeliadbHOI IIKOIU-IHTEPHAT, CTYJACHTH
Ta XOp TENaroriyHoi MpakTHKH XapKiBCHKOTO HAIIOHAJILHOTO YHIBEp-
curery mucreutB imeni I. I1. KommsipeBchkoro. OpkecTpoBKY BHKOHAB
€nizap Ilamenko, pexucep-nocraHoBHUK — Codis MenbHUKOBA; TUPH-
rent — Osiena Slcrpy0 (aBTOpKa CTATTI).

Omepa € ZOCUTD CKIaTHOIO TEXHIYHO AJIsl BAKOHAHHS. J{uTsdi Macosi
CIICHH [IEMEHTYIOTh My3WYHHUN MaTepiai onepu. Xop MOJOAIIOTO BiKy BH-
KOHYBaB MEPIIUI XOPOBHIA 3aciiB «Hymo, Hymo, 30upaumocsi», no0ymno-
BaHWH Ha 3aKJIMYHINA iHTOHAaIlii (IHTepBaj BENWKOI TEpIlil B TOHATHHOCTI
A-dur); 3ycTpivaroThest cTpHOKK HA 4. 8 1 4. 5, 3 BIAXWICHHSIM y TOHAJb-
HicTh a-moll; aBTeHTUYHOMY 3BYYaHHIO KOJISIJIOK Ta IIEAPIBOK aBTOP Hala-
BaB BI/IMOBIIHY TapMOHI3AIIif0.

CKIIaJJHUM y BOKaJIbHO-TEXHIYHOMY BiIHOIIIEHHI OYyJI0 BUKOHAHHS XO-
POM CTapIIOTO IKITHFHOTO BIKY KOJSIKH «[p0o0 npok/ismy» B IBa TOJOCH.
Xop 3acmiBye B OKTaBHHI YHICOH 3 PO3IMiBYBaHHSM MapTii COMPAHO MIiCT-
HaJISITHMU TPUBAJIOCTAMH Yy APYTiil okTaBi. l[ikaBe KOMITIO3UTOPCHKE Pi-
HICHHSI TIOETHATHB OIHOYACHOMY 3By4YaHHI KOJSIKY «Hosa padicme cma-
aa» ta «lledpuk-eedpux, oaiime éapenux» B ToHanbHocTi C-dur, moOymo-
BaHOTO Ha TeMi «l[[edpuxa» M. JleoHOBHYA, BUKITHKAJIA IHTEpEC y IOHUX
XOPHCTIB.

[lapris opkectpy myOmroBasa My3W4HHN Matepian xopy. Xop «Ha
XpiH, HA XpIiH, HA XpiH ma Ha pedbkyy» 3 11-i aii noeaHamyu ass ABOX XOPiB;
BiH TIEPEBTUINBCS Y «Mari4yHe» 3ByYaHHS 3aBJSKH YHICOHY, KBAPTOBOMY
3aKJIMKY KOJISTHUKIB Ta MIEAPYBAIBHUKIB. Xop apyroi mii «Typau, mypnu,
mypau, aemsams dcypasni» (B ToHaIbHOCTI G-dur) cTaB sl FOHUX XOPHC-
TiB OHUM i3 ymoOneHnX. 3aKInYHa IHTOHAIlIS HA YMCTii KBIHTI TTOBTOpE-
Ha TPUYi; Ha cloBax «JKaueoponox 6 Hebo 36u6cb» M. JINCEHKO BKa3ye
3BYK g, K IMITallit0 CIiBY kalBOPOHKA. XOPHCTaM BIAJIOCh 3aCIiBaTH ek
XOp JIETKO Ta JI3BIHKO.
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MortofTi XOpUCTH 3yMiTH ITPOJEMOHCTPYBATH KYJIETYPY XOPOBOTO CIIi-
BY, HacaMIiepesi, YUCTOTOI0 iHTOHallii. B Xopax KoMII03UTOp 4acTo 3acTo-
COBYBaB iHTepBasu 4. 4, 4. 5, 4. 8, XapakTepHi JJIs HAPOAHOI IMiCHI; MiTH
3 33I0BOJICHHSIM TPAIFOBAJIU HAJl TTOJIOJAHHSIM TPYIHOIIIB B IIMX MOMEH-
tax. Jlupurenty cii Oyso CIiBBIHOCHUTH COJBHI i XOpOBI HOMEPH 3 OpKe-
cTpoBuMH. MeToto Oyio 30epeskeHHS ITITICHOT KOHIIETIii oniepu. ApxaidHi
MOCTIBKH JUTSYMX KOJISIIOK 1 BECHSHOK, BUPA3Hi i JOCUTH CKIIa/HI B TE€X-
HIYHOMY BHKOHAHHI IiJITOJIOCKH, OPHUTiHAIBHI JaJI0Bi 3BOPOTH HAPOIHOI
MY3HKH — BCICTHJIICTHYHI 3ac00u Oyny onpanboBaHi IOHUMHU apTHCTaMH
1 3aCBO€HI K «HAIIOHAIBHUN MY3WYHHIA CIIOBHUK». OTXKe, iX JiSUIbHICTH
B IIApYHI BIAPOMKEHHS KIACHYHUX TBOpiB M. JIMCEHKa CKiIamae 4acTKy
KYJABTYPHO-MUCTELBKOTO POCTOPY, Pa3oM 3 1HIIMMHU aKLiIMHU Mpodeciii-
HHUX MY3HWKaHTIB, IO MPAITIOI0Th y XapKiBehKiit dimapmonii, XHYM ime-
Hi [. 1. KoTspeBcbkoro, iHIIMX MUCTELBKUX BUILAX.

BucunoBku. [IposBu xymoxuboro yHiBepcanizmy M. B. Jlucenka Oymno
NPOaHATI30BaHO B acrekTi ()eHOMEHOJIOTIi TBOPYOCTI Ha MPUKIAl KaH-
py auTsyoi onepu. B XopoBux cueHax IuTAYOI onepu «3uMa i BecHa»
KOMITO3UTOP 3aCTOCYBaB MPHUIOMU CHUHTE3yBaHHS HAIliOHATHHO-ITICEHHOT
TpaauLii Ha IPYHTI 3aXiJHOEBPOIEHCHKOI TOHAIBLHOT CUCTEMH MHCIICHHSI.
30kpemMa, BKaXKeMO Ha Taki BITi3HABaHHI CETMEHTH JIUCEHKIBCHKOTO TTHCH-
Ma, SIK MOEIHAHHS MISAPIBKU Ta KOJSIAKU (X0p «Hosa padicmv cmana);
HapoaHe Oararorojoccsi — YHICOHHUH 3a4uMH (BeCHSHKa «303yJleHbKa
B IIY)KKYy»), TEpLI€EBI MMOJBOEHHS, OKTaBHI MOTOBIIEHHS (CTapoJaBHS KO-
KA «Ipo0 npoxisamy); TeMaTUIHUH PO3BHTOK 32 PAaXyHOK (aKkTypH Ta
TECUTYPH, TOHAIBHHUH TUTAH 3 BiIXWJICHHSIMHE, MOOYIAMIAMU ((iHATEHAH
XOp «A4 8dice ecHa, a iice KPacHay).

Sx Gaummo, TBOopuicTh M. JluceHka, 3 OHOTO OOKy, HallOBHEHA
0008’10 710 YKpaiHH, YKPaiHCHKOTO (POJIBKIIOPY, a 3 IHIIOro — CKepoBa-
Ha Ha 3aCBOEHHS NpPOQeciiHuX My3W4YHOI Tpaauuid 3axizHoi €Bpomu,
CIPUHHATTSIM IYXOBHHX I[IHHOCTEH CBITY, e YKpaiHa ChOTOMHI 3aiimMae
rigae micie. B npomy monsirae )eHOMEH HaIliOHAJIbHOI camoiaeHTH]I-
KaIlii TBOPYOCTI MHUTLA K YHIBEpCaIbHOI 0COOMCTOCTI, KYJIBTYpTperepa,
He Oaifmy»oro 1o igei caMoJ0CTaTHOCTI YKpaiHCBhKOI KyJIBTYPH, SIKY Ha-
CITyIOTh CydYacHI My3HKaHTH XapKoBa, 30Kpema, B cepi BOKaIbHO-XO-
POBOTO JAMUTSIYOTO MHUCTEITBA.
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Amnorarnis

JduenpoBckas H. C. PaxmanunoB. «lllecTs X0poB 1Jsl JeTCKHX HJIH
JKEHCKHX TI0JIOCOB»: cnelu(uKa HHTepHpeTALUM KaHpa. B crathe packpbl-
Ta cnenn@uKa TPAKTOBKH JpaMaTypriy IHMKJIa AeTCKUX xopoB C. PaxmaHnHOBa
Ha OCHOBE IIEJIOCTHOTO aHajK3a TeMaTu3Ma M 00pa3HO-3MOIMOHAIBFHOTO CTPOS,
OTMEUYEHHOTO BO3BBIIICHHO-0JyXOTBOPEHHOH JIMpUKOH. OOOCHOBAH BBIBOJ O HO-
BaTOPCTBE KOMITO3MTOPA: B 3TOM IMKJIE BIIEPBHIE aBTOP 33AEHCTBOBAJ CIOKHUB-
mMecs B €BPOMNEHCKON TpagulMKd MY3bIKaJIbHBIC TEMBI-CUMBOJBI «Dies iraey,
«Kkamabacucy. BIABICHBI HOBBIE JUISl IETCKOTO JKaHpa XyHAOXKECTBEHHBIC TPHH-
IIUIBI ¥ TPUEMBI KOMIIO3UTOPCKOTO MUCHhMa, XapaKTepHBIC U IS MOCIEIYFOIINX
€ro OITyCOB: CTHJICBOE OOTaTCTBO MEJIOIUKH, TAPMOHUH, PUTMHKH, (QaKTypBbI, 10-
JVMETPUH U TIOJHPUTMHUH, TPAKTOBKH TOHAJIBHOCTH, 3BYKOM300pa3UTEIBHOCTD
(xonokosa). Kak pesysibrar, 1oka3aHa JyXoBHO-3CTeTHYecKasi IeHHOCTh «lllectn
xopoB» C. PaxmMaHMHOBA /7151 TPAKTUKH CBETCKOTO JETCKOTO XOPOBOTO MCIOJIHH-
TenbcTBa. KilloueBble €10Ba: Xoposoe meopuecmeo, 0emcKoe XOpoeoe nexue;
ceemckas 0yxoeHo-xoposas aupuka, «Dies iraey; «kamabéacucy,; konokona.
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Juinposcska H. C. Paxmaninos. «IlicTs xopiB ns autsauux ado xkiHo-
YHX rojociB»: cnenugika inTepnperanii ;kanpy. B crarri pozkpuro crienmgiky
TPAKTOBKH ApamMaTyprii HUKITy AuTsaux xopiB C. PaxmaHiHOBa Ha TPYHTI IiTiCT-
HOTO aHaJlizy TeMaTH3My Ta 00pa3HO-eMOLIHHOTO CTPOIO, TO3HAYSHOTO MiHeCe-
HO-0/lyXOTBOPEHOIO JIipHKot0. OOrpyHTOBaHO BHCHOBOK IIPO HOBATOPCTBO KOMITO-
3UTOpa: 30KpeMa, B IbOMY IIMKJIi BIIEPIIIE aBTOP 3a/isfB YCTAJCHI B €BPOIEHCHKIiI
Tpamuilii My3u4Hi TeMu-cumBoiu «Dies irae», karabacic. BusiBjieHo HOBI st
TUTSYOTO KAHPY XYIOXKHI NPUHIAIN Ta TPUHOMH KOMIIO3HTOPCHKOTO TIHCHEMA,
XapakTepHi 1 Ul HACTYIHUX HOTo OIMyCIB: CTHJILOBE 0ararcTBO MEJIOAMKH, rap-
MOHI{, pUTMIKH, (PaKTypH, TOTIMETPii Ta MOMIPUTMIi, TPAKTYBaHHS TOHATHHOCTI,
3BYKO300paKyBaIBHICTh (3BOHM). SIK HACTIIOK, OBEIEHO TyXOBHO-ECTETHUHY
ninHicTh «lectr xopiB» C. PaxmaHiHOBa AJIst MIPAKTUKU CBITCHKOTO JIHTSYOTO
XOpOBOTO BHKOHABCTBa. KiIl04oBi cjioBa: xoposa meopuicms; oumsaua xoposa
MY3UKa; c8imcbKka 0yXosHo-xoposa nipuka, Dies irae; kamabacic, konokona.

Dniprovska N. S. Rachmaninov. “Six choirs for children’s or women’s
voices”: specific of interpretation of the genre.

Introduction. In the article the cycle of children’s choruses of S. Rachmaninov
is considered, his characteristic features in subjects, figurative disclosure, the
special role of lofty spiritualized lyric poetry; for the first time the appearance
in the choral works of the composer of the themes “Dies irae”, “katabasis”; the
spiritually-aesthetic value of Rachmaninov “Six Choruses” for secular children’s
choral singing and performance is revealed.

“Six choirs for children’s or women’s voices” op. 15 were written by
S. Rachmaninov in 1895, the date of which he indicated in a letter to B. Asafiev
on April 13, 1917. By the time the cycle was created, S. Rachmaninov was
already the author of a considerable number of works. In the fall of 1894, he was
employed by the Mariinsky Women’s School as a teacher of music theory and
an accompanist of the choir. Specially for the choir of students, “Six choirs for
children’s or women’s voices” were written: 1) “Glory!”, Words by N. Nekrasov;
2) ”Night”, words by V. Ladyzhensky; 3) “Pine”, words by M. Lermontov (from
G. Heine); 4) “The waves dozed off”, words by K. Romanov, 5) “Captivity”,
words by N. Tsyganov; 6) “Angel”, words by M. Lermontov.

The features of S. Rachmaninov’s musical and artistic thinking, which
researchers usually note in his romances — the significant role of accompaniment
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and a simple 3-part form, having their own historical archetype in the baroque
three-part aria da capo (Antipov, 2014: 9) — can be found in “Six choirs”.
The enormous artistic role of the piano accompaniment, its developed texture
and organic unity with the score should be especially paid attention to. The vivid
imagery of the cycle owes much to the instrumental part, which the composer not
only went far beyond the accompaniment, but often has independent significance
too. At first glance, the choral score of the cycle is uncomplicated — mainly with
diatonic two-voice. But behind seeming simplicity, inexhaustible performing tasks
for the choir and piano part are in favor. The extreme choral plays frame the cycle
with themes of deep ethical and spiritual content that had not previously been
encountered in children’s choral music. The middle rooms are dominated by bright
lyrics, youthfully light sadness, and harmony between the pictures of nature and
the states of the human soul reigns.

No. 1 “Glory!” — the character of the work conveys pathetic, prayer (appeal
to the Almighty for blessing) and lyrical-patriotic feelings. In the 3rd section of the
miniatures, the accompaniment fills the music with fanfare intonations, in the last
6 beats, the dynamic tension within the framework of one tonic harmony is steadily
increasing, and in the bass of the piano the bell ringing and ceremonial drum beat
are imitated, completing the picture of the celebration. In No. 2 “Night”, the author
embodies a dreamy-contemplative mood with the help of the choral cantilena. Fret-
tonal ambiguity of the extreme parts (major-minor), functions languidly lasting for
several measures, delicate harmonic colors, flexible ligature of figures, masterful
techniques of sound-visualization contribute to a special refinement of moods and
miniature images and are associated with impressionist music. No. 3 “Pine” —
S. Rachmaninov chose M. Lermontov’s translation as the theme of loneliness
and dreams of happiness, giving contrast to the musical images of northern
Pine and southern Palma. No. 4 “The waves dosed off” — to convey the state of
spiritual harmony and dreamy peace S. Rachmaninov found a set of expressive
compositional techniques. Here we emphasize the special independence of the
piano part, which does not contain a choral theme, but plays an important sound-
visual role, enriching the narration of the choir. No. 5 “Captivity” — the image of
a gentle bird, imprisoned in a golden cage, is widespread in fairy tales and poetry
of the peoples of the world, as well as in choral music. In N. Tsyganov’s verses,
the denouement is optimistic — the nightingale is set free. S. Rachmaninov relies
intonationally on the Russian peasant cry-lamentation. The melody has a touching
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colour, the miniature is distinguished by a bright national color. No. 6 “Angel”.
The poem tells of the great sacrament of conception in the spiritual world of a new
person’s life. The Angel carries this person’s soul from heaven to earth to connect
it with the body of the unborn child. In flight, an Angel sings a song about celestial
gardens to this yet unincarnated Soul. The composer weaves a fragment of the
motive-symbol “Dies irae” into Angel’s theme, entrusting it to a part of the alto
and veiling from above the unrecognizabl third major second part of the soprano.
The smoothly descending theme of the Soul can be described in this context as
“katabasis”. This symbolism gives the miniature a deep philosophical meaning.

S. Rachmaninov was the first Russian composer to create an example
of concert purpose in The “Six choirs”. He raised to a new level the theme of
children’s works, characteristic of the genre of that time. And that is education
of a spiritually rich personality. The author revealed the extraordinary rhythmic
and intonational richness of musical speech, the mastery of texture, harmony, the
sophistication of technical techniques, and the tonal color scheme were rare for
children’s choral music of that time. The richness of colors and the layering of the
piano part bring it closer to the orchestra.

In The “Six choirs for children’s or women’s voices” S. Rachmaninov
revealed a new example of children’s choral music for concert purposes, which
has high artistic merits, a deep substantive theme, and an aesthetic and educational
orientation. The composer first attracted high poetry, revealed a spiritual and
moral subtext. The theme of Faith, reflected in the first and last miniatures, “rings”
the cycle, like Alpha and Omega, giving special semantics and significance to its
figurative content. The essay reflected important artistic principles and writing
techniques, characteristic of his subsequent opuses, but new to the children’s
genre.

Like the First Symphony (1895), created in the same year as the cycle,
the “Six choirs” for the first time include the theme “Dies irae” symbolic for
S. Rachmaninoff’s art, which further permeates his work up to “Symphonic
dances”, as well as the theme “katabasis” revealing the spiritual and philosophical
meaning of the work. This cycle was S. Rachmaninov’s only experience in
children’s choral music, in which first for the genre he embodied high spiritual
and ethical ideas of a romantic artist, his Christian picture of the world, the eternal
themes of love for the Fatherland, life and death, good and evil, also actual for
modern society and children of the XXI century.
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Prior to S. Rachmaninov, children’s choral music did not know such a depth
of content, mastery of embodiment, aesthetic pleasure. The unsurpassed beauty
of “Six choirs for children’s or women’s voices” made them a phenomenon of
perfection in musical art for children, which is timeless, of course. Key words:
choral work of S. Rachmaninov, children’s choral music; children’s choral
singing, secular spiritual and choral lyrics; Dies irae; katabasis.

«BEeau ne obpanmumecs u e 6ydeme xax denru,
e sotideme 6 Llapemeo Hetecroe...» (M. 18: 1-9)

IoctanoBka mpodaembl. Tema neTcTBa B MCKYCCTBE HE BXOIHT
B UHCJIO €0 «BEYHBIX TEM», KaK HE BCET/Ia M OTHOILLIEHUE B3POCIBIX K JIETAM
ObUIO TaKKUM, KaK B Halle BpeMs. boJibliryto yacTh HCTOPUM YeJIOBEUECTBA
peOEHOK OBUT Mano3aMETHBIM JJISl CTApIIMX: JETCTBO OBLIO KOPOTKHUM,
paHo HauMHANACh TPynoBas *u3Hb. C pa3BUTHEM OOILECTBa, OT YPOBHSA
JyXOBHOM KYJIBTYPBbI KOTOPOTO 3aBUCUT MPOODKUTEIBHOCTh IETCTBA KaK
TaKOBOTO, MEHSJIOCH U OTHOLLICHHE K PEOEHKY.

Herckas xopoBast My3bika, Beaylasi cBoe Hadasio oT B. A. Mouapra,
OTIIOYKOBaJach KaK JKaHpP B TBOPYECTBE KOMIIO3UTOPOB-POMAHTHKOB
P. llymana, ®. Mengaenscona, 3. I'pura. Umenno B XIX B. «Tema pe-
O0EHKa» B IUTEpaType, )KUBOMHICH, My3bIKE TIepepociIa B «TeMy JETCTBa»
W jJajee paclupoCTpaHMiach Ha Tearp, omepy, OaneT W Opyrue >KaHpbl.
B Poccum ¢ pa3BuTHEM CHCTEMBI MPOCBEIICHHS CBETCKOE JETCKOE XO-
pOBOE TEHHE TMOCTENEHHO CTalo0 BOCTPEOOBAaHHBIM B IIKOJIAX M OTpa3u-
JOCh B KOMIIO3UTOPCKOM TBOpUYECTBE. PacKpbITHIO OOraTtoro m HENoBTO-
pUMOTO MHpa JIETCTBA B PYCCKONH XOPOBOM MYy3bIKE YIENsIM BHUMaHHUE
H. Pumckuii-Kopcakos, L. Kiou, A. I'peuanunoB, A. ApeHckuid, A. JIs10B,
Buk. Kanmunnukos. HI&én nponecc GopmupoBanusi HCKYCCTBa sl IETEH,
JIOCTUTIIIETO CBOETO paclBeTa B XX B. V3yueHHne B 3TOM KOHTEKCTE paH-
Hero mukia C. Paxmanunosa «lllecTs XOpoB AJIs NETCKUX MM KEHCKUX
TOJIOCOBY @KMYA1bHO IO MHOTUM TPUYHHAM.

Bo-niepBBIX, B OTEYECTBEHHOM MY3BIKOBEIEHUH JI0 CUX MOp HE JaHa
JIOJDKHASL OLIEHKA TOTO COUMHEHHS ¢ yUETOM 3BOJIOIMHM KaHpa JETCKOU
XOpOBOM My3bIKH BTOpOi monoBuHBI XIX Beka. Bo-BTOpBIX, C MO3UIMH
HACTOPUYECKOTO ONBITA W YCTAaHOBOK KOTHUTHBHOTO MY3BIKOBEICHHUS
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ompenensercs: orneHka omyca 15 C. PaxmMaHWHOBa KaK HOBAMOPCKO20.
B-TpeTbux, XOpMEUCTEPCKHA OMBIT aBTOpa CTAaThU ITOJICKa3bIBAET HEOO-
XOIMMOCTbh ITUPOKOH TOIYJISIPU3AINN ITOTO COYNHEHHSI B COBPEMEHHOM
penepryape JeTCKHX XOPOB, YTO COOTBETCTBYET aBTOPCKOMY 3aMBICITY.
O030p nyOumkanmii mo teme. HayuHblii nmHTEpec K DIIyOOKOMY
1 MHOTOMEepHOMY TBOpuecTBy C. PaxmMaHnHOBa Bcerma OBLT OOJBITHM.
O wém mucamu b. AcadneB, B. benses, B. bormanos-bepesosckuid,
B. bpsnnesa, O. Cokomnosa, A. Conosros, FO. Kenapiin, A. Kangunckuid,
B. Menymesckuii, JI. CkadreimoBa, H. bekerosa, E. Hazaiikunckwii,
E. Bapranosa, T. Uynaxuna, B. Autunos, H. Mezasenesa, A. JlsaxoBuu.
Cpenu uccnenoBaHU MHOXKECTBA TPaHEH W PaKypCOB MPOU3BEIEHUH Te-
HUAJILHOTO KOMIIO3UTOPA (B TOM YHCJIE XOPOBBIX) HE3ACIyKEHHO CKPOM-
HOE MECTO IPUHAIICKUT NUKITY «1lecTs XOpoB AJs JETCKUX MITH JKEHCKUX
TOJIOCOBY, KOTOPBIN paHee He aHAJIM3UPOBAJICS U JlaKe HE BCETa yIOMHU-
Hascs. Mckmrouenne coctapmsioT aBropsl B. bpsiaiiesa (1976), kpaTtko oc-
BETHUBIIIas UCTOPHUIO CO3JIaHUs XOpoB Oe3 aHanmza My3bikd, 1 O. CokonoBa
(1984), nakOHUYHO OXapaKTEPU30BaABIIAsl IMOLMOHAIBHBIN CTPOH MUHHA-
TIOp. L1€J0CTHBIN aHalIU3 COUMHEHUSI U €r0 3HaAUYCHHE JJIs KaHpa JEeTCKON
XOpPOBOI MY3BIKU JIOHBIHE OCTAIOTCSI «OEJIBIM ISITHOMY» B MY3BIKO3HAHHU.
Leab cTaTbu — 000CHOBATH Xy/TOKECTBEHHYIO HOBU3HY U CIIEITUPHUKY
uHTepnperanuu xaHpa «lllecTu XopoB IS JETCKUX MU KEHCKUX T0JI0-
coB» op. 15 C. PaxMaHnHOBa HA OCHOBE UX LIEIOCTHOTO aHAN3A.
H3ao:xxkenne ocHoBHOro marepmuana. «lllects xopoB» op. 15 Ha-
nucanbl C. PaxmManuHoBbIM B 1895 1., CTaB €ro €AMHCTBEHHBIM OIBITOM
B JKaHpe JIETCKOM XOpoBOM My3bIKW. JlaTa co3aHusl yka3aHa aBTOPOM
B muceMe b. AcadweBy 13 ampenst 1917 1. (AcadneB). CounHeHHE MOSBU-
JIOCh B TIOPY TBOPUYECKOW aKTUBHOCTH, OTPA3HMB CBET M PAJOCTh MOJIOJIO-
cti. K MOMeHTy co3iaHusi IMKIIa KOMITIO3UTOP SBJISUICS YK€ aBTOPOM CO-
JTUIHOTO Yncia npousBeneHuid. Emé ve Obuto ropeun Heymauu c IlepBoi
cuMdoHuel, B ero TBOPYECKOM TOpTdere — omnepa «AIeKo», CHMQPOHHS
«¥Onomeckas» (I 4.), XopoBoil KoHUEPT «B MOTUTBax HEYCHIMAIOIILYIO
Boroponuity», hanrtazus «Yécy, 23 pomanca, 32 npousBeneHus 1ist Gop-
Tenuano, Jnernyeckoe Tpuo, Cronta u Kanpuyuno myist opkectpa, KBap-
TET, COYMHEHUS JIUIsl CKPUIKH, BUojoH4enu. O6pamenuto C. PaxmannHoBa
K JIETCKOH MYy3bIKe CIIOCOOCTBOBAN TOT (hakT, uTo oceHbto 1894 roma oH
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MIOCTYNIII Ha cIy)0y B MapHHWHCKOE JKEHCKO€ YUYWIIHIIE TperojaBaTe-
JIEM TEOPMU MY3BIKH M akkommanuaropom xopal!. CrenuanbHo ajs xopa
YYEHUI] KOMIIO3UTOPOM ObLTH HamucaHbl «lllecTs XOpoB ISt METCKUX WITH
JKeHCKHUX roiocoB»: 1) «CnaBbecs!», cmoBa H. Hekpacona; 2) «Houkay,
cnoBa B. Jlagenkenckoro; 3) «CocHa», cmoBa M. JlepmoHTOoBa (M3
I'. Teitne); 4) «3aapemanu BomHbI, cioBa K. Pomanosa; 5) «HeBomns», cio-
Ba H. IlpiranoBa; 6) «Anrem», ciosa M. JlepmoHTOBA.

Bynyun pasznoctopoHHEe 00pa3oBaHHBIM, KOMIIO3HTOP JIFOOWUI U XO-
POIIIO 3HAJ TIOJ3HI0 U KHUBOIKCH, TIIATEIBHO BBIOUPATT TEKCThI ISl CBO-
nx npowusBeneHunit. [llupoko m3BecTHHI ero cimopa: «llomoraror TBOpUYe-
CTBY KpacoTa W BEIWYHE MPHUPOABI. MEHs OYCHb BIOXHOBIISCT IOI3US.
[Tocne My3bIKHU st OOJIBIIIE BCETO JHOOIIO MOA3UIO [...] Y MEHs Bceria moj
pykoi#t ctuxm. 107301 BIOXHOBISET MY3bIKYy, HOO B CaMOW ITOA3HHA MHO-
ro My3bIkH [...] [Tociie My3bIKH ¥ T1033UH s OOJIBIIE BCETO JIHOOIIO KUBO-
mick» (ArTHTOB, 2013: 7). C. PaxMaHHHOB MPU3HABAJICS, YTO MUHHATIOP-
HbIC TPOU3BEIICHUS EMY TPYJAHEE COUUHSITH, YeM CUM(OHHH U KOHIIEPTHI,
OTMeYaJl CIOKHOCTh ucnonHeHus «lllectu XopoB», «... KOTOpbIE, MEKIY
MIPOYUM, HU OTHH JIETH HE croto» (AmetsH, 1978: 253).

[Tapagokc BbICKa3bIBaHUSI aBTOPA 3aKJIIOUAETCS B TOM, YTO XOPOBast
MapTUTypa [HKIIA BHITACAHA, HA TIEPBBIN B3I, TPEUMYIIIECTBEHHO Tra-
TOHHUYECKUM JBYXTOJIOCHEM — TEPIIOBBIM, OKTAaBHBIM, HM3PEIKa UMUTa-
umoHHbIM (Ne 1, 2, 4). Kak WCKItOYeHHE, BCTpEeYaeTcsl TPEXTrojocue Ha
CMBICJIOBBIX BepiinHax ¢pa3 (Ne 1, 2, 6) ¥ BCEro HECKOIbKO 4-XI0JI0CHBIX
aKkkopaoB («AHren»). Ho 3a kaxyieiics mpocToTol NpoCTynalT Heuc-
yepriaeMble WCTIOTHHUTEIbCKUE 33/Ja49d Ui XOpa, CBUACTEIHCTBYIOIINE
0 3peNioCTH TajlaHTa M MacTepCTBE aBTopa. Spkas oOpa3HOCTh LUKJA BO
MHOTOM 00s513aHa HHCTPYMEHTAILHOW MApTHH, KOTOPAsi B 3TOM OITyCE KOM-
MO3UTOPA HE TOJIBKO BBIIIIA 1aJIEKO 32 PAMKH aKKOMITAaHEMEHTAa, HO YacTO
BBIPA3HUTEIBHO JOCKA3bIBALT, «IOPHCOBLIBACTY IMOBECTBOBAHUE XOpa, BE-
JET TUATIOT.

IB Mapunackoe yuymumie npuauMann 280 geBodek 8—10 yeT u3 HeboraTeix cemeit
BOCHHBIX U YMHOBHHUKOB U TOTOBHJIM IOMAIIHUX yUUTEIBHUII, 00ydast B TeUeHHE § JIeT pas-
HBIM IIpeIMETaM, B TOM YHCIIe My3bIKaIbHBIM. Cpea HHCIICKTOPOB U PYKOBOAUTENEH yun-
TMIa OBLIH BEITYCKHHUKH U TTe1arorn MOCKOBCKOTO YHHBEPCHTETA, H3BECTHBIC MYy3BIKAHTHI
n npodeccopa MOCKOBCKOH KOHCEPBATOPHH.
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Teopueckue npuHuunsl C. PaxmMaHnnHOBa, OOBIYHO OTMEYaeMble HC-
CIIEZIOBATENsAMHU, — XY/IOKECTBEHHAs POJIb CONPOBOXKJEHUS U MpocTas
3-yactHas Gopma, IMEIOIINE CBOM MCTOPHUYECKUAN MPOTOTHIT B OapOIHON
apuu da capo (Antunos, 2013: 9), — moxkao Haiitu U B «IllecTtu xopax».
[Ipu 3TOM HEOOX0AMMO 0COOO OTMETUTH OIPOMHYIO POJb HapTUu HopTe-
MUaHo, €e Pa3BUTYIO (aKTypy, OPTaHHYHOE €IMHCTBO C XOPOBOH MapTH-
Typo#. KpaiiHue xopoBbie bechl 00paMIISIOT LUK TEMaMH TITyOOKO ITH-
YECKOIo, TyXOBHOI'O COAEPKaHMs, paHEe HEe BCTPEUABIIUMMUCS B JETCKON
XOPOBOH MY3BbIKE.

B cpemnnx HoMepax wnukia mpeoOiamaeT cBeTas JIUPUKA,
MO-IOHOIIECKH JIeTKasi TPYyCTh, TAPMOHUS MEXAY KapTHHAMH TPUPOABI
1 COCTOSTHUSIMM JAYIIX 4esloBeka. Bce wacTu nukia, HE3aBUCUMO OT Ha-
YaJIbHOTO XapaKTepa, 3aKaHYMBAIOTCS] ONTUMUCTUYHO UM IPOCBETIIEHHO.

Ne 1 «CaaBbes!» (G-dur, hpopma 3-uactHas penpusnasi) O. CokonoBa
HaspIBaeT MUHHATIOpHOHN KaHTaroil (1984: 40). C. PaxmanuHOB coueTa-
€T B Hel 4epThl MPUBETCTBEHHOTO KaHTa (JanuaapHele (pasbl, TUATOHHU-
Ka KpalHHX yacTel, npoctora ¢yHkuuii 7-S—D—-T) u ncanmoauto. Ecin
onHonMeHHBIH Xop M. Inuku B Ppunane onepsl «Kn3Hb 3a maps» Bocmen
PYCCKYIO 3eMJIIO U €€ Hapo[, TO 3Ta XOpOBasl Mbeca MOCBALIEHa aBTOPOM
umneparopy Anekcanzpy 11 — OcBoboaurento. Xapakrep My3bIKH OTpaXka-
et nareruueckue (TT. 1-11), monuTBeHHbIe (0OpamieHre ko BeeBbimHeMy
3a OmarocnmoBeHueM, TT. 12—17) W JMPUKO-IATPUOTHYECKHE UyBCTBA
(TT. 18-23). My’KecTBEeHHO-TepONYECKUIl TOH BO3HHKAET YK€ B IEPBBIX
BOCKJIMIIATENBHBIX PEMINKax Xopa. B penpuse conpoBoXkaeHne HaOIHAET
My3bIKY (paH(apHBIMU HHTOHALUSIMH, B IOCJIEAHUX TaKTaX JUHAMUUECKOEe
HanpsHKeHHE B paMKax OJHOW TOHHYECKON rapMOHMH HEYKJIOHHO Hapac-
TaeT, a «bacb» GOPTENHAHO UMUTHPYIOT KOJIOKOJIBbHBIA 3BOH U HapaJHbIl
OapabaHHBIN 00, 3aBepIIAIOIINE KAPTUHY TopxkecTBa (TT. 34-37).

Bo3BbIIEHHO-0yXOTBOPEHHAS JIMPUKA HAIlJla COBEPLICHHOE BO-
wiomenrne B muHHatiopax «Houka», «CocHa», «3aapemany BOJIHBD),
«Anrem». Tak, B Ne 2 «Houka» (F-dur) MeurarelibHasi CO3epIaTeIbHOCTh
CO3JaeTCsl ¢ IIOMOIIBIO XOpOBOoW KaHTWiIeHbl. Ha (oHe HesACHBIX HOUHBIX
«ILIOPOXOB» BO BCTYIIEHUH U CYMEPEUHOM UTPbl CBETOTEHEH MakOpo-MHU-
HOpa TeMa COMPAaHO 3aBOPAKUBACT, BO3AYILHO «3aBUCAs» B COHHOM OlLie-
MIEHeHNH; el TUXO BTOPUT UMHUTAIMS B IAPTHH albTOB. B cpeanem pasne-
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Jie My3bIKa CJIOBHO «OXKHBAET», ITepeaBasi paJ0CTHbIC TyBCTBA OKUIAHUS
HOBOTO NHA. B penmpu3ze MUHOpHBIC MHTOHAIIMH MEPBOHAYATHHON TEMBI
aBTOP JIAJIOBO TIEPEOCMBICITBACT U «IIPEOI0JIEBAET» B CTOPOHY Ma)kopa,
Mactepcku npeBpamas oopaz Houn B 06pa3 3apu. MHTEepecHO uCTOINb-
30BaHUE TEPEYCHUN B 3aKIIOUUTEIILHOW MHTOHAIIMU, OKPACKy KOTOPOW
MOYKHO CPAaBHHUTH C MIEPBBIM JIy4OM BOCXOJSIIETO COJHIIA, TPOPE3AI0IINM
ropu3oHT (rpanuna Houu u JlHs). JlagoToHanbHas HeOmpeaeléHHOCTh
KpalHUX YacTeil, TOMHO JUISIIHECs 10 HECKOIBKY TaKTOB (DyHKINHU (Haps-
Jly C IUTarajJbHBIME 000pOTaMU OCIa0IsIst BHYTPUTOHAIBHBIC TSTOTCHUS ),
HEXXHbBIE TAPMOHHUYECKHE KPACKH, THOKas «BS3b» (DUTYpaLUi, MACTEPCKHE
npuéMBI 3BYKOM300pa3UTEILHOCTH — BCE ATO CIIOCOOCTBYET MMIIPECCHO-
HHUCTUYECKON YTOHUEHHOCTU HACTPOCHUN MUHHUATIOPHIL.

Ne 3 «Cocna» (a-moll, mpocras 2-gactHas gopma). ITOT MOITHUIE-
ckuii 00pa3 He pa3 MPUBJICKAJl BHUMAHUE KOMIIO3UTOPOB U YKUBOIUCIICB
(A. Hapromenkckuit, C. Tanees, U. llnmkuH). M3 HeCKOMBKHX MTEPEBOIOB
I'. Tetine C. PaxmanunoB u3opai He t000BHYI0 nupuKy ©. TroTueBa wim
A. ®eta (Kenp-llanbema), a TeMy OIMHOYECTBAa U MEUTHI O CYACTHE B CTH-
xoTBopeHnu M. JIepMOHTOBa, CO3MaB KOHTPACT MY3BIKAIBHBIX 00pa3oB
ceBepHOi CocHbl U rkHOM [TambMbl. OTMETHM 0COOCHHOCTH MY3bIKAJIb-
HOTO BoIuTONIeHUs1 00pa3a COCHBI: MUHOP, PUTMHYECKHA U WHTOHAIIHOHHO
3a0CTpEHHAS KKOIIOYAs» OKTaBHO-YHHCOHHAs (hpasza xopa v COpPOBOXKIEC-
Hus «Ha cesepe dukom cmoum 0OUHOKOY, TIOCIIE KOTOPOH MEOIHs FcUe-
3aeT, yCTymnasi MeCTO JPEMOTHBIM PEITUKAM C «ITOKAaYMBAHHEM» XOPOBBIX
AKKOP/IOB, KaK B KOJBIOCNbHOU (TT. 8—12, «u Opemaem, kauascoy), O TO-
PBIBBI <CKECTOKUX JICASHBIX BETPOB» B (hopTrenmanHbix Oacax. Cozmaéres
BIICYATIICHUE CTPEMSIIETOCS HAPYKy YYBCTBA, CKOBAHHOTO BEYHBIM XO-
JI0ZIOM, OOPETAIOIIETO APAMATHYECKYI0 OKpacky. «JIummeénHasy memomun
My3bIKa BCEJSeT OLIYIIeHHE TPEBOTH, 0e33aIlMTHOCTH. 3By4aHHE XOpa
B XpPOMAaTHYECKHUX CEKBEHIIMSIX «CIIOJI3aeT» BHU3, CIIOBHO «IIOTPYKash» 00-
pa3 CocHBI B TITyOOKHH COH.

My3bikanbHasi CTUIUCTUKA [lanbMbl: B COMOCTABICHUU MOSIBISETCS
KOHTPACTHBIN OTHOMMEHHBIN MasKop, TAPTUS XOPa OCTAETCS JISKJIaMaIiOH-
HOW; «XyJ0KECTBEHHOW KUCTHIO» KOMIIO3UTOPA CTAHOBUTCS mapTusi Ghop-
TENMUaHo («IeHUEe Ha POsUIe» TEMOpPAMU CPEIIHETO U BBICOKOTO PETUCTPOB).
UyBCTBEHHAsI TeMa COIMPOBOKICHUS, XPOMaTH3UPOBAHHAS KPY>KEHUSIMU
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3BYKOB, CJIOBHO BOCTOYHOH BSI3b0, YCTPEMJICHA BBBICH Ha (DOHE CperHUX
TOJIOCOB, B3BOJHOBAHHO MYJIbCHPYIOLINX, Kak cepaue, (TT. 16-25). [pésnl
MSATYIICHCS TyIIM HaXOAAT MPOCBETIICHHUE C MOSIBICHUEM MEJIOIUH B 3a-
KITFOYUTENBHON (hpase «npekpacHas naivma pacmémy.

Ne 4 «3appemasiu BoJHb (D-dur, KyrieTHo-BapruanTHast Gopma) —
neBydas, CBETIasl, MOITHYHA My3bIKa. J[Jis mepenaun coCTOsIHUS TyIIeB-
HOW rapMOHHH, 0€3MATEKHOCTH U MeuTarenbHoro nokosi C. PaxmannHoOB
HaIEN KOMIUIEKC BhIPa3UTEIbHBIX MpuéMoB. BonHoMmy neiizaxy npupaer
3BI0KOCTB TOHAIbHAS HEONPEACIEHHOCTh IEPEMEHHOTO Jaaa D—h oT Hava-
Ja 10 KOHIIa MUHHUATIOPbI, BOJIHOOOpa3HOe ABMKEHUE MEJIOAUM B HapTUU
X0pa ¢ XOJlaMH Ha TPUTOHBI, YBEIMYCHHBIC U YMECHBIIEHHBIC HHTECPBAIH,
MOJIMPUTMUST MEXKIYy XOpOM U comnpoBokaeHueM. [loguepkuém camocto-
ATEJIBHOCTh NapTHUH (OPTENHAHO, KOTOPasi B 3TOH MbECE UIPAET BAXKHYIO
3BYKOM300pa3uTEIbHYI0 (QYHKIHIO, «paclBeUUBas» M oOoramas MoBe-
CTBOBaHME Xopa. TemarusM (QOpTENHMaHO XapaKTEPU3yeTCs MPO3pavyHOil
(dakTypoil Ha OCHOBE OCTHHATHOCTH, «BCILIECKAMI» apIe/PKUPOBAHHBIX
AKKOPJIOB, «UTI'POH BOZBI» B BUAE «IIEPEIMBYATOID JIaJOBOCTH Mapajlieiib-
HOTO Ma)KOPO-MHHOpPA, «Kaudarolleics» TPHOIBHON IMyIbCaIlH, «BOJHE-
HUEeM» MeJKuX ¢urypanuid. bnarogaps stum npuémam tema-o0pas uMeer
MpU3HAKK OapKapoJbl, BMECTE C TEM, OOIIass YMHPOTBOPSIOIIAs TapMo-
HUYHOCTB MPHUJIAET YePThI KOIBIOSILHOM.

Ne 5 «HeBoasi» (F dur, popma cnoxHas 3-dyacTHasi penpus3Has) —
00pa3 HeXKHOU MTHITBI, 3aTOYEHHON B 30JI0TYIO KJIETKY, ITUPOKO PACIIPO-
CTpaHEH B CKa3Kax M MO33MH HApOJIOB MUPA, a TAKKE B XOPOBOH MY3BIKE,
Hanpumep: 3. Koman «Jlens 3a okHOM myautcs», I. CBupumoB «Kypckue
necHm» (Ne 6 «ConoBeii MO cMyTHBIHY). B cTiuxax A. Llpiranosa pasBsi3-
Ka CIOKETA I0-CJIaBSIHCKU ONTUMHUCTUYHA: COJIOBbSI OTILYCKAIOT Ha BOJIIO.
PackpeiBas cMbIcn 1 uis 3a puTMoM ctuxa, C. PaxmannHoB onupaet-
Csl B MHTOHAL[MOHHOM IUIAHE Ha PYCCKHM KPECTBbSHCKUH IIad-MIPHUET.
XopoBasi TeMa HMMEET TPOTrareiIbHYI) OKpacKy, KOTOPYIO TPHUIAI0T
SMOLIMOHAIBFHOE Pa3BEPTHIBAHUE BOIHOOOPA3HBIX MONEBOK, JEKIaMalln-
OHHOCTb, 4aCThI€ M1ay3bl-B3JJ0XH, JIOTIOJIHEHHBIE B CONIPOBOXKICHUH IOy~
TOHOBBIMU CHHKOTIAMH. MHMHHUATIOpa OTJINYAeTCs HAIlMOHAIBHBIM KOJIO-
puTOoM OJnarozapsi omope Ha MEPEeMEHHOCTb Jiaga F—d, HeKBaApaTHOMY
crpoenuto ¢paz (3+3 1. — mpuszHAK MpUIETA), MOTAITBHOCTH, OTpaka-
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FOIICH CTUIM3ALMI0 apXAUKU B TEKCTE — «CONOBCIOUKAY, «20N08YULKA.
XopoBbIe ronoca U napTusi GopTenuaHo, AOMOIHS APYT aApyra, o0pasy-
IOT AMUYECKHU CAEPKAHHYIO, MTOJIHYI0 BHYTPEHHUX MEPEKUBAHUM 3BYKO-
BYIO TKaHb.

Ne 6 «Anrem» (E dur, hopma crioxHas 3-4acTHasl perpu3Has) — mpo-
H3BEACHHUE, B KOTOPOM IMOMUMO INEH3a)KHOM JUPUKU OTPa3wilach JTyXOB-
Has CTOPOHA yCTpeMJIeHHH kommosutopa. Benen 3a M. JIepMOHTOBBIM
u I1. YaiikoBckum, mrooumbeiMu C. PaxmaranroBa B 90-e ToIbI, OH Pa3MBIIII-
JSeT O KU3HU U cMepTU. CTUXOTBOPEHHE MOBECTBYET O BEJIMKOM TaWH-
CTBE 3a4aTus B AYXOBHOM MHUPE KU3HH HOBOTO YEJIOBEKa, TYIIy KOTOPOTO
Anren Hec€T ¢ HeOeC Ha 3eMJII0, YTOOBI COCIMHUTH C TEJIOM OYIyIIero
pebénka. B monére Anren no€t 370, eme He BorutoTuLiecs [ymie nec-
HIO 0 HEOeCHBIX cafax. Ero He3zeMHas ecHs — KaK «CIaJKoe TIOTPYyKeHHe
B THXHE paliCKue 3ByKH, KOTOPbI€ HEBO3MOXHO HU JIOTIOJUTMHHO TPUIIOM-
HUTB, HU 3a0bITHY ([ openkuii).

Munuatiopa 3axBaTbhIBa€T CBETION KU3HEYTBEPKIAIOIIEH CUIIOM:
9TO FMMH HebecaM M HacTaBJICHHE O 3¢MHOM OBITHH KakK CIIOco0e 3aciy-
JKUTh MPABO BEPHYTHCS TyAa, JOCTOHHO IMPONJS KU3HEHHbIEC HUCIIBITAHUS.
C. PaxMaHMHOB cO3/1aJl apceHall BBIPa3UTENbHBIX TPUEMOB, MEPETAIOIINX
0e3MATEIKHBIN HOYHOU Tei3ax, Ha (hoHEe KOTOPOTro AHTEIN B IMOJIETe OaroKa-
et yury: HexxHast TeMa 1-i yacTu B ayXe KOJIbIOeNbHOW Ha ()OHE OCTHHAT-
HO-ITYJILCHPYFOIIETO COTPOBOXKICHHS, &KyPHBIX (pUTYparmii popTenuaHo,
«OKyTBHIBAIOMINX» MeJIOoAni0. B TeMy AHrena KOMIO3UTOp BIUIETAET CET-
MEHT MOTHBa-cuMBoIa «Dies iraen, nopydasi €€ napTUu ajabTOB U ByasH-
pysl 10 HEY3HABAEMOCTH Ma)KOPHOW TEPIIOBOM BEpXHEU BTOPOU B MapTUH
compano (cM. mpumep 1).

B kynpMuHauuu BTOporo paszaena tema Dies irae NpOBOAUTCS OIHO-
BPEMEHHO B MapTHH XOpa M B COMPOBOXKJICHHH, HO B MOJTUPUTMHUHU U Ka-
HOHUYECKOW MMHUTALMH, OTYETO OHA 3BYyYUT OCOOEHHO HACTOWYMBO (IIpH-
Mep 2). Auren Hec€T Hymry «B OOBATHAX» — YK€ B OIHOM ITOM CIIOBE
3aKitoueHa OOKEeCTBEHHAs! JII0OOBb BCEBBINIHETO K CBOEMY TBOPEHHMIO!
Janee ona orpaxkeHa B (pakType mepersieTeHreM TeM AHrena u Jlymim,
B JIMAJIOTHYHOCTH XOpa M CONpOBOXIeHMs. Takum oOpas3om, mbeca mo-
CTpoeHa Ha JAByX TeMax — Dies irae u kamabacuc — B UX B3aUMOJICHCTBUN
¥ COCIMHECHHUH B pemnpu3e (mpumep 3).
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Hucxomsmas tema [lymm «kamabacucy accomumpyer CIyck ¢ Heba
Ha 3E€MIJII0, U B TO )K€ BPEMs CUMBOJHM3HPYET KPaTKOCTh BPEMEHHU MPeObI-
BaHUS YelloBeKa Ha 3emuie. TOHaJIbHBIN TUTAH XOPOBOW MHECHI COICPIKUT
HUCXOXKJICHUE TIO TTOTyTOHaM (TIoquépkHyTO Ha cxeme): E — cis — E — As —
G- Fis— F—E.

Ecmu B mpoumsBenenusx, cosmaHueix C. PaxmannHoBeiM B XX B.,
teMa «Dies irae» — cumBon CTpallHOTO cy[da, YeM Jaiblie, TeM Ha-
cToifunBee OymeT OydOpakUTh CIyIIATelNs MPEIIyBCTBHEM KaTacTpo(del,
ATOKaJIMIICHCa YEJI0BEYECTBa, TO B «AHree) oHa BOCTIPUHUMAETCS TIOKa
TG Kak Hazumanue roHbIM: «llomauN!». Kamabacuc — rpo3HbIA CHMBOI
HUCXO)KJICHUS B CMEPTh — B AHIeNe» TOXKe HE CTPAIUT, a CKOpee HacTaB-
JseT. DTO OJUH M3 TeX CIIydaeB B MY3bIKE, 0 KOTOpbIX B. MenymeBckuii
MMAIIET, 9TO «CMEPTh y)Ke He TMyraeT, noo mooexaeHay (MemyeBCKui).
Omna npeojioneHa KpecTHol sxeptBoit Cnacuresst, Ero 00)ecTBeHHOI JTto-
OOBBIO K YEIIOBEKY U JaPOM BOCKPECCHHS.

B apamarypruu 3Toi XOpOBOH IIbECHI KYJIbMUHALIMA UMEKOT TOUEUHBI
XapakTep; MOTHO3BYYHOH IMOITOTOBICHHON KyJIbMUHAIIMEH SBIISIETCS KOAA
COTIPOBOXKJICHHSI, T/I€ HEYCTAHHO MYJIbCHPOBABIIHNIA PUTM CEKCTOIEH-0CTH-
HaTO HEOXKUJAHHO ocTaHaBnuBaeTcd. «llonéT» OKOHYEH: B HIMPOKUX Be-
JMYECTBEHHBIX aKKOpAax MapTud (popTenuaHo O3BYUYEHO BbICOUAMIIIEe
«TaMHCTBO BIBIXaHUSD» HOBOM KH3HU B HOBOTO YEJIOBEKA.

C. PaxMaHWHOB TPEKpPacHO CIBIIUAT «MY3BIKYy CTHXa»: OTCIONa
B «lllectn xopax» TOHKOE ClIeI0BaHIE OTTEHKaM MO3THYECKOH (hpa3bl, He-
00bIUalfHOe PUTMO-WHTOHAIIMOHHOE OOTaTCTBO MY3BIKAbHOW PEYH, JIUB-
Has 1Mo KpacoTe rapmoHnus, ¢aktypa. Kak u B Ipyrux ero COYMHEHUSX,
3/1eCh MPOSBUJIICS HETTOBTOPHUMBIM MEJIOIMUECKH Jap KOMIIO3UTOpa B pac-
KPBITAW CIIOBA: IIMPOKAsi PacIieBHOCTh, TOHKAss WHTOHAIIMOHHAS BBIPA3H-
TEIbHOCTh, YMOIIMOHAJIbHASI HATIOJIHEHHOCTD M «CKPBITas CHJIA» KaKJI0TOo
ToHa. b. AcadbeB BcriomuHan ciosa @. M. bnymendenpua: «... Kro ux
3raeT — [ansnua emy nin oH (PaxmannnoB) LlansnuHy BHYIIHIT CEKpeT
onyxoTBopéHHOCTH Jr00oro mHTepBana». M nmanee: « B camom pere,
He OBIJIO HU OJTHOW HEBEIOMOI 000MM TPOITHI Ha Iy TSIX HHTEPBAJIOB, KOTO-
pas He BeJsia Obl K OCMBICJIEHHEHIIIEMY — SMOIIMOHATIBHO Y UHTEIUIEKTYalIb-
HO — “npomn3HeceHuto”. OYeBUIHO, JJIS1 HUX 000MX MEIOJUYECKOe B My-
3BIKE U OBIJIO BCEM — KITIOUOM K YEJIOBEUHEHIIeMy B 3ByKax» (Acadnes).
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Hcrnonp3oBanne aBropoMm Maxkopa (NeNe 1, 2, 4-6) wnm ero yTBepxk-
JeHWe B KOHIE MHHOpPHOH mbechl (Ne 3), ycTpeMIIEHHOCTh MeNoaui
BBepx (NeNe 1-3, 5, 6), okoHUaHus (ppa3 U MEPUOAOB HA TEPIHSIX TapMO-
Huil (NeNe 1, 4-6) — nmpuaroT My3bIKe OIyIIEHHE POMAaHTHYECKOW MpH-
MIOJTHSITOCTH, JYIIEBHOTO CBETa, PAJOCTH OBITHS. biecTsiuii MeloucT,
C. PaxMaHMHOB MOT W OTKAa3aTbCsS OT MEJIOAWH, 3aMCHHUB €€ XOPOBOM Je-
kinamanueit (Ne 3). CMeHa TOHaJIBHOCTH IPOUCXOAUT 37ECh Yallle HE Yepe3
mobouHyro D, a yepe3 COnoCTaBIeHHE, MEIOTUKO-TAPMOHUIECKYIO0 MOJTY-
JSIUIO WU CEKBEHTHOE pa3Butue (Ne 1-6, cpenHue pas3nensi).

MuHHATIOPB! PACIIONIOKEHBI IO MPUHIINAITY KOHTPACTa M SIPKO WHIIH-
BUJIyallbHBI 110 crocoOy M3nokeHus. VX apamaryprusi packpbiBaeT 00-
passl B IMHAMHKE, B MYy3BIKQIbHBIX (POPMax HET HU OJHOTO OYKBaJbHOTO
IOBTOpA; pa3HOOOpas3me crocoOoB pa3BuTHs MopakaeT. CounHEHHE OT-
JMYaeT PEeKOe JUIsl IE€TCKOW XOPOBOM MY3BIKH TOTO BPEMEHU MacTepCTBO
(hakTyphI, M3BICKAHHOCTH TIPUEMOB, JIAJ0TOHATBHON KOJOPUCTHUKH, TIOJH-
MeTpHsl (HaJIOKEHHE YOJIbHOM IMyIbcalluy pazmepa 4/4 XopoBoi mapTuTy-
PBI HA TPHOJIBHYIO Iynbcanuio 12/8 B conpoBoxkaeHun Ne 6) U MOTUpUT-
must (Ne 1-4). boraTrcTBo Kpacok, 3ByKOM300pa3UTEIbHOCTD, (DakTypHas
MHOTOCJIOHHOCTD NapTHX (POPTENHAHO MPHUOIIKAIOT €r0 K OPKECTPOBOMY
3By4yaHuio. OOpaTM BHUMaHHE U Ha JIETaIbHYIO pa3pad0TaHHOCTh aroru-
KH, GpasupoBKH, Tpajialiii OTTEHKOB (0T fff 10 pppp). Hanpumep, B TekcTe
«CocHbI», cocTosmieM nu3 33 TakToB, mponucanbl 42 () HCITOTHUTETBCKIE
pemMapKu.

B ommune or nerckoit xopooil my3siku LI, Krou, H. Pumcko-
ro-KopcakoBa, paccuntanHoi Ha kKamepHoe ucnoiaHerue, C. PaxmManuHOB
MEPBBIM U3 PYCCKHX KOMIO3uTOpoB co3fan B «lllectu xopax» oOpa-
3ell KOHIIEPTHOTO TpenHa3HadeHusi. Cpeau ero COBPEeMEHHHUKOB CTPEM-
JICHWE HacCJIeJ0BaTh OTAEIbHBIE HAECHHO-KOMITO3UIIMOHHBIE MPUHIUIIBI
3TOro LMKJIA OTMEYaeTcst B TBopuecTBe s Aeteil P. Imuspa. B 1o Bpe-
Ma kak A. I'pewanunoB, A. JIA10B uCKanmu CBOM TyTH, A. ApPEHCKHIA,
Buk. KanunaukoB, M. AHIIEB IPOO/IKaIN CO3/[aBaTh JAETCKYI0 MY3BIKY,
HE BBIXOJIS JIaJIeKO M3 Kpyra oO0pa3oB W TEMAaTHKH Ipe/CTaBUTeNeH cTap-
mero nmokonenus — L. Krou u H. Pumckoro-Kopcakoga.

B «lllectn xopax» OTUYETIUBO MPOSBHUIACH BHICOTA HPABCTBEHHBIX
npuaunoB C. PaxmanmHoBa. TemaTwky neTcTBa, XapaKTEPHYIO IS
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JKaHpa B MCKYCCTBE BTOPOH MOJOBUHBI XIX B. (WJUTIOCTpAIM ITHS, TIPO-
TYJIKH, IPUPOAA, CKa3KH, MIPhl PeOCHKA) KOMIO3UTOP MOAHSI HAa WHOU
YPOBEHb — BOCIUTAHUS AYXOBHO Ooraroil mmyHOcTH. M3BecTHHI cioBa
C. PaxmanuHoBa: «My3bIKa Ipexk/ie BCETO JOKHA ObITh TF00MMa; T0JKHA
HITH OT cepia 1 ObITh oOpalieHa K cepaiy. MHaye My3bIKy HaJI0 JIMIIATH
HaJICKTBI OBITh BEUHBIM U HETIICHHBIM HCKycCTBOMY (AmeTsH, 1973: 103).
CormnacHo Mbiciu B. Menymesckoro, «lIpu3Banne cBETCKON My3bIKH, Kak
chepsl MpaBOCIaBHON KyJIBTYpBI OOIIECTBA, €CTH MPOITOBEh HA TAIEPTH,
B KOTOPOH TYXOBHO OCMBICIMBAIOTCSI U MOJIUTBEHHO OMBIBAIOTCS BCE 00-
nactd xu3HW» (MemyIeBckuil). DTy «IIpormoBenb» s IeTel u ocylie-
CTBUJI B CBOEM cBeTCKOM IieneBpe C. PaxmaHuHOB.

BeiBoabl. B koHTEKCTE My3BIKaIBHON KyNbTYpsl KoHIA XIX — Hava-
nma XX BekoB C. PaxMaHWHOB SIBUJT HOBBIM 00pa3er] TeTCKOM XOpOBOH My-
3BIKM KOHLIEPTHOTO MpeIHa3HaueHUsI, UMEIOIINH [TyOOKYIO COepKaTeib-
HOCTb, 3THUYECKYIO0 HampaBieHHOCTh. B «lllecTn xopax Ay OETCKUX WU
JKEHCKHX IOJI0COB» KOMIIO3UTOP BIIepBbIe MPpUBIEK 11033110 H. Hekpacosa,
M. JlepmontoBa, K. PomanoBa. Tema mpuponbl, paHee BOILUIOTUBIIASICS
B TBopuectBe 1 aeteit 1. Krom, y C. PaxmMaHnHOBA TECHO COTpsDKEHA
C JYyXOBHO-HPAaBCTBEHHBIM MNOATEKCTOM. Kak HCTHHHO NpaBOCIaBHBIN
xynoxHuK, C. PaxMaHMHOB BOIJIOTHIJI XPUCTHAHCKHE HJEH B CBETCKOM
XOPOBOM IpoM3BeAeHUM I aereid. Tema Bepsl, oTpak€HHast B epBOi
W 3aKIIOYUTENIFHOW MHUHHATIOPAaX, «OKOJBIIOBBIBAET» IIMKI, Kak aib(da
¥ OMera, NMpHUIaBasi CMBICJIOBYIO IIEIbHOCTh €T0 00pa3HOMY COAEP KAHUIO.
ABTOp HE MCHOJIB3YET NMECEHHYIO (popMy, HE YNPOIIAET U «HE MPHCIIOCa-
OnmuBaeTcs» K JIETSIM, a TOBOPUT C HUMH Ha SI3BIKE CBOETO BPEMEHH, COOT-
BETCTBYIOLIEM LIEHHOCTHON CEMaHTHUKE BBICOKOW MO33UHU.

B counHenun 22-neTHEro aBTOpa, Kak B KaIule BOJbIL, OTPA3UIHCH
BOXHBIC XYIO’KECTBCHHBIC NPHUHIMIBI W TPUEMBI KOMITO3UTOPCKOTO
MHUCHbMA, XapaKTEPHbIC U IS MOCICAYIOIIUX €ro OMYCOB, HO HOBBIC IJIS
JIETCKOTO KaHpa: 00OTraTcTBO MEJOAWKH, TAPMOHHUH, PUTMHUKH, (DAaKTypHI,
MOJIUMETPUH, TOTUPUTMUHU, PACIIUPEHHON TOHAILHOCTH, MPUEMOB 3BYKO-
n300pa3uTEeNbHOCTH, B TOM YHCIe, UMUTAIH KojokonoB. Kak u IlepBas
cuMQOHUs1, Co3/1aHHas B OJiuH 101 ¢ IIUKIoM (1895), «Illects XOpoB» BIEp-
BbIE BKJIIOUAIOT 3HAKOBYIO 11 ucKyccTBa C. PaxmanuHoBa temy Dies irae,
MPOHU3BIBAIOIIYIO €T0 TBOPYECTBO BILUIOTH 10 «CUMPOHIMUYECKUX TAHIIEBY,
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a TaKKe TeMy «xamabdacucy Uil pacKpeITHS (PrIocopCcKkoro 3ambicia
COYMHCHUSI.

Hukn cran equHCcTBeHHBIM ombiToM C. PaxMaHWHOBA B KaHpe JET-
CKOH XOpOBOW My3bIKE, B KOTOPOM OH 61epéble BOTUIOTHII BBICOKHE Y-
XOBHO-3THUECKHE UACH XyJOKHHKA-POMAHTHKA, XPUCTHAHCKYIO KapTUHY
MHUpa, BEYHbIE TeMBI IIO0BU K OTEUYeCTBY, )KU3HU U CMEPTH, 100pa | 314,
aKTyaJbHBIC JUISI COBPEMEHHOTO 0o0mIecTBa. JleTckas XopoBast My3bIKa JIO
C. PaxManuHoBa Takol TIyOWHBI COAEpAHUS, MAacTepCTBa BOILIOIIE-
HUS, 9CTETHYECKOTO Haclax/IeHus He 3Hana! Hempessoiinénnas xpacora
«Illectn XO0poBY», CIIOCOOHASE MEHSITh MHUp K Jy4IlIeMy, clienana ux (eHo-
MEHOM COBEPIIECHCTBA B XOPOBOM HCKYCCTBE JJISl JISTCH, HETIO/[BIIACTHBIM
BpEMEHH, YCTPEMIIEHHBIM Yepe3 JieTeid B Oymyiiee.
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AHoraris

KameneBa A. CruiictuyHi 0co0JMBOCTI  XOpPOBOTO  KOHLEPTY
«YaxkayBaashi micai» M. Llyxa. Y crarTi HajaHo iHTOHAIIHHO-IpaMaTypriqHui
aHaJIi3 XOPOBOTO KOHIIEPTY CY9acHOTO yKpaiHChKOTO Kommo3uTopa (1952-2018).
BusiBiieHO CTHITICTHYHI O3HAaKH II3HBOTO TBOPY,00IPYHTOBAHOMOIO MpPUHAIEK-
HICTb /10 MEUTATUBHOI c(hepu, 30aradeHoi HOBOIO CTHIICTHKOI0.CTPYKTYpy LH-
KJIy CKJIaJIa€ TPU MiHIaTIOpH, CTBOPEHI B pi3HI poku.CEeMaHTHKYTBOpPY YTBOPIOE
CTHIBOBHH CHHTE3 ((POIBKIOPHHUX €JIEMEHTIB My3UYHOI MOBH, 3aKJIaJJCHUX B I10-
etmgHOMy TekcTi O. KpuBopydko; cakpaidbHHX 3HAKiB — A3BOHIB, STHTOIBCHKOL
KOJINCKOBOT Ta3BYKOHACJIIlyBaHHS),yBUPa3HEHUH Ha3ByKO-iIHTOHAIL[IHHOMYPIBHI.
3Bakaroul Ha TPOTPaMHY ITiTHA3BY (YaKITyBaHH:), TBip, HA TEPIIUI OIS, BU-
JIA€ThCSl «KOTHITUBHUM JIMCOHAHCOM» B KOHTEKCTI INEpeBaKaHHsS J[yXOBHOI Te-
Maruku B My3uni M. [llyxa. BriM B opuriHaibHi# KOHIEHIIT TBOPY KOMIIO3UTOP
YHAOYHIOE JJIsI BIyMJIMBOTO CIIyXada CBOIO 1/ICI0 — IIISTX-«MOIYJISAIIIO» Bia Mi-
(omoernyHoO1 (3eMHOT) Marii 10 cakpaJbHOCTI JyXOBHOTO TUIY (paiicbKuii COH).
Kuro4oBi cjioBa: cmunicmuka, Xopoguii Konyepm, MeoumamusHicme, QoaibKiop,
CaxKpanvbHicmy, 36YKOHACTIOYE8AHHS.

KameneBa A. CTHIHCTHYECKHE OCOOEHHOCTH XOPOBOI0 KOHLEpPTAa
«YaxmyBaashi micai» M. Illyxa. B cratbe mpenctaBieH WHTOHALIMOHHO-IpA-
MaTyprUdeCcKUi aHaIN3 XOPOBOTO KOHIIEPTa COBPEMEHHOTO YKPAHHCKOTO KOMITO-
sutopa (1952-2018). BeIsBiIEeHbI CTUIIMCTUUYECKUE MPU3HAKU MO3HETO COYMHE-
HUS, 0OOCHOBaHA €T0 TPHHAICKHOCTh K METUTATUBHOHN cdepe, 00orameHHoi
HOBOH cTunucTuKON. CTPYKTYypy IMKJIA COCTABIISIIOT TP MHHMATIOPHI, CO3/1aH-
HBIC B pa3HbIe rofbl. CeMaHTHKa XOPOBOTO KOHIIEpTa 00pa3yeT CTHIICBON CHHTE3
(ponbKITOPHBIX 2JIEMEHTOB, 3AJI0KEHHBIX B odTHYeckoM Tekcre O. KpuBopyuko;
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CaKpaJbHBIX 3HAKOB — KOJIOKOJIA, AHTEIBCKOH KONBIOSTFHOW W 3BYKOIOApaka-
HUS), BRIPQKECHHBIN HAa 3BYKO-WHTOHAIIMOHHOM ypoBHE. [IpiHUMAas BO BHUMAaHUE
MpOrpaMMHOE TIOTHA3BaHWE (KOJIOBCTBO), MPOM3BEICHUE, HA TICPBEIA B3I,
BOCIIPUHMMACTCSI «KOTHUTHBHBIM JHCCOHAHCOM» B KOHTCKCTE MPeOoOsIalaHust
B My3bike M. IllyxanyxoBHoi TemaTuku. OQHAKO B OPUTHHAJIBHOW KOHUEHIUH
CBOETO COYMHEHHUS KOMIIO3UTOP OOHAa)KAeT /ISl BAYMYHBOTO CIIyIIATENsI CBOIO
UJICIO — MY Th-«MOIYJISILIHEO» OT MH(DOTIOATHYECKOM (3eMHOM ) Maruu K CakpajabHO-
CTH AyXOBHOTO THIa (paiickuii coH). KiltoueBble c10Ba: cmuiucmuxda, Xoposotl
KOHYepm, MeOumamueHoCmy, (OJLKIOP, CAKPALIbHOCHb, 36YKONOOPANCAHUE.

Kamenieva Anna. Stylistic features of the choral concerto “Witchery
songs” by M. Shukh.

Background. The current paper provides an intonation and dramaturgical
analysis of the choral concerto “Witchery Songs” by a contemporary Ukrainian
composer M. Shukh (1952-2018). It reveals stylistic features of the late
composition, presents an argument for its affiliation to the meditative sphere
enriched with new stylistics, which can be seen in the semantics of contemplation,
philosophical and psychological focus (the first movement), the concept of “Light”
(the second miniature) as well as composure and blissful sleep (final).

Objectives. To reveal stylistic features of the choral concert “Witchery
songs” in order to understand the multidimensionality of the late style of M. Shukh
(2010).

Methods. The methodology of the research is based on the genre, stylistic,
structurally ~ functional, intonation-dramaturgicaland semantic  scientific
approaches.

Results. The structure of the cycle includes three miniatures created in
different years (1993, 2006 and 2009). The composer combined them into
a new author’s concept: the unifier was the image of the author’s contemplation,
meditation on various images of O. Kryvoruchko’s poetry, which was related to
his spiritual universe. The program title of the cycle “Witchery Songs” chosen by
the author is general, borrowed from the dramatic imaginary sphere of the first
movement.

The first movement “Practising witchery on a Gray Seagull” embodies the
image of a seagull appearing in different forms: as a white bird, a symbol of
purity, and the grey one, which had been grief-stricken and died, leaving behind
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baby seagulls. The poetic text is abundant with symbols of death (“black water”,
“bitter mountain”), and vice versa, with signs that symbolize hope: “clear field”,
“pure wonder”, “white grasses”. At the same time, the name of the movement, its
folklore bias and content also point to the image of witchery, which is embodied
by M. Schukh in thematism through meditation (means of tempo and timbre
dramaturgy, “dark” modal and tonal focus). The metrical organization of the
movement attracts attention. If the beginning of the introduction is presented in the
4/4 time, then in the enunciation of the main theme (bar 7) the composer uses an
odd meter of 11/8 with the subsequent change to 10/8, 5/8, then 3/4. The frequent
change of the metric rhythm indicates the relation of the musical stylistics of this
theme to the Ukrainian folk-song tradition.

The second movement “Night” contains no specific symbolism of practising
witchery: the semantics of the night includes rather a genre model of a nocturne
with its onomatopoeia (breeze, bells, stars, moon). A beautiful pattern is perceived
as an intermezzo between the dramatic text of the cycle exposition and the
celestial Iullaby, which elevates the earth’s feelings to the Light. The movement
reveals a magical picture of nightlife. The composer embodied this contemplative
image by creating light meditation. Major colour, quiet dynamics, slow tempo, and
chamber-like use of musical expressiveness all contribute to the basic essence of
a meditative state — calmness and relaxation. Meditative onomatopoeia interfuses
the whole movement — a light breeze, lighting up the stars. The image of the bell
is found in all parts: the first soprano part has a poetic text — “the wind tinkles ,
the alto one has mormorando, a singing technique, the second sopranos — syllables
“din, don” with sonorous singing of the last “n”. In this part the composer often
applies the techniques of free development — glissando, tenuto, rhythmic variety —
triples, long delays. In such a way the artist sought to “let the performers go”,
creating a meditative image of night silence.

In the third movement, “Angelic lullaby,” meditative semantics is multiplied,
since the genre of lullaby, like meditation, has a calming effect. Thanks to its
name the composer gave the song a higher, deeper meaning. Musically, the
composer filled the imagery of the movement with an incredibly expressive theme,
onomatopoeic techniques similar to the previous movements: imitation of a breeze,
hum of birds, stream overflows. Basically, the theme of the movement unfolds
with the help of a spiral-like motion technique, the sound of which contributes
to the lulling of a baby to sleep. The rhythmic basis of the theme is coloured by
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the intonational ostinato. The metro-rhythmic structure plays a special role in the
dramaturgy of the movement: the composer often changes time signature, a large
number of syncopescolour the musical texture, adding depth and at the same time
lightness to the texture, and making the choir sound elusively charming.

Conclusions. The semantics of the work is formed by stylistic synthesis (folk
elements of the musical language embedded in the poetic text of O. Kryvoruchko;
sacral signs — bells, angelic lullabies and onomatopoeia), emphasized at the sound-
intonational level. Taking into account the program subtitle (Practising witchery),
the work, at first glance, seems to be a “cognitive dissonance” in the context of
spiritual themes predominance in M. Schukh’s music. However, in the original
concept of the composition, the composer clarifies for the thoughtful listener his
idea — “modulation” way from mythopoetic (earthy) magic to the sacredness of
the spiritual type (blissful sleep). The use of folklore stylistics shows that the artist
continued the national tradition of O. Koshits, L. Dychko, Ye. Stankovich and
others in the choral genre. Such a genre-stylistic decision is today perceived as an
actualization of the appeal to traditional folk art, through the lens of philosophical-
religious poetics of author’s thinking. Key words: stylistics, choral concerto,
meditativeness, folklore, sacredness, onomatopoeia.

IlocranoBka mpo6aemu. XopoBuil KoHIEPT «YakiayBajbHI MiCHI»
(2010) s xiHoworo xopy Ha ciioBa O. KprBOPYUYKO € SICKpaBUM 3pa3koM
mi3Hpoi TBOpyocTi Muxaina Illyxa (1952-2018). Tgip siBnsie THUIOBE ISt
MUTIT MEIUTATUBHE CBITOCTIPUHHATTS, 30aradeHe 3BYKOHACHITyBaHHSIM,
03HaKaMH (DONBKIOPHOI MICEHHOI TPaAMLii, CAKPaIbHOI CHUMBOIIKOIO Ta
CYTO aBTOPCHKHUM Mi(hO-ITOETHIHUM MUCIIeHHAM. HaykoBwii iHTepec mpak-
THUKYIOYOTO XOpMEHCTEpa 10 TBOPY MPOAMKTOBAHHUMA aKTyalbHICTIO JIUCKY-
cifiHoro auckypcey mono TBopuocti M. Illyxa B 1inomy, OckiIbKr BOHa Ha
CHOTOIHINTHIN JIEHb € MAJIOBUBYCHOIO. 3aBISKN BHIATHOMY PiBHIO Maii-
CTEPHOCT] BTIJICHHS! IMAHEHTHO-MY3HYHOI Kpacu y XOpOBHX HapTUTYpax
(B manoMy BUTIAIKy — 3aBasayioun moesii O. KpuBopydko), TBip Mi3HEOTO
Mepiogy MOTHUBYE JOCIITHUKIB 1O NTUOMHHOTO PO3YMIHHSI XOPOBOTO MTUChH-
Ma Muxaina llyxa, cmunio tioeo meopuocmi ax 0yXo8Ho20 yHigepcymy, siK
CKJIaJIOBOT «MHUCTEILKOTO TEKCTY CyYacHOCTI».

O0’exT crarTi — X0poBa TBopuicTs M. lllyxa; nmpeamer — >xaHpoBa
CTHIJTICTHKA XOPOBOTO KOHIIEPTY «YaKITyBaabHI MICHI».



126 2019 m Bun. 55w JTpobacru s3acmodii mucmeumsa, nedazozixy ma meopii i npaxmuxy oceimy — —~0O

Merta cTaTTi — BUSABUTH CTHIIICTHYHI 0COOIMBOCTI XOPOBOTO KOHIIEP-
Ty «YakimyBanpHI MICHI» B AMCKYpci 0araTOBUMIPHOCTI Mi3HHOTO CTHUTIO
M. yxa.

AmHaJi3 ocTaHHix my0Jikaniii 3a TeMo10 1ocaiTkenHs. B HaykoBOMy
JucKypcei cBiTebki TBopu M. Illyxa He € J0CTaTHRO BUCBITIIEHUMH. 30KpeMa,
XOpOBI MiHiaTIOpH cTasu 00’ eKTOM AocmipkeHs O. YmamiBeskoi [4, 5], My-
3UYHO-TIOETUYHY CUMBOJIIKY 1HIIIMX XOPOBUX TBOPIB MHTIISI PO3KPHUTO aBTOP-
KOO TIPOITOHOBAHO1 cTarTi [2]. €auHoto myOikatiieto moao «YakiryBaabHUX
MCEHBY € CTATTS 3 KOJIEKTUBHOT MoHOTpadii «Mmuxain [lyx: murers 1 gacy,
B SIKiif MICTHTBCS TOKJIaJHUIM aHaJIi3 1a0-rapMOHIYHOI MOBH Ta (POPMOTBO-
peHHs nepioi yacTiuan Xopy [3]. BriM aBTOpKa HE BKa3ye Ha poJb MEINTA-
THUBHOCTI Ta CTUJILOBOT'O CHHTE3Y SIK O3HAK XYIO)KHBOTO MHUCIICHHSI KOMITO-
3UTOpA, TIPO SIKi HIIEThCS B IPOMIOHOBAHIH CTATTI.

MeTtonamMu A0CJiAKeHHSI CIYTYIOTh >KaHPOBO-CTHIIICTUYHHN, 1HTO-
HaliiHO-ApaMaTypriuaui, (QyHKIIOHAIBHO-CTPYKTYPHUH Ta CEMaHTHY-
HHUW BUIW aHAI3y, OOYMOBIICHI My3WIHO-TTIOCTHYHUM CHHTE30M TEKCTIiB
O. KpuBopyuko, intepnperoBanux M. Illyxom B aBTOPCHKOMY KIIIOUI.

Bukiax ocHOBHOT0o MaTepiaJjty. XOpoBHil KOHIIEPT HAJIEKHUTH JIO ITi3-
HBOTO niepiony TBopyocti M. Illyxa Ta siBisie CO00I0 My3UYHY MEIUTAIIIO
SIK CHOCIO XYIOXHBOTO CaMOBHpa3y MHUTLA. LIMKI CKiamaeTbest 3 TPhOX
yacTuH — «YakiyBaHHs Ha cipiil waii», «Hiu» Ta «SIHrombcbka Kommc-
koBay». KokHa 3 HEX Oyna HamMcaHasK OKpeMa XOpoBa MiHiaTIOpaB pi3Hi
poxu — 1993, 2006 ta 2009 pp. Brim, y 2010 pori (mi3Hiit mepiox TBOpUOC-
Ti) KOMIIO3UTOP 00’ €JHAB iX y HOBY aBTOPCBHKY KOHIICTIIiIO: 00’ €THYIOUNM
YUHHHUKOM CTaB 00pa3 aBTOPCHKOTO CIIOTIISAaHHS, MEAUTAIlli Ha Pi3HI 00-
pasu moe3ii O. KpuBopydko, sika BUSBHIACS CIIOPITHEHOIO HOTO TyXOBHO-
My yHiBepcymy. [Iporpamny Ha3By mukiny «YHaxiryBaiabHi micHI» aBTOp 00-
paB y3arajbHEHY, 3aITO3WYUBIIH 11 3 TEKCTY JApaMaTHIHOI 00pa3Hoi chepu
nepiioi yacTuHu «YakiyBaHHsI Ha Cipii Yani».

Jlpyra 4acTuHa HE MICTUTb KOHKPETHHX 3HAKiB YaKIyBaHHS: CEMaH-
THKa HOYl HaraJye, CKopile, HOKTIOPH 3 THUIIOBUM JIJISl HBOTO 3ByKOHACITi-
OyBaHHSAM (BiTepelb, A3BOHU, 30pi, Micsub). Kpaca My3udHOro 3ByKOIH-
Cy — Hade iHTEpMeI0 MK APaMaTH3MOM CKCITO3HINI] ITUKITy Ta HEOECHOIO
KOJIMCKOBOIO (hiHAaIy, IO MiTHOCUTH 3eMHI mouyTTs 10 CBiTia. CTOCOBHO
Ha3BU 3aKJIFOYHOI YACTHHU LUKy« IHIOJIbChbKA KOJMCKOBA» BUHUKAE KO-
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HITHBHHI THCOHAHC!, SIKHii CIIYIIHO MOSICHIOE OJIMH 3 aBTOPIB KOJIEKTHBHOI
MoHorpadii: «... 3eMHa Marig ‘“YakiyBaHHs Ha Cipiii yaiiui” KoHTpacTye
3 HEOECHHUM CTiBOM “SIHTONBCHKOI KOMHCKOBOI . Mi>k HUMH — TaHTEICTHY-
Huit o0pa3 “Houi”» [3, ¢. 56].

I yacTuna «YaksayBanHs Ha cipiii waiini» (Lento, e-moll). 3 niep-
[IMX 3BYKiB KOMITO3UTOP BBOAMTH CIyXada Y MEIUTATHBHUU CTaH CIO-
JISIIAHHS TPUPOIM K YOCOOJEHHs MaHTei3My, L0 3a TPaauLi€l0 HApOA-
HOI moe3ii crimpaeTsesi Ha MeTadopy-TTOPIBHAHHSA J0MI YaiiKu 3 AiBOYOIO
noneto. Bigpa3y BkakeMo Ha aBTOPCHKE TPOYMTAHHS TPATidHOTO TEKCTY
moesii Cy4acHOi aBTOPKM SIK AYXOBHOTO MPOCBITICHHS, IO 3YMOBJIECHE
HOTISIIOM MyZpoi JroauHu. L{fo 1yMKy migTBep/uKye MOoAaIbIlui po3BH-
TOK Jpamaryprii IUKIy: B XOPOBOMY KOHLIEPTi, K 1 B OiIBIIOCTI TBOPiB
M. Illyxa, crioctepiraeMo IpaMaTypriio TUILY «IyXOBHOI'O CXOIDKEHHS»:
BiJl TEMPSIBU Marii 10 — CBiTa XpUCTUSHCHKOT JTF000BI.

OO0pa3u ekcrio3uIlii HacM4YeHi K BepOaJbHUMH, TaK 1 My3UYHUMH
cumBosiamMu. OCHOBHHM MOETHYHUM 00pa3oM € 4yaiika, y pi3HUX irocra-
CsIX: Oi1a — CUMBOJI YHCTOTH, Ta Cipa, 110 3a3Hajia rops Ta moMepia, 3aju-
IIUBIIY TIicns cede yaeHATOK. [loeTHdHni TeKCT HaCHYeHWH CUMBOJIAMHU
CMepTi («40pHa BOJa», «ripKa ropa») Ta, HaBIAKU, 3HAKAMH, 1110 BUKJIHUKa-
FOTh HAJIII0 («IHUCTE TIOJICY», KIUCTHH ITOAUBY, «OiIi TpaBm»). Pasom 3 TuwM,
MOETHYHA Ha3Ba YaCTHHHU, 11 (DOIBKIOPHUHA HAXHII Ta 3MICT PO3KPHBAIOThH
o0pa3 yaxsryBanHs, BriteHuit M. lllyxoM y Temaru3smi 3a 10MOMOT00 Me-
JuTarii (3aco0iB TEMITOBOI Ta TeMOPOBOT JApaMaryprii, «TeMHOT0» J1aJI0TO-
HAJIBHOTO HAXUILY).

Tema xopoBoro BCTymy (YHICOH, IO PO3XOMUTHCS Y TPUTOJIOCHHH
KJIacTep 3 MOCHiyIOudM MOBEPHEHHSM) iMITye Jerkuil BiTepeub. Pazom
3 TUM B MY3HULi OApa3y BiUyBa€TbCsS TPUBOTa, BHYTPIIIHE HANPY>KEHHS
pa3oM i3 30BHIIIHIM CHOKOEM. 3BEPHEMO yBary Ha METPUYHY OpraHiza-
Lif0. SIKIII0 IOYATOK BCTYIY €KCIIOHY€ETHCS y po3Mipi 4/4, TO y BUKIIAACHH]
OCHOBHOI TeMH (T. 7) KOMIIO3UTOP BUKOPHCTOBYE CKJIAJHOMIIIAHUN PO3-
Mip 11/8 3 HactymHoto 3MmiHOIO Ha 10/8, 5/8, 3/4. Takuil THII METPOPHUT-
MIYHOTO Yacy CBiTYHATH MPO MOTUYHICTH MY3UYHOI CTHIIICTUKH TBOPY IO
YKpaTHCHKOT HAPOAHO-ITICEHHOT TPa IHIIii.

! Yakrysasus — cerment Marii, 4y KUHHUIT XPHCTHIHCHKOMY CBIiTY CIIOIVISIAHHIO.
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dopma nepioi YaCTUHYU — KyIUIeTHO-BapianTHa. OCHOBHA TE€Ma I1OYH-
HA€ETHCSI OMHOTOJIOCHUM BHKJIAJICHHAM TapTii COMPaHO — JIETKUM, TPO30-
PHM 3ByKOM, CUMBOJIi3yt04H 00pa3 cipoi yaiiku. B cBoeMy po3BUTKY Tema —
ACKEeTUYHA, IHTOHAIIHO CIUpaeThcs Ha mepiny madens e. KBaproBuii
BHCXIJIHUH MOTHUB B PO3TOPTaHHI TEMHU HIOM HAMara€TbCs BUPBATHCA
3 «TEHeT» TOHIKM, OJHAaK BOHA «TPHMAa€» IHTOHALIWHY OCTHHATHICTD.
[i BUKasieHHs B HaTypaabHOMY MIiHOpi Hajla€ apXaiuHOCTi, HABITh CTHJIi-
3a11ii HApOIHOI MCEHHOCTI. PO3BUTOK TeMH BiOyBAETHCS TUHAMITHO — BiT
YHICOHY OIHI€T mapTii NepexoAnuTh B KJIacTepHEe YOTHPUTOIOCCS futti XOpY,
TECUTYpHA JIiHiS TOJOCIB IMOCTYMOBO MiJBHIYETHCS, MPArHydd KyiIbMi-
Hamii. Ha Haii0nbm HampyXKeHOMY MOMEHTI TeMa Pi3KO «OOpUBAETHCS,
MOBEPTAIOYUCh B YHICOH Ha TOHILi, 3BYyYUTH MiAKPECICHO (marcato).
3 MOHMXEHHSIM TECUTYPH IOCTYIIOBO BiNOYBa€ThCSA 1 AMHAMITHHMA CITa.
3B’S3K0I0 JI0 HACTYITHOT'O KYIUIETY CIIYTy€ TeMa BCTYyIy (IIOAUX BITEPLs).

VY npyromy KyIuieTi OCHOBHY TeMy IPOBOASTH ajbTH (XO4a HE IO-
BHICTIO, JIMIIIE MEPIIi J{Ba TAKTH): HATIOBHEHO Ta HATIPY»KEHO BOHA 3BYYHUTh
Have «BIIMOBIILY» (B TOMIHAHTOBIM TOHAJIBHOCTI A-moll). Jlami B TeMaTu3-
Mi BiIOyBa€ThCA BUCXITHHUH PyX TEPIIISIMH 3 TIOCTITYI0Y0I0 aKIIEHTOBAHOIO
3yMHUHKOIO HA CEKYHJIOBOMY CYTOJIOCCI EpPIINX Ta IPYyTUX albTiB 13 HOBEp-
HEHHSIM /10 yHiCOHY. CeKyHAOBICTh TYT CIPHSIE MIEMIMBOMY 3ByKOOOpas3y
yaiiku. Jlajmi KOMIO3UTOp pO3LBiYyE 3BYKOOOpa3 HOBHMH IHTOHEMAaMHU:
3MIHIOETHCSI TOHAJIbHA OCHOBA (a-moll), 3’SIBISIOTHCS OPUTIHAIIBHI «I1epe-
JIMBYACTI» MOTHBH, 110 CXOASTh 3 BEPXHBOI TOUKH, 300paXKyIOud pO3CHIT
30pb («I0imb 30piy). Lli MOTHBY MOBTOPIOIOTHCS TPUYi: APYTHH pa3 B TO-
HaJILHOCTI e-moll, BTUTIOI0UN CKOPOOTY («3axoponums mene 007s»); Tpe-
Till — 3HOBY B a-moll.

Ha xynpmiHamiifHOMY eTarri JpaMaTypriqHoTo pO3BUTKY (IIITbHI KJ1ac-
TEepH, MiJBUILCHHS TECUTYPH, IMHAMIYHE HAPOCTAHHS) CKOPOOTa AIBYMHU
HaOyBae Biyaro (Ha CJIOBax «nepecmie, uje i nozuye...»). | 3HOB eMoIIiii-
HUH «BHOYX» NIEPEXOJUTh B CTaH 3aCIIOKOEHHS. Ha 3aBepiieHHs nepiioro
KyIJIETy MEJUTAaTHBHA TeMa 3ByYUTh Yy BapiallifHOMY BUKJIAAl (B TOHAIb-
HOCTI a-moll) Ha TIi OPraHHOTO MYHKTY MEPIUX Ta IPYTHX aJbTIB.

Jpyruii Kyruiet € e Oi71bII eMOLiHHO HACHYCHUH, aJlKe TYT PO3KpH-
Ba€Thcs 00pa3 cMepTi cipoi yaliku. Po3rmouynHaeThCs BiH IIEHTUYHOIO Te-
MOIO TIEPILOTO KYIUIETy — CTPUMaHe BUKJIAJICHHS MEPIIOi TEMH CIIOYaTKy
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B YHICOH, JlaJli — KJIACTEPHUM YOTHPHUTOJIOCHUM PO3BUTKOM 3 IOCTYIIOBUM
MiABUIICHHSAM TECUTYPH Ta AMHAMIKH, 10 IPU3BOIUTH JI0 JPaMaTUIHOTO
anoeo3y yacTHHH. B KympMiHAIIT 300paXky€eThCSI CMEPTh YaHKH: YYIOTHCS
il cTpaiHi 30MKH, CUIbHI IIOMaxH KPWI (JIaHi 3BYKH BKa3aHi KOMITIO3UTO-
POM B apTUTYpi), 3aBUBAHHS Ta [JIa4 CTOTOHU, BIITBOPEH] HAa IHTOHAIISX
xopoBoro Bcrymy. OcoOnuBe HarpyKeHHS KyJIbMiHAIlli CTBOPIOE YHICOH
TOJIOCIB, IO CIIPHUSIE BETHKIM 3ByKOBiH KOHIIEHTpALlii Ta XOPOBiid €THOCTI.

[Ticst xympMiHaIii BiOyBa€ThCS IOCTYIIOBUHN CIaJl, 3ByUUTh «BiJIO-
BiJIb» TEMU Yy h-moll B mapTii aJIbTIB Ha TJIi XOPOBUX MPHU3BYKIB, IO 30-
OpaxyroTh KPUK Yaiik, 11 cmadOki 30iiku. BucxigHuii TepiieBuii pyx mia-
KPECIIOETHCSI KOMITO3UTOPOM TIO3HAUKOIO fenuto 3ajiisi 3BEpHEHHS yBaru
Ha 3HaUYCHHS MY3UYHO-IIOETUYHOTO CUMBOJIY «UOPHOI J10J1i» yaiku. Jpyra
TeMa 3BYYHTHY IIPO30piit PakTypi, MOPIBHIHO 3 TIOTIEPEAHIM MACIITAOHUM
BUKJIaJ0M Mepioi. [lepenuBuacTi miaroJocku CMMBOII3YIOTh IPOCBITICH-
HSL: «uucme noiey, «4ucmuii NOOUs.. ».

OyHKIII0 3aKIIIOUEHHS ApaMaTypriqHoro po3BUTKY BCI€T MepIIoi yac-
TUHU BUKOHYE TPariYHUN 00pa3 AyIIi MOMEpIIol YalKu: JUHAMIKA Ta TECH-
Typa MOCTYIIOBO CTIa1al0Th, TOOJMHOKI BiITOJIOCKH OCHOBHOI TEMH 3ByUaTh
Ha TJIi TOHIYHOTO OPTraHHOTO MYHKTY (mormorando). 3ByKOHACIiyBaHHS
BiTepIs (110 CTBOPIOE 0OpPa3HO-TEMATHYHY apKy 31 BCTYIIOM) BTLIEHO IIPH-
fiomaMu XOpoBoro glissando, MPOMOBIISIHHSIM CJTiB MOLICTIKH.

VY npyriii yactuni «Hiw» (Andante, H-dur) BinTBOpeHa 4apiBHa Kap-
THUHA HiYHOI Tpupoau. KoMImo3uTop BTIIMB cONIIaIbHAN 00pas, sK pi3-
HOBMJ MeauTanii. MaxopHa dapOa, THXa JUHAMiKa, TOBIIBHUN TEMI Ta
KaMEpHICTh BUKOPHUCTAHHS 3aC00iB My3WYHOI BUPA3HOCTI CIIPHUSIIOTH PO3-
KPHUTTIO CYTHOCTI MEJUTATHBHOIO CTaHy — CIIOKOIO, TAPMOHIT MPUpOAN Ta
JIFONICHKOT YT,

dopma i€l YaCTHHYN — TPHYACTUHHA PENprU3Ha. XOPOBHH BUKIIA] 110-
Oy/Z0BaHUH 3a TAKOIO CTPYKTYpOIO — OCHOBHHMH TEMaTu3M PO3BHUBAETHCS
B MMapTii CONMpaHo, a AJIbTH CTBOPIOIOTh OKCAMHUTOBHH «(Iiep» 3ByYaHHSIM
OpPTraHHOTO IyHKTY Ha KBiHTi. Bcsl yacTMHa cuMBOMi3ye I3BiH, IO MpU-
CYTHIH SIK y TTOETHYHOMY TEKCTi, TaK 1 B My3WYHIH CEMaHTHII: XOPOBUI
criB puiioMoM mormorando, OpraHHUN MyHKT B aJbTOBIH MapTii, Besiu-
Ka KUTbKICTh JOBI'MX TPHUBAJOCTEH, 0COOIHMBO B KiHII (pas3, MPOTOBKEHUX
(bepmaramu.
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Po3nounHaeTbes yacTMHA TUXMM OKCAMUTOBUM 3BYYAaHHSIM KBIHTH
B napTii aneriB. [aii B XopoBy (akTypy BILUIITAIOThCS IHTOHALIT, 1110 300pa-
JKYFIOTh JIETKHH BiTepelh (IpyTi CONMpaHo, 10 SKUX ITiIKIFOYal0ThCS 1 Iep-
ur comnpano). BinOyBaeTbcsi MOCTYNOBEe BHCXiIHE HAKONWYEHHS 3BYKIB
B XOPOBE CYToJ0CCs, CHMBOJI3YIOUM 3aropsiHHs 3ipouok. OpHUriHaIbHICTh
3BYYaHHIO J0/1a€ BUKOPHUCTAHHS TOHIKH Ta CyOJOMIHAHTH APYTOTO CTY-
TIeHsl, 0 HAKIaJalouucCh OJJMH HA OIWH, YTBOPIOIOTh «TEPIKHUI» CEKYH/-
axop (I112). OcHoBHY TeMy, IO XapaKTePU3y€EThCS TUTABHUM T'OJI0COBEICH-
HSIM 3 BHCXIJTHOIO KBIHTOBOI IHTOHAIIIE€I, EKCIIOHYIOTh MEPIIi COMPAHO.
MenutaTiuBHE BiATYHHS J3BOHY BUSBISIETHCS OJpa3y y BCIX MapTisxX: Moe-
TUYHUH TEKCT Y MEPIIUX COMPAHO — «O360HUMb §imepy», Y allbTa — IPUHOM
cHiBy mormorando, y Jpyrux CONPaHO — CKIAAN «OUH, OOH» 3 COHOPHUM
IIPOCIIBYBaHHSAM OCTaHHBOI «Hy.

CeMaHTHKa MEJMTATUBHOCTI BTUTIOETHCS 1 HA PUTMIYHOMY PiBHI: Yac-
T€ BUKOPUCTAHHS JOBTUX TPHUBAJIOCTEH, 3aTPUMaHb, TEMIIOBUX YIOBLIb-
HeHb. [HTOHALliS [3BOHY MPOSIBISIETHCS 1y KBapTOBIM 1HTOHAIT APYTHX
aJBTIB, 10 CHMBOJII3YIOTh 3BYK BEIIMKOTO J3BOHY. LlikaBuM € po3mosineH-
HSI KOMITO3UTOPOM BEPIIMH MYy3HUYHOI (hpa3u, 0 He 3aBKIH MPHITAIAI0Th
Ha cuibHY aoio Takty, M. Lllyx BKka3ye Ha BaXJIMBICTh TOI UM 1HIIOI 1HTO-
HaIlil tenuto. Bci 111 ceMaHTHYHI 3HAKYM CHPUSAIOTH BiAUYTTIO TAHTEICTHY-
HOI aypH.

VY apyromy pedeHHi HaeTbcs mpo o0pa3 MicsIs, SIKHH TOPIBHIOETh-
csl 3 «201106010 0360HY». IlpH 1IEHTHYHOMY TeMaTu3Mi TYT 3’SIBISIOTHCS
O1TpII THYYKI JUHAMI4HI HIOaHCH. Ha JOBruUX TpUBAIOCTSX CIIiJi pOOUTH
BUpPA3HE IOCWIECHHsS OTUHAMIKU 3 IIBUAKUM IIOBEPHEHHS Yy HIOAHC piano,
10 HACIIAY€E yaap A3BOHY.

VY cepeaHpOMY PO3[IiTI PO3KPHUBAETHCS 00pa3 IBOX KaJIWH — CHMBOJIIB
KIHOUMX 00pa3iB, 1, TPAAULIHHO TS QOJTBKIOPHHUX CIOXKETIB, 3aKPaIa€Th-
cs apOa mevani — «noaodcuny no cIbO3uHi Y 8iHOUOK». Y TeMaTH3Mi Ii
00pasu BiATBOPIOIOTHCS TEPIIEBUMHA MOTHBAMH JIBOX COIPAHO, «CIHO3M
3BYKO300pakeH1 HU3XiAHUMH 1HTOHALISIMH, a TAKOX OPHUTIHAJIBHHUM 3BY-
YaHHSAM XOPOBOTO IIATOIOCKY Ha CKJIaIu «OUH» Ta «OOH» 3 PATOBUM I10-
CHJICHHSIM HIOQHCY NPHUHOMOM Vvibrato, K 3a3Ha4MB KOMITO3HTOP. SIKIIO
Ha MOYaTKy YAaCTHHH Li CKJIAAW CHUMBOJI3YBald I3BOHH, TO TYT — TPaHC-
(hopMyI0ThCsl y 3BYKOHACIIIyBaHHS MTaJJal0umX clli3. B ToHambsHOMY T1aHi
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JpaMaTyprist pO3ropTaEThCS BUCXITHUM pyXoM. Tak, OpUTiHATBHUM € parl-
TOBUH Tepexia 3 0CHOBHOI TOHANbHOCTI H-dur 'y D-dur, naini 3By4uTh Mi-
HOpHa (apba — e-moll, i 3SHOBY IOBEpHEHHS JI0 OCHOBHOI TOHAIILHOCTI.

B penpu3i 3Byko300pakaiibHi npuitomu HaitOinbIn Bupas3Hi. [13BiH Bif-
OMBA€ETHCS BCIM CKIIAJIOM XODpY, IO 1ofae (hakTypi NIMOMHU Ta HANlOBHE-
HOCTi. Ha 1711 XOpOBOTO OpPraHHOro MyHKTY HIXKHO 3BYYUTH COJIO COTIPAHO,
10 CUMBOJTI3Y€E CBITJIHI )XKiHOYMI 00pa3. KoMIiozuTop monas 10 TeMarus-
My COJIO TIPUHOMH BUTBHOTO po3ropTaHHs — glissando, tenuto, puTMiuHe
PO3MAITTS — Tpiodi, JOBI1 3aTpuMaHHs. Tema 3By4HTh Ha4eOTO iIMIIPOBi3a-
LiHHO: TaK KOMIIO3UTOP HParHyB «BiIMYCTHTH» BUKOHABLIB, CTBOPUBILN
MEJIUTaTUBHO-CIIOTVISLIABHUE 00pa3 HIYHOI TUII. PO31BIUYIOTH 3BYKOBHIA
JKUBOIIAC Maike HEBIIOBUMI ITiJITOJIOCKH BUCOKHX TOJIOCIB — BUpa3Hi iH-
TOHAI1 3BEpXy BHU3, — HAUC3ipKHU IManaloTh. BeauKy poibs y CTBOpPEHHI
YapiBHOI aypy HOY1 MalOTh KJIACTEPHI CIIB3BYYUSl, CIPUSIOUN BXOIKECHHIO
cllyXada B CTaH PO3LyMiB Ta 30CEPEAKEHHSI.

[T yacTuna «SIHrOMILCHLKA KOJMUCKOBa» (Andante, e-moll). Sk Bi-
JIOMO, KOJIMCKOBI ITiCHI iCHYIOTh 3 JaBHIX JaBEH Ta CKJIAJAI0Th BEIUKHIA
macT 3pas3KkiB HapoaHOi TBopuocTi. Lleil >kaHp BTimioe Haikparii oOpa-
31 — JIF000BI Ta TeIlIa, «...4epe3 MICHI, CMiBaHi MPH KOJUCII, SIKi 3By4arb,
MOB 3aMOBJISIHHSA 1 HIOM MOJIMTBa BOJHOYAC, OYEBUAHO, IIEpeIaBaBCs KO
pony» [6]. B xopoBuii koHuepT «YakinyBajbHi MICHI» KOJMCKOBA «BILIi-
TAETHCS», OPTAHIYHO MPUMHOXKYIOUH MEIUTATHUBHY CEMAHTHUKY; OTKe el
JKaHp, SK 1 MEIUTAllisl, CKEPOBYE Ha 3aCIOKIMIMBY Jit0. 3aBIsSKHA Ha3Bi
«SIHroNmbChbKa», MUTEIhL HAJAB IICHI OUIBIN BUIIUNA, OHTOJOTIYHUN CEHC.
B My3wdHOMY TUTaHi KOMIO3UTOP BHUPIIIAB OOpPa3HICTh MY3WKH HEMMO-
BIpHO BHpa3HUM TEMaTHU3MOM, 3BYKOHACIIlyBaJbHUMHU NPUHOMaMH TOJI0-
ciB mpupoau (iMiTallis JeTKOTO BiTEpIls, KypJIUKaHHS NTaxiB, TIEPEINBiB
CTPYMOUKa).

dopwma (inany — KynaeTHO-BapialiiiHa. Bid mounHaeThes, 5K 1 B 1oTIe-
peIHIX YacTUHAX IMKITY, OPTaHHHM ITyHKTOM B HU3bKUX royiocax. OcHOBHA
TeMa 3BYYHTh B MapTii MepIINX, SAPOM TEMH € CTPHOOK Bifl TOHIKH IO
KBiHTH 3 TIOCIIYIOYMM TTOCTYTIOBUM TIOBEPHEHHSM O TEPIIOTO alIfo.
Menoc po3ropTaeThest CHipanenoAiOHIM PyXOM, 3BYYaHHS SIKOTO CIIPHSE
3aKOJIMCYBAHHIO IUTHHU. MOTUBH XUTAaHHS «BBEPX-BHU3» IMITYIOTh PyXH
KOJIUCKHU. [HTOHAIIIHHY OCTHHATHICTH PO3IBIYYyE PUTMIYHA OCHOBA TEMHU.
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Tak, KOMIIO3UTOP B KO)KHOMY TaKTi BUKOPUCTOBY€E HATUCK Ha MEPULY TOJIO
1 TOCIIyro4l CHHKOIM — BiJJa4er0 Ha clIaOKHX J0JIAX,3aCTOCOBYHOUN
BOCBHMY I1ay3y Ha 3aBepIICHH: (pa3y, a TEMy IPOJOBXKYE BKE HA HECTINKY
JOMI0 TakTy. Taki pUTMIYHI XUTaHHS MOXYTh BiOOpa)kaTH 3iTXaHHS M-
THHU YBI CHI.

Ha i Temu nmarigHo 3BydYaTh MiATOIOCKH, IO CHMBOJII3YIOThH MOAYB
JIETKOTO BiTEpIls, Ta iHIII eIEMEHTH 3BYKOMHUCY, TOYHO BKa3aHi KOMIIO3H-
TOpOM, III0 MafOTh CBOIO JIiHIIO PO3BUTKY. Tak, BUKOHABII, 110 300paxa-
I0Th KYpJIMKaHHS TaxiB, NOAJICHI Ha MEPUIOT0, SKUH KPUUUTH «Mmiy», Ta
JpPYTOro, SIKMiA BUTYKY€E «)zi». Lli 3ByKM MONEpeMiHHO BHKOHYIOTHCS Ha
ci1abKi JIoJi TakTy Ta IOJal0Th HEBAroMOCTi XOpoBii (akTypi. ko nep-
ma (pa3a € OIHOMAHITHOIO B TaPMOHIYHOMYIUIAH] (TOHIYHA OCHOBA), TO
B HACTYIIHOMY BiIOyBa€ThCs A€sAKe PO3MAITTA: apXaiuHo 3ByuuTh VI mia-
0eJ1b 3 MOCIiAYIOUMM TIEPEX0IOM B HaTypajibHy JOMIHAHTY 1 IOBEPHEHHSIM
B TOHIKY (B MMapTii ajbTiB).

Jpyruii KymieT € OUIbIll PO3BUHEHNM B TEMAaTHYHOMY TUIaHi. Y paxry-
Py BILTITAETHCS «TeMa BiTepIs» (32 BKa3iBKOK KOMIIO3UTOPA), 110 Xapak-
TEPU3YETHCS TTOCTYIIOBUM CITIpajernofiOHIM pyXoM BOCBMHUX B aMmOiTyci
Tepuii 3 caMoOyTHIM 3By4YaHHSIM CHHKONHM B cepelnHi MOTHBY. JlopydeHa
1151 TeMa MEPIITUM COTIPaHO, BTIM Ha MEPIIOMY TUIaHI — ITiTHECEHE 3ByJIaHHS
SIHTOJILCHKOTO COJIO COTIPaHO, 110 3ByYHTh HIOM MOJIMTBA 32 BCE 3eMHE OyT-
Ts. Bupassi crprOku B maprii CONMCTKH T0MAI0Th NOMTHOCTI. KpiM nosiBu
HOBHX TeM, (paKkTypa yIIIJIbHIOETCS 3a PAXYHOK JOJaBaHHs IT1Ir0JIOCKIB,
BUKOPUCTaHHS divisi B mapTisx. JlamorapMoHisi mepexoauTh B mapaseiib-
Huid G-dur; B akOpIUII JOMIHYIOTb 3aTpUMaHHSI.

B HacTynmHOMy KyIUIETi IpUBEPTA€E CIIyXalbKy YBary Bapiaiis TeMH
MIEPUIOTO KYIUIETY, L0 3ByYUTb HE B JIPUYHOMY, & Y MOBJICHHEBOMY TYCI.
TemaTnuHi cerMeHTH po3nijicHi may3amu (Bicimkamu). CioBa 3BydYarh
BIJIOKPEMJICHMH CKJIaJIaMH; METP 3MIHIOEThCS KOXKEH TakT 3 4/4 Ha 2/4.
LlixaBoro 3HaXiKOIO € TpUBaje 3By4aHHs B KiHII (ppa3 cexynaaxopay (12);
0COOJIMBO Bpakaroue 1151 «IeAaliby 3ByYHTh MiCIs TOCTPOTO MIPOMOBIISIHHS
TEMH XOPOM.

Hibu noaus BiTpy, BpUBAETHCS HACTYITHUH KYIUIET, IO € KyJIbMiHAaIli-
€10 yacTuHU. TyT BiIOyBa€ThCA MOETHAHHS BCIX IHTOHAIIMHUX CETMEHTIB
3 MOMEPEAHIX KYIUIETIB — mepiia Tema i B JipuuHoMy BukianeHHi (I ky-
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mieT), 1 B MoBiaeHHeBoMy (III kymuier), cmipanemomiOna «TeMa BiTEpIsDy
(I xyrutet), 3ByK0300pakaibHe HACIILyBaHHS U NITAXIB «miy, Vi, KV-Ky»,
MIEPEIMBU CTPYMOYKA, a TAKOXK BOKAJII3 COJIO COIPAHO, SIKE, 311HMa0YHNCh
y BHCOUiHb, CHMBOJII3y€e 00pa3 siHroyia. CTpyKTypa TeMaTu3My rnependoadae
rostihoHIYHE BUKIIAJICHHS, a TIOTIM — 310paHHs BCIX TOJIOCIB y CENTaKopI,
0 3BYYUTh apXaidHo.

Oco0nuBy poib y HNOCSTHEHHI KyJabMiHAIl Mae MeTpO-pUTMidHA
CTPYKTypa: KOMIIO3UTOP 3HOBY KOJKEH TaKT 3MiHIOE po3mipu 3 4/4 no 3/4,
BEJIMKA KiTBKICTh CHHKOIT PO3IBIUYIOTh MY3UYHY TKaHUHY, Hagawoun (ax-
Typi IMMOMHM 1 JIETKOCTI OAHOYACHO, & XOPOBOMY 3BYYaHHIO — HEBIOBUMOT
yapiBHOCTI. [Ticjst KyJbMiHAIIIT KOMIIO3UTOP OjIpa3y Hajlae 00pa3 3aCIoKo-
enns. OcranHio (pasy BiH BUKIAJa€ y Ipo30piid GakTypi: B AUHAMILI pp
BHUPA3HUM ITiITOJIOCKOM 3BYUHTh «T€Ma BITEPIlD» B MAPTii COMPAHO 3 XO-
paJILHUM CYITPOBOAOM HU3BKUX TOJIOCIB.

OcTtaHHIN KyIUIET € iIeHTUYHUM A0 MIEPUIOTo; OTXKE, CTBEPIKYETHCS
JipUYHA TeMa — 3HaK KOJIHMCaHHSA. B moeTHYHOMY TEeKCTi WAEThCS Tpo SH-
TOJIbCHKHIA CBIT, SIKWH TOPIBHIOE paii Ha 3eMuti. baraTtopa3oBuii oBTOp CIIiB
«baro, baily amelroe 10 JKaHPOBOTO Mpoodpasy. Komy 3HaMeHye iHTOHAITIS
3 XOpPOBOTO BCTymy 110 «YakiayBaHHs Ha cipii gaiini» (I 4.), mo yTBOproe
CMUCIIOBY apKy ITUKJTY, CHMBOIII3YIOUN PAalChKUI CITOKiN — CEeMaHTUIHUI
BUMIpP aBTOPCHKOT KOHIIETIIIT.

BUCHOBKMU. Bcebiunnii aHami3 XopoBoro KOHIEPTY «YakmyBanbHi
micHi» M. Illyxa BUSBUB, Mo-Iepiie, MEIUTATHBHY HANpaBJICHICTH 3a-
raJIbHO1 KOHIENii TBOPY, IO MPOSBISETHCS Y CEMaHTHII CIIOTIISIab-
HOCTI, (Pi710COPCHKO-TICUXOIOTIYHOI 30CEPEeMKEHOCTI (TepIia JacTHHa),
konuenty «CBiTnay (Apyra MiHiaTiopa) 1 CHOKOIO Ta PaiChbKOTO CHY
(dinamn). ITo-gpyre, BUKOpHUCTaHHS (OTBKIOPHOT CTHITICTHKH, IO CBiJl-
YUTHh TPO MPUHAIEKHICTH MUTIS JO HAI[IOHAJIBHOI XOPOBOI Tpaguiii
(O. Komuus, JI. Jlnuko, €. CrankoBuua). Take »XaHPOBO-CTHIIICTHYHE
pIIIeHHS CIpUIMAaEThCS SIK aKTyalli3allis 3BepHEHHS /10 TPaauIliiHOT Ha-
POOHOT TBOPUYOCTI, Kpi3h MpHU3MYy (in0coPChKO-PETITriiiHOT MOETHKHU aB-
TOPCHKOI'O MHUCJICHHS.

[To-Tpere, B cTHITiCTUKY cBiTChbKOTO KOHIepTy M. lllyx 3amyuae ca-
KpaJIbHI 3HaKH MY3M4HOI MOBH/MOBICHHS (A3BOHH, KOJMCKOBA) Ta 3aCO-
Ou 3ByKOHACHIIyBaHHS (BiTE€pellb, NTAIIMHUI CITiB TOMO). TakuM YUHOM,
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MUTELb II0EIHAB CyYyacHy My3U4HY MOBY 3 apXaiuHMMuU IpooOpa3aMu Ha-
POAHOI TBOPUOCTI.

Hocnimpkyroun xopoBy crnaaumay M. Hlyxask cucremue siBuie, 3a-
3HAUYMMO, 1110 LEeH TBIp, Ha MEPIINHA MO, BUIAETHCS «KOTHITUBHUM M-
COHAHCOM» B KOHTEKCTI MepeBakaHHs AyXxoBHOI TeMaruku. Ha 1ie Bkasye
CEeMaHTHKa YaKIIyBaHHS, 3aKJIa/IeHa MOSTHYHUM IepIIoKepesoM. Brim
B OpHUTiHAJIBHIM KOHIETIiT TBOPY KOMIIO3UTOP YHAOUHIOE AJISl BAYMJIMBOTO
ciTyXada CBOIO i7IE10 — IIISTX-«MOIYISIIII0» BiJl Mi()OITOSTHKH 36MHOI Marii
JI0 CaKpaJIbHOCTI AYXOBHOTO THITY (COH-Mpis PO paii).

IlepcnexTHBa MOJANBIIOTO NOCTIIAKEHHSI TeMH. 32 MEKaMH CTaT-
Ti 3aJIMIIAI0ThCs ManioBuBueHi TBopu M. lllyxa — xopoBuii KoHIEPT «/3
namamy 8pemMeHHbuIX Jiemy», JTyXOBHUN KoHUepT «Hckyuenus Ceemnozo
Amneena, Mo CKIANAI0Th HAYKOBUH iHTEpEC 3311 OOTPYHTYBaHHS XOPOBOL
TBOPUYOCTI MHUTLS SIK CY4aCHOTO «KYJIBTYPHOTO TEKCTY». YeKaloTh Ha Ipo-
JIOBKCHHSI TEMH 1 BUBUEHHS iHTeprpeTamiit TBopiB M. lllyxa cygacHuMH
XOPOBHMH KOJIGKTUBAMH YKpaiHU B CBITJII Cy4acCHOTO HalpsiMy KOTHITHB-
HOTO MY3MKO3HABCTBA — IHTEPIPETOJIOT].
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MoBa meTtadop Ak enemMeHT XXaHpOBOI iaei 6arareni
y My3u4HOMYy yHiBepcymi B. CunbBecTpoBa

AHoraris

Mouapenko K. MoBa MmeTadop sik eJieMeHT :KaHPOBOI ifei DarareJii B my-
3uyHoMYy yHiBepcymi B. CuabBecTpoBa. Y cyuyacHii My3W4HIH KyJbTypi 31iH-
CHIOETBCS paUKaJIbHE IEPEOCMHUCIICHHS JKaHpy Oarareri. HaiOimpm mocmigoBHO
TaKe MEePEOCMUCIICHHS JIEMOHCTPY€E Yy CBOil TBOPUYOCTI BUAATHUI YKpaiHCHKHMA
xommo3uTop B. CumbBecTpoB. Y meHTpi yBaru mgaHoi myOiikamii — MOBa MeTa-
¢dop sIK eneMeHT jkaHpoBOi iJiel B TBOPYOCTI JaHOTO aBropa. Breprie B skocTi
IHCTpYMEHTY aHaJli3y MpOINOHY€EThCs Tpiana «(dinocopema— aBTopchka MeTago-
pa — eJIeMeHTH My3W4HOT MOBW» (Ha mpukiaai «L{HKITy IHUKITIB» — MAaKPOLUKILY
3 27 nukiiB Oararesneil). 3 ycboro KOpIycy CUMBOJIB Ta MeTadop, MpuTaMaHHUX
B. CunbBecTpoBy, 00paHO MaricTpanbHy MeTadopy — «CIMITOCIOH», APYKHE 3a-
CTULIS, SIKa OIKCY€ TPHHLMII CTBOPEHHSI MaKpo- Ta MIKPOLMKIIIB OaraTeabHOro
enocy. Kio4oBi cioBa: mysuunuil ynisepcym, 6aecamens, mpiada «ghinocoghe-
Ma-Memadopa-my3utHa Mo8ay, «BEIUKULL YaACy, «CIMIOCIONY.

Mouapenko K. B. SI3pik MeTaop Kak 31eMeHT :KaHPOBOIl uaeu dara-
TeJIM B My3bIKaJILHOM YHUBepcyMe B. CuiibBecTpoBa. B coBpeMeHHOH My3bI-
KaJbHOU KyJIBTYPE IPOUCXOIHUT PAJANKAIFHOE TIEPEOCMBICIICHHE JKaHpa Oararesu.
Hawnbonee nmociaenoBaTeabHO TAaKOE TEPEOCMBICIICHHE OCYIIECTBIISACT BB IAOIINI-
csl ykpauHCKui kommno3utop B. CunbBecTpoB. B 1ieHTpe BHUMaHUS JaHHOU IIy-
ONMKaIMY — SI3BIK MeTadop Kak AIEMEHT KaHPOBOU MjeH Oararein B TBOPUECTBE
JJAHHOTO aBTOpa. BriepBble B KauecTBe MHCTPYMEHTA aHaJIM3a BBOAWTCS TpHaJa
«punmocodpema — aBTopckast MeTaopa — IMEMEHTH MY3BIKATBHOTO S3BIKa» (Ha
npumepe «L{ukna nukIoB» — Makponukia u3 27 nukioB Oarareneit). U3 kopmy-
ca CUMBOJIOB U MeTtadop, xapakrepHbIX it B. CuibBecTpoBa, n3dpaHa maru-
cTpasibHast MeTadopa — «CUMIIOCHOHY, APYKECKOE 3aCTOJbE, KOTOpas OMMUCHIBACT
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TIPUHITHAIT CO3[aHMsT MAKPO- Ta MUKPOIIUKIIOB «barareapHOro smocay. KioueBbie
CJI0BA: MY3bIKAIbHBIL YHUGEPCYM, Dazamenb, mpuada «@uiocopema-vemado-
PA-MY3bIKABHBLLU A3BIKY, «OOILULOE BDEMSLY, «CUMNOCUOHY.

Motsarenko K. Language of Metaphors as an Element of the Genre Idea
of Bagatelles in the Musical Universe of V. Silvestrov.

Introduction. Radical reinterpretation of the genre of bagatelles takes place in
modern musical culture. Famous Ukrainian composer V. Silvestrov demonstrates
such re-examination most consistently. The task of holistic analysis of the genre
concept of bagatelles, the unity of philosophical and aesthetic, metaphorical,
symbolic, performative dimensions of this phenomenon in its synthetic unity and
complementarity is extremely urgent.

Literature Review (Theoretical Background). The genre of bagatelles was
studied by foreign and Ukrainian scholars (G. Karelova, A. Lunina, N. Ruban,
S. Suldina, Y. Furduy, M. Chernyavskaya, E. Antokoletz, M. Eremiasova, F. Sallis
et al. As a rule, bagatelles are considered among other small forms (preludes,
musical moments, nocturnes and so on), in the context of the creativity of
composers (bagatelles of Bartok, Beethoven, Cherepnin, Silvestrov), in connection
with certain structural and semantic elements of music. In the framework of this
paper special attention is paid to numerous interviews of V. Silvestrov (the book
“To Wait for Music” and “XYMIIOZION”) and theoretical investigations of the
Ukrainian researcher Y. Furduy, devoted to the rhythmological aspects of the
evolution of the piano bagatelles.

Objectives. The focus of this publication is the language of metaphors as
an element of genre ideas in the creativity of a prominent Ukrainian composer.
The aim of the studies is to explicate the synthetic unity of the philosophical
and aesthetic, metaphorical, musical and structural dimensions of V. Silvestrov’s
bagatelles in the context of his musical Universe, to substantiate the fundamentals
and principles of synthesis (using the “Cycle of Cycle” as example of the
macrocycle of twenty seven bagatelles).

Methods. The triad “philosophical concept — author’s metaphor — elements
of a musical language” was first used as a tool for describing and analyzing genre
ideas bagatelles in the “Cycle of Cycles”in their inextricable synthetic unity.
Theoretical and methodological background of the article are philosophical
approaches to the analysis of the universal dimension of culture (problems of the
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“universals of culture”, the symbolic and metaphorical language of culture, the
semantic synthetic unity of culture, music, philosophy).

Results and Discussions. The first step of the investigation is the analysis of
the diversity of definitions and metaphors for bagatelles. It gives opportunity to
evaluate the modern transformations of this genre. Particular attention is paid to
the own metaphors of V. Silvestrov (“bagatelle is a musical moment...”). It was
reviewed the typological features of the genre in his work: structure, textures,
musical vocabulary, style techniques, philosophical foundation, the sphere of
existence of the genre. These typological features of the genre are supplemented
with philosophical and aesthetic concepts and a corpus of author’s metaphors that
are essential for understanding and performance of the Cycle of Cycles.

The basic metaphor for Silvestrov became the image of the symposium
(symposion) with friends, which describes the principle of creating of microcycles
of the “epic of bagatelles”. The general intuition in this thematic field is the principle
of “great in small.” This principle in the composer’s works is revealed as an integral
element of the author’s style and worldview. Bagatelle, according to the composer,
is a minimum of music and musical means that represent “music in its entirety”.
The author allows for the interpreter to balance between two opposite concepts:
“Universe that is expanding” and “Music in own home”. The key positions that are
considered in the light of the triad “philosophical concept — author’s metaphor —
elements of the musical language”, are Feast (Symposion), Time, Memory, Silence.

Conclusions. The result of our investigation is the representation of metaphor
as an integral semantic component of the genre idea of bagatelle in the creativity
of the V. Silvestrov, which is authentically revealed only in the context of the
whole musical and philosophical Universe.

The metaphor of the symposion is presented as the most fundamental.
It refers to the philosophical concept of the symposium, which can become
comprehensive in interpretation of the shape of the macrocycle of bagatelles.
Epistemological premises created for introduction of the “ Cycle of Cecles” into
the sphere of meta-genre, for explanation of the elements of openness in the
structure of V. Silvestrov's “epic of bagatelles”, for invitation of new “guests”,
new music personalities into Universe. Prospects for future research. The results
of the analysis of the language of metaphors as an element of the genre idea of
bagatelles gives opportunity to explicate the place and role of the “bagatelle epic”
in V. Silvestrov’s musical Universe, to understand the significance of this genre
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in modern Ukrainian music. Key words: musical Universe, bagatelle, language
of metaphors, triad “philosophical concept — author’s metaphor — element of
musical language”, “big time”, “symposium”.

IMocTranoBka npobjemu. bararens sixk mMana Gopma OCTaHHIM YacoM
CTa€ TMPEIMETOM BCe OITBIIOTO IHTEPECY Y BITIM3HIHOMY MY3HKO3HABUO-
My TIOJi, IO 3yMOBJICHO BEJIMKOIO KIJIBKICTIO 3BE€PHEHb KOMIIO3UTOPIB 10
JTAHOTO >KaHpPY, HOT0 3HAYHUMH TpaHC(HOPMAIiSIMHA BIIPOAOBXK PI3HUX ic-
TOPUYHHX TIEPIOAiB, 3 OMHOTO OOKY, Ta, 3 IHIIOTO — HEJAOCTaTHBOIO PO3-
pOOJIEeHICTIO TaHOT TEMH Y JIOCHIIHUIBKIN perentiii. MoxkeMo cka3aTH, 110
TTOKH He 3[IIHCHEHO BCEOCSKHOTO, QYHIAMEHTAJIHHOTO aHaMi3y KaHPOBOL
KOHIICTIIii OaraTesi B IJIOMY. 3aJHIIAEThCS 3HAYHUHN «TFOQT» JUIsl TOCIHTi-
JoKeHb (pimocodchko-ecTETHIHOTO, METaOPUIHOTO, CHMBOIIIYHOTO, KyJTh-
TYPOJIOTIYHOTO, BAKOHABCHKOTO BHMIpPiB IaHOTO ()eHOMEHY B HOTO CHHTE-
TUYHIH €THOCTI Ta B3a€EMOJIOTIOBHIOBAHOCTi. MixK THM, IIeil acrieKT Haly-
Ba€ OCTaHHIM YacOM OCOOJIMBOTO 3HAYEHHS Ta aKTyaJIbHOCTI y 3B S3KY i3
paavKalbHUM MEPEOCMUCIICHHSM KaHpy Oararteli y TBOPUOCTI KOMITO3H-
TopiB KiHISI XX — modaTky XXI cTomiTh, 0cOONMMBO ¥ My3udHO-(itocod-
ChKil KOHILIEMIi OIHOTO 3 HaWBWAATHIIIMX YKPailHCHKUX KOMIIO3HUTOPIB
cydacHocTi Banentnna CuiibBecTpoBa. Y My3WYHOMY YHIBEPCYMi KOMIIO-
3UTOpa 3HAYHY POJb Biairpae MoBa meradop, sika €, B TOMY YHCHi, i eje-
MEHTOM KaHpoBoi ifei Oararesni. Llst akTyanbHa npodieMaTnka — y LEHTpi
yBaru AaHoi myoikarii.

Orunspg nitepatypu. Jlo xanpy Garareni 3Bepranucs 3apyOiHi Ta Bi-
Tun3HsAHI pocnigauku: I. Kapenosa, A. Jlynina, H. Pyb6an, C. Cynpaina,
10. dypayii, M. C. Uepnsiebka, E. Antokoletz, M. Eremiasova, F. Sallis
(Kapenoga, 2009; Kapenosa, 2012; Jlyauna, 2013; Py6an, 2014; Cynsauna,
2019; dypnyid, 2015; Oypnyi, 2018a; Oypayi, 2018b; Dypuyii, 2018c;
UYepnsarceka, 2000; Antokoletz, 1981; Eremiasova, 2011; Sallis, 1997).
Sk mpaBmI0, 6araTelnti po3TIAIAI0ThCS Cepe IHMUX MaauX (Gopm (TIpertto-
Jlif, My3UYHIX MOMEHTIB, HOKTIOpHIB To1o ([oBap, 2013; HazalikiHChKHiA,
2009; Psabyxa, 2004), y KOHTEKCTI TBOPYOCTI KOHKPETHUX KOMITO3UTOPIB
(6arareni baproka, berxoBena, Uepennina, CuibBectpoBa) (BaiicOann,
2015; Kapemnosa, 2009; Kapenosa, 2012; Jlyauna, 2013; Py0Gan, 2014;
Cynpnuna, 2019; ®ypnyit, 2015; Dypayit, 2018; Yepusscrka, 2000;
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Antokoletz, 1981; Eremiasova, 2011; Sallis, 1997), y 3B’sI3Ky i3 TI€BHU-
MU CTPYKTYPHHMH Ta CMUCIIOBUMH elleMeHTamu My3uku (Dypayit, 2018c¢)
a00 B ICTOPHKO-TEOPETUIHOMY KOHTEKCTI TOCIHIKEeHHS XaHpy (Dypayid,
2018b). B. CunbBecTpoB MOSICHIOE CBOE OaueHHS jKaHpy Oarareli y 4yuc-
JICHHUX 1HTEPB 10, OCHOBHUH KOPITyC SIKUX 310paHo y kHurax «/Jlouekarucs
My3ukn» Ta «XY MITOZION» (CunbBectpos, 2011; CunsBectpos, 2012).
BigmiTMO 3HaYHMI BHECOK y CTBOpeHHs IMX KHUT ¢inocoda K. Cirosa
Ta HIMEUbKO-yKPaiHCHKOTO MY3HMKO3HABIl 1 ¢inocoda Ammu BaiicOann,
sIKa CTaJia aBTOPOM aHAJITHYHOTO BCTYITY JIO ay/Iio-JMCKIB 3 3anucamu Oa-
rareneii (Baticoanm, 2015).

OcobnuBo crij 3a3Hauutn auceprainito 0. Oypnyi «Putmonorivni
ACTICKTH aHPOBOI eBOJIOIIT opremnianHoi Oarareni» (Dypayi, 2018), ne
OKpeMHH Mmiapo3ai nmpucBsiaeHo Oararensm B. CuiabBecTpoBa, a Takoxk
HaJIaHO HAA3BUYAHO L[iHHI PO3TOPHYTI 1HTEPB 10 3 KOMIIO3UTOPOM, Came
MM MaTepianoMm OyaeMo KepyBaTHUCs Yy HAIIOMY JTOCIiKEeHHI. ABTOpKa
3IifiCHMIIa peTesibHy POOOTY, IO OXOILUIIOE aHalli3 TBOPIB y KaHpi Oara-
Tem ONM3BKO BICIMIECATH KOMIIO3UTOPIB, OCOONMBY yBary c(oKycyBaia
Ha eBOJIIOII1 KaHPy B Horo purMmosyoriyHomy acrekTi. | xoua 0. Oypayit
cripoOyBaJia OXOIUTH KaHPOBY KOHIEMIiI0 Oarareii B LiJIOMY, 3alporo-
HyBajla y3araJbHEHE BU3HAUEHHs >KaHpy, MPOTe BHINE3a3Ha4eHi (ijo-
co(hchKO-CUMBOJIIUHI Ta MeTadOpUyUHI BUMIpH «0araTelbHOTO Erocy»
B. CunbBectpoBa moTpeOyOTh OUTBII TPYHTOBHOI pelerilii, 3iHCHeHHS
SKOi 1 CKJIa/la€ HAYKOBY HOBH3HY NpE/ICTaBIICHOI cTari. Bnepiie sk iH-
CTPYMEHT JUIs OIIKCY Ta aHaji3y ®aHpoBoi i1ei Oarareni y «{ukii nuxiisy»
B. CunbpBecTpoBa BUKOPHCTOBYEMO Tpiany «dimocodema — aBTOpChKa Me-
Tadopa — eJIeMEHTH My3UYHOT MOBH» Y 1X HEPO3PHUBHIN €THOCTI.

Mera nociuiliKeHHS — BUSBUTH CHHTETHYHY €IHICTH Qinmocod-
CHKO-€CTETHYHOTO, MeTa(OPHUUHOTr0, MY3HYHO-CTPYKTYPHOI'O BHMIpIB
Oararenieii B. CunbBecTpoBa B KOHTEKCTI My3UYHOTO YHIBEpCYMY KOMIIO-
3UTOpa, OOrPYHTYBATH 3acaay Ta MPUHIMINA CHHTE3yBaHHS (Ha MPUKIIai
«uKiTy IMKITiBY — MAaKpOLMKITY i3 ABAALUATH CEMH LIUKIIIB Oararenei).

Metoau aociiakeHHsl. TeopeTHKO-METOMONOTIUHI 3acagd CKIlaa-
10Th (PiJI0CO(CHKO-KYNBTYPOJIOTIUHI MiJXOAN 0 aHali3y yHiBepcalbHO-
TO BUMIpPY KYJNBTYpH (TpoOlieMaTHKa «yHIBepCadiil KyIbTypH», CHUMBO-
JKO-MeTaQOpPUIHOT MOBH KYJIBTYPH, CMHUCIOBOI CHHTETHYHOI €JIHOCTI
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KYJIBTYpH, MY3UKH Ta ¢izocodii). Y 6e3mMekHOMY IO JiITepaTypH 3 i€l
mpoOieMaTikl MU CHHPAEMOCh Ha Mpali BiIOMUX BITYM3HSAHUX (iso-
codiB O. Kupumroka, O. dinonenka, 0. [llabanosoi (Kupumrok, 1996;
Kupuniok, 2008; dunonenko, 2018; [llabanosa, 2017). Onechkuit diso-
co( O. Kupuitiok, npecTaBHUK CBITOIVISIIHO-OHTOJIOTYHOT IKOJIH CyYac-
HOT YKpaiHCBKOi (irocodii, mpomoHye 6araTopiBHEBY KOHIIETIIIIIO YHIBEp-
caliii KynbTypH SIK KaTeropil TpaHWYHUX MiAcTaB (HApOIKEHHS, KHUTT,
CMepTh, Oe3cMepTs), sIKi y 0e31iui cBoiXx KoMOiHaIii Ta TpaHchopmarii
€ 3araJbHONIOAICEKUMH BJIACTHBOCTSIMU KyJIbTypH. Metadopu y Moge-
ni O. Kupuroka (3 onoporo Ha inTyimii B. IIporma ta O. @peiinendepr)
€ «0a30BUMH YHIBEpCaIbHO-KYJIBTYPHUMH iHBapiaHTamMu Oynb SKOi J1aB-
HBOI 1 CydacHOi CBIIOMOCTI, AIKi O€3MepepBHO aKTyali3yIOThCS B TIPOLECi
reHepaiii pyHIaMeHTaIbHUX 0a3UCHUX CBITOTTIIAHUX CMHCIIB KYJIBTYp-
Hux nuckypei» (Kupuiok, 2008: 255). B acriexTi My3u4HOT TBOPYOCTI Ta
CTBOPEHHSI My3UYHOI'O YHIBEpCYMY BKpail IPOAYKTHBHUM € PO3IJISiL «aB-
TOreHepalii CBITOIISTHUX 1HBApiaHTHUX CMHCIIB MPOIYKTUBHOIO TBOP-
yoro cBiomicTio» (Kupuitok, 2008: 300-317).

Binommnii xapkiBcekuid  ¢inocod Ta OGorocimoB O. DimoHEeHKO
(dinonenko, 2018) cTBOPIOE KOHTYPH CBO€I €BXapUCTHYHOI aHTPOIIOJIO-
rii K dimocodii Ta 6orocaor’st 3yctpiui 3 [Hmmm (borom Ta JlroguHoT0).
BBaxxaemo, mo came Tak — sik mpoctip 3ycrpiui Jlronunu, bora ta Ceity
11o3a Oy/b-sIKHMH 4aCOBUMH MekaMu — B. CunbBecTpoB y IPUHIHUIIOBOMY
BIJTHOIIICHHI OCMUCITIOE ()eHOMEH Oarareli.

VY mpaui FO. Hlabanosoi (Illadanosa, 2017) y TeopeTHuHOMY Iia-
Hi OCMHCIIIOETBCS KOHLENT «MY3WYHHUI YHIBEpCYyM», SKMH 4acTO BHKO-
pUCTOBYeThCsl O3 HeoOXimHOi peduiekcii nuine sik putopuyHa (irypa.
Jocnigauns nponoHye po3mIsAaTh Lel YHIBEpCYM Yy KaTeropisix «My3ud-
HOCTI MHCIJICHHSI», «MY3UYHOTO CBITOPO3YMIiHHSI Ta CBITOCHPUHHSTTSI.
B i mocnigaumnbkiil ontuimi «My3uKa K MOJIEINb YHIBEpCAIBHOT IiJIiCHOC-
Ti PO3MISAAETHCS y TAHOMY KOHTEKCTI HE 3 MO3HIll KyJIbTYypPOJIOTIIHOTO,
MHUCTELTBO3HABUOTO, COLIIAJIbHOTO aHajli3y, He Y paMKax Teopii MUCTELTB
1 HaBiTh (inmocodii My3ukH, a gk cupoda ocMHUCIeHHS (YHIAMEHTaIbHIX
NPUHIMIIIB MY3UYHOTO YHIBEpCyMy, K Mozenb (imocodii, sika y cBOiX
MeKax 3BEPTaETHCS 0 CBITY CYIIOTro, 10 TOi FeHE3H, A€ 1 3A1HCHIOETHCS 3y-
cTpiv monunHK i BeecBity» (nepexaao naw — K. M.) (ILlabanosa, 2017: 29).



142 2019 m Bun. 55w JTpobacru s3acmodii mucmeumsa, nedazozixu ma meopii i npaxmuxy oceimy — —~0O

B MeromomoriuHOMy TUTaHI BKpaid BaXXJIMBOIO € imes M. baxTina mpo
«BEJIMKHN Yac» SIK CMUCJIOBY JaJIOTIYHY LINICHICT TIEBHOTO €TaIy po3-
BHUTKY KYJIBTYpH, ILTICHICTB, B AKiil «y KOXXHOTO CMHUCITy OyI€ CBOE CBSTO
BinpomkenHs» (baxrun, 1979). MoxeMo npuiycTuTH, o MeTadopuiHuii
npoctip Oarareneil y mozeni B. CunbBecTpoBa € came TaKuM CBATOM Biji-
pomxkeHHs 3a0yTux cMuCHiB (MeTadopa «CIMIIOCIOHY», O SKOTO 3aIpo-
LIeHI MY3W4HI IOCTaTi Pi3HUX €MOX).

Bukaan ocHoBHoOro marepiasy. Habmmkarouncs 10 aHamizy *KaHpo-
Boi imei Oarareni y my3uuHoMy yHiBepcyMi B. CunbBecTpoBa, HaBeaeMo
Psi BU3HAUYCHD JKaHPY, 100 NPOCTEXUTH HOro paaukanbHy TpaHchopma-
I[i0 Y TBOPYOCTI KOMIIO3UTOPA:

— TpaguuiiiHe TymaueHHs (bagatelle — dhpanu. npiOHKMYKA) — HEBe-
JUKa IHCTpYMEHTabHA 11’ eca, 3Me01IbIIoro s (hopTeriano, HaigacTime
nerka y BukoHanHi (Kemuprur, 1973-1982: 270);

— BHU3Ha4yeHHA kaHpy ynpamni FO. ®dypnyi («dopremianna Oara-
Tenb — TBip Manoi opmu, HanucaHuit Iy QopreniaHo, pi3HOMaHITHUN
3a 3MICTOM, aJjie¢ B IMIUPOKOMY iCTOPUKO-CTHILOBOMY Jlialla30Hi — 3 SIBHO
BUPaXCHUM CBITIIMM JPUKO-TIOSTHYHUM CMHUCIIOBUM CTPUIKHEM; B TOMO-
(hOHHO-TapMOHIYHOMY CKJIaJi, 3 YaCTUM BUKOPUCTAHHSIM TPUAOIBHOCTI,
sIKa MOKe OyTH IIOB’s13aHa 41 HE TI0B’s3aHa 3 BAJIbCOBICTIO, 3 IIEPEBAXKHUM
Ma)KOPHUM 3a0apBJICHHSM JIaJy 1 TUXOK JUHAMIKOI, Ta 00OB’SI3KOBUM
JMOTPUMaHHSAM yMOB mukitigHocTi (Dypayi, 2018: 174);

— nedininii Ta meradopu camoro B. CuibBecTpoBa, 70 JCIKUX MH
JaJti 3BepHEMOCS OUIBII IeTalbHO: «Oararens <...> 11e Maja Gopma», «Moi
Oarareri — I1e He MiHIaTIOpW», «0ararels — e My3udHa MUTBY, «MOi Oarare-
Ji — 1e 3ByKOBE MOBYAHHS, TIIbKU MPOCITiBaHE. ..», «bararesib — 11e KBiTKa,
sKa TUTBKH po3KpuBaeThes» (Dypayit, 2018: 158; Jlynuna, 2013: 630-631).

BinbIiicTh BUCIOBIIIOBaHb KOMIIO3UTOPA CTOCOBHO i/iei Oarareseit Mae
MeTaOpUIHHUN XapakTep, aje MU y MOJAIbIIOMY HAOIMKEHHI cripoOye-
MO BHUSIBUTH BiAMOBIAHICTD CyTTEBUX MeTa(op 0 KOHKPETHUX MY3UIHHUX
XapaKTEePUCTHK.

Y nocnimkenni FO. @ypuayit chopMynboBaHO THIOJOTIYHI O3HAKH
kaHpy Oarareni y TBopuocTi CHIBBECTPOBA, IO CTOCYIOTHCS: CHIPYK-
myprhux ocoonueocmeii (MKITIYHICTh, MIKPO- Ta MaKPOIMWKIH, YTBO-
PEHHSI LUKy 32 MPHHIUIIOM TOTOXKHOCTI — Ha BIJIMIHY BiJ| TPHUHIUITY
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CIOITHOCTI y OLIBIIOCTI IHITMX aBTOPIB, PO3IMKHEHICTH (hopmH, attacca,
HECKIHYEHHICTB);

— cneyu@iunux 03HaAK Qakmypu, My3uUyHOi J1€KCUKU, CHUTbO-
6UX RpUIOMIB. «TOHAIIbHA ATOHAJBHICTBY; TPUAOIBHICTH — SIK HACIHIi-
JOK TMiJBULICHHOTO 3HAYEHHS BajbCOBOCTI (3a3HauMMO OaratorpaHHe
TpakTyBaHHsS BaibcoBocTi B. CuibpBecTpoBuM. BogHowac BiH BKaszye Ha
BaJIbC SIK «(POHEMY 3€MHOTO KUTTS, OB’ A3aHy 3 MOE3I€I0, CEPACUHICTION
(CumpBectpos, 2012: 107) Ta Hagae TPUAOIBHOCTI CaKpaTbHOTO CMHCITY
(Dypayit, 2018: 226); romoOHHO-TAPMOHIYHA, «IIPO30Pa» PaKTypa, BakK-
JIBA POJTb MEJIOMIHHOCTI, THXa IMHAMIKa y HEBEITUKOMY Jliaria30Hi T'y9YHOC-
Ti (p — ppp — mp), nomipHi Temnu (Allegretto, Moderato); apriemxiioBaHAN
CYNpOBIiZ Ta Menofii-apneakio, «opdemkio» (tepmin B. CunbBectposa);
OCOONMBHUH THIT KaHTUJICHHOCTI Ta CTHIII3AIlii MEJOAWKH; TPiONBbHICTH;
aroriyHa cBo0oj1a, IiIBUIIICHE 3HAUYCHHS KaJ/IaHCIB, YacTe May3yBaHHSI,

— 00pasnoz0  HanoeHeHHs  (CCHTUMEHTAJIBHICTb,  HOCTAJbIif,
CTPOTiCTh, CTPUMAHICTh, HAIBHICTh, MPOCTOTA, JAYXOBHICTb, HIXKHICTb,
HEJIOMOBJICHICTB);

— inocogpcvkozo niorpynmsa («HIIO», IKE HAPOMIKYE IIOY, TTOMI-
OnicTh Oarareneit no [lnaroHOBUX ifei);

— cghepu icnysanna ycaunpy (Oararenmi SK «My3WKa-BTiXa», 9H IIO-
TpibeH B3arayi ciyxad (y BianoBifl Ha muTaHHsS iHTepB’'t0 (Dypnyi,
2018: 218) «Bu nucanu mro My3uKy ais ceOe 9 Ui myOTiku?» KOMITO-
3UTOP BUXOAUTH HA KOHIICNIT «MYy3UKa y ceOe BIOMa»); Y MOXKHA KOMOi-
HyBaTH Oarateni 3 pi3HUX LHKIIB, BUKOHYBaTH okpeMo (B. CunbBectpoB
TOBOPHUTH PO MOXKIUBICTH JJII BUKOHABIII CaMOMY KOMOIHYBAaTH ITHKII,
CKJIaJarouu CBill «equuuii Tekct» (Pypuyid, 2018: 227).

[I{ono oCcTaHHBOIO MYHKTY — 3ayBa’kUMO, 110 AaHI1 Te3U MOTPeOyOTh
YTOUHEHHS, 00 YMTAEMO YHMCIICHHI aBTOPChKI pemapku (attacca! sx ooun
mexcm!) y HOTHOMY Martepiaji Ta Ha JoAaTKax o0 ayxaiosanucis. Ha namry
IYMKY, MakpoOIMKJI BCE X He Tependavyae HaATO BUTBHOTO TOBOJKCHHS
3 ¢opMolo, Ha BiAMiHY, HapUKiIad, Big OUKIy 3 «21 Oararemi» (2009)
mBeACchKoro kommo3uropa Iletepa b’1opa, e aBTopoM BKa3aHO MOBIILHUH
NOPSIIOK BUKOHAHHA Oarareneii: «I'paeTbcst okpeMo, y Oyb-IKoMy HOpsiI-
Ky a00 XpOHOJOTiYHOMY... (attacca abo 3 may3amu i TIOBTOPHHM OTOJIO-
menaam» (Pypayit, 2018: 153).
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Y Mmy3uaHoMmy yHiBepcyMi B. CriibBecTpoBa HEMOXKITUBO PO3TIIAIATH
CYTO HOTHHMH TEKCT Oaratesieil BiJOKpEeMJICHO, HE BPAXOBYIOUH aBTOPCHKOT
pedurekcii, ocobmmBoi MeTadhOpUIHOT MOBH KOMITO3UTOpa, Pirypa ABTOpa
HE3PUMO TIPUCYTHS Y KOXKHIN «IpiOHKYII». ToMy 10 HaBEJCHUX BUILE TH-
TIOJIOTIYHUX O0COOIMBOCTEH JKAHPY CIIiJT IOATH CYTHICHO BAXKJIUBI JIJISI BH-
KOHaHHS 1 po3ymiHHA «Llukiry nukiiB» dimocodcrko-eCTeTHYHI KOHIIETI-
TH, @ TAKOXK TIOB’5I3aTH iX 13 KOHKPETHUMH BHUCIIOBJICHHSIMU-TIOSICHEHHSIMU
KOMITO3UTOPa Ta MY3WYHHMH 3acO00aMH, 3aBISKH SIKHM IIi i1ei BTUJICHO
y Gararensx B. CunbBecTpoBa.

Mertadopuuna moBa BanentuHa BacumboBuda y #ioro peduekcisx
o0 «L{uKiTy UKITiBY € HaA3BUYaiHO HEBiJl'€MHOIO YaCTHHOKO METaTeK-
CTY, ILIO TBOPUTb MY3MYHHI BCECBIT KOMIO3UTOpa. [, 1100 HAOIM3UTHUCH
IO pO3YMIiHHS, a, OT)Ke, M JeiKaTHOI 1HTepIpeTallii, HeOOXiTHO «PO3IU-
BUTHCSD) OMIpKue 1i MeTadopH, SIKi TO3BOJISIOTH BUHTH A0 IIOOATBHHX
TeM, YHiBepcallii KylnbTypH. 3a3Ha4uMO, 110 II€ JIUIIe TIeBHI HATSIKH, 1H-
Tyilii, o0epekHi KpoKH, Mo ix OynemMo 3IMCHIOBATH, MIYYH «ETIOCOM
3 Maprapurok ta 13BiHoukiB» (Dypayii, 2018: 227). Cepen cumBoIiB Ta
metadop B. CunpBecTpoBa MU 00panu TOJIOBHOIO, MariCTpajgbHOIO caMe
110 «JIPY>KHBOTO 3aCTULIS», SIKa OMUCYE MPUHIMII TBOPEHHS Makpo- Ta
MIKPOIIKITIB «0arareiIsTHOTO €Nocy», aje ¥ iHII CHMBOIH OyayTh ii J0-
noBHIOBaTu. [lepir Hixk mepeiTu 10 aHasizy Oarareliell y 3arajibHOKYIIb-
TYPHOMY KOHTEKCTI, 3ralacéMO PO IeHepaJbHUN MPUHLIMII «BEJIMKE Y Ma-
nomy» (Hazaiikincekuid, 2009), mo npuramMaHHuii boMy kaHpy. | came
y TBopuocTi B. CunbBecTpoBa Ta HOro BHCIOBIIOBAHHSX LIEH MPUHIMIT
PO3KPUBAETLCS K HEBIN €MHUH YMHHUK aBTOPCHKOTO CTHIIIO Ta CBITO-
IsiLy: Oarareinb, 3a CJIOBAMH KOMITO3UTOpA — MIHIMYM «MY3HMKH, My3WU4-
HUX 3ac00iB» L0 PEIPE3CHTYIOTh «MY3HUKY Y BCiH IOBHOTI». 3ayBakuMo,
IO y TPaKTyBaHHI kaHpy Oarareni y pamkax «l{ukmy nukiiB» aBrop na-
PY€ MOXJIHMBICTh IHTEpIpeTaTopy OasaHCyBaTH MiX JBOMa KOHIISIIIisi-
MU — «Bcecsimy, wjo pozuwiuprocmucsay, M0 Bpakae CBOIMH MaciiTadaMu
(6nm3pko cemmcoT OaraTeneil Ha JaHWH MOMEHT, 1 IPUXOASATH HOBI1), Ma€e
(hpakTampHy CTPYKTYpY (¢ HalMEHIIa OMUHUIIA, OaraTeiib-«apiOHNIKaY)
32 3MICTOBMM HAllOBHEHHSIM HE IOCTYMA€ThCS YChOMY MAaKPOIHMKITY),
i, BOMHOYAC, «My3uKor y cede edoma» (Oypnyi, 2018: 218), ne Hemae
micus nadocy i manye armocdepa 3aTHIIKY, IpyKHbOT Oeciiu.
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Y KOHTEKCTI 00paHOi TEOPETHKO-METOMOIOTIYHOI HACTAHOBH Ha PO3-
IJIs1] yHIBEpPCAJIbHUX BUMIPiB KYJIBTYPH, IPOIIOHYEMO Tpiany «@inocogpe-
Ma — agmopcobka Mmemagopa — enemenmu My3uiHoi Moguy» sIK IHCTPyMEHT
anamizy «{ukiny nukniBy 6arareneit B. CunbBecTposa.

KitrouoBi no3uilii, IKi MU pO3IIITHEMO — «3ACTHILIALY, «YACYH, KNAM SMbY,
«muway. Jlogamo, 1o 1e He € BUYEePITHUH TepetiK, MPoTe 00MEeKeHUH 00-
csIr 1aHo1 myOniKawii He JO3BOJISIE PO3MISIHYTH yci MeTadopu KOMIIO3UTOpa
OuTBII meTanbHO. [IpUHITII HAIIIOTO aHaTi3y — BHSIBIICHHS Mapajieineil y ene-
MEHTax CTPYKTYpPH MYy3UYHOTO TEKCTY, MeTadopax, 110 OMUCYIOTh CYyTHICTb
Oarareneii i popMy MakpoIMKITY, Ta PimocodchbKoMy MiaIpyHTi, (pimocode-
Mi, SIKy MOYKHA TIOCTaBUTH Y BIIMOBIIHICTH JI0 IEBHOT MeTa(pOpPH.

3acminna. Y 1iii mMeradopi pO3KpUBAETHCS 3B’SI30K MaKPOLUKITY
Oarareneit 3 (imocodemoro «cimnocion» (y Ilmaroma — me W mianor,
i BeeciT, 1 Kocmoc). BaxmBumu ckiialoBUMH CMHCIIOBOTO HAIlOBHEHHSI
LUKITY € «3ycTpid 3 [HImmMy, aianor, KOWHOHIYHICTb, BITI3HABAHHS, OUiKY-
BaHHs ToI10. Cami Oararesi MOCTalTh SIK CHiBPO3MOBHUKHU. [lukn Oara-
Tesiell OyIyeThesl SIK «3alpOLICHHS 10 CTONY», 1€ MOXKYTb CIiBICHYBaTu
npucstu lloneny, Tninmi, M. Ipaycy, i mopsix — nouri [u3i (Hanpukias,
«barareni — XXIV»). 3ragaemo psaaku A. TapkoBCKOTro:

«A 8v1308y 10O0€ U3 cmonemuil,/ Boiidy é nezo u 0om nocmporo 6 nem.

Bom nouemy co mnoro sawu demu / U sicenvl auiu 3a 0OOHUM CIOIOM —

A cmon 00un u npadedy, u enyky:/ I psoywee ceepuaemcs cetuac...»
(«Kusnv, sicusnvy, 1965).

ABTOpy Hi€l my0Omikauii momacTuio OyTH y4aCHUKOM TaKOTO «CIMIIO-
ciony» 3 BanentnHom CuibBecTpoBHM Tijx yac podotu KuiBckoro mit-
HBOTO OoToCNOBChKOTO iHCTUTYTY (2018), e BiH y APYKHBOMY KOJI SIK
pa3 i mosicHroBaB cBoe OadeHHs Oarareni. L{i pparmenTapHi, mpote Bkpait
3MICTOBHI KOMEHTapi JIaJIH MOMITOBX IOAAJBIINM BIACHUM PO3TyMaM.

BaxnuBolo € qymKa npo HeBin €MHHUH 3B 530K Oarareni Ta cuM@oHii
(cumdoHis K «cHiBAPYXHICTH Oarateneii»): HaBenemo ¢gparment oecinn
Banentuna CunbBectpoBa 3 ¢inocodom K. CiroBum:

«B. C.: 910 cuMmponus B TOM CMBbICIIE, YTO KaK Obl Ha 3TOT MPa3IHUK
NpUIIIANICHBl HEKHE CHIIBI — KaK KYJBTYPHBIC, TAaK H XTOHHYECKUE, HEKOTO-
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peie ToCTH <...> MOXET OBITh, 3TO CHM(OHHMSI B OMOJICHCKOM TaKOM CMBIC-
ne. To ecTb 3T0 He cUMQOHUS, KaKOH OHa CTasia, a KAKOH-TO TUaoT MEKIY
stumi. .. K. C.: CuMnocuos.

B. C.: Jla. Het Tyt Hukakux 3a00na4Hbix npereHsuii. IIpocmo npu-
anacun zocmeil, — Ky, kakue npudymy (sudinreno namu) (CUIbBECTPOB,
2012: 108).

B inTepB’10 3 KOMIIO3UTOPOM, HaBeAeHOMY y auceprauii 0. Oypayi,
3HAXOMMO TIATBEPIKEHHS TE3W PO CIIBAPYKHICTh, 3aIPOIIECHHS, OYi-
KyBaHHS y TPaKkTyBaHHI IUKIY, Jie BeJMKa (OpMa CTBOPIOETHCS depes
00’eTHAHHS «CIIOPITHEHUX MUTTEBOCTE»: «I1aBHOE, UTO Kaxcoasn baza-
menw dcoem opyzyro. Y Hee eCTh My3bIKIbHOE (OKUIAHUE), U3-3a TIpe-
pBaHHOrO Kaganca. <...> CHM(OHHUS B CTapOM CMBICIE, KaK Obl coopy-
JHcecmeo bazameneii U 0azamebHbIX UUKIL06 C 0Py Opy2om» (8udileHo
namu — K. M.) (®ypnyit, 2018: 221). TakuM 4YUHOM, MOXKEMO BHSIBUTH
y 3B’S3Ky 3 Tpiamoro «dimocodema — aBTOpchka Meradopa — My3UIHA
CTPYKTypa» Taky mMozenb: «CimrocioH sik BeecBiT — meradopa IpyKHbO-
O 3acTijuist — hpaKTanbHa OyJ0Ba MUKITY (OKpeMa Oarareinb — MiKPOIHKI
BCEpEIUHI ITUKITY — UK — MaKpOIUKJI), TIEPCOHANI30BaHi Ha3BH Ta MPH-
CBSITH, «3alPOLLICHHSD TA «OYIKYBaHHS» y BUIVISIIII IEPEPBAHUX KaJdaHCIB.

Tuwa. JIns GiIbII-MEHIN BCEOITHOTO po3mIsIAy i€l MeTadopu 3Bep-
TaeMoch 110 po3moBu B. CuibBecTpoBa 3 iforo Oi1M3bKUM ApPYTOM, BH-
nmatauM Qinocodom C. Kpumcebkum « “Ilkona tumri”, abo “Ilomemnrorika
y apanti”» (CunbBectpos, 2012: 67). Tyt my3uky B. CunbBecTposa dino-
co() Ha3uBae crpoOOI0 cepe TyYHOI LMBII3aLlii CTBOPUTH ILIKOJTY THIII».
KomnosuTtop BKasye, L0 «... 8 WKOIY MUWUNBL 6XOOUIN JCe He MOTbKO
cama muwiuKa, a ewe u OMcymcmeue KOMnO3UMopCKoll HaAZpyICeHHOCIU,
KOMNO3UMOPCKUX JHCECO8, KOMOopble cO30aiom KOMNO3UMOPCKYIO SPOM-
xocmby (CunbBecTpoB, 2012: 68).

Tuma y «lukii DuKIiB» JIyHae, TpUBA€, HAPOKYE CMUCIHU. 3 MeTa-
(hoporo T y CunbBecTpoBa MOB A3aHa 171es1 TBOPIHHS, MEPEXia «3 HilIo
B moy». Lle «1mo» 1y HbOro «HACIHHS MY3UKH», OIHE 3 aBTOPCHKHUX BH-
3Ha4eHp Oarareni (Pypuyit, 2018: 217). KimrouoBum MomMeHTOM TYT Oyrie
3apO/KCHHS] Y THIII HOBOTO, HAaiBHOTO, Bpa3iuBoro. CHOpiTHEHOIO Iy-
XOoM 10 TBopuocTi B. CunbBecTpoBa BUIA€THCS Hapaiesb i3 «XpoHiKaMu
Hapmnii» BuaarHoro xpuctusacekoro mucinutens K. C. JIpioica Ta MOMeHT
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TBOpiHHA CBITY 3 HiTOTO Uepe3 3BydaHHs — MmicHIO JleBa (y JIstoica amero-
puuHe yocobnennst bora). 3 wmiel micHi HApOIKY€ETHCS BCE KHUBE — 3ipKH,
BOJIOWMH, JiepeBa, 3Bipi... Y CHIbBECTPOBA TAKOXK 3HAXOJMMO MapasioK-
caJlbHUI 00pa3 «3BIpiB, 0 TPAKOTHY: «... JloMyCcTHM, BOT )KUBOTHBIE, KOT-
Jla B JICTCTBE, OHU BCE OJMHAKOBBIC, OHHU BCE PAAYIOTCS M HIPAOT. A Mo-
TOM YK€, KOTJIa OHH BBIPACTAIOT, OHU JIPYT C Apyrom oxotsatcs. Ho korma
BHa4aJje, 4To-T0 poOKOe, HO He TOJbKO poOkoe. B nmeTcTBe 3TO Kakas-To
cTajusi OBITHS, KOTOPAs...9TO CTaJusl OBITHS, KOTJIa CyIIeCTBa TOJBKO Ha-
YUHAIOT. A TYT s IEPEBEI 3TO B MY3bIKY. My3slKa 3mo moice KaKue-mo
cyuiecmea, KOmopule mojivko 6om poscoaromes. Korna oHr poKaaroTcs,
OHH uzparom opyz ¢ 0py2om, OHU 00beOUHAIOMCA 8 CEEPXUUKIIbLY (8UOI-
neno nHamu — K. M.) (@ypayi, 2018: 218). baunmo, 1o 6araresni nocTarTh
SIK TATHHCTBO MY3HKH, SIK PAHOK OyTTSI.

Cuij 3ayBayKUTH, 110 MOMEHT TBOPiHHS CHJILBECTPOB CTABUTh B OIO-
3MIIIIO JI0 BUT'QJyBaHHs, KOHCTPYIOBAHHS MY3HUKH: «bacameny — 2mo oc-
8000dcOene om Hamepenuii couunamos my3viky» (Oypoyi, 2018: 224),
«A onyckaio emopuunble, OYeHb BANCHbLE BMOPUYHBIE NPUSHAKU MY3bIKU,
A UX Kak 0wl ocnabdnaw — 0aa moeo, ymoobsl YCuiums nepeudnble, OHmMo-
noeuyeckue» (CumpBectpos, 2012: 68). Y mpHHOUIOBOMY BiJHOIICHHI
MOJKHA TOBOPHUTH HE JIUIIE PO MeTadopy THIII, a IPO CMUCIIOBY €IHICTH
(Tuma-Himo-TeopinHs), OLTbII ITHOOKUH aHAaIi3 SIKOT MU IUTaHY€EMO 311k~
CHUTH Yy TIOJAJBIINX ITyOTiKaIisIX.

Yac. V «bararensHOoMy enoci» B.CuibBecTpoBa 0cOOIHMBY PO BiJli-
rpae yac, SIKUi BTUTIOEThCS aMOiBaJIEHTHO: CIIOCTEPIraeMo, 3 OJHOTO OOKy —
aOpPUCTUYIHICTh, MUTTEBICTD, PO3IMKHEHICTh, HEZOMOBIICHICTD, OUiKyBaH-
HSl, «IiABIMIEHICTY, HEMOBTOPHICTh MUTTEBOCTEH MpPH 30BHIMIHIN MOi-
OHOCTI (3rajaemMo TUCK 3 aymioszanucoMm «LluKiry UKTiBy, 1e, BiAOBIAHO
JI0 BKa3iBOK KOMIIO3UTOpa Oysi0 30epekeHO MoOYyTOBI IIIyMH — T'OJIOCH i-
TeH, 10 TPaOTh HA BYJIHIIL, CIiB MTaXiB, — 3aKapOOBaHa HEMTOBTOPHA MHUTh
3 yciMa ii 3ByKOBUMH «HEIOJIKAMID, «BUIAJIKOBOCTSIMI, BPEIIITI, € TyKe
LIHHO0); 3 IHIIOTO — BIYHICTh, MOBTOPH, BapiaTUBHICTh, MUKIIYHICTH
JKUTTS, JlaJIoT €IoX, «BeJUKui gacy (3a M. baxriamm) (baxtun, 1979).
I3 KOHIIENTOM «BEJMKOTO Yacy» IOB’si3aHa aBTOpPChka Metadopa «OmKo-
M, 10 30Mpae Meq i3 3aKBiTYaHUX NOJdiBY». CaMe Tak Ha3UBAE€THCS OIHA
3 «bararenbHuX Bapiaiiii» y «Cimmnocioni» (CuibBectpos, 2012: ¢. 188).
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«3akBiT9ani moys» y posyminai B. CumsBectpoBa — e X VIII, XIX cro-
nitts, Tpoxu — XVIL bax, ['ennens, Monaprt, [afign, XIX cronitrs — cy-
[iJThbHE IBITIHHS, BOHA BHKOHYETHCS W JIOCi, 3aJIMIIAETHCS YIIOOIEHOIO,
aKTyalbHOI: «B XXI 6exe s kax nuena ¢ smumu daeamensamu. cooupaio
Mmeo ¢ ysemyuwux noneti» (Cunbectpos, 2012: c. 188).

VY To#t xe yac XX CTONITTS, 32 PIAKUM BHHATKOM (HANpPUKIAA, TPH
Basnbeu, npucesyeri Lllenbepry, bepry ta Bebepny), 3anumaerscs mo3a
YBaror «O/HKOINY, TYT IBITIHHS «IiAMOpOKeHe»: «MHEe TOBOPST: «A T71e
ke XX Bek, mouemMy ero HeT?» S oTBeuaro: «B XX Beke He ObUIO IIBETCHUS,
TaM OITHU «OOIIKM» IBENH M KakTychl!» <...> B XX Beke crasno OoibIie
ropsi, HeCYACThs; TaM HE I[BETEHHE, a KAKUEe-TO yrpo3bl, HAPOCTHL. To ecTh
TaM OJIHy TOpeub MOJKHO OBUIO cOOMpaTh, a MYEIIbl BElb 3TOT0 HE YMEIOT»
(CumsBectpos, 2012: 189). Bomrouac y 11iit camiit 6ecifii 3 KOMITO3UTOPOM
3HaXOUMO TE€3y PO Memaghopuunicms, oegpopmayii, HeOOMosaeHicHb
K IpUKMeTy XX CT. y 1oro TBOpYOCTi. MO’KeMO TOBOPHTH TIPO IIi KOHTIETI-
TH SIK HEBIJI’€MHI CKJIaJOBiI aBTOPCHKOTO CTHIIIO, «MapKepH» Cy4acHOCTI
y HIOUTO TpaaUIlIfHOMY 3By4aHHi Oarareien.

Otxe, 6a3oBa (itocodeMa gacy HAMMOBHIOETHCS Ta OTOPTAETHCS IIIa-
pom MmeTtadop («OmKonay, «OOISKH 1 KAKTYyCH, «3aKBITYaHE MOJIe») 1 BTi-
JIeHa Ha PiBHI MY3WYHOTO CHHTAaKCHCY (Crierudiyaa arorika, HEBEIUKHHA
oOcsr Oararenell mopsia i3 HECKIHUCHHICTIO, PO3IMKHEHICTIO Y paMKax
«luxiry mukmiBy, attacca, TPUIOIBHICTD, YaCTe MAy3yBaHHS), y CTHIII3aIli-
sx menonuku (siki y B. CuibBecTpoBa HaraayoTh MajJiMIICECT, JIe 00pasn
PI3HHUX €MOX MPOCBIUYIOTH KPi3b iHIII), IPUCBITAX My3UKaHTaM Pi3HUX ic-
TOPUYHUX TIEPIOIiB.

Ilam’ams. BoHamoctae y Motycax HOCTaJIBI'11, IPUCBSYCHHS, 3aKapOy-
BaHHS, ertitadii. Moxemo posmsinaTn « L{IKI ITUKITiBY SIK «alTbOOM Iam’ AT,
HIOJICHHUK, [1aM’ITHUK Ta 1HIIII KOMEMOPaTUBHI MPAKTHKH KyJIBTYpH (« ma-
MATHHUK ceOe Bo3BHT U3 Oararenein» — B. Cunbbectpos (Silvestrov, 2013).
TyT HaBITH MOXXKHA 3HANTH Y Ha3Bax OaraTenieil 03HAKM KOMEMOPATUBHOCTI:
Hanpukiaa, Mikpouki «MutreBocti nam’siti — [I» (2004) op. 27, npucss-
yernii ipodecopy B. BopobiioBy («bararem — XVI»). «lukn nukmiBy —
HIOM ckapOHMYKa HEMOBTOPHUX MHUTTEBOCTEH. UM HE TOMY came B aBTOp-
CbKOMY, €CKi3HOMY, JOMAIlHbOMY BHMKOHAaHHI Oarareni CIpaBisiOTh Take
HaJ[3BUYaiHO CHUJIbHE BPaXKCHHS HA CITyXadiB?
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Mu muypo BASIUHI 32 MOKIIMBICTH OCOOMCTOTO CIIKYBaHHS 3 Basnen-
tuHOM BacwmiboBuuem y pamkax KuiBCBKOTO JITHBOrO OOTrOCIOBCHKOTO
iHcTUTYTY (2018), 1€ Y By3bKOMY IpY>KHBOMY KOJIi OHOAYMIIiB BigOynacs
THXa CBITOBa MpeM’epa HOBUX TBOPIB KomIio3uTopa. Lle Oyma crpaBxHs
OISl BIITBOPEHHS aTMoc(epr CIMIOCioHa/3acTiui, arMocdepa «bara-
TEJILHOCTI» B TOMY YHiBepCaJIbHOMY, BCEOCSDKHOMY 3HAUCHHI, sIKE HalaB
oMY (PEHOMEHY CaM KOMITO3HTOP.

dirypa aBropa, HOoro 0coOUCTICTh € HEBiJ’€MHOI YaCTHHOKO IIbOTO
«MaseHpKoro BceecBiTy», ne My3uka «y cebe BOOMa», BOHA Taka K € —
0e3 3aliBUX IpHKpac i BUraJaHuX, IITYYHUX CKJIagHomiB, «Ilomemromka
y apanti» (CunbBectpos, 2012: 68), ane HacmpaBi Lie — BENUKE, SKE Tilb-
KU TIPUKUJIAETHCST MM (CBOEPITHUI KEHO3HUC).

Mu mpoaHamizyBany y MepmioMy HaOIMKeHHI OOpaHi HAMH «CHH-
TEeTUYHI €aHOCTI» (Pinmocodema — meradhopa — My3WYHA CTPYKTYpa).
[ToBTOproemo, e nanexo He BUYepHHUi nepenik. OqHaK, Ha Hall OIS,
HOTO IIJIKOM JIOCTaTHBO, 00 3pO3YMITH MPUHIIMIIA CUHTE3yBaHHS, B3a-
€MOJIOTIOBHIOBAHOCTI MeTaopy Ta BiATOBIIHOI MY3UYHOI CTPYKTYpH, Ta
BU3HAYUTHU OPIEHTHPH IJIS TOJAJIBLIOTO aHAJ3y Yy JAHOMY HalpsIMKY.

BucnoBkun. Crmparounch Ha CydyacHi JOCHIDKEHHS Ta cepilo
iHTepB’10 3 B. CuibBecTpoBUM, MOKEMO CTBEp/XKYBATH, 1[0 BUCIIOBITIO-
BaHHSI MaicTpa MOBOIO MeTaop MaIOTh KOHKPETHE BHUPAKEHHS y cdepi
MY3UYHOI MOBM Horo Oarareieid (My3WYHHH CHHTAKCHC, FapMOHisl, 0CO-
01MBOCTI (POPMOYTBOPEHHSI), LIIO JA€ MEPCIEKTUBY AJISl MOAATIBIINX CTYIiH
«ukiy nukiiBy y OUIbII JeTambHOMY HaOMKeHHi. Jlo THMOJOTiyHHX
03HaK, BUSABICHUX Y IOMEPETHIX MOCITIHKEHHIX OarareiabHOi TBOPUOCTI
CunbBecTpoBa, MU 10a€MO MeTaOPUUHICTh SK HEBII €MHY CMHUCIIOBY
CKJIaJIOBY JKaHpOBOI ifiei Oarareri, sika y HOBHIH Mipi pO3KPUBAETHCS JIUILE
y KOHTEKCTI BCHOTO BCEOCSDKHOTO MY3HYHO-(IIOCOCHKOTO YHIBEpCYyMY
KOMIIO3UTOpA. Y PO3MAITTI aBTOPCHKUX MeTa(op, I'€HEPAIbHOI € «3a-
CTUTBHOCTI», sIKa Bificuiae 10 ¢inocopemMu CIMIIOCIOHY, MOXe CTaTh Bce-
OXOIUTIOIOYOI0 y TPaKTyBaHHI (JOPMH MaKpOLMKIY Oarareneld, BABOAUTD
«Iuxit UKty y cepy MeTakaHpy, MOSICHIOE CTPYKTYPY «PO3IMKHEHOC-
Ti» Ta HaIlOBHEHHS IPOCTOPY HOBUMHU «TOCTSIMN», My3UYHUMH HOCTATS-
mu. TyT nanye o4iKyBaHHS, TOJIUB, HAPEIITI, — 3yCTpid.
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IlepcnekTHBH MOAAJNBIINX PO3BiAOK. 3ilicCHEHUI y mepIoMy Ha-
OJMDKeHHI aHali3 MOBM €JIEMEHTIB KaHpOBOi ijei Oarareni B TBOPYOCTI
B. CunpBecTpoBa J1a€ MOKIIMBICT y MTOJANBITUX AOCTI/HKEHHSIX BCEOITHO
eKCIUTIKYBaTH «0araTelIbHUi e1ocy B My3UYHOMY YHIBEpCYMi BHIATHOTO
YKPaiHCHKOTO KOMITO3UTOPA.
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imnposizayis, popmenianna gaxmypa, oxcazoea meopuicmo C. I1. Jlasudosa.

XapeHko AnuHa. My3bIkajbHas ApamMaTyprusi Kak TBOPYeCKUIl Me-
TOI B /’a30BOM HMCKYCCTBe: Ha mnpuMepe (GopTenHaHHOIO TBOpPYECTBA
Ceprest [laBbigoBa. CraThsi MOCBSIIEHA OOOCHOBAHHIO TBOPUECKOTO METO/IA
B JDKa30BOM (POPTENHMAHHOM IPOM3BEACHUH. [IMXOTOMHS TEPMHUHA «MY3bIKaJb-
Has JpamaTyprus» BbLiBIeHa My3bikoBemamu XX—XXI BB. ChopmymupoBaHbEI
YHUBEpPCAJIbHBIE U CHEIU(pUUYSCKHE 3aKOHBI MY3bIKaJIbHOW JApaMaTypruu B Jkase
B KOHTEKCTe ()OPTENHMAHHOTO TBOPUYECTBA, B KOTOPOM JIFOObIE M3MEHEHUsI JKaH-
POBO-CTHJIEBBIX MTAPAMETPOB, MPUEMOB (OPMOOOPA30BaHHs U, COOTBETCTBEHHO,
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Moyienel (hakTypHO-TEMATHUECKONW OpraHM3aIlMi TEKCTa, MOMIUHSIIOTCS HCKITFO-
YUTENILHO TBOPYECKOU BOJIE MMAHUCTA-UMIIPOBU3ATOPA U BOCCO3/IAIOT O0pa3HbIii
YHHUBEPCYM JIKA30BOTO TPOM3BEICHHUS. AHAIN3 OIHOW W3 MMIPOBU3AIINNA JiKa-
3o0Boro nmanucra Cepres JlaBbioBa Mo3BOJIMII 0O0CHOBATH MPHHIUITGI JApaMa-
TYPrUYECKOTO MBIIUICHHS MY3bIKAHTA U BBIIBUTH B3aUMOBIIUSIHUE MMMAHEHTHO
JIKQ30BOM CTHJIMCTUKU W KOMITO3UTOPCKOTO IMHChbMa €BPOMNEHCKON Tpaaullvu.
[peanoxeHo AeGUHHUITUIO «MYy3bIKAJIbHAS IPAMATYPrHsh» B JHKA30BOM UCKYCCTBE.
KaroueBble €10Ba: MY3bIKALbHASL OpAMAMYpeusl, 0x4CaA3, UMNPOSUsayus, gopme-
nuannas gpaxmypa, oxcazosoe meopuecmso C. /lasvioosa.

Kharenko Alina. Musical dramaturgy as a creative method in jazz art:
the example of the piano art by Sergey Davydov.

Background. Jazz is one of the most significant phenomena of the entire
twentieth century, which in a very short period of time has won the attention of
listeners around the world. Finally, many explores are interested in the study of
jazz art as a significant element of the world’s musical heritage. There are a lot of
works written by national and foreign musicologists who study jazz music from
different viewpoints. A great variety of studies in jazz art include works devoted
to the fechnical aspect, on the one hand: the study of scale harmony, rhythm,
instrumentation, and on the other hand — the issues of historiography and style
formation. However, focusing mainly on the identification of specific methods of
using individual elements of the entire complex of music and expressive means
of jazz art, scientists are less interested in the study of more «in-depthy issues,
such as interpretation in jazz art, form building, semiotic and hermeneuticmethods
of jazz music evaluation, musical dramaturgy. The concept of jazzmusic making
remains unexplored. In our understanding, the study of musical dramaturgy
deserves special attention, because at its level the coordinates of jazz music as
a complex improvisation process converge.

Objectives. The purpose of the article is to identify and study the main factors
that determine the principles of formation of jazz musical dramaturgy at the level
of solo piano composition. It is the improvisational nature of the composing and
performing arts as well as the absence of a detailed musical notation that indicate
the need to study the subject and an attempt to provide its scientific substantiation.

Methods. The methodology of the study includes analytical, comparative,
systematic and stylistic methods. This methodological basis allows us to identify
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the principles of jazz musical dramaturgy from the standpoint of piano jazz art,
which, in the author’s opinion, gives an opportunity to speak about the peculiarities
of organizing a musical text with the texture of different types of arrangement.

Results. Over the last decades, jazz, without losing its specificity, has
increasingly shown a tendency to interpenetrate with academic musical art, and at
the same time become universal. An example of this could be the creative work of
the renowned Kharkov jazz pianist Sergey Davydov. Turning to the specifics of the
solo improvisational mastery of the pianist, we should distinguish the following
important vectors in his work: commitment to the synthesis of jazz and academic
traditions, tendency to polyphonize the textual presentation of the musical text, the
use of the sonata principles as a consistent processual development of the whole
complex of music and artistic ideas.

The subject of the analysis offered in this study is a demonstrative example
of the arrangement of the musical text of S. Davidov’s solo improvisation, which
he demonstrated at the international festival “S. Rakhmaninov and Ukrainian
Culture”, which took place in Kharkiv in 2007 (the analysis was made on the
basis of the video footage). The uniqueness of this example is that the pianist in
his improvisation synthesized jazz intonation-rhythmic idiom with constructive
and creatively inventive correlation of textural and compositional techniques of
S. Rachmanino’s pianism. The conducted analysis confirms that S. Davydov, in
addition to using the whole arsenal of specific jazz means of organizing sound
fabric, adapts in his improvisation texturally-theatrical principles characteristic of
S. Rakhmaninov’s work, and not only at the expense of quoting, but and at the
intonational level. The factual organization of the composition, in this case, is based
on the use of the potential of large and passage techniques, which brings together
S. Davydov’s creative concepts with the aesthetics of virtuosity of European
pianist composers of the Romantic period. Solo improvisation is analyzed — a kind
of musical recital, which lacks the traditional jazz principle of formation based on
variational construction, and is dominated by freely interpreted sonatas.

Conclusions. Thus, the basic principles of musical dramaturgy formation
in jazz art are: the use of specific jazz means of expression, which in the light
of textual organization of the musical text realize the emotional and meaningful
tension, forming a clear dramatic outline of the whole composition. Conflict, as
a multilayered, comprehensive process of choosing an aesthetic position in the
climax, reaches a point of dramatic ignition due to specific performance factors:
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dynamics, agogics, textural-rhythmic combinations. Not only specific performing
skills but also energetic translation of the ideological content of the whole
composition are involved in this process.

In the context of jazz musical dramaturgy, one more important factor, which
is fundamental in both solo and ensemble jazz art, is specific communication.
However, when compared to academic music, where the listening strategy is
interpreted as a «strategy of co-intonation to the sound form» but in jazz culture it
is the listener who, at the level of the performer or interpreter, is a direct participant
of musical dramaturgy creation. This is expressed by applause at times of intense
tension or after the most successful improvisation of one of the ensemble members.

Summarizing all the above, on the basis of the analysis we have tried to give
our corrections to the concept of «musical dramaturgy in jazz» — is a thematic
process of juxtaposition and interaction of elements of jazz language that contains
various polystylistic complexes of Western European academic art, directing
the energy of communication to the higher artistic unity of a jazz work. Key
words: music dramaturgy, jazz, improvisation, piano texture, jazz performance
of S. Davydov.

MocranoBka npodaemu. [Toyarok XX cTONITTS 3HAMEHYETHCS BU-
HUKHEHHSIM HOBOi ()OPMH MY3MYHOTO MHCTeuTBa. J[a3 — icTOpUYHMH,
€CTETUYHUH, COIIOKYJIBTYPHUH (DeHOMEH, 110 BiAPIZHAETHCS PIZHOMAHIT-
HIiCTIO QOpM, JKaHpiB Ta cTUiB. J[>Ka3oBa CTUIICTHKA, HOTO XapakTepHa
aTpuOyTHKa BUPA3HOCTI HaOyBa€ SICKPaBUX 1HIWBIMyaJbHUX O3HAK, KOTPI
HE MalOTh aHAJIOTiB Y MUCTEITBI MUHYJIHMX ITOKOJIiHb.

JlocmikeHHsT UKa30BOI0 MMCTELTBA, SIK HEBIJ' €MHOI CKIaJoBOL
CBITOBOT MYy3MYHOI CKapOHUIII, B HAIll YacC I[IKABUTh 0araThbOX HAayKOBIIIB.
IcHye yrmano poOiT BITYN3HAHUX Ta 3apYO1>KHUX MY3HUKO3HABIIIB, 1[0 PO3-
IJISIIAI0Th TTUTAHHS JHKa30BOIO MY3WKyBaHHs 3 pi3HUX mosulii. [Ipore
B CyYacHiH JKa30J10Tii HeToCTaTHHO C(POPMOBAHUH aHATITUYHUHN 1HCTPY-
MEHTapiil IS XapaKTEPUCTUKH MY3HUYHOI CEMaHTHKH, OPHUTIHAILHOCTI
MOBH IMIIPOBI3allii, [0 TPU3BOAUTH JIO TPYAHOIIIB IiJ] Yac aHaIIi3y JpKa-
30Boro omnycy. He onpampsoBana MeTomomorist KpUTHYHOT OLIHKH MY3HKH,
TOMY 3arajioM JIKa30Bi KpUTUKH ONEPYIOTh YHCTO €MOIITHUMH OI[IHKAMHU
JDKa30BOTO TBOPY, NepepaxyBaHHsIM BiJOKPEMJICHUX MapaMeTpiB iHTOHY-
BaHH:A. JlyMKy, III0 10 CHX Tip HE iCHy€ TOYHOI, JJAKOHIYHOI 1 B TOH ke
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gac 00’ eMHOI neiHimil MOHATTS «Ka3», MOXKHA apTYMEHTYBATH THUM, III0
MOCTIMHMI PO3BUTOK I1bOr0 MUcTeTBa 32 100 poKiB NPU3BIB JI0 TOTO, 11O
«BUOpaIHiii Ha0ip HOTO TOYHMX XapaKTEPUCTHKHE MOKe OyTH TIOBHIiC-
TIO 3aCTOCOBAaHUI CHOTOJHI, & 3aBTpalIHi (HOPMYIIOBAaHHS MOXYTh OyTH
JiaMEeTPUYHO MPOTHIICKHUMIY (TIepekian Ham) [3: 5]. HeBucokwuii mopir
CTIHKOCTI IKa30BO1 CHUCTEMU TIOSICHIOETHCS i1 «PO3MUBAHHSAMY, B PE3yilh-
TaTi Y0ro BUHHUKAE JKaHPOBA MiAMiHa y BUIVIAI Pi3HOTO POAY CILIaBiB.

AHaJi3 ocTaHHIX T0CiTKeHb 3a TeMow. Cepen TOCTiHKeHb TKa-
30BOI'0 MUCTEIITBA MMEPEBAXKAIOTH, 3 OJJHOTO OOKY, TIpalll MexHOn02TUHO20
nagHy: BUBYEHHS JIaJJOTAPMOHIYHHMX IapaMeTpiB, PUTMY, iHCTPYMEHTY-
BanHsa (Y. Capmxkent [14], FO. Caynscekuii [15], P. Xoncon [24]); 3 in-
LI0T0 — MUTAHHA icmopiocpaghii ma cmunemeopenns (F0. Bepmenuu [3],
M. I'pimmi [23], Ix. Kommiep [6], B. Konen [7], O. Jlybsna [8], . Merinn,
I1. Tennep [21], €. Opuunnukos [13], T. [llabGanora [19]). HenocratHbo
poOiT caMrUX BUKOHABIIIB-TIPAKTHUKIB. BUHATKOM MOXYTb CITyTyBaTH JOCITi-
JOKGHHS TaKUX J[Ka30BUX MY3HMKaHTIB, sk I. bpuis [2], FO. UyryHosa [18]
ta ctarti bpena Mennay [22], siki CK1aIat0Th CBOTO POy €cei 0 BIacCHUX
TBOpiB. bimsm pyHgamMeHTaNbHO crienudika TKa30BOTO TBOPY Oyia po3-
DSIHYTa B JUcepTalii ykpaiHchKoro axka3osoro mianicta C. [laBugosa [S].
3ocepeKyourch Ha BUSBJICHHI CIIeIU(iKA BUKOPUCTAHHS OKPEMHUX eJle-
MEHTIB MY3HYHO-MOBHOTO KOMIUIEKCY J)KA30BOTO MHUCTELTBA, HAyKOBIIB
B MEHIIIH Mipi MiKaBUTh OB IIMOWHHUK aHaIIi3 sSBUINA Ta 3acaj Horo
BUBUCHHS: IHTEpIIpETAIlisi, CEMiOTHYHO-TEPMEHEBTUYHUI IHCTpYMEHTa-
piil mpu OLiHLI AKa30BOT MY3UKH; TIOHSTTS «DKa30BHM TBip». OcoOmuBOi
yBaru 3aciayroBye€ PO3YMIHHS My3uunoi opamamypeii, KOIU CXOISATbCS
KOOpAMHATH JPKA30BOTO MY3UKYBaHHS SIK CKJIQJHOTO IMIPOBI3aliiiHOTO
(henomeny.

MeTta gocJizkeHHs1 — BUSIBUTH 3acaJHHY1 YUHHUKU(POPMYBAHHS MY-
3WYHOI JjpaMaryprii Ha marepiaicoibHOi (hopTenmiaHHO-1Ka30BO1 IMIIPO-
Bizarrii Cepris JlaBumosa.

ImnpoBizaniiiHa nprupoaa KOMIIO3UTOPCHKO-BUKOHABCHKOTO MUCIICHHS
1 BIZICYyTHICTh JIETAIBHOTO HOTHOTO 3aIHCy BKa3ye Ha MoTpedy y BUBYEH-
Hi TIOCTaBJICHOTO MHUTAHHS Ta CHpoO0y HOTr0 HAayKOBOTO OOTPYHTYBaHHSI.
VY 1boMy BiJHOIIEHHI OCOOTMBHI JOCTIIHUIBKAN IHTEpEC MPEICTaBISIE
Gopmenianna 02cazo6a My3uxda, OCKUIbKA came (OPTEMiaHo € yHiBep-
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CaJIbHUM IHCTPYMEHTOM JJIsl TBOPEHHSI MY3UYHOT'O TEKCTY 3 PO3TOPHEHOIO
(bakTypOIO PI3HUX THUIIIB BIAIITYBaHHS.

Bukiaax ocHoBHOro marepiany. B Mexax akageMiqHOTO MYy3HKO-
3HAaBCTBA OCMHCIICHHSI «MYy3HUYHA JPaMaTrypris» K sSBHIIA CBIUUTH PO
MIPUHLUIIOBY HEMOXKJIMBICTH (ikcamwii HOTO MOHATTS B €AUHOMY (QopMmy-
JIOBaHHI. SIK BiJOMO, TIOHATTS «Opamamypeisy BIEpIIE BBIB B My3UUHY
npakThky b. Acad’es [1]. Cepen Takux TepMiHiB, SIK «IpaMaTH3M», «Ipa-
MaTUYHUN», «Apamay», TEPMIiH «IpaMaTypris» BUKOPHCTOBYETHCS MY3H-
KO3HABIEM JUUIsl 00pa3HOi XapaKTEPUCTUKU OKPEMOTo THITy CHM(OHIZMY
(conarHocrTi). [IpaMaTyprist po3TiIsaeThCcs B CBITI IHTOHAIIHHOT PUPOIN
MY3WYHOTO MUCIIEHHS, SIK YIL1iCHA OP2aHi3ayis My3uuHo20 meopy, OPIiEHMO-
6aH020 HA 3aKOHU CUM@OHIZMY. Bike B OLIBII Mi3HIX Mpalsix My3UKO3HAB-
IIiB IIEH TEPMIH CIy2ye 3acoO0M meopemuuyHo20 OCMUCielts, bepe yuacme
6 n06y006i nayxosux meopiu [17: 16]. [lopiBHIOOYH KOHIIEMIIIT HAYKOBIIIB,
1O. HikonaeBcbka 3a3Havyae: B OJHUX BUIIAAKAX My3UYHA JApaMaTypris sB-
JIsi€ COOOKO TPOIIEC PO3TOPTAHHS TEMATUYHOTO MaTepiay, B IHIIUX — IIJIaH,
crnocib opranizaiiii, cucremy 3aco0iB BupazHocri [11: 2-3]. OnHak xonHe
3 icHyr09HX (hOpMYJTIOBaHb B TIOBHIH Mipi HE BiAMOBiAae crerudiri 1Kasy,
TOMY HPOTIOHYEMO aBTOPChKE BU3HAUYCHHSI TOHSTTS.

My3u4Ha aApamMartyprisi B 1;Ka30BOMYy MUCTETBI — Ile TeMATHYHU I
npouec cHiBCcTaBJICHHA/B3a€EMO/III eJleMEeHTIB 1:ka30B0i MOBH 3 pi3HO-
PiIHUMH NOJICTHIICTUMHUMH KOMILIEKCAMH aKaJAeMi4YHOI0 3aXiIHO-
€BPONENcHKOr0 MUCTEUTBA, SIKHI CKEPOBYE KOMYHIKAIIiI0 1:Ka30BOr0
MHCTENTBa Ta 3a0e31e4ye XyI0/KHI0 €AHICTH i{0r0 CTH/ILOBUM SIBHIIIAM
(HocisiM Tpaauii).

EBomronist popreniaHHOTO 1Ka30BOro MUCTETBA — CKJIAAHUH, HEO -
HOpigHMN mTporiec. B Hill MpOCTEXYEThCS TEHJCHINS 10 «BOWPaHHDY
B ce0e Xy/I0KHBO-TEXHOJIOTTYHOTO JIOCBI/TY, HAKOMMUEHOTO KYJIBTYPOIO €B-
porneiicbkoi Tpaauuii [4: 417]. CynepedsMBUMHU B ILOMY IUIaHI € PO3LyMHU
V. CapmxenTa, KOTpHi 3a3HaYaB: «...PKa30BHIA My3HKaHT HE MOXKE HAJICK-
HUM YMHOM BUKOHYBAaTH “KJIAcHKy”, a “KIacHYHMI~ — rpat Jxa3z <...>
ExcnepuMeHTH B Taiy3i CHHTE3y IHX JBOX CHEIU(IYHUX BHUIIB MY3UKH
NoJI0HI 10 crpo0 3MimaTu Macio 3 Bojowy (mepeknas Ham) [14: 213].
3 vacy nepoi myomnikauii kuuru Y. Cap/pkeHTa, ysIBISHHS PO Micle pKa-
3y B My3W4HIH KyJIbTypi CYTTEBO 3MIHMIIOCS.
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CyuacHuil CTaH KOMIIO3UTOPCBHKOI Ta BHUKOHABCHKOI TBOPYOCTI BH-
JaTHUX JKA30BUX MY3UKAHTIB XapaKTEPHU3YeThCsl 3MIHAMHU Y CHIBBij-
HOIIIEHHI] JKaHPiB MY3WKH aKaJeMidHOI TpaJuIlii i My3HUKH J[Ka30BOi B iX
B3a€MOBIUIMBI Ta B3a€MOIPOHUKHEHHI. [IpuKIIaoM 11bOro Moxke OyTH Jii-
SUIBHICTh TAKHX BCECBITHHO BIJOMUX JKa30BHX I1aHICTIB, gk b EBanc,
Ioxopmx Ulupinr, Jeiis bpybek, Kit [xappert, l'onzama Pybampkaba,
Bpen Mennay, Jleonin Ywmxuk, [aniin Kpamep, Asziza Mycrada-3aze,
Xipomi Yexapa. Born € npodecionasamu yHIBepCaIbHOTO THITY, BOJIOI-
I0Th IPYHTOBHOIO aKaJeMidHOIO ITi/IT0TOBKOIO, JEMOHCTPYIOYH OMHCKYdy
TEXHIKy Ta HETIOBTOPHHUU iHIUBiAyalbHUN CTHIb. J[0 TaKWX MY3HWKaHTIB
MOYKHA TaKOX BIJHECTH BIJJOMOTO XapKiBCHKOI'O JIXKA30BOI'O IiaHICTa Ta
kommosutopa Cepris IlerpoBuua JlaBuaoBa!. OcobnuBa IiHHICT HO-
BaTOPCHKUX KOHLEMLINH MY3HMKaHTa IOJSra€ B TOMY, IO HOTO XyHOXKHI
iHTEepeCcH aKyMYIIOIOTh B COO1 HE JIMIIE JOCSITHEHHS J[)Ka30BOI0 MHUCTEL-
TBa, a ¥ TEHACHII1, 1110 JIeXKaTh B OCHOBI TPaIuLiil €BPONEHCHKOT My3UKH.
[Mepmr Hixk 3aXONUTHUCS JPKA30M, ITiaHICT OTPUMAB SIKICHY Npodeciitny mij-
rotoBky mianicra (XCCMILI-i, XapKiBCbKHI 1HCTUTYT MUCTELTB), a CIIe-
nudiky TKa30BOI IMITPOBI3aIii BiH BIOCKOHAIIOBAB Ha JHKa30Bii kadempi
yuiBepcutety B M. Lluanmnnari (CILIA). Came ueii Gakt, Ha Hally JyMKY,
BIUIMHYB HA TOJIOBHY BIIMIHHY PUCY HOTO CTWIIIO — VHIKANbHUL CUHME3
aAKaoemMiuH020 ma 0AHCA306020 MUCTIEHHS.

C. HdaBumoB 3a3BWuail Tpac B TPATUIIMHUX JHKA30BUX aHCAMOISX,
a TaKOXX BHUCTYNA€ 3 COJIbHUMH KOHIIEPTaMH, Jie KOMIIO3HTOPCHKO-BUKO-
HaBCbKa IHTEpIpeTalis OTpUMY€e OBHY cBoOoay. Koo xynoxHix oOpasiB
TBOPYOCTI ITiaHICTa JOCHUTDH IHPOKE, MIPOTE MEePEBAKAIOTH KOMIIO3HITIT JTi-
PHUKO-IpaMaTudHoro miany. [liceHHICTh 1 MEeTpo-pUTMivHA MJIACTHYHICTD
XapaKTEepPU3yIOTh MEJIOC KOMITO3HIIIH IMIIPOBi3aTopa, 1110 MaroTh, 3a3BUYAH,
YKpaiHChKY (DONBKIOPHY MPUPOAY. 3araibHa Jorika popmu B iMIpoBizaii-
sx C. JlaBunoBa Tspkie 10 KoHTpacTy. CIpUHHATTIO MY3UYHOT IpamMaryprii

Ic, JlaBU10B —KaHMIaT MUCTELTBO3HABCTBA, JolleHT XHYM im. L. I1. KotnsipeBcrkoro,
Jaypear MDKHAPOAHHMX JDKA30BHX KOHKYPCiB Ta (ecTHBaiB, JiaypeaT TBOpPYOI mpe-
mii imM. B. I'mupi (2013) Ta perionansroi npemii «Hapoane Buznanus» (2013), cmis3ac-
HOBHHK Ta apT-JUPEeKTOp MiKHapoaHoro jkazoBoro ¢ecruBamio «KharkivZaJazzFesty
(20082011 p.), opranizarop HOMiCIYHUX KOHIIEPTiB B XapKiBChKill oOmacHiil dimapmMoHii
«JxazoBi Bedopu 3 C. J[aBUIOBUMY.
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SIK TIEBHOT CIO’KETHOT OyJOBH CIIPHSE OpTaHi3allis My3HJHOTO MaTrepiary:
ornopa Ha peibepHUN TeMaTu3M (JPKa30Bi CTaHIApTH abo0 BJIACHI TEMH)
3 YiTKO C()OPMOBAHOIO JIOTIKOIO TIEPEXO/iB. 3aIeKHO BiJ 00pasy, miaHicT
BUKOPHCTOBYE BiJIIOBIJTHY CTHIIICTHKY.

«TpuBUMIpHICTE» MY3HUYHOTO TBOPY — TOPHU30HTAlb, BEPTHKAIb Ta
mbuHa (3a €. Hazaiikincekum [10: 59]) — oTpumMye B iMmpoBizarisx mi-
aHicTa CBO€ HEMOBTOPHE 3ByYaHHs. B 1IbOMY I1aHi BaXKJIMBHM € BHBYCH-
HS haxmyproi opeanizayii TBOPY, SK KOOPAWHATOPA MY3UIHOTO BUKJIAY.
Sk 3a3nauace C. [JaBuioB, «...(aKkTypa, K JOriKa MpoCTOPOBOi OpraHizaii
3BYKOBOI TKaHWHH B TPOIIECi i CTAaHOBIICHHS, YTBOPIOE Y HE TOJOBHHIA
ceHc npodeciitHoi opranizariiii. Uepes Hei BTUTIOIOTHCS XYI0XKHI 00pasu,
MOJICTIIOIOTBCS JKaHPH, MPOCTYNAIOTh ACTEPMiHAHTH CTHIIIB, 3a0e3meuy-
€TBCS AKICTH BipTyo3HOCTI» [5: 8]. Came ocsarHeHHS (DaKTypHOI OpraHiza-
uii opreniaHHOT KOMIO3HULIT Hafa€e 3MOTY 3adiKCyBaTH CKIaIHi IPUHOMHU
IMITPOBI3aIiHHO-KOMITO3UTOPCHKOT TEXHIKH JIJISl TBOPYO-BUHAXITMBOTO 1X
BTIJICHHS B IMIIPOBI3allii.

I[IpenmeToM mocTiaKeHHS € MiKaBHi MPUKIIAT OPOPMIICHHS TEKCTY
COJILHOI IMTpOBi3allii manicta B docazosuti meip, IKAA BiH MPE3EHTYBaB
B KOHIIepTax MixkHapoaHoro ¢gectuBamto «C. PaxmaHiHOB Ta ykpaiHChKa
kynbTypa? (Xapkis, 2007). VHIKaIbHICTB OO TPUKIIALY MTOJIATAE B TOMY,
110 MiaHICT B CBOiM IMITPOBIi3allil CHHTE3yBaB JXKA30BY iJ[IOMaTHKY 3 KOH-
CTPYKTHBHOIO 1 TBOPYO BUHAXIJIMBOIO KOPEISIIEI0 MaHICTUYHUX TPUIO-
MiB C. Paxmaninosa. Sk mumie C. J[aBumoB, TBOPYICTh KOMIIO3UTOPA cama
1o co0i CUHTE3ye€ Bl (haKTypHO-TapMOHIYHI Ta BIPTYyO3HI CKJIaJ0BI MiaHi3-
My XIX cT. 3a 30BHIIIHIM TOMO(QOHHO-TAPMOHIYHAM «(hacamom» TBOPIB
C. PaxmaHiHOBa MPUXOBYETHCS CKIIaHE MOTI(POHIUHE MEPEeTNIETEHHS KOM-
ITOHEHTIB 3 00Pa3HO-BUPA3HUMH IITOJIOCKAMHU Ta THIIUMHU 3HAYYIHMH
IHTOHALIITHUMHU JTiHIsIMH [5: 234].

[IpoananizyBaBmm imnpogizaniiiny kommnosuttito C. JlaBunosa (3aBmsi-
KM BijileoMarepiaiy), CIijJi BKa3aTH Ha Taki IPOsIBU My3W9IHOI ApamMaryprii.

2 «C. PaxMaHI{HOB Ta yKpaiHChKA KYIETYpa» — I MaCINTa0HA Ky/IETYpOTBOpYA aAKILis,
[0 MICTUTh HU3KY KOHIIEPTIB 32 YYaCTIO 31pOK CBITOBOTO PIBHS 1 MOJIOJMX BHKOHABIIIB,
MDKHapOIHHUN KOHKYypC BokamicTiB iMeHi . ArgeBcpkoro (MKBIA), koHKypCc MOOANX BHU-
KOHaBIIiB «AJTYEBCHKHIA-IE0I0T» MalicTep-KiIacH, HayKOBi CUMIIO31yMH, BHCTABKH Ta BH-
JTaHHS 301pHHUKIB HAyKOBHUX CTATTEH.
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1) Macwmabno-uacosuii npunyun — 3HAYHUN 3BYKOBUN 00°eM (TIpH-
Onm3HO 21 XBHJIMHA) — JO3BOJISIE TOBOPUTH MPO HENEPEPBHICTH, a00 «Ha-
CKpPi3HMI PO3BUTOK» TBOPY HaAal0uu HOMY €JIHICTB 1 IOCTYIOBO-BUCXIAHY
HanpasieHicts [16: 19]. CBoepigHa JTUHAMIYHICTH KOMITO3HIIT peaizo-
BaHa B JIOCHTh 3HAYHOMY MaciuTadi AJisl COJILHOTO JIXKa30BOTO BUKOHAH-
HA € yHIKanpHOI0. Takuit 00’eéM COMBHUX IMIIPOBI3aIliii CIIOCTEPIra€ThCs
JIMIIE B TBOPYOCTI aMEPUKAHCHKOTO Jka3zoBoro mianicta Kira [xapperra,
MPOTE 3a3HAUYMMO, IO TOH BIAPI3HABCS paTUKAILHO IHIIUMH 3aco0aMu
KOMIIO3UI[IHHOTO PO3BUTKY 1 MEIUTATUBHUM THIIOMMUCIICHHS.

2) Kownguikmuicmo (Bin nar. conflictus — 31TKHEHHS, CyTIEPEUHICTb)
CKJIIaZIa€ CYTTEBUI MOMEHT 1eifHO-€CTEeTUYHOTO 3MICTY MHUCTEIITBA 3ara-
JIOM, OCKUJIBKH MOCTA€E 3aC000M TIMOOKOTO Ta MAaCIITAOHOTO XyJOKHBOTO
BIATBOPEHHS JKHUTTS, JTUHAMITHOTO PO3BUTKY CIOKETY, 0araroCTOPOHHBO-
rO 1 SICKPaBOTO PO3KPHTTS JIOACHKHX XapakTepiB [12: 78-79]. Sk 3a3na-
yae B. Konen, ifest npamatyprii B My3uIli — e ifiest KOHQIIKTy Ta HOro
po3B’sizanus [7: 57]. Bu4aroun apamaTypriro B jpKasi, ik GakTop BHKO-
HaBcbKoi iMmpoBizauii, T. [IlabaHoBa akeHTyBasia Ha TOMY, [II0 OCHOBOIO
KOH(QUTIKTY B JPKA30BiH IpaMaryprii SABISETHCS BiTHOMICHHS BUKOHABI 10
BHKOHYBaHOI TEMH, a TAKOX SIKi €CTETUYHI acolliallii Ta eMOLIHI epexu-
BaHHSI 111 T€Ma 3adilnae, i THM CAMUM CIIOHYKA€ 10 TBOPYOI'O PO3yMOBOTO
mporuecy [19: 179].

3) Immpogizanis C. laBunoBa OyayeTbes Ha PO3KPHUTTI ABOX Pi3HO-
IUTAHOBHUX 00pa3iB, 0 BUPAXKEHI 3a JIOTIOMOTOI0 KOMIUIEKCHUX MY3UUHUX
snaxig [9: 201]. Ilepmuii — NipuYHOTO XapakTepy — Ma€ KaHPOBY OCHO-
By emnerii. OcoOnMMBOi HIKHOCTI 3a 3aragKoBOCTI TeMi HAJarOTh iHTOHA-
wii 3anuTaHHsA, M SKUH TeMOp CepeaHbOro perictpy, mposopa ¢axrypa.
[Ipu excrioHyBaHHI TeMH aBTOP BIAETHCA J0 MONi(OHI3aIli1, CHMYIBTaHHO
3ajisitoun Menoc Ta (aktypHi npuHIMny, npuramanHi C. PaxmaHiHOBY.
Hpyruii 6inbin pyxJuBUM 00pa3 aKyMynO€ JKa30Bi 11iOMH: CBOepimHa
METpO-puUTMidHa Oy70Ba, JAJ0Bi CIIBBIIHOIICHHS, O0COOIWBE, BIACTHBE
JDKA30BiM KyJbTypi, aklueHTyBaHHS Ta (pasyBanHs. KoHTpacT B 1bOMYy
pasi moOymoBaHMIA Ha CITIBCTABIEHHI POMAHTUYHOI Ta J[)Ka30BOT JIEKCHKH.
BuCHOBOK: Takuii TUIT MOJICITFOBAHHS BITHOCHH JIBOX 00pa3iB BIAMOBIAHUI
CoHamHocmi SIK NPUHIMITY MUCIICHHS, IO 1ICHY€ B 3pa3Kax akaJeMiuyHo-
ro mucrtenrsa. B immposizarii C. [laBumoBa, OKpiM KOHTPACTHOCTI JBOX



164 2019w Bun. 55w JTpobacru s3acmodii mucmeumsa, nedazozixy ma meopii i npaxmuxy oceimy — —~0O

OCHOBHHX TE€M, IIPOCTEKY€ETHCS HEIIEPEPBHICTh PO3BUTKY Uepe3 TPH €TaIU
CTaHOBIICHHS MY3UYHOTO TBOPY (i:m:t). [IpuunHHO-HACTIIKOBI BIIHOCHHU
Ta TUMYACOBI MOE€JHAHHS BIATBOPEHUX MY3HKOIO HPOLECIB 103BOJISIOTH
TOBOPHUTH MPO MOJICIIOKYHI TUIl Apamaryprii [9: 202].

4) LlikaBUMHU BUSIBUIIUCS «KPUMUYHI MOYKUY — TIEPEIIOMHI ITyHKTH,
IO O3HAYAIOTh PI3KI3CYBHB XapakTepi Ta IHTEHCHUBHOCTI PO3BUTKY, IO
€ 3acaZHUYuMH B Apamatyprii [16: 294]. Tak, Ha MeXi «EKCIIO3ULiS-PO3-
poOKay MiaHICT CTBOPIOE aypy BEIUKOTO HAIPY)KEHHS 3a PaxyHOK PO3-
ropHeHoi (pakTypH, PO3IIMPEHHS PETICTPiB, TUHAMIYHOTO HApOCTAHHSI.
Ha mexi «po3poOka-penprsa», B MOMEHT IMHAMIYHOT HAIPYTH iIMITPOBi3a-
TOP BAAETHCS JIO NONICTHIIICTHKA CHMOIOTHYHOTO THITY, Ha 1110 BKA3y€ KBa-
3i-urara 3 «Etiony-kaptuam» c-moll, op. 39 C. Paxmaninosa. L{s Tema
CTAHOBHUTH JPaMaTUYHY KyJIbMIiHAIIIO BCi€l iMIpoBi3alii 3a paxyHOK Ta-
KUX BUKOHABCHKHX 3aC001B, SIK arorika, po3IIMPEeHHS PEriCTpOBOro Jiarna-
30HY, MacmTabHa AMHAMIKa, pi3HOTeMOpOBE Tie/1aTi30BaHe TOBHO3BYYYsI.

OTxe, 151 KOMIIO3HUIISL — CBOEPITHUM MY3UuHUL peuumans, CTBOpe-
HUH 3a paxyHOK 3ac00iB aKaJIeMiYHOi MYy3HKH: TAPMOHIYHOI HECTIHKOCTI,
CEKBEHTHO-MEJIOIMYHNX 1 JUHAMIYHHUX 3pOCTaHb, MomidoHizamii pakTy-
PH Ta IPUHLUITY COHATHOCTI. 3aBASKH LIbOMY MiaHICT 10CSTae HETUIIOBOT
JUTS JKazy Apamaryprii (Ha3BeMo ii YMOBHO «MOJEIIOI0YOTO THITY»), IO
MEXYE MIXK J[Ka30BOI Ta aKaJeMidyHO0 Tpaauiliero. [Iposenenuii anami3
iMmpoBizamii migreepaus, mo C. JlaBumoB, KpiM apceHary crienudigHux
JDKa30BHX 3aCO0IB a/IanTy€e B CBOTH Il (hakTypHI KOMIUICKCH, THITOBI JJIs
¢dopreniannoro nuceMa C. PaxmaHiHOBa, TIpH YOMY HE TiNBKH 33 paXyHOK
IUTyBaHHS, aJie i Ha PiBHI MUTICHOT ApaMaTyprii.

BucnoBku. [IpoananmizyBaBiiu o00paHy JKa30BY KOMIIO3HUIIIO
C. JaBunoBa, My c(hopMyIrOBagd NPUHILUIN HOr0 TBOPUOTO METOAY MHUC-
JICHHSI: IPUXMIBHICTB JI0 CHHTE3Y JKa30BO1 Ta aKaJIeMIYHOI CHCTEM MY3H-
KyBaHHS, IOTi(oHI3aMis (aKTypHOTO BUKIIAAY MYy3UIHOTO TEKCTY, OPI€H-
TaIlisi Ha COHaTHE MUCJICHHS (ITOCIiJOBHII PO3BUTOK aBTOPCHKOTO CEMaH-
TUYHOTO KOMIIJIEKCY, CKEPOBAHOTO Ha TBOPEHHS OPUTIHATIBHOT XYIOKHBOT
KOHIICTIIIIT).

Hogariitnicts TBOpuoro migxoay C. /laBumosa 0 1Ka30B01 iMITPOBI-
3awii oJIsIrae B TOMY, 110 MiaHICT MiANOPSIIKOBYE CUCTEMY PKAa30BHX 3aC0-
01B My3UKYBaHHSI (CTHIICTUKY) iHIIUB11yalIbHOMY KOMIIO3UTOPCHKOMY CTH-
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o MucieHHs. CrenudivHIME 3acagaMi My3UIHOI IpaMaryprii y mkasi
€, TIO-TIepIle, BUKOPUCTAHHS IMAHEHMHOOINCA30601 1EeKCUKU. MAHEPH 3BY-
KOBHJ00YBaHHSI, METPO-PUTMIYHOTO 1 JIaJIOBOTO CIIYXY, OPI€HTOBAHOTO Ha
HiIKpECIICHHS peNibe(y BHYTPIIIHBO-J0JIEBUX CUHKOI, CKJIaTHIX aKOpPAiB
13 aJbTepaisMu, CBOEPITHE «JKA30BE» aKLCHTYBAaHHS Ta (ppa3yBaHHS.

[To-npyre, 3a paxyHOK ¢haxmypro-memamuyHoi opraHizamii iMIpo-
Bi3aTOp MOJEINIOE eMOLiifHe HampyKeHHsI, GopMyloun «JIpaMaTypriqHui
poisk» mKa3zoBoro TBopy. dakTypa crae /uid miaHicTa He TUTBKHA BasKITH-
BUM 3aCO00M IMIIpOBI3allii, ajie i OJJHUM i3 00 €KTIB XyI0KHBOI IHTEpIIpE-
Tarii (CTUIi3amii/tianory/cninKyBanHs). BaxxiuBy ponb rpae Kougrixm,
SIK OararolapoBUi, BCEOCSHIKHHUI TIpollec BHOOPY €CTETHYHOI TO3UIIIT Ta
ii BiACTOIOBaHHS B JIpaMaTypriyHOMY pO3BHUTKY. B mpomeci po3ropranHs
MY3WYHOTO Marepiany, KOHQIIKT, sK 1 Bcs KylIbMiHAIlIfHA 30HA, HOCSTAE
TOYKH JPaMaTUYHOTO PO3Majly 3a paxyHOK CIeUU(IYHUX BHKOHABCHKHX
(bakTOpiB: TOHANBPHUX 3MiH, TUHAMIKH, arorikd, (hakTypHO-PHUTMIYHHX
koMOiHarii. B nboMy mporeci 3aisiHi He JIMIIE IMITPOBI3aTOPCHKO-BUKO-
HABCbKi HaBUUKH, ajl¢ i CHEPreTU4YHa TPAHCIALIS XyA0KHBOI'O TBOPEHHS
MY3UKH YHIKaJIbHOIO 0COOUCTICTIO.

3 TOYKM 30py /AKa30BOI My3WYHOI Jpamaryprii ciiJ BHpi3HU-
TH I1l¢ OAMH YMHHHK, 3aCaJHUYMN SK B COJILHOMY, Tak 1 B aHcamOie-
BOMY MY3UKYBaHHI: cneyugixa KomyHikayii, 1Mo mnoTpedye Bix ciy-
Xada HE CTUIBKM CIIOCTEPEKEHHS, CKIJTbKM 0e3MoCcepeHbol ydacTi.
[TopiBHIOOUH 13 aKaJIEMIYHOI MY3HKOIO, JI€ CIIyXallbKa CTPaTeris TPaKTo-
BaHa, SIK «CTpATerisl cnig-IHTOHYBaHH: 3BYKOBil ()OpPMi», 32 BU3HAUYCHHSIM
10. Hikonaercrkoi [11: 4-5], y mka3oBoMy CIIKyBaHHI caMe CiTyXad, pa-
30M 3 BUKOHABLIEM, €EKCIIEPTOM TBOPEHHS My3U4HOI Apamaryprii, ii criB-
YYaCHUKOM. BakiImMBicTh METOOMOTIT HKa30BOi MY3HKH, 30KpeMa, — PO3-
poOKu Teopii Apamaryprii B JKasi — CKJIaJa€ MEePCHEKTUBY MOAATBIITUX
PO3BiIOK Yy 1aHOMY HaIPSMKY.
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Cneuudika gii HapaTuBy B onepHOMY XaHpi

Amnoraris

JIo Csa. Cnenndika aii HapaTuBy B onepHomy »kaHpi. CTaTTio mpucssye-
HO OJIHOMY 3 HAWTPYHTOBHIIINX aHPOBUX MOKA3HUKIB ornepHOro TBopy. Haparus
y My3HLli — 0co0JIMBa YCTaHOBKA Ha BepOalbHy OIOBIAIBHICTD, OB’ A3aHa, 3 O/
HOTO OOKY, C CIOXKETHICTIO, 3 APYTOTO — 3 eMOIIHOIO OLIHKOIO BiOOpakeHHX TO-
niid. Lli 1Ba BEKTOpH B3aEMOJIIIOTH y OIepi Ha »KaHpoBoMy piBHI. HapaTuHicTb sk
JKAHPOBA AKICTh € PE3YNIETaTOM CITiBBiTHOIIICHHS BEpOATHHOTO TEKCTY, BiAMOBITHOT
CIOJKETHOCTI BOKAJILHOTO TBOPY (II03aMy3HYHA CKJIa0Ba) Ta OCOOIMBOCTEH TX My-
3WYHOTO BTIJIEHHS (My3W4Ha CKiIagoBa). HapaTuBHI SKOCTI MOXKYTH IPOSIBISITUCS
Ha BCIX PIBHAX ONEPHOTO TEKCTY, SIK JUIS TIOCHIICHHS €MOLIIITHOTO 3a0apBIeHHS, TaK
1 JUIsl KOHTPACTHOTO 3ICTABJICHHS 1 TBOPEHHS JpaMarypriqyHoi NIMOMHY. 3aBaaHHs
BHUKOHABIIS 3 TO3WINI peati3allii HapaTHBy Ma€ XapakTep KOMITO3UTOPCHKO-BHUKO-
HaBCBKOI IHTEpIpeTalii 1Jisi BUSBJICHHS XyJIOKHBOTO ITOTEHIIaTy TBOPY, TBOPEHHS
1OTo iHAMBITyaJIbHO-BUKOHABCHKOI Bepcil (BiJ CITiBaka IO TUPUTEHTA i pekucepa).
Kurouosi cinoBa: napamug; napamusnicmy, 80KATbHA MY3UKA,; HCAHP, onepa.
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JIio Cs1. Cnenuduka neiicTBUsI HAppaTUBa B onepHoM :kaHpe. CTaThs 1mo-
CBSIIIIEHA OJTHOMY M3 CaMbIX 0a30BBIX KAaHPOBBIX ITOKa3aTesel ONEePHOTo COUNHE-
Hust. Happatus B My3bIKe TIpE/ICTaBIAETCS Kak 0c00asi ycTaHOBKA Ha BEpOaIbHYIO
MOBECTBOBATEIBHOCTD, CBS3aHHAsI, C OJTHOM CTOPOHBI, C CIOXKETHOCTBIO, C JIPYTroi
CTOPOHBI, C SMOIMOHAJIBHON OLIEHKOW OTPa)KEHHBIX COOBITHIl; 3TH J1Ba BEKTOpa
B3aUMOJICHICTBYIOT B OIlEpe Ha KaHPOBOM ypoBHE. HappaTHBHOCTH Kak >KaHpO-
Basi KQUECTBO B OIIEpE SIBISIETCS PE3YJIBTATOM COOTHOLIEHHsSI BEpOaIbHOTO TEKCTa,
COOTBETCTBYIOIIEH CIOKETHOCTH BOKAJIBHOTO IPOW3BENCHMS (BHEMY3bIKaJIbHAS
COCTABJISIFOIIAsT) M OCOOEHHOCTEH MX MY3bIKAJILHOTO BOILIONICHUS (MY3bIKaIbHAS
cocrapisitoniast). HapparuBHbIe KadecTBa MOTYT IPOSIBISITHCS Ha BCEX YPOBHSIX
OIICPHOI'0 TEKCTA, KaK JJId YCHUJICHUA 3MO]_[I/IOHaIII)HOI7I OKpacCKu, TaK U JJIs1 KOH-
TPACTHOTO COIIOCTABJICHHUS U CO3/IaHMs JIpaMaTyprudeckoi NryOuHbL. 3a1a4a nc-
MIOJTHUTENSI C TTO3UINH Pean3allii HappaTuBa UMEET XapaKTep KOMIIO3UTOPCKO-
UCIIOJTHUTENHCKON MHTEPIIPETAIMHN JIUTSI BBISBIICHHS Xy/I0’KECTBEHHOTO MTOTEHINA-
Jla TIPOW3BE/ICHNS, CO3/IaHMs €TO MHIMBH/yaIbHO-MCIOIHUTENBCKON Bepcun (0T
neBla 70 Juprxepa U pexxuccepa). KioueBble cioBa: nappamus, Happamug-
HOCMb, 60KANbHAS MY3bIKA, JCAHD; Onepa.

Liu Xia. The specifics of the narrative in the opera genre.

Logical reason for research. The opera art remains an object of high attention
of the public, and of the composing and performing art; it has a diverse repertoire in
various historical, national and author’s styles, it is presented by interesting results
in the field of innovations and theatre experiments. This situation has always led
to theoretical understanding and generalization in musicology studies at various
levels; it raises many questions related to the genesis and development of the opera
genre, its historical path, both in historical, cultural and theoretical understanding,
as well as in the performing sphere, in line with the modern interpretology searches.
This aspect combines a number of historical, theoretical and practical questions into
a single complex, and also allows one to find answers to these questions related to
the demands of both musical science and musical practice.

Innovation. The article is devoted to one of the most basic genre indicators
of an opera composition. The narrative in music is presented as a special setting
for the verbal narrative, associated, on the one hand, with the narrative plot, and
on the other hand, with an emotional assessment of the events reflected; these two
vectors interact in the opera at the genre level.
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One of the theories of literary criticism, which can be useful both in the
process of theoretical research of the opera genre and in the field of the practical
embodiment of an opera composition on the stage, is the theory of the narrative.
Associated with the study of a special type of the narrative, this theory can be
involved in the study of opera compositions, which also represent the embodiment
of the narrative, as a rule, quite large-scale and complex, where the narrative, the
plot, is realized both by the word and by means of the dramatic art.

Objectives. The purpose of the presented study is to identify the specifics of
the action of the narrative in the opera genre.

Methods. The main methods of the presented research are the genre one and
the narrative one. The first is related to the identification of the genre meaning
of the narrative in an opera composition, the second helps to characterize the
structural and semantic features of the narratives that are involved in the opera
genre.

Results and Discussion. The systematization of scientific sources on the
theory of the narrative, according to its specifics in the musical art, in particular
in the opera genre, is certainly relevant for substantiating the theory of the opera
narrative. The most systematic is the study by V. Schmidt “The Narratology”.
Many scientific sources related to the study of the narrative address semantics
issues as well. In the modern musicology, this aspect of research is very important;
this is confirmed by scientific works devoted, in particular, to the musical and
theatrical art, which has a synthetic artistic nature and the complex nature of the
interaction of musical and extra-musical factors and, accordingly, the multi-level
nature of semantics. Also noteworthy is the emergence of a large number of studies
on musical interpretation, which are also devoted to semantics in the musical art
both at the composing and at the performing level.

Musical-scenic genres and, in particular, the opera as the leading one of
them, has precisely the narrative character of its nature — this is a narrative about
anumber of interrelated events, which has a storyteller-mediator and an emotional
assessment of what is happening. Thus, the narrative is a genre component of the
opera and one can analyse the effect of the narrative at different levels of the opera
genre — the author’s (composing) one and the performing (musical, stage, taking
into account various parameters of the text and subtexts of the composition) one.

A separate issue is the specifics of the genre varieties of the opera, but the
narrativeness remains an integral part of its nature, even in the mono-opera, where
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the narration gets the status of “the first person”, but the suspension still occurs — it
can have a temporary, plot-like, communicative character.

The narrativeness as a genre quality in the opera is the result of the
correlation of the verbal text and the corresponding plot of the vocal composition
(the extra-musical component) and the peculiarities of their musical embodiment
(the musical component). The narrative qualities can be manifested at all levels
of the opera text, both to enhance the emotional colouring, and to contrast the
juxtaposition, and to create the dramatic depth. In accordance with the synthetic
nature of the genre, the opera narratives also show their synthetics. The task of
the performer as a participant in the opera performance from the point of view of
the implementation of the narrative has the character of a composing performing
interpretation to identify the artistic potential of the composition, as well as to
create its individual performing version (from the singer to the conductor and the
director).

Conclusions. The use of the knowledge of philology and literary criticism
in the musical science exists owing to the use of the word in the musical art.
Manifestations of the narrativeness in music are primarily associated with those
genres where literature, verbal text, and word are involved. The narrative as
a story-telling, among other things, is characterized by an emotional attitude
that is as if directed from the outside towards the one to whom the narrative is
directed (in literature — the reader, in music — the listener). The most vividly and
systematically the specificity of the action of the narrative (the narrativeness)
manifests itself where there is a word and a story-telling, a plot, namely in the
musical-stage genres, especially in the opera. Here, the narrative determines the
specifics of the genre, while acting at several levels, since it is associated not only
with the literary, but also with the theatrical factor.

Another important quality of the narrative is the connection with the mediator
between its source and the recipient, and in the art of music such a special
intermediary is the performer; consequently, the narrative in music is firmly
connected with the performing interpretation, and with the performing art. Key
words: narrative; narrativeness; vocal music; genre; opera.

IMocranoBka mnpodjsemu. OrnepHe MHUCTCITBO 3aBKIW  OYyIIO
1 € 00’€KTOM BHCOKOTO CIIyXalbKOIO TOIHTY, KOMIIO3UTOPCHKOI Ta BUKO-
HaBCHKOI TBOPYOCTi, Ma€ CONIIHUH 1 OaraTOMaHITHHUN pernepTyap y pi3HUX
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ICTOpUYIHUX, HAIlIOHATHHUX T4 aBTOPCHKUX CTUJISX, ¥ JKAHPOBUX Pi3HOBH-
Jax, Ipe/ICTaBlICHO LIKaBUMH pe3ynbTataMu y cepi MOBHUX HOBaLiid Ta
TeaTpaJbHUX EKCIEPUMEHTIB, 110 MAJIX MicLie IPOTATOM MPAKTHYHO YChO-
IO MHHYJIOTO CTOJITTS Ta CTBOPIOKOTHCS 1 ChorojHi. Llst cutyartist 3apxau
norpedyBajia Ta BUKJIHMKajga TEOPETHYHE OCMHUCIICHHS Ta y3araJbHEHHS,
BiJl TBOPUMX JAMUCKYyCiil Ta pedopm omepHoro mmcrenTra (y MpoeKIii ic-
TOPUYHMX, HAIIOHAJIBHO-KYJIBTYPHUX TpaAWLii, aBTOPCHKUX 3100YTKiB)
JI0 MY3HKO3HABYMX PO3BiIOK Pi3HOTO piBHs. OTIepoIoris SK My3UKO3HaBYa
JUCLUILTIHA MiCYyMOBY€E 0arato pi3HUX MUTaHb, OB’ A3aHUX 3 TCHE3010 Ta
ICTOPUYHUM PO3BUTKOM JKaHPY, HOTO COLIOKYJIBTYPHUM 1 BUKOHAaBCHKUM
OCMUCIICHHSIM.

Bzaemonis pi3zHuX cdep ryMaHiTapHUX HayK, IO CYTTEBO aKTHBi3yBa-
Jacsl y OCTaHHI JECATUPITUS, CTBOPIOE KBaBU OOMIH HAyKOBUMH 17eIMHU
Ta 3HAHHSMH; KPi3b L0 MPU3MY 0araro TpaJuliiHUX MUTaHb OTPUMYIOTh
CBDKE IIPOYMTAHHS Ta HOBI NEPCIEKTUBU BUpilIeHHs. BokanbHe mucre-
[TBO TaKOXK Ma€ CBOI «BIUHI» NMHTAHHS, ONHUM 3 SIKUX € CHHTE3 CJOBa
i My3ukd. OCKiJIbKM MOBOIO (cJI0BOM) Mpo¢eciiiHo 3aiiMaroTbes (inonorun
Ta MOBO3HABIIi, TO JIOTIYHO 3BEPHYTHCS JI0 iXHLOTO JTOCBiIY, TUM OiNIbIIE,
IO LI HAYKU € HaA3BUYaHHO OaraTuMu, po3raiy>KeHIMH Ta 3aCaJHUYHMU.
Opwiero 3 TeopiH, sika MOXKE CTaTH B HATOI ITiT Yac BHBYEHHS OIIEPHOTO
YKaHPY Ta MPAKTHYHOTO BTIJICHHS ONEPHOTO TBOPY Ha TeaTpalbHIi CICHI,
€ Meopis Hapamue).

Sk BiA3HAYAIOTH JIITEpaTypO3HABIll, HAPATUBHUMH SIKOCTSIMHU BOJIO-
JiI0Th, B TEPILY Yepry, Ti TEKCTH, SIKi OMUCYIOTh CUTYalil0 HIOM 330BHI,
HE BiJ IMEHI caMOTo TIepCOoHa)Xa, a 8i0 mpemwvoi 0codu — TOCEPEIHU-
Ka-omoBiZa4ya. Y BOKaJbHIA MY3HILI L€ CTOCYEThCS JKaHPIB 3 JiTeparyp-
HO-CIOJKETHUM CTPHD)KHEM, a caMe: OIlepU Ta IHIIUX MY3HYHO-TeaTpab-
HUX TBOPIB. [HTEPIIPETONOTIYHUN aCTIEKT ONEepOIorii MOEAHYE Y €AMHUM
KOMIUIEKC HU3KY iCTOPUKO-TEOPETHYHMX 1 NPAKTUYHUX MUTaHb, 103BOJIIE
3HAWTH Ha HUX BIAMOBIMI, OB’ S3aH1 13 3aMUTaMH SIK My3UYHOI HAYKH, TaK
i TBOpuoi mpakTukH. OTKe, cHCTeMaTH3allis HayKOBUX JIKepell, IPUCBsIe-
HHUX HapaTUBY SIK MUCTELILKOMY SIBUILY, Ta OCMHCICHHS HOTo crienudiku
y My3UYHOMY (30KpeMa, OIIEpHOMY) MUCTELTBI € 0E3yMOBHO aKmMyaibHUM
OUCKYPCOM CYIaCHOTO MY3HKO3HABCTBA, METa SIKOT'O — OOIPYHTYBaHHS Te-
opii OTIepHOrO HAPaTUBY.
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Orisi HAyKOBUX JIzKepeJl 3 TUTaHb HApaToJIorii 1a€ po3yMiHHSI TOTO,
IO TIel HANpPsIM CHOTOJHI JIEMOHCTPYE IUPOKI MEPCIICKTUBH JIJIsi BABYCH-
HSl My3U4HOTO HapaTuy. CIliJ] BiI3HAYUTH CTPATETiYHE TOCIIIKSHHS TEO-
pii HaparuBy Bomnda [lImina, HiMerskoro (ijroiora Ta TeOpeTHKa JTiTepa-
TYpH, IpeJICTaBHUKA HapaToioriuHoro miaxony. «Haparonoris» B. HImina
(2008) € BU3HAYHNM KOMILIEKCHIM HAYKOBHM JIOCITIDKSHHSM Teopii Hapa-
THBY 3 11 I€TaJIbHUM BUKJIAJIOM, OIIMCOM Ta OKPECIEHUMU NEPCIIEKTUBAMU
MOJABIIOrO BUBYECHHS. [HIII HOCHigHUKM y Wil cdepi po3poOsioTh, K
mpaBmII0, okpemi acriekTH miei Teopii: K. KyTkoBa mpencrasinsie ctpate-
TIYHUHN OS] HA HApaTUB Yy JOCIIKCHHX ieHTHYHOCTI (2014); cepen
npanp B. Tromm BHOKpEMHUMO CTaTTIO-HAPUC MPO CydacHY HapaToJIoTiio
(2002); crarti B. Aunpeesoi, O. I'yuynsika, B. Kpuonoca, O. JleonToBuUY,
B. Cuposa, mguceprariist O. JIeoHThEBOI, IPUCBSIUEH] MPOSBaM HapaTHUBY
B okpeMux TBopax. Ciij 3rajatu 1ociijpkeHHs y cdepi Teopii HapaTuBy
M. Bauns, XK. Kenert, @. E. Mayc, Uxao Uxena, Ban Minre. Okpemo Bij-
3HAYMMO HayKoBY po3BingKy Mysukosora K. Heryc, npucssiueny HapaTus-
HOMY 4acy y NOMYJISIPHHUX MiCHSX.

JlocuThb 4acTo pa3oM 3 TEOpi€r0 HapaTHBY (PISI0IOraMy pO3IISAAIOTh-
Csl TUTaHHSI CEMAHTUKHU. Y cepi My3UKO3HABCTBA IIe € OKPEMUM Harpsi-
MOM, II0OB’SI3aHUM 13 B3a€MOJII0 MY3WYHUX Ta MO3aMy3MYHHUX (AaKTOPiB
y MY3UYHOMY TBOpI; Y BOKaJIbHIA MYy3HII 1€l paKypc Mae ocoOnnBe 3Ha-
yeHHs. [linTBepIKEHHSIM LBOTO CIYTY€ BENMKA KiTbKICTh MY3HKO3HAB-
YUX Ipalb, NPUCBIYEHUX MY3UYHO-TEATpPaJbHOMY MUCTELTBY, SIKE Mae
CHUHTETHYHY XY/IOXKHIO IPUPOJLY Ta CKIaJHUN XapaKTep B3aeMOii My3H1y-
HOTO Ta M03aMy3WYHOTO (PAKTOPIB i, BIAMOBIIHO, OaraTopiBHEBUI Xapak-
TEep CEMaHTUKH (K TPHUKJIAA, MOKHA 3ragatu aucepramii 5. IBaHUmbKO1
(2008) ta O. Cepriepoi (2008)). 3Beprac Ha ceOe yBary MosiBa 4YUMaioi
KUTBKOCTI TOCTIIKEHb 3 My3WIHOI iHTEPIIPETONIOTIi, IKi B 000B’I3KOBOMY
MOPSIIKY MPHUCBSAYEHI 1 CEMaHTUL Y My3UYHOMY MHUCTEUTBI (HallpHUKIAL,
nmocnimkeHHs B. Mockanenka (2013), A. Xyropcrkoi (2009), Ukoy Yskoy
(2012)).

Merta crarTi — OXapakTepu3yBaTu crieHudiKy Jii HapaTUBY B ONIEPHO-
My JKaHpi.

OCHOBHMMH Memooamy AOCTIHKEHHS € KaHPOBUH Ta HapaTUBHHM.
Ilepunii moB’s13aHUIA 3 BUSBICHHSIM 3HAUCHHS HAPATUBY Y OLIEPHOMY MUC-
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TELTBI, IPyTUil —10IIOMarae BUSIBUTH CTPYKTYPHO-CEMAHTHUHI O3HAKY Ha-
partuBy, 3a/lisiHi y ONIEpHOMY TBOPI.

Buxaan ocHoBHoro marepiaJty. Hayka npo My3HuKy no3HayeHa Cbo-
TOJIHI TOSBOIO HOBHUX HAINpPsMIB, MPUCBIYCHUX MY3UYHO-TEATPaTbHUM
JKaHpaM: TYT BIAKPHUBAIOTHCS HOBI 00pii It My3HKO3HABIIIB, SIKI y CTPEM-
JHHI OXONMHTH BITOWTTS «yHIBEPCYyMY» B MY3HIIi, IO-HOBOMY TOOaYUTH
Ta YCBIIOMHTH MicLle MY3WYHOTO B CHHTETHYHOMY TBOPI MParHyTb IO
OBOJIOJIIHHSI HOBUMH Ul My3MKO3HaBCTBA METOAMH (KOTHITUBHUMH MO-
nensiMu). BigzHauuMo pO3BUTOK TaKOTO HANPSIMKY, SIK 1HTEPIPETONOTIS,
ne y GhOoKyci yBaru IOCIHiTHUKIB OMUHAETHCA crienn(ika My3UdHOI iHTep-
nperaiii ycix BUJIB — BUKOHABChKa, KOMIIO3UTOPCHKA, CIIyXallbKa TOIIO.
3anydeHHs 0 HayKoBOi OpOiTH MY3MKO3HABCTBA MMMTAaHb BUKOHABCTBA Ta
iHTepHpeTarii Sk TIIyMadeHHs 3MICTYy MY3UYHOTO TBOPY e y Tapaneib-
HOMY PYCI, a 4acTO ¥ y TiCHIl B3a€MO/Iii 13 MUTAHHSAMU CEMaHTUKH, TEKCTY
Ta WOTO 3HAKIB, IHTEPTEKCTYaIbHOCTI. Lle cTocyeThes pi3HUX JKaHPIB My-
3MYHOTO MHCTEITBA, BTIM HAiOLIbII HAOUHO TPOSIBISIETHCS TaM, JIe MPH-
CYTHE CHOJIyYEHHS MY3HUYHOTO Ta 03aMy3HMYHOI'O BUTOKIB, y4acTi pi3HHX
BH/IIB MUCTEIITBA. HaltO1IBIT pOMIOYNM IPYHTOM JIJISl TOCTIiTHUKA TYT CITy-
T'YIOTh KaHPH BOKaJIbHOT MY3UKH, 30KpEMa, My3HYHO-CLIEHIUHi.

Benuka KiTbKicTh My3UKO3HABIIIB 1 I0CI PO3TISAAAIOTh CHHTETHYHI MY-
3u4Hi (i My3UYHO-CLEHIYHI) )KaHpU Maike BHKIIOUHO 3 JJOTIOMOTH MY-
3MKO3HABYOT0 MOHATIHHOTO anapary. TUM caMUM BOHM aHAJi3yIOTb TUIBKU
MY3HYHHI 3MICT TBOPY, HE BHUXOISYM 32 MEXKI TEKCTY. YBECh «BiICOpsI»
(HaBiTH MPH MEBHUX CNPOOAaX 3arajJikHOrO OMMKCY) 3aJHUILAETHCS «3a Ka-
JIPOM», 1 HE BHITAJIKOBO: JJIT MOTO aJeKBaTHOTO aHAIIi3y MOTPiOHE 3airy-
YeHHS TIOHATIHHOTO JOCBiAY THX BHIIB MHUCTELTB, 5IKi «OEpyTh ydacTb»
Y CTBOPEHHI CHHTETUYHOTO I11JIOTO0. 3PO3yMiJIO, 110 PIBHONIPABHI YYaCHUKH
MY3HYHOTO <«JIIHCTBa» BUMAraroTh sSIK MIHIMyM PIiBHOI 10 ceOe yBaru, sik
MaKCHMYM — YCBIIOMJICHHSI OCOOJIMBOCTEH iXHBOI B3a€EMOJIl B CTUIIHOBUX
YH KAHPOBUX YMOBAX B KO)KHOMY KOHKPETHOMY TBOPI.

HanBaknmmBoIO CKIaJ0BOI0 BOKAJIBHO-CIIEHIYHOTO TBOPY € C10GO.
ToMy 3aTy4eHHs J0 My3WYHOT HayKH 3HAHb 3 (Di7I0JI0T11 Ta JTiTepaTypo3HaB-
CTBa YSIBIISIETHCS HE TIIBKH JJOPEUHUM, ajie i 000B’I3KOBUM, 11O JJO3BOJISIE
BpaxyBaTH Ti CEHCH, 3aKOHOMIPHOCTI Ta IHTepIIpeTaliiHui MOTEHIiaT, SIKi
TSATHE 32 CO0010 cIT0BO. OTHUM 3 3aBXK/IH aKTyIBHUX TUTaHb Y BOKAIBHIN
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My3HLl, 010 HOEAHY€E MY3UUHHUH 1 T03aMy3UYHUN YMHHUKH, 3aJIUIIAETHCS
came B3a€MOIisl CJIOBA Ta MY3UKH: LI€ 1 BIacHE B3aeMois X cep y KoH-
KPETHOMY TBOPI Kpi3b NPU3MY CTHUIIO (BUKOHABCHKOTO, KOMIIO3UTOPCHKO-
I'0, HAIlIOHAJIBHOTO, €MOXAJILHOTO), 1 KOMIIO3UTOPChKA THTEepIIpeTallis Bep-
OanbHOTO TEKCTY (a00 «XymoXHIN mepeknaany, 3a A. Xyropcbkoro (2009),
1 iHTOHAIIHO-()OHIUHI 3aKOHH, 00yMOBJIEHI HalllOHAIEHOIO MOBOIO (Cepet
POOIT, MPUCBAYEHUX LBOMY MUTAHHIO, BHOKPEMHUMO TUCEPTALil0 KUTai-
cpkoro BueHoro Ykoy Wkises (2012)). Otxke, TOCTiIHKEHHS 1TUX ITATAHb
BUMarae 3BepHEHHSI 710 HayK, 1[0 OMIKYIOTbCSI CIIOBOM.

Haparus — onHe 3 0a30BUX MOHATH, SIKE MA€E 3B°sI30K 31 cioBoM. BiH Ha-
JICKUTH TEOPil HAparosorii, 10 CHUCTEMHO BHKJIAJCHE Y JIOCIIKCHHI
B. UImina (2008). Sk BijomMo, HapaTHB — 11€ BUKJIA]] B3aEMOIIOB’ SI3aHUX I10-
I, TIpeNCTaBICHUX YATAYEB1 (CITyXadeBi) y BUIVIAAL ITOCITIIOBHOCTI CJIiB/
00pa3ziB. Xoya 11e MOHATTS € IUPOKO 3aAiTHIM TakoXK y dinocodii 1 neu-
xonorii. [Hozi 3HaueHHs TepMiHa 30iraroThes i3 CIIOBaMU-TEPMiHAMH «OTIO-
BIJTAaHHS», «PO3IMOBI/b», OJHAK € i IHII 3HAYCHHS: HANPUKIIAA, B MY3HUIl
OIOBIIANILHICT 1 ICHXOJIOTIYHA YCTAaHOBKA TICHO B3a€MOJIIFOTh, B HACTIIOK
YOT0 HAPOPKYIOTHCA 1HMBITyalIbHI PILIICHHS B IETKNX BOKAJIBHUX JKaHPAX.

BuenHs mpo HapaTuB Mae Ha3By «HApaTOJOTisH (TEopist OMOBii).
SIKIo y3arajdpbHUTH HasBHY Y BIIKPHUTHX JpKepenax iHpopMallito, MOKHA
CKa3aTH, 1[0 HApaTHB 03HAYA€E HE TIPOCTO 3 TIOCIIOBHICTD OB’ sI3aHUX MiXkK
co0oro ciiB i obpa3siB. Ilo-niepiiie, mae OyTH HasSBHOKO SKacCh Jist ab0 TO-
nist (nu3ka noxiid). [o-apyre, BuKian odpasiB (MOfiil, CIOKETY) Mae BH-
OipKoBUil, Cy0’ €KTUBHHI XapaKTep: asmop onogioi no-c80emy po3cmaesisie
CMUCTI06T aKyeHmu, IO 3MIHIOE SIK Xi7] OTIOBii, CTABICHHS IO 00pasiB, Tak
1 IXHI IIHHICHI XapaKTepUCTUKH, HaBiTh (inan. barato BuyeHux migkpec-
JIFOIOTH, 1110 HE MO’KHA IUTYTaTH 1 IPUPIBHIOBATH OJUH 0 OAHOTO MOHSTTS
«HAPATHUBHICTBY 1 «OMHUCOBICTHY, CaMe 3aB/IsTUyFOUYH OIIHIII OIOBi1aya.

HaparuB sk «BapiaHT» 00’€KTUBHOI PeabHOCTI € CBOTO POAY iHTEp-
npeTartiero. B. IlImig cepen ToToBHUX TEHACHITIH, IO BIUTMHYJIN HA PO3Y-
MiHHSI HapaTUBY B Cy4acHi Haylli, MIKPECIIOE TaKke: B KIACHYHIN Teopil
OTIOBiJIi OCHOBHOIO O3HAKOIO OITIOBITHOTO TBOPY € MPHUCYTHICTH TOCEpEN-
HHUKa MK aBTOPOM Ta onmucyBaHUM cBiToM (2008). Buxonsum 3 o3HaK Xy-
JIOKHIX OMOBIHUX TBOPIB (HApaTHUBHICTh, €CTETUYHICTH TOIIO), BUCHHUI
30CEePEe/KYEThCS HA TAKUX MUTAHHSX, SIK KOMYHIKaTHBHA CTPYKTypa Ha-
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paTHBY, PO3MOBIIHI iHCTAHIIIi, TOUYKA 30pY, CIIBBIIHOIICHHS TEKCTY Hapa-
TOpa 1 TeKCTy MepcoHaka, HapaTWBHI TpaHc(hopMallii, posib M03a4acCOBUX
3B’sI3KiB B HAPaTUBHOMY TeKCTi. Bce mepepaxoBaHe mMoB’s;3aHO, HAcaMIIe-
pen, 3i CIIOBECHUM TEKCTOM, a B 3B’SI3KY 3 IIMM MPUCYTHIH B Till 4M 1HIIIH
Mipi 1 y BOKaJIbHIH MY3HII, 1 CITIBBIHOIICHHS JAHUX MO3UIH 3 My3UKOIO
€ CKJIQJIHOIO, alie JYKe MEePCIIEKTUBHOI TEMOIO JUIS MOJANIBIINAX JIOCITi-
JDKEHb B MY3HYHIH Hay1Ii.

My3u9HO-CIIeHIIHI )KaHpPH Ta, 30KpeMa, oriepa Ma€e came HapaTUBHY
NPUPOJTY: 1€ OTOBIAb PO MOB’A3aHi MiXK COOOIO MO, sIKa TAKOK MICTUTb
MOCEepPETHUKA-0TIOBI]ada Ta €MOIIWHY OI[IHKY TOTO, IO BiJOYBa€THCA.
OTxe, HapaTUBHICTH € KAaHPOBOIO CKJIAJOBOIO OTEPH, 1 MOXHA TpoaHa-
Ji3yBaTu JiI0 HApaTUBY Ha Pi3HUX PIBHSIX OMEPHOrO aHPY — KOMIIO3H-
TOPCHKOMY Ta BUKOHaBCHKOMY (MY3WIHOMY, CIIECHITHOMY) 3 YpaxXyBaHHIM
PI3HUX MMapaMeTpiB TEKCTY (CyOTEKCTiB) TBOPY.

[Toznauena B. IlImimom 000B’s3k0Ba MPUCYTHICTH MOCEPEIHUKA
€ 0CcOOJIMBO BaYKITUBOIO JUISI PO3YMIiHHSI CIIEU(IKK MPOSBY HAPATUBHOCTI.
AJDKe B My3UYHOMY MHCTEITBI TAKHX «IIOCEPEIHUKIBY KiIbKa — KOMIIO3H-
TOP, BUKOHABEIIb, a e PEIAKTOpP, TUPUTEHT, PEXKHUCEP My3UUHOI BUCTABH.
B upomy cenci Oyap-sikuii BOKaJbHUN TBip MOYKHA BBa)KaTH HAPATUBHUM,
OITHAK 9¥ Oy/ie 1e BipHO? Y MY3HIIi € 1 1HIII 03HAKH HapaTHBHOTO, IO 3BY-
KYIOTh PAMKH HOTO PO3yMiHHS. VIeThest po HapaTHBHY SKicTh BepOaib-
HOTO TEKCTYy SIK CKJIAZIOBOT CHHTETHYHOTO IILIOTO — MY3WYHO-CIIEHIYHOTO
TBOPY, 1 BIJITIOBITHOIO CIICHIYHO-BUKOHABCHKOTO PIllICHHS.

HapatuBHi sK0OCTI My3U4HOI CKJIaZOBOI MOKYTb MPOSIBISITUCS Y TBO-
pax To-pi3HOMY: SIK Ha TIOCTIMHIN OCHOBI, I TMTOCHJICHHS €MOIIIMHOTO
eeKTy, Tak i B OMO3UIIi] — AJsl KOHTPACTHOTO 3ICTAaBJICHHS 1 CTBOPEHHS
JpaMaTyprigaoi OararomiapoBocTi i 06’emHocTi. Bee 1e 3akmamaerbes
KOMITO3UTOPOM, @ B TIONAJIBLIOMY INPE3EHTYEThCSI BUKOHABIIEM. Y My-
3WYHIN CKIQJIOBIH IS cllyXada «po3MH(POBYETHCS» TOH €MOIIHO-00-
pa3Huil (CIOKETHUHN) MIATEKCT, IKUH B JIITEPaTYpHOMY TEKCTI MOXKe OyTH
BiJICYTHIM.

OpHi€ero 3 3acaTHUINX O3HAK HAPATHBY € HAIBHICTH OTIOBiIa4a — Imoce-
peIHMKa MK aBTOPOM TBOPY Ta HOTO a/ipecaToM; MOCEPEJHHK came 1 Besie
PO3TOBIIB PO MEBHI MOIiT «Bil TPETHOI 0COOMHM»; TPH IIBOMY OTIOBiJIb IIs
Ma€ JieTalli30BaHe eMOLiHHO-00pa3He 3a0apBicHHI-HACTAHOBY. Y Kamep-
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HO-BOKQJIbHOMY TBOPi TaKUM OTIOBiZa4deM € CITiBaK, YHs MapTii0 mMoOymo-
BaHa Ha PO3IMOBI/Ii BiJ| «CTOPOHHBOI» OCOOMHH, 1 JIO SKOI BKIIFOUCHI TaKOK
(hparmMeHTH TEKCTY BiJi 0COOMHHU OMUCYBAaHUX MEPCOHAXKIB, OIMC CUTYAIIii,
MO/IiH, EMOLIIMHOTO CTAHOBUIIA IEPCOHAXKIB, IXHBOT B3aEMO1ii — TOOTO Ha-
paruBHi TpaHc]opMallii Bke OLIHEHOTO Ta BUKJIAJICHOTO CIIyXady paHillle.

Po3msitHeMO KOHKpETHHH TPUKIA] 3 penepryapy aBTOPKH CTarTi,
a came omepy «CeBinbcbkuil UpynbHUK» JIK. Pocini. OnepHuii TBip 3i
CKJIaJJHOI0, CHHTETHYHOIO KaHPOBOIO NIPUPOAOI0 MAE BiAIIOBIIHY Haparu-
By NpUpofy. B omepi BUKOHABII-CIIBaKH BXKE €, BIAcHE, MepcoHi(ikoBa-
HUMU niepcoHakamu (y omepi «CeBinbebkuil upyapHUK» JIk. PociHi me
dirapo, AnbmasiBa, Posina, qokrop baproso ta iH.); oTke, QyHKIIisE O110-
BiJaya peasi3y€eTbcs iHIIUM YHHOM.

[To-nepie, BOHA 3aKIaJA€ThCSI KOMIIO3UTOPOM Yy OINEPHOMY TBOPI,
y Hioro OynoBi, IpaMaryprii, ’KaHPOBO-CTHIILOBUX Ta 00pa3HO-IHTOHAIIIi-
HUX pimeHHsX. TyT NeBHUM YMHOM BPaxOBYETHCS 1 BHYTPILIHBOXKaHPOBA
IpUpoJIa OTIepH 3 MPUTAMAaHHUMU JJsl Hel pucamu (Y HAIIOMy BHUITAJKY —
KOMiYHa Omepa, 110 Ma€e CBOi 3aBJaHHS Ta MOB’s3aHi 3 HUM CKJIAJ{HOIII).
Hanpuknaza, BpaxoByIodr CIOXKET PO MOMIT 3 JKUTTS apUCTOKPATiB, CIij
YHHUKaTH HallPHUKJIaJ1, TPyOUX XKapTiB, 110 HE BiAMIOBIIAIOTH MOXOPKEHHIO Ta
ITOBEIIHII IEPCOHAXKIB, HAAMIPHOI TApPOMIHOCTI Ta MPUMITHUBHHUX CIOJKET-
HUX pimieHb. Y «CeBiIbChbKOMY HUPYIBHUKY» TYMOpP MOEIHYETHCS 3 JIeT-
KICTIO, JKUTTEPAIICHICTIO, BUHAXIIJIMBICTIO TOMIOBHUX repoiB. s cTBo-
PEHHS IbOTO BPa)KEHHSI KOMITIO3UTOP MEBHUM YMHOM Oyjye TBip, HaJIIsIE
MIEPCOHAXKIB SICKPABUMHU MY3HYHHMH PilICHHSIMH (K IHCTPYMEHTAIBHOTO,
TaK 1 BOKaJbHO-IHTOHAIITHOTO THITY). Y BOKaIbHUX MapTisx Poccini mo-
€JIHaB BIpTYO3HICTh bel canto 3 MCHUXOJIOTIYHOIO 1HIUBIAyaTi3alli€r0 rojo-
BHHUX I€pOiB, KOXKHA 3 SKHX CTaJla TUM €MOLIIMHUM HapaTHBOM, IO CTaB
YACTHHOIO JIpaMaTyprii ONepu sk HAPaTUBHOTO BUKJIAJICHHS CIOXKeTy. Pi3Hi
IHTOHAIITHO-BOKAJIbHI PIllIEHHS y MapTisiX MEPCOHAXKIB, 00YMOBIICHI KOH-
KPeTHUMH CUTYyaIlisIMH (HapuKiIa, «1opTpeTHa» apis Po3iau 3 2-i ciienn
I nii «Una voce poco fa» abo nicHs «L Inutile precauzione» 3 KOMi4HOT
CLICHU MYy3U4HOro ypoky 3 Il nii) cTaroTe HapaTMUBHMMH AJIs1 CilyXada siK
CIOJKETY, PALy TOJIH, TaK 1 IXHBOI eMOIIHOT OIIHKH.

[To-gpyre, ¢yHKLisS ONOBigaya NMEBHUM YHMHOM IIPALIOE «3CEpPeIu-
HU» MOJIH, 10 BiOyBarOThCS HA CICHI, 1 HACTHCA HE TUIBKHU PO PSI
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CIIEH Ta Mi3aHCIIeH II IXHIH MOCIITOBHOCTI Ta iXHE MY3WYHE BHpIIICH-
HS («TeaTpaJbHO-CIICHIYHUI» Ta «BUKOHABCHKUN» TEKCTH, 38 TEPMiHO-
noriero S. IBarmmpkoi (2008), mo € IpaMaTypriyHUM CTPUKHEM TBOPY
B aBTOPCHKOMY 3a7yMy), aje U Ipo inmepnpemayiini eepcii onepHoi u-
cmaeu, IEBHI PEKUCEPCHKI PIlIEHHS Ha PI3HUX PIBHAX (32 KOHIICIIIIEO
O. CeprieBoi (2008), «IT0CTaHOBOYHHUI TEKCT», III0 MICTHTH Xopeorpadid-
HUH, CLIEHIYHO-MalJaHYNKOBHM, 0OPa30TBOPUYHIA TEKCTH 3 TIEBHUMH CyO-
TeKcTaMH (KOCTIOMH, CBITJIO TOIIO)).

Tak, mopiBHsTHHS BUCTaB «CeBIBCHKOTO UPYIILHUKA» Y TPAAULIHHIH
noctraHoBI Tearpy ne na Maectpancay Cesinbi 2016 poky (10 200-piuHO-
IO FOBIJICIO ITPeM’€pHU OIIePH ) 3 HOBATOPCHKOIO ocTaHoBKOr0 Eminio Capki
y Kopomniscekomy Tearpi Maapuma 2015 porii 1aroTh MOXIIMBICTh BUSIBUTH
Ti epexTH, AKi 3aBIIKH 3MiHAM Yy TIEBHUX TEKCTaX Ta CYOTEKCTaX ITOCTa-
HOBOYHOTO TEKCTY TBOPY (Y KOCTIOMax Ta Mi3aHCIIEHAX 3 XopeorpadiuHu-
MU Ta HEOYIKyBaHUMH PEKBI3UTHUMH PIlICHHSIMH) 3MiHIOIOTh €MOITiHIIA
HapaTuB IMEBHOI cuTyalii Ha OLTBII irpOBUH, YMOBHUE (B aHCaMOJIEBHX
CIIEHaX MaJPUACHKOT MOCTAHOBKH) 200 OLTBII EMOIIIfHO-y3aralIbHIOKOUHIA,
yHiBepcaJIbHO-TeaTPaIbHUHN Y JTIPUYHUX CIIEHAX CeBIJIbChKOI BUCTABH.

[To-TpeTe, Ha IPYHTI ABOX CXapaKTEPU30BAHUX BUILE YHHHUKIB (QyHK-
ITisT OTTOBiZJadya OCTATOYHO CITPAIIbOBYE B MPOIIEC] CITYXAbKOTO CITPHITHAT-
Ts1, B ysBi CcllyXada, BIUIMBAIOYM Ha OpMYyBaHHS iHTepHpeTalii TBopy (3a
Teopieto B. Mockanenka (2013)) BianoBiiHO 0 TOTO XapakTepy KOMYHi-
KaTUBHUX TPOIIECIB, IO BiIOYBaIOTHCS M1 YaCc CTBOPCHHS, BUKOHAHHS Ta
CIPUIHATTSI OTIEPH.

OkpeMuM TUTaHHAM € crieru(ika )KaHPOBUX PI3HOBHIIB oniepH. BTiM
HApaTUBHICTH 3AJIMIIAETHCS CKIIQJ0BOIO 1l MPUPOIU HABITH Y MOHOOTEPI,
e OIIOB1JAJIbHICTD OTPUMYE CTAaTyC BUCJIOBIIIOBAHHS B1Jl «IIepILOi 0co0n»,
ayie BiJICTOPOHEHHS BCE XX TaKH BilOyBa€ThCS — BOHO MOXKE MaTH 4Yaco-
Buii («JIuctu xoxauus» B. I'ybapenka), crokeTHO-00pa3Huil («UexkaHHS»
A. lllenGepra), xomyHikaruBHHN («JItomcpkmii Tomoc» @. Ilynenka)
XapakTep.

3aBHaHHS BOKAJIICTa SIK yUaCHUKA IHTEPIpPETAIlil Hapamueno2o meopy
SIBJISIE OCOONMBHIA KOMIUIEKC BUKOHABCHKHUX TIPUHOMIB, OB’ I3aHUX 3 HEO0-
XiIHICTIO BUSBJICHHS TOTO OOPa3HOTO IMOTEHIIIay, IO 3aKJIaJeHHd B BO-
KaJIBHOMY TBOpI, a TaKOX B HOro mojadi ciyxadeBi. [Ipy mboMy BasKIMBO
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Iam’ATaTd MPO CHUHTETUYHUM XapakTep >KaHpY, [€ CIOBECHO-CHKETHA
OCHOBa BTUTIOETHCS SIK 3aCO0aMU MY3UYHOTO MHCTENTBAa (BOKAJIHHOTO Ta
IHCTPYMEHTAJIBHOT0), TaK i TeaTPaIbHOTO, e Ma€ 3HAYCHHS 1 KOMIIO3UTOP-
CBKHI 3a/IyM, 1 peXXHCepChKe PIICHHS, JpaMaTyprisi MOCTaHOBKH (BKITIO-
Yarouu CIICHIYHUH PyX, TPUM, KOCTIOMH, CBITIIO).

BucHoBku. B onepromy TBOpi HapaTtuB Mae 0aratopiBHEBY IPUPOY,
00yMOBJIEHY CHHTETHYHOIO XYI0)KHbO-MHUCTEI[LKOIO PHUPOAOIO ONIEPH.

HaparuB y onmepHoMy MHCTENTBI 00yMOBJICHUI T€HETHIHOIO CIIOPi-
HEHICTIO 13 JITepaTypHUM CIIOBOM, CIOKETOM, AieBicTio. [Ipu npomy Ha-
paTuBy NPUIIAETHCS yBara He TUIBKH Y JITepaTypO3HaBCTBI, ajie i y ICH-
XO0JIOTii, 00 HapaTUB SK OIOBINAJIBHICTH XapaKTEPHU3YEThCS EMOIIMHOIO
YCTaHOBKOIO, SIKa CIIPSIMOBY€ETHCS HA TOTO, Ha KOTO CHPSIMOBaHUM 1 iH(OP-
MaIiifHAi HapaTuB (B JIiTeparypi — 9uTad, B My3HIli — ciryXad). OCKUTbKH
B MY3WYHOMY MHUCTEUTBI TaKOX 3afisiHO BepOanbHi TEKCTH (CIOBO), TO
€ JKaHpH, JIe HapaThUB «CIIPAIbOBYE» 3 YCi€I0 Cenn(iKOI HOTO MPOSBIB.
Haiisickpagiiie BiH mposiBisie cede TaM, Jie € CJI0BO Ta ONOBIAIbHICTD,
a came — B onepi. Toxx HapaTuB BH3Ha4ae crienudiky KaHpy, JTil04d Ha
KUTBKOX PiBHSX, 00 KePYETHCS HE TUTBKH 3 JIITEPATypPHUMH, a i TeaTpaib-
HUMH BOXEJISIMHU, 00YMOBJICHUMH CHUHTETHYHOIO IPUPO0I0 orepu. OTxe,
HapaTHBHICTH Y OIIEepi BTUTIOETHCS Ha KOMITO3UTOPCHKOMY, BUKOHABCHKOMY
Ta CIyXalbKOMY PiBHSIX.

KomyHikaTnBHa pupoa ONEpHOr0 HAPaTHUBY, CIIiBBIJHOIICHHS HOTO
NPOSBIB y JipaMaTyprii TBOpY, TEKCTaxX MEPCOHAXIB, OB’ s3aHi 3 UM Ha-
paTuBHI 3MiHM — BCe LI Ma€ He JIMIIE YHiBepcaJlbHUH XapakTep, aie i iH-
JMB1lyabHO-BUKOHABChKE BUPIIEHHS. TOX Hapamuenui acnekm ananizy
CMA€E HAYKOBUM NIOXO0OM I NPedCmasisicmvCsi NepcneKmueHuUM Ons no-
danbuux po3poboK 6 cucmemi Onepono2ii ma iHMepnpemonozii.

[epcnexkTnBa mnoganbmioi po3podku Temu. Teopiss HapaTuay,
IOB’si3aHa 31 crenuikor OMOBIJAIBHOCTI, Ma€ OyTH 3aIiSIHOIO Y JIO-
CIJII/UKEHHI ONEPHUX TBOPIB, SKi ABISIOTH COOOIO MOBONI MacmTabHy Ta
CKJIaJIHY pO3106i0b, € CIOKETHICTh pealli3y€eThes SIK 3a JOIOMOTOI0 CJI0-
Ba, TaK 1 IIJITXOM BTUICHHS 3aC00aMH APaMaTHIHOTO MUCTEITBA. 30KpeMa,
HapaTUB Oyjie pO3MISIHYTO B OrnepHUX TBOpax B. A. Mouapra, [Ix. Bepi,
I1. YaiikoBcrkoro Ta J[x. [lydiHi — HAUTIOMYASPHIIINX OTIEPHUX KOMIIO3H-
TOPIB Y CBITI.
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XaHp Liederabend’a B TBOopuin npaktuui N. KaydmanHa

Amnorartis

SAn Xaocwaub. Kaup Liederabend’a B TBOpuili npakTuui
M. Kaypmanua. Ha ocrosi ananizy minepabenzis 1. Kaybmanua (30kpema, Bu-
koHaHHs «3umoBoro nuusixy» @. Illybepra, Takox BedopiB 3 TBopiB I. Mainepa,
P. llITpayca, P. Baraepa) ¢popMyirOr0TECS OCHOBHI 3acaiil MIO/I0 TApaMeTPiB HOTO
BUKOHABCHKOTO CTHIIIO. 30KpeMa, BUZHAYAETLCA: 1) Konyepmuicmov ax eaxiciusa
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AKICMb 11020 camonpeseHmayii; 2) iHmenexmyanizm, KOHYenmyaibHicms 3a0ymy
ma «yuxaiunicmoy eminenns (OOMpaHHs CKIAHUX POrPaMH, IIUKIIB IICEHb, MO-
HOTpaivHIX BEUOPIB; MOCHICHA MOHOJIOTIYHICTE, YCTPIMIICHHS JI0 KAMapcucy);
3) cucmema sokanvhux 3acodie eupasrocmi (€KOHOMIisI BUKOHABCHKUX 3acO0iB,
MIPUXWIBHICTE 1O KaHTWJIEHH, POJIb PUTMY Y BOKaJIbHIH MapTUTYpi, SCKPaBICTh
forte, ppp Ta mezzo voce, ¢imirpanHicts diminuendo, pi3HOMaHITHICTE TeMOPY,
JWKIIis, IIaHOOJMBE CTABJICHHS JI0 TEKCTY, NPEBAIIOBAHHS MACKYIIHHOCMI, ap-
tHcTH3M). HecTpuMHa apTucTnyHa eHepreTuka J03BOJISE CIIBAKOBI CTBOPUTH
KOHIICNITYaJIbHI ITICEHHI BEYOPH, 1110, 0€3yMOBHO, YBIHyTh JI0 KOJEKIIii CBITOBOTO
KamepHoro BUkoHaBcTBa. KiT04oBi ciioBa: sukonascokuii cmuis, henomen meop-
vocmi, U. Kaygmann, inmepnpemayis, Liederabend.

SAn  Xaocwaub. Kaup Liederabend’a B TBOpuYeckoii TpaKkTHKe
M. Kaypmanna. Ha ocHose ananusa nmunepaberios M. Kaydmanua (B uacTHOCTH,
ucnonHenue «3umHero nytu» @. Illydepra, Takke Be4epOB U3 MPOM3BEIACHUI
I'. Manepa, P. llltpayca, P. Baruepa) GpopMynupyoTCcsi OCHOBHBIE MTPUHIIMIIBI €10
HCIIOJTHUTEIILCKOTO CTWIA. B 9acTHOCTH, 310! 1) KOHYepmuocmsb Kak BayKHOE Kaue-
CTBO €r0 CaMOIPE3CHTAINH; 2) UHMELIEKMYAIU3M, KOHYENMYATbHOCTb 3AMbICILA
U «YUKIUYHOCMbY gonaoujenusi (M30paHue CIOKHBIX MPOrPaMM, IUKJIOB MECEH,
MOHOTpa(pUUYECKUX BEUEPOB; YCHIICHHAS MOHOJOTHYHOCTh, YCTPEMIICHHE K Ka-
Tapcucy); 3) cucmema BOKAIbHBIX CPeOCmE gulpazumenbHocmu (SKOHOMHUS UCTION-
HUTEJIBCKUX CPEJCTB, MPUBEPKEHHOCTh K KAHTUIICHE, POJIb PUTMA B BOKAJIbHOM
HnapTuType, SIPKOCTh forte, ppp u mezzo voce, punurpasHocts diminuendo, pas-
HOOOpasne TeMOpa, TUKIHSI, YBRKUTEIEHOE OTHOIICHNE K TEKCTY, IpeolanaHme
MaCKYJIMHHOCTH, apTUCTU3M). besynepkHas apTHCTHYECKast SHEPTeTHKa MO3BOIS-
eT NEeBIly CO3/[aBaTh KOHILENTYyallbHbIE IIECEHHBIC BeYepa, KOTOphIe, Oe3yCIOBHO,
BOMIYT B KOJUIEKI[UIO MUPOBOT0 KAMEPHOI'0 MCIIONHUTENLCTBA. KilloueBbie ciio-
Ba: ucnonHumenbekutl cmuns, genoven meopuecmsa, M. Kaygmann, unmepnpe-
mayus, Liederabend.

Yan Haosyuan. Genre Liederabend in creative practice by J. Kauffmann.
Statement of the problem. Within the frameworks of interpretology, the
performing style appears as the relation of two subjects (the performer and the
subject of the music itself, recorded in the text), a meeting of the composing and
performing thinking. It is every performance by Jonas Kaufmann, a prominent
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singer of the present, that becomes this meeting. According to the singer’s words,
the «chamber form» invented by him and called Liederabend is the favourite
form of his expression. Liederabend always demonstrates the singer’s outstanding
acting skills, stage presence, strong voice and impeccable technique. Among the
outstanding events there are the performances of G. Mahler’s chamber opuses
(romances, «Song of the Earth», «Songs of the Dead Children», R. Strauss;
Liederabends in Bamberg, Munich and the Metropolitan Opera with F. Liszt’s
songs «Three Sonnets of Petrarch», G. Mahler, A. Dupark (including on Heine’s
and Goethe’s verses), R. Wagner (Five Songs on Matilda Wesendonk’s verses),
B. Britten (Seven Sonnets by Michelangelo). The singer’s attention to the Austrian-
German repertoire is the special trait of such chamber evenings.

Analysis of recent publications on the topic. The main material on
J. Kaufmann’s creative work is contained in numerous interviews, official site
materials, Thomas Voigt’s book called «Meinen die wirklich mich», nonfiction
articles and reviews on the performance of, in particular, Liederabends (T. Belova,
T. Yelagin, E. Shapinska, Tim Ashley, and Christie Franke). From the studies of
chamber and vocal performance (I. Gersamiya, T. Madysheva, T. Lymareva), the
classification of dialogue quality (E. Stepanidina) in chamber music is involved.
The systematic approach allows (based on G. Tsypin’s research) to identify the
phenomenon of J. Kaufmann’s creativity.

The purpose of the study is the formulation of the basic parameters of his
performing style based on the analysis of J. Kaufmann’s Liederabends.

Presentation of the main research material. In «The Winter Way» the
singer resorts to such expressive means as a little exaggerated, chanted diction
of the initial phrases («Sleep quietly»), radically contrasting dynamics of
opera ff and subtle pp («Floody), extremely slow tempo and filigree breathing
(«Inny), «performance on the verge» of sound and silence («Loneliness», «Grey
Hair», «Crow», and «Last Hope»). The centre of the performance concept is
«Loneliness» (according to the singer himself). K. Frank sees the performance by
Kaufmann as a rich spectrum of emotions; many listeners note the introversion
of his expression. Concerning the conceptual dimension of J. Kaufmann’s
interpretation of “The Winter Way”, the following facts were noted: the integrity
and the construction of the performance form; the conscious avoidance of
unnecessary expressiveness, monologue quality (the master connects the songs,
creating an extended monologue), and artistry.
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Conclusions of the study. The analysis of Liederabends made it possible
to find the components of J. Kaufmann’s performing style that characterize his
individuality.

1. Intellectualism, conceptual design and «cyclicality» of the embodiment.
For Liederabends the singer always chooses sophisticated programs, dominated by
song cycles, or even the evenings devoted to the creative work of one composer.
From the point of view of dramaturgy, the singer combines several songs into
a kind of a micro-cycle, which enhances the monologue of the expression
(dialogue «I-I»); the performance by the singer of any composition or cycle is
always integral and intends for the catharsis.

2. The system of vocal expressive means that allow the singer to simulate
different facets of images. Liederabends reflect the main features of J. Kaufmann’s
style, which can also be noted in terms of opera interpretations: the economy of
the performer, the singer’s commitment to conducting the cantilena, the role of the
rhythmic component in the vocal score, the ability to tune his voice in different
vocal ensembles, brilliant piano and mezzo voce, the brightness of forte, the filigree
diminuendo and more. Kaufmann’s outwardly restrained manner of performance
allows conveying the shades of poetic and musical text, reaching the heights
peculiar to him as the performer of the tragic roles of the opera repertoire. In the
chamber performance, some things sound even more pronounced. This applies to
timbre (the singer can choose the desired colour of the voice, in particular, a matte
or «steel» hue), the dynamic hue of ppp (sometimes a barely audible sound of
the voice in the vocal cycle by F. Schubert gave a sense of boundary between the
worlds, which is as if crossed by the lyric hero), diction (the singer speaks words
clearly, and sometimes even sings in a recitative manner, in particular F. Schubert’s
«Warrant»), and iythm (he has a specific «acuteness» with certain disturbances of
a uniform course, which has a powerful influence on the audience). Analysing the
method of J. Kaufmann’s work with the author’s musical material, it is noted that he
respectfully treats the text of the performed compositions, never exaggerates with
“liberties” (agogic deviations, text notes, and fioritures). In terms of behavioural
characteristics, J. Kaufmann’s performance always prevails in masculinity; from
the point of view of the dialogue of the vocal and piano parties in J. Kaufmann’s
Liederabends, the monologue quality is of great importance. All of the above
allows us to identify another feature of Kaufmann’s performing style — his artistry.
Due to his unstoppable artistic energy, which is felt by the listeners and visitors of
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Liederabends, the singer creates vivid, conceptual song evenings that are generally
distinguished by the thoughtfulness of interpretations and which will surely be
included in the collection of the world chamber performance.

The prospect of further study of the topic is related to the study of
J. Kaufmann’s performing style from the standpoint of interpretology. Key
words: performing style, phenomenon of creativity, J. Kaufmann, interpretation,
Liederabend.

IMocranoBka mpoOaemMu. AHaji3 BHUKOHABCHKOTO CTHJIKO 3JIaTHHUN
IHTErpyBaTH TEOPETHYHI IOJIOKEHHS W 1CTOPUYHI BIZOMOCTI, ecTeTHY-
Hi OLIHKH Ta €MOIIfHMIA BIATYK, 30epiraioun mpu oMy Oe3mocepeanii
3B’S130K 3 )KHBOIO MY3MYHOIO MPAKTHKOI. B Mexax iHTepmperosorii Bu-
KOHABCBHKHUH CTHIJIb ITOCTAa€ SK BiJHOIIEHHS JBOX CyO’€KTiB (BUKOHABIIA
i cy0’exTa camoi My3HKH, 3a()iKCOBAaHOTO B TEKCTi), 3yCTpid KOMIIO3H-
TOPCBHKOTO Ta BUKOHABCHKOTO MHCIEHHS. Came 3yCTpiuylo CTae€ KOXHUN
Buctyn Monaca Kay(ManHa — BHIATHOrO CHiBaKa CydacHOCTI, PO SIKO-
ro Ilnacino [lominro ckazas: «Sl 3aBKAM HACONIOKYIOCS, KOJIH YYIO, SIK
ciBae Monac Kaybmann, i myxke JH06II0 POSMOBIISTH 3 HUM; TOMY IIIO
BiH HE TIJIbKM YyJJOBUH CITiBaK, a i BACOKOIHTEIITCHTHUH XyT0KHHK, SIKUH
JIOBTO 1 KOITITKO TIPAITIOE HAJ iHTEPIPETAIIEI0 CBOIX POJIEH, a TaKOX YIIOo-
CKOHAJIFOE CITIBOYY TEXHIKY» [16].

BuBuenns TBopuocti Monaca Kaypmanna nepenbauae ii ocsrueHHs
B [TOBHOMY 00Cs31 — IK B ONIEPHOMY MHUCTEIITBI, TaK i B MUCTEIITBI KOHIIEPT-
HO-KaMEpHOTO CITiBY. SIKIII0 B ONepHiii ramy3i criBak Ha CbOTOAHILIHIN AeHb
€ OJIHWM 3 Haif3aTpeOyBaHIIINX TEHOPIB CBITY, TO HOTO KaMEpHIi MPOrpaMu
3 TBopiB P. Barnepa, [Ix. Bepai, XK. Maccue, JIx. [Ty4uini, P. IlITpayca,
@. ly6epra, XK. bize, [Ix. [Taiziemno, ®. lllybepra, I. Manepa — npeamer
ocobucTHX Briojo0anb. KamepHe BUKOHABCTBO Ta BUCTYITH 3 CHM(OHIYHUM
OPKECTPOM CITiBaK BBaXKa€ BKpail BaKJIMBUMH M PETENBHO /10 HUX FOTY€ETh-
cs1, BUOYTOBYIOUN KOKHOTO POKY HOBY Tiporpamy. Konmepru 3 cumdonid-
HUM OpKecTpoM (mia BiakpuTuM HeOOoM B Mronxeni, Tutto Verdi, «3ipku
Oinmx Houel», «['ama Baruepy ; Buctymu 3 A. Herpebxo, T. Xemmnconom,
H. Jecceti, E. T'apanua, P. ®neminr, J[. XBOPOCTOBCHKUM) 3aBKAM Jie-
MOHCTPYIOTh BHJIaTHI aKTOPCBhKI 3Mi0HOCTI criBaka, HOTO CIIEHIYHICTH,
CHJIBHHI TOJIOC Ta Oe3foranny TexHikKy. Lle ctocyeThes it mporpam Lieder
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(abo «rimepabeHIiBY»), SIKi BiH MPEACTABIISIE IOl Pa3oM 3 TOCTIHHIM
naptHepoMm XeiabmyToM Jloiiuem (popreniano). OCOOIUBICTIO TaKUX Ka-
MEpHHX BEYOpIB € yBara CIiBaka /10 HiMeIpKoro pemnepryapy. opobok
1. Kaydmanna B cdepi KaMepHOTO My3HKYBaHHS (B Iapaiellb 10 CTBOpe-
HUX HUM ONEPHUX IEPCOHAXKIB T KOHLIEPTHUX BUCTYIIIB 3 OPKECTPOM) 3a-
CIIYTOBY€ Ha OKpeMe JIOCIiIKEeHHS, 06€3 SKOTO HEMOXKIIUBE YCBITOMIICHHS
(heHOMEHY HOTO BUKOHABCHKOTO CTHIIIO.

AHaJi3 ocraHHix mnyOJikaniii 3a Temoro. OCHOBHUU MarTe-
pian crocosno TBopuocti M. KayMaHHA MiCTHTBCH B YHCIEHHHX
inTepB’1o [1; 5; 14], matepianax odimiitHoro caitry [15], kau3i Thomas
Voigt «Meinen die wirklich mich» [16] 3 6ararbma crioragamu npo pooo-
Ty 31 CIIIBAKOM BUJaTHUX MY3HKaHTIB Cy4aCHOCTI, ITyOIIUCTUYHHX CTaT-
TSAX Ta BiATYKaX Ha BUKOHAHHS, 30KpeMa, minepadenniB (T. bemosoi [3],
€. [anuucekoi [11], Tim Ashley [12], Christie Franke [13]). Lo cTo-
CYETBCS AOCIIIKEeHb KaMEPHO-BOKAJILHOTO BHKOHABCTBA, TO IOIIJIEMO-
cs Ha pucepraiii 1. Tepcawmii [4], T. Maagumesoi [6], T. Jlumaperoi [6].
3okpema, T. JIumapeBa BUSBIIL€ HAHOUIBII XapaKTEPHi «CTPYKTYpHU 3BY-
KOBOTO TEKCTy BOKaJIbHO-BUKOHABCHKOI iHTEeprmpeTalii sk ¢GopMu BUpa-
JKEHHS TBOPYOCTI CHiBaka i K SBHINA XyAOKHBOI KyasTypm» [0, c. 23],
a TaKO)K BCTAHOBITIOE JIESK1 3arajibHi 3aKOHOMIPHOCTI «B TIOOYIOBI 3ByKO-
BUX BUKOHABCHKUX TEKCTIB» [Tam camo]. [IpoTe aBTop poOUTH BUCHOBOK
opo Te, 10 BOKAJIbHO-BUKOHABChKA IHTEPIIPETALisl «MOIEIIOETHCS K
CEeMaHTHYHA Karicylna, Jie ceporo NisiIbHOCTI BUKOHABIS € nepudepii-
Ha 30HA, a SJIPO HAJEKUTh aBTOpaM rpadivHOro TEKCTY — KOMIIO3UTOPY
1 ToeTy» [TaMm camo], 3 IKUM MU, JOCITIKYIOUH BUKOHABCHKY MisSTbHICTD
1. KaydhMaHHa He MOKEMO IIOTOIUTHCS. MOJIeNh KAMEPHOT0-BOKAIEHOTO
BHKOHAHHS fK aiayiory mporonye €. Crenanigina. J{ocmimkyoun mpo-
OneMy IiaJIOTYHOCTI BOKAJIBbHOT Ta GopTenianHoi mapTii (K «CHCTeMH,
3a IIpaBWJIAMH SIKO1 OyJy€ThCs TBip»), aBTOpKA BUPI3HSE JI1aJIOTivHI Bij-
HOCUHHU B HOTHOMY TEKCTI Ta J1ajioT €MoX Ta CTHJIIB, III0 MA€ BHIB 5K 110
BiIHOLICHHIO JI0 TBOPY, TaK i 10 BUKOHAHHS, T4 BHOKPEMJIIOE HACTYIIHI
PI3HOBUIYN MiaJIOTIYHUX Tap: «CIOBO-BOKAJIbHA MaPTiso», «CI0BO-PopTe-
niaHHa mapTis» (MPU CHHXPOHHIM B3a€MOJIT «y4yacHHUKIBY» Jianory; Jia-
JIOT «TIepCOHaXiB» B paMKaX BOKAJbHOI MapTii, BOKAJIBHO-(GOpTEMiaHHi
emi30/I1 — COJIbHI (pOpTeriaHHi Ta BOKaJIbHI ()parMeHTH (MpH Aiaio3i «I1o
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TOpU3OHTAMI», ab0 IiaXpOHHOMY 3pi3i); MIiaJIoTH «aBTOP-BHKOHABIIIY,
«BOKaJIbHa MapTis-CIiBaK», «TEKCT (GOpTemiaHHol NapTii-maHicTy», «crmi-
BaK-aKOMTIaHIaTOP», «BOKaIbHA Ta popTemnianHa mapTis» [9, c. 9], a Takox
BKa3ye€ Ha Taki pi3HOBU/JMU CITiBBIJIHOIIEHHS BOKAJIBHOI Ta (opTemianHol
MapTii K rOJIOBYBaHHS rojiocy abo mapuTeTHICTb maprii [9, c. 10].

MeTa m1aHoOro A0CJiaKeHHsI — (OPMYITIOBAaHHS HAa OCHOBI aHATI3y
ninepabennis M. KayMaHnHa 0CHOBHHX MapaMeTpiB HOro BUKOHABCHKOTO
CTUJIIO.

BukianeHHss ocHOBHOTO Martepiany gociimxennsi. [ [umin [10],
JOCIIPKYI0UN (DEHOMEHOIIOTiI0 TBOPUYOCTi, OHUMHU 3 OCHOBHUX BBa)aec
TaKi HACTAHOBH apTHCTA SIK: 1) «HEOOXIIHICTh Y BOJILOBIM JIii»; 2) IepeBTi-
JICHHS «Tpeday» B «X0uy» (TOOTO Oa’kaHHS TBOPUTH), 3) HasIBHICTH BHYTPILI-
HBOI TO3UIIT («IJIsT KOTO TpaTtu»?), TOOTO miamor MUTIL 3 [HmmM («Bac-
HUMY» cliyxadem, co0o0r0). Bci 11i HacTaHOBH, 0€3yMOBHO, MOXKHA TO3HA-
anTH mozo TBopuocti M. KaydmanHa, 30kpeMa, CTOCOBHO JTijiepabeH iB.
3a cnoBaMu CriiBaka, BiJiHaljeHa HUM «kamepHa (popma» Liederabend’a
€ HallymroOJIeHIo (OpPMOIO HOT0 BHCIIOBY, X04a i JOBOJII BXKKOKO 3 TOY-
KM 30py BIIacHe migrotosku. Tak, B oqHOMY 3 inTeps’1o M. Kaypmauu Biz-
Mivae: «MeHi Baxkde Oyno O migroryBaru Takuii Jlinepabena ans eauHo-
TO KOHIIEPTY 1 IMOBTOPIOBATH MOTO Yepe3 MiBPOKY, ado IIe uepe3 pik-IBa.
[MigroToBky Tozi Tpeba MOUMHATH MaJjo IO HE 3HOBY 3 Touarky. Komau Mu
CTaBHMO OIIEPY, MH JOBI'O PENETUPYEMO, 1 TpeM’ epHUIA OJIOK 3a3BHUail Bif
TPHOX JI0 BOCBMH CIICKTAKJIIB MiJpsi/. Y BHCTaBl CKIAJA€ThCS BCE TE, IO
OyJ10 3HAIEHO Ha PETICTHUIIIAX, aJie i 3a Yac BUKOHAHHS ITi€T cepil 3a3BU4ait
€ MOXJTMBICTB IOCH TTOJIMIIINTH, BIATOYUTH 1 BIIKPUTH IIOCH HOBE, TOOTO
nificHo poOuTn My3uKy. barato pokiB mocmiib s HAMaraBcsi BUKOPHCTO-
BYBaTH TakWil JIOCBiJ cepii BUCTaB B aHPi COIBHOTO ICEHHOTO BEYOpa
1 3poOuTH 3 HUM TypHE» [5].

Otxe, Liederabend («miceHHUH Bewip») 3a POMaHTUYHOIO TpaauLli-
€10 BeUipHii KOHIIEPT, B IKOMY BUKOHYBAJIHCS TBOPH 13 3araibHOIO i7€€l0,
abo oxHOrO aBTOpa (MY3MKH M TekcTy). Hacranosa, sixy [ Lumin chop-
MYJIIOBaB SIK «nepesminenns “mpeba’ @ “xouy’» TOB’s3aHa B TBOPYOCTI
1. Kay(maHHa 3 peTenbHOI0 poGOTOI0 HAJl BIACHE KOHIEPTHOK MPOrpa-
MOt0, 00 JiiepabeH1 — 0COOUCTICHMIA KaHP, B SKOMY MOXKIIMBO TOHKE BiI-
YyTTS AOBIpH Ta Oeciqu 3 myOmiKkoro. «Boibosa Oisy cliiBaka B bOMY CEH-
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ci — cBijloMe 0OpaHHS MepeBaKHO TBOPIB aBCTPO-HIMEIBKOTO periepTyapy.
30KkpeMa — BUKOHaHHsI KaMepHuX omyciB ['yctaBa Manepa. Hum Bukonani
pomancw, «Ilicas mpo 3emiroy, «IlicHi mpo moMepnux miTei» (B TEHOPOBIi
TOHAJIBHOCTI Ha TepIito BuIe 3a opuriHai). CTOCOBHO OCTaHHBOTO BHKO-
nauns T. Benosa nuie, 10 «IPOHMKHEHHs Ta nonananHs M. Kaydhmanom
B 00pa3HWi CBIT TBOpPY € JAWBOBM)KHHM, HOTO IHTEpIpeTallisi MocTae
B OIUH psj 3 kiacuuHuM 3amucom J[. dimepa-Jlickay» [2]. ¥V 2011 Biag-
MITHMO CEpir0 KOHIIEPTIB 3 MicHAMH He TinbKu I. Manepa, a i P. llITpayca
(City of Birmingham Symphony Orchestra, aup. A. Henbcon); minepa-
oenn B bambep3i, Mrorxeni Ta Merpornoniter-onepa 3 micasmu . Jlicra,
I. Manepa, A. Tronapka (3okpema, Ha Bipuii [eiine ta I'ete), P. Barnepa.
OxpemMa TeMa B KOHTEKCTI JOCIHiIKEHHS BHMKOHABCHKOTO CTHIIIO
1. Kaypmanna — tBopuicts @. Illy6epra. Tak, me Ha MOYATKY CITIBOYOT
Kap’€pH BiH criiBaB B onepi «Becenuii 3aMmok caranuy, y ce3zoni 2009/2010
1. Kaydmann Buxonas minepadenn ®. IllyGepra «IIpekpacHa MipomHmd-
Ka»), SIKUi NoTiM 3anucas. B iioro nuckorpadii € «3umoBuit nuisixy», apii
3 onepu «®P’eppabpacy, «Anbsdonco i Ectpenna» (anmsbom «Sehnsuchty),
3a ydvacti cmiBaka npounun BuctaBu K. ['yra «®’eeppabpac». B KOH-
uepti y Mysikdepaitn (1 tpaBus 2014) nponynana panns Oamanga Die
Biirgschaft («Ilopyka»). B omHOMY 3 iHTepB>10 BiH 3a3Ha4ae: «Y 19 poki
[lyOepr HanucaB My3uky Ha Oanany Llumepa “Ilopyka”. Y Hiil € ene-
MEHTH, XapaKTepHi AJIs orepu; Jo0pe 4yTHA 3pocTaroya Harpyra — Bode-
BUJIb, HOMY OyJI0 TIPUEMHO TpaTH 3 TaKUM MarepianoM. Alie, 3BUYAiiHO,
[lyGept BimomMuii mepiI 3a BCe 3aBASKMA CBOIM CUMQOHISIM, KaMepHil My-
3UITI 1 BeTUYE3HIN MICEHHIH TBOPUOCTI — TaKii IPOCTii 1 pimirpanHiin [§].
Ane, 3BUYaiiHO, caMe BUKOHAHHS IIMKIY «3UMOBHUI LUISIX» TPOAECMOH-
CTpyBaB ITMOWHY PO3YMIHHS Ta iHTEpHpeTallii criBakoM KaMepHOI TBOp-
yocti ®. [llybGepra Ta mocTaBUB Iiei 3alKC B OJUH PsiJi 3 BUKOHAHHSIMHU
I1. Ulpatiepa, JI. ®imepa-/lickay, Xanca Xorrepa. [lopsiz 3 3amucom (dip-
Mu SONY) € KOHIEPTHHH 3amuc BUKOHaHHS 1poro mwkiy (12.04.2014)
B MoCKBI, siKka cTaja BOCbMUM MiCTOM KOHLIEPTHOTO TypHE, PO SIKE CITiBaK
roBopuTh: «TypHE 3 “SUMOBUM IIIAXOM’ A€ Macy 3a0BOJICHHS, 3 KOX-
HUM BHUCTyNoM Bce Ounbiie 1 Outbmie. [Ticui [lyGepra narwoTh npekpacHy
MOYJIMBICTh YPI3HOMaHITHUTH Mili ONIEpHUN periepTyap. 3 BOKaJIbHOI TOU-
KM 30py BUKOHYBaru “3MMOBHMIU HUISIX~ HEBAXKKO, T4 W €MOIIWHO Haro-
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BHUTH Horo gocuts npocto. [lybepr HanucaB Taky NpekpacHy My3HUKY Ha
TekcTu Binbreasma Mrosiepa, 1o y MeHe SIK ClliBaka MpOCTO HEMae IIaH-
Cy HE BIIKpUTHCA IM: BapTO BCTYIIUTH Ha LieH LIJISIX, 1 TeOe 3aXOIUIATh 3uMa
i nenpecis» [5]. Y «3uMOBOMY IIISXY» KOMIIO3UTOP BUPIIIYETHCS HA 30-
OpaXeHHsI BHYTPIIIHBOTO CBITY JIFOJIMHU B CTaHI 0€3BUXO/Ii, SIKUH 3 TAKOIO
cuioro BiarBoproe Kayhmann. «Y nux micHsX, — Bkaszye €. [llanwHchKa,
uutytoun M. Bpiona, — toii Tpariunuii lllyGeprt, sikoro yacto mpocro He
3HAIOTh, PO3KPHUBAE TIiHBOBI 1 OCISTHUN B HOYI OIK CBOTO iCHYBaHHSA ...
Jlronmuua mae OyTu miIyxoto, o0 i1 He Bpa3wiv 3aKJIMKU TEMHHUX CHJI, SIKi
TaK 4acTO TMPOPHUBAIOTHCS B HOro QopremianHiil My3wili, B Horo IlicHsx,
KBapreTax i cumMQoHisx» [uur. 3a 11].

3BepHeMocCs 10 aHani3y BukoHanHs M. Kaydpmanna. Y nepuromy po-
MaHci («CIOKIMHO CcIi») IyTH TPOXHU MepeOiIbIIeHy, CKaHIOBaHY JIHK-
Lil0 TTOYaTKOBUX (pas3, sIKa 3MIHIOETHCSI 3BUMHOIO M SIKICTIO, 1 3aBEpIIY-
€THCSI HA CJIOBAX «... MOi KpPOKHM O€3IIyMHI, 10 HE PUIIHYJIM OBEP1» Ha
nianicumo. Ha koHTpacTi, attacca, 3ByuuTh OypxiuBuii «Dmrorep», e
sicKpaBime — HacTynHi «3acturii cnbo3n». «[loBiHB» — HOMEp, B SKO-
My CHiBaK OpPraHIYHO MOEIHYE MOBHOIIHHE OmepHe ff 1 HallToHIIEe pp.
Kontpactom ctae HacTynHa 30cepemkena micHsa «Ha piumi». 3a cnoBamu
X. Hoitua, omuH 3 TOMOBHUX pomaHCiB mukiy — «Tpaktupy» («lle Haii-
rullna, OCMHCIIEHA 1 KpacuBa MicHA 3 yChOTO IIUKITY»). BoHa Bkpaii mo-
BUJIbHA, 1 Bij CITiBaka BUMarae BEIMYE3HOTO HANpPYXEHHs 1 (iTirpaHHoi
TexHiku auxaHHsa. Kaypmanu iHTeprpeTye 1i Sk Xopas, a CynpoBiJl BUKO-
HY€ETBCS JIeb YyTHUM 3BYKOM. Take «BUKOHAHHS Ha MEXi» 3BYKY 1 THIII
Bpakae i B HACTYMHUX HOMepax — «CaMOTHICTEY», «CUBHHNY, «Bopony,
«OcTaHHs HaAis» — PO3BUTOK KOKHOT 3 HUX MOMIOHUHN IO pO3Kpy4yBaH-
Hs npyxuHi. €.lllanuHCbKa XapakTepu3ye iHTPOBEPTHICTb BUKOHAB-
s SIK MOKITUBICTB BiIUYTH AMXaHHS «iHIoro ceity» [11], a K. ®dpank
BOadae y BukoHaHHI KaydMaHHA Bech CIEKTp €MOIiid — «BiJl ipOHIYHO-
ro, 6esmopanuoro npomanas “Gute Nacht” mo mommikoBoi Hazii “Die
Post” 1 Bimwaro “Der Leiermann” ... Kay¢pman OyB cxoxuii He Ha omo-
BiJlada, SIKMI pO3MOBiJaE 3/1alieKy, a Ha JIONWHY, IO MEepeXuBae Oilb
B naHuii MmomeHT» [13]. Amodeo3om 1€l emorrii crae «CMIUIUBICTBY,
axy M. KaydMmaHH BBaXae LEHTPOM BIACHOI BUKOHABCHKOI KOHIIGHIIIl.
Jo peui, CTOCOBHO HACTaHOBH TBOPUYOCTi, chopmynboBanoi I. [uminum
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K «HASBHICTH BHYTPINTHLOT MO3UIIII» Ta miajory, Tpeda BiIMITHUTH, IO
Kaydwmann yacrimie Beje mei aiajior 3 camuM coboro. bararo 3 ciyxauis
B1IMIYarOTh IHTPOBEPTHICTh HOr0 BUKOHAHHS «3UMOBOro Huixy»: «Ha
cBill “3umoBuii nusax” Kayhman 3axorstoe cnyxada rHOWHOO MEPEKH-
BaHHS, a HE TTOKA3HOIO SICKPABICTIO eMolii» [3]. Ane Takuii BHyTpillIHIH
Jiiaior BUMarae akTuBHoOro ciryxanus. «Kaydwmana i Jloliua HeoCTaTHRO
4yTH, TOTpiOHO cimyxatu», — BBaxkae T. benosa [Tam camo]. K. ®pank
y BIATYKYy Ha BHKOHaHHS «3WUMOBOTO INUIAXY» 3a3HAa4aB 3aTHICTb
KaydmanHna «mpoHHKaTH Kpi3b HIKipYy Ta MCUXIKY IMEPCOHA)Xay», 10 IO-
3HAYA€THCS Ha MapTULMNATUBHOCTI BUKoHaHH:: «Te, mo Kaydman OyB
y SIKOMYCh 1HIIIOMY CBITI, HE 3HAIOUUN PO CBOKO ayJAMTOPIit0, OYJI0 Oue-
BUAHUM. BiH mecTuB i XpumiB, miecka ¢ppasu i ciBaB Kpi3b 3yom» [13].

CTOCOBHO KOHIIENITYaIbHOTO BUMIpY inTeprperamii M. Kayhmarmom
«3UMOBOTO NUISIXY» CJIiJl BIAMITUTH: LIJIBHICTH Ta BUOYJIOBaHICTH BH-
KOHABCBHKOI ()OPMH; CBIJOME YHUKHEHHS 3aliBOi €KCIIPECHBHOCTI, MOHO-
JIOT1YHICTh (aPTUCT 3’€JHYE TICHI, CTBOPIOIOYM PO3MIMPEHUI MOHOJIOT),
apructu3M (tak, T. Enuni BigmivaB, 10 CMiBaK BUKOHYE IUKI «BEJIHYHO,
GaitponiuHo 1 MeTadizugHO 3yXxBasio» [12]).

BucuoBkH nociaimkennsi. besymosno, M. Kaypmanny migsmaaauit
MPaKTUYHO BECh TEHOPOBUHU pemepTyap (OomepHui, KOHIEPTHUH, Kamep-
HUI1), TOMY B IaHOMY JIOCIIJPKCHHI MU BBa)Ka€MO HOTO CITIBAaKOM yHigep-
canvrozo muny. Kamepre BukonapcTso M. KaydMaHHa npejcrapise Benu-
YEe3HUH 1HTEpeC IS A0 CIIKSHHS HOro CTUIk0, 00 Horo iHTeprpeTariii 3a-
BXIM BIi3HaBaHHI. CKJIQAHICTh Ta Pi3HOXapaKTEPHICTh 00pa3iB, TEKCTIB,
TBOPIB; MTOETHAHHS Ta BUTPUMAHICTh B OJJHOMY CTHJIbOBOMY ITOJTi, BMiHHS
PO3MOIUIATH CUITY TOJOCY, MiAMOPSAKOBYIOUH HOTO XyI0KHBOMY 3ayMy —
LIe PUCH, 110 XapaKTepu3yIoTh AilicHOro Maiicrpa. Jlo Toro x, nmozHaueHa
BUIIIE CIICHIYHICTH CITiBaKa JJ03BOJISIE BHOKPEMUTH KOHYEPMHICHb K GAIC-
JUBY AKICMb 11020 camonpe3eHmayii, o ICKpaBo NPeICTaBIeHa B KaMep-
HOMY KaHpi JifgepadepHa.

CtocoBHO «cTpYKTYp 3ByKoBoro Tekcty» (T. Jlumapena), abo cknamo-
BHUX BUKOHABCHKOTO CTHUTIO, IO BUSBIICHI IIPH aHATi31 KAMEPHOI TBOPUOCTI
CriBaKa Ta XapaKTePU3yIOTh HOT0 IHAMBIYAIbHICTh, TO3HAYMMO TaKi.

1. Inmenexmyanizm, KonyenmyaibHiCmo 3a0yMy ma «YUKITUHICTIbY
eminenns. J{ns nibepaOeHIOB cIiBaK 3aBXIu 00MpaE CKIaJHI pOrpamMu
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(xamepni muku P. Barnepa, P. lltpayca, I. Marnepa), iHOIi J€MOHCTPYTO-
YM 1 HOBI BUMIpH iHTEpIIpeTalii 10BOJIi NPOCTUX, HA MEPIIHA OIS, ITi-
ceHb (e crocyeTbes, 30kpema, miceHs . lllydepra). B mporpamax nepe-
BaXKaIOTh MK TiceHb («I1'sTh micenb Ha Bipin Matinban Be3eHaoHK»
P. Barmepa, «Tpu conera Ilerpapkm» @. Jlicta, «Cim coHeTiB
Mikenanmkeno» b. bpitrena, «3umoBwmii mursix» @. [lybepra, «IlicHi mpo
nomepnux aiteit» [ Manepa), abo B3araii Be4opu NPUCBSIUYEHO TBOPUOC-
Ti OTHOTO KOMIIO3UTOPA, 0COOMCTICTh sikoro KayhMaHHOM OCMUCTIOETHCS
y HOBOMY, NIMOOKOMY NPOYHTaHHI. 3 TOUKH 30pY JApamaryprii BUKOHAHHS
criiBakoM Oyib-sIKOTO TBOPY a00 MUKITY 3aBKAM LITICHI W yCcTpiMIleHi 10
xamapcucy (caMe Takolo € SIKICTh (piHATPHUX IMCeHh a00 HOMEpPIB HOTO
nigepabenaiB). Jlo TOro 3, IHKOJIM CITiBaK MMOEHYE JICKIIbKA MTICEHb Y CBO-
€PITHAN MIKPOIIUKII, UYTO TTOCHITIOE MOHOJIOTIYHICTh BUCIIOBITIOBaHHS (200
Jiasor «51-51»).

2. Cucmema GoOKanvbHUX 3ac00i6 GUPASHOCMI, WO O00360JAIOMb Chi-
6axoei mooeniosamu pizHi epani odpasise. B ninepabeHax BiJOUBAIOTHCS
ronosHi pucu crumo U. Kaypmanna, siki MOKHA IO3HAYUTH if CTOCOBHO
OTICPHUX TPAKTyBaHb: C€KOHOMis BHKOHABCHKHX 3aC00iB, MPUXIIbHICT
CriBaKa J10 BeICHHS KaHTUJICHH, POJIb PUTMIUHOI CKJIQJ0BOI Y BOKaJIbHIH
MapTUTYpi, BMIHHS MiACTPOIOBATH CBill TOJOC y PI3HWX BOKaJHHHUX aH-
camOIrsix, OJIMCKydYe TiaHo Ta MeZzo VOce, SICKPaBicTh forte, PuIirpaHHICTb
diminuendo Tomo. XapakTepHo, 10 30BHI CTpUMaHa MaHepa BUKOHAHHS
Kaypmanna no3Bomsie mepenary BiITIHKA MOETUYHOTO 1 My3WYHOTO TEK-
CTY, AOCSTAl0uU AIHCHO BHCOT, BIIACTUBUX HOMY SIK BUKOHABLIIO TPAriyHUX
porieit onepHOro perepTyapy. B kamepHoMy BUKOHAHHI JesKi pedi 3ByUaTh
HaBiTh OLIbII pebedHo. Hanpukian, e ctocyersest membpy (CriBak BMie
o0uparu MOTPiIOHUI OKpac royocy, 30KpeMa, MaTOBHWA ab0 «CTaJeBHiD»
BIZITIHOK), TIMHAMIYHOTO BIATIHKY ppp (IHOAIL JIe[b YyTHE 3BYHYaHHS rOJIOCY
B BokanpHOMY 1ukii @. lyGepra BumaBano BiI4yTTs MEXi MK CBITaMH,
SKUH HEMOB O TIEpPETHHAE JIPUIHUU TePOit), Qukyii (CIiBaK HiTKO MPO-
MOBJISIE CJIOBA, a 1HOJI B3araji CliBa€ peYUTaTUBHOIO MaHEPOIo, 30KpeMa,
«ITopyky» @. lllybepta) Ta pummy (ioMy BiIacTrBa crieniupidHa «rocTpo-
Ta» 3 NEBHUMHU NOPYIICHHSAMH PIBHOMIPHOTO mepeOiry, mo Haaae Mo-
TYXKHHI BIUTMB Ha CIyXadiB). AHamizyioun meton poboru M. Kaypmanua
3 aBTOPCHKUM HOTHHUM TEKCTOM, MTOTPIOHO BiI3HAYUTH, 110 BiH MIAHOOIU-
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BO CTaBUTHCSA IO TEKCTYy BHKOHYBAaHWX TBOPIB, HIKOJIM HE TEPEOiTbITye
3 «BOJILHOCTSIMUY (arorivyHi BiIXWJIEHHS, TEKCTOBI KYIIOPU Y, HABITaKH,
JIOJIaBaHHS TEKCTY, (DiIOpUTYpH TOIIIO).

3 TOYKM 30py TOBENIHKOBUX XapaKTEepHCTHK y BukoHamHi M. Kayo-
MaHHA 3aBXKJIU IPEBAITIOE MACKYATHHICHb.

B nigepabennax Benwke 3HAYEHHS Mae€ Jiajor BOKaJIbHOI Ta (opTe-
miaHHoi maptiii. Kputnka 3aBxan BiaMidae maiixe O0e3q0raHHE BiTUyTTs
ancamOmio Kaypmanna ta X. Jloitya. Ilpu mapuTeTHOCTI mapTii, MOX-
Ha BHOKpeMHTH y BukoHaHHI Kayhmanna—Jlotiua Taki BUAM miamory (3a
knacudikariero €. CramaHiiHOI) SK TiaoT «CIIOBO-BOKAJIbHA TapTis»,
CHUHXPOHHICTb BOKaJIBbHOI Ta (OpTEMiaHHOI MapTiif; Aiajor «IepcoHaxKiB»
B paMKax BOKaJbHOI MapTii, Jiajor «BOKaJbHA MapTisi-CliBak» (xo4ya iHo-
Il CITIBAaK Ta IMaHICT HEMOB OW «3MararoThCs», aje I1e 3aBKIH 3yMOBIICHO
HasBHOIO METOIO).

Bce mepeniuene Buie 03BOJISE€ BU3HAYUTU IIE€ OIHY PHCY BHKO-
HaBcbkoro crwmo Kaypmanna — apructusm. Came Apructom, mmbo-
KMM, BAYMJIHBHM, 3pinnM, mpeacrasisietbest . Kaybmann y BuKoHaHHI
Liederabend’a. 3aBnsdytoun Moro HECTPUMHINA apTUCTUYHIN €HEPreTHll,
SIKY BIIYyBaroTh CIyXadi Ta BiABiTyBaui JigepaOeH[IB, CHIBaK CTBOPIOE
SICKpaBi, KOHLIENTYaJIbHI TTICEHH] BEYOPH, 1110 B [[IIIOMY BUPI3HSIOTHCS TIPO-
JIYMaHICTIO IHTEPIIPETAIlii 1 sIKi, 063yMOBHO, YBIHAYThH 10 KOJEKIIii CBITO-
BOTO KAMEPHOTO BUKOHABCTBA.

I[lepcnexkTnBa MNMOJAJBIIOIO JAOCTIIKEHHS TeMH TIOB’S3aHa
3 JIOCHi/UKEHHSM BHMKOHABCHKOIO CTHIIO M. Kaydpmanna 3 mno3suiiii
IHTEPIIPETOJIOTI].
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