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MUCTeLTBI: Ha Npuknagi ¢oopTeniaHHOI TBOPYOCTI
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Awnoraris

Xapenko Asina. My3nuHa ApaMaTyprist ik TBOPYHI METO y 12KA30BOMY
MHCTeNTBi: Ha mpukJaai ¢popreniannoi TBopuocti Cepris JaBugosa. Crartio
NPUCBSIYECHO OOIPYHTYBAHHIO TBOPYOTO METOAY B JKa3zoBoMy (opTeniaHHOMY
TBOPI. [IMXOTOMIIO TepMiHy «My3H4YHA IpaMaTypris» BUSBICHO My3HKO3HABLIIMU
XX cr. Buknazneno yHiBepcaiipHi Ta crieriuidHi 3akoHu (HOpPMyBaHHs My3UUHOT
JpamaTyprii B pka3i KOHTEKCT] (POpTEiaHHOT TBOPYOCTI, B KOTPii Oy/ab-sIKi 3MiHH
YKAaHPOBO-CTHIIBOBHX ITapaMeTpiB, IpUHOMiB pOPMOYTBOPEHHS 1, BiAMOBIIHO, MO-
Jeneid (pakTypHO-TeMaTHYHOI OpraHizanii TeKCTY MiJKOPSIOTHCS BUKIIOYHO TBOP-
4iif BOJI TiaHiCTa-iMITPOBI3aTOpa, YBUPA3HIOIOUN 00pa3sHUN YHIBEPCYM JIKa30BO-
ro TBopy. AHami3 onHi€i 3 iMnposizaiiil ;kazosoro mianicta Ceprisi JlaBunosa
JI03BOJIUB C(HOPMYITIOBATH MPUHLMITH JPAaMATypriqHOro MHUCIICHHS My3HKaHTa Ta
BUSIBUTH B3a€MOBILIMB IMaHEHTHO JKA30BOI CTHIIICTHKH Ta KOMIIO3UTOPCHKOTO
MUCbMa €BPONEHCHKOT Tpauiii. 3anporoHoBaHO Ae]iHIIII0 «My3UYHA ApaMaryp-
ris» B mka3oBoMmy mucTenTBi. KillouoBi cioBa: mysuuna opamamypeis, odcas,
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
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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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