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CKpu1nKoBa KOHLEPTHICTb IK NPUHLMAN MYy3U4YHOIrO MUCHEHHS:
CeMaHTU4YHUW AUCKYpPC

AHOTALISA m VYcenencska I. O. CKpUNKOBa KOHIEPTHICTH SIK MPUH-
HUII MY3MYHOTO MHCJEHHSI: CeMAaHTHYHMiIl Juckype. CTarTio NpHCBSIYEHO
XapaKTEPUCTHIII TOHATTS «KOHLIEPTHICTHY, sIKE € 0a30BUM JIJIs1 BUBYCHHS KOHILIEPT-
HUX TBOPIB 32 Y4acTIO CKPHUIIKU. 3a3HAU€HO, 1110 TaKi SBHUIIA Ta HOHSITTS, SIK «KOH-
LEPTHICTHY», KKOHIEPTYBAHHS», KKOHIEPT» 0a3yIOTHCS Ha BIIOOpaKeHHI /1€l nia-
JIOTY y HOTO €KCTpanoIIALii Ha lianekTuky My3ndHoro cranoBineHHs (b. Acag’es).
OxpeciieHO OCHOBHI TiJIX0/u 110 Kiacuikarii pi3HOBHIIB KOHIEPTY SIK My3H4HO-
TO ’KaHPy 3 BUAITICHHSIM OMO3HUI[IH «KOMITO3UTOP — BHKOHABEI[b-COICT, «BUKOHA-
BEIIb-COJIICT — OPKECTP», «CTPYKTYPHHUI KaHOH — cBOOO/a nmoOya0Bu». BuineHo
3HAYEHHS TaKUX aTPHOYIIiH KOHIIEPTHOCTI, SIK BIpTYO3HICTH Ta IMIPOBI3aIliifHICTB,
NpPUTAMaHHUX OyIb-SIKUM KOHLIEPTHUM (OpMam, y TOMY YUCII 1 38 Y4aCTIO CKPHII-
KM. 3a3Ha4yeHo, IO BTIJICHHS 3acaj KOHIEPTHOCTI, SKI HAyTh BiJ BEIUKUX KOH-
uepranx dopm M. C. baxa (FO. Xo10moB), € HEOOXiHO MEPELYMOBOIO y MPaK-
TUYHOMY 3aCTOCYBaHHI MojieJiell KOHIIEPTHOT CKPUITKOBOT MYy3HKH, SIKi 3HAXO/SATh
IHAMBiMyaTbHE BIATBOPEHHS B TBOPYOCTI CyYaCHHX MAHCTpiB, Y TOMY YHCII
1 xapkiB’sH. m Ku1l04oBi cj10Ba: my3uyne mucienns, KOHYepmHicmo, KoHyepm,
CKPUNKOBA KOHYEPMHICMb, KOHYepmHa hopma, npuHyunu nooyoosu KOHYepmHoi
Gopmu y cKpunkosiii My3uyi XapKieCoKux agmopis.

AHHOTALIMSA m VYenenckas M. O. CkpunnyHas KOHIEPTHOCTH KaK
NMPUHIMI MY3bIKAJIbHOI0 MBILIJIEHUS: CeMAaHTHYeCKHii quckypce. Crarps mo-
CBALICHA XapPAKTEPUCTUKE MOHSTHUS «KOHLIEPTHOCTBY, KOTOPOE SBIISETCS 0a30BBIM
JJIA U3YUYCHHS KOHICPTHBIX HpOI/IBBeHeHI/Iﬁ C Y4aCTUEM CKPHIIKH. YKa3aHO, 4qTOo
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TaKHe SBJICHUS W IOHATHUS, KaK «KOHLEPTHOCTBY, «KOHLEPTUPOBAHUE), «KOH-
HepT» 0a3upyroTCsi Ha OTPAKEHUH WJEH JMajora B €ro SKCTPAIOJSIUY Ha JTia-
JEKTHKY Mys3blkajbpHOTo craHoBieHus (b. Acadper). OmnpeneneHbl OCHOBHBIC
MOZIXO/IbI K KIIACCU(HKAIIMY BUIOB KOHIIEPTA KaK MY3bIKaJbHOTO )aHpa C BbIJE-
JICHUEM OMNITO3UINH «KOMIO3UTOP — HCIOIHHUTENb-COIUCT», «HCIOJIHUTENb-CO-
JHUCT — OPKECTP», CTPYKTYPHBII KaHOH — CBOOOJA MOCTPOCHHUs». BhIneneHo
3HAUEHHE TAKUX arpuOyTOB KOHIEPTHOCTH, KK BUPTYO3HOCTh M MMITPOBH3ALIHU-
OHHOCTB, IIPUCYIIUX JFOOBIM KOHIEPTHBIM (popMaM, B TOM YHCIIE U C y9acTHEM
ckpunku. OTMEUEHO, YTO pear3alusl MPUHIUIIOB KOHIIEPTHOCTH, KOTOPbIC HIIYT
ot 6onbinux koHIEpTHBIX Gopm M. C. baxa (FO. Xononos), sBisercst HeOOX0aH-
MBIM YCJIOBHEM B TPAKTUYECKOM NPUMEHEHHH Mojejel KOHIIEPTHOH CKpUMnY-
HOW MY3bIKH, KOTOpPBIC HAaXOJST WHIMBHIyaJIbHOE IPETBOPCHHUE B TBOPYECTBE
COBPEMEHHBIX MAaCTEpOB, B TOM 4HCIie ¥ XapbKkoByaH. m  KioueBble ciioBa: vy-
3bIKANLHOE MblulleHue, KOHYepmHOCMyb, KOHYephl, CKPUNUYHAS KOHYEePHHOCb,
KOHYEPMHas (opma, nPpuHyunsl NOCMpPOeHUs KOHYEePMHOU POpMbl 8 CKPUNUUHOL
MY3bIKe XAPLbKOBCKUX ABIMOPOS.

ABSTRACT = Uspenska I. O. Violin concerto principles as a way
of musical thinking: semantic discourse.

m Background. The history of concert music, separated from ritual and
other non-musical functions, is closely connected with the art of violin. The violin
was the leading instrument of the Baroque concert style, the examples of which
are still unsurpassed. Despite the large amount of research on the formation and
varieties of violin style, the concept of “concert” in combination with the concept
of “violin” has not yet been considered separately, which determines the relevance
of the topic of this article.

The object of the research is a concerto principle of musical thinking in violin
music; the purpose of the study is to identify the features of the phenomenon of
concert in the system of music genres with the participation of the violin.

Research methodology. To highlight the content of the stated topic, the
article uses elements of both general and special musicological methods, including:
historical genetic, deductive, comparative (general scientific approaches);
organological, genre and stylistic analysis (musicological approach).

Results. The article is devoted to the characterization of the “concerto
principles” concept, which is the basis for the study of concert works for
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violin. It is noted that such phenomena and concepts as “concerto principles”,
“concertizing”, “concerto” are based on the reflection of the dialogue idea in
its projection on the dialectic of musical formation (according to B. Asafiev).
The author of the article identifies the main approaches to classifying the types of
concerto as a musical genre, pointing out the following oppositions: “composer —
performer-soloist”, “performer-soloist — orchestra”, and “structural canon —
freedom of construction”. The significance of such attributes of concerto as
virtuosity and improvisation inherent in any concert forms, including with the
participation of the violin, is highlighted. It is noted that the implementation
of the concerto principles, which come from large concert forms by J. S. Bach
(according to Yu. Kholopov), is a prerequisite in the practical application of
the concerto violin music models that are individually embodied in the work of
modern masters, including Kharkiv citizens.

In order to characterize the phenomenon of violin concerto principles, it was
necessary to dwell on the nature of a whole complex of phenomena defined by
B. Asafiev as “the basis and principle of concerto”. Based on the observations made
by the founder of intonation theory, we can conclude that there is a common core
of any concerto music — the idea of a dialogue that arises between the generating
and generated intonational and thematic impulses that potentially contain a key to
the dialectic of the musical process in its various structural formulations.

The dialogue nature of concerto as a special musical genre also includes such
attributes as virtuosity and improvisation. However, their presence in a concerto
has various gradations and is not, as a rule, a foreground factor. At the same time,
we cannot deny that the virtus aesthetics (lat. — valor, talent) is important within
the system of concerto genres represented in music for a certain instrument, in
particular, the violin. In this regard, a concerto is always a “competition and
agreement” between the soloist and the orchestra accompanying him. As a result,
and on this basis, we can say about the formation of the three main types of
interaction between the participants in the concert dialogue: dominating solo,
dominating orchestra, and parity (according to K. Kuznetsov).

It should be noted that the improvisation clarifies the meaning of concerto
as a performing genre, which is aimed at the free expression of a musician,
unlimited by the existing canons and structural models. The genome of concerto
(M. Bondarenko) is realized in a rather wide variety of musical forms and genre
subtypes — from the standard model of a concerto for a solo instrument with
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orchestra, a concert for orchestra, a “concerto without orchestra” (R. Schumann),
to any other genre forms containing signs of concerto (K. Bila).

In evolutionary terms, the development of the concert dialogue idea went
through several stages in which two multidirectional vectors are distinguished —
centripetal (the way to concerto as a special kind of symphonic genre) and centrifugal
(“dispersal” of concerto as a principle of musical thinking in different intonation
systems — mono-, poly- and liberal-genre, according to G. Daunoravichene).
The “Genre Explosion” (L. Shapovalova), inherent in Modern music, influenced
concerto as a musical genre, where composers and performers can discover for
themselves and for listeners the most diverse elements of language and technology,
referring to different eras and genre styles.

The absence of a unified concert model in modern composer and performing
practice is largely due to the set of instruments. The instrumental component
of concert genres (namely genres, not a genre) is in modern conditions a key
determinant in implementing the principles of concerto, which fully applies to
violin music. It was the violin that was one of the main instruments that determined
the appearance of a solo concerto in the Baroque music, where the foundations of
the entire subsequent development of instrumental genre traditions were laid in
the direction from the typical vision to the author’s version — the hypothesis of
the world (M. Starcheus), concentrated in the genre “matrix” (E. Nazaikinsky).
The unsurpassed examples of a large concerto form, which composers of
all subsequent eras have oriented themselves to, are found in the works of
J. S. Bach, who was not so much an “inventor” as a “trend-setter”. In concertos by
J. S. Bach, the severity and seriousness of thought are combined with a peculiar
“neutralization” (Yu. Kholopov) of form elements that create a kind of its internal
tonal and harmonic “frame”. At the heart of Bach’s concerto principles, which
apply to all other manifestations of this principle, and to modern violin literature,
there are two constructive standards — polyphonic (theme and interlude) and
homophonic (theme and episode), in which Yu. Kholopov sees not only differences,
but also similarities. The author of this article did not set the goal of illustrating
these principles on the material of specific works from the creative portfolios of
Kharkiv masters. At the same time, the three principles of constructing a large
concerto form — alternative, developmental and reprise-repeated (Yu. Kholopov),
developed by I. S. Bach, can be traced in a number of examples — from concertos
for violin (violins) with orchestra — to concerto miniatures , where the “image” of
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the instrument is realized through various gradations of concerto as the basis and
principle of musical thinking.

Conclusions. The semantics of violin concerto is revealed in two meanings,
concentrated in the components of this phenomenon. The main one is “concert” as
a principle of musical thinking, based on a combination and different types of ratio
of dialogicity (genre constant), virtuosity and improvisation (genre attributes).

The second component of the phenomenon — “violin” — specifies the first
at the level of the genre system, which is multifaceted and includes works
of different models, classified on the basis of mono-, poly- and librogenre.
The semantic “matrices” of violin concerto find expression in the corresponding
genre forms, which was first demonstrated in the music of the late Baroque
(J. S. Bach), where they were divided into two most common types of poetics:
polyphonic (theme and interlude), homophonic (theme and episode).

The article states that on this methodological basis it is necessary to approach
the concert violin style in the works of both individual authors and regional schools,
in particular, one of the leading in Ukraine — Kharkiv, which is the immediate
prospect of further study of the topic. m  Key words: musical thinking, concerto
principles, concerto, violin concerto, concerto form, principles of constructing
a concerto form in the violin music of Kharkiv composers.

IMocTranoBka npodJeMu. IcTopis KOHLEPTHOTO MY3UKYBaHHSI, y Bil-
OKpeMJICHHI BiJ OOpSAJOBHX Ta IHIINX I03aMY3WYHUX (YHKIIH, TiCHO
MOB’s13aHa 31 CKPUIIKOBUM MHUCTeUTBOM. CaMe ckpunka Oynia MpOBiTHUM
IHCTPYMEHTOM KOHIIEPTYIOYOTO CTHIII0 bapokko, 3pa3ku SKOTO € i Ha Te-
nepilHiid yac HenepeBepuieHUMH. He3Bakaroun Ha BEJHMKHA 00cCAT J0-
CJIIJPKEHb, MIPUCBIYCHUX CTAHOBJICHHIO Ta PI3HOBHJAM CKPHUIIKOBOI'O CTHU-
JI10, TIOHSTTS «KOHIEPTHOCTI» Y TMO€AHAHHI 3 MOHITTAM «CKPHUIIKOBOCTI»
J0Ci OKpEMO HE PO3MIISAAIOCs, 0 BU3HAYAE aKTYalIbHICTh TEMH JaHOTO
JOCHIJKEHHS.

OTxe, 00’ €KT J0CTiKEHHSI — CKPUITKOBA KOHIIEPTHICTD SIK TPUHIIHIL
MY3UYHOTO MHUCJICHHS; HOTO MeTa — BUSIBUTH OCOOIMBOCTI ()eHOMEHY KOH-
LEPTHOCTI B CUCTEMI CKPHUITKOBUX MY3UYHHX JKaHPIB.

AHaJni3 ocTaHHix my0Jikanii 3a TeMo10. Y OCTaHHI POKH 3HAYHOIO
MipOIO 3MIHHJIUCS TIOTISIAN Ta TMIIXOIN JO MY3WYHOTO 1HCTPYMEHTATI3-
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MYy, y3arajibHEHI BiTHOCHO HOBOIO Tally33[0 MY3HUYHOI HAyKH — OPTaHOIIO-
rieto. Y cBiTii ii npoOaeMaTHK BUBYAIOTHCSI CTUI OKPEMUX 1HCTPYMEHTIB
y TIOEJIHAHI 3 )KaHpPaMH, Y SKUX BOHH BHKOPHCTOBYIOThCS. B sikocTi 110-
Ka3y Ha3BeMO psiJi poOiT, BAKOHAHUX y ocTaHHI poku. Lle, 30kpema, nu-
ceprauiiini pocmimxenns E. Kympisuenko (2010), 1. I'pebuesoi (2017),
H. Yncrsaxosoi (2018), B. lapaum (2015), I'. Kocenxko (2018), ne BucBiTiio-
€THCSl MUTAHHS CTPYHHO-CMHYKOBOTO MY3HMKYBaHHSA. ABTOpU LUX POOIT,
opsT 3 00OpaHOI0 KOHKPETHOIO MPOOIeMATHKOIO, TOPKAIOTHCS 1 IMUTAHb
METOJ0MIOTIi — 0CcOOIMBOCTEH IHCTPYMEHTAIBHOTO MHCJICHHS, «00pa3y»
CKPHIIKHU SIK CHCTEMH, Kiacu(iKaIlii CKPUIKOBUX (CTPYHHO-CMHUYKOBHUX)
YKaHPIB TOLIO.

MeTtopoJ10rist JAHOTO JOCIIIKEHHS € KOMIUIEKCHOIO: JIJIsl BUCBITIICH-
HS 3MICTY 3asBJICHOI TEMH y CTaTTiI BUKOPHUCTAHO €JIEMEHTH SK 3aralbHO-
HAYKOBHUX, TaK 1 CIEI[iaIbHUX MY3WKO3HABYMX METOJIIB, CEpPel SKUX — ic-
TOPUKO-TEHETHYHUH, JIeTYKTUBHUH, KOMITApaTUBHUHN (3arajibHOHAyKOBI
MIXO/M); OPTaHOJOTIYHUN, METOIU >KaHPOBOTO Ta CTHUJIHOBOTO aHAi3y
(My3HUKO3HABYMH MiAXi).

Buxnan ocHoBHOTO MaTepiaJjy aocikeHHs. Koxxae My3ndHO-Xy-
JOKHE SIBULIE TO3HAYAETHCS IEBHUM TEPMIHOM, SIKUH 3aBKIU 0a3yeThCs
Ha €THMOJIOTII cjtoBa abo CJIiB, SKi B3SATO 32 HOTO OCHOBY. Y JTaHOMY BH-
NaJIKy TaKUM CIIOBOM € «KOHLEPTHICThY. L]e OHSATTS BKe TOCUTH 1aBHO
€ BKOpDIHEHUM Yy MY3WKO3HaBUYOMY IHUCKYpCi, a TaKOX 3arajbHOBKHBa-
HUM cepeJl My3HKaHTIB Ta ciiyxadiB. [Ipore HEOOXiIHO 1Ie pa3 3BEpHY-
THUCS 10 HOTO TIOXO/PKEHHS Ta 3MiCTY BUKOPHCTAHHS, aJ[)Ke 32 IIUM CTOITh
CYTHICTb PO3yMIHHS KOHKPETHOTO SIBHINA Ta HANpsIMy (BEKTOpYy) HoOTo
JOCHIIKEHHS.

TepMiH «KOHIEPTHICTH» TIOXOIUTH BiJl IMEHHHMKA «KOHIEpT» (JIaT.
concerto), MO 31eOINBIIOrO TEPEKIANAETECS K «3MaraHHs», «cymnep-
HUITBOY». [IpoTe Ime B enoXy BHHUKHEHHS KOHIIEPTY SK KaHpy (Ii3Hii
Penecanc — panne bapoko) BimHOMIEHHS 10 KOHIEPTY i caMO PO3yMiH-
HS LBOro cijoBa Oynau pisHumH. Sk 3a3Hawae M. JloGaHoBa, TeopeTH-
KA TOTO 4Yacy MaJM Ha yBa3i JBa TIAyMadeHHsS I[bOTO TepMiHy: «Jleski
JOCTITHUKY BHUBOISATH “KOHLEPT’ 3 concerere (3’€qHyBaTH, CIUTITaTH)
1 BBa)XKAIOTh ITOMIJIKOIO OTOTOXKHIOBATH HOTO 3 “‘concertare” (3maratu-

cs1)» (JIobanosa, 1994: 189).
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My3u4Ha NpaKTUKa MUHYJIOTO Ta CbOTOIEHHS [OKa3ye, 10 001 1Ba Lii
3HAUEHHS MOHATTS «KOHLEPT» MAIOTh MPAaBO HA iCHyBaHHA. binbl TorO,
BOHM CIHIBICHYOTb, ITO3HAYAIOUH B JIiHIT Y PO3MISII TBOPIB, SKi MOXYTh
BIZTHOCUTHCS JI0 1Ii€1 )KaHPOBOI TpynH (caMe IpyIid, a He OKPEMOro KaH-
py). llepima 3 HUX po3yMi€ KOHLEPT y HAHIIMPIIOMY 3HaYE€HHI LIBOTO CJIO-
Ba — AK OyJb-SKe MY3HKYBaHHS, B SIKOMY TIO€IHYIOTHCS JEKIIbKa TOIOCIB
YH IHCTPYMEHTIB, KOTPi «CIUTITAIOTHCS 1, ONHOYACHO, «3MaraloThCs» MK
co0o10 y TIporieci BUKOHAHHS TBOpY. Ha meprmoMy 1iadi TYT OMUHSAETH-
Csl BUKOHABChKa MalCTEPHICTh — BIPTYO3HICTb (Bij J1aT. virtus — 100necTs,
TaJIaHT).

AKIEHTYBaHHSI BIPTYO3HOCTI BHKOHABI[IB HaiyacTillle BBa)Ka€ThCS
HaliBayMBimMM y KoHUepTi. 3okpema, JI. PaabeH HaBiTH OTOTOXHIOE
TTOHATTS «BIPTYO3HICTE» Ta KOHIIEPTHICTEY, PO3YMIIOUH ITiJI OCTAaHHHOIO
BJIACTHBICTD JKaHPY, NOPOIKYBaHY «CMEUU(PIYHIUM XapaKTepoM OIUCKY-
YOro, MaJIbOBHHYOTO, BiPTYO3HO-PENPE3CHTATHBHOIO I1HCTPYMEHTAai3-
my» (Paaben, 1967: 5).

AHaNOriYHy TOYKY 30pY BHCIOBIIOIOTH 1 1HINI JIOCHITHUKH.
Hanpuxaz, 0. XoxJi0B, BAOKPEMITIOIOUH J[BA OCHOBHUX MPHHIIUIH KOH-
LepTHOI (JOpMH — COJIIOBaHHS Ta 3MaraHHs, BBa)Kac HAaWHCYTTEBIIIOIO Ta
HalcrennigHImor0 i prCcoIo mepmuid — comoBaHHs (XoxJoB, 1956: 5).
3 mi€to NiHi€0 po3MIsiAy 30iraeTbes 1 PO3yMiHHS KOHLEPTY SIK 0COOIMBOT
(hopMu KOMyHIKaIii — BUCTYIy BUKOHABIIB Mepe MyOJIiKow0 (KOHIIEPT SIK
KOHIIEPTHE 310paHHs, MO/isS Y My3UYHOMY JKUTTI), JIe TOJIOBHOIO € JIEMOH-
CTpallisi MaiiCTepHOCTI Y BOJIOJiHHI TOJIOCOM UM 1HCTPYMEHTOM (TaK 3Ba-
HUU TyOTIYHANA KOHIIEPT).

Jpyra miHist y po3yMiHHI MOHSTTS «KOHLEPT» € OibII CKJIaJHOIO
i mmm6okoro. Ii cyTHiCTB PO3KPHBAETHCA y TOHATTI «HAYANO i TPHH-
UMl KOHIIEPTHOCTI», 3ampornoHoBaHomy b. Acad’esum (1977: 218).
3acHOBHMK 1HTOHALIMHOT Teopii po3misaae KOHUEPT HE JHILIE SIK 3MaraH-
HA y BIpTYO3HOCTI BUKOHABIIIB, aJie i sIK 0COOIMBUIA TPUHIIAIT My3UIHOTO
MUCIJICHHS, B OCHOBI SIKOTO JIGKHUTh CUTYyallisl A1aJloTy y CIiBBiJHOIICH-
Hi JBOX i7efl — MOPOKYI0YOI 1 TOXIMTHOI BiX HEl, MOPOMKYBaHOI (TaM
camo). Ha minTBepikeHHs cBOiX MipkyBaHb b. Acad’eB 3BepTaeTh-
Cs JI0 €THMOJIOTIYHHX JDKepes, MOPIBHIOIUM Pi3HOMOBHI TIIyMadeHHS
KJrouoBoro ciosa: «CiioBa concerto 1 concertare MarThb I0/BilHE 3Ha-
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yeHHs. JIaTHHCBHKOIO concertare — OWUTHUCSA, criepedaTucs. ITamiichbKoro
concertare — BIaIITOBYBaTH, IPUAYMYBaTH, a cOncerto — O3Ha4ae 3romy,
di concerto — 0THOTOIOCHOY (TaM camo).

Ha 1iii migcraBi BUHHMKAE PO3yMIHHS KOHILEPTY (KOHIIEPTHOC-
Ti) K «3MaraHHs — 3TO/W», BiIOOPaKEHOTO 4Yepe3 €IHICTh KOMIIO3H-
TOPCBHKOT Ta BUKOHABCHKOT CKJIQJIOBUX — «TEHOMY» KOHIEPTHOT (opMu
(bormapenko, 2008: 5), sika 6a3y€eThCsl Ha J1ia03i Ta HOro nmepBUHHIH (hop-
Mi — aHTH(OHAaX. [[pUHIAIT KOHIIEPTHOCTI € OJJHUM 3 HAWJABHINIUX Y MY-
3M1li, & HOT0 BUTOKH CATAIOTh IMTHOOKOT IABHUHHU: «...JI0 YePTyBaHHS XOPiB
y TpelpKiil Tparefii i eBpeHChKUX TCaNMiB, KOTPi 3HAUIIIN co0i Micie
B KaTOJIMIILKOMY KYJBTi B SIKOCTI aHTH(OHIBY (Acadbes, 1977: 220).

Oco061MBOro 3Ha4eHHS! KOHLEPTYBaHHS, @ Pa3oM 3 HUM 1 ifies KOH-
IIepTHOCTI, HAOyBa€ y MHUCTEITBI My3HMUYHOTO bapoko — ermoxu «KOHIIep-
TYIOUOTO CTHIIIO» (TepMiH S. XaHImmHa), sIKU OXOIUTIOE BCi chepH To-
JUIIHBOTO MY3WKYBaHHS — BiJl KOMYHIKaIlii 0 TEXHIKA MTUChMa i BUKOHAB-
ctBa. Lleli CTHIIb MOPOMB LTy HU3KY JKaHPiB IHCTPYMEHTAJIBHOT MPAaKTH-
KH, SKi € TaKHMH, IO «ITTHOCATHCS» MyOIilli BUKOHABISAMU-(PaxXiBISIMH
(Darbietungsmusik) 1 Bimpi3HAIOTBCS Bill «BXUTKOBUX» (Umgangsmusik),
110 TIOB’s13aHi 3 o3amy3uuyHor ceporo (Besseler, 1978: 15-29) — purya-
JIOM, TaHIISIMHU, TEATPATBHOIO €0 TOMO («IHCTa» HEMpOrpaMHa MY3HKa,
3a CoxomnoBuMm, 1994).

HesBaxkaroun Ha ymcneHHi Monudikallii, KOHIIEPT B OCHOBHUX CBOIX
YKAHPOBUX MapaMeTpax 3aJUIIA€ThCs JOCTATHHO CTAOUILHOI MY3HYHOIO
¢dopmolo, 110 BiToOpaXeHO Yy 3BEICHOMY, K HOro MO3Ha4yae cam aBTop,
BHU3HAYCHI ITLOTO TIOHATTS, 3amporoHoBanoMy JI. Minkinum: «Konrmepr —
BipTYO3HHI IMIIPOBI3alliiHUI TBIp IS XOPY UM OpKeCTpy abo comicta (4u
XOpy) 3 OpKEeCTpPOM, OCHOBAaHHWH Ha TOCIIJIOBHOMY NEPETBOPEHHI Aialo-
rYHOTO MPUHIIMITY, [0 BH3HAYAE BHYTPILIHIO CTPYKTYPY TBOPY, POpPMH
BHKJIQJy 1 pO3BUTKY MY3HYHOTO MaTepiaiy, IPUAOMHU COJIFOBAHHS OJHOTO
abo rpymnu BUKOHABIIIB» (MinkiH, 1987: §3).

Sk 6auMMO, KOHIIEPT MUCIHUTHCS, HACAMIIepe/, K NPOosiB ifel My3ud-
HOTO JTiaJIoTy, KA € KOHCTAaHTOI0 IIHOTO JKaHPY y BCiX HOTO pi3HOBHAAX —
IHCTpYMEHTAIbHUX, BOKAJIBHUX, 3MilIaHuX. Ha piBeHb KOHCTAHT y kKaHpi
KOHIEPTY NPETCH/IYIOTh TAKOXK KaTeropii «BipTyo3HICTE» Ta «iMIPOBi3a-
HilHicTh». [XHi MPOSBY 3aBXKIM MAIOTh Miclie Y KOHIIEPTHOMY KaHpi, ane
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MacmTabu i GopMH IHUX MPOSIBIB € JOBOJI PI3HUMH, IO JO3BOJISIE BU3HA-
TH BIPTYO3HICTb 1 KOHIEPTHICTH aTpHOyLisIMH (TUITOBUMH O3HAKAMM) KOH-
nepTHuX hopm.

Ines mianory sik r100ajibHOT KaTeropii My3MYHOTO MUCJICHHS BUTIKA€e
13 caMoi IpUPOAM MY3UKH SIK MUCTELTBA 3BYKiB y 4aci. [IposBu My3uuHOro
JaJIoTy € JIOBOJII PO3TaTy’KEHHMH 1 BKITFOYAIOTh Ty HU3KY KOHKPETHUX
dhopm, I XapaKTEepUCTUKU SKUX MOXKHA CKOPHUCTATUCS JaHUMH JIiHTBiC-
tuku. lle — «...nmapajnenbHuil aianor (CIUIETEHHS IBOX B3a€MOKOMEHTY-
I04MX J1aioriB), momijor (6eciga TpbOX-4OTHPHOX JIOACH), Jianor-cyre-
pedka, miajor 3i CIiBBiHOIICHHSM IMHTaIbHO-BIANOBITATBHAX OIUHUIIb,
Pi3HI BUIM JMiaJOTIYHOTO IMiXBaTy (TMiIXBaT-pO3BUTOK, IiJAXBar-mepeOu-
BaHHSI, ITiJIXBaT-0MOBHEHHsI TOMIO)» (MiHkiH, 1987: 82). Po3BuToK *aHpy
KOHIIEPTY, SKIIO PO3IVILAATH HOro y Hal3arajapHIIOMy MacmTadi, BimOy-
BaBCsl y HAIIPSAMI J10 IODIMOJICHHS J1aJIOTy 3 OTHOYaCHUM BHOKPEMJICHHSIM
cnerudiky BipTyo3HOI Ta IMIpOBi3aliifHOi arpulymid y KO)KHOMY iCTO-
PUYHOMY, HAI[IOHATTBHOMY Ta «IIEPCOHAILHOMY» CTHIIL.

SIKIIIO CTHCIIO OXapaKTepU3yBaTH «JIiHIi Ta €Tanny» eBOIIOLIi KOHLIEPT-
HOTO J1iaJIOTy, TO BOHHU MOCTAIOTh y TaKii MOCHiJOBHOCTI (Tam camo: 78):
1) imitanis edekTiB BiAdyHHs y peHecaHCHIH momi¢oHii; 2) 3icTaBieHHs
Pi3HUX 3a MIUTHHICTIO 3BYKOBHX Mac y 0apoKOBUX concerti grossi (edexr
I'PH «CBITJIOTIHI» MiX concertino Ta grosso); 3) IpOHUKHEHHS A1aJ0TT9HIX
oOyJI0B Y CEpEeaNHYy OPKECTPOBUX TPYI, Y SIKMX IMOYMHAIOTH BUALISITUCS
BJIACHI «COJIICTI», IO CIIOCTEPIracThesl BXKE Y 0apOKOBHUX concerti grossi
OlTpII MI3HBOTO TEpioAy 1 Mepeaye BUHUKHEHHIO COJBHOTO KOHLEPTY
SK TAKOTO; 4) CTBOPEHHS >KaHPY COJBHOTO KOHLEPTY, PENPE3CHTOBAHOTO
cnovarky ckpurnkoro (Jlx. Ckapnarri, I. ['ennens, A. BiBajibi), a motim
kiaBipom (M. C. bax); 5) B enoxy KIacHIH3My «TepacHi» (ropH30HTaIbHI
YU «JliarOHAJIbHI») MiaJoru TUIY tutti—solo (abo forte—piano) yckiaaHo-
I0ThCs Y HampsiMi audepenmianii, HabyBarouu CTaTyCy TeMaTHYHUX, CY-
MIPOBO/KYBAHUX TIEperykaMu TeMOpiB, PETiCTPiB, PI3HUX OPKECTPOBUX
rpym MiXK COOO0, THITIB (PaKTypH TOIIO.

Hauano i mpuHIMN KOHIEPTHOCTI, CYyTHICTH SKOTO TOJSATAE y Aialio-
riYHOCTI, BIPTYO3HOCTI Ta IMITPOBI3AIlifHOCTI, peanizyeTbcs y CHIBBij-
HOIIIEHHI KOHCTAHT Ta 3MIiHHHX. Ik 3a3HadaeThcs B qucepranii K. bimoi
(2011: 10), mo mepmux (KOHCTAHTHHUX) O3HAK KOHLEPTY SK MY3HYHOTO
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JKaHPY BITHOCATHCS: 1) TpHUacTHHHA KOMITO3HINIS; 2) HAassBHICTh KOHKPET-
HOTO 00pa3HO-EMOIIIIHOTO 3MICTYy YaCTHH; 3) TEMIIOBE CITiBBIIHOIICHHS
yacTuH; 4) periaMeHTOBaHi (OpMH YacTHH; 5) TPOTHCTABICHHS BUKOHAB-
CBKHUX TPYyI; 6) KOMIIO3HUIiI{HI 0cOOMHMBOCTI OynOBH (hOpM YacTHH.

Ha 1ro Mojiernib opieHTyBanuCs 1 1O TETepillHii Yac Opi€HTYIOThCS BCi
aBTOPH KOHIIEPTIB, HABITH O€3 BpaXyBaHHS BUKOHABCHKUX CKIaaiB. [IpoTe,
SIK CBIIYMTH MPAKTHKA, 0COOJIMBO, My3UKH HOBITHHOTO Hacy, KIHOUOBa
(eraymoHHA) JKaHPOBA MOJIENh CYTTEBO MOJIU(IKY€ETHCS, IO MO3HAYAETHCS
metadoporo «kanpoBuil BuOyx» (LllamoBanosa, 1984).

CKIlafia€ThCcsl MPUHIMIIOBO HOBA, TUTIOPATICTUYHA y CBOIM OCHOBI,
crcTeMa IHCTPYMEHTAIIbHO-KOHIIEPTHUX KaHPIB, sika, Ha qymMKy K. binoi,
€ iepapxiyHOr, TOOTO TOOYJIOBAaHOIO 3a MPHUHIIMIIOM EHTPOTIl BHXiTHOT
JKaHpPOBOi Mogedi, 1i HiOM po3unHeHHs y iHmmX (popmax, sKi, 30epiraro-
YM 03HAKU KOHIIEPTHOCTI, € BIJIHOCHO camMOCTiHHUMHU. JloCHiiHUIs BUIi-
Jsi€ y 3B S3KY 3 UM TaKy >KaHPOBO-CTHIIHOBY BEPTHKAINb y HAIPsIMi Bij
BEPXHIX HIA0IB /IO HIKYUX: 1) KOHIEPT JUIsl CONIOIOYOTO iHCTPYMEHTa
3 cUM(OHIYHUM OPKECTPOM; 2) CUMQOHIS 3 COJNIOKYNM IHCTPYMEHTOM;
3) KOHIIEPT AJIst OpKeCTPY; 4) TBOPH 3 pUcaMH KOHIEPTY; 5) KOHIIEPTIITIOK;
6) concerto grosso (bina, 2011: 13).

VY nmaHiii kaacudikaimii MOJKHA TIOMITUTH HASBHICTE Pi3HUX KPHUTEPIiB
HiIX0y — MOHOKaHPOBHIA, TTOJIIXKaHPOBUH, HABITh JIIOPOKAHPOBHH, SKIIIO
ckopucrarucs tepminom . JlayHopasiuene (1992). Apropka, ciimoMm 3a
K. Tansxay3zom (Dahlhaus, 1973), nociipKyoun 5KaHPOBY CUTYALiIO0 Y CY-
YacHIM My3WIli, BAXOAUTh HE 3 TPAAMIIHHOI MUKIIYHOI (200 «I11e3ypHOI»)
KOHIIETIIIIi, @ 3 TMPUITYIIEHHS PO «OAHOYACHY HEOJHOYACHICThY» CTAHOB-
JICHHsI HOBOI jkaHpoBoi cucreMu. OCTaHHE O3HA4ae, MO «...rN0OaIbHA
B3aEMOIIA “‘CTaporo” Ta ‘“HOBOTO” 3MIMCHIOETHCS Ha PiBHI cucTeM (“‘Takofi,
1o Biggae” — “rakoi, o Oepe’” cucTeM My3WYHHUX JKaHPiB), TaK 1 HAa PiBHI
€JIEMEHTIB JIaHUX cUCTeM (eneMeHT-kaHp)» (laynopasiuene, 1992: 100).

[To BimHOIICHHIO /IO KOHIIEPTHOI MY3HUKH SIK )KAHPOBOI CHCTEMH KOXKCH
3 i MPOSIBIB € )KAHPOBHUM EJIEMEHTOM, a, OTXKE, «BOYIOBYETHCS» 1O HE,
30epirarouu i KOHCTAHTHI 03HaKH, c(hOpPMYIIHOBaHI BHIIE (IiaJIOTIYHICTD,
BipTYO3HICTh, IMIIPOBI3aIIHHICTH), MOTU(IKYIOUH IX B 3aJIE)KHOCTI Big 00-
paHoi (U1 BUHANCHOT) KOMIIO3UTOPOM MOJIENI «KaHPY-EIeMEHTY». Tomy
Il BUHUKA€ IHTETpOBaHa i, BOJAHOYAC, TU(epeHIiioBaHa CUCTEMa CKPUITKO-
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BOTO KOHILIEPTYBAHHS, Y SIKil, IOPSII 3 YCTaJIEHUMU >KaHPOBO-CTHIBOBUMU
Pi3HOBHIAMH, CIIOCTEPIraloThCs HE JIMIIE PI3HOMAaHITHI «riOpuaHi» dop-
MH, alie i1 0coONMBI HOBOYTBOPEHHS — JTIOPOKaHPH.

3arajioM ke cUcTeMa CKPUITKOBOTO KOHLEPTYBaHHS SIBIISIE COOOIO Bi-
JIOOpaKEHHSI 11X JKaHPOBUX YCTAHOBOK. MOHOKaHPOBICTh y Hill BiJpi3HsI-
€THCS OMOPOIO HA yCTalleHy Tpaauiito. TyT i€ BeKTop, chopMyabOoBaHUI
M. Crapueyc (1987) sik HanpsiM BiJi «THIIOBOTO OaYeHHSI» JI0 «aBTOPCHKOL
Bepcii — rirmoTe3u cBiTy». JKaHpoBa TpaauIlis, IPH BCiil BEpCIHHOCTI i aB-
TOPCHKOTO OaveHHsI, y MOHOXKaHpi MPEBaOe, BU3HAYAI0UN (DYHKIIOHAb-
HUH (CKJIa/l yYaCHHUKIB, yMOBU BUKOHAHHS) Ta CEMaHTUKO-KOMITO3UITITHHN
(>xaHpOBHI 3MICT Ta CTHJIL) piBHI KOHKpeTHOTO TBOPY (TykoBa, 2003: 5-6).
3a MOHOXKaHPOM, «3a/IeKIapOBAaHUM» y Ha3B1 TBOPY, MOXKYTb XOBaTUCS J0-
BOJI CKJIAJTHI TIPOIIECH aBTOPCHKOTO TEPEOCMUCIICHHS BHUXITHOI MOJIET,
IO CTOCYIOTBHCS, MIEPUI 32 BCE, PI3HOTO POAY MPOrpaMHHUX Ii/13aroJIOBKiB
(KOHIIEpTH-TIPUCBSIYCHHS, KOHIIEPTHU-TI1THOIIIEHHS, MEMOpiaTbHI KOHIIEPTH
TOIIIO).

XapakTepusyruH MONDKAaHPOBY MOJIeNb (a00 >KaHPOBI «TiOpUam»),
CJi 3a3HAYNTH, IO IHCTPYMEHTAILHUN KOHIIEPT OyB 1 € ONHI€I0 3 THUX
«BIIKPUTUX» Y IIbOMY CEHCI )aHpoBUX (opM, Je (eHOMEH «moi-» BU-
SIBIIIETHCS HAHOUTBIT TIEBUM Ta aKTyaIbHUM. AJDKe, sIK BKE Bia3Hadaocs,
KOHIIEPTHICTH SIK Hayaso i MpuHOMN My3udHoro mucieHHs (b. Acad’es)
€ OJTHIE€I0 3 KOHCTAHT MYy3WYHOTO IHTOHYBAHHS, 1110 1 TOPOKYE 11 I100aItb-
HY PO3IOBCIOKEHICTh Ha 1HIII JKaHPH, SIKi TAK YU 1HAKIIE CIIOTYYat0ThCsI
3 KOHLIEPTOM.

e, macammepen, cuMdoHis, SKka y BUTOKAaX Oyia came KOHIIEPTHOIO
(dhopmoro (mpukian — 0apodHHid concerto grosso) 1 naii MOCTIHHO CITiB-
iCHyBalla 3 KOHIIEPTOM SIK CBOIM DPi3HOBHJIOM (BiJIC€HCHKHI KJIACHIIA3M):
«Ha BijMiHYy BiJl MOHO)KaHPOBHUX TO3HAYEHb, MOJIIKAHPOBUI 3HAK (iKCYye
[IparHeHHs aBTOPa 1HTErpyBaTu JEKiIbKa )KaHPOBUX NMPHUHLMUIIB B €IUHY
CTPYKTYPY MY3UYHOTO TBOPY. XapaKTepHO, IO MMEeBHA YacTHHA (YHKIIIO-
HYIOUHMX ChOTOJHI OIHApHUX >KaHPOBHX 3HAKIB BKE MA€ CBOIO TCHOTUITHY
TPAIUIIIIO0 B MY3UI[»; «...9UCIEHH] 3pa3Kud Cy4acHOi CUM(OHIi-KOHIIEPTY
<...> MOXYTb OyTH PO3IVISIHYTI y POOJIIEMHOMY PYCIi PO3BUTKY >KaHPO-
BUX TPHUHIUIMIB, 3aknaneHunx Momaprom, Jlirtepcaopdom, bepmiozom»
(daynopasuuene, 1992: 102).
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XapakTepHOIO MPUKMETOI0 HUHINTHBOI CUTYyAIlil «KaHPOBOTO Iialio-
ry» I. JlayHopaBiueHe BBaKa€ «pPO3IIUPEHHS CHEKTPY» CIEMEHTIB, LI0
IHTETpYIOThCS B OiHApHI («TOTiHAPHI») )KaHPOBI cTpyKTypH. Lle o3Hauae,
IO y CyYacHii My3HuIli BUHUKAE OCOOIUBHI piBEHb KAHPOBOIO JIialiori3-
MY, «...IPU SIKOMY NPaKTHYHO MIXK yCiMa F€HOTMIHHUMH (QopMamu “cTa-
poi” TpamuIii yTBOPIOETHCS NESIKUH MIXKAHPOBHMA TIPOCTIp (CBOEPITHUI
“Musik zwischen den Genres”), TOTaJlbHO 3aIlIOBHEHUI BCUISKHMH ITOJIi-
YKQHPOBUMH YTBOPEHHSAMUY» (TaM caMo). Take «3ar0BHEHHS» Y CKPHIIKO-
BOMY KOHIICPTYBaHHI, SIKE HacC LIKaBUTh MEPIIOUEPrOBO, MOXKE OyTH SIK
3a(pikCOBaHUM aBTOPaMH Y BiIIOBIMHUX OlHApHUX («IIONIHAPHHUX») Ha-
3Bax YM Mi13aroJIoBKax, TaK 1 «He3aIeKIapOBaHUM, IPUXOBAHUM, TAKHM,
10 KPUETHCS Y NIMOMHAX XYIOKHBOTO 3MIiCTY TBOPY.

BiacyTHicTh kaHpOBOTO 3HAKY (TIOpOKAHp), € BHYTPINTHRO IMapaoK-
CaJIbHOIO: «BUJUMICTh CHPOCTYBaHHS» KaHPOBOI iJiel y cy4acHill My3u-
i Ha TPAKTHUIl 3MIACHIOETHCS K 11 «IiATBEPKEHHS»; CIIPOCTOBYETHCS
HE JKaHpOBa ifesl SIK Taka, a 11 BIAMOBIAHICTh THM YM IHIIMM >KaHPOBUM
HOpMaM, sIKi KOMITIO3UTOPH NIParHyTh Mo01aTh, abo xoua 0 «mpomanidec-
TyBaTH» II€ MMOIOJIAHHS; Y il TOCTATHHO PO3TaTyKEHIH Ta TabUIbHIN crc-
TeMi BUPI3HAIOTHCS, MO-TIEpIIe, «KHEMPOTrpaMHi TBOPH, K1 MalOTh MOETU30-
BaHi1 HEMIOBTOPIOBAHI Ha3BMW», ITO-JIpyTe, TPyIia TBOPIB, B Ha3BaX AKUX «(ik-
CYIOThCS JIeSKi TOBTOPIOBAHI CMHCIIOBI 111€i-KOHCTaHTWY (TaM camo: 103).

3pa3kaMu MepIrnoi Tpynu MOXKYTh OyTH Halpi3HOMaHITHIIII 3a Ha3Ba-
MU Ta BUKOHABCHKHUMH CKJIaJIaMU TBOPH, CEpeJl SIKUX TePEeBaatoTh Mpo-
rpamHi, mo cynepeuuts aymui I. [laynopasiueHe npo ixHiil Hemporpam-
Huil xapaktep. [HIIa crpasa, 0 NpOrpaMHi Ha3BM TaKUX TBOPIB € CyTO
1HAMBITyali30BAaHUMH, TIOB’SI3aHUMH 3ACOUIBIIOT0 3 EKCTPaMYy3UYHUMHU
YUHHUKAMH, SKi He IiUIAraloTh Oyab-saKiii cucremarn3aiii. Jpyra rpyma
TOpOKaHPOBHX 3pa3KiB, HABMAKH, TSIKIE IO CHCTEMAaTH3allli y BUTIISL pi3-
HOMaHITHUX «MY3HK JIJIS. ..», K1 KIacu(iKyIOThCS 3a JOMiHYIOUHM adek-
TOM BHPaKCHHS Ta BUKOHABCHKHMH CKJIAJaMHU.

XapaKTepHOIO0 PUCOI0 MOAIOHUX «Oe3KaHPOBUX» TBOPIB € HASBHICTb
Yy HHX CITiBBiITHECEHOCTI 3 MOHO- 200 TMO>KaHPOBUM 3HAKOM (HATPUKIIAJI,
«My3uKa Ui CTPYHHHX, yIapHUX Ta denectu» b. baproka micTuth siBHI
O3HaKM MOHO)KaHPY KamepHOi cuMoHii). B iHmmMX Bumagkax momiOHi
KOMITO3HIIIT HE MIJIArar0Th OyIb-sKii Cripo0i MOEHATH X 3 HOPMATHBHOIO
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YKaHPOBICTIO, 0COOIMBO, SKIIIO BOHU TIOB’s13aHi 3 BUXOJaMH 3a MEXKi iHTPO-
My3uuHOro nosst. [loctynoBo (opMyeThesi «MOHOKAHPOBUH 3HAK HOBOT
tpanutii» (laynopasiuene, I, 1992), mo migkom BiAmoBigae ceMaHTHIII
CY4YaCHOI CKPHITKOBOI KOHIIEPTHOCTI.

Sk Bimomo, «HOBe» — 1e n00pe 3abyTe «crtape». Lle crocyeTbcs
1 KOHIIEPTHOTO MHCJICHHS, Y BUTOKaxX SKOTO Oyn0 OapoKoBe KOHIIEPTY-
BaHH#, 30kpeMa, TBopuicth M. C. Baxa sk iforo B3ipemp i «icTopuunuit
nocrynar» (Ilseiinep, 1964). 1. C. bax 6yB He mepukM, XTO BHKOPHC-
TOBYBaB BENUKi KOHIEPTHI GopMu st moOyI0BH MacIITaOHHX 3BYKO-
BUX «OyniBeJb»; «HOr0 BEJIHKa iCTOPHUYHA 3acCilyra IOJIATaE y TOMY, 11O
3YMOBJICHA €CTETUKOI0 BapoKo CTPOTICTh 1 BEIUYHA CEPHO3HICTh TYMKHU
CIOJTYYaroThCs y HHOTO B chepi BUPaKEHHS 3 6ararcTBOM PO3TaiyKeHOl
CHUCTEMH TOHAJIbHUX BIJHOLIEHb, BUKOPUCTOBYBAaHMX SK HallBa)KIHBIi-
mvii 3aci0 JOCATHEHHS MOHYMEHTaJIbHOCTI POpPMHU HA OCHOBI OCIiA0B-
HO TPOBEACHOI HelTpaizaiii BCiX eneMeHTiB minoroy (Xomomnos, 1974).
Buninsrorbest 1Ba TUIH 3BYKOBHX KOHCTPYKIIN, XapakTepHUX Ui BiJ-
TBOPEHHS TakuX (opM — IMONiOHIYHA (TeMa Ta iHTepMelis) Ta TOMO-
(honHa (Tema Ta emizon).

Konneptni ¢opmu 3a y4acTio CKpUIIKH, IO MPEACTaBIEHI, 30Kpe-
Ma, Y TBOPYOCTi XapKiBCHKMX aBTOPIB, y Hal3araipHIIIOMY pO3MOAILT
BiZITBOPIOIOTh 0aXiBChbKi MPUHIMIK NOOYAOBH, SKi OyJe NOPEYHHM TYT
oxapakrepusyBaTti. CTOCOBHO pO3Zily «TeMa» BiI3HAUMMO, BCIiX 3a
1O. Xonomnosum, 1110 oMy BIacTUBa BEJIMKA KAHPOBA y3arajibHEHICTb, sSKa
Ha/Ja€ MY3HI «ICKPaBOCTI Ta XapakTepHUCTHYHOCT» (Tam camo). Came
TaK BUDSINAIOTh TEMU EKCITO3UIIIMHUX PO3ILUTIB KOHIEPTHHX (OpM pi3-
HOMAaHITHOI CEMAaHTHKH Ta CTPYKTYpHOI MOOYIOBH Y TBOpaxX XapKiBCHKUX
KOMIIO3UTOPIB, IO JO3BOJISIE IEPEKUHYTH «MICTOK» MIXK Cy4acHICTIO Ta
MUHYJIMM, THM OLbII, IO YKpaiHChKa KOHIIEPTHA CKPHITKOBA MY3UKa
HogiTHboro vacy ¢opmyBasiacsi 6araro y 4omy Iij 3HaKOM caMe HeoOa-
POKOBOTO Harpsmy.

[ToniOHi TeMu € BHYTPIIIHBO KOHTPACTHUMH 1y LIbOMY IJIaHi MOAi0HU-
MU JI0 CTPYKTYpHU TOMI(QOHIYHUX TeM 3 BUIUICHHSIM pPElbe(HOTO «siapay
Ta «PO3TOPTaHHS», SIKE 3aCHOBAaHE Ha 3araibHuX (Gopmax pyxy. [IpuHnumn
KOHTpacTy 30epiractbcs Ha (aKTypHOMY PiBHI 1 y BJIacHe TOMO(OHHUX
TeMax, siki 371e0ubIIoro € nomipakrypaumu (Iraatuenko, 1984).
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Ilo crocyeTtsest «inTepMenii» (momidoHiuHa (GopMa) 9U «eTi30my»
(romodorHa dopma), To, 3a TpaaMiieo, wo iine Bix U. C. Baxa, ui po3i-
71 y CKPUIIKOBUX TBOPAX XapKiBCHbKHUX aBTOPIB BIAPI3HAIOTHCS KOHTPACTY-
BaHHSM Ha PiBHI 50/o — tufti, 1110 HE BUKJIIOYA€ TEMATUYHOTO KOHTPACTY T10-
XiJIHOTO (COHATHOTO) YM HETOXiAHOro (CIITHOrO) THIly. [lepiue BnacTuBe
KOHIIEpPTaM JIJIsl CKPUTIKK 3 OPKECTPOM (TIepIli YacTHHHM), IpyTre — iHIINM
KOHUEPTHUM (popmaM «TriOpHIHOTO» THILY, SIK IPABUIIO, TPOTPAMHHUM 3 BH-
OKPEMIICHHSIM CIOITHOI «AIpaMaTyprii Tpr», 10 BiAPi3HAETLCS BiJ COHAT-
HOI «Jpamaryprii KiHeBoi MeTn» (ApaHoBcbkuii, 1979).

BigHocHO 3aranbHOi KOMIIO3MII BEIMKHX, COHATHHX 3a 3MICTOM,
YaCcTUH KOHIEPTHUX KOMIIO3HIIIN CIIiJi 3a3HAYUTH, [0 Y HUX «HEMAE OJI-
Hi€l cTporo Bu3Ha4eHoi popmu» (Xosnonos, 0., 1974). Taka «nectabinb-
HicTe» dopmu, o iixe Bix . C. Baxa, € arpuGyTHBHOO SKIiCTIO KOHIIEPT-
HOI CKpPHUIIKOBOI MY3HMKH XapKiBCBKUX MaWCTpiB, y TOMY YHCJI 1 BlacHe
KOHIIEPTIB, HE KaXKy4d BK€ PO BUIHHO CKOHCTPYHOBAaHI iHII KOHIIEPTHI
¢dopmu. lle He BHKIIOUAE BUKOPUCTAHHS KaHOHI30BaHWUX (OpPM BiieH-
CBKO-KJIACHYHOT'O 3PasKy, siKi, mpoTe, MOAU(]IKyIOTbCs 32 paxyHOK 3Bep-
HEHHs JI0 TUX BUTOKIB, siki }O. X0JI0II0B BU3HAYAE K «IOKJIACHUYHIY, 10
nepeayBaid BUKOPUCTAHHIO BiICHCHKUMH KJIACHKAMH «ONTHMAalbHOTO»
TUITy GopMH (TaMm camo).

V minomy koHieptHi popmu, 3amouarkosani M. C. Baxom, po3pi3Hs-
IOTbCS 32 TPhOMA THUIIAMHM, LI0 € CYTTE€BUM 1 AJIST PO3YMiHHS NPHHLUIIIB
(hOpMOTBOpPEHHSI Y CKPUITKOBiH KOHIICPTHIHN JIiTEpaTypi Cy4acHOTO Nepioay,
OTXe, 1 y TPaKTOBII XapKiBCbKUMH aBTOpamH. [lepmmii Tun xapaktepusy-
€TBCS K «QIBTEPHATUBHUM, HAUIIPOCTIIIHI, 3aCHOBAHUMA Ha YepTyBaHHI
TEMH Ta IHTepMeAiid (B KOHLEPTI tutti 1 solo) mpoTarom Bciei popmu; apy-
THH THUT BU3HAYAETHCS SIK «HAMPOCTIOBCIOMKEHIMNH, PO3POOKOBHIN», IS
SIKOTO XapaKTepHUM € MacIITaOHICTh i AWHAMIYHA PO3BUHEHICTh EKCIIO3H-
HIHHUX TEM 3 BUJIIJICHHSM, SIK IPABUIIO, CIIEIIaIbHOTO CEPEIHBOTO PO3Ii-
7y, TOOTO, BIIaCHE PO3POOKH 3 OAHOUACHUM «YKPIMJICHHSIM» 1 «yKPYITHEH-
HSIM» KpaiHiX; TPeTili THI BU3HAYAETHCS SIK popMa da capo, cpsMoBaHa
Ha MOYUIUBICTH CTBOPEHHS CUMETPIi (OPMH KPYITHOTO TUTaHY 33 PaXyHOK
MOBEPHEHHSI TI0YaTKOBOT YaCTUHM Y BHIVISIIII «3TYPTOBAHOD», MO-HOBOMY
CKOMOIHOBAHOI I'PYITH T€M EKCIIO3MIIil, 0 03HAYAE PEHPHU3Y Y IUPOKOMY
CEHCI 1IbOTo MOHATTS (Xomnonos, 1974). [ToniOHI CTPYKTYPHI «3aMUKaAHHSD)
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€ TTOKa30BUMH IS OITBIIOCTI KOHIIEPTHUX (POPM y KOHIIEPTHIH CKPUITKO-
Bill My3HIll XapKiBCHbKUX aBTOPIB, HE3AJEKHO BiJl BIATBOPIOBAHOI Ti€l UM
IHIIOT )KaHPOBOT (POPMH MOHO- YH TTONIICTPYKTYPHOTO 3pa3Ky.

BucnoBku. TakuM 4MHOM, CEeMaHTHKa CKPHIIKOBOI KOHIIEPTHOCTI
PO3KPHUBAETLCS Y JIBOX 3HAYCHHSX, 30CEPEIDKCHUX y CKIQJOBUX JIaHOTO
(deHomeny. [0IOBHOIO 3 HUX € «KOHIIEPTHICTBY K MPUHIMIT MY3HYHOTO
MUCJICHHS, 10 0a3yEThCs Ha MOEJHAHHI Ta PI3HUX THIIAX CITiBBiHOIICH-
HS A1aJIOTIYHOCTI (KOHCTAHTA JKaHPY ), BIPTYO3HOCTI Ta IMIIPOBi3aIiifHOCTI
(arpulyTtu xaHpy).

Hpyra cxmamoBa (heHOMEHY — «CKPHUIIKOBA» — KOHKPETHU3YE TEpPITY
Ha PiBHI KaHPOBOI CHCTEMH, fKa € 0araToCcKJIaZloBOIO 1 BKJIIOYAE TBOPH
Pi3HUX MoAeJeH, Mo KIACH(IKYIOTbCA 38 03HAKaMU MOHO-, TOJIi- Ta Ji-
opokaapy. CeMaHTHYIHI «MaTpPHII» CKPUIIKOBOI KOHIIEPTHOCTI 3HAXOMISTh
MPOsIB y BIAMIOBIAHUX JI0 HUX ’KaHPOBUX (opmax, 10 BIiepuie Oyso npoje-
MOHCTPOBAHO Y My3uIli mizHboro Bapoxo (M. C. Bax), e BOHM OTpUMaIH
PO3MOIT Ha JiBa HaW3arajbHIIIl TUIIM MOCTUKU: MOMI(QOHIYHMIA (TeMa Ta
iHTepMeis), ToMO(OHHUI (TeMa Ta emi3on).

Ha miit metomomoriuni 6a3i i CJiI TiAXOAUTH A0 PO3TISATY KOHIIEPT-
HO-CKPHITKOBOTO CTHJIIO Y TBOPYOCTI SIK OKpPEMHX aBTOpPiB, TaK 1 perio-
HaJIbHUX IIKLT, 30KpeMa, OHIET 3 TPOBIMHUX B YKpaiHi — XapKiBCHKOI, 1110
CKJIaJIa€ HAMOMMKYY MEPCHEeKTHBY MOAAJIBIIOI0 A0CTiIKEHHS 3asBIie-
HOI TEMH.
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