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EKCTEHCUBHI TA IHTEHCUBHI NMPOABU
AlIAJIbHICHOIO YHIBEPCAJ1I3MY TBOPYOI OCOBUCTOCTI:
PEHECAHC, BAPOKO, KJIACULU3M

Onbra KomeHga
KaHAuAAaT MUCTELTBO3HABCTBA, J0LEHT, JOLEHT Kageapu icTopii, Teopii MUCTELTB Ta BUKOHaBCTBa;

ORCID:0000-0002-7659-690X; e-mail: olgakomenda@gmail.com
CxigHOEBPOMNENCbKMI HalioHabHUIA yHIBepcUTET iMeHi Jleci YkpaiHku, JlyubK, YkpaiHa

AHoTauyis

3anponoHoBaHe focigXeHHANPUCBSIYeHe (heHOMEeHY YHiBepcanbHOTTBOPYOTOCOBUCTOCTI,
PO3rNAAHYTOMY B acnekTi isifIbHICHOrO YHiBepcaniamy.

Meta pocnigXeHHsi — BU3HAuUMTU W CcXapakTepudyBaTu 0COBGNMBOCTI AisSIbHICHOIO
yHiBepcaniamy TBOpYOi 0COBUCTOCTI B My3UYHIl KynbTypi PeHecaHcy, Bapoko Ta Knacuuuamy.

MeToponoria gocnif»XeHHa — aBTOPCbKUI QisNIbHICHO-CTPYKTYPHUIA METOS, L0 NOEAHYE
HW3KY MCUXOJIOMYHMX Ta MUCTELTBO3HABYMX MiAXOLiB [0 BUBYEHHS YHiBepcasibHOI TBOPYOT
0cobuCTOCTI.

HaykoBa HOBM3Ha AocCnip)XeHHs rnonsirae y po3pobui Ta anpobauil Teopii gisinbHICHOro
yHiBepcaniamy TBOpYOi 0COBUCTOCTI.

BUCHOBKW. Y [OCHIXEHHI MPOCTEXEHO OCHOBHI TEHAEHUIT AisiNbHICHOrO yHiBepcaniamy
ocobucTtocTi B psfi KynbTyp €BpoOMencbKol Tpaguuil, AOBefeHO, WO KYMYNSATUBHUA
TN TBOPYOro yHiBepcaniamy MOB'si3aHMIA 3 TUMOM My3WKaHTa-MalcTpa, a CUHTETUYHO-
iHTerpaTUBHWI — 3 TUMOM MYy3UKaHTa-TBOPLSA; 3'AICOBAHO CYTHICTb (heHOMeHa yHiBepcanbHOT
TBOpYol ocobucTocTi HoBoro Yacy; BusIBNeHO nepenamHy (yHKLiHO Onepu y CTaHOBJIEHHI
yHiBepcaniamy ocobuctocTti HoBoro Yacy Ta ponb X. ®. PaMo ik MpoToTUMNa KacMYyHOro
yHiBepcana. YTOYHEeHO: 3MiCT NOHATTS yHiBepcanbHOI TBOPYOT 0COBUCTOCTI; posib NPOBIAHOT
Ta [ONOMIXHOT LisiNbHOCTI Y BU3HAYEHHI TUMY YHIBepCcanbHOI TBOPYOI 0COBUCTOCTI, @ TakoX
ponb yHiBepcanbHOI TBOPYOI 0COBUCTOCTI i TUNIB HifASIbHICHOrO yHiBepcaniamy B My3W4YHO-
icTOpMYHOMY npoleci. 3aranbHe TeopeTUYHe 3HayeHHA PoboTU 3yMOBNEHO PO3POBKOHD
CTPYKTYPHO-TUMOJNIONYHOro, (OYHKLOHaNbHOro Ta IHAMBIAYyaNnbHOro acnekTiB (heHOMeHa
LisNIbHICHOrO YHiBEpCani3aMy; 3acCTOCYBaHHAM iHTepAUCLMIIIHAPHOMO MiAX0AY A0 OCMUCTIEHHS
yHiBepcanbHoi TBopYoi ocobucTocTi. [loBefeHo, o ddoopMyBaHHS yHiBepcanbHOi 0COBUCTOCTI
y XV=XVI cToniTTAX Bii3HaYeHe TeHAeHLisIMW eKCTEHCMBHOT MO AisNbHICHOCTI Ta CTPYKTYPHOT
HeBropsiakoBaHocTi,y XVII=XVIlIicToniTTaX — iHTeHcMdiKaLuiTTa TSXXIHHA O MOHOLiSNIbHICHOCTI,
i yBeCb el Yac — [OMiHyBaHHS BUKOHABCTBA.

Knioyogi cnoBa: yHiBepcanbHa TBopYa 0COBUCTICTb; MPOBiAHa Ta fONOMIXHA AifNbHICTb;
CTPYKTYypa LiASIbHICHOrO yHiBepcaniamy; KyMYIATUBHUIA TUMN RiSNIbHICHOIO YHiBepcaniamy;
CUCTEMHO-IHTErpaTUBHUIA TUN JisiNIbHICHOTO YHiBepcaniaMmy

© Onbra Komeraa, 2020 Hagirwna 05.11.2020

musical-art.knukim.edu.ua



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2020-3(2)-118-131 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

BcTtyn

Po3yMiHHSI yHiBepcaniaMy TBOpYOi 0cobUcTOCTi abo X TBOPYOro yHiBepcasiamy
HaiyacTilue NoB'si3aHe 3 YCBIAOMJIEHHSIM XaHPOBO-CTUIIbOBOT BaraTorpaHHOCTi TBOP-
YOCTi MUTLSA, TMMBUHN 3LIACHIOBAHUX HUM XYLOXHiX y3arasbHeHb, CMUCIIOBOK) BCe-
OXOMHICTIO XY[OXHIX KOHLENLiN, MPUCBSAYEHUX BiYHUM MUTAHHAM, @ TaKOX BUHSATKO-
BO BMCOKOIO Mipoto TBOPYOro o6aapyBaHHs. Y LibOMy MaHi BCiX BENIMKUX MY3UKaAHTIB
MOXHa 3 MOBHWM MPaBOM BifHECTM [0 YHiBepcaniB. HaTomicTb npobnemMaTuka came
LbOro LOCHiOXEHHS NMPUCBAYEHA NMLLe OAHOMY 3 6araTbox MOXJIMBUX acrekTiB BuU-
BYEHHS YHiBepcasibHOT TBOPYOI 0COBMCTOCTI, @ caMe — il fisiNIbHICHOMY YHiBepcaniamy,
LLLO HE TOTOXHMIA XaHPOBO-CTUJIbOBOMY ¥ NKLLE YAaCTKOBO MOB'A3aHWUIN 3 NMUTaHHAMMU
KaHPOBO-CTUIIbOBOMO 3MiCTY TBOPYOCTI, TIEK MipOHO, IKOH) XXaHPOBO-CTULOBE HAMOB-
HEeHHs1 BUSHAYa€e XxapaKTep i CNpsIMyBaHHS TOrO UM iHLIOro BUAY TBOPYOI BisNIbHOCTI
MUTLA. isnbHICHUIA yHIBEpcaniaM TakoX He NoB'si3aHuii 3 BUBYEHHSM piBHSA o6aapy-
BaHHS1 TBOPYOI 0COBMCTOCTI, MMTAHHAMM TanaHTy, FreHiaNbHOCTI. Y LibOMY BifHOLLIEHHI
nponoHoBaHa poboTa 6a3yeTbCa Ha TBEPOXKEHHI, O YHIBEpPCAlbHUMU MOXYTb 6yTH
AK BUOATHI M reHianbHi My3uKaHTK, Tak | MeHLU BigoMi IFOACTBY 3a CBOIMU 30,00yTKamMu
MUTL.

MeTa

MeTa gocnigXeHHA — BU3HAYMTU N CXapakKTepu3yBaTu 0COONMMBOCTI fOisfibHicC-
HOro yHiBepcaniaMmy TBOpPYOI 0COOMCTOCTI B MY3UYHIN KynbTypi PeHecaHcy, bapo-
ko Ta Knacuuymamy. OCHOBHUM MeTOLOM [OCHIAXEHHS € aBTOPCbKUIA HisiIbHICHO-
CTPYKTYPHUIA METOS, LLLO MOEAHYE HU3KY NCUXOJIONYHMX Ta MUCTEL TBO3HABYMX MiAX0-
[iB [0 BUBYEHHS YHiBEepCcanbHOI TBOPYOT 0COBUCTOCTI.

AHani3s ocTaHHix gocnig)XeHb i nyénikawii

Ornsin HaykoBOT NiTepaTypy 3 nNpobrneMaTvky CTPYKTYPHO-TUMOSOFIYHOrO A0-
CNif)KeHHs1 yHiBepcanbHOI TBOPYOI 0COBUCTOCTI, MUTaHb TBOPYOro YHiBepcasniamy,
B TOMY YMCHi MOr0o AisNIbHICHOIO pPi3HOBUAY, NMEPEKOHYE, WO AisIbHICHUI YHIBEpCa-
ni3aM TBOpYOi ocobucTocTi — npobnema, Wo Aoci He Habyna HaNeXHOro HaykoBOro
BUCBITNEHHS. OKpeMi acrekTu fisnbHICHOro yHiBepcasiamMy TBOpYOi 0cobucTocCTi 3a-
TOPKHYTO Y HEUNCJIEHHUX HAayKOBUX Npausix — aucepTauiax B. bataHosa (2016), P. Bap-
HaBu (2017), O. KpuriHa (2015), M. LLlanaesoi (2008), O. I6parimosoi (2004), L. LiuHb
(2013), A. EdpimeHko (2011), moHorpadisx T. Xapkix (2018), B. MapTtuHosa (2002),
ctatTax 0. PouweHko-ABepbsaHoBOT (2013), A. MapTuHioka (2013), 10. YekaHa (6.p.),
0. IOpyeHko (2014) Ta iHWKX. 3a HE3HAYHUMU BUHATKaMKM (gucepTauis P. BapHasu
(2017), ctatTi A. MapTuHioka (2013), O. PouieHko-ABepbsaHoBoi (2013), 10. YekaHa
(6.p.), O. IOpyeHKo (2014)) He poO3rNAHYTMM O0Ci 3a/IMIIAETHLCS Lie ABULLE B YKpaTH-
CbKill My3UYHIN KynbTypi. CkasaHe fae nigcTaBy CTBEPAXYBATH, LLLO SIK KiNIbKiCHO, Tak
i AKiCHO dbeHOMEH fisiNbHICHOMO YHiBepcaniaMy TBOPYOi 0COBMCTOCTi B OCHOBHUX CBO-
TX prcax i BIacTUBOCTSIX BCE LUE 3aNNLLIAETLCS HeMi3HaHWM, 30KpeMa iy 3B'A3KY 3 He-
00XiOHICTIO BpaxyBaHHA OUMHAMIKM NMCUXOSONiYHMX NpoLeciB, creundiky icTopudHuX
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KOHTEKCTIB, XapaKTEPHOCTI IMAHEHTHO My3UYHMX BNIAaCTUBOCTEN fistSIbHICHUX NPOSABIB
YHiBepcasibHOI TBOPYOT 0COBUCTOCTI, LLLO MOXYTb BYTW BUpILLEHi NULLEe y GaraToBUMIp-
HOMY MiXAucuunaiHapHOMY NPOCTOPI.

Buknapg maTtepiany gocnip)xeHHs

Y enoxy BigpogykeHHs1 po3noyanocsi CNpUAHATTS 0COBUCTOCTI K «HOBOT 0N~
HW, LLLO YCBIAOMJIOE CBOO LliHHICTb, aBBTOHOMHICTb BHYTPILUHbOMO CBITY, BifIbHOrO Bif
cepenHbOBIYHUX [OTM i cxonacTuku» (JlueaHoBa, 1983, c. 73). biorpadii My3uKaHTIB
TOro Yyacy AeMOHCTPYIOTb 3acafHun4y 6araTorpaHHiCcTb IXHbOT caMopearnisaldii, wo no-
naranay noegHaHHi MMCbMEHHULbKOI | My3UYHOI, HAYKOBOI | AyXoBHOT npaui. NMpukna-
[iB Takoro noninpodyecioHaniamy icTopis nponoHye 6arato.

fickpaBMM MpPUKIAAOM YHiBepcanbHOI TBOPYOI ocobucToCTi iTanincbkoro Ars
nova 6yB ®paHyecko JlaHAiHi — OpraHicT i KOMMNO3UTOp, C/laBa SIKOro 3aTbMapuna
BCiX ITaNiMCbKUX MYy3UKaHTIB, MOET Ta MUC/IUTESNb, Y4aCHUK eCTETUYHUX OUCKYCIN. fK
noeT i My3uKaHT YBIWLLIOB B icTopito PeHecaHcy lMiiom fe Maluo — npuaBopHUn My3u-
KaHT koporns boremii AHa JllokcemMbyp3bkoro, dpaHuy3bkux Koposis loaHHa [Lobporo,
Kapna V, nigHiwe cBsiweHHUK cobopy HoTp-Lam B Penmci.

LLle oauH npuknag — IxoBaHHi Mepnyinxi na ManectpuHa, skuin 6yB cniBakom,
pereHTOM 6araTbox LLlepKOBHUX Kanes, B T.4. cobopy cB. eTpa B PuMi, KEpPiBHUKOM
MY3UKU KapauHana Jyigxi o'EcTe, CBALLEHHUKOM (KaHOHIKOM), YneHoM «ToBapucTBa
MaWcTpiB My3UKU», NPU LIbOMY — aBTOPOM BeJIMYE3HOI HaBiTb 32 MipkaMu TOro yacy
KinbkocTi TBopiB (6m3bko 100 mec, 300 moTeTiB, 100 nameHTaUil, TMMHIB, NiTaHIN,
[IYXOBHMX Magpwrasnie Ta iHLKX).

Mpo xapakTep chiBBiAHOLIEHHS MiX Pi3HUMM BUJaMM TBOPYOT AisiNIbHOCTI YHiBep-
canbHOT 0COBUCTOCTI TOro Yacy roBOpuTU CKNaHo, MepenyciMm, y 3B'A3Ky 3 HEO4HO-
pifHOO AKICTIO CKNAQoBuMX LieT cucTeMm (LLiNbHICTIO NepenieTeHHss My3UYHUX i No-
3aMy3MYHUX NPOSIBIB 0COBUCTOCTI, TBOPYMX i CYTO NOBYTOBUX, CNyX60BUX T 060B'S13-
KiB i pyHKUIN Tow0). MpoTe ocKinbKy OKpeMi TEHAEHLT € f,OCTaTHbO NMOKAa30BUMMU, TX
BapTo Bif3HauMTu. Tak, [,OCUTbL HETUMOBE L1 PeHecaHcy AOMiHYBaHHSA KOMMO3MTOp-
CbKOT TBOPYOCTi HaJ, BUKOHABCTBOM criocTepiraeMo He nivwie y JxoBaHHi M'epnyinxi
na ManecTpuHu, ane i y BUAATHOrO iTanincbKoro MagpuranicTa, cnisaka Ta KaneJsb-
MeWicTepa kapauHana Jyigxi o'EcTe, nisHiwe — NnpuaBoOpHOro My3mkaHTa NosibCbKOro
KOpoJsiA Ta pUMCbKOro kapauHana Anbgo bpaHgini — Jlyku MapeHuio. Monpw wupo-
YeHHWI fiana3oH BUKOHABCbKMX 000B'sI3KiB Ta iHTepeciB, Jlyka MapeHuio yBinwos
B iCTOpItO My3UMKW, MepenyciMm, sk aBTop noHag 600 cBiTCbKMUX TBOPIB Ta iHTepMefii Ha
TekcT OTTaBio PiHyuuiHi «€EanHobopcTBO AnosninoHa i [lpakoHa». Cxoxy cuTyaldito 3y-
CTpivyaeMo i y BUNafKy 3aunHaTensi copaHLy3bKoi lWaHCoH KnemeHa XaHHekeHa, Wwo
CNY>XWB NPULBOPHUM MY3MKaHTOM repuora ®paHcya lisa, a TakoX — y npefcTaBHU-
KiB HigepnaHacbKoi nonicdoHiuHoi wkonm Fiioma Hrodal, XXunsa Benwya, MoraHHeca
Okerema, flkob6a 06pexTa, XXockeHa e MNpe Ta Opnango Jlacco.

IHWY cuTyauito, CBOEPIgHUIA NapuUTeT BMKOHABCTBA i KOMMO3WuLi, cnocTepirae-
Mo Y pisnbHocTi AgpiaHa BinnaepTa, pereHta xopy cobopy cB. Mapka B BeHeuii, wo
ycnaBMBCS BUKOPUCTaHHSAM Y CBOIX XOPOBMX TBOPAx aHTU(OHHOI0 MPUHLMMY, 3ar0-
3MYEHOrO 3 LepKOBHOT NpaKkTUKN BeHelil, 3okpema, cobopy cB. Mapka. [locsirHeHHs

KomMeHpga, O. EKCTEHCMBHI Ta IHTEHCVIBHI MPOSBM QisNbHICHOrO YHIBEPCaniaMy TBOPHOT 0COBUCTOCTI:
PeHecaHc, bapoko, Knacnumam



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2020-3(2)-118-131 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

A. BinnaepTa ik KOMNoO3uTopa «He 6ynn BUNagKoBUM HACniAKOM CMiIMBOro NosbOTY
TBOpYOI chaHTasil; 6araTo Lo nomy npuxogunocs o64yMyBaTu, CniBBiGHOCUTU B MO-
LIyKax HaWKpalloro BUPILLEHHSI HasiBHOT 3a4advi B HasaBHMX ymoBax» (Mpy6ep, 1953,
c. 161). CnocTepexeHHs wono AgpiaHa BinnaepTta cnpaBeanusi i oo Moro nochi-
[OBHUKIB AHgpea i [koBaHHi Mabpieni.

LlikaBUM € pisHOBU A, yHIBEpCasIbHOI TBOPYOT 0COBMCTOCTI, B AIKOMY NaHiBHY NO3W-
Lito nocifgae HaykoBa OisiNbHICTb. [TokasoBMMM B LibOMY BifHOLLEHHI € nocTaTi [xo-
3edo Llapnio, dinina e BiTpi, MeHpixa Mapeana Ta Moana TiHkTopica. Mepwuin —
NPOTSAIrOM YBEPTb CTONITTA 06iiMaB nocagy My3UYHOro KepiBHMKa Kanenun cobopy
cB. Mapka, 3aiiMaBcsi KOMMNO3KLiel0 Ta HayKoto (TpakTaTu «HacTaHOBM rapMoHii»,
«JloKasu rapMoHiT», «My3uuHi gogaTku»). K TeopeTuK BENIMKY yBary npuainsas dop-
MaM CY4YaCHOro My3uKyBaHHS, CXBaJllbHO CTaBUBCA [0 AiNIbHICHOIO yHiBepcaniamy,
30KpeMma, Biakuaas 6oeliaHCbKy TPaguLilo po3aMexyBaHHs musicus'a (BYEHOro My-
3uKaHTa) i cantor'a (My3ukaHTa-npaKTvKa), ifeanomM BBaxaroun ocobUCTiCTb CBOro
BUMTENA yHiBepcana AgpiaHa Binnaepta. ABTop TpakTaTy «Ars Nova» ®inin ge BiT-
pi 3arimaBcs noesito i My3uKkoto. ABTop «JloaekaxopaoHa» leHpix MapeaH nposiBuB
cebe y cdhepi MOBO3HABCTBA, icTopil, reorpadii i MaTeMaTuku. ABTop TpakTaTiB «[1po
MUCTeLTBO KOHTPanyHKTY» i «[po npupoay i BnacTuBOCTi TOHiB» MoaH TiHKTOpic cny-
XUB BikapieM cobopy B Kambpe, cnisakom kanenu cobopy B OprieaHi, NpuaBOPHUM
My3uKaHTOM Koponsi depanHaHaa B Heanoni, fe BUKOHyBaB 000B'A3KM KanesibMen-
cTepa, NPUABOPHOIO OpUCTa Ta BUKJ1afavya My3uKu.

[0 uiei x kaTeropii BapTo BigHeCTM yHiBepcasibHy TBOpYYy ocobucTicTb Mukonu
[uneubkoro, sIB1LLE iCTOPUYHO Mi3HilLe, afle 3a I'eHe3010 peHecaHCHe, Lo «3a Bce-
OXOIMHICTIO, MacliTabaMu i 3HauyLiCTHO MY3UYHO-OCBITHbOI, NefaroriyHol Ta KoM-
NO3UTOPCLKOI AiSNIbHOCTI He MaB PIBHUX aHi cepef, CydacHMX, aHi cepen, HacTYMHUX
MOKOJTiHb MY3MKaHTIB y CxifHi Cnos'aHwuHi» (Llanan-fkumeHko, 2002, c. 368). Ha
nymky OnekcaHgpwu Llanain-flkumenko (2002), «enamB i aBToputeT M. [uneubkoro
B rasiy3i My3u4HoOi OCBiTY MOXHa NOPIBHATH 3 NefaroriyHMM aBTOPUTETOM BULATHOMO
iTanincokoro negarora XVIII ctonittsa MNagpe MapTiHi. Agxe 6yno CTBOPEHO NOTYXHY
nefaroriyHy KOy, Yepes siKy NMPOWLLIIM YNCTIEHHI Kagpy My3ukaHTiB» (c. 403).

AHanisyroumn CTpyKTypy YHiBepcasnbHOI TBOpYOi ocobuctocTti M. duneubkoro —
pereHTa LepkoBHUX xopiB BinbHa, CMoneHcbka, MOCKBM, KOMMO3UTOPa, TEOPETUKA,
neparora, NPUXo4MMO O BUCHOBKY, L0 camMe nejarorika BUKOHyBasa B Hill posib
NpoBIfHOT AisNbHOCTI. Ha Lie BKa3ye i Te, W0 OKpiM HassBHOCTI 6araTboXx Y4HIB Ta no-
CnigoBHKKIB, caM dhoKyc «pamMaTuKm», Npu BCin 1i pisHOGIYHOCTI, rMBUHI Ta HoBaTOp-
CbKOMY 3MicCTy, 6yB nefaroriyHmm, Lo Bifo6paxeHo TakoX i B HA3Bi [OCHIAKEHHS.
Lle nigTBEpOXYE i HAABHICTb OiNst ABaALATA PyKOMUCHMX CNIUCKIB LieT npaui (OnbXoB-
cbkuit, 2003, c. 451), W0, AK MOXHa NPUNYCTUTK, MPU3HaYanNUcs yuyHsM (HaykoBe [10-
CRiJXeHHs He nepea6avae WMPOKOT YMTaLbKoT ayauTopii), i nepeknagm 3 yKpaiHCbKOT
Ha pocincbKy, 3pobieHi aBTOPOM BIaCHOPYY, Ta Ni3Hili nepeBuaaHHA. 3pewwToto, Cte-
naH CMoJeHCbKMI, IKUI 3[iINCHUB MOCKOBCbKe BULaHHA «[paMaTuku», BBaxan [1u-
NeLbKoro TBOPLEM caMe LWKOIM MUCTELTBA CNiBY 3axifHOMO Hanpsimy.

Pucu yHiBepcanbHOI TBOPYOI 0COBUCTOCTI peHecaHCHOro 3paska npuTamMaHHi xy-
LOXHUKY, noeTy i komno3uTtopy AHy KpuwtoBy B Yexii, opraHicTy Ta KOMno3uTopy
Mukonato 3efieHCbKOMY, criBakam i komnosuTopam Baunasy LLlamoTyny Ta Muko-
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ni Fomynui B Monblii, KOMNO3MTOPY, MaTeMaTuUKy i actponory IkoHy [aHcTenbny,
opraHicTy, KOMMNo3uTopy Ta TeopeTuky Tomacy Mopni B AHIIl, ipamaTypry, aktopy,
TeopeTuKy NiTepaTypu Ta My3ukaHTy XyaHy aenb EHciHa, noeTy i komnoautopy Jlyui
depHaHfecy, criBaky, pereHTy, komno3sutopy i negarory Kpuctobanto ge Mopanecy
B IcnaHii, opraHicTy, koMmnosuTopy Ta BueHoMy KoHpagy MaymaHy B HimeyuunHi Ta 6a-
raTbOM iHLWKUM. BKasaHi pucu i BnacTMBOCTI MOXHa CMOCTepPerTi y TBOPYIN JisnbHO-
cTi 6aratbox MyaukaHTiB XVII — nepwoi nonosuHu XVIII ctonitTa. Hanpuknag, y Bu-
JaTHOro HiMeLbkoro komnosutopa leHpixa LLoTua, Wwo cnyXvus NpuaBOpHUM opra-
HicToM Mopiua lecceHcbKoro, a MisHile — KepiBHUKOM XOPOBOT Kanenu kypdopcTa
loraHHa-Teopra |, ika 1 BigKpuna nepen HUM MOX/IMBOCTI po60TK AK KOMNO3UTOPA,
XOpMeNcTepa, BUNTENA MY3UKU Ta OpraHisaTopa NpuABOPHUX ypouncTocTen. Taki
BNIACTUBOCTI MpUTaMaHHi TBOpPYOMY 06nuyyto ApkaHpxenno Kopenni, SKui crnyxms
cnoyaTkKy cKpunasneM LiepKOBHOI Kanenu, NoTiM — KanesbMerlCcTepoM B OMEepHOMY Te-
aTpi, KepiBHMKOM Kanen kapauHana b. MaHdini Ta kapauHana M. OTTo60Hi Ta npocna-
BUBCS IK OpraHisaTop KOHLEepTiB i neparor. 3peLToto, yHiBepcaniaM ocobucTocTem
ykpaiHuiB Makcuma bepesoBcbkoro (cniBaka i komnoauTopa), Aptemis Begensa (cni-
Baka, KanenbMencTepa, KOMMNO3UTopa, BUKNagaya cnisy), i ocobnueo JmuTtpa bopT-
HSIHCbKOrO (cniBaka, kanesibMencTepa, AMPeKTopa BOKabHOT My3UKU, MPULBOPHOIO
BMKJ/1afaya My3uKM, KIIAaBECHHICTa, KOMMNO3UTOPA, LleH30pa AYXOBHUX TBOPIB) TAKOX
MICTUTb 03HaKM TUMOJNIONYHOI HOPMU PEHECAHCHOMO My3UKaHTa.

TakuM umHOM, cneundpika AisfbHICHOro yHiBepcaniaMy TBOpPYOi 0coBUCTOCTI
o6y PeHecaHcy nonsrae y: 1) KiibKicHOMY i AIKICHOMY [OMiHYBaHHiI BUKOHABCbKOT
LiANbHOCTI Hag, yciMa iHWWMK; 3aHATTA KOMNO3MULIED € MOXIGHUM i CIYXUTb iHTEpe-
caM BMKOHaBCTBa, @ BU3HaHHSA My3uKaHTa 3yMOBJHOETbCSA MO0 3acsiyramu, nepegy-
CiM, Ik BUKOHaBLA-BipTy03a; 2) clabko BUpaxeHin andepeHuiauii BUAiB OisfbHOCTI,
LLLO He YCBIfOMJIOTbLCS IXHIMU HOCIAAIMM SIK CaMOCTIVHI; BiACYTHOCTI BHYTPIUHbO-
BM0BOI AndoepeHLialii BUKOHaBCTBa Ha BOKASICTIiB, iIHCTPYMEHTaNICTIiB; 3) aMilly-
BaHHI Pi3HMX MY3WUYHUX i NO3aMy3UYHUX BULIB AiSSIbHOCTI, HEPiIAKOMY OBOJIOLiHHI
MY3UKaHTOM CYMiXHUX TBOpUYMX abo HayKOBUX «creLianbHOCTeN» — noeTa, inoco-
cha, MaTeMaTKKa, OPUCTA, OMMNIOMATa; 4) 3yMOB/EHHI TBOPUYUX ifer NPaKTUYHUMU
notpebamu NpuaBOpHOI abo LEepKOBHOI cyx6u, TBOpYin poboTi «Ha 3aMOBMEH-
HsI»; 5) pyXoBi Bif 3arafibHOKY/IbTYPHOro [0 CrewialbHO-My3UYHOro yYHiBepcaniamy
ocobucTocTi, Big NonifisfibHICHOCTI 40 MOHOLISNbHICHOCTI, YaCTKOBOMY BUSIBIIEH-
Hi TBOpYOro yHiBepcaniamy ocobucTocTi, B yMoBax sikoro 6aratorpaHHe Hegude-
peHuiioBaHe BUKOHABCTBO BWMKOHYE POJSib MPOBIAHOI AisSNIbHOCTI, @ KOMMNO3uLia —
JOMOMIXHOI.

TBOpYa AisNbHICTL 3axigHoeBponencbknx MysukanTiB XVII=XVIIl cTtonitb Big-
[3epKaJitoe BHYTPILLHbO-iHTeHcUikaLinHi TeHaeHLiTy cdbepi yHiBepcaniaMmy TBopYoi
ocobucTocTi. Ha BigMiHy Bif nonigisnbHicHOCTI PeHecaHcy, Konn oHa TBopYa 0Co-
OucTicTb 3aManacs 6aratbMa, HepPiAKO AyXe OaNekKuMu OAWH Bif, 04HOro BugaMu
nisnbHocTi, MuTLI HoBoro Yacy Bce yacTile o6MexytoTb cebe 0Hiet0, Xoua B Mexax
3aHAATb MY3MKOLO, HanpuKag, NpoLoBXYHTb MPaKTUKYBaTW NMOEAHAHHS BUKOHAB-
CTBa i KOMNO3WLiT, BAKOHABCTBA i Mefarorikuy Towo. Lle nos'sisaHo 3 TuM, L0 npoLiec
OndpbepeHuiaLii B pisHUX BUax TBOPUOI f4istNIbHOCTi CTae BCe TOHLLMM, «TeXHiKa» cnpa-
B Bce Ginbl BUTOHYeHo (LibinuH, 1992, c. 212).
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BHYTpilWHbO-iHTeHCcUbiKaLinHI TeHaeHLiTy cdbepi yHiBepcaniaMy TBopYoi ocobu-
CTOCTiI MOXHa CMOCTEPErTH BXe Yy HIMeLLbKUX OpraHicTiB i komnoauTopis Camioens
LLlenpaTa, Morana Akoba dpobeprepa, MoranHa Maxensbens, [iTpixa BykcTtexyae, ron-
NaHAcbKoro opradicta i komnosuTopa fAHa lMiTepc3oHa CBeniHka i e, nonpu Te, WO
TpaguLil opraHHOro BUKOHaABCTBA | KOMMOHYBaHHS MNOAIOOHIYHNX LUKAIB BinbLue, HiX
iHWi xaHpy XVII=XVIIl cToniTTa TAXiNM Ao nonipoHiYHOro MUCHEHHSI MUHYJIOT eno-
XM, | caMa nocTaTb opraHicta-Kkomnosutopa 6yna nopoaXeHHAM LLepKOBHOI MpaKTu-
KM peHecaHCHOI fo6bu. TUM opraHiYHilMMKN BHYTPILUHbO-IHTEHCMdiKaLiiHI TeHaeHuT
YHiBepcaniamy 0cobUCTOCTi BUSIBUANCS A1 PaHHBbO-K/TAaCUYHUX MY3UKaAHTIB — CKpW-
nans, AUpureHTa i KOMMNO3MTOpa, OCHOBOMOJIOXHNKA MaHreMMCbKOT LWKonu flHa Ba-
unaBa AHTOHIHa CTamila, CKpUnans, AupureHTa Ta KoMnosuTtopa MoraHHa XpucTiaHa
KaHHabixa, 6axiBcbknx cuHiB — WMoranHa KpicTiaHa («minaHcbkoro baxa»), 1o npo-
cnaBvBCS K KNaBipucT, Ta Binbrenbma ®pinemana («rannbcokoro baxa»), uynosoro
opraHicTa-iMnpoBisaTopa.

YHiBepcanbHi TBOpYi ocobucTocTi Winoro pagy MyaukaHTie XVII=XVIII cToniTb no-
3HayeHi pucamu nepexigHoi nobu. Cepepn Takmnx — Knaygio MoHTeBep i, AKMIM cnovat-
Ky CNyXMB CKpunasneM Ta KanenbMencTepoM npu ABopi repuora BiHueHLo MoH3ara
B MaHTYyi, Tpoxu nisHile — KepiBHUKOM Kanenu cobopy cB. Mapka y BeHeuii, a Bxe
3KiHUA 1630-x pokKiB — N1caB onepy Ha 3aMOBJIEHHSI BEHeLiaHCbKOro TeaTpy. 3ocepe-
IxeHHsa K. MoHTeBepai Ha KoMno3uLil, nounMHaroumn 3 1637 poky (BracHe Tofi y BeHe-
il BiAKpUBCS 0ANH 3 neplumx B €Bponi Ny6niyHMX onepHUX TeaTpiB, Ha 3aMOBJIEHHS
AKoro i 6ynn HanucaHi ocTaHHi onepy komnosutopa «MoBepHeHHs Ynicca» Ta «Ko-
poHauis Nonnei») 6yno, BOYEBUIb, 3yMOBJIEHO HE JIMLLE NMOBAXHUM 70-TUPIYHUM Bi-
KOM MY3UKaHTa, ane i cneundikoro HOBOMO XaHpy, [0 SIKOro BiH 3BEPHYBCS, | AKUN, SIK
Oyne BMOHO Hagani, BUMaras Bij KomnosuTtopa 6e3anbTepHaTMBHOI BiggaHocTi. MNpo
MucneHHs k. MoHTeBepAi KaTeropisiMm HoBoi [,06u, MOro CBifoMe, MUMOBISIbHE YK
BUMYLLEHE NifNopaaKyBaHHA yMOBaM TBOPYOI AisnibHocTi HoBoro Yacy cBigunTh ToM
dakT, Wo poboTy Haf TpaKTaTOM NPO B3AaEMOLII0 CJI0Ba | MeNOoAil, rapMOHIi i puTMmy,
3a[lyM SIKOr0 BiH BUHOLLYBaB MaiiXe MiB BiKy, My3UKaHT Tak | He 3aBepLUMB, B TON Yac,
AK onepwu, 3ayMaHi 3Ha4yHO MisHille, 3aBEPLUMB i [OCUTb YCMILLHO.

MoenHaHHA 03HaK noninpodecinHoro i MoHoMpodecinHOro, eKCTEHCMBHOIO Ta
iHTEHCUBHOrO YyHiBepcasniaMy TBOpPYOI 0COBUCTOCTI criocTepiraeTbca cepepn npepn-
CTaBHUKIB (ppaHLly3bKOro opraHHO-KaBecMHHOro MuctelTea — Xaka LLlamnioHa ne
LLlam6oHbepa, Jyi KynepeHa Ta rioro cuHa ®paHcya KynepeHa, npegcTaBHUKIB iTanin-
cbkoi ckpunkoBoi wkonun XVIlI — nepwoi nonosuHn XVIII cTonitb — AHTOHIO BiBanbgj,
IxoBaHHi baTtTicta CamMapTiHi, [)xy3enne TapTiHi, y TBOpYi disanbHoCTi JJOMeHiko
CkapnatTi, Kapna ®inina EmaHyens baxa, gew,o nisHiwe — ®paHcya Xo3zedpa loc-
ceka, ckpunans, KOMNosuTopa, AMPUreHTa, neparora, HaykoBUs (Mpali 3 rapMoHiT,
KOHTPanyHKTY, METOMKM BUBYEHHS CMiBY) Ta My3W4YHO-TPOMafCbKOro fisva (ToBa-
pucTBO «[lyxoBHi KOHLLEpTW», KoposiiBcbKa WKoJia CriBy). YCi BOHM YCMiLHO NOEAHY-
Banu 6araTorpaHHy BUKOHABCbKY, NearoriyHy, KoMno3mTopCchKy, a HepPiAKOo i HAYKOBY
(¢. KynepeH, . TapTiHi, K. ®. E. bax) npauto.

Oco6nmBy posb y chopMyBaHHI yHiBepcasbHOI TBopYoi ocobucTtocTi HoBoro Yacy
Bigirpana onepa. CaMe BOHa, fIK «KBiHTECEHL|isi KOMMO3UTOPCbKOI AistfbHOCTI HoBO-
ro Yacy» (MapTbiHoB, 2002, c. 269), 03HaMeHyBaJsia NOCUJIEHHS TeHIEHLIN PO3MEeX-
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YBaHHS PisHUX BUAIB HisNIbHOCTI YHIBepcasibHOI TBOpPYOi 0cobMcTOCTi TieT fobu, sk
MY3UYHMX, TaK i MO3aMy3UYHUX. YHACNIAOK LbOro Ha 3MiHy aMopdHOMY beHOMEHY
YHiBepcanbHOI TBOPYOi 0COBUCTOCTI 3'ABMNacs CTPYKTYPHO BNOPALKOBaHA, YiTKO A1-
hepeHLUioBaHa 3a pisHMMK BUJaMu TBOPYOI A4isiNIbHOCTI, KflacMyHa 1oro Bepcis.

3BMYalNHoO, BKasaHu npouec 6yB noctynoBuM. BaneHTuHa KoHeH 3a3Hauvana:
«AX po KiHua XVIII cToniTTa npocTexXyeTbesi rMboka 3aneXHiCTb MiX BisiNbHICTIO
OMepHUX KOMMO3UTOPIB i XYL0XHIM XUTTAM apuMCcTOKpaTUYHUX OBOPIB. 3rafanmo
MoHTeBepfi i ABip repuyora MaHTtyaHcbKoro, Jltonni i agip Jlrogosika X1V, YecTi i Bi-
JeHCbKMUI NPpUABOPHNUM TeaTp <...> [poTArom ABOX CTONIThb OMEPHi cnekTaki 6ynu of-
HOYacHo i aTpubyTamu ABipLEBOT KYNbTYpH, | LEHTPAMM TBOPYMX MOLUYKIB, i LUKOSIaMu
HOBOrO My3u4Horo npodpecioHaniamy» (KoHeH, 1974, c. 72-73).

Pucu yHiBepcaniamy TBopYoi ocobucTocTi nputamaHHi K. MoHTeBepai MOXxHa
npocTexuTny 6araTboXx iHLIMX KOro Cy4YacHUKIB, TBOpYA AiSNIbHICTb AKMX 6yna nos's-
3aHa 3 orepHUM TeaTpoM. Hanpuknag, 041H 3 NepLUMX ONepHUX KOMMNo3uTopis dpaH-
Yyecko KaBanni TpuBanui yac npadtoBaB B kaneni cobopy ¢B. Mapka — niBunm, opra-
HiCTOM, KanenbMecTepoM, NUCaB AyXOBHI TBOPHU, aJjle, MOYMHAKOUM 3 COPOKaPIYHOro
BiKy, 30CcepeaMnBCsl BUHATKOBO Ha orepi, 3a/vlLMBLIM HawankaM 61M3bKo copoka
TBOPIB LjbOro XaHpy. IHWwuin npuknag — Mapk AHToHio YecTi. MoHax-dpaHunckaHewb,
CBSILLEHHVK, NPUABOPHUIA KOMMO3UTOp Npu ABopi Megivi Ta npu ABopi epurepuora
depgpiHaHpa Kapna, cniBak nancbkoi Kanenu, NoYecHUn KanesbMencTep iMnepaTo-
pa Jleononbga | yBifWOB B icTOpitO HacaMnepen K aBTOp NoHaf cTa ornep, YCMiHO
nocTtaeneHux y BeHeuii, dnopeHuii, BigHi, IHcOpyKy. 3axonsieHHsi onepHUM XaHpPOM
y AHTOHIO YecTi BUSIBUIOCS HACTINbKU CUNbHUM, Wo Y 1659 poui BiH 3BepHYBCS [0
Manu PUMCcbKOro 3 NpoxaHHAM 3BifIbHUTM MO0 Bif YepHeYoil 06iTHUL, AsKa cynepeyn-
na voro o6oB'si3kaM onepHOro komnosutopa. LLle oaHMM npuknagomMm oopmMyBaHHSA
YHiBepcasibHoi TBopYoi ocobucTocTi HoBoro Yacy mMoxe 6yTu iTanincbKuin onepHui
KOMMO3uTOp, KanenbMencTep i negaror dpaHyecko MNpoBeHLane, TBOpYa LisSIbHICTb
AIKOro BXe XOAHMM YMHOM He MoB'si3aHa 3 LLlepKOBHO NPaKTUKOHO.

[unHaMika BULLe 3a3HaYeHOro NpoLiecy 3aranaom siBfisie co60Ho pyx BifJi EKCTEHCUB-
HOT NONIAIANBHICHOCTI [0 IHTEHCUBHOT MOHOAiANbHICHOCTI. [i pesynbTaToM € nosisa
YHiBepcaJibHOI TBOPYOT 0COBUCTOCTI B Il MOBHOMY 1 OCHOBHOMY BUIAsAI, 3i CTPOro au-
hepeHLinoBaHO Ta YiTKO BMNOPSAAKOBAHOK CTPYKTYPOIO AistSIbHOCTI Ta BCE CUSTbHILLIEe
BMpPaXeHUM iHAMBIAyanbHUM NOYaTKOM.

dopMyBaHHSA yHiBepcanbHoI TBOpYoi ocobucTocTi HoBoro Yacy noB'sisaHo 3 TUM,
LLLO HisIbHICTb KOMMNO3MTOPAa Y TOM Yac BUAINAETLCA 3-nocepeq, iHWKX BULIB AisNb-
HOCTi My3MKaHTa, CTae CaMOCTINHOHO i MOYMHAE [OMiHYBaTU HaJl BUKOHABCTBOM. Lis
TeHAeHLiA NoOYMHae BUMasIbOBYBaATUCA BXE B YHiBepcaniaMi 0cobMCTOCTEN ONEPHUX
komnosutopie XVII=XVIII ctonitb. Tak, AneccaHgpo CkapnaTTi — BXe nepegnycim
KOMMNo3nTop. BiH — aBTOp BefMYe3HOI KOMMNO3UTOPCLKOI CnafLlmMHK, Ky ckrnaga-
FOTb MOHa[ CTO onep, ABICTi Mec, M'ATCOT KaHTaT, a TAKOX YUCEHHI MOTETH, Ncanmy,
KOHUepTK, opaTopii. Pasom 3 Tum, A. CkapnatTi 6yB NpuaBOpPHMUM KanenbMencTepomM
KonuwHbOT KoponeBu LLBewii XpucTuHu LLIBeACbKOT, MOro 3Hanum sik 61McKy4oro Kna-
BipucTa, apcpicTa Ta cniBaka, BiH 3aliMaBCcA NefaroriyHoo i HaBiTb HaYKOBOLO Aisifib-
HicTio («Discorso di musica»), KpiM Toro, Ik YsieH Apkaacbkoi akaaeMil 6paB y4acTb
y KOHUepTax, NiTepaTypHUX YATaAHHAX, MY3MUYHO-MOETUYHUX 3MaraHHsXx. [NpiopuTeT
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KOMMO3WULIT MOMITHWUI Y CTPYKTYpI YHiBepcaniaMy TBOpPYOi 0cOBUCTOCTI MPUABOPHOIo
My3ukaHTa Jltogosika XIV XaHa baTticTa JTtonni, wo cnoyaTky 6yB apTUCTOM i KepiB-
HWKOM MPUABOPHOr0 OPKECTPY, ane, noynHaroum 3 1670-x poKiB, MOBHICTIO MPUCBSI-
TuB cebe onepHOMY XaHpy, B T.4. NOCTaHOBKAaM OMNepHUX cnekTakiB. Te X nputaMaH-
He yHiBepcaniamy TBopumx ocobuctocTer leHpi MNepcenna, MeHpixa LUtoTua, Kpictoda
Binnibanbpa [Mtoka Ta 6araTtbox iHLWKX.

Ornspg [isnbHOCTI onepHUX Komno3uTopie gpyrol nonosuHu XVII=XVIII cTonite
[a€ nigcTaBu CTBEPAXYBATH, LLLO He JILLE XaHPp, ane i CTUb BNJMBaB Ha pPisHOBUA,
YHiBepcaniaMy 0cobuCTOCTi My3uKaHTa TOro Yyacy. 3okpema, CTpyKTypu ocobucTto-
cTen aBTOpiB GapokoBux onep (K. MoHTeBepgi, ®. KaBanni, M. A. Yecri, I Mepcenn,
I LLtoTy, Ta iHWi) BUSBNAIOTb 03HaKMW YHIBEpCcabHOI TBOPYOT 0COOUCTOCTI peHecaH-
CHOro 3pasKa, HaTOMICTb — CTPYKTYpX 0COBMCTOCTI aBTOPIB paHHbOKJIACUYHUX onep
(¢. MpoBeHuane, A. CkapnatrTi, X. b. Jltonni, P. Kazep Ta iHWi) — pucu My3nKaHTa-
yHiBepcana HoBoro Yacy.

OkpeMe Micue B ranepei yHiBepcanbHUX TBOPYMX OCOOMCTOCTEW MepexigHoro
nepiony HanexuTb XaHy ®ininy Pamo, uns noctatb AeMoOHCTpye ocobnuBy bGara-
TOrpaHHICTb TBOPYOI peanidauii My3nkaHTa. YyqoBuiA KIIaBECUHICT, OpPraHicT, CKpu-
nanb, BiH NcaB TBOPY AJ1s1 OpraHy i KJIaBeCUHY, KaHTaTu, My3uKy [0 TeaTpasibHUX
BMCTAaB, Hanucas 6/IM3bKO AEeCATU TEOPETUYHUX NpaLb («TpakTaT NPo rapMoOHito» Ta
iHLLI), B AKUX OQHUM 3 NEPLUNX 0Or'PyHTYBaB Teopito 06epHEHHSA aKOpAiB Ta rapMOHiY-
HUX (PYHKLIN, 0JHOYaCHO faBaB YPOKU MY3UKU, KepyBaB OPKeCTPOM, OpraHi3oByBaB
KOHLlepTu ToLlo. baraTtorpanHuii gocsif X. . PaMo ik My3aukaHTa, NOro iHTeHCUBHa
TBOpYa poboTa K B My3UUYHO-TeaTpasibHUX, TaK i B iIHCTPYMEHTasIbHUX XaHpax 3y-
MOBWJ1a YUCIIEHHI B3aEMOBIIMBU MiX Pi3HUMM cchepamMm NOro TBOPYOT AisNIbHOCTI.
CTpyKTypa yHiBepcanbHoi TBopYoi ocobucTocTi X. d. Pamo BneplLue B icTopii My3uKku
CTaHOBUTb c060t0 KOHAIrypaLito TPbOX PiIBHOLIHHMX NMPOBIAHUX AiSNIbHOCTEN — BUKO-
HaBCTBa, KOMMNO3WULT Ta My3UKO3HaBCTBa. 3Baxakouu Ha Le, yHiBepcasbHy TBOpPYY
ocobucTicTb X. ®. Pamo MoXHa BBaXaTu NPpOTOTUMNOM YHiBepcaniaMy TBOpYOi 0co-
BMCTOCTi Y MOro 0OCHOBHMX, KITAaCMYHUX NPOsAiBax.

PisHoBM g nonigisfbHICHOro TUMY YHiBepcasibHOI TBOpYoi ocobucTocTil. &. leHpens
Ta . C. baxa HaBaraTo 6/K4Mit 0 PeHECAHCHOIO My3MKaHTa, HiX [0 My3UKaHTa-yHi-
Bepcana Hoeoro Yacy. CTpykTypw yHiBepcaniamy ocobmucTocTi 060X MUTL,IB BUHAYaE:

1) AOMiHYBaHHSI BUKOHABCTBa Haj KomMmnoauuieto — obunsa 6ynm BUBHaHUMM BU-
KOHaBLSIMU-BiIpTYyo3amu, 3i ccpepun KOMNO3uL,il — YaCTKOBO BU3HABAIUCS TXHi [y XOBHi
TBOPW, LiHHICTb SKUX NigcuoBanacs aBToputeTom uepksu (opatopii . . leHpens,
KaHTaTu Ta opatopii /. C. Baxa);

2) angepeHuiayis BuAiB JisnbHoCTi — He3HayHa: . . [eHaeNnb AUPUryBaB BUKOHAH-
HAIM opaTopiit, cuasum 3a knaesecuHom; M. C. Bax sk kaHTop coBopy cB. Tomm onikyBaB-
CSl HaBYaHHSIM | NOBYTOM CBOIX BUXOBaHLIB — HaBYaB XJ10MYMKiB CMiBY, IPi Ha Pi3HUX iH-
CTPYMeHTaX, JIaTUHW, YepryBaB B iHTepHaTI, CyrnpoBOAXYBaB iX B LIepKBY, Ha KNaJOBULLE;

3) 3MilLyBaHHS pi3HMUX BUAIB BUKOHABCTBA MiX coB0t0 Ta 3 iHWKUMM npodecisaMu:
I. . leHpenb — opraHicT, KJJAaBECUHICT, ckpunanb, roboicT, KanenabMencTep, gMpek-
Top KoponiBcbkoi akagemii Mysuku; W. C. Bax — opraHicT, KNaBeCUHICT, cKpunanb,
anbTUCT, B FOHOCTI — cniBak, kanenbMencTep, KaHTop, kepiBHMK Collegium Musicum,
BMHAXiJHUK MY3U4YHUX iHCTpyMeHTiB (viola pomposa);
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4) 06yMOBJIEHICTb TBOPYMX el noTpebaMu npuaBoPHOI abo LIePKOBHOI CITYX6M:
I &. leHpenb — Ha cnyx6i B rpada KapHapBoHa, repyora YeHgocbkoro, Kopons AHr-
nii; M. C. Bax — Ha cnyx6i repiora Beiimapcbkoro, repuora AHrenbT-KeTeHCbKoro, My-
3MYHUI OMpeKTop XxpamiB Jlennuira, kaHTop cobopy cB. Tomu;

5) HenoBHa CTpyKTypa yHiBepcaabHOI TBopYoi ocobucTocTi T d. MeHaens «BUKOHa-
BeLb — KOMMO3MUTOP», B SIKi, 3a OLliHKaMK cy4YacHMKiB, baraTorpaHHe HegudepeHLino-
BaHe BUKOHABCTBO BUKOHYE POJib NPOBILHOI A4isSNIbHOCTI, @ KOMMO3MList — [OMNOMIKHOT, —
LUIMPOKO PO3MOBCIOKEHA Y TOW Yac; MOBHa CTPYKTypa yHiBepcasibHOI TBOPYOI 0COBUCTO-
cTi M. C. baxa «BMKOHaBeLb — KOMMO3UTOP — MeAaror, B siKii, 3a OLiHKaMM Cy4aCHUKIB,
HaraTtorpaHHe HegudepeHLiioBaHe BUKOHABCTBO BUKOHYE POJib NPOBILHOI AisiIbHOCTI,
a KoMMo3wuist i negaroriyHa QisyibHICTb — AOMOMIXHUX, — piKiCHa A5 TOro yacy.

CTpyKTYypw YHiBepcaniaMy TBOPYOi 0COBUCTOCTI BiAEHCbKMX KNacuKiB CBiaYaTb Npo:

1) AoMiHyBaHHs Komno3uuii Hag BukoHascTBoM (y V. MaigHa — HalMEHLLOK Mi-
poto, y J1. BaH beTxoBeHa — HaMbINbLLO);

2) 3pocTaHHs gupepeHyiavii Buais gisabHocTi: y V. FangHa — HesHayHo (cnyx6a
B EcTeprasi nepepnbayana BUKOHaHHA NefaroriyHux, NCMxosioriyHnx, NnobyToBumx, BU-
KOHaBCbKMX, B T. 4. ONEPHO-MOCTaHOBYMX — NocTaBUB 65n3bko 90 onep, KOMNO3UTOP-
CbKUX Ta pefakTopcbkux 060B'A3KiB), y B. A. MouapTa — MoMipHo (CTOCYeTbCS CIYX-
6v B apx. 3anbLbyp3bKoro Ta KOHLUEepTiB-akafeMil, Ha sikux B. A. MouapT BUKOHYBaB
BNIACHi TBOpM, @ TaKOX AUPUryBaB OMepu, CUAAYM 3a KNaBECMHOM, KPiM TOro, apaH-
XyBaB ayxoBHi TBopu I ®. l'enpens Ta W. C. baxa Ha npoxaHHs 6apoHa BaH CBiTeHa);
y J1. BaH beTxoBeHa — cyTTeBO (3a BUHAITKOM BMKOHAHHS BTAaCHUX TBOPIB, Negaror);

3) 3HMXKEHHSI CTYrMeHsI 3MilLyBaHHS Pi3HUX BUAIB BUKOHABCTBa MixX cO0OM0 Ta 3 iH-
wumu npodbeciamu: W. FaiigH — niBumii, KNaBipUCT, CKpUnanb-aHcamOnicT, KanenbMeil-
cTep, nefjaror, komnosuTtop; B. A. MouapT: knaBipucT, ckpunasb, OpraHicT, negaror, Ka-
nenbmencTep, KoMnosmTop; J1. BaH beTXxoBeH: KOMMO3UTOP, NiaHICT, AUPUreHT, Nefaror;
y B. A. MouapTa Ta J1. BaH beTxoBeHa Bxe HeMae HeMY3UYHUX NPOodEeCiNHMX 060B'A3KIB;

4) 3HUXKEHHSI CTYNeHs1 06YMOBJ/IEHOCTIi TBOPYMX ifevi noTpebaMm npuagBopHoi abo Lep-
KoBHOI ciyx6u: y N. Fanpna — noeHa (y K. doH MopuyHa, kHasis EcTeprasi), y B. A. Mo-
LapTa — yacTkoBa (Ha cryx6i B apx. 3anbLbyp3bkoro), y J1. BaH beTxoBeHa — BifiCyTHS;

5) HernoBHa CTPYKTypa yHiBepcasibHOI TBOPYOI 0COBUCTOCTI «<KOMMO3UTOP — BUKO-
HaBelb» y V. TaitaHa Ta B. A. MouapTa, BpaxoBytoun hopManbHUi xapakTep iX BU-
MyLLEHOI NefaroriyHol 4istfIbHOCTi, KOMMNO3UL,isi BUKOHYE POoJib MPOBIAHOI AisiNIbHOCTI,
a BMKOHaABCTBO — [0MOMIXHOI, MOBHa CTPYKTYpa yHiBepcasibHOi TBOPYOI 0COBUCTOCTI
«KOMIMO3NUTOP — BUKOHaBeLb — negaror» y J1. BaH beTxoBeHa, KOMMNO3ULiS BUKOHYE
poJib NPOBIAHOT JiANbHOCTI, @ BAKOHABCTRO | Mefarorika — fONoMiKHUX.

BucHoBKu

deHOMeH yHiBepcasibHOI TBOPYOi 0COBUCTOCTI NpefcTaB/ieHMIn Ha BCiX eTanax
pO3BUTKY KYNbTYPHO-iCTOPUYHOro npotecy. [poTe B KOXHY f06y MOMy npuTamaH-
Hi cBOT cneyundivHi ocobnmBocTi. PopMyBaHHA yHiIBepcanbHOT ocobucTocTi B fo6y
BigpooykeHHs1 XxapakTepusyeTbCsl TEHOEHLiIIMU eKCTEHCMBHOT NONIAIANbHICHOCTI Ta
CTPYKTYpHOTHeBNopsagkoBaHocTi,y XVII=XVIII cToniTTax — iHTeHcudikauii Ta TSXiHHSA
[0 MOHOiSINIbHICHOCTI, | yBeCb el Yac — AOMiHyBaHHSIM BUKOHaBCTBA.
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BusHauyanbHy posb y cTaHOBNEHHI (heHOMeHa KiacuyHoro (MoBHOro) yHiBepca-
ni3Mmy Bigirpana onepa, Wo cTana MapkepoM ceitornagHux aMiH XVII=XVIII ctonitTs.
Ha 3miHy amopcbHOMY fisiibHICHOMY YHiBepcani3aMoBi My3nKaHTa-MancTpa npuiLoB
CTPYKTYpPOBaHMWIN OisiNbHICHUIA YHiBepcaniaM My3ukaHTa-TBopLs. 3arajibHa guHaMmi-
Ka Lboro npouecy Habyna BUrnsAy pyxy Bif HeaudepeHLuinoBaHOT NonifissibHICHO-
CTi 0o amdepeHuinoBaHol MOHoAisNbHICHOCTI. OgHOYaCHO i3 hopMyBaHHAM Mogeni
KJTAaCUYHOro YHiBepcaniaMy ocobucToCTi BCe BULLOIO CyCcnilbHOro ctaTycy HabyBaB
Takui B AisNbHOCTI IK KOMMO3MKLis, Lo B yMOBaX HOBOI 106K cTaB BUPa3HO [OMi-
HyBaTW HaJi BUKOHABCTBOM.

OkpeMe MicLie B ranepei yHiBepcasbHUX TBOPYMX 0COOUCTOCTEN [OKIAaCUYHOrO
nepiogy Hanexutb X.-®. PamMo, w0 npocnaBuBCS ik BUKOHaBeLb (OpraHicT, knaBe-
CUHICT), KOMMO3WUTOP Ta My3MKO3HAaBELLb, i MOCTaTb AKOr0 CJlig BBaXaTU NPOTOTUINOM
KJlTaCUMYHOro yHiBepcaniamy ocobucTocTi.

BHacnigok po3arnsgy yHiBepcanbHuX TBOpYMx ocobuctocten [ &. FeHpens,
W. C. Baxa, W. FangHa, B. A. MouapTa, J1. BaH BeTxoBeHa y 3icTaBlieHHi 3i cneLmdikoro
JisinIbHICHOrO yHIBepcaniamMy My3mkaHTa-MancTpa i My3ukaHTa-TBOPLSi BU3HAYEHO Ha-
nexHicTb ocobuctocTei I, d. lenpens Ta . C. baxa [0 eKCTEHCMBHOIO NOAiAisNIbHICHO-
ro HeCTPYKTYpOBaHOrO yHiBepcaniamMy MyankaHTa-MaiicTpa, ocobuctocTein M. MaingHa
Ta B. A. MouapTa — o yHiBepcaniamy nepexigHoro 3paska, a ocobuctocTi J1. BaH beT-
XOBEHa — [0 CTPYKTYPOBAHOr0 HisfIbHICHOrO YHIBEpCaniamMy My3unkaHTa-TBOPLS.
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EXTENSIVE AND INTENSIVE MANIFESTATIONS
OF ACTIVITY UNIVERSALISM OF THE CREATIVE PERSONALITY:
RENAISSANCE, BAROQUE, CLASSICISM
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Abstract

The proposed study is devoted to the universal creative personality. The author considered
thisphenomenoninthe aspectofactivity universalism. In this research, the typology of universal
creative personality is analyzed on the material of the musical culture of the European tradition.

The main purpose of the article is to identify and characterize the features of the activity
universalism of the creative personality in the musical culture of the Renaissance, Baroque and
Classicism.

Research Methodology. O. Komenda created her own author's activity-structural method, in
which different psychological and art approaches to the study of universal creative personality
combined.

The scientific novelty of this study is the development and testing of the activity universalism
theory of the creative personality.

Conclusions. The author defined the essence of the activity universalism phenomenon
and traced its evolution. She revealed his peculiarities in structural, typological, functional
and individual-creative aspects. 0. Komenda revealed a turning function of the opera in the
formation of the universalism of the New Time and determined the role of Je. F. Rameau as
a prototype of the classic universal creative personality. The author specifies such concepts:
the phenomenon of activity universalism, historical and activity types of universalism, universal
creative personality, leading and auxiliary activities, the structure of activity universalism, the
functions of a universal creative personality and types of activity universalism in the music-
historical process. The development of the typological, functional and individual aspects of
activity universalism determined the theoretical significance of this thesis. The application
of the interdisciplinary approach provided the modernity and significance of its theoretical
achievements.

Keywords: universal creative personality; leading and auxiliary activities; the structure of
activity universalism; cumulative type of activity universalism; system-integrative type of activity
universalism
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9KCTEHCUBHbIE U UHTEHCUBHDIE NPOABJIEHNUA
OEATE/IbHOCTHOIO YHUBEPCAJIN3MA TBOPYECKOU JINYHOCTMU:
PEHECCAHC, BAPOKKO, KJIACCULIU3M

Onbra KomeHga

KaHAWAAT NCKYCCTBOBEAEHUS, JOLEHT, OLEHT Kaeapbl MCTOPUM, TEOPUU UCKYCCTB M UCMOSTHUTE/IbCTBA;
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BoCTOYHOEBPOMENCKNIA HaLyMOHasIbHbIA YyHUBEPCUTET uMeHu Jlecn YkpaunHku, JlyuK, YkpavHa

AHHOTayunsa

MNpepnnoxeHHoe UccnefoBaHWe MNOCBSLWEHO OeHOMEeHY YHUBEPCANbHOW JIMYHOCTH,
KOTOPbIN pacCMOTPEH B acnekTe [esATeSIbHOCTHOro YHMBepcann3ama.

Lienb uccnepoBaHus — onpefenuTb U oxapakTepusoBaTb 0COOEHHOCTU [,eSITENbHOCTHOMO
YH/MBepcanuama TBOPYECKOW JIMYHOCTU B My3blKanbHOW KynbType PeHeccaHca, bapokko
n Knaccuymama.

MeTogonorus wuccnefoBaHuss — aBTOPCKUN [OeATENIbHOCTHO-CTPYKTYPHbIA MeTog,
coyeTalwWwmn psAf  MNCUXONIOTMYECKMX U UCKYCCTBOBEAYECKMX MOAXOA0B K M3Y4YeHUIo
YH/UBepCasnbHOMN JIMYHOCTH.

HayuyHass HOBM3Ha MccnefoBaHMUsA 3akJtoyaeTcs B paspaboTke M anpobauuum Teopum
[eATeNnbHOCTHOrO YHUBepcanMamMa TBOPYECKON JIMYHOCTMH.

BbiBogbl. B wuccrnegoBaHuM  NPOAEMOHCTPUPOBAHbI  OCHOBHble  TeHAEHUUn
DeATeNnbHOCTHOrO yHMBepcanuama JIMYHOCTM B psAfe KynbTyp €BPOMenckon Tpaguuuu,
[OKa3aHo, YTO KYMYJISITUBHbIN TUM TBOPYECKOr0 YHUBEPCanvM3Ma CBA3aH C TUMOM My3blKaHTa-
MacTepa,aCUHTETUYECKU-UHTErpaTUBHbIN — CTUNOMMY3bIKaHTa-TBOPLLA; BbIICHEHACYLLHOCTb
cdeHOMeHa yHuBepcanbHOM NIMYHOCTM HoBOro BpemeHu; BbisiBieHa nepesioMHas yHKLUS
oriepbl B CTaHOBJSIEHUN yHUBepcanuamMa nnyHoctu Hosoro BpemeHu u ponb X. . Pamo kak
NpoToTMNa KJTACCUYECKOro YHMBepcana. Y TOUHEeHbIl: CoepXaHne KaTeropum yHMBepcanbHON
JIMYHOCTK; PpoONb Bepyllen W BCNOMOraTeNbHOM [esATeNbHOCTM B OMpefeneHun Tuna
YH/BepCasnbHOMN JINYHOCTMU, a TaKXe POJsib YHUBEPCANIbHON IMYHOCTU U TUMOB LeATeNIbHOCTHOIO
yHUBEpcannamMa B My3blKanbHO-UCTOpMYeckoM npouecce. ObLLee TeopeTMyeckoe 3HaYeHue
paboTbl 00ycroBneHo pa3paboTKoW CTPYKTYPHO-TUMOSIOrMYecKoro, (pyHKLMOHANbHOro
M UHOMBWUOYaNbHOrO acnekToB heHOMeHa LesATeNIbHOCTHOMO YHUBEpPCann3ama; npuMeHeHnem
MHTEPAVCLUMIMIMHAPHOIO MoAxofa K OCMBICIIEHUIO YHMBEpPCallbHOW NMYHOCTU. [lokasaHo,
yTo bopMUpOBaHUE YHMBEpCaNbHOM NIMYHOCTM B XV—XVI Bekax OTMEYEHO TeHOeHUUAMMU
9KCTEHCUBHOM MONUAEANBbHOCTHOCTU M CTPYKTYPHOM HeynopsgoyeHHocTu, B XVII-X VIl Bekax —
MHTEHCUdMKALMU U TAFOTEHUS] K MOHOAESNIbHOCTHOCTHU, U BCe 3TO BpeMsi — JOMUHMPOBAHUSA
MCMNOSIHUTENbCTBA.

KnioyeBble croBa: yHMBepcanbHas TBOpYECKas JIMYHOCTb; Befyllias u BCroMoraTesnbHas
DeATeNnbHOCTb; CTPYKTypa [esTeNIbHOCTHOrO YHMBEpCannama; KyMYMATUBHbIA  Tun
OeATeNbHOCTHOrO  YHMBepCanuM3ma; CUCTEMHO-WHTEerpaTMBHbIN  TUM  LeATEeSIbHOCTHOro
yH/Bepcanuama

:c This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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Abstract

The honoured artist of the Republic of Azerbaijan, Ilham Nazarov, is a prominent
representative of the Azerbaijani school of vocal performance of the 21st century. He went
down in the history of the art of vocal performance in Azerbaijan as the first performer with
a countertenor sound timbre, wide vocal performance capabilities, and a sound range of
5 octaves. |. Nazarov's field of activity is wide and diverse. Another direction of his multi-sided
professional path is scientific creativity. The musician is the author of various programs,
scientific articles, guidelines and manuals. The article also deals with the scientific activity
of I. Nazarov and clarifies his features. At the same time, the author explains the importance
of scientific works written by the performer for the musical science of Azerbaijan. We
would like to note that the scientific work of I. Nazarov is studied in a broad sense for the
first time.

The purpose of this research is the study of the features of the scientific activity of
I. Nazarov, the definition of his method of approach as a researcher, the scope of his scientific
works.

The research methodology consists of analytical and chronological analysis methods.
Here are analyzed and systematized features of scientific creativity of I. Nazarov. The method
of analysis as applied in the article is aimed at a thorough study of the musician's scientific
activity. The research analyzes scientific works authored by I. Nazarov and establishes
a connection with his teaching activities.

The scientific novelty of the research lies in the fact that here the scientific work of
I. Nazarov is examined for the first time, as well as the importance of his method of approach
as a researcher, the range of subjects of his works, research directions, innovations made
into a music science of Azerbaijan, and the relevance of such research are identified. At the
same time, the article deals with the research conducted in connection with the features of
the countertenor sound timbre of I. Nazarov, as well as his research work considering the
USSR People's artist, prominent figure Muslim Magomayev.

Conclusions. Based on the study of the features of the scientific activity of Ilham Nazarov,
the following conclusions may be made. In the creative works of I. Nazarov, the research
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papers are of great importance. Despite the fact that the musician has been engaged
in scientific activities since 2015, he is also the author of numerous scientific articles,
guidelines, training programs, manuals, etc. The scope of the researcher’s topics is wide and
diverse. We would like to note that some of the topics studied by I. Nazarov have been studied
in the field of music science in Azerbaijan for the first time. From this point of view, these
research papers are of great importance. Here we can note the study of the features of the
countertenor sound timbre and the study of the work of the USSR People’s artist, Muslim
Magomayev.

The artist studied the features of the voice in a broad and comprehensive manner as
a performer with a countertenor sound timbre. Let's note that the first scientific article
authored by I. Nazarov is related to the countertenor sound timbre. In this regard, the musician
has developed training manuals, guidelines and programs. In a book called “The Technique
of Countertenor Performance”, the researcher describes the features of countertenor sound
and scientifically proves the authenticity of such a sound.

The main characteristic feature of the scientific activity of I. Nazarov is applying modern
methods. For example, in the dissertation paper related to the study of M. Magomayev's
creative work, |I. Nazarov describes the performance characteristics through the physical
parameters and computer programs on the example of cavatina of Figaro performed by the
famous singer. This method was first applied in the musical science of Azerbaijan and it is
an important step in studying the features of vocal performance.

Keywords: llham Nazarov; music science of Azerbaijan; features of countertenor
performance; Muslim Magomayev; scientific research; vocal performance

Introduction

The Azerbaijani-European school of traditional academic vocal performance established
in the early 20th century has rich trends. This school founded by Bulbul, a prominent singer,
the USSR people's artist, brought up bright representatives who were able to glorify the
Azerbaijani vocal performance school all over the world. The works of people's artists of the
USSR, Rashid Beybutov and Muslim Magomayeyv, are a part of the world musical culture, not
only of Azerbaijan. And nowadays, these traditions are successfully continued by many of
our performers, and their professional path reflects the new stage of the Azerbaijani school
of vocal performance of the 21st century. One of these professionals is Ilham Nazarov, the
Honoured Artist of the Republic of Azerbaijan.

Ilham Nazarov is one of the brightest representatives of the modern Azerbaijani vocal
school. He is one of those professionals who successfully combined vocal creativity and
scientific activity. It should be noted that lham Nazarov is the first Azerbaijani vocal performer
with a countertenor voice. |I. Nazarov is a master with a range of 5 octaves, reflecting new
shades of synthesis according to the European laws of vocal performance of the National
School of singers (Piriyev, 2020, p. 159). His wide-range capabilities allow him to reproduce
masterfully the parts written for different sounds (Kukhmazova, 2020, p. 63). So, when
studying the singer's work, there are various parts, from the bass to the soprano voice timbre.
During 20 years of professional stage activity as a musician, he created 49 images, 15 of
which were performed in a baritone voice, and 34 in a countertenor timbre (Bakirova, 2020,
pp. 108-109).
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As we noted, the name of the People's
Artist of the USSR Bulbul is also associ-
ated with the formation and development
of the science of vocal performing arts in
Azerbaijan. The theory of the formation of
the Azerbaijani traditional academic vocal
school of the genius professional, a num-
ber of his interesting reports in this regard
are one of the rare pearls of our cultural
history. The trend of combining performing
and scientific research, noted in the rich
literary activity of Bulbul, was continued in
the work of I. Nazarov in the 21st century.
In this respect, I. Nazarov became a part of
our vocal history as a worthy successor of
such traditions, not only in the view of his
stage work but also scientific work.

I I i

Figure 1: llham Nazarov. Baku, 2079.

Figure 2: 1. Nazarov as Prilepa from P. Tchaikovsky’s
“The Queen of the Spades”, Azerbaijan State Academic
Opera and Ballet Theatre, 2016.
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Purpose of the research

Scientific activity is of great importance in |. Nazarov's many-sided creative work.
The main purpose of this research paper is to analyze the scientific creativity of Naza-
rov, to determine the features and importance of scientific works written by the re-
searcher.

Recent research and publications analysis

The article examines the features of scientific creativity of I. Nazarov in an exten-
sive and comprehensive manner for the first time. It deals with the research papers
written by I. Nazarov and devoted to the life and features of scientific creative work
of I. Nazarov. So, it is referred to articles by G. Abdullazade, Y. Kukhmazova, R. Piriyev,
G. Bakirova and |. Nazarov. At the same time, the research papers of G. M. Ardran,
A. Parrott, P. A. Lindestad and others related to the countertenor sound timbre are
used.

Main research material

As it is known, |. Nazarov has been regularly engaged in scientific activities since
2017. The performer is the author of 15 scientific articles on various subjects, 3 vocal
and performing programs, methodological recommendations (as a manuscript) and
textbooks (as a manuscript) intended for higher and secondary educational institu-
tions. The range of interests of the musician is quite wide and multifaceted. The main
research areas are listed in the following order and cover the topics in which scientific
papers are presented (articles and conference materials, various vocal performance
programs, manuals and monographs):

— Research of performance characteristics of countertenor sound timbre;

— The article about the life and work of Bulbul, the USSR People's Artist;

— Research of the creative heritage of M. Magomayev, a world-famous singer, the
USSR People's Artist, at the level of a dissertation;

— Historical studies of the Azerbaijani school of vocal performance.

Let's note that the topics considered by the musician differ in variety and scope.
At the same time, we are witnessing the individual approach of a young researcher,
the clarity of the essence of each topic, as well as the identification of new qualities.
One of the features of |. Nazarov is to bring to the attention of a wide readership some
of the topics which he considers and which are studied for the first time in the field of
Azerbaijani music science. His successful results are published not only in Azerbaijan
but also in various scientific journals in Ukraine and Russia. The researcher's scientif-
ic activity develops mainly in two directions:

— Study of the research topics with an approach to the historical aspect;

— Theoretical research of the topics under study.

For example, it should be noted note that although his article entitled “Brief over-
view of the development of Azerbaijani classical and variety vocal" (Nazarov, 2019a)
published in the "Madaniyyat.az" magazine in 2019 was not studied theoretically, in
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the article named "Features of interpretation of U. Hajibeyli's romances performed by
Muslim Magomayev" published in the second issue of the Russian magazine "Music
and Time" (Nazarov, 2020b), the features of vocal performance were analyzed theo-
retically.

The first scientific work of I. Nazarov was published in 2015 with support of the
scientific and methodological centre for cultural studies under the Ministry of Culture
and Tourism of Azerbaijan, named as “"Vocal. The program for children's music and art
schools". Here, the researcher is one of the co-authors.

Regarding the musician's scientific activities, it would be also worth to mention
his teaching activities. Thus, work programs, manuals and textbooks written by the
researcher, as a rule, are associated with his pedagogical activity and reflect the
methodological approach of the performer. The musician successfully coordinates
practical and scientific knowledge in teaching activities. Education of competent per-
formers with all-round talent is one of the main principles of I. Nazarov's vocal per-
formance technique. The programs authored by the researcher are also based on the
principle of forming correct pedagogical education.

I. Nazarov has been teaching academic vocal and variety performance classes
at the Department of “Solo singing and opera training”, Baku Music Academy named
after Uzeyir Hajibayli since 2018. His program for the faculty of variety has modern
features.

INTERNATIONAL
VOCAL COACH MUSIC
COMPETITION

FIRST PRIZE WINNER
_~

ILHAM NAZAROV

Azerbaljan

William Moore Christopher Smith

Artistic Director of the Competition The Head of the Jury

USA, 2017

Figure 3: 1.Nazarov won the international competition
of vocal teachers held in USA, 2017.
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Thus, one of the points that the program pays attention to is the provision of
different languages, works that cover different periods, as well as those colourful in
terms of style. The program includes various difficulties in performance and helps
to eliminate certain problems of interpretation in the student.

Speaking about Nazarov's scientific work, the countertenor performance should
be emphasized here. The performance of the countertenor is important on the cre-
ative path of a musician. The reproduction of this type of sound led to the fact that
the path of art rose to a new plane and branched out. The beginning of the sing-
er's performing activity with a countertenor timbre of voice is an important cultural
event in the Azerbaijani vocal performance art (Bakirova, 2020, p. 64).

The first scientific research of the researcher is related to the performance of
the countertenor, and this article is named as “A countertenor: an unusual voice
timbre given by God" (Nazarov, 2017). It is also valuable as the first scientific article
related to the countertenor sound in the Azerbaijani music science. The article is
intended for a wide readership. Here, the author touched upon some features of
the history of countertenor performance, based on his own performance experi-
ence. The author approaching it from a historical point of view managed to clarify
the features and performance of the countertenor sound timbre.

One of the main features of I. Nazarov's work is his comprehensive approach to
each topic. He also developed a program for performers with a countertenor sound
timbre, taking this feature as a basis.

Let's note that starting from 2019, I. Nazarov teaches countertenor perfor-
mance for the first time in the history of the Baku Music Academy named after
U. Hajibeyli. In general, the technique of countertenor performance has not been
widely studied in the world science of vocal music. Given that the countertenor
timbre of the voice has been gaining popularity since the middle of the 20 century,
this can be considered a natural phenomenon.

From this point of view, the study of sound timbre and determination of perfor-
mance characteristics is one of the important steps in the world science of vocal
performance, along with Azerbaijan. He conducted his historical and scientific ap-
proach in parallel in his textbook named as "Methodology of Countertenor Perfor-
mance Technique". This leads to the formation of a clear and comprehensive image
of the counter-resonant sound timbre in the reader. Here, the musician took a look
at the historical roots of male and female performing arts with the highest voice
and classified the sounds. An important part of the research is to clarify the char-
acteristics of countertenor technique. For the first time, I. Nazarov highlighting
the physiologic features of the performer with his countertenor voice proves with
scientific facts that he has a real voice and other traditional sound timbres. The
researcher suggests that it is possible to develop the technique in any male per-
former theoretically. At the same time, |. Nazarov creates a new concept based on
the research of the papers written by a number of European and American scien-
tists. Among such papers, the works of G. M. Ardan and D. Wulfstan (1967) “The
Alto or Countertenor Voice", the works regarding the research on the physiological
features of the countertenor by P. Lindestad and M. Sodersten (1988), as well as
the noted research, works by T. Kenneth (2001), A. Parrott (2015) and others can
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be noted. In this regard, the textbook named “Methods of contrast performance
technique” by I. Nazarov is one of the important steps on the way to study the
countertenor sound timbre.

Along with pedagogical activity, stage activity is of great importance in the sci-
entific work of I. Nazarov. Thus, for the first time in the history of world vocal per-
formance, the musician performed F. Schubert's vocal collection "Schwanenge-
sang" (“Swan song”) D.957 with a countertenor voice timbre. Performing a cycle
with a countertenor voice timbre requires a certain vocal technique. Here, the singer
managed to subordinate the technique of countertenor performance to the style of
the work.

I. Nazarov also wrote manuals reflecting the principle of the performance of
this collection of countertenor voice. In the study, 14 songs are examined in vari-
ous aspects, approaching the prism of the countertenor's performance technique.
Thus, each song highlights a specific performance problem, and the author's ap-
proach to solving these problems is reflected. During the performance of the song
“Liebesbotschaft" (“Love message”), the peculiarity of the voice is emphasized, the
difficulties of vocal performance that arise due to the fact that the song “Aufen-
thalt" (“Stay”) covers a lower tessitura, as well as methods to eliminate them, some
songs reflecting a content-shaped circle, shades of voice, and other points of view
are brought to attention as a clear example. The main feature of the manual is that
it has a pedagogical purpose and at the same time reflects the principles of perfor-
mance of |. Nazarov. And this quality is rated as one of the most important.

The important place in the scientific work of the musician is his research as
a doctoral student. |. Nazarov has been a doctoral student at the Baku Music
Academy named after U. Hajibeyli since 2018. The subject of his research is to
determine the features of the work of M. Magomayeyv, a world-famous musician,
the USSR people's artist. The work of an outstanding professional M. Magomayev
was first thoroughly studied by I. Nazarov at the dissertation level. The researcher's
arguments on the topic were presented at 11 different conferences, symposiums
and journals. A full list of conferences that the musician participates in, including
the articles authored by him can be found in the monograph named "“I. Nazarov:
a boundless voice..." (Abdullazade, 2020, p. 121).

As is has been noted, one of the main features of the performer’s scientific ac-
tivity is the research method. The articles authored by the musician primarily define
the following features:

— The identification of new materials on the topic, archival documents by the
researcher;

— The use of modern computer programs related to the study of music in sci-
entific works by the musician.

One of the main features that distinguish the scientific work of I. Nazarov is that
the topic under study is presented not under General features, but against the back-
ground of the author's individual approach. As an example, it would be worth to
mention the article named “Typical elements of Muslim Magomayev's vocal per-
formance style" (Nazarov, 2020a). The sources about M. Magomayev brought to
light the features of his voice timbre, the voice in various forms. Thus, researchers
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sometimes presented it like a bass, sometimes as a dramatic or lyrical baritone. As
a result of I. Nazarov's research, it turned out that an outstanding artist is a lyrical
and dramatic baritone. It should be noted that at this time the researcher used dif-
ferent methods of approach. At first, the author explains the musician's repertoire,
and then the features of his voice on the basis of the fundamental principles of
vocal and performance science and scientifically justifies the presence of a lyri-
cal and dramatic baritone in his voice. At the same time, the researcher cites the
statements of musicians, deeply considering the work of M. Magomayev. Thus, he
manages to attract other musicians to research work and emphasize not only any
scientific theoretical books but also live creative communication and discussions.
Such moments are an important indicator in musicology.

As we have noted, one of the main features of I. Nazarov's scientific work is the
creative use of a number of modern methods of the approach based on the tradi-
tions of Azerbaijani and world musicology. For the first time in the science of vocal
performance in Azerbaijan, he clarified the acoustic properties of M. Magomayev's
voice through computer programs.

As it is known, one of the most important features of musicology is the search
for an objective solution to subjective judgments. In other words, any author's idea
is that it is really compatible with specific tools. The analysis of vocal performance
also requires the researcher to do the same. Because any performance analysis is
the main indicator of a subjective approach. And Nazarov, proving the analysis of
vocal performance on a scientific basis, presents them as the result of an objective
approach. The author defines the performance structure along with the physical
parameters of Magomayev's voice through PRAAT, WAVE ASSISTANT PRO and oth-
er computer programs. In this regard, during the performance of any work, dynamic
nuances, strokes, breathing, voice power, in a word, the vocal means of performance
that the singer uses are visually presented. This means that it finds objective con-
firmation of the approach determined by listening. We would like to bring to your
attention some parts of the article mentioned. The description of M. Magomayev's
performance of the final section (della citta) of Cavatina of Figaro from the opera
“The Barber of Seville" by G. Rossini is provided below (Nazarov, 2019b, p. 36). It
shows the recordings of tapes that the singer made in different years. These tables
clearly reflect the structure of the performance of an outstanding musician. Thus,
it reflects such moments as the vibrato in his voice, the difference in maintaining
the size of the voice, the use and breathing of the glissando upon passing to the
next sound. For example, in the first graph, the singer performs the following voice
without breathing, then in the third table, it is clear that he uses breathing. In the
first graph, the volume of sound is performed for a relatively long time.

In the third table, the vibrato in the performer's voice is denser, and the size of
the saved note is shorter. In the second table, we encounter a different execution
method. Here, the performer performs longer, increasing the length of the second
note.

The archival documents of the National Archives Administration of Azerbaijan,
as well as the archival documents of the Azerbaijan National Library named after
M. F. Akhundov and the Union of Composers, present |I. Nazarov as a researcher
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from a completely different aspect. This means that M. Magomayev's work is rep-
resented by correct and well-founded facts. For example, such documents repre-
sent characteristics written by different performers about M. Magomayev over the
years, the documents related to his repertoire at the Azerbaijan State Academic
Opera Theatre, the writing history of works and songs of the musician, a list of
such works, biographical statement reflecting the main stages of the singer's work,
and etc. Some new facts related to M. Magomayev are also reflected in such doc-
uments.
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The archival documents of the National Archives Administration of Azerbaijan,
as well as the archival documents of the Azerbaijan National Library named after
M. F. Akhundov and the Union of Composers, present |. Nazarov as a researcher from
a completely different aspect. This means that M. Magomayev's work is represented
by correct and well-founded facts. For example, such documents represent charac-
teristics written by different performers about M. Magomayev over the years, the doc-
uments related to his repertoire at the Azerbaijan State Academic Opera Theatre, the
writing history of works and songs of the musician, a list of such works, biographical
statement reflecting the main stages of the singer's work, and etc. Some new facts
related to M. Magomayev are also reflected in such documents.

Conclusions

Thus, upon determining the specific features of scientific creativity of I. Nazaroy,
the following conclusions can be made. Each subject considered by the musician, in
particular, a textbook on the countertenor performance, a dissertation work about the
work of M. Magomayev, methodological manuals and programs authored by him, are
unique in their features, the specifics of the research, and the results obtained. Ap-
plying his various approaches separately or in parallel here creates the conditions for
a full and comprehensive scientific solution of the problem.

I. Nazarov's scientific works, based on his multi-faceted creative activity, allow us
to evaluate other aspects. The scientific works authored by the artist, give a reason to
regard him as a researcher who can theoretically transform a rich vocal performance
experience into theoretical knowledge.
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ACKPABOI'O NMPEACTABHUKA CYYHACHOI LUKOJIU
BOKAJIbHOIO BUKOHABCTBA A3EPBAUXAHY

Byrap lym6aTtoB

JIOKTOp pinocopcbkux Hayk, 3aBigyBayd Biaaisny no poboTi 3 iIHO3EMHUMU CTyAeHTaMy,
cTapLumii HaykoBuii cniBpobiTHuK; ORCID: 0000-0001-8786-2268; e-mail: vugar.humbatov.85@mail.ru
BakuHcbka My3udHa akageMisi iMeHi Y3eipa lagxunbeiini, baky, A3epbaiigxaH

AHoTauyis

3acnyxeHun apTuct AsepbanpxaHcbkoi Pecny6niku Inbxam HasapoB € sickpaBum
npeactaBHMKOM AsepbaifXaHCbKOl LIKONM BoKasnbHOro BuMKoHaBcTBa XXI ctonitta. BiH
YBILIOB B iCTOpit0 MUCTeLTBa BOKaJbHOrO BMKOHaBCTBa AsepbaifixaHy SK nepLuuni
BMKOHaBeLlb, L0 BOJIOAie KOHTPTEHOPOBMM 3BYKOBUM TEMOPOM, LUIMPOKUMU MOXIUBOCTSIMM
BOKaNbHOrO BUKOHABCTBA, 3BYKOBWM fianasoHoM obcsiroM 5 okTaB. Cdepa HisSIbHOCTI
|. HazapoBa wupoka i pi3HOMaHiTHa. 3HaAYHWA HanpsMOK Horo 6araToCTOPOHHLOMO
npocecinHOro Wnaxy CTaHOBUTb HAayKOBa TBOPYICTh. Y MpeAcTaBneHIincTaTTiobr'pyHTOBYETbCS
BaXJIMBICTb HaNMMCaHUX BUKOHABLEM HAyKOBUX TBOPIB A1 My3UUYHOT Haykn AsepbanmxaHy.
3as3HayeHo, WO HaykoBa TBoOpuYicTb |. HasapoBa Bnepwe p[ocnigXyeTbcsi NOCHiAOBHO
1 CUCTEMHO.

Meta pocnif)keHHa nonsirae y BUBYEHHI 0COGNMBOCTEN HaAyKOBOI AisiSIbHOCTI
|. HazapoBa, BU3HauYeHHi NOro aBTOPCbKOI METOAUKU Ta aHanisi 6aratorpaHHOCTi HAyKOBOIO
nopobKy.

Metoponorilo AocnigkeHHa CcknafalTb METOAM aHaniTUYHOro Ta XPOHOJIOMYHOrO
aHanisy, cnpsiMoBaHi Ha TI'pyHTOBHE BWBYEHHSI HAyKOBOI [HiSUIbHOCTI My3WKaHTa.
CuctemMaTnMsoBaHo 0co6iMBOCTI HaykoBoro fopobky |. HasapoBa Ta BCTaHOBEHO 3B'A30K
3 /i0ro nefaroriyHor NPaKTUKOHO.

HaykoBa HOBM3Ha p[AOCHIAXKEHHA TMofsirae B TOMY, WO Breple po3risfaeTbes
HaykoBa TBOpYicTb |. HasapoBa — BM3HaAYeHO BaXJIMBICTb WOr0 aBTOPCbKOI METOAMKM,
CXapaKTepu30BaHO Pi3SHOMAHITHICTb TeMaTUKWM TBOPIB, HaMpPsMKW HAyKOBOT AisiNIbHOCTI,
HOBOBBE[EHHS,, BHECEHI HUM B MY3WKO3HaBCTBO AsepbaiixaHy, a TakoX TEOpPeTUYHy Ta
NMpakTUYHY 3HaYyLLiCTb 3a3HayeHWX [OCHiAHMLbKMX pob6iT. BogHouac B cTaTTi onucaHo
LOCNi)KEHHS, MPOBefEeHi Ha OCHOBI 0COG/MBOCTEN KOHTPTEHOPOBOro 3BYKOBOIO TeMO6py
I. HasapoBa, a Takox oro gocnigHuuybka poboTa Wwono HapoaHoro aptucta CPCP, BugaTHoro
nisya Mycnima Maromaesa.

BucHoBku. HaykoBo-A0CnigHULbKI po60TU CTaHOBMATH BEJIMKY 3HAYYLLiCTb Y TBOPYOCTI
I. HazapoBa.[TonpuTe, L0 My3nKaHT 3aMaeTbCAHAYKOBO AisfibHICTI0 32015 poKy,BiHE aBTOPOM
YMCNIEHHWUX HAYKOBUX CTaTel, MeTOAMYHMX PeKOMeHJaLlii, HaBYanbHUX NPorpaM, HaBYasibHUX
nocibHukiB Towo. [esiki TeMu, focnigxysaHi |. HasapoBuM, Brieplue BUBYEHI B MY3WYHIN HayLi
AsepbanmxaHy. MoXeMo BMOKPEMUTU BUBYEHHSI 0COBNIMBOCTEN KOHTPTEHOPOBOIO 3BYKOBOrO
TeMOpy i [JoChigXeHHs TBOpYOCTi HapogHoro aptucta CPCP Mycnima Maromaesa. lMeplua
HaykoBa CTaTTs, aBTOPOM fKOI € |. HaszapoB, noB'A3aHa caMe 3 KOHTPTEHOPOBUM 3BYKOBUM
TeMOpoM. Y KHUu3I «<MeTomKa KOHTPTEHOPOBOIO BUKOHABCTBAa» JOCHIiAHUK ONucye 0coBnMBOCTI
KOHTPTEHOPOBOrO 3BYKa i HAYKOBO [OBOAUTL NPUPOIHICTb TAaKOro 3BYyKa.
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OCHOBHOKW ~ XapakTepHO  OcOBGAMBICTHO  HAYyKOBOI  OistIbHOCTI |. HazapoBa
€ 3aCTOCYBaHHA Cy4yacCHWUX MeTOAIB LJoChiaXeHHs. Tak, B AucepTauiiHin poboTi, NoB'a3aHii
3 BUMBYEHHsIM TBopYocTi M. MaromaeBa, |. HazapoB onucye BUKOHaBCbKi 0OCOGMBOCTI
3 fonoMororo hisvyHMX NapameTpiB | KOMM'FOTEPHUX NPOrpaM Ha NpUKNIagi TBOPY KaBaTUHM
dirapo, BUKOHaHOro BifOMUM cniBakoM. [laHui MeTon Breplle 3aCTOCOBaHUA B MY3UYHIN
Hayui AsepbaigxaHy i € BaX/MBUM KPOKOM Y BUBYEHHI 0COBAMBOCTEN BOKanbHOro
BMKOHaBCTBaA.

KmioyoBi cnoBa: InbxaMm HasapoB; MysunyHa Hayka AsepbanpyaHy; oco6nMBOCTI
KOHTPTEHOPOBOro BWKOHaBCTBa; MycniM MaromaeB; HaykoBe [OCHiIAXEHHS; BOKanbHe
BMKOHaBCTBO

HAYYHOE TBOPYHECTBO UJ/IbXAMA HA3APOBA,
APKOIro nPEACTABUTEJIA COBPEMEHHOM LUKOJ1bI
BOKAJIbHOI0O UCMOJIHUTEJIbCTBA A3SEPBAUXAHA

Byrap Nlym6aTtoB

JOKTOP (pn1oco(Cckux Hayk, 3aBefyroLLnii OTAE/I0OM 10 paboTe C UHOCTPAHHBLIMU CTYAEHTaMU,
cTapLUmii HayYHbIv coTpyaHuK; ORCID: 0000-0007-8786-2268; e-mail: vugar.humbatov.85@mail.ru
BakuHckasi My3bikanbHasl akagemusi uMenun Yseupa lagxun6berinu, baky, A3epbaiigxaH

AHHOTayunsa

3acnyxeHHbli apTucT AsepbangxaHckon Pecnybnuku Wnbxam HasapoB sBnsetcs
APKUM npepcTaBuTenem AsepbaixaHCKON LWKOJbl BOKaNIbHOro ucnonHuTenbctBa XXI Beka.
OH BOLles B MCTOPUIO WCKYCCTBA BOKaNbHOro McnonHuTenbcTBa AsepbanpxaHa Kak
nepBbIA MCNOMHUTENb, O6NafarolWmii KOHTPTEHOPOBLIM 3BYKOBbIM TEMOGPOM, LUMPOKUMMU
BO3MOXHOCTSIMU BOKaNbHOr0 UCMOMIHUTENbCTBA, 3BYKOBbIM Mana3oHoM B o6beme 5 okTaB.
Cdbepa pesitenbHocTu M. HasapoBa wmpoka u pasHoobpasHa. 3HaunTenbHOe HarnpasrieHue
ero MHOrOCTOPOHHEro npodeccnoHasbHOro MyTUM COCTaBfsieT Hay4yHOoe TBOPYECTBO.
B npepcTtaBneHHoOn cTaTbe MOACHAETCA BaXHOCTb HamnMMWCaHHbIX MCMOSHUTENEM Hay4YHbIX
npousBefeHni osi My3blkanbHoW Hayku AsepbangaHa. Xotenu 6bl OTMETUTb, YTO Hay4YHOe
TBOpYecTBO M. HazapoBa BnepBble nccnenyeTcs NocnefoBaTenbHO U CUCTEMHO.

Lienb uccnepoBaHusa 3akJloyaeTcsl B U3YYeHUN 0COOEHHOCTEN Hay4yHON OeAaTeslbHOCTU
N. HasapoBa, onpepesneHnn ero aBTOPCKON MeTOAMKN MU aHaiM3e MHOFOrPaHHOCTM Hay4YHOro
Hacnegus.

MeToponoruto nccnefoBaHusl COCTaBASAOT METOAbl aHANIMTUYECKOr0 M XPOHOIOMMYECKOro
aHanu3a, HanpaBJ/leHHble Ha OCHOBaTeslbHOe M3yyYeHWe HayYHOW AeATeNbHOCTU My3blKaHTa.
CucTtemMaTnsmpoBaHbl 0COBeHHOCTU HayuHoro Hacnegus W. HasapoBa u ycTaHoBneHa CBSi3b
C ero nefarornyeckon nNpakTUKOW.

HayyHasi HoBM3Ha uccnepoBaHUA 3akloyaeTCcs B TOM, YTO BrepBble paccMaTpuBaeTCs
HayyHoe TBop4yecTBO W. HasapoBa — omnpepesieHa BaXHOCTb €ro aBTOPCKOW MeTOLMKM,
oxapakTepu3oBaHO pasHoobpasve TeMaTWKW NPOU3BeAEeHWI, HanpaBieHUs Hay4YHOW
[esiTeNbHOCTU, HOBLUECTBA, BHECEHHbIE UM B My3blKalbHY0 Hayky AsepbangxaHa, a Takxe
TEOPeTMYECKYO U MpaKTUYeCKYH 3HAYMMOCTb YKa3aHHbIX WCCnefoBaTeNlbCKuX paborT.
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B TO e Bpemsl B cTaTbe ONUcaHbl UCCIef0BaHuWs, NPOBeAEHHbIE HA OCHOBe 0COBeHHOCTew
KOHTPTEHOPOBOro 3BYKOBOro TeMbBpa M. HasapoBa, a Takxe ero uccnefoBartenbckas pabota
oTHocuTenbHO HapoaHoro aptucTa CCCPR, Bblgatowerocs geatensa Mycnuma Maromaesa.

BbiBoabl. HayuyHo-uccnepoBaTenbCckue paboTbl MPencTaBAAOT OGOMbLUy0 BaXHOCTb
B TBopyecTBe W.HasapoBa. HecMoTpsi Ha TO, YTO My3blKaHT 3aHMMaeTCA Hay4yHOM
peaTtenbHocTbio ¢ 2015 rofa, oH AABNAETCS aBTOPOM MHOFOYUCIIEHHbIX Hay4YHbIX CTaTen,
MeTOANYECKUX PEKOMEHOAUNN, YYebHbIX nporpaMM, y4ebHbix nocobuit u 1.4. HekoTopble
Tembl, wuccnepyemble W. HasapoBbiM, BnepBble W3y4YeHbl B 06MacTu My3blKanbHON
Hayku AsepbaigxaHa. MoxeM OTMeTUTb W3yyeHUe OCOBEHHOCTEN KOHTPTEHOPOBOrO
3BYKOBOro Tembpa M uccnepoBaHue TBOpYecTBa HapogHoro aptucta CCCP Mycnuma
MaromaeBa. [epBas Hay4Has cTaTbs, aBTOpPOM KoTopon siBnseTca W. HasapoB, cBa3aHa
MMEHHO C KOHTPTEHOPOBbLIM 3BYKOBbIM TeM6poM. B kHure «MeToauka KOHTPTEHOPOBOIO
UCMONHUTENbCTBA» UCCNefoBaTeSlb OMNUCbIBAaeT OCOBEHHOCTM KOHTPTEHOPOBOFO 3BYKa
M Hay4HO [0Kasas NoAJIMHHOCTb Takoro 3ByKa.

OCHOBHOM  XapaKTepHOW O0COOEHHOCTbIO HayyHon pesTenbHocTM W. Hazaposa
SABNSieTCA MPUMEHEHNEe COBPEMEHHbIX METOLO0B MccnefoBaHus. Tak, B AMCCEpPTaLUOHHON
paboTe, CBA3aHHOW C W3y4yeHMeM TBoOpYecTBa M. MaromaeBa, W. HasapoB onucbiBaeT
UCMONHUTENbCKME 0COBEHHOCTM NOCPenCcTBOM (OM3MYECKMX NapaMeTPOB U KOMMbIOTEPHbIX
nporpaMM Ha MpuMepe MNpou3BefeHUs KaBaTuHbl ®uUrapo, WCMOMHEHHOrO 3HAMEHUTbIM
nesuoM. [laHHbIi MeTon BMepBble MNPUMeEHEH B Mys3blkanbHOW Hayke AsepbanpxaHa
N ABNSIETCA BaXHbIM LIAroM B U3y4YeHUN 0COBEHHOCTEN BOKANIbHOMO UCMONHUTENLCTBA.

KnioueBble cnoBa: VinbxaM HasapoB; My3bikanbHasi Hayka AsepbaigyxaHa; 0cobeHHOCTH
KOHTPTEHOPOBOr0 UCMONHUTENbCTBA; Mycnum MaromaeB; HayuHoe UccriefoBaHUe; BOKasibHOe
MCMOJIHUTENIbCTBO
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MPAKTUYHE 3HAYEHHSA CJIOBECHOI CKJIAJOBOI OMEPU
B KOHTEKCTI PO3BUTKY PEXXUCEPCbKOIO TEATPY XX-XXI CTOJITb

TetsiHa BopoHoBa
maricTp kagpespu ornepHoi NigroToBKY Ta My3uYHOI peXxuncypu;

ORCID: 0000-0003-1126-5779; e-mail: tanyavoronova93@gmail.com
HauioHanbHa My3udyHa akagemist YkpaiHnu imeHi I1. |. YarikoBcbKoro, Kui, YkpaiHa

AHoTauyis

MUTaHHS OOLiNbHOCTI BUKOPUCTaHHS B OMnepi MOBM OpUriHany siK €4MHO BipHOro BapiaHTy
BUKOHAHHA € CripHUM | Habyno HWHI XapakTepy Mixrany3eBoro Ta TBOPYOro AUCNYTY.
MWTaHHA aKTyanisyeTbCsl y BUNafKy, KONM OMEpPHUIA CMeKTak/lb CTaBUTbCA Y KpaiHi, B SKiN
MOBa OpUriHanbHOro NiBPeTO € He3PO3YMinoro st aBCoNOTHOT BiNbLUIOCTI CryxadiB, | BUHUKAE
npo6nemMa [oHeceHHs ifel, 3aknafgeHol aBTOPOM, A0 LUMPOKOro KoJia CriyxauiB.

ICHytOTb pi3Hi MigxoaM [0 pPo3rnsdy Lboro NUTaHHA — 3 TOUKM 30pY 3PYYHOCTI BOKaniCcTa,
3anuTiB NyOniky, iIHTEHLI KOMMNO3UTOPa i, HapeLuTi, 3 TOYKKU 30pYy 3aBhaHb i Linen pexucepa.
FIKLLLO NepLUi TPM acneKTU paHiLle BUCBITNOBANMCS B OKPEMUX HAYKOBMX Ta HAYKOBO-MOMYSIPHUX
ny6nikauisix, To pexucepcbKkuin nigxig notpedye feTanbHOro AOChiAXeHHS Ta 00rpyHTYBaHHS.

Meta pocnigykeHHs — BUABUTK Ta 06I'pyHTYBaTM OCHOBHI peXucepchki Miaxoam fo cnosa
AIK 3ac00y LOHeceHHs ifel Ta HeobXigHOro NCUXoisMYHOro IHCTPYMEHTapItO akTopa B onepi, K
CUHKPETUYHOMY XaHpi.

MeToponoria focnigKeHHs r'pyHTyeTbCsA Ha KOMBIHOBAHOMY 3aCTOCYBaHHI YHIBEpCabHUX
MeTo[iB HayKOBOrO Ni3HaHHS, 30KpeMa TeOPeTUYHOrO y3arasbHeHHs Ta aHasorii, BAKOPUCTaHHS
AKUX Aa€ 3MOTY ONTUMAasbHO PO3KPUTU CYTHICTb JOCHIAXYBaHOI NpobneMaTuKu.

HaykoBa HOBM3Ha JOCHiIAKEHH — Brieplle [OCHiLXeHO MPaKTUYHI acnekTu cheHOMeHy
Zianory Mix aBTopoMm Ta ny6ikoto 3 No3uLii pexxmcepcbKoro BTiIEHHsT ApamaTtyprii. OkpecneHo
3HaYeHHS BUKOPUCTAHHS JOCTYMHOT risifgavyeBi MOBU B OMEPHOMY XaHpi 3 TOUKM 30py BTiNIEHHS
pexucepcbKoro 3agymy.

BucHoBku. [osiBa «pexuvcepcbkoro teatpy» y XX CTORiTTi 3ymMOBUNIa MEPEOCMUCIIEHHS
iHTepnpeTauii nogavi onepu Ta 3MilWeHHS akueHTy Ha BuGIp MoBM. OCKifbKM aKTopcbka
BMPa3HICTb, 3 TOYKM 30py pexucepa, HemoxsimBa 6e3 MUTTEBOroO OCMWCIIEHHSI ApamaTyprii
onepwu, LinicHicTb 06pasy reposi [OCAraeTbCA NNLLIE TICHUM 3B'I3KOM MACTUKM TiNa i3 CLEeHIYHUM
CNOBOM, 4OrO TSXKKO JOCSIrTU NPU BUKOHAHHI ONepy iHO3eMHOK MOBOH. TaKMM YMHOM, LOCTYMHa
rnspaveBi MoBa — Lie €AuHUIA cnoci® nofonaHHsA onepHUX YMOBHOCTEN Ta 3acib [OCArHEHHN
pexucepoM rinepTekcTyasbHOro BUMIpY Apamartyprii. CaMe B TakOMy BUpaXeHHi BUHUKAE
dbeHOMEH «BiYHOTO gianory».

Knio4oBi cnoBa: onepa; pexucepcbKuii TeaTp; akTOpcbKa MancTepHiCTb; MOBa OpuriHany;
nepeksag onepu; rnsgawbka ayauTopis

© TeTaHa Bopo+Hogea, 2020 Hapairwna 08.10.2020

musical-art.knukim.edu.ua



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2020 3(2) - 146-155 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

BcTtyn

«MucTelTBO — NJIOLLa, Ha SIKil 3BepLUYETbCS Halle 3aranbHe 06'egHaHHs» (Kne-
KOBKiH, 2014). Lli cnoBa, HanucaHi Jlecem Kyp6acom, HefapMa BigKpuBaloThb 3aBicy
03HayeHo! NPo6IeEMM 3 TOUKU 30PYy PEXUCEPCHKOrO0 OCMUCIIEHHS MUTaHHS. AKe Halle
HeMopo3yMiHHS 3 TUMU, XTO MPUXOLATH Ha LikO MJIOLLY, NOAiGHO [0 Toro, sik po3cisie bor
Hapou, KoM BOHW 3aymanu GyayBaTh «3aHaATO BUCOKO» BaBUIIOHCbKY Bexy. Tak,
He BiMHOLO, | He BCEOCSXKHUMU MaHAeMiSIMU HAacnpaBgi € FOJIOBHUIA KaTakJli3M y CBITi —
BTpaTa fianory. HuHi KepiBHULTBO TeaTpy He uYye rnsaaya, a Yepes ABaguUsiTb PoKiB
CTopOoXHi€ rnaaaubka 3ana. CborogHi M1 He CTaBUMO PiHOIO HALLIOMY ByXY Ta CEpLitO
YKPaIHCbKOIO, @ 3aBTpa HIXTO BXe 1 He 6aunTb y LboMy npobnemu, 60 Bee... Mu Bxe
6e3MoBOPOTHO BTPATUM Te YHiKarnbHe, WO Hac BUAIMAN0 3-NMOMIX LEeCSTU OMNEPHUX
KpaiH cBiTy. Take 6a4eHHsi npobnemMu akTyaniaye obpaHy TeMy CTaTTi.

MeTa

MeTa [ochifgXeHHsl NonsArae y BUSB/IEHHI Ta apryMeHTaLil OCHOBHUX peXxucep-
CbKMX NigxofniB [0 croBa Ik 3acoby AOHeceHHs ifel Ta HeobxigHoro ncuxodoisamy-
HOro iHCTpyMeHTapito akTopa. AQKe CUHKPETUYHICTb onepu, K XaHpy MUCTELTBA,
NMPOBOKYE KONIMBAHHA B MeXax TiCHO MOB'sI3aHNX MY3UKWU Ta TEKCTY MOBU OpWUriHa-
ny — 3 ogHoro 60Ky, Ta [OCTYMNHOCTI iAeNHO-CMUCIOBOro HanoBHeHHs NibpeTo, Wo
Mae 6yTu JoHEeceHe crlyxayeBi 3p03yMisior MOMY MOBOO — 3 ApYroro.

AHani3s ocTaHHix gocnig)XeHb i nyénikawii

MuTaHHA [OUINbHOCTI BUKOPUCTaHHS B OMepi MOBU OpUriHany ik €QUHO BipHOMO
BapiaHTy BUKOHaAHHSA € CNipHUM i Habysl0 HUHI XapaKTepy MiXrasnyseBoro Ta TBOpYo-
ro gucnyTy. 3a TakuM BayeHHsIM CTOITb 6araTo CyTo NPaKTUYHUX XMB, SiKi, Ha Halle
nepekoHaHHs!, MaloTb BUPILLYBATUCA Y KOXXHOMY OKPEMOMY BUNaAKYy KePiBHULTBOM
TeaTpy, BiANOBiAHO [0 BUMOT rOJIOBHOIO CyAfi TeaTpanbHOI TBOPYOCTI — rnsgayva.
O3HaueHa npobnema niginmManack y psfi ctaTen Ta HaykoBux npaub Epu BapyTtue-
BOI, AHApist boHpapeHka, Mpuropia MaH36ypra, Opisa LimiTpiHa, MapTu MaTteo, Mak-
cvMa CTpixu ToWo. 3 TOYKMU 30py NPaKTUYHOrO BTINIEHHS afanToBaHOI BUCTaBU Ta
anosioreTUKM pPeXxuncypu NUTaHHS po3rnsHyTo y npausx bopuca CiHkiHa, KocTsHTUHa
CrtaHicnaBcbkoro, OnekcaHpgpa MmapkoBa, OnekcaHapa KnekoBkiHa, laHHM Becenos-
cbKoi, MapuHu YepkalumHoi, bopuca MokpoBcbkoro Ta iHWMX. HaykoBa HOBM3Ha Mo-
NArae y BUSIBJZIEHHI CYTO MPaKTUYHUX acnekTiB peHOMeHyY fianory MiX aBTOpPoM Ta
ny6ikoto 3 No3uLil pexucepcbKoro BTiNleHHA apamaTyprii. BnepLue okpecsieHo 3Ha-
YeHHS BUKOPUCTaHHA OOCTYMHOI rsifjayeBi MOBM B OMEPHOMY XaHpi 3 TOUYKU 30py
BTIJIEHHS PEXMUCEPCHKOro 3ayMmy.

Buknag maTtepiany gocnip)xeHHs

Ponb MoBM ik 3acoby KOMyHiKaLil po3rnsgaeTbea y npayax 6aratbox dinoco-
iB MUHYIOrO i cyyacHocTi. Tak, 3urMyHg ®poiig BBaxaB MOBY pe3y/ibTaTOM CaMo-

BopoHoBa, T. [pakTyHe 3HaYeHHs C/I0BECHOI CKNaf0BOl ONepy
B KOHTEKCTI PO3BUTKY PEXXMCEPCHKOro TeaTpy XX—XX| cTonite
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CTBEPOXEHHS — caMUM (hpaKTOM NPOMOBU [0 KOrocb npo cebe, MoBeLb HibU BBO-
OWTb iHWOro A0 cebe, 3aBASKN YOMY MOXe OCSITHYTU BflACHY CyTb. MoBa € MUTTEBOHO
chopMoto BUpaxeHHs cy6'eKTUBHOrO, LLLO eKCTParnosItoeTbLCA Ha cnyxaya. Yepes MoB-
NEHHS BMBINbHIOETHCSA Ta TBOPUTL caMy cebe NroAcbKa HaTypa.

MpoTe iHO3eMHa MOBa [/l MOBLSI € pe3ynbTaTOM 3MillyBaHHS BacHoro (4a-
CTO W MigCcBiAOMOro) i3 3aTpMMyOUMM 0coby «3amnosndyeHnm». CaMe TOMYy aKTop-
CbKi TPEHIHIMM NOYMHAIOTb POBOTY 3i CIOBOM BUKJIFOYHO KOPUCTYHOUUCH NpUTaMaH-
HUM NOAVHI Bif, HAPOAXXEHHSI — TOOTO PigHUM NOAUHI «CNIOBHUKOM». CBiJOMICTb, Ha
JYMKY BUATHOrO NcMxoaHasiTuKa — Lje KOHTPOJibOBaHa iCTUHa. | Tinbku HecBigome,
Take K pigHe cfloBo, TO6TO NpUTaMaHHe HOCIEBI Bif, HAPOOXKEHHS!, € OPraHikow Moro
0CcoBuCTOCTI.

B UbOMy KOHTEKCTi MOKa3oBMM € BiJOMWUI eni3on 3 pafsiHCbKOl KiHOCTPIYKM
«CiMHaUSTb MUTTEBOCTEN BECHW», Y SIKill paanCcTKy KeT 6y/o po3cekpeyeHo nif vac
NoJsoriB, afxe B MOMEHT CTpecy, KOJIM BiAK/HOYAETLCA CBIOMICTb, BUBINIbHAETLCS
BpoXeHe, TO6TO 6e3cBifome. CLueHa — Lie 3aBXAM CTPecC A4J18 aKkTopa i TiNIbKK siKicHa
poboTa akTopa Haf, coboto, TeXHIKa, aKTUBHUI TPEHIHT, CAMOKOHTPOJIb Ta KOHTaKT
3 NapTHEPOM € YMOBOI OPraHiyHOro icHyBaHHs B CLLEHIY4HOMY NPOCTOPi.

TeaTp nepexvBaHHA KocTAHTMHa CeprinoBuya CTaHicnaBcbkoro wykas popmy
00'eKTMBHOI0 NPOXMTOro Yepes cy6'eKTUBHE. 3ano3nyeHa MOBa B TaKOMY pakypci
6n1oKyBaTMMe BUSIB iICTUHHUX MOTUBIB akTopa B CLIeHiYHiN gii. Ocb W0 BiH Kaxe yy-
HAIM: «fl BaraTo KasaB BaM MNPO MepPeXnBaHHSA, Ta 1 He CKa3aB e 1 COTOI YaCTUHU
TOro, W0 AOBeAEeTbCA Mi3HATK BalUMM MOYYTTSM, KOJIM MOBa 3aife npo iHTyililo Ta
HecBigome» (CTaHucnaeckuin, 1948, c. 21). Tak, BenmKa KiflbKiCTb akTOPCbKMX BNpaB
i K. CTaHicnaBcbkoro, i B. Meepronbga, M. YexoBa i J1. Kypbaca, 6yna xou i pisHumu
LunsixaMu, NPOTe HanpaesieHa caMe Ha YacTKoBe abo NMOBHE BiAKHOUYEHHS KOHTPOJHO
pO3yMy Haf eMOLiHMM Y CLIEHIYHOMY CJIOBi akTopa. A L0 X BigyyBaTUMe peuuni-
€HT, TOBTO rsiaay, AKOro «TpMMae» Ha cobi akTop?

AK nuwe pocnigHWK onepHux nibpeto, My3ukosHaBelb [puropin MaH30ypr:
«CNpURHATTA My3MKM — NpoLec iHTUMHUIA, Mif, Yac SKOro Menofisa Ta NnoeTUYHUR
TEKCT TOPKalTbCA MUBUHHUX CTPYKTYP MO3KY. AKLLO Ty, Y TAEMHWYI FMNBUHM NifJ-
CBiZLOMOCTI iHKOJIM 1 MOXe NPOHWKHYTU CIOBO (CMiJOM 3@ MOBCIOLHO NMPOHMKAIOUYOH0
Menogieto), To Nimie cnoBo pigHoi MoBu» (MaH36ypr, 2004, c. 81).

TeaTpanbHil icTopil BifgoMi NpeLeneHTH, KoM CoBo cTaBano 6iNblue, HiX 3a-
co6omM KoMyHiKalLil. TeaTp «®osbKCBOHEY, 1LL0 He MaB MOCTIHOro NPUMILLLEHHS AnSA
CBOIX BUCTAaB, [,0 Npuxofy B Hboro EpBiHa NickaTopa, 6yB Ha Mexi 3aHenagy. Cnpun-
HsBLWK Ha3By TeaTpy (Volksbiihne — HapogHa cueHa — T. B.) ik BUKJIMK, MUTELb MO-
YMHae CBOIO TBOPYY aritalito, NpUYoMy ofpasy BifMOBASIETbCS Bifl MOHATTS «MUC-
TeLTBO» B TeaTpasibHOMY NpocTopi. K icTUHHWUIA JafaicT BiH BUKOPUCTOBYE ariTnna-
KaTu, HaWwBKaKypyY 3pobneHi gekopauil, a NisHille MaiXxe NOBHICTHO BiMOBNAETbLCS
Bi,, 30BHILLUHbOrO, NPUIALLIOBLLM [0 CNOBa K €AUHOr0 3acoby BUpaXeHHs ifen. 3Bic-
HO, TaK MoXe ByTu B ApaMaTMYHOMY TeaTpi, a L0 X pobuTH, KoM came My3uka 3a-
[la€ TEMMOPUTM LiNCTBY?

IcTOpMYHO cknanocs, Wo apisi Ta peuynTaTuB BUKOHYIOTb Pi3Hi chyHKLUiT. Came ye-
pes 3po3YMISIMI i YiTKUIN TEKCT PeYnTaTUBIB, MU, PEXMUCEPU, MOXEMO «pyXxaTu» Ta
po3KkpuBaTu nepuneTii B onepi. 0co6MBO BaXIMBO Lie B MY3WUYHI KOMegil Ta guTa-
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i onepi, B SIKMX MYCSITb HEO4MIHHO BMHMKATKW CYNYTHI peakuii B rnagaubkin sani —
CMiX, ipOHisi, 3acyf)KeHHs i T. N. HaToMicTb apis YacTo € CBOro poay «npoBasioM» Yu
«May30t0» y ApaMaTUyHin fii. BoHa MoXe po3KpuBaTu MOYYTTS Ta CTaBJIEHHS repost
[0 iHWKX nepcoHaxiB abo cuTtyauil. MpoTe, nif Yyac BucniBy iopuTyp 3a yMOBH, L0
MM rOBOPUMO MPO FHYYKOro crniBaka — akTopa BUCOKOro npodpecinHoro piBHs, HaMm
HaO3BMYaANHO CKNIAafHO OOMOITUCS He HarpaHol pyxJMBOCTi apii. B Takomy pasi pe-
Xucep 3asBuYan CToiTb Nepen BUGOPOM: HafaTu nepeBary sikicHo 3pobeHin MysuLi,
UM 3HaWTU LLOCh, O MOXe BUMpaBAaTu L0 BMMYLLEHY nay3y 3aais 36epexeHHs
Hackpi3Hol gii. Lle 3aBaaHHA caMe no cobi € HenpocTuM. OCco6sIMBO X YCKaLHIOETb-
CA CUTyaLis, KOJIM MU BCe X Taku BUKOHYEMO OMnepy MOBOK opuriHany. [MonynsapHi
NMOMWJIIKM pexucepis:

1. AKTOp geknamye TeKCT («TpUMaeTbCsl» 3a IHIWOMOBHUI TEKCT) B YMOBAaXx
LUBUAKOMO PO3BUTKY CLEHIYHOT fii. AfKe 3any4yaeTbCs CBIAOMICTb OJ1s yTPUMaHHS B
nam'aTi <HENPUPOLHOI» aKTOPOBI MOBM, YaCTKOBO abo NOBHICTIO BTPaYaeThCA 3aBa-
JocTinkicTtb (lOHUK, 2012, c. 168) Ta NpMPOAHO NPULIBUALLIYETLCS TEMMOPUTM.

2. AKTOp e 3a CUCTEMOIO BiANpaLbOBaHMX i3 peXMcepoM TOYOK, 3a YMOBMU 3a-
BUYEHOro [0 aBTOMAaTU3My TeKCTy. YacTo Le 3BoauTbes 0,0 nepebinblueHol pyxium-
BOCTI, HeBUMNpaBAaHoro obirpyBaHHs npegMeTiB, 3alMBoi iMNpoBi3auii, abo HaBnaku
CKYTOCTIi. AKTOp He 30cepefXyeTbCs HaJi CMUCIIOBUMM BepLUMHAMU TEKCTY Ta Jiori-
KO MOBE[iHKM NepcoHaxy. BigTak, MM MaeMo «HeBifnpaLboBaHUi» Ha JOHECEHHS
cMucny yac. MNpu uboMy cTpaxaae BokasibHa Ta CMUCIIOBaA SKICTb.

| e 3a yMOBM, LLLO pexucep HamaraeTbCsi LOMOITUCS TPUELHOCTI Yacy, Micus Ta
Iil. Konuv x pexucypa nge nosa Mexi LibOro npaBuna, peanbHO 3p03yMiTu CyTb Bifl-
TBOPIOBAHOr0 HENIATOTOBIEHOMY rNsifa4yy HEMOXJIMBO.

KinniHrose «Mu 3 To600 OfHIEl KPOBi» — LieHTpanbHa igea ncuxonorii MucTe-
uTBa. AmXe yepes BMi3HaBaHHS CUMBONIB, MOHATb, EMOL}IHOr0, MOBJIEHHEBOIO Te-
aTp pocsrae piBHOMPaBHOro fianory 3i CBOIM OMOHEHTOM — rnsfgadem. Pexucep
B LibOMY BUMaKY € if,e0/I0roM, i BiINCHICTb ApaMaTuUyHy, a y BapiaHTi 3 ornepoto — My-
3MYHO-ApaMaTUYHy, BiH BUHOCUTb Ha PO3rnsf CycnifibCTBy. Y4M namatu «4eTBepTy
CTiHy»? — cTaBUTb NUTaHHSA cobi KoxeH nNpodbecioHan Ha eTani po3pobku NocTaHo-
BOYHOro nnaHy. He BapTo 3abyBaTu, W0 BiANOBIAaNbHICTb 3a KiHLEBUWA pe3ynbTaT
y peanisadii onepu nexuTb came Ha HboOMy. AfKe [OBEepLUEHNX onep 3a AKICTH My-
3WYHOrO HaMOBHEHHS Ta BMOOPY HaneXHoro nibpeTo y CBITOBIM iCTOpPIT He Tak BXe
" 6araTo, AKLL,O0 He cka3aTy, o oomanb!

B. MokpoBCbKMit HeoiHOPa30BO Ka3as: «Biauysato, AKOK NoBUHHa ByTH igeanb-
Ha onepa, ane XOOHOro pa3y He TpUMaB y pyKax ifeanbHO! OnepHoOl NapTUTYpH...»
(Mokposckui, 1985). HWHI MoxHa nodyyTu GaraTo HeraTMBY Ha agpecy pPexucypu
XXI cT., Wo Hibu BOHa «Nepekporoe» BCHO KNacuKy nifg cebe... B KOHTEKCTI ckasaHoro
" yCBiJOMIIOKOUM BigNoBiganbHiCTb 3a Taki Ail nepeq ny6bnikoro Ta icTOpiEd MOX-
Ha cKasaTy, LWo pexucep-npodecioHan 4acTo LWTYYHO «MigTArye» Te, WO BUMAfae
3 i0erfHO-XyQ0XHBOI LiliCHOCTI neplomxepena. AckpaBuM NpuUKNagoM € BUCTaBa
BceBonoga Meepronbpaa «likoBa gama» 1935 poky B MAJIEFOTi, Konu reHianbHWUi
MUTeLb NOBEPHYBCA [0 MYLIKIHCbKOrO 3aZyMy, PO3poOMBLLN BIaCHY pexucepcbKy
napTuTypy. Mogect YankoBCbKUiA, Ha NOro OYMKY, «JTaKeWCcTBYS» nepeq, TohilHIMK
KepiBHUKaMU penepTyapHOi MONITUKN — OUPEKTOpaMu iMnepaToOpCbKuX TeaTpiB, Ha-
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nucae nibpeTo onepu caMe Tak, K BOHM Lboro Bumaranu (Mmagkos, 1990, c. 302).
CBoto poboTy Hajn mnocTaHOBKOK Meeprosibf HasvMBaB «MyLIKiHi3aLieo» onepu.
AppiaH lMioTpoBcbkuit (3aBniT MAJIEFOTy), o6paBLumn cTpaTerito BUNpaBgaTu 3aaym
Meviepronbfa, 6yB cnaHTENUMYEHUA TEMOIO KOXaHHA B onepi YankoBCbKOro, KOTpy
Meepronbf Tak cTapaHHO BifKuAaB i KOTPY Tak nocuneHo nposoave Mukona lMey-
KOBCbKWI (BUOATHWUI TEHOP, OAMH i3 yYHiB-cTyAinuiB K. CTaHicnaBcbKoro) y BUCTaBi
Bonbluoro Teatpy 1921 poky. A. MioTpoBCbKMI Kepytounch TeEKCTOM lMyLIKiHa, nuLe:
«A AK Xe koxaHHsi lepmaHa pgo Jlisn? Ak xe obpas MepmaHa-koxaHua? He cknapg-
HO MepekoHaTUCs B TOMY, L0 Takoro obpasy B [ylikiHa NpocTo HeMae». Pexucep
BMKWUIAE Uil CLEHW, AK MPUKIag, KBIHTET «MHe cTpawHo!» 6yno BuaaneHo ogpa-
3y, npoToTMnom lepmaHa ctae Mamnet. Ogpasy BUOHO, LLO pexucep LWyKae iCTUHHY
rMMbuHy TBOPY, MIATBEPAXYOUM 3alBUIN pa3 CBOKO Teay: «Pexucep NOBYHEH BMITU
cTaBuTKM Bce». Came TOMy TeaTpo3HaBelb E. bapyTyeBa KpUTUKYe B CBOEMY Bifary-
Ky pexXucepcbke NMpoYMTaHHSA 03Ha4yeHoi onepu Ha cueHi bonblworo TeaTpy JIbBOM
Lopinnm Ha noyaTtky 2000-x pokiB. [lo cnoBa ckasaTu, BUCTaBa 3 YCMixoM npowiina
nosa mexamu Pocii B Mapuxi, AMcTepaami Ta dnopeHuir. Ocb Lo BoHa nuwe: «[oB-
HomacluTabHa "nyLwKiHi3auis" onepu novyanacb 3i 3HaMeHUTOI BUCTaBU BceBonopa
Meepronbaa. CaMe BiH 3aTBepMB B ONEpPHOMY TeaTpi AyMKY NP0 CaMOLHHICTb, ca-
MOJ,0CTaTHICTb PeXUCEPCbKOro Mornsay, Npo npa.o, i HaBiTb, MOXJIMBO, 060B'A30K
NoCcTaHOBHUKA B yrofly BJIacHiN KOHLeNLil BilbHO KOPUCTYBaTUCS ONEPHUM TEKCTOM,
AK BepOanbHUM, TaK i My3uyHUM. Lo AyMKY WBKAKO nigxonunu Koneru..» (bapyT-
yeBa, 2000). OTOX, ik 6aUMMO, LINIKOBUTE NepepoBsieHHs TBOPY PEXMCEPOM ABULLLE
He HOBE, a Oro aKTyasibHICTb MOB'si3aHa HaMBINbLIOK MipPOHD i3 BUKIIMKAMK cyCnifib-
CTBa, Ha fIKe BOHa HarnpasJeHa.

IcTopii BifOMi BUNaku, Konn My3u4yHa gpamaTypris Bunepemnxarna 4yac Ta CBOro
noTeHLiHoro rnsgada. HuHi x, onepHa pedopma, sk «[MokiBcbka» un «BarHepis-
CcbKa» MOXJIMBA TifIbKM 32 YMOBM, L0 iHiLiaTopoM Takoi 6yge KoMno3uTop. Agxe cy-
YyacHa pexucypa, 3a C/loBaMu BiLlOMOro pocincbKoro apamMaTtypra, nibpeTucTa, nepe-
Knajaya Ta TeaTpanbHoro kputuka lOpis [imiTpiHa «onepye onepy», K Lie pobnaTb
Xipypru nig yac onepawii, BciMa gocTynHumu 3acobamu (Anumutpud, 2013). MNepBuH-
Ha dbopMa AYMKM K «MSIaTOHIBCbKOI» i€l NeXnTb B MY3UYHIN gpamaTyprili, a il TBO-
pueM e caMe KOMMNO3UTOP. binbLicTb KOMMO3MTOPIB-K/IAaCUKIB BUCTYNasaM 3anpoBa-
I>XyBayamMu CBOET TBOPYOCTI. TyT € 6e3/i4 iCTOPUYHUX i MeHeQKePCbKUX MiaXoLiB,
30Kpema: 3aMOBJIEHHS BiJ, MOHapLIOi 0cobu UM AupekTopa TeaTpy, A MY3UYHOro
TOBapuCTBa UM 3aMOBJIEHHSA Bif, 0coby, Wwo driHaHCye MOCTAHOBKY — aHTpenpeHep,
MeLleHaT, PiNaHTPon, MUCTELbKUIA NYPTOK TOLLLO. YacTo KOMMNO3UTOPK caMi 3any4da-
JIM Ha NpeM'epy aHTpenpeHepiB, CNiBakiB, Xy[0XHUKIB Ta 6aneTMencTepis, TaHUiBHA-
KiB. Mornu BucTynaTu iy poni gupurenTi. To6To, dakTUYHO penepTyapHa NoniTmka,
AIK COLIOKYNbTYpHE sIBULLE HanpsMy 3anexarna Bifi KOMMNo3uTopa Ta Kona ocib, fo
AKMX BiH 3BepTaBcA. Ta 3 MOSIBOI «PEXMCEPCHKOro TeaTpy», CTPIMKUM PO3LUMPEH-
HSIM TBOPYMX Ta TEXHIYHUX MOXJIMBOCTEN TeaTpy B KiHLUi XIX — noyaTky XX cToniTTs,
LS ponib NepexoauTb [0 IHTepripeTaTopa — AUPUreHTa, pexucepa, baneTmMencrepa
i BUHMKAE NMEBHOI MIpO0 SIBULLE «BTOPUHHOCTI». A BifTaK «KJO4Yi» A0 CYCMisIbHOT
TeaTpasnbHOI AYMKU nepexoasaTb A0 KepiBHMLUTBaA TeaTpy. Lle nossonse nomy 3ba-
JlaHCYBaTW iHTepecy TBOPYOro KoeKTUBY (pexucepiB, aKToOpiB, XyOOXHUKIB), iHTe-
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pecu rnspadviB Ta eKOHOMIYHY CTOPOHY poboTu Ta MmignopsakyBaTu X Micii TeaTpy
3arasom.

JocnigxeHHs CBITOBOI TEHAEHLIT NepeoCMUCIIEHHS ONMEPHOrO XaHpY, Ha HaL no-
rNsf cnifi 3arocTpuTy yBary Ha npobnemMi yHUKHEHHSI KpanHoLiB. 30Kpema, 4acTo
pexwucepu yepes TBip KOMNO3uUTOpa (HepigKo Le onepa LBOXCOT- TPbOXCOTPIYHOT
[JaBHUHK), HamMararTbCa 3HaNTK hopMy camopeanisauii Yepes Kacuky, 3MiHIOHUYM
npu ToMy 4Yac Ta Micue fii, a ronoBHe — bopMy nogaui, He piaKiCHI HaBiTb BUNAQKK,
konu BepbanbHa MOBa BiAKWOAETbLCA HA 3a4Hil NaH, BUpi3atoTbes Lini Ail, Wwo Bu-
nafarTb i3 3a4yMaHOT peXxXncepom KoHLEemMLT.

TakoX Ha fIKiCTb BUMYCKY BUCTaBM BMAMBAa€E LWBUAKICTb MifroTOBKM HOBUX BU-
cTaB. HuWHi cBiTOBI TeaTpu B cepeiHbOMY BUMYCKatOTb 6aM3bKO N'STH, a iHoAi 1 Binb-
LLle, OMEePHUX BUCTAB Ha pik. | TyT, 3HOBY X Taku, TeaTp pobutb BUBIp Ha KOPUCTb MOBU
opuriHany. Lle nonerwye TeaTpam MoLlyK BUKOHaBLIB, af)xe NonynspHa «4BagUsT-
Ka» onep € 6araxem, i3 AKUM BUNycKaeTbCcs NpodecinHmin akTop-cniBak eBponen-
CbKOr0 PiBHA BULLOT My3UYHOI OCBITU. [eoprii lcaaksiH nosicHioe Le Tak: «Lle nos'a-
3aHO 3 CUCTEMOKO aHraXeMeHT 3ipok, stagione. LLLo6 ntoam He nepeBYanu Becb Yac
TEKCT onepu, Nepenkaxarum 3 Micls Ha MicLe, BCTAHOBWN MEBHUW CTaHOApT: BCe
BYMMO OLHIEID MOBOIO i 3 Heto i3auMo. Ane Le 6i3Hec, Lie He TBOPYICTb. 3 LUbOro TyT
Xe BUNTyYaeTbCAa fyXe Bax/IMBa YacTuHa Nifg Ha3Boto "nybnika”. JlokanbHa ny6inika.
Lle neBHoto Mipoto 3apo3yMinicTb» (McaaksiH, 2015).

Ha xanb, sk i B MUHYJIOMY, TaK i B Halli AHi B YKpaiHi icHye npobiiemMa noBepxHe-
BOr0 BOJIOAiIHHA iHO3eMHMMMU MoBaMMu. [1ornnbnoeTbCsl BOHA TOTaNbHOK BiAMOBOIO
GinbLIOCTi ONepHUX TeaTpiB KpaiHu BiJ BUKOHABCTBa onepwu B nepeknagi. OTox ykpa-
THCbKWUIA rNsifiay He OTPUMYE Hi siKicHO 3pobrieHol 3apybixXHOT KNlacuku, ae akTop-cri-
BaK BoJlofiB 6M MOBOIO OpuriHany B HaHcax Ta niacTuui, Hi B nepeknagi ykpaiH-
CbKOI MOBOIO, afXe B KyJIbTYPHOMY CepefoBMULLi NaHye XxnbHa fymMKa Mpo siKiCcTb
YKpalHCbKMX NepeknafiB MUHYNOro CTONITTS.

Ha eTani cbopmMyBaHHSI 0Or'pyHTYBaHHS BUMOOPY pexucep LIyKae Te, Lo «3aye-
nuTb 3a XuBe» rmsapava. Onepa Moxe ByTW Xy[0XHbO [JOBepLUeHa Ta MNOBHOLLHHA,
ane AIKLLO B Hill BIACYTHA aKTyanbHICTb Ta HEMAE HIIKOro NPoCTopy A0 rMsAfaLbkKux
po3ayMiB, BOHa, 3a3BMYal, He CTae penepTyapHoro. MoxHa roBOpyTM MPo Tak 3BaHi
BiYHi CHOXETH, CKiNbKK 6 iX HacnpaBgi He icHYBano: TPUALATL LWICTb, K B ApicToTenNs,
Xopxa MonbTi Ta BikTopa Moro 4n MeHLU HixX gecsTb, K y Xopxe bopxeca...

Yomy [KyNnbeTTa, AKa Xuna noHag nN'aTb CTONITb TOMY, HAM LjikaBa, YoMy MU 1
BipMMO i xoueMo HacnigyBaTu il BigaaHicTb Ta WuMpicTb? ToMy WO iT MOBOK [0 Hac
roBopuTb LLekcnip un LLapnb MNyHo?! YoMy HaM Xo4eTbCsi YyTH faneki ronocu eBpeis
3 «Habykko» [xxysenne Bepgi? Mu moxemMo He 3HaTu npo nofii Ctaporo 3anoBiTy,
He 3HaTW, WO Lieto oneporo KOMMNO3UTOP FOBOPUB MPO «PO3pPi3HEHyY ITanito» Ta «pi-
COPOXIMEHTO», afie MU 3HAeEMO MPO FONIOKOCT, MacoBe 3HULLEHHSA €BPEIB Ta POMIB B
yacu GalnCTCbKOro pexmnmy. Mu 6a4ymMmo cyLinibHy KpuU3y Hallol HauioHanbHOI Ta
noNiTUYHOT cBigoMocTi. [Nspay, Sk i pexucep, iHTYITUBHO Mi3Hae OyXOBHUI WNdp
npamarypriil | gpns uboro He nNoTpibHo BAsiraTM akTopiB y cpopmy CC Ta cmyracTi
nixxamu. Bce, 4oro He ckaxe pexucep — ckaxe akTop BepbasbHUM TeKCTOM. Tomy
OMepHU pexucep-npakTUK 3aBXAM Ha 6oL JOCTYMHOCTI CNoBa, rpaMOTHOCTI Ta
CBO€EYaCHOCTI IHTOHaLil.
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BucHoBKu

MosiBa «pexuncepcbkoro TeaTpy» y XX CTONITTi 3yMOBMIIa NEPEOCMUCTIEHHS IHTEp-
npeTauii nofadi onepu Ta 3MilleHHS akLeHTy Ha BUBip MoBM. OCKiNlbkM akTopcbKa
BMPasHICTb, 3 TOUKU 30py pexucepa, HEMoxBa 663 MUTTEBOrO OCMUCIIEHHS pa-
MaTypril onepw, LinicHicTb obpa3y repos [OCAraeTbCsl TICHUM 3B'A3KOM MIACTUKK
TiNa i3 CLUEHIYHNM CJTIOBOM, YOTO TSXKKO LOCATTM MPU BUKOHaHHI OMnepu iHO3eMHOK
MOBO0. TakKUM UYMHOM, [OCTYMHA rNisiAayYeBi MoBa — Lie €AMHUIA cnocib nofonaHHs
OMepHMX YMOBHOCTEN Ta 3aci6 LOCATHEHHS PeXWUCEPOM FinepTeKCcTyarlbHOro BUMIpY
npamaryprii. CaMe B TaKOMy BUpPaXXeHHi BUHMKAE (DEHOMEH «BiYHOTO fianory».
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Abstract

The question of the expediency of using the original language in opera as the only correct
version of performance is debatable and has now acquired the character of an intersectoral and
creative debate. The question becomes relevant when the opera is staged in a country where
the language of the original libretto is incomprehensible to the vast majority of listeners, and
there is a problem of conveying the idea laid down by the author to a wide range of listeners.

There are different approaches to this issue — in terms of the convenience of the vocalist,
in terms of public inquiries, in terms of the intentions of the composer and, finally, in terms
of tasks and goals of the director. If the first three aspects have previously been covered in
separate scientific and popular science publications, the director's approach requires detailed
research to substantiate.

The purpose of the research is to identify and substantiate the main directorial approaches
to the word as a means of conveying the idea and the necessary psycho-physical tools of the
actor in opera, as a syncretic genre.

The scientific novelty of the research is the first study of the practical aspects of such
a phenomenon as a dialogue between the author and the audience from the standpoint of the
director's embodiment of drama.

Research Methodology. Methods of theoretical generalization and analogy are used. The
object of research is the issue of textual accessibility of foreign opera classics for the director's
dialogue with the public. The subject of the research is the stage solution of the opera text from
the position of the co-author of cultural creativity — the director.

Conclusions. In the “director's theatre” in the twentieth century, the interpretation and
choice of the opera language fall on the latter. Since the actor's expressiveness, from the
director's point of view, is impossible without an instant understanding of the opera's drama,
the integrity of the hero's image is achieved only by a close connection between the art of the
body and the stage word, which is difficult if performing an opera in a foreign language.

Thus, the language available to the spectator is the only way to overcome operatic
conventions and a means for the director to achieve a hypertextual dimension of drama. It is in
this expression that the phenomenon of “eternal dialogue” arises.

Keywords: opera; director's theatre; acting skills; the language of the original; opera
translation; audience
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AHHOTayunsa

Bornpoc LenecoobpasHOCTM WCMONb30BaHUST B oOnepe s3blka OpUrMHana Kak
eQMHCTBEHHO BEPHOro BapuaHTa WCMOJIHEHWUSI SIBAsSieTCS CMOPHbIM M Mpuobpen cenyac
XapakTep MeXOTpacneBoro u TBOPYECKOro aucnyTta. Bonpoc akTyanusupyeTcs B criyyae,
KOrfa OMepHbli CMEKTaK/b CTAaBUTCA B CTPaHe, B KOTOPOW A3blK OPUrMHANIbHOTO SIMOPEeTTO
HernoHsATeH AN abCconNtoTHOro 60MbLUMHCTBA ClyLlaTeNeln, U BO3HMKaeT npobneMa foHeceHus
MAen, 3aN0XEHHOW aBTOPOM, LUMPOKOMY KpPyry ciyliaTenen.

CyLiecTBYHOT pas3nnyHble NOAX0Abl K PAaCCMOTPEHMIO 3TOr0 BOMpPOCa — C TOYKU 3peHUs
yno6cTBa BOKaNMCTA, 3anpocoB NyO/nKKW, MHTEHLMIA KOMIMO3UTOPA U, HAKOHEL, C TOYKW 3peHus
3ajay u uenen pexuccepa. Ecnu nepBble Tpu acnekTa paHee OCBeLLaNUCb B OTAENbHbIX
Hay4HbIX M HAyYHO-NOMYNSPHbIX MYBAMKaLUUSIX, TO PeXUCCEPCKUIN NoAX0 L TpebyeT feTanbHoro
nccnenoBaHusi U 060CHOBaHUS.

Lenb uccnepoBaHus — BbiiBUTb U 0DOCHOBATb OCHOBHblE PEXMUCCEPCKUE MOLXOAbI
K CNTOBY KaK CpefCcTBY [OHECEHUS uaen U HeoBXo[MMOro NCMxoUanYecKoro UHCTpPYMeHTapust
aKTepa B onepe, Kak CUHKPETUYECKOM XaHpe.

MeToponorus  uccnefoBaHMsA OCHOBaHa Ha  KOMOMHMPOBAHHOM  MPUMEHEHWUMU
YHUBEpCanbHbIX MeTOAOB HAy4YHOro NO3HaHWs, B 4YaCTHOCTM TeopeTuyeckoro o0606LueHus
M aHanoruu, WCnosib3oBaHMe KOTOPbIX MO3BONSET ONTUMAasbHO PacKpbiTb CYLLIHOCTb
uccnegyemon npodnemMaTumkm.

HayyHass HOBU3Ha uccnepoBaHMA — BriepBble MCClef0BaHbl MpaKTUYeckue acnekTbl
deHOMeHa fuanora mMexgy aBTOpoM U My6iMKON C NO3ULUK PEXMCCEPCKOrO BOMJIOLWEHUS
Apamatyprun. OuyepyeHO 3HauyeHWe WCMOoJSIb30BaHWA [HOOCTYMHOro [AfA 3puTens A3blka
B OMEPHOM XaHpe C TOYKM 3PEHMS BOMJIOLLEHMSA PEXUCCEPCKOro 3aMblicna.

BbiBoApbl. [osiBNieHME «pexunccepckoro TeaTpa» B XX Beke 06yCnoBuUSIO NepeocMbiciieHne
MHTepnpeTaLmMmn noLayum onepbl M CMeLLeHMe akLeHTa Ha BbIGop s3bika. [ToCcKosbKy akTepckasi
BbIpa3nTENbHOCTb, C TOYKU 3PEHUS pexunccepa, HEBO3MOXHa 6€3 MIHOBEHHOIO OCMbICIEHNS
OpamMaTyprum onepbl, LIeNIOCTHOCTb obpas3a reposi OOCTUraeTcsi TOJSIbKO TECHOW CBSI3bkO
NiacTMKN Tena CO CLEHUYECKUM CJIOBOM, Yero TSXKEeNo [OCTMYb NMPWU BbIMOJIHEHWM OMepbl
Ha MHOCTPaHHOM fA3blke. TakMM 06pa3oM, [OCTYMNHbIW 3PUTENHO I3bIK — 3TO €AUHCTBEHHbIN
cnoco® npeofoneHns OMEpHbIX YCNIOBHOCTEW W CPEeACTBO [OCTUXEHUS PEXMCCEPOM
rMnepTeKCcTyanbHOro MaMepeHuss gpamatyprun. IMeHHO B TakOM BbIpaX€HUU BO3HUKaeT
deHOMEH «BeYHOro auasnora.

KnioyeBble ciioBa: onepa; peXxuccepckumn TeaTp; akTepckoe MacTepCcTBO; A3bIK OpUrnHana;
nepeBof, onepbl; 3puTeNnbCcKas ayanTopus
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Abstract

Based on the scientific research devoted to the problem of articulation in the piano performing
art, the article summarizes its main provisions. The author identifies two interrelated aspects
of achieving performance articulation. The different functionality of these aspects allows us to
present musical articulation in two types: as an author's (or editor's) one and as a performer’s one.
The author's articulation is the primary basis, objective and unchangeable reality, the idea encoded
in the musical text by the composer, and the performer’s articulation is a derivative, subjective art
infinitely cognoscible and recreated by the performer.

The purpose of the article is to study the problem of articulation in the performing activities of
the modern pianists of Azerbaijan.

Research Methodology. The articulation research process has been carried out through
methods of analysis, synthesis, and generalization based on listening to performers' recordings of
piano works of various styles and forms.

The scientific novelty is that for the first time, the concept of articulation is formulated as an
objective reality of a musical text and as a subjective recreation in the music interpretation process,
that is, as an author’s, editor's and performer's one according to the historical and scientific-
theoretical analysis of this problem.

For the first time, the analogy is drawn between the speech punctuation marks against the
musical punctuation signs making by a pianist during a performance. The punctuation signs such
as musical ones: dot, ellipsis, comma, exclamation and question are introduced.

Conclusions. The leading role of the author's (editor's) and performer's articulation in the music
interpretation process, as well as the musical punctuation tools, which significantly influence and
determine the mastership in achieving the dramatic integrity of the work, are specified.

The special creative role of the musician in creating a performing articulation based on a deep
knowledge of the author's or editor's articulation given in the musical text (legato, legatissimo,
non-legato, staccato, marcato, tenuto, accent) is emphasized.

It has been proved that the performing articulation mastership is directly and consistently
dependent on the study and analysis of the musical text, the deeper and wider the knowledge of the
performer, the more options for creative readings and interpretations are created by the performer.

Keywords: Performing articulation; piano performing art; A. Skryabin “Preludes”;
a notable Azerbaijani pianist; Farhad Badalbeyli
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Introduction

One of the most important problems in the history of the development of musical
and performing arts and pedagogy is the problem of articulation — a Latin word “ariti-
culo”" — "to dissect, to pronounce distinctively”. Articulation or musical pronunciation
is one of the most important elements of the musical performance process since its
clarity, expressiveness and content are largely due to the art of articulation.

The study of a wide range of research and methodological experience on the
problem of articulation shows that it is one of the most intensely developing areas of
musical performance theory. This problem is of scientific interest not only for theo-
retical musicians but also for performers of various musical specialties, the specific-
ity of which, respectively, determines the performing articulation features.

Among them, piano-performing art has a special place, as it presents, on the
one hand, unique timbre-dynamic and technical capabilities, and on the other, cer-
tain difficulties in achieving artistic and figurative expressiveness of performance,
intonation purity and clarity. The grand piano, as one of the most intelligent musical
instruments with the richest resources, requires the formation of special perform-
ing skills related to the ability to intonate on it, to achieve the necessary melodious
sound production. Such performance excellence was distinguished in the perfor-
mance by many outstanding musicians of past times, who laid down artistic and
aesthetic criteria in pianism related to the singing art on the piano, overcoming the
hammer-percussion specifics of the grand piano. These traditions established his-
torically are also peculiar to the best representatives of modern piano art, who are
able to “enliven” the piano, to enrich the polyphonic sound intonation expressiveness
and melodiousness. The basis for achieving this skill is the pianist's performing ar-
ticulation art.

B. V. Asafyev (1971) in his book “Musical form as a process" defines music as
“the art of intonated meaning”, “intonation as a manifestation of thought" (p. 376).
Such a scientific position determines the significance of Asafyev's (1971) entire in-
tonation theory, based on which it becomes quite obvious that the music performing
process is just the intonation reproducing the process, that is, its ideas, thoughts,
and content. And according to this position, the leading role of articulation and the
skill of its application in the musical and performing arts becomes quite obvious.

In general, piano articulation is a method of expressive sound production on the
piano, which is associated with the ability to correctly implement musical phrasing,
with the art to "pronounce” expressively a musical text on the piano, with the skill to
resonate the piano sound, to carry out the correct nuance and purity of intonation. All
these qualities are essential for achieving performance expressiveness on the piano
since without them the performance process becomes incomprehensible and mean-
ingless. These provisions determine the relevance of the research topic.

A fundamental role in the study of articulation problems played B. V. Asafyev's
works, especially, his theory of musical intonation, B. Y. Yavorsky's works dedicated
to the development of the music-performing arts theory, and M. G.Aranovsky's re-
search regarding the structure and properties of the musical text. I. A. Braudo's major
work named “Articulation” (1973) is primarily devoted to the study of the problem of
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articulation. Currently, there are several special studies devoted to the problem of ar-
ticulation: “Articulation and style in the piano performance” by L. B. Bulatova (1989),
“Theoretical foundations of musical articulation” by E. S. Titov (2002) and “Development
of articulation skills of an instrumentalist in the process of performing training” by
F. H. Valeyeva (2007), “Pronunciation, articulation, stroke-metamorphoses of concepts
in science and musical practice” by N. A. Kislitsin (2009), “Musical pronunciation and
articulation as the composer's expressive means" by 0. A. Bezborodko (2012).

Purpose of the Article and Research Methodology

The content of this article is of a resumptive nature, as it is the result of major sci-
entific research, the purpose of which was to study the problem of articulation in the
performance of modern Azerbaijani pianists.

In order to clearly present the technology of achieving performing articulation in
their pianistic art, the interpretation of works of different styles and forms has been
studied based on listening to recordings, using methods of analysis, synthesis, and
generalization.

Main research material

Studying the process of musical pronunciation in various interpretations, we draw
an analogy with punctuation signs existing in literary speech, since the musical and
performing process as "the meaningful pronunciation quality” (Asafyev, 1971) is not
limited to the author's instructions of articulation techniques. According to |. Braudo's
theory of articulation, the means of articulation are only a formula, the application of
which is always a high art. The more solutions to this formula, that is, the richer and
more diverse the means of articulation, the higher the skill of the performer, the deeper
and more meaningful the performing interpretation process. Each author's or editor's
articulation in a musical text is varied to an acceptable extent by the performer, since
he determines the measure and quality of its changes and embodiments in accor-
dance with his thesaurus and creative potential.

As one of the numerous examples, we present an analysis of the performance
articulation of selected preludes by A. Scriabin, op. 11 No. 22 and op.16 No. 4,5 in
the interpretation by F. Badalbeyli, which is a completely individual reading of these
unique masterpieces of the piano miniatures.

Prelude No. 22 g-moll, op. 11 performed by F. Badalbeyli is simple, elegantly,
thoughtful, melodious and without excessive romantic pathos. The performance du-
ration is exactly 1 minute and 6 seconds at the specified Lento tempo. Despite the
slow tempo, the pianist's interpretation is not static and is dominated by the energy
of internal movement, his general aspiration to bar 20. The chosen tempo helps the
pianist to create dramatic richness and imagery in such a concise miniature.

The prelude is a period consisting of 20 bars and an extension in the form of the
final episode A tempo (bars 21-25). The pianist, taking into account the rubato indi-
cated in the first bar, slightly delays the first part of bar 1 (D note) and in the similar
bar 21, making a small tenuto on them.
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Lento J-76
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This same method of tempo deviation allows the performer to correctly determine
the functionality of the five-bar epilogue, which sounds like a mirror frame at the end of
the prelude. It is performed by F. Badalbeyli simply, elegantly, thoughtfully, melodiously

and without excessive romantic pathos.

Using accelerando and crescendo, the pianist performs the climactic development,
starting with bar 13. At the same time, it highlights the second moves in the bass se-
quences more vividly, creating a dynamic pumping and trembling-excited character of
musical development. This climactic episode creates a certain contrast between the
beginning and end of the prelude, contributing to its dramatic integrity.

accel.

e ———

Example 3

cresc.

F o T

FEF [# ET

He masterfully uses the dynamic gradation of piano (p) dominating in the prelude,
which never sounds the same. The first bar is performed piano (p), then a small cre-
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scendo (bars 6-7) and a dip in mp (bar 8), then a climactic rise and its ending in two
piano (pp). The epilogue begins with piano (p) (bar 21), then two piano (pp) (bar 23),
and then, the chord in the final bar is three piano (ppp).

The prelude structure is based on imitation polyphony and the pianist skillfully
emphasizing its continuity and fluidity creates a single musical development from
the first to the twentieth bar, in which he puts the first musical point on the dominant
d-moll chord. In the musical text, it is repeated twice, but the pianist performs it with-
out repetition, thus emphasizing its important, functional role in the structure of the
entire prelude. This chord on the dynamic shade of two piano (pp) seems to "hang" in
the sound space with clear interrogative intonation. The pianist delays it a little fur-
ther on the fermata, so emphasizing its incompleteness and fret deviation. The pianist
puts the final affirmative point in the last bar on the g-moll tonic.

The reasonability of the performer's interpretation by F. Badalbeyli is also con-
firmed by the single glide indicated in the musical text, which unites all musical de-
velopment during bars 1-14 and the final short imitations in the form of sequential
development in the bass.

The performer's articulation of the entire prelude is shown in the table below:

Table No. 1
Bars: 3 22 23 25
Musical punctuation _ 5 _
signs ’

Thus, using the articulation, F. Badalbeyli emphasizes the expressiveness and
continuity of the polyphonic texture of the prelude, the richness of its dynamic grada-
tions, and the characteristic fragility and flexibility of the Scriabin's melody. He creates
a single musical thought consisting of two tenuto and two endings: an interrogative in
bar 20 and an affirmative in the final bar.

Prelude No. 4 es-moll, op. 16, is performed in the Lento tempo. The time of the
prelude performance by F. Badalbeyli is 1 minute 10 seconds. The pianist, in general,
keeping a slow tempo, creates a literally “live" musical and poetic miniature consisting
of four deeply expressive lines. The twelve-bar form of the prelude consists of four
motives (three bars in each one), ending with three-chord repetitions. At the end of
all the motives, they sound like a kind of ostinato rhythm formula. They all end piano
(p), but the pianist performs them differently: the first chord sequence is piano (p), the
second is mf, the third again is two pianos (pp), and the fourth is three pianos (ppp).

The first motive (the first thought) is performed on the piano (p) and with a charac-
teristic vocal intonation — sotto voce. The pianist slightly highlights the first and only
quarter note in the first two bars of the motive. Then, to compensate for this delay,
he makes a small crescendo against the background of three chord repetitions in the
third bar and at the moment when the accruement should reach its natural end, he
suddenly removes the sound and starts the second motive on the piano (p) (bars 4-6).
Also, barely noticeable tenuto is heard for the first fractions of bars (half notes) and
ritenuto for the last triol in the fifth bar.

The end of the second motive also has a small crescendo, but it, unlike the first,
ends with an even greater increase in sonority, which merges into the third motive and
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reaches a culminating development on mf in bar 8. This is followed by a decrease in
sonority on diminuendo and the pianist completes the entire musical composition on
piano (p) in bar 10. After a complete silence (pause) and seemingly ending, suddenly,
like an echo, aftersounds of the first motive are heard. Performed two pianos (pp) and
then three pianos (ppp), and framing the entire form of the prelude, they sound like an
addition to its main musical content.

Example 4
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Thus, F. Badalbeyli combines all four motives of the prelude into a single musical
narration: the first motive is not completed, but it is connected with the second one,
which, in turn, is connected with the third one by using a single crescendo. Here is the
only culminating point of the entire narrative and its complete conclusion (bar 10).
The fourth and last motive sounds like an echo of a memory core of the musical idea.

It is characteristic that the pianist does not emphasize the motif division, on the
basis of which the entire musical form of the prelude is built. It combines the ending
of the first one with the second one, second with the third one, highlighting the start of
each motive with a barely noticeable tenuto — the longest note, thus creating a com-
plete construction of a single musical thought.

In general, analyzing the performance of the prelude, it should be noted that there
are no musical commas and there is a single articulation point in the bar 10, after
which only an echo is heard.

The performer's articulation of the entire prelude is shown in the table below:

Table No. 2

Bars: 1 4 5 10

Musical punctuation
signs

F. Badalbeyli's articulation mastery lies in the fact that the pianist was able to use
it to create a single performing drama of this miniature, putting a rich artistic content
into its concise form (only 12 bars). The dynamics of its performance clearly recreates
the beginning, climax, end, and echo of the entire musical narrative. Just one musical
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thought, as the author's text confirms, in which all 12 bars are connected by a single
League (slur). Surprisingly, it is the art of articulation that helps the pianist, recreat-
ing in this miniature a deeply philosophical and imaginatively rich artistic content, to
make it dramaturgically significant.

Despite the fact that F. Badalbeyli performs it more slowly than V. Sofronitsky,
G. Neuhaus and V. Horowitz, he creates a harmonious drama of musical thought in
a eeply personal interpretation. A more moderate tempo in his interpretation is quite
justified since it helps him to deepen the musical content of the prelude, make its ar-
tistic idea more prominent and meaningful.

The prelude, op. 16 No. 5 Fis-dur, is performed in Allegretto tempo, while the com-
poser indicates a possible deviation from the main tempo — rubato. The pianist ap-
plies it artistically. Within each sentence, he picks up a little first, and then slows down
a little, without breaking the overall unity of the tempo. At the same time, his rubato
corresponds to dynamic increases in crescendo and decreases in diminuendo sonori-
ty, which also makes this rubato logical. The pianist uses rubato especially clearly
in the approach to the two climaxes (bars 11 and 19), and despite the fact that the
composer indicates the same forte (f) in both climaxes, the pianist plays the second
climax less vividly and, consequently, weakens the tempo deviation. This sounds log-
ically competent and reasonable, both from the point of view of the proximity of the
completion of the entire form and recreating the contrast of the climactic increases,
which gives the entire performance even more dramatic integrity. The musical form
of a prelude is a complex period consisting of four musical sentences: the first is
bars 1-4; the second sentence is bars 5-8; the third is bars 9-16, and the fourth is
bars 17-24.

In the musical text, they are clearly underlined by the endings of the glides. It
would seem that given the form of the prelude and the words indicated in the text, the
pianist would have to make four corresponding musical punctuation signs — dots in
bars 4, 8, 16 and 24. But listening to the interpretation of F. Badalbeyli proves once
again the rich use of articulation methods. The pianist puts a musical point only at
the end of the prelude, namely in bar 24. At the end of the first sentence, the pianist
pauses for just a fraction of the second one and then continues moving on to the sec-
ond sentence. It is a repetition of the first one, but the pianist manages to perform it
in a different way.

The contrast is embodied so organically that the feeling of repetition does not
arise, it sounds more major and brighter than the first one and, thus, creates a dynam-
ic logical connection between the first and third sentences, which sounds even more
intense, since it contains the main climax of the entire prelude. Then, in the fourth
sentence, the dynamics subsides, despite another minor climax in the pianist's mind,
and reaches the full completion.

The performer's articulation of the prelude is shown in the table below:

Table No.3
Bars: 1 5 9 17 24
Musical punctuation B _ _ -
signs
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It is important to note one more feature of performance. Indicated in the musical
text in bars 1,5,13, 21 tenuto marks on the three notes, are performed by the pianist
almost imperceptibly. He only gives them a greater melodic expressiveness. F. Badal-
beyli considers these tenuto marks logically quite correctly, since if you emphasize lit-
erally every sound (as indicated in the musical text), it will only create a fragmentation
of the melodic thought, violating its integrity and flight, which is very characteristic for
the style of Scriabin's music.

Thus, in the prelude, instead of four musical points, the pianist makes one af-
firmative-final point, while only emphasizing the tenuto beginning of each sentence.
Such a construction is certainly due to his dramatic mastership, which helps to create
an amazing flight of performance, almost the “air" movement of virtually continuous
musical development.

It is interesting that the pianist's performance creates a sense of musical “open-
work", flexibility, melodic movement ornateness, it literally breathes with “frosty pat-
terns on the glass". He skillfully uses author's dynamic instructions, Despite the fact
that in the first, second and fourth sentences the same nuance — two pianos (pp) (bars
3, 7 and 23) is indicated the pianist actually plays them all differently: the first sounds
quiet, the second is slightly brighter and only the third, the last, fully corresponds to
one specified in the text two piano (pp). This contrasting use of dynamics on two
pianos also contributes to the dramatic integrity of the performance and allows the
pianist to combine the musical development of the prelude with dynamic richness.

Performing articulation of A. Scriabin's preludes in the pianist's interpretation is
aimed, on the one hand, at achieving intonation clarity and expressiveness, and, on
the other hand, at creating dramatic integrity and harmony. In such a way, he “ce-
ments" the performance form, not allowing it to break up into motives and sentences,
creates a series of contrasting, vividly shaped miniatures.

All three preludes, different in form and musical content, are interpreted by
F. Badalbeyli as a kind of concise musical narration. In all three preludes, the pianist
puts one musical point, thus emphasizing the unity of musical thought.

Analysis of the three preludes by A. Scriabin shows that F. Badalbeyli in his inter-
pretation recreates his famous phrase: "Music is alive with a thought". The pianist
masterfully embodies, in the words of V. Delson (1966), "... a bold thought and an
inspired emotion in a living unity” (p. 64).

The pianist's performing articulation confirms that even in the interpretation of the
music of romantic composers, uncontrolled emotions, unrestrained feelings and the
unreasonableness of their expression are alien to him. With the help of articulation,
he creates harmonious musical and artistic canvases full of vital content and a clear
balance of human thoughts and feelings.

Thus, summarizing the process of performing articulation on the example of
three preludes by A. Scriabin and other works interpreted by F. Badalbeyli, we note
that the skill of articulation is determined not only by the sign indicated in the mu-
sical text but also by the meaning which the pianist puts in this sign. After all, each
stroke, such as staccato, tenuto, etc., as well as punctuation signs, such as dot, com-
ma, exclamation, question, ellipsis, and etc., can be pronounced with different de-
grees of expressiveness. The ability of a music performer to find, logically justify
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and embody this degree of expression in his art is an indicator of the highest skill of
performing articulation.

The highest and unique skill of performing articulation in the piano art of
F. S. Badalbeyli is manifested in the exceptional meaningfulness of the performed,
clarity of musical pronunciation, logical validity of the musical narrative, which ul-
timately determines the depth and content of its interpretations, their dramatic in-
tegrity. Each articulation sign (legato, legatissimo, non-legato, staccato, marcato, te-
nuto, accent) of a musical text is deeply comprehended by the pianist and reveals its
functionality in relation to the nearest and future musical development, he (as if from
a height) plans in advance, anticipates the entire prospect of performing recreation. In
accordance with this, the pianist distributes musical and syntactic punctuation signs
(dots, commas, exclamation, question, ellipsis, and etc.), creating true examples of
musical expressiveness and clarity, which is an indicator of his highest skill in achiev-
ing performance articulation.

Conclusions

So, based on numerous studies regarding the concept of musical articulation and
the analysis of various interpretations, in this scientific terminology, we differentiate
two aspects that, despite their mutual influence and interdependence, are two dif-
ferent content components: the first source component represents musical articula-
tion as an objective reality specified by the composer in the musical text, the second
derivative component is its subjective recreation by the performer in the process of
interpreting the work. Both aspects play a crucial role in creating a clear intonation
expressiveness of musical speech and dramaturgic integrity of the work performed.
The different functionality of these aspects allows us to present musical articulation
in two forms: as the author’s (or editor’s) one and as the performer’s one.

In general, performing articulation, based on the notation in the musical text,
represents the development of musical speech with its characteristic signs of musi-
cal-syntactic punctuation, which contribute to the expressiveness, logical validity and
dramaturgic integrity of its content. In other words, the clarity and richness of content
in the musical narrative depend on the skill of the performing articulation, on how the
performer implements a unified (single) process of musical forms generation with
characteristic tendencies of internal syntactic development. Musical speech (sound,
motive, phrase, episode) can be made not only with different intonations (affirmative,
interrogative, exclamatory, etc.), but also with their numerous shades. Everything is
determined by the performer's attitude to it, by the level of his/her overall spiritual and
professional development.

If the author's or editor's articulation has a special indication recorded by the
composer in the musical text, the performing articulation represents the creative pro-
cess of its subjective recreation, since each artist intonates it in accordance with his/
her thesaurus, intellectual, emotional, spiritual and technical potential. It is thanks
to the mastery of performing articulation, the musical text “comes to life", becomes
meaningful, is filled with the significance of the content and becomes an exciting mu-
sical narrative for the listener.
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The author’s articulation is the primary principle, an objective and unchanging re-
ality, thought coded by the composer, and performing articulation is a derivative, sub-
jective, infinitely cognizable art, creatively recreated by the performer. The higher the
level of the musician’s intellectual, artistic, emotional, and spiritual and personal devel-
opment, the further he/she moves away from the mechanical decoding of the author’s
text, the deeper he cognizes it, the higher the skill and richness of his performing in-
terpretations.

In general, the analysis of performing articulation on the example of selected works
in the interpretation of prominent representative of the modern Azerbaijani pianistic
school allows us to summarize the following statement: pianist precisely observes
the author's (editor's) articulation, especially in works of the musical classicism era,
while in interpreting works of the romanticism era and modern music, they, relying on
the articulation indicated in the musical text, creatively refract it in accordance with
their own potential and set artistic and aesthetic purposes.

One of the main characteristic features of their performing articulation is the mas-
tery of intoning on the piano, the ability to clearly express a musical thought and to
logically build the entire musical narrative. Exactly observing the articulation touches
indicated in the musical text, the pianist reinterprets them in full accordance with the
logic of musical development, and articulate clearly, achieving purity of intonation and
performing expressiveness.

The mastery of their performing articulation is the most important foundation on
which their general performing culture has formed. It represents a valuable method-
ological experience for the next generation of teachers and pianists. The followings
are the basic principles of the pianist's performing articulation:

— the pianist detail and study the musical text as much as possible;

— the pianist thinks over the whole performing concept to the smallest nuances;

— pianist allows insignificant digressions that are logically justified from the artis-
tic expression point of view;

— performing articulation in classical works is a particular difficulty since maximal
intonation purity and clarity is an important aesthetic criterion for pianist's perfor-
mance;

— enriching the basic techniques of articulation, pianist uses them with a variety
of intonations to achieve the artistic-figurative richness of content;

— the pianist recreates the work's dramaturgic integrity using the signs of musi-
cal syntactic pronunciation (dots, commas, ellipsis, question and exclamation marks,
tenuto, accent);

— while interpreting various works, pianists exhibit varying degrees of achievement
in performing articulation, that is due to their musical talent and professionalism;

— talented pianist-educators, who succeeded in implementing continuity of gen-
erations and convey the historically established traditions of expressive intonation on
the piano, played a significant role in the formation of their performing articulation.

Thus, the results of this study confirmed that performing articulation, being one of
the most important areas in the theory of pianism and representing an objective reality,
necessitates its creative understanding and subjective recreation. However, it should
be noted that the right to this creativity must first be earned by the endless work of
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the mind, heart and hands. Mastery of performing articulation requires the intensive
development of psychological (intellectual, emotional, spiritual) and purely pianistic
abilities, the interaction of which contributes to its full and successful implementation.
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MAMCTEPHICTb BUKOHABCbKOI APTUKYNALLIT HA POAI
Hapris Kenrepni-Hapyxadosa

JIOKTOPaHT, BUK/aZay kageapu ¢opTeniaHo, BUKnagad kageapu cneyiaabHol negaroriyHoi nigrotosku;
ORCID: 0000-0003-0525-3237; e-mail: nargiz_kengerli@mail.ru
BakuHcbka My3udHa akageMisi iMeHi Y3eipa lagxunbeiini, baky, A3epbaiigxaH

AHoTauyis

Ha ocHoOBI npoBefeHOro HayKoBOrO [OCAIAXEHHS, MPUCBSYEHOro npo6nemMi apTUKynsaLil
B (bopTeniaHHO-BMKOHABCbKOMY MMUCTELTBI, y3arajibHEHO Ti OCHOBHi MOMOXeHHs. ABToOp
BUSIBJIIE [BA B3aEMOMOB'sI3aHNX acneKTU B AOCSArHEeHHI BUKOHABCLKOT apTuKynsuil. PisHa
byHKLIOHANBHICTb LMX acnekTiB [03BOJIAE MPEeACTAaBUTU MY3UYHY apTUKYNsUilo Yy [BOX
BULax: AK aBTOPCbKy (a60 pefakTOpCbKy) i Ik BUKOHABCbKY. ABTOpCbKa apTUKynsuis —
e nepwoocHoBa, 06'€eKTMBHA | He3MiHHa [aHicTb, 3aKofoBaHa B HOTHOMY TeKCTi
OyMKa, a BMKOHaBCbKa apTUKymsilia — Le noxigHe, cy6'eKTUBHE, HECKIHYEHHO Mi3HaBaHe
i BiATBOptOBaHe BUKOHaBLIEM MUCTELTBO.

MeTa pocnip)keHHA — BMBYeHHS npobrieMu apTUKYNAUil y BUKOHABCHKIN HisSIbHOCTI
cyyacHux asepbanXaHCbKMX MiaHiCTiB.

MeToponoria pocnig)eHHsa. [lpouec [OCHiIAXEHHS apTUKynaAuii 3pidcHiOBaBCA 3a
[OMOMOro0 MeTOfiB aHanidy, CMHTe3y Ta y3arajlbHeHHsi Ha OCHOBi MNPOC/yXOBYBaHHS
BMKOHABCbKMX 3anuciB hopTeniaHHUX TBOPIB, Pi3HWUX 3a CTUNEM i hOopMOlO.

HaykoBa HOBMU3HA AOCNIAKEHHS BU3HAYAETbCS TUM, L0 BriepLle Ha OCHOBI iCTOPUYHOrO
Ta HayKOBO-TEOPETMYHOro aHanidy AaHoi npobneMu hopMyntoeTHCA NOHATTA apTUKYNSALIT AK
06'€KTUBHOI [L@aHOCTi HOTHOMO TEKCTY i Ik Cy6'€eKTMBHOIO Bif TBOPEHHS B NpoLeci iHTepnpeTauil
My3UKK, TOBTO SIK aBTOPCbKOI, pefakTOPCbKOi i sIk BUKOHABCbKOI. Bneple npoBoautbes
aHanorisi MiXk 3Hakamu MyHKTyauii B MOBi 1 3HakaMW My3WYHOT NyHKTYyauil, 34iNCHIOBaHMX
niaHicToM B npoLeci BUKOHaHHS. BBOAATbLCS Taki pO3A4iNnoBi 3HaKK, IK My3UYHi: Kparnka, Tpu
Kpanku, KoMa, BUTyK, MUTaHHS.

BUCHOBKM. Bu3HauyeHO NpoBiAHY posib aBTOPCbKOI (penakTopcbKol) i BUKOHABCHKOT
apTUKynsauil B npoueci iHTepnpeTauil My3uky, a TakoX 3acobiB My3WYHOI NyHKTYyauil, siKi

3HAYHOK MipO BMAMBAOTb i 0OYMOBIOOTE MaNCTEPHICTb B AOCATHEHHI gpamaTypriyHol

uinicHocTi TBOPY. MNigkpecneHo ocobnnBy TBOPYY pPoSib My3uKaHTa-BUMKOHaBLSA B CTBOPEHHI
BMKOHABCbKOT apTUKynsAuil, WO ChnMpaeTbca Ha rMboke Mi3HaHHA aBTOPCbkoi abo
penakTopcbKol apTUKYNALLl, AaHoT B HOTHOMY TekcTi (legato, legatissimo, non legato, staccato,

marcato, tenuto, accent). O6r'pyHTOBaHO BMCHOBOK MpO Te, L0 MaNUCTEPHICTb BUKOHABCLKOI

apTUKynAUiT 3HaX0QUTbCS B NMPSIMIN | MOCNIAOBHIA 3aneXHOCTi Bif BMBYEHHA Ta aHanisy
HOTHOMO TEKCTY — UMM rnmnbLue i WupLle NidHaHHS BUKOHaBLSA, TUM BinbLue BapiaHTIB TBOPYMX
NpoYMTaHb-iHTeprpeTaL,il BiH CTBOPHOE.

KnroyoBi cnoBa: BUKOHaBCbKAa apTUKynsLis; dopTeniaHHO-BMKOHABCbKE MWUCTELTBO;
A. Ckpsbin «[Mpentofii»; azepbangxaHcbKuii niadHicT ®apxan bapanbenni
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MACTEPCTBO UCNOJIHUTENbCKOWU APTUKYNALLMM HA POANE
Haprus Kenrepnu-HapyxacgoBa

JIOKTOPaHT, pernogaBaTtesib Kageapbl popTenunaHo, npenogaBartesib kKagenpbl
creyunanbHou negarornyeckori nogrotosku; ORCID: 0000-0003-0525-3237; e-mail: nargiz_kengerli@mail.ru
BakuHckasi My3bikasnbHasl akagemusi uMenu Yseupa lagxuberinu, baky, AsepbaiigxaH

AHHOTayunsa

Ha ocHoBe npoBefeHHOrO HAy4yHOro WccriefoBaHus, MOCBsILEHHOro npobneme
apTuKynsumMn B bopTennaHHO-UCMNONHUTENIbCKOM WUCKYCCTBE, 0006LLEHO €€ OCHOBHble
NnoNioxeHusi. ABTOp BbIfIBISET [Ba B3auMMOCBSI3aHHbIX acnekTa B  JOOCTUXEHUU
UCMONHUTENbCKOW apTUKynsauun. PasnuyHas oyHKUMOHANBbHOCTL 3TUX acNeKToB NO3BONAET
npeacTaBUTb My3blKaJibHYH apTUKYNALMIO B ABYX BUAAX: KaK aBTOPCKYHO (MM pelakTOPCKYHO)
M KakK WCMOSIHUTENbCKYID. ABTOpCKasi apTUKYNsUWst — 3TO MEpPBOOCHOBA, OObEKTUBHAas
M HeuM3MeHHasl [aHHOCTb, 3aKOoOUPOBaHHas KOMMO3UTOPOM B HOTHOM TEKCTE MbICHb,

a uUcnonHuTenbCkaa apTukyndauma — 3TO NPOU3BOLHOE, CY6'beKTI/IBHOG, 6eCKOHEYHO
no3HaBaemMoe U BOCCO3naBaeMoe UCNOJTHUTENEM NCKYCCTBO.
Llenb wuccnepoBaHus - n3ydyeHue I'IpO6J'IeMbI apTukynaumm B MCMOJTHUTENIbCKOM

LesTeNIbHOCTM COBPEMEHHbIX asepbanfXaHCKMX MMaHUCTOB.

MeToponorus uccnepoBaHus. pouecc MCCNefoBaHUS apTUKYNSLUM OCYLLEeCTBISNCS
C MOMOLLbID MeTOLOB aHanu3a, CUHTe3a, U 0006LeHMs Ha OCHOBe MpOC/yLIMBaHUS
UCMONHUTENBCKUX 3anncen hopTenmaHHbIX NPOM3BELEHUI Pa3SIMYHbIX MO CTUNIO U hopMe.

HayyHass HOBM3Ha MccnepoBaHUA oOrnpefenseTcsa TeM, 4YTO BrepBble Ha OCHOBe
MCTOPMYECKOTrO U Hay4yHO-TEOpPEeTMYecKOro aHanusa faHHoW npobnembl chopMynupyeTcs
NOHATUE apTUKYNALMU KaK OOBEKTUBHOW AAHHOCTU HOTHOFO TeKCTa M Kak CyObeKTUBHOro
BOCCO3[,aHuA B NpoLecce MHTepnpeTauum My3blky, TO eCTb Kak aBTOPCKON, pefakTOpCKOn
M KaK WCMOJIHUTENIbCKON. BriepBble MPOBOAMTCA aHanorus Mexmnay 3HakaMu MnpenvHaHus
B peYyu M 3HaKaMu My3blKaslbHOrO MpenuHaHus, ocyLLecTBNsieMble MMAHUCTOM B npoLlecce
UCMonHeHus. BBoAsATCS Takme 3HaKM NpenvHaHusi, Kak My3blKaslbHble: TOYKa, MHOFOTOuMeE,
3ansiTas, BOCKMLaHWe, BONpocC.

Bbieogbl. OnpepaesnieHo BeayLLyto posib aBTOPCKON (pPefaKTOPCKOM) U UCTOSTHUTENLCKOM
apTUKYNsLMM B MpoLecce WHTepnpeTauunm My3blkM, a TakXe CpPeAcTB My3blKasbHOro
npenuHaHus, KOTopble B 3HAYMTENbHOW CTEneHn BAUSOT U 0OycnoBAMBaOT MacTepcTBO
B [OCTMXEHUM [pamMaTypruyeckor LEenoCTHOCTM npousBeneHus. MoayepkHyTo ocobyro
TBOPYECKYHO POSib MYy3blKaHTa-UCMOJIHUTENS B CO3[4aHUU UCMONIHUTENIbCKON apTUKYNaLuuu,
onupatowenca Ha rnybokoe MO3HaHWE aBTOPCKOW WAWM pPefakTOPCKOM apTUKynauuu,
naHHou B HoTHOM TekcTe (legato, legatissimo, non legato, staccato, marcato, tenuto, accent).
O60oCHOBaHO BbIBOA, O TOM, YTO MacTepCTBO WCMOJSIHUTENbCKON apTUKYNALUM HaxoouTcs
B NPSIMOM U NoCcnefoBaTeNIbHON 3aBUCUMOCTU OT U3YYEHUSI U aHaIM3a HOTHOIO TEKCTa — YeMm
rnybxe u WKMpe NO3HaHWUA UCMONHUTENS, TeM BGoNblle BapMaHTOB TBOPYECKMX MPOYTEHUN-
MHTeprpeTaLmm oOH co3faer.

KnioyeBbie cnoBa: WCMONMHWUTENbCKAa apTUKynsauMs; dopTennaHHO-UCNONHUTENbCKOE
nckycctBo; A. CkpsibuH «[Mpentoann»; asepbangxaHckuii nnaHucT ®apxag baganbeinnm
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Abstract

This article deals with the history of the development of ornamentation in keyboard music,
the principles of its formation and performance styles. Ornamentation is one of the greatest
means of expression in keyboard performance. It has ancient historical roots. In keyboard
music, ornamentation was subject to various changes depending on the period. Ornamentation
manifests itself in various forms in keyboard music. Thus, ornamentation is not just a means of
embellishment. Itis considered as the main componentin the creation of a work. Embellishments
are also essential as an aesthetic factor.

The purpose of this research is to review the principle of the embellishments' historical
development, to classify the types of ornamentation in music and to determine the role of
embellishments in music. At the same time, the research clarifies the concept of the style of
ornamentation in the keyboard music of Western Europe.

The research methodology is based on a comprehensive musical-analytical, theoretical
and historical analysis, a synthesis of the Western European and Russian musicologists'
scientific literature regarding the subject of ornamentation. The research includes links to
articles published with regard to ornamentation in music encyclopedias, and the conclusions
have been scientifically substantiated.

The scientific novelty of the research. For the first time in the framework of the musical
science of Azerbaijan, the features and principles of the ornamentation performance in Western
European keyboard music were studied. The findings of the study can be used for future
research.

Conclusions. Ornamentation is important in the keyboard music of Western Europe and
acts as its main means of expression. The development of ornamentation in keyboard music
is directly related to the art of improvisation. So, embellishments are considered as the main
means of expression in the art of improvisation. In keyboard music, ornamentation is not
only an embellishment of the melody. Along with the structure of the melody, it also plays an
important role in creating the rhythmic structure of the work, the artistic content of the work,
and the shape of the texture. Musicologists have considered ornamentation from the point of
view of various prisms and classified it in various forms. In the modern period, ornamentation
is divided into two groups in the form of embellishments and free ornamentation.
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One of the main features of keyboard music in Western Europe is that it reflects the musical
traditions of that period. It should be noted that the ornamentation in keyboard music underwent
aperiod of rapid development in the Baroque era. The main characteristic feature here is the lack
of regulation of decorations, its change depending on the school, style of performance. Later
the concept of style in ornamentation was lost. Thus, in the classical era, the embellishments
were already regulated and a common system of decorations in European keyboard music was
adopted.

Keywords: Ornamentation; Baroque; keyboard music; style; piano; ornament; performance

Introduction

Ornamentum, that is, the ornament is a Latin word that means embellishment.
It makes sense to harmoniously complement any subject by man or by society for
aesthetic purposes. Decorations are also a carrier of information. Ornamentation is
an area of art that is closely related to other types of art. There is no such example
of a culture in which decorative art is not applied in the culture of other nations in
the world.

Although there is a terminological, general point of view and the same in terms
of meaning, ornamentation in music is different from ornaments in other types of
art. The diversity of use of different expression means is one of the reasons for such
a difference. So, if the expression means of the ornament in the art are colour, marble,
stone etc., then expression means of the ornament in music are sounds.

The study of ornaments, which is of greatimportance in the science of music, is one
of therelevant problems. It should be noted that ornamentation has anintegral in music
culture. Ornamentation existed from the early days of music and has become a factor
of its essence. In music, the ornament varies depending on the period, geography, the
school of its origin and the style of the composer. An ornament is a living organism. It
somewhat difficult to think about music without ornamentation, and embellishments
are the main means of its expression.

The purpose of the research

The main purpose of this research is to clarify the principles of ornamentation, its
features and performance in Western-European keyboard music based on scientific
and theoretical grounds.

Recent research and publications analysis

Ornamentation was the subject of interest both of Western-European and Russian
researchers and was developed in their scientific works. Thus, ornaments were
studied theoretically from different prisms — periods, styles, genres of music. In this
regard, the results on ornamentation obtained by different musicologists were used
in this research paper. The A. Beyschlag's scientific paper "Ornamentation in music”,
monographs by G. von Dadelsen, M. Druskin, as well as the “Great Soviet Encyclopedia”
are the scientific foundations of the article presented.
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Presentation of the main material

In music, the art for decorating a melody is called ornamentation, and there are
metaphors that have a number of semantic similarities and distinctive features. In
music, an ornament is called any specific finish. The decoration of the melody is re-
ferred to as the art of ornamentation. And ornamentation is referred to small notes
set to the melody. From this point of view, it is considered more appropriate to use the
term ornamentation in music.

Before studying the features of ornamentation in keyboard music, it is necessary to
review the history of the art of ornamentation in music. In music, ornamentation origi-
nates in vocal music. Thus, in European music, the vocal genre was in its heyday, while
instrumental genres were still emerging. Therefore, the first musical forms originated
from vocal music and subsequently found their reflection in other genres. In this regard,
we would like to note that ornamentation is primarily manifested in vocal music.

In music, ornamentation has gone through a long historical period of develop-
ment. In the study regarding the history of the development of ornamentation in mu-
sic, A. Beyschlag's book "Ornamentation in music" is of great importance: "The cry,
which is the whisper of the first person, is more or less preserved. And, perhaps, early
music consisted of such simple sounds" (Beyschlag, 1978, p. 5) the sound preserved
here can be regarded as the first form of ornamentation.

Ornamentation in one form or another is closely related to the art of improvisation
(Neumann, 1988, p. 72). So, if a decoration is a component of improvisation, then
mutual improvisation may consist entirely of an ornament. In other words, it can be
considered as a means of expression.

Diminution and colorization also take a special place in the history of ornamen-
tation. Diminution in Latin means diminutio, that is, an abbreviation. In polyphonic
music, proportionality is called dividing the length of a note. In Western European
polyphonic vocal music, the performing arts of the early middle ages and the Renais-
sance (madrigal, motet), the technique of diminution as an element of improvisation
is widely developed. Also, diminution formed the basis of preludes, toccatas, ricercar
and fantasies of ancient introspective genres.

Colouring or "koloireren” in German that is "to colour" was widely used in the
14 — 16™ centuries. It is called the technique of melody variation. Colouring was
performed by adding auxiliary and transitional notes to the main tone of the sound. If
the descant cantus was a decoration of the sound reflected in the firmus, the dimin-
utive focused on the theme and sought to enrich it with melodic moves. Diminution
in ornamentation refers to the division of large notes into small sizes. This subject
was widespread at the time, although it now only applies to the variation form. In the
Middle ages, diminution was considered as the highest form.

In this regard, we can distinguish a brief historical path of ornamentation: the ear-
ly medieval treble, the technique of diminution and the gradual formation of typical
ornaments as a result of “crystallization”.

Classification plays an important role in the study of ornaments. Many research-
ers in their research have given a different classification of ornaments. We would like
to bring some of them to your attention.
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The German researcher H. Leichtentritt suggested the existence of four types of
ornaments: 1) abbreviated signs for certain sound formulas of an ornamental na-
ture; 2) decorations written by the “colourists” in the 16" century, used in diminution;
3) melismas, fioritura for motets, madrigals and cantatas, etc. (considered an import-
ant component); 4) improvised decorations, cadences (Leichtentritt, 1908-1909).

C. P.E. Bach in his book "The True Art of Playing Keyboard Instruments" identified
three functional groups of melismas: “1) melodic, 2) rhythmic, 3) harmonic" (Bach,
2005). At the same time, several functions of decoration are described here, and com-
bined complex ornaments consisting of two or more simple ornaments are also noted
along with simple ornaments.

Erwin R. Jacobi (1967) grouped the ornaments according to a completely different
function. E. Jacobi gives them a classification based on similar and related features.
Grace notes and trills are the main groups.

The principle of classification of ornaments put forward by A. Yurovskiy is some-
what similar to the principle of E. Jacobi. Thus, A. Yurovskiy also presents ornaments
in the form of groups: “1) trill ornamentation. This includes various types of trills and
mordents; 2) Portamento ornamentation, such as the grace notes, ties and other
melismas; 3) gruppetto; 4) aspiration (eagerness) and suspension (removal, storage,
and etc.)" (Yurovskiy, 1945).

German researcher G. von Dadelsen in his article gave a peculiar classification of
ornaments “"Ornaments in our time (Verzierungen, Manieren, Ornamente (in German);
Fiorette, Fioriture, Abbelimenti (in Italian); Agrements, Broderies (in French); Graces, Or-
naments (in English) are called formula-like decorative ornaments, and ornamentation
is called the reproduction of melodic sound through small notes or signs. Depending
on whether the decorations relate to the beginning, end, or entire length of a given note,
there are initial (anschlagende) decorations (vorshlag, anschlag, Schleifer, mordent,
paralltriller, schneller), subsequent (nachschlegende) decorations (ornaments, note
following gruppetto), and filling (ausfullende) decorations (trill, gruppetto, tremolo, vi-
brato). These basic types are sometimes used in various forms, combining with each
other, that is, penetrating each other. Ornaments sometimes perform not one note, but
two initial functions throughout the chord, and here they resemble dill as a decoration
filler.

In the performing arts, there are various types of combined decorations. Complex
ornaments consisting of various simple ornaments were considered common and ac-
ceptable for instrumental music, in particular, music of the 18™ century.

Usually at that time, speaking in a manner, fioritura, agreements, ornaments
meant an important and additional function. Here ornaments were distinguished
as "“significant” (“wesentliche — a sign or an element with special signs), and “arbi-
trary” (“willkirlichte", that is, free ornamentation). It was not until the second half of
the eighteenth century in Germany that the term "“significant manner" began to be
replaced by the term “ornamentation” (Verzierungen), which was used in conjunction
with the concept of “ornament”.

In addition to the main group of ornamentation, there were other types of deco-
rations that had other features, calling them “special manner" (gewisse Manieren).
These include Inegalita ("uneven"), Lombard rhythm, tremolo, vibrato on strings and
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wind instruments, Bebung on the clavichord (“oscillation"), and etc. (Dadelsen, 1966,
p. 1527).

Trying to determine the types of ornaments, it is also necessary to refer to the Great
Soviet Encyclopaedia. The following types of ornaments are specified there: “1) melis-
mas and 2) free (arbitrary) ornamentation” ("Ornamentika", 1955).

Melismas are small melodic ornaments in terms of form. These include gruppetto,
mordent, flams, trill, and etc., and are given as small notes or hints.

Free ornamentation plays melodic sounds through harmonious and more com-
plex passages. They are often marked with small notes"

It seems that the concepts are close to each other, although they are different.

Sometimes it is necessary to abandon the term “melisma" in order to clarify the
terminology. In modern music, the term “melisma" is used in another sense, that is,
in the sense of decoration. However, this term was applied to works in the 16"-17t
centuries. This style was called “a stilus melismaticus”" and was called a simple, em-
bellished singing style. In the Middle Ages, "manner” meant decoration. The structure
of the playing style of that period mainly on ornaments is the basis of its naming as
manner.

It is also worth noting the invaluable role that ornamentation plays in musical
architecture. Ornamentation appears in music as one of the formative factors of cre-
ativity: it can be evaluated in two ways:1) as an element that creates a texture; 2) as
a type of musical texture.

Musical texture is a form of embodiment of musical material. Musical texture re-
sults from the fusion of melodies, harmony, and rhythm, which are the main musical
components. Ornamental texture in music is one of the most common types of tex-
ture. There are four types of ornamental texture:

1) harmonious

2) melodic

3) melodic and harmonious

4) rhythmic

At the same time, various reference and transition sounds, melodic and rhythmic
figuration, non-chordal sounds, and so on are to be noted.

The ornamentation of the melody further complicates its structure. In this respect,
its own layers (levels) of melody are formed and each layer is complicated by figura-
tions and other means of expression. As a result of complexity, each layer is enriched
within itself. Aranovskiy divides the melody into two layers: 1) the main layer and
2) the ornamented layer.

-
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Thus, it is possible to estimate the ornamentation in several aspects:
1) as an aesthetic factor
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2) form as an auxiliary factor

3) timbre as a creative factor

4) artistic content as a creative factor

5) as the main factor in the construction of a melody (melodic figuring)

6) rhythm as a creative factor (rhythmic figure)

7) articulation as a creative factor

8) barcode as an auxiliary factor

Talking about the aesthetic factor, it is necessary to take into account the cyclic
factor. In other words, the ornamentation used in works written in the Baroque and
Classical periods will correspond to different aesthetic values. We can note this if we
compare, for example, any work of F. Couperin for keyboard and the piano sonatas of
L. V. Beethoven.

And as a creative factor of the form, we can note the fact that the work has a com-
pletely ornamental texture. That is, here rhythmic or harmonic figures can create the
form of a work.

Ornamentation can also be regarded as a creative factor of timbre. Using orna-
mentation, you can obtain any colouration or interpretation (i. e. imitation) (L. Daquin
“Le Coucou"”, K. Debussy “Undine"). At this time, the ornamentation can again act as
a layer or create a particular influence, decorating the melody.

As it can be seen, the basis of any musical work is melody, harmony and rhythm.
The ornamentation of the same, playing here the role of a constructive component
that may manifest itself in various forms.

Ornamentation has the following features:

1) it always applies to any tone.

2) decorations are linked to each other by the main tone, although they are linked
to a musical expression or motif.

3) each main tone has four auxiliary tones.

4) the main tone can be repeated.

Decorations can be fixed with notes or marked with special signs.

All the various decorative means of decoration can be divided into four main
classes.

1) rhythmic (Tremolo, ancient style) -

2) melodic

3) harmonious

4) rhythmic or harmonious

While studying ornamentation in Western European clavier music, we would like
to mention the style of performance here. "Style refers to the features inherent in any
school, era, or composer" (Williams & Ledbetter, n.d.). As in keyboard performance,
depending on the region to which the ornamentation belongs, the keyboard school
has its own stylistic features. These differences primarily coincide with the Baroque
era, in which keyboard schools and performing styles were formed. In the following
centuries, singing styles mixed and disappeared. As an example, already in the classi-
cal era, ornamentation lost its main function, as well as in the Baroque era. "The music
changed depending on the time and place, as well as on what instrument you used"
(Sadie, 1990, p. 409).
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The use of ornamentation in keyboard music was an aesthetic requirement of
the era, rather than a technical flaw of the instrument, as mentioned above. It is wrong
to evaluate a piano as an instrument improved on the harpsichord or clavichord, whose
technical capabilities are superior to it. Naturally, these instruments were considered
related to each other and met the requirements of advanced performance of the era.
The improvement of instruments was primarily associated with changes in the aes-
thetic requirements of the era, the formation of a new worldview. In this regard, it was
no longer possible to implement these ideas in the harpsichord and clavichord. “But
the unique sound properties of the clavecin (harpsichord), clavichord or instruments
of such a type and the special principles of their performance are the embodiment of
a certain artistic thought of the 18" century. And it is not because the piano needed
further improvement of its predecessors, but because the new performing experience
imposed other requirements for the instrument” (Druskin, 1960, p. 27).

While studying the concept of style in ornamentation, you should take into account
the parallel keyboard performance and periodicity. The features inherent in keyboard
singing and the epoch are the conditions that determine the features of the historical
development of ornamentation. These two concepts interact with each other. In the
18™ century, the small number of possibilities for the sound of a harpsichord instru-
ment created favourable conditions for the development of ornaments of that time,
and ornamentation became a means of overcoming this disadvantage. “The sounds
on the harpsichord instrument break, and the sound is not readable or elastic. To cov-
er this disadvantage, French harpsichordists decorated their exquisite melodies with
ornaments, trills, flames, vaults, and other devices" (Genike, 1896, p. 50). And taking
into account the fact that in the 17" and 18" centuries in European keyboard art in
different regions completely different styles were formed, so the decorations changed
in the manner of performance. In this regard, speaking about the styles of ornamenta-
tion in European keyboard music, two styles should be noted: 1) The French style and
2) The ltalian style.

The differences between styles were felt even more sharply in the 17th century:
spontaneously, the ltalians, who stood out for their emotionality, and the French with
a cold, reserved, sharp thinking. It was as if the Italian and French styles took two op-
posite sides, antagonistic poles, different musical idioms. French musicians opposed
free ornaments in Italian music, and they simply did not understand this music. Even
musicians of the time noted: “This is not to the taste of J. B. Lully, messenger of beau-
ty and truth. J. B. Lully kicked out a violinist who “spoiled" his concert with various
figures that were not characteristic of harmony. Why don't they perform the music
properly?”" (Harnoncourt, 2009, p. 72). “From all of the above, we can conclude that
the musical style includes several features inherent in any composer, any direction,
a particular national school, and, in addition, a specific historical period” (Mikhailov,
1965, p. 18).

Ornamentation also has characteristic features of each style. Since opera and
concertos were considered the main genres in Italian music, Italian musicians tried
to apply the subtleties of Italian vocal art not only in keyboard music but also in in-
strumental music in general. Free ornaments of fioritura, passage etc. are used in the
vocal art. These are characteristic features of Italian piano art.
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When we study French piano music, we encounter a completely different style of
thinking. So, the main characteristic features of the French musical style are the clear
form and compact nature of the work. The famous French musician, theorist, one of
the founders of the National Library of France, Sebastian de Brossard, in his dictionary
of music, written by him in 1703, noted: "There is some expressiveness, charm in the
works of the Italian style, and the works of the French style are natural, fluid, elegant”.
Regarding adagio parts of works, especially repetitive parts, the Italians applied the
principle of free decoration, as a rule, freely. The richness of the performer's imagina-
tion was important there.

In French music, it was considered excessive and forbidden. The French style did
not accept free ornamentation either. In the French style, the musicians used codified
complex melismas. They even required performers to use embellishments very deli-
cately if necessary. French musicians tried to regulate the decorations and determine
the correct place of their use in the work. Every French composer paid great attention
to the details of the musical text, including the execution of embellishments. Proper
compliance with these records placed a requirement on the performer. "Even though
| explain the embellishments, I'm surprised that some musicians don't perform the
embellishments correctly in my pieces. Their meanings were described in the book
“The True Art of Playing Keyboard Instruments". These mistakes are unforgiving. No
one has the right to change the decorations provided by the author. | demand that my
works be performed accurately. If the performers did not follow all my recordings with
accuracy without any changes, the pieces would not have made an impression on the
audience" (Couperin, 1937, p. 10).

Conclusions

While studying the stylistic qualities of the ornaments of Western European key-
board music, the following conclusion may be made from the above.

Ornamentation of the French style in keyboard performance covers a clear system
of signs, clear designation and explanation of signs in musical texts, a regulated sys-
tem of embellishments.

The main indicators of Italian ornamentation in keyboard music are the use of free
ornamentation used in vocal music, the abundance of ornaments and the granting of
freedom to the performer.

One of the important aspects that distinguish and characterize the styles of orna-
mentation in Western music for keyboard, was a requirement to decorate in the French
style was performed through the previous notes, and in the Italian style for notes, which
includes embellishments. Speaking about the main characteristic qualities of stylistic
features of ornaments in Western European keyboard music, A. Yurovskiy (1945) gave
the following explanation in an article written for the collection of works by C. P. E. Bach
for keyboard “The use of ornamentation as a means of expression is associated “Lom-
bard style" (Lombarda) with propaganda in Europe in the 17" and 18" centuries, and
“French style" vice versa. The French performed a rhythmic figure in accordance with
the rhythm of the iambic, and the Italians — in accordance with the rhythm of the tro-
chee, the metrical size of the poem. At the same time, we can define two ways of per-
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forming ornamentation: 1) anti-invasive; and 2) subtraction. Thus, in the French style of
performance, anticipation, thatis, embellishments, according to preliminary estimates,
were performed at the expense of the size of the preceding note. And in the Lombard
manner, embellishments were performed in a suspension, that is, due to the main mu-
sical size.

Most of the ornamental tables known to us before the end of the 17" century are
made in the French style and are presented only in some rare cases in the Italian style.
But later, that is, starting from the 18" century, at the time when the systematization of
French decorations was completed, the subtraction completely eliminated anticipation.

So, from all the above, in Western European keyboard music, the peculiarities of the
stylein ornamentation can be traced in the 17" and 18" centuries. But later the concept
of style in decorations disappeared. This classicism replaced the Baroque era, and at
this time embellishments were already regulated and the general system of decora-
tions was adopted in European c keyboard music.
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ICTOPIA PO3BUTKY OPHAMEHTUKUN B MY3ULI,
NAPUHUUNU Il POPMYBAHHA TA CTUJ1b BUKOHAHHA
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AHoTauyis

Y cTaTTi BOCNioXYETLCS ICTOPIA PO3BUTKY OPHAMEHTUKMW B KNABIPHIA My3uLi, MPUHLMNN
i dbopMyBaHHSI Ta CTWUAI BUKOHaHHS. onpu Te, Lo OpHAMEHTUKA 3a3HaBana pisHOMaHITHUX
3MiH 3a 3MICTOM 3aexHo Bif nepiody, BOHa € OAHWM 3 OCHOBHMX 3aC06iB BUPaXeEHHS
KnaBipHOT My3uKku. OpHaMeHTHKa NPOSBASIETLCS B Pi3HUX (hOpMaXx Ta € He TiNIbKU NPUKIa[AoM
npuKpacuy, a 1 BUCTynae B poJii OCHOBHOIMO KOMMOHEHTA B CTBOPEHHI TBOPY. Takox npukpacu
MatoTb ICTOTHY Bary sik eCTETUYHUIA YNHHUK.

MeTa gocnip)XeHHs nossirae B po3rnsifi NpMHLUMNY iCTOPUYHOrO PO3BUTKY OPHAMEHTUKMY,
KnacudikyBaHHi 1 BULIB Ta BU3HAYeHHI poni B My3uui. BogHouyac, B paMkax NpoBefeHoro
LOCHIAKEHHS,, BHOCUTLCA SICHICTb B MOHATTSA MPO CTWUJIb OPHAMEHTUKMW B KNABIpHIA My3uui
3axigHoi EBponu.

MeToponoria pocnig)keHHa 0a3yeTbCsl Ha KOMMIEKCHOMY MY3WYHO-aHaniTU4HOMY,
TEOpPeTMYHOMY Ta ICTOPMYHOMY aHanisi, y3aranbHeHHi HayKoBOI NliTepaTypu My3uMKO3HaBLIB
3axigHoi €Bponu i1 Pociil Ha TeMy OpHaMEHTUKM.

HaykoBa HoBM3Ha Aochnif)KeHHs. Breplie, B pamkax MysukosHaBcTBa AsepbainpxaHy,
OOCRIIXEHO O0COBMMBOCTI, MPUHLMUMM BUKOHAHHS OpPHAMEHTUKU B 3axigHOEBPOMENCHKIN
KNaBipHi My3uL,i.

BucHoBKkU. OpHaMEHTUKA Mae Bax/MBe 3HAYeHHs [ONA KJaBipHOT My3WKU 3axigHol
€Bponu i BUCTyNae B posi il 0CHOBHOro 3acoby BupaXeHHs. Ii po3BUTOK B KNaBipHii My3suL
6esnocepefHbO MOB'A3aHMI 3 MUCTELTBOM iMMPOBi3aLii, B SIKOMy NpUKpacu BBaXatoTbCs
rofloBHUM 3aco00M BUpaxeHHsl. OpHaMEeHTUKA € He TiflbKM MpUKpacol Menogii — nopag,
3i CTPYKTYpOKO BOHa Bifirpae BaxJIMBY posib O CTBOPEHHS PUTMIYHOI OynoBU TBOpY,
XYLOXHbOro 3MmicTy TBOpy, doopmu Ta dakTypu. MysnkosHaBLi po3rnsifany OpHaMEHTUKY
y pisHMX acnekTax i knacudpikyBanu ii B pidHOMaHITHUX copmax. Y cydyacHui nepiof
OpHaMeHTMKa Migpo3A4iNAeTbCsA Ha ABI FPYNK: Y BUMSLI NPUKPAC i BiflbHa OpHaMeHTHKaA.

OfHieto 3 OCHOBHUX 0COBMMBOCTEN KnaBipHOT My3unku 3axigHol €Bponu € Te, L0 BOHA
Bifobpaxae B cobi My3uyHi Tpaauuii Toro nepiofy. Bif3sHaumMMmo, L0 OpHaMeHTMKa B KNaBipHin
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My3uLi NpoiLLIa eTan CBOro BUCOKOIo PO3BUTKY B enoxy bapoko. OCHOBHOM XxapakKTepHO
0COBNMBICTIO TYT BUCTYNAE BiACYTHICTb pernaMeHTaLii OpHaMEHTUKM, T 3MiHA 3aNeXUTb Bif,
LUKOMK, CTUIIO BUKOHAHHS. Afle nisHille MOHATTA CTUMO B Npukpacax Gyno BTpayeHo. Tak,
B enoxy Knacuumamy npukpacu BXxe perfnameHTyBanucs i 6yna npuiHsaTa 3aranabHa cucTema
npuKpac B €BPONeNCbKin KNaBipHin My3uLi.

Knroyosi cnoea: opHaMeHTUKa; bapoko; knaBipHa My3uka; cTuib; doopTerniaHo; NpuKpaca;
BMKOHaHHS

NCTOPUA PABBUTUA OPHAMEHTUKU B MY 3bIKE,
NMPUHLUUMNDbI EE ®OPMUPOBAHUA U CTUJ1Ib UCNOJTHEHUA

MNoHenb bakupoea

AokTopaHT; ORCID: 0000-0007-8536-2139; e-mail: gunnel.bakirova.88@mail.ru
BakuHckasi My3bikasnbHasl akagemusi uMenun Yseupa lagxu6berinu, baky, A3epbaiigxaH

AHHOTayunsa

B cTaTbe uccnepyeTca uctopusi pasBuUTUSA OPHAMEHTUKN B KITABMPHOW MYy 3biKe, MPUHLMIbI
ee (hopMMUPOBaAHUSI U CTUIN UCNONHEHUsI. HecMOTpsA Ha TO, YTO OpHaMeHTKKa nofBepranacb
pasfMYyHbIM U3MEHEHUSIM MO CoepXaHUo B 3aBUCUMOCTU OT Nepuoaa, oHa ABSeTCA O4HUM
M3 KpYyMHEeWLMnX CPeAcTB BblpaXeHus KJaBUpPHOM My3bikiM. OpHamMeHTUKa nposiBaseTcs
B PasfnyHbIX hopmax u siBnsieTcsi He TOJIbKO 06pa3LoM YKpaLleHUs], HO U BbICTyMaeT B Posin
OCHOBHOIO KOMMOHEeHTa B CO3[aHn1 Npon3BefeHns. Takxe yKpalleHVs UMeloT CyLLLeCTBEHHYO
BaXHOCTb B KayecTBe acTeTUYeckoro gakropa.

Lienb uccnepoBaHusa 3ak/ito4aeTCsi B paCCMOTPEHUM MPUHLMNAE UCTOPUYECKOrO pa3BUTUS
OpPHaMeHTUKMU, KnaccuduumMpoBaHum ee BULOB M ONpefesieHnn ponuv B My3bike. B To xe Bpems,
B pamMKax NpoBeAeHHOro nccrefoBaHns BHOCUTCH ACHOCTb B MOHATUE O CTUJIe OPHAMEHTUKM
B KJJaBMPHOMN My3bike 3anagHon EBponbl.

MeTtoponoruauccnegoBaHus 6a3mpyeTcsHaKOMMIEKCHOM My3blKaNbHO-aHaIMTUYECKOM,
TeopeTUYeCKOM U UCTOPUYECKOM aHanuse, 0606LLeHUN HayuHON MTepaTypbl My3biKOBE0B
3anagHon EBpornbl u Poccumn Ha TeMy OpHaMEHTUKMW.

HayuyHas HoBU3Ha uccnefoBaHus. BnepBble B paMKax My3blkanbHOW Hayky A3epbaixaHa
uccnefoBaHbl 0COBEHHOCTH, MPUHLMMbI UCMOMHEHUSI OPHAMEHTUKM B 3amnafHOeBPOMNeicKon
KITaBUPHOWN My3blKe.

BbiBoabl. OpHaMeHTUKa MMeeT BaXHOe 3HayeHue ANs KNaBUPHOW My3blku 3anagHoun
EBponbl ¥ BbICTynaeT B pOSIM ee OCHOBHOIMO CpeAcTBa BblpaxeHus. Ee passButue
B KNaBUPHOW My3blke HamnpsMyk CBS3aHO C WCKYCCTBOM MMMPOBM3auuW, B KOTOPOM
YKpalleHUs CUMTalTCA [aBHbIM CPefcTBOM BbipaxeHus. OpHaMeHTUKa SBAsieTCA He
TOJIbKO YKpalleHneM MenoauvM — Hapsify CO CTPYKTYPOW OHa MrpaeT BaXHYyH pofib A
CO3[aHMA PUTMUYECKOrO CTPOEHUA MNpou3BefeHus, XY[4OXEeCTBEHHOro copepXaHus
npousBefeHus, opmbl akTypbl. My3blkoBeAbl pacCMaTpuBaiM OPHAMEHTUKY C TOYKM
3peHus pasIMYHbIX NPU3M U KrnaccuuLmpoBanm ee B pas3nmyHbix doopmax. B coBpeMeHHbINn
nepuoj opHaMeHTWKa MOApPa3fenseTcs Ha ABe rpynnbl: B BUAE yKpalleHWn u cBobopHas
OpHaMeHTMKa.
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OJZHOM N3 OCHOBHbIX 0CODEHHOCTEN KNaBMpHOM My3bikn 3anagHoun EBponbl siBnsieTca 10,
4TO OHa OTpaxaet B cebe My3blKasibHble Tpaauuum Toro neproga. OTMeTUM, YTO OPHAMEHTHMKA
B KJaBMPHOW My3blke Mpolna 3Tan CBOEro BbICOKOrO pa3BUTUSE B 3moxy bapokko.
OCHOBHOM XapakTepHOW OCOBEHHOCTbI 3[ecCb BbICTYNaeT OTCYTCTBME perfiameHTauum
OPHaMEHTUKM, ee U3MEHeHMEe B 3aBUCUMOCTU OT LUKOJbl, CTWUASI MUCNOMHeHUs. Ho noaxe
MOHSAITME CTUNS B yKpalleHusix Ob1o yTpayeHo. Tak, B anoxy Knaccuumama ykpalleHust yxe
pernameHTUpoBanuch 1 Bblna NpuHsATa obLLas cucTema ykpalleHWin B eBPOMNeiCKom KlaBUpHOM
My3bIKe.

KnioyeBble cnoBa: opHaMeHTUKa; bapokko; knaBupHasi My3blka; CTUIb; opTenunaHo;
YKpaLleHue; UCMOoJSIHeHne
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KOJINCKOBI MICHI TA 'I'XVPOJ_'_Ib
Y KOHTEKCTI TPAAULINHOI KYNIbTYPU

AHHa Tkau

Buknagay, ORCID: 0000-0007-9698-1605; e-mail: anna.arnasio@ukr.net
KuiBcbkuii HayioHalbHUNA yHIBEpCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHoTauyis

XXaHp KONMCKOBOT MiCHI Mae BaXJMBe 3HAYEHHSI B TPAAUUINHIA KynbTypi. Monpu Te, Wwo
YMMaro niceHb, Ki Manu BiAHOLEHHS 1,0 LMKy POAMHHO-06psifoBOro honbKIopy, MPUNUHUIM
cBO€ (QYHKLIOHYBaAHHS, KOJIMCKOBI NiCHI He BTpayatoTb aKTyasnbHOCTI. Y cydyacHin npakTuui
NpU3HaYeHHs1 KOJIMCKOBUX MiceHb Mae BiNibLL NpakTUYHEe 3aCTOCYBaHHS, NPOTe, Y TpaauLLiiHIn
KYnbTypi TX ponb ©Oyna 3HayHO O6iNblUOKD, HiX 3aKOMMCYBaHHA [OUTUHW. [LOCHiAXEHHS
B3aEMO3B'SI3Ky MiX KOMMOHEHTaMW KOJIMCKOBMX MiCEHb Ta BUOKPEMJIEHHA X eTHIYHOT
CBOEPIAHOCTI € aKTyasSlbHAM 3aBLaHHAM, LLO CMpPUSiIE PO3YMIHHIO crneundpikv TpaauuinHor
KYNbTYpM.

MeTa pocnifpkeHHs nonsirae y [OCAiOXeHHI cneundikun KONMCKOBUX MiceHb Ta TX poni
B KOHTEKCTi TPaguLiAHOT KynbTypHu.

MeToponoria AOCNIAXKEHHSI 'PYHTYETbCA Ha KyNbTYPHO-iCTOPUYHOMY Ta MY3UYHO-
aHaniTUYHOMy nigxomax. B gaHOMy  [OCHIOXEHHI  KyJbTYPHO-ICTOPUYHMIA  MigXig,
BWKOPUCTOBYETbLCS 3 METOH BUSIBJIEHHS COLLIOKYNIbTYPHUX YMOB, B IKUX (DOPMYOTbCS MOBYTOBI
donbKNOpHI XaHpw. Benvka yBara npuainsieTbcss CEMaHTUYHOMY PiBHIO aHanisy Bep6anbHOro
TEKCTY KOJIMCKOBMX MiCeHb, KU BUABNSE crneundiky BipyBaHb MpenKiB, B3a€MO3B'I30K
TeKCTY 3 (DYHKLiOHaNbHUM MPU3HAYEHHSIM LMX MNiceHb. My3uMyHO-aHaniTUYHUIA nigxin nae
3MOry [OCAIAUTM | NOPIBHATY NEBHI CMifIbHI iIHTOHAL,T, pPUTMIYHI XapaKTepUCTUKM Y KOJIMCKOBUX
NiCHAX, AKi ICHYIOTb B Pi3HUX KYNbTypax.

HaykoBa HOBM3Ha JOCNi)KEHHS Nonsirae y po3KpUTTi POJIi KOSIMCKOBUX MiCE€Hb B KOHTEKCTI
TPaAUUINHOT KyNbTYpU Ta BUOKPEMJIEHHI TX cneumndiku.

BucHoBKU. KONMCKOBI MicHI BUCTYNatoTb hopMOto TpaHChsLIT foCBify 6araTboX NOKOiHb.
BcTaHOBMEHO MOMIOHICTD MY3MYHMX XapaKTEPUCTUK LbOro ONbKIIOPHOIO >XaHpy, AKi
CTOCYIOTbCS Pi3HUX €THIYHMX KYNbTYp — Lie HEBENNKUA aMBiTyC, HU3XiOHUI pPyX, MOBTOPEHHS
O HOrO IHTOHALINHOIO 3BOPOTY Ta BUBIP PUTMIYHUX MatOHKIB, LLLO BiATBOPIOOTL cneundiky
rongaHHs. 3MiCT KOIMCKOBUX NiceHb Bigobpaxae ocobnnBocTi BipyBaHb NpefKiB. Ha npuknagi
KOJIMCKOBMX MiC€Hb, MOLUMPEHUX B €BPOMENCHKIA KynbTypi MOXHa 3a3Ha4uMTU MOEfHaHHSA
€NIEMEHTIB XPUCTUSIHCLKOI peniril Ta MidboNoriyHnx ysiBneHb. Y KOMUCKOBUX MICHAX € MeBHi
cTabiflbHi KOMMOHEHTH, LLLO MOB'A3aHI i3 3aCMNOKOEHHSAM AUTUHW, NMParHeHHAM Ti 3aKonucaTu.
BopgHouac icHYOTb BifjMIHHOCTI, 30Kpema y BepbanbHOMY TeKCTi, IKi Bif TBOPIOIOTb creumdiky
COL,iOKYNIbTYPHUX YMOB, B IKUX BOHU chopMyBanuck. KonmckoBsi nicHi MaroTb Taki dyHKLT, AK
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KOMYHiKaTUBHa, colianbHa, MariyHa. KoxHui enemMeHT BepbasibHOr0 TEKCTY KOJIMCKOBOI Mae
rnmboke CUMBOJIIYHE 3HAYEHHS Ta CNIPSIMOBAHWUIA HA BUXOBaHHA OUTUHW, MPUBEPTaHHS MEBHUX
LYXOBHUX CuUJT; cnpusie i 30,0poB'to Ta 3abeaneyeHHto 11 WacamMeor foni.

Knio4oBi cnoBa: KONUCKOBI; MiCHi; XaHp; pyHKUIT; TpagumuiiHa KynbTypa; CMMBOJIiKa

Betyn

)XaHp KONMCKOBOT MiCHi € 0OfHMM 3 HaWbiNbll MOLWMPEHUX B KOHTEKCTI KyJb-
TYPHOro po3BUTKY. MMonpu Te, WO YMMaso MiceHb, AKi Manu BiOHOWEHHS [0 LMKy
POLMHHO-06psifoBOr0 (QONBbKIIOPY, NPUMNUHUAM CBOE (DYHKLIOHYBaHHS, KOJMCKO-
Bi MiCHI He BTpayatoTb aKkTyasnbHOCTI. [pU3HaYeHHs KOIMCKOBUX MiCEHb B Cy4YacHii
npakTuLi Mae 6iNbll NpaKTUYHE 3aCTOCYBaHHS, NPOTe Yy TpagMUiAHIA KynbTypi TX
posnb 6yna HabaraTto 6iNibLUOD, HiXX 3aKONIMCYBAHHA AUTUHU. AKTyaslbHUM 3aBAaHHAM
€ LOCNIOXEeHHS PoJii KOIMCKOBUX MiCeHb B TPAAMLIIMHUX KYNbTypax.

MeTa

MeTa cTaTTi nonarae y gocnigxXeHHi cneundiku KONMCKOBUX NiCeHb Ta BULINEHHI

TX posii B KOHTEKCTi TPaAULiNHOT KynbTypu.

AHanis ocTaHHix gocnig)XeHb i nyénikawii

Konuckosi nicHi sk xkxaHp 06r'pyHTOBaHi B NpaLsix NefaroriyHoro, KynbTyposioriyHoro,
NHrBICTMYHOrO Ta My3MKO3HaBYOro CrpsiMyBaHHs. BpaxoByroun feski o6MexeHHs
B HaLLOMY [,0CHiOXEHHI pO3rNsiHEMO | MOPIBHAEMO TpaauLii fesAKMX eBPONencbKmx
KpaiH i perioHiB YkpaiHu. 3acnyroBytoTb Ha yBary npaui B. MenbHuk Ta H. flueHko
(2012), B AKUX aKLLEHTOBAHO yBary Ha CEMaHTUYHKX OCOBIMBOCTSIX (OPaHLy3bKUX KO-
NUckoBwMX niceHb Ta T. 3axoxoi (2012), ska AoCAiAXYe KOJIMCKOBI MiCHi PiSHUX PerioHiB
IcnaHii. Cneumndika ykpaiHCbKMX KOIMCKOBUX MiceHb CxigHol BonvHi npoaHanisoBaHa
Ha eKcrneguuiiHUX MaTepianax B cTaTTi A. [lpy3tok (2013), KOMMIEKCHWUI aHani3 yKpa-

THCBbKOT KONIMCKOBOT MNiCHI sIK cneundiyHoro xaHpy «honbkiopy ans giten» 30iNCHEHO

0. MapuyH (2005). B. CemeHuyk (2017) Ta C. Yaiika (2019) po3rnsnatoTb XaHpoBe
pO3MaiTTA Ta 3HAYEHHSI KOJIMCKOBUX MiCeHb Y BUXOBaHHI fiTen. O6eperosi o6pasu,
LLLO 3yCTPiYalTbCs B TEKCTaxX YKPATHCbKMUX HAPOOHUX KOJIMCKOBUX MiCEHb, FPYHTOBHO
BucBiTNieHo O. XoMik (2009). Mano BUBYEHMM 3aSIMLLAETLCA NMUTAHHA B3aEMO3B'I3KY
Mi>X KOMMOHEHTaMU KONIMCKOBOI.

Buknag maTtepiany gocnip)keHHs

Mpw pocnipxeHHi ocobnmMBocTen My3nyHoro oosnbknopy HeobxigHO AOTPUMYBa-
TUCb NO3MULT, NOB'A3aHOI 3 CUHKPETUYHOIO NPUPOLOHD AABHLOrO MUCTELTBA. XKOogHUI
MY3UYHMIN KOMMOHEHT He Mir 3'ABUTUCbL cam Mo cobi, He 6yBLUM NOB'A3aHNM 3 iHLLMMU
dakTopamm noacbKol XUTTeRiANbHOCTI. PosBigku O. XoMmik (2009), siki cTocytoTbes
JocniokeHHs1 o6eperoBrx 06pasiB y KOIMCKOBUX, BUABJAKOTb HEPO3PUBHUI 3B'A30K
MK Pi3HUMM CTOpPOHaMU NOOYTyBaHHS. BMHUKHEHHS XXaHPy KOJNIMCKOBOI BUCTYMNae

Tkay, A. KonvckoBi MicHi Ta 1X posib Y KOHTEKCTI TPaaUUIMHOI KYbTYpH
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MMOBIpPHO OfHi€et0 3 HaMbifbll faBHIX POPM MY3WUKYBaHHSA, sika Mana npakTuyHe
NPU3HAYEeHHS, NPOTe TaKOX BUKOHYBasna psaf coLianbHUX, KOMYHiKaLiiHUX Ta Ma-
riYHUX pyHKUiN. [lOCUTb YacTO BUKOHAHHSA KOJIMCKOBUX MiCEHb CYNMPOBOAXYBAaoCh
«BUKOHAHHSIM SIKUXOCb XaTHIX po6IiT — BULUMBAHHAM, NMPSALIHHAM Ta iHWWMKU PYKO-
OinbHUMK poboTamu» (Yaiika, 2019, c. 264). ToMy 3raaka npo ui doopmu po6oTH Mor-
na 6yTu HasiBHa y caMilt nicHi. MNpoTe Tpeba HarosIOCUTK Ha TOMY, WO iHOLI B SIKOCTI
KONIMCKOBUX BMKOPUCTOBYBAJIUCH iHLUI MiCHI, XapakTep AKX Mir 6yTU TOTOXHIM [0
3aKO0JIMCYBaJIbHUX, X04a 3a IHLWKMK, B TOMY Yuchi BepbanbHUMU XapakTepucTukamm
BOHMW MOIM iCTOTHO BiAPi3HATUC.

HeobxiaHO po3rnsiHYTU SKUMMW € XapaKTepHi 03HaKM KOJIMCKOBOT MiCHI SIK XaHpy,
LLLO NpeAcTaBfieHU B TPaOULIiNHINA KynbTypi. [epBMHHE 3HaYeHHSI KOJIMCKOBOT MiCHi,
LLLO Mae npucnaT OUTUHY NPOSIBASIETbLCS MPU aHani3i ycix piBHIB faHOro XaHpy —
Bif BepbasibHOro 00 My3n4yHoro kommnoHeHTiB. 0. MapuyH (2005) Bigmivae, Wwo us
bYHKLiOHaNbHICTb YHA0UHIOETbCA Yepes TaKi 03HAKU, IK <sMOHOTOHHMI HacniB, TeK-
CTOBa Ta, BignoBigHO, My3nyHa puTMika i cneumdiyHa poHeTUKa, sIka € HachigyBaH-
HSIM NepLUMX KPOKIB HEMOBASAITU [0 PigHOT MOBM — CTafil aryKaHHA Ta 6eIbKOTiHHSA
("Ow nroneukm-ntoni, HaneTinu ryni")» (c. 4). [laHi xapakTePUCTUKUN NpUTaMaHHi Gisb-
LLIOCTi KOMIMCKOBMX, MONPU TX €THIYHE NOXO4XeHHA. Haf3BMYaiHO 4acTo 3aCTOCOBY-
€TbCA caMe MOBTOPHICTb MOTUBY, MPUYOMY Taka, Lo 6yae BigpisHATUCH HEBEJIMKUM
ambiTycoMm, HU3XiAHMM pyxoM. YacTiwe aMbiTyc € TepLieBMM YM KBAapTOBUM. 3aK0-
NMcyBaHHs Byae nposiBASTUCH Y crnelyndiyHOMYy TEMMOPUTMI, LLLO MOXHa criBBifgHe-
CTM 3 MPOLIECOM FOMAaHHSA, a TakoX i3 PUTMOM AUXaHHS JIIOAWHU Y CTaHi CMOKOH.
BaxxnuBy ponb Npu cniBi KOJIMCKOBOI NiCHI Mae pericTp Ta guMHamika. PericTp yacTi-
Wwe obmpaBca HU3bKUI, afiXXe BiH Mae MEHLL NPOHU3NIMBUIA XapaKTep, Lo Jae 3MOry
neriie 3acnokoiTu AUTKHY. Tak caMo LM 0B6yMOBJieHa TUxa Ta NoMipHa fMHaMika —
piano. JlocnigHUKN BULINAIOTb OeKifbKa TUMIB KOJIMCKOBUX, IKi MOXHa BUOKPEMUTHU
3a PUTMiIYHUMU 0COBNMBOCTAMU: OJHOCErMEHTHI, [1e MOBTOPIOETLCS 3 BapitOBaHHAM
ogHa dpasa npu YOTUPULOJIbHOMY MeTpi Ta PUTMOMAIOHOK 3 AMBIYHUM PUTMOM.
Y nepLiomy BUNagKy — Lie YepryBaHHsl YOTUPbOX BICIMOK Ta ABOX YBEPTEN, NPUYOMY
MOXJIMBE MoApPIOHEHHS i OCTaHHIX [0Nen TaKTy, ike 3aneXuTb Bif KiIbKOCTi ckna-
ZiB. Y opyromy BunafKy HasiBHe YepryBaHHs BiCIMKM Ta uBepTi. K0 KasaTu npo
KOJIMCKOBI, LLLO NOLUMPEHIi y BiIbLLIOCTI ETHIYHMX KySbTYp, TO NepeBara HafaeTbCs Po3-
Mipam 3/4 Ta 6/8, siki NoB'A3aHi 3 pPUTMOM KOJIMCaHHS.

B iHTOHaLiMHOMY nnaHi Ta 3a cneyndikoro BUKOHABCTBA KOMMCKOBI MiCHI fo0-
CcUTb 61M3bKi [0 3aMOBJIsIHb, W0 00YyMOBIEHE CMOPIAHEHICTIO LMX XaHpiB. OfHieto
3 (pYHKL,in KONIMCKOBOT € NeBHE BUCOBNIEHHA NobaxaHb, AKi MatoTb 34INCHUTUCH i3
OUTUHO Y MaibyTHbOMY, NPUBEPHEHHA FapHOro Ta WacnMBoro ManbyTHboro. Ta-
KOX Y PAfi KONIMCKOBUX € PO3CMIBU 3BYKY «a», AKi MatoTb 3B'A30K 3 FOIOCIHHAMU Ta
MOIJIM BUKOHYBATK (pyHKLiO aHTUdpycTpaTuBHY. H. CeMeHuyk (2017) BKasye, L0
«eJIeMEHTU rosiociHb abo X TEeKCTOBI YPUBKW, 3BEPHEHI He A0 AUTWUHU, @ NPU3HAYeEHI
[N1A 3HATTA eMOLIMHOT HaNpyryu BUKOHaBWL,i, 3a3BUYaii, MaTepi».

0. Xomik (2009) BigMiyae TON UYMHHMK, LLLO KOJIMCKOBI MiCHIi BUKOHYBaN «aro-
TpoONeiyHy Ta NpoAyKyBanbHy (OYHKLiIO — NPUBEPHYTU 00 OUTUHU abo BigBEPHYTM
Bi[l HET NeBHI HaONPUPOHi cunu, yoepertu Bif 6yab-akol Hebeaneku» (c. 155-156).
KonuckoBa nicHA B yKpalHCbKiN TpaguLUiiHiN KynbTypi MOBMHHA BUCTYNaTu gxepe-
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JIOM 3axXUCTy OUTUHU. B Hil NpefcTaBneHun pag CUMBOJIIB, WO [03BOMAOThL Ka3aTu
NPO NPUCYTHICTb Yy TEKCTI KOSIMCKOBOT CBOEPiAHMX 0BepEriB, siKi fat0Tb yABY NPO caM
npouec 3akonmcyBaHHs. Lle 1 onuc fepe., Ha AKX PO3MILLYETbCS KONIMCKA, TOUHILLe
nigBiwyeTbcsa. 3a3BnYan obupanu Taki gepeBa, sk gy6, ropix, Bepba, siBip. Lii nepesa
€ BTISIEHHSIM MOTYTHOCTI, CUMK, CTIMKOCTI. IX CUMBOSIIYHE 3HAYEHHSA MiAKPECOETb-
cs (hisnyHMMM XxapakTepucTUKaMu, aaxe yacTile caMe 3 nyba, ropixa Bupobnsnunco
HalUMIUHiwWi BUpobu (Mebni, ronganky, CKpMHbKM Towwo). A, BlacHe, ABip yocobto-
BaB YoJiOBiYe Hayano B (posbKNOPHIN Tpaguuil ykpaiHuiB. Mpouec 3aKonMcyBaHHS
OUTUHM CUMBOJIYHO BiATBOPIOE HiasieKTUKY YOJOBIYOro Ta XiHOYoro Havan. Akuwo
JlepeBo, Ha IKOMY BUCUTb KOJIMCKA € BTiNIEHHAM YOJIOBIYOro €CTBa, TO caMa KoJMcKa
Oyne BiATBOPOBATM XiHOYe Hayasno.

Konucka iMiTye MaTepuHCbKe YepeBo, siKe Liie HeobXifHe A1 HEMOBNATY, ane Ta-
KOX i MepLUNIA NOKYC AMTUHU MicisiHaTanbHOro nepioay (xo4a Aeski pernamMeHTauii 3a-
BOpPOHSATb KNAacTW AUTUHY A0 KOJIMCKU NPOTAroM Bif feB'ATU [0 COPOKa [HIB — caMi
yMcna CNoHyKalTh 10 AYMKU NP0 cakpasibHICTb Takol 3abopoHu) (MapuyH, 2005, c. 8).

OkpimM MariyHoi, anoTponeiyHoi dyHKLT, KoNMcKoBa NicHsI TICHO NoB'si3aHa 3 hop-
MYBaHHSIM NepLUMX 3HaHb AUTUHM NPO CBIT, 0TOYEHHS, CoLliaNibHi CTOCYHKM. AKTyasb-
HMM BUCTYMae 3B'130K 06pa3y aepesa (oyba) i3 cBiTOBUM OpeBOM, AKe BYIo cKnano-
BUM eJIeMEeHTOM TPaauLiNHOI BULLMBKY Ha YKPaTHCbKUX COPOYKaX.

Tpeba BiA3HAYMTHK, L0 X04a KOJIMCKOBI NiCHi € OCUTb NOLIGHUMU Y PIBHUX KYJb-
Typax, iCHyOTb MeBHi BiJMIHHOCTI, O CTOCYHOTbCSI MEPCOHAXIB, fKi 3ragytoTbcs
Y LbOMY MiCeHHOMY XaHpi. [ns 6inblwoCcTi KOIMCKOBUX NpUTaMaHHWUIA ONKC YK 3Bep-
HEeHHA [0 XMBUX ICTOT — TBapUH, NTaxiB Ta POCNUH. B yKpaiHCbKNX KOMMCKOBMX Mic-
HSIX HepiaKo HasBHUI 06pa3 rony6a, L0 CUMBOJI3y€e AHIONa-0X0POHLS, KOTUKA, AKWI
obepirae guTUHy Ta 3akonucye ii. «KOTUK-CipeHbKNUIA», L0 € YacTUM MepCcoHaXem
B YKpaiHCbKMUX KOJIMCKOBUX, HEBUMNALKOBO 3'ABNS€TbCA y BaraTbox micHAX. BapTo
3rafaTv Npo TpaAuLito 3aryCcKaHHS B HOBY OCENIO KOTa, afiXXe «MepLUMMM Y HOBY oce-
JII0 Mepecenanmca cakpasbHi TBapuHM — 3a3BUYail niBeHb abo KiT» (Opyatok, 2013,
c. 93). o Toro x icHyBana npakT1Ka, KOJn CroYyaTKy caMe KOTMKa rongany y Konmcui
Ta cniBanu MoMy KOJIMCKOBI MiCHI, @ BXXe MNOTiM TyAu Kianu gUTUHy.

Monpu HasiBHICTb iCTOT, WO 3rafgytoThbCsA Y KOJIMCKOBUX Y MO3UTUBHOMY KJIHOU,
4YMMasno iCHye NepcoHaxiB, AKUMMU NisikaroTb giTen. B ykpaiHcbkomy donbKkiopi Taky
posnb Bifgirpae BoBK, 6abai UM iHWKMIN NepcoHax. Tak B iCMaHCbKUX KOJIMCKOBMUX Ya-
CTO 3rafytoTbCsl eIEMEHTU HEXMBOI NMPMPOaN Ta MidDiuHi iCTOTU (YaKyHKA «KOKO»).
«Koko» nakae fgitei B icnaHoMoBHUX KosiuckoBux. T. 3axoxa (2012) aragye TUX TBa-
pViH, IKUMU NsIKaloTh, — Le «BUK, YopHa KoponeBa, enbgu, BoBku» (c. 80). B ykpa-

THCbKOMY chOSIbKIIOPI Ti TBAPUHU, SIKi 3rafyroTbCs Y MICHSAX, YacTille € TaKMMW, LLLO

BiflirpatoTb BaXMBY POJib Y 3pOCTaHHI AUTUHW. TaK YMMasio onoBifaHb MICTATbCS
npo KOpoBY, sika 3abe3neyyBasna XxapyyBaHHS He JMLLe AUTUHK, @ 1 YCieT poanHMN.
AKLW,0 Y BITYM3HAHOMY (DOJIbKITOPI [OBOJII YAcTO 3raytoTbCs LOXPUCTUSIHCLKI Nep-
COHaxi, y icnaHCbKMX KOMMCKOBMX HasiBHI BiAcuIaHHA [0 cBATMX. [laHa Tpaguuis oby-
MoOBJIeHa NaHyBaHHAM KaTonMumM3amy Yy lcnaHii, 6isibLu nisHiM NoXoa)XeHHAM LiMX TBOPIB.
HaToMmicTb B yKpalHCbKMX TpagMUiMHMX KOJIMCKOBUX MICHSIX, HE3BaXakun Ha vac ix
CTBOpPEHHSA Ta NobyTyBaHHS, 36epiraeTbCs 3B'130K 3 NPaiaBHbOM A3UYHULLbKOO KYJlb-
TYPOIO, X04a Ti, LLLO BUHWUKJIN BiAHOCHO HeLLL0aBHO, TAKOX MICTATb 3rafiKu Npo SHrosiB
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Ta cBATUX. Pa3oM 3 TUM B iCNaHCbKMX KOJNIMCKOBMUX iMEHa CBATUX 3MIHIOIOTbCSA B 3a-
NEXHOCTI BijJ, perioHy, a B yKpaiHCbKUX MOXYTb CBSITI B3arasi He nepcoHidhikyBaTucs.

Y posBigkax, NoB'A3aHUX 3 KOJIMCKOBMMM MICHAMM iHLIMX 3axigHOEBPONENCbKUX
KpaiH, HaBOAATbCS 03HaKM OpaHLy3bKMX KOJIMCKOBUX. Y HUX TAKOX YaCTO € 3BEPHEHHS
[10 XpUCTUSIHCbKKX 06pasiB, 30kpemMa [0 locnofa 3 npoxaHHsAM «obepiraTi Ta 3axuiya-
T [iTel Bif 371X CuJ1, XBOPOO Ta HellacTs (4acTo He NnLLE Mif Yac CHy, @ U NPOTSIroM
XnUTTA)» (MenbHuK & flueHko, 2012, c. 407). Tak caMo siK i B yKpPalHCbKUX KONIMCKOBUX
nicHsAX HasiBHe 3ragyBaHHsA CHa, [lpiMoTw, AIKi 34aTHI npucnaTit AMTUHY Ta BUCTYNaoTh
MicpiyHMMM icToTamu. MNpoTe iCTOTHA BIgMIHHICTb Nosisirae y ToMy, Wwo y dopaHLy3bKux
KOJIMCKOBUX [,OCUTb PiAKO 3'IBNAIOTHCA 06pa3u, NoB'A3aHi 3 POC/IMHHUM CBIiTOM. Lle
Harosiowye y cBoiit po3pobui B. MenbHuk Ta H. flueHko (2012): «B ykpalHCbKUX KO-
JIMCKOBUX 4YacTO 3yCTPivaoTbCSA TAKOX Ha3BW TPaB, LLLO MaOTb CUJTY MPUCUNIATU OM1-
TUHY: pyTa, M'siTa, 6apBiHOK, Y dpaHLy3bKux NoAiGHOro He criocTepiraeMo» (c. 408).
JlaHnin YUHHUK MOXHa TPaKTyBaTH No-pisHOMyY. IMOBIPHO BiH MOB'A3aHMI 3 TUM, LLLO
0N 30iNCHEHHS XIHKOK-MaTip'to BEIMKOro KoMiekcy pobiT, ki 6ynm HasBHI B yKpaiH-
CbKiVl TpaQUUINHIN KyNbTypi, i HeobXigHWIA 6yB AUTAYMIA COH. TOMY NpaKTKKa 3acToCo-
BYBaHHS TpaB Masia HeabusiKe MOLUMPEHHS, LLLO 1 3yMOBJIHOE 3rafiKy NMpo HUX Y MICHSX.
Takox 3rajKa npo faHi TpaBy MOX/NBA Y 3B'sI3KY 3 HAasIBHICTHO 3aIMLLKIB aHIMICTUYHMX
BipyBaHb Ta 3HaYHOI PO arpapHoi CnpaBK Y BiTUYNSHSHIN KyNbTYpi.

Hepifko y KONMCKOBMX NICHAX PO3MOBiAaeThCsA NPO HelllacnMBy [OM0 MaTepi Ta i
OnTuHKW. CouianbHWUIM XapakTep LUUX KOIMCKOBUX CBIiJUYMTb NPO Te, L0 BOHW BUCTYMNam
BifloOpaXeHHAM iHAMBIAYaNbHOIO [OCBIAY TUX, XTO iX cniBaB. TO6GTO BK/IHOYEHHS OKPIM
TpaauUINHUX eneMeHTIB 1 0COBUCTUX NepexmnBaHb Aae 3MOry BiguyTH ix couianbHy
3HauyLicTb Ta 3AaTHICTb MoandIiKyBaTUCh. |CMAHOMOBHI KOJIMCKOBI BKJTHOYAOTh Mne-
pexuBaHHA 6aTbKiB 3a AUTUHY, onuc iX ByaeHHUX cnpaB Ta YMaso iHWKNX NOBYTOBUX
acnekTiB. BoHM cnpsiIMOBaHi 3aknMKaTu OUTUHY [0 CHY, ajle TaKoX BUCTYNaroTb hOPMOt0
KOMYHiKaLiT 6aTbKiB i3 auTuHO. T. 3axoxa (2012) BigMivae, L0 icnaHCbKi KOJIMCKOBI
[OCUTb YacTO CTBOPIOBAJIMCb UM TOYHILLE afanTyBanucCh XiHKaMu, AN AKUX AUTUHA
Oyna He BTiSIEHHAM pafocCTi Ta LacTs MaTEPUHCTBA, a TArapem, TOMy 1 TeKCT Bigobpaxye
0COBUCTI NepexmBaHHSA. «KoXHe OuTs, 3aMicTb Toro w,o6 6yTn paficTio, cTae TArapem,
i 3pO3YMiflo, MaTU He MOXE He CcriBaTu WOMY, MPO Te, LLLO XUTTSA He paaye Ti» (c. 76).

BucHoBKu

KonuckoBi nicHi BUCTynatoTb oopMoto TpaHcnsuil focBigy 6araTbox NoKosiHb.
BcTaHoBMEHO NOAIOHICTE My3MUHMX XapaKTEPUCTUK LibOro d0SIbKIIOPHOO XaHpY, sKi
CTOCYHOTbCA Pi3HUX ETHIYHUX KYNIbTYP — Lie HEBENMKUI aMBiTyC, HU3XIgHUIA pyX, MOB-
TOPEHHS 0HOr0 iIHTOHALINHOro 3BOPOTY Ta BUBIP PUTMIYHMUX MantoHKIB, W0 BiATBO-
ptotoTb crieundiky ronaaHHs. 3MIiCT KONMCKOBUX MiceHb Bigobpaxae ocobnmBocCTi
BipyBaHb nNpenkiB. Ha npuknafi KOMCKOBMX, NOWNPEHNX B €BPONENCHKIN KyNbTypi
MOXHa BigMITUTU MOEOHAHHS eNleMEeHTIB XPUCTUSAHCBKOI penirii Ta MidbonoriyHmx
ysiBfieHb. KonncKoBi MicHi MatoTb Taki dOyHKLI, AK KOMYHIKaTUBHY, coliajibHy, Ma-
riyHy. KoxHuit eneMeHT Bep6anbHOro TeKCTy KONMCKOBOI Mae rmnboke CUMBOJIYHE
3HAYEHHSA Ta CPSAMOBaHWN Ha BUXOBaHHA OUTUHW, NPUBEPTAHHA MEBHUX LYXOBHUX
cun, cnpuaTK it 3gopoB'to Ta 3abesneyeHHs i WacnmBol foJi.
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Abstract

The genre of the lullaby is important in traditional culture. Despite the fact that many songs
related to the cycle of family and ritual folklore have ceased to function, lullabies do not lose
their relevance. The purpose of lullabies in modern practice has a more practical application,
but in traditional culture, their role was much greater than lulling a child. The study of the
relationship between the components of the lullaby and the separation of their ethnic identity is
an urgent task that helps to understand the specifics of traditional culture.

The purpose of the article is to study the specifics of lullabies and their role in the context
of traditional culture.

The research methodology is based on a cultural-historical and musical-analytical
approach. In this study, the cultural-historical approach is used to identify socio-cultural
conditions in which domestic folk genres are formed. Much attention is paid to the semantic
level of analysis of the verbal text of lullabies, which reveals the specifics of ancestral beliefs,
the relationship of the text with the functional purpose of these songs. The musical-analytical
approach makes it possible to explore and compare certain common intonations, rhythmic
characteristics in lullabies that exist in different cultures.

Conclusions. Lullabies are a form of broadcasting the experience of many generations.
Analysis of their specificity allows us to talk about the similarity of musical characteristics of this
folk genre, which relate to different ethnic cultures — a small ambition, downward movement, and
repetition of one intonation and the choice of rhythmic patterns that reproduce the specifics of
rocking. The content of lullabies reflects the peculiarities of ancestral beliefs. On the example of
lullabies, common in European culture, we can note a combination of elements of the Christian
religion and mythological ideas. Lullabies have certain stable components that are associated with
calming the baby and wanting to lull him. However, there are a number of differences, in particular
in the verbal text, which reproduces the specifics of socio-cultural conditions in which they were
formed. Functions of lullabies include communicative, social and magical. Each element of the
lullaby verbal text has a deep symbolic meaning and is aimed at raising a child, attracting certain
spiritual forces, promoting his/her health and ensuring his/her happy fate.

Keywords: lullabies; songs; genre; functions; traditional culture; symbolism
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KOJ1bIBEJIbHbIE MECHU N UX POJ1b
B KOHTEKCTE TPAAULUOHHOU KYJIbTYPbI

AHHa Tkau

npenogasatesnb; ORCID: 0000-0007-9698-1605; e-mail: anna.arnasio@ukr.net
KueBckui HaynoHasibHbIN YHUBEPCUTET Ky/IbTypbl U UCKycCTB, Knes, YkpanHa

AHHOTayunsa

XaHp Konbl6enbHOM NecH MMeeT BaXKHOE 3HaYeHe B TPAAULIMOHHON KynbType. HecMoTpst
Ha TO, YTO MHOMUE NECHU, KOTOPbIE UMENIM OTHOLLEHME K LIKITy ceMelHO-06paaoBoro dosibkiopa,
npekpaTunM cBoe YHKUMOHMPOBaHWE, KonblGenbHbIe MEeCHU He TepsitoT aKTyaNlbHOCTW.
B coBpeMeHHON MpakTUKe Ha3HayeHWe KonblbenbHbIX neceH MMeeT 6oniee npakTuyeckoe
NMPUMEHEHNE, O4HAKO B TPAAULMOHHON KyNnbType WX posib Oblla HaMHOMO GOblue, HeXesu
yKaumBaHue pebeHka. MiccnefoBaHve B3aMOCBSA3N MeX 4y KOMMOHEHTaMM KOJblOeNbHbIX NeceH
1 BblAeSIeHNe UX 3THUYECKOro CBoeobpasns siBNsieTCs akTyaslbHOWM 3aaayei, crnocobCTBYOLLEN
NMOHUMaHMIO creumUKN TPASULMOHHON KyNbTYpbl.

Lienb uccnepoBaHus 3ak04aeTCcsa B UCCief0BaHUM crieLdrKy KonblBenbHbIX MeCEH U UX
pOJN B KOHTEKCTE TPaAULMOHHOWN KYNbTYpbI.

Metopgonorus uccnegoBaHUsi OCHOBbIBAETCS Ha KYJIbTYPHO-UCTOPUYECKOM U MY3bIKanbHO-
aHanuTM4yeckoM nopxogax. B paHHOM wuccnefoBaHWM  KyNbTYPHO-UCTOPUYECKUIA MOAXO.L,
MCNOMb3yeTCA C LeNbl BbISIBNIEHUS COLMOKY/bTYPHbLIX YCIOBUI, B KOTOPbIX ¢hopMupytoTCs
ObiToBble (DONBKIOPHbIE XaHpbl. Bosiblioe BHUMaHWE YOENseTcs CEMaHTUYECKOMY YPOBHIO
aHanu3a BepbasibHOro TekcTa Kosbl6eNibHbIX NeceH, KOTOPbI BbISBASIET cneuuduky BepoBaHuii
npeaKoB, B3aUMOCBA3b TeKcTa ¢ (OYHKLUMOHANbHbIM Ha3HaYyeHWeM 3TuX neceH. MysblkanbHo-
aHaNMTUYECKUI NoAxon MO3BOMSIET UCCNenoBaTb WM CPaBHUTL HeKOTOopble O6LIME MHTOHALWW,
pUTMUYECKME XapaKTEPUCTUKM B KOJbIGENIbHbIX MECHSIX, KOTOPbIE CYLLLECTBYHOT B Pa3HbIX KY/bTypax.

HayyHas HOBU3HaA uUccnepo0BaHUs 3aK/HOYAETCH B PacKpbITUM POnu KonblBenbHbIX neceH
B KOHTEKCTE TPaAULMOHHON KYNbTYpPbl U BblAENEHUN UX crieLnduKku.

BbiBogbl. KosibibenbHble NecHU ABASOTCS hOPMOI TPAHCAALMM OMbITa MHOMUX MOKONEHWIA.
YCTaHOBNEHO CXOACTBOMY3blKaJSlbHbIX XapaKTEPUCTUK 3TOro DOSIbKIIOPHOI0 XaHpa, KacaroLmxcst
PasnUYHbIX 3THUYECKUX KYNIbTYP — 3TO He6ONbLLON aMBUTYyC, HUCXOAsiLLee ABUXKEHME, NOBTOPEHME
OQHOr0 WMHTOHALMOHHOrO 000poTa M BbIGOP PUTMUYECKMX PUCYHKOB, BOCMPOU3BOASALLUX
cneunduky ykaumeaHusa. CopepxaHue KosblOeNbHbIX OTpaXaeT OCOBGEHHOCTM BepoBaHUiA
npenkoB. Ha npumepe KosblOenbHbIX, PaclpOCTPaAHEHHbIX B €BPONENCKON KyNbType, MOXHO
OTMETUTb COYETAHUE 3NIEMEHTOB XPUCTUAHCKON PENMIUM U MUCDONOTMYECKMX NPeAcTaBNeHN.
B KosnblbenbHbIX ecTb onpefeneHHble cTabuiibHble KOMMOHEHTbI, CBSI3aHHble C YCMNOKOEHUEM
pebeHKa U CTPeMSIEHNEM €ero ykauyaTb. BMecTe ¢ TeM CyLecTBYIOT pasnunuus, B YaCTHOCTU B
BepbasibHOM TEKCTeE,KOTOPbIE BOCMPOU3BOAST CNeLMUKY COLIMOKYNbTYPHbBIX YCNOBUIM, BKOTOPbIX
OHU hopmupoBanuck. KonbibesibHble NecHU UMEIT Takue (PyHKUMM, KaK KOMMYHUKaTUBHaS,
couuanbHas, Marndeckas. Kaxabli aneMeHT BepbanbHOro TekcTa KosblGenbHOM NecHU umeeT
rnybokoe CUMMBOJSIMYECKOE 3HAYEHWEe W HamnpaBfieH Ha BocMMTaHue pebeHka, MmpuBredYeHue
onpegeneHHbIX AyXOBHbIX CUJT; COCOBCTBYET €ro 340POBbHO M 06ecrneyeHnto eMy cyacTbs.

KnroyeBble c/ioBa: KoNblGeSbHbIE; MECHU; XaHP; (DYHKLMM; TPAAULMOHHAS KYbTYpa; CUMBONMKA
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CTUNINCTUYECKUE OCOBEHHOCTU XXAHPA OBPABOTKHA
B ®OPTEMUAHHOM TBOPYECTBE Y>XAH Y>XAO

YeHb LUsaHbuto

AokTopaHT; ORCID: 0000-0002-6405-1179; e-mail: chengiangiu525@gmail.com
BakuHckasi My3bikanbHasl akagemusi uMenu Yseupa lagxu6berinu, baky, AsepbaiigxaH

AHHOTayunsa

MNpencTaBneHHoe uccnenoBaHune NOCBSILLEHO OCBeELLEHNIO CTUIINCTUYECKUX
ocobeHHOCTEN XaHpa 06paboTku B chopTennaHHoM TBopyecTBe YxaH Yxao. TBopyecTBO
YxaH Yxao HarpaBfieHO Ha coxpaHeHue TPagULMOHHOIO0 My3biKanbHOro Uckycctsa Kurtas
M NOMyAsipU3aLmIo ero Ha MMPOBOM My3blKanbHOM apeHe. C 3ToM TOUYKM 3peHusi XaHp 06paboTkum
B TBOpYecTBe YxaH Yxao 3aHMMaeT ocoboe MecTo. B kauecTBe MaTepuana gnsi 06paboTkum
KOMMO3MTOp M30pan HapoAHble MECHU PasfiMyHbIX 3THOCOB, HACENSIOWMX TEPPUTOPUIO
KHP. OgHako MeTogbl 0O6paboTKM 3TUX MecCeH BHE 3aBMCMMOCTM OT MX HaLMOHasIbHON
NPUHaONEeXHOCTU O4YeHb ONM3KU. AHanM3 opTenuaHHbIX Mbec B XaHpe 06paboTku
Npo4eMOHCTPUPOBaJ CKIIOHHOCTb KOMMO3UTOpPa K OnpeaeneHHoro pofa cpefcraam.

Lienb uccnegoBaHusa — onpefennTb NanMTpy CPeacTB, KOTOPYH UCMONb3yeT KOMMO3UTOp
YsxkaH Yxao B cBoMx hopTenmaHHbIX Nbecax, HanncaHHbIX B )XaHpe 06paboTKu.

MeTogonorueit uccnepoBaHusA SBNSIETCS KOMIJIEKCHbIM MoAaxond, B pycfie KOTOPOro
MCMoJSIb30BaHbl  MeTOoAbl  KYNbTYpPOJSIOTMYECKOro,  UCTOPUYECKOro,  CPaBHUTENIbHOMO
M My3blKaJlbHO-TEOPETUYECKOr0 aHanvsa: LeJIOCTHbIW, CTWIEeBOW, XaHpoBblh. Kpome
TOro, MCMosIb30BaH MEeTOf aKTUBHOW WinocTpauuu (TepmuH E. BA3KoBOW), HaueneHHbIn
Ha MNOATBEPXLEHVME PaCCMOTPEHHbIX TMOJIOXKEHUN Yepe3 MpUBJIEYEHNE 3HAUYUTESIBHOMO
HarnAgHOro Martepuana B BUAE HOTHbIX MPUMEPOB, MO3TUYECKUX TEKCTOB, WNMKOCTPaLMN.
TeopeTUKO-MeTO[0/IOMMYECKYHO OCHOBY KOHLIEMUMM COCTaBMAM TPyAbl O6LLEero xapakTtepa,
B KOTOPbIX OCBELLAOTCH BOMPOCHI TEOPUUN CTUNSA, B TOM YNCIIE HALUWOHANBbHOIO.

HayuyHass HOBU3Ha uccnefoBaHUA 3aKJIlOYaeTCs B TOM, YTO B HEM BrepPBble BbISB/IEHbI
XapaKTepHble CTUANCTUYECKNE YepTbl hopTeENNaHHbIX Nbec B XXaHpe 06paboTkM KoMnosuTopa
UYxxaH Yxao.

BbiBoabl. AHanuM3 opTenuaHHbIX MNbec YxaH Yxao nponeMOHCTpUpOBas, 4TO
BO/bLUMHCTBO 3TUX NMPOU3BEOEHUI UMEET CTPYKTYPY C OMOPON Ha ABYKpaTHOe npoBefeHue
TeMbl U HeBONbLUON 3aKMUUTESIbHbIA pa3fen. [NaBHbIMM CPpeAcTBAMU PasBUTUSL aBTOP
Yalle Bcero nsbmpaeTt hakTypHble U PErncTpoBble UBMEHEHUs, TO eCTb Te CPeACTBA, KOTopble
CcnocoBCTBYOT COXPAHEHUIO OPUTMHAJIBHOrO TEMATMYecKOro matepuana B HEM3MEHHOCTW.
Bonbwyto posib Bo MHOrux chopTenuaHHbix obpaboTkax YxaH Yxao urpaeT OCTMHATO
napTuvM conpoBoxpeHusi. Mpu 3ToM npeobrafgaHve onpenesieHHbIX MeTOLOB pa3BUTUS
B MpoaHanM3npoBaHHbIX Mbecax He UCKJIIOYAEeT HasiMuMe MHbIX CpeAcTB npeobpasoBaHus.

© Herb Lanburo, 2020 MocTynnna 12.10.2020
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Wx BbIGOp onpefensieTcsi CTpeMISIEHNEM, BO-NEPBbIX, COXPaHUTb B 00paboTke MakcUManbHO
6NnM3Koe K OpuruMHany 3By4yaHuMe TeMaTU4YecKoro mMaTtepuana, BO-BTOPbIX, PacKpbiTb BCHO
nanuTpy Bblpa3uTebHOIO NoTeHUMana TeMaTuaMa B Kax ol KOHKPETHO Nnbece.

KnioueBbie crioBa: kuTaiickas My3blika; hopTenuaHHas nbeca; xaHp; 06paboTka; HapogHasl
necHsi; TpaguLum

BeepeHue

B MHOronMKoM MMPOBOM MCKYCCTBE My3blKanbHast KynbTypa Kutas yxe MHorue
CTONETUS1 3aHMMaeT OfHO U3 caMbiX 3HauYMMbIX MecT. [ofo6HOe MEeCcTo KUTaNCKON
My3blKaJlbHOW KyNbTypbl B MMPOBOM NPOCTPaHCTBe 06YCNOBIIEHO HECKONIbKUMM BECh-
Ma CyLLecTBEHHbIMU ee KayecTBamu. pexae Bcero, kutanckasi My3sblkasibHasi Kyib-
Typa He TOJIbKO OT/IMYaeTCsl CBOEN OJIMTENbHON UCTOPUEN pasBUTHSA, HO M OTHOCUTCSA
K cCaMblM OpPEBHVWM My3blKaNlbHbIM KynbTypamM Mupa. ApXeonormyeckne UCTOYHUKU
CBUIETENbCTBYHOT O HAaIMYUM Pa3BUTON My3biKaJlbHOWM KyNbTypbl HAa TEPPUTOPUM CO-
BpemMeHHon KHP yxe 8000 net Hasap. Kpome Toro, korga Mbl FroBOpUM 0 My3bike Ku-
Tasi, Mbl oApa3yMeBaeM OrPOMHbIN MAacT NPOM3BeLEHUIA MYy3bIKaslbHOr0 UCKYCCTBA,
OTHOCSILLMICS K CaMbIM Pa3/IMyHbIM 3THUYECKMM rpynmnam, B TOT UJIM MHOW Nepuof, co-
CTaBNSBLUMM YacTb KUTAMCKON LBUAM3aumu. ictopua pasButusa NpoTSXXEHHOCTbIO
B HECKOJIbKO TbICSIY JIET B COBOKYMHOCTU C MOJSIM3THUYECKMM pa3HoobpasnemM no3so-
JINSIM KUTaNCKOMN My3biKe 06pecTu CBOWM COOCTBEHHbIN 0YEeHb SIPKUI, CaMOBObITHbIN, HU
C YeM HecpaBHUMbIN 06MK. [LeNCTBUTENBHO, My3bika KuTas oTnmyaeTcsi XXaHpOBbIM,
WHTOHALMOHHbIM, TaA0TOHAaNIbHbIM, PUTMUYECKUM CcBOeoOpasmeM, XxapakTepHbIM UH-
CTpyMeHTapueM. Bce aTu KauecTBa chenany KUTaUCKy My3blKy, BO3SMOXHO, CaMoW
y3HaBaeMoW B 6eCKOHEYHOM NPOCTPaHCTBE MUPOBOI0 My3bIKaslbHOr0 UCKYCCTBaA.

OfHVM M3 caMblIX APKMX NPMMEPOB BOMJIOLLLEHUS KUTANCKOW TPagULMOHHON My-
3blkM B HOBOM /151 cebsi )xaHpPoBOM 065Mke 06paboTku Ana hopTenmaHo SiBAAKOTCSA
ABapuaTb HeBONbLUNX MbeC, HaNMCaHHbIX KOMMO3UTOPOM YxaH Yxao.

MacwTabHbIX McCnefoBaHWI, NOCBSILLEHHbIX Kakon-nnbo cdepe ero Mysbiku
elle He co3aaHo. OfHOM M3 BaXHENLWMX TeM, KacaroLMxcs TBOPYECTBA KOMMO3UTO-
pa, ABNsieTCS U3yYeHne ero B3rsA0B Ha My3blKallbHOE UCKYCCTBO. BuaeHne YxaHom
UYxxao JanbHeMwero pasBuTusa KUTauckoro oopTennaHHoro UCKyccTBa packpbiBaeT
0COBEHHOCTH MUPOBO33PEHNS KOMMO3MTOPA, ero TBOpYeckoe kpeao. [laHHbIn Bonpoc
ABNSAETCS ONpefensitolMM 151 U3yYeHUsl My3blKallbHOrO Hacsiefus KOMMo3uTopa,
orpefeneHust ero XXaHpoBO-CTUIEBbIX MPUOPUTETOB.

Uenb

Llenb cTaTbyn — onpenenuTb NanuTpy CPencTB, KOTOPYH UCMOJb3yeT KOMMO3u-
Top YxaH Yxao B cBOMX (hopTeENMaHHbIX NMbecax, HanMcaHHbIX B XaHpe 06paboTKu.

AHanus nocnegHux uccnegoBaHuii U Ny6nukauumn

Mockonbky My3bika YxaH Yxao 3By4MT BO MHOIMX CTpaHax MUpa, 3TO MOLLHO
pe3oHupyeT B pasHoobpaszHeiilinx cdpepax, u, B YaCTHOCTU, UccrefoBaTenibekon. Ce-
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rofHs TBOPYECTBO KOMMO3UTOPA aKTUBHO U3YYaeTCsi KUTAUCKUMU My3bIKOBeAaMM.
OpHako, cpeau ny6nukauuii npeobnaaatoT He6onbLIME CTaTby, MOCBSALLEHHbIE Y3KO-
My Kpyry npo6nem (ctatbu OyaHb Bait (2016), Hu UH (2015), LL3uH Li3uHnax (2006),
Wn XoHr (2015), Lin L3uH (2015), YxaH NyaHusaHb (2019), Yxan XyHseit (2016) n ap.).

U3noxeHune MaTepuasna uccneposaHusa

MHoruve TbicsiueneTus MyabikanbHas KynbTypa KuTas pasBuBanacb UCKIIHOUM-
TeNbHO Kak TpaavuuoHHasi. Y xopoluo oco3HaBas 6epexHoe 0THOLLEHME KUTANCKOro
HapogZa K CBOMM TPafuUUsIM, CTAHOBUTCS MOHSTHbIM HACKOJNIbKO TOYHO U3 rNybu-
Hbl BEKOB M TbICAYENETUN KUTANCKUIA HApOL CMOF COXPaHUTb BCIO ManUTpy Kpacok
CBOEN My3blkU. BMecTe ¢ TeM BNUsiHNE BPEMeHU, Hen3bexHble UHTErpaLMoHHbIe
npoLeccbl B MMPOBOM MPOCTPAHCTBE Ha pybexe ABYX MPOLIbIX BEKOB BOBNEKIN
KUTaNCKYH MY3bIKaJlbHYHO KYJIbTYpYy B MPOLLECC OCBOEHWUSI MY3blKaJlbHbIX TPaauLui
3anaga. 3TOT npouecc ckasascs, B NepBY0 oyepeb, B TaKMX HaMpaBleHUAX, Kak
chopMupoBaHMe KMTaNCKOW HaLMOHANIbHOW KOMMO3UTOPCKON LUKOJIbI U OCBOEHME
KUTaCKUMU My3blKaHTaM1 — UCMIOSNIHUTENSIMU U KOMMO3UTOPaMU — MY3bIKaJIbHOIO
WHCTpYMeHTapua 3anagHon uuBunM3aumu. Ha aToM nyTu KUTaWCKME MY3bIKaHTbl
CYMenu NpoAeMOHCTPUMPOBaTb CBOM COBCTBEHHbIN NOAXOM. YXe yNOMSAHYTOW Bbille
0COBEHHOCTLIO, MOXHO [axe cKa3aTb HEOTbEMJSIEMOM YEepPTON KUTAMCKOro MeHTa-
nuteTa siBnsieTcs rNybuMHHAs cBA3b ¢ Tpaguuusamu. M aTa xapakTepHas yepTa Ku-
TaCKOro MEHTANIMTETA Halla CBOE OTPaXeHWe U Ha TOM NyTW PasBUTHUS, KOTOPbIN
nsbpanu gna cebsi MHOrve KUTaMcKue KOMMNO3UTOPbI.

Ha HauyanbHOM 3Tane, Korga akagemMuyeckass Mysblka B KuTae TONbKO Hauu-
Hana cpopmupoBaThbcsl, nepen KUTauCKMMU KOMMO3MTOpaMy BO3HUKanNa guiemMma
B BOMPOCE BO3MOXHOIO HarpaBiieHUss O/ PasBUTUS KUTAUCKOW My3bIKU B XaH-
pax, dopMax eBpOnencKoro KinaccMyeckoro My3blKajabHOro UCKYCCTBa M B 3ByYa-
HVM eBPOMNeNCKUX MHCTPYMEHTOB. NepBble Npobbl Nepa KUTaNCKUX KOMMNO3UTOPOB
CBUIETeNbCTBYHOT 00 MX KonebaHusx Mexay TeMm, crefoBaTb i MO NyTU CRenoro
nofpaxaHusi «3anagHoMy» CTUIIO BO BCEX 3JIEMEHTAX My3bIKasbHOro sisblka Unu
nonbITaTbCA afanTMpoBaTb CBOeO6pa3une KUTanckon TpaanuLUoHHOM My3bIKU K 3BY -
YaHUIO eBPONENCKUX UHCTPYMEHTOB. C 3TON TOYKM 3PEHUSI MOKA3aTesbHbIM ABJISI-
€TCcA TBOPYECTBO CaMoro nepeoro komnosutopa B Kutae Yxao lOaHbeHa. Hanu-
caHHble UM ele B 10-e IT. MPOLUSIOro Beka My3blKasbHble onycbl s chopTenmaHo
BykBanbHO AEMOHCTPUPYIOT 3TU ABe TeHaeHuun. CamMbiM nepBbIM hopTenmaHHbIM
npovsBefeHMeM KoMMNo3uTopa cTana nbeca «HuabanbanXiangjianglang», no cytw,
ABnsLLascs 06paboTKoN TpaaULMOHHOW KUTAWCKOW necHu ansa cdopTenvaHo. Ero
apyrasi cdoopTenvaHHas nbeca «Mapll Mupa», HanpoTMB, LENIMKOM MOCTPOeHa Ha
MoyTH «CrenomM» NogpaxaHuv 3anafHow My3sbike. H1 0ivH U3 311EMEHTOB NbeChl He
BblJaeT B HEN KuTalckoro aBTopa. CnpaBen/IMBOCTM pagu, criefyeT OTMETUTb, YTO
TaKoro pofa noapaxaHune o4eHb CKOPO NMepecTano NposiBASTLCS B TBOPYECTBE KU-
TaWCKMX KOMMO3UTOPOB, a BOT UCMO/b30BaHMeE XaHpa 06paboTKy HapOLHbIX MECEH,
KakK O[HOro U3 Begylmx B popTenMaHHOM TBOPYECTBE, CTano HOBOW YCTOMUYMBOM
TpagvuMen KUTaWCKOro KOMMO3WTOPCKOro TBOpYeCcTBa. TakMM obpasoM oTpaxe-
HVMEM KMUTANCKOW MEHTaNbHOCTU B OTHOLUEHWM CBOUX TPaAULMIA B aKaLeMUYecKom

YeHb LisiHbLI0 CTUAMCTUHECKNE OCOBEHHOCTU XKaHpa 06paboTKy
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My3bIKe CTaJo LUMPOKOEe pacnpocTpaHeHue hopTennaHHbIX NPOU3BELEHUI B XaHpe
06paboTKUN KUTAWCKUX NeceH. ITO HeyAUBUTENIbHO, MOCKOMbKY faHHbIN XaHp NO3BO-
nsieT KUTaNCKOMY Hapof4y He TOMbKO NMO-NpeXHeMy COXpaHATb U 6epeyb CBOM Tpa-
Ouuuu, Ho 1, Bonee Toro, fenath 3TU My3biKalbHble TPagULUM LOCTYMNHLIMU A5 03-
HaKOMJIEHUS faNeKon OT KUTaUuCKOW My3bIKaNibHOM KyNbTypbl 3anagHOW ayauToOpUun.

UkaH Yxao — BblOarOLWMINCA COBPEMEHHbIN KUTAWCKUA KOMMO3uTop (poguncs
B 1964 rogy). OfHOW M3 caMblX [JTaBHbIX LiEfiel CBOEW XMU3HU U CBOEro TBOpPYECTBa
UxaH Yxao cuMTaeT nponaraHay HauMoHanbHOWM My3blKKY, KaK y cebsa B cTpaHe, Tak
n 3a pybexom. «YxaH Yxao sBnsieTCA NPUBEPXEHLEM KOHLEMUUM HacnefoBaHuUs
W MPOABMXEHUS KYNbTYpbl HALMOHANbHON My3biku» (YxaH, 2019). « oyeHb xouy
JOHEeCTU [0 MOTOMKOB BEJIMKOrO KUTAMCKOro Hapofa v MHOCTpaHLeB Bce Bonblue
1 Gonblle NPeKpacHbIX KUTAaNCKUX Npon3BefeHuin. ToNbKO Korga Kutanckas Kysb-
Typa WHTErpupyeTcs B MUPOBYIO KyfbTypy, Mbl MOXEM BHECTU peasibHbii BKag
B MUP, U MUP CMOXeT yBaxaTb Hac!» (Hu, 2015). C aToi ToukM 3peHus ero obpatie-
HUe K XaHpy 06paboTku ans hopTenuaHo KUTanCcKux TpaguLMOHHbIX MeceH BecbMa
CUMBOJIMYHO.

B kaxpon doopTenmaHHOM Nbece KOMMNo3uTopa YxaH Yxao, HanucaHHOM B 3TOM
XaHpe, HaX04MTCH CBOM MeTo AeMOHCTpauun n pasBuTusa TpaguLMOHHOIO My3bl-
KanbHOro HareBa. BmecTe ¢ TeM ecTb onpefeneHHble CTUIMCTUYECKUE 0COBEHHO-
CTM, XapaKTepu3ytoLiue BCce OMNyCbl aBTopa B 9TOM XaHpe. Bo-nepBblix, kaxaas cop-
TenvaHHasa nbeca npefenbHo NakoHM4YHa. OYeHb YacToO UBNOXEHUE MY3bIKasbHOMO
MaTepuana orpaHuMuMBaeTCs npegenamu BCero 04HOM unv ABYX cTpaHuuy. OCHOB-
HbIM MeTofaM pasBUTUA CTAHOBUTCH OCTUHATHOE MOBTOPEHWE TEMbl B U3MEHSI0-
wemca hakTypHOM, PErMCTPOBOM, pexe TafoTOHaNbHOM UK TaforapMOHUYECKOM
OKPYXeHuW.

MNepBas nNbeca KOMMNoO3uUTOpa B XaHpe 06paboTku HasbiBaeTcsa «XKacMuH». B ee
OCHOBe JIeXWUT M3BEeCTHas KuTalckas HapogHas necHA. OTa MnecHAa umeeT [ON-
ryto uctoputo. Ee nosBneHvne cBsA3aHO C UCTOPUYECKUM MepuofoM LiaHbnyH anHa-
cTum LinH. NepBoHavanbHO NecHs HasbiBanach «LiBeTouyHaa menoaus». B HacTosLee
BpeMs 9Ta MecHs LWMPOKO pacrnpocTpaHeHa BO MHOrux permoHax Kutas. OcobeHHO
LUMPOKOE pacnpocTpaHeHne NponsBefeHne NoayyYnno B pernoHax HaHbusuH J1r0x9,
AAHUXOoY M TaAHbYaHSA B Tanuxoy (AyaHb, 2016). MNpy 3TOM B pasHbIX PerMoHax cama
MefioAus MecHU, Kak 1 ee TeKCT 0ANHaKOBbI.

Tema necHu «XXacMuH» rnyboko HaluoHanbHa. Ee xapakTepHOCTb NofgyepKuBa-
€TCA MeHTAaTOHWYECKOW Naf0BOM OCHOBOW U MHTOHALMOHHLIM cBoeobpasuneM (XyH-
Bal, 2016). O6paliaeT Ha cebs BHUMAHMWE NTaKOHUYHAA CTPYKTYpa MecHW, comepxa-
Laa nepmoamyeckue NOCTPOEHUs, BeCbMa pacnpocTpaHeHHble B 3anafHblX My3bl-
KanbHbIX Npon3BefeHnsX. BO3MOXHO, N0 3TON NPUUYNHE 3TO KMTAUCKOe My3blKasb-
HOe MpousBeaeHne Noay4YUsIo LUIMPOKOE pacnpocTpaHeHne B 3anagHoM Mupe.

B uenom necHa «XacMuH» CAYXWUT SPKUM MNPUMEPOM BOMJIOLLEHUSA HOXHO-
KMTaNCcKOro My3blKasibHOro CTUASA: MArKOro, U3bICKaHHOIo, yTOHYeHHoro. OHa pucy-
eT obpas rpaumno3HON aneraHTHON AEeBYLUKM, MPUBIEYEHHON apOMaTOM KpPacuBOro
LBeTKA XXacMUHa.

Komnosutop YxaH Yxoy ona o6paboTky faHHOW NECHU UCMONb3YeT 0YeHb TOH-
Kue My3blKasibHble Kpacku. TeMaTuyeckoe cofepxaHue NpomMsBefeHns KUTanckoro
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TPaAMLMOHHON My3bIKaNbHOrO UCKYCCTBa OCTaeTcsl HeM3MeHHbIM. Menogus nec-
HW NPOBOAMUTCA OBaXAbl B NapTuM NpaBoOW PyKW, Kak Befdyllas TemaTuyeckas nm-
HUA. [NaBHble Npeobpa30BaHNs OCYLLECTBASAOTCSA B akkoMNnaHeMeHTe. [pu nepeom
npoBefeHN TeMbl akKOMMaHeMeHT OrpaHn4MBaeTCs BblAepXaHHbIMU akKopgamu
B cpefHeM perucTpe. Bropoe npoBefeHue TeMbl MEPEHOCUT aKkkOMMaHeMeHT B 60-
Jlee HU3KUI PerucTp, a akkopabl CMEHSAIOT pasfoXeHHble TOMaHble apneaxmo ¢ Tem
Xe rapMOHMYECKUM CofiepXKaHneM.

BTopast nbeca HasbiBaeTcsl «Jlto60BHas necHa KaHauH». B ee ocHOBe nexuT of-
HOMMEHHOE My3blKanbHOe Npou3BefeHue, oTHocsleecss K CblyyaHbCKMM Hapong-
HbIM necHAM. CneTas O NwyaHem B HaHkuHe 19 anpens 1947 ropa aTa necHs BMo-
CneacTBMM NOJTyuYnsna pacnpocTpaHeHue rno Bcen ctpaHe (Hu, 2015).

B 06paboTkKe 3TOM NECHN KOMMO3UTOP UCMOMb30BaJsl CXOXNe METOAbI Pa3BUTHUS.
Menoguyeckas fMHWA MEeCHU coOXpaHeHa B CBOeM HEeM3MEHHOM BuAe U rnopy4yeHa
napTun NpaBOW PyKK, TO eCTb BepXHeMy rosiocy. CTpyKTYpHO TemMa NecHU HanoMmHa-
eT Nepuof, U3 Tpex NpensioXeHnn, Cpeamn KOTopbIX NepBble ABa 3By4YaT KakK Knaccu-
YecKuii Nepuo NOBTOPHOIO CTPOEHUSA C Pa3/INYHbLIM KaJeHUNOHHbIM 3aBepLUEHNEM.
Komnosutop aBax bl NpoBOAMT TEMY Npou3BeAeHUsl. XapakTepHON 0COOEHHOCTbIO
KaX[,0ro n3 AByx NpoBefeHN CTaHOBUTCA OKTaBHas Nepekimyka Mexay pasamy,
COCTaBAAIOLWMMN TEMATUYECKYIO JIMHWIO NecHU. [Tpn 3TOM BO BTOPOM MpoBefeHnn
aBTOp MeHsieT oYepegHOCTb 9TON MepeksIMYKK, YTO CTaHOBUTCA OJHUM U3 MeTO40B
npeobpa3oBaHuUsi TeMbI NPV NOBTOPHOM NpoBefeHun. OQHaKOo rMaBHbIM CPELCTBOM
pa3BuTUsA opTennaHHoOM MNbecbl CTAHOBATCA M3MEHEHWUA B COMPOBOXAEHWUM, TO
eCTb B MapTuu neBow pyku. Bblaep>KaHHbIM MONOBUHHBbIMU HOTaMW CO3BYYMSAM Mnep-
BOro NMpoBefeHns, OTBEYAIOT Te Xe CaMble C rapMOHNYECKON TOUYKM 3peHNst CO3BY-
4KS, HO JaHHble B pa3Mepe YeTBepPTHbIX HOT. Takas puTMuyeckas 3ameHa B akkoM-
naHeMeHTe NpuaaeT onpeneneHHyo NOABMXHOCTb U TEM CaMbIM UHTEHCUULMPYET
AnHaMuKy passuTtus. [pun aToM crefyeT 3aMeTUTb, YTO B Pa3BUTUM NapTMKM COMpo-
BOX/EHMA KOMNO3UTOP U3bMpaeT OCTMHATHbIN MPUHLMM, NOCKOJIbKY NPaKTUYeCKu
BCS MapTUs akkOMMNaHeMeHTa BblAepXaHa B paMKax BCero HeCKONbKUX CO3BYUUN,
YyepepyroLmxcst Mexay cobom. MNoaobHbIM akKOMMaHeEMEHT NoAYepPKUBaET JIMPUKO-
cosepuaTesibHbIN XapakTep TeMaTU4eCcKoro cogepXaHus HapoAHOMN MeCHW.

TpeTbsa chopTenmaHHas Nbeca MMeeT Ha3BaHue «[1neTeHasn LUBeTOYHaA KOP3UHa».
TemaTn4yeckon 0OCHOBOW 3TOro NPoOn3BeAeHNs cTana 0OgHOMMEHHas MeCHs, 3anucaH-
Hasa KoMnosuTopoM o dywaHem B 1958 rogy (XyHBaii, 2016). OiHaKo BCEHAPOAHYHO
nonynApHOCTb 3Ta NecHs noay4Yuna cnycTa noyTn Tpuauath et B 1986 rogy, korga
B NepeocMbIC/IeHHOM 06MMKe OHa Mpo3By4yana B UcnosiHeHuu nesuupl 0. LLyLnHb.
M po cux nop aTa BoKasbHas nbeca ABASETCH OOQHOW U3 CaMbiX MOMNYMASAPHbIX U J1t0-
6vMbIx BO BceM KuTtae.

HecmoTps Ha To, 4TO MO CBOEMY xapaKkTepy nbeca «[lneteHas LBeToYHas Kop-
3MHa» KOHTPaACTUpYyeT ¢ ABYMS nepBbiMy 06paboTKaMu U BMECTO CMIOKOMHON YMU-
POTBOPEHHOW CO3epLaTesibHON JIMPUKU Mbl CIbILLUMM SIPKYHO ObICTPYIO U Becenyo
Menoauky, YxaH Yxao ans ee o06paboTkm n3bupaeT Bce Te e MeTobl Npeobpaso-
BaHuA. TOYHO TaK e TeMaTM3M MeCHN COXpaHAeTCs B CBOeM NepBO3[aHHOM Buae
M NPOBOAMTCS Ha NPOTAXeHWUM Nbecbl ABaxAbl. KpomMe Toro, gaHHyo nbecy ¢ npeabl-
nylien conmxaeT obLMiA MPUHLMI OCTMHATO, CTaBLUMIA OCHOBOW pasBUTUS BCEN nap-
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TuKM conpoBoXaeHUsi. OCHOBHbIM Xe OTNIMYNEM faHHOM 06paboTky OT NpenblayLLmX,
CTaHOBUTCSA TO, YTO 3[ecChb rMMaBHbIM PaKTOPOM Npeobpa3oBaHMs CTAaHOBUTCSH pe-
rMCTPOBbIN KOHTPAcT. KOMNO3UTOp MOBbILWAET NPy BTOPOM NPOBEAEHUN BbICOTHOE
NoJIOXXEHME U CaMON TeMbl, U ee CONPOBOXOEHUSA Ha OOHY OKTaBy BBepx. Cnepgyet
TakXe OTMETUTb ellle O4HO CYLLLEeCTBEHHOE OTNnYMe. ITO Hanmume HebobLUIOro, BCe-
ro B jBa TakTa BCTYM/EHUA B AaHHOW Nbece.

B ocHoBe uyeTBepTOM hopTenuaHHOW Nbechkl Noj Ha3BaHWeM «ManaHckas rop-
Hasi MecHsA» NexuT nognnHHas MaowaHckasa HapofHas necHs. MaowaHubl — 3TO 3T-
HOC, NPOXMBAIOLLNA MPEUMYLLECTBEHHO B NPOBUHLMKU TanBaHb 1 06najatoLLmi cBo-
el YHUKanbHON KyNbTypou U UCKYCCTBOM, XapakTepuaytowmecs 6oraton nanmTpo
Npou3BefeHU YCTHOM NUTepaTypbl, B TOM YUCIle, BKIIOYaoLLed MUdbI 1 NlereHAbl,
a TakXXe OpUrMHanbHbIMU NPOU3BEAEHNSIMN YCTHOrO My3blKanbHOro uckycctsaa. Co-
nepxaHve «ManaHCKOW FrOpHOM MEeCHU» CBA3aHO C JIMPUYECKON TeMaTuKOW. [NecHs
noBecTBYeT 0 KpacMBOW NPMPOAE, )KMBOMUCHbIX Nensaxax ManaHa v o geByluke Ma-
NaHa, KoTopas npekpacHee BCeX LiBETOB.

B 06paboTke faHHOM NecHU B cBOeN hopTenuaHHON Nbece KOMMO3UTOP UCMOJIb-
3yeT U yXKe 3HaKOMble HaM NpueMbl, ¥ HOBble cpeAcTBa pasBuTusa. Cpasy 0TMETUM,
YTO TeMa MecHu B 3TOM NPOM3BeLeHNM NPOBOAUTCS He ABaXAbl, a Tpuxabl. Npu
9TOM MpU MOBTOPHbIX NMPOBEAEHMAX XOPOLIO 3aMeTHbl BapuaHTHble U3MeHeHUs
TemMaTuyeckoro matepuana. Bo BTopomM npoBefeHUM 3T U3SMEHEHUs B OCHOBHOM
HOCAIT MPU3HaKN HeOOJNbLINX UBMEHEHUIN B MeNofuyeckon nuHuu. Mpu 3aknouum-
TeNnbHOM NPOBeAEeHUN B cpefcTBa Npeobpa3oBaHus akTUBHO BKJIOUYAETCS Naf0BbIN
acnekT, Tak Kak TeMa BHe3arHo rnosiyyaeT HOBOE /laf0BOe 3ByYaHue.

Ewle ogHMM hakTOpPOM pa3BUTUSA B 3TON Nbece CTAHOBATCH PErUCTPOBbIE NPeo6-
pasoBaHusi. [1py NepBOM NpoBeAeHUM TeMbl KOMMO3MTOP NOMELLAeT ee B CPeHuN pe-
rMCTP, B TO BPeMS Kak NapTusa akkoMMnaHeMeHTa HaxoauTcs B BepxHeM peructpe. MNpu
BTOPOM MpoOBefeHNM BbICOTa NMPOBeAEHNSI TEMbl U COMPOBOXAEHUSA MEHAETCH: TeMa
nepexoauT B BbICOKMI PErmcTp, akkOMMnaHeMeHT B CpefHNA. Takoe e pacrnonoxeHue
BeOyLLLEero  akkOMMaHWPYHOLLLEro rofIoCOB COXPaHATCA U NPY TPeTbeM MPoBeAeHNN.

Takum obpa3oM nanuTpa MeToAoB Npeobpa3oBaHUsi HAPOOHOWM NecHU B obpa-
60TKe B UeTBepTOM Nbece ropasno 6orave, Yem B NpenblAYLLMX.

MATOM Nbecow, B OCHOBY KOTOPOW NOJIOXEHO NponssefeHne TpaauLMOHHOro My-
3blKasIbHOro NCKYCCTBA, CTana noeca «Manna». «<Manna» — 9T0 Ha3BaHWe Ka3axCKow
HapoLHON NnecHW, aganTupoBaHHow BaH JloybuHom B 1959 rogy. Kasaxckun aTHoc,
NPOXMBaKOLWLNIA NpenMyLLecTBeHHO B CUHbL3sIHE, Takxe ABMSeTCA YacTbio Hapoaa
Kutas. MNecHsa «Mainna» ogHa M3 caMbIX MONYASPHbIX Ka3axCKNUX HapOOHbIX MeCeH,
NoOBECTBYHOLLUX O fieBYLLKe No uMeHn Maiina, koTopasi npekpacHa cobow 1 obnagaet
yygecHbIM roniocoM. Ee neHne npusnekaeT ntogen Co BCei OKPYrv, a CKOTOBOAbI Ya-
CTO XOLAT BOKPYT ee Xunuiya, 4Tobbl nocnywaTb NECHU B UCNONHEHUW Mawnbi.

Kak cumTaeT Kutamnckuin uccnegosaresnb Lim LsuH (2015), TemaTryeckoe coaep-
XaHue 3TOW HapoLHOW MecHW no3sonsieT aBTopy 06paboTkn YxaH Yxoy ncnonb-
30BaTb, B KAYeCTBE OCHOBHOMO, METO[, KOHTPACTHOIO COMOCTaBNeHUsI HEGOMbLLNX
anu3000B. IMEHHO Ha TakOM YepefoBaHUM APKO KOHTPACTHbIX HEBONbLUNX 3MMU30-
OB MOCTPOEHO BCe NpoM3BefeHne KOMMNo3nTopa. B pasBuTun MoXxHO BblaennTb He-
CKOMNbKO Taknx hparMeHTOB.
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B ocHoBy LiecTou hopTenuaHHo Nbeckl YxaH Yxao nonoxeHa HapogHas necHs
lOHbHaHK, 3anucaHHas UHb UryHom B 1947 rogy. lNecHs HasbiBaeTcsa «Pyyen». 310
Xe HasBaHue HocuT 1 dopTenvMaHHoe Npou3BefieHue, cTaBllee 06paboTKOM AaH-
Hol necHu. IOHbHaHb okpyra Muay aBToHOMHoM npedyekTypbl Janu ban oTHocuTCA
K FOXXHOMY pernmoHy Kutas. NoaToMy n HapogHOe TBOPYECTBO 3TOM MPOBUHLMK Xa-
paKkTepu3yeTcs BCEMU YepTamu yxKe YNOMSAHYTOM FXXHON WKoSbI. [NecHs «Pyyen» no
CBOEMY XapaKTepy OTHOCUTCS K 0651aCTU MPOCTOM U eCTECTBEHHOW JIMPUKM, NMOMHON
chaHTa3um, UICKPEHHUX U CUJIbHbIX YyBCTB. [of, cepebpsiHbIM NYHHbIM CBETOM CU-
OWNT KpacuBas JeByllka. B TuwmHe, npepbiBaeMoi 3ByKaMu XypUallero pyybsi, oHa
CMOTPUT Ha NIyHy U AyMaeT O CBOeM BO3t0bneHHOM. [Mybokue YyBCTBa AEBYLIKU
BblpaxaeT KpacuBasi Menogus necHu.

[na TOHKOM No KpacoTe M BbIPasnTeNbHOCTM MeNoAun 3TON HapogHOW MecHU
UsxaH Yxao n3bupaeT 1 COOTBETCTBYHLLME CpeCcTBa pa3BUTUSA. TeMa NecHM B Mbe-
ce MPOXOAMT HECKOJIbKO pas. M ¢ KaxabIM CrefylowmuM ee npoBegeHMeM 3BYyYaHue
CTaHOBUTCA Bce 6osiee LUMPOKMM U MOJSIHO3BYYHbIM, 6yaTO Obl HEGOMbLIOW pyyen
C TeYeHMeM CTaHOBUTCA BCe LUMpe U LuMpe, NpeBpalLasicb B NMOSIHOBOOHYHO peky.
Takoe oulylleHve co3paeTca 6narofaps NocTeneHHOMY paclUMPeHUIo Auana3oHa
B 3BYYaHUWN U Te€Mbl, U aKKOMMaHEMEHTa, a Takxe MOCTENeHHOMY YYalleHUo pUT-
MMWYECKOro nynbca B CONPOBOXAeHUN. OTLEeNIbHO HY)XXHO OTMETUTb 60raTtcTBO U TOH-
KOCTb NlaflorapMOHMYECKUX KPacokK, UCMONb30BaHHbIX KOMMO3UTOPOM B pasBUTUK
9TOM Mbecbl. B COBOKYNHOCTMN BCe cpefCcTBa My3blKanbHOW Bblpa3nTeNbHOCTH, 3a-
[JencTBOBaHHbIE B Pa3BMTUKN aHaNIM3NPYyeMoro NponsBsefeHns, Co34atoT e ANHYO n-
HWUIO MOCTENEHHOro AUHAMUYECKOro HapacTaHus, KoTopasi NPUBOAMUT K APKOW KyJb-
MUHaUWW Nnepef caMblM 3aBepLLUEHMEM U BHe3aMnHbIM CNagoM B KOHLLE.

«CeHpXMaMa» — 3TO MOHroNbCKasa HapogHas MecHs, NonynspHas Ha TeppuTo-
puK, Ha KOTOPOK NPoXMBalOT NemMeHa Opgoc Jiurn Mkuyxao Bo BHyTpeHHen MoHro-
nvn. 9Ta NecHsi cTana 0CHOBOM cefibMoi dhopTenuaHHoM nbeckl YxaH Yxao. MNecHs
noBecTBYeT O JiereHae Npo YMHYIO U KpacuByto AeByliKy CeHoxuamMa u npo ee He-
CYaCTHYHO N0BOBb.

B pasButumn TematvsmMa 3TOM Nbecbl KOMMO3UTOP UCMOJIb3YeT YyXe 3HaKOMble
HaM cpefcTBa. Bo-nepBbix, 3T0 ABYKpaTHOE NPOBefeHMe MeNoANYECKON IMHUY nec-
HU B ee HeM3MeHHOM 06nuke. Bo-BTOpbIX, UBMEHEHUE perucTpa NpoBefeHNUs TeMbI
npu NOBTOPHOM MPOBefEeHUM (Ha 3TOT pa3 TemMa Npyu BTOPOM MPOBELEHUN 3BYUUT Ha
OKTaBy BblLLe). B-TpeTbux, NOCTENEHHOE YYalleHne pUTMUYECKOrO MyJibca B NapTun
aKKOMMaHeMeHTa (3aMeHa COYeTaHUsl YETBEPTY M MOJIOBMHHOM C TOYKOW Ha YeTbipe
YeTBEPTU B OHOM TaKTe). B-yeTBEPTbIX, UCMONIb30BaHNE B aKKOMMAHEMEHTE MPUH-
Luna OCTUHATO, XapaKTepu13YHOLLLerocs orpaHMyYeHHbIM KOIMYeCTBOM CO3BYYMH, Ye-
pegnytowmxcs Mexay cobor. NpuyeM oTMETUM, YTO 3TOT MPUHLMI COXPaHSieTCs Ha
BCeX 3Tanax pasBuTUs Npon3BeaeHns.

Bocbmas dopTenmaHHaa nbeca YxaH Yxao HocuT HasBaHue «[loyemy LBe-
Tbl TaKue KpacHbie». B ee 0OCHOBe NexXuT ApeBHASA Tagxukckasn necHs «ynu MuTtay,
KoTopas 6bina agantvpoBaHa J1an YxaHbaHeM U UCMOSIb30BaHa B KaYecTBe My3bl-
KasibHOro MaTtepuana B KuHodunbMe «[ocTb Ha ancbepre» ([yaHb, 2016).

Menopguka faHHON NecHM pesKo OT/IMyaeTcs OT NpeAblAyLLMX Npexae Bcero CBo-
UM NafoBbIM OKpacoM. B oTnnume oT GoNbLUIMHCTBA NECeH, NpoaHanM3MpoBaHHbIX
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paHee, 1alOBON OCHOBOW 3TON NECHU ABNAETCA He MeHTaTOHNKA, a flag, HanoMunHa-
OLLLMMA rapMOHUYECKUA MUHOP, B KOTOPOM [/laBHbIM YCTOEM CTaHOBUTCS He nepsas,
a naTtas cTyneHb. BMecTe ¢ TeM YxaH Yxoy BbicBEUMBAET B 3TOM NECHM UMEHHO ee
Kpacky rapMOHMYECKOro MUHOpa C yCTOEM Ha NepBOW CTYMeHW, YTO NOAYEPKHYTO
MHOIOKpaTHO NOBTOPSAOLMUMCA B aKKOMMaHEMEHTe 3BYKOM «CU».

MNpu 3TOM HEM3MEHHbI CpeacTBa pasBuTUA NponsBeneHus. [1BykpaTHoe npose-
[leHVe TeMbl ¢ ornopou Ha chakTypHoe npeobpa3oBaHMA aKKOMMaHeEMeHTa B Kaye-
CTBe MMaBHOro cpeAcTBa Pa3BUTUSA NMpu BTOPOM MpoBefeHNM CTaHOBATCA OCHOBOW
npousBegeHus. K aTtomy cnepyet fo6aBuTh HeboNblUMe BapuaTUBHbIE U3MEHEHMS
TemaTuyeckomn nnHun, bnarofapsi NpUCOeAUHMBLUMMCS NOATOI0OCKaM U MennamMaTu-
Ke. B Leniom BO BTOPOM YacTu Mbecbl CO3[aeTCH OLLYyLLEeHNe YCUIEHUA OUHAMUKMY,
YTO NOAYEPKMBAETCA U AMHAMUYECKUMMU OTTEHKAMM.

Cnepytowas dopTennaHHas nNbeca KOMMo3uTopa HasbiBaeTcs «HapopgHas nec-
HA Ba». Ba — 9T0 ofgHa u3 aTHu4eckux rpynn Kutas, npoxuBaroLLas B HOro-sanagHou
npoBuHUUK IOHbHaHb. CunTaeTcs, 4To Menoauto «HapogHou necHu Ba» 3anucan con-
[baT HapoaHo-ocBoboaMTeNbHOM apMumn AH YxxeHxeH B 1964 rofy, OCHOBbIBAsiICb Ha
MeJoIM0 HapoOHOW necHU «benasi NTula», KOTOPYH OH ychiblillan B AepeBHe baHxe
Hapoga Ba (Hu, 2015).

N3ntobneHHble KOMMO3UTOPOM MeToAbl Npeobpa3oBaHWA CTAHOBATCA OCHOBOW
W 3TOro npousBefeHus. Tema NecHu B Nbece yxe TpaauUMOHHO ansi o6paboTok YxaH
Uxoy 3ByunT OBaxnAbl. Takxe TpaguUMOHHO MPOBedEeHUS OT/IMYAKOTCH perucTpamu,
B KOTOPbIX OHM 3By4at. K aToMy cnefyeT 006aBUTb AUHAMUYECKUIA KOHTPACT Npu no-
BTOPHOM npoBefeHun. Kpome Toro, Slo6MMbI KOMMO3UTOPOM METO[, PerucTpoBbIX
nepeknyek pas Takxe MOXHO HabnogaTb B pa3BUTUMU. [MaBHbIM OT/IMYMEM UMEHHO
3TON 06paboTKM OT MHOTUX LPYruX ABASIETCSA HaNMuMe KOHTPACTUPYHOLLLEro MaTepuana
BHYTPU KaX[oro npoBefeHns. Takon KOHTpACT JocTuraetcsi 6narofapsi BHe3anHoMy
U3MeHeHNo haKTypbl U3NOXEHNUA TeMbl. OTMETUM, YTO BO BCEX aHANOMMYHBIX NpUMe-
pax, KoTopble Mbl Habnofanu B NpefbloyLMX Mbecax, Kaxjoe npoBefeHre TeMbl Xa-
paKTepu3oBanocb e4MHCTBOM NMPUHLMNA U3STOXEHUSA BO BCEX NapaMeTpax, M TONbKO ne-
pexof K crnefyroLiemMy NpoBefeHno CONpPoBOXAancs onpeaesieHHbIMU U3MEHEHNAMM.

B ocHoBe flecsAATon nbecbl YxxaH YKoy nexuT HapofHas NecHs eLle 0JHON 3THUYe-
CKOM rpynnbl, NpoXxuBaroLen Ha Tepputopun Kutas B npoBuHuum tOHbHaHb. 3T0 3T-
Hoc [an (L3swuH, 2015). A necHs, koTopas fana HaumeHoBaHue oopTeNnMaHHOMY Mpo-
M3BefeHNIO0 KOMMO3UTOPa, Ha3biBaeTcA «JlecHass MeguTauus».

Hebonbluas, NpoTsSXXEHHOCTLIO BCEro B AEeBATb TaKTOB TEMa 3TOW NECHU B Nbece
UYkaH Yxao npoxoauT, Kak 06bluHO, fBa pa3a. HeoObluHbIM B JaHHON Nbece ABNseTCs
oropa Ha akKopAoBYyt hakTypy B U3MOXEHUU TeMbl NecHU. OCHOBHbIM Xe MeTOA0M
npeobpa3oBaHuUsi Mpy NOBTOPHOM NPOBEEHUN CTAHOBUTCSA rapMOHMYECKOEe Bapbypo-
BaHMWe, KOTOpoe NposaBnsieT cebs UCKIIUYNTENBHO BO BTOPOW YacTu TeMbl. KpoMe Toro,
KOMMO3UTOp He n3beraeT 1 CTOMb YaCTO BCTPeYatoLLmics B ero 06paboTkax NpuUHLMM
nepeHeceHVs TeMaTUYeCKOro MaTepuana Ha pasHyto BbICOTY. B naHHOM npoussefeHun
1 9TOT NPMHLMMN peannayeTcs BO BTOPOW YacTn TeMbl BO BpeMsi BTOPOro NpoBeAeHus.

Ele oiHa MOHronbcKas NecHs Jierna B OCHOBY criefiytoLiero oopTennaHHoro npo-
n3BefeHus YxaH Yxao. 3To NecHs MOHIONbCKUX NacTyxoB. B o6paboTke YxaH Yxao
necHs nonyyusna HaseaHue «[lacToparb».
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[lnsi n3noxeHns My3blkasbHOro MaTepuasna KoMnosutop nsbpan akTypy ¢ Bbl-
JlefIeHHOW B BEPXHEM roJioce TEMOW U PasfioXeHHbIMU LUMPOKMMU apreiXuo B aK-
KoMnaHemeHTe. B nbece Tema necHu npoxoauTt aBaxabl. OCHOBHbIMY CpeAcTBaMu
pasBuTUSA TeMbl CTaHOBATCA (DaKTypHble U perucTpoBblie npeobpasoBaHua. Tak,
C HayanioM BTOPOro NMpoBefeHUA TEMbl €e U3JI0OXEHUS YCIIOXHSAETCA aKKOpA4oBON
chakTypor 1 BnieTeHWeM MOArOSIOCKOB, a8 Pa3BUTUE NMapTUU COMPOBOXAEHUA ne-
peHocuTcs B 6onee HU3KuU perncTp. bnarogaps Takoro poga npeobpasoBaHUsIM
B CBOEM pa3BuUTUM chopTennaHHas nbeca obpasyeT efuHYI U HeLEeNTMMYHO JIMHUIO
JVHaMUYeCcKOoro HapacTaHusl, YTo NogYepPKUBaAETCS, B TOM UUCTIE, U YKa3aHHbIMU Au-
HaMUYECKUMU OTTEHKaMMU.

[lBeHagLaTan nbeca komMnosuTopa «MecHs nofo4YHMKa XenTon peku» nonyymna
CBO€ Ha3BaHWe OT O4HOMMEHHOWN Hapo4HOMN NECHU, 3apOAUBLLENACS B CEBEPHON NPO-
BUHUMM LLIsHbcK 1 3anucaHHom B 40-x rogax (XyHBan, 2016). 3To necHa oTHOCUTCSA
K rpynne TPyOOBbIX MECEH, XapaKTepU3YHOLLUXCSA BCEMU YepTaMmu BOKaNbHbIX MPOU3-
BefleHUI CeBepHOW LLKOJIbI. [ecHs [eMOHCTpUpYeT HenoKonebuMbin Ayx U ONTUMU-
CTMYECKMIN HACTPOM XuTenen NpoBuHLUMM LLI3HbCK, MX N0BOBL 1 rnyboKoe yBaxeHue
K peke XyaHXx3 1 ropfoCcTb 3a CBOW Hapog.

[nsi 06paboTkm aTOM NecHn YxaH Yxao nsbupaeTt oueHb MHTEpECHbIe CPeACcTBa.
Cpasy obpaliaeT Ha cebs BHUMaHUE YeTbIPEXCTPOUYHOE U3NI0XEHUE MY3bIKaJIbHOIO
MaTepuana, kak 6bl npefHa3HaYeHHOe AJ1si UCMOJIHEHUSI B YeTbipe pyKu. [pu aTom
TPU U3 YeTbIpeX rosloCoB U3NOXEHWUS MpefAcTaBnsaoT coOoN BblAepXaHHbIN OpraH-
HbIW MYHKT, NPefCTaBNeHHbIA TO OTAENbHbIMU 3BYKaMU, a TO U CO3By4YusiMU. Pas-
BUTME TEMbI OCYLLECTB/ISIETCS B NapTum TeHopa. OCHOBHOW OYeHb KpaTKUMN MOTUB
TeMbl NPOXOAMUT MHOro pas. [py 3TOM C KaxAblM pa3oM yCUIMBaeTCs AUHaMu4e-
CKaa HHAHCMPOBKA MCMOJIHEHWS 3TOr0 MOTMBA, MOAYEpPKUBatOLLAs MOCTENeHHOe
HaKomnJieHMe [MHaMUYecKoro HanpsixeHus. PeaynbtaToM crescendo ot ppo fff cta-
HOBUTCS ApKasi KyJlbMMHALMOHHasA BCMbIlWKa B LEHTPanbHOW YacTu Nbechbl, Xapak-
TepuaytoLLascsa BHe3arnHou cMeHow pakTypbl. UMeHHO B 3TOM chbparMeHTe, NpoTs-
XXEHHOCTbIO B [iBa TaKTa NpPepbIBalOTCS OpraHHble MyHKTbl BCEX FOJI0COB, U hakTypa
HarosHAEeTCSA aKTUBHBIM U HACbIWEHHbIM (aKKOPLOBLIM U OKTABHbLIM) OBUXEHUEM
Bcex ronocoB. OfHaKo nocnie KynbMUHaLMU U3JI0XEHUE BO3BpaLLaeTcs K CBOEMY
McxogHOMY 06MIMKY U ocyllecTBsieT obpaTHOe AMHaMuyeckoe pasBuTue oT fff no
pp. Takum 06pa3oM Ha OCHOBE 0YeHb CKPOMHOIO MO CBOEMY MHTOHALMOHHOMY CO-
JepXaHuo TeMaTM4eckoro MaTepuana HapoLHOW NecHU KOMNO3UTop co3faeT fp-
Koe 1 nHTepecHoe chopTennaHHoe NponsBefeHue.

Cnepytouian nbeca «Mam K Li3siHUXOY» TakXe OCHOBaHa Ha HapOAHOWN necHe
LLIsHbcu. CpepnctBamMu 06paboTkM TemMaTU4ecKoro mMaTepuana 3TOM MEecHU cTa-
HOBATCS yXe 3HaKOMble HaM Mo MpefblayLnM nbecaM MeTtoabl. OCHOBOW ABY-
KpaTHOro npoBefieHWsi TeMbl HapogHOW necHu B dopTenuaHHOM Mpou3BeLeHUU
ABNSIETCA PErucTpoBbIi KOHTPAcT. [lepeksiMyknm Mexay pasHbIMU perucrtpamu
OCYLLLeCTBISAKOTCS YXe NpU NepBOM NPOBeAEHUN TeMbI. ITOT Xe NPUHLKN npeobpa-
30BaHM1A COXpaHsieTCcsa U MpU NOBTOPHOM NpoBefeHUr TeMbl. OTMETUM, YTO OCHOB-
Hble U3MEeHEeHUs B MpoBeieHnV TeMbl BO BTOPOM pa3 KacakoTCsi MPEeUMYLLLECTBEHHO
nepBou YacTu TeMbl. OTMETUM TaKXe NMOYTU OCTUHATHYIO BblAEPXaHHOCTb NapTuu
COMPOBOX/EHUS, HA MPOTSXEHUN BCEN NMbEChI ONMUPAIOLLYIOCA UCKITIOUUTENBHO Ha
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paBHOMEpHOE OBWMXEHMEe YeTBePTHbIMU HOTaMM U Ha OYeHb OrpaHUYeHHoe KOn-
4YeCcTBO CO3BYUMN.

CTaBLUas OCHOBOW YeTblpHaaUaTon chopTenmaHHOM Nbecbl Nof Ha3BaHneM «Ko-
nbibenbHas» Npou3BefeHNe BOKaNbHOMO HapOAHOIr0 UCKYCCTBA CBOE MPOUCXOXe-
Hue 6epeT u3 CeBepo-BocTouHoro pernoHa Kutasi. Kak 06bI4HO, B OCYLLECTBIIEHUM
chbopTenmaHHo 06paboTKM NECHU KOMMO3UTOP ONupaeTcs Ha AABYKpaTHOe npoBefe-
HWe Tembl NponsBeeHns. [pn aToM crnefyeT OTMETUTb, YTO NEPBOE NPoBeAeHne Te-
MaTM4ecKoro MaTepuana xapakTepnsyeTcs UCNosib30BaHWEM PasIMYHbIX CPeaCTB.
Mo cyTw, uenocTtHass MeNoAns NMecHU COCTOUT Kak Obl M3 Tpex 3TaroB, OT/IMYako-
Lwmxea mexay cobon pakTypHo. B nepBoi yacTu usnoxeHve MaTepuasna onupaercs
Ha TPafMUUOHHYI dhakTypy C BefyLlen MefniofMen B BEPXHEM rosioce U apnemxmo
B COMpOBOXAeHMN. Bo BTOPOM YacTh MHTOHALMKN TeMbl NPOHMKAKOT B NapTULO NIeBOW
pyKu, cozgaBast UMUTaLMOHHOE U3oXeHne. HakoHel, B TpeTben YacTu TeMbl Meno-
Juyeckas NHUA nepeHocuTcs B 6osiee BbICOKUIA PErNCTP, B TO BPEMS KaK akkoMna-
HEMEHT nsnaraeTcs BblAepXaHHbIMN aKKopAaMMu.

Bo BpemsA BTOpOro npoBefeHns TeMbl ee pasfeneHne Ha HeCKONbKO pasfaesnios
C pa3HbIM TUMNOM aKTypbl coxpaHsieTcsl. [1py 3TOM OCYLLECTBAAKOTCS U LOMNOHU-
TenbHble 6oniee cnoxHble npeobpasoBaHus B o6nactu dakTypbl. C caMoro Hayana
N3JI0XEHUS] TEMbl B CAMOM BEPXHEM perncTpe BO3HUKaeT NOAronocok, 6nmxe K 3a-
BEPLUEHUIO LUIMPUTCSA AManas3oH N aKkKOMMNaHeMEeHT HacbllWaeTCcs akTUBHbIMY apnes-
Xuo. Takum 06pa3oM OCHOBHbIM U, MOXanyM, e4MHCTBEHHbIM MPUHLMMIOM 06paboT-
K1 faHHOW necHM YxaH Yxao BbibupaeT pakTypHoe BapbupoBaHue. OfHaKo orpa-
HUUMB cebs BCEro Nulib OQHUM CPeACTBOM, KOMMO3UTOPY YAaeTcA OCYLLEeCTBUTh
ApKoe U AMHaMUYHOe pasBuTHe.

MNbeca «3Be3abl» B CBOEW OCHOBE MMeeT HapOOHYI0 MecH 3THOoca XaHu, npo-
XMBAKOLLEro NpenMyLLecTBeHHO B NpoBuHUMM IOHbHaHb Mexay pekamu H0aHbL3sH
1 JlaHbLiaH, a Takxe B Takux okpyrax, Kak XyHxa, LL3saHuaH, MouwkaH, CUHbMNWH, YXa-
HbtoaHb (Hu, 2015).

O6paboTka aTOM NecHu B hopTenuaHHoOM nNbece YxxaH Yxao BblaepxaHa B Mpu-
YEeCKN YMUPOTBOPEHHbIX, MPO3payHbIX U ferkux ToHax. [lokasaTesibHa ¢ 9TON TOY-
KM 3peHus AnHaMmyeckasi OCHOBa MbecCbl, He BbIXOAALLAA 3a npefesbl AnanasoHa
pp-mp. TemaTnaM MecHN COCTOUT U3 MHOXECTBa KpaTKMX MOTUBOB, POACTBEHHbIX
Apyr opyry. B pesynbtate Menognueckas IMHUA Nbecbl CKaablBaeTCcs U3 nocneno-
BaTeNbHOCTU BapnaHTHbIX ppas, KoTopble 6yaTo 6bl pa3HbIMU KpacKamu OTTEHSIIOT
OCHOBHOM 06pa3. EQMHCTBO M3M0XeHUA NoAAEPXaHO U MapTUENn COMPOBOXEHMS,
B KOTOPOM OT MepBOro 1 A0 NnocriefHero 3ByKa BblAepxuBaeTca eguHasa drakTypa
N3JI0XKEHUS.

LLlecTHaguaTon no cyeTy nbecon — dopTenmaHHon o6paboTKoN KOMMNoO3UTopa
UsxxaH Yxao cTano npoussenenne «Alamuhan». B ocHoBe 3ToI Nbeckbl yurypckas Ha-
pofHas necHsi, pacrnpocTpaHeHHas B TypdaHe, a Takxke CuHbL3sIHE.

CTpykTypa dhopTenuaHHoOM Mnbecbl TpaguuMoHHa ansi obpaboTok “YxaH Yxao
M COCTOWUT U3 ABYKPATHOrO NPOBeAEHUSI TEMbl U HEDOMBLLOrO 3aKJoyeHus. He me-
Hee TPagMLMOHHO COOTHOLUEHNE MeXAy NepBbiM U BTOPbIM MPOBEAEHUS MU TEMbI,
onupatoLLeecsi Ha permcTpoBble Npeobpa3oBaHUsl My3blKallbHOro Matepuana. Bme-
cTe ¢ TeM Anst 06paboTKM 3TOM HAapOAHOW NEeCHU KOMMO3UTOp n3bupaeT 6one Crox-

YeHb LisiHbLI0 CTUAMCTUHECKNE OCOBEHHOCTU XKaHpa 06paboTKy
B (DOPTENVIaHHOM TBOPHECTBE YxKkaH Yxkao



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2020 - 3(2) - 189-203 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Hyt0, YeM 00bIYHO, MHOTFOCJIOVHYO haKTypy, a camMO pa3BUTUE MbeCbl OXBaTbiBaeT
OYeHb LUIMPOKNIA fManasoH.

B ocHoBe cemMHagLaToM chopTenmaHHOM nbecbl YxxaH Yxxao Oblsia MoNoXeHa MOH-
rofisckas HapoHas necHsi «[a a Mei Jlun» (L|3uHnan, 2006). HasBaHWe NecHu cBSi-
3aHO C UMEHEM flereHgapHOro MOHIroNbCKOro repos. 115 n3noxeHns MysblKasibHOMO
MaTepuana aTon necHu YxaH Yxao n3bupaet TpexcTpouHyto chakTypy. HecMoTps
Ha TO, UTO pa3BUTME ITON NbeCbl B O4epeHON pas 4EeMOHCTPUPYET NPUBEPXKEHHOCTb
KOMMO3uUTOopa K CTPYKTYpe, onvparoLLenca Ha ABa nNpoBefeHUs TeMbl, OCHOBHbIM
KY/IbMUHALMOHHbIM 3TarnoM 3[ecb CTaHOBUTCH TPeTUi 3aKNIUYUTENbHbIN pasgaen,
NOCTPOEHHbIN Ha MUHTOHALMSAX OCHOBHOW TeMbl. ATOT pasfesn CTaHOBUTCS BEPLUMHOW
npeLecTBYOLWEro HenpepbIBHOr0 AMHAMMYEeCKOro HapacTaHus. [nMaBHbIMU cpefn-
cTBamu npeobpas3oBaHNsi TeMbI, CMOCOOCTBYOLLMMM 3TOMY HapacTaHMIo, Kak 06blY-
Ho, ABnsitoTCA (hakTypHoe npeobpasoBaHue (B LaHHOM cllyyae akKOMMaHeMeHTa)
1 PErmcTpoBOe nepemeLleHne TeMbl.

B HasBaHuu cnepytouwen chopTenuaHHom nbecbl Komnoautopa YxaH Yxao
«lopHas necHs [XXWHMO» OTPaxeHOo pernoHasibHoe U 3THUYECKOe MPOUCXOXAeHue
HapoAHOMN NecHK, CTaBLUEN OCHOBOW gaHHoro npousseneHus (LdyaHb, 2016). O6pa-
60TKa 3TOWM NMecHM ofHa U3 caMbIX MaclTabHbIX cpefn opTenuaHHbIX Npou3Be-
JeHun YxaH Yxao. B otnnume ot GonblIMHCTBA Takoro pofa nbec KOMMo3uTopa,
«l'opHas necHs [OXWHNO» CTPOMTCS He TOMbKO Ha HenocpeacTBEHHOM MpoBedeHUU
TemMaTM4yeckoro Matepuana fMecHu, HO U Ha JanbHenweM ee npeobpa3oBaHUK, Op-
raHW3yHLEeM OYeHb C/I0XXHOEe U MHOIFOBEKTOpHOe pasButue. PasBuTtue onunpaetcs
Ha MHTOHALMOHHbIE, NaflorapMoHnyeckue, hakTypHble U PETUCTPOBbIE U3MEHEHWS.
EnvHCTBEHHBIM (hakTOPOM CTabUIbHOCTU 3[eCh ABISIETCS pUTMUYECKas opraHmsa-
LMs COMpOBOXAEHUS, BbICTyNaroLwas B pOan OCTUHATO.

MpepnocnenHas nbeca ans coprenuaHo YxaH Yxao HasbiBaeTcs «JlioboBHas
necHsa Xanu» (LL3uH, 2015). Mo cBoeMy CTUIIIO JaHHas MeCHA OTHOCUTCSH K HOXHOM
KWTaNCcKoM LWKosne. PermoHoM 3apoxaeHus 9TOM HapoAHOW necHu sBnseTca tOHb-
HaHb. Cpefiu Bcex 06paboTOK KOMMO3MTOpa MMEHHO 3Ta ABNSIETCA CaMOW CITOXHON
n MaclwTabHol. B ee pasBuTuM aBTOp 3af,eACTBYET BCe BO3MOXHbIe CpeacTBa My-
3blKaNbHOro f3blKa, CNOCOBCTBYHOLLME MaKCUMaNbHOMY PacKpbITUIO Bblpa3uTesb-
HOro noTeHuUnana.

3aknountenbHasa nbeca aas opTenmaHo Komnosutopa YxaH Yxao, B OCHO-
BY KOTOpOW nosioxeHa o6paboTka Hapo4HOW NecHW, HOCUT Ha3BaHue «OTHaneHHas
LLlaHrpu-Jla». Tak Ha3biBaeTcs TubeTcKas HapofHas NecHs, UCMoNb30BaHHasA KOM-
no3nMTOpPOM B AaHHOM npousBedeHun. Cnosoco4veTaHue LllaHrpu-Jla B nepesoge
¢ TnbeTckKoro sisblka o3Havaet «ConHue u JlyHa B cepgue». PazButune aTton nbecol
6onee TpagMUMOHHO C OMOPOW Ha ABa NPOBefeHUs TeMbl U HEBONbLUMM 3aKJHuuU-
TeNnbHbIM pa3fenoM. Takxe TpaguUMOHHbI cpefcTBa npeobpa3oBaHus TeMaTuye-
CKOro mMaTtepuarna ¢ permcTpoBbIMU U PaKTYPHbIMU U3MEHEHUSIMU.

BbiBogbl

Takmm o6pasoM, aHanma hopTenuaHHbIX Nbec KoMnosuTopa YxaH Yxao npone-
MOHCTPUPOBaJ CKJIOHHOCTb KOMMO3UTOPa K ONpefeneHHbIM CpecTBaM U MeToaM
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06paboTKM HapoAHbIX NeceH. Tak, 60NbLUMHCTBO NbeC KOMMO3UTOpa B CBOEN CTPYK-
TYpe onvpaeTcs Ha ABYKPaTHOE NPOBEeEeHME TEMbI U HEBOJbLION 3aKHOYMTENbHBIN
pasgen, uTo onpefesisieT MUHUaTIOPHble MaclTabbl MHOTMX Mbec KOMMO3MTOpa.
[MaBHbIMU cpeACcTBaMM pa3BUTUSI aBTOP Yallle BCero u3bupaet akTypHblie U pe-
TMCTPOBbIE UBMEHEHUS, TO ECTb Te CPELCTBA, KOTOPble CMOCOBCTBYHOT COXPAHEHMUIO
OpPUrMHANIbHOrO TEMAaTMYeCcKoro MaTepuasna B HeuaMeHHOCTU. OTMETUM TaKXe, YTo
BonbLyo posib BO MHOMUX chopTenuaHHbIx o6paboTkax YxaH Yxao urpaet octu-
HaTo NapTumu conpoBoXeHus. [Mpu aToM NpeobnagaHue onpeneneHHbIX METOLOB
pasBMTUS B MPOAHaNU3MpPOBaHHbIX NMbeCax He UCKJIOYAeT HallMune UHbIX CPeAcTB
npeobpasoBaHus. Boibop aTUX cpencTB onpenensieTcs A4BYMsS BaXHbIMU AJis
KOMMo3uTopa KputepuamMu. MNepBbiil — 3TO CTPEMIIEHNE COXpPaHUTb B 06paboTke
MaKcuManbHo 6IM3Koe K OpuruHany 3BydYaHue TemMaTuyeckoro Matepuana. Bro-
poi — packpbITb BCHO NaNMTPY BbIPpa3uTENbHOrO NOTeHUMana TeMaTnuamMa B Kaxgomn
KOHKPETHOW Nbece.
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AHoTauyis

MNpencTaBneHe OOCNIOXEHHS MPUCBSYEHE BUCBITNEHHIO CTUNICTUYHUX OCOGNMBOCTEN
XaHpy 06pobku B chopTeniaHHi TBopYoCTi YxaH Yxao. TBopuicTb YxaH Yxao cnpsiMoBaHa
Ha 36epexeHHs1 TpaguuiiHOro My3u4yHoro MucteuTBa KuTaro Ta nonynsipusauito Moro Ha
CBITOBI MY3MYHI apeHi. 3 Liel TOUkM 30py XaHp 06pobku B TBOpYOCTI YUxaH Yxao 3arimae
ocobnuee Micue. Ak maTepian ans o6pobkyu KOMNo3nTop 06paB HapoAHi MiCHI Pi3HUX €THOCIB,
wo HacensitoTb Teputopito KHP. OpgHak mMeTofgu oBpobKM LMX MiceHb, He3anexHo Bif iX
HaLioHanbHOT MpUHaneXHocTi, ayxe 6nausbki. AHania dopTeniaHHUx n'ec B XaHpi 06pobku
NpPoLeMOHCTPYBAaB NPUXUSIbHICTb KOMMO3MTOPa A0 NeBHMX 3acobiB.

MeTa gocnifkeHHs — BU3HAUNTK NaniTpy 3acobiB, AKY BUKOPUCTOBYE KOMMO3UTOP YkaH
Yxkao y cBOIX hopTeniaHHMX N'ecax, HaNnUcaHUX B XaHpi 06pobKu.

MeToponorielo AOCNifXKEHHS € KOMMMIEKCHUI NifXia, B pychi IKOro BUKOPUCTaHi MeToau
KYNbTYPOJIOFiYHOro, iCTOPUYHOrO, MOPIBHSANIBHOMO Ta MY3MYHO-TEOPETUYHOro aHaniay:
LiNiCHWI, CTUNBLOBMUIA, XaHPOBMIA. OKpiM TOro, BUKOPUCTAHO MeTOh aKTUBHOI iftocTpauil
(TepMiH O. BA3KOBOT), HaLliNeHWii Ha NiATBEPAXEHHS PO3ITIIHYTUX MOJIOXEHb Yepes 3ayyeHHs
3HAYHOro HaOYHOrO MaTepiany y BUMMsAI HOTHUX NMPUKNAaAiB, MOETUYHMX TEKCTIB, iNtocTpaLii.
TeopeTUKO-MeTO[0NONYHY OCHOBY KOHLIeNLiT CKianu npawi 3arajibHOro xapakTtepy, B SIKUX
BUCBIT/IOIOTHCS MUTAHHSA TEOPIT CTUIO, B TOMY YKACHTi HaLiOHaNbHOMO

HaykoBa HOBM3Ha [OCHiA)XeHHA Monsrae B TOMYy, WO B HbOMY Brieplle BUSIBSIEHO
XapaKTepHi CTUNICTUYHI pyucy popTeniaHHMX N'ec B XXaHpi 06pobku komnoauTopa YxaH HYxao.

BucHoBKU. AHani3 chopTeniaHHMX n'ec YxaH Yxao npoaeMoHCTPYBaB, Lo BiNbLiCTb LMX
TBOPIB Mae CTPYKTYpy 3 OMOPO Ha [BOpPa30Be NPOBELEHHS TEMU i HEBENUKUIA 3aKHOYHUIA
posgin. fonoBHUMKU 3acobamMu po3BUTKY aBTOP HanyacTiwe obupae akTypHi i pericTpos
3MiHK, TOOTO Ti 3aco0bi, AKi CNpUsAIOTL 36epeXeHHI0 OpUriHaNbHOro TeMaTUYHOro MaTtepiany.
Benuky ponby 6aratbox popTeniaHHux 06pobkax YxaH Yxao rpae ocTMHaTO napTii cynposoay.
Mpyv LbOMY NepeBaXKxaHHsi MEBHUX MEeTOLIB PO3BUTKY B NpOaHani3oBaHUX N'ecax He BUKJIOYAE
HaABHICTb IHLWMX 3acob6iB MepeTBOPeHHSA. Ix BMBIp BM3HAYaeTbCA MparHeHHsSM, Mo-replue,
36epertv B 06pobui MakcumanbHO 6aM3bKe 40 OpuUriHany 3ByYaHHs TEMaTUYHOIO MaTepiany,
no-gpyre, pPO3KPUTU BCHO ManiTpy BUPa3HOro NoTeHLiany TeMaTuaMy B KOXHIN KOHKPETHIN N'eci.

KnioyoBi cnoBa: kutancbka My3suka; doopTeniaHHa n'eca; xaHp; 06pobka; HapofHa nicHs;
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Abstract

The presented research is devoted to highlighting the stylistic features of the processing
genre in the piano work of Zhang Zhao. Zhang Zhao's work is aimed at preserving the traditional
musical art of China and popularizing it in the world music arena. From this point of view, the
genre of processing in the work of Zhang Zhao occupies a special place. The composer chose
folk songs of various ethnic groups inhabiting the territory of the PRC as material for processing.
However, the methods of processing these songs, regardless of their national identity, are very
close. The analysis of piano pieces in the genre of processing demonstrated the composer's
penchant for certain kinds of means.

The purpose of the research is to determine the palette of means used by the composer
Zhang Zhao in his piano pieces, written in the genre of processing.

The research methodology is a comprehensive approach, in line with which the methods of
culturological, historical, comparative and music-theoretical analysis such as holistic, stylistic
and genre are used. In addition, the method of active illustration (E. Vyazkova's term) aimed
at confirming the considered provisions through the involvement of significant visual material
in the form of musical examples, poetic texts and illustrations is used. The works of a general
nature which cover the issues of style theory including national one were the theoretical and
methodological basis of the concept.

The scientific novelty of the research lies in the fact that for the first time the characteristic
of stylistic features of piano pieces in the processing genre by the composer Zhang Zhao were
revealed.

Conclusions. Zhang Zhao's analysis of piano pieces showed that most of these pieces have
a structure based on a two-time theme and a small concluding section. The author most often
chooses texture and register changes as the main means of development, that is, those means
that contribute to the preservation of the original thematic material unchanged. The ostinato of
the accompaniment part plays an important role in many of Zhang Zhao's piano arrangements.
At the same time, the predominance of certain developmental methods in the plays analyzed
does not exclude the presence of other transformation means. The choice is determined by the
desire, firstly, to preserve in the processing as close as possible to the original sound of the
thematic material, and secondly, to reveal the full range of expressive potential of the theme in
each piece.

Keywords: Chinese music; piano piece; genre; processing; folk song; traditions
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Absract

Muslim Magomayev (1942-2008) is an outstanding singer who played a significant
role in the history of vocal musical culture in Azerbaijan and the world. Arias from operas
by various composers occupy an important place in Magomayev's creative activity. He
turned to these arias from the earliest stages of his career and managed to create unique
pieces of art. The article thoroughly analyses the vocalist's performance of opera arias
and gives a distinct explanation of his performance principles. It should be noted that the
peculiarities of M. Magomayev's performance of opera arias have not been scientifically
and theoretically studied and extensive research has not been previously carried out.

The purpose of this research is to identify Magomayev's principles of performing
opera arias, the interpretation features of some of the works performed by the singer.

The research methodology consists of various analysing methods of vocal
performance. All this is presented in connection with the information about the singer
published in various newspapers and magazines, and some moments from his life.
The performance analysis carried out in the article is associated with the theoretical
foundations for vocal science. Along with it, the analysis of vocal performance is presented
on note samples.

The scientific novelty of the research. It is for the first time M. Magomayev's opera
aria creativity has been reviewed, and the singer's vocal peculiarities and his method of
approaching the images have been determined. The study includes performance analyses
of samples of musical works by Azerbaijani and Western European composers, as well.

Conclusions. M. Magomayev gave priority to addressing opera arias by various
composers in his repertoire. One of the main features of Magomayev's performance is the
preservation of the style of any aria during the performance. This is manifested both in
a variety of performance techniques and in various ways of artistic expression. The singer
brought out the subtle details of each image and transforms them into a characteristic
feature of the protagonist. In these arias, he could demonstrate all capabilities of his
voice. Features of his voice character, including the strength, volume range, good state
of the voice apparatus, a wide range of vocal performance techniques and rich voice
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palette give grounds to say that the singer's voice apparatus was given him by nature.
The singer's wide voice range allowed him to masterly perform arias written for bass and
baritone timbres.

Keywords: Azerbaijan; Muslim Magomayev; baritone; peculiarities of aria performance;
academic vocal performance; genre and style features

Introduction

People's Artist of the USSR, world famous vocalist, composer, legendary musician
Muslim Magomayev (1942-2008), who conquered the hearts of millions of listeners,
is one of the brightest representatives of the Azerbaijani vocal school of the 20th cen-
tury. M. Magomayev's art, his unique performances became a symbol of the 60—70s
of the 20th century.

The singer's creative activity is a new stage in the vocal art of Azerbaijan. M. Mag-
omayev was a vocalist with a wide range of voice, unique and rich timbre, unique style
of performance, and impeccable technique of performance. One of the main charac-
teristic features of the singer's creative activity is his ability to perform in both the
classical and pop genres, combine absolutely different styles of performance (Mu-
ravitska, 2019, p. 85). In his vocal repertoire, along with classical works of Western
European, Russian and Azerbaijani composers, he paid special attention to pop songs
and continued both genres in parallel until the last stage of his career. The study of his
life and creative activity, as well as his principles of performing opera arias is of great
importance to be carried out.

Purpose of the research

Opera performance has a prominent place in Azerbaijan-born baritone singer
Muslim Magomayev's creative work. The main purpose of the article is to take a more
detailed look into the eminent vocalist's operatic activity. Among other important is-
sues, this article also addresses the vocalist's opera activity and pinpoint the interpre-
tive features of various arias performed by him.

Recent research and publications analysis

M. Magomayev's creative activity has not been widely studied on a scientific basis.
In this term, while studying the singer's aria performance, and analysing his performance
peculiarities the author consequently used articles published in periodical press and elec-
tronic resources. As a source, articles by A. Badalbeyli, L. Romadinova, M. Magomayey,
and the singer's personal site can be stated. At the same time, books by Y. Keldish,
S. Gasimova, L. Solovtsova and I. Valikhanova form the scientific basis for the article.

Presentation of the main material

Muslim Magomayev's concert repertoire particularly focused on arias from differ-
ent operas. Our research detected his original approach to those musical composi-

Nazarov, |. Interpretation peculiarities of opera arias of Azerbaijani
and Western European composers performed by Muslim Magomayev
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tions. Muslim Magomayev's wide-ranging operatic repertoire allows us to assess him
as a singer with mind-boggling versatility in many styles. For example, he performed
Valentine's and Figaro's Cavatine, Mizgir's Arioso, Eugene Onegin's aria as a lyric bari-
tone, while he sang Aslan Shah's and Rigoletto's arias, lago's monologue as a dramatic
baritone. In his performance of these arias, his singing was expressive and strong with
a tint of richness in the voice. Magomayev was able to penetrate into every character
he created: he is suspicious and angry in the guise of a character named Aslan Shah, or
horrible in Mefistofele. These arias are just small scenes from operas. Nevertheless, it
gives the impression that as if he performed the entire piece, not just an aria. The fea-
tures portraying any character in an aria are conveyed in their entirety and profundity.
This time we reveal another feature peculiar to his singing. Thus, Magomayev succeed-
ed in conveying to the audience a primary mail character he created, not in common
features, but in subtleties specific to this character. We can characterize this point as
Muslim Magomayev's method of approaching the piece. At the same time, the feature
that we have mentioned above enabled him to create different characters and to show
a very different approach. An article appeared in the July 31¢, 1964 issue of the Rus-
sian-language newspaper "“Molodezh Azerbaidzhana" (*Azerbaijani Youth") highlighted
Muslim Magomayev's concert in Moscow. The article reported that a rich repertoire
required great creative opportunities from a vocalist. "Such a colourful repertoire is
a source of pride for a vocalist, because it is not enough to have exceptional vocal skill
and to recite the lyrics to the music for perfect performance, let alone Muslim Mago-
mayev's remarkable artistic talent. Each of these arias and romances with extremely
wide vocal diapason creates a complex, sometimes contradictory world full of emo-
tions and moods. The ability to sing the arias is passed on the performer capable of
penetrating into the essence of the composer's thinking as well as conveying them to
the audience in a unique way" (Romadinova, 1964). Apparently, for such a repertoire,
avocalist should have a set of means of expression. This skill employed by Muslim Ma-
gomayev allowed him not only to perform these arias, but also served as an indicator
showing the vocalist's huge talent. The arias performed by him are the most difficult
pieces of music composed both for vocal performance and baritone in terms of char-
acter and content as well as for bass timbre.

Professional singers generally add opera roles to their repertoire at a certain stage
of their career. Since the singing voice, the vocal folds, and all the organs involved in
sound production as a whole should be technically prepared to withstand this load.
In the vocal methodology, the age-character principle plays an important role in se-
lecting musical pieces. This principle manifests itself in a completely different way in
Muslim MagomayevV's career. Already at the age of 25, the singer added most of the
arias to his repertoire. According to his biography, he started singing at the age of 14:
“] felt my voice was more mature when | was 14" (Magomayeyv, 1999, p. 21). This gives
reason to say that his voice changed when he was 12. Given that MagomayevV's first
performances coincided with the period when he was 14, the level of his ability to nav-
igate complex music in his repertoire assortment at a young age can be assessed as
the perfect level of his voice matured in a short time. In his Russian-language article
A Journey to the Land of Bel Canto, the opera singer shared his views how he managed
difficult musical roles, such as Figaro and Scarpia: “"During my graded music qualifi-

Nazarov, |. Interpretation peculiarities of opera arias of Azerbaijani
and Western European composers performed by Muslim Magomayev
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cation abroad, | spent six months on preparing Figaro from G. Rossini's The Barber of
Seville and Scarpia from Puccini's “Tosca". Many will probably think that this age (22)
is too young to sing Scarpia, but | performed all the parts with the permission of my
coaches"” (Magomayeyv, 1964, p. 3). This once again points out the fact that the opera
singer's voice allowed him to easily cope with many roles. Therefore, Muslim Mago-
mayev's teachers let him perform them.

The arias performed by the opera singer are mainly middle-aged characters in-
cluding: Rigoletto, Demon, Mefistofele, Aslan Shah, and Scarpia.

Figure 1: Muslim Magomayev as Eugene Onegin.
Fragment from the film “Muslim Magomayev sings”.
Screenplay and production: T. Ismailov, I. Bogdanov. Baku.1971.

The essence of Muslim MagomayevV's creative work lies in its interpretation. Be-
fore exploring the principles of interpretation in his career, it would be useful to look
at certain features of musical performance. Interpretation is a creative process with
a complex structure. Musical performance depends on the period to which it relates
as well as on the composer, the performer's skill and the artistic content of the work.
The Russian-language Soviet Encyclopedia defines the term ‘interpretation’ as fol-
lows: Musical performance i.e. Interpretatio, originated from Latin, means 'to explain’.
The interpretation is subject to aesthetic principles, individual characteristics of
a school or trend the singer belongs to, as well as the artistic design of the content
of the piece it shapes. Interpretation requires an individual approach to music, com-
mitment to it and the opera singer's own creative position in reflecting the author's

Nazarov, |. Interpretation peculiarities of opera arias of Azerbaijani
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intentions” (Keldysh, 1990, p. 214). This leads to conclusion that the realization of
the interpretation is closely related to these three main factors, which can also be
considered as the principles of interpretation for the vocalist's opera performance. To
that end, Magomayev used a number of means of expression. So, the structure of his
opera performance can be presented as follows:

Muslim Magomayev's
opera performance structure

Pieces performed

¥

Vocal performance techniques

¥

Means of artistic expression

¥

Means of expression
as required by text notes

Musical style

¥

Vocalist's
performance style

Conveying the whole portion
of music

The performer's principle of interpretation is a complex creative process accompa-
nied by a hierarchical structure, and is carried out under certain objective rules. Vocal
performance techniques are the basis for the hierarchical structure. That is to say, dif-
ferent types of sound production and conduction, different breathing techniques, etc.
are used here. The means of artistic expression, built on techniques of vocal perfor-
mance, is aimed at fully reproducing the musical content, and is used in different forms
depending on the period they belong to.

Given all the above-mentioned points, below we will analyse the performance fea-
tures of certain arias.

Muslim Magomayev is one of the best interpreters of Azerbaijani composers' op-
era music. Aslan Shah's aria from Magomayev's Shah Ismail occupies an important
place in the vocalist's creativity.

The prominent vocalist combined his song writing and performing skills in Aslan
Shah's aria. The studies showed that he used Aslan Shah's arias from the first and
last scenes of the opera. People's Artist of the Azerbaijan SSR Afrasiyab Badalbeyli

Nazarov, |. Interpretation peculiarities of opera arias of Azerbaijani
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says: "Muslim, is a composer as well. His songs, composed on poems by renown
poets, won the sympathy of the audience. The aria he composed, by combining Aslan
Shah's monologues in the first and last scenes from his grandfather's Shah Ismail
opera is also one of his musical compositions” (Badalbeyli, 1973, p. 3).

It is worth noting that Muslim Magomayev not only benefited from the musical
material, but also combined both arias to create a piece with artistic content. Simulta-
neously, he changed the original words or lyrics to the musical piece. Thus, the aria in
the opera is sung with the text "Ey vazirlar, dardim artir giindan-giina” (You, viziers, my
pain is growing day by day).’ Among the recordings available to us, the text of only one
of the performances staged at the Azerbaijan State Academic Opera and Ballet Theatre
is sung like “©hvalim ey vazirlar bilmiram nadan” (My mood, oh my visiers, | don't know
why) (Mansurov, 2014).

Magomayev sang the aria with the words “Qhvalim ey vazirlar bilmiran nadan” (My
mood, oh my viziers, | don't know why). The vocalist combined the two arias from the
opera in the second stage of his career. Since in his 18-year-old audio recording, only
the monologue from the opera's first act had been performed. The performance was
analysed on the performance given M. Magomayev's Personal Website (http://www.
magomaev.info/new-audio/Music/redkoe/high/razn/Aslan-shakh.mp3).

209

Figure 2: Muslim Magomayev as Aslan Shah. Fragment from the film “Muslim Magomayev sings”.
Screenplay and production: T. Ismailov, I. Bogdanov. Baku. 1971.
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It should be noted that Aslan Shah's aria was performed throughout all stages of
the vocalist's career, being an inseparable part of his opera repertoire. He was able to
convey the sadness and dramatic quality passing through a character's mind.

Gara Garayev's songs also held an important place in his work. He repeatedly ad-
dressed the renown composer's pieces and performed some of them. Among these
compositions, we would particularly like to emphasize Mardan's aria, which was per-
formed in the first act of the opera Vatan (Motherland) composed jointly with Jovdat
Hajiyev, one of Azerbaijan's composers. Mardan's aria is a lyrical dramatic monologue
in terms of content. The aria exhibits his feelings in full depth. “In the aria, Mardan, who
misses his lover, deeply and sincerely expresses his exhausting jealousy and suffering
aboutlosthopes. The wide-ranging breathingmelody and the breadth expression pecu-
liar to the opera arioso style in the aria organically combine with mugham intonations,
which are lyrically full, charming and dramatically recited" (Gasimova, 2009, p. 196).

Muslim Magomayev's high performance potentiality, unique timbre, bright and
unique personal qualities as a vocalist were contingent upon distinctively interpreting
the Gara Garayev — Jovdat Hajiyev music. It is one of his best performances in terms of
delivering the artistic concept of Mardan's aria in a clearer, more dramatic and deeper
way, expressing with his own emotions feelings of excitement passing through a char-
acter's mind, and building sentences properly and musically.

Arias from Western-European composers are an important part of Magomayev's
opera repertoire. The following are some analyses for the vocal performances of Figa-
ro's aria from Wolfgang Mozart's opera "The Marriage of Figaro” and Rigoletta's aria
from Giuseppe Verdi's opera "Rigoletto” performed by Muslim Magomayev.

Figaro is one of the primary mail characters in Mozart's “The Marriage of Figaro".
Human qualities such as determination, mobility and agility are peculiar to this char-
acter. Magomayev performed Figaro's aria (“Non Piu Andrai"), one of the most famous
musical numbers in the opera. M. Magomayev performed the aria, accompanied by
the All-Union National Radio and Central Television Symphony Orchestra (liederoper-
agreats, 2020a).

This aria addresses to Cherubino, in which Figaro gently mocks Cherubino, teas-
ing him about his military fate and heroism. According to the content of the work, the
music of the aria is fast, sharp and is in the style of a military march. The character of
the military march in the piece is given by a dotted rhythm. The aria is set in C major,
the vocal range is the lower octave ‘do’ and the first octave ‘mi' (c-e’). It is constructed
in rondo form.

In the first refrain, the vocalist used the nuance of portamento. The musician
sounds dotted notes sharply and briskly. Here “Non piu andrai, farfallone amoroso,
notte e giorno d’intorno girando” is performed in the mixed register in metso-forte dy-
namics; “delle belle turbando il riposo” in the full chest voice register in forte dynamics,
and the musical expression “Narcisetto Adoncino d’amor” in the head voice register
and “d’amor” is performed lightly. The dramatic power lies in the repetitive third and
fourth musical expressions. The refrain part undergoes various changes throughout
the piece and is performed in different forms. During the second performance of the
refrain, the vocalist softly sings the first musical sentence. During the performance,
Magomayev achieved rhythmic pulsation by making small touches to strong beats.
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In this part, the musical expressions are concisely performed in accordance with the
classical music style and are clear in terms of content. Musical expressions are com-
bined under one idea.

Along with the refrain, the episodic parts of the musical piece are very rich from
timbral point of view. There are two episodes in the aria. The first episode is smaller
than the second one. The vocalist sang "Non piu avrai bel pennacchini" in the head
register using a soft voice output. Starting with "Quella chioma, quellaria brillante", he
switched to chest voice and harsh voice production. The construction principle of the
part “Non piu avrai quest bei pennacchini” is the same. The head register, soft voice
production, speech intonation are replaced by the transition to harsh voice production
and chest voice register. The culmination point of the musical work falls on the sec-
ond episode. The vocalist prefered the same performance techniques there. However,
their alternation and use depending on the content add variety to the aria.

Following is the means of expression used by Magomayev in this aria:

1) Use of head, mix and chest voice registers;

2) Taking advantage of the nuance of Portamento;

3) Dynamics;

4) Accurate intonation;

5) Soft and harsh voice delivery.

The composition varies between piano-forte in terms of dynamics. The porta-
mento nuance used by the vocalist brings his performance closer to recitativo and
enriches it with speech intonation. Combining with vocal performance techniques
recitativo causes a colourful timbral sounding.

While characterizing Magomayev's performance, it is worth pointing out the voice
volume and power. Vocalists with dramatic vocal features have certain performance
difficulties while addressing composers of the Viennese classical school, especially
Mozart's music. And this brings Muslim Magomayev's approach to the fore in a dif-
ferent way. The interpretive features of Mozart's arias performed by Magomayev can
also be characterized as a change in his voice power and tone.

The vocalist's voice is distinguished here with more compactness, and he uses his
voice volume in a balanced way. It comes from the characteristic features of style and
aesthetics of the epoch of classism. Beyond that, the tone of the musician's voice is
bright and light. This feature allows him to take a more precise approach to a compos-
er's style. Plus, due to the lightness, he gets certain mobility in his voice.

Another piece to be analysed is Rigoletto's aria from Verdi's "Rigoletto". This aria
created by Magomayev went down in art history as the most perfect sample of op-
era music in his career. It is Rigoletto's aria “Cortigiani, vil raza dannata" (liederopera-
greats, 2020b).

The fact that Magomayev could widely expand his baritone voice timbre thanks to
Giuseppe Verdi's greatest contributions to the opera genre. In the composer's musical
pieces, the baritone timbre has important characteristics such as a wide range and
power.

However, the change in the requirements of the baritone timbre was due to
the aesthetic thinking of the time. These requirements proved to use the whole range
of voice, the need for more power, colourful dynamics, further enrichment of tones,
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timbral fullness, emotionality, to name a few. The greater demand for voice power led
to different use of voice transmission and breathing techniques. The symphonizing of
orchestral accompaniment called for strong and wide-ranging voices.

Rigoletto is a complex dramatic role. In this aria, the information relating to the
character is based on scientific research made on Giuseppe Verdi's creativity in op-
era (Solovtsova, 1981, pp. 152-167; Valikhova, 1971, pp. 39-91). The complexity of
the character exhibited in this aria manifests itself both in terms of content and per-
formance. This aria is sometimes called the protagonist's aria-monologue. Hatred,
anger and supplication are the main storylines of the aria. It consists of three parts.
The specific peculiarities of the first part are dramatism, the protagonist's anger and
hatred; the second part — hopeless, and the last part — supplication.

The tonality of the aria was written in c-Moll, yet the vocalist performed it in cis-
moll. As the musical work was a tone higher, it affected the sounding as well. In Mus-
lim Magomayev's interpretation, high notes are performed brightly, and bass sounds
in a high position. The registers sound smoothly in the vocalist's performance.

The vocalist uses a harsh sound production in the first part of the aria. Here the
acoustic transmission is based on the legato. The voice character is sharp, precise,
fluent and dramatic. This part is recitative. Depending on the word stress, the vocalist
creates a sense of support in the performance through making small touches.

Figure 3: Muslim Magomayeyv as Rigoletto. Fragment from the film
“Muslim Magomayev sings". Screenplay and production:
T. Ismailov, I. Bogdanov. Baku. 1971.
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In the second part of the piece, the nature of the character completely changes.
The intonations of entreaty come to the fore. Here it mainly used soft sound produc-
tion and very expressive sound transmission. The second part draws attention with
its perfect legato, with the smooth and plane transmission of sounds to one another.
The dynamic plan of the musical work performed by Magomayev varies between pp-
ff. The presence of long musical sentences in this section requires the performer to
use breathing techniques more effectively.

The third part is distinguished by its lyrical interpretation. Here the despair and
tragedy of the primary character becomes deeper. While talking about the performance
techniques used in the aria, depending on the content of the text, the pronunciation of
words, their coming to the fore and other points can be emphasized. The vocalist has
used expression means, such as legato and portamento.

Muslim Magomayev created a perfect musical dramaturgy of Rigoletto in one aria.
In his performance, drama, entreaty and tragedy are the main content lines, and the
nature of his voice changes depending on the content. This testifies the richness of
intonation in the artist's creativity. One of the important conditions of Italian vocal tech-
niques is the pronunciation. The vocalist pronounces the text in accordance with all the
rules of the Italian language. At the same time, the timbral tones performed by him are
directly associated with the pronunciation of consonants. The performer used conso-
nant letters in the aria masterly.

Conclusions

The interpretation of operas by various composers is of great importance in Mag-
omayev's work. Starting from the early stages of his career as a vocalist, he sang arias
from operas by various composers. These arias vary in genre, performance style and
language. His vocal abilities allowed him to perform the most difficult musical pieces
written for bass and baritone timbres. An aria performed by him has become a perfect
sample of art. Thus, in the vocalist's performance, the inner qualities of a character
are fully conveyed, and each aria is reminiscent of a small musical scene. Magomayev
performed arias in his repertoire while maintaining his own style of performance. In
this sense, his Leporello, lago, Onegin or Germont are characters with different charac-
teristics. At the same time, the vocalist showed his approach to the musical work not
only in terms of style, but also based on the features common to the composer's mu-
sic. These points were also focused during the analysis. Once again, this is confirmed
by the performance characteristics of Figaro's aria from Wolfgang Amadeus Mozart's
“The Marriage of Figaro" and Rigoletto's aria from Giuseppe Verdi's "Rigoletto”. This
manifests itself both in the variety of performance techniques and in the use of the
artistic expression in a different manner. All this reflects the interpretive features of his
operatic arias. Indeed, he performed the arias in Azerbaijani, Italian, German and Rus-
sian. Magomayev's performance is distinguished by its accuracy and fluency.

Arias from operas from Azerbaijan composers also play an important role in Mog-
omayev's creativity. During his vocal career, he sang Hasan Khan's aria from Uzeyir
Hajibeyli's opera Koroglu, Aslan Shah's aria from Muslim Magomayev's opera Shah Is-
mayil and Mardan's aria from Jovdat Hajiyev-Gara Garayev's opera Vatan. These musi-
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cal pieces gained a new interpretator through him. He could demonstrate his individual
creative attitude here as well. Thus, as it was stated at the beginning, he combined
Aslan Shah's two arias sounded in the opera Shah Ismayil. Along with performing abili-
ties,Magomayev's composing skills also played a big role. Mardan's ariain his interpre-
tation was enriched both in terms of content and character. The performance of opera
arias in the vocalist's musical work manifests itself as the following:

— the preservation of the style of the piece he performed,;

— the use of different vocal performance techniques;

— maintaining the composer's text;

— conveying the nature of the characters;

— the richness of artistic expression means;

- using multiple languages;

— further enrichment of characters in terms of content.

Muslim Magomayev's attitude to each aria is distinguished by its seriousness and
profundity. The vocalist's approach to the composer's text, his creative searches, his
delivery to the character and aesthetic taste testify the high professionalism of his
interpretation. Musical drama is of great importance in the vocalist's creative work. It
envisages the construction of a musical work in terms of performance, its form and
its realization using means of expression. These three features act together in each of
the musical pieces he performed.

Analysis of certain arias he performed enables us to assess him as a skilled per-
former. His opera stage creativity and adding various opera arias to his repertoire
confirm his high voice qualities as a vocalist. So, Azerbaijan enriched its art of vocal
performance and raised it to a new level thanks to Muslim Magomayev's musical
creativity.
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OCOBJINBOCTI IHTEPNPETALLIT ONMEPHUX /-\:PII71
A3EPBANAXAHCbKUX | 3AXIAHOEBPOIMNMEUCbKUX KOMIMO3UTOPIB
Y BUKOHAHHI MYCJIIMA MATOMAEBA

Inbxam Hazapos
JOKTOPaHT, BUK/1aZady Kageapu CobHOro Crisy Ta 0nepHol NigroToBKY;
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BakuHcbka My3udHa akageMisi iMeHi Y3eipa lagxunbeiini, baky, A3epbaiigxaH

AHoTauyis

MycniMm MaromaeB (1942-2008) — BUOaTHUIA apTUCT, IKWIA 3irpaB BeSIMKY posib B icTopil

KYNbTYpU BOKanbHOI My3uku AsepbanpyxaHy i Bcboro cBiTy. Y TBopYocTi M. Maromaesa

ocobnuBe Micle 3arMatoTb apii 3 onep PisHUX KOMMO3UTOPIB. 3 MeplInx KPOKiB CBOET

TBOPYOCTI BiH BLaBaBCs [0 Takux apii i yChilUHO CTBOPHOBAB HEMOBTOPHI 3pa3ku MUCTeLTBA.
Y npefcTaBneHivi cTaTTi NpUAiINeHo BENUKY yBary BUKOHaHHIO ONepHUX apiil CniBakoM i BHECEHO
AICHICTb B MPUHLMNK BUKOHAHHS. lNigKpecneHo, Wwo gotenep 0co6IMBOCTI BUKOHAHHS OMePHUX
apit M. MaromaeBa He foCRifKyBanMcs Ha HAQyKOBO-TEOPETUYHOMY I'PYHTI i y 3B'AI3KY 3 LIUM He
NPOBOAUNCS LUMPOKi BOCHIIXKEHHS.

Meta pocnipgXeHHs nonsrae y BW3HAYEHHI MPUHUMMNIB BUKOHAHHSI OMEpHMX apin
M. MaromaeBuM, 0cobnMBOCTEN iHTEpNpeTaLil AesiKUX TBOPIB Y MOro BUKOHAHHI.

Metoponoria pocnigykeHHsi. BukopucTaHO MeToAM aHanisy PpisHOro BOKasbHOMO
BMKOHaHHS. Bce Lie noB'si3aHMM YMHOM MpeACcTaB/IeHO Y BUMNSAI BiJOMOCTEN NPO BUKOHABLS,
Wwo nybnikyroTbCs B Pi3HMX raseTax i XypHanax, a Takox B aKTyanisauil fesikux MOMEHTIB
3 NOro XWTTA. 3AOIACHEHWI aHani3 BUKOHAHHSI MOB'A3aHUMA 3 TEOPETUYHWM acreKTOM
My31KO3HaBcTBa. BogHouyac 0cobnMBOCTi BOKaSIbHOrO BUMKOHAHHSI NpeAcTaBJfieHi aHani3om
HOTHUWX NpUKNagiB.

HaykoBa HOBU3Ha JOCRifKEHHS NoMsirae B TOMY, L0 BrepLle AOCAiAXeHO 0COBIMBOCTI
iHTepnpeTayil onepHUX apin y BUKOHaHHI M. MaromaeBa, BM3HAYeHO MeTOn, Migxomy [LO0
06pasiB, CTBOPEHNX BUKOHaBLIEM. TakoX, B paMKax JOCHiAXEeHHSA NpoaHani30BaHO BUKOHAHHS
Ha Npuknagax TBopiB azepbanKaHCbKMX i 3aXiAHOEBPONENCHKMX KOMMO3UTOPIB.

BucHoBku. Y penepTyapi M. MaromaeBa ocobnuBe Micle NPUAINEHO ONEpHUM apisiM
pisHMx KomnosuTopiB. OfHiel0 3 TONIOBHUX OCOGNMMBOCTEN Yy BMKOHaHHI M. Maromaesa
€ 36epexeHHs cTuo Byab-AKOI apii y npoueci BUKOHaHHS. Lie nposBnseTbea K y po3MaiTTi
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TEeXHIKM BWMKOHABCbKOT MAaWCTEpPHOCTI, TaK i Yy iHAMBIgYyasbHOMY 3acTocyBaHHi 3acobiB
XYLOXHbOT iHTepripeTauil. ApTUCT BM3HA4YaB BAacTUBI KOXHOMY 06pa3y HangpibHiwi aetani
" nepeTBOptOBaB X B XapaKTepHy ocobnuBicTb reposi. BukoHytoun Taki apii, BiH 3 ycnixom
BUSIBNISIB BCi MOXJ/MBOCTiI CBOro rosiocy. OcoG/nMBOCTI xapakTepy rosiocy, 30Kpema Moro
cuna, obecar gianasoHy, hopMa 3BYKOBOrO arnapara, LuMpoka BoKasibHa TeXHiKa BUKOHaHHS,
GaraTa 3ByKOBa naniTpa fatoThb MifcTaBy roBOPUTM MPO Te, L0 3BYKOBMIA anapat crnisaka 6ys
3aKnafeHuin npupogoto. LLInpokuii fiana3oH ronocy BUKOHaBLUS [JO3BOJIMB MOMY 3 BEJIMKOIO
MaMlCcTepHICTIO CNpaBAsATUCA 3 apisiMK, HaNUCaHUMK ANa 6acoBux | 6GapuUTOHOBUX TEMOPIB.

Knioyosi cnoBa: AsepbarnpxaH; Mycnim MaromaeB; 6apuTOH; 0COBAMBOCTI BUKOHAHHS
onepHUX apin; akageMiuHe BoKaslbHe BUKOHaHHS; 0COBIMBOCTI XXaHPOBUX CTUNIB

OCOBEHHOCTU UHTEPMNPETAL,UN OMEPHbIX APUN
A3EPBAUAXAHCKUX U 3ANTAQHOEBPONEUCKUX KOMMNO3UTOPOB
B UCMOJIHEHUN MYCJIUMA MATOMAEBA

Unbxam Hasapos

JIOKTOPaHT, rpernogaBaTtesib Kageapbl COIbHOIo NeHUsl 1 OrePHOU MOArOTOBKY;
ORCID: 0000-0002-8657-9513; e-mail: ilhamnazarov@yahoo.com
BakuHckasi My3bikanbHasl akagemusi uMenun Yseupa lagxun6berinu, baky, A3epbaiigxaH

AHHOTayunsa

Mycnum Maromaee (1942-2008) sBnsieTcs BblLalOWUMCA apTUCTOM, CbIrPaBLUMM
6onblUyt0 poSib B UCTOPUM KYNbTypbl BOKaNbHOW My3blki A3epbaigyxaHa M Bcero mwupa.
B TtBOpuecTBe M.MaromaeBa ocoboe MeCTO 3aHMMalOT apuM W3 oOfep PasInYHbIX
KOMMNo3nTopoB. C NepBbiX LAroB CBOEro TBOpYecTBa OH Npuberan K TakuM apysiM 1 yCneLwHo
co3fjaBan Henogpaxaemble ofpasubl UcKyccTBa. B npefcTaBneHHoW cTaTbe yheneHo
60nbllOe BHAMaHUE UCMOSIHEHUIO OMEPHbIX apui NeBLOM U BHECEHO SICHOCTb B MPUHLMMbI
ucnonHeHus. NoJyYepkHYTO, YTO A0 CErOfHSILUHEro AHS 0COOEHHOCTW UCMONIHEHUSI OMEPHbIX
apuin M. MaromaeBa He Mccile[oBasMCb Ha HayYHO-TEOPETUYECKUX OCHOBAHWAX U B CBA3M
C 9TVMM He MPOBOAMUIIUCH LLUMPOKUE UCCNef0BaHNS.

Lienb uccnepoBaHus 3aksoyaeTcsl B onpefesieHun MPUHLMMOB UCMOSIHEHUS OMepHbIX
apui M. MaromaeBbIM, 0COBEHHOCTEN WMHTeprnpeTauum HEKOTOPbIX NMPOU3BEMEHUA B €ro
MCMONHEHUMN.

MeToponorus uccnepoBaHus. Micnonb3oBaHbl METOAbl aHanN3a pasIM4YHOro BOKaabHOro
ucnonHeHus. Bce aTo cBsi3aHHbIM 06pa30M NpeAcTaBfieHO B BUAe CBefeHWI 06 UCNoNHUTenNe,
ny6amMKyeMbiX B pasfiMyHbIX raseTax M XypHanax, a TakXe B BUAE HEKOTOPbIX MOMEHTOB
M3 ero Xu3Hu. [poBOAMMBIA aHanM3 UCMOJSIHEHUS CBA3aH C TeopeTMyeckMMW acnektamu
My3blkoBefieHUsA. B To Xe BpemMsi, 0COBEHHOCTU BOKaNbHOrO WCMOSIHEHUSI MpeAcTaBJieHbl
aHanM30M HOTHbIX MPUMEPOB.

HayyHass HOBM3Ha uccnepoBaHMA 3aK/lOYaeTcs B TOM, YTO BrepBble MCCenoBaHbl
0COBEHHOCTU WMHTeprpeTauun OMepHbIX apuin B ucnofHeHun M. MaromaeBa, onpepeneH
MeToq noaxofa K obpasam, cO3[aHHbIM UCMONHUTENeM. Takxe, B pamKax uccrefoBaHus
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NpoaHanM3MpoOBaHO WCMOJSIHEHWE Ha MpuUMepax MNpou3BefeHuit  asepbanfyKaHCKUX
U 3anafgHoeBPONeNCKMX KOMMO3UTOPOB.

Boieogbl. B penepTyape M. MaromaeBa oco60e MECTO YyHeNeHO OMEPHbIM apusim
pasfiMyHbIX KOMNO3MTOpoB. OHOM U3 MaBHbIX 0COGEHHOCTEN B UcmofHeHun M. MaromaeBa
ABAISIETCS COXPaHEHWe CTuna no6ol apuM BO BPeMsi UCTIONHEHUs.. ATO MpOosIBNsSieTCs Kak
B pasHoo6pasWu TEeXHWKM WCMOSIHUTENIbCKOr0 MacTepcTBa, Tak M B OT/NYMTENIbHOM
NMPUMEHEHUN CPEACTB XYL OXECTBEHHOIrO WCMONHEHUSl. ApTUCT omnpefensn npucyuine
Kax oMy o6pasy Menbyaiillue feTanu U npeobpasoBbiBan UX B XapaKTepHY 0COGEHHOCTb
reposi. MicnonHsasi TakMe apuu, OH C YCMEXOM MpPOSIBAsN BCE BO3MOXHOCTU CBOEro rosoca.
OcobeHHOCTM XapaKTepa rosioca, B TOM Yucsie ero cuna, o6beM fuana3oHa, hopma 3ByKOBOIO
annapaTa, LUMpoKasi BOKaJlbHas TexXHUKa MUCMoNHeHusl, GoraTtasi 3BykoBasi manuTpa JatoT
OCHOBaHWe roBOpUTbL O TOM, YTO 3BYKOBOI annapat nesLa 6bin1 3anoxeH npupoaoit. LLinpokui
[Mana3oH rosioca WCMOJIHUTENSI MO3BOSUA eMy C GOSblIMM MacTEpPCTBOM CMpPaBAsThbCS
C apusiMu, HanucaHHbIMY A5t 6acoBbIX U 6apUTOHOBbLIX TEMOPOB.

KnroueBble cnoBa: AzepbaiifxaH; Mycnum Maromaes; 6apuToH; 0CO6EHHOCTU UCMOSTHEHWS]
OMepHbIX apuii; akafeM1Yeckoe BOKabHOE UCMOTHEHME; 0COBEHHOCTM XXaHPOBbIX CTUMEN
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