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EVOLUTION OF LYRICAL IMAGE IN BALLETS
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Abstract

This article is devoted to the study of the evolution of the lyrical image in the ballets of
Azerbaijani composers. The presented article emphasizes that the Azerbaijani ballet on the
extension of the history of the Azerbaijani school of composition functioned indefinitely as an
important component of the Azerbaijani musical culture. The theme of this article is actualized in
the aspect of the historical approach, as each ballet of Azerbaijani composers, on the other hand,
reflected the significant features of the artistic, historical and cultural context. On the other hand,
the study of the evolution of the lyrical image in the Azerbaijani ballets reflects the dynamics of
the development of the Azerbaijani school of composition. Moreover, the figurative system in
Azerbaijani ballets represents the slender line of artistic connections of Azerbaijani culture. The
purpose of the research is to study the role of the lyrical image in the evolution of the Azerbaijani
ballet. The research methodology is based is based on the use of a historical approach to
determine the basic definitions of the study. The expediency of the historical method is due to
the fact that the development in the space of historical time should be based on certain basic
categories that would reflect the school of composition, its national specifics. The scientific
novelty of the research is that for the first time the peculiarities of the evolution of the lyrical
image in Azerbaijani ballets — from its origin to modern functioning — are analyzed; the nuances
of style creation in the Azerbaijani school of composers in the specified aspect are considered,
and also certain art processes are systematized. Conclusions. It is proved that the combination
of deep lyricism with dramatic emotions is characteristic of the transfer of lyricism in the drama
of ballets at all historical stages of development, in different stylistic contexts. Lyrical images in
the ballets of Azerbaijani composers have similar features and are due to the specific content of
the national worldview.

Keywords: ballet; lyric; image; evolution; music; history; culture; composer

Introduction

Azerbaijani ballet on the extension of the history of the Azerbaijani composition
school has functioned indefinitely as an important component of the Azerbaijani musi-
cal culture. Composers of all generations devoted themselves to ballet, turning to this
kind of musical theatre. The history of Azerbaijani music has in its treasure trove such
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masterpieces as the ballet “Maiden's Tower” by Afrasiab Badalbeyli, “Seven beauties” by
Kara Karaev, “1001 nights” by Fikret Amirov, “Legend of Babeken” by Arif Malikov. The sci-
entific novelty of the enterprise, which is included in this article, is that the first analyzes
the peculiarities of the evolution of the lyrical image in the Azerbaijani ballets - from
the awakening to its modern functionality; the nuances of stylization in the Azerbaijani
composition school are considered in the specified aspect, and also certain artistic pro-
cesses are systematized.

Purpose of the article

The purpose of the research is to study the role of the lyrical image in the evolution
of the Azerbaijani ballet.

Recent research and publications analysis

The study of the lyrical image evolution in ballets of Azerbaijani composers was fa-
cilitated by the works of E. Abasova (2000, 2004), namely ‘On innovative tendencies in
the work of Kara KaraeV’, ‘The role of Arif Melikov in the development of the composing
school of Azerbaijan’, the works devoted to the harmonic language of the composing
school of Azerbaijan, the theoretical works of R. Aliyev (1991), R. Kosacheva (1984),
G. Mahmudova (2006), S. Skrebkov (1973).

Main research material

The lyrical image system, which was recorded in the ballets of Azerbaijani compos-
ers, defined a whole range of associations associated with the high spirituality of the
Azerbaijani people. It is for this reason that musical lyrical characteristics in Azerbaija-
ni ballets play a huge role in the dramaturgy of ballets and become clear ideas, leitmo-
tifs, determine the important points of content in ballets. Lyrical images in Azerbaijani
ballets have a table of high specific weight, which acquire the meaning of the symbols
of the figurative system of Azerbaijani art.

The study of lyrics in the development of Azerbaijani ballet reveals the opportunity
to study the process of styling in Azerbaijani professional music. And the problems of
the formation of the national style in the context of the Azerbaijani school of composi-
tion are the most pressing problems of Azerbaijani musicology. It is necessary to fol-
low the logical chain of awakening and development of national style, unconditionally,
the necessary aspect and research of the problem of modern art.

The lyrical image is remarkable with subtle nuances of expressiveness, and theatri-
cality enhances the aesthetic properties of the lyrical image of the effect on the listener.
Against the background of bright figurative characteristics in the dramaturgy of ballets,
lyricism is distinguished by subtlety, sophistication, emotional depth.

And also, some general features of the musical expression of the Azerbaijani folk
music, performed in the Azerbaijani ballets.

1. The descending dynamic profile of melodies — this is a bright feature that belongs
to all lyrical genres of Azerbaijani folk music from the rhyming and lyrical songs of the
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Azerbaijani mugam. This important characteristic is based on the low displacement of
the support steps. At the same time, the dynamics of ladointonation is enhanced by
the movement of the lower tonic.

2. Ornamental specificity of melodism. The ornamental principle of positioning and
development of melody is the basic morphological system of art in Azerbaijan. In this
sense, ornamentation in music represents the process of enriching the melody with
subtle expressive intonation nuances in the system of passing and auxiliary sounds;

3. Descending chains of sequences, creating in the melody of lyrical themes the
necessary rhythm, are a characteristic feature of the national lyrical melody;

4. The lyrical verse of Azerbaijan differs in the brightness of the initial thematic
‘application’. It is the main intonation that lays the ‘program’ of the lyrical image and its
development. Sufficiently often a bright emotional effect is achieved at the beginning
of the peak tone.

5. The melodic outline of the lyrical expression is plastic, its expressiveness rests
on the subtle nuances of ladointonation, wavy melodic lines enhance emotional ex-
pressiveness.

6. Special relief of lyrical melodies are acquired as a result of the whole ‘loop’ of
growths.

The support of the national semantics in the ballets of Azerbaijani composers rep-
resents a deep understanding of the meaning of Azerbaijani folk music. With greater
sensitivity, aesthetically more focused on the perception of the national layer in music
there is a ladointonation system.

We sum up some means of expressing lyrics in Azerbaijani music:

1. Variation of ladofunctional coordination with the stem;

2. Expressiveness of cadences and their ostinato-dramatic repetition;

3. Special qualities of material development, lyrical methods of development;

4. Methods of development of the main range;

5. Dynamics of growth of intensifying lyrical image development;

6. Features of the development of the main thematic grain - the first impulse of
the lyrical image;

7. Ornamentality as an effective method of lyricization of the text.

The richness and multiplicity of lyrical images in the ballets of Azerbaijani compos-
ers are connected with the specifics of the national character, the priorities of mentality,
the peculiarities of the individual style of Azerbaijani composers and other factors. Lyr-
ical forms of expression in Azerbaijani ballets are multifaceted and closely related, un-
ambiguously, with meaning and dramatic embodiment of the main idea and plot, with
the peculiarities of the musical language, which determines the expressive expression.
The peculiarities of lyrical expression in the ballets of Azerbaijani composers are re-
flected in the high weight of lyric content, the maximum level of emotional expression.
The specific style of the composer dictates this or that type of lyrical image. And in the
history of the Azerbaijani ballet is recorded a wide range of lyrical imagery. Together
with the wholeness of the Azerbaijani musical culture, the national specificity of the
artistic culture, the unity of the sources and stages of development of the Azerbaijani
school of music determine a single circle and the peculiarities of the Azerbaijani lyric
poetry, the lyrics of our songs:

Huseynli, L. Evolution of Lyrical Image in Ballets of Azerbaijani Composers

181



182

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepia: MyauiHe MUCTELTBO 2021 - 4(2) - 179-187

1. Significant role of traditional lyrical foundations in Azerbaijani art culture;

2. Sustainability of expression of lyrical semantics as a national slang culture;

3. Depth of moral characteristics, the maximum degree of expression of spirituality;

4. The role of lyrical-dramatic expression in the characterization of female images
in the ballets of Azerbaijani composers;

5. Reflection of traditional lyrical bases in a modern stylistic context, in terms of
artistic innovations.

Naturally, that the birth of a new form of professional music for the Azerbaijani
theatrical genre is due to itself and the birth of new forms of expression, closely related
to the language of choreography, theatrical performance, dramaturgy. Thus, in the cre-
ation of the ballet A. Badalbeyli relied on and performed in his individual style of Azer-
baijani folk melodies. The main thing for us is the individualization of lyrical imagery,
which allowed the composer to lay the foundations of a definite, nationally conditioned
drama. For example, the tragicness of the lyrical image intersects the national musical
material and raises it to the professional level of authorial communication.

It is important to note that the music of the first ballet in the history of Azerbaijani
was formed a lyrical image as a semantic and compositional centre of ballet, possess-
ing an impressive force of action.

Aesthetic universals of lyrical images by Nizami Ganjavi were reflected in the figu-
rative system of Kara Karaevs ballet ‘Seven beauties'.

As the analysis showed, the lyrical structure of the image of the Seven beauties
operates on the intonations of the complex hierarchical system of intonation intona-
tions, including the increased seconds. The fullness of the existence of musical lyrical
images is revealed at the level of such a charm as chargyah. Let us recall that char-
gyahs in their semantics are able to express not only lyrical but also a dramatic sphere.
We emphasize that the intonation of the extended seconds are the main themes that
characterize the Seven beauties, as well as the developing and concluding parts of the
development of lyrical scenes.

The chromatic nuance of the ‘Adagio Aisha and Bahram’' theme is dynamic from
a functional point of view. The nuances of the altered steps are thought out and la-
conic. And, at the same time, it is precisely the economy of expressive means that
conveys the power of lyrical energy in a concentrated manner. Let me emphasize that
the comparison of diatonic and chromatic elements is not only ‘visual’ in nature of aux-
iliary sounds. A complex multifunctional system of horizontal and vertical conjugation
is concentrated here. Thus, in the harmonization of the first and second elements of
the theme, the rise of the 8th degree, which is characteristic of the segyah mode, is
alternately reproduced, that is, si-flat — si-natural. As a result, an interval of a reduced
octave is formed between the melody and the harmonic accompaniment. Further,
such a bright dissonance in the third element turns into the melodic structure of the
third element.

The most striking and specific feature of the lyrical image in the ballet ‘Seven Beau-
ties’ is a high artistic generalization. The latter highlights lyrical images in ballet as
one of the main vectors of drama. It is this quality that allows one to explore the char-
acteristic properties of the lyrical image in the ballet ‘Seven Beauties’ as an evolution-
ary stage in the process of the composer’s style. Let us emphasize that the study of
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lyricism in Azerbaijani ballets requires a special approach. Lyrical imagery appears in
every ballet. In each ballet, the lyrics take on individual features depending on the era
and style of the composer. The creation of each new ballet was accompanied by the
birth of certain new forms in the history of Azerbaijani ballet.

Turning to the lyrics in Azerbaijani ballets, we note that the lyrics create semantic
correlations in the context of ballets that hold together the form and drama of the ballet
as a whole. The above is comparable with Arif Melikovs ballet ‘The Legend of Love'.

The semantics of the musical expressiveness of lyrical images in the ballet ‘The
Legend of Love’ by Arif Melikova is complex, has both individual and genetic character.
It is about reliance on lyrical expressiveness, which was formed in the context of Azer-
baijani professional music.

‘Adagio Farhada and Shirin’ seems to embody several aspects of the lyrical content.
Here there is a high lyrical feeling, nobility, restraint of emotions, and a ‘high point’ of
the intensity of passions, and an exquisite, flexible lyrical lightness of a light joyful feel-
ing. The specificity of intonational positioning is multifunctional. Here is a lyrical chant,
and mournful intonations, and an emotional outburst of feelings. One can also observe
a figurative transformation from a quiet chant to lyrical pathos. Thus, the expressive
culmination is based on the main theme ‘Adagio’. The lyric and dramatic content of
‘Adagio Farhad and Shirin’ is clearly revealed in the juxtaposition of emotional blocks.
Thanks to this development, ‘Adagio Farhada and Shirin’ is permeated with movement,
and the emotional ‘colour’ is deeply personal.

Turning to the interpretation of the lyrical image in the ballets of contemporary
Azerbaijani composers, let us note the national specificity and integrity of the lyrical
image in the ballets ‘Babek’ and ‘Waltz of Hope’ by Akshin Alizade. The chromatic
nuance of the Adagio Aisha and Bahram theme is dynamic from a functional point
of view. The nuances of the altered steps are thought out and laconic. And, at the
same time, it is precisely the economy of expressive means that conveys the power
of lyrical energy in a concentrated manner. Let me emphasize that the comparison
of diatonic and chromatic elements is not only “visual” in nature of auxiliary sounds.
A complex multifunctional system of horizontal and vertical conjugation is con-
centrated here. Thus, in the harmonization of the first and second elements of the
theme, the rise of the VIllith degree, which is characteristic of the segyah mode, is al-
ternately reproduced, that is, si-flat — si-neutral. As a result, an interval of a reduced
octave is formed between the melody and the harmonic accompaniment. Further,
such a bright dissonance in the third element turns into the melodic structure of the
third element.

The most striking and specific feature of the lyrical image in the ballet ‘Seven Beau-
ties’ is a high artistic generalization. The latter highlights lyrical images in ballet as
one of the main vectors of drama. It is this quality that allows one to explore the char-
acteristic properties of the lyrical image in the ballet ‘Seven Beauties’ as an evolution-
ary stage in the process of the composer’s style. Let us emphasize that the study of
lyricism in Azerbaijani ballets requires a special approach. Lyrical imagery appears in
every ballet. In each ballet, the lyrics take on individual features depending on the era
and style of the composer. The creation of each new ballet was accompanied by the
birth of certain new forms in the history of Azerbaijani ballet.
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The lyrical image as a spiritual value in the ballets of Fikret Amirov and Arif Me-
likov received its own special meaning. Thus, the individualization of lyrical images in
ballets based on the works of Nizami is one of the main features of their embodiment.
Directly connected with it is another feature that organizes the stylistic constant of bal-
lets - this is the development, content dynamics, dramatic evolution of lyrical images.

The dramaturgy of Fikret Amirov’s ballet ‘Nizami’ is constructed in such a way that
the lyrical centre — the second act — contains the main lyrical content of the ballet.

F. Amirov, as an expert on Azerbaijani folk music culture, very subtly used the
ethos of Azerbaijani modes in the disclosure and drama of the lyrical image of Afak.
The characterization of the heroine Afak is based on the expressive intonation of the
shoyah modes - zabul and shushter. And in the scene of Afak’s death, a tragic melody,
based on the chargah mode, comes to the fore.

The figurative and aesthetic parallels of the ballets of Azerbaijani composers, writ-
ten based on the works of Nizami, converge on identical aspects of the interpretation
of the lyrical image. Valuable are common human determinants, on the one hand, and
national spiritual heritage, on the other. As it was said, in the ballets of Azerbaijani com-
posers based on the poems of Nizami Ganjavi, the lyrical image is the lyrical center in
the drama of ballets.

In the ballets of Kara Garayev, Fikret Amirov, Arif Melikov, the speech should be
about deepening the lyrics, about a new understanding of the lyrical, of course, con-
nected with the content of the ballets.

Turning to the lyrics in Azerbaijani ballets, we note that the lyrics create semantic
correlations in the context of ballets that hold together the form and drama of the ballet
as a whole. The above is comparable with Arif Melikov’s ballet ‘The Legend of Love'.

The semantics of the musical expressiveness of lyrical images in the ballet ‘The
Legend of Love’ by Arif Melikov is complex, has both individual and genetic character.
It is about reliance on lyrical expressiveness, which was formed in the context of Azer-
baijani professional music.

‘Adagio Farhada and Shirin’ seems to embody several aspects of the lyrical content.
Here there is a high lyrical feeling, nobility, restraint of emotions, and a ‘high point’ the
of intensity of passions, and an exquisite, flexible lyrical lightness of a light joyful feel-
ing. The specificity of intonational positioning is multifunctional. Here is a lyrical chant,
and mournful intonations, and an emotional outburst of feelings. One can also observe
a figurative transformation from a quiet chant to lyrical pathos. Thus, the expressive
culmination is based on the main theme ‘Adagio’. The lyric and dramatic content of
‘Adagio Farhad and Shirin’ is clearly revealed in the juxtaposition of emotional blocks.
Thanks to this development, ‘Adagio Farhada and Shirin’ is permeated with movement,
and the emotional ‘colour’ is deeply personal.

In the ballet “Babek” the continuity of the emotion development is brought to the
fore. The flow of thought with a smooth flowing stream is replaced by dynamic growth,
intense emotional development. The main pathos lies in the subtle fixation of various
states of mind. As you know, a wide, intense development of emotion most often relies
on the constant renewal of the melody without returning to the past stages.

An important stage in the development of the lyrical drama of the heroes is their
third duet scene in the second act —'Farewell of Babek and Perishad’. The thematic
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fabric of the duet is saturated with acute impulsive intonations. The sound plan of the
number breaks down into three thematic layers: an ostinato rhythmic background, sec-
ond ‘clusters’ layering on the sustained sound ‘€', and short motives — exclamations of
woodwind instruments. Development is directed towards its increasing dramatization,
the thematic of the scene is largely determined by the dynamics of various types of
musical movement. In this free sound formation of form, various shades of mood are
captured - from pensive-contemplative to excited-expressive.

The analysis shows that in the arsenal of the composer Akshin Alizade there were
means that emphasized the specifics of national intonation and enhanced the expres-
sive means of the lyrics in the ballet 'Babek'.

Conclusions

Let’s list the typological parameters that unite the lyrical images of Azerbaijani
composers:

1. Unity of national origins; artistic and historical ties with the primary source;

2. Intonational and typological connections of lyric poetry in ballets;

3. Features of musical and expressive means of lyrics in ballet miniatures by Azer-
baijani composers. Unity and stylistic diversity;

4. Priority of genre-forming musical means in ballet miniatures;

5. The role of the complexity of the ballet performance in the embodiment of the
lyrical image;

6. Ballet miniatures are distinguished by musical dynamics, certain properties of
dramatic development, in which it becomes necessary to concentrate the maximum
content in a miniature form;

7. Stage adequacy functions in performances. In this sense, the best traditions of
the musical and choreographic school of Azerbaijan were embodied in ballet minia-
tures by Azerbaijani composers.

Musical and expressive means of lyrics have certainly evolved in Azerbaijani bal-
lets. The functioning of the individual style of each of the outstanding composers of
Azerbaijan has determined the features and means of embodying lyrical images in
ballets. The specificity and character of these ‘markers’ of the lyrics in the music of
Azerbaijani composers are based on the expressive means of the lyrics of the Azerbai-
jani national musical culture.
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AHoTauyisa

MeTta pocnig)xeHHs - 3'sicyBaTM creundiky W BUABUTM OCOBNMBOCTI  eBostoLil
nipnyHoro o6pasy B 6anetax asepbHainpKaHCbKMX KOMMO3UTOpIB. Y cTaTTi NiAKpecneHo, wo
asepbaniKaHCbKMIn 6aneT NpoTAroM icTopii aszep6aingyKaHCbKOI KOMMO3UTOPCHKOI LIKOU
He3MiHHO PyHKLIOHYBaB K BaXXJInBa CK1afoBa My3U4HOI KynibTypu. Tema cTaTTi akTyanisoBaHa
B acrekTi iCTOPUYHOro Migxody, OcKifibku KoxeH 6aneT asepbaifyKaHCbKMUX KOMMO3UTOPIB,
3 0 HOro 60Ky, Bii6NBaB 3HaYYLLi 0COBNMBOCTI Xy[0XHbOTO, ICTOPUKO-KYNIbTYPHOIrO KOHTEKCTY.
3 iHWoro 60Ky, BMBYEHHS €BOSOLIT NipuyHoro obpasy B 6HaneTax Bigobpaxae [UHaMiKy
pO3BUTKY asepbaniyaHCbKOl KOMMO3UTOPCHbKOT LwWKonu. KpiM Toro, nogi6Ha cuctema
B asepbail)kaHCbKMX 6GaneTax penpeseHTye NiHito XYAOXHiX 3B'A3KiB asepbaigykaHCbKoT
KynbTypu. MeTogonorisa gocnifKeHHs 6a3yeTbCsl Ha BUKOPUCTaHHI icTopuyHoro nigxogy (ans
BMU3HAYeHHsI OCHOBHMX AediHilii gocnigykeHHs). [JouinbHICTb iCTOPUYHOro MeToay 3yMOBJIeHa
TUM, LLO PO3BUTOK B MPOCTOPI ICTOPMYHOrO Yacy Mae cnupaTucsa Ha neBHi 6a30Bi KaTeropii,
AKi Bigo6paxkann 6 KOMMO3UTOPCbKY LUKOAY, Ti HauioHanbHy crneuundiky. HaykoBa HOBU3Ha
BOCHNIKEHHS MOJsirae B TOMY, LLLO BrepLUe NpoaHanisoBaHO 0CO6/IMBOCTI €BOOLT NipUYHOro
o6pa3y B asepbalpKaHCbKUX 6anetax — Bif, BUHWKHEHHSI 4O Cy4acHOro GyHKLUIOHYBaHHS;
POSIMSIHYTO HIOAHCU CTUNIETBOPEHHS B  a3epbaifpKaHCbKil KOMMO3UTOPCHKIN  LUKONi
B 3a3HayeHOMy acrekTi, @ TaKOXX CUCTeMaTM30BaHO MEBHi XyAOXHi mpouecn. BUCHOBKM.
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[oBefeHo, WO MNOEAHAHHS TNOGOKOro nipM3My 3i CMOBHEHWMW JpamaTuaMy emoLuisiMu
XapaKTepHe Afns nepefadi nipuku B ApamMatyprii 6aneTiB Ha BCiX ICTOPUYHMX eTanax
PO3BUTKY, B Pi3HMX CTUMICTUYHUX KOHTeKCTax. JlipuyHi o6pasu B 6anetax azepbanykaHCbKuxX
KOMMO3UTOPIB MatoTb MOAIGHI pUCK 1 3yMOBAEH] cneundikoro 3MICTOBHOCTI HaLioHanbHOro
CBITOCMPUMHATTA.

KnioyoBi cnoBa: 6aneT; nipuka; o6pas; eBooList; My3nKa; iCTOpIst; KynbTypa; KOMMO3UTOp
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AHHOTayunsa

Lenb uccnepoBaHuss — BbISICHUTb crieunMdrKy U BbIIBUTb OCOGEHHOCTM 3BONHOLUK
NMpuyeckoro obpasa B 6anetax azepbanaykaHCKMx KOMMNO3UTOPOB. B cTaTbe NoAYEPKHYTO, YTO
asepbanyKaHCKUiA 6aneT Ha NPOTSXKEHMN UCTOPUM asepbaigyKaHCKOM KOMMO3UTOPCKOM LWKOSIbI

HEU3MeHHO beHKLl,MOHVIpOBaJ'I B KayeCTBe Ba)>XHOro cJjiaraemoro My3bIKaﬂbHOl7I KYNbTypbl.

Tema cTaTby aKTyanM3npoBaHa B acrekTe UCTOPMYECKOrO NOAX0Aa, MOCKOJIbKY KaXabli 6aneT
asep6anikaHCKUX KOMMO3UTOPOB, C OJHOW CTOPOHbI, OTpa)kan 3HauyuMble OCOGEHHOCTU
XYZLOXXECTBEHHOIO, WUCTOPUKO-KYNIbTYPHOrO KOHTeKcTa. C  [pyroi CTOpOHbl, U3y4yeHue
3BOJOLLMM TMPUYECKOro o6pasa B 6aneTax oTpaXKaeT AMHAMUKY pa3BUTUS a3epbaiifKaHCKow
KOMMO3MTOPCKOW LWKosbl. bonee Toro, nogo6Has cuctema B asepbaifykaHcKux GaneTax

PEnpeseHTUPYeT  JIMHUIO  XY[OXECTBEHHbIX  CBsi3ed  a3ep6alfXaHCKON  KynbTypbl.

MeTogonorua uccnefoBaHUs OCHOBaHa Ha WCMOJIb30OBaHWM WCTOpPUYECKOro nogxoaa (ans
onpeaeneHns OCHOBHbIX AedUMHULUMIN uccnepoBaHus). Llenecoo6pasHoCcTb UCTOPUYECKOro
MeToAa 06YCoB/IeHa TeM, YTO pa3BUTUE B NMPOCTPAHCTBE UCTOPUYECKOrO BPEMEHW AO/MKHO
onupaTtbCcsl Ha onpepesieHHble 6a30Bble KaTeropun, KOTopble oTpaxkanu 6bl KOMMO3UTOPCKYHO
LUKOJy, ee HauuoHasibHyto creunduky. HayyHas HOBU3Ha McCnefoBaHUA 3ak/toyaercs
B TOM, YTO BrepBble MpoOaHann3MpoBaHbl OCOGEHHOCTM 3BOJIIOLMM JIMPUYECKOro obpasa
B asepb6aiiyKaHcKmx 6anetax — OT BO3HUKHOBEHWSA [0 COBPEMEHHOIr0 GYHKLMOHUPOBAHUS;
paccMOTpEHbl HKAHCbl CTUIe06pasoBaHusl B asep6aiiyKaHCKOM KOMMO3UTOPCKOM LUKose
B YKasaHHOM acrekTe, a TaKXe CUCTeMaTU3MPOBaHbl OMpejesieHHble XYAOXXeCTBEHHble
npoueccol. BeiBogbl. [JoKasaHo, YTO coYeTaHue rny6oKoro MpnsmMa ¢ nosHbIMK gpaMatuama
3MOLMSIMU SIBNAIETCA TUMWYHBbIM AN Nepefaun NMpUKKM B ApamMaTtyprum 6aneToB Ha BCeX
WCTOPUYECKUX ITanax pPasBUTUS, B pPasHbIX CTUIUCTUYECKUX KOHTEeKCTax. JlMpuyeckue
06pa3bl B 6aneTax azepbangpKaHCKNX KOMMO3UTOPOB UMEIDT CXOXWEe YepTbl U 06YCOBIIEHDI
cneunduKoin cofepaTenbHOCTU HAaLMOHANbHOrO MUPOBOCTIPUATHS.

KnioyeBble crioBa: 6GaneT, NUpUKa; 06pas; 3BOJIOLMS; My3blKa; UCTOPUS; KynbTypa;
KOMMO3MUTOp
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Abstract

The article examines the chamber-instrumental work of Franghiz Alizadeh, a prominent
representative of the modern Azerbaijani school of composition, People’s Artist, awarded the
honorary title of ‘Artist of Peace’ by UNESCO. The article also highlights the characteristics of
the musical and harmonic language, original timbre combinations, unusual dynamics, methods
of using modern musical techniques of chamber-instrumental works of Franghiz Alizadeh, which
is an area of her creative work that combines East-West music synthesis. The article analyzes
Franghiz Alizadeh’s composition ‘Oasis for tape recorder and string quartet and gives specific
features of the work. The article emphasizes that Franghiz Alizadeh’s presentation of Oriental
thought in a synthesis of modern methods in the composition ‘Oasis’ is a unique feature of
the work. The purpose of the research is to analyze the composition of Franghiz Alizadeh'’s
‘Oasis’ and to determine the individual stylistic features of the composer. The interpretation of
important innovations in Franghiz Alizadeh’s chamber-instrumental work and the discovery of
its connection with modern music culture is especially emphasized. The basis of the research
is the involvement of Franghiz Alizadeh, a prominent representative of the modern Azerbaijani
school of composition, in the research work of the composition ‘Oasis’, which has not been
subjected to scientific and theoretical analysis. The research methodology is based on music-
analytical, theoretical, and historical analysis. It was noted that Franghiz Alizadeh’s chamber-
instrumental work was formed in the context of the development of modern music, and modern
technical methods were manifested uniquely. At the same time, the methodological basis of the
article is based on the scientific-theoretical principles and research of Azerbaijani and foreign
musicologists. The scientific novelty of the research is that for the first time, the general features
of Franghiz Alizadeh’s chamber-instrumental creative work were studied within the framework
of Azerbaijani music science, and the composer’s composition ‘Oasis’ was analyzed in detail.
At the same time, based on the analysis, the article presents a detailed scientific study of the
composition ‘Oasis’, which is of great importance in the work of the composer. Conclusions. The
comprehensive analysis of Franghiz Alizadeh’s chamber-instrumental work and especially the
composition ‘Oasis’ in the presented article allows drawing important conclusions about the
features of the composer’s creative style. Franghiz Alizadeh is a modern Azerbaijani composer
distinguished by her original creative style, and it was noted that the deep content of her works,
distinguished by her unusual style of performance, is important in our national music art. It was
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noted that the East-West synthesis is dynamically manifested in the composer’'s work, and this
feature is directly felt like her works. From this point of view, F. Alizadeh’s camera-instrumental
work is distinguished by the difference of modern writing techniques with rich images, and she
has achieved great success not only in her native Azerbaijan but also far beyond its borders. It
should be noted that Franghiz Alizadeh’s works, which combine East-West synthesis, have been
performed in many countries and met with success. From this point of view, the composition
of ‘Oasis’ differs by its rhythmic structure, artistic content, and texture form. It is especially
emphasized that the unusual performance of the composition ‘Oasis’ was used to reveal
a certain image. It is noted that the composition has a different musical language, along with
deep content and non-traditional features. The combination of serial technique and mugam
elements gives the composition ‘Oasis’ originality. It is noteworthy that the tape was used as
an integral part of the camera-instrumental work. It was noted that the composition "Oasis", as
a work of synthesis of theatre and music, has a theatrical effect.

Franghis Alizadeh is currently living the period of wisdom in her work and enriches the
professional music of Azerbaijan with her unusual works of modern type, which combine East-
West synthesis.

Keywords: Franghiz Alizadeh; ‘Oasis’; chamber-instrumental; quartet; mugam,; timbre;
tape recorder

Fiqure 1: Franghiz Alizadeh. Baku.

Introduction

The article examines the chamber-instrumental work of a prominent representative
of the Azerbaijani school of composition, People’s Artist, Professor F. Alizadeh and for
the first time, her composition ‘Oasis’. As a researcher of Franghiz Alizadeh’s chamber-
instrumental work, we can note that the composer’s works based on East-West synthe-
sis and comparison of different compositions are the result of her research in the field
of modern music. It should be noted that the study of F. Alizadeh’s work based on mod-
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ern composition techniques and the highlighting of its features is one of the important
and urgent tasks of modern Azerbaijani national musicology. The diversity of F. Aliza-
de’s creative researches, the diversity of themes, genres, and forms used in her work
are directly reflected in his chamber-instrumental works. The first test place of modern
compositional techniques and tendencies in Franghiz Alizade’s work is her chamber-
instrumental works, and the quartet genre is of great importance in this regard. In this
sense, the composer’s quartet ‘Oasis’ can be defined as an unusually different work,
which combines a philosophical and aesthetic worldview with the trends of modern
music. In the composition ‘Oasis’ F. Alizadeh expresses different stages of human life
through the quartet genre within the complex laws of modern time. In the music of
the work, F. Alizadeh combined the determination of the quartet genre with deep and
sad lyrics, sharp intonation language. Franghiz Alizadeh, applying both concrete music
and instrumental theatrical elements, expressed a philosophical approach to natural
phenomena in her work ‘Oasis’ for string quartet and tape recorder. Interestingly, the
quartet continued the features of the genre in terms of style in the later stages of the
composer’s work.

F. Alizadeh’s work is multifaceted and colourful both in terms of theme and genre.
F. Alizadeh’s chamber-instrumental works, which are always in search of creativity, at-
tract attention with their unique stylistic features, an embodiment of musical language
and colourful palette.

F. Alizadeh’'s chamber-instrumental works can be considered as the result and gen-
eral result of the composer’s many searches. It should be noted that the composer
aims to create an interesting composition based on the synthesis of programmed and
specific music with the concept of mugham in ‘Oasis’.

Purpose of the article

The purpose of the research is to study Franghiz Alizadeh’s composition ‘Oasis’.
The main purpose of appealing to F. Alizadeh’'s chamber-instrumental work is to reveal
the unusual and unique stylistic features of the composer, who synthesized modern
Azerbaijani music with the Western artistic currents of the 20th century. The article
examines the unusual composition of F. Alizadeh’s composition ‘Oasis’, the elements
of ‘instrumental theatre’ in the work, the creation of a phonogram from the sounds of
nature, and fragments recorded on tape.

Recent research and publications analysis

F. Alizadeh’s work is important in studying the development process of the modern
Azerbaijani school of composition. Certain works of the composer and the peculiar-
ities of her unique writing technique are highlighted in the research work of Azerbai-
jani and foreign musicologists. F. Alizadehs creative activity has been studied in the
scientific-research works of |. Efendiyeva (2009), Z. Akhundova-Dadashzadeh (2016),
M. Aliyeva (2017), H. Ordukhanova (2009), L. Mammadova, L. Darvin (2019), as well
as F. Alizadeh; a clear example of the East-West synthesis of the modern period is the
scientific basis of the presented article.
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Main research material

People’s artist, Professor, composer Franghiz Alizadeh, referring to many musi-
cal genres, creates original creative examples. The composer has been focusing on
chamber music for the past decades. F. Alizadeh, in his chamber-instrumental works,
combining different instruments, both solo and as a part of mixed ensembles, demon-
strates deep philosophical creative thinking in her characteristic style.

The diversity of F. Alizadeh’s composer searches, the diversity of themes, genre,
and forms used in her work are reflected among all genres precisely in her chamber-
instrumental works. String Quartet; concert for chamber orchestra; Dialogues for nine
performers; llgym (Mirage) for chamber orchestra, Absheron quintet for piano and
string quartet are among such works.

Franghiz Alizadeh feels very well that the diverse compositional technique and di-
rections that attract attention in the music of the 20th and 21st centuries are first test-
ed in the chamber-instrumental genre, and in this row, the quartet genre is in the first
place. She, as a modern composer, has enriched the content of the music of this genre
with deep psychologism and intellectuality, a philosophical and aesthetic worldview. In
this sense, in the works of F. Alizadeh in the 90s, the string quartet as a genre retained
its relevance.

In the works of the composer, uniting within the framework of a single idea of the
culture of the West and the East, the aspect of universality manifests itself. For many
years her chamber instrumental works have earned deep recognition from art lovers,
both in our homeland and abroad.

Exploring the form, dramatic plan, parts’ structure of the quartet genre in the work
of F. Alizadeh, it becomes clear the leading role of representatives of the New Vien-
na School in chamber instrumental music of the 20th century - the founder of do-
decaphony A. Schoenberg and his followers A. Berg and A. Webern; neoclassicism in
the works of I. Stravinsky, P. Hindemith, the direction of neo-folklorism in the works of
B. Bartok, B. Martini, polytonality in the works of O. Messiaen, and A. Onegger, the idea
of synthesis of European music with national intonation in the works of D. Shostakov-
ich, S. Prokofiev, K. Karaey, D. Hajiyeva.

Turning to the genre of chamber instrumental music, while plunging into new
searches in her works, the composer finds interesting plot lines. Uses modern techno-
logical means and creates works that are fully disclosed in content.

All these features can be seen in the work ‘Oasis’ for a string quartet and tape
recorder, written by the author in 1998. The score for the quartet was published by the
Internationale Musikverlage Hans Sikorski GmbH & Co. KG publishing house in Ham-
burg, Germany. The piece is analyzed based on the same score.

The work ‘Oasis’ for string quartet and a tape recorder is an interesting composition
based on the synthesis of programmed and specific music with the composition of
mugam. First, we note that this work was commissioned by the Cronos quartet, which
is popular in the city of San Francisco in the United States of America.

The quartet, operating since 1973, is known as the original interpreter of avant-
garde music. The musicians of the Chronos quartet (Adam Harlington - | violin, John
Sherby - 1l violin, Henk Dott — viola, Jeffrey Zeitler — cello) perform both classical
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(A. Berg, A. Webern, S. Barber) and modern avant-garde music (P. Veske, F. Glass, S. Gu-
baidulina, A. Schnittke).

The reason for writing the ‘Oasis’ quartet was the tragic son's death of the 1st vio-
linist of the ‘Chronos’ quartet David Harlington. The composer dedicated his work to
his memory.

‘Oasis’ in a geographical sense means a small piece of land in the desert, surround-
ed by greenery and a small water basin. The quartet’s music is dramatic. Musical
thought is distinguished by its intensity and continuous development. F. Alizadeh cre-
ated an original composition to solve the musical structure: the structure of the quartet,
consisting of one part, manifests itself as a variant form. The composer, referring to
the quartet genre, acts from a completely different position. Behind the freely develop-
ing musical elements is the precise rational idea of the work: the form of each separate
section and composition as a whole is thought out, calculated. The composer, relying
on the modal intonation of national music, turns to a new writing technique. Here, of
course, a kind, free development is subordinated to a logical form.

The composer, firmly relying on national foundations in terms of content and posi-
tion, demonstrates various forms of self-expression. Throughout the entire work, the
author's ingenuity, ability in a double sense, surprises the listener. On the one hand, re-
ferring in the quartet to the modal intonation of the Azerbaijani national mugam ‘Char-
gah’, synthesizes it with a twelve-tone sound row. On the other hand, the composer,
proceeding from the content of the work and directly related to it, turns the performers
of the quartet into participants in separate scenes. Thus, he calls them ‘Travelers of the
Lonely Desert'.

Some of the features that distinguish the complex language of the work in terms
of ways of expressing musical timbres, sounds, connections, create a single melod-
ic-harmonic complex. The dissonance of the harmonic sound connections creates
an impression of unusual internal dynamics. The climax is characterized by complex
rhythmic patterns and accents, rich texture, high-register sound.

The deep content of the quartet, its inherent unusual features, are at the same
time carriers of the musical language and new features of its development. Making
wide use of the possibilities of modern composing technique: F. Alizadeh is seeking
to reunite contemporary music with the principles of musical form formation (seriality,
mugham).

The work ‘Oasis’ begins with a tape sounding based on the monotonous rhythmic
formulas of the water drops sounds. It's a demonstration of the means of (harmony)
of sound depiction (the leitmotif of water drops in the work is shown by the release of
instruments with pizzicato.)

For the depiction of living nature in this work (Imitatio nature — an parody of nature),
one can speak of a large communicative function of sound (the sounds of drops are
striking as a natural phenomenon). The composer, as it were, created ‘traces’ of the
sound of objects and incidents. In this position, the properties inherent in anthropo-
morphism — orientation towards the sound, are presented as a natural embodiment of
sound expression, which plays a large role.

Here, the harmony of sound is emphasized by the parody of the water sounds.
When we say ‘Parody of sound’, we mean a natural parody: sounds of nature, reflex
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cries of people — all this in the work is presented as a parody of ‘sound covers’. Water
covers, ‘transformed into music”, also resemble real sounds and turn into an important
means of concretizing the figurativeness of a musical image. When creating pictures
of music, several sound images come to life in the imagination.

The music of the piece is deeply imaginative. The recording of the quartet depicts
a sculpture of travellers’ images suffering from lack of water under the scorching rays
of the desert sun. Water droplets seem to appear before their eyes. To reveal a complex
dramatic plan, works turn to the wide possibilities of stringed instruments. From the
point of view of the technique of bowed instruments application, many interesting finds
have shown themselves. This moment is connected with the special requirements of
the commentary, emanating from the individual creative prism of the composer. The
use of the technical, inherent in the virtuoso nature of music in the texture of the
work (double notes, chords, different leaps, the sequence of new timbres, polyphonic-
homophonic performance techniques, an abundance of tense climaxes) gives the con-
tent of the quartet a symphonic image. Various technical possibilities are widely used
(arco, pizzicato.).

During the gradual development of music, it is very important from the point of view
of expressiveness to sound points and accents over the highlighted notes.

Example 1.
J‘: 112_‘1 20_ o G
e Eheof FEEL 2 bz aaaTfbibeny, .
vietin 1 [G wgw:@
Violin 11 é —
~ |
viola |HB= ;;
L
Violoncello :5 —— = —

The harmony of the general sound in the texture is decided around pp. Gradually
dynamic shades change from mp to pp.

The texture uses the modern compositional technique. Within the quartet, different
instruments, creating an ensemble among themselves, show a polyphonic dialogue.
The scale of polyphonic development is gradually expanding. The polyphonic devel-
opment in a musical episode, preparing the culmination of the piece, does not go un-
noticed by the interval density between the voices. All this adds to the emotional and
dramatic weight of the music to a great extent.

When we look at the score, we see that the 12-tone line of sound, each note is
played once and not repeated (‘b’ — ‘cis’ and ‘es’ - ‘fis’). The use of increased sec-
ond intervals gives the current piece of music a distinctive Eastern intonation
feature:
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Example 2.

ba . -
Violin | - _:__g_r.:-:.__'___.___:,_ Frr— “_4.—_552
N - - - _--_j-—\_\_.\-__ —— e
o ——r —— _g-*-r*-r
Violin I vy ey P Yo,

Taking another look at the general content, various means of artistic expression of
the work, we can say that the image of the desert is symbolic. According to the com-
poser, life itself is like a desert. This thought is the philosophical conviction of F. Aliza-
deh. She notes that a person at all stages of life, staying face to face with a deceptive
mirage, in order not to die, should not burn through life (Ordukhanova, 2009, p. 144).

The work consists of one part. It should be noted that one-part musical works are
often observed in the chamber-instrumental works of contemporary Azerbaijani com-
posers. Placing a multi-part cycle in a compact form, lowering it to a single one, and or-
ganizing the continuous development of the musical process, based on the unity of the
intonation of the work, similarity to mugam, the logic of melo-mugam is presented as
a creative thinking characteristic of the composer. It should be noted that the synthe-
sis, which is characteristic of Franghiz Alizadeh's work i.e., the combination of national
traditions and modern composition techniques is characteristic of many Azerbaijani
composers. In this regard, the views of musicologist R. Mammadov are interesting:
‘The main reason for this or that creative approach in the embodiment of this synthesis
is the degree and quality of the organic nature of the national and European nature of
the composers thinking who carry out genre hybridity. Being Azerbaijani composers
who genetically inherited the richest layers of national-national musical culture and re-
ceived European musical upbringing and education, they intuitively and quite naturally
strove to implement this synthesis in their work, tried to embody the spiritual harmony
of inherited and acquired in the musical matter’ (Mamedov, 2017, p. 16).

The choice of the quartet's form has been rejected from the traditional allegro so-
nata. The entire musical composition is primarily built on a variation of the core of the
theme (the theme of the desert). As mentioned above, the intonation of the core of the
theme is organized on the ‘Chargah’ mode, and this allows us to speak of the similarity
of the composition with mugams both in the choice of form and in the development of
a single intonation.

Along with the active sound attacks of the instruments, each note is heard clearly
and smoothly within the existing dimension, regardless of the register, during the per-
formance of passages sounding at different times. All this brings the development of
music to a new level. Dynamic contraction and expansion, sharp passages of thirty-two
note groups, and glissando descents bring dramatic tension to the top, causing the
music line to sound full:
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Example 3.

Hithe
The
,n
Lid

¥

The words ‘cha’, ‘at’, gach by the musicians describe the psychological state of peo-
ple who are exhausted, who want to reach the oasis by mobilizing their last strength,
who are trying to put an end to the pain of thirst:

Example 4.
o . .
Violin | %E == e : ;.,.&;:::gﬁ
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PP———— ——— P cha . atl  gachl

The performers of the quartet have a high technical background. The work widely
uses double notes, interval sequences with different intonations. Analysis of the score
shows that the author takes into account the virtuoso character and technical capabil-
ities of each instrument.

The music of the quartet is filled with solo parts and each time it changes with
a different accompaniment. When referring to the score, attention is drawn to the var-
ious methods of performing bowed instruments. The composer, using chords (double
notes, various combinations of bowed instruments), achieves the creation of exam-
ples of originality in music. In a word, the author, to reveal the above-listed advantages
of work with a complex drama, turns to the various possibilities of bowed instruments.

All these tricks at the same time express the individual performance capabilities of
the instruments, but also create a single ensemble. The emotional rise of the quartet
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also shows itself when synchronicity falls. The use of high registers during takeoff is
striking, and low registers when lowering.

In the work, the sound of the tape as one of the factors of shaping and harmony of
sound, allows us to classify this composition as ‘specific music’ widespread in modern
music. Recordings of tapes that recreate the sound from a tape recorder or other audio
technical means are found precisely on such musical examples. The sound of the tape
throughout the entire piece in some moments (at the beginning, middle, at the end of
the piece) shows itself.

The composer, referring to a certain type of academic electronic music in this work,
along with the use of specific music, includes natural noises previously recorded on
a tape recorder. The work ‘Oasis’ is a piece of specific music — a sound composition
recorded on a tape, various natural or artificial sounds are used here, they are subject
to changes, edited. The most basic material for staging work is all kinds of musical
noises. These noises come mainly from life processes.

The composer, using specific music, which is one of the most modern trends in
contemporary Western music, explains her method by the fact that in musical works
the use of only musical sounds limits creative possibilities to a certain extent. She
notes that this or that author in the process of creating his/her work has the right to
use any sound he/she wishes.

Therefore, F. Alizadeh as a supporter of concrete music, considers this method
new in the field of musical art. This innovation is that in terms of technology, it lifts the
limitations in music. The use of well-developed methods of specific music in the work
became more effective, thanks to special ‘editing’ devices, in the composition thought
out as a performance, the organization of ‘noises’.

In the work being analyzed, F. Alizadeh treated concrete music as a system, chose
an experimental path, acting directly on sounds, showing herself in an empirical style.

Referring to specific music, the composer takes it as a direction based on nat-
ural sounds (drops of water). The author in this direction of sound recording tech-
nique gives priority to the elements of visualization. The creation of a phonogram
from natural sounds, from fragments of a recording, is seen as the main goal of the
composer.

The composer uses advanced technology to demonstrate the ability to create new
sounds and timbres. “For me, timbre sometimes matters more than melody. The into-
nations known from Azerbaijani music have become so common in themselves that
they cannot communicate anything. The important thing is how and in what perspec-
tive they are presented. ‘Their combination, presentation, timbre — this is what consti-
tutes the work.” (Ordukhanova, 2009, p. 201).

Technological progress creates conditions for the implementation of the compos-
er's ideas. The use of tapes, their transformation into an integral part of chamber in-
strumental music for a mixed composition, contribute to the emergence of even more
daring ideas in the composer’s imagination.

It should be noted that in the quartet you can see the elements of ‘instrumental
theater’ in a broad form reflected in contemporary music. For example, the performers
recite the words at the end of the piece along with the musical performance. Presenta-
tion of the performers in the work as participants in the processes taking place in the
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work (pronouncing the words ‘run’, ‘crack’ by the participants) creates a clearer idea of
the ongoing processes. Here the movement of sound shows itself as the most import-
ant element. The basic idea is that the sound transforms every time.

Conclusions

Thus, the composer in his work, using elements of instrumental theater, presents
it as ‘theatre of musical instruments’. This purpose of the work is remembered by the
fact that the music conceived as a concert performance is consonant with the theatri-
cal stage, it is remembered as creating the effect of a theatrical performance.

“By the way, F. Alizadeh is convinced that the true birth of music occurs precise-
ly during a concert performance. Therefore, in her scores sometimes even dynamic
signs are absent, because, according to the composer, it is not known in what mood
the musicians will approach this or that fragment of the work, or how long the aleatory
episodes will last ‘. (Akhundova-Dadashzadeh, 2009, p. 5).

The ‘Oasis’ quartet is a composition based on the synthesis of theater and music.
It should be noted that this is not the only composition of the composer with an in-
strumental theatrical element. The composer has many works that combine on-stage
scenarios of moments of arrival, departure, certain stage behaviour, etc. In a work writ-
ten based on such a script, the composer acts as a director. It turns instruments into
persons and artists into actors.

The composer, with the help of the quartet genre, reveals various scenes of human
life within the framework of the complex laws of modern times. In the music of this
work, F. Alizadeh combines the decisiveness of the quartet genre with deep and calm
lyrics, with a sharp intonation language. F. Alizadeh, applying both specific music and
elements of instrumental theatre, in the work ‘Oasis’ for a string quartet and a tape re-
corder gives a philosophical disclosure of the laws of nature, their artistic connections
with human life.

This quartet by F. Alizadeh, conveying the main features of Azerbaijani chamber-
instrumental music of the 20th century, defining the synthesis of forms and means of
expression of national and European musical art, is among the new inimitable examples.

One of the interesting points is that F. Alizadeh, who has mastered all the subtleties
of working principles in terms of rationality and model, conducts creative searches
within the framework of this genre. These properties, revealing the ‘I’ of the composer,
are still relevant today.

Summing up the results of the analysis carried out on the ‘Oasis’ quartet, we can
say that for F. Alizadeh’s work, modernity is very characteristic of her composer’s work,
and in this sense, this work became the starting point. The talented composer has
demonstrated a rare ability of cognition about many examples of contemporary music,
and this is reflected in the rich and wide panorama of the quartet she created.

Thus, the work ‘Oasis’ for string quartet and tape recorder occupies an important
place and is of great importance in the chamber-instrumental heritage of F. Alizadeh.
At the same time, it helps to reveal the peculiarities of the style of Western European
music, which has a direct connection with the artistic movement of the musical art of
the twentieth century.
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KOMMO3unLIfA «BAXE» («<OA3UC») AN CTPYHHOIO KBAPTETY
| MATHITO®OHA ®PAHTII3 ANNIBAAE
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AHoTauyis

MeTa gocnigpxeHHs — npoaHanisyBaty komno3uuito ®. Anizage «0asuc» Ta BU3HaAYNTH
iHAMBIAYyanbHi  CTUAICTMYHI 0co6AMBOCTI KoMnoauTopa. OcobnuBa yBara npuUAINaeTbCs
iHTepripeTaLii BaX/MBMX IHHOBALiW B KaMepHO-IHCTPyMeHTanbHi TBopyocTi ®. Anisage.
B ocHoBy pocnif)keHHsi noknageHo yyactb ®. Anisage B AOCRIAHUUBKIA po6oTi Hapg
komnosuuiero «Oasuc», fIka He nigAaBanaca HayKOBO-TEOPETUYHOMY aHanizy. Takox
BUCBITNEHO OCO6G/MBOCTI MY3WYHO-TaPMOHIYHOI MOBW, OpUriHaNbHi TEMOBPOBI MOEAHAHHS,
He3BMYalHY AUHAMIKYy, METOAM BUKOPUCTAHHS CYYacHWX MYy3UYHUX 3aco6iB KaMepHO-
iHCTpymMeHTanbHux TBOpPiB ®. Anisage; npoaHanizoBaHo komnosuuito «Oasuc» ans
MarHiTopoHa i CTpyHHOro KBapTeTy i HaBefeHO oco6nusocTi TBOpy. MeTopgonoria
BOCHiAKEHHSA I'PYHTYETbCA HA MY3UYHO-aHaNiTUYHOMY, TEOPETUYHOMY i ICTOPUYHOMY aHanisi.
BuaHaueHo, o KamepHo-iHCTpyMeHTanbHa TBopyicTb @. Anisage dopmyBanacsa B KOHTEKCTI
PO3BUTKY Cy4acHOI MY3UKM i CydacCHi TEXHIYHI MeToaM BUABNANUCA YHiKanbHUMU. BogHouac
MEeTOZL0/10riYHa OCHOBA CTaTTi 3aCHOBaHa Ha HayKOBO-TEOPETUYHMX 3acafax i AOCHIAKEHHSIX
asepban)KaHCbKUX | 3aKOPAOHHWX My3WKO3HaBUiB. HaykoBa HOBM3HA JAOCHIgKEHHS.
Bnepwe B Mexax asepbanifXaHCbKOI My3MYHOI HayKM BUBYEHO 3aranbHi pUcU KamepHo-
iHCTpyMeHTanbHoi TBopyocTi ®. Anisage, aeTanbHo npoaHanisoBaHo TBip «0asnc». BUCHOBKM.
BcebiuHni aHanis KamepHo-iHCTpyMEHTaNbHOI TBOPYOCTI i 0co6nMBO Komnosuuii «0asuc»
[O3BOMIIE 3pO6UTU BaXKNIMBI BUCHOBKW LLOAO OCOGMMBOCTeN TBopyoro ctuito ®. Anisage.
3ayBaXKeHO, WO FAMGOKMIA 3MICcT 1i TBOPIB, WO BiAPI3HAIOTLCA HE3BUYANHUM CTWUIIEM
BUKOHaHHS, Ma€ BaXk/IMBe 3HAYEHHS B HaLioHalIbHOMY My3M4YHOMY MUCTeLTBI. BusHaueHo, o
cuHTe3 Cxopy i 3axoay AMHAMIYHO NPOABNAAETLCS Y TBOPYOCTI KOMMNO3UTOPA, i it 0COB/MBICTb
6e3nocepeaHbo BigyyBaeTbcst B 1i TBopax. [ligKpecneHo, WO HesBUYaiHe BUKOHAHHSA
KoMno3uuii «0asuc» 6yno BUKOPUCTAHO A1 PO3KPUTTS MEBHOMO 06pasy. MoefHaHHA cepilHoT
TEXHIKW | enemMeHTiB Myrama Hajae Komnosuuii «0asuc» opwuriHanbHOCTI. [TpUMITHO, WO
CTpiyKa BUMKOPUCTOBYBasnacsi fIKk HeBif'€MHa 4acTUMHA KaMEPHO-IHCTPYMEHTaNbHOI po6oTy.
3ayBaXkeHo, L0 KoMMo3uLii «0asuc» («Baxe»), AK TBOPY CUHTE3Y TeaTpy i My3uKM, TpUTaMaHHUiM
TeaTpanbHUI edekT.

KnwouoBi cnosa: Oparis Anizage; «Oasuc»; KaMepHO-iIHCTpPyMeHTanbHa TBOPMICTb;
KBapTeT; Myram; TeM6p; MarHitopoH
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KOMMNO3unuud «BAXE» («<KOA3UC») AJ11 CTPYHHOIO KBAPTETA
N MATHUTO®OHA ®PAHTU3 AJIU3AAE

dupgaH MamegoBa
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BakunHckas My3blkanibHasi akagemMusi uMerun Y3eupa lagxubeiinu, baky, A3epbaiigxaH

AHHOTayunsa

LUenb wuccnepoBaHums — npoaHanuaupoBaTb komnosuuyumo . Anmnsage «Oasumcr
N onpefenvTb WHAMBUAYallbHble CTUANCTUYECKME OCOBEeHHOCTM KommosuTopa. Ocoboe
BHMMaHWe yAenseTca MHTepnpeTauun BaXKHbIX MHHOBALMIA B KaMepHO-UHCTPYMEHTaslbHOM
TBOpyecTBe ®. Annsage. B ocHOBYy wuccnepgoBaHua nonoxeHo ydactne . Anusage
B UCCrefoBaTeNbCKoO paboTe Haj KoMnoauumen «0asucy, KoTopasi He nofBepranacb Hay4YHo-
TEOpPETUYECKOMY aHanuay. TakXe OTpa)KeHbl OCOBEHHOCTU My3blKalbHO-FaPMOHUYECKOrO
A3blKa, OPUrNHASIbHblE TeMBPOBbIe COYETaHWS, HE0ObIYHAA AUHAMMKA, METOAbI UCMONIb30BaHUSA
COBPEMEHHbIX  My3blKaNlbHbIX CPeACTB  KaMepHO-MHCTPYMEHTasbHbIX  MpOu3BedeHUN
®. Anusage; npoaHanuaupoBaHa KoMnosuuusi «Oasuc» AN MarHUTodoHa U CTPYHHOro
KBapTeTa W npuBefeHbl OCOGEHHOCTU rMpousBeaeHus. MeTogonoruss uccnefoBaHus
OCHOBbIBaeTCA Ha My3blKaslbHO-aHaNIMTUYECKOM, TEOPETMYECKOM M UCTOPUYECKOM aHanuse.
OnpepeneHo, 4YTO KaMepHO-MHCTPyMeHTanbHoe TBop4yecTBo . Anusage dopmupoBanochb
B KOHTEKCTe pasBWUTUSI COBPEMEHHON My3blKM W COBPEMEHHblE TeXHUYecKue MeToAbl
0oKasblBaNnUCb YHUKanbHbIMU. B TO xe BpeMsi MeTogonornyeckass ocCHoBa cTaTbl OCHOBaHa
Ha Hay4yHO-TEOPETUYECKMX Hayanax U UCCnepoBaHUsix asepbanifyKaHCKUX U 3apyOeXHbiX
My3blkoBeoB. HayuyHasa HOBM3Ha uccnefioBaHusl. BrnepBble B pamMKkax asepb6aifKaHcKown
My3blKaJlbHOM HayKuU W3Yy4eHbl O6LUME 4YepTbl KaMepHO-UHCTPYMEHTaNbHOro TBOp4YecTBa
®. Annsage, noapo6HO NpoaHann3npoBaHo npoussegeHune «0asncr». BbiBogbl. BcecTopoHHMiA
aHanu3 KaMepHO-MHCTPYMEHTaSIbHOro TBOPYECTBA M OCOGEHHO Komnosuuuu «Oasucr»
NMo3BONAET cAenaTb BaXHble BbiBOAbl 06 0CO6eHHOCTSIX TBopyeckoro ctunsa ®. Anusage.
3ameyeHo, UTo ryboKoe cofepaHue ee NPOU3BeAEHU, OTIMYAKOLLMXCA HEOObIYHBIM CTUIEM
UCMOJTHEHUS], UMEEeT HEMaNOBaXHOe 3HayeHWe B HaLMOHalIbHOM My3blKajlbHOM MCKYCCTBe.
OnpegeneHo, 4To cuHTe3 Boctoka u 3anaja AMHaMWYHO MPOSABASETCS B TBOpYeCcTBe
KOMMO3MTOpPa, U 3Ta OCOGEHHOCTb OLLYLIAeTCA HEeMOCPeACTBEHHO B €e MPOU3BEAEHUSX.
Moa4epKHYTO, YTO HEO6bIYHOE UCMOSTHEHNE KOMMNO3MLUMK «O0asunc» 6bIno UCMONb30BaHO Asi
packpbITUs onpefesnieHHoro o6pasa. CoyeTaHWe CEpPUAHON TEXHUKU U 3NIEMEHTOB Myrama
npuaaet komnosnuum «0asmc» opurmHanbHocTH. lNprMeyaTenbHO, YTO IeHTa UCMob30Banach
B KayecTBe HEOTBbEMJIEMOW 4YacTU KaMEPHO-MHCTPYMEHTaNIbHOM paboTbl. 3aMeyeHo, 4To
koMnosuummn «Oasuc» («Baxe»), Kak MPOM3BEAEHUIO CUHTE3a TeaTpa M My3bIKW, MPUCYLL
TeaTpanbHbI 3P heKT.

KnioyeBbie cnoBa: PpaHrns Anvsage; «<0asncy»; KaMepHO-MHCTPYMeHTalbHOe TBOPYECTBO;
KBapTeT; MyraMm; TeM6p; MarHUTohoH

.: 12 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 purpose of the research is to study contemporary musical culture and reveal the
specifics of Ukrainian song folklore stylization in academic and non-academic practice. The
research methodology is aimed at using a comparative method, with the help of which the
difference between the processing of a folk song and the stylization of folklore is highlighted.
The method of analysis is implemented to highlight the essential features of stylized folklore.
Using the synthesis method, the results of research from academic and non-academic musical
creativity have been extrapolated, in which the introduction of the stylization of folklore has been
discovered. The scientific novelty of the research is examining the symbiosis of composer
and folk art, as a result of which stylized song folklore appears in the modern musical culture
of Ukraine. Conclusions. In the modern musical culture of Ukraine, the principle of stylization
of song folklore is widely used. The introductions of adaptations of folk sources, along with
stylization, are two options for the interaction of composer and folk art. The stylization is
characterized by a deep interpenetration of elements of the author's and folklore principles,
which is accompanied by the formation of an original musical text that has a genetic relationship
with folk Melos. The author’s text, which traces the presence of folk songs stylization, often
includes typical intonational complexes with small ambitus, repetition of rhythmic formulas, and
the prevalence of the variant-variative principle of the musical fabric development. The literary
text of works related to the stylization of folklore is characterized by the use of folk texts or
dialectics, lexemes that liken a vocal work with folklore. The effectiveness of folk stylization in
musical culture is enhanced by the use of an authentic folk singing manner. The stylization of
folklore is inherent both in the works of the leading classics of the Ukrainian composing school
and in groups working in different directions of non-academic music of our time.

Keywords: folklore; stylization; song; composer; synthesis; folk manner of singing

Introduction

There are several main directions in the art of music today, which are connect-
ed with the academic and non-academic tradition. Within these areas, many different
styles have been formed. Due to the ramifications of musical phenomena, it is diffi-
cult to make a universal classification that would allow to clearly distinguish certain
categories, dividing them by genus and species. Instead, it is advisable to choose

© Anna Tkach, 2021 Recieved 08.09.2021

musical-art.knukim.edu.ua

201



202

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepia: MyauiHe MUCTELTBO 2021 - 4(2) - 201-208

a criterion that would highlight some phenomena characterized by common aesthet-
ic and technical principles. The use of folk heritage, which is observed within both
academic and non-academic music, will be chosen as such an indicator. Elaboration
of folk song sources in modern music culture allows talking about the emergence of
stylized folklore. This phenomenon has not been carefully analyzed in the art literature,
which creates a basis for the introduction of the latest developments on this topic.

Purpose of the article

The research aims to study contemporary musical culture and reveal the specifics
of Ukrainian song folklore stylization in academic and non-academic practice.

Recent research and publications analysis

In the scientific literature, the issue of stylization of folklore was considered from
the standpoint of different methodological approaches. The issue of the stylization of
Hutsul folklore in academic Ukrainian music of the late 19th — early 21st century was
studied in the dissertation of V. Danylets (2021). The focus is primarily on regional
folklore and the introduction of its elements in the composer's creative practice. Folk-
lore stylization in the literary works of the first half of the 19th century as a means of
expressing ethnic identity was studied by J.Yankovska (2012). The issue of appealing
to arrangements of the folk music material by Ukrainian composers was raised in the
publication of E. Dubinchenko (2018). N. Broiako (2020) explores in her work the mani-
festations of the neo-folklore trend and the characteristic features of this phenomenon
in the chamber work of Yevhen Stankovych on the example of his play ‘Sad Dreams
Sounds’. The formation of a modern musical style space in the works of Ukrainian
composers is presented in the article by V. Dorofieieva (2016). Stage dimensions of
the folklore material presentation in modern music practice were studied in the article
by V. Sinelnikova and I. Sinelnikov (2019). The essential features of stylized folklore,
which appear in the analysis of non-academic musical culture, were identified in the
publications of A. Tkach (2021) and V. Tormakhova (2016).

Main research material

In the history of musical art, there are many examples of folklore and various areas
of musical art interaction, both academic and non-academic. However, not all of these
results can be attributed in typological terms to the stylization of folklore. That is why
it is appropriate to define the basic concepts related to research and to outline the cor-
relation between those that denote similar artistic processes.

The concept of ‘processing of folk music’ was often used in musicological litera-
ture. The process of processing folk music involves the use of a folklore source, which
is undergoing numerical changes. The processing of folklore at the deep level should
be understood as a wide range of modifications of the original musical material. Mate-
rial processing can take place in different ways. The composers’ appeal to the genre of
‘folk song processing’ means the use of a folk source as a certain foundation on which
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to build one's own musical work. Folk material can be used as a theme that will acquire
transformations depending on the style and genre chosen by the composer. Even with
the preservation of the frets characteristics of the folklore source, there is a change
in texture, the construction of denser structural formations. And, on the contrary, sim-
plification of the invoice, allocation of separate sonorous sounds against which sepa-
rate elements of a folklore source can sound is possible. In the process of processing
a folk music source into a choral score, it is able to be reincarnated, depending on the
author’s intention. The composer can use the folk system structure, intonation com-
plex and specifics of the rhythmic organization, but due to the addition of counterpoint
voices, the work will acquire a modern sound.

Thus, the processing of folk song music is through the transformation of musical
folklore, which does not indicate the degree of involvement in the original material.
That is, processing can be perceived as a way to transform folklore, the range of chang-
es which will be considerable — from neo-folklore to avant-garde. In addition, in the
stage performance of folklore, it is presented to the general public but loses the every-
day dimension of its functioning, which is its essential basis. This feature of folklore
and its stage presentation is noted by modern researchers. ‘However, the transfer of
folklore to the stage is always a difficult process, because the stage version of the folk-
lore work is detached from the inclusive — real environment of its birth, development
and existence’ (Sinelnikova & Sinelnikov, 2019, p. 141). That is, even the performance
of musical folklore without significant changes in the stage space is a process that
changes the essence of this phenomenon.

The basic concept for this study is ‘stylization of folklore’. According to the authori-
tative opinion of V. Danylets (2021), stylization of folklore can be defined as ‘a creative
process in which the artist uses a wide range of interpretive characteristics, fully reveal-
ing his own creative potential on the basis of folk tradition’ (p. 5-6). This wording rather
briefly emphasizes that the stylization does not actually involve a change in the folk
song source. Instead, it is the formation of a self-sufficient musical product that has
a high degree of similarity to folklore origins. That is, stylization involves the deliberate
emphasis on the most expressive ‘folk’ features of the author’s composition. Due to the
fact that stylization is the point of intersection of two different spheres — composition
and folk art — it has an ambivalent character. The result of stylization embodies the
features of both ethnically coloured, which has a folklore origin and is a tradition, and
the individual creative potential of the artist, who embodies the innovation. Stylization
is a ‘creative symbiosis of two semiotic systems’ (Danylets, 2021, p. 6), in which two
levels of musical culture interact. Stylization should be perceived as a creative process
during which folklore features are expressed in the author's work. This includes the
process of using folk intonations, fret nature, specific rhythms, and assimilation to the
folk style of vocal performance.

The tradition of writing works that are associated with folk sound intonation com-
plexes is present in the compositions written in the second half of the 20th centu-
ry. Examples of such works include the folk opera ‘Yatran Games’ (Yatranski ihry) by
I. Shamo, ‘When the Fern Bloom’s (Koly tsvite paporot) by E. Stankovych, ‘Father’s
Field’ by H. Sasko, as well as numerous concert choral works and cantatas — ‘Four
Season’s (Chotyry pory roku) by L. Dychko, ‘Spring’ (Vesna) by M. Skoryk, ‘Steppin’g
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Wheel (Krokoveie koleso) by H. Gavrilets and others. The works of composers demon-
strate a strong connection with folk tradition. Their instrumental and vocal opuses
have folklore features, in which folk songs, intonation and rhythmic characteristics
are combined with modern compositional language. If we are not talking about the
appeal to the genre of folk song processing, then all these composers form their
thematic material by creatively rethinking certain elements of folklore, but without
its quoting.

We can say with confidence that the use of folklore is one of the leading features
of the Ukrainian school of composition, whose representatives comprehensively inter-
pret folklore, forming their own unique style. ‘Being a traditional component of every
culture, folklore is the basis on which the innovative individual approach of the art-
ist develops’ (Dubinchenko, 2018, p.71). The stylization of folklore has an important
semantic significance because it is evidence of artists’ awareness of their cultural
identity. Thus, for example, a manifestation of literary folklore stylization is the use of
specific folk vocabulary, which will be manifested in dialectisms, the use of paremias,
phraseology (Yankovska, 2012, p.130). If we talk about musical examples of recourse
to stylization, they also acquire the significance of a representative of the cultural origi-
nality of the work and the composer’s awareness of belonging to the national traditions
of music-making.

The stylization of folklore is widely represented not only in an academic but also
within a modern non-academic musical practice. We can note the creative achieve-
ments of bands and individual artists who work in different styles. First of all, the work
of many groups in the field of folklore can be considered as one that clearly illustrates
the introduction of the principle of stylization of folklore. In particular, such a band
as ‘Go-A’, which represented Ukraine in 2021 at the Eurovision Song Contest, is work-
ing to create a musical product that has a nationally coloured folk character. In such
compositions of the group as ‘Nightingale’, ‘Sun’, ‘Spring’, ‘Noise’ musical material is
used, which creates a stable allusion to folk song folklore. However, all the mentioned
compositions are authors. In the song ‘Nightingale’ the authors of the literary text are
Taras Shevchenko and Kateryna Pavlenko, and the musical — Kateryna Pavlenko. The
musical line with its intonation nature, small ambitiousness, repetition of rhythmic and
melodic formulas is quite similar to folklore. The vocal part is performed with the in-
volvement of an authentic style of singing, which enhances the resemblance to folklore
sources. Even with the use of electronic sound that accompanies the vocal line, the
connection with the folk song tradition is not reduced, because the accompaniment is
often intertwined with elements of flute playing, which further enhances the ‘folklore’ of
the sound. In the work ‘Vesnianka' K. Pavlenko also uses texts by T. Shevchenko, which
are decorated with its author's musical content.

The principle used in creating the stylization of folklore in both academic and
non-academic music practice is the use of those types of material development that
are quite often implemented in folk song practice. This includes the involvement of
the variant-variable principle of deployment of the intonation core, which will be com-
bined with the inclusion of improvisation in the musical fabric. All this contributes to
the formation of stylized folklore in the author’'s works. Also, the use of those textural
elements, that can be traced in the popular polyphony may be no less important factor.
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These can include voting with the involvement of movement at parallel intervals (in the
third). Or a combination of heterophony used in folk group songs.

Since many groups create stylized folklore, their aesthetic principles may also differ
and, accordingly, the principle of stylization of folk song material will be implemented
differently. For example, the work of the team ‘Daha Braha’, aimed at the ability to frame
electronic samples of ‘folk material’. Among their repertoire, there are many compo-
sitions that create an allusion to folk song sources, but they have an authorial nature.
The methods of ‘modernization’ of works by this group are to introduce the practice of
scratching, sampling (Tormakhova, 2016, p. 90). Instead, the creation of folk sound is
achieved through such practices as the application of the variable principle of develop-
ment of musical material. The performers try to reproduce the meditativeness inherent
in authentic forms of folklore and to revive the syncretism that was their essential
characteristic. For this purpose, low-ambitious melodies are used, using intervals of
second, third and fourth. The main thematic material is repeated with variable changes,
which gives it an even greater resemblance to folklore. Also, vocalists strive to sing in
a folk manner, which enhances the impression of ‘nationality’. The practice of using ei-
ther folk texts, or those that, despite the author's origin, include many lexical language
structures that were inherent in folklore, is also underway.

It is possible to note with full responsibility the importance of stylization of folklore,
which has an important semantic and cultural significance. There is an increase in
interest in folklore, which is undoubtedly a positive factor. The stylization of folklore in
the author’s works ‘gives originality to the national musical culture and preserves its
connection with its origins, giving the musical product originality and national unique-
ness’ (Tkach, 2021, p. 342).

Conclusions

The principle of stylization of song folklore is widely used in the modern musical
culture of Ukraine. The introduction of adaptations of folk song sources, along with
stylization, are two options for the interaction of composition and folk art. Stylization
is characterized by a deep interpenetration of elements of the author’'s and folklore
principles, which is accompanied by the formation of an original musical text that has
a genetic affinity with a folk melody. The author’s text, which traces the presence of
stylization of folk songs, often includes typical intonation low-ambitious complexes, re-
peatability of rhythmic formulas, the prevalence of variant-variable principle of musical
fabric development. The literary text of works that are associated with the stylization
of folklore is characterized by the use of folk texts or dialectisms, tokens that resemble
a song with folklore. The productivity of folk stylization in music culture increases due
to the use of the folk authentic style of singing.
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MeTogonorias pocnifpkeHHs1 CrnpsiMOBaHa Ha 3as/lydeHHss KOMMapaTMBHOIO MeToAy, 3a
[OMOMOrot0 SIKOFO BMOKPEMJIEHO BiAMIHHICTb 06p06KM HapoAHOoi micHi Ta cTunisauii
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donbknopy. MeTop aHanisy BNpoBafXeHO 3aAf1s BUAIMEHHSA CYTHICHUX PUC CTUi30BaHOro
donbknopy. 3a AOMOMOrol0 MeTOAYy CUHTE3y eKCTpanosibOBaHO pe3ynbTaTh AOCAIAXEHHS
npuknagiB 3 akafeMiyHol Ta HeakaAeMiYHOI MY3UYHOI TBOPYOCTi, B SKUX BUSABIEHO
BMPOBaXEHHS cTunisauii ponoknopy. Haykoea HoBU3Ha gocnigXeHHs. B cTaTTi okpecneHo
CMM6i03 KOMMNO3UTOPCHKOT Ta HapOLHOT TBOPYOCTi, BHACNiLOK SIKOI BUHWMKAE CTUSi30BaHWI
NiCEHHUI HONBbKIIOP B CyvacHih My3uyHin KynbTypi YkpaiHu. BUCHOBKU. B cyyacHiin MysnyHin
KynbTypi YKpaiHW LUMPOKO BMKOPUCTOBYETLCHA MPUHLMN CTWMi3auil miceHHoro @onbKropy.
BnpoBaf)XeHHs1 06PO6OK HapOLHOMICEHHUX [yKepes, HapiBHi 3i cTunisauieto, € ABoma
BapiaHTaMuM B3aeMOJil KOMMO3UTOPCbKOI Ta HapogHOI TBOpYOCTi. [1na cTunisauil xapakTepHe
rMWOGMHHE B3AEMOMPOHUKHEHHSI eNIeMEHTIB aBTOPCbKOro Ta (ONbKIOPHOrO Hauvas, sike
CYNpOBOAXKYETbCA (POPMYBAHHSIM OPMUriHANbHOMO MY3WYHOIO TeKCTY, WO Ma€ reHeTUYHY
CMOpPIAHEHICTb i3 HapOAHOMICEHHUM MenocoM. ABTOPCbKUI TEKCT, B IKOMY MPOCTEXYETbCA
HasiBHICTb CTUAI3aLil HAPOAHWX MiCeHb, HEPIAKO BK/HOYAE TUMOBI iHTOHALNHI ManoaM6iTycHi
KOMIMMEKCH, MOBTOPIOBAHICTb PUTMIYHMX (DOPMYS, MpeBasntoBaHHA BapiaHTHO-BapiaTUBHOIO
NPUHLMIMY PO3BUTKY MY3WYHOI TKaHWHW. [1na nitTepaTypHOro TeKCTy TBOPIB, AKi NOB'A3aHi 3i
cTunisauieto GonbKIopY, NpUTaMaHHe BUMKOPUCTAHHS HapOAHMX TEKCTIB abo AianekTUsMis,
NEeKCeM, WO YNoAibHIOTb MiCHIO i3 GonbknopoM. MpoayKTUBHICTE HONBKIOPHOT cTUmi3aL,i
Yy MY3WUYHIN KyNbTypi NiABULLYETbCA 3aBASKM BUKOPUCTAHHIO HApOAHOI aBTEHTUYHOI MaHepu
cniBy. Ctunizadia donbknopy nputamaHHa fK A5 TBOPIB MPOBIAHUX KNACUKIB yKpaiHCbKOT
KOMMO3UTOPCbKOI LWKOMW, TakK i ANA KOMEKTUBIB, WO MpautoloTb Yy PisHUX Hanpsamax
HeakaJeMi4YHOI My3UKW CbOrOfleHHS.

Knioy4oBi croBa: honbKaop; CTUAi3aLis; NiCHSA; KOMNO3WUTOP; CUHTE3; HapofHa MaHepa cniBy
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Lenb wuccnepoBaHMA — WCCNefoBaTb COBPEMEHHYIO — My3blKallbHYIO  KyMnbTypy
N BbIIBUTb cneunduKky CTUIM3aunm yKPamHCKOro neceHHoro ¢osibkiopa B akajemMu4eckom
N HeakajeMunyeckon npakTuke. MeTtogonorusa uccnepoBaHuA HanpaB/ieHa Ha NpuBeYeHue
CpaBHUTENbHOIO METOAAa, C MOMOLLbIO KOTOPOro BblAesieHO pasnnyve Mexgy o6paboTkom
HapogHOW MecHU u ctunusauunen donbknopa. MeTos aHanu3a BHeApeH ANS1 BblAeneHus
CYLLHOCTHbIX 4YepT CcTuAnszoBaHHoro ¢onbkaopa. C MOMOWbIO MeToja CuHTe3a
9KCTPanonmpoBaHbl pesynbTaTbl UCCNEfOBaHUS U3 akafeMU4yeckoro U HeakageMUyeckoro
My3blKaJlbHOro TBOPYECTBA, B KOTOPbIX OGHAPYXXEHO BHeApeHue cTunmsauun donbkiiopa.
HayuyHasa HoBM3Ha uccnefioBaHusi. B cTaTbe pacCMOTpeH CUMOMO3 KOMMO3UTOPCKOro
N HapoA4HOro TBOPYECTBA, B pesy/ibTaTe KOTOPOro BO3HWKAET CTMINM30BAaHHbIA MECEHHbIN
($ONbKIOp B COBPEMEHHOWN My3blKanbHOW KynbType YkpauHbl. BbiBogbl. B coBpeMeHHON
My3blKaslbHOW Ky/ibType YKpauHbl LUMPOKO UCMOMb3YeTCA MPUHLUM CTUIM3aLMN NECEHHOro
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tdonbknopa. BHeppeHue 06paboTOK HapOAHbIX WCTOYHUKOB, HapaBHE CO CTU/M3aluen,
ABMAIOTCA AByMs BapMaHTaMu B3aUMOZENCTBUSI KOMMO3UTOPCKOro U HapOAHOro TBOPYECTBA.
[na cTunusauum XxapakTepHO rly60Koe B3aMMOMPOHUKHOBEHWE 3/IEMEHTOB aBTOPCKOMO
M GOMbKIOPHOrO Hauan, KOTOpoe COMpoBoXAaeTcss (GOpMMPOBaHUEM OPUrMHANIBHOIO
My3bIKasbHOMO TEKCTA, UMEIOLLLEr0 reHEeTUYECKOE POLCTBO C HAPOAHbIM MENOCOM. ABTOPCKMIA
TEKCT, B KOTOPOM MPOCEXMBAETCS HalMune CTUNN3aL MM HapOAHBIX NECEH, HEPEAKO BKIOYaeT
TUMNWYHbIE WHTOHALMOHHbIE ManoaMOUTYCHbIE KOMMEKChl, MOBTOPHOCTb PUTMUYECKUX
tdopmyn, npeBanupoBaHWe BapWaHTHO-BapMaTWBHOMO MPUHLMMA pa3BUTUS My3blKasbHOW
TKaHW. [1na nuTepaTypHOro TeKCTa NpOV3BefeHUI, CBSI3aHHbIX CO CTunu3auuein Gonbkopa,
XapakKTepHO UCMOJIb30BaHNe HapOAHbIX TEKCTOB UM ANANIEKTU3MOB, JIEKCEM, YNOA06NSAOLLUNX
BOKasnbHoe npou3BefeHne ¢ (GosbKIoOpoM. Pe3ynbTaTMBHOCTb (DONIbKIOPHOWM CTUIM3aumu
B My3blKaJlbHOW KyNbType MoBbllIaeTcsi 6narofiapsi UCMoib30BaHUIO HAPOAHOW ayTEHTUYHOM
MaHepbl neHusi. CTunmaauus Gonbkiopa NpucyLla Kak Npov3BefeHNsM BeAyLLMX KTaCCUKOB
YKPaMHCKOW KOMMO3UTOPCKOW LUKOMbI, TaK W KOJMJIeKTMBaM, paboTalwliMM B pasHbIX
HanpaBeHUsiX HeakaleMUYECKOi My3bIK COBPEMEHHOCTMU.

KnroueBble cnoBa: (GONbKIOP;, CTUM3aUWs; MECHS; KOMMO3UTOP; CUHTE3; HapoaHas
MaHepa neHus
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Abstract

The purpose of the study is to determine the vocal performance characteristics of the
‘Luna, Lussuria e Velocita’ work, written in the style of futurism in the interpretation of I. Nazaroy,
taking into account the peculiarities of the timbre of his voice. ‘Luna, Lussuria e Velocita' is
written in the futuristic style and is intended for bass/countertenor and electronic musical
instruments. The purpose of the research is to determine the features of the vocal performance
of the ‘Luna, Lussuria e Velocita’ work composed in the style of futurism, taking into account the
features of I. Nazarov's voice timbre. The research methodology is based on the use of music
analytical, historical and theoretical analysis methods. The analysis of vocal performance given
in the research was carried out based on the note presented by the composer and the video
material performed by I. Nazarov. At the same time, a number of scientific literature on futurism
was referred to. The scientific novelty of the research is that the work of Italian composer
S. Muscaritolo ‘Luna, Lussuria e Velocita' was involved in the study for the first time. The work
is designed for two registers (bass/countertenor) and is composed in the style of futurism,
which characterizes its scientific novelty. The work uses non-traditional playing methods for
bass and countertenor. In the research, the research of vocal performance methods used by
I.Nazarov during the performance was carried out for the first time. Conclusions. I.Nazarov is
the first and only singer in the history of Azerbaijani music culture with a countertenor voice and
boundless vocal technique. Not only Azerbaijani but also European composers create works
of various genres in accordance with the possibilities of his voice. These works are new due to
their features and performance requirements. In ‘Luna, Lussuria e Velocita’ I. Nazarov showed
himself as a singer with high technical capabilities, able to perfectly control both the baritone and
countertenor sound timbre. The singer expanded the possibilities of performing the countertenor
sound timbre, which gave rise to the assessment of the sound timbre from a new position.

Keywords: Ilham Nazarov; countertenor; baritone; vocal; performance features; futurism

Introduction

The traditional European academic vocal art has a special place in the history of
Azerbaijani music culture with ancient and rich traditions. Although the art of academic
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vocal performance in Azerbaijan originated at the beginning of the last century, it has
undergone great historical development in a short period of time and has given Azer-
baijan musical culture a generation of outstanding vocalists. They, in turn, managed to
form our academic school of vocal performance. Even today, the brightest representa-
tives of this school are able to have their say in the world music arena. One of them is
Ilham Nazarov, the Honored Artist of the Republic of Azerbaijan, the Presidential Fellow,
the first and only countertenor in Azerbaijan music culture.

Purpose of the article

The main purpose of the research is to determine the features of . Nazarov’s vocal
performance on the example of ‘Luna, Lussuria e Velocita’. The fact that the work is
composed in the style of futurism, intended for bass/countertenor, is one of the issues,
that makes the work relevant to research.

Recent research and publications analysis

Along with the articles of V. Humbatov (2020), 0. Ozel (2021), X. Asgerova (2020),
Y. Kukhmazova (2020) and others about |. Nazarov, scientific works on the study of
futurism in music were used in the presented research. At the same time, the articles
of D. Lombardi (1981), C. Poggi (2009), J. R. Payton’s (1976) were referred to here as
well as many electronic resources.

Main research material

It is not only his timbre, wide vocal possibilities that make |. Nazarov unique in the
Azerbaijani musical culture. One of the main reasons for this is the writing of works
in accordance with the timbre of the performer. Of course, this practice has existed in
the history of vocal performance since the beginning of the twentieth century. The fact
that Azerbaijani famous composer U. Hajibeyli intended Koroglu’s part from the opera
‘Koroglu’, the romances ‘Without You’ and ‘Dear Beloved' for the People’s Artist of the
USSR Bulbul marked the beginning of a new tradition in our music. This tendency is fur-
ther reflected in the work of |. Nazarov. Thus, Azerbaijani as well as European compos-
ers created works taking into account his timbre. Works for cantata, opera, romance,
orchestra of various compositions and sound can be mentioned here (Abdullazade,
2020, p. 119). Another important feature of these works is that they were composed for
two registers, as well as for a separate countertenor sound timbre. The study also an-
alyzed the possibilities of vocal performance performed by I. Nazarov in the futuristic
style of the Italian composer Stefano Muscaritolo’s ‘Luna, Lussuria e Velocita’ and iden-
tified the characteristics of his voice and the principles of interpretation of these works.

‘Luna, Lussuria e Velocita’ was written in 2016. The first performer was |. Nazarov.
And it was performed for the first time at an exhibition in the Lamborghini car show-
room (Nazarov, 2016). Although the performance of the work in the car is interesting at
first glance, it should be noted that it is closely related to its essence, the style in which it
is written. ‘Luna, Lussuria e Velocita’ is written for countertenor/bass and pre-recorded
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electronic musical instruments. The text of the music belongs to Ludovico Ariosto
(1474-1533) and Filipo Tomazo Marinetti (1876-1944).

The word futurism means ‘future’ in Latin. Futurism was first reflected in paint-
ing and literature. For this trend, the abandonment of traditional rules, the use of new
forms and means of expression can be considered as the main characteristic. Futur-
ism first originated in Italy and later spread to the cultures of other European countries.
The main feature of futurism is the placement of different sounds, especially machine
effects. In short, imitation, analogy, and imitation play a key role in futurism.

At the same time, futurism in music can be seen as a radical renewal. In addition
to bringing new means of expression, this trend opened up new technical possibilities
in the performing arts, enriched the aesthetics of sound with different traditions, and
characterized a new view of the musical texture.

In his article ‘Futurism and musical notes’, the Italian musicologist Daniela Lombar-
di highlighted the following six aspects of the fundamental laws of futurism (Lombardi,
1981, p. 44):

1. Noisy sound;

2. Micro intervals;

3. Improvisation;

4. Synchronization;

5. To have different disciplines - to take the form of a theatrical concept, so to
combine the features of genres such as theatre and opera;

6. Mechanics - imitation of sounds belonging to different machine industries.

All these points are reflected in the work of S. Muscaritolo. The work uses noise
and micro intervals, but also has a theatrical concept and is based on imitation. The
interesting thing is that all this is obtained through a vocal part and is intended for two
registers of sound (bass/countertenor). The use of the countertenor sound timbre in
futurism (machine/mechanical music), usually associated with the music of the Ba-
roque period, the works of G. F. Handel, A.Vivaldi, I. S. Bach, and others, is rightly note-
worthy. This means that the countertenor sound timbre transcends boundaries and
emerges from a new position of performance.

Naturally, the vocal part plays a leading role in the work. Since the vocal part has
two registers, it is written on two lines of notes, bass and left key. The accompaniment
part is played by electronic musical instruments and there is no note material. The
escort party is mainly of a background feature and creates a sense of tonal support.
Accompaniment is sometimes used car engine sounds. This principle continues until
the end of the work. The vocal part is sung over a pre-recorded accompaniment part.
The tempo here is Rubato.

‘Luna, Lussuria e Velocita’ is a technically complex work for the vocalist and reflects
the following performance difficulties:

‘Luna, Lussuria e Velocita's’ preference for both small and large vocal techniques;

- require small dynamic nuances;

- construction of the work on passages with different figures moving up and down;

- alternate and continuous sounding of both registers;

- presence of a wide range of jumps;

- use of different nuances.
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‘Luna, Lussuria e Velocita', first of all, we would like to note his great preference for
improvisation. His improvisation is free and thematic. This point can be observed in
any part of the work. At the same time, rubato is an important component of the sing-
er's interpretation.

The singer’s voice in the work has a very flexible effect. It switches from one tone of
voice to another very easily. Despite the fact that the dynamic plan of the work varies
between p-ff, the singer uses the dynamic nuance p-f in order to create a balance be-
tween the two timbres. Another feature of Nazarov's interpretation is his ability to ob-
tain contrast through registers. Below are some vocal performance analyzes on some
parts of that work.

‘Luna, Lussuria e Velocita’ begins with a small introduction by the escort party. After
a 25 second imitation of various motor sounds, the vocal part is included. The vocal
part is first performed in the bass. I. Nazarov sounded that part in p dynamic tones, in
a soft form. The imitation of the car engine at the beginning of the work is then played
in a vocal part.

We have mentioned above that futurism brings innovations to the texture of the
vocal part, to vocal performance. Here we pay attention to the imitation of motor sound
by sound performed by I. Nazarov. The performer created the same effect by gliding in
the p-f dynamic nuance towards the G-B sounds, as in the text of the note.

START AFTER
00:25 OF BACKING TRACK|  [black point @ - break from 1 up to 3 seconds|

)
9
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C.B. Na vibrate! I.-‘l.’. o | ®
fr'lke car engine nﬁ"reh'm.rmn P f P f

= . |."\ |l\ h-. '..—h — —.F-_'_=_
S e e & e . be _. ke N N

~ == - - _ - [d

Veeos - men - te dio dal -la ragaz - Zaa d'ac-cia - w___

As mentioned above, one of the important difficulties in performing ‘Luna, Lussuria
e Velocita’ is the alternation of timbres. Here the change of timbre is carried out in two
forms:

1. After one sentence is played with the bass, the other sentence is played with a coun-
tertenor sound timbre;

2. Passing from one sound timbre to another during the performance of a musical
sentence;

One of the difficulties in playing the presented part is the change of timbre by glissando
from “c?” to the octave “G”. This is a point that requires a great deal of technical skill in vocal
performance. As is well known, the vocal apparatus in both timbres is based on a differ-
ent principle. This can be considered as a transition from one face to another. Changing
the timbre on glissando is an indicator of I. Nazarov’s unlimited sound capabilities.

In doing so, he switched from baritone to countertenor sound timbre. In this case,
the character changes and the work is presented in a light form. If the baritone’s loud
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timbre and the use of a chest register attracted attention during the performance, the
passage is smooth from one sound to another. We would also like to note that this part
falls on the singer’s transitions.

One of the noteworthy points here is that despite the fact that the author marked
the sentence 'Ebrra di Spazio' on a Flyjet, I. Nazarov sang it with a countertenor sound
timbre. In this case, he takes advantage of the harsh sound and plays the word 'bra’
with an accent. At the same time, the performer uses a diminuendo to the word 'di
Spazio” and “di Spazio!' Near the end of the performance, the word almost disappears.
After a short pause, the work continues in a baritone timbre. After a short pause, the
work continues in a baritone timbre.

Let's pay attention to the performance features of the baritone part in ‘Luna, Lus-
suria e Velocita'. In the phrase ‘Che scalpiti che fremi d'angoscia, rodendo il mostro con
strriduli denti’, . Nazarov used a hard sound, full voice, sound in f dynamics, decisive
performance style.
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In the study, we noted that one of the characteristics of futuristic music is the use
of micro-intervals and close tones in the work. In the example below, close intervals
(especially bar 14) were also used.

I
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With this part, we would like to highlight the application of the Baroque sound timbre
in futurism. Of course, when performing close intervals in atonal music in vocal perfor-
mance, their performance requires such important qualities as precise hearing, absolute
adjustment of the vocal apparatus at the time of performance, control. As is well known,
the countertenor is a specific timbre. In other words, mainly Baroque music samples are
designed for this timbre technique. For this reason, any work with any technical difficul-
ties related to this period is very convenient for the countertenor. The performance of the
work composed for the countertenor in the style of Futurism is a further improvement
and expansion of the technical capabilities of this sound timbre, its field of application.

In the next part, I. Nazarov was able to demonstrate his technical capabilities at
a high level in the countertenor, as well as baritone timbre. We would like to inform you
that this part consists of passages.
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In both timbres, the downward and upward passages are performed in different
nuances. Recording passages in both timbres on the outside of the register is also
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a performance challenge and requires the singer to pass from one timbre to another
within a short period of time. It also makes it necessary to change the position of the
vocal apparatus, the larynx every time, to use different breathing techniques. Another
point of interest in this section is the use of various nuances and strokes.

The passage in the bass timbre (‘Formidabile mostro giapponese da gl'occhi di
fucina nutrito di fiamma') was performed very rubato. The singer’s ‘as-b-as’ (‘Formida’)
is based on the ‘as’ ('da’) sound, while the ‘es-des-es-a’ (‘formida BILE mostro’) sound is
relatively rallentando. ‘B-as-es-des’ (‘giapponese’), here, in the expression ‘giapponese’,
he pronounced ‘Giap’ with an accent and diminuendo near the end of the expression.
When talking about the strokes used in this section, we can mention portamento and
legato. We would also like to emphasize the use of speech intonation.

As for the passages performed by the countertenor, the same pattern of perfor-
mance is not found in the interpretation. In this section, we would like to mention
the variations and additions to the author's text. ‘Ruotando il carro avido di oriz-
zonti’; We see both in the sentences ‘e di prede siderali’. It uses ornaments on the
32 notes in the sentence 'Ruotando il carro a'. Thus, in the passage ‘c’-f>b’-as’-g'-e"”
(‘Ruotando il'), the performer created a stronghold by playing the word ‘Ruo’ (espe-
cially the pronunciation of the letter 'r') with an accent. Then the tempo was played
slowly near the end of the passage. During the repetition of the passage, the sing-
er applied the previous model, emphasizing the word ‘car’. Here, the performer also
used mordent. The appendix applied by I. Nazarov to this part coincided with the
end of the musical sentence beginning with the phrase ‘e di prede siderali’. Here, the
performer’s forcible repetition of the ‘f" sound was done in order to create a more
complete image.

The performer’s voice is very light in the downward and upward gamma-ray pas-
sage, which begins with the phrase ‘che mentre lo passar non era ardente.’ The finale of
I. Nazarov's work is interpreted in an interesting way. Thus, despite the completion of
the work in the author’s text, the performer improvises, and then the work ends in the
dynamics of p, with the intonation of speech, the whispering of the text.

Conclusion

Thus, as a result of the vocal performance analysis of S. Muscaritolo’s ‘Luna, Lus-
suria e Velocita' performed by I. Nazarov, the following conclusion was made:

- Here, the singer used different shades of colour. This is evident when playing with
baritone and countertenor sounds.

- The musician used rich means of expression, portamento, legato, staccato, glis-
sando and other nuances in the work.

- |. Nazarov presented the dramatic plan of the work in perfect form. Here, the be-
ginning and end of the work are completed with the same sound, which leads to the
artistic and content clarity of the work.

- Throughout the work, I. Nazarov proved to be a singer with high technical abilities
capable of perfectly controlling both the baritone and countertenor sound timbre.

All the highlighted points gave grounds to note |. Nazarov’s work as one of the first
performers of futurism in Azerbaijan musical culture.
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0COBJ/INBOCTI BUKOHAHHA ®YTYPU3MY
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B IHTEPMPETALII JTIbXAMA HA3APOBA
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AHoTauyis

MeTta pocnigyKeHHsi — BU3HAYMTM BOKaslbHO-BUKOHABCbKi ocob6nmBocTi TBopy «Luna,
Lussuria e Velocita», HanucaHoro B ctuni pyTypuamy BiHTepnpeTauiil. HasapoBa 3 ypaxyBaHHAM
oco6nmBocTen TeM6pY oro ronocy. [1ns peanisauii Lboro 3aBAaHHsi pO3risiHyTo 0CO6/IMBOCTI
iHTepnpeTauii TBopy «Luna, Lussuria e Velocita», npusHayeHoro ans 6aca / KOHTpTeHopa Ta
€/1eKTPOHHUX MY3UYHUX IHCTPYMEHTIB Y BUKOHAHHI 3acny)XeHoro aptucta Asep6anaHCcbKoil
Pecny6niku |. HazapoBa. MeTogonoria gocnigykeHHa 6a3yeTbCsi Ha BUKOPUCTaHHI MeTogiB
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MY3U4HO-aHaNiTU4HOro, ICTOPUYHOrO Ta TEOPEeTUYHOro aHanisy. BokanbHO-BMKOHABCbKUIA
aHanis npoBeAeHO Ha OCHOBiI HOT, npeAcTaBfieHUX KOMMO3UTOPOM | BigeomaTepiany,
BiATBOPEHOro y BMKOHaHHI |. HazapoBa. BogHouyac onpauboBaHO Ta y3arajbHEHO HayKOBY
niTepaTypy, NpeaMeToM AOCNifKeEHHSA AKOT € GyTypuam. HaykoBa HOBU3Ha JocChifpKeHHs. TBip
iTanincbkoro komnoauTtopa C. MyckapiTtono «Luna, Lussuria e Velocita» BnepLue 3any4yeHo fo
NpoBefeHOro AoChiaXeHHs. Te, Wo TBip NpUsHayeHnin Ansa ABoX pericTpie (6ac / KOHTPTEHOP)
i cknageHun B cTuni GyTypuamy, xapakTepmsye MOro HayKoBy HOBU3HY. Y TBOpi BUKOPUCTaHI
HeTpaauUinHi Ana 6aca i KOHTPTEHOPA TeXHiKM BUKOHAHHSA. TakoX BnepLue 6yno npoBegeHo
OOCHNiIKeHHA BOKallbHUX MeTofiB, fIKi BMKOPUCTOBYBaB Mif 4Yac BUKOHaHHSA |. Hasapos.
BucHoBku. |. HazapoB — nepwuii i eguHnii B icTopil asepbanykaHCbKOI My3UYHOI KyNibTypu
cniBak, Wo BoJofie TeMOPOM KOHTPTEHOPOBOIO rosiocy, 6e3MEXHOI BOKASIbHOK TEXHIKO
BMKOHaHHS. BiAnoBigHO [0 MOXIMBOCTEN TEMOBPY MOrO rofiocy He TiflbKW asepbangyKaHCbKi,
a i eBponencbki KOMMNO3UTOPU CKNagar0Tb TBOPY, LLLO OXOMIIOKOTb PisHi XaHpu. Taki TBOPU HOBI
3a CBOIMU OCOB/IMBOCTAMM, BUKOHABCbKMMU BUMoramu. Y TBopi «Luna, Lussuria e Velocita»
|. HazapoB nokasaB cebe CMiBakoM 3 BUCOKMMW TEXHIYHUMMU MOXI/IMBOCTAMM, 3[ATHUM
[IOCKOHasI0 onaHoByBaTU K 6apUTOH, Tak i TEeMGP KOHTPTEHOPOBOIO FOMOCY.

KnioyoBi cnoBa: Inbxam HazapoB; KOHTPTEHOP; 6apUTOH; BOKaJl; BUKOHABCbKi 0CO6/IMBOCTI;
«Luna, Lussuria e Velocita»; dbyTypnam
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AHHOTayunsa

Lenb wuccnepoBaHuss — OMpeaennTb BOKasIbHO-UCMONMHUTENIbCKME OCOBEHHOCTU
npousBefgeHus «Luna, Lussuria e Velocita», HanucaHHoro B ctune dbyTypuamMa B MHTepripeTaLum
M. HasapoBa c yyeToM ocobeHHOCTell Tembpa ero rosnoca. [na peanu3auum 3TOM 3agauu
paccMOTpeHbl OCOH6EHHOCTM WHTepripeTauun npousBefeHus «lLuna, Lussuria e Velocitar,
npefHasHa4yeHHOro Afsi 6aca/KOHTPTEHOPA M 3NEKTPOHHbIX MY3blKasbHbIX MHCTPYMEHTOB
B MCMOJIHEHWM 3acNy>XXeHHoro apTtucta AsepbanxaHckon Pecnybnuku W. Ha3saposa.
MeToponorus uccnepoBaHWA OCHOBaHa Ha WCMOb30BaHWM METOAOB  My3blKaslbHO-
aHanUTMYecKoro, MCTOPMYECKOro M TeOpPeTUYECKOro aHannsa. BokanbHO-MCNOAHUTENbCKUI
aHanus npoBefleH Ha OCHOBe HOT, MpeACTaB/IEHHbIX KOMMO3MTOPOM M BUAeoMaTepuana,
BOCMpOM3BOAMMOro B ucnonHeHun W.HasapoBa. B To >ke Bpemsi 6blna npopaboTaHa
N o6o6leHa HayyHas nuTepaTypa, NpegMeTOM WCCNefoBaHUsi KOTOPOW siBAsieTCA
¢dyTypm3m. HayyHass HoBM3Ha uccnegoBaHus. [lpovsBefieHVe UTaNbsSHCKOro KOMMo3uTopa
C. Myckaputono «lLuna, Lussuria e Velocita» BnepBble NpPMBNEYEHO K MNPOBEAEHHOMY
uccnenoBaHmio. To, YTo MPoU3BeAeHWe NpefiHa3HaueHo s AByX peructpos (6ac/KOHTPTEHOP)
N cocTaBfieHO B CTue QyTypM3ma, XapakTepuayeT ero Hay4yHyto HOBW3HY. B npousBegeHun
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MCMNoNb30BaHbl HETPafMLUMOHHbIEe ANA 6aca M KOHTPTEHOpa TEeXHUKM UCMOMHeHus. Takxe
BrepBble 6blNO NPOBEAEHO UCCMelOBaHWE BOKasbHbIX METOAOB, UCMONIb3yeMbIX BO BpeMs
ucnonHeHus WM. HasaposbiM. BbiBogbl. V. HazapoB — nepBblt U eAUHCTBEHHbIN B UCTOPUKU
asepbanXaHCKOM My3blKanbHOWN KyNbTypbl NeBew, 061a4aoLwmnii TeM6poM KOHTPTEHOPOBOIO
ronoca, 6e3rpaHU4yHoOl BOKasIbHON TEXHUKOW UCMOSTHEHUS. B COOTBETCTBUM C BO3MOXHOCTAMM
TemM6pa ero rosioca He TobKo asepbaiyKaHCKu1e, HO 1 eBPOnenckme KOMMNO3UTOPbl COUYMHSIOT
npou3BeAeHuUs], OXBaTbiBatloLWMe pasnnyHble XaHpbl. Takne NponsBefeHnsi HOBbl MO CBOMM
0COGEHHOCTSIM, UCMONHUTENIbCKUM TpeboBaHUsaM. B npoussefeHun «Luna, Lussuria e Velocita»
WN. HazapoB noka3san ce6si NeBLOM C BbICOKUMMU TEXHUHECKMMU BO3MOXHOCTAMM, COCOBHbIM
B COBepLUEHCTBE YyNpaB/AaTb Kak 6apuToOHOM, Tak U TEMOGPOM KOHTPTEHOPOBOIO rooca.

KnioueBble cnoBa: WnbxaM HasapoB; KOHTPTEHOP; 6apuTOH; BOKas; WCMOSIHUTENbCKUE
ocobeHHocTy; «Luna, Lussuria e Velocita»; dyTypnsm

ed under a Creative Commons «Attribution» 4.0

;
5Y hisisano

journal and all published articles are licens

musical-art.knukim.edu.ua



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(2) - 219-229 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

DOI: 10.31866/2616-7581.4.2.2021.245800
YOK 378.147.091.33:78-057.875

MAWMCTEP-KNAC IK CKNALOBA NMPO®ECIAHO-MPAKTUYHOI
niaArotoBKU MY3UKAHTIB
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KuiBcbKuUi HayioHalbHUIA yHIBEPCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHoTauyisa

MeTta pocnifdXeHHss — rMpoaHanisyBaTy MNpaKTUYHWIA [OCBIL BUKOPUCTAHHA MeToady
MaKcTep-knacy y niagrotoBLUi My3nMKaHTIB 3a OCBIiTHIMU nporpamamu «bakanaBp», «Marictp».
Y cTaTTi po3rAsHYTO 0CO6/IMBOCTI MPAKTUYHOT NiAFOTOBKM Ta CAMOCTINHOT po60TH My3UKaHTIB
Yy MUCTELbKMX 3akfiaax BULLOI OCBITU, Mpe3eHTOBaHO AOCBIA BNpoBaAXXeHHs MancTep-KaciB
SIK METOAUYHOI CKTaf0BOI OCBITHBOI Nporpamu «MysunyHe muctentBo» OC «bakanaep» Ta OC
«Marictp». MeTogonorisa gocnig)keHHsi. 3aCTOCOBaHO psif 3arasibHOHayKOBMX Ta CreLianbHUX
MeTOoZIB: aHaniTUYHO-MOLYKOBUA — AN YTOYHEHHS MOHATb AOCHIAKEHHS; Mpo6naeMHo-
MOLUYKOBUI Ta METOJ CMOCTEPEXEHHS — ANA BUABJIEHHA OCHOBHUX O3HaK MaMcTep-knacy;
KOMMapaTuBHWUIA — ANA NOPIBHSIHHA OCBITHBOrO MPOLECY B LiNOMYy Ta cnocoby nepepadi
iHpopmauii y Mexax MancTep-knacis; knacudikauii — Ana rpynyBaHHs MaWcTep-kniaciB 3a
BMAAMU, MeTogamMu NpoBeAEeHHA Ta 3aBAaHHAMU. HaykoBa HOBU3Ha [OCHiZPKEHHSs MoNsirae
Yy KOMIM/IEKCHOMY OCMUCIIEHHI MPaKTUKM MPOBELEHHS MaCTEP-KNaciB AK HEBIA €EMHOI CKNagoBol
dhopmyBaHHA haxoBUX KOMMETEHTHOCTEN CTYAEHTIB-MY3MKaHTIB y iHCTUTYyani3oBaHiin BULLIN
MUWCTELbKIl OCBITI Ta iX cucteMaTusadii 1 knacudikauii 3a BuaaMmun, MeTogamMm Ta 3aBaHHAMMU.
BucHOBKU. AHani3a HW3KW MaWcTep-knacie, Wo Big6ynuca y KuiBCbKOMY HaLioHanbHOMY
YHiBEpCUTETI KyNbTypu i MUCTEUTB, A03BOSINB 3AINCHUTU AefAKi y3arasbHeHHs NPakTUYHOro
OOCBiZly Ta 3anpornoHyBaTn TaKy Knacu@ikalito 3a BMAaMu: KOHUENTyanbHUI MaicTep-Knac,
NPaKTUYHO-OPIEHTOBHMIA MailcTep-Knac, KOM6GiHOBaHMI MaiicTep-knac. BnacHuit pgocsig
iHiLitOBaHHA, NnaHyBaHHA | MPOBeAeHHs MancTep-knaciB Ta nepgaroriyHe CrOCTEpPeXeHHs
[OBOAUTb, WO KOHCTPYKOBAHHS aBTOPCbKMX MOAENE OCBITHbOrO MPOLECY B PEXUMI
peanbHOro yacy, MpakTM4He 3aCBOEHHS HaBUYOK MY3MKYBaHHSA B MeXax TpaHCnALil JocBigy,
aKTuBI3aLis nidHaBanbHOI AiANbHOCTI 3406yBaYiB OCBITU 3 My3UYHOrO MUCTELTBA € HaNBINbLL
epeKkTMBHUMK 3acobamMmn 06MiHY Ta nonynsipu3aLii cyyacHUX TEXHOMOTIN, METOAMK, Nporpam
ONS NigBULLEHHS NpodecinHOI KOMNETEHTHOCTI, GOpMyBaHHS iHAMBIAYyanbHOro TBOPYOro
BUKOHABCbKOro CTUJIHO.

KnroyoBi crnoBa: maricTep-knac; My3myHe BUKOHaBCTBO; Cy4acHa BuLLa MUCTeLbKa OCBITa;
npaKTU4yHa NiArotoBKa My3mKaHTIB
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BecTtyn

TpaHcdopmauiiHi npouecK, 30KpeMa akLeHTyaLlisi OCBITM Ha MPaKTU4YHIN Ta ca-
MOCTINHIN NigroToBLi My3nKaHTIB Y MUCTeLbkux 3BO, Aanu nowToBX A5 OCMUCTIEH-
HSA 3MICTy HaBYa/lbHUX MporpamM MpakTUYHOI (paxoBOi MiArOTOBKN CTYAEHTIB. B3ae-
MO3B'A30K TEOPETUYHOI MiArOTOBKU CTYAEHTIB i BUPOBSEHHS NPAaKTUYHUX HABUYOK,
pPO3yMiHHA Ta onaHyBaHHS crneundikM My3sM4YHOro BUKOHABCTBA, BMiHHS ajanTyBa-
TUCA OO0 PISHOMAHITHUX CLEHIYHUX i aKyCTUYHUX YMOB, KOMYHIiKaLlisi He TiNIbKK 3 MY-
3MKaHTaMu, a 1 3i cnyxadamMu pisHUX pPiBHIB MiAroTOBKW Ta BiIKOBUX IPyn € OCHOBOKO
(hopMyBaHHS OCBITHIX Nporpam Ta ix peanisaLii B MpaKTUYHINA JiNbHOCTI.

MeTta

MeToto gocnipykeHHs1 € aHani3 Ta knacudikalis NpakTUYHOro JOCBIAY BUMKOPU-
CTaHHSA MeTOAY MalcTep-Knacy y nigroToBLi My3MKaHTIB BULOT kKBanidikaLil 3a OCBIT-
HiMK nporpamMmamu «bakanasp» Ta «MaricTp».

AHani3 ocTaHHix gocnig)xeHb i nyénikauii

3asHaunMmo, WO HanbiNbL ePeKTUBHUM CNOCO60M 06MiHY, PO3MOBCHOAXKEHHSA Ta
BMPOBaA)XeHHS HOBITHIX Mogenei, 3acobiB Ta MeTOAIB 3006yTTs MUCTELbKOI BULLOI
OCBIiTM € MaWucTep-knacuy, e xeananHepamu 3 nNUTaHb MY3UYHOI OCBITU, MY3UYHOIO
BMKOHaBCTBa CTaloTb BiJOMi My3uKaHTW, BUKaJadi-MeTOAUCTH, HayKoBL 3 6esnpeLie-
[EeHTHUM Jiana3oHOM iHTepeciB, ifen, KPUTUYHUM CTaBIEHHAM 0 MUCTELIbKOIO CbOro-
[eHHs. Ha HeobxigHOCTi MoaepHi3aLil 3MicTy haxoBoi NigroTOBKM aKLEeHTyBanm aBTo-
pw, SKi MpaLtooTh Haj 3a3HaveHoto npobnemoto: I LiykaHoBa (2014) npuceaTuna ceoil
PO3BiAKN peanisaLii HaBYanbHOro NPOEKTY A1 CreLianbHOCTI «3B'A3KM 3 rPOMaACh-
KicTio»; H. Bapa6aHoBa (2010) gocnigyyBana Ta aHasisyBana MeTOAMKM NPOBEeAeHHSI
MancTep-Kacis, ix BNAUB Ha iHhopMaLinHO-KOMYHIKaTUBHe cepefioBuLLe. [egaroriyHi
HoBaLjii y MyaniHux 3BO onucaHi y npausx O. Mixtap (Pikhtar, 2019), H. Bposiko, B. Jo-
podeeBoi, H. KoBmip Ta T. MictyHoBoi (Bposiko Ta iH., 2021).

Buknag maTtepiany gocnigxeHHs

CyyacHa My3un4Ha OCBiTa JeMOHCTpPYE YiTKi napaMeTpu CniBBiAHOLIEHHS Tpaau-
LiRHMX | HOBaATOPCbKMX MiAXOAIB L0 HaBYaHHS, WO MaKCUManbHO CNpUsAOTb TBOP-
YOMY PO3KPUTTIO OCOBMCTOCTI CTyAeHTa-My3uKaHTa Ta CTBOPHOIOTb YMOBU MCUXO-
noriyHoro koM@opTy ManbyTHix daxiBuiB. «<Mogenb opraHisauii MUCTeLbKOI OCBITH
B YKpaiHi nepebyBae CbOrogHi B NOLUYKY HOBITHiX iHHOBaLiiHUX METOAIB HaBYaHHS.
MigrotoBka cneuianicta 3 MUCTeLbKoro daxy posnoyYnHaeTbCca 3aJ0OBro Ao BCTyMy
y 3BO i peanizoByeTbcs y ABOX OpMaXx: iIHCTUTYLiNHIA Ta HEIHCTUTYLINHIA. 30KpeMa,
y cydyacHoMy rno6anisoBaHoMy CBIiTi po3LIMpeHi YMOBM HEIHCTUTYLiNHUX hopM 340-
6yTTA HOBMX YMiHb Ta HaBMYOK. Lleit npouec BiAbyBaeTbCsl He TiNIbKM Ha NOKaNbHO-
perioHanbHOMY piBHi, ane h 'y po3iMKHYTOMY cepelOoBULLL CBITOBOIO KYSbTYPHO-OCBIT-
HbOrO KOHTEKCTY» (Bposiko Ta iH., 2021).
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IcHye eKinbka BU3Ha4YeHb MOHATTS «MaiicTep-knac». H. PosiHa (2013) posrnsgae
Moro ik «cy4yacHy bopMy NpoBefeHHS TPEHIHIY AnS BignpauoBaHHA NPakKTUYHKX Ha-
BUYOK 3a Pi3HUMW METOLMKAMM | TEXHOMOTISIMU 3 METOHO MifBULLEHHSA NPOQECINHOIO
piBHA Ta 06MiHY NepefoBMM [LOCBIJOM YYaCHWKIB, PO3LUMPEHHS KPyro3opy Ta 3any-
YeHHS [0 HOBITHIX 06/1acTei 3HaHHA».

J1. 06yx (2018) mae BM3HA4YeHHs1 MaWcTep-knacy (aHrn. master class: master —
HalKpalui y YoMycCb, class — 3aHATTS, YPOK) Ik METOAY HaBYaHHSA Ta NpoBefeH-
HA KOHKPETHOro 3aHATTA i3 BAOCKOHAJIEHHSA MPaKTUYHOI MamCTepHOCTI, WO npo-
BoAUTbCA (axiBLueM y MeBHil ranysi TBOpYOI AisNIbHOCTI (30KpeMa, My3uKKu) Anst
ocib, siKi 3a3BMYall BXe AOCArIM AOCTATHbOro piBHA npodecioHanismMy B Ui coepi
DisiNbHOCTI.

3'AcoBaHo, WO MEeTOK MPOBeAeHHS MalcTep-kiaciB € BAOCKOHaneHHs npode-
CiMHOI NpaKTUYHOI NiArOTOBKY CTYAEHTIB-MY3UKaAHTIB — y4aCHUKIB 3axofy. 3aBAaHHs
MancTep-KaciB NonsAratoTb y KOHCTPYKOBaHHI Ta AeMOHCTpaLlil aBTOpOM, MalCTpPoOM
CBOro TBOPYOro iHAMBIAyanbHOro NMPOEKTY; 3aCTOCyBaHHI MoAefiel HaBYaHHS, L0
TPaHCMIOKOTb ifeto, AOCBIA, METOAN Ta NMPUAOMU 3aCBOEHHA KOHKPETHUX HaBYaslbHO-
NPaKTUYHUX MOAYNIB; AEeMOHCTpaUil HabyTUX MPaKTUYHUX MPUIAOMIB ClyXaLbKil
ayguTopi.

AK LeMOHCTpYe NpaKThKa, eeKTUBHICTb BNpoBafXeHHS 6yab-AKOI Mofeni HaB-
YaHHS, aBTOPCbKOro TBOPYOro abo MnefaroriyHoro MPOEKTY 3aneXuTb Bifl HUSKK
YMHHUKIB: MOTMUBALil, AOCBiAY, CUCTEMU LiHHOCTEN, KYNbTYPHOIrO KOHTEKCTY, Niaro-
TOBJIEHOCTI 40 CPUIAHATTA y4aCHMKIB MancTep-Knacy, ix npodeciiHOi KOMNETEHTHO-
CTi, af)ke CYTHICTb npoLecy CnifikyBaHHS Ta HaBYaHHA nonsarae y GopmyBaHHi 0co-
6UCTOCTI; 3abe3neyvyeHHi YMOB A/1 PO3BUTKY AYXOBHOIO 3pOCTaHHA CTYAEHTa, MOro
couianisauil; po3LUMpPeHHi MY3UMYHO-BUKOHABCbLKOrO AOCBiAY; OnaHyBaHHI KynbTyp-
HUX Mofenel 0COBUCTICHOrO CTaHOBJIEHHS, BPaxoBYHOUM NMPaKTUYHO-NpodeCitHui
acnekT.

AHania HU3KM MaKcTep-Knacie, WO BigdyImMca y Mexax MigroToBKU CTYAEHTIB-
MY3UKaHTiB 3a OCBIiTHIMM NporpaMmamu «[JMpureHTCbKO-XOpOBE MUCTELITBO», «baHay-
pa Ta Ko63apcbke MUCTeLTBO», «EcTpaiHui cniB», «My3nyHe MUCTELTBO ecTpaan,
«My3nyHui ponbkiop» fae nigcTaBu o ix cuctemaTuaadii i knacudikadii 3a Bugamm,
MeTofaMu, 3aBAaHHAMM, peasnisalieto NnocTaBneHol MeTU. 3arnponoHOBaHO Taky Kia-
cudikauito MancTep-knacis 3a BUgaMu: KOHLUENTYaslbHUIA, MPaKTUYHO-OPIEHTOBHWUIA,
KOMOGIHOBaHWI.

KoHuenTyanbHui MaricTep-kaac — Le MeTof, B SKOMY aBTOP TPaHCIOE ifeto, Lo
npoWwna anpobauito y HaB4anbHOMY NpoLeci, peanidyBanacb y TBOPUMX Ta BUKOHaB-
CbKMX NPOEKTaX, B HAyKOBO-AOCNIAHMX Ta METOAMYHMX Mpausx. HaBegemo gekinbka
SICKpaBUX MPUKNaAiB Takoro Mamncrtep-kiacy — 3yCcTpiy CTyfAeHTIB dakynbTeTy Mmy-
3MYHOro MUCTeLTBa 3 JOKTOPOM MUCTELTBO3HaBCTBa, Npodecopom HauioHanbHOI
My3uYHOI akagemil YkpaiHu im. . . YarkoBcbkoro — B. [locBantoKoMm, AKUN rnpesex-
TyBaB CBOI PO3PO6KM 3 TeOpil i METOAUKM BUKOHABCTBA Ha TPy6i Ta HU3KY 30LIMTIB
BrpaB A/ PO3BUTKY HaBUYOK rpu Ha AyXxoBoMmy iHCTpymeHTi (Mocsantok, 2002). Pe-
3ynbTaTM MeToauyHoOI cuctemu B. MNocBantoka BAano NpoAeMOHCTpyBanin CTyAeH-
TU-MaricTpaHTu HauioHanbHOT My3n4yHoOI akagemil Ykpainu iMm. [1. |. YankoBcbKoro,
AIKi HaBYanMCb MO 3anporoHOBaHIN CUCTEMI i JOCATN MEBHOIO TEXHIYHOrO PiBHSA.
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B iX BUKOHaHHI cno4aTky Npo3ByYanu BrpaBu Ta eToAu 3 3anpornoHOBaHUX 30LLUUTIB,
a NoTiM KOHLIEPTHI BipTyO3Hi n'ecw.

MnigHMM cTaB MaicTep-knac Ha TeMy «PO3BUTOK A3BOHAPHOrO i KapuibAOHHO-
ro MMCTeuTBa» 3ac/y>KeHoro aptucta YkpaiHu, npodecopa, BifOMOro nonynspusa-
TOpa A3BOHApPHOro i KapuibrMoHHOro MucteyTea . YepHeHka. Tema 1Moro TBop4yoro
NPOEKTY HaZlana NoLTOBX CTyAEeHTaM, y4aCHUKaM 3axofy A0 MMUOUHHUX ICTOPUYHNX
po3BifoK y cdepi BUKOHABCbKOro MuUcTeuTBa Ha crneuudiyHMX My3u4HUX iHCTPY-
MeHTax Ta X BUKOPUCTAHHSA Y NpaKTUYHIA AisnbHOCTI. [T YepHeHKO npoBiB eKCKypcC
Bij CTApPOBWHHUX E€BPOMENCbKUX KapWbHOHIB [0 Cy4aCHWX [A3BOHApPHUX TEXHiK.
Ocob6nuBy yBary mMaictep npuainue Tpagumuii yKpaiHCbKOro A3BOHAPCTRA, icTopil
nepLIoro KapunbinoHy B Kuesi, Wo BCTaHOB/OBaBCA Ha rnoyaTky 1990-x pokiB Ha
A3BiHULI MuxainiBcbkoro cobopy. B Koni po3rnsHyTMX nutaHb 6yB aHanis penep-
Tyapy KapuibhOHIB, afi)Xe iIHCTPYMEHT Lel € CBITCbKUM i 3By4aTU Ha HbOMY MOXe
HaMpisHOMaHITHIWa Mys3uKa: Biff HApOAHOI [0 akafeMIi4HOI, KIacu4Hol i cyvyacHol
aBTOPCbKOI. |[HhopMaTUBHO A/isi CTYAEHTIB-iHCTpyMeHTanicTiB 6yno AisHatucs, Lo
CbOrOAHI ICHYIOTb MepecyBHi XpPOMaTUYHI A3BOHMU, AKi JO3BONSAOTb BUKOPUCTOBYBATH
Len iHCTPYMEHT Ha PisHOMaHITHUX MarnJaHumnKax Mif Yyac CBATKYBaHb Ta My3UYHUX
dectuBanis.

[0 KoHuenTyanbHOro BMAY MalcTep-Knacy HanexuTb i aBTopcbka poboTa 0. Ba-
cuneBuYa — 3acnyxeHoro aptucta YkpaiHu, goueHTa HauioHanbHOI My3uM4HOI aka-
aemii YkpaiHu imeHi I, |. YainkoBCbKOro, AK1in NnpeAcTaByB LiiKkaBuUiA TBOPYUIA MPOEKT,
noB'A3aHuii 3 GOPMyBaHHAM METOAMYHOI cucTeMU (LIKOMWM) BMXOBAHHS Ta Migro-
TOBKM BMKOHAaBLiB Ha cakco(OHi. Pe3ynbTaToOM HaCKpi3HOI NiArOTOBKM MY3UKaHTIB-
iHCTpYMEHTanICTiB BiJ OUTSAYOI MY3UUYHOI LIKOMAW A0 BULOMO OCBITHbLOrO 3aknagy,
€ PO3pOoO6SIeHi OCBITHI Mporpamu, METOAMYHI pekoMeHAaLlii, niaroToBneHi daxisui
BULWOI KBanidikaLii, ki 3000y/1M BUSHAHHSI Y MUCTELbKOI CMifIbHOTU Ta CryXaLbKoi
ayauTopil YkpaiHu Ta €Bponu. TBOpUYMI NPOEKT 3aBEepPLUMBCA SICKPaBUMU KOHLEpT-
HUMU BUCTYNamu yyHis KUIBCbKOro AepXaBHOro MysuyHoro niyeto iMeHi M. B. Jlu-
CeHKa Ta cTyfeHTiB HauioHanbHOI My3u4HOI akagemil YkpaiHu imeHi I1. |. Yainkos-
cbkoro knacy 0. BacuneBunya. [1ns cnyxadiB Takoro maicTep-knacy 6ynu BigKpuT-
TSAAM ICKpaBi, €MOLi/Hi, KOHLEpPTHi BUCTYNW; BiflbHe, HEBUMYLUEHE MOBOAXEHHS
KOHLEPTaHTIB Ha CUeHi, @ rofNoBHe — BOMOAIHHA LUMPOKMM penepTyapHUM Aianaso-
HOM MYy3WYHUX TBOPIB i AeMOHCTpaLis Ny6nili BUCOKOro PiBHS KOMIMIEKCY Mnpak-
TUYHMX HABWMYOK i BMiHb (Bifi YMTaHHS 3 nUcTa A0 aHCAMBIEBOro My3WKYBaHHS
Ta imnposizauii).

lpakTU4YHO-OPIEHTOBHUI BUA — Lie BUL MancTep-Knacis, A0 AKUX 3asnyyaroTbCs
BilOMi MY3MKaHTU-NMPaKTUKN, KOHLIEPTHi BWKOHaBLi, eKCnepMMeHTaTopu, reHepa-
TOpPU HOBUX ifen; WO aKUeHTYe Ha iHHOBaLMHUX MeTofax i TeXHOSOrisX HaBYaHHS,
KOHCTpPYIOE MoOZeni NpakTUYHOI pearnisaLil, BAKOPUCTOBYE MeTOAM BapiaTUBHOCTI
Ta iMnpoBizauiiHocTi. Takuin Bug MaincTep-knaciB nepenbadyae KONEKTUBHE My-
3MKYBaHHS, e CTYAeHTM 3ayyatroTbCsl A0 BMKOHABCbKOI AiffIbHOCTI, BUCTYNarTb
y poni conicTiB, apTUCTIB aHCaM6/1t0, OPKECTPAHTIB, KOHLEpPTMelcTepiB. 3'acoBaHoO,
O MoZesNb CMiBTBOPYOCTI B aHCamM6/1eBOMY My3UKyBaHHi GOpMye xapakTep 0cCo-
OGUCTOCTI, Aonomarae MNCUXOMOriYHiA aganTauii y TBOPUYOMY KOJNEKTUBI, pO3BMBaE
iHiLiaTUBHICTb, BiANOBIAANbHICTb, YOOCKOHANIOE KYNbTYpy crinkyBaHHsA. CniBTBOp-
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YiCTb CMOHYKae [0 BapiaTUBHOI MOXIJIMBOCTI Yy CTBOPEHHI Pi3HUX MiKpocUTyauin
CNiNIKyBaHHs, AianoroBoi B3aeMopfili MiX MysukaHTamMu y TBOPYOMY MNpoLieci, posy-
MiHHA poni cosicTa-iMnpoBsi3aTopa, Hagae MoLWTOBX A0 MPaKTUYHUX Ta MUCJIEHHE-
BMX NPOLIECIB, L0 € aKTUBHUMM efleMeHTamMm BrmBy Ha GopMyBaHHsS NpodecinHoro
My3MKaHTa.

HaBenemo fekinbka npuknagis npoBefeHHs npakTUYHO-OPIEHTOBHUX MancTep-
knaciB. Bimomi mykasoBi MyaukaHTu HaTania Jle6efesa (knagiwi) Ta Jlaypa Maprti (Bo-
Kan) y CBOIX apTrnpaKTMKaXx akLeEHTYOTb Ha CTBOPEHHI i HAaKOMUYEHHI iHAMBIAyab-
HMX 6a3UCHUX CUCTEM (TEXHOJIOMYHMX, Naf0-rapMOHIYHMX, CTPYKTYPHUX Ta MEeTpo-
PUTMiYHMX POpMYN), ONMaHyBaHHA SIKUMU HaZla€ BMKOHABLIKDO MOXJIUBICTb FHYYKOro
BapitoBaHHA GYHKUIOHaNbHUM KOMMIEKCOM MPaKTUYHMX HaBUYOK Ta BMiHb. Bynu
npeAcTaB/fieHi A)Ka30Bi KOMMNO3WLii pisHOMaHITHUX cTuniB (Big Tpaauuii 4o MofepHy
Ta Q'IoXKH AXKasy), B IKUX My3UKaHTU MPOAEMOHCTPYBasM Ha NPaKTULLi 3aCTOCYBaHHS
6asnCHMX cucTeM, iX TpaHchopmMaLii Ta 4OBENN MpaKTUYHE 3HAYEHHS Y KOHLEPTHI
DisiNbHOCTI.

[HWa rpaHb NpaKTUYHO-OPIEHTOBHOIO BUAY MalcTep-kiacy 6yna BUCBIT/IEHA Ha
3yCTpiyvi CTyAeHTiB 3 My3aukaHTamu «[yety Matpia» (KenbH, HiMeuunHa) Tamapoto
Jlykawesoto (Bokan, ¢opteniaHo), Matiacom LUpicdnem (Tpy6a, ptorenbropH, Ty6a,
eydoHiym). MNMporpama MaiicTep-knacy 6yna HacMyeHa TBOPYUMM, irPOBUMU 3aBhaH-
HAAMK, Y BUKOHaHHI siKux 6panu yyacTb CTyAeHTU-CNlyxadi 3axofy, Buknajadi Ta 6es-
nocepefHbO BUKOHaBL,i. HeBMMyLLeHa aTMocdepa, MpUAoOMM KOHLLEHTpaLii yBarn Ha
My3uLii Ta TeaTpanisauyil fincTBa NpusBenun 40 NPUroNoMLLIEHOro pesynbTaTy, a came
NMOBHOI PO3KYTOCTi Y BUKOHAaHHI iMMpoBi3aLlil TUMU CTyAeHTaMu, siKi 3aBXAu BiayvyBa-
Nn ocTpax nepep nyénikoto. MysmkaHTu «[lyeTy MaTpia» 3po6unm akLeHT Ha HeooXia-
HOCTi pO3LUMPEHHS penepTyapHUX MOXIIMBOCTeN Ta hopMyBaHHSA Big4yTTsi cBO6OAM
MPOCYBaHHSI KOHTEHTY, MOTUBYBaHHI CTYAEHTIB 4O BUBYEHHS Ta ONaHyBaHHSA AeKifb-
KOX MY3WYHMX IHCTPYMEHTIB Ha nNpodecinHOMYy piBHI 1 38aTHOCTi BUKOPUCTOBYBATMH iX
Ha NpaKTuLj, TO6TO 3pOCTaHHSA NPiOPUTETY YHIBEpCanbHOCTI BUKOHABLIB Y Cy4acHOMY
MY3MYHOMY MPOCTOPI.

CTunboBi NoLwyKKM BigdyBanucsa Ha MacTep-knaci NpakTUYHO-OPIEHTOBHOIO BUAY
Inni Epecbko (bopTeniaHo) — nigepa rpynu «Dislocados», AKWIA, Y 3BUYHI A1S1 HBOMO
apTUCTUYHIN MaHepi, NO3HaOMUB i AONYUYUB CTYAEHTIB L0 PO3YMIHHA Ta BUKOHaH-
HS CTWIIO «canbcayr, 3 Moro TpaHchopmadieto adhpo-KybUHCbKNX MOTUBIB, ACKpaBu-
MU PUTMIYHUMMW CMIONYKaMK, FapMOHI€I0 Ta CTPYKTYPOIO MPeAcTaB/eHNX My3UYHUX
KOMMNo3uLin. MNpodecinHnin My3MKaHT 3anponoHyBaB pUTM Fpyni BUKOHATU AeKinbKa
naTMHOaMepuKaHCbKMX, TaHLUIOBaNbHUX €Ni30AIB 3 YiITKUMU CTPYKTYPHUMM, PUTMIY-
HMUMM Ta rapMoHiYHUMK dopMynamum, WO NpUTaMaHHi CTUAO «canbca» i AOBIB, L0
OMnaHyBaHHS XaHPOBO-CTU/IbOBUX OCOG/IMBOCTEN, BYAb-AKOrO MYy3UYHOIO Harpsimy,
€ 3anopyKo BiNbHOroO iCHyBaHHA My3uKaHTa-BUKOHaBLS Ha CLeHi Y CKnagi pisHoOMa-
HITHUX MY3UYHUX TYpTIB.

TeMa npakTU4YHO-OpieHTOBHOro Marictep-knacy O. CaritoBa (TpoM60H) «Bukopu-
CTaHHS efIeKTPOHHOI MY3UKM B [XXa30BUX Ta eCTpagHWX KOMMO3ULIAX» € aKTyasb-
HOO Yy Cy4aCHOMY My3U4HOMY cepefoBuLli. My3nkaHT akLeHTyBaB Ha NOEAHaHHI
TpaauUiiHUX 3aco6iB HaBYaHHSA 3 IHHOBALIMHUMK — MYNbTUMELINHUMMK TEXHONOTIs-
MU, anapaTHo-nporpaMHMmMu 3acobamu (Hi-class, MBS), My3aU4HUMM KOMI' OTEPHUMU
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nporpamamu (CMcTeMaMu anropuTMiYHOT My3UKU, CEKBEHCEpPaMu, 3anncamm Ta uud-
pOBO 06POGKOID 3BYKY, BUKOPUCTAHHS fofaTKoBuMx Plug-ins Mmozynis 06po6ku 3BYKY,
MPOrpaMHMX My3MYHUX cucTeM). [MOLYKN HOBUX TEMBPIB, aKYCTUYHMX MOXXIIMBOCTEN,
oraHyBaHHs eNIeKTPOHHUMU MPUCTPOAMU B MPaAKTUYHIN AiSNbHOCTI 3auikaBuiu CTy-
JEeHTIB | Haganu NOWTOBX A0 eKCNEPUMEHTIB Y CTBOPEHHI MY3NUYHUX KOMMO3ULiN. 3a-
3HauMMOo, Lo TBopUMM NpoekT O. CariToBa 3anyymB A0 CMiNKyBaHHA CTYAEHTIB PisHUX
HanpsiMiB: Big BUKOHaBLiB Ha HapOAHMX, eCTPagHMNX, AYXOBUX IHCTPYMEHTax A0 BOKa-
NicTiB Ta XOpMencTepiB.

Kom6iHoBaHwi B1A MaicTep-KaciB — Lie CUHTE3 KOHLeNTyaibHOro Ta NpakTUYHO-
OopieHTOBHOro. MawcTep-Kiac nonbCbKUX AXasoBUX My3ukaHTiB Mapeka Kapseni
(riTapa) Ta Maueka Kagzeni (cakcodoH) — AickpaBuit Npukiaj KOMGiHOBAHOIO BUAY,
Je nNigHO MoeAHyBanucsA TEOPETUYHI NUTaHHA MpPO BMAWB, B3a€EMO3B'A30K, B3ae-
Mo36arayeHHs1 HONbKIOPHO-TPAAULIAHMX, aBTEHTUYHUX Ta KIACUYHUX, GA3UCHUX
OCHOB aKaZeMi4yHOl 1>)Ka30BOI My3UKM 3 POSKPUTTAM CYTO NMPaKTUYHUX NPOdECinHNX
BUKOHaBCbKMX TAEMHULb LLLOA0 MUCTELTBA IMAPORBI3aLii, KOMMO3ULinHO-(aKTypHOro,
(HOpPMOTBOPYOro YCBIAOMIIEHHS A)Xa30BMX TBOPIB 3 akLEeHTyaLielo Ha MeTPOpUTMIY-
HUX OCOB/IMBOCTSAX CyYacHUX KOMMO3WUii. [ianor cTyaeHTiB Ta My3UKaHTIB NpoXo-
OB B HEBMMYLLIEHI TBOPYil eMOUiViHIN aTMocdepi.

Bimomuii ykpaiHCbKUid Iyka30BuMil My3uKaHT |. 3akyc (6ac-ritapa) Baano KoM6iHye
NPOCBITHULbKY CMIPSIMOBaHICTb ManCTep-KnaciB 3 NpakTUYHUM BTINNEHHAM CBOIX ifen
y HaBYaNbHUI NpoLec. Moro M1cTeLbKa NO3uLis CUCTEMHO peanisyeTbCs y TBOPYOMY
NpoekTi «[)as-kono», skoMy BxXe noHag, 10 pokiB, fie My3uKaHT 40BOAUTD, Lo «[1ig
BM/IMBOM E€THIKM MOXe HapoAaUTUCS YKpaiHCbKuid axka3s» (3akyc, 2017). lomiHaHTo
TBOPYOro AOPO6KY My3uKaHTa € JOCNigXeHHs TpaHchopMaLiiHMX npouecie GyHK-
LlioHyBaHHA yKpaiHCbKOro (osbKIopy y cuM6iosi 3 pi3HOMaHITHUMK [AXXa30BUMM
HanpsMamu, Lo BUKIIMKAKOTb CMOPiAHEHI a60 AUCOHYIOYI OAWUH IO OQHOrO MY3UYHi
noegHaHHs. |. 3akyc 3a3Hayvae, Lo «KON CryXa€ell CTapOBUHHY YKPaiHCbKY MY3UKY,
NMoMmivaeLl y Hiin gyke 6araTo niceHb i3 HeKBaAPaTHUMU, HECTAHAAPTHUMWU pUTMaMm»
Ta NiaCyMoBYye: «..6arata MenofuyHa niHis, ...BNAMB ryLynbCbKoro nagy, 6arata me-
noamKa, LikaBi puTMm» 36aradytoTb NaniTpy BUKOHABCbKUX MPUMOMIB iMnpoBisaTopa
(3akyc, 2017).

lMparHeHHss 4O CUHTE30BaHUX (GOPM My3MKyBaHHS, MOLIYK iHHOBALiMHUX TEXHIK
BifTBOPEHHS A€l CTBOPEHHS YKPAIHCbKOro MY3M4YHOrO KOHTEHTY 3 anpobalieto Ta
3aKpinsIeHHsM MOro y CBITOBMIA MY3UYHWUIA NPOCTip 6yB NPOAEMOHCTPOBaHMiA |. 3aky-
COM Ha MancTep-Knaci. Y BUKOHaHHI iIHCTpPYMEeHTanbHOI rpynu npo3syyann MOXI/IUBI
TpaHchopmMaLii ykpaiHCbKoro Gonbkiopy, y 6yab-AKi A)Ka30Bi CTPYKTYpW 3 NOAipuUT-
MiYHUMU, rAPMOHIYHUMM, NONIDOHIYHUMYK, TEMOPANbHUMM HaLlapyBaHHSIMU 3 3aCTo-
CYBaHHAM €JIeKTPOHHUX 3aC06iB Ta TEXHIYHMX NPUIAOMIB rpHu.

MNpenctaBneHi Ana posrnagy BUAW MancTep-kiaciB poO3BUBalOTb KOMMOHEHTH,
wo dopMytoTb NPodEeCinHi KOMNETEHTHOCTI MYy3MKaHTa, AKi CXeMaTUYHO MOXHa Bif-
TBOPUTM TaK: TBOPYMIA KOMMOHEHT — BUKOHABCbKWUI KOMMOHEHT — CTUIbOBUIA KOMMO-
HEHT — KOMYHIKaTUBHUN KOMMOHEHT — MEHeOXXEPCbKMUIN KOMIMOHEHT, WO B CUHTE30-
BaHil Mofeni yTBOPIOKOTb CTPYKTYPHI MoAyni / knacTepu ans 6inblu NOBHOI peanisa-
Uil Ta HAabIMXXEHHS OCBITHBOIO NPOLIECY A0 NPAKTUYHOI Aisi/IbHOCTI CTYAEHTIB Ha BCiX
eTanax niarotoeku (puc.1).
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Puc. 1 KoMnoHeHTH 3aBAaHb MancTep-Kiacy

BucHoBku

AHanis HM3KN MancTep-Knacis JO3BOMNB 3[INCHUTU AesiKi y3arasibHeHHs Ta 3a-
NpOMNoHyBaTU HacTyNHy knacudikauito 3a BUAaMu: KOHLeNTyanbHUIA MancTep-Knac,
NPaKTUYHO-OPIEHTOBHUI MalcTep-Kiac, KOMGiHOBaHMIN MalicTep-knac. MegaroriyHi 225
CMOCTEPEeXeHHs1 Ta BNacHWUI AOCBIA 3acBigyvytoTh, WO KOHCTPYOBaHHA aBTOPCbKMUX
Mofesnei OCBITHbOrO MpOLECY B PEXWMi peanbHOro vacy, npakTu4yHe 3aCBOEHHS
HaBUYOK MYy3UKYBaHHA B Mexax TpaHcnsuil AoCBiAy, akTuBisaLia nisHaBanbHOI Ai-
ANbHOCTI € HalbinbWw edeKTUBHUMM 3acob6aMm 06MIHY Ta Monynspuaadii cyd4acHUx
TEXHOJOTi, METOAMK, MPOrpam A MigBULLEHHSA NPOdeCinHOT KOMMNETEHTHOCTI, op-
MyBaHHS iHAMBIAYyanbHOrO TBOPYOr0 BUKOHABCbKOMO CTUJIHO.

3a3HauYMMo, WO cyyacHi peanii, AKi BAHUKIIM B yMOBax KapaHTUHY, NepefbayatoTb
HOBITHI MigxoAW OO opraHisauii Ta npoBefeHHA MancTep-knacis. OCHOBHUM iHCTpY-
MeHTOM X peanisauii € poboTa 3 iHTepHeT-pecypcamu: iHbopMaLiiHMMKU nnaTdop-
Mamu Ta colianbHuMu Mepexamu (Facebook, Instagram), enekTpoHHUMK 3acob6amm
BiATBOPEeHHsi on-line cninkyBaHHA. Takuii popmart gianory Biggae npioputeT KOM6iHO-
BaHOMY BuAy MalcTep-KnaciB, e Bif6yBaeTbCA CUHTE3 NPAKTUYHO-OPIEHTOBHOIO Ta
KOHLeNTyanbHOro BUAIB.

MepcnekTMBOIO AOCHIAKEHHS € TeopeTUYHe OCMUCIEHHA Ta BNPOBaAXXEHHS
B OCBITHil npouec MmucTeubknx 3BO Workshop, Koy4-TexHOMOri Ta iHWKUX iHHOBaU,ii-
HUX MEeTOAiB HaBYaHHSA Yy NoegHaHHI 3 TpaguLinHUMMU.
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Abstract

The article examines the features of practical training and independent work of musicians
in art institutions of higher education, presents the experience of introducing master classes as
a methodological component of the educational program ‘Musical Art’ for ‘Bachelor’ and ‘Master’
degrees. The purpose of the research is to analyze the practical experience of using the master
class methodintraining musicians forthe educational programs ‘Bachelor’,'Master’. The research
methodology consists of several general scientific and special methods: analytical-search - to
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clarify the concepts of research; problem-search and observation method - to identify the main
features of the master class; comparative — to compare the educational process as a whole and
the method of transferring information within the framework of master classes; classification —
for grouping master classes by type, method of conducting and tasks. The scientific novelty
of the research consists in a comprehensive understanding of the practice of conducting
master classes as an integral part of the professional competencies’ formation of music
students in institutionalized higher music education, their systematization and classification by
types, methods and tasks. Conclusions. The analysis of many of master classes held at the
Kyiv National University of Culture and Arts made it possible to make some generalizations of
practical experience and propose the following classification by type: conceptual master class,
practice-oriented master class, combined master class. Own experience of initiating, planning
and conducting master classes and pedagogical observation proves that the construction of
the author's models of the educational process in real-time, the practical mastering of music
skills within the framework of the broadcast of experience, the activation of the cognitive activity
of music seekers are the most effective means of exchange and popularization of modern
technologies, techniques, programs to improve professional competence, the formation of an
individual creative performing style.

Keywords: master class, musical performance, modern higher art education, musicians
practical training

MACTEP-KJIACC KAK COCTABJISIOLLAA
NMPOPECCUOHAJIbHO-NMPAKTUYECKOM
noaAroToBKU MY3blKAHTOB
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AHHOTayunsa

Llenb wuccnepgoBaHus - MpoaHanu3nMpoBaTb MPaAKTUYECKUA OMbIT MCMNONb30BaHUSA
MeTofa MacTep-knacca B MOAFOTOBKE My3blKaHTOB MO 06pasoBaTesibHbIM MporpaMmaM
«bakanaBp», «<Maructp». B cTaTbe paccMOTpeHbl 0CO6eHHOCTU MPaKTUYECKOW MOATOTOBKM
M camMoCToATeNlbHOM paboTbl My3bIKAaHTOB B XYLOXECTBEHHbIX YUYPEXLEHMUsIX BbICLUErO
o6pas3oBaHusi, NpeAcTaBfieH OMblT BHEAPEHMS MacTep-KfacCoB KakK MeTOAUYECKOM
cocTaBnstowein obpasoBaTesibHOW NporpamMMbl «MysbikanbHoe uckyccTBo» OC «bakanaBp»
n OC «MarucTtp». MeTogonorus uccnepoBaHus. [pumMeHeH psif o6LLeHayyYHbIX U cneunanbHbIX
METOLOB: aHaIMTUYECKU-MOUCKOBBIV — ANA YTOYHEHUA NOHATUIA UCCNefoBaHNs; NPO6IeMHO-
MOWCKOBbIN N MeTOoA, HabntofeHUss — Al BbisIBIEHUSI OCHOBHbIX NPU3HAKOB MacTep-Kiacca;
KOMMapaTuBHbIN — A5t CpaBHEeHWA 06pa3oBaTebHOMO NpoLiecca B LieSIoM 1 criocoba nepegaumn
MHpOPMaLUN B paMKax MacTep-KnaccoB; knaccudukauum — Ana rpynnupoBaHust mMacTep-
K/laccoB MO BuAaM, MeTofaM npoBeAeHus U 3afavyaM. HayyHas HOBU3Ha uccnepoBaHUsi
COCTOMT B KOMIJIEKCHOM OCMbIC/IEHUN TMPaKTUKXM MPOBEAEHNST MaCTep-KNaccoB Kak
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HEOTBHEMJIEMOM COCTaBASAIOLLEN CbOpMVIpOBaHVIﬂ I'IpOCbeCCMOHaJ'IbeIX KOMMNETEHTHOCTEMN
CTYOEHTOB-MY3blKaHTOB B WHCTUTya/Iu3BMPOBAaHHOM BbIClLUEM MY3blKajlbHOM o6paaoBava|,
nx cucrtemMmatTusaumm un KJ'IaCCI/ICbVIKaLl,VIVI no BuMAaam, Metogam 1 3agadyam. BbiBogbl. AHanu3
paaa MacTep-knaccoB, COCTOABLUUXCA B KneBckoM HauuoHanbHOM YHuBepcuTeTe
KynbTypbl U WUCKYCCTB, NO3BOJIMT OCYLLECTBUTb HEKOTOpPbIe O606LIJ,EHVIF| NpakKTn4eckoro
OonbiTa N NpPeanoXuUTb cneayroulyro KJ'IaCCVICbMKaLI,VIPO no Buaam: KOHLI,eI'ITyaJ'IbeIVI MacTep-
Knacc, I'IpaKTVI‘-IeCKVI-OpVIEHTVIDOBaHHbII\/'I MacTep-Knacc, KOM6I/IHVIpOBaHHbIl7I MacTep-Knacc.
CoO6CTBEHHbIA  OMbIT WHUUMNPOBaHUA, NnaHMpoBaHUA W NpoBefeHUA MacTep-KsiaccoB
n neparornyeckoe Ha6J'II'Oﬂ,EHVIe AOKa3bIiBaeT, YTO KOHCTPyMpoBaHUE aBTOPCKUX Mogenen
o6pasoBaTeanoro npouecca B pexumme peasibHOro BpeMeHU, npakTunyeckoe yCBOEHUE
HaBbIKOB MY3blKN B paMKaX TpaHCNAUMKU ONbiTa, akTuBU3auma no3HaBaTesIbHOM AeATENbHOCTU
couckarenemn MY3bIKa/lbHOIroO UCKYCCTBa ABNIAKOTCA Hanbonee 3qu)eKTVIBHbIMVI cpeaocrteamm
obmeHa 1 nonynapusaumm COBpeEMEHHbIX TEXHONOMUI, METOAMK, nporpamMmm anda noBbllWEHUA
FIpOd)eCCVIOHaJ'IbHOVI KOMMNETEHTHOCTH, CbOpMVIpOBaHVIH nHomBuayasnbHoOro TBOPYECKOro
UCMOJTHUTENBCKOro CTUNA.

KnioyeBble cnoBa: MacTep-Knacc; My3blKasibHO€ UCMOJIHUTENIbCTBO; COBpPEMEHHOE
BbiCLUee XyaA0oXXeCTBEHHOE o6paaoBaHme; npakTn4yeckaad noarotoBka My3blKaHTOB
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Abstract

The article discusses the research issues conducted in the field of music education in
Azerbaijan in the early twentieth century. The article also looks at the process of collecting
and transmitting the oral folk heritage of Azerbaijan to future generations and examines the
purposeful work carried out in this area. In addition, the article provides information about
prominent Azerbaijani educators in the field of writing and studying samples of national folklore,
based on archival materials, highlights several relevant sources in this regard. The article
emphasizes the peculiarities of the folklore environment of Baku and Sheki, where oriental
concerts are held. The purpose of the research is to determine the features of the collection
and recording of Azerbaijani folklore samples. The article emphasizes the work of the Research
Music Room, which is important in the field of education. The study of national and cultural
values of the Azerbaijani people in modern times and the solution of the problems of spiritual
heritage protection are the basis of the research as a working principle of the research music
room. The research methodology is based on music-analytical and historical analysis. It was
noted that the research music room has established its activities in the field of collection and
study of folklore within the requirements of modern times. At the same time, the methodological
basis of the article is based on the scientific-theoretical principles and research practices of
Azerbaijani and foreign musicologists in the study of musical folklore, comparison of oral folk-
art examples, recording of folk music samples. The scientific novelty of the research is that
for the first time, the activity features of the scientific room within the framework of Azerbaijani
music were examined, and the working principles were studied in detail. At the same time, based
on the research, the article presents a scientifically substantiated study of the features of the
process of collecting and studying musical folklore in the early twentieth century, the oral folklore
recording. Conclusions. The presented article allows us to cover the activity of the Research
Room of Music established at the Azerbaijan State Conservatory in 1932, in particular, to get
important results in the study of Azerbaijani folklore. The article analyzes the continuation of
the educational movement in Azerbaijan, in particular, the popularization and use of oral folklore,
using articles, transcripts and speeches of meetings periodically published in the press. It is
noted that the processes of globalization taking place in the world today emphasize the value
system of traditional heritage. This is especially important in the field of humanities in terms of
studying the history and folklore of Azerbaijani music culture up to modern times.
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The problems of writing and studying Azerbaijani music folklore were raised by national
educators. From this point of view, it is especially important to systematically publish materials
on the study of oral folk art in periodicals. It was noted that the educators paid special attention
to the educational significance of oral folk art. In this sense, the research draws attention to
Hasan bey Zardabi's research on folk art, especially its educational function. From this point of
view, it is very important to emphasize that the first researches on oral folklore carried out by
Azerbaijani enlighteners allowed national folklore to enter the world folk art system. Such issues
as identifying the uniqueness of the collection of oral folk art, studying music folklore as a whole,
comparing examples of oral music, determining the regularities and harmonization of folk music
from the activities of the Research Room of Music, and assessing the protection of spiritual
heritage were noted. At present, the research music room continues to play an important role in
the study of music folklore and generalizes the study of music science at a certain stage in the
history of Azerbaijan.

Keywords: folklore; music room; folk art; enlightenment

Introduction

The article examines issues related to the study, collection, and recording of Azer-
baijani folk art, the study of the activities of educators based on archival data, as well as
the principles of work related to the collection of folklore. In this regard, as a researcher
of the Research Room of Music, | can note that the works of Azerbaijani music educa-
tors, as well as folklore researchers based on folk art, are the result of research in the
direction of collecting national values in modern times. It should be noted that one of
the important and urgent tasks of modern Azerbaijani folklore is to study the examples
of folk art that reflect the national traditions and to highlight their characteristics.

The diversity of work carried out in this field, the expression of different topics, the
coverage of examples of folklore are reflected in the Research Room of Music. It is
known that folklorists and ethnographers protect the vocabulary of the people. The
collection of folklore samples and their transfer from memory to writing is an important
step in this area. It should be noted that it was not possible to record all of these exam-
ples. Most folklorists use examples collected and published by earlier scholars and re-
searchers. Speaking about this, it is necessary to emphasize the activities of the Azer-
baijan Folklore Institute. Thus, the working principles of music educators are important
in the recording of folk art. The Research Room of Azerbaijani Music is characterized
by the combination of creative areas that reflect the high moral values of Azerbaijani
folklore, the leading trends of ethical and aesthetic thinking. It is known that Azerbaijani
folklore differs in different genres, and these features were taken into account during
the study of archival materials. It is known that the recording of Azerbaijani folklore
began in the late 19th century. In this sense, it is important to cover those periods in the
work of the Research Room of Music and to highlight the principles of their operation.
In particular, following the samples of the press and the manuscripts of educators of
that period, as well as other similar issues are included in the research activities of the
Research Room of Music. From this point of view, the activity of the music room can be
assessed as a general development line and result of many years of research. It should
be noted that the music room aims to study, research and record national values.
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Purpose of the article

The purpose of the article is to study the activities of the Research Room of Music.
The main purpose of appealing to the activities of the music room is to reveal the pe-
culiarities of the study and recording of folk-art traditions in modern times. The article
examines the history of the study of oral folklore and the involvement of some related
materials in the research process, the types of activities carried out to protect the spiri-
tual heritage, the principles of work of leading educators, sources of information.

Recent research and publications analysis

The study of the activities of the Research Room of Azerbaijani Music is of great
importance in the history of the development of modern Azerbaijani folk art. The ac-
tivities of the Research Music Room in the study and recording of folklore are covered
in research work. The study and recording of musical folklore have been studied in the
research works of U. Hajibeyli (1985), M. Magomayev (1987), Z. Safarova (2013), F. Ali-
yeva (2005), F. Khaligzade (2003), E. Gippius (1980) and I. Pazicheva (2015) and they
form the scientific basis of the presented article.

Main research material

Today, in the age of globalization processes in the world space and the involvement
of Azerbaijani culture in this process, the issue of preserving the cultural heritage of
Azerbaijan and, in particular, oral musical culture is especially acute. 21st century is
the century of ‘screen’ culture with a huge information flow. Of course, the influence of
such, I would say, massive information processes can also have a negative side.

The globalization processes taking place today in the world space more vividly
highlight the value system of the traditional heritage. For modern humanities, it is im-
portant to study the history of Azerbaijani musical culture — from the archaic to the
modern functioning of Azerbaijani musical folklore, because the context of mass infor-
mation culture is fraught with the danger of levelling, absorption, the negative transfor-
mation of oral musical creativity. It should be noted that the collection and recording of
folklore in modern times is consistent with these ideas: ‘With the availability of modern
materials, manuscripts can be used to assess the dynamics of the development of
some rituals and genres; the recordings at different times demonstrate a range of po-
etic means in some genres.’ (Krasheninnikova, 2016, p. 149).

Let us emphasize that at the UNESCO level, the problem of preserving intangible
heritage has been raised more than once. Thus, in 2002, 120 countries took part in
the meeting of the UNESCO Ministerial Round Table participating countries ‘Intangible
Cultural Heritage — Reflection of Cultural Diversity’, which ‘expressed concern about
the processes that destroy traditional culture, the lack of a common strategy for the
protection and development of world heritage’ (Akhundova, 2003, p. 88).

It is very important and interesting that the tasks of coordinating the work on re-
cording and collecting musical folklore, once set by the organizers of the research
study of music, are still active today. So, N. Akhundova, representing the department of
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cultural policy of the Ministry of Culture of Azerbaijan, wrote the following: ‘The nation-
al policy of Azerbaijan in the field of preservation of intangible heritage is concentrated
in several directions. The first of them is the collection and preservation of the best
examples of material, musical and decorative-applied art’ (Akhundova, 2003, p.89). As
you can see, the independence of Azerbaijan stimulated the collection and preserva-
tion of samples of the spiritual culture of Azerbaijan.

The role of the educational, scientific contribution of the research office of music
to the history of the development of Azerbaijani musical culture can be demonstrated
more deeply, provided that some materials related to the history of the study of oral
folk art are involved in the research process. Let's start with the period of the history of
Azerbaijan culture in the late 19th — early 20th centuries. During this period, a powerful
educational movement that swept the Azerbaijani society served as an impetus for the
progressive activities of the Azerbaijani intelligentsia and, in particular, interest in the
problems of preserving and recording the spiritual heritage of Azerbaijan.

The problems of recording and studying folklore were put forward by Azerbaijani ed-
ucators. For example, on the pages of such an advanced newspaper of the Azerbaijani
society as ‘Kaspiy’, articles were systematically published on the problems of oral folk art,
in particular, its notes. In my opinion, the ‘Kaspiy’ newspaper has played a very important
role in collecting and researching examples of oral folk art (Movlaeva, 1983, p. 67).

The newspaper ‘Kaspiy’ found a place for articles on ethnography, folklore, folk
poetry. According to the researchers, the popularization of Azerbaijani folklore on the
pages of the newspaper was mainly carried out in two directions: the first was the
collection and publication of poetic legends and legends in Russian translations, the
second was an attempt to theoretically investigate some genres of oral folk art (Mov-
laeva, 1983, p. 67).

Among the Azerbaijani cultural figures, there were well-known enlighteners who
collected Azerbaijani folklore, for example, G. Zardabi, M. Mahmudbekov, T. Bayramal-
ibekov, A. Shahtakhtinsky, I. Akhundov.

It is noteworthy that the enlighteners assessed Azerbaijani folklore as a phenome-
non that has developed over many millennia of the history of the people and functions
as a living source of national values. These ideas are consistent with the stages of de-
velopment of Azerbaijani folklore: ‘Instrumental music, due to the greater preservation
of rhythm formulas, intonation vocabulary, natural melody, is in a state of static and en-
sures the preservation of the authenticity of ethnic music. Instrumental music makes it
possible to note the environmental friendliness of ethnocultural, its preservation in the
conditions of a multiethnic region. Song creativity, on the contrary, is in a state of dy-
namics, because, thanks to verbosity, genre diversity, and a high potential for renewal,
it turned out to be less stable in the face of transformations taking place in the field of
musical art’ (Movlaeva, 1983, p. 68).

The educators paid special attention to the educational value of oral folk art. Let us
recall the article ‘From the Experienced’ by G. Zardabi in the newspaper ‘Kaspiy’, which
was devoted to the Ashig creativity, in particular, its educational function (Movlaeva,
1983, p. 68).

It is very important to emphasize that the very first publications of oral folk art,
carried out by Azerbaijani educators, made it possible to introduce Azerbaijani folklore
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into the system of world folk art. Thus, various kinds of ceremonies, rituals, beliefs, po-
etic understanding of the ethnic culture of Azerbaijanis evoked an adequate response
from representatives of the educational movement, in particular, representatives of
Russian culture. The analogies and parallels they cited between the worldview of dif-
ferent peoples testified to the development, on the one hand, and the antiquity of the
ethnic culture of Azerbaijanis, on the other hand.

The activities of Gasan bek Zardabi were of particular importance. Being an active
public figure, educator, G. Zardabi was the initiator of the collection and publication of
musical folklore, in general, oral folk art.

From the biography of the educator, literary critic, teacher Firidun-bek Kocharlinsky.
It is known that throughout his scientific and teaching activities he collected and stud-
ied oral folk art.

On November 4, 1916, the newspaper ‘Sovghat’ published an article by the poet,
educator, public figure Abbas Sakhhat ‘The meaning of song and music in schools.
The article is devoted to teaching music in schools. According to A. Sakhhat, musical
education is a necessary condition that helps humanity to achieve great results in life
(Movlaeva, 1983, p. 67). Music and singing lessons common in Azerbaijani schools
contributed to the perception and memorization of musical folklore, which naturally
mattered in the preservation of oral musical creativity.

An article by A. Agayev ‘Experience of the sketch of Tatar folk poetry’ was pub-
lished on the pages of the newspaper ‘Kaspiy'. It considered the features of Azerbaijani
dastans, emphasized the specificity of Ashig art. Special attention was paid to the
dastan ‘Asli and Kerem'.

Interesting observations were expressed in the newspaper ‘Kaspiy’ in the article
‘Eastern music, its processing, future and oriental orchestra’ (Movlaeva, 1983).

In this work, we were interested not only in the author’s thoughts on the specificity,
originality of Azerbaijani folk music but also in the consideration of the issues of pre-
serving oral musical culture.

Here are some interesting observations. The author of the article writes about folk
music: ‘Each separate sound of this melody has a certain meaning ... so that the listen-
er can imagine a full, vivid idea of the life of a famous people, the songs of this people
must be performed in all accuracy, what it is, as it is sung by a peasant ... The word of
a peasant is closely connected with his song; his soul, mind, and heart are poured out
in both; both the word and the song serve as vivid exponents of his originality’ (Aliyeva,
2005, p. 9).

In the article under consideration, the problem of recording is posed. So, the author
of the article quite rightly notes that ‘it is very difficult to precisely transfer the melody
to the notes as it is played. To do this, the recorder himself must be well acquainted
with these tunes’ (Aliyeva, 2005, p. 104).

The analyzed article is remarkable in many respects. In addition to the above, the
problem of variance is also posted here, which actualizes the recording of musical folk-
lore. According to the author of the article, songs are passed orally from one performer
to another. And, accordingly, each brings certain nuances to the performance. More-
over, the article emphasizes the historical and social factors. The problem of the lack
of recording and the problems resulting from it, such as changing the melody over time
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and in the absence of the original recorded version of the sample, thus the impossibility
of comparing and studying the changes, was covered (Aliyeva, 2005, p.104-105).

The article also emphasizes that Azerbaijani melodies (as the author calls them
in the article are oriental) are richly ornamented, with many decorations, creating the
very essence of the music. According to the author of the article, Azerbaijani melismas
should be recorded as accurately as possible (Aliyeva, 2005, p.104).

Movlaeva S., who researched the history of the ‘Kaspiy’ newspaper, noted that ‘sig-
nificant factual material about oral folk art presented on the pages of ‘Kaspiy’ makes it
possible to assert that the newspaper played a certain role in the propaganda of Azer-
baijani oral and folk art in the press. Collecting materials of oral creativity was one of
the civic tasks of Azerbaijani publicists, who, even in the pre-revolutionary period, laid
the foundation for the creation of the science of folklore in the future’ (Movlaeva, 1983,
p.72).

Already in the first years of the twentieth century, in 1901-1904, public figures with
a musical education considered the collection and recording of the most important
task in the development of Azerbaijani music. So, it was supposed to conduct a thor-
ough study of the material, organize the collection of samples of oral folk art, and find
common and distinguishing features (Aliyeva, 2005, p. 104).

As evidenced by the materials cited, specific goals were set for collecting oral folk
art. Namely: the definition of originality, the study of musical folklore in its entirety,
comparison of samples of oral musical creativity, the definition of general patterns of
functioning of folk music, and, as a result, the search for an adequate harmonization
of folk music.

| must say that the holding of so-called oriental concerts in such cities of Azer-
baijan as Baku and Shusha played a big role. Of course, they were indirectly related to
the collection and recording of musical folklore, but in the reviews of these concerts,
we find a lot of valuable material. So, suffice it to say that the authors of the reviews
emphasized the beauty of Azerbaijani mugams, the originality of the Ashig music. The
fact of popularization of folk music and preservation of its best traditions was also
emphasized.

Scientific interest, an incentive to study, collect and record oral musical creativity
was given not only by everyday performance but also by a concert performance.

Archival materials and the press of those years indicate that the ‘Muslim Benevo-
lent Society’ organized the so-called Muslim evenings, where Azerbaijani folk music
was played.

So, on January 11, 1902, the first oriental concert was held in the theater of
Z.A. Tagiev. Public figures and cultural figures wrote about the huge impression that
Azerbaijani folk music made, from the rank of everyday music to the rank of concert
performance. Reviewers in the Kaspiy newspaper wrote: ‘Accustomed to listening to
the playing of oriental instruments in relatively small rooms and usually in a close circle
of people, many of the visitors, even before the concert began, expressed their opin-
ion that it is difficult to expect a good impression from these instruments in a theatre
building. But the very first number of the concert - ‘Arazbari’ — performed by an oriental
orchestra, was supposed to dispel such thoughts due to the enormous success with
which the performance of this number went’ (Aliyeva, 2005, p. 52).
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This fact is interesting because oriental concerts were one of the steps towards
understanding the importance of preserving and respecting Azerbaijani folk music.

| would also like to emphasize the high level of professionalism of the performers.
Already at the first oriental concert, an outstanding musician performed — Khanende
Jabbar Karyagdi, Ashiq Abbas Kuli, Najaf Kuli from Shushi.

At the Muslim evening held on January 20, 1907, ‘the head of the concert depart-
ment of Badalbekov, at the request of visitors, sang a solo concert: ‘Yaryn gashi fursat
magamidur’. The chorus of children singing very harmoniously performed several in-
teresting choral Tatar (Azerbaijani: approx. L. A.) songs. Famous Caucasian singers:
Jabbar, Islam, Mamed and tarists: Zeynal, Shirin and others performed several beauti-
ful numbers, and they were repeatedly called for encores’ (Aliyeva, 2005, p. 136).

Conclusions

A difficult path led to the history of the creation of the Research Room of Music.
Historical and social upheavals, a rethinking of cultural values, which were sometimes
reactionary, undoubtedly influenced the solution of the problems of preserving the
Azerbaijani spiritual heritage.

In the 20-the 30s of the last century, the composer Muslim Magomayeyv carried out
a huge work on the promotion and development of musical folklore. As the Head of
the Art Department of the People’s Commissariat of Education, supervising the Depart-
ment of musical radio broadcasts, he headed the Drama and Opera Theatre. Muslim
Magomayev everywhere actively participated in solving the problems of the develop-
ment of Azerbaijani music, in particular, musical folklore.

Already in 1921, at a meeting of the Third All-Azerbaijani Congress of the Union
of Art Workers, M. Magomayev set specific tasks to collect and record samples of
Azerbaijani folk music. According to M. Magomayeyv, despite the controversy in the
field of decoding oral musical creativity, this work should be purposefully carried out
(Khaligzade, 2020).

Working in the People's Commissariat of Education, M. Magomayev held the po-
sition of Head of the Music Department of Arts. In the charter of the art department,
M. Magomayev defined the collection and recording of folk melodies of Azerbaijan as
the first point. M. Magomayev wrote: ‘It is necessary to attach special importance to
the collection and study of folk song art. This issue does not yet coincide with the point
that is frozen in our country. Meanwhile, the emergence of Azerbaijani harmony on the
surface depends on this work almost entirely. (Magomayeyv, 1985, p. 20).

During the 20s of the last century, M. Magomayev repeatedly wrote that ‘It is nec-
essary to attach special importance to the collection and study of the Turkic folk song.
This question is not getting off the ground. Meanwhile, the identification of the foun-
dations of Turkic harmony almost entirely depends on this work’ (Magomayev, 1985,
p. 37).

The Research Room of Music, created in 1932 at the Azerbaijan State Conservatory,
played a huge role in the development of Azerbaijani musical folklore and summed
up the historical development of Azerbaijani musical science at a certain stage in the
history of Azerbaijan.
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It should be noted that the Research Music Room has played an important role in
the promotion of folk music and the development of ethnomusicology. It should be not-
ed that the role of the great Azerbaijani composer Uzeyir Hajibeyli in the collection and
study of folklore is irreplaceable. U. Hajibeyli's work ‘Fundamentals of Azerbaijani folk
music’ prepared the basics of folk art. Thus, at the beginning of the century, in the con-
text of the development of music through folklore and realism, the scientific attitude to
folklore had a direct impact on the collection of examples of folk art. It should be noted
that, along with the recording, research, and publication of music folklore, the activities
of the music cabinet also played an important role in illuminating the enlighteners.

Thus, the study, recording, and transmission of musical folklore to future genera-
tions mean a deep mastery of national culture. The Research Room of Music, which
has played a major role in the development of Azerbaijani folk music, is a special stage
in the study, publication, and research of folk art. The activity of the Research Room
of Music is based on the principles based on many years of creative experience and
comprehensive professionalism.
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AHoTauyisa

MeTta pocnigkeHHsas — 3'sicyBaTu ponb Ta cneundiky QyHKLUiOHYBaHHA HayKOBO-
JocnigHoro KabiHeTy My3uKKM Y KOHTEKCTI BUBYEHHA asepbaiykaHCcbkoro dosbkiopy. Y cTatTi
npoaHanizoBaHO AOCHIAXEHHs,, NpoBefeHi B ranysi My3u4yHoOi ocBiTM B AsepbailgykaHi Ha
noyatky XX CT.; BM3HAYEHO OCOOGNAMBOCTI 36MpaHHs Ta 3anucy (onbknopy; nigKpecneHo
ocobnueocTi ¢donbknopHoro cepepoBuwa baky Ta Lleki. MeTtogonoria Apocnig)XeHHs
3acHOBaHa Ha My3U4HO-aHaNiTU4HOMY Ta ICTOPMYHOMY aHanisi; HayKOBO-TEOPETUYHUX 3acafax
Ta JOCNiAHMUBKOMY [OCBifi a3epbaifdkaHCbKMX i 3aKOPAOHHMX MY3UKO3HaBLiB Yy ranyai
BUBYEHHA MY3MYHOro (DONbKIIOpPY, 3iCTaBNEHHS 3pasKiB YCHOI HapOAHOI TBOPYOCTI, 3anucy
3pasKiB HapogHoi My3uku. HaykoBa HOBU3Ha AOCHifKeHHS. Bneplue BUBYEHO OCOGMBOCTI
LiSiNbHOCTI Ta MPUHLMNKN PO6GOTU HAYKOBO-LOCHIAHOIO KabiHETY B Mexax asepbanfyaHCbKol
My3uKUW. BogHouyacnpefcTaBneHo HayKoBO O6I'pyHTOBaHe A0CAiAYXEHHS 0COBNMBOCTEN MpoLiecy
36MpaHHs Ta BMBYEHHS My3W4YHOro (onbKaopy Ha noyaTtky XX cT. 3a3HayeHo, Lo HayKoBO-
JOCNigHWIA KabiHeT My3WKM HanaroguB CBOK AiAMbHICTb y ranysi 36MpaHHsA Ta BUMBYEHHS
donbkopy BigNOBIAHO A0 BUMOr Cy4yacHOCTi. BUCHOBKMU. BMBYEHHS AisNIbHOCTI HayKOBO-
JocnigHoro KabiHeTy MysuKuK, CTBOPEHOro npu AsepbaifyKaHCbKil AepXXaBHil KoHcepBaTopil
1932 poky, AO3BOMWUIO OTPUMATU BaXKNMBI pe3ynbTaTi y AOCAIAKEHHI asepbaifXaHCbKOro
donbknopy. NpoaHanisoBaHoO NPOCBITHULBbKMIA pyx B AsepbaiifykaHi, 30kpema nonynspusadito
Ta 3aCTOCYBaHHsi YCHOro (ONbKIIOPY; BUKOPUCTAHO CTaTTi, CTEHOrpaMu Ta BUCTYNM 360piB,
L0 MepiogMyHO My6MiKyTbCsl B Mpeci. 3a3HayeHo, WO npouecu rnobanisalii HaronowyTb
Ha cuUCTeMi UiHHOCTel TpaguuinHoi cnafwuHu. BusHauyeHHs cneuundiku 3i6paHHs yCcHOT
HapOAHOI TBOPYOCTi, BUBYEHHSA MY3UYHOIO (DOJbKIIOPY, MOPIBHAHHA NPUKIAAIB YCHOI My3UKM,
BM3HAYEHHSA 3aKOHOMIPHOCTEW Ta rapMoHi3auii HapogHOI My3vKu (OpPMYKOTb LiANbHICTb
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HayKOBO-AOC/IAHOro KabiHeTy. HuWHi HayKoBO-AOCNIAHWMIA KabiHET MYy3MKU MPOJOBXYE MaTu
BeJINKY Bary y BUBUYEHHi My314HOro GosibKIopy Ta y3arajbHIOE AOCAIAXEHHS MY3UYHOI HayKn
Ha neBHOMY eTani icTopii AzepbankaHy.

KnioyoBi cnoBa: honbknop; KabiHeT My3uKM; HapofHa TBOPYICTb; MPOCBITHULTBO

MCTOPUYECKUE NPEANOCDLIJIKA CO3A4AHUA
HAYYHO-UCCNEOOBATEJIbCKOIO KABUHETA MY 3blKU
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AHHOTayunsa

Llenb uccnepoBaHusi — BbISICHUTb Pofib U cneumduky GyHKUMOHMPOBAHUSA Hay4yHO-
nuccnepoBaTeslbCKOro  KabuvHeTa My3blKM B KOHTEKCTE M3yyeHusi asepballfyKaHCKOro
donbknopa. B cTaTbe npoaHanM3upoBaHbl WCCNEfOBaHWUsS, MpoBOAMMble B 06nacTv
My3blKaJibHOro o6pa3oBaHusa B AsepbaiigykaHe B Hauyane XX Beka; onpegesnieHbl 0CO6€HHOCTH
c6opa v 3anucu hosibkiopa; Nog4epKHyTbl 0coO6eHHOCTU GoNbKNopHO cpeabl baky u Lekw.
MeTogonorus uccnefoBaHUs OCHOBaHa Ha My3blKallbHO-aHAMTUYECKOM U UCTOPUYECKOM
aHasn3e; Hay4YHO-TEOPETUYECKUX MPUHLMNAX U UCCNELOBATENIbCKOM OMblTe azepbangyKaHCKUX
N 3apy6eXHbIX My3bIKOBEOB B 0611aCTU U3yYeHNs My3blKasibHOro GosbKopa, ConocTaBeHus
06pasLioB YCTHOro HapOAHOro TBOPYECTBa, 3anucy 06pa3uoB HapoaHoW My3biki. HayuHas
HOBU3Ha uccnepoBaHus. BriepBble 6b1M U3yYeHbl OCOBEHHOCTU AEATENBHOCTU U MPUHLMMbI
paboTbl Hay4yHO-UCCNeAOBaTENbCKOrO KabuHeTa B paMKax asepbaifyKaHCKOW My3bIKM.
BMecTe ¢ TemM MpeAcTaBfeHO HAyyHO OOGOCHOBAHHOE MWCCnefoBaHWE OCOBEHHOCTEN
npouecca céopa U U3y4YeHUs My3blkanbHOro ¢osibkiiopa B Hadane XX B. OTMeyeHo, YTo
Hay4HO-UCCef0BaTENbCKUA KabWMHET My3blKM Hanagwuia CBOK AEATENbHOCTb B 06/acTu
cbopa 1 nsyyeHuss honbkopa B COOTBETCTBMM C TPEGOBAHUSIMU COBPEMEHHOCTU. BbiBOAbI.
MN3yyeHne OesATeNbHOCTU Hay4YHO-UCCIIe[0BaTENbCKOr0 KabuHeTa My3blKW, CO34aHHOMO Npu
AzepbainpkaHCKON rocyaapcTBeHHOW KoHcepBaTopuv B 1932 rogy, MO3BOAWIO MOMYYUTb
BaXKHble pe3ynbTaTbl B M3yyeHUM asepbaingykaHckoro donbkiopa. [poaHanMsmMpoBaHo
NMPOCBETUTENBCKOE ABMXEHWe B A3epbaiiykaHe, B YaCTHOCTM NONYyNspM3aumio U NpuMeHeHue
yCcTHOro (POnbKMOpa; WCMOMb30BaHbl MepuoguMyecku nNybnaukyeMble B MNpecce CTaTby,
CTEHOrpaMMbl 1 BbICTYMN/eHNa cobpaHuit. OTMeYeHo, YTo npouecchbl rnobanvsauum genatot
yrop Ha CUCTEMY LIEHHOCTEN TPaAULMOHHOrO Hacneams. OnpegeneHune cneundukm cobpaHus
YCTHOrO HAapOAHOrO TBOPYECTBA, 3y4YeHNe My3biKasibHOrO (ONIbKI0pa, CpaBHEHUE NPYMEPOB
YCTHOW My3bIKW, OMNpefesieHne 3aKOHOMEPHOCTEW W rapMOHM3auuW HapOOHOW MY3bIKK
hopMUpYIOT LesiTeNbHOCTb Hay4yHO-UCCNefoBaTeNlbCKOro KabuHeTa. B HacTosiwee Bpemsi
Hay4HO-MUCCNeA0BaTENbCKUIN KaBUHET My3bIKM MPOLOMKAET UrpaTb BaXKHYIO POJib B U3yYEHUN
My3blKasibHOro osnbkiopa u 0606LaeT U3yyeHne My3biKalbHOW HayKuW Ha onpenesieHHOM
aTane nctopuun AsepbangxxaHa.

KnioueBble croBa: GonbKIOp; KABUHET My3blKUW; HAPOAHOE TBOPYECTBO; MPOCBELLEHME
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Abstract

This article is devoted to the first conservatory creation of the Muslim East, which was opened
in the city of Baku on August 26, 1921. In itself, this remarkable fact testifies to the difficulties
that arose on the way to creating this Higher Musical Educational Institution in Baku. The article
consistently highlights the most important facts related to the opening and activities of the
conservatory. It is important to emphasize that despite all the difficulties that arise along the
way, Uz. Hajibeyli and his associates persistently went to their cherished dream - the creation of
the first conservatory in Baku. The purpose of the research is to identify the conditions in which
the first conservatory of the Muslim East was created. Uz. Hajibeyli took years of consistent
work to create that strong foundation on which the building of the conservatory was erected,
now BMA named after. Uz. Hajibeyli. Note that August 26, 2021, marks the 100th anniversary of
the first conservatory in Azerbaijan founding. The research methodology is based on genuine
historical facts with which the activities of Uzeyir Hajibeyli were associated in the process of
creating the conservatory. The scientific novelty of the research is associated with some facts
of Uz. Hajibeyli's life, which were not mentioned at all in Soviet times. All these facts, one way
or another, come out of the time of the existence of the Azerbaijan Democratic Republic. The
ADR national anthem was written by Uz. Hajibeyli. It is also the anthem of modern Azerbaijan.
Conclusions. The approaching centenary anniversary of the first conservatory in Azerbaijan
allows not only to evaluate the path it has travelled but also to pay tribute to its creator, Uzeyirbek
Hajibeyli, the founder of Azerbaijani professional music, a great visionary who consistently leads
Azerbaijani music along the path of progress and conquest of heights in composing, performing
and educational processes in the republic.

Keywords: Azerbaijan Democratic Republic; Karabakh; Shusha; brigade teaching method;
‘Lessons of listening to music’

Introduction

The formation of a particular artistic culture as a whole, as well as the direct devel-
opment of its spheres, is entirely connected with the development of the country, its
economic well-being, the level of education and culture, and, of course, the activities of
its great representatives involved in this process.
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It will not be a revelation that the flourishing of artistic culture is invariably associat-
ed with the human factor. In this regard, we would like to note the role and significance
of the activity of a largely unique, and therefore unrepeatable personality in the history
of Azerbaijani musical art of the 20th century, such as Uzeyir Hajibeyli."

A native of Karabakh, whose childhood was associated with the unsurpassed nat-
ural beauty and enchanting musical and poetic atmosphere of Shushi, he forever en-
tered the history of Azerbaijani musical art as the creator of the first opera and the first
conservatory of the Muslim East. Paying tribute to all that has been achieved over the
years of purposeful, creative, and fraught with great difficulties Uzeyir bek, we would
like to turn to the history of his conservatory creation.

Nothing is surprising in the very idea of opening a conservatory, expressed by
Uz. Hajibeyli, let’s pay attention to the historical time and some circumstances accom-
panying this fact. First of all, it should be noted that we are talking about a composer
who has won wide audience recognition, the author of popular music and stages works,
including the mugam opera ‘Layli and Majnun’ (1908) and musical comedies ‘Not that,
so this’ (1910) and ‘Arshin Mal Alan’ (1913).

Along with this Uz. Hajibeyli was a well-known publicist who raised in his articles
acutely topical and urgent problems related to education, opening schools in rural ar-
eas, improving the living conditions of people living in certain corners of Azerbaijan.

With all the versatility of its activities, Uz. Hajibeyli was previously a broad-minded
composer and it is not surprising that the opening of the conservatory became for him
the goal and meaning of all his subsequent activities. As unexpected as the idea of
opening a conservatory might seem in itself, historical reality turned out to be just as
complex, moreover tragic.

The purpose of the article

The purpose of the article is to identify the conditions in which the first conservato-
ry of the Muslim East was created. Uz. Hajibeyli took years of consistent work to create
that strong foundation on which the building of the conservatory was erected, now
BMA named after. Uz. Hajibeyli. To the above, we add that August 26, 2021, marks the
100th anniversary of the first conservatory in Azerbaijan founding.

Recent research and publications analysis
The description of the conservatory formation in Azerbaijan became possible

thanks to the research of E. Avasoy, D. Danilov, L. Karagichev, K. Safar-Aliev, encyclope-
dic dictionaries, archival materials, articles, essays of Uzeir Hajibeyli.

1 Uz. Hajibeyli is one of the widely covered authors in Azerbaijani musicology.

Let's name some works belonging to different authors and written in different years:

1. Agaeva H. Uzeir Hajybekov Monograph (1955)

2. Abasova E. " Opera and musical comedy by U. Hajibeyov "(1961)

3. Abasova E. "Opera Koroglu" U. Hajibeyov. (1975)

4. Abasova E. "Uz.Hajibeyov. Life and creative path" (1985) Baku, EIm 1985.

5. Abezgauz I.Opera Koroglu "Uzeyir Hajybekov. About artistic discoveries". M. "Soviet composer". 1987.
6. Safarova Z. Musical and aesthetic views of U. Hajibeyov (Moscow, 1973, K. Karaev's word will enter)
7. Safarova Z. Monograph "Uz. Hajibeyov and his outstanding predecessors” (2005) in English

Gulamova, N. From the History of the Conservatory Creation in Azerbaijan

241



242

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepia: MyauiHe MUCTELTBO 2021 - 4(2) - 240-247

Main research material

At the end of April 1920, the Azerbaijan Democratic Republic fell and on April 28 of
the same year, the Bolshevik leadership came to power in Baku. A world full of bright
hopes for the future collapsed, and a harsh and cruel regime of the dictatorship of the
proletariat, far from humanity, reigned.

The events unfolding in then Baku involuntarily affected the Uz. Hajibeyli, for he
was a supporter of the Azerbaijan Democratic Republic?, a member of the Musavat
party, finally the brother of Jeyhun Hajibeyli, who left as part of a government delega-
tion for a conference in Genoa and did not return to his homeland after the well-known
events at the end of April 19208,

On April 28, 1920, a new, Soviet power was established in Azerbaijan, and in June
1920, Uzeyir bey appealed to the government with a letter about the need to open a con-
servatory in Baku. The great musician was a gentle and delicate person, moreover, he
never distinguished himself with a loud voice, but in matters one way or another con-
nected with the conservatory, he turned into a kind of flint. The opening of the conser-
vatory, as well as the work on establishing and improving the educational process in it,
were invariably associated with the activities of Uzeyir bey, with his belief in the future
of this educational institution.

Uz. Hajibeyli created the conservatory in plundered and ravaged Baku, which in no
way resembles the flourishing city of the early 20th century with its magnificent build-
ings built by famous architects of the era. World celebrities S. Rachmaninov, F. Chali-
apin, V. Landovskaya, and many others came to the city, located on the shores of the
Caspian Sea, with concerts.

The opening of the conservatory took place on August 26, 1921. In the building
intended for a music educational institution, there was absolutely nothing, not only the
necessary musical instruments, a library with sheet music, but also tables and chairs.

We must pay tribute to the patience and the consistency that distinguished the
work of Uzeyir bey at the conservatory. All the years he spent at the conservatory was,
to one degree or another, associated with constant care and various problems related
to the educational process.

It is noteworthy that Uz. Hajibeyli for many years headed the Eastern Department of
the Conservatory and only from 1939 to 1948 was the director of the Azerbaijan State
Conservatory.

The formation of the educational process at the conservatory did not happen im-
mediately and it could not take shape in an extremely short time. In essence, this edu-
cational institution was created from scratch and there was no need to talk about any

2 |n Soviet times, all the facts from the life of this period of Uz. Hajibeyli was disclosed. The composer lived
and He created with the constant fear of arrest and in his closet was kept a change of linen in case of arrest.

3 Hajibeyli Jeyhun bey Abdul-Huseynoglu (1891-1962) was the younger brother of Uzeyir bey. He was educat-
ed at the University of St. Petersburg and Sorbon. In 1918-1920. worked in the government of the Azerbaijan
Democratic Republic. Like many figures of A.D.R. he emigrated to France and until the end of his life lived in
Paris, was engaged in journalism. In 1961, the renowned conductor and composer Niyazi (nephew of Uzeyir
bey, son of his older brother Zulfugar Hajibeyli) was on tour with the ballet troupe of the Leningrad Opera
and Ballet Theater. S.M. Kirov in Paris met J. Hajibeyli and his family. Jeyhun Hajibeyli's son Timuchin (1921-
1993) in 1985 was invited to celebrate the 100th anniversary of the Uzeyir Hajibeyli
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traditions, about the use of some experience, etc. The way we represent the conser-
vatory passed through several different searches, even experiments, and in this way
Uzeyir bey had to face all sorts of difficulties and even pressure.

At the same time, nothing and no force could change the attitude of the founder
of the conservatory to his brainchild. The great musician was an integral and strong
personality and he never deviated from the intended path.

In the history of the Conservatory in the 30s of the last century, attention is drawn
to some innovations that were supposed to revive the educational process. For many
years, they have resorted to various kinds of experiments, the work of subject commis-
sions. For some time in the educational process, the so-called brigade teaching meth-
od was used, when students of different specialties were divided into brigades and the
marks for the answer of one student or the absence of his answer were distributed to
the entire group brigade. In this regard, we can only add that the educational process
at the conservatory, as well as in other universities of the republic, was formed under
the conditions of a completely definite and rigid ideology.

In the 30s of the last century, departments were formed at the conservatory, which
replaced the departments. These departments were headed by the following figures
of the educational institution: Uz. Hajibeyli (department of foundations of Azerbaijani
music), L. M. Rudolf (department of music theory and composition), S. L. Bretanitsky
(string department), V. V. Tovstoluzhsky (department of special piano), G. Popovitsky
(department of wind instruments) ...

Each created department determined the direction of the educational process as-
sociated with the assimilation of the performed works repertoire, curricula in various
subjects, and much more. The above is confirmed by the activities of the Department
of String Instruments of the ASC. The first head of the string department of the Con-
servatory was Professor S. L. Bretanitskiy, and a small, loving, and successful team
formed around him.

Semyon Leontevich Brttanitskiy was born on January 12, 1887, in Taganrog. The
Bretanitskiy family moved to Odessa in 1890 and the first steps, as well as the subse-
quent first successes of the future musician, turned out to be associated with this city.

In 1898 — 1904 he was educated in a real music school. It is known that at the age of
15 the young musician began his career as an accompanist in the Novikov operetta the-
atre, later in 1906 — 1907 he performed as a soloist with the Leipzig Symphony Orchestra.
After that, the musician worked as a soloist of the Odessa City Theater Orchestra.

In 1906 — 1908 S. Bretanitskiy continued his education at the Leipzig Conservatory.
In 1911 — 1914 he was studying in the class of Professor A.S. Auer at the St. Peters-
burg Conservatory. Later, the musician continued his performing and teaching activi-
ties in cities such as Chisinau, Rostov-on-Don, Kharkiv.

In 1916 S. L. Breanitskiy moved to Baku and here he developed his teaching and
performing activities. He taught at the ASC and the Music School (Azerbaijan State
Music School) and also played as a performer at the Baku Opera House and the State
Symphony Orchestra. Later he became director, the Head of the Department of the
Orchestral Faculty of the Conservatory.

Since the mid-30s, four independent faculties have functioned at the conservatory:
a special theoretical composer, piano, orchestral instruments, and vocal. The Depart-
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ment of the Orchestral Faculty was associated with the activities of teachers leading
a special class and other disciplines related to string and wind instruments.

At first, the activities of the Department of the Orchestral Faculty looked rather
modest. For example, in the 1933-1934 academic year only 30 teachers worked at the
conservatory, of which there were 8 professors, 1 associate professor, and 21 teachers.
In the 1935 academic year, 41 students studied at the conservatory. Based on these
facts, it is not difficult to imagine what difficulties the leadership of the conservatory
constantly faced.

At the same time, by the end of the 30s, the picture associated with the activities
of the Department of Orchestral Instruments was changing noticeably. As a remark-
able fact, it should be noted an increase in the number of both students studying at
the conservatory and teachers working at this faculty. In connection with this division
of the orchestral faculty into two independent departments, it could be recognized as
areasonable and necessary step.

From that time to the present day, the Department of String Instruments and the
Department of Wind Instruments at the Conservatory, now at the Baku Music Academy
named after Uz. Hajibeyli represents an independent and creatively successful begin-
ning.

The string department of the Conservatory, still headed by S. L. Brittany, was sig-
nificantly expanded by new performer teachers. Among them was a graduate of the
Conservatory M. B. Reitich (violin), the class of the chamber ensemble was entrusted
to A. S. Schwartz (cello).

Since 1939, the cellist V. Anshelevich, who taught the class of the chamber ensem-
ble, began his activity at the string department. In the same years, the double bass
class was assigned to a recent graduate of the Conservatory M.M. Chudkovskiy and
E. B. Schlesinger.

The increased professional level of the Stringed Instruments Department had
a beneficial effect on the level of the concert and performing activities of the conserva-
tory. In 1937, a trio began its activity at the conservatory, in which S.L. Brittany (violin),
A.S. Schwartz (cello), and M.R. Brenner (piano).

Along with this, the conservatory constantly held thematic concerts with the par-
ticipation of teachers and students of the string department, which not only aroused
great interest among the listeners but also contributed to the professional growth of
its young participants.

At the Conservatory of the 1930s, different subjects were taught under different
names. Of course, all these initiatives were primarily aimed at captivating the student,
making his music lessons more fun and meaningful. Recalling his childhood impres-
sions, Gara Garayev noted the role and significance of the so-called “Lessons of Listen-
ing to Music”, which he attended in 1930 at the first-grade school at the Conservatory.
These lessons were conducted by the famous and wonderful pianist Vladimir Kozlov.
Lessons with a live performance of music were a huge success, each lesson for the
children’s audience turned into a kind of music celebration.

It should be admitted that the concert life of Baku in the 30s of the last century was
remembered not only for its intensity but also for the names of the great musicians
who came. Such great violinists as Yasha Kheifets, Yehudi Menuhin, Miron Polyakin,
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Isaac Stern, David Oistrakh performed on the stage of the Baku Philharmonic, and this
star list alone can confirm the glory of Baku as a city that loves music, but also knows
how to pay tribute to the performer.

We can say that the Azerbaijan State Conservatory by the end of the 30s of the last
century developed as an academic musical educational institution. The most import-
ant achievement of those years is the training of national personnel. Gifted Azerbaijani
musicians began to appear at the conservatory. This was not only a hopeful start; it
was a kind of omen of the future success of Azerbaijani music in general.

To what has been said, we add that the Azerbaijani composer’s creativity of the 30s
of the last century was also marked by the birth of new works. In 1935 M. Magomayev
performed with the opera ‘Nargiz’, fully sustained in European traditions and warmly re-
ceived by the Baku audience. This work was dedicated to the revolutionary events that
transformed the life of the inhabitants of the Azerbaijani village. The warm reception
of this opera prompted the author to make a new version of it. Unfortunately, M. Mag-
omayev died in 1937, while a new version of the opera ‘Nargiz' in 1938 was presented
by R. M. Glier.

In the same year, 1938, the long-awaited premiere of the opera ‘Koroglu’ by Uz. Ha-
jibeyli. took place, which was a great success. The great musician managed to create
a spectacular performance imbued with national spirit and stage. The success of the
opera ‘Koroglu’ was indisputable and natural, and the recognition of this work as a na-
tional achievement looked quite natural.

| must say that the attitude towards this work is invariable. The opera ‘Koroglu’ is
the pinnacle of the creativity of Uz. Hajibeyli, associated with the heroic struggle of the
Azerbaijani people.

The Azerbaijan State Conservatory of the 40s was associated with the rector’s ac-
tivities of Uz. Hajibeyli. This gentle and wise man devoted his whole life to the creation
of the conservatory. It was a titanic work associated with upholstering offices, appear-
ances in the press, related to the educational process or the direct development and
tasks of Azerbaijani music, etc. It must be said that Uzeyirbek found the time when
the first successes of young Azerbaijani composers such as K. Karaey, S. Hajibeyov,
J. Hajiyev became known.

During the war years 1941-1945, most of the conservatory was converted into
a hospital and the wounded at the front were transported here. Representatives of the
teaching and student staff turned out to be participants in the war, among them were
both the dead and the wounded who defeated death. The wounded student was Fikret
Amirov, who graduated from the composition department of the conservatory in 1948.

Having created a conservatory in Azerbaijan, the great Uzeirbek Hajibeyli there-
by ensured the future development of Azerbaijani musical art, inextricably linked with
composing, versatile performing arts, and educational process.

Conclusions
The approaching centenary anniversary of the first conservatory in Azerbaijan al-

lows not only to evaluate the path it has travelled but also to pay tribute to its creator,
Uzeyirbek Hajibeyli, the founder of Azerbaijani professional music, a great visionary
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who consistently leads Azerbaijani music along the path of progress and conquest of
heights in composing, performing and educational processes in the republic.
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3 ICTOPII CTBOPEHHSA KOHCEPBATOPIi B ASEPBAUKAHI
Haipa NynamoBa

cTapLuni BUKNajay, AucepTaHT Kaespu MeTOANKM i MeAnpaKTUKK,
ORCID: 0000-0001-5019-6265; e-mail: iamirullayev76@mail.ru
BakunHcbka My3u4yHa akaziemisi imeHi Y3eipa lagxubeiini, baky, AsepbaiigxaH

AHoTauyisa

CTaTTa npucBsiyeHa CTBOPEHHIO MepLloi KoHcepBaTopii B AsepbaifkaHi, sika 6yna
BiAKpuTa B MicTi baky 26 cepnHsa 1921 poky. Lle cBiguuTb Npo Ti TPyAHOLL, WO BUHUKIN Ha
LUISIXYy CTBOPEHHS BULLOrO My3MYHOro HaBYasibHOro 3aknagy B baky. Y ctaTTi nocnigoBHO
BUCBITNIOKOTLCA NEpesyMOBU Ta MoAil, NOB'A3aHi 3 BIAKPUTTAM i JiANIbHICTIO KOHCEpBaTopil.
3ayBaxkeHo, wo Y. Mamkmbenni i horo copaTHUKM MOCAIAOBHO MWW [O CBOEI 3anoBiTHOT
Mpii — CTBOpEHHs1 MmepLuoi KoHcepBaTopii B baky. MeTa pgocnifi)keHHsi — BUABUTU YMOBM,
B SIKMX CTBOpIOBasiacsi neplla KoHcepBaTopis B AsepbaingkaHi. Y. Magxubeini aHagoounmucs
POKM MOCNifOBHOT po6OTU AN CTBOPEHHSI TOrO MilUHOro dyHAaMeHTy, Ha AKOMY i 6yno
3BefieHO 6yAiBno KoHcepBaTtopii (HMHI — BakuMHcbka Myau4yHa akageMmis iMeHi Yseipa
Famkunbenni). 3asHaunmo, Wwo 26 cepnHsa 2021 poky MuHyno 100 pokiB Big, AHSA 3aCHYBaHHS
nepLuoi KoHcepBaTopil B Asep6aiigykaHi. MeTogonoria gocnif)XeHHsa 6a3yeTbCcs Ha LinicCHOMY
N CUCTeMHOMY nigxofax, a TakOX CMUpaeTbCs Ha [OCTOBIPHI iCTOPUYHI AaHi, 3 AKUMU
6yna noB'sisaHa AianbHicTb Y. Mapgxunbeinni B npoueci CTBOpeHHs1 KoHcepsaTopii. HaykoBa
HOBU3Ha AOCAIAKEHHA MONsirae y BUCBITNEHHI fesakux dakTiB Xutta Y. Mamgxmbenni, ski 3a
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pafsiHCbKMX 4YaciB 30BCiM He 3ragyBanucs. Bci Ui dakTu Tak uuM iHakle noxofAaTb 3 yaciB
icHyBaHHsi Asep6aipyaHcbkoi [leMokpaTuyHoi Pecny6niku. BUcHOBKMW. CTONiTHIW toBinemn
nepLioi KoHcepBaTopii B AsepbaiykaHi ae 3MOry He TiflbKW OLiHUTU NPONAEHUI HEtO LUNSIX,
a 1 BigaaTn HanexHe i TBopueBi — Y. Magkunbenni — 0CHOBOMONIOXHUKY asepbaingyKaHCbKOl
npodecinHOl My3nKu, BETMKOMY NPOBUALLO, LLLO NOCAIfOBHO Befe asepbainaykaHCbKy My3uKy
LLISIXOM NPOrpecy i 3aBOOBaHHIO BUCOT B KOMMO3UTOPCbKOMY, BUKOHAaBCbKOMY Ta OCBITHbOMY
npouecax B KpaiHi.

KniouoBi cnoBa: Asepbaiif)kaHcbka [lemokpaTuyHa Pecny6nika; Kapabax; Llywa;
O6puragHuini MeTog HaBYaHHS; «YPOKM CIyXaHHS My3UKU»

U3 UCTOPUN CO3OAHNA KOHCEPBATOPUUN B ASEPBANAXAHE
Haupa NynamoBa

cTapLunii npenogaBartesib, AUCCEPTaHT KageApbl METOANKM Y NEANPaKTUKY;
ORCID: 0000-0001-5019-6265; e-mail: iamirullayev76@mail.ru
BakuHckas My3blkanibHasi akagemMusi uMerun Y3eupa lagxubeiinu, baky, A3epbaiigxaH

AHHOTayunsa

CTaTbsi MOCBsILLEHA CO3[aHWUIO MepBOi KoHcepBaTopuuM B AsepbaitfkaHe, KoTopas
6blna oTKpbiTa B ropoge baky 26 aBrycta 1921 roga. 9T0 CBMAETENLCTBYET O TPYAHOCTSX,
YTO BO3HWK/M Ha MyTW CO3[AHMS BbICLUIEro My3blKanbHOMO yyebHOro 3aBefeHusi B baky.
B cTaTbe nocnefoBaTesibHO OCBELLAOTCA NPEAMNOChINIKU U COBbITUS, CBSI3aHHble C OTKPbITUEM
N [OesiTeNlbHOCTblO KOHcepBaTopuW. 3ameyeHo, 4yto Y. lagkubennum u ero copaTHUKM
nocnefoBaTesibHO LK K CBOEW 3aBETHOW MeyTe — CO3[aHuIo NMepBOi KOHcepBaTopun B baky.
Lienb uccnepgoBaHus — BbIIBUTb YC/IOBUS, B KOTOPbIX CO3JaBasiacb nepBas KOHCepBaTopus
BA3epbaiaHre. Y. MamknbennnnoHagobunmcb rogbl nocnefoBaTelbHOM paboTbl MO CO34aHUI0
TOro Kpenkoro gyHAaaMeHTa, Ha KOTOPOM U 6b1/10 BO3BeEHO 3[1aHne KOHCepBaTopum (HbiHe —
BaknHcKkas MyablkasnibHas akafemusa nMeHu Yaeupa Fagxunéeinnm). OTMeTUM, YTo 26 aBrycrta
2021 roga ucnonHunocb 100 neT co AHSE OCHOBaHWUA NeEpBOI KOHcepBaTopuK B AsepbaigykaHe.
MeToponorus uccnepoBaHus 6a3npyeTcst Ha LIE/IOCTHOM M CUCTEMHOM MOAXoAaX, a TakxKe
onupaeTcs Ha JOCTOBEPHbIe UCTopuYeckme hakTbl, C KOTOPbIMY Bblna cBsi3aHa LesiTeNIbHOCTb
Y. Magxumbeinniv B npouecce cosfaHua KoHcepBaTopuu. HayyHas HOBM3Ha uccnepoBaHus
COCTOWUT B OCBELLEHUWM HEKOTOPbIX (DaKTOB >XM3HWU Y. MagKnbeinnn, KoTopble B COBETCKOE
BpeMsi BOBCE He yoMuHanucb. Bee aTu dakTbl Tak nnam nHaye nponcxomsit OT CyLL,eCTBOBaHWUSA
AzepbaingkaHckon [emokpaTuyeckon Pecny6nvku. BbiBoabl. CTONETHMIA to6unein nepeoi
KOHcepBaTopuu B A3sepbaifykaHe MO3BOMSIET He TOMbKO OLEHUTb MPOMAEHHbIA et MyTb,
HO ¥ BO3JaTb AOJ/KHOe ee cospaTento — Y. [amKnbennm — ocHoBaTeNto asepbaiifyKaHCKOM
npodeccuoHanbHOW  My3bikW, BEJIMKOMY MpPOBUALY, NOCNefoBaTeNbHO  BeAylleMy
asepbanyKaHCKyt0 My3blKy MyTeM Mporpecca M 3aBOEBaHMS BbICOT B KOMMO3UTOPCKOM,
UCMONHUTENBCKOM 1 06pa3oBaTefibHOM MpoLieccax B CTpaHe.

KnioueBble cnoBa: Asepb6ainpyxaHckas JemokpaTuyeckan Pecny6nuka; Kapabax; Lywa;
6puragHblil METOA, 06y4YeHUST; «YPOKU CRyLLIAHUS MY3bIKU»
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NMOLWWUPEHHA NIOTEPAHCTBA Y BEJINKOMY KHA3IBCTBI

JINTOBCbKOMY TA WOro BrnJjiMB HA PO3BUTOK OCBITU
TA MY3UYHOI KYNIbTYPU

Mukona Migrop6yHcbkuii

KaHAuAaT icTopudYHuX Hayk, AoueHT; ORCID: 0000-0002-2678-5147; e-mail: nikolauspidg@gmail.com
KuiBcbkui HayioHalbHUNA yHIBEPCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHoTauyisa

MeTa gocnigpkeHHss — BU3HAYUTW BIMJIMB JIHOTEPAHCTBA HA OCBITY Ta My3U4YHY KyNbTypy
y Benukomy kHs3iBcTBi JlIuToBCbKOMY. MeTogonoris AocnifpkeHHs1 BK/KOYae KybTypHO-
iCTOPUYHMI aHanis, Wo AaB MOXJIMUBICTb NpoaHanisysatu Ta 4OCNIAUTU BNAMB NOTEpaHCTBa
Ha MY3W4YHY KynbTypy Y Benukomy KHA3IBCTBI JIUTOBCbKOMY. [)Xepeno3HaBuMi Ta My3nUYHO-
TEOPETUYHUIA MEeTOAM BWMKOPUCTaHI Mig 4ac MnowWyKy Ta aHanisy LepKOBHO-CMiBOUYUX
36ipHuKiB. BiorpadiyHuit MeTon, LOCNIAKEHHA BYB BXUTUI ANA NPOBEAEeHHA cucTeMaTusalii
BiJOMOCTEN NPO XUTTHA | TBOPYICTb TEONOTiB, KOMMO3UTOPIB Ta TeopeTukie. HaykoBa HOBU3Ha
AocnipyXeHHs. Bneplue npoaHanizoBaHO BM/IMB JIFOTEPAHCTBA Ha OCBITY, KHUFOBUAAHHA Ta
My3MYyHEe MUCTELTBO. BUaBieHo nepLui LLepKOBHO-CMiBOYi 36ipHUKM, B IKUX MPOCNiAKOBYETbCS
nocTynoBuMin nepexia Big MoHomil Ao 6aratoronioccs. BucHoBkM. B npoueci pocnigxeHHs
BMMBY NIFOTEPAHCTBA Ha OCBITY Ta My3U4HY KynbTypy Y Benvkomy KHA3IBCTBI JIToBCbKOMY
BCTAHOBJ/IEHO, WO OAHUM i3 TOMOBHUX LWSAXIB 3aHECEHHA MPOTECTAHTCbKUX ifei cTano
HaBYaHHSA LUMAXETCbKOro Ta MilL@HCbKOro YKPaiHCbKOro KOHaLTBa B 3axigHOEBPOMENCbKUX
NOTEpaHCbKMX YHiBepcuTeTax. KOHKypeHUis MiXX npaBOCNaBHWMM, KaTONMULBKUMU Ta
NPOTECTAaHTCbKUMMU LUKOJSIaMW, fika iCHyBana y Bennkomy KHA3IBCTBI JIMTOBCbKOMY, cnpusna
PO3BUTKY OCBITY B KpaiHi. B XVI cT. BinbHO 6yno nonirpadiyHum LleHTpoM Benunkoro KHA3IBCTBa
JlntoBCbKOrO, e ApyKapi 3maranuca OAMH 3 OLHWM, BUAAKOUYU KHUMM PiSHUMM MOBaMu Ta
3 MPOTUNEXHUMM penirinHMMu nosuuiamun. B uen nepiog 3aBAAaKN TIMTOBCbKMM NMpoTeCcTaHTaM
OPYKYHOTbCSl LLlepKOBHO-CMiBOYI 36ipHMKK. [licHecniBn B nepluimnx 36ipHUKax o6'efHyBanu
CTUNICTUYHI TEHAEHL,iT NPOTECTaHTCbKMX XOpasiB, YeCbKnx pedopmaTopiB Ta TpaguLii MicLueBmnx
MancTpiB.

KnioyoBi cnoBa: ntotepaHCTBO; pedopMauiviHi igel; NpoTecTaHTCTBO; LIePKOBHO-CMiBOYI
36ipHUKM; NicHeCNiBY; FiMHN

BecTtyn
Bnnaue 3axigHux pedopmauiiHux Tedin Bifo6pasvMBCA Ha PO3BUTKY OYXOBHOI

KYNbTypu YKpaiHCbKOro Hapofy, 30KpemMa Ha MOBIi, MMCEMHOCTI, OCBITi, KHUFOBUAaH-
Hi, My3M4YHOMY MUCTeLTBI, NpaBocnaBHOMY 60rocnyXiHHi Towo. JTtoTepaHCTBO cTano
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MepLUOLO MPOTECTAHTCLKOO Teuieto, sika 6ynia NowmMpeHa Ha YKpaiHCbKUX TepeHax. Ak-
TyanbHicTb Li€el ny6nikauii noB'A3aHa 3i 3poCcTalouor0 YBaro Ao yKpaiHCbKOT My3uny-
HOI KynbTypu B nepiof PeHecaHcy. HaranbHoto noTpeboto € focnigXeHHs nepioay
O3HaMOMIIEHHS Ta 3anpoBagXXeHHs 3axifHOEBPOMENCbKOI My3UYHOI KynbTypu y Be-
NNKOMY KHA3IBCTBI JIUTOBCbKOMY.

MeTta

MeToto AOCNIAXKEHHS € BUSHAYEHHS BNAUBY NHOTEPAHCTBA Ha OCBITY Ta My3UYHY
KynbTypy y Benukomy KHA3IBCTBI JINTOBCbKOMY.

AHani3 ocTaHHix gocnig)xeHb i nyénikauii

Cepefi yKpalHCbKUX iICTOPUKIB Ta MUCTELTBO3HABLIB, IKi 3alManucs i NpogoBXKy-
IOTb 3aMMaTUCA AOCHIAXKEHHAM PO3BUTKY MY3UUHOI KyNnbTypu B nepiof PeHecaHcy
HefoOCTaTHLO NPUAineHa yBara came BMMBY NtoTepaHcTBa. [eBHi HanpautoBaHHSA No
Lin TeMaTuui 3po6neHi l0. Bykoecbkum (Bukowski, 1883), C. lony6esum (1883), 0. Aa-
AiomoBoto (2015) Ta K. XapnamnosuyeM (1898). binbLu I'pyHTOBHI AOC/iAYXXEHHS NMpo-
Be/leHi MONbCbKMMM Ta IMTOBCbKMMM BYeHnMu: M. Banaszak (1988), S. Zukas (1966),
I. LuksSaité (1996). Y cBOiX AOCiIIKEHHSAX BOHU, Ha XaJlb, He NMPUAINIAAN AOCTaTHbOT
yBaru po3BuUTKY YKpPaiHCbKOI OCBITU Ta My3UYHOI KyNibTypu B nepiof PeHecaHcy.

Buknag maTtepiany gocnigxeHHs

Ha nouyatky XVI cT. 3 lepuyorcTBa lNpyccii npoTecTaHTCbKI ifel novanu nowmpto-
BaTWCS B MiBHIYHUX 3eMIIsix Bennkoro KHsAsiBcTBa JIMTOBCbKOMO — B YKeMaWnTil (3emni
Ha MiBHIYHOMY 3axofi cydacHoi JInTeu) Ta AyKwTanTii (3emni Ha NiBHIYHOMY cxopi cy-
YyacHoi JInTeM i Ha NiBHIYHOMY 3axopi cydacHoi binopyci). MepLwnMMn NPUXUIbHUKaAMK
NtoTepaHCTBa B KHA3IBCTBI 6y NpeACcTaBHUKU CepefHbOl WASIXTU, MarHaTu, HiMewb-
Ki Kynui Ta KonoHicTu. binblia yacTuHa ciMerHnX apxiBiB Ta apXiBiB /tOTEPaHCbKUX
rpomag XVI cT. 6ynu BTpayeHi. OTxe, iHpopmaLito Npo NOLWMNPEHHST LiiET NPOTeCTaHT-
CbKOT Tevil 34e6iNbloro MoXHa 3HanTK B npausx nepwmx pedopmaTopis, a TakoX
B apXiBHUX JOKYMeHTax KaTonuubKoi LepKBHU.

OfHVM i3 TOIOBHUX LWNSAXIB 3aHECEHHA MPOTECTAHTCbKUX ifel CTano HaBYaHHA
LUNSAIXETCbKOro i HaBiTb MiLLLaHCbKOrO YKPaiHCbKOro toHaLUTBa 3a KopAoHOM. Hainnony-
JIAPHILLIMM HaBYallbHUM 3aKJ1afloM BBaXKxaBcs came KpaKiBCbKUI YHIBEPCUTET, 3aCHO-
BaHuUi 1364 p. MpoTsirom XV-XVI cT. B HboMy HaBYanocb 61m3bko 800 pycuHis. [ns
6ilHNX CTYAEHTIB NMUTBUHIB | PyCUHIB, SIKi BUSIBNSANW 34i6HOCTI A0 HayK, MaricTp AH Ic-
Hep (Jan Isner) 3a BnacHuid kowT 1409 poky 3acHyBaB rypToXxuTtok (bursa pauperum),
AKOMY MoJiapyBaB CBOI BesnKy 6i6nioTeky (pykonucu 36epernnch y ArefiIoHCbKil
6i6nioTtewi) (Bielak, 2002). Y KpakiBcbkoMmy, BiTTeH6ep3bkoMy, KponeseubkoMmy (Ke-
Hirc6epabkoMmy), MagyaHcbkoMy Ta BonoHcbKoMy yHiBepcuTeTax HaB4yanucs CTaHic-
naB OpixoBcbkuin-PycuH, AH-AMop TapHoBcbkui, [NeTpo bopaTuHcbkui, LLIMMOH 3u-
MopoBuY, AHken Opuy MopykeBcbkui, AH CekntouiaH, MaTBii CTPUMIAKOBCbKUIA Ta
iH. Cepep, TMTOBCbKO-PYCbKMX POAMH, IKi Manu BifHOLIEHHS A0 PO3BUTKY NpOTeCTaH-

Miprop6yHcbkuii, M. MOLMPEHHA NKOTEPaHCTBA Y BENVMKOMY KHASIBCTBI JIUTOBCHKOMY
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TM3My B YKpaiHi, 3a kopgoHoM HaBuyanucst Pagausinnu, Canerun, Xogkeswndi, Mi6osuyi,
Kiwkn, A3noseubki, Bonosnuyi, CaHryLku Ta iH.

MoLwnpeHHs MPOTECTAHTCLKUX ifel BUKIMKAE HE3a40BOJIEHHS Ta CMPOTUB 3 6OKY
KaTonuubkoi uepksu. B nepwwin nonosuHi XVI CT. NONbCbKUI ypaa BOAETLCA A0 HU3-
K1 [ep>KaBHUX 3a60POH Ha NMOJIbCbKMUX Ta YKpaiHCbKUX TepeHax. BuparoTbes uncnen-
Hi eNKTU NPOTU BBE3EHHS, NPoAaxy i KyniBsi npoTecTaHTCbkux TBOpPIB. ¥ 1520 p.
CurismyHp | CTapuin NONbCbKUA KOPOSb i BENIMKUIN KHA3b JIMTOBCbKUA BUAaB yKas
y TopyHi, B siKkoMy 3a60pOHUB BBE3€EHHS, NPpoAaxk abo BUKOPUCTaHHA KHUM M. JltoTepa,
AKi nigpuBanu ycToi KaTonuubkoi Bipy B gepykasi (Bukowski, 1883). Ha 3aranbHux
360pax, Wo Bigdynuca B Kpakosi 7 6epe3Hst 1523 p., koponb CuriamyHz | nig Tuckom
enuckonary BUAaB HOBUI yKas, nybrikaLis sKoro 6yna MOTMBOBaHa HEBUKOHAHHSM
nonepegHix 3a60poH po3MNOBCHOAKEHHS TBOPiB M. JltoTepa Ta MOro NPUXUIbHUKIB.
B oHOBneHOMy ykasi 3a3Hauvasnocs, Lo KOXeH, XTO KynyBaB, YnTaB, MpOronoLlysaB
NtoTepaHcbkKi igel, abo 3axuwas Ymn xanue npuHumnu M. JlroTepa, MaB 6yTy nokapa-
HWUIA CMEepPTIO Ha BOTHMLLI 3 KOHicKaLieto Bcboro MaiiHa (Corpus iuris Polonici, 1910).

5 BepecHs1 LUbOro X poky 6yB BUAAHMIN HOBUIA KOPOMIBCbKMIA YKa3 Npo MOLyK
NOTEPAHCbKMX KHUT y MiCTax Ta cenuwiax KpaiHu Ta 3abopoHy iX ApyKy Ta npopa-
)Xy 6e3 creulianbHOro f03Bosy BignoBigHMx opraHie. a5 Toro, Wwo6 3ab6opoHn 6ynu
ZieBumu, 6yno BCTAHOBJIEHO MPOLEAYpYy BUKOHAHHSI KOPOMiBCbKMX yKasiB. 3abopo-
Ha ApyKy Ta npoAaxy 6yAb-AKMX KHWUM Gyna BBefeHa 6e3 nonepefHbol LieH3ypu Ta
[03BONy pekTopa KpakiBcbKoro yHiBepcuTeTy. Llei koponiBcbkuit ykas 6yB Hagicna-
HWUI NO BCiM MicTaM KpaiHW i Moro mManu KOHTpostoBaTW BignoBigHI opanHapu a6o
ixHi generatu (Corpus iuris Polonici, 1910, pp. 21-30). BulieBKasaHuii KOPOJiBCbKMi
yKas 6yB MOLUMPEHMUI | HA YKPATHCbKMUX 3eMAIsiX Nicnst NPUAHATTS MepeMuLwbCbKoro
enuckonaty AumkeeM Kwmubkum (Andrzej Krzycki) y yepeHi 1524 p. (Rybus, 1966).
HoBonpuaHayeHUn iepapx NpocrnaBMBCA K aBTOP YMCIIEHHUX MOSIEMIYHUX TBOPIB,
cnpsiMoBaHuX NpoTu Pedopmalii.

Y KBIiTHi 1526 p. NonbCbKMil KOponb NpubyB Ao MaaHcbKa, Ae 3a NiATPUMKU Bilt-
CbKOBMX MPOBOANB CYLOBI NpoLecy i BUHOCUB CMepPTHI BUPOKW. JTkoTepaHcbKi nporo-
BifHWKMW, SIKi He BTEK/IM 3 MiCTa, 6yNn 3acyaKeHi o cMepTHOT Kapu. Bigbynucs cynosi
npouecun Hag 200 CBALWEHHOCTYXXUTENSIMWU Ta PenirintHnMm ocobamu, AKUX 3BUHYBa-
TUW Y NMOPYLLEHHI YNCTOTM KaTonmubKoi Bipu (Mattek, 2007, p. 69).

1534 p. CurismyHpg, | CTapuin BuAaB ykas, sKUM HakasyBaB HeramHo noBepHYTU
TUX, XTO BigBigyBaB M. JltoTepa abo nepebyBaB y NpOTECTAHTCbKMX KpaiHax, 3a60po-
HsItoUM TM HaBYaTUCS B iHO3EMHMX YHiBepcuTeTax (Bukowski, 1883, p. 225).

1538 p. nonbcbkuin Koponb CurismyHp | Bugae egukT nNpoTu NtoTepaH, 3riHo
3 AKMM 3a MOLUMPEHHSA NPOTECTAHTCbKMX ifen BNaja KoHdickoByBasna MaliHO i BUCK-
nana 3 KpaiHu. Ane uboro BUABUAOCA 3aMano, i 1542 p. BUXOAUTb HOBUW eAUKT, LU0
HaAinaB AyXOBEHCTBO B 0CO6i BifIEHCbKOro €MMCKOMa Cyl0BOO B/IaA00 Haf EpETUKa-
Mu. Lleit 3akoH 6yB HanpaBfieHWii Hacamnepea NPOTM 3aMOXKHOT LUAAXTK, AKa nignana
nig BM/MB NPOTECTAHTCbKMX Tediil. MponoBigHMKN NtoTepaHCbKKX igen nos6asnsnu-
¢ ABOpSAHCTBA. 3a60POHANOCA HAUMaTW BUNTENSAMU HIMLIB, MOCUIATU LLNAXETCbKUX
toHakiB Ao HiMeyunHu Ha HaBYyaHHSA. Lli KoponiBcbKi eANKTU He 6ynn eheKTUBHUMU
yepes NpOTUAII0 KHSXXUX POAIB Y AepxKaBi. Tak, MPUXUIbHUKOM NIoTEpAHCTBA 6YB Be-
NUKKIA KaHunep nutosebkuid 0. Bonoeuu (Ostafi Wottowicz), sikuid 3a pisHumMmu Bep-
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cissMu ocBiTy 3106yB a6o B HiMeuunHi, a6o B ITanii (MagyaHcbKuii yHiBepcuTeT). BiH
6yB OAHUM i3 MeLieHaTiB pedopmMaLliiHoro pyxy y Benmkomy KHA3iBCTBI JIMTOBCbKOMY,
nigTpUMYyBaB NtoTepaH, a NoTiM CTaB MPUXUIIbHUKOM KallbBiHi3MY.

lepoHim Xoakeeuy (Hieronim Chodkiewicz) 1545 p. o6iiimaB nocagy CTapocTy
XemaitTiicbkoro KHsA3IBCTBA. MNpnbAM3HO ToAi XX NepenLLoB 3 KaToNULU3MY A0 NtoTe-
paHcTBa. 3 cepeanHun 1530-x pokiB NUCTYBaBCA 3 BifOMUM NPOTECTAHTCbKUM JivyeM
AnbbepTom, repuorom lMpyccii. CBoro cnHa AHa lepoHiMoBMYa BignpaBuB 3406yBaTy
OCBITYy 32 KOPAOHOM, BiH HaBYaBcA B yHiBepcuTeTax KeHircbepra, Jleinuura i BitteH-
6epra (Valeika, 2010). bpaT lepoHima I Xoakesuy (Hrehory Chodkiewicz) y Benukomy
KHA3iBCTBI JIuToBCbKOMY 06iiiMaB nocagm MNosibHOro reTbMaHa IMToBCbKoro (1561-
1566) i Benmkoro retbMaHa nMToBCbKoro (1566—1572). B paHHboMy Bili I XoakeBu-
Yya BignpaBunu o ABopy Anbbepta, repuora Mpyccbkoro 3go6yBaTu OCBITY, A€ BiH
nignas nig BrAUB NKOTEPAHCbKUX MPOMNOBIAHUKIB. 1566 p. [T XoakeBU4Y crioHcopyBaB
MNeTtpa McTtucnasus Ta IBaHa GegopoBa — KHUrogpykapis, ki BTeknun 3 Pocil i Bigkpu-
N1 apyKapHto B 3abnyaoBi. BoHu ny6nikyBanu peniriiiHi TekcTun go cmepti I XoakeBu-
ya (Birziska, 1937).

Benukuin KaHusiep NUTOBCbKUKA Benukoro kHAsiBcTBa JIMTOBCbKOro Mukona
Pansueinn YopHuit (Mikotaj Radziwitt Czarny) 6yB BimoMuii K KynbTypHO-OCBITHIl
i NpoTecTaHTCbKUM Aisay, Ao 1555 p. aKTUBHO NiATpMMYyBaB JiloTepaH, a NoTiM cTaB
NPUXUIbHUKOM KanbBiHi3My. BiH nparHyB Ao HesanexHocTi Bif [Monbcbkoi Kopo-
HW, TOMYy 6auMB y CBOII KpaiHi iHWYy LiepkBy, HiXX KaTonuubka. AH Pagausinn (6paT
Mwukonu) 6yB MepLInM 3 POAUHM, XTO MiATPMMAB NIOTEPAHCTBO, KONU nepebyBaB 3a
KopZioHoM B 1540-1542 pp. (Banaszak, 1988). OgHak Yyepe3 cMepTb BiH He 3Mir crpu-
ATU PO3BUTKY L€l penirii B JINTBI. B Moro oTpyeHHi Nigo3protoTb NONbCbKY KOPOEBY
BoHy Mapito Copuy, sk i B oTpyeHHi bap6apu Pagausinn 1551 p., Ha sKih TaeEMHO
Bif, MaTepi ogpyxuBcst CuriamyHza |l. 3aBegeHo BBaXkaTu, WO Mig Yyac nepedyBaHHS
y BigHi B 1550 p. 3 gunnomaTtuyHoo Micieto Mukona PagsumBinn Bupilive npuegHaTu-
csi fo noTepaH. 1553 p., noBepHyBLIMUCb Ha 6aTbKiBLUWHY, BiH BiAKpUTO BigMOBMBCS
Bif, KaTONMLUTBa i OpraHisyBaB Yy CBOEMY 3aMKy B bpecTi eBaHrenbCbky LepkBy. Nosib-
Cbkui koponb CurismyHg Il ABrycT BigBepTo nigTpuMan peopMaTopChbKy AifbHICTb
M. Papsuinna. 3a nigTpumMku MoHapxa M. Pag3uBinn Mir caMoBiNibHO BUraHATU 3i
CBOIX Ma€eTKiB CBSALLEHHUKIB, fKi BiAMOBUIUCA NPUARHATU MOro HOBY Bipy. Hagani npo-
CNigKOBYETbCA eBOMOLIA penirinHux BipyBaHb M. PapasuBinna Big katonuuusmy ye-
pes NoTEPAHCTBO Ta KasbBiHi3aM 40 aHTUTpUHiTapuaMy (Banaszak, 1988).

OkpiM MarHaTiB HacefneHHs MICT TaKOX 3axorntoBanocb BYeHHsIM M. JTlioTepa i BU-
Marasno He TifIbKu LLepPKOBHUX, a i colianbHux pedopm, HaMmararoumcb O6MeXUTY Bnagy
AIK LLlepKOBHUX BMIagMK, Tak i MarHaTiB Ta 3aMOXXHOI WAAXTU. [MoNbCbKUIA KOposb 6yB
3MyLLeHunin 1543 p. ckacyBaTu yKas Npo 3aKOPAOHHY OCBITY, 3a/MLUMBLLM NMLLE 3a60pO-
HY NPMBO3UTU B KpaiHy NPOTeCTaHTCbKi TBOPWU. 3a60poHa Ha BBE3EHHS NPOTECTaHTCbKOI
niTepaTypu Takox 6yna ManoedhekTUBHa — B 6araTbox MicTax 3a NigTPUMKU MarHaTiB Ta
3aMOXKHOI LUNISAXTW BYNn BigKPUTI ApyKapHi, siKi BUAaBanv NpoTecTaHTCbKi TBOPW.

B cinbcbkii MicueBocTi napadii Ta LepkBu 6ynun 3aHATI CBSILLLEHHUKaMK TiEl pe-
NirinHoT KoHecil, Ky NiATPMMYBaB BNlaCHMK MaeTKy. Taka cuTyauis 6yna xapakTepHa
He Tinbkn ana Pedi NMNocnonutoi Ta Bennkoro kKHA3iBCTBa JIMTOBCHKOrO, a i ANS iHLWIKX
€BpONeNCbKMX aepxas. [isna npotectaHTCbKa opma NpaBoBOro npuHumMny — «4usa
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3emns, Toro i penirisi» (Cuius regio, eius religio), 3akpinneHoro Ha CBsileHHI Pum-
cbKin Acam6nei B Ayrcoypsi 1555 p. MpocTi ntogm, 0cobnmBo B ManeHbKUX MicTeukax
i Ha ceni, NOBMHHI 6ynK cnoBigyBaTy Bipy cBoro rocnogaps (Béckenférde, 1967). Tomy
HOBI MPOTECTAHTCbKIi LIepPKBM YaCTO MICTUANCSA Y KYNIbTOBUX CMOPYAAX, O Hanexanu
KaTOoNMLbKMM UM NPaBOC/IaBHMM LiepKBaM Ta MOHACTUPSM.

LleHTpoMm ntoTepaHcTBa y BennkomMy KHA3IBCTBI JIMTOBCbKOMY CTae cTonumusa —
BinbHO, B siKill BigOyBaeTbCs Ky/bTYPHO-OCBITHIA PO3KBIT. Lleit po3kBiT 6yB noB’s-
3aHUIN 3 IHTEHCMBHMM AiafioroM MK PisHUMU KOH(MECIAMU | KOHKYPYHOUMMU penirii-
HUMU rpynamMu. BiH TpuBaB Kifbka AecAaTUNiTb i MPOSIBUBCA B cCaMUX PiSHOMaHITHUX
KYNbTYpHUX i OCBITHiX npoekTax. Mepwi NpUXUAbHUKN NOTEPAHCbKOI AOKTPUHU Bi-
OoMi y BinbHo 3 1525 p., konn ogmH paHLMCKaHCbKUI YepHeLb YATaB JIF0TEPAHCHKI
nponosigi. Moro iM'a He 36epernocs. [leski iCTOPUKM NpURycKanm, Wo Le Mir 6yTu
Cranicnae PanonioHic (Stanislaus Rapagelanus), ane octaHHi foCnif)KeHHS He nid-
TBEPAMAK i€l rinoTeaun. JiIntoBcbka gocnigHuus |. JlykiwaiTte y cBivi po6oTi «[epLunii
etan pedopmauii B JIuTei» 3a3Havae, Wwo 1526 p. BiIeHCbKUI EMUCKON CKapXUBCA Ha
Te, Wo Yy Bennkomy KHA3IBCTBI JINTOBCbKOMY CnanaxHynu BeuKi 3aBOpYLUEHHS i 3He-
Bipa; AyXOBEHCTBO, 3aMOXHi FPOMafAHM | HaBITb NPOCTONOAUHM Mignanu nif BnanBe
pedopmauitHmx Tevin (LuksSaité, 1996).

1527 p. BineHcbkuii CuHop nNpuintMae NMOCTaHOBY, B SIKi 3a3HaA4a€eTbCs, WO BCi
npasuTeni LepKBU MOBUHHI BUABMATM Ta MOBIAOMAATU LIEPKOBHIN Bnagi npo BCiX,
XTO 6YB CMiiMaHWU Ha BBeAEHHI Ta BU3HaHHI 6yab-AKOro HOBOIoO Yu Migo3pHoBaHOIo
BYEHHS; @ BUMTENIB, Nif03pHOBaHMX Y epeci, 0CO6MBO TUX, WO NpubyBanu 3 Himeuun-
HW, He cnig NpyMiUMaTK 4O LWKin, Wo6 BOHU He HaB'A3yBa CBOE BUEHHS KaTONIMKaM.
Ha CuHogi y BinbHO 6yn0 BUpILLEHO, L0 «BYNTENI, SIKi NpubyBatoTb 40 HALIOI enapxil,
0CO6MMBO 3 perioHiB HiMeyunHu, siki 3abpyfHEeHi Y4yMoto NtoTepaHCbKOI epeci» NOBUH-
Hi MaTV OKYMEHT Mpo AO3BiN Bif envckona ans BUKNagaHHs, 6e3 sskux napadisnbHi
CBSILLEHHUKMN HEe MOXYTb MPUIAHATYK X Ao wkonu (Sawicki, 1948). 3 wiel nocTaHOBM
3pO3yMIino, WO Y BifleHCbKiN enapxii BXe Ao 1527 p. po3noBCOAXYBanocs BYEHHS
M. JTroTepa i KaTONUKK Hamaranucs pisHUMK 3acob6amMm 06MEXUTU BMNIMB NOTepaH-
CbKUX NPOMOBIAHMKIB Ha MiCLieBe HacesIeHHS.

BineHcbkuit CuHopg, 1527 p. TakKOX po3rnsfaB NUTaHHS LWKIN i BUNTENIB OKPEMUM
cTaTyToM. Haronowytoum Ha CBOI Typ6OTi MpO KOPUCTb LUMPOKOI rPOMaACbKOCTI
Ta rigHicTb Benukoro kHA3iBCTBa JINTOBCbKOro, BiH BUAAB Lier CTaTyT B YPOUMUCTIN
dhopMmi «Ha BiYHi Yacu» (na wieczne czasy). Y HbOMy BiH HakasaB yciM Harnsgavyam
napadin CTBOPUTM B KOXHIM 3 HUX LLUKOJMY Ta FNYPTOXUTOK AJIA YYHIB. Y LWIKONi Mae
6yTW BUNTENDb, KU 3MasiKy BUXOBYBaTUME MOJIOAb «B AOOPUX HayKaX, LUIAXETHUX
3BUYanAX i KaToNMLUbKKUX YecHoTax» (w dobrych naukach, szlachetnych obyczajach oraz
kardynalnych cnotach katolickich) (Sawicki, 1948, p. 130). Ha CuHogi 6yno 3asHauve-
HO, Lo CTYAEeHTaM chifi OfHaKOBO NOsICHIOBaTU EBaHrenie 1a lNocnaHHA NaBna nosnb-
CbKOIO Ta IMTOBCbKOK MoBaMu. MapadisiibHUI HaMiCHUK MaB Mik/lyBaTUCS NPO LUKO-
Ny i HIIKUM YMHOM He HEXTYBaTK CBOIM 060B’'A3KoM. CnHOA 3BepTaB yBary Ha BUKIa-
[JaHHSA B LUKOMax JIMTOBCbKOK MOBOK. byB BUaHUI OKpeMuin Hakas: yCi NpoToiepel,
Micbki Ta gitodi napadisnbHi napadii, npaBuTeni napadin MatoTb 3a6e3neynTy, LWob
TaMm, e BUKOPUCTOBYETbCS IMTOBCbKA MOBA, Bikapil fobpe 3Hanu i, o6 HaneXHUM
UYMHOM 3AiNCHIOBATK TalHCTBA.

Miprop6yHcbkuii, M. MOLMPEHHA NKOTEPaHCTBA Y BENVMKOMY KHASIBCTBI JIUTOBCHKOMY
Ta Vi0ro BMNMB Ha PO3BUTOK OCBITY Ta My3V4HOI KYNIbTYpU



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(2) - 248-261 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Hamaratoumcb NpoTUCToATH NtoTepaHaMm, KaToNIMKK GiHaHCYOTb 6YAiBHULTBO HO-
BMX LIEPKOB, a MPY HUX BifKPUBAIOTb LUKOMW, 3060B'A3yt0YUM NnedaHa yTpumyBaTH ii
pekTopa. Cepep Takux napadin 6ynu: Oayreniwku (1526), benbcbk (1529), MeHa3u-
eve (1533), lOxHoBeLb (1547), AciHoBka (1553) (Kurczewski, 1912). Lie micTa, Aiki Ha
TOM Yac Bxoaunu Ao Benukoro kHA3iBCTBa JIMTOBCbKOrO.

MpoTecTaHTCbKi pedopmaTopy CTaBUAUCA A0 LWKiN i BUKNagaHHA 3 6inbluoto
BifNOBifaNbHICTIO, aHXX KaToNMKWU. BoHn TypbyBanucs npo npvBabnmBy HaBYasbHy
nporpamMy Ta po3po6Ky HOBUX ANAAKTUYHUX Ta NefaroriyHux MeToaiB. MpeacTaBHUK
NIOTEPaHCbKOI LlepkBU Y Bennkomy KHA3IBCTBI JIMTOBCbKOMY, NMUCbMeHHUK [layrnb
Opep6opH (6. 1555-1604) 3a3HayvaB, L0 B LLIKOAX HaBYasM CJIOB'AHCbKOI rpaMoTy,
MOJINTOB i McasnMiB, YATasIM 4YacoCsIoB i NCanTuMpi, BUNIM ocHOBaM apudmMeTukin (Xap-
namnosuy, 1898, c. 203).

3HayHWi BNAMB Ha PO3BUTOK OCBITU Y BinbHO MaB NOTEpaHCbKUI MPOCBITHUK,
negaror A6paxam KynbBeHcic (Abraham Culvensis), Tako) Bigomuit ik ABpaam
KynbBel. BiH noxogue 3i WnisxeTHoOro poay B MicTteuky KynbBa, no6nusy KayHaca.
HaBuaBcsi B KpakiBcbKill akageMil, ie oTpuMaB CTyniHb 6akanaBpa, NnoTiM B JleBeHe
(Hipepnangw) BuB4aB npaui Epasma PoTTepaamMcbkoro. MNepekoHaBLUUCh Y HEOOXia-
HOCTi pedopMyBaHHSA XPUCTUSIHCTBA, BiH BUPYLUMB Ha HaBYaHHS [0 BiTTeH6epra, e
yntanu nekuii MaptiH JTtotep | @inin MenanxToH. 1536 p. A. KynbBeHcic nepeixas fo
Nennuura i, HapewTi, o CieHn, fe HAaCTYMHOro poKy 3aXMCTUB AMcepTaLito 3 KaHo-
HiyHOro MpaBa i oTpumae CTyniHb gokTopa (Pocilté, 2014). A. KynbBeHcic nosep-
TaeTbcs y BinbHo, fe nig npoTekuieto koponesn boHn Chopumn noyas nowmproBaTm
NtoTepPaHCbKI iael yepes nybnivHi nekuii.

1540 p. BiH BigKpMBae KONy AN WASXETHUX JiTel. Lis wkona BBaxkanacsa nep-
UMM TYMaHiTapHUM BULLIEM, Lo 6yna opraHisoBaHa 3a 3pas3koM J1EBEHCHKOMO YHi-
BepcuTeTy (TPUMOBHa KoJierisi). BoHa Takox BBa)kanacsi O4HMUM i3 NepLumx NoTepaH-
CbKMX OCBITHiX LeHTpIB, B AKOMY OAHMM i3 BMKagadiB 6yB Bigomuit Teonor C. Pano-
nioHic. JTroTepaHCbKi NOrnaau, NowmpoBaHi Wwkonok Ta Kadegpoto A. KynbBeHcica,
BUKJIMKANN He3a[40BOJIEHHA PUMO-KATONMULbKOI iepapxil. Ha npoxaHHs BiNneHCbKOro
enuckona lMaBna MonblaHcbKoro, Ko Koposieea boHa nepebyBana B ITanii, Benu-
KU KHA3b NUTOBCbKUIA CurismyHp CTapuili BUAaB yKas, Wo6 KpamosibHY NOAUHY
i 6yHTiBHMKA («<homo seditiosus», «rebellis») A. KynbBeHcica npvBenu A0 LepKOBHOMO
cyny. Akwo A. KynbBeHcic He 3'iBUTbCSl 40 cyaly abo BTede 3 KpaiHu, MaeTbcs B yKasi,
BiH 6yfie No36aBIEHU LUNAXETHOIO MOJTOXEHHS, @ yce Moro MaliHo 6yae KoHdicKkoBa-
Ho (Pociite, 2014).

OnuHMBLUNCD Nepeg, 3arpo3oto Katonuubkoro cyay, A. KynbeHcic B 1542 p. 6ys
3MYyLUEHMIN MOKMHYTH KpaiHy. BiH 6yB 3anpoLueHuii repuorom Anb6epToM pa3oMm 3 iH-
LIMMW TMTOBCbKUMMU nitoTepaHamu B [1pyccito, Ae BOHW AOMOMOIN repuory y Bi KpUTTi
KeHirc6epsbKoro yHiBepcuTeTy. B LLboMy HOBOCTBOpeHOMY yHiBepcuTeTi A. KynbBeH-
cic 6yB nepLimMmM nNpodecopoM Knacu4yHoro iBpuTy Ta rpeLbkoi MoBW. BiH Takox 6yB
nepLIMM nepeksiagayem JIMTOBCbKMX EBAHIeNbCbKMX MMHIB, AKi yBiNWAKn Ao «Katexi-
aucy» (1547) M. Maxasigaca.

B XVI cT. BinbHO cTano nonirpadiyHMM LeHTpoM Benvkoro kHssiBcTBa JInuToB-
CbKOro, e ApyKapi 3amaranucs oguH 3 OOHWM, BMAAKOYM KHUIM Ha PiSHMX MOBax
3 NPOTUNEXHUMW peNiriiHMMn nosuuismu. Ceoboaa BUPaXKeHHs Nornsgis éyna xa-
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pakTepHa Ans Uboro nepiogy — KaTONIMKM, NKOTepaHu, a NoTiM  KasnbBiHICTY i coui-
aHW BiNbHO nporoBigyBann cBOI BYEHHSA. JINTOBCbKUIN BUYeHUN C. XKykac y CBOEMY
pocnigxeHHi «[eplua NMTOBCbKa KHUra Ta ii icTopuyHe cepefoBuLLEe» 3a3Ha4aB, Lo
i NpaBoCaBHi YeHUi TaKOXX BUAaBanu TpaktaTu NpoTU KaToMMLUU3My Yy BNacHin apy-
KapHi. ®paHunck CKOpUHa, Lo AOTPMMYBaBCA NOrMALIB NPOTeCTaHTIB, ony6slikyBas
TYT cBOI Nepuwi kKHurn B 1522 p. (Zukas, 1966).

OfHUM i3 nepwmx MpornoBiAHUKIB NtoTepaHCTBa Yy Benukomy kHsasiBcTBi Jlu-
TOBCbKOMY 6yB TEOJOr, ApyKap, nepeknajay Ta nucbMeHHMK AH CekntouiaH (Jan
Seklucjan). 3a ogHUMK gaHMMK, HapoauBeA y bugrowy, 3a iHwWKMKM — y Cekntokax
B ManuuuHi. Micns HaBYaHHSA B Jlennuury BiH NpubyB Ao MosHaHi 651mMsbko 1538 p., e
CcTaB NOTEpaHCbKUM MPOMNoBiAHMKOM. 1543 p. eNUCKOMNCbKUIA Cyf, 3BMHYBATUB MOro
B MOLUMPEHHI EpeTUYHUX NPOMNOBIAEN i NOrpoXyBaB CYyBOPUM MokapaHHAM. f. Cekrto-
LiaH 3MyLLeHunin 6yB TikaTu B KeHirc6epr (Krolewiec) y 1544 p., nig 3axuct KHA3s Anb-
6pexTa — NoKpoBuTeNs ntoTepaHcTBa B 'epuyorcTsi MNpyccis. 3a pik f. CekntouiaH ony-
6niKyBaB nepLuniA NOJIbCbKUIA KaTexisuc nif Ha3Boto «CrnoBifyBaHHS XPUCTUAHCBHKOT
Bipu» (Wyznanie wiary chrze$cijaniskiej. Krolewiec, 1545) B apykapHi 1. BaiHpaiixa
(Hans-Weinreich-Druckerei). B ocHoBy 36ipHuKa 6yB noknageHuin «ManeHbkuii KaTte-
xiame» M. JTtotepa. 1547 p. B KeHirc6epsi BUXOAUTb MOro HaCTYMHUIA 36ipHUK «[lyx0B-
Hi 1 No60XKHi nicHi» (Piesni duchowne a nabozne). Lieit 36ipHMK MicTUB 35 penirinHux
niceHb, 3okpeMa 8 niceHb M. JTltoTepa (Pocilte, 1996).

Y 1547 p. nuToBCbKUIA NUCbMeHHMK M. Maxaigac (Martin Mosvidius) Buaas KH®-
ry «[1pocTi crnoBa KaTexisucy, HaBYaHHA YnTaHHA McaHb Ta niceHb ANA Aiten, nepe-
BuAaHi B KeHirc6epsi BocbMOro gHs ciuyHs 1547 poky nicnsi Hapog)XeHHs XpucTay,
KeHirc6epr, opykapHs X. BaiiHpalixa (Die einfachen Worte des Katechismus, die Lehre
vom Lesen der Schrift und Lieder fiir Kinder neu aufgelegt in Kénigsberg am VIII. Tage
des Monats Januar 1547 nach Christi Geburt. Konigsberg, Druckerei H. Weinreich). Lisi
KHUra 36epiraetbcsi B yHiBepcUTeTCbKil 6i6nioTteli TopyHb (Sign. Pol. 6.11.189), BoHa
Mae 79 cTtopiHok, ¢popmaT kHurn 18x11, dopmart wpudty 12,5x7. «Katechismus»
BBaAXXAETbCH NEPLUOIO IMTOBCbKOKO KHUIOLO, fika BK/KOYana BipLIOBaHy nepeimoBy
JIMTOBCbKOIO MOBOIO, OAMHAALUATb LIepPKOBHMX MNicHecniBiB 3 HoTamu (Kirchenlieder)
i NepLUnin NMTOBCbKNIA BykBap. «KaTexisnc» HagpyKoBaHO rOTUYHUM LLIPUGBTOM, 3a BU-
HATKOM [esIKMUX 3arofioBKiB i TEKCTY, HanncaHoro naTnHoro. Buaaseub Ta aBTop Uiel
KHWIM He BKa3aHi Ha TUTYNIbHOMY apKyLli, afne noJibCbKMin MoBO3HaBeLlb AH Cada-
peBud (Jan Safarewicz) poslwmnbpyBaB aBTopa 3a akpoBiplieM y nepeamMosi. llicns
NPOYNTaAHHSA NepLUMX NiTep 3 TPETbOro A0 AeB'ATHAAUATOro psgka OTPUMYEMO iM's
aBTopa natuHoto: MARTIJNVS MASVJDJVS (Safarewicz, 1963).

OcHoBoto cTaB nosibcbkuii KaTexisuc . CekntouiaHa (J. Seklucjan), BugaHuit
y KeHircéepsi 1545 p. M. MaxBifac Tako) BUKOPUCTOBYBaB y CBOEMY BUAAHHI NOJb-
cbkuit kaTexisuc A. Maneubkoro (J. Malecki) 1546 p. Ta naTUHCbKI I)epena, a caMme
«3060B’'A3aHHsA», NepeknageHe 3 laTUHCbKOro KaTtexiaucy fl. Binikacom (J. Vilickas)
B 1542 p. Lia npaus BBaXaeTbCA Mo4aTKOM riMHOJOrIiTy Bennkomy KHA3IBCTBI JIToB-
CbKOMY i HanncaHa 3a 3paskamMu 3axiflHOEBPOMNENCbKOI My3UYHOT KynbTypu. MpoTe ic-
HYOTb i GiNbLU paHHi 3rafKu NpPo LEePKOBHI MicHecniBK, ane BOHW He MatOTb JAOKYMEH-
TaNbHUX niaTeepaeHb (Pocilté, 1996). MNoBepTatounch A0 OAMHAALUATU LIEPKOBHUX
nicHecnisiB KaTexisucy, cnig 3asHauyuTy, WO Lie HaUMOLIUPEeHiLli Ha TOW Yac 3 ntoTe-
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paHCbKMX NiceHb, siKi 6ynn nepeknageHi Ha NMTOBCbKY MoBy. 10 3 HUX 6ynu ony6niko-
BaHi 3 MpMMIiTKaMu — Lie ABa pPUMOBaHMX Ncanmu, N'aTb NiceHb M. JltoTepa, ogHa npo-
rpamHa pecdopmaLinHa nicHa MoranHa ®peaepa (Johann Freder) i Tpu cepeHbOBIYHi
nicHecniBy, nepeknajeHi 3 HiMeLbKOl, NOSIbCbKOI Ta naTuHW. Lii nepLui rpuropiaHcbki
Xopanu 06'eHYOTb HOBI CTUMICTUYHI TEHAEHLIT NPOTECTAHTCbKMNX XOpaniB, YECbKUX
pedopmaTopiB Ta TpaguUii MiCLLEBUX MaNCTPIB.

M. MaxBigac nigrotysas nepLuy y Bennkomy KHA3IiBCTBI JINTOBCbKOMY LIepKOBHO-
cniBovy KHUrY «[licHi XpUCTUAHCBKI», ane He fOXMB A0 ii ny6nikauii. Lito kHury Bigpe-
faryeaB i BuaaB /oro ABotopigHMin 6paT, KeHirc6epabkuii nactop bantpametoc Bin-
nenTac (Baltramaus Willent). Mepuwa YacTuHa Buiwwna 1566 p. nig HasBoto «Himeupbki
XPUCTUSIHCBLKI CNiBWY, SIKi CNiBatOTb Yy UepkBax Bifg AaBeHTy Ao PisaBa i o CTpiTeHHA»
(Gesmes Chriksczoniskas gedomas Babniczosu per Aduenta ir Kaledas it Gramniczu.
Konigsberg, Druckerei J. Daubmann). 1570 p. Builna gpyra 4yactuHa — «HiMeubKi
XPUCTUSIHCbKI CNiBK, AIKi CNiBatoTh y LiepkBax Bif BenvkogHs yepes M'aTngecaTHuLOo
Ao AnseHTy» (Gesmes Chriksczoniskas gedomas Babniczosu per Welikas ir Sekminias
it Aduenta. Konigsberg, Druckerei J. Daubmann). TemaTu4yHo 06MABi YaCTUHU OXOMJItO-
FOTb MiCHECNIBU LifIOro pokKy.

M. Maxsifac fik pefiakTop HanucaB nepeamMoBy A0 NepLUol YaCTUHU, Xo4Ya KHU-
ra 6yna BugaHa b. BinneHtacom nuviie 3a Tpy poku nicns oro cMepTi. Llei 36ipHuUK
€ 3Ha4ywWwoto rimHorpadiyHoto nam'atkoro XVI CT., BiH MiCTUTb 76 LLEPKOBHUX MiCEHb
i 30 ncanmiB. PenepTyap Hanpi3HOMaHITHIWWA — Bif, Mec i XopariB A0 HOBITHIX Npo-
TECTaHTCbKUX MNiceHb TOro Yyacy. 36ipHMK oxonntoe 651M3bko 30 pisHOMaHITHUX XaHpiB
cepefHbOBIYHUX MiCHECMiBIB, YNCNEHHI TpaHCKpULUIl riMHIB i cekBeHLUi. Hannony-
NAPHIWMMM cepeg, NicHecniBiB € Taki riMHuK, K «Veni Creator Spiritus», «A solis ortus
cardine», «Pange lingua» ToLLO, BOHW 6yNn NepeknageHi Ha TMTOBCbKY MoBY. CEKBEH-
uii rpuropiaHcbkoro xopany «Grates nuns omnes», «Victimae paschali laudes», «Veni
Sancte Spiritus», Lo NOXoaATb i3 NicHecniBiB 3 pernepTyapy «4ecbKux 6paTiB» «Surrexit
Christus hodie», «<Jesus Christus unser eyland» Ta 6arato iHLWMX TBOPiB NepekageHo
Ha NIMTOBCbKY MOBY i3 3a3HaYeHHAM [yKepena, a iHoAi 1 aBTopcTBa. Y 36ipHUKY 6yno
3a3HayeHo, Lo NeBHi MiCHECMiBU NPU3HAYeHi 419 BUKOHAHHSA YYHAMMN.

Opyry yacTuHy 36ipHMKa cKafatoTb BaXMBI TeKCTu enoxu Pedopmauii — e
nicHi M. JTroTepa, M. Balce Ta iHWKWX NpOTECTaHTCbKUX aBTOPIB. B KONeKLito Takox
BXOAATb OpuriHanbHi nicHi Benukoro kHssiBcTBa JITOBCbKOro. B LiboMy 36ipHMKY
6inblla YacTUHa riMHIB MogaHa 3 MOHOAUYHUMU MEeNOofiAMMU, ane € OAUH MiCHecniB,
po3nucaHuin Ans YOoTUPbOX rOMOCIB: AMCKaHTa, TEHOpa, anbTa i 6aca. Lle nonynsipHa
WKinbHa nicHA «Vitamquae faciunt beatiorem» (Mazvydas, 1566). B gpyriit YacTuHi
Liel KH1rn 6yna nogaHa iHhopMalia Npo NopsifoK ChiBy Ta MicLe My3uKK Ha penirii-
HUX LepeMoHisix. Lli nepLui 36ipHMKM CTann OCHOBOK ANA MifroTOBKM 6iflbl Mi3HixX
HaBYanbHMX nocibHukiB B XVI-XVII cT.

B13HayHOIO Mam’'ATKOK CIOB'SIHCbKOrO My3nyHoro PeHecaHcy € «Melodie na
psatterz polski» Mukonu lomynku, BuaaHi y gpykapHi Jlazaps AHgpucoBuya B Kpako-
Bi 1580 p. Lle my3suka fo 150 TBOpPIB y YOTUPUIrONIOCHOMY apaHXXyBaHHi Ha BipLui AHa
KoxaHoBCbKOro. Y nepegMoBi 0 BUAAHHS aBTOp 3ayBaXuB, LLLO Lji TBOPY NPU3HaYeHi
ONst NIpOCTUX Ntofen, aKi Matoum 6a)kaHHs Ta My3W4YHi HaBUYKK, MOT/IK 6 iX chiBaTu.
Lli TBopn Mornn BUMKOHYBaTW SIK KaTOMMKMW, TaK i NpoTecTaHTW. |HiLitoBaB BUAAHHS
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i HapaB Kol enuckon MeTpo Muwkoecbkuit (Piotr Myszkowski). MenogitHoto oc-
HOBOLO GiNbLUIOCTI KOMMO3ULi € YeCbKi, FyreHOTCbKi MPOTeCTaHTCbKi FiMHM, 3pasku
rpuropiaHCbKOro xoparsy, a Tako)X MOnynspHi CBITCbKi NOGYTOBI Menogii Toro yacy
(OagnomoBa, 2015).

MpakTMYyHO OQHOYACHO 3 MOLLUMPEHHSAM NIIOTepaHCTBa Ha NiBHOYI Benukoro kHs-
3iBcTBa JIMTOBCbKOro LA NpOTecTaHTCbKa Tedisl NPOHMKAE | Ha 3axifHi yKpalHCbKi
3eMni, ane cepep 3axifHOYKpalHCbKOI LWAAXTU NIOTEPAHCTBO HE Mano 3HayHoro ro-
LUMPEHHS. 34e6iNblIoro NoTEPAHCTBOM 3axomntoBanucst MiwaHun. 9K i Ha niBHoui,
AAPOM NHOTEPAHCbKUX OCepefKiB CTaloTb HiMeLbKi KONOHICTU. Bynu nooAnHoOKI BuU-
naZiku nepexoay B L0 MPOTECTAHTCbKY Teuito WAAXTUYIB, @ BXXe BOHM, BigNoBigHO, ne-
peBoAuNM A0 NHOTEpaHCTBa CBOIX NigAaHux. JllotepaHcbKi rpomMaam aisnu 'y BeHrposi,
Mopgaax, Hypui Ta HaitHgopdi (BepecTeiimHa). Ynmane nowmMpeHHs JTIOTEPAHCTBO
Mano Ha 3akapnaTTi, fie 6yna nigTpMMKa 3 60Ky YyropCbKUX Ta PYMYHCbKWUX BONoja-
piB. AKTUBHY LiNIbHICTb NPOBOANAN NtoTepaHCcbKi nacTopu CtedaH Konay i MaTtBin
Bipo-ferai, siki 3acHyBanu 36opu y Mpswesi, Konuusix, Yirrene. ¥ 1549 p. CtedaH
Konau BigKpuBae ntoTepaHCbKy LKoY Y MicTeuky Cyxuii MoTik (CKoniBCbKUiA paitoH
JlbBiBCbKOT 0611aCTi).

3 MOLWMPEHHAM iHWKX pedopMaLiiHMX Tediit (KanbBiHi3My, COLMHiaHCTBa), 3a-
BO3ATbCS i PO3MNOBCIOAXYETLCA CBITCbKi Ta LIEPKOBHI KHUTMW i MYy3UUYHO-TEOPETUYHI
TpakTaTu. MigTBEpPAXXEHHSAM LbOro € HasiBHICTb B «PeecTpi KHUT JIbBiBCbKOro 6pat-
ctBa» 3a 1601 p. KHUrK «KBecTmoHech Mysuka» B po3gini «KHuru natuHcbki» ([o-
ny6es, 1883). Lle maBHbOYKpAIHCbKUIA Nepekia My3UYHO-TEOPETUYHOIO TPaKTaTy Hi-
MeLbKoro npoTtecTtaHTa MoranHa LLinaHren6epra «MuTaHHA My3UKK ANns BXUTKY Hop-
Jiray3eHCbKOI LKOK, abo K NErko i MpaBuiIbHO HaBYaTK MosioAb criBy» (Questiones
musicae in usum scholae Northusanae, oder wie man die Jugend leichtlich und recht
im Singen unterwiesen soli), BitteH6epr, 1542 p. MoxnuBo, cepeg, KHUT JIbBiBCbKOMO
6patcTBa B XVI=XVII cT. 6ynun B YXXUTKY I iHWI TpakTaTh 3axigHOEBPOMNENCbKUX TEO-
peTuKiB.

BucHoBku

MepwnMn npuxunbHUKaAMK noTepaHcTBa Yy BennkomMy KHA3IBCTBI JIMTOBCbKOMY
6yNnv NpeAcTaBHUKM CepeaHbOl LWAAXTU, MarHaTH, HiMeubKi Kynui Ta KonoHicTu. 0a-
HWUM i3 FONOBHMX LUMAXIB 3aHECEHHS MPOTECTAHTCbKMX ilel CTano HaBYaHHS LUSXeT-
CbKOrO i HaBiTb MilLL@HCbKOIO YKPaiHCbKOrro tOHaLTBa B 3aXiHOEBPONENCbKUX NtoTe-
paHCbKMX yHiBEpCUTETax.

Bnnve noTepaHcTBa NPOABUBCA Y BCiX HanpsiMax AyXOBHOI cepu: MOBI, NUCEM-
HOCTI, OCBITi, KHUFOBUAA@HHI, My3U4YHOMY MUCTeUTBI Towo. KOHKypeHLia MiX npaso-
CNaBHMMMU, KaTONMMLbKMMM Ta NPOTECTAaHTCbKMMMU LLIKONIaMK, sika icCHyBana y Benuko-
My KHA3IBCTBiI JIMTOBCbKOMY, Cripusiia pO3BUTKY OCBITU B KpaiHi. B XVI cT. BinbHO
6yno nonirpadiyHMM LeHTpoM Bennkoro kHasiBcTBa JIMTOBCbKOrO, Ae ApyKapi 3Ma-
ranucs oavH 3 O4HUM, BUAAIOYM KHUTU PIBHUMKU MOBaMM 3 MPOTUEXHUMUN penirin-
HUMKM no3uuiamu. B ueln nepio 3aBAsAKW IMTOBCbKUMM MpOTecTaHTaM APYKYHOTbCS
LLlepKOBHO-cNiBoYi 36ipHMKN. TicHecniBM B neplumx 36ipHMKax o6'eAHyBanu cTuic-
TWUYHI TEHAEHLIT NPOTECTAHTCbKMX XOpasiB, YeCcbknx pedopmMaTtopiB Ta Tpaguuii Mic-
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LeBMX MalCTPIiB. B Lnx LLepKOBHO-CMiBOYMX 36ipHUKAX Nopsig 3 MOHOAUYHUMMU Meso-
OiMU MOYMHAOTb 3'ABNATUCS | 6araTorosioci KOMMo3swuL;ii.
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Abstract

The purpose of the article is to determine the influence of Lutheranism on education and
musical culture in the Grand Duchy of Lithuania. The research methodology includes cultural
and historical analysis, which made it possible to analyze and investigate the influence of
Lutheranism on musical culture in the Grand Duchy of Lithuania. Source studies and music-
theoretical methods were used during the search and analysis of church-singing collections. The
biographical method of research was used to systematize information about the life and work
of theologians, composers and theorists. The scientific novelty of the research is the thorough

Miprop6yHcbkuii, M. MOLMPEHHA NKOTEPaHCTBA Y BENVMKOMY KHASIBCTBI JIUTOBCHKOMY
Ta Vi0ro BMNMB Ha PO3BUTOK OCBITY Ta My3V4HOI KYNIbTYpU



260

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypw | MucTelTB. Cepis: MysnyHe MUCTELTBO 2021 « 4(2) - 248-261

analysis of the Lutheranism influence on education, book publishing and musical art. The first
church chanting collections have been identified, in which a gradual transition from monody
to polyphony is traced. Conclusions. In the process of studying the influence of Lutheranism
on education and musical culture in the Grand Duchy of Lithuania, it was established that one
of the main ways of introducing Protestant ideas was the education of gentry and bourgeois
Ukrainian youth in Western European Lutheran universities. The competition between Orthodox,
Catholic and Protestant schools that existed in the Grand Duchy of Lithuania contributed to the
development of education in the country. In the 16th century, Vilno was a printing centre of the
Grand Duchy of Lithuania, where printers competed with each other, publishing books in different
languages and with opposite religious positions. During this period, thanks to the Lithuanian
Protestants, church chanting collections were published. The chants in the first collections
combined the stylistic tendencies of Protestant chorales, Czech reformers, and the traditions of
local craftsmen.

Keywords: Lutheranism; reformation ideas; Protestantism; church-singing collections;
chants; hymns

PACMPOCTPAHEHMUE JIIOTEPAHCTBA B BEJIMKOM KHAXXECTBE
JINTOBCKOM U ET'O BJINAHUE HA PASBUTUE OBPA30BAHUA
N MY3bIKAJIbHOU KYJIbTYPbI

Hukonaii Moarop6yHckuii

KaHAuAaT uctopuyeckux Hayk, goueHT;, ORCID: 0000-0002-2678-5147; e-mail: nikolauspidg@gmail.com
KueBckui HaynoHasbHbIN YHUBEPCUTET Ky/IbTypbl U UCKyccTB, Knes, YkpanHa

AHHOTayunsa

Lienb uccnepoBaHus — onpeaenuTb BAUSIHUE tOTEPAHCTBA Ha 06pa3oBaHMe U My3blKalb-
HYIO KynbTypy B Benukom kHsxkectBe JluToBckoM. MeToponorus uccnefoBaHus BKIHOYaeT
KYNbTYPHO-UCTOPUYECKUIA aHanns, No3BOJIAOLNIA NpoaHanMs3npoBaTb U UCCNefoBaTb BAUS-
HWe N0TepaHCTBa Ha My3blKalibHYIO KynbTypy B Benukom kHsxkecTBe JIMTOBCKOM. MCTOYHM-
KOBEAYECKMI U My3blKaNlbHO-TEOPETUYECKMIA METOAbI UCMOJIb30BaHbI MPU NMOUCKE U aHann3e
LilepKOBHO-NEeBYECKNX C60PHMKOB. Brorpadmyeckuii MeTo uccnefoBaHust 6b11 UCNOSIb30BaH
ON1S1 MPOBEAEHNA CMCTEMATMU3aL MM CBEAEHUIN O XWU3HU U TBOPYECTBE TEOJIOrOB, KOMMO3MUTO-
poB 1 TeopeTukoB. HayuHasi HOBU3Ha UccnegoBaHus. BriepBble NpoaHann3npoBaHo BIIMAHNE
NoTEpPAHCTBA Ha 06pa3oBaHMe, KHUrousgaHne U MyablkallbHOe UCKYCCTBO. BbisiBNeHbl nep-
Bble LIepKOBHO-NMEBYECKME COOPHUKM, B KOTOPbIX MPOCNEXMBAETCH MOCTEMNEHHbIA Nepexos
OT MOHOAMM K MHOrorosnocuto. BoiBogbl. B npoLecce nccnefioBaHnst BAUSAHUS NKOTEpPaHCTBA
Ha o6pasoBaHue U My3blKasibHYO KyNbTypy B BennkoMm KHsixkecTBe JIMTOBCKOM YCTaHOBJIEHO,
YTO OAHMM U3 FNaBHbIX NYTEN 3aHECEHMS NPOTECTAHTCKUX MAEN CTaNo 0ByYeHMe LWASXETCKOrO
N MELLLaHCKOro YKPanHCKOro FHOLLECTBa B 3arnafHOEBPOMNENCKNX NOTEPAHCKUX YHUBEpCUTe-
Tax. KoOHKypeHUMa Mexay npaBociaBHbIMU, KaTOIMYECKMMU U MPOTECTAHTCKUMU LLKOMaMMU,
cyulecTBoBaBLas B BenvkoM kHsxecTBe JIMTOBCKOM, CMoco6CTBOBana pasButuio o6paso-
BaHus B cTpaHe. B XVI B. BunbHo 6b1710 nonurpaguyecknm LeHTpoM Benmkoro kHsikecTBa
JInToBCKOro, rae nevyaTHUKN COPEBHOBANMUCH APYr C APYroM, 3faBas KHUIMM Ha pasHbIX A3bl-

Miprop6yHcbkuii, M. MOLMPEHHA NKOTEPaHCTBA Y BENVMKOMY KHASIBCTBI JIUTOBCHKOMY
Ta Vi0ro BMNMB Ha PO3BUTOK OCBITY Ta My3V4HOI KYNIbTYpU



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(2) - 248-261 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

KaX C NpOTUBOMNOJIOXXHbIMU PENMUTUO3HBIMU MO3NLNAMN. B atoT nepwuon 6narop,apf-| JINTOBCKUM
npoTeCTaHTaM nevyaTtarTCA UepKOBHO-NMeB4YeCckKne CﬁOpHI/IKI/I. [lecHoneHus B nepBbIX C60pHM-
Kax O6'beJJ,VIHF|J'IVI CTUNUCTUYECKNE TEeHAEHUNN NPOTECTAaHTCKUX XOpasioB, YELWCKUX ped)opMa-
TOpPOB U Tpaguumnm MeCTHbIX MaCTepPOB.

KnioyeBble crnoBa: NHOTEPAHCTBO, pe(bOpMaLl,MOHHble naen; nNpoTecCTtaHTCTBO,; LEpKOB-
HO-NMeB4YecKune C60pHVIKVI; necHoneHusA,; r’MMHbI
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TBOPU MUKOJIN JIEOHTOBUYA Y BUKOHABCbKUX TPAANLLIAX
OLECbKOI XOPOBOI LLUKOJIN
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AHoTauyisa

MeTa gocnigyKeHHs — BUSIBUTM OCOBMBOCTI BUKOHABCbKOIO MPOYMTaHHS Ta AMPUTEHTCbKO-
MEeTOAMYHOro 3acBOEHHA TBOpiB M. JleoHTOBMYA B JAiSINbHOCTI BUAATHUX MNpeAcTaBHUKIB
Opecbkoi xopoBoi  WKonu. MeTtogonoris [OCHIAKEHHA ['PYHTYETbCA Ha BUKOPUCTaHHI
3aranbHOHayKOBMX Ta creLiarbHUX XOpo3HaBUMX Nigxoais. s BUBYUEHHS HAYKOBOI NliTepaTypu
3 OKpecrfieHol Npob6/emMaTUKM 3acTOCOBaHO aHaniTuyHo-pedepaTMBHMI Miaxig;, B poboTi 3i
crnorajamu Cy4acHUKIB, BUNYCKHWKIB — aHaniTMYHO-ICTOPUYHMIA; B POGOTI i3 HOTHUMM TEKCTaMM —
XOPO3HABYMI, TEKCTONONYHUIA Ta BUBIPKOBUIA METOLM; CUCTEMHO-CTPYKTYPHUIN METOA, AOMNOMIT
npeseHTyBaTV JOCAiAXYyBaHe fiBULLE AK y3arasibHeHHS Pi3HUX JOCNIAHULBKMX Ta NPaKTUYHUX
3aco6iB — BiH CTaB €fHaNbHUM YMHHMKOM Y UiNICHOMY OCMMUCNEHHI fgocsigy. Haykoea
HOBM3HA AOCIZKEHHA 3yMOBJIEHA TUM, LLO BrepLle 3anpornoHOBAHO OPUriHasbHUIA NOrNSAL
Ha BMKOHABCbKY iHTepnpeTalito okpeMux TBopiB M. JIeoHTOBMYA 3 MO3ULIA BUKOHABCbKOIO,
OVPUreHTCbKOro, AOCRigHULbKOro AocBify OLecbKoi XOpOBOI LUKOMW; BUCBITIEHO 06pasHoO-
acouiaTUBHINiAX0AM B KOHTEKCTi XOPO3HaBYOro ornpaLoBaHHA aBTOPCbKOro TEKCTY; HArooLWweHo
Ha B3aEMO3B'A3KY MY3WYHO-ICTOPUYHUX GaKTIB i Cy4aCHUX TEHAEHLN PO3BUTKY XOPOBOro
BUKOHaBCTBa. BucHoBku. Xoposi TBopu M. JleoHTOBMYA ABNAIOTb CO60H OpUriHaNbHUMA
npuknag, iHaMBiAyanbHOI aBTOPCbKOI KOHLenuil igel HapoAHOI NiCHI B XOPOBOMY OnpaLitoBaHHi,
fIKka YTBOPIOE MHOXMWHHI CMMUCNOBI BEKTOPW A7 BMKOHABCbKOIO TPaKTyBaHHsA. XXaHpoBo-
CTUJIbOBI, IHTOHALIMHO-eKCNPECUBHI MpiOpUTETM KOMMO3MTOpa B 06po6Li MaTepiany HapogHoi
MiCHi CTaloTb CBOEPIAHUMM «[IOPOroBKasaMu» B iHTEprpeTauilHUX cTpaTerisx BUKOHaBLiB
i MPOBOKYIOTb iX Ta criyxaya Ha neBHi pednekcii acouiaTUBHOro, My3M4YHO-CEMaHTUYHOTO,
TeaTpanbHo-06pasHoro cknagy. Ofecbka XopoBa LUKOJIa Ha Cy4aCHOMY eTani CBOro PO3BUTKY,
JeKnapyouu iCToOpUYHi ycTaneHi nigxoay Ao teopis M. JleoHToBKUYa B penepTyapi CTyAeHTCbKOro
XOPY BOAHOYAC AEMOHCTPYE X XXMBY BUKOHABCbKY TpaauLito.

KmioyoBi cnoBa: Mukona JleoHToBuY; xopoBi TBopu M. JleoHToBMYa; Ofecbka XopoBa
LLIKONa; BUKOHaBCbKa iHTeprpeTaLis; BUKOHaBCbKa TpaguLis

BecTtyn

21 ciyHa 2021 poKy Ha 6asi KWMIBCbKOro HauioHaNbHOro YHIiBEpPCUTETY KysnbTy-
pv i MucTeuT (hakynbTeT My3MYHOIrO MUCTELTBA) Big6yBCA TBOPUMUIA OHJIAH-MICT
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«YKPAIHA - CBIT», npucssiyeHunii nam’ati M. JleoHToBMYa (3a ronosyBaHHsAM . AH-
apiuyka). Liei 3axig He 6yB Bunagkosum: 2021 poky BUnoBHIOeTbCA 100 pokiB 3 AHS
CMepTi BUAATHOIo yKPaiHCbKOro KOMMO3MTOpa, XOPOBOro ANPUTreHTa, fPOMagCbKoro
Jisiua, TBOpYa NOCTaThb SIKOro, IK i NOro TBOpU, cTana MysmMyHMM CMMBOJIOM YKpaiHu
Ons BCiel CBITOBOI CMinbHOTU. MaTepianu, WO aBTop NpeAcTaBUB y TBOPYOMY 3axofi
6ynv NoknageHi B OCHOBY L€l CTaTTi, ika € cnpo6oto y3arafbHUTU iCTOPUYHI, XOPO3-
HaB4Y0-MeTOAMYHI, BUKOHABCbKO-iHTepnpeTaLuiiHi nigxogm Ao Tpaauuil BUKOHAHHSA
TBOpIB M. JleoHTOBMYa MUTLAMN OeCbKOT XOPOBOI LLIKOJN.

Biznomo, Lo npaus 3 6yb-IKUM KOMMO3UTOPCbKUM TEKCTOM — CKJTafHWIA NPOLIeC:
BiH NOTpebye i 4OKNAAHOMO BiATBOPEHHSI aBTOPCbKOro 3aJyMy, BiguyTTsa HaulioHasb-
HOro iHTOHAUIMHOro «reHy», i BogHo4Yac — Ue BTiNIeHHS iHAUBigyanbHOro iHToHawuin-
HO-XY[,0XHbOro «06pasy CBiTY» MUTLA-AUPUTEeHTa, SKUIN POPMYETbCS AK «CriaB» CBi-
TOBWX TEHAEHLN, 0COBNMBOCTEN HaLiOHaNbHOI Ta perioHanbHOI BUKOHABCHKOT LLIKO-
N1, BNacHOro BMKoHaBcbkoro goceigy (boHaap, 2015; Bina-bouman, 2020; MpuHUyK
& Cnonbcebka, 2020; LaTtosa, 2013).

MeTta

MeTa [OCRifXXEHHS — BUSIBUTU OCOBNMBOCTI BUMKOHABCbKOrO MPOYUTaHHA Ta
OVPUreHTCbKO-MEeTOANYHOrO 3aCBOEHHA TBOPIB M. JleoHTOBMYA B AiANbHOCTI BUAaT-
HUX NpeacTaBHMKIB OfecbKoi XOPOBOI LWKOMW. 3aBAaHHSAAMMU € BUSIBJIEHHA OCO6MU-
BOCTEN MOETUYHO-CMUCIOBUX, IHTOHALINHO-eKCNPEeCUBHUX YMHHUKIB, LLO BrAUBaNun
Ha BMKOHaBCbKIi nigxoam Ao TeopiB M. JIeOHTOBMYA; OKPECNeHHs pUC TBOPYOI cnag-
KOEMHOCTi NOKONiHb LOAO iHTepnpeTaLii, IHTOHALiNHO-XYA0XHbOro BTifIeHHs1 o6pa-
3iB M. JleoHTOBMYa B XOpOBOMY 3BYyYaHHi. MeTogamMun focnig)eHHs cTanu 3arasb-
HOHayKOBi Ta cneujianbHi XOpo3HaBui Nigxoaun. 30Kpema, 3aCTOCOBaHO aHasiTUYHO-
pedepaTUBHUN NigXik; aHaNITUYHO-ICTOPUYHMIA, XOPO3HABYMI, TEKCTONONYHWIA Ta BU-
6ipKOBUI METOAN; CUCTEMHO-CTPYKTYPHUIA METOA, AOMOMIr Npe3eHTyBaTU AOCAILXKY-
BaHe ABWULLE SIK y3araJlbHEHHS Pi3HWUX AOCNIAHNLBbKMX Ta NPaKTUYHUX 3acobiB.

AHani3 ocTaHHix gocnigxeHb i nyénikauii

Cneuudika XopoBOi My3UKK NMEBHOMO KOMMO3MUTOPa Kpi3b MpU3My OCOGNBOCTI
BMKOHABCbKMX LUK/l PO3rNsifaeTbCs YpUBYACTO Hacamnepen Yepes BeUKUin obesr
icTopuyHoro, 6i6niorpadiyHoro, apxiBHoro, 6iorpaiyHoro, a Tako)X HOTHOro Ta aygio
(Bimeo) maTepiany. 3iHworo 60Ky, cyyacHa akafeMiyHa OCBiTa CTyeHTa-XopMeiicTepa,
PiBHO £IK i CTyAeHTa-KoMMNo3uTopa, nepefbdayae LIMPOKY 3arajibHy OCHaLLEeHICTb.
BopgHouac camMe neBHi Tpaguuil OKpeMoi BUKOHaBCbKO-MeAaroriyHol, BUKOHaBCbKO-
OVPUIeHTCbKOI LWKOMM CKagakoTb i1 YHIKanbHICTb Ta, 3pewToro, GopMytoTb Hauio-
HaNbHWU BUKOHABCbKMI cTunb (AHApinyyk, 2020; BeHu-LLlokano, 2002; LLlaToBa, 2013
Ta iH.). [loknagHuii MaTepian, Lo BUCBITNOE AisiNbHICTb M. JIeOHTOBMYA MOXKHa 3Hait-
Tn B po6oTax K. [MirpoBa, a TakoxX B NpaLsix Moro NocnifoBHUKIB, BUXOBaHL,iB, 4OCAiA-
HVKiB (AuB., Hanpuknaa, MoHorpadito |. LLaToBoi (2013); okpemi cTaTTi JI. ByTeHko,
[. 3arpeubkoro, I JlioaHoBa Ta iH.). MeToguuHi niaxoau K. lMirpoea, [1. 3arpeubkoro,
A. ABgieBcbkoro, I JliosHOBa Ta iH. BuAaTHMUX XOpoBUX MancTpis, Alma mater skux
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€ Ofecbka KOHcepBaToOpisi, 3HaX0AsiTb CBOE MPOAOBXEHHS AK B MPaKTUYHIN po6oTi
KepiBHMKIB XOPOBWUX KOMEKTUBIB, TaK i B HAyKOBO-METOAUYHOMY Ta TEOPETUYHOMY
ocMucreHHi (auB. po6oTu J1. ByTteHko (2004), €. BoHgap (2015), I. LWaTtosoi (2013),
0. Bina-boumaHna (2020) Ta iH.)

LLikona, oco6nMBO BMKOHaABCbKO-MeAaroriyHa, sikil npuTamaHHa «uinicHa cu-
CTeMa 3HaHb, NOMMAAIB, AOKTPUH, MPUHLUMMIB Bif "MPOronoLweHHs", onybikyBaHHsA
OCHOBHMX TinoTes 4O MOMEHTY 3MiH abo yCTasIeHOCTi, ik iCTOpMYHO 3adikcoBaHUi
bparmeHT eBostoUii» (MpUHYYK & Cnosibebka, 2020, €. 25) € HeCKIHYEHHUM yKepenom
BiJOMOCTeN Npo 3arafibHOHaLiOHaNbHY Ky/bTypy, MEHTanNbHICTb, TpaguLil Ta iH., ane
TaK caMo i MPO XYZOXHKO IHTOHALINHICTb, METOLMYHI, MegarorivyHi niaxoam oo popmy-
BaHHS YHiKaNbHOI BUKOHABCbKOI CTUNICTUKMW. CaMe B LibOMY CeHCi 0Co6MBUiA iHTepec
npeAcTaBfse NnaHopama KOMMO3UTOPCbKMX 3BEPLLEHDb | BAKOHABCbKOIO BTi/IEHHS.

Buknag maTtepiany gocnigxeHHs

[o nocTtati M. JleoHToBMYa B Ogeci cknanocsa Hafi3BMYaHO NifHeCEHe CTaB/1eH-
HSl, @ BUKOHaHHS A0ro TBOPiB Mae 0CO6MMBE 3HAYEHHS B CTaHOBMEHHI OeCbKoi Xopo-
BOI WKonn. Hacamnepep cnig sragatu, wo B Ofeci we 1926 poky 6yna opraHisoBaHa
¢dinis BceykpalHCbKOro MysM4yHOro ToBapucTBa iMeHi M. JleoHTOBMYA | 3aCHOBHUMK
Ognecbkoi xopooi wkonu K. TMirpoe cTBopuB nNpu ¢inii ToBapucTBa Be/IMKUIN amaTop-
cbkum xop y 200 cniBakiB. HapibXHMM KaMeHeM penepTyapy LibOro KONeKTUBY cTanu
came TBOpY M. JleoHToBMYa. Tak, B aBToGiorpadiuHomy Hapuci K. Mirposa (Murpos,
2001) 3HaxoAMMO: «[10 YMcna 3HaMEHHUX B KyJIbTYPHOMY XUTTi noAi Tpeba BigHecTu
BigkpuTTA B Ofeci 1926 poky My3nyHOro tTosapucTtea iMeHi M. JleoHToBuMYa. OCKinbku
M. JleoHTOBMY 6yB KOMMO3UTOPOM-XOPOBUKOM, TO CTBOPEHHS XOPY 6YN10 HaknepLLIMM
3aBAaHHsAM. Tpeba ckasaTy, Lo paHiwe B Ofgeci 6yB opraHisoBaHuiA Xop, Ha Yosi KO-
ro CTOsiB TanaHOBUTUIA My3MKaHT MaH3ii, a MoTiM KepiBHUKOM Xxopy 6yB fl. AunHeBUY.
Xop ueint 6yB JOCUTb BENNKUIA, MOHaA 60 oci6, yKOMMIeKTOBaHMI XOpoLUIMMM criBaka-
MK. 3 HEBIZOMUX MPUYMH XOp posnaBcs. [paBniHHA ToBapucTBa iM. M. JleoHTOBMYA
3anponoHyBaso MeHi opraHisyBaTtu xop. Cnpasa 6yna Henerka. Tpeba 6yno cTBOpuTH
XOp Ha amaTopcbKkux 3acagax. CniBaku 3a CBOKO Mpauto 3apniaTtv He OTpUMyBau.
MpoTe ntobutenis XopoBoro cniBy Haépanocs ayxe 6arato — go 200 oci6. binbLwicTb
LMX Nrofen cnisany B LLEPKOBHUX XOpax i Masiv HaBMYKU BOKalbHO-aHCaMb1eBUX Crii-
BakiB. Nonpwu ue, 3Hagobunocs saTpaTUTU Ay)Ke 6araTo npadi, LWoo6 Lieit BennyesHui
XOp 3MYyCWUTU CriBaTV CTPYHKO i B aHcam6ri» (c. 23).

| we pani: «foTyBanu xop Ao #oro nepworo BUcCTyny. MNepep6avanocsa cknactu
nporpamMy KOHLIepTY BUKJIHOUHO 3 TBOpiB M. JleoHToBMYa. NamM’siTato, Wwo 3 06po6oK
yKpalHCbKux niceHb 6ynu: "Weapuk”, "Aynapvk’, "Mana mMatu ogHy A0YKY";, 3 opuri-
HanbHWX — "JlbogonoM", "JTiTHi TOHK". IHWe 3a6yB. MNepLumnit KOHUEPT 6yB AOCUTb BAa-
NUM, ane faneko He 61IMCKYYnM. Ta iHakLe 6yTH He Morno. [ly>Xe BENMKUIA XOp He 3Mir
JLOCArTU 3a KOPOTKMUIA Yac (2-3 MicALi) HeobxigHOT CTPYHKOCTI, aHcaM6/1to i 3icniBaHo-
cTi. KoHuepT 6yB 06CTaB/I€HWI i3 30BHILLHbOIrO 60Ky HenoraHo. Benmke NpuMiLLLEHHS,
I'PYHTOBHY A0OMNOBiAb MPO XUTTA | TBOpYiCTb M. JleoHTOBMYA NpounTaB KOMMO3UTOP
1. Ko3uubkui, nepernoBHeHWn 3an rnsgadvie, Benukuin xop. Bee ue ctBopunio nigHe-
CEHWI | ypouUnUCTUIM HACTpil AK y Ny6nikuy, Tak i y BuKkoHaBLie» (Murpos, 2001, ¢.23-24).
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KonekTvB JocuTb aKTUBHO KOHLIepTyBaB i OTPMMYBaB CXBasibHi BiAryKn npecw, npo
Le € iHbopmalis B apXiBHUX MaTepianax (aue. goknagHiwe I. Latosa, 2013).

Bigomo, wo dyHaameHToM OfecbKoi XOpOBOI BUKOHABCBKOT LUKOJIM CTaB CUHTES,
cnnae ABOX TPaAMLUii — LLepKOBHOI Ta CBITCbKOI (Hacamnepeq onepHo-TeaTpasbHOI).
MpioputeTHicTb nepwoi ana K. Mirpoea He BUMarae SKMXOCb OKPeEMUX AOBefeHb:
3a CBOEO OCBITOMO (CeMiHapisi Ta AyXOBHe yuymnuuie CTaBponosis; pereHTCbKi Knacu
CaHkT-lNeTep6byp3bKoi criBaLbKOI Kanenu), 3a NepeBa)KHO PEreHTCbKOK AisifIbHICTIO,
3a neparoriyHMMK nigxogamMu Ta NMOACLKUMU SKOCTAMU TBopunin wnax K. lMirposa
6yB 3pa3KoM NOAMHU AyxoBHOI. LLlogo apyroi Tpagmuii — cBiTCbKOT abo «HaBiTb onep-
HO-TeaTpanbHOI», — TO BOHA Mana CBOI METOAMYHI BUTOKM B O6Pa3HUX MOSICHEHHSIX,
acouiaTUBHMX NaHKax, sKi 3any4anucb B po6oTi 3 XOpOM, a BXe MisHille oTpumanu
CBOE MeTOAMUYHE, NPaKTUYHe i pakTU4He NPOAOBXEHHS i NnefaroriyHo-BUKOHaBCbKe
ohopMIieHHs1 B JisinbHOCTi ynto6neHoro yyHs K. MMirpoea, oro apyra i copaTtHuka
[. 3arpeLbkoro — rojloBHoOro xopMeictepa Ogecbkoro TeaTpy onepw i 6anety (npo-
TArom 1955-1974 pokis).

Big yaciB ¢opMyBaHHA CTYQEHTCbKOrO XOpy KoHcepBaTopii B 1922/23 HaB4anb-
HOMY poui, Bif topuanyHoro dakTy 3acHyBaHHS Kadegpu XOpOBOro AUPUryBaHHS
1936 poky K. MirpoB geknapyBaB TaKy N03uLito, WO Ha Manux popmax TBopi M. Jle-
OHTOBMYA XOP BYMTbCA OMaHOBYBaTW BOKasllbHO-aHCaAMO6EeBi TPYAHOLL, WO Hajani
Jornomarae B po6oTi Hajl BENMMKMMU TBOpPaMM; BUNTLCS MUCIIEHHIO, 30KpeMa i nep-
CMEKTUBHOMY MUCIEHHIO; BUMTLCA BigvyBaTW MMMOUMHHICTb CMUCHIB, WO 3aKiafeHi
B HApOZHY MiCHHO.

IMn6oKe NepeocMUCIEHHSI HAPOLHOMICEHHUX TEM LLOAO BNIACHOT XyL0XHbOT ifel,
crneuunadivyHicTb NONiPOHIYHOro MUCIEHHS, 0OCO6MBa yBara o TeEMOPOBOI ApamMaTyp-
rii — Bce Lie 6yno 6/1M3bKKM i opraHiyHum xopy K. Mirpoea. OKpiM iHTOHaLinHOT TOYHOC-
Ti Ta aHcamM6neBoi cTpyHKocTi, K. MirpoB nigkpecntoBaB Heo6XigHICTb: a) ACKPaBOro
06pa3HOro MUCNEHHA fIK B AMPUIreHTa, TaK i B XOpUCTiB, 6) 6aratoro BHyTPIiLLHbOrO
6ayeHHs XyL0XHix 06pasiB TBOpY; BUMaraB ix «baraToMipHocTi». | Ui nigxoan sHanww-
NN NPOJOBXEHHSA B NefaroriyHin, AMPUreHTCbKin NpakTuLi Ta B HayKOBO-METOAUYHUX
npausx horo nocnigoBHukiB (Hanpuknag, aue. J1. ByTeHko, 2004).

MeTogmnuHi nigxoau K. MNirpoea Ao po6oTu 3i CTYAEHTCbKMM XOPOM Haj TBOpaMu
M. JleoHTOBMYa 6ynM onuncaHi B po6oTi Moro y4Hsa i copaTHuka [. 3arpeubkoro (3a-
rpeukuit, 1973). LlikaBo, ane okpeMi MeToanyHi 3acobu, 6ykBasibHe LUTYyBaHHsS 06pasHo-
acouiaTUBHUX XapaKTepuUCTUK CTasno BiJOMUM 3aBAAKN AiANbHOCTI BUXOBAHLIB LLKO-
nn, 30Kpema i B MancTep-kiacax cnaBeTHUX MamncTpiB: A. ABgieBcbkoro, B. asiH-
cbkoro, I. JliodHoBa Ta iH.

L. 3arpeubkuin y CBOIM CTaTTi onNucyBaB, K AN HbOrO 3anullaBCA BUKOHaB-
CbKOH0 3arafikoto HroaHc mf, npoctaBneHuit M. JTeOHTOBMYEM B NepLUMX ABOX TaKTax
«Wenpuka» (cono conpaHo): «[o yoro TyT mf, AKLLO B TPETbOMY TaKTi BCTyMnae BCS
conpaHoBa napTisi Ha pp i 3 LbOro BCTYMy MOYMHAETLCS MY3UYHUIA PO3BUTOK 06pa-
3iB? — 3HaYHO norivyHiwmnm 6yno 6 conicTui NoYMHATK CBIilA CniB Ha pp, MNOTIM TPOXM
rONOCHilLe BCTYNUTb NapTisi conpaHo, NoTiM anbTu...» (3arpeukuid, 1973, c. 13). K. Ni-
rpoB, BOJIOAi0UM 6araToro ysiBOO i 0CO6NMBUM TeaTpasibHUM 6avyeHHsIM, NOSICHIOBAB:
«YAIBiTb, L0 B IKMICb BYANHOK NpUiiLLNa rpyna KonsaHuKiB. BoHu cebe cnoyvaTky Bif-
YyyBalOTb JeLlo HEBMEBHEHO, COPOM'A3/IMBO, HIIK He HaBaXKytOTbCA moyaTu Konsgy-
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BaTu. | ocb cama cMinnBa, caMa XXBaBa [liBUMHa BUCKaKYe i 3aBoAUTb. Ane noau e
He ocBoinucs i niaxonooTb 60583K0 (BCTYN conpaHoBOT rpynu Ha pp). MocTynoso
36EeHTEXEHHSI NMPOXOAUTb, BIMBAKOTLCS BCE HOBI MOJIOCH i, HApeLUTi, BECENo i 3aB3ATO
3ByUMTH LWeapiBka» (3arpeukuit, 1973, c. 13). Taka KapTuHa, HaManboBaHa K. [lirpo-
BMM, Take 06pasHe MOPIiBHAHHSA PO3'CHIOE aBTOPCbKUIA HIoaHC M. JleoHToBMYa i fae
3MoOry obupaTu BiAMNOBIAHI BUKOHABCbKi 3aC06M BMPA3HOCTI: aKTUBHY apTUKYNsLito,
NneBHY TEMOPOBY XapaKTepUCTUKY 3BYKY, MPYXXHY TEMMOPUTMIYHY OpraHisadito.

Dani [. 3arpeubknin 3ragye «Mpsanto» M. JleoHToBMYa: «Bu, 3BU4ariHO, 3HaeTe
"TMpsnto" M. JTeoHTOBMYA, ajie MOXe BYTU He Nam’'ATaETe, WO B 5 TaKTi Ha cnoBax: — oW,
CKJIOHIO S FONIBOHBbKY — Ha "oi" CTOITb akuUeHT. 1 cBoro yacy 6araTo pasiB Le Au-
puryBaB, ane BCe He MIr 3p03yMiTu, 0 YOro TyT aKLeHT. 3aaBanocs 6, noanHa 3a-
CMHAaE, XWUTb FOMOBY i panToM Ha noyaTtky dpasun — akueHT. { He po3yMmiB, WO BiH
MaB 61 03HayaTK, He 6a4MB KapTUHW i, TPUPOLHO, IKOCb A MOro NepeAaBas, TO 3aiBe
NMOM'AIKLLIYBaB, TOMY L0 A AUPUTYBaB TiflbKM akLEHT i He Mir Moro yknacTu B 3arasb-
HWUI XY[QOXHIN o6pas. 3 uuMu cBOiMM po3gyMamMu s1 3BepHyBcst fo K. lMirposa. BiH
Yy MeHe 3anuTaB, Yu A He 6aumnB SIK 3aCUHAE NIOAMHA, SIKi He MOXHa cnatu? Y Hbo-
ro XMAWTbCA rofI0Ba, ane panToM BiH 34pUraeTbCs, CXOMIIOETbCA. Ane NoTiM Noro
3HOBY MOPWTb COH, BiH 3HOBY 3apuraetbcs. OCb Liel akLeHT | MOBUHEH nepefaTu Le
3[pUraHHs JII0ANHM, WO 3aCUHAE | panTOBO MPUXOAUTb A0 TAMU. 3PO3YMiro, WO nicns
LibOro MOSICHEHHS i y MeHe akLEeHT CTaB Ha Micle, abo y 6yab-IKOMy pasi sl 3HaB, LU0
A xouy, A 6a4MB BCIO KapTUHY» (3arpeukui, 1973, c. 12-13).

Takuit acouiaTMBHO-€MOLIAHUIA, CUTYaTUBHO-TeaTpasbHUA Nigxig y BWOY#OBY-
BaHHi iHTOHALiNHO-XyA0XHbOIro 06pa3y TBOPY 36epiratoTb Ta AeKnapytoTb BCi BUXO-
BaHUi OfecbKol XOPOBOI LWKO/U. IHTOHaLilHa eKCNPECUBHICTb My3MYHOIO MOBJIEHHS,
TeaTpasibHICTb MUCNEHHSI — ACKpaBi o3Haku wkonu K. lNirpoBa. Y cBOI CTYAEHTCbKI
POKMW, rOTYIHOUMCb B CKNaAi CTYAEHTCbKOro XOpy My3MYHOrO yumnuia Ao KOHKYypCy
iM. M. 1. JleoHToBMYa B 1992-1993 pokax aBTOp L€l CTaTTi HAa3aBXAu 3anam’aTana
nosicHeHHs1 B. [lopoHiHa woao apyroi YyactuHm «J1iTHiX TOHiB». Y 3acniBi anbTiB: «MoB
XXUTTA KpyroM cmieTbes..» (Piu mosso) B. [JopoHiH BUMaraB — «He criBaiTe oKpeMi
HOTK, He cniBaiTe rofi WTPUXKM — ysBiTb Co6i mxmens!! Bu maeTe "ryaitn', Bu i € Tom
IKMIiNb». | TakuMiA MeToA BHYTPILWHbOro 6a4yeHHs oapasy BUpiIMB 6arato 3aBAaHb —
iHTOHaLiiHOro, BOKasibHOro, aHcaM6/1eBOro Ta iH. NMaHiB — A5 HaWMOBHILIOro pos-
KPUTTS XyAOXHbOro o6pasy.

Llono aMpureHTCbKOro onaHyBaHHsa TBopaMu M. JIeOHTOBMYa, TO BKaXXeMO Ha no-
PiBHAHO He CKNagHi BUMOrM TeXHIYHOro nnaHy. Ane BogHo4vac nuiie HeloCBigYeHNi
OVPUTeHT-XOPMEeNCTep 3MOXE 3ayBaXKUTU JIMLLE Ha MOBEPXHEBO-TEXHIUYHY Hecknaa-
HicTb 06po60oK M. JIeoHTOBMYa, BUMYCKaOuM 3 Nosa 30py 0COBAMBOCTI TEMBPOBOI
ApamaTyprii, 3ByKOBeAEeHHS, MUCIIENoYyTT 3BYKOBOro o6pasy BifnoBigHO 4O MOB-
HUX Ta MOBJIEHHEBUX OCOBIMBOCTEN HApPOAHOI MiCHI. B LLbOMY KOHTEKCTI fOpPEeYHUM
BBaXalo HaBeAEeHHSA BacCHOMo AOCBIAY: B YYWUMLLI aBTOp CTaTTi Mana 3Mory oTpuma-
TW YPOK AUpUryBaHHsA Big B. JlyroBeHKO — npeAcTaBHULI NEPLLOro BUMYCKY Kadeapu
XOpoBOro ampuryBaHHs Ofecbkoi KoHcepBaTopii. B penepTyapi 6yna o6po6ka mnicHi
«BULLHI-YepeLlHi po3BMBalOTbCA» | 3aBanocs, WO BCi AUPUTEHTCbKO-TEXHIYHI Tpya-
HOLLi mojJonaHi, a BUKOHaHHA 6 KynJeTiB Ha 2 Bapiauil (ie AvHaMika nepliol Bapia-
Uil — p, a gpyroi — mf) BUKNMKaNo nuile posapaTyBaHHs. Bipa MukonaiBHa gekna-
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pyBana nirpoBCbKy peTefbHICTb B po6OTi Ta NornepegHii NigrotoBui AMpureHTa: nig
i opygoto 6yno npoaHanisoBaHO KOXKHE C/IOBO, EMOLiO, 06pa3, MOTUB i pyx Menogil.
[incHo, came Takui piBeHb rnonepegHbol ANPUreHTCbKOI NiArOTOBKKU B KNaci fae 3Mo-
ry 3po3yMiTu «6aratomipHiCTb» HapOAHOT MiCHi, «AiiTK [0 caMoi cyTi» (3a BUCIIOBOM
K. MirpoBa) B KOMMNO3UTOPCbKOMY 3afyMi i 06r'pyHTOBaHO BUEYAOBYBaTh BUKOHAB-
CbKui nigxia. OiTv no camoi cyTi TBOpY, po3i6paTu AOCKOHAM0 He fiulie MY3UYHWA
MaTepian Ta NOETMYHE CIIOBO, afie 3pO3yMITV Ta IHTOHALINHO-XYA0XHbO MepCOoHidi-
KyBaTuW repoiB HapoAHOI MiCHi 3aco6aMu XOpPOBOro 3By4YaHHs — Lie LWe oAMH nocTynaT
OfecbKoi XOpOBOT KOS, IKMIA 6e3rnocepeHbo Npautoe i Npu poboTi Hag 06pobkamu
M. JleoHTOBMYA.

Buknapgaui kadenpu xopoBoro aupuryBaHHs OfecbKoi My3n4YHOI akagemii npo-
[OBXYOTb BUKopuctoByBatu Metog, K. lNirpoea Ta [1. 3arpeubkoro, a npu o3HanoMm-
JleHHi 3 TBopaMu M. JleoHTOBMYa YacTo BAAKOTbCA A0 MirPOBCbKUX MOSACHEHb. Tak,
B. lopuakoBa posnosigae, wo K. lMirpoB 3HanwWwoB Hankpallmin niaxig A0 BUKOHaH-
HA «[litoTb MiBHi» M. JleOHTOBMYA, A0 MOSICHEHHA MOro0 MY3UYHOI, METPOPUTMIYHOT
CYTHOCTi xopucTaMm: «TakK, YNCTe TeXHIYHEe BUKOHaAHHA CUHKOMN — Lie Ao6pe, ane aani,
aHani3yum Lji CUHKOMU MOXHa 3p03YMITK TX 06pasHMiA 3MICT. AKLLO 3BEpPHYTUCS [0
TEKCTY, TO BUAHO, LLO NAETHCA MPO XIiHKY, Aka N'e A0 "4eTBepTuX NIBHIB", i B TakOMy
cTaHi nge foaoMy. HeBaxxko 3goraatucs, ika y Hei xoga. | Tenep yxxe € saBjaHHs BU-
KOHaTW He CUHKONMW, a Xo#y L€l XiHKW, ika BTpaTuia CTIMKICTb | KoopAuHaLito pyxiB»
(3 npuBaTHoI 6eciam 3 B. lopyakoBoto). MigTBepAXeHHsi 3HaxoamMMo B [. 3arpeubko-
ro: «Tpeba gaBaTtu o6pas, a He cuHKony» (3arpeukuit, 1973, c. 12).

YueHb [. 3arpeubkoro J1.byTeHKo 3a3Hayvae: «3af0Bro A0 MOsiBM "TeaTpy nicHi"
K. Mirpos., npu nigrotoBLi MiHiaTiop M. JTeOHTOBMYA, IHLINX KNIACUYHUX XOPOBUX TBO-
piB aKTMBHO BMKOPUCTOBYBaB MOCTAaHOBOYHI 3acC06M A/l akTUBI3aLii TBOPYOT ySBU.
31X LonoMoroto BiH BUSIBNAB AIi€BUIA NMOYATOK B XyAOXHiX 0o6pasax MiceHb i XopiB»
(ByTeHko, 2004, c. 333-334).

OkpeMnM HanpsMoM B JisinibHOCTI OfecbKol XOpPOBOI LUKOAN CTano TeopeTuyHe
OCMMUCIIEHHS My3uKu M. JleoHTOBMYa | cepefi HainepLUMx Ha3BeMO pobOTYy OAECHKOrO
KOMMNO3MTOpa, My3nKo3HaBLs, ekcpekTopa C. Opdeea «M. JIeoHTOBUY i yKpaiHCbKa
HapogHa nicHs» (Opdees, 1981). Bumornueuii oo ce6e C. Opdees nviie B OCTaH-
Hi POKM XWUTTA BUPILLMB BMKNIACTWU CBOI CMOCTEPEXEHHS, 3i6paHi NPOTAroM copoka
pOKiB KOMMO3UTOPCbKOI Ta HayKOBO-MeAaroriyHol AisnbHocTi. Benuka yactuHa 3a-
3HayeHux B po6OTi TBOPIB CTAHOBUTb SICKpaBYy CTOPiIHKY pernepTyapHOi icTopii xopy
Opecbkoi KoHcepBaTopii: «Ko3aka HecyTb», «<Mana MaTu ofHy A04YKY», «<Oi 3-3a ropu
KaM’'sAHOI», «[pans».

«M. JleoHTOBMY | yKpalHCbKa HapofHa MiCHA — e KHWUra, sika 3By41Tb», — TaK BU-
3HaumB ronoBHy igeto npaui C. Opdeea O. PoBeHKO B NepefMOBi A0 AOCAiIOXKEHHS
(Opdees, 1981, c. 3). | pani: <HaBegeHi HOTHI NPUKIaAM € HAWroNOBHILIOK YacTUHO
Liel KHMru, 60 BCi BUKNAZEHi B Hili MONTOXEHHSI MOBMHHI 6YyTW NOYYyTi YuTayeMm, a He no-
6ayeHi. ToMy HOTHI NpUKaau cnig HeoAMiIHHO NPOCTYXOBYBATU BHYTPILLHIM CyXOM»
(Opdees, 1981, c. 3).

Takuit ocobnumeuit inTepec C. Opdeea po TBopyocTi M. JleoHToBMYa 6yB BUKU-
KaHuin TicHoto cniBnpaveto 3 K. [1irpoBMM — KepiBHUKOM CTyAeHTCbKoro xopy Ofecb-
Koi koHcepBaTopii. C. OpdeeB xapakTepu3yBaB, NofaBaB MacT XOPOBOI Ky/bTypu
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M. JleoHTOoBMYa fIK 3'€QHAHHS CTUNICTUKM NPaBOCNaBHO-LEPKOBHOI i3 (ONbKIOPHU-
MU TAXIHHAMM YKpaiHCbKOI HauioHanbHoi knacuku. Lis nosuuis C. Opdeea byna
Jocutb cMinuBoro B 1950-Ti pokK, OCKiNbKKM Mana Micle «HefoBipa» A0 HauioHanis-
My M. JleoHTOBMYa, a fO BiABEpPTOI LEPKOBHOCTI MOro CTUtO i noroTiB. «06pasHo-
CMUCIIOBUI 3B'A30K 3 JIITYPriiHOKO MYy3MKOK MPOCTEXYETLCA B MOr0 XOPOBUX MiHi-
aTiopax, NobyfoBaHMUX Ha (ONbKIOPHIN TeMaTUYHIA OCHOBI, A& MOEMHO-CHOXXETHUI
PO3BUTOK MOEAHYETbCA i3 "CTUCNO" Haf@HNMMM O3HaKaMu CTapOBMHHOI KaHTaTu-opa-
Topii. Lle nogaHHsA BeIMKOro XaHpy B MiHiaTiopi (Hacamnepes "LLeapuk" — pisgBsiHa
KaHTaTa-noema, "Kosaka HecyTb" — noemMa-peksieMm, "lMitoTb NiBHI" — noema-nnay, "y-
JapvK" — MeMopiasibHa KaHTaTa-noema)», — nuiue B. Nyseesa (1998, c. 270).

Jlnwe nicns cmepti C. Opdeesa (1974) 0. PoBeHKO MiaroTyBaB BUAAHHS PyKOMu-
ciB «M. JTeoHTOBMY i yKpaiHCbKa HapogHa nicHs». KHura 6yna BugaHa 1981 poky.

BucHoBku

XopoBi TBopy M. JleoHTOBMYa ABASILOTb COBOKO OpUriHaNbHWUIA MpuUKIag iHau-
BiyanbHOI aBTOPCbKOI KOHUenuil iAel HapoAHOI NiCHI B XOPOBOMY oOnpauoBaHHI,
fIka YTBOPIHOE MHOXWHHI CMMWUC/IOBi BEKTOPU AN BUKOHABCbKOIO TPaKTyBaHHS, 30-
Kpema n B Tpaguuiax OfecbKoi XOpOBOI WKOMAU. XXaHPOBO-CTUNbOBI, iIHTOHALiNHO-
€KCrpecuBHI NpiopUTETM KOMMO3UTOPa B 06PO6LIi MaTepiany HapoAHOI MiCHi CTatoTb
CBOEPIAHUMU «OPOroBKasaMmu» B iHTeprpeTaLinHuUX cTpaTeriax BUKOHaBLiB Ta npo-
BOKYIOTb iX Ta cilyxaya Ha neBHi pednekcii acouiaTUBHOIO, My3M4YHO-CEMaHTUYHOTO,
TeaTpanbHO-06pa3HOro cknagy.

B cyuacHomy penepTyapi OfecbKoro CTyAeHTCbKOro XOpy My3UYHOI akajemil
im. A.B. HexxgaHoBoi nig opygoto I LLnak i B. Perpyta € 1 06po6ku M. JleoHTOBMYa,
i opuriHanbHi TBopu («J1iTHI TOHW», «JIbOA0IOM»); paHiwe cnisanu «Mpentogito» i «Jle-
reHay», OKpeMi AyxoBHi TBopu. Oco6/MBOO FOPAICTHO B iCTOPIi CTYAEHTCbKOro Xopy
€ nepemoru B | Ta IV BceykpaiHCbKOMY XOPOBOMY KOHKYpPCi iMeHi Mukonu J1eoHTo-
BUYa, MpaH-npi VIl BceykpaiHCbKOro XopoBOro KOHKypcy iMeHi Mukonu JleoHToBMUYa.

Opecbka xopoBa LIKONa, AeKapytoum iCTOPUYHI ycTaneHi nigxoan fo 6yTTa TBO-
piB M. JleoHTOBMYa, B pernepTyapi CTYAeHTCbKOro Xopy BOAHOYAC AEMOHCTPYE X XXUBY
BWKOHaBCbKY, AUPUIEHTCbKY TPaAuLUito, iX aKTyaNnbHICTb B Cy4aCHOMY MUCTELbKOMY
UTTI.
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Abstract

The purpose of the research is to identify the peculiarities of performing reading and
conducting-methodical mastering of choral works by M. D. Leontovych in the activities of
outstanding representatives of the Odesa choral school. The tasks of the work are determined:
coverageofthe conceptofaperforming school,inparticular,the Odesa choral school;identification
of the poetical-semantic features, intonational-expressive factors that influenced the performing
approaches to the works of M. Leontovych; determination of the creative continuity’s features
of generations in the context of interpretations, intonation and artistic images’ embodiment of
M. D. Leontovych’s works in choral sound. The research methodology is based on the use of
general scientific and special chorological approaches. An analytical-abstract approach was
used to study the scientific literature on the outlined issues; in working with the memories of
contemporaries, graduates — analytical and historical; in work with musical texts — choral, textual
and selective methods; The system-structural method helped to present the phenomenon under
study as a generalization of various research and practical tools — it became a unifying factor
in the holistic understanding of experience. The scientific novelty of the research is due to the
fact that for the first time an original view of the performing interpretation of individual works of
M. Leontovych from the standpoint of performing, conducting, research experience of the Odessa
Choral School; figurative-associative approaches in the context of chorological elaboration
of the author’s text are covered; emphasis is placed on the relationship between musical and
historical facts and current trends in the development of choral performance. Conclusions.
M. Leontovych’s choral works are an original example of an individual author's concept of the
folk song idea in choral elaboration, which forms multiple semantic vectors for performing
interpretation. Genre-style, intonation-expressive priorities of the composer in the processing
of folk song material become a kind of ‘guide’ in the interpretive strategies of performers and
provoke them and the listener to certain reflections of associative, musical-semantic, theatrical
and figurative composition. At the present stage of its development, the Odesa Choral School,
declaring historically established approaches to the works of M. Leontovych in the repertoire of
the student choir at the same time demonstrates their living performing tradition.

Keywords: Mykola Leontovych; Leontovych’s choral works; Odesa choral school; performing
interpretation; performing tradition
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AHHOTayunsa

Lenb uccnepoBaHUA — BbISIBUTb OCOGEHHOCTM  UCMOSIHUTENBCKOrO MPOYTEHMS
N OUPUXKEPCKO-METOANYECKOrO YCBOEHUS Mpou3BefeHui H. JleoHToBMYa B AEATENIbHOCTU
BblAarolmxca npeacraBuTenein Ogeccko xopoBoK LWKonbl. MeTtogonorus uccnegoBaHus
OCHOBbIBAETCs Ha UCMONb30BaHMM O6LLEHAYYHbIX 1 CrieLManbHbIX XOPOBEAYECKMX MOAXOA0B.
[Ons M3yyeHust Hay4yHoON NuTepaTypbl MO AaHHON MpobnemaTuke NPUMEHEH aHanUTUYeCcKu-
pedepaTuBHbIA Moaxoh;, B paboTe C BOCMOMWHAHUSIMU COBPEMEHHUKOB, BbIMYCKHUKOB —
aHaNIUTUYECKU-UCTOPUYECKUIA; B paboTe C HOTHbIMU MapTUTYpaMM — XOpPOBEAYECKMUA,
TEKCTOOrMYECKNI M BbIBOPOYHbIA METOAI; CUCTEMHO-CTPYKTYPHbI METOL MOMOT NPeACTaBUTb
n3yyaemoe sIBNIEHME KaK O0606LLEHME PasfIMYHbIX WCCIe[0BaTENbCKUX W MPaKTUYECKUX
MPUEMOB — OH CTaNl 06beANHSIIOLMM GAKTOPOM B LIeSIOCTHOM OCMbIC/IeHMM onbiTa. HayuHas
HOBMU3HA MCC/IefoBaHUSA O0OYC/IOB/IEHAa TeM, YTO BrepBble MPeAJ/IOKEH OpPUrMHaNbHbIN
B3rNsA4 Ha WCMOJIHUTENbCKYIO MHTEPMNpEeTauuio OTAeNbHbIX npousBefeHui H. JleoHToBMYa
C MO3MUMIA UCMONMHUTENIbCKOrO, AUPWXKEPCKOro, uccnepoBaTenbckoro onbita Onecckon
XOPOBOW LLKOJIbl; OCBELLeHbl 06pa3HO-acCoLMaTUBHbIE METOAUYECKMNE NOAXOAbl B KOHTEKCTE
XOpoBeAYEeCKO 06paboTKM aBTOPCKOrO TeKCTa; OTMeyeHa B3auMMOCBSI3b My3blKasbHO-
ncTopmyeckux (akToB M COBPEMEHHbIX TEHAEHUWUA pa3BUTUA XOPOBOIO WUCMOJIHUTENbLCTBA.
BbiBogbl. XopoBble npousBeneHus H. JleoHTOBMYaA MpeacTaBAsiOT COOO0W OpUTrMHAaNbHbIN
npuMep WHAMBMAYaNbHOW aBTOPCKOW KOHUEMUMU WAEN HAPOLHOW MNECHU B XOPOBOM
06paboTKe, KoTopasi 06pasyeT MHOXECTBEHHbIE CMbIC/OBbIE€ BEKTOPbI A1 UCMIONTHUTENbCKOW
TPaKTOBKU. YXaHPOBO-CTUNIEBbIE, MHTOHALWMOHHO-3KCMPECCUBHbIE NMPUOPUTETHI KOMMO3UTOPa
B 06paboTKke MaTepuana HapOLHOM MNECHM CTaHOBATCA CBOeO6pasHbIMU «yKalaTensiMu»
B MHTEpPrpeTaLMOHHbIX CTpaTErnsix WCMONMHUTENEA U MPOBOLMPYHOT MX WU chywaTens Ha
onpegfeneHHble pedrekcuM accounaTtMBHOMO, My3blKallbHO-CEMaHTUYECKOro, TeaTpasibHO-
06pasHoro cogepxxaHusa. Ofgecckan xopoBas LWKoa Ha COBPeMeHHOM 3Tare CBOEro pasBuTus,
OeKnapupys WUCTOPMYECKME CIOXMBLUMECS NOAXOAbl K MpousdBefeHnsiM H. JleoHToBUYa
B pernepTyape CTYAEeHYECKOro Xopa, IEMOHCTPUPYET UX XXUBYH UCMOMHUTENbCKYIO TPaAMULMIO.

KnioyeBble cnoBa: Hukonaw JleoHTOBMY; XopoBble rnpousBeneHus H. JleoHToBUYa;
Opecckas xopoBas LUKOa; UCMOMHUTENbCKast UHTEPNPETaLNS; UCMONIHUTENbCKaA Tpaguuus
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Absract

The article analyzes the chamber-instrumental work of Jalal Abbasov, a brilliant representative
of the modern Azerbaijani school of composition, in particular, ‘Munajat-I'. It also looks at the
work of Jalal Abbasov against the background of the development of Azerbaijani music culture
and explores the genre diversity of chamber-instrumental works. In addition, the study highlights
the form and content, music, and harmonic language in the composer’s chamber-instrumental
works, especially in the work ‘Munajat-I'. The article emphasizes the peculiar stylistic features
of Jalal Abbasov’s chamber-instrumental work, its connection with musical folklore, and its
tendency to modernity based on traditions. The purpose of the research is to analyze the work
of Jalal Abbasov ‘Munajat’ and to study the individual stylistic features of the composer. The

main features are the emergence of the characteristic features of the composer’s chamber-

instrumental work and its special importance in the development of modern Azerbaijani musical
culture. The basis of the research is the involvement of J. Abbasov, a worthy representative
of the modern generation of Azerbaijani composers, in the detailed research work of the work
‘Munajat-I', which has not been subjected to scientific and theoretical analysis. From this point
of view, the research is based on the method of complex theoretical analysis. The research
methodology is based on music-analytical, theoretical, and historical analysis. It was noted that
the composer’s personal style has improved in the process of development, modern innovative
ideas, modern technical methods have been used uniquely in the diversity of genres. At the same
time, based on the scientific-theoretical principles and research of Azerbaijani musicologists,
the article forms the methodological basis. The scientific novelty of the research is that the
article, presented for the first time as special research work, is based on manuscripts dedicated
to the chamber-instrumental work of the representative of the modern school of the composition
of Azerbaijan J. Abbasov and the features of ‘Munajat-I'. For the first time in the presented article,
the work "Munajat", which is important in the work of J. Abbasov, but has not been studied so far,
has been scientifically analyzed. Conclusions. The comprehensive analysis of Jalal Abbasov's
chamber-instrumental work, especially ‘Munajat-I’ in the presented article, allows us to draw
important conclusions about the features of the composer’s personal style. An important feature
of the composer's chamber-instrumental works, distinguished by their original creative style,
is the richness and deep content of the musical language. It was noted that J. Abbasov, who
organically combined nationalism and modernity in his works, expressed his deep philosophical
thoughts with high demand and seriousness. From this point of view, the elements of national
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music in the composer’s works with a bright content and individual style are expressed by
the features of modern writing techniques. It was noted that the philosophical, rich imagery,
deep meaning, and thoughtful thoughts characteristic of the composer’s work are reflected
in his chamber-instrumental works, including ‘Munajat-I'. That is why the works of J. Abbasov
have been successfully performed not only in his native Azerbaijan but also in many foreign
countries and have successfully represented our modern school of composition. Jalal Abbasov
is currently living in the period of the wisdom of his work, enriching Azerbaijani music by creating
new modern works.

Keywords: Jalal Abbasov; chamber-instrumental; ‘Munajat-I’; individual style; musical
language; modernity; national features

Fiqure 1: Jalal Abbasov. Baku. 2021

Introduction

One of the brightest figures of modern Azerbaijani music culture, Honored Art
Worker Jalal Ashraf oglu Abbasov has achieved the most important and global goals
in his work on the new semantics and aesthetics of the national school of composition.

The composer’s works in various genres have gained great spiritual and moral qual-
ity not only in our country but also abroad — in the United States, Germany, Austria,
France, Italy, Norway, Turkey, Russia, South Korea, Indonesia, Uzbekistan, Georgia,
Ukraine. Due to such high qualities, his works have been performed by many foreign
performers and groups — Seattle Chamber Players in the United States, Le Quatuor
Gaudi in France, Ensemble Reconsil Wien in Austria, Oslo Kammer Academy in Norway,
The Studio for New Music (SNM) in Russia, Mark Pekarsky Percussion Ensemble, the
National Symphony Orchestra of Ukraine and others.

The main feature of J. Abbasov’s creative style is his meditative way of thinking and
individual approach to the choice of subject. Respecting the national musical traditions,
the composer managed to combine the synthesis of world music traditions with the
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national musical thinking in his work. From this point of view, his creative position
does not change: humanism, peace, respect for classical heritage, folklore, folk art, re-
spect, loyalty, professionalism, search for innovation, constant learning, development.
However, there are certain problems that, from time to time, the composer considers it
possible to make certain changes when looking at them from different points of view.

Enriching the traditions of the Azerbaijani school of composition with new content
and images, Jalal Abbasov was able to create memorable works in various genres of
music. From this point of view, his chamber-instrumental works are noteworthy: ‘Med-
itasiyar’ (1981) for stylistically close flute, cello, and piano, ‘Paradigma-1’ (1981) for
two flutes and ‘Paradigma -2’ for flute and clarinet (2005), Sonata for solo violin (1984),
string quartets, original compositions — ‘Munajat-I’ for solo double bass (1992), ‘Muna-
jat-Il' for solo viola (1994), solo marimba ‘Munajat-Ill' (1998), ‘Yalli’ (2003) for 8 Balaban,
flute and double drum, etc.

Purpose of the article

The main purpose of appealing to the chamber-instrumental work of Jalal Abbasov
is to study the work of the composer, a brilliant representative of modern Azerbaijani
music, and to reveal the stylistic features. The article examines the peculiarities of
J. Abbasov’s style, attention to the initial intonation structures, features of understand-
ing the national semantics expressed in the nuances of the lad-intonation language of
Azerbaijani music. The purpose of the research is to reveal the general creative face of
the composer by analyzing the work of J. Abbasov ‘Munajat -I'.

Recent research and publications analysis

Jalal Abbasov’s work is important in studying the development process of the mod-
ern Azerbaijani school of composition. Some of the composer’s works and features of
writing techniques have been covered to some extent in the research work of Azerbai-
jani musicologists. A certain part of J. Abbasov’s creative activity has been studied in
the research works of Z. Gafarova, G. Mahmudova, N. Dadashova, S. Guliyeva on Azer-
baijani music and they form the scientific basis of the presented article.

Main research material

J. Abbasov’s chamber-instrumental works are different depending on the composi-
tion of the instruments. In search of an original timbre, the composer turned to various
genres of chamber and instrumental music. According to him, the camera genre culti-
vates a sense of responsibility for each note written in the composer, teaches him to
talk about more serious, more complex ideas with small musical instruments.

J. Abbasov, who is closely connected with national moral values and national roots
in his work, admits that his position on Azerbaijani folk music is unchanged. However,
the composer is always far from the style of quotations from folklore. ‘A composer has
to say something new — he has to find and discover something, respectively. This dis-
covery and discovery must not only bring it to the attention of the appropriator, but also
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inspire him, create an appropriate worldview, and infect him with a certain emotional
and psychological state’ (Mazel, 1978, p. 168).

| dare to continue the opinion of the eminent musicologist L. A. Mazel and say that
the successful solution of these complex problems often leads to the creation of mu-
sical works, which are considered to be a discovery. From this point of view, every work
of Jalal Abbasov is required by the audience.

The composer prefers to use the rhythmic features of folk music in his works. In
this regard, the views of musicologist A. Rahimova (2014) on the rhythm of Azerbaijani
national music are noteworthy: ‘The metro-rhythmic structure of the genre system of
Azerbaijani folk music is uniquely original and characterized by its laws. The specificity
of each genre branch of Azerbaijani music provides for the presence of the brightest
internal rhythmic features’ (p. 108). From this point of view, the regularities of national
rhythm were taken into account in the chamber-instrumental works of J. Abbasov, as
well as in the work ‘Munajat-I’ which we studied.

In 1992, J.Abbasov composed ‘Munajat-I' for solo double bass (the work was first
performed in Seoul, South Korea in 2002), and in 1994, ‘Munajat-II’ for solo viola. A few
years later, in 1998, ‘Munajat-lll' appeared for solo marimba. This work is performed
on various meridians of the world — in 1999 at the XX Festival of the League of Asian
Composers (Yogyakarta — Indonesia) performed by R. Amirudi, in 2001 at the festival
‘Moscow Autumn’ by the ensemble of M. Pekarsky.

In the works of J. Abbasov, reference to the national material acquires individual
form, content, semantics. The evidence here is the ability to maximize its potential
and expressive development in the national material. ‘The problem of appealing to our
national values has been rooted in Garayev's work since the years he studied in his
class. J. Abbasov recalls: ‘| have never forgotten G. Garayev's words to me from the
first meeting and | still quote him to my students: ‘A person living in the mountains
builds his house from stone, and a person living in the forest, of course, from wood.
We, the composers, must skillfully use the folk music that surrounds us in our work’
(Dadashova, 2014, p. 12).

In the works of Jalal Abbasov, there is a unity of generality and individuality. It is
as if it were expressed in the union of the horizontal and vertical lines of the delicate
sides that differentiate the viewing layers of the world. The meaning of development is
to reveal the semantics and context of the individual ‘voice'.

There is a concentration of influence on the listener in J. Abbasov’s works. At the
same time, let us note such an important fact. The complexity of musical instruments,
organized as a movement aimed at the perception of the listener, is multi-layered, ambigu-
ous. Thus, the combination of the formula intonations synthesis of Azerbaijani folk music
speech with the methods of modern construction of musical material increases the im-
pact, leads to individual semantics, and, consequently, updated semantics by the content.

An important theoretical aspect of the analysis of Jalal Abbasov’s works is the
functionality of the given material. The main thing is either an expressive element of
music or this or that mode-intonation function, form-forming factor, and so on can be
taken. In the words of V. Kholopova: ‘classical functions do not reveal logical univer-
sality, they are replaced in the work by functions of other semantic-logical prototypes’
(Kholopova, 1979, p. 6).

Seyidova, S. Features of Jalal Abbasov's Work ‘Munajat = I



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(2) - 273-286 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

The specific features of Jalal Abbasov’s style, of course, are in the bosom of mod-
ern Azerbaijani music. Referring to the linear meaning of the context, the re-formation
of the chord-functional principle is legitimate. The latter is typical of Azerbaijani music,
as the priority of functionality in the oral traditional music of Azerbaijani folk music
comes to the fore.

Mastery of the composition art, personal style improved over the years, extensive
erudition — all these important features that characterize the creative portrait of the
composer allows him to implement innovative ideas in the search for the genre of his
works. A striking example is the work ‘Munajat-I' for solo double bass, an instrument
with complex performance capabilities.

J. Abbasov is the first composer to apply to the genre of ‘Munajat’ in Azerbaijani
professional music. Munajat was originally rhyming prose based on verses from the
Qur'an, and later became one of the most popular lyrical genres in Sufi poetry.

It is known that the double bass is a very limited instrument due to its solo capa-
bilities. However, compared to other instruments, there are good works written for this
instrument: the double bass has a wide range of emotional gradation, which has an
enchanting effect on the audience. In this context, the authors of solo works for dou-
ble bass include Gizelher Klebe, Teppo Hauto-Aho, Dmitry Smirnov, and others. J. Ab-
basov’s work ‘Munajat-1" is among the works that deny discrimination on double bass.
Before analyzing the work, we would like to talk about the history and some features of
the genre of struggle.

Munajat (translated from Arabic as a supplication to God) is a lyrical genre of ori-
ental poetry. The source of the prayers comes from the ancient Turkish religious cere-
monies accompanied by a mournful lament. The first records of Munajat are found in
the runic inscriptions of the Orkhon-Yenisei monuments (5"-6%" centuries). According
to researchers, the nature of music style is a link between music folklore and the rec-
itation of the Qur'an. Indeed, in literature, the struggle is in the form of poetry, and in
folk art, it is surrounded by philosophical thoughts about the motives of sorrow, grief,
and separation. Due to the strong emotional impact, the prayer evokes a feeling of
compassion in the listener. At the same time, such songs are associated with the most
intimate thoughts and sacred desires to the Almighty God and cause inner purification
and spiritual uplift for the performer himself.

Munajat-l represented the composer’s work at the XXIl Festival of the League of
Asian Composers under the motto ‘Music of the 3rd millennium’ as the only example
from the former Soviet republics. (South Korea, 2002)” (Dadashova, 2014, p. 17).

As a principle of musical logic, ostinato acquires a special dramatic significance
in Munajat-l. It should be noted that as a deep feature of Azerbaijani music, ostinato
has evolved throughout its history and has acquired individual stylistic features. The
ostentatious features of J. Abbasov’s ‘Munajat-I’ are consistent with the views of mu-
sicologist A. Pankratov: ‘Rhythmic ostinato is a repetition of elements of a musical lan-
guage, exhibiting a separate thought and thinking of itself as a constantly recognizable
likeness” (Pankratov, 2018, p. 53).

According to G. Mahmudova, ‘Austinatism synthesizes the regularities of the na-
tional language in the works of Azerbaijani composers with the laws of the general
importance of music development. As a result of this synthesis, the essence of the
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austerity principle as a universal category of musical thinking is reflected in the works
of Azerbaijani composers in artistically perfect and unique examples’ (Mahmudova,
2006, p. 4).

J. Abbasov’'s composing phenomenon has some valuable qualities, one of which
is the ability to get the most specific features of the great musical heritage of the Azer-
baijani people. The composer pays great attention to the initial intonation structures
operating in Azerbaijani music and having a genre character. A delicate understanding
of the national semantics expressed in the language nuances of Azerbaijani music
intonation enriches the music of J.Abbasov.

At the beginning of Munajat-l, the listener witnesses how the voice is formed
from silence. The method of silent conduction on the strings (Visuale), used in the
first cells of the one-part composition, keeps the audience in a state of waiting. The
annoying heavy sound gradually spreads into space, creating a theatrical-dramatic
effect of its ‘Mine’. The continuous extension of the pianissimo ‘a’ creates certain
stability, which then gives the form certain constructive integrity. This creative sound
(‘a’ sound) is then repeated in different rhythmic variants and different registers, ex-
panding the range, as if gradually conquering space. Figuratively speaking, this method,
with all its surprises, creates an association of careful entry into an indefinite space
called ‘Life’.

Example 1
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Against the background of the register repetitions of the main tone, ‘@’ a small
second intonation ‘a-b-a’ is formed. It is interesting that the second intonation ‘As -
a’ sound already goes beyond the boundaries of the octave and is again strengthened
by the repetition of the register contrast:
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. izz.arco  PizZ
ﬁ | k | 1 s -t p - Pt ]
4 1 18 [ 15 1 I T gy = KL T 1 -+ 1 =1
:@:ﬁ‘:}". . — i — Il H— ——F 11 t— '|
U #l i #l — i - 1 .JJ | N .
e —— "
e |
arco P‘ﬂ'—i-l, arco p arco
- ’ - 2
a1l 1 1 1 l | = Y 1 1 1l 1l 1 l Il
e — ] - i Y= 1 il
- - i F?I II r:il F— [ ) | -~ i [ i}
e e T— T —

Seyidova, S. Features of Jalal Abbasov's Work ‘Munajat = I



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(2) - 273-286 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Reference to this melocomplex is not only the embodiment of modern expres-
sive musical language, which is vividly reflected in the works of J. Abbasov. His dra-
matic role is noteworthy. First of all, of course, it should be noted that the ostinato is
repeated throughout its form. In this regard, let us recall such a quality of the form
structure of Azerbaijani mugam - the ostinato repetition of thematically import-
ant ‘maye’ complex, tonal cadence throughout the whole form of mugam. It should
be noted that in the dramaturgy of mugam, ‘maye’ has a knot, development, and final
function.

The next stage in the formation of the main thematically important melody is the
“germination” of the small second intonation ‘A-B’ to the expressive motive - ‘B-Cis’
to the increased second motif. It should be noted that the impression of a gradual
search for the main melodic phrase arises as a result of various modifications. For
example, ‘B-cis-A’ or ‘B-A’ In these modifications, the sound ‘A’ has a constant support
function, and the bass sound is repeated ostinato. This type of combination of upper
and lower registers is reminiscent of the style of mugam performance.

Thus, after a long and detailed preparation, the main theme of ‘Munajat’ is sound-
ed in the thirty-eighth cell of the work. The sounds of ‘A-B-cis’ turn into a thematic unit
with a quarter and then a quintal within a few cells. This, | would say, is the ‘sound
ideal’ that forms the basis of the dramaturgy of Munajat-I.

This thesis, which first appeared in a linear, monotonous melodic form, and
then followed the course of dramaturgy, strengthens its texture density. The bright
thematic phrase is based on a unique ‘list’ of intonation. If it is possible to collide
in dissonances in the vertical of the chord, then the formulas of fret-intonation in
dissonance are compatible. In our opinion, it is possible to understand the spe-
cifics of the main theme in the work ‘Munajat-I' through the analysis of the ‘seed’
of intonation.

As shown, the intonation of the main support tone (a) — increased second (B-cis)
is added, while the ostinato is preserved. The trichord intonation ‘a-b-cis’ acts as
a tonic cadence statement of the A-Chahargah mode. This passage can be com-
pared to the tonic cadence of A-Chahargah.

Example 3
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The next intonation ring eliminates the A-Chahargah effect, as the development
is completed by fis-g intonation. That is, the logical conclusion of the first stage of
the dramaturgy of ‘Munajat-I' is shown by the intonation semantics of the Shushtar
mode.
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Example 4
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Let's note the clear, original version of the expression. It is enough to look at the
sound sequence of the brush mode:

Example 5
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Remaining within the sound sequence, the melodic accent shifts to new support -
to the sound of ‘D’ through the alteration of the tonic of the ‘E’ to D-Shushter. The natu-
ralness of the new support is revealed in the following thematic phrase, which is includ-
ed in the drama of the work as the beginning of the development’s parity. The melodic
phrase ‘minor’ with the note ‘dolce’ appears against the background of the ostinato
transition of the main pitch - ‘A"

Example 6

From this moment, an interesting dialogue emerges in the work, revealing the philo-
sophical essence of the name ‘Munajat’. The supplication of the person who addresses
God with the most intimate thoughts and the desire to communicate with the Almighty
Creator contrast sharply with the double voices of the main subject, which is gradually
becoming more complicated. The second subdued step from the ‘A" support sound
gives the theme a unique effect of the melodies of the Shur mode with a small second
leading tone of the tonic (‘frigid second’).

The intonations of the quartet and the pure quartet, subtracted from the main
theme of Munajat-l, are delicately synthesized. Thus, the formation of the fis sound
D-semantics the whole phrase. The second intonation is distinguished by the expres-
sion of the trio. This exacerbates the effect of reduced intonation.

This intonation occurs twice each time about the active rhythm intonation of the
main theme of Munajat |. Note that the second passage of the subject (conventionally
called the subject of ‘man’s appeal to God') is a variation. Its variant transition is based
on the expressive small second intonation and the expansion of the range to the upper
‘fis’ sound. The return to the main theme sounds bright and contrasting with the double
volume in the texture density.
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Example 7
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The specific rhythm formula is preserved in all intonations of the variants. Due to
its brightness and sharpness, this rhythmic formula gives a unique look to the whole
structure. In this regard, let us note another specific method that is often found in the
works of J. Abbasov in ‘Munajat-I'. The sharpness and expressiveness of the rhythm
formula play an important role in the variation of the thematically important basic into-
nation model, even in expanding the melodic range.

Of course, our opinion can be subjective. However, we would like to make an anal-
ogy with the work of G. Mahler.

I. Barsova (1975), a researcher of G. Mahler's symphonic works, writes: ‘Mahler
heard the theme of music as an infinitely changing subject. In his imagination, the sub-
ject seemed to be a step-by-step approach to some final incarnation ... understood as
a tense expression (‘The goal here is infinity — achievement’)’ (p. 406)

There are two culmination waves in the work. In the moment of emotional tension,
the short calls of the heart confession stimulate the perception of reality in the flow of
thought. If the first culmination (fortissimo subito) is distinguished by fret diatonic, the
second culmination wave is amplified by the complexity (chromatism) of the spruce
arrangement, broken rhythm, additional background effects (blows to the upper and
lower part of the dean), and dynamics. (ff — fff).
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Thus, in the epilogue, leitintonation has a new emotional sound at a new height (this
time es-fis). The prayers of a person who turns to the sacred place of God are based on
the groaning of these two voices around the chromatic ascents and descents.

Example 9
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In general, in the works of J. Abbasov, figurative semantics is considered in the
long process of opening the musical text. Figurative metamorphoses are based on
a whole thematic unit. In ‘Munajat-I', the effects of sound formation (at the entrance)
and distance (at the end) are given by some alternatives, such as VISUALE (SUL PON-
TICELLO) — ORDINARIO (the usual method).

At the beginning of the work, the creation of the sound is contrasted with its grad-
ual alienation and disappearance (mirror effect). The departure of the ‘hero’ from the
stage is not a sign of weakness or resentment of life, but a sign of respect and rever-
ence for true human values, the greatness of the Almighty Creator.

Conclusions

Thus, as a result, it can be said that the works of Jalal Abbasov included in the
chamber-instrumental work are of great interest. Thus, in many chamber-instrumental
works, as well as in the reviewed work ‘Munajat-I’ it is possible to observe the compos-
er's attachment to national roots, a new approach to traditional forms and structures,
the search for different thoughts and styles.

Jalal Abbasov’s work differs both in terms of modern professional composer think-
ing and interpretation of image-idea solutions. From this point of view, the composer’s
appeal to the lyrical genre of oriental poetry in ‘Munajat-I' and the revival of mourning
from ancient Turkish religious ceremonies can be considered as a composer’s novelty
in modern Azerbaijani music. The fact that ‘Munajat-I' has a strong emotional impact
and expresses sacred desires is a sign of spiritual growth. Of course, such features
are directly reflected in the form of the work. The use of the ostinato principle in the
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work is not only of dramatic importance but also can be considered as a deep feature
of Azerbaijani music. J. Abbasov's reliance on national semantics and folk roots as
a composer is noticeable in many of his works, as well as in ‘Munajat -I'.

As in other works of J. Abbasov, the typological formulas of Azerbaijani folk music
are noticeable in ‘Munajat’. Thus, the fixed lexemes of musical speech are concentrat-
ed in the theme and determine the semantics of the works. In ‘Munajat-I', too, the osti-
nato is a repetitive and thematically significant formula, distinguished by its intonation.
The initial thematic phrase is the source of the numerous transformations that underlie
the form. The main thematically important structure is so full that it allows numerous
modifications to remain at the level of an active, dynamic event. In ‘Munajat-I', the the-
matically important beginning is the unit of intonation with the central content. It is on
this musical figure that the uninterrupted dramaturgy of the work is built.

In J. Abbasov’s work ‘Munajat-I' the synthesis of folk music, folklore material with
modern compositional techniques, stylistic tendencies are interpreted originally. Com-
munication with God confirms the seal of God on existence through the emotional im-
pact of music with the full, harmonious timbre of the double bass as a means of prayer,
which man submits to the divine with politeness and some caution. A new approach
to the genre of ‘Munajat’ with the language of music, a new style base with typological
formulas in the small-scale sound structure of ‘Chahargah’, ‘Shuster’, reveals individual
stylistic features of the work.

In general, in the works of Jalal Abbasov, each work is deeply mastered and pre-
sented as a modern expression of national culture. From this point of view, each work
of the composer is interpreted as a new stage in his work, describing his deep philo-
sophical thoughts and spiritual world. Jalal Abbasov's experience for many years as
a representative of the modern Azerbaijani school of composition is demonstrated in
Munajat. In the composer’s following works, who is currently continuing his creative
activity, an organic combination of modern compositional techniques based on na-
tional roots is directly manifested. This feature can be considered as the main factor
emphasizing the originality of Jalal Abbasov’s works.
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AHoTauyisa

MeTa pocnifpkeHHss — npoaHanisyBatu TBopuicTb k. A66acoBa Ha npuknagi TBoOpy
«MyHamKaT-l»; BUBUMTM iHAMBIAYaNbHI CTUMICTUYHI 0CO6MMBOCTI KommnosuTopa. Y cTaTTi
pO3rnsiHyTO TBOPYiCcTb K. AB6acoBa Ha T/i pO3BUTKY a3epbaiyKaHCbKOT My3UYHOT KyNbTypHy;
JOCHNII)KEHO XXaHpPOBe pPO3MaiTTsl, BUCBITIEHO GOPMY i 3MICT, My3MKy Ta rapMOHiiHy MOBY
B KaMepHO-IHCTPYMeHTaslbHUX TBOpax KOMMO3UTOPa; MiAKPeCneHo CBOEPiAHI CTUNICTUYHI
0CO6/IMBOCTI, 3B'A30K i3 My3U4YHUM PONBKIIOPOM, CXUIBbHICTb A0 Cy4aCHOCTI, LLO PYHTYETbCSA Ha
Tpaguuisax. MeToponorisa AOCNiAXXEHHA 3aCHOBaHa Ha My3U4HO-aHaNiTU4HOMY, TEOPETUHHOMY
Ta icTopuyHoMy aHanisi. B ocHoBi pJocnimxeHHss ydyacTb k. A66acoBa Yy AeTasbHii
LOCNiAHMLbKIN po60Ti Hag TBOPOM «MyHamKaT-I», AKMI1 He nifgfaBaBCs HAYKOBO-TEOPETUYHOMY
aHaniay. 3 uboro nornagy AOCNIAXEHHS I'PYHTYETbCA Ha MeTOAi KOMMIEKCHOro TEOPEeTUYHOro
aHanisy. HaykoBa HoBM3Ha [OCNiAYKEHHA NONArac B TOMY, LLO BriepLue NpoBefeHO crelianbHy
JOCNIfHNLBKY POGOTY, MPUCBAYEHY BUBYEHHIO KaMEpPHO-IHCTPYMEHTaNbHOI TBOPYOCTI
npefcTaBHMKa Cy4yacHOi KOMMNO3UTOPCHKOI LWKonu AsepbaingkaHy k. A66acoBa. Brnepuue
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HayKoBO mMpoaHanizoBaHo npauto «MyHagxaT-l». BucHoBKM. Baxnmeoio ocobnmBicTio
KaMepHO-IHCTPYyMEeHTasbHMX TBOPIB KOMMO3MTOPA, WO BUPI3HAIOTHCA OpUriHaIbHUM TBOPYUM
CTUEM, € 6araTcTBO Ta MMUBGOKMIA 3MICT My3MYHOT MOBM. 3asHaueHo, Wo K. A66acoB, siKui
opraHiyHO MoegHaB y CBOIX TBOpax HauioHani3M i cyyacHiCTb, CepOo3HO BWUCMOBMUB CBOI
rnn6oki pinocodcbkiigel. EneMeHTH HauioHanbHOI My3MKK y TBOPax KOMMO3UTOPa 3 AICKPaBUM
3MICTOM Ta iHAMBIAYaNbHUM CTUIEM BUPaXKEHI OCOBAMBOCTAMM Cy4aCHOT MUCEMHOT TEXHIKM.
3asHayeHo, WO NpuTaMaHHi TBOpYoCTi Kommno3auTopa dinocodcebka, Harata 06pasHiCTb,
FMMBGOKUIA CeHC | BAYMSIMBI AYMKMW Bifo6pakeHi y NOro KamMepHo-iHCTpyMEHTanbHUX TBOpax,
30KkpeMa B «<MyHagkaT-I». Tomy TBopu k. A66acoBa yCMilUHO BUKOHYHOTBCA He TiflbKK B MOro
pipHOoMy A3zepbaigkaHi, ane i B 6aratbox 3apybidXHMX KpaiHax i yChilHO MpencTaBnsitoTb
Cy4acHy KOMMO3UTOPCbKY LUKOJY.

KnioyoBi cnoa: [Ixanan A66acoB; KaMepHO-iHCTPyMEHTanbHUn TBIip; «MyHagxaT-I»;
iHAMBIZYaNbHUIA CTUb; My3MYHA MOBA; CY4acCHICTb; HaLlioHaNlbHi 0CO6IMBOCTI

OCOBEHHOCTU NPOU3BEOEHUA OXXAJIAJIA ABBACOBA
«MYHADXKAT-I»

CeBuHp)X CenpoBa

AaucceptaHTka; ORCID: 0000-0003-4849-3556, e-mail: seyidova.sevinc@gmail.com
BakunHckas My3blkasibHasi akagemMusi uMerun Y3eupa lagxubeiinu, baky, A3epbaiigxaH

AHHOTayunsa

Lenb uccnepoBaHus — npoaHanuaupoBaTb TBop4yecTBO [K. A66acoBa Ha npumepe
npousseaeHus «MyHamKat-l»; U3y4nTb WHAMBUAYANbHbIE CTUIUCTUYECKME OCOBEHHOCTU
KomMno3utopa. B cTaTbe paccMoTpeHo TBOop4yecTBO K. A66acoBa Ha ¢HoOHe pa3BuUTUS
asepbanKaHCKOW My3blKalbHON  KynbTypbl; WUCCMeAOBaHO >KaHpoBOe pasHoobpasue,
ocBelleHbl dopMa UM CcofepXaHue, My3blka W TapMOHUYECKWUA $3blK B KaMepHO-
WHCTPYMEHTalNbHbIX  MPOU3BELEHUSIX  KOMMO3UTOPa;  MOAYEPKHYTbl  CBOEOO6pasHble
CTUNINCTUYECKNE OCOBEHHOCTW, CBSI3b C  My3blKallbHbIM  (OSIbK/IOPOM,  CKJIOHHOCTb
K COBPEMEHHOCTM, OCHOBaHHOW Ha Tpaguuusx. MeTogonorus uccnefoBaHuUA OCHOBaHa
Ha My3blKasibHO-aHa/IMTUYECKOM, TEOPETUMYECKOM M WCTOPUYECKOM aHanui3e. B ocHoBe
nccnepoBaHust NexuT ydyactve K. A66acoBa B [eTanbHOW MccnefoBaTenbCKol paboTe
Hag npowusBepeHveM «MyHagykaTt-I», KOTOpoe He MoABepranocb Hay4YHO-TEOPETUYECKOMY
aHanmdy. C 9TOM TOYKM 3PEHUS WCCNefOBaHME OCHOBAHO Ha MeEeTOAE KOMIIEKCHOIO
TEOPETMYECKOro aHann3a. HayuHast HoBM3Ha uccnefoBaHUsA 3aKJTHO4AETCA B TOM, YTO BNepBble
npoBeAeHa creuunanbHas UccnepoBaTenbcKkasa paboTa, MOCBSLWEHHAsA W3YYEHUIO KaMepHO-
WHCTPYMEHTANIbHOrO TBOPYECTBa MpeACTaBUTENS COBPEMEHHOW KOMMO3UTOPCKON LUKOJSIbI
AzepbainmkaHa k. A66acoBa. BnepBble HayyHO npoaHanuaupoBaH Tpyd «MyHamkat-I».
BbiBoAbI. Ba)HON 0COGEHHOCTBIO KAMEPHO-MHCTPYMEHTasIbHbIX MPOU3BELEHUIA KOMMO3UTOPA,
OT/INYAIOLWMNXCS OPUTMHANIbHbIM TBOPYECKUM CTUMEM, SIBASIETCA 60raTcTBO M rny6okoe
cofiep)xaHve My3blkanbHOro a3bika. OTMeyeHo, YTo K. A66acoB, OpraHM4YHO COeAVHUBLUNIA
B CBOMX MNPOM3BEAEHUSAX HaUWOHaNM3M M COBPEMEHHOCTb, BOCTPe6oBaHO U Cepbe3HO
Bblpasun cBou rnybokune punocodckue naeun. C aToin TOYKM 3pEHUS 3NIEMEHTbI HaLMOHaNbHOWM
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My3blKM B MPOU3BEAEHUAX KOMMO3UTOpa C SAPKUM COAEpPXaHWeM W WHAMBUAYAbHbIM
CTUNeM Bblpa)KeHbl O0CO6EHHOCTAAMW COBPEMEHHOM MUCbMEHHOM TEXHUKU. OTMeYeHo, YTo
npucyLimMe TBOpYecTBy Komnoautopa dunocodckas, 6oratas 06pasHOCTb, IMy60KUIA CMbICI
U BAYMYMBbIE MbIC/IM OTpPaXKeHbl B €ro KaMepHO-UHCTPYMEHTasbHbIX NPOU3BeeHUsIX, B TOM
yncne B «MyHagxkaT-I». MMoaToMy npousBegeHus K. A66acoBa ycrnewHO WCMOSHATCS
He TONbKO B ero poAHOM Asepb6aigyKaHe, HO U BO MHOTUX 3apy6eXXHbIX CTpaHax U yCrewHo
NpeacTaBAOT COBPEMEHHYH KOMMO3UTOPCKYHO LLIKOY.
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Abstract

The purpose of the article is to characterize Zlata Tkach’s Piano Concerto as the culminating
composition in the genre of the composer’s symphonic music. The research methodology is based
on the method of complex musicological analysis, due to which, the role of this work in the system of
memorial genres of the author is determined, typical style features of her work late period are revealed,
the thematic structure of the Concerto is characterized from the position of the manifestation of the
principle of dialogicity and monothematism. The scientific novelty of the research is that for the
first time, intonation processes in a Piano Concerto by Z. Tkach are systematically analyzed and the
correlation of its traditional and innovative features is characterized. Being by genre attribution an
opus with a pronounced desire to use modern means of expression, the concert is distinguished by
the manifestation of the principle of microthematism and textural thematism. In the dramaturgical
solution, the author conducts a constructive search in dynamic, timbre and rhythmic comparisons.
At the same time, the intonational unity between the sections of the form, being the development
of the romantic principle of poetry, is expressed in the form of monothematism. Conclusions. The
creative method of Z. Tkach manifests itself in the synthesis of tradition and experiment. This is
confirmed by the intonation-thematic structure of the Piano Concerto, in which the convergence of
contrasting material contributes to the formation of an integral musical and dramatic concept. The
motifs that form the basis of the monothematism complex establish intonation arches between
the sections of a one-part composition, fastening them and subordinating them to a common plan.
Important importance belongs to the opposition of the roles of the participants in the performance.
Their dialogical activity is manifested in a peculiar way by the composer, primarily in the dialogue
between the soloist and the orchestra: the interweaving of two contrasting figurative spheres is
realized primarily in terms of content. The principle of monothematism is manifested especially
vividly in the characterization of tragic reflections, painful reflections on the eternal conflict of the
creative personality with the surrounding world, leading to a deep understanding of what exists. The
other embodies the dynamism of life, dominating in the culmination of ‘action’, the accumulation of
energy. Both the piano and the orchestra are equally involved in the development of both figurative
principles. The resulting translational, purposeful movement towards the finale determines, along
with the principle of monothematism, the integrity of the entire composition.

Keywords: Zlata Tkach; Piano Concerto; memorial theme; monothematism; microthematism;
texture
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Introduction

One of the brightest events in the history of the Concerto for piano genre’s develop-
ment in Moldova during the last decade became the appearance of Concerto for piano
and symphonic orchestra written by Zlata Tkach (1928-2006). It was dictated by a lot
of reasons and, first of all, not only by the author’s creative need but also by appear-
ing a successful performing situation. The Concerto has found its listener and it was
warmly accepted by the public at once (Ceaicovschi-Meresanu, 1992).

Concerto for piano and symphonic orchestra written by Zlata Tkach is one of the
most significant works of art of the last years of her life. First, it was presented in 2002
within the annual festival of modern music named ‘Zilele muzicii noi’ (‘the Festival of New
Music’) in the performance of a young pianist Alexander Timofeev accompanied by sym-
phonic orchestra of Philharmonic Society named after Serghei Lunkevich and conducted
by V. Doni. It has also been included in the program of a philharmonic concert commem-
orating the 100™ anniversary of the Jewish pogrom in Chisinau which took place in April
2003. Its performance by pianist Rimonda Sheinfeld proved and confirmed all the depth
and potential richness of the figurative palette of the Concerto (Mironenco, 2009).

The composer started her work on it in 2001 and finished it in 2002. It was not
her first appeal to the genre of Concerto in the field of which she has already created
her works of art which make up the top of her instrumental creativity. The first among
them became Concerto for violin, string and kettle drums which had been written in
1971. The traditions of the national violin performing school - both academic and
those which came from Moldavian folklore professionalism and the art of travelling
musicians — served as a basis for its creation. The Work was written after a tragic
event in Zlata Tkach'’s life — the loss of her mother, and depth of sorrow and dramatic
excitement was embodied in the character of the music with particular power.

In 1989 Zlata Moiseevna appeals to a certain genre once again having written ‘Con-
certo for two performers on flutes’. Such an unusual title is connected with the fact that
the author uses three different kinds of musical instruments in all the three parts of the
Concerto — greater, small and viola flutes accordingly. This work of art occupies a particu-
lar place in the legacy of composers of Moldova representing the first experience of such
a sort. Being unique in its conception the Concerto commemorated her father who died
tragically not long before, undoubtedly, in its memorial character has a lot in common with
Violin Concerto. The theme of death, of solemn thoughts and of complicated emotional
and mental conditions, has been developing within the Concerto, further being realized in
the musical atmosphere of Moldavian solemn songs, Jewish songs and dances.

Concerto for violin and piano which was intended by the author for pupils of the
children’s musical schools is a work of the composer, too. The author aims at perform-
ing opportunities of young violinists, having an aspiration to satisfy the practical need
of increasing pedagogical repertoire due to the modern from the point of view musical
language and also compositions of a large form performed on local musical material.
Being supposed for educational purposes this work of art is also widely used in educa-
tional practice nowadays. The work has many art advantages and it also draws listen-
ers’ attention due to its bright figurativeness, well-remembered thematism, the integrity
of idea that made this work of art to be accepted by teachers-violinists of Moldova.
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This Concerto together with other numerous works for different musical instruments is
a definite row of works of methodical character in the composer’s creative work.

The development of the theme ‘in Memoriam’ (‘In Commemoration’) outlined in her
works a long time before and which is extremely important for Zlata Tkach is continued
in Piano Concerto. This work of art is commemorated to victims of the Jewish pogrom
which took place in Chisinau in April 1903. Realizing the main idea of the work and keep-
ing her husband’s advice — a famous musical critic E. M. Tkach — Zlata Moiseevna has
included the theme of a song about pogrom from the repertoire of the well-known Jewish
singer Isidor Belarskii into the Coda of her Concerto. The reference to a certain genre has
been initiated by one of her pupils, namely Alexander Timofeev, who nowadays is a well-
known young performer. But then he was a graduate of the Republican musical lyceum
named after Ch. Porumbesku where he had been studying in Zlata Tkach's class of com-
position. The author of these lines also taught him a special piano. Not only the process
of learning and preparing the work of art for presenting at ‘The Festival of New Music’,
but also maturing of his final idea passed before our eyes. First, it was realized as a vari-
ant for two grand piano performers. It was a very rare opportunity for observation and
active participation in editing musical text. It was as if we were present at the creative
laboratory of the author. Indeed, a serious pianist and mental potential of a young soloist
should be taken into the composer’s consideration, who aspired to provide stability of
performing and certitude in realizing what had been planned.

Analysis of the latest research and publications. Information about the concerts of
Moldovan composers can be found in the publications of E. Abramova, A. Miroshnikov,
G. Kocharova (2000) and E. Mironenco (2009). Piano Concerto by Z. Tkach is analyzed 289
for the first time by the author of this article and is reflected in a monograph devoted
to the genre of piano concerto in the works of composers of the Republic of Moldova
of the second half of the 20th - early 21st centuries. (Vardanyan, 2017). The relevance
of the article is determined by the importance of Z. Tkach’s creative heritage., as well
as the desire of young pianists to promote the Moldovan concert repertoire. Scientific
novelty. For the first time, intonation processes are systematically analyzed in a Piano
Concerto by Z. Tkach, characterized by the specifics of the creative idea.

Purpose of the article

The purpose of the article is to characterize Zlata Tkach’'s Piano Concerto as the
culminating composition in the genre of the composer’s symphonic music. Using the
method of complex musicological analysis, the role of this work in the system of me-
morial genres of the author is determined, typical features of the style of the late period
of her work are revealed, the thematic structure of the Concerto is characterized from
the position of the manifestation of the principle of dialogicity and monothematism.

Main research material
From the point of view of compositional peculiarities, Piano Concerto is interest-

ing because the most typical features of the composer’s style of later period where
common features with earlier created musical works are reflected in the character of
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themes, in methods of elaboration of material, in principles of organization of a form
and construction of the texture. It was also promoted by a definite degree of complex-
ity of expressive means selected by her. On a background of previous concerts where
folklore tendencies were brightly displayed, and dancing elements adjoined to the
song-recitative monologue forms of intonation, the role of generalized forms of melod-
ic movement which are widely spread in modern music has come to light in a certain
work. In this sense, Piano Concerto marks a certain shift to more ‘abstract’ thematism,
despite the tendency to poetry exhibited in the common decision of its form. The use
of a principle of monothematism, realized by the author in a new original interpretation
proves the influence of poetry on it.

First of all, the one-part structure of the work comes from romantic poems, which
was especially emphasized by the author in the subtitle ‘Concert monopartit’. Its
choice was realized in the so-called ‘monocyclic’ (R. Berberov’s definition) structure
where, however, all the necessary elements of a cycle are present. From the point of
view of dramatic art in the Concerto, the composer shows the process of formation of
the work as a complete and alive organism from its very beginning. The initial idea is
already incorporated within the first bars and primary dialogue between the orchestra
and a soloist. The author conducts the constructive search in the field of micro-the-
matic, texture thematic and also in the dramatic art of dynamic, timbre and rhythmic
comparisons.

The composition of the Concerto is treated by the author very creatively. As a whole,
the following structure which covers a great number of sections is drawn up:

A — the main part (Moderato non troppo)

A | - alinking part on the pattern of the main one - f. 2

B - the secondary part (Andantino Dolce) — f.5

C - afinal part (Meno Mosso, to a secondary part) — f. 11

R - the development (Allegro) - f. 13

N - an episode in the development on the pattern of a secondary part (Poco meno
mosso) - f. 15

A - the first reprise, the main part (Tempo I) - f. 16

Bj - a secondary part (Meno Mosso) - f. 17

A, - alinking part on the pattern of the main one - f. 18, 19

R, - the second development (Allegro) — f. 21

N, — an episode in development N2 2 (Meno Mosso) - f. 23

C,—afinal part - f. 24

A , - the second, compressed reprise (the main part of the orchestra) - f. 25
B, —a symbol of a secondary part of a grand piano - f. 25

C, — the final part as a link with cadence - f. 27

Cadence (Cadenza) - 2 bars to f. 29

A . - preparation of Cadence on the pattern of the main part - f. 29

Code (Coda) - a theme of the Holocaust - f. 30

It is possible to see a precise composite-thematic scheme in their sequence: A A,
BCRNA,B, AR N, C A, B,C,Cadence A, of the Coda.

The originality and singularity of the author's conception consist in an unexpected,
innovative projection of the plan of Sonata Allegro, which demonstrates the free treat-
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ment of a romantic poem. Thus, unordinary — namely — double sonata form appears.
The traditional consistent development of all the themes points out the presence of
obligatory attributes of Sonata Allegro: A — the main part (f. 1), B — a secondary part
(f. 5), C — afinal part (f. 11). The presence of two developments which begin similarly
but continue differently (f. 13 and f. 21) and two variously solved reprises (f. 16 and
f. 23) point to a double sonata form. The Coda synthesizes all the thematic material
and at the same time, it plays the role of the third development. Despite a big number
of themes and sections included by the author in the Concerto, there are also strong
uniting factors in it. So, the features of rondo forms of the second plan are present in
the work where numerous realizations of a theme of the main part (f. 1, 2, 16, 18, 25,
29) serve as a refrain. The themes of the other sections of the second plan indicate
the beginning of each episode of this ‘rondo’. Not only one refrain can be seen in this
macro form, but also the developed multilevel system of refrains, in general, is found
there, which is also proved by the triple d_velopment of the secondary (f. 5, 17, 25) and
final (f. 11, 24, 27) parts.

As it was already mentioned, the principle of monothematism treated originally
enough promotes thorough development within the whole composition. Here we shall
remind, that the term ‘monothematism’ originates from the Greek word povos which
means ‘one’ or ‘single’, and {épa — meaning something that is taken as a basis, and
a method of taking out various musical themes from the main intonation kernel allows to
achieve special unity of thematism and the integrity of a form, putting forward a specific
of one theme or a set of themes. As it is known, the principle of monothematism serves
as a powerful factor in uniting both sonata-symphonic cycles and large one-part forms.

Unlike the composers-romantics who relied on the idea of transformation and de-
velopment of individualized initial thesis, Zlata Tkach in her Piano Concerto puts on
the first place an intonation of neutral character, to be more exact — a constructive in-
terval or a complex of simple intervals, what corresponds more to musical-technolog-
ical principles of the 20th century. The means of micro-thematism, texture thematism
and dramatic art of dynamic, timbre and rhythmic comparisons serves as a base for
the composer. In this sense the initial intonation material rendered just within the first
steps of orchestral prelude serve as a source for the whole main thematism. On its
base, Zlata Tkach creates other themes of the composition by making essential some
elements with their further transformation and expansion.

Following her usual manner, she scrupulously brings them out from the initial the-
sis impulse, being based on exhaustive interpretation of motivating-interval construc-
tive cells what allows to achieve special capacity and laconism. Such an assertion of
the initial complex as some kind of ‘emblems’, ‘prompts’ to the whole composition and
at the same time an original ‘genetic fund'’ is characteristic enough for Zlata Tkach and
it is also presented in her great works of art (it is enough to remember the ballet ‘An-
driesh’). However, unlike the ballet where the concrete--genre folklore basis dominates,
in Piano Concerto more ‘abstract’, ‘sharp’ and intense intonations of a minor second
and a minor nona play the leading role. They are complemented by the courses on
a minor third and a diminished quart which are often present in the Jewish music of
the composer. In their coupling, an attentive view helps to find out ideas — symbols
ciphered by Zlata Tkach.
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So, just in the initial two-bar structure of a primary theme, the similarity with palin-
dromes variant of the monogram of D. Shostakovich D-Es-C-H is found out. The com-
poser also reproduces other intonation formulas which have become symbols of the
whole epochs. Presented in a ciphered way they get new sounding in a context of the
whole Concerto. Among them intonation of the following fragment of a primary theme
becomes important, reminding, on the one hand, about a leitmotif of destiny from
R. Wagner's Rings of Nibelungen, and, on the other hand, which keeps the contours of
monogram B-A-C-H, which, however, arises here at a new high level. Then it appears in
the Coda at its primary, absolute height, in general; being built into the process of the
general thematic development.

The use of a great variety of themes points to the domination of a variational-al-
ternative principle of formation and development of thematism what gives intonation
colourfulness and concentration to the author’s statement despite its laconism.

Relying on a simple interval in the intonation pattern of the work has caused the
prevalence of microthematism. In the principal section of the form — in the Prelude and
then after exhibiting the initial thesis, two main motive components are distinguished -
courses to a minor second and a minor third. The GFS (‘general forms of sounding’,
according to E. Ruchevskaya) prevail in their development, on whose background an in-
tonation-relief theme of the Coda (f. 30, Allegro) which is the major dramaturgic accent
of the whole Concerto sounds especially convincingly in further.

The Coda’s function which traditionally serves as a logical result of the develop-
ment of the main figurative spheres is seen more multiplane. Further drama forcing
and reconsideration of the main part takes place here, as also the treatment of other
themes is enriched: the secondary part gets a lyric-dramatic nuance but the choral of
a final part maintains a clarified, quiet and concentrated image. However, |. Belarskii's
theme treated as a theme of the Holocaust (f. 30) becomes a central part and culmi-
nation of the Coda. It introduces additional thematic contrast to a figurative-intonation
sphere and simultaneously marks the beginning of a new stage in the development of
a general musical-dramaturgic plan of the composition.

Its appearing in an epicentre of a drama semantic tensity of the whole work of art
is connected, first of all, with hidden programming of the Concerto. Sounding as a re-
strained choral, it simultaneously introduces elements of contrast into the thematic
system of the composition and assembles again its basic intonation complex. This
theme seems to concentrate all the spirit of tragedy, sorrow and shock from terrible
events which took place a century ago.

The symbolism of the moment is strengthened by mournfully sounding bells on
a background of percussion instruments. Creating the effect of an echo on pianissimo,
morendo, they seem to remind about the tragedy which happened long ago. In this
aspect, the major value gets also the fact that the national colour of the theme of the
Coda, namely that citation from I. Belarskii's song is concealed in the Concerto and
seems as it is dissolved and comes on a foreground only during the most important,
central dramaturgic moments. Thus, it is quite evident that the use of the citation even
if it is obvious was not for the author only in an external manner but also promoted the
enrichment of the whole composition. It testifies to the original understanding, sense
of musical style and, first of all, its own individual style. As a result, given citation is not
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only conformable to thematism of the Concerto but also assembled all those intona-
tions that served as a starting point for its formation. For this reason, it is not perceived
as ‘strange music’. As a result, the composer treats the method of introducing the
‘strange word’ by the absence of a clear boundary between ‘strange’ and ‘our’, which
especially sharply emphasizes Zlata Tkach’s intentions concerning her choice of ex-
pressive means and a character of intonation stylistics of the composition.

Conclusions

An antagonism and opposition of roles of the participants of the performance have
great importance in Zlata Tkach's Piano Concerto. Their dialogical activity in its own way
refracts from the composer. And, first of all, the dialogue between the soloist and orchestra
is realized in substantial plan and also in the interlacing of two contrast figurative spheres.

One of them is represented by tragic thoughts, painful hesitations about the con-
stant conflict of a creative person with the surrounding world, which leads to a deep
understanding of reality. The other embodies the dynamism of life, dominating in the
culmination of ‘action” and the accumulation of energy. They both interact actively be-
ginning with the Prelude and up to a final part of the art work. Their individual charac-
ter is defined by the character of thematism which contains bright figurative contrasts.
Whether the first sphere represents relief thematism with its aggravated and in many
respects typical for the composer intonations, the second is based more likely on the
general background forms of movement such as various sorts of passages, figurative
constructions shaded by the introduction of colourfully sound-recording moments. Both
a piano and orchestra participate equally in the development of both figurative begin-
nings. The progress which arises at the end and purposefulness of movement to the
end causes the integrity of the whole composition, alongside a principle of monothema-
tism. The author’s orientation to a dialogue with the listener and openness and commu-
nicative art is quite conscious and all this makes up the essence of her creative activity.

In general, the originality of a plan and art advantages of Zlata Tkach's Piano
Concerto allows to hope for its long life in pianist repertoire and also appearing of
high-quality studio audio records in future.
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AHoTauyisa

MeTa pocnigkeHHA — CxapakTepu3yBaTW KOHLEPT Aas dopTeniaHO 3 OpPKecTpoM
3. Tkay sk KynbMiHaUinHWA TBip ¥ cdepi CMMQOHIYHOI My3ukn KomnosuTopa. MeTtogonoris
AOCNIAKEHHAl. BMKOpUCTaHHA  KOMMIEKCHOMO  MY3MKO3HABYOrO aHanisy [03BOMNUAO
BU3HAUYUTW POSib TBOPY B CUCTEMI MeMOpianbHUX XaHpiB 3. Tkay, BUSBUTU TUMOBI pUCKU CTUNIO
Ni3HbOro nepiogy 1i TBOPYOCTI, BUSHAUUTU TEMATUUHY CTPYKTYPY KOHLEPTY, WO CKNagaeTbes
niZ BNAMBOM NMPUHLUMMIB AianoriyHoCcTi Ta MOHOTEMaTM3My. HaykoBa HOBU3Ha AOCHiAKEHHSA.
Breplie cucteMHO npoaHanisoBaHO iHTOHaUiMHI Npoleck y dopTeniaHHOMY KOHUepTi 3. Tkay,
PO3IMSIHYTO CMiBBIAHOLWEHHA TPagMUiNHUX Ta HOBATOPCbKMX Oco6nauBocTel. ByBlwM 3a
CTUIbOBOIO MPUHAMNEXHICTIO OMYCOM i3 ICKPaBO BUPAXEHUM MParHeHHsAM A0 BUKOPUCTaHHS
CyYacHMX BMpasHWUX 3acob6iB, KOHLEPT AEMOHCTPYE MPOSIB MPUHLMMIY MiKpoTeMaTuamy Ta
(hakTypHOro TemMaTusmy. Y ApamaTyprivHOMY pilleHHi aBTOp BMPOBaAXXYE KOHCTPYKTUBHWMN
MOLUYK Y rafysi AMHaMiYHMX, TEMEPOBUX Ta PUTMIYHUX 3icTaBfieHb. BUCHOBKU. TBOpUMIA METOS,
3. Tkau nposiBnsie cebe y CUHTESI TpaauLii Ta eKcriepuMeHTy. Lie nigTBepaXKyeTbCs iHTOHaLiNHO-
TEMATUYHOK CTPYKTYPOO (OPTENiaHHOrO KOHLEPTY, B SIKOMY 36/MXEHHS KOHTPacTHOro
MaTepiany cnpusie (GOpMyBaHHIO LiNICHOI My3M4HO-ApamMaTuyHOl KoHuenuii. MoTuBK, Lo
€ OCHOBOKO MOHOTEMATUYHOIrO KOMMJIEKCY, YTBOPIOKOTb IHTOHALiNHI apKu MiX posginamu
0AHOYACTUHHOIT KOMMNO3MULT, CKPINIooUn iX i NiANOPAAKOBYHOUM 3aranbHOMY MnaHy. Baxxnvee
3HAYEHHA Mae MpOTUCTaBNeHHs (YHKLi yyacHUKIB BUCTaBW. IXHA AianoriyHa akTUBHICTb
CBOEPIAHO MPOABAAETLCA KOMMO3MTOPOM, peani3yrouncb Hacamnepes y 3MiCTOBHOMY MnaHi —
y Aianosi conicta Ta OpKecTpy, y NepenneTeHHi ABOX KOHTPACTHUX 06pasHux cdep. MpuHumn
MOHOTEMaTU3MYy SICKPaBO MPOSIBASIETbCA y XapakTepucTuui chepu TpariyHMX MOHOJOTNIB,
XBOPOOGMBUX PO3AYMIB MPO BiYHMIN KOH(IKT TBOPYOT OCOBUCTOCTI 3 HABKOMULLHIM CBITOM, LLLO
Beje [0 IMN60KOro po3yMiHHSI BCbOro CyLLOro. [Hwa o6pasHa cdepa BTil0e AUHAMI3M XUTTS,
WO AOMiHYE Yy KynbMiHaUil «Aii», HAKONWYEHHA eHepril. | dopTeniaHo, i OpKecTp OfHaKOBO
6epyTb y4acTb Y PO3BUTKY 060X 06pasHMX MpUHLUMMIB. MOCTynanbHWii, LinecnpsaMoBaHUin pyx
Jo diHany BM3Ha4vae, NopsiZ 3 NPUHLMNOM MOHOTEMaTU3MYy, LLiNICHICTb BCIiET KOMMO3MWLIT.

KnioyoBi cnoea: 3nata Tkau; KOHUepT Ansa dopTeniaHo 3 OPKECTPOM; MeMopiasibHa
TeMaTuKa; MOHOTEMaTN3M; MikpoTemaTunaMm; dhakTypa

Vardanyan, A. Zlata Tkach's Concerto for Piano and Orchestra
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KOHLUEPT ANA ®OPTEMUAHO C OPKECTPOM 3J1ATbl TKAY
KAK KY/JIbMUHAL A CUM®OHUYECKOIO MbILLJTIEHUA
KOMMO3UTOPA

AneHa BappaHsiH

KaHAuAAaT UCKYCCTBOBEAEHUS U KY/IbTYPOIOrAM, JOLEHT;
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Akaziemus My3biku, TeaTpa u n306pasunTesibHbIX UCKYycCTB Pecriy6inku MongoBa,
KunwnHéB, Pecny6nvka Mongosa

AHHOTayunsa

Llenb uccnegoBaHuss — oOxapakTepu3oBaTb KOHLEPT ANns (GopTenuMaHo C OpPKECTPOM
3. Tkay KaK KyNIlbMUHaLMOHHOE COYMHEHME B 0611aCTU CUMGBOHNYECKOW MY3bIKW KOMMO3UTOpa.
MeTogonorus uccnegoBaHus. Micnonb3oBaHMe KOMIMIIEKCHONO My3blKOBEAYECKOro aHanmsa
NO3BOJIU/IO OMpPeAENUTb POSb AAHHOrO MPOU3BEAEHUS B CUCTEME MEMOpPUAJIbHbIX XXaHPOB
3. Tkay, BbIIBUTb TUMUYHbIE YEPTbl CTWU/A MO3AHEro nepuoga ee TBOPYECTBA, ONpPefenuTb
TEMATMYECKYHO CTPYKTYPY KOHUEPTa, CKNaAblBaloWyOCa Mof BAWSHUEM  MPUHUUMNOB
ONanorMyHocTn U MoHoTeMaTuamMa. HayyHas HoOBU3Ha uccnepoBaHus. BnepBbie cUCTEMHO
npoaHanMsMpoBaHbl WHTOHAUMOHHbIE Mpoueccbl B (opTennaHHOM KoHuepTe 3. Tkau,
pacCMOTPEHO COOTHOLUEHWE TPaAWLIMOHHbIX M HOBATOPCKMX OCOGEHHOCTel. fABnssicb Mo
CTWUNEBOW MPUHAANEXHOCTU OMYCOM C SIPKO BbIPa)XEHHbIM CTPEMJIEHUEM K UCMOIb30BaHMNIO
COBPEMEHHbIX BbIpa3uTENIbHbIX CPEACTB, KOHLIEPT AEMOHCTPUPYET MPOSIBAIEHME MpUHLMMNA
MUKpoTeMaTM3Ma U pakTypHOro Tematmama. B gpamaTypruyeckom peLueHumn aBTop BHeapsieT
KOHCTPYKTMBHbI NOUCK B 06/1aCTU AMHAMUYECKUX, TEMOPOBbIX M PUTMUYECKUX CONMOCTABIEHWA.
BbiBogbl. TBOpYeckuit Metog 3. Tkay nposiBnsieT ceba B CUMHTe3e TpaguLUnM 1 3KCNepUMEHTa.
3T0  nopTBepXAaeTcs  MHTOHALMOHHO-TEMATUYEeCKOW  CTPYKTypon  dopTenvaHHoro
KOHLIepTa, B KOTOPOM CONMXKEHME KOHTPACTHOro MaTepuasna crnoco6CcTBYeT hOpMUPOBAHUIO
LENOCTHON My3blKaJlbHO-ApaMaTUYeCcKon KOHUEeNuUMU. MOTMBbI, COCTaBAsAIOLWIME OCHOBY
MOHOTEMATUYECKOrO KOMIMJIeKca, 06pasytoT WMHTOHALUMOHHbIE apku Mexay pasgenamu
OZHOYACTHOM KOMMO3MLUW, CKPENAs UX U NOSUYMHSS 06LLeEMY NnaHy. BaxkHoe 3HayeHne umeet
nNpoTMBOMNOCTaBneHe (YHKLMIA y4acTHUKOB crnekTakns. Ux puanornuyeckas akTUBHOCTb
CBOe06pasHO MpOsIBASETCA KOMMO3UTOPOM, peannsysicb Mpexzie BCEro B cofep)XaTenbHOM
nnaHe — B [uManore COAUCTa M OpPKecTpa, B MEpenneTeHnn LBYX KOHTPACTHbIX 06pasHblIX
chep. MpUHUMN MOHOTEMATU3Ma OCOGEHHO SIPKO MPOSIBASIETCA B XapaKTepucTuke cdepbl
TparMyecknx MOHOJSIOroB, 60/1€3HEHHbIX Pa3MbIWIEHUIA O BEYHOM KOH(DIMKTE TBOPYECKOW
JIMYHOCTU C OKPYXKaKLMM MUPOM, BefyleM K Tny6oKOMY MOCTMXKEHUIO BCEro CyLLero.
[Opyras o6pasHasi cepa BonowaeT AMHAMU3M XWU3HW, SOMUHUPYIOWMIA B KyNbMUHaLMUK
«[OEeNCTBUSA», HaKoMeHne aHeprum. N doprenmaHo, 1 OpKecTp B paBHOM CTEMEHM y4acTBYHOT
B pasBuTUM 060UX 06pasHbiX MPUHUMMOB. Bo3HMKatollee B pesynbTaTe NOCTynaTeNbHOE,
LeneHanpaBfieHHoe ABUXeHMe K GuHany onpefensier, Hapaay ¢ MPMHUMNOM MOHOTEMaTU3Ma,
LeJIOCTHOCTb BCEN KOMMO3ULINN.

KnioyeBble cnoBa: 3naTa TKau; KOHLUepPT Ans GopTenMaHo ¢ OpKecTpoM; MeMopuasbHas
TemaTuKa; MOHOTEMaTu3M; MUKpoTeMaTun3M; hakTypa
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AHoTauyisa

MeTa gocnifpkeHHs — BUSIBUTU crieundiky cTunboBMX BUMIpiB TBopyocTi 0. YymakoBa.
B cTaTTi npoaHanisoBaHo pisHi acnekTu gisinbHocTi 0. HyMakoBa, Lo BpaXkae 6araTOMaHiTHIiCTHo
TBOPYMX NPOSIBiB. APTUCT rapMOHIYHO crionlydae kap'epy criBaka i3 KOMMO3MTOPCbKOK PO6OTO
Ta MaWCTEepHICTIO apaHXyBasbHMKa. MeTogonoris pocnip)XeHHs nonsrae B MNOeLHaHHI
TEOpeTUYHMX MeTofiB (aHanisy, CUHTe3y, y3ara/ibHeHHs1 i 6GiorpatiyHoro MeTody), a TakoxX
eMMipUYHKX, L0 BUKOPUCTAHI 4151 COCTEPEXEHHA 3a 6araTorpaHHoto TBopyicTo 0. YymakoBa.
HaykoBa HOBM3Ha [OCHifKEHHA — BUSIBIEHO OCHOBHi O3Haku TBOp4ocTi O. YymakoBa;
3'ACOBaHO, WO BOKa/lbHa MaNCTEPHICTb MUTLA MPOSIBNSETbLCA Y 3aCTOCYBaHHi COysn-CrhiBy.
Ctunb komnosuuin O. YymakoBa fJa€e MOXI/MBICTb BUKOPUCTOBYBATM Tpaguuil rocneny.
JoMiHaHTHUMK HanpsAMaMu, B SIKMX HamMcaHO WMOro nicHi, € daHk, ¢’toxH, non. BucHoBkw.
3a3HayeHo, WO cniBakW, fIKi NOEAHYIOTb BUKOHABCbKY JiSINIbHICTb i3 KOMMO3UTOPCbKOK
CrpaBoto, apaHXyBaHHAM, POO6OTOO Y CTYAIT 3ByKO3amnuncy MOXyTb BBaXkaTUcsi npodecioHanamm
CBOET crnpaBu. Matoun npakTUYHi BOKanbHi HAaBMYKKU, KOMMO3UTOP A06pe BPaxOBYE TEXHIYHI
MOXJIMBOCTI CniBakiB, HaMaraeTbCs NiAKPECUTU IXHi CUNbHI cTOpoHU. O. YymMakoB € TakoX
Bey4uM, niTepaTtopoM Ta akTopoM. YCi Ui fKOCTi cBifgyaTb MPO WMOro yHiBepcasbHIiCTb Ta
BUCOKMI NpodecioHaniaM. Y KOHLEPTHMX BUCTyMNax criBaka BiICYyTHS AckpaBa ePeKTHICTb Yu
HeopAunHapHa cueHorpadisi, agXe BUKOHaBeLb Haae nepesary «<KnacuyHOMy» TUMY CLEHIYHOT
MOBELIHKW, KON TOMOBHUIA aKLeHT npunagae Ha My3uyHuii 6ik KoMMoauuiin. BokanbHa
BMNPaBHICTb, fiKa MPOSABASAETbCA Y BUKOPUCTAHHI Pi3HUX BOKaNbHUX MaHep, iHTOHaUiWHIN
TOYHOCTI Ta CTU/IbOBIV BMLUYKAHOCTI € AOMiIHAaHTHMMU eneMeHTamMu BucTynis 0. YymakoBa.

KnroyoBi cnoa: criiBak; COys; KOMMO3UTOP; TBOPYICTb; NiCHS; Bokan; Onekcin Yymakos

BecTtyn

BokanbHa npakTuka CbOrofeHHs npefacTaBfeHa 3HaYHOK KiNbKiCTIO BMKOHaB-
uiB. ConicTu Ta yyaCHUKM rypTiB NpautoloTb Y pPisHUX CTUbOBUX Hanpsimax. [poTte
He KOXKEH 3 HMX MOXe 6YTW 3paskoM AJisi HacnigyBaHHs. MpodeciiHa MacTepHICTb
eCTpagHoro cnisaka NposiBASETbLCA y MEBHMUX NOKa3HUKaX, cepel SKUX YiflbHe MicLe
BiBOAMTbCH apTUCTU3MY, PO3BUHEHNM HaBUYKaM CLIEHIYHOIO pyXy i, HAMrONOBHilLe,
BOKasbHil MarcTepHocTi. 0. HymakoB — cniBak, BAKOHAaBCbKUI NPOQECiNHNA piBEHb
SIKOro € BUCOKMM. Ha cborofHi BigCyTHi foCnigXeHHs, B SKuX 61 3fiicHIOBaBCS aHa-
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Ni3 CTUNbOBUX BUMIPIB MO0 TBOPYOCTI Ta BUOKPEMITHOBANIUCH BOKasbHi TEXHIKK, SKi
HUM 3aCTOCOBYHOTbCSl. BukopucTtaHHa 6iorpadiyHoro Ta iHAyKTMBHOIO MeTOAIB A03-
BO/IUTb CTBOPUTM YABMIEHHS LWOAO crieundiku po3BUTKY Cy4aCHOro MucreuTBa ec-
TpaZHOro cniBy Ta BUMipiB BUKOHABCbKOI YHiBepCcanbHOCTI.

MeTta

MeTa [OCHIgKEHHA — BUABUTM cheuu@iky CTUIbOBUX BUMIpPIB TBOPYOCTI
0. YymakosBa.

AHani3 ocTaHHix gocnig)xeHb i nyénikauii

BusiBneHHs cneuundikm cyyacHOro ectpagHoro BUKOHaBCTBa 3yMOBJIOE BUKOPU-
CTaHHS LWIMPOKOro CNeKTpa poobiT, B IKUX BUCBITIFOIOTbCA NMUTAHHA METOANKU HaBYaH-
Hs1 ecTpagHoMy Bokany. OKpecneHuin JoCnigHULbKNUIA pakypc o6paHo B cTaTTi B. bo-
Koy, J1. KyabmeHko-TpucsxHol, J1. OctaneHko. [leski acnekTu ecTpagHOro BUKOHaB-
cTBa npeacTaBneHi B ny6nikauii XX. 3akpacHsiHoi Ta |. MenbHMYEHKO, NPUCBSYEHIN
pO3BUTKY BUKOHaBCbKOI BUPA3HOCTI cniBaka creuianbHOCTi «AKafgeMiuyHMI BOKan».
ApTUCTW3M Yy Cy4aCHOMY BOKaJlbHOMY MMWUCTEUTBI € NpeAMeTOM HayKOBOro iHTepe-
cy B. Mosrosoro Ta O. Kegica, a nuTaHHA BUXOBaHHSA YHiBepcasbHOCTI My3uKaHTa-
BUKOHaBLS po3KpuMBatoTbes y cTaTTi A. [TonoBoi. Pucm cTunboBOro Hanpsmy ¢'roXkH
okpecntotoTbest M. Mepuosum. O. LLINopTbko aHanidye cneundiky TBopyocTi Mainkna
BonToHa. BuwiesrafaHi TeOpeTUYHI pesynbTaTi po3poboK BIiTYM3IHSIHUX AOCIAHMKIB
CTaHOBNATb OCHOBY, Ha AKiN 3[IMCHIOETbCA aHania TBopYol AisnbHocTi 0. YymakoBa.

Buknag maTtepiany gocnigxeHHs

Jocnigxytoun ectpagHe MUCTELTBO AOPEYHO BM3HAUUTU MOKA3HMKM, AKi AatoTb
MOXX/IMBICTb MEBHUM YMHOM BUSIBUTM piBEHb MPOdeCiNHOI NigroToBkM cnisaka. Bi-
TUM3HSAHI aBTOPK, aHani3yroun BokasibHy MancCTepHIiCTb criBaka, MPOMNOHYOTb BUAINSA-
TW TaKi YNHHUKK: «MOLIYK BUKOHABCbKOI MaHepu, sika 6yfe OXOMtoBaTh M CLIEHIYHY
noBepiHKy, i HENOBTOPHWIA BidyanbHWIA 06pas, 1 yHiKasibHe 3a6apBEHHS rOf10Cy, Lo
6yayTb CBOEPiIAHOM “Bi3UTHOI KapTKo” cniBaka» (bokoy Ta iH., 2017, c. 32). Cepepg
HaBMYOK, sIKi 060B'I3KOBO MatoTb onaHyBaTu BoKanicTu € po6ota 3 MikpooHOM Ta
iHLLOMO 3BYKONiACUIHOBANIbHOM TEXHIKOK. HasiBHICTb cnevianbHOI anapaTypu Hepigko
[03BOMSI€ BUKOHABLAM He MaTy HaZ3BMYaNHO ICKpaBMX BOKabHUX faHnX. 30Kpema,
Le 6yae NposiBNATUCH Y BiACYTHOCTI MOTPe6tY y 3HaYHi aMnAiTyAi My4HOCTI, afke «ec-
TpaZHi BUKOHaBLi 3a3BMYall BUCTYNatOTb y 3anax i3 30BCiM iHLIOK aKyCcTUKo. Ya-
CTO M HaBiTb He NOTPI6GeH CUNbHWIA FONOC, OCKINbKM NpobriemMa ry4yHoCTi BUPILLYETbCS
3BYKOMiACWU/IIOBAsIbHOK anapaTypoto» (3akpacHsiHa & MenbHMUYeHKo, 2018, c. 80).

MpoTe, AIK MOXKHa NMepekoHaTuUC, Ti CniBakw, AKi HanexaTb A0 NepLloro «eLueso-
Hy» BITYM3HSAHOI Ta 3apybiXXHOI ecTpagu, MatoTb Heabusiki BOKasbHi AaHi, aKi gonos-
HIOIOTbCS HEMOBTOPHUM iMiKeM, ICKpaBoko cueHorpadieto Towo. [JoBosi CyMHiB-
HUM € TBEPIXXEHHS, L0 Y CyYaCHMX ecTpajHMX BMKOHAaBLIB iCHye eanHa BUMOra —
6yTU YHiKanbHUMU. «Ha akafeMidHii cueHi icHytoTb JOCUTb CTPOri, ycTaneHi Tpagu-

KosMmip, H. TBopya AianbHICTb Onekcis YymakoBa
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Ljii, nopyLwyBaTh AKi He 3aBefleHO, @ B Cy4YacHi My3uLi Hanbinblue LiHYETbCA TiNIbKK
oflHa “Tpagmuis” — yHiKasbHiCTb, 3aBASKKM fAKii cniBak cTae nonynsipHum» (3akpac-
HsAHa & MenbHuYeHKo, 2018, c. 79). Ha Halle nepeKkoHaHHs, ecTpagHWUii BUKOHaBeLb
MOBMHEH MaTW CBOO «POA3MHKY», YHIKaNbHYy MaHepy CriBy UM crneundivyHy CLeHiYHy
noBepfiHKy, sIKa YBMPasHIOE AOro 3-NOMiX iHLIMX ChiBakKiB, pO6UTb KOro iMigX TakuMm,
Lo aobpe 3anaM’siTaeTbCs CryxaubKi ayauTopii. NpoTe He MeHLW BaXX/IMBOK € BO-
KanibHa MalnCTepPHICTb, adXXe NuLle y AesaKUX CTUbOBUX HanpsiMax eCTpagHoi My3uku
Marno yBarv npuainsetbca Bokany (pen).

0. YymakoB (Hapoauscsi 12 6epesHst 1981 poKy) € BUKOHABLEM, YN TBOPYICTb
6araTto B YOMy MOXe 6yTV 3pa3KoBOI A/ MONOAMX crniBakiB. Monpu Te, WO BiH Ha-
poauscs B MicTi CamapkaHpg (Y36ekucTaH), BiH Mae BipMeHCbKO-601rapcbke KOpiH-
Hs1. 0. YymakoB 34,06yB NpodeciitHy OCBIiTY y ranysi BOKaslbHOro MUCTeLTBa eCTpaau,
HaB4arouucb y THOMEHCbKOMY BULLLOMY Koneaxi MucTeuTB. LLle 3 nigniTkoBOro Biky
BiH noyaB nucaTu nicHi. 0. YymakoB A0BOJi paHO NovyaB 6paTu y4acTb Y PisHOMaHIT-
HMX BOKanbHUX KOHKypcax Ta decTtuBansx, fe 3406yBaB Npu30Bi MicLs, MPUYOMY He
nvLe K BUKOHaBeLb, @ | AK KOMMO3MTOp.

Bkpai BaX/IMBOHO SIKICTIO A9 BUKOHABUSA € YHiBepCanbHICTb. «YHiBepcanbHiCTb
My3UKaHTIB, BUKOHaBLiB Hapasi € OCUTb BaXXJIMBOKO A1 Cy4aCHOI My3UYHOI Npak-
TUKW. BoHa € Mipunom aganTadii 0 COLiOKYbTYPHUX YMOB CbOrOfeHHS Ta J03BOJISIE
nepeKkoHaTuUCcs y BUCOKOMY npodeciiHoMy piBHi apTucTa» (Monosa, 2021, c. 74). Came
Ti cniBaku, AKi NOEAHYIOTb BUKOHABCbHKY AisifIbHICTb i3 KOMMO3UTOPCbKOK CNPaBolo,
apaHXyBaHHSIM, po60TOH0 Y CTYAil 3BYKO3anucy MOXYTb BBaXaTucsl npodecioHana-
MM CBOET crnpaBu. Maroun NpakTUYHi BOKasbHi HABMYKK, KOMMNO3UTOp Ao6pe Bpaxo-
BYE TEXHiIYHI MOX/IMBOCTI CniBakiB, HaMaraeTbcs NiACUNINTU IX CUNIbHI CTOPOHU Ta
NpuépaTn He3pyYHi Micus YM TaKi, Lo € HEBUIPALUHUMU Yy TEXHIYHOMY acnekTi. 3gaT-
HiCTb CTBOpPIOBATM penepTyap siK 45 cebe, TaK i AN iHWKUX chiBaKiB Aae MOXJ/IUBICTb
3acBigunTun npodeciniHy marctepHicTtb 0. Yymakosa.

0. YymakoB 4MmMarno npautoe y CTyAisx 3ByKo3anucy, afxe BUCTyNae TaKoxX sk ca-
yHA-npoAatocep. [NoegHytoun posni KOMNO3UTOpPa, apaHXXyBaslbHUKa, @ TakoX KOHTPO-
NIIOK0YM nNpoLec 3anucy MysmyHoro Teopy, O. HYymakoB MOXe BpaxyBaTu KOXXEH KPOK
Ha LWNSXy 34INCHEHHST XyLOXHbOro TBopy. OCO6MMBO Lie € AOPEYHMM, BPaxoByrHOUu
3HaYeHHs AKICHOrO 3anucy, AKMIN Npe3eHTyBaTUMe SiK BUKOHaBLS, TaK i KoOMnosuTopa.
CTyninHui 3anuc gae MOX/INBICTb NOMNynsipu3yBaTK MicHi, 4OAATKOBO peklamMmyBaTu
iX. «B XXI cT. y 3B'A3Ky 3i 3pOCTaHHAM pOJii 3ByKO3anucy B CTYAINHIA i KOHLEPTHIN
AiNbHOCTI My3UKaHTIB PO3KPUBAOTbCA HOBI LUASAXM PO3BUTKY MUCTELTBA, 30Kpema
HasiBHa TeHZeHLia [0 MynbTUiHCTpyMeHTaniamy» (Mepuos, 2021, c. 79).

Y TBOpYOMYy Aopobky O. YymakoBa anbb6omu «CHM npo wocb 6Ginblue», «TyT
i TaM», «He6o y TBOIX o04yax». BCi BOHU MICTATb He MeHLIe TPMHAALUSTM KOMMO3MULIN,
a 'y apyromy anbbomi ix ABaguaTb. Taka NOPIBHSIHO HEBeNMKA KiNbKicTb anbboMiB
KOMMEHCYETbCS iX MacLUTabHICTIo, agyke y 6araTbox criBakiB MOXe 6yTu i1 BABIYi 4K
BTPMUi 6iNblUe anbboMiB, NPOTe KiNbKICTb NiCeHb Y HUX He NnepeBepLuye aecaTn. MNicHi
3 anbb0oMiB TaKOX € [OBOMI PO3ropHYTUMM, TPUBANICTb HabaraTo AOBLUOHKD, HiX TpW-
XBUJIMHHWUIA CTaHZapT, Wo 6yB MOLWMPEHUIA Ha pafio Ta TeniekaHanax. KoxHa 3 Hux
nobyfoBaHa 3a 3aKOHaMW apamaTyprii, B HAX HasiBHa 3aB’si3ka, MOCTYMNOBUiA PO3BU-
TOK, PyX A0 Ky/nbMiHaLii Ta 3aBepLUeHHs. BukoprcToByeTbCs KynneTHa hopMma, B AKil

KosMmip, H. TBopya AianbHICTb Onekcis YymakoBa
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MOXYTb 6YTU TaKi CTPYKTYPU, IK OPUAXK, L0 BUKOHYIOTb QYHKLIKO PO3PAMKEHHS Ta
nepeksItoYeHHs.

3a cTMNboBMMU 03HaKamMu anbb6ommu 0. YymakoBa MOXYTb GyTW cepep, Takux
MEeNHCTPUMHUX HanpsAMIB Axasy, AK GaHK, @'toXXH, @ TakoX CTWU/b non-coyn. BogHo-
yac yBara [0 apaH>XyBaHHs, 3aCTOCyBaHHS BE/IMKOro BUKOHABCbKOro CKnagy AaroTb
MOXJIMBICTb CTBEPAKYBATU MPO 3BEPHEHHSA [0 TPaAuLin My3nKn epu CBiHry. Bokarb-
Hi MapTil BUKOHaBLS AEMOHCTPYIOTb YCi 6apBu rosiocy cnisaka (6apuToHanbHUii Te-
HOPp), IKUIA 3a TeMBpPOM Haragye 6apuToH, Tofi fIK Aiana3oH € TeHOPOBUM. Hepigko
BMKOPUCTOBYETbCA COYN-PO3CIiB, BENNKiI BOKaJIbHI NMacaxi, o o06pamtorTb OCHO-
BHY MenoAnYHy MiHito. 3aCTOCOBYOTbCS iIMMPOBi3aLiiHi BCTaBKK, AKi BUKOHYHOTbCS
cniBakoM-conicToM. lNpoTe Lie He CTBOPIOE BPaXKeHHs1 HaZMIpPHOCTI Ta He € 3alUBUM
Yy NicHAX. BUTOHUYEHICTb Ta BPIBHOBAXEHICTb YCIX KOMMOHEHTIB MY3UYHOI TKaHUHU
€ XapaKTEepHOI 03HAKOK KOMMO3uLii chiBaka. TemaTuka niceHb O. YymakoBa nos's-
3aHa 3 NnipuKoto.

Y 6inbLUOCTi NiceHb cniBaka BUKOPUCTOBYETbCS HaZ3BUYaMHO BENIMKMIA BUKOHAB-
cbkuii cknag. 0. YymakoB Haiae nepeBary 3By4aHHIO KOJIEKTUBY TuMy KOM60 (riTapa,
6ac-riTapa, KnaBilHi, cakcodoH, Tpy6a, yaapHi) i3 JogaBaHHAM CTPYHHUX iIHCTPYMEH-
TiB ab0 HaBiTb ecTpagHo-cuM@oHiYHOMY opKecTpy. lMNogibHa iHCTpyMeHTanbHa pi3Ho-
MaHITHICTb Ta 6araTcTBO TeM6panbHuX hapb BUKOPUCTOBYHOTLCS NpoayMaHo. KoxHa
NicHA CynpoBOAXKYETbCA 0GOB'A3KOBOIO yyacTio 6eK-BOKaNICTIB, CMiB AKMX Haragye
TpagMLUiNHUIA rocnen-cniB y NipuyHNUX KOMMO3ULiAX, a Y WBUAKUX — XapaKTepHi (aH-
KOBi hOpMynK, WO BMKOHYHOTbCS 6M10K-akopAaMn. B KOXHIll 3 niceHb BUKOPUCTOBY-
€TbCA LikaBe HeopAMHapHe apaHXXyBaHHS, sike CTBOPIOE pi3Hy aTMocdepy Ta po3Kpu- 299
Ba€ 06pasHO-XyA0XHi 3MicT TBOpy. ABTOpcbKuit migxig O. YymakoBa cnpsiMoBaHui
Ha cTBOpeHHA (ipMOBOrO BULLYKAHOrO 3BYYaHHS, B AKOMY KOXEH 3BYK AOPEYHUN,
a rosoc CynpoBOMXKYETbCH 3ByYaHHAM BEIMKOrO iHCTPYMEHTanbHOro cknagy. IHCTpy-
MeHTanbHWI CyNnpoBiA BiATIHSAE conicTa Ta 6eK-BOKaniCTiB, CTBOPHOIOYM siCKpaBe T/o.

MoykHa npocniKyBaT BUKOPUCTaHHS 3400y TKiB K/TaCUUYHOI My3MYHOT MPaKTUKMK,
L0 NPOSABASETLCA Yy MOTMBHOMY PO3BUTKY, NIOMYHOCTI BUKNay, 6araTcTBi rapMoHiy-
HOI MOBM, NPOAYMaHOMY Ta peTeslbHOMY apaHXXyBaHHi. BogHouyac yMmano enemen-
TiB NOXOAATb Bif NPOTO-A)KaA30BUX Ta AKas0oBuX GopM. Y nobyaoBi KOMMNo3uLi Bu-
KOPUCTOBYETbCA CTPYKTYpa TUMY «MUTaHHSA-BIAMNOBIAbY, WO NOXOAUTb Bif MPaKTUKM
rocneny. XapakTepHOIo pucoto TBopyoro nigxoay O. HymakoBa € 3aCTOCyBaHHS AKa-
30BOI rapMOHii, 6/10K-aKopAiB, HEOPAUHAPHUX FAPMOHIYHUX 3BOPOTIB, BigXMneHb Ta
Moaynauin. CTBOPEHHSI rapMOHIYHUX eninciB 3aBXAN € BUNpaBAaHUM Ta Takum, Lo
NiAKpecsoe 3MiCTOBHE HanoBHEHHS MiCeHb. IX NpUsHaYeHHs NoB'A3aHe 3 HamaraH-
HAM MaKCUMarbHO PO3KPUTU NOTEHLian, HagABHUI Y KOXHIN TeMi.

Ba)x/1MBOIO 4aCTMHOIO BUCTYMiB BMKOHABLS € HasiBHICTb apTUCTusmy. Mpuyomy
3a3HayeHun GeHOMEH MOXKe PO3YMITUCH i IK 3alyYeHHS aKTOPCbKOI MaiCTepPHOCTI
Yy BUCTYNI, | K 3@/ly4eHHS CLEeHIYHOT ACKpaBoCTi. «BUKOHaBCbKa ManCTepPHICTb noyva-
na TiCHO nepeniTaTUCs 3 aKTOPCbKOHO, a8 BUAOBULLHICTb CTasa 3anopyKoro YChiLlHO-
ro NpeAcTaBNEHHS eCTPAAHO-BOKANIbHOMO HOMEpa risAaLbKii ayautopii» (Mosrosuit
& Kegic, 2018, c. 443). KoHUepTHMM BUCTYNaMm criBaka He MoTpibHa sckpaBa edek-
THICTb UM HeopauMHapHa cueHorpadis, af)Ke BUKOHaBeLb Hajae nepesary «kjacuu-
HOMY» TUMY CLIEHIYHOT NOBEeAIHKN, KON FOSIOBHUIM akUEeHT npunagae Ha My3n4HuUin
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6ik KOMMO3KLiin. BokanbHa BNpaBHICTb, IKa NPOSABISETbLCSA Y BUKOPUCTAHHI PiBHUX
BOKasIbHUX MaHep, iIHTOHaLiMHIA TOYHOCTI Ta CTUNbOBIV BULLYKAHOCTI € JOMIHAHTHK-
Mu enemMmeHTamu Buctynis O. HymakoBa. BogHouyac He MOXHa KasaTu rnpo BiACYTHICTb
aKTOPCbKUX 3fi6HOCTel y BUKOHaBUs. O. YymakoB NposiBUB cebe K pexxucep, aktop
i npogtocep CTpivoK. PiBeHb NMOro akTOpCbKOI ManCTEPHOCTI AOBOMI BUCOKUN, axe
BiH BUKOHYBaB Pi3Hi posi — Bif, KOMeiHUX A0 CepNO3HNX NepCoHaxiB.

Moka3HMKOM BMCOKOrO piBHSA NpodeciiHOT MaikCcTepHOCTI crniBaka 6yB MOro ayeT-
HUI BUCTYN 3 NPOBIAHUM aMepukaHCbKUM cnisakoM Maiknom bontoHom 2011 poky
cnoyatky y MNonbuwi y micti 3eneHa lNypa, a Bxe noTiM y MockBi. 3ayBaXXvumo, Lo
0. YymakoB 6arato B YoMy Hacrigye Ti BoKasibHi Ta TBOPYi NPUHLMMM, WO NpuUTa-
MaHHi Marikny bonToHy. OCTaHHin He nuLle NoeAHYE BUKOHABCbKY Ta KOMMO3UTOP-
CbKY OiiNIbHICTb, @ N TaKOX BOJIOAIE YMMASIOKO YHIBEpCanbHICTIO Ta Hajae nepesary
coyn-cnisy. «Maiikn BONTOH CTaB CBOEPIAHMM CUMMBOJSIOM XaHpy Mon-pok-6anaau,
AIKUIA HabyB MOLLUMPEHHS B MY3WYHIl KYNbTypi OCTaHHbOI TPETUHU MUHYNIOrO CTONIT-
TA. Mloro BokanbHa MaHepa MoB'asaHa 3i CTUMICTUKOI Coyn-Myaukun. na BonToHa-
cniBaka xapaKTepHa yHiBepcasibHIiCTb, ilka NPOABASAETbCA Y 34aTHOCTI BUKOHYBaTH
SIK aKkaZleMivHi TBOpY, Tak i HeakaeMiuHi, BAKOPUCTOBYOUN Pi3Hi BOKasbHi TEXHIKU»
(lWnopTbko, 2020, c. 222).

Hapasi 0. HymakoB TakoX BUCTYMae He Nulle K BMKOHaBeLb, a i Ik apTMeHe-
IDKep Ta Begyuuii (MpautoBaB BeyuMM Ha LLOY, 30Kpema i Ha KOHKypci «HoBa XxBu-
ns»). «PoA3nHKOO» y 3arasibHiii KapTUHI TBopUux 3406yTKiB 0. YymakoBa € ioro go-
CAMHEHHSA Ha NiTepaTypHii MMCbMEHHULIbKIN HUBI, aZi)Ke YNPOAOBX OCTaHHIX POKiB BiH
CTBOPUB ABa poMaHu Ta HoBeny. MoAibHWIA piBeHb YHIBEPCanbHOCTI € TaKMM, Lo 6a-
raTto B YOMy nepeBepLUye 3406yTKU iHLINX CMiBaKiB, AKi KOHLEHTPYIOTLCS BUKITFOYHO
Ha BMKOHABCbKIN Aisi/IbHOCTI.

BucHoBkMu

OisnbHicTe 0. YymakoBa MOXe BBa)KaTUCSl TaKolo, WO Bpa)kae HaraToMaHiTHi-
CTIO TBOpYMX NposiBiB. CniBaubka Kap'epa rapMOHIYHO CMOJly4aeTbCS i3 KOMMO3UTOP-
CbKOK pO6OTO Ta MaWCTEPHICTIO apaHXXyBanbHuKa. 0. HyMakoB € TaKoX BeLy4uM,
NniTepaTopoM Ta aKTOpPOM. YCi Ui AKOCTI cBigyaTb NPO MOro yHiBepcasnbHIiCTb Ta BU-
cokuin npodecioHanisam. Ctunb komno3uuin 0. YymakoBa fae MOX/UBICTb Ka3aTu
Npo BMKOPUCTaHHSA Tpaguuin rocneny. JoMiHaHTHUMM HanpsiMmamu, B IKUX HanucaHo
noro nicHi, € daHkK, ¢’toXkH, non. BokanbHa MaHepa criBaka xapakTep13yeTbCs 3acTo-
CyBaHHA COyn-criBy. BUTOHYEHICTb apaH)XyBaHb i3 3a7y4YeHHSIM BE/IMKOro BUKOHaB-
CbKOr0 iHCTPYMEHTasnbHOro cknagy CBifyaTb MPO BUKOPUCTAHHA Tpaauuin My3uKu
epu cBiHry. Tak camMo Bif, CBIHM-CTUMICTUKN NOXOAATb TaKi pUCU KOMMO3ULIR, IK BUKO-
pUCTaHHSA 4)Ka30BOoi rapMOHil, NpogyMaHa niHisi 6ek-Bokany.
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OLEKSII CHUMAKOV'S CREATIVE ACTIVITY
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Abstract

The article analyzes various aspects of Oleksii Chumakov's creative activity. Oleksii
Chumakov’s activity can be considered as striking in its variety of creative manifestations. His
singing career is harmoniously combined with his work as a composer and arranger. The purpose
of the article is to identify the specifics of stylistic dimensions of 0. Chumakov’s work. The article
analyzes various aspects of 0. Chumakov’s activity, which impresses with the variety of creative
manifestations. The artist harmoniously combines the singer’'s career with composing and
arranging skills. The research methodology consists oftheoretical methods (analysis, synthesis,
generalization, biographical method), as well as empirical ones to observe the multifaceted work
of 0. Chumakov. The scientific novelty of the research is that the main features of 0. Chumakov’s
work are revealed, it is found out that the artist’s vocal skill is manifested in the use of soul singing.
The style of Chumakov's compositions makes it possible to use the traditions of the gospel.
The dominant directions in which his songs were written are funk, fusion, pop. Conclusions.
It is noted that singers, who combine performance with composing, arranging, working in
a recording studio, can rightly be considered professionals in their field. Having practical vocal
skills, the composer takes into account the technical capabilities of singers, trying to emphasize
their strengths. Oleksii Chumakov is also a presenter, writer and actor. All these qualities testify
his versatility and high professionalism. In the concert performances of the singer, there is no
bright effect or extraordinary scenography, because the performer prefers the ‘classical’ type
of stage behaviour when the main emphasis is on the musical side of the compositions. Vocal
skill, which manifests itself in the use of various vocal manners, intonation accuracy and stylistic
sophistication, are the dominant elements of 0. Chumakov’s performances.

Keywords: singer, soul, composer, creative activity, song, vocal, Oleksii Chumakov
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AHHOTaymnsa

Lenb wuccnepoBaHuMsa — BbIsiBUTb cneunduKy CTUIeBbIX acnekToB TBOPYeCTBa
A.YymakoBa. B cTaTbe aHanuMsupyroTCA pasHble acnekTbl geAtenbHocTu A. YymakoBa,
KOTOpas rnopaxaeT MHOroo6pasveM TBOPYECKUX MPOSIBAEHUA. APTUCT rapMOHUYHO
COYETAET NeBYECKYIO Kapbepy ¢ KOMMO3UTOPCKON paboTol U MacTepCTBOM apaHXMPOBLUMKaA.
MeTopfonorus uccneoBaHUsa 3aK/HOYAETCA B COYETaHWM TEOPETUYECKMX METOAOB (aHanu3a,
CUHTe3a, 0606LleHNss M 6Buorpaduyeckoro MeTofa), a TakKXKe 3MMUPUYECKUX, KOTopble
MCrnonb3oBaHbl ANs HabnoLeHWs 3a MHOrorpaHHbiM TBopyecTBOM A. YymakoBa. HayyHas
HOBM3Ha MWCC/Ief0BaHUA — BbISIB/IEHbl OCHOBHble MpU3HaknM TBopyecTBa A.YymakoBa;
BbIICHEHO, YTO BOKasibHOE MacTepCTBO XYAOXHWKaA NPOSBASETCSs B MPUMEHEHUMU COYN-
neHuns. Ctunb komnosuumin A. YymakoBa MO3BOSISIET MUCMONb30BaTb TpaguuuKM rocnena.
JOMUWHaHTHbIMW HanpaBieHUsIMY, B KOTOPbIX HaMMCaHbl €ro NecHW, ABNAIOTCA daHK, PboXH,
non. BbiBogbl. OTMeYEHO, YTO MeBLbl, 06bEAVHSIIOLME UCMONTHUTENBCKYHO AesiTeNIbHOCTb
C KOMMO3UTOPCKUM [efI0M, apaHXXMPOBKOW, paboToii B CTyAUM 3ByKO3anucu, MoryT no rnpaey
cuntatbcs npodeccuoHanamMum CBOero fAena. MMesi mpakTUyeckme BOKasibHble HaBbIKW,
KOMMO3UTOP XOPOLLO Y4YUTbIBAeT TEXHNYECKME BO3MOXHOCTM NEBLIOB, NbITAaeTCH NOAYEPKHYTb
UX CuSIbHble CTOPOHbI. A. YymMaKoB Takxxe iBASIeTCA BeAyLMUM, MTepaTopoM 1 aktepom. Bee
9TW KayecTBa CBUAETENbCTBYIOT 06 €ro yHMBepcasabHOCTU U BbICOKOM NpodeccroHannsme.
B KOHLEpPTHbIX BbICTYMNEHUsIX MeBLAa OTCYTCTBYeT sipkast ah(deKTHOCTb MM HeopAuHapHas
cueHorpadus, BeAb WCMNOMHUTENb MPEANOYMTAeT «KIaCCUYECKUM» TUM  CLEHUYECKOoro
noBefleHWs, KOrAa rNaBHbIA akUeHT MPUXOAMTCH Ha My3blKaslbHYyHO CTOPOHY KOMMO3WLMA.
BokanbHasfA CHOpOBKa, KOTOpas MpOsIBASETCA B MCMNOJIb30BaHWM PasfiMyHbIX BOKasbHbIX
MaHep, MHTOHALUMOHHON TOYHOCTM U CTWIEBOWN WM3bICKAHHOCTW, ABAAIOTCS AOMWHAHTHbIMU
3aneMeHTaMu BbiCcTynneHun A. YymakoBa.

KnioyeBble crioBa: neBeL,; COy/; KOMNO3UTOP; TBOPYECTBO; NeCHs; BoKas; Anekcer HYymakoB
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