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IHTEHOHIOHAJIBHO-KYJbTYPOJOI'TYHI ACHHEKTH
CTHUJIIO TINTINNABULI U TBOPYHOCTI APBO IIAPTA

CratTs npucBsiYeHa CTHIIIO tintinnabuli i TBOPYOCTI €CTOHCHKOTO KOMITO3UTOPA
ApBo llsapra. AKTyampHICTH IOCHIIKEHHS 3yMOBJIEHa HEOOXITHICTIO BHW3HAYCHHS
0COOJIMBOCTEW IMX SBHWIL, IXHBOI KyJbTYpPOJOTIYHOI MiAOCHOBH, MIO OAa€ 3MOTY
OXapaKTepU3yBaTH iX Y KOHTEKCTI MPOLeCyaIbHOro OyTTs €BpOIEHCHKOI KyIbTypH
Ta 3aKOHOMIPHOCTEH i PO3BUTKY B IHTEHI[IOHAIBLHUHA TEpioA  CTAHOBJICHHS
(xinenp XIX — moyarok XXI ct.). Mera crarti — aHani3 crumo tintinnabuli # TBOpYOCTI
ApBo Ilspra B KOHTEKCTI aBTOPCHKOi KOHIIEMIii iHTCHIIOHANIZMY KYyJIbTYpH
i MuCTEenTBa. 3aCTOCOBAHO TAKi METOAU AOCIIIKCHHS: KYAbMYPHO-ICMOPUYHUL — ITIS
posrisaay ctwmo tintinnabuli # TBopuocti ApBo [IspTa B KOHTEKCTI MPOIIECYaTbHOTO
OyTra €Bpomnelcbkoi KyJIbTypH B IHTCHUIOHAJIbHUH mepion ii CTaHOBJIEHHS,
npoYeCcyanbHO-CMpPYKmMypaibHull — 1J11 BA3HAYCHHS CTPYKTYPHOT TUHAMIKH 1 CMUCITIB,
SK1 3yMOBITIOIOTH PO3BUTOK MY3WYHOI KyNnbTypu XX — nouatky XXI cT.; nopisusiivruii
Memoo — IS aHaji3y My3MKH KOMITO3UTOPIB aBaHTapJHOTO HAmpsMy, BHUSBICHHS
BiIMIHHOCTEH Ta BU3HAYEHHS XapaKTePHUX pHC CTWIO tintinnabuli i TBop4ocTi ApBo
[lsapra; inmenyionanrbHo-Kynemyponoeiunuti — Juid BU3HAYCHHs 0a30BUX NPHHLUIIIB
IHTEHITIOHANI3MY, IO JAETEPMIHYIOTh iXHIN po3BUTOK. HaykoBa HOBM3HA poOOTH
MoJIsArae B pO3pOO0JICHHI HOBOT'O HANPsAMY JOCHIDKEHHS [UX SIBUIL, SIKUH 0a3yeThcs Ha
KyJILTYPOJIOTIYHI OCHOBI Ta aBTOPCHKiM KOHIEMIii I1HTEHIIOHATI3MY KYJIbTypH
i muctentBa. Crwip tintinnabuli % TBopuicTe ApBo [lspra BHPIZHSAIOTHCS
Ha/I3BUYAHOI0 OPHTIHAJBHICTIO. Y CydYacHIH My3HUHiNl KyJIbTypi aHAJIOriB LILOMY
CTWIIO, K 1 momiOHOI TEeXHIKM KoMIO3uili, HeMmae. BomHodac ctwib tintinnabuli
i TBopuicTh [lsipTa HE BUXOIATH 3a MEXI Ta BUPAXKAIOTh XapaKTePHHUH 3MiCT OyTTA
€Bporeiicbkol KyJIbTYpH B 3aKIIOYHUN — IHTEHIIOHATBHHUN — Mepioj i1 pO3BUTKY.
CBOEPIIHICTh IIMX SIBHI 3yMOBJICHA MOJICIIIOBAHHAM IHTEHI[l, CIPSMOBAHOI Ha
JIOCHIJDKEHHS 3BEPIICHOT0 KyIbTypHOTO (hOpMYBaHHsI Ha OCHOBI aKTyami3allii TaKux
0a30BUX MPHUHLMIIB iHTEHLIOHANI3MY: (EHOMEHOJIOri3MYy, MPOTHOCTUKH, a TaKOX
nepudepiitHOCTi, IHTPO-PETPO-CIEKIIii 1 KOMIUIALII, eKCTeHCIT y (eHOMeHONoT1uHI}
1 IPOTHOCTHYHIN IXHil HATOBHEHOCTI.

Knwwuogi cnoea: crwip tintinnabuli, ApBo [lapTt, KoHIENINs iHTEHIIOHATIZMY
KyJIBTYpH i MUCTELTBa, 0a30Bi MPUHLIMIH iIHTCHLIOHAII3MY.

Beryn. TBopuicTh BHAATHOTO €CTOHCHKOTO Komroszutopa Apso Ilspra
(map. 1938 p.) ympomoBxk 0araTbOX JECATHIITH BHUKJIMKAE HEAOUSIKE
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3alliKaBJICHHS IIUPOKOI T'POMAACHKOCTI, YOMY CHpPHUSIOTH JIE€MOKPAaTHYHICTh
HOT0 MY3HKH 1 chopMOBaHUN KOMIIO3UTOPOM OPUTIHAIBHHUH CTUIIB tintinnabuli.
Tpeba 3a3HaunTH, M0 OUIBIIICTH MPUCBIYEHUX KWOTO TBOPYOCTI IMyOmiKamii
IIOB’s13aHa 3 JIOCHIJKEHHSAM PO3BUTKY IEBHUX JKaHPIB €BPONEHCHKOT My3UYHOI
KyJbTYpH Ta aHaJi30M OKpPEeMHX HOro TBOpiB. I3 QyHHaMeHTaIbHUX Ipalb
BapTO Ha3BaTh KaHmumarchky mucepramito O. Tokyn (2010), a takox 30ipHUK
MarepiaiiB «ApBo [Lsapt: 6ecinu, gocmimkerss, po3aymu» (Apso [Lapt, 2014).

Bonnouac crae HeoOXiMHMM HE JIMIIE JOCHTIIKEHHS OCOOIMBOCTEH CTHITIO
tintinnabuli # my3uku Apso Ilapta, mo 3ycTpidyaemMo y OUIBIIOCTI MyOJTiKaIiH,
a BU3HAUCHHsI INIMOMHHUX ITIJOCHOB IMX sIBUIL. OYEBHHO, 1110 L{OIO HEMOXIIMBO
JOCATTH 11032 aKTYyaNli3alli€l0 MUTAHHS MPOLECYAbHOTO OYyTTS €BpONEHCchKOl
KyJbTYpH Ta 3aKOHOMIPHOCTEH 1i pO3BUTKY.

Merta cratTi nossrae B aHanisi ctino tintinnabuli # TBopuocti Apso [lspra
B KOHTEKCTI aBTOPCHKOi KOHIIEMIi I1HTEHLIOHAI3MY KYIbTYpU U MHUCTELTBA
(Omanacrok, 2018), mo mae 3Mory ineHTHU(IKyBaTH, y3aralbHATHA I OXapakTe-
pH3yBaTH 1Ii SBUIIA HA KYJIBTYPOJIOTTYHIH OCHOBI — Y KOHTEKCTI MPOLIECYATBHOTO
OyTTSl €BPONENCHKOI KYJIbTYpU Ta OCOOMMBOCTEH i pO3BUTKY B 3aBEpLIATILHUI —
IHTEHIIIOHATILHUI — Tiepiof] craHoBieHHs (KiHerpb XIX — movarok XXI ct.).

Bukian ocHoBHoro marepiaiay. Apo IIApT HaneXuTe A0 TUX MUTLIB,
TBOPYICTh SIKMX 3arajloM BHBYAETHCS 3 OIVIAY HA aBaHTapIHE MUCTENTBO JIPYroi
nosioBUHU XX — noyatky XXI cT., TOOTO MOBOEHHOTO aBaHTapLy, 1, NOYMHAKOYUH BiJ
cepeanu 1970-X pp., mocraBaHrapay.

Sk Bigomo, Ha Mexi 1960-x — 1970-x pokiB opieHTAallisl HAa BIJKPUTTS HOBUX
3aco0iB BUPA30BOCTI BUYEPITYETHCS, 1 KOMIIO3UTOPU-aBAHTapAUCTH MIOCTAIH Mepe]
HEOOX1/THICTIO 30BCIM IHIIIOTO MOMIYKY. 3 1bOro npuBoy Banentun CuibBecTpoB
(2011) 3a3Hauae, 110 B Il POKH KOMITO3UTOPHU-ABAHTAPANCTH (IEPEKUBAIN SIKYCh
(byHIaMeHTaIbHY KpH3y. B KOXKHOro BOHa IpOTIKana Mo-CBOEMY 1 CBOTO dacy...
Pymmnacs crina, 1mo BiJOKpeMIIIoBajia HOBY MY3HKY BiJl CTapoi... BUYepraHa 30Ha
HOBOI MY3HUKI» (C. 61-62).

Taxkum unHOM KiHelb 1960-x — mouarok 1970-x pokiB mocrae pydexeM, 110
pO3IiIsie My3UUHY KyJIbTypy XX CT. (YMOBHO) Ha JBi uionmHH. [lepia nos’si3ana
3 eKCIIEPMEHTOM, HOBAIlIIMH, BIIKPUTTAM 1 (OpPMYBaHHSAM HOBHUX CTHUIIB,
KOMITO3UTOPCHKUX TEXHIK; i1 IHTEHII1S] BUHUKAE Ha MOYaTKy XX CT.; BIJTOBITHO PyX
y TaKOMY MPOCTOP1 HACTYIHUX JECATHIITH OyB BU3HAYEHHH 1 HE BUMAaraB SIKUXOCh
KapJMHAJIbHO HOBHUX KpoOKiB. HaToMicTh KynbTypHHI NpOCTip, MOYMHAIOYM BiJ
1970-x pokiB, mocrae sk terra incognita, KOTpy KOXXE€H 3 MWTIIB MaB MPOUTH
CaMOCTIIHO, (hOPMYIOUH BIIOBIIHI KAHOHM CBOTO HOBOTO MHCTEIITBA.

HeoOxinmHO 3a3HauMTH, IO JAJEKO HE BCI KOMIIO3UTOPH-aBAHTapIHCTH
CIIPOMOTIVIMCSL Ha BIJIKPHUTTS HOBOI IepcrieKTHBU. YacTumu Oynu BUINAIKH, KOJIH
BOHM BUXOJWJIM 3 TIOTIEPEAHIX 3M00YTKIB aBaHTapHOI MY3UYHOI KYJIBTYpH, IO
B PI3HUI CMOCIO JIOMOBHIOBAIOCS TIEBHUMHU CTHJIHOBHMH IHTEHIIISIMH OCTaHHBOI

13



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

tperuan XX —nouarky XXI cr. TBopuicte ApBo Ilspra € mpukmamom TOrO,
SIK MUTEIlb BIIKPUBAE HOBUH NUTSIX 1 (POpMye TOBOJTI OPUTTHATBHUM CTHIIh TTMCHMA.

Komnosuropcebky misuibHiCTh A. [1pT po3nodnHae 3 aToHAIBbHOI Ta CepiiHOi
my3uku (Hexponoe — 1960, Perpetuum mobile — 1963, Ilepwa cumgonis,
«[Tomdoniunay — 1963-1964, Hiacpamu — 1964), 3romom BiH 3BEPTAETHCS
710 IPAaKTUKKA KOJAXy, IO ¥ Hajall YacTo MOEAHYE 13 CEpiiHOI0 TEXHIKOIO
(Konaxc mna memy B-A-C-H - 1964, [pyra cumbonis — 1966,
Pro et Contra, 1966, Credo — 1968). Ilicnsa anmpo6arii TeXHIKH KOJaxy, KOTPY
A.TlapT BH3Hauae sK CBO€piIHY (OPMYy «TpaHCILIAHTALI» MY3UYHOIO
Mmarepiajlly MUHYJIMX €[OX /0 IUIOIIMHU Cy4acHOi MY3UKH, BIH IEpexHuBae
KpHU3y, BOAHOYAC BiIUYBAIOYH, IO CTOITh «IIE€PEN SIKUMOCH BIIKPHUTTAMY,
sIK€ MOKHA Ha3BaTH «HOBUM rovyaTkom» (Pectanno, 2014, c. 47). Kommosurop
BUBYA€ CTAPOBUHHY MY3HKY, 30KpeMa TPUTOPIaHCHKHUIA XOpall, CepPeIHbOBIUHY
nonioHito, MpaBOCIaBHY JITYpridiHy My3uky Tomo. Bce me i mpusBeno
10 BigKpUTTS B 1976 p. HOBOTO CTHIIO — CTIIIIO tintinnabuli (3 maT. A3BIHOYKM)
Ta 10 GopMyBaHHS HOBOI 1 HAMPOUY]T CAMOOYTHBOT KOMIIO3UTOPCHKOT TEXHIKH.

OckinpkM  pakypc TeMH CTaTTi mependavyae  IHTEHIIOHAIBHO-
KYJIBTYPOJIOTIYHANA acleKkT, MOTPIOHO Tepen aHali30oM CTWIIO tintinnabuli
i TBopuocTi  A. [Isapra OKpecnuTH BUXIAHI TO3MII aBTOPCHKOI Teopii
IHTEHIIIOHAJII3MY KYJIBTYpH ¥ MHUCTEITBA, CMHUCIIOBI 3aca il sIKO1 OOTPYHTOBaHI
B HU3II MyOJiKaIlii.

1) B 0CHOBI KyJIbTypH JIEKUTh MIEBHA IHTEHIis], 1110 30€piraeTbcs BIPOIOBK
il pO3BUTKY, BUKOHY€E (DYHKIIIIO CMHCIOBOI MPOrpaMu Ta 0OYMOBIIIOE 11a0Ii
ii OyrTa. 2) CTaHoBieHHs €BpONEHCHKOI KyJIbTYpPH KpHCTaNli3ye€ YOTUPU
nepiogu: cumBosiyHuil  (CepennpoBiuus, Binpomxkenns, V —XVlIcr.);
knacuunuid (HoBuii wac, [IpocsitHunrBo, XVII — XVIII c1.); pomanTuuHuit
(xynpTypa XIX cT.); iHTeHIioHanpHUM (kiHenb XIX — mowarok XXI crt.).
KoxeH 3 HuxX nependavae yHIBEpCcalilo — «HAJACTPYKTYpPHY 1 MO3aCTPYKTYpHY
3aaHicTb», «mnepBUHHY Mozaenby» (O. JloceB), sika nerepmiHye Oyab-sKi
KYJIbTYPHO-XY/0KHI ¥ CTHJIbOBI SIBUIA BIANOBIHOTO IIA0s KYJIbTYpPHOTO
po3BUTKY. 3) YV 3aBeplIanbHUN MEpioj] CTAHOBJIECHHS KYJIbTYpU KYyJIbTYPHO-
XYJIOKHI SBUIIA 3YMOBJIEHI 3MIHOIO JMHAMIYHOTO Ba)KeJsl HA €KCTCHCUBHHM,
dbopMyBaHHSAM y ii MpoOCTOpl IHTEHIIOHATBHOI peduieKcii, 10 MOJEINIE
BiMOBiAHI MpuHIMNU (0a30Bi MPHUHIIMIIK 1HTEHIIIOHATI3MY), CMHUCITU (1IHTEH-
[[IOHAJIbHO-KOHOTaTUBHI CMHUCIHM) Ta OOYMOBIIOE€ BIAMOBIIHUNA — I1HTEH-
[IOHATBHUN CTHIIb KyJbTypHOro OyTTs. 4) I[HTeHuioHanbHa pediekcis
KyJIbTYpU Tmependadae 30CepeKeHHS Ha 3BEpUICHOMY OyTTi, OINEpyBaHHS
cOpMOBaHUMH Ha TOMNEPEAHIX IAOIAX PO3BUTKY SIBUILAMH W CMHCIAMH.
VY takuii cnoci® BiaOyBa€eThCS AOCHIKEHHS KYIbTYPOIO MPOIIEHOr0 MUIIXY
Ta IPOEKTYBaHHS 1i MOXIIMBOrO MalOyTHbOTO cTaHOBIeHHS. 5) ba3osi
NPUHIUIK 1HTEHIIOHATI3MY — €KCTEHCIi, IHTPO-peTpO-CHeKIiT i KOMITUJIALII,
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nepudepiiHocTi, (EHOMEHOJIOTI3MY, IHJAETepMiHi3My, abayKumii, MporHOC-
TUKU — Ta BIAMOBIIHI 1HTEHI[IOHAJbHO-KOHOTATUBHI CMHCIU KOHKPETHU3YIOTh
3MICT 1HTEHIIOHAIBbHOI pedieKcii, aKyMylloud B CO01 Ta BHPaKaIOUYH
XapaKTepH1 TEHACHIII PO3BUTKY KYJIbTYPHO-XY/I0KHIX MPOIIECIB, OXOILIIOI0YN
PI3HOBEKTOPHICTh IXHBOTO CIPSMYBaHHS, MO3UTHBHI M HEraTWBHI aCHEKTH.
6) B 3aBepimanbHuii TIepioJl CTAHOBICHHS KYyJIbTYPH MHTELb Y3arajJbHEHO
BHUPAXKa€ 3MICT OJTHOTO 0a30BOTI0 MPUHIIMITY IHTCHIIIOHAI3MY a00 K KUIbKOX
NPUHIUIIB Y XapaKTepHiI Ta iepapxXiuHiii (y TBOPYOCTI MHUTI) JAHOCTSIX
(Omnanacroxk, 2018).

Posrnsmemo ctunp tintinnabuli, ¥ioro Bu3HAuYeHHS B MYy3UMKO3HaBUil
JiTepaTypi, JOMOBHEHHSM YOrO € XapaKTepHucTuka 1poro siBuia A. [Taprom,
110 BUOY/Ty€ OCHOBY JIJISl IHTEHIIIOHATBHO-KYJIBTYPOJIOTTYHOTO aHATi3Y.

Sk 3a3Hauvanocs BUIIe, CTHIb tintinnabuli 3yMoBIeHHMI 3BepHEHHAM
710 1aBHBOT MY3HKH, CEpeIHbOBIUHOI MOJi(OHIi, MPAaBOCIABHOI JIITYPTiKH,
rpuropiancekoro xopainy. B inTeps’to A. [lspt (2014) 3a3Hayae, 1m0 HaBiTh
BUIAJKOBE «y JEKUIbKa CEKyHI» 3HAllOMCTBO 13 TPUTOpPIaHCHKUM XOPaloM
BIIKPWJIO Ui HBOTO HEBITOMMH CBIT, «... 0e3 rapMmonii, 6e3 purmy, 0e3
KOJIOPHUTY, 0€3 OpKEeCTpOBKH — 0e3 ychoro. B 1eli MOMEHT 51 3p03yMiB, SIKOTO
HanpsiMy MeHi Tpeba Tpumarucs...» (Pecrampo, 2014, c. 37-38). Iareniis
KOMITO3UTOpA CIIPSIMOBYETHCS 0 MPOCTOI MENOIT, «sIKa )KUBE i TuXae» B HOTO
Jyuri, 10 aOCOMIOTHOT MOHOJII, O YMCTOTO TOJIOCY, «3 SKOTO HApOJKYETHCS
Bce...» (Pecranbo, 2014, c. 50).

JlomoBHIOE 10 AYMKY KOHcTaTailis Takoro: «Ctwib tintinnabuli ITspra
BUXOJIUTH 13 TPUTOPIaHIKH, YKOPIHEHUH y €BpONMENChKiil Tpaaulii epKOBHOT
my3ukH...» (TokyH, 2010, c.22). Bognouac ctunb tintinnabuli Bu3Ha4arTh
HOo-pi3HOMY. 3BEpPTalOUM yBary Ha paHHI TBOpH, YKa3ylOThb Ha MiHIMali3M
(Karynsu, 2007; Krorepsa, 2003; Xomomoma, 2015), ecrteTuky «HOBOT
npoctotu» (Casenko, 1991).

CrBep/uKyeTbes, IO «... tintinnabuli — me Hacammepen @inocogis
meopuocmi 11apTa, HEpO3pUBHO MOB’s13aHa 13 PLITIOCOPCHKOIO 1 GOTOCIOBCHKOIO
TPaJHUIII€I0 TIPABOCTAB’S. .. »; 1[0 TepMiHOM tintinnabuli «... MOKHa BU3SHAUUTH
cTuiab y TBopduocTi Ilspra moumHarouu Big 1976 poky»; 1O 1e TMOHSATTS
BU3HAYAE «... MEPCOHANbHY aABMOPCbKY mexuiky Ilapma. Y MHPOKOMY
ceHcl TexHika tintinnabuli € cucmemoro  komnosuyii, CHUPSIMOBAHOIO
Ha 27100anbHy pedyKkyilo My3WYHHX 3ac00iB Ta IXHIO CyBOpY OpraHizaliio...»
(ToxyHn, 2011, c. 225-226).

[ITomo 6a30BuX MO3UIlIH CTUIIO tintinnabuli HaroJOMIyETHCS HA BATOMOCTI
MIOIIYKY €OUHO20, «... MOKJIMBHX ITiIXO/IB JIO HHOTO», HA TOMY, III0 «T€Ma
€HOCTI... TIOB’S3aHAa 3 €TUYHUM ¢ eCTeTHYHMM MOTHMBOM IOLIYKY
JOCKOHAJIOCT], ... TEOJIOTITYHMM IIOIIYKOM OO0XECTBEHHOI0»; Ha BaroMoCTi
ONOpPH Ha OJHOMY TOHI, OJIHOMY 3BYIIl UM KIJbKOX 3BYKax; Ha Hamarassi
BHUPA3UTH 1 «ITPOJICMOHCTPYBATH “‘€TMHE” B PI3HOMY BUTJISAII», HA TPAKTyBaHHI
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TEKCTYy SK CTPYKTYpHO-3MICTOBOi (OpMYIM MY3W4HOI MaTepii (meBHOL
My3UYHOT KOMIIO3HIIii, OCHOBaHOI Ha nboMy TekcTi) (bpaynaiic, 2014, c. 129,
130, 134, 137, 140, 143); na Ga3yBaHHI HAa MOJATBHIN TEXHIII, IO CTOCYETHCS
1 J1amoBOi OCHOBHM, 1 IHIIMX 3ac00iB BHPA30BOCTI (Hacammepen MENIOAUKH,
rapMOHIi Ta pUTMIKH) TOIIO.

Ha nymky neskux aBTOpiB, CTWIIB tintinnabuli, 3 04HOTO OOKY, «... BaXKO
HiAIaeThes aHaMi3y U Kimacuikaii 3a 10MOMOro0 HasiBHOTO MY3UKO3HABYOTO
IHCTpYMEHTapito», a 3 IHMIOTo — «... HamMaranus HaBicuTH Ha cTUJIb tintinnabuli
APIUKA  “MIHIMQJIICTHYHOI MY3UKH’, “HOBOi MPOCTOTU”’, ‘“‘CakpaibHOTO
MiHIMaJII3My”... HE JOMOMOTJIM BIIMCATH 1€ SBUIIC B ICHYIOUHMH MY3WYHUN
nanamadt» (Kapema, 2014, c.197). OnHo3HauHMMH € ¥ TBEpIKCHHS
A. Ilapta (2014): «... st MOiX TBOpiB y cTui “tintinnabuli” gakTuyno 1mIE HE
CKJIAJIacs aHANITHYHA TPAIWINS... TCOPETHYHA YaCTHHA, sKa Maja O Cympo-
Bo/kyBaTH ii (My3uky A.Ilspra. — O.Q.), D0cTaTHROIO MIpOIO MIe HE
po3pobaena» (Pecranpo, 2014, c. 91).

[Togani nuTaT 1 BU3HAYCHI XapaKTEPHI PHCH CTHIIO tintinnabuli garoTh
miicTaBy Uil TAKMX MipKyBaHb.

[Tounnaroun Bix cepeauau 1970-x pp., TBOpuicTh A. Ilspra HemopeuHO
CIIBBITHOCUTH 3 MiHiMani3MoM. [lo-mepmre, ctuip tintinnabuli € nmepcoHab-
HOIO TexHikow [lsgpra, sika HE 3aCTOCOBYEThCS IHIIUMH KOMIIO3UTOpaAMHU
3 MPUYMHA HEMOXJIMBOCTI SKOTOCh 1HIIOTO paKypcy icHyBaHHs tintinnabuli.
[To-npyre, dpitocopcrko-TEONOTIHHO-ECTETUYHA TT1TIOCHOBA CTHIIIO tintinnabuli
3MIHIOE TIOMEpeH] Mo3uIlii. Biarak Ti eneMeHTH 4M BUNAIKU, Koiu [lspt
3BEpPTAETHCS 10 MIHIMAIICTUYHOI TEXHIKHM, 3a3HAIOTh TpaHchopmarlii, IXHil
3MICT 3HAQUYHO PO3MIMPIOETHCS 1 BIAMOBIIHUM YHHOM KOHIIETITYalli3y€ThCSI.

Hanucani Ha ocHoBi ctumio tintinnabuli TBopu A. Ilsipra He MokHa
po3risgaTH 1 B KOHTEKCTI HeocTwiiB. O4eBMIHO U Te, MO0 HOro MY3UKY
HEJOPEUHO CHiBBIIHOCHTHU 13 MIOCTMOJIEPHI3MOM, SIK 11€ 3yCTPIYa€eMO B JAEAKUX
nyomikarisx (LBeup, 2012), mo3asik ecreTuka cTudiro tintinnabuli 6a3yeTbcs Ha
iHII# ocHOBI. BogHouac 1eit ctuib 1 TBopuicTh [IsspTa MoKHA CHiBBIAHOCUTH
3 HeopoOMAaHmusMoM, SIKUA € TPOBIAHUM HANpsSMOM MY3UYHOI KYJIbTYpH
ocTaHHbO1 TpeTnHH XX — nodatky XXI cr.

3rigHO 3 KOHIICMIIIE€I0 1HTEHIIOHANI3MY KYJIbTYPH M MHCTEILTBA, y 3aBEp-
MIaJbHUNA — IHTEHIIOHAIBHUN — mepio]l €Bponelcbka KylbTypa KpUCTaJIi3ye
YOTHPH 111a0J1i CBOTO PO3BUTKY: IHTEHIIOHAJIbHO-CMHUCIOBUHN (KiHenp XIX —
noyaTtok XX CT.), IHTEHI[IOHAJbHO-1IeHTHYHUN (cepennHa XX CT.), IHTEH-
nioHanpHO-AuHAMIYHUi  (1970-1990-1 pp.),  iHTEHIIOHATBHO-QYHKIIHHUI
(xinernp XX — mouatok XXI c1.) (Onanaciok, 2018).

VY 3B’s13Ky 3 M 1960—1970-1 pp. 1OLIIBHO CHIBBIAHOCUTH 31 3MIHOIO (a3
PO3BHUTKY: IHTCHI[IOHAJIILHO-1ICHTUYHUI €Tam 3MIHIOETHCS 1HTEHIIIOHAIBHO-
JUHAMIYHUM, O3HAKOI0 SIKOTO € POMaHTH3allis 1HTEHLIOHAJIbHOI peduiekcii
KyJIbTypH. TOOTO B I1i pOKH MOMNEpEIHE CTAHOBIICHHS B MEXaxX 3aBEpIIAIbHOTO
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nepiony KyJabTypu NMEPEeXOAWTh Ha JUHAMIYHUN Ta (YMOBHO) POMaHTHYHUUN
piBeHb  poO3BUTKY. Ha  uerBepromy 1mabii  KyJabTypa  MOBHICTIO
HiANOPAIKOBYETbCS TPUHIMITY €KCTEHCii, BOHAa 1Ime OUIBIIOK MIpOIO
CHpsSIMOBaHA Ha JIOCIIKEHHSI TIONEPEIHBOTO Ta MPOEKIII0 MOXKIMBOTO HOBOTO
PO3BHUTKY, BIJMOBIIHO M€ OUIBIIOT 3HAYMMOCTI HaOyBa€ IHTEHIIIOHAJIbHA
pedaekcis (KyabTypH), sKa 1HIIIIOE 30CepEHKCHHS Ha 3MICTOBUX MOMEHTaX
3BEpIICHOT0 CTAHOBJICHHS, Y TOMY YHCIII M TUX SBUIAX, SIKi IPUHAIEKHI IIbOMY
(3aBepIIAIbHOMY) TIEPi0Ty, BKIFOUAIOYH i aBaHTapIHI 3100YTKH.

Sxmo B 1960-x pp. TBOPYICTh KOMITO3UTOPIB-aBaHTAPIUCTIB MPOIOBXKYE
PO3BHBATHCS Ha OCHOBI IOIIYKYy HOBHUX 3aco0iB BHPA30BOCTI, TO B KIHIII
1960-x Ta ocobmuBo B 1970-x pp. My3uka nepedyBae IiJ BIUIUBOM IHIIOL
KYJBTYpHO-CTUJIBOBOI CHTYaIlil, IO MOXXHA TMOSICHUTH NOOGIUHOW HI€I0
IHTeHLIIOHATBFHOI peduiekcii: 11 1-a ais BU3HAYAE 3MICT 3aKJIIOYHOTO TEPioay
€Bponeicbkoi KyIbTypy B IIUIOMY, TOA1 SIK 2-a 3yMOBIIIOE€ PO3BUTOK CaMOT0
3aBepIIabHOrO mepiony B 3-if 1 4-if ¢azax ioro cranosieHHs (OmnaHaclok,
2018). Teza @. TroTueBa «MBbICIIb U3pEUEHHAS €CTh J0XKb» (BipiI «Silentium» —
«MoBuaHHs») sSKHalKpallle BUpPaKae 3MICT 3a3HayeHoro. B 1eil yac my3uka
nocrae nepes (hakToM 3aBepIIeHHs TOHUTBY 32 HOBUMH 3aC00aMU BUPA30BOCTI
Ta HEMOXJIMBOCTI BIEBHEHO BECTH MOBY MO CEpHO3HI pedl Ha 11 OCHOBI.
Binrak Ha «IIpUTIYyIIEHUH TOHY 3BYYaHHS IEPEBOAATHCS BIIKPUTI aBaHTapI0M
HOBi 3acO00M BHMPa30BOCTiI 1 3MOJY/IbOBaHI Ha MLi OCHOBI MY3WYHI TBOpPH.
3HAYHOIO MIPOIO 1€ CTOCYETHCS ¥ 1HIIMX CTUIHLOBUX TEHICHITIN.

S0 OUIBLIICTE  KOMIIO3UTOPIB-aBaHTAPJAUCTIB, <IIPOOMBLIN CTIHY»
1960-x — 1970-x pp., po3BHUBaiacs B pycii HEO-, OJi-, TOCT-, KBa3i- CTUIbOBUX
SBUII YU TMOCTMOJIEPHUX TeHJEeHLiH, To A. IlapTy Bhamocs «poOUTHCS»
110 BUMIpPY, KU MOTpeOye 1HIIO0T BU3HAUEHOCTI Ta XapaKTEPUCTUKH.

3’saCcyBaHHS  IHTEHIIOHAJIbHO-KYJIbTYPOJIOrIYHOT  MIOCHOBH  CTHUJIIO
tintinnabuli # TBopyocTi A.Ilspra morpeGye BHUCBITIEHHS 3MICTY IXHBOI
1HTEeHI[1. AKTyaJlbHUMH CTalOTh MUTAHHS: Ha 1[0 CIPSIMOBAaHI IIi sSBHUINA?; 1110
BOHM BHpaXKaloTh, OEpydyd /10 yBaru OCOOJUBOCTI MY3MKH B 3aBepIIaIbHUNA
nepioj] po3BUTKY €Bponerchkoi KyabTypH, TOOTO KOJIM BOHA CIpPSMOBaHA Ha
JOCTIIPKEHHS CBOTO 3BEPIIEHOTO OYTTS?

Pamku cTarTi HE Jar0Th 3MOTH IPOAHAI3yBaTH 3HAYHY KUIBKICTH TBOPIB
KOMITIO3UTOpa, HAa OCHOBI 4YOro i MOXHa pOOWUTH BIANOBIJHI BHUCHOBKH.
Bonnouac 3a3HaueHe BWINE ~ CIOpPHUsS€ 3’SCYBaHHIO  1HTEHIIIOHAIBHO-
KYJIbTYPOJIOTIYHOT MiJOCHOBU cTWio tintinnabuli i1 TBopuocti Apso [lapra
y Takuii crnocio.

Crunp tintinnabuli 1 TBOpuicts A. IlspTa Bin0oOpaXkaroThb PO3BUTOK
€BPOMENCHKOT KYJIbTYpH, 3MICT SIKOTO BHUPAXalOTh Taki 0a30Bi HpPUHIMIN
IHTEHIIIOHATI3MY: (heHoMeHON02i3MY, NPOCHOCMUKU, 1O STKUX MOXXHA JTOJAaTH
NPUHLNIN nepugepitinocmi, 4aCTKOBO IHMPO-pempo-cnekyii i Komninayii,
excmercii y PEHOMEHOJIOT1UHIN 1 IPOTHOCTHYHIM iXHI! HAITOBHEHOCTI.
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Bxe rosopmiocs, mo A. Ilspr po3mnourHae KOMIOHYBAaTH MY3UKY Ha
ocHoBi noxaekadonii. [le mo3Haumnocs Ha CTPYKTYpHIA BUSHAYCHOCTI MY3HKH,
o mepeaye CTwiro tintinnabuli, 1 TBOpax, HamMCaHWX Ha #oro, tintinnabuli,
ocHoBi. [Ioka30BOIO € pemMapka aBTOpa IIOAO TBOPY Ui (GOpTEmiaHO, XOpy
it opkectpy Credo (1968): «... Sl cTpykrypyBaB nojnekadOHHY OCHOBY TaKUM
YUHOM, 1100 KBIHTOBI IHTEpBaJIH (A 11¢ HANOUIBII YUCTHI 1 HEBUHHUN THTEPBAI)
CJIITyBaJIM OJIMH 33 OJTHUM, 1 TaK J1aji, i Tak JaJi, 10 MaKCUMaIbHO MOKIIMBOTO
OpPKECTPOBOT'O PO3TOpPTaHHSI». A TaKOX 3ayBaxXeHHS 10 (OpTemiaHHOI I’ €CH
Hns Aninu (1976): «Fiir Alina — mos niepra po6ota B ctuii tintinnabuli, mpore,
HE3BAKAIOYM Ha 1€, BOHA TAaKOX JIOCHTh pAalliOHAIBHO CTPYKTypOBaHA...»
(Pecranno, 2014, c. 48, 61).

Amnanoriune konctarye Caame Kapema (2014): «3 omHOro OOKYy,
dopmoTBOpeHHsT B CTWiai tintinnabuli 0a3yeTbcs Ha TpUHOUNAX —cepii,
3 IHIIIOTO — caMa cepis IHTOHALIIIHO KOPIHUTHCS y IPUPOIHINA OJaro3By4HOCTI
niatoHiku» (c. 199). BinmzHavaroun 0cOOJMBOCTI €CTETUYHUX ACIIEKTIB «HOBOI
npoctotu» My3uku A. [lspra, Citnana Casenko (1991) naromnourye Ha Tomy,
II0 €CTOHCHKUN KOMITO3UTOP (DaKTUYHO NMEPEHOCHTH TEXHIKY POOOTH 13 Cepi€io
Ha TiepenOadeHui ctwieM tintinnabuli «vomameHui Marepiam» (c. 19).
Lle MOXHa PO3TIAIATH K PO3BUTOK M0JIeKa(OHHOT TEXHIKM B HOBUX YMOBaAX,
a TaKOXK CTBEpPIKYyBaTH, 110 TBopuicTh A. Ilspra B mpomy crtuii ¥ Hajgami
3aJIMIIAETHCS B TIOJ1 aBaHTapIHOI My3UYHOI €CTETHUKH.

3aMUCIMMOCS HaJ MUTAHHSIM: IO € BU3HAYAJIBLHUM Yy TEXHIIl KOMITO3HIIIT,
noOyoBaHii Ha OCHOBI J0JekadoHii? O4eBUIHO, IO OCHOBHUM € MPUHIUII
Bi0opy — Bi100py 3BYKIB JUIs JOPMYBaHHS cepii 1 TAKOTO X BiIOOPY MY3HUHO-
PUTMIYHHUX CTPYKTYp cepii sl MOIETIOBAaHHS My3UUHOTO TBOPY.

3 ornAny Ha My3udHy KynbTypy XX — nodatrky XXI ct. MokHa Ha3zBatu
KUJIbKa IMEH KOMIIO3UTOPIB, SIKI CTBOPHJIM OPUTIHAIbHI TEOPETHYHI CUCTEMH,
10 CTaJId OCHOBOIO iXHBbOI MY3MYHOI TBOPYOCTI Ta B SIKHX YMHHHUK B1IOOpPY
BiJIiTpa€ BaXXJIUBY pOJib. Y LIbOMY 3B’SI3Ky BapTO Ha3BaTH pi3HI TEOPETUYHI
npaui ApHonbaa IllenGepra, B SKUX BHU3HAYAIOTHhCS 3acaau AoiekadoHii,
«KepiBaunrso 3 komno3uuiin» (1937-1940) [Mayns Naaemita, «TexHiky Moei
My3u4HOi MoBH» (1942) Onis’e MecciaHa.

3 ogHOrO OOKY, MPUHIUI B1IOOPY CBIAUUTH MPO MParHeHHs OpraHi3yBaTH
MY3UYHHH Matepiaj, a 3 IHIIOr0O — YKa3ye Ha MOIIYK KOMIIO3UTOpaMHU
0asxcano2o pakypcy cnocmepexCeHHs U UPAaMCeHHsi XY00HCHb020 00pa3y Ha
OCHOBI BiJlIOpaHuX 3ac001B My3UYHOI BUPA30BOCTI. 3BICHO, MPUHIIUI BiIOOPY
BMy3ulli XX — moyarky XXI cT. BiApI3HSE€TbCA BiA MOAIOHOT NPAKTHKH
HoTepeHIX Mepio/iB CTaHOBIEHHs €BporneichKoi KynbTypHu. BogHouac Bioip
SK SIBUIIE ¥ XyA0XKHIA NMPUHIIMIT BU3HAYAETHCS CIIEU(DIKOIO MPOIECYaTbHOTO
OyTTS KyJnbTypu. SKIIO B CHUMBOJIYHHUI, KIACMYHUN, 3HAYHOIO MIipOIO
POMaHTHYHHM eTar BiaOip (BipHILIE — aKTyani3alis 00OpaHuX KOMIIO3UTOPOM
3ac00iB MY3WYHOI BHUPA30BOCTI Ta iXHE 3BEACHHS JO TIIEBHOI CHCTEMH)
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3YMOBJIEHUH HPOEKTHBHOIO ()OPMOIO CTAHOBJECHHS, TO B 3aBepllajbHUN
(1HTEHITIOHAIBHUH ) TIEP10]] BIH i AMOPSIAKOBYETHCS IHTCHIIIOHATBHIN peduiekcii
KYJBTYPH Ta BUKOHYE 1HCIIEKIIIHY POJIb.

Kounu B po3pi3i 3a3Ha4eHOro po3riisiHyTH TBopUicTh A. [lsapTa, mocrae Taka
KapTuHa. 1) ECTOHCBKMII KOMIO3MTOp HE CTBOPIOE TEOPETHYHOI Iparl,
BOJHOYAC CTWJIb tintinnabuli mepenbadae TeBHI TNpaBuiia, HABITH CYBOpI
NPUITUCH IOAO KOHTPAIYHKTY ¥ MOJENIOBAHHS MY3MYHOI KOMIIO3MIi, 110
MO3HAYAETHCS HAa CHUCTEMHOCTI Iboro ctuito. 2) [Isaprt 3opieHToBaHuii Ha
oOMexeHe KOJIO 3ac00iB My3MYHOI BHPA30BOCTi, 3MICT SKHX BH3HAYalOTh
CepeIHbOBIYHA TOTI(OHIs, TPUTOpiaHiKa, JITYpriiHa My3UKa, 110 CBOEPITHUM
YHHOM 1HCHEKTYETbCA (IOCHIIKYEThCA) HAa OCHOBI TEXHIKM aBaHTapay.
3) llnsxoMm BigOOpy CTHILOBHX 1 My3UYHO-BHPA30BUX EIEMEHTIB KOMIIO3UTOP
EeMITIpUYHO 3HAXOIWTh BIAMOBIAHY Ui CBOTO CBITOTJISLY MEPCHEKTUBY
My3u4HOi TBopuocTi. 4) Sk B OmniB’e Mecciana, Tak 1 B ApBo [Lsapra Biabip
MY3UYHOI'0 MaTepiay nepeadoadyae 1yXOBHO-TEOJIOTTUHO-€CTETUYHY OCHOBY Ta
KOHIENI[iiiHy BMOTHBOBaHICTh. 5) [IApT oOMpae 3a OCHOBY CBOEI MY3HKH
TIaTOHIKY, TPOCTI MY3W4YHI CTPYKTYpH, TOII SIK TBOPYICTh YKa3aHUX
KOMITO3UTOPIB IPYHTYETHCS HA aBaHTapIHINA €CTETHIIl, [0 3YMOBJIICHO IXHBOIO
INPUHAIEKHICTIO 10 MepioJly MPOEKTUBHOIO CTAHOBJIEHHs aBaHrapay. 6) Ha
OCHOBI 3a3HaueHuX no3uuiil IIapT cTBOprO€ Hampouys OpUTriHAIBHUHA CTHIIb
tintinnabuli Ta popmye OCHOBU CBOET My3UYHOT TOCTUKH.

Boanouac ctuis tintinnabuli # TBopuicTs A. TlsipTa mpuHanexHi MpoCcTopy
€BpOIENUCHKOT KYJIbTYPH 1 CBOEPIIHO BHUPAXKAIOTh 3MICT 1 CTaHOBJICHHS
B 3aBepILIAIbHUI Mepioj] pO3BUTKY. 3BaXKal0OUM HAa BU3HAYEHI BUIIE XapaKTepHI
JUISE IoTO0 TBOPUYOCTI MPOBiAHI 0a30Bl MPUHILMUIK IHTEHI[IOHATI3MY, MOXHA
KOHCTaTyBaTH TakKe.

Crunp tintinnabuli 1 TBopuicTh A. [lgpTa crnpsMoBaHi Ha NIparHEHHS
3’acysamu cymv (yMOBHO) MY3UKH B ILUJIOMY (akTyalbHUM € HPUHIUI
deHomeHonori3my): a) tintinnabuli nocrae gk «dinocodis TBopuocti Ilsapray,
0) BU3HAYAJIbHUM € NOWYK €OUHO20, TIOKIIQJIGHOTO 32 OCHOBY Bchoro. Ilsapr
(2014) 3a3nauvae: «... o € ne eaune, sk 3HAUTH 10 HBOTO MiAXiA? [CHYIOTH
0araro JIMKIB JOCKOHAJIOCTI: BCE HEMOTPIOHE MOMUIIAETHCSA. YUMOCH To11I0HUM
e ctunb tintinnabuli» (Kapema, 2014, c. 199-200). IlikaBuii pakypc momo
CKa3aHoro BijkpuBae 3ayBakeHHs ['eopra Ilemerica (2004), a came: cTWIb
tintinnabuli i TBopuicTh [1sipTa € «... MPOPUBOM 10 HOBOT €CTETHKH, /10 HOBOTO
po3yMiHHA MYy3UKN» (C. 153). Ante B 4oMy MOJISITa€ 3MICT IIBOTO MTPOPHUBY, SKIITO
KOMIO3UTOp Oepe 3a OCHOBY JaBHIO i 3arajibHOBIIOMY MY3UKY?

Hamaratounch MOSICHUTH CYTh 1 BIIMIHHICTh MPOEKTUBHOTO CTAHOBJICHHS
BiJl PEIIIKaTUBHOTO, aBTOP CTAaTTi y cBOili MoHorpadii (Omanaciok, 2018)
3BepHyBcs a0 migpydHuka Irops Crmoco6ina (1980) «Mysuuna dopmay,
y SKOMY BH3HAY€HO II'SITh OCHOBHHX NPWHIMITB PO3BUTKY MY3HYHOTO
marepiany: IOBTOp, 3MIHEHHH TIOBTOp, pO3pOOKa, IMOXiTHUH KOHTPACT,
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KOHTpacT 3ictaBiieHHs (c.43). Komm ix mnpoaHamizyBaTu B KOHTEKCTI
dbyHIaMEHTAIbHUX O3HAYeHb — MOYaTKy I 3aKiHYeHHs, AMHAMIYHOTO Ta
€KCTEHCUBHOTO, IPOSKTUBHOTO 1 PEIUTIKATUBHOTO, OUYEBUIHUM CTa€ TaKe.

[ToBTOp y nuHamiuHii ¢a3i nepeadavae MPOSKTUBHY OCHOBY, PO3BHUTOK,
TOI1 SIK y IPYroMy BHNAIKY (3aKIHUEHHsI, EKCTCHCUBHUH TUIaH) BiH YK€ HE Ma€
MOTEePEAHHOT0 3HAYEHHS, 1110 CBIAYUTH PO CHaJl IHTEHCUBHOCTI, OCTa0IeHHS
dakTOopa HOBOI SIKOCTI, «TYMIFOBAaHHSI» HA MICI, TMO3asiK aKTyasiarlis
1 BTUIGHHS CMHCJIOBUX O3HAa4€Hb BIJNOBITHOTO sBHUINA 0a3ylOTbCs Ha
pEIUTIKaTUBHIN OCHOBI Ta 3BepiieHoMy OyTTi. Te caMe CTOCyeThCsl 3MIHEHOTO
MOBTOPY, PO3POOKH, MOX1THOTO KOHTPACTY, KOHTPACTY 3icTaBieHHs. [Ipuaomy
B IMHAMIYHOMY CTaHOBJICHHI IIi (pa3u PO3BUTKY 3/1€0UIBIIOTO PO3TOPTAIOTHCS
MIOYEeProBO, @ B EKCTEHCHBHIM BOHH MOXKYTh 1 CITIBICHYBaTH, 1 BUIIEPEKATH YU
nepeayBaTu oaHa onHii. [IpumumHOIO 1BOTO € 3MiHA TUNy (HOPMYyBAaHHS:
y IUHAMIYHIH IJIOMIMHI TPUCYTHIN (aKTOp HOBU3HH 1 MPOSKTUBHHIA PO3BHUTOK,
TOJI SIK B €KCTCHCHBHIN II€ TIPOCTO HEMOXJIMBO, 00 HOBHU3HA MaTrepialy BiKe
«ONPHJIIOJTHEHA», 1 TOCIIJOBHICTh BHKIIAQIy MaTepialy He Mae OCOOJMBOTO
3HaueHHs (Onanactok, 2018, c. 325-326).

Takum uyuHOM, 3micm cmunto tintinnabuli 1 meopyocmi Apeo I[lapma
BUZHAYAIOMb €KCMEHCUBHA Mda PeniikamueHa OCHO8d, B SIKIH y KOHTEKCTI
JaBHBOI MY3UKH, CEpeIHBOBIUHOI TOJi(oHIi, NPaBOCIABHOI JITYpriku
Il aBaHTapAHOT €CTETHKH Ha MOJAIBHUH IUIAH TEPEBOISATHCA aKTyali30BaHi
3aco0M BUPA30BOCTI Ta MPUHIUIH (POPMOTBOPEHHS. A 1€ O3HAYAE: 3HAYMMOCTI
HaOyBaTUMYTb, TaK OM MOBUTH, HETIPSIMI [TOCIIITOBHOCTI, PEIJIIKaTUBHI (popmu
MYy3UKYBaHHS, €KCTEHCHBHI Ta aJuHaMI4HI MY3W4HI NpoeKuii (amxe IXHI
MIPOEKTHBHI aCNEKTU OyJU BIJKPHUTI B MUHYJIOMY, 1 11€ YHEMOKJIMBIIIOE TXHIN
MPSIMUAN TIOBTOP).

I TyT HemMae 0coOIMBOTO 3HAYEHHS, SIK MOJICTIOBATH 3BYKOBY IUIOIIUHY.
Came B 1bOMYy KOHTEKCTI BapTO pO3IMISAATH TaKi  BHU3HAYCHHS
i xapakrepuctuky. A. [1sapt (2014) 3a3Havae: «... TexHIUHUN NPUHIU TaKHi,
10 Ha OCHOBI OJHHMX 1 THX JX€ MPaBHJ BHHUKAE PO3MAITTS MOKIMBOCTEH
cynpoBoay rosocis...» (Pectanbo, 2014, c. 54). «CTpyKkTypHHIl pOo3paxyHOK
tintinnabuli-kommo3uIlii OyayeTsCss Ha OCHOBI pi3Hux “npoepam’™: 1e MOXe
OyTH yucnosuil pso, 3a TOIOMOTOIO SIKOTO “BHPaxOBY€ThCs ™ JIoTika M-roiocy,
YU meKkcm, yCi mapaMeTpy STKOTO BUKOPHCTOBYIOTHCSI aBTOPOM YacTillle BCHOTO
K MaTEMaTH9IHA OCHOBA ISl ToOymoBH M-roJiocy... 3a METOJ0M MOOYI0BH I1i
dbopMH MOXXKHA Ha3BaTH QJITOPUTMIYHUMU Yd (OpMaMH 3 UHCIOBUM
nporpamyBaHHsM...» (Tokyn, 2010, c. 17-18).

OuyeBuaHO, IO BCE II€ MOXKHA TIIYMayUTH SIK CBOEPITHE O0CIIONCEHHS
3BEPIIIEHOTO KYJIbTYPHO-XYJI0XKHBOTO OYTTS €BPOIEHCHKOI MY3UIHOT KYIbTYPH
B XX — Ha noyatky XXI cT. y mpoekiii #1oro Ha cepeTHbOBIUHY Ta JITYpriiHy
MY3U4YHY OCHOBY. 3BICHO, MOJIOHI JOCHIPKEHHS MOXYTb IPYHTYyBaTHCA Ha
IHIIMX TUIOLIMHAX MY3WYHOI KYJIbTYpH, ajieé TOAl BOHU CHIiBBIIHOCHUTUMYTbCS
3 IHIIMMHU 0a30BUMH NPUHLIUIIAMH 1HTEHIIOHATI3MY.
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Xoua ctunb tintinnabuli mepenbavae KyIbTypHO-XYT0KHIO PETPOCTIEKIIIIO
(aKTyanbHUN NPUHIHI IHMPO-pempo-cneKkyii i KoMniiayii), OMHAK Y TBOPUYOCTI
A.Ilapta BiH BHUKOHYE IHIIY pOJIb, HDK Yy THX BHIIAJKaX — Y TBOPYOCTI
KOMIIO3UTOPIB, KOJIM HEOCTWJII W TMONICTHIICTUKA OepyThCs 3a OCHOBY.
I mprumHOIO € croci® akTyamizamii My3u4yHOTO MaTepiany. ApKe KOJIU B3SITH
HEOCTHJII ¥ TONICTHIIICTHKY, $SIKi BHUPaXarOTh 3MICT 0a30BOTO HPUHIHITY
IHTCHIIIOHATI3MY — IHTPO-PETPO-CHEKIIi 1 KOMIUISIII, TOMI OYEBUIHUM
€ TMIPaBWJIBHICTh IXHBOTO CITiBBiIHECEHHs 3 ocTaHHIM. Haromicte B A. [lspTa
0aunMMoO IHITY CHTYAIil0, BIAMOBITHO 1HIN 0a30Bi MPUHIIMITH JIGKATh B OCHOBI
HOT0 pEeTPOCTEKITii Ta MPOCIEKIIii.

Bynp-skuii mepio1 CTaHOBIICHHS KYJIbTYPU MOXHA PO3TIISLIATH IIiJ] PI3HUM
KyTOM 30py. 3MICT 3aBepIIANBHOTO IMepiogy E€BPONEHCHKOI KyIbTYpH
BHU3HAYAIOTh CiM 0a30BUX MPUHIUIIIB IHTCHIIIOHATI3MY (BKa3aHi BHUIIE), Cepe
SAKUX — (PEHOMEHOJIOTIYHUHN 1 TPOTHOCTUYHUN. DEeHOMEHOIOTTYHUHN TPUHIIHIT
30pi€eHTOBaHUI Ha (DEHOMEHOJIOTIYHMI TIaH, A€ il MIYKaeThCsl ICTUHHUHN 3MICT
(TIEBHOTO SBUINA).

VY t1BOopuocTi A.Ilspra 1 iHTEHIiS € BU3HAYAJIBHOIO; BOHA 3YMOBIIOE
cnocib akmyanizayii CTUIBOBOT M MY3WYHOI BHPA30BOCTI JaBHBOI MY3HKH,
MPABOCIABHOI JITYPriKU Ta TPUTOPIaHCHKOrO Xopally. Sk 3a3Havanocs BHILE,
KOMITO3UTOP BUXOJUTH 13 MParHeHHS BUPA3UTH 3MICT e€dunozo. Kpim 1poro,
[1spT BU3HAE MPHUCYTHICTH Yy MEBHUX TBOpaX Pi3HUX €MOX IITMOMHHOI OCHOBH,
0 «MICTUTHh B COO1 OUNBII BUCOKY SIKICTB»; 1 ISl SIKICTh TMOB’Si3aHAa 3 TIEIO
00CTaBMHOIO, KOJIM MUTEIb MTOBHOIO MIPOI0 «CIPUUHAB yce OYyTTs». 3Biacu:
«SIKI10 MM BUXOAMMO 3 TOTO, IO OAHE i T€ X piteHHs (“OAMHULIA") TTOETHYE
BCI pI3HOMaHITHI BUNAAKH (€MOXH, A0J1), TO ISl “ONUHUIA € JAeU[0 OUTBIINM,
HiK OyIb-gka ii yacTuHa. BoHa € MpaBUJIBHUM pIlIEHHSM... 1 BOHA iCHyBasa
3aBxan» (Kapena, 2014, c. 200). I nutsix 10 Hel, MONIYK IIbOTO €0UHO20, «PI3HO-
MaHITHUX MIIXO0/IIB 0 HHOTOX, 110 Tiepeidadae onopy Ha OJIHOMY TOH1, OTHOMY
3BYLll, HaAMaraHHs BUPa3UTH M «IIPOAEMOHCTPYBAaTH “€luHE” B PI3HOMY
BUTJISAAD» BHM3Hauae 3MicT TBopyocTi Ilspra. ¥V Ttakmii crnoci6 Muteup
migHIMaeTbes 10 (PEHOMEHOJIOTIUHOT MIOIUHY, e W 3HAXOAUTh TIMOMHHUIMA
3MICT MY3UKH Ta ICTHHHUNA CMHCT OyTTS 3arajom.

Bigrak 06a30BMii NPUHLIMIT IHTEHIIOHAII3MY — HpuUHYun ¢henomeno-
J102I3My — V 1020 CHPAMOBAHOCI HA 2PUSOPIAHCLKULL XOPAT, CEPEOHbOBIYHY
nonighoHito, npasociasHy aimypeiky, y TPAHCHAIIl Ha IF0 OCHOBY MY3UYHOI
€CTeTUKM 1 MEeBHOIO  MIpOI0  TEXHIKM aBaHrapJy IOCTa€  OJHI€I0
3 pynnamentanbHux 3acan TBopuocTi A. [Ispra (Tyr Tpeba MaTH Ha yBasi, 110
6a30Buil MPUHLUT (PEHOMEHOJIOT13MYy MOXKe OyTH aKTyalli30BaHUM y OyAb-IKHUi
NepioJl CTAHOBJIEHHS KYJIbTYpH, SIK 1 B M€Xax MEBHOTO CTHIIIO, ajie TO/l Horo
MiJI0OCHOBY BUPa)XaTUMYyTh CMUCIIOBUI 3MICT BiIMOBITHOTO MEPioay KyIbTypU
Ta BIAMOBIIHOTO CTUIO. Y IbOMY 3K BUNAAKY — JJs CTUNIO tintinnabuli
iTBOpuocti Ilipra — BHU3HAUANBHUM € TO3UIIOHYBaHHA MPHUHLHUITY
(eHOMEHOIOT13MY B KOHTEKCTI 0a30BHX MPUHIUIMIB IHTCHLIOHATI3MY, IO
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BKa3ye Ha iXHIO IPUHAIEKHICTh 3aBEPIIATIbHOMY — IHTCHILIOHAJILHOMY MEPioay
KYJIBTYpH.).

ba3oBi mpuHOMNK IHTEHUIOHANI3MY IHTPO-PETPO-CHEKINI 1 KOMIUIALIT
Ta €KCTEHCII BHM3HAYAIOTh pPaKypc (YHKUIOHYBaHHSI (HEHOMEHOJIOTTYHOT
npocrekitii. Excmenciss 3aTyloBye akTyalli30BaHUN My3WYHUN Martepiaj, BiH
y’K€ He BHpaXae IMOBHOTHM HOro BUXIJHOIO CTaTyCy, HAaTOMICTb BUHMKA€e
MOYJIMBICTh HAONIMKEHHA 10 cdepu Horo 3arajibHOro. [nmpo-pempo-cnexyis
i Komninayis BUKOHYE POJb TPAHCIATOPA BUPA30BO-CTHIBLOBUX 1 XYI0KHBO-
€CTeTUYHUX KaHOHIB aBaHTapAM3MY JO0 MY3WYHOI KYJIbTYpH MHHYJIOIO:
CepeIHbOBIYHOT MOMi(OHIi, TPUTOPIAHCHKOTO XOpaly, AaBHBOI JITYpriiHOl
My3ukH. [Ipuuomy, $K 3a3Havajocs BHILE, L1 NPUHLUUIM HAIOBHEHI
(hEeHOMEHOJIOTTYHUM 1 IPOrHOCTUYHUM 3MiCTOM.

XapaktepHuMHU s cTHiio tintinnabuli 1 TBopuocti ApBo Ilsapra
€ i CMHCIIH, 3MICT SIKHX BUPaXXalOTh 0a30Bi IHTEHIIOHATI3MY: TiepuepiifHOCTI
1 IPOTHOCTHUKH.

Ipunyun nepughepitinocmi 3Milrye My3UKyBaHHsI 10 iepudepii, 1ae 3mory
BUSIBUTH TI€BHI CYTHICHI MOMEHTH aKTyalli30BaHOI MY3UKH (IIIOJ0 TBOPYOCTI
A.Ilapra — 1e [AaBHA My3UKa, TPUTOPIaHCBKMH XOpals, CepeJHbOBIYHA
noJtihoHisl, MpaBociIaBHA JITYprika). 3 ogHOTO OOKY, 1€ CIpHsi€ HAOIMKESHHIO
no cdepu 3aranbHOro, ad0 X CMHUCIOBOTO TIOJSl SIBHINA, A€ i MICTUTHCS
3arajibHa, OTXKe, i HallOLIBII MOBHA, 1H(OpPMALisS PO HOTro 3MICT; 3 IHIIOTO —
nepudepiiiHa 1 3arajibHa IUIOIMHH AAl0Th 3MOT'Y 3[1HICHIOBaTH My3UKyBaHHS Ha
piBHI ToTanmbHOI perutikamii. Came 1ell MOMEHT 1 MOSCHIOE BapilaTUBHHMN
HPUHIMI aKTyai3alii My3U4HOro MaTepialy Ta IPUHIMIN Horo popMyBaHHS.

Ilpunyun npocnocmuku 3yMOBIEHUN HACTYMHUM. OCKIUIBKH PO3BUTOK
B 3aKJIFOUYHUH 1Ep10Ji CTAHOBJIEHHS €BPONEHChKOT KyIbTYPH CHPSIMOBAHUN Ha
JOCIIJKEHHSI 3BEpIIeHOro (OpMYyBaHHS, TO 1€ TaKOXX Iepeadadae MOIIYK
IPYHTY, KM MOK€ CTaTH OCHOBOIO /IS i1 MallOyTHHOro po3BUTKY. Binrax
HPUHIIMIT TPOTHOCTHKH B cTHJI tintinnabuli i TBopuocTi A. [Ispra cnpssMmoBaHuii
Ha BUSIBJIIEHHS LMX MOMEHTIB Ta MOJENIOBAHHSA 3MICTY, Ha OCHOBI SKOTO
MOYJIUBUM € (DOpMyBaHHSI MaifOyTHHOTO PO3BUTKY €BPOIIEHCHKOT MY3HKH.

HaykoBa HoBHM3Ha po0OOTH mojsira€e B po3poOJI€HHI HOBOI'O HaIpsMy
JOCTIIKeHHsI TaKUX SBUII, SIK CTHIB tintinnabuli i1 TBopuictes A. Ilsapra, mo
0a3yeTbCcss  HAa  KyJAbTYpPOJIOTIYHIA  OCHOBI,  aBTOPCHKIA  KOHIIEMIIil
IHTEHLIOHATI3MY KYJbTYpH ¥ MHCTENTBa Ta IHTEHILIOHAIbHO-KYIbTYpO-
JIOTIYHOMY METOJIi aHATI3y.

BucnoBku. Crunp tintinnabuli 1 TBOpuicTe A. [lsipra BHUpI3HAIOTHCA
HA/I3BUYAIHOIO OPHTIHAIBHICTIO. Y CydacHI My3WuHill KylbTypi aHaJjoOTiB
BOMY CTHIIIO, SIK 1 MOAIOHOT TeXHIKM KOMITO3UIlii, HemMae. BogHouac cTuib
tintinnabuli 1 TBopuicTe IlApTa He BHXOIATH 3a MEXI Ta BHUPAKAIOTH
XapaKTepHUH 3MICT OYTTS €BpOINEHCHKOiI KyJIbTYpH B 3aBepIIAIbHUN —
IHTEHIIIOHATLHUN — TIEP10]T 11 PO3BUTKY.

CBoe€pigHICTh 1HMX SBHII 3yYMOBJIEHA MOJCIIOBAHHSAM  IHTEHIIIT,
30pi€EHTOBAHOI Ha JOCIHIPKEHHS 3BEpIICHOr0 KYJIbTYpHOTO (hOpMyBaHHS Ha
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OCHOBI  akTyamizamii Takux ©0a30BUX TNPUHIMIIB  IHTCHLIOHATI3MY:
(EeHOMEHOJIOTi3MY, TPOTHOCTUKH, a TaKOX MepUQEPIHHOCTI, 1HTPO-PETPO-
CIIEKIIiT 1 KOMIUIAIIT, eKCTeHCIT B IXHii (h)eHOMEHOJIOTIYHIN 1 MPOrHOCTUYHIN
HaAITOBHEHOCTI.
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INTENTIONALLY-CULTURAL ASPECTS
OF THE TINTINNABULI STYLE AND CREATIVITY
OF ARVO PART

The article is devoted to the tintinabuli style and creativity of the Estonian
composer Arvo Pért. The relevance of the research is due to the need to determine
the distinctiveness of these phenomena, their underlying culture which gives possibility
to characterize them in the context of the procedural being of European culture
and patterns of its development in intentional period of its formation
(the end of XIX — the beginning of the XXI centuries. The purpose of article
is to analyze the tintinnabuli style and Arvo Part creativity in the context of the author's
concept of culture and art intentionalism. The study used such research methods
as cultural-historical in consideration of the tintinnabuli style and Arvo Pért creativity
in the context of the procedural European culture being in intentional period of its
formation; procedural-structural in determining the structural dynamics and meanings,
which determine the development of musical culture of the 20™ - early 21 centuries;
intentional-cultural - in defining the basic principles of intentionalism which determine
their development. Scientific novelty of the work lies in the development of new
research direction which is based on cultural basis and author’s conception of culture
and art intentionalitsm. Tintinnabuli style and works of Arvo Part are distinctive by
extraordinary originality. There aren’t any analogues of this style as well as the
techniques of composition in the modern music culture. At the same time tintinnabuli
style and Pért’s creativity aren’t beyond the scope and express the specific content of
European culture being in the final — intentional - period of its development. The
peculiarity of these phenomena is conditioned by intention modeling, aimed
at the research of accomplished cultural formation based on the actualization such basic
principles of intentionalism as phenomenologism, prognostics as well as peripherality,
intro-retrospection and compilation, extention in their phenomenological and
prognostics content.

Key words: the style of tintinnabuli, Arvo Pért, conception of the intentionalism
of culture and art, basic principles of intentionalism.
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MHTEHINHUNOHAJBHO-KYJbBTYPOJOI'NYECKHUE
ACIIEKTBI CTHUJIA TINTINNABULI
N TBOPYECTBA APBO IIAPTA

CraThs TocBAIIeHa CTIITIO tintinnabuli ¥ TBOPYECTBY 3CTOHCKOTO KOMIIO3UTOpA
Apso Ilspra. AKTyanbHOCTb HCCIIEAOBaHMS BbI3BaHA HEOOXOIUMOCTBIO OIPEACICHUS
0CcOOEHHOCTEH ATHX SIBICHUH, HX KyJIbTYPOJOTHUYECKOTO OCHOBAHUS, YTO MO3BOJISET
0XapaKTepU30BaTh UX B KOHTEKCTE MPOIECCYaIbHOTO ObITHsI EBpoOIeiickoi KyIbTyphI
Y 3aKOHOMEPHOCTEH ee pa3BUTUS B MHTEHIMOHAJIBHBIN NEPHOJ] CTAaHOBJIECHUS (KOHEL
XIX — nauano XXI BB.). Llenb ctaThyl — aHanu3 ctuiis tintinnabuli 1 TBopyecTBa ApBO
IIsipTa B KOHTEKCTE aBTOPCKOM KOHIENIINY MHTEHIIMOHAIN3MA KYJIbTYphl U HCKYCCTBA.
Hcnonp30BaHbl Takue METOABI HUCCIEAOBAHUSA:  KVAbMYPHO-UCMOPUYECKULl —
B pacCMOTpeHHH CTuis tintinnabuli u TBopuectBa ApBo Ilapra B KOHTEKcTe
nporeccyanbHoro ObiTusi EBponeiickoil KynbTypbl B MHTEHIIMOHAJIBHBIH TEPHOA €e
CTaHOBIICHUS;, NPOYECCYanbHO-CIPYKMYPATbHbIlE — B ONPEICIICHUN CTPYKTYpHOU
JUHAMHUKU M CMBICIIOB, KOTOpBIE OMNPENENSIOT Pa3BUTHE MY3BIKQIBHON KYyJIbTYPBI
XX — nHavana XXI BB.; MHTEHIIMOHAIBHO-KYJIBTYPOJOTHUECKH — B OIpPENEICHUU
0a30BBIX MPUHIIUIIOB MHTEHIIMOHAIN3MA, IETEPMUHUPYIOIINX WX pa3BuTHe. Hayunas
HOBH3HA pabOTBI COCTOHUT B pa3pabOTKE HOBOT'O HAINPABICHUS B MCCIEIOBAHUH ATUX
SBJICHUH, KOTOPBIH OasupyeTcsi Ha KyJIbTYPOJOTHUECKOW OCHOBE M aBTOPCKOMN
KOHIICTIIIMM WHTEHIMOHANM3Ma KyJNbTypel W wHckycctBa. Crumb  tintinnabuli
u TBOpuecTBO ApBo Ilsapra oTaMuaroTcs 4Ype3BBYAHOW  OPUTHHAIBHOCTEIO.
B coBpemMeHHOH MY3BIKaJbHOM KyJIbTYpE aHAJIOTOB 3TOMY CTHIIIO, KaK M IOJIOOHOM
TEXHHMKH KOMITO3HUIIMH, HET. B TO e Bpems cTuiib tintinnabuli u TBopuectBo [1spra He
BBIXOJIST 32 TMPEJEIbl ¥ BEIPAKAIOT XapakTepHoe cojiepkaHue ObiTHsi EBpormeiickoit
KyJbTYypbl B 3aKIIOYUTENbHBIH — WHTCHIUOHAIBHBIA — TMEPHOA €€ pPa3BUTHA.
CBoeobOpa3sue 3THX SBJICHUI ONpeelsieT MOJIeIMPOBaHNE HHTCHITUH, HAITPABIICHOW Ha
WCCIIEIOBAHNE COBEPIIUBIIETOCS KyIbTYpHOTO  (OPMHpPOBaHHWS HAa  OCHOBE
aKTyalu3alul TaKuX O0a30BBIX NPUHLIMIIOB MHTEHUMOHANM3Ma: (DEHOMEHOJIOrnu3ma,
NPOTHOCTHKH, a TakXke MNepu(epuiHOCTH, WHTPO-PETPO-CHEKIMUA W KOMIIMJISILUY,
9KCTEHCHUH B (PEHOMEHOIOTHYECKOM U MPOTHOCTUYECKOM UX HATIOJHEHHU.

Knrwoueswie cnoea: ctuib tintinnabuli, Apso [1apT, KOHIENIUSA HHTEHIIMOHATN3MA
KYJIBTYPBI U UCKYCCTBa, 0a30Bbl€ IPUHLUIIBI HHTEHIIMOHAIN3MA.
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MY3bIKAJBHO-UHCTPYMEHTAJIBHASA KYJbTYPA
B CUCTEME MY3bIKAJIBHOI'O 9TOCA

AHTHYHAS KOHIICTIIUS MY3BIKH KaK BBIXOJISIIETO 32 PaMKH MCKYCCTBa SIBJICHUS
¢ GYHKIMEH YCTPOUTENII TapMOHHUU KOCMHUYECKHX cdep, CIIOCOOHOH COCIUHATH
Y YPaBHOBEILIMBATh MPOTHBOIOJIOXKHBIE Hayala B «EAWHCTBE MHOIOTO», MO3BOJIMIIA
JPEBHETPEYECKUM MBICIUTENSIM COOTHOCUTD MY3bIKJIbHBIE CPEICTBA U BO3MOKHOCTH
C XapakTepoM IeNbHOH denoBedeckoi nudHOCTU. [loHsTme «3Toc» (ethos)
B JIDEBHETPEUYECKOM si3bIke 0003HAa4YaeT XapakTep, HpaB, oObuail. YkazaHHbBIC
napaMeTpbl HAy4YHOTO HCCIEOBaHUA TPEACTABISAIOTCS aKTyaJdbHBIMH B CBETE
BBISIBIICHUSI «UHCTOTHI» XyJI0KECTBEHHBIX (DYHKIUH COBPEMEHHOTO aKaIeMHUYEeCKOTO
uHCTpyMeHTan3Ma. CTaThsi MOCBSIIEHA HCCIIEAOBAHMIO CYIIHOCTHBIX HACHHO-
JCTETHYECKMX MOJYCOB U  BEIIECTBEHHBIX  BO3MOMKHOCTEH  MY3BIKAIBHOTO
MHCTPYMEHTAJIN3MA B aCIEKTE MY3BIKQIBHOIO 3TOca. MeTOmOMOrHs HCCIIEI0BaHUS
npelycMaTpuBaeT  NMPUMEHEHHWE  HCTOPHKO-KYJIbTYpOJIOTHYECKOTO,  JIOTHKO-
CEMaHTHYECKOT'0, ICTETHUECKOT0, UCTOPUKO-JIOTHYECKOTO, 0000IIAIONIEro METOOB.
Hayunast HOBM3HaA pabOTHI 3aKJII0OYAETCs] B PACHIMPEHUN MPECTABICHUN O pa3BUTHHU
aKaJEeMUYECKOr0 MHCTPYMEHTAIN3Ma, OTIMYAIOLIET0CS HCKIIOYUTEIBHOCTBIO YHCTO
XYAOKECTBEHHBIX 3aKOHOB W MPHEMOB C TMO3UIMH MY3BIKAIBHOIO 3TOCA.
YTBepKIaercs, 4YTO axKaJeMHuyecKass MY3bIKAJIbHO-MHCTPYMEHTAJIbHAs KyJIbTypa
(akTHUECKH pa3BUBANIACh B PaAMKaxX MY3bIKaJIbHOTO M XPUCTHAHCKOTO 3TOCa, 00peTas
MEJIOC, MPOCTPAHCTBO TapMOHWH, (OPMOOOpasyromiel JOTHKH, MOJU(POHUIECKYIO
BCEOOBEMHOCTh cozepkaHusa. Kak crhenuanbHO «COTBOPEHHBIEY», HCKYCCTBEHHO
(M UCKYyCHO)  «cIeNaHHbIE»,  MAaTEepUAIM30BAaHHBIE  OPYIUs,  MYy3bIKaJbHbBIC
MHCTPYMEHTBI aKKyMYyJHUPYIOT B CBOCH BELIECTBEHHOCTH, a TAKXKe «HAIPABIAIOT
B aJlpeC CBOUX CO3JaTeleil M CiyllaTened HOBBIE HEMaTepHaIbHBIE IIEHHOCTH.
AHanM3UpPyIOTCSI HUCTOKHM  MY3BIKAIBHOTO HMHCTPYMEHTaJM3Ma B  I[IEPKOBHOM
1 QOJIBKIIOPHOM IDIACTaX BOKAJIHHON W HHCTPYMEHTAIBHON MY3bIKH.

Knwoueevle cnosa: My3bIKalIbHBIH HHCTPYMEHT, WHCTPYMEHTAIbHAs MY3BIKa,
OuONEHCKUIT MHCTpYMEHTapUl, aKaJeMHYECKHH WHCTPYMEHTAJIM3M, MY3bIKaJIbHBIH
3TOC, XPUCTUAHCKUH 3TOC.

My3blka Kak MCKYCCTBO M HAayKa, 3arajoyHas CHJIa U MaTEeMaTHYECKH
BbIBepeHHass cdepa BozzaedctBus ot Coxpara u Ilmarona, Apucrorens
u Apucrokcena, [Inyrapxa u Ksunrtunuana, [Itonemes, [Tudaropa u apyrux
MBICIIUTENIEH pacCMaTPUBACTCS M U3YYaeTCsl B TPAKTAX MO PHIOCOPHH, ITHUKE,

27



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

BOCIIMTAHUIO, PEJIUIMM, MAaTEMAaTHUKE, PUTOPHUKE, MEIUIMHE, KOCMOJIOTHUH,
aCTPOHOMHUHU M T.I. VIMEHHO B My3bIKE YUYEHbIE U XYAO0KHUKU YCMATPHUBAIOT
CBA3YIOIYI0 HHUTb MEXAYy BCEMHM OOJACTSAMM 3HAHMSA, YTBEp)KIass OJHY
13 BOXHEHIHNX ee QYHKIMH — eTUHEHUS.

B My3blke MBICIUTENN HAXOAAT «TapMOHHIO cdep» U TapMOHUIO
4eJI0BEYECKON AyIIN, 0OpeTas B My3bIKaJIbHOM 3TOCE HEKUIl YHHBEpCATbHBIN
CI0C00 MUPOBOCHPUATHSA, «ITOC KU3HW», KIIFOU K COBEPLIEHCTBOBAHUIO MUDPA
U CaMOCOBEpIICHCTBOBaHUIO. B paborax Iludaropa sBCTBEHHO BBIACISIOTCS
TAaKHE ACIEKThl BOCIUTAHMS IOCPEACTBOM MY3BIKH, KAK Bpau€BaHUE HPABOB,
cTpacTtedd, u3baBiieHHWE OT IOPOKOB. B Tpaauuum aHTUYHOCTH 3aJI0KEHO
NOHMMAaHUE MY3BbIKM KaK SBJCHMS, BBIXOJMIIETO0 3a paMKU HCKYCCTBa,
yOexaeHre B €€ KOCMHUYECKOM IIpEJHAa3HAUE€HUU KaK CO3/areisi rapMOHUU
cgep. bonee Toro, B My3plk€ OHM HAXOJIAT «TAPMOHUYECKOE COEIUHEHUE
IIPOTUBOINOJIOKHOCTEH, IPUBEICHUE K E€IUHCTBY MHOIOIO M COIJIacHe
pasnoriacuoroy» (Illep6akosa, 2012, c. 15). Takoe eAMHCTBO MY3bIKH OTBEUAET
€e TPAaKTOBKE JIPEBHEIPEYECKUMHU MBICIUTENAMU KakK I0100us HpaBy,
XapakTepy LEJIbHOW YelI0BEYECKOM JMYHOCTU. A HpaB, Xapakrep, oOblyail
B JIPEBHETPEUYECKOM SI3bIKE 0003HAYAIOTCS TIOHATHEM <«ATOCY (ethos).

[To muenuto A. KirtoeBa, MbICTb 00 yKa3aHHOM ITOI00WU JieTia B OCHOBY
JPEBHETPEUECKOTO YYEHHMsI O MY3BIKAJIBHOM 3TOCE, COIVIACHO KOTOPOMY
«J1H000H 251eMeHT, 00pa3yroIuii My3bIKY KaK BUJ HCKYCCTBA — JIaJl, pUTM, METP,
TeMOp, MENoAMsS U Jake MY3bIKaJIbHOE INPOM3BEACHHE B IEJIOM, O0JIagaeT
ATOCOM, T.€. HEMOBTOpUMBIM Xapaktepom» (Kiroes, 2002, c. 269). Jlo6aBum
B OTOT CIHUCOK M MY3bIKaJIbHbIE MHCTPYMEHTBI, MOCKOJIBKY IPEBHHME T'PEKU
CUMTAJIM, 4YTO JEHCTBUE TAKOIO 3TOCA B MY3bIKaJbHOM WJIH PUTOPUYECKOM
NPOM3BEACHUHU OIpeaeNseTcsl Kak MY3bIKaJIbHBIMM JlaaMu  (3Ta cdepa
nojgy4yusa Haubojee JeTalbHYIO pa3paboTKy), TaKk U MY3bIKQJIbHBIMU
MHCTpYMEHTaMHU. B 4aCTHOCTH, MOHUNCKUN W JIMJAUNCKUN JIabl CUUTAIUCH
«paccialusiomuMmu»; (QPUTHHACKUNA — «CTPacTHBIM», OPIHa3MHYECKHM;
MUKCOJIMJIUHCKUNA —  CTPacTHO-)KaJOOHBIM; DJOJMHUCKMM — TIyOOKHUM,
«BBIPAXKAIOIIUM YYBCTBA JIHOOBH»; JOPUNHCKUN — JOCTOWHBIM, ClIEp>KaHHBIM,
«bnaropoaHo-myxectBeHHbIM» (Kimoes, 2002, c.269). Ilocneanuii ¢ ero
XapaKTepUCTHUKAMU MBICIHIICS KaK IMOJIMHHO FPEYECKUH J1a.

W3 My3BbIKaIIbHBIX € HHCTPYMEHTOB, IIPEICTaBICHHBIX B J[peBHell [ pennn
JIOBOJIHO Pa3HOOOPA3HO, MOOUIPSITUCH TOJNBKO <JIETMKATHBIE» CTPYHHBIE —
avupa ¥ kudapa, U HE PEKOMEHJIOBAJIUCHh «OTKPBITbIE» M Oojiee 3BYUHBIE,
JUHAMUYECKM THOKHE JyXOBble, HampuUMep, «IKCTaTHUecKas» QueiTa,
IpOUrpaBIas B 3HAMEHUTOM COPEBHOBaHMM Oora AnoJuioHa 1 catupa Mapcus;
MW TOJNBKO JUIsl TIACTyXOB Jomyckanack cBupensb (Jloce, 1975). Ilronemeit
yTBEpXkKAall, YTO 3TOC 3BYKOBOTO psijia CBSI3aH MPEXKJE BCEro ¢ MEXaHUKOH
MHCTPYMEHTA; O3TOH TOYKHU 3PEHUS MPUACPKHUBACTCS M COBPEMEHHBIH
BEHIepckuil uccienosatens JI. 3onTau: «MMIOPTHPOBaHHBIN» ¢ BocTtoka
aBjoC, CyIOs IO BCEMY, YCKOpWI B V CTOJETUM pacIpOCTPaHEHUE
XPOMAaTHUECKOTO JIaza «HOBOTo cTuiish» (3onrau, 1970, c. 44).
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CraenyromuMm 3TanmoM pa3pabOTKH  yYeHHS O MY3BIKQJIBHOM 3TOCE
CTaHOBUTCS CPEAHEBEKOBOE YUEHHE O BOCBMHU TaK Ha3bIBAEMBIX «1I€PKOBHBIX»
Jajgax ¢ Ooyee CTPOro OMpelesieMbIM XapaKTepoM IO CpPaBHEHHIO
C IpEeBHErPEYECKUMH, HEOOXOIUMOCTH OJIarOYECTUBOIO XapaKTepa MY3BIKH.
JlanbHeliliee OCMBICICHHE MY3bIKM KaK OTPA)XXCHHsI YEJIOBEKa CKa3aloch
B Teopun addexror (P. [lexapr, I'. JleiiOuuu, M. MepceHH) U yKe BIIOJIHE
BOIUIOTWJIOCH B MY3BIKQJIBHOM HMHCTpyMEHTanu3Me. MOIHENIM  psx
UCCIIEIOBAaHUI MY3BIKAJIbHOTO 3TOCA MPEACTABISIOT pabOThl O COOTHOLICHUU
My3blkn H uenoBedeckoidl peun (ot JK.-)XK. Pycco nmo b. AcadreBa u ero
nocieaoBarenei), BKIOYas IMO3ULMU BJIMSHHUS Ha pPa3BUTHE COHATHOCTH
¥ COHAaTHOM (OpMBI AHTUYHOH OpPATOPCKOW AucHo3unuu  (XOJOIoBa,
2014, c. 25), «apIxaHus pyKn» UCTIONHUTENsA-uHCTpyMeHTaucra (b. Acadne),
TEOPHH MY3BIKAJIbHO-UHCTPYMEHTAIBHON apTUKYJISAINH, (HPasUpOBKH U T.II.,
a TaKKe BBIPAXKEHUS SMOIMOHAIBHON, ICUXOJIOTMYECKOM, TyIIeBHO-TyXOBHOMN
YKU3HU JTUYHOCTH. TakuM 00pa3oM, BHYTPEHHHM CTPOl MY3bIKH U XapakTep ee
BO3/ICIICTBUS HAa TICMXUKY YelOBeKa KaK «cdepbl BIUSHUSY MY3bIKaJIbHOTO
TOCAa HMEIOT COOCTBEHHBIE YCTOWYHMBBIE CYIIHOCTHBIE IPOSBICHUS
B MY3bIKQJIbHOM HHCTPYMEHTAJIU3ME, YTO U SIBISETCA OOBEKTOM JAHHOIO
UCCJIEIOBAHMS; NIPEAMETOM — CIIY)KaT, MPEeXJIe BCEro, JyXOBHO-CaKpalbHbIE,
a TaKke TeMOpoBO-(PakTypHbIe, (YHKUIHOHAIBHO-UCTOPUYECKUE, >KaHPOBO-
CTHJIEBBIE AaCHEKThl ATHX TMPOSBICHUA B MY3bIKaIbHO-UHCTPYMEHTAILHOM
TBOpuecTBe. llenbio cTaThbu sBHSETCS BBIICHEHHE MO3UIUN pa3BUTHUS
aKaJEMHUYECKOT0 MY3bIKaJIbHO-MHCTPYMEHTAIBHOTO HMCKYCCTBAa B paMKax
XPUCTUAHCKOrO 3TOca. B 3TOM mporecce My3bIKaIbHBIA WHCTPYMEHTAINU3M
OTJIMYAETCS UCKIIFOUNTENBHOCTBIO YUCTO XYJ0’KECTBEHHBIX 3aKOHOB U IIPUEMOB
C «IIEpEHAIIPaBICHUEM» HCKYCCTBEHHO CO3JAHHBIMU OPYIOUSAMH — MY3bl-
KaJIbHBIMU MHCTPYMEHTAMHU — B aJJpEC CBOMX CO3/aTeNIeN U CIIyIaTeNed HOBBIX
HEeMaTepualbHBIX IeHHOocTed. Cka3zaHHOe OOYCJIOBWIO BBIOOp METOJO-
JIOTUYECKUX BEKTOPOB MCCJIENOBAHUS: 3CTETUUYECKHII METOJ — JJis aHajlu3a
(GYHKIIMOHAJIBHOW MPHUPOJIBI M CEMAaHTUYECKUX IapaMeTPOB BEIIECTBEHHBIX
XapaKTEPUCTUK MY3BbIKAJIBHOIO HMHCTPYMEHTAJIN3Ma, HCTOPUKO-KYJIbTYPO-
JOTMYECKUH — HEOOXOIMMBIH A BBIABICHHUS 3aKOHOMEPHOCTEH pa3BUTHSA
MY3BIKaJIbHBIX MHCTPYMEHTOB M WUIPbl Ha HUX, UCTOPUKO-JIOTUYECKUN — IS
aHaIM3a HAY4YHOM JMTepaTypsl MO  MpoOieMaTHKe  HUCCIIEJOBAaHMS,
BBICTpPAaUBaHUSl JIOTHKM COMNOCTaBJICHHMS M aHallM3a HHCTPYMEHTAIbHbBIX
apTreakToB U CBEACHHI O HHUX, 00OOIIAOIMINUNA — JIsI BBISIBIICHUS CICIIU(PUKU
HCCIIEyEMOT0 IIpeaMeTa. BMecTe OHU CO3Aal0T €IMHYI0 METOAOJIOTHYECKYIO
0a3y uccienoBaHusl.

AHanu3upysi CTPYKTYpy HCTOPUYECKOTO MY3bIKO3HAHUS U TPOILIECCHI
MIPOUCXOXKICHUSA MY3BIKH, 1O. brrukos KOHCTaTUPYET: «JInmp
¢ GopMUPOBaHHEM MHCTPYMEHTAIbHBIX JKAHPOB MOXXHO TOBOPUTH 00
OTHOCUTEJIBHOM  3aBEPUICHMM CTAHOBJIEHUS MY3BIKQJIBHOIO HCKYCCTBa»
(bprukoB). CnenuanbsHass r11aBa («Bompocsl MPOUCXOXKACHUS U IEPBO-
HAYaJIbHOTO Pa3BUTHUSI MYy3bIKaJIbHOTO MHCTpyMEHTapus») B kuure P. ['pybepa

29



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

«Mcropuss My3BIKQIBHOM  KYyJIbTYpPbD»  aHAJIU3UPYET  aApXEOJIOTMYECKHE
MY3BIKQTbHO-UHCTPYMEHTAIbHBIE  apTedakThl, TaK KaK «MY3bIKaJIbHBINA
UHCTPYMEHTApHH,  ABIAACH  LEHHEHIIMM  MY3bIKaJIbHO-MCTOPUYECKUM
UCTOYHUKOM Ha BCEM MPOTSIKEHUU MY3bIKaJIbHOH KYyJIbTYpbl, OCOOEHHO
HE3aMEHUM B 3TOH pOJIM Ha CaMbIX PAaHHUX CTYIEHSIX Pa3BUTHS MPU MOJTHOM
OTCYTCTBUM HOTHOM 3alMCH U psifa JIPYIHMX MY3bIKaJIbHO-UCTOPUUYECKUX
ucrounukoB» (I'pybep, 1941, c. 134).

UpesBbl4aiiHO BBICOKO OLIEHUBAET «MCTOPUUYECKYIO MaMSITh» MCKOIAEMBbIX
uHctpymentoB E. Hazalikunckuii: «Ecnm ¢usnueckue 3aKOHBI Ha 3eMIle
HE U3MEHWINCh, a Hallle JAbIXaHUe, PyKH, TEJIO He YIUIM JaJIEeKO OT TOro,
4TO OBLJIO TMPHCYIE IPEBHUM MY3bIKaHTaM, TO CIPOBOLUPOBAHHOE HAMHU
BO30Y)KJIECHHE aKyCTHYECKOTO Ipolecca B HMHCTPYMEHTE, HaiJIeHHOM
apxeosjoraMu, JacT TakKOM jK€, KaK M JAaBHBIM-JAaBHO, 3BYKOBOW pPE3yJIbTar,
u00 € 3TOI CTOPOHBI HCTOPUYECKAS TAMATh-3aIMCh MHCTPYMEHTA Oe3yNpeuHa
(Hazatikunckwii, 1988, c. 93).

W. MauueBckuil yTBep)KJaeT, YTO «MHCTPYMEHTAIbHOE 3BYKOU3BIICUEHUE
OpPUEHTHUPOBAHO Ha HeoOblOeHHOe 8biCKA3bI6AHUE... COOCTBEHHO MHCTPYMEH-
TajbHasi U AyTOMHCTPYMEHTAJIbHAs My3bIKa B 3HAUUTENIbHO OOJIBILION CTENEHH,
YeM TIeCHS YHPABISIIOTCS — Chneyugpuyecku My3bIKAlbHbIMYU — 3aKOHAMU)
(Marmmesckuii, 2007, c.91). Takas guddepeHnmanus ITUHIBUCTHYCCKU
OTpa)kaeTcs B HApOJHOW CIAaBSIHCKOM TEpPMUHOJOTMM: «My3vikoli Ha BCeX
CIIaBSIHCKUX 3€MJISIX CUMTAIOT JIUIIb UHCMPYMEHMANbHYI0 MY3bIKY. TepMHHO-
JIOTUYECKH TMPOTUBOIIOCTABIEHUE WHCTPYMEHTAJIbHOM U BOKAJBHOW MY3bIKU
3WKIETCS Ha ONMO3uInK "My3bika — nerue"» (Marmuesckuit, 2007, c. 92).

ITonoOHast Touka 3peHHs MOJAEPKUBACTCS MHOTMMHU MCCIIEOBATENISIMU
U apryMEHTUpPYETCs, MpPEeXAe BCEro, CHOCOOHOCTBIO HHCTPYMEHTAIbHOU
KyJbTYpbl K IPOSBICHUIO YHCTO XYJOXXECTBEHHBIX (yHKUUH. IMMeHHO
MHCTPYMEHTAJILHOE MCKYCCTBO JAEMOHCTPUPYET OCOObIE, TOJBKO €My IpHUCY-
1I1e CO0COObI My3bIKAJIIbHOM BBIPA3UTEIbHOCTH U MBILIUIEHNUS, BBISIBIISS OCOObIE
(GopMBI OTpa)K€HUSl JEHUCTBUTENBHOCTU: [BHUKEHHE MY3bIKH «...OT Maruu
U o0psiza, rae oHa ObUla YacThlO BHEXYJOXKECTBEHHOTO (MJIM CBEPXXYIHO-
KECTBEHHOI'0) LEJIOr0, Yepe3 CHUHKpeTHYecKue (popMbl MCKycCTBa, e OHa
npuoOpena  3HAYEHUWE  OJHOTO W3  KOMIIOHEHTOB  HEpacuJICHHUMOIO
XYyJ0’)KECTBEHHOI0 KOMILIEKCca (aHTHUYHBIN TeaTp, BOKaJbHAs U TaHLEBaJIbHAs
My3blKa), K (YHKIIMOHHPOBAHHIO B KAauyecTBE CAMOCTOATEIHHOTO BHJA
HCKYCCTBA MpeACTaBIsIeT OO0 LeNb MaroB, KOTOPbIe IPUBEIH K BBISBICHUIO
cneun(UKHU My3bIKaIbHOTO HCKyccTBa» (ManmeBckuid, 2007, c. 28).

Kak rimy6oko cBoeoOpa3Hblii, cienn(pUUHbIN BUJT HCKYCCTBA, My3bIKa CTala
nepBoil  Qopmoil  OecrpeIMETHOTO HCKYCCTBA, BBIMOJIHSIOUIETO YHCTO
XyJoxkecTBeHHYI0 pyHkuuoo. MimenHno o6 atom numier C. Panonopt: «riaBHas
0COOEHHOCTh MY3BIKH ... COCTOUT, IO-BUJUMOMY, B TOM, UYTO OHa HECOMHEHHO
ABIsieTcd Hambosee "4MCTOW" MOJENbI0 HMCKYCCTBa KaK OCOOOW CHCTEMBI,
JNeHCTBYIOIEH B JMYHOCTHOW IUIOCKOCTH OOILECTBEHHOW MPAKTUKU U HE
MPUTOTHON HM I yero npyroro» (Pamomopt, 1980, ¢. 98—100). U B «Takoi
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pOJIU BBICTYIAET, IPEKIE BCET0, MHCTPYMEHTAJIbHAsI HEIPOTPaMMHasl My3bIKa,
HE MMEIOIlas HEMOCPEACTBEHHBIX CBS3€M CO CIOBOM, TAaHLEM, TE€aTPAIbHBIM
JieicTBUEM U IOTOMY B HaOOJIbIIIEH CTENEHU CIIOCOOHAsI pACKPBITh CIEHUPUKY
MY3bIKaIbHOTO HcKyccTBa» (bbrukoB). CerogHss Ha OuY€pEeHOM «BUTKE
COMpaln», HUHCTPYMEHTalbHas My3blka Bce yame ooOperaer (OpMBI,
Oasupyromnmecs Ha TeX WM UHBIX BHEMY3BIKAJIbHBIX (paKTOpax, TO €CTh CHOBA
BBISIBJISIET, 110 CYILLECTBY, CHHTETUYECKHI XapaKTep MCKYCCTBA B BBIPAXKEHUU
LEJIOCTHOCTH  BOCHPUATHA M TIOHUMaHWs  4YejoBeka.  Bmpouew,
JpeBHerpeueckue (Guiaocodsl MpUIEPKUBAIUCH MPOTHUBOIOIOXKHON TOUKU
3peHUs: 00 OJTHO3HAYHOH «IIPUSATHOCTH» YEIOBEYECKOI0 I0J10ca 10 CPAaBHEHUIO
C MHCTPYMEHTAJIbHBIMU 3BYYaHUSIMH JUJISl APEBHEIPEYECKOT0 MUPOBO33PEHMUS,
10 TIPUYMHE CBOEH OOJIBbIIEH MOTEHIMATBLHON MTPEIMETHON BBIPAa3UTEIILHOCTH,
numet A. Jloces (JIoces, 1975).

DOBOJIIOLUS PA3IMUHBIX BUJIOB UCKYCCTBA, IPOLIECChl UX JU(depeHIranun
U UHTErpali BBICTYNAIOT, C OJHOH CTOPOHBI, OTPAKEHUEM 3BOIOLUU
U YCIIO)KHEHHMsSI ~ YEJIOBEUYECKOM  ICHUXMKM,  OTpPaKE€HHEM  Pa3BUTHA,
COBEpIIAIOIIETOCS B c(hepe MBIIIIICHHUS U YyBCTBEHHOTO OIBITA OOIIECTBEHHOTO
4eJI0BEKa, a C APYroi CTOPOHBI — CIOCOOOM MX pa3BUTHs, TOH MaTepUalbHON
dbopmoii, B KOTOpPOM 9Ta D3BOJIOLMSA COBepIIaeTci. B 3ToM cwmbicie
MYy3bIKaJbHblE WHCTPYMEHTHI, MOXaldyl, HaubOoyiee I0Ka3aTeJIbHbl: OHHU
ABJIAIOTCS  CIELUAIBHO «COTBOPEHHBIMU», HCKYCCTBEHHO (M HCKYCHO)
«CHIENTAaHHBIMUY», MAaTEPUATU30BaHHBIMU  OPYAMSAMH, AKKYMYJIUPYIOLIUMHU
B ce0e U «HAMpaBJISIOUIMMIY B aJJpec CBOMX CO3JaTellel U cllyliaTeneil HoBble
HEMaTepUalbHbIE IICHHOCTH. Takas OBEIIECTBIEHHAs MWJAEd HE TOJIbKO
OMOraeT, HO W HAYMHAET <«IIPOBOLMPOBATH» B CO3HAHUU YEJIOBEKa
XyJ0XKEeCTBEHHbIE 00pa3bl. B 3BYKOBOM TBOpUECTBE MY3BIKH HHCTPYMEHT
CBOMM 3BYKOBBIM (M HE TOJIBKO) 00pa3oM — TEMOPOBBIMHU XapaKTEpUCTHKAMU,
IPOCTPAHCTBEHHO-UTPOBBIM I10JIEM, MHU(OJIOTHUECKUM «IIIeipom», dnucTo
UCIIOJTHUTENIbCKUMHM HaXOJKaMH 4YacTO «I10JCKa3bIBAa€T» KOMIIO3UTOPY camy
UJCI0 WIH, 10 KpailHeH Mepe, XOJ ee pa3BUTHUA (JIOCTaTOYHO BCIIOMHHTb,
HampuMep, «4epHo-Oenble» mnaccaxu martellato Bo BTopom QparmeHTe
tpa"ckpunuuu «llerpymxku» M. CTpaBUHCKOro, OCHOBaHHbIE HA COBMEILLIEHUN
BepXHEH W  HIDKHEH  IUIOCKOCTe  (opTenuaHHOM  KiIaBHATyphl
WIM COHOPUCTHUECKNE HMMMTALUN <«IIWIKU JIEPEBBEBY», «UaBKAaHbsS» IIAroB
KOJIOHHBI IO pPa3MBITON JOpPOre C MOMOIIbIO TIJIUCCAHJO IO HEHAXaTbIM
KJIaBHILIAM U TMepeKiIrovaTeNisiM peructpoB OassHa B «Ilatm Brigmax Ha
apxunenar 'YJIAT» B. Bnacosa u T.11.).

«OTtaensisi» oT cedst COTBOPEHHBIN MY3bIKAJIbHBI HHCTPYMEHT (B OTIMYUE
OT T'OJIOCOBBIX CBSI30K) U MOJTyYast, TAKUM 00pa3oM, TOTIOJHUTENbHbIE TEXHUKO-
TEXHOJIOTUYECKHE, aOCTPaKTHO-JTOIMYECKHE, SMOLMOHAIbHO-TUHAMUYHBIE,
TeaTpaJbHO-apTUCTUYECKUE BO3MOXKHOCTH BBIpAKEHUS, YeJI0BEeK
«pHcBanMBaeT» cebe ATOT HOBBIM OOOTaIlEHHBIH «JdpraH» B TBOPUYECKOM
MY3bIKaJIbHO-HCIIOJHUTEIBCKOM aKTe €JMHEHUS C UHCTpyMeHTOM. O xoporieM
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MHCTPYMEHTAJIUCTE YacTO TOBOPST, YTO OH «CpacTaercs» €O CBOUM
UHCTPYMEHTOM IOJI00HO KEHTaBpY, a UHCTPYMEHT, B CBOIO OUepE/ib, SIBISIETCA
IPOJODKEHUEM PYK M KOpIyca MWCIOJIHUTENS, MOJUUHSIETCd EMY,
KaK cCOOCTBEHHbIN dpraH. 1l BMecTe OHM COCTaBIISIOT YK€ «HEIPOCTYIO CYMMY»
(Bcerna Y72113113% ) (hopMaTpHO-MaTEMaTHIECKOTO CYMMUPOBaHUs),
HAJICJICHHYIO HEKOEW Marn4ecKoM CUJION BO3JICUCTBHUS Ha ciymarens. B sroi
CBS3M YMECTHO HAIIOMHUTH O CHEHH(PHUUIECKOM OTHOIICHUH HCIIOTHHUTEICH
(M ma)ke KOMIIO3UTOPOB) K CBOEMY HMHCTPYMEHTY, Kak B (OJIBKIOPHOIA,
TaK ¥ B aKaJIEMHUECKOU chepe My3UIIUPOBAHHS.

B caMoM moHATHH MHCTPpYMEHTa KaK «opyaus» (mocienHee, o MHEHHUIO
1. ®nopeHcKoro, «ecTh MPOEKLKS BO BHE TBOPUECKUX HENIP YEIOBEYECKOIO
CYILIECTBA, MOCTPOSIONINX U BCE €r0 COOCTBEHHOE SMIUPUYECKOE OBITHE — €ro
TeJ0, ero AymeBHYI0 ku3Hb» (Dropenckuii, 1980, c. 102), a Takxe BBUIY
MPOHU3AHHOCTH BCEX THIIOB JEATEIbHOCTH «HUCKYCcCTBOM boroaenanus»
(Deyprueii, no 1. ®aopenckomy) (dnopenckuii, 1980, c. 107), k koTopoi
Oymxe BceX MPEJCTOUT XydokecTBeHHoe TBopuecTBO (Dropenckwuii, 1980,
c. 105), — B.Iletpuk BBISBISET «CHEUUATBLHOE, OTAEIBHOE OT MPOYUX
MPEIMETOB KauyeCTBO, KOHEYHO, aJeKOe OT KYJIbTOBOM «CaMOIIEHHOCTHY, HO
BCce ke B OOJbIIEH CTENEeHW OAYXOTBOPEHHOE, HEXKEIH «MOJIOTHI, IJIYTH,
Kojieca M TOMYy IMOAOOHOE — CJIOBOM, B TpyOeiillieM CMBbICIIe CIIOBa,
MaTepHualbHble OpyaAus TexHuueckou KyiabTypbl» ([lerpuk, 2009, c. 16).
I[1. ®nopeHckuii GUKCUPYET, «UTO MO-TPEUECKU opyaune — dpyavov (OpraH).

JleficTBUTENBHO, OpraHbl HAIIEro CYIIECTBA — AYLIEBHBIE U TEIECHBIE —
CyThb OpyAHS IyXa, CTPOMMBIE MM ceOe; W Halld BMECTE OpYAHs, HaAMHU
CTPOMMBIE, CYTh TOX€ OpraHbl HAIIETO AMIIUPUUYECKOTO TYIIEBHO-TEIECHOTO
cocraBay (Duopenckuii, 1980, c. 102). B My3bIKaJbHOM HHCTPYMEHTE-
OpYyAMH TIO3TOMY TMPOSIBISETCA «IIEJIBHOCTh PpEATbHOCTH M  CMBICIA,
CBOWCTBEHHAsT (eypruyeckoil AESTETbHOCTH, a MY3bIKaJbHbIE HHCTPY-
MEHTBI — «BEIIECTBA» HCKYCCTBAa — IYCTh «TOJIBKO BEIIECTBA, HE OCMBIC-
JIEHHblE HACKBO3b, HE TIPETBOPEHHBIE... HE 30J0ThIe», HO BCE KE
«o3onoueHHble Jlorocom» (®nopenckuii, 1980, c. 105). Takum ob6pa3om,
00TOCITIOB OOBSICHAET MAru4ecKyl0 CHIY MY3bIKAIbHBIX HHCTPYMEHTOB,
JEUCTBYIONIYIO B UCIIOJHUTEIBCKON TMPAKTUKE; MPOSBICHHE MY3BIKaJIbHOTO
3TOCA MOCPEACTBOM MHCTPYMEHTAIBHOTO UCKYCCTBA.

OTa Marm4eckas Cuja MY3bIKAJIbHBIX WHCTPYMEHTOB B pa3HbIE BpeMeHa
NposBIsIach B pa3HbIX (popMax, BIUIOTH 10 (eTHIIn3anuu (COOCTBEHHBIE
MME€Ha  WHCTPYMEHTOB, yno100JieHre 170.4 GhopMBI  )KHBOTHBIM,
AQHTPOIOJIOTUYECKUE CpPaBHEHHUS C YacTAMHU Tejla, Tady Ha ONpe/elIeHHbIE
WHCTPYMEHTHI) M JIaXe JIEMOHHU3AIUHU (ITOCIETHEE CBSI3aHO TAKXKE C MCTOPH-
YECKU CJIOKUBLICHCS ONMO3ULIMENH K HWHCTPYMEHTAIU3MY OQHUIIHAIbHON
XPUCTHAHCKOH 11epkBH). OTHAKO TPUIACTHOCTh HHCTPYMEHTOB K CaKpaJIbHOM,
JyXOBHOM cdepe (HeocropuMasi B SI3bIYECKUX KYIbTypax) He OTpULIAIACh AaXKe
B XPUCTUAHCKOM MOHUMaHuU. Tak, M. IMXaHHUIIKUI TPUBOAUT CBUIETEIIHCTBA
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[IPABOCIABHOIO JyXOBEHCTBA B MOJb3y MY3bIKAJILHOTO HWHCTPYMEHTapHs,
IIpaB/a, B KAUECTBE COIIPOBOXKIEHUS JyXOBHbIM TekcTaM (MMxanunkuii, 2002,
c. 65-66). «MopanpHbIi OONHMK» HHCTPYMEHTa B TaKOM CiIy4ae 3aBHCEN
OT TOT0, KTO U YTO HAa HEM HUCIOJHSII: €CIU 3TO AYXOBHBIE, HPABCTBEHHBIE
IIECHOIIEHUSI — TO MHCTPYMEHT IPU3HABAJICS KaK MOJE3HbIH, HPAaBCTBEHHBIH,
IIPUYACTHBIN AYXOBHOM KU3HU; €CIIA «HEIPUCTOMHBIEY» KYILJIEThI UM ILUIACKU —
TO «COCY/ OECOBCKUII».

OTtpuiianue My3bIKaJIbHOIO HHCTPYMEHTAIN3MAa B IIPABOCIABHOMN KYJIbTYpe
OCHOBAaHO, 110 YTBEP)KJICHUSM OTLIOB LIEPKBU, HA €M0 MEXaHUYECKOM, a CTajo
OBITh, JIMIIICHHOM >KUBOTO AyXxa Havyaine (cBT. MoanHn 3naroyct, OJK. ABTYCTHH,
oix. @eonoput Kupckuit, 'eopruii [Tucuaa), a Takxke U3IUIIHENR B 1yXOBHOM
YKU3HU YyBCTBEHHOCTH, KOTOPYIO IPUBHOCUT 3BY4aHUE PA3HOT'0 POJia «OPraHoB
mycukuiickux» (Kimment Anexcannpuiickuii, Ucunop Ilenycuorckuii, ®oma
AxBuHckuil). Brnpouewm, o. Il. ®nopenckuii, Ha Haml B3IJIAJ, 34€Chb BHOCUT
HEKOTOPYIO CHOCTb («030J104eHHOCTh JIorocomy).

C TeueHueM BpEMEHHM, HANpUMeEp, yKe B 310Xy CpelHEBEKOBbs, KOrja
MHOTHE M3 OMOJIEeNWCKOro MHCTPYMEHTApHs BBIIUIA M3 YNOTpeOsieHus Jn0o
JUIIb OTAAJICHHO HAlOMHHAIM CBOMX MPEAIICCTBEHHHUKOB, KOHCTPYKIIUS
WHCTPYMEHTOB YaCTO TPAKTYETCsl 0OTOCIOBAMU HHOCKA3aTENbHO — B JYXOBHOM
WIM MHUCTUYECKOM IIJJaHaX C MPUCYTCTBUEM BETXO03aBETHOW, €BaHTEIbCKOM
U XpUCTHAHCKOW B 1EJIOM YHCIOBOM cuMBOiuMKU. Hampumep, 10 ctpyn
ncanTepusi OJULETBOPsAOT coboi Jlekamor Mouces; 24 CTpyHBl KHTapbl —
24 crapueB AIOKaJIUIICHCA; TPU CTOPOHBI KOpIyca KHUTAapbhl CONPSKEHBI
co Cearoit Tpowurei; deTslpe 3BydYallde CTBOJA TYObl — C YETBIPbMs
EBanrenucramu, Tak ke Kak M KBajpaTHas (hopma McaiTepus; AecsiTb CTPYH
acopa, IO NPEIINOJIOKEHNI0 CBT. KimmeHnTa AneKkcaHIpUICKOro, MOTYT
acconuupoBarbes axe ¢ camuM Jlorocom — MucycoM, a mo MHEHHIO OJIK.
ABIryCTHHA, OHU TOJUYMHSIIOTCS HEKOEMY BBICHIEMY MY3BIKAJIBHOMY 3aKOHY
(O XpuUCTHAaHCKOM YY€HUH) M T.n. My3blKallbHble 0Opa3HO-CPaBHUTENIbHBIE
XapaKTEepUCTUKU BCTpeuaroTcs U B caMoM CpsmieHHoM Ilucanum, Hampumep,
yInoso0JeHNe 4Yel0BEYeCcKOro rojoca TpyoHoMy 3BYKYy mogapa (HMc. 58:1),
ONpEACIEHUE  TNPEIACTABUTENEH  CTPYHHBIX  «UHCTPYMEHTAMH  IEHUSA»
(xnemrup, 1 Iap. 15:16; 16:42; Heem. 12:36 u T. A.) Wi NPUMTMCHIBAHHE 3€MHOM
IpUpoJie U HEOECHBIM CBETHIIAM: JEPEBBSM, MOJISIM, JIeCaM, TopaMm, MyCThIHSIM,
3B€3/]aM - CIOCOOHOCTH TieHWeM ciaBuTh Benmuue TBopua (1 ITap. 16:33;
Hos. 38:7; Ilc. 65:14; Uc. 35:1, 2; 44:23; 55:12). «IlogoOHas meTagOprUIHOCTH
MBILICHUS], TpPECTaBysIoas oOIlleHue YenoBeka ¢ borom mocpencTBoM
HanOosnee 6oraroro, caMuM TBOPIIOM JapOBaHHOTO HEPYKOTBOPHOTO, KHBOTO
MHCTPYMEHTa — TO0JIOCA CKBO3b IPU3MYy MHCTPYMEHTOB pYKOTBOPHBIX,
MEXAHUUYECKUX U IIOTOMY HE CTOJIb BBIPA3UTEIBHBIX, OTPAXKaeT HOBBIN aCIIEKT
UX ICTETUYECKOT0 BOCIPUATHSA U ONPEIEICHHBIN ATall OCO3HAHUSA UX POJIH
B ncropuueckoi perpocnektuse» (Komsaa, 2015). Karonuueckas ke Tpagunus
JIOIYCKaeT OpraH M CMBIYKOBBIE MHCTPYMEHTBI K y4acTHIO B MECCE BMECTE
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C «@HTeJIbCKUM IIEHHEM» I'0JI0COB, a TAKXKE MO3BOJIAET NPOBOIUTH KOHIEPTHI
YUCTON MHCTPYMEHTAJIbHON MY3bIKM B IIOMEIIECHUSX CBOMX XpaMOB BHE
CITYXOBI.

II. Mactepc yka3plBaeT Ha TPEXCTYNEHYATYI0 HEpapxuio (JIU4Hasi,
oOmiecTBEeHHass, XpamoBasi  c(epbl) MY3BIKAIBHOTO  HMHCTPYMEHTapus
npeBHocT. Tak, B Berxom 3aBere yNOMHHAIOTCA «BOCEMb BHJOB
MY3BIKQJIbHBIX HHCTPYMEHTOB, KOTOpBIE ObLIIM B 00MXO/€E B T€ JHU, U BCE OHU
ObUIM JIO3BOJICHBI JUIS YIOTPEOJICHUS] B JIMYHOM M OOLIECTBEHHOW >KU3HHU.
OpHaKo TOJBKO YETHIPE U3 HHUX Pa3peIiaioch NPUMEHSATh Ha OOTOCITyKEHHUU
B 1oMe boxxeem» (Mactepc, 2001). Pazpemiarorest CTpyHHBIE — IICAITHPS, apda,
UTpa; TMOAOOHBIX PEKOMEHIAIMA MPUICPKHUBAIOTCA U B JIPEBHETPEUECKHE
¢mtocopsr (JloceB, 1975). B 0coOBIX OroBOpPEHHBIX CIy4asx (Uit Ipo-
OyX/IE€HUS B JIOASX CEPhE3HOT0 OTHOLIEHUS K OOTrOCITYKEHHUIO) JOMYCKAIOTCS:

U3 yIapHBIX — KUMBAIBI (Tapelkk — TJIaBHBIM 00pa3oM, IS YIIPaBICHUS
OpPKECTPOM WJIM OTOWMBaHUS TAKTOB ISl ICHUS, TPUYEM TOJIBKO TJIaBHBIC
My3BIKaHTBl MOTNIM urparb Ha Hux — 1 [lap.15:19), tummnan (GapaOaw,

OOTSAHYTHII ¢ 00€UX CTOPOH KOKel — MmpeanucanHeliii Tonbko B 90-m [lcanme
JUI ydacTHsl B CaMOM DPaJOCTHOM M3 Bcex mnpasznHuke Kymeil; HamoMHuM,
yro B [IpeBHeil I'perun TuMnaH — HelmpeMeHHbIH aTpuOyT OPruacTHYECKOro
puryana B uyecTb JIMOHMCA); M3 AYXOBBIX — TPYyObl (UIs1 CO3bIBa Hapoja
Ha TOPXKECTBEHHbIE COOpaHMSI U COIIPOBOKACHHUS )KEPTBOIPUHOILLIEHUS, TOIBKO
B pyKaxX CBSIIEHHUKOB). 3ampenialorcs A CIyKeHHs B Xpame (ieiita
(ucnonp3yercss B ckopOHOM 5-M Ilcamme, KOTOpPBIM HMCHOJHSIICS BO BpeMs
najoMHu4ecTBa B Mepycanum), ynapssle, oprat (B Berxom 3aBere).

Taxum 0Opa3oM, MeNOIUUHBIE, «KAMEPHBIE» CTPYHHBIE — IICAITUPB, apda,
UTpa, TYyCIH, BOCIPOMU3BOJAMBIIME «HE KpHYallylo, a OJaro3By4yHyIO
MY3BIKY» — «U3Jal0T 3BYKH OJaroJapHOCTH U JIIOOBU» (XBajla JOJDKHA OBITh
ceplieyHOM, MokasHHOI). MeaHas TpyOa HpeacTaBisieT TOPXKECTBO MOOEbI
(xBama JOJKHAa OBITH TNPA3THUYHOW, TOPKECTBEHHOH, BO3BBILICHHON).
TumnaHel U TUKK (TaHLBI) CBUAETENBLCTBYIOT O «KUITyueil 3HEpruu, ycepauu
U YIIO€HUH, CBOMCTBEHHBIM JIETSIM M MOJIOZIEKH, BOBJICUEHHBIM B JIIOOMMOE UMU
neno» (XBaja JOJDKHA OBITh YCEpAHOM W NMPHUHOCHTH PaaocTh). «KumBaiibl
IPOMOTJIACHBIE» CHUMBOJIU3UPYIOT TPOMKOCTb, CHJIY W BEIMYHE HCTUHHOTO
nokJIOHeHus bory (xBana qomkHa OBITh UCKPEHHEH, CHIIBHOM).

Takoif MHCTPYMEHT, Kak OpraH, IMpeJHa3HauYCHHbI M3HAYAJIBbHO HE IS
OorociykeHus, a JUIs pa3BliedeHus (YTO MOJCIYTHO CBUIETEILCTBYET O TOM,
YTO MCTHHHAS XBaJa JIOJKHA OBITh JJIS BEPYIOUIMX MPEIMETOM BeTUYaNIIero
yJIOBOJBCTBUS, @ HE IMPOCTO BBINOJHEHHEM JIOJra), BIIOCIEACTBUU CTall
pENpe3eHTaHTOM  XPUCTHAHCKOW  KapTUHBI ~ MHpa,  MeTadOopUuecKd
oboO0maronmM pusocodcekre uaen KOCMUYECKOro MOopsiiKa U MUKPOKOCMOCa
YeJI0BEYECKOM Ty, «Hauboyiee aKTUBHBIM 3BEHOM TpPUAbl: ajaTapb-OpraH-
cobop» (bynkees, 2011). Onnako, kak yrtBepxaaer Illecroit ctux 150-ro
[lcanma, «camu 10 cebe My3bIKaIbHbIE HWHCTPYMEHTBI HE MOTYT
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BOCIPOM3BOAUTH XBaly. JIMIIb TO, UYTO UMEET ABIXAaHHE, MOKET MOKIOHATHCS
Bory» (Mactepc, 2001). Ho Beap it000€ My3bIKaJIbHOE TPOHU3BEIEHHE (B TOM
qucie, U BOKAJIBbHOE) 00peTaeT XKHU3Hb MCKIIOYHTEIHHO B TBOPUYECKOM AaKTE
JKUBOTO HCIIOJHEHMS, T.€. C HENOCPEJACTBEHHBIM YYaCTUEM «UMEIOLIETO
JBIXaHUE» MY3bIKaHTA.

dakTHYECKH BCE yKa3aHHbIE «3HAKM» XpaMoBOil (hoHOChEpHI (TIpaBa, yKe
Ha OCHOBE PABHONPABHUSA BCEX €€ «UTPOKOB», YTO OTBEYAET HOBOM HACHHOM
napagurmMe, 3TUYECKOW KOHILIEMIIMU 3IIOXH) IIEPEHOCATCS Ha «BBICOKOE»
MY3BIKQIbHOE UCKYCCTBO, TPO(ECCHOHATIBHYIO MY3bIKY EBpOIIBI, BOSHHKIIIYIO,
no mueHuio B. Konen, «B cpemHeBexkoBOM co0ope Kak HEMOCPEICTBEHHBIN
Y )KU3HEHHO BAa)KHBIM 3JEMEHT JIMTYpIMH... KaK HMCKYCCTBO BO3BBIILIEHHOE,
IIPOHUKHYTOE TJIyOOKHUM CEpPhE3HbIM HACTPOCHHEM, KaK HOCHTENb BBICOKOM
HpaBcTBeHHOU uaen» (Konen, 1994, c.20). Beap MMEHHO My3bIKaJIbHOE
UCKYCCTBO OKa3aJoCh HENOCPEACTBEHHO CBS3aHHBIM C CaMHMH CJIOBaMH
MOJIMTBBI, BbIpaOaTbiBasi TaKUE XYIOKECTBEHHbIE IPUEMbI, KOTOpHIE
HOPOXKAAIH «TIOAJTUHHOCTh M BO3BBIIIEHHOCTh IEPEKUBAHUSAY (TaM Xke, ¢. 21).
Brpouewm, O. Kyprt, «uMes mnepes rIila3aMM OTPOMHYIO ITaHOpPaMy HCTOpH-
YEeCKOI'0 Pa3BUTHUS «aOCOJIIOTHOW MY3BIKH», OTMETHII, YTO «HE3PUMOE TOMIIE-
HUE 10 abCOJIIOTHON My3bIKE» CYIIECTBOBAJO €Il€ B BOKAJIbHOM LEPKOBHON
My3bIKE HHJIEPIAHICKOTO WM puMckoro ctwis» (Xomomoma, 2014, c. 29).
OTX075 OT NOTEHIMAIBHON IPEAMETHOM BBIPA3UTEIBLHOCTH I'0JIOCA B« CTOM»
UHCTPYMEHTAIIM3ME, MY3bIKaJJbHOE MCKYCCTBO HE IPOCTO HEYKIOHHO
pacuMpsuio CBOK 00pa3HyIo MalUTpy, HO U BbIpabaThiBajlo crienuduyeckue
3aKOHBl BBICIHIEH JIOTMKHM, Kak OBl «mepepacras yduTels» — TOJIoC
(c ompeMedeHHBIM CMBICIIOM-CIIOBOM).

Kaxas soxa npuBHOCHIIA CBOE, HOBOE BUJICHHE MHpPa, HOBbIE ()OPMBI €TI0
BBIPAXKEHMSI, CBOM TUIT MHCTPYMEHTAIN3Ma, B KOTOPOM OTPa)KaroTCsl POJIOBBIE
4epThl 3MO0XHU. B cBOI0O ovepenb, MHCTPyMEHTalbHAs KyJlIbTypa IO Mepe €€
(dopMHpOBaHUS  CTAaHOBHUTCA Bce 0Oojee  aKTUBHBIM  KOMIIOHEHTOM,
OKa3bIBAIOLINM 3HAYUTEIbHOE BIMSHHE Ha OOJIMK XYH0KECTBEHHOW SMOXU
B LIEJIOM BIUIOTH JO CO3JaHMS «3aKOHUEHHOW HEPYHIMMOMN XYJOXKECTBEHHOU
norukn» (Konen, 1994, c. 11). Ho Bo Bce amoxu «ray0oKoe BO3JEHCTBHE
Ha BOOOpaXXeHHE» C «BO30YXKIEHHEM BBICOKMX JIYXOBHBIX MEpEKUBAHUII
OCTaeTCsl «HEOTHEMIIEMBIM IIPU3HAKOM BCEX KIIACCUYECKUX MY3bIKAIbHBIX
IIPOU3BEIEHUH, BOCXOJAIINX K IEPBOU CII0KUBILEHCS KOMIIO3UTOPCKOM IIKOJIE
EBporbl, ee XOpOBOMY MHOTOT'OJIOCHIO» (TaM *ke), YTO TpeOyeT U OT CITyIlaTels
COCPEOTOUYEHHON TOATOTOBIEHHOCTH BOCHPUATHS W TJIYOMHBI peaKIHUu
(B «OecciioBeCHOM» MHCTpyMEHTanu3Me — TeMm Oosiee). Haubonee sipkumu
o0pa3llaMu  JKaHPOB,  «HEMOCPEJICTBEHHO  Pa3BUBABIIMX  LEPKOBHOE
MHOT'OT'0JIOCHE Y €70 IPUHIIUIIBI KOMIIO3UIIMH B UHCTPYMEHTAJIbHOM 3BYYaHUN»
(Tam xe) ABJISAIOTCA KaHIIOHA, pHuepKap, TpHo-coHata, gpyra. Uepes HUX BeeT
OpSAMOM MyTh K CUM(OHUH U POJICTBEHHOM €l HHCTPYMEHTAIbHOU KYJIbType —
concerto grosso, COJIbHOMY KOHLIEPTY, COHATE, KAMEPHBIM JKaHPAM.
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[Ipu stom my3sika XVII B., oTMedeHHass B MY3BIKOBEIUECKUX TpPYIax,
MPEXJIE BCEro, MEPEIOMHBIM IEPEXOJ0M K MOHOIIOJIBHOMY TIOCHOJICTBY
roMo(OHHO-TAPMOHHYECKOTO CTUIIA, TIO CIIpaBeIMBOMY ykazaHuio B. Konen,
XapaKTEpU3yeTCsl KaK 3I0Xa WUHCMPYMEHMAAbHO20 MbiuiaeHus. VIMEeHHO
TOI'/la YTBEPAWIACH CAMOCTOATEIbHAS Pa3BUTasi HHCTPYMEHTAIbHAS KYyJIbTYypa,
KOTOpasi CTajla IOJIHOLEHHBIM BBIPA3UTEIEM BBICIIMX JYXOBHBIX HJIEAJIOB
HapaBHE C BOKAJIbHBIMU jxaHpaMu. CoOCTBEHHBIH penepTyap, XyJ0)KECTBEHHBIE
IIPUEMBI, HCIHOJHUTEIBCKUE WIKOJBI (B 3TOM IEPBEHCTBO NPUHAIEKUT
AQHTJIMICKUM BHUP/DKUHAIKMCTAM) TPHUBICKIN K cebe BHUMAHHE U CMOIJIHU
CO37aTb KOHKYPEHTOCIIOCOOHOCTh BOKAJIbHOMY MCKYCCTBY (TPU3HAHHOMY
LEPKOBBIO KaK «aHTeIbCKOE ITEHUEY).

HcToku jxe CTHII BUPAKUHAIMCTOB BOCXOST K IEMOKPAaTUYHBIM JKaHpam
JIOTHEBOM  MY3bIKM U HapOJHO-OBITOBBIM  IIECEHHBIM  JKaHpaM.
B mpodeccuonanpHoil  11Kkosie  BUPKUHAIMCTOB MOSBWJICS HOBBIA  THII
WHCTPYMEHTAILHOTO TeMaTu3Ma (MeJoJIMKa MEeCeHHO-TaHIIeBaJIbHOTO CKIIafa,
MIPOCTOE TAPMOHUYECKOE COMPOBOXKJICHUE, YETKUNW PUTM C MOJYEPKHUBAHUEM
niepBoi 10m). ['ocnocTByromuM B 3moxy PeHeccanca ¢ppanko-haaMaHIcKuM
U UTAIbSHCKMM  TpaJuLUAM  [POTUBOIOCTABISETCS  HEIMOBTOPUMBIH
HAI[MOHAJILHBIA KOJIOPUT, XapakTepHbll s donbkiopa. Habmomaercs
U POACTBO C JIFOTHEBOW MY3bIKOM (B 9TOM CKa3bIBaeTCsi Kak OJIM30CTh
IIMIIKOBOIO crnoco0a 3BYKOM3BJIEUEHUS, Tak OjaropoiHas AEIUKATHOCTb
IIMITIKOBOTO MHCTPYMEHTA, OlleHeHHas ele B J[peBHeil ['perun u B bubneiickom
MHCTPYMEHTAIIU3ME).

Opranuyeckasi MPUHAUICKHOCTh K apUCTOKPATUUECKOH cpene u 6a3upo-
BaHNWE HA HApOJHBIX IECHAX OINPEAEIWIACh B DPA3BUTYIO BapHALIMOHHOCTH
dbopMOOOpa30oBaHUsST — YIUBUTENBHO KU3IHECHOCOOHOIO M aKTyaJbHOTO
B ganpHeimeMm. ®akTthuecku Tema  «oOpacTalia»  MHCTPYMEHTAJIbHOU
bakTypol, MEIOJUYECKUMH M TapMOHMYECKHMMH MpHUEMaMH, TOKKATHON
naccaHol TexHMkod. OOpamieHue K CBETCKUM JKaHpaM I103BOJIMJIO
MY3BIKQJIBHOMY WHCTPYMEHTAIU3MY IIYCTUTh «CBEXYIO KpPOBb» B BBICOKYIO
MY3BIKY, COXpPaHSs CBOIO MAarucCTpajJbHYIO JIMHUIO BOIUIOIIEHHUS BBICIINX
JyXOBHBIX HieanoB, KpacoTel Mupa u nyxa.

C npyroit cTopoHsl, B (hONBKIOPHOM IJIACTE MHOTO BEKOB CYIIIECTBOBAJIA
YK€ JOCTaTOYHO pa3BUTash MHCTPYMEHTAJIbHAs KyJIbTypa, OCHOBaHHas
Ha 0co00oM THTe TIpopecCHOHAIM3Ma — B OCHOBHOM, B JOCYTOBOW OBITOBOM
(HapoIHble MCIOJHUTENN) U KOHLEPTHO-PA3BJIEKATENbHON (CKOMOPOXH,
TpyOanypsl u T..) chepax, BbIpadaThIBaIONIAsl ONpeIeIeHHbIE MYy3bIKaJIbHbBIE
dopmbl U cpencTBa i 3PPEeKTHOro BO3ACHCTBUS Ha ciaylIaTesne (4To OKaXeT
BIMSHAE Ha KauyecTBO KOHLEpTHOcTH). IloMumoO TaHLEBanbHONW cdepsl,
MHCTPYMEHTaJIbHAsl Wrpa OTTAauMBaJlaCh M B Pa3BEPHYTHIX IPOUTPHILIAX
(BCTyIUIeHUS U MHTepMeANH) (OJIBKIIOPHBIX BOKAJIbHBIX KaHPOB, B HEKOTOPHIX
crenu(UIecKX MHCTPYMEHTAIBHBIX JKaHPaX «IJIs CIYIIAHUS.
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Bekamu Haxosich «B INTyOOKHMX MOZMOYBEHHBIX CI0SAX HApOJHOM KM3HH,
0CTaBasiChb CBOOOIHBIM OT HACIOEHUH MY3bIKH TOPOJICKOTO ObITa, HE TPOHYTHIM
«HuBenupyromieir  kocoit»  (CtacoB)  0OLIEeBPOMENWCKON  KyJIbTYPBI»
(Konen, 1994, c. 13), donbkinopHbiii cmoii B XIX B. «0CBOOOIMI» BEK
POMaHTHU3Ma OT KJIACCULMCTCKOTO YHUBEpCaIu3Ma (B TOM YHUCIIE, U B UCIIOJIHU-
TEJIbCKOM TBOPYECTBE), @ B XX — CMOTI' «(IIOCTaBUTh» aKaJeMUYECKON KYyJIbType
LENBIA PSII «CBEXKHX» HMHCTPYMEHTOB (HEOOXOAWMBIX B pycie KOHUEHIIHU
«IIOMCKa HOBOTO 3BYKa»). AKaJIeMHUYECKOE K€ KOMIIO3UTOPCKOE TBOPUECTBO
BTOpOil nos0BUHBI XX — Havyasa X X[ BB. 1eMOHCTpUPYET Kak anpoONpOBaHHbIE
B KJIACCUKE MY3BIKaJIbHOI'O MHCTPYMEHTAIN3MA CPEACTBA MHCTPYMEHTAIbHON
BBIPa3UTENbHOCTH, TaK U «KpalHHe AUCIPONOPLMHU, TUCOATAHC MHCTPYMEH-
Tapus... HOBasg (DYHKIIMOHAILHOCTh MWHCTPYMEHTApHS... COUeTaeTcss ¢ obpa-
[ICHWEM K TPUBBIYHBIM TEMOpaM... MepeuuclieHHbIe (aKTOPBI YKa3bIBAIOT
Ha MOBBILICHUE POJIK TeMOpa ... KaK SMOLMOHATBHO-BBIPA3UTEIBHOTO U KOMIIO-
3ULUOHHO-CTPYKTYPHOTO 3JIEMEHTA, Ha YyBEJIMUYEHHE €ro YJEIbHOro Beca
B 0011eit galyrne u apxuTekToHukKe npousBeaenuin» (I'pudbunenko, 2017, c. 8).

BbiBoabl. Yuenne 00 3Toce Kak MPOAYKTE JPEBHEIPEUECKON KYIbTYpHI
U Qustocopun CeroaHs SBISETCS HEMPEB30UICHHON M YHUKAIBHON CUCTEMOM,
o0BbeIMHSAIOIEN Takue pas3iuuHble cepsl, Kak My3blKa, QuiIocodus, ITHKA,
ICcUXoJjiorusi, Hayka. Tak, eme Ha HadaJbHBIX 3Tamax eBpoIehcKon
LIUBUJIN3AUN JAPEBHEIPEUECKUE MBICIUTENN BBIICINUIN MY3bIKY B KaueCTBE
CPEICTBA, MOpPAJbHO COBEPLIEHCTBYIOIIETO 4YeJioBeKa U  OOIIECTBO.
HNHCTpyMEHTAIBHOW MY3BIKAIBHOW KYJIBTYPE B 3TOM PAKYpPCE NMPUHAUICKUT
COOCTBEHHAs BaJKHasl pojib. AKajieMHU4ecKas My3bIKaJbHO-MHCTpYMEHTAIbHAs
KyJIbTypa (JaKTUUECKH pa3BUBAIACh B pAMKaX MY3bIKQJIbHOTO U XPUCTUAHCKOTO
3TOCa (ICTETUYECKOE Hayallo BOOOINE «UpEe3BbIYAHO CUIIBHO MPOSBISETCS
B MHTEPIIPETAllUA  CIABSHCKUMH  (unmocodpaMu  XpUCTUAHCKOM  HMJEU»
(IllepbakoBa, 2012). OOGperas  Menoc, NPOCTPAHCTBO  TapMOHMHU,
dopmooOpasyroie JIOTUKH, MOTU(POHNIECKYI0 BCEOOBEMHOCTh COZEpPIKaHNU,
My3bIKa OJJHOBPEMEHHO «oOpeTaja 3TOC, BEpHee, B 3Toce obpeTana ceOs»
(CyxanneBa, 2017). B »TomM mpoliecce HWHCTpYMEHTaNbHAs KYJIbTYypa,
«MHOTOKpPAaTHO TpaHCIUpyeMmasi B YCJIOXHSIOLIEHCS OBELIECTBICHHOCTH
uHctpymenta» (CyxanumeBa, 2017) BoccoszmaBasia o00pa3bl T00abHON
npo0iaeMaTuky BeITHs, yCTOMUMBBIX KaTAPCHUECKUX CTPYKTYP Ha S3bIKE YHCTO
XyJI0KECTBEHHBIX 3aKOHOB M npueMoB. Mnes Moanna Dk3apxa bonrapckoro
0 KpacoTe Mupa, co3/laHHOro boroM TakuM mpekpacHbIM AJisi TOTO, YTOOBI
YEJIOBEK, OPaXKasiCh 3TOM KPAaCOTOM, YCTPEMIISIICA K COBEPILIEHCTBY, K CBOEMY
TBopiy, mbITasChb cTaTh IMOJOOHBIM €My, — TMIpeJICTaBlieHa B «MOIIU
nokazarenseTBy (O. Mangensiitam), 3akiIlOYEHHOM B HMHCTPYMEHTAJIbHOMN
my3bike U. C. baxa, I'. @. I'engens, W. Taiigna, B. Momuapra, P. [llymana,
®. [llonrena, ®@. Jlucra, I1. YatikoBckoro, C. Paxmanmnona, [[. [llocrakoBuua,
C. Ilpoxo¢nesa, M. CtpaBunckoro, A. [lIautke, C. ['ybaiigynuHoit u ap.
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MoIHbIi 3TOC TPOHU3BIBAET COOOW HE TONBKO MpodeccHoHATBHYIO
MY3bIKAIbHYIO KYJIBTYpPY, HO M TOJIIM HALMOHAIBHOTO M Ja)Xe OObIIEHHO-
MY3BIKQTBHOTO co3HaHus: «Kommu3ust BeIOOpa U MOCTYIKA, TOJKEHCTBOBAHHUS
U TPUYACTHOCTM K  POJOBBIM  LIEHHOCTSAM, JIMPUYECKOM — MIWLIMK
Y CaMOOTPEYEHMsI BbIUEPUMBAET IMTAHTCKUE MapaboJibl OT KyJbTYphl Myrama
JI0 YKPaWHCKOM JTyMbl, OT KypCKOI'O Mejoca /10 aMEPUKAHCKHX CIHPUYYIIICH
(CyxanueBa, 2017). Hcrtopuss My3bIKaJIbHOM  KYJIBTYPHl IIOCTOSIHHO
«cxBaTbiBaJIa U 0000IIaa Ha yYpOBHE JYXOBHOM KBHUHTA3CCEHIIMH OCHOBHBIE
studeckue napaaurmel» (Cyxaninesa, 2017). dakTudyecku Kaxjaas 3HadyuMast
CTHJIMCTUYECKAasi KOHLEIIIMS €CTh OIHOBPEMEHHO KOHIIETILUS ATUYECKast. 31eCh
OYEBH/IHA TApAILIEIb ¢ (PyHIaMEHTAIBHBIM IIOHSATHEM JPEBHEIPEUECKOT0 3TOCA
0 «UUCTOTE» (IYXOBHOM, KOTOPYIO MpPEIACTaBISeT B MH(OIOruu AIOJIIOH),
C IIOHATHEM KOTOPOHM JPEBHETPEUECKOE CO3HAHUE OOBEAUHWIO MY3bIKY.
ATIOJUIOH K€ HEeNOCPEACTBEHHO CBsI3aH C OINPEAEICHHBIM MY3bIKaJIbHBIM
UHCTpYMeHTapueM (Jiupa u Kudapa).

[TponunarenbHOE HAOIIOIEHHE O MTOSIBJIEHUN HOBOI BETBU «a0COIIOTHOIY,
CBOOOJIHOM OT CJOBa — HMHCTPYMEHTAJIbHOM — My3blku caenan B 1820 T.
I'. bepnano3: «MckyccTBO 3BYKOB B TOYHOM CMBICIE 3TOrO  CIIOBa,
T.€. HE3aBUCUMOE OT BCEX OCTAJIbHBIX, OSIBUJIOCH HA CBET OUEHb HEIABHO, OHO
B IOHOIIECKOM BO3pacTe, eMy JeT JBajuarh, He Ooibiie. OHO MpeKpacHo,
BCceMoryiue, 3to AnosuioH [Iuduiickuii HoBeilero BpeMenu. EMy Mbl 00513aHbI
LEeJNBIM MHPOM YYBCTB M ourymeHuit...» (bepnmos, 1956, c. 188). IlomHoe
Y OKOHYATEJIbHOE CTAaHOBJIEHUE MY3bIKaJbHOTO HHCTPYMEHTAJIU3Ma U €ro
«BaXKHeMIIee TUANEKTUYECKOe ClleIcTBUE — (OPMHUPOBAHUE MPECTAaBICHUN
0 MY3BIKQJIbHOM HHTEpIpeTanum» (Xomnomnosa, 2014, ¢. 31) Bo3BpaTUiIo cTapyto
KAaTEeropuio0 — INPAaKTUKY, XOTS U B IPYTOM CMBICIIE CJIOBA, YEM B AHTUYHOCTH
u CpelHEBEKOBbE, BBIIBUHYB BMECTO CTapoil KaTeropuajabHOW Hapbl «HayKa
U TPaKTHKa» HOBYIO — «IIPOU3BEJICHNE (KOMIIO3UIINS) U UCTIOJIHEHUE (UTpa)».
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MUSICAL INSTRUMENTAL CULTURE
IN THE SYSTEM OF MUSICAL ETHOS

The ancient concept of music as a phenomenon beyond the scope of art with
the function of the organizer of cosmic spheres’ harmony, capable of connecting
and balancing opposite principles in the “unity of much”, allowed ancient Greek
thinkers to relate musical means and possibilities with the character of an integral
human personality. The concept of "ethos" (ethos) in ancient Greek language means
character, temper, custom. The parameters of scientific research are relevant in the light
of identifying the "purity" of the artistic functions of modern academic
instrumentalism. The article is devoted to the study of the essential ideological
and aesthetic modes and the material possibilities of musical instrumentalism
in the aspect of musical ethos. The methodology of the study includes the use
of historical-cultural, logic-semantic, aesthetic, historical-logical, synthesis methods.
The scientific novelty of the work is to expand the ideas about the development
of academic instrumentalism, which is distinguished purely by the exclusiveness
of artistic laws and techniques from the standpoint of the musical ethos. It is argued
that the academic musical-instrumental culture actually developed in the framework
of the musical and Christian ethos, finding melos, a space of harmony, form-building
logic, polyphonic comprehensiveness of content. Being specially “created”, artificially
(and skillfully) “made”, materialized instruments, musical instruments accumulate
in their materiality, as well as “send” new intangible values to the address of their
creators and listeners. The origins of musical instrumentalism in church and folk vocal
and instrumental music are analyzed.

Key words: musical instrument, instrumental music, biblical toolkit, academic
instrumentalism, musical ethos, Christian ethos.
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MY3UYHO-IHCTPYMEHTAJIBHA KYJbTYPA
B CUCTEMI MY3UYHOTIO ETOCY

AHTHYHA KOHIEMNINS MY3WKH SIK SBUINA, IO BUXOAWTH 32 PaMKH MHCTEINTBA,
i3 (yHKILi€I0 opraHizaTopa TapMOHIi KOCMIUYHMX cdep, 37aTHOi 3'€JHYyBaTH
1 ypiBHOBa)KyBaTH TPOTWIICKHI Hayaja B «EIXHOCTI MHOXHHHOTO», Jajia MiJCTaBH
JABHBOTPEIbKIM MUCIIHTEISIM CITIBBITHOCHTH MY3HWYHI 3acO0M W MOXKIUBOCTI
3 XapakTepoM IMUIbHOI  monackkoi  ocobucrtocti. IlomsTTs  «etoc»  (ethos)
y JaBHBOTPENBKiii MOBI O3HA4a€ Xapakrep, BAady, 3Bu4aid. O3HaueHi mapaMeTpu
HAYKOBOTO JIOCITIJDKEHHSI MPEJCTABIAIOTHCS aKTyalbHUMH B CBITJIi BHUSBIICHHS
CIUCTOTH» XYAOXKHIX (DYHKI[IH CydacHOTO akageMiqHOro iHCTpyMeHTamisMy. CtaTTs
MPHUCBSIYEHA PO3TISAOBI  CYTHICHUX iIEHHO-€CTETUYHHX MOJYCIB 1 PEYOBHX
MOJJIMBOCTEH  MY3WMYHOTO 1HCTPYMEHTANi3My B aCleKTi MY3HMYHOTO  €TOCY.
Mertomonorist ToCiKeHHS repedavyae 3acTOCYBaHHs iCTOPUKO-KYJIBTYPOJIOTi9HOTO,
JOTiKO-CEMAaHTUYHOT'0, ECTETUYHOT'0, ICTOPHKO-JIOTIYHOT0, y3araJbHIOI0YOr0 METOIIB.
HaykoBa HOBH3Ha pOOOTH TIONSTa€E B PO3IIUPEHHI YSBICHb MPO PO3BHTOK
aKaJeMIYHOr0 THCTPYMEHTANI3MY, IO BiJPi3HAETHCS BHHATKOBICTIO YUCTO XYAOXKHIX
3aKOHIB 1 NMPUIOMIB 3 MO3UIIHA My3U4HOTO eTocy. CTBEpPKYEThCS, IO aKajeMiuHa
MY3UYHO-IHCTPYMEHTaJIbHA KyJIbTypa (paKTUYHO PO3BUBAJIACS B paMKaxX MY3HYHOTO
1 XpUCTUSIHCBKOTO €TOCYy, BIJHAXOISYM MEJOC, TPOCTip TapMoHil, HaOyBawo4n
(OpMOTBOPHOT  JIOTIKH, TOJMI(OHIYHOI BCEOCSHKHOCTI 3MicTy. K  cheriajbHO
«CTBOpEHI», IITYYHO (i MaiicTepHO) «3p0o0IieH », MaTepiani3oBaHi 3HAPSS, My3UUHI
IHCTPYMEHTH aKyMYJIIOIOTh y CBOTH PEYOBOCTI, 8 TAKOX «HAMPABIISIOTHY Ha aJipecy
CBOiX TBOpLIB 1 CIyxauyiB HOBI HemarepiajbHI IIIHHOCTi. AHaNi3yIOTbCS BHUTOKH
MY3UYHOTO IHCTPYMEHTAJi3My B LEPKOBHOMY 1 (OJIIBKIOPHOMY IJIacTaX BOKaJIbHOI
Ta IHCTPYMEHTAILHOI MY3HKH.

Kntouosi cnoea: my3wdHWiA 1HCTPYMEHT, IHCTpYMEHTAJIbHA MY3WKa, O10MiAHMIA
1HCTpYMeHTapiii, akaileMiuHUI IHCTPYMEHTaII3MY, My3UIHHH €TOC, XPUCTUSIHCHKHH €TOC.
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HEKOTOPBIE CTUJIUCTUYECKHUE OCOBEHHOCTH
XOPOBBIX OBPABOTOK PAMU3A MYCTA®AEBA
(«Ilnamox» (Yaylhq) u «3i, kpacasuuya» (Ey gozal))

[IpencraBineHHass cTaTbs IIOCBAIIACTCS XOPOBOMY TBOPYECTBY H3BECTHOTO
Azepbaifmkanckoro kommosutopa P. MycradaeBa. XopoBble 00pabOTKH Ha OCHOBE
HAapOJHBIX IIECEH 3aHUMAIOT 0c00O€ MECTO B HAcIEJUM aBTOPA, OXBATBIBAIOIIME
HIMPOKKE U pa3HOOOpa3Hble KaHpPhI Xopa. [ TaBHOHM LENbI0 CTaThb SIBJISIETCS BBISBUTD
XapaKTepHble OCOOEHHOCTH XOPOBBIX OOpaOOTOK KOMIIO3UTOpa. ABTOpP CTaThbU
paccMaTpuBaeT XOpOBble O0OpabOTKM aBTOpa Ha OCHOBE HApOIHBIX IIECEH,
TEOPETUUECKH aHAIM3UPYET XOpPOBbIe 00paboTkK Ha ocHOBe neceH «Ilmatok» u «Dif,
KpacaBHIa». B craTbe HCIOIB30BaHBI TEOPETHYECKUE METO/IBI AHAITN3a, PACCMOTPEHBI
JaJJ0-WHTOHAIIMOHHBIE, PUTMHUYECKHE, TapMOHUYECKHE, (aKTypHbIE OCOOEHHOCTH
XOPOBBIX MapTHH. PasziuuHble CTHIMCTHYECKHE OCOOCHHOCTH XOPOBBIX 00pabOTOK
MOTYT OBITH OIICHEHBl KaK HaydHas HOBHM3Ha CTaThbH. B XOpOBBIX 00paboTkax
P. MycradaeBa BO3MOKHOCTH BOKAJIFHOTO TOJIOCA, B IIEPBYIO OYEPEb, COTJIACYFOTCS
C OCHOBHBIMHU CTHJIMCTUYCCKUMUN OCO6CHHOCTHMI/I HCIIOJIHEHUA HapOJHBLIX IICCCH.
Biageromuii cexperamMu HapOAHOW MY3bIKM KOMIIO3UTOP, Hapsiy C BbISBICHUEM
BOKAJIBHBIX BO3MOXKHOCTEH KOJIEKTHBA, 0OpaIiaeT 0co0oe BHUMaHNE Ha PAaCKpPBITHE
00pa3HO-IMOIMOHAIBHOTO COJIEP)KaHMs B ATUX NecHsIX. Heo0X0qMMo OTMETHUTH pOITh
(dopTenMaHHOro aKKOMIIAaHEMEHTa B XOPOBBIX 00paboTkax. JTOT MHCTPYMEHT HE
SBIICTCS AKKOMIOHHMPYIOIIMM, TaK Kak TeMOpOBBIE OCOOCHHOCTH (OpPTEUAHO
UCIIOJIB3YETCS ¢ OOJBITMM MAaCTEPCTBOM.

Knioueswvie cnosa: xommno3ntop, Xop, Kareiuia, 00paboTka, HapoHask TMEeCHS.

Pamuz MycrtadgaeB — U3BECTHBIH aBTOP MHOTOYHCIEHHBIX XOPOBBIX
MPOU3BENECHUHN, KOTOPBIM MOCBSTHJI OCHOBHYIO 4YacTh CBOErO0 TBOpYECTBA
pa3BuTHIO 3TOro >kaHpa. Co3gaHHble UM B 3TOH OOJIACTH IPOU3BEICHHUS
pa3ianMyHOrO 00beMa, Janu OONbIION TONYOK Pa3BUTHUIO XOPOBOM MY3BIKH
B AzepbOaiimxkane. «Pamu3 MycradaeB, koropeiii ¢ 1958 roma paboran
PYKOBOAMTENEM M JTUPUKEPOM XOPOBOTO KOJUIEKTHBA A3epOaiiakaHCKON
TenepaaunosemarensHoit Komnanuu, pazpadoTtan crenuaibHo s Xopa Oosee
250 Hapo/HBIX MeceH U TECHU(OB U caM ke UHTepnpuTuposai ux. Oparopuu,
KaHTaThl, BOKAJIbHO-CUM(DOHNYECKUE TOIMBI, CIOUTHI, IIUKJI U3 JECATH MECEeH
JUIS XOpa a KalleJsl, U Apyrue NpOU3BEACHNU KOMIIO3UTOpa ObUIM 3aIMCaHBbI
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B UCIIOJIHCHUHX HMCHHO OTOI'O KOJUICKTHMBA, COJIMCTOB H OPKECTpa, CHATHI
Ha Buneo W BKIoueHol B (oun TenepagmosemarensHolt Kommanum»
(Zohrabov, 2001).

OOpaboTKM CO3/aHHBIE HAa OCHOBE HApOJIHBIX IECEH, MMEIT 0coboe
3HAQUCHHE CpPEAN XOPOBBIX MPOHM3BEACHUN KOMIO3HTOpAa. Y KOMIIO3UTOpa
JOCTAaTOYHO MHOTO OOpabOTOK Ha OCHOBE HApPOJHBIX TIIECEH: TaK Kak
OOJBIIMHCTBO M3 HHUX 3aHMMAeT Ba)XKHOE MECTO B PENEpPTyape XOPOBbIX
KOJJIeKTHBOB. Cpenu 3TUX 00paboTOK ecTh 00pasibl, MpeAHa3HAYCHHBIE IS
XOpa C aKKOMIIAHEMEHTOM M 0e3 aKKOMIIaHeMEHTa (a Kareiia), a Takxke
00pas3Ibl C y4acTUEM COJIHCTA.

PaCCManI/IBaeMBIe HaMH MHHUATIOPBI OBLIIN CO3aaHbl I XOpa
C aKKOMITAaHEMEHTOM. OTH MHWHHUATIOPBI SABJISAIOTCA XOPOBBIMU O6pa6OTKaMI/I
HAlMCAaHHBIMU Ha OCHOBE HapoAHBIX TeceH «[lmatok» m «3JH, KpacaBHIay.
[TepBsIit 0Opaser] COCTOUT U3 Ay3Ta, @ BO BTOPOM IIPUMEPE MPEIyCMaTPUBACTCS
y4acTue COJIHCTA.

XopoBast 00paboTka Ha OCHOBE HapoaHOW necHu «l[linarok» HaumHaeTcs
¢ ¢poprenmanHoro BcryruieHus. OOBEM BCTYIICHUS OXBAaThIBaeT 16 TakTOB.
XopoBas 00paboTKa - ABISETCS MaJOOOBEMHBIM X)aHpoM. HecMmoTps Ha 31O
KauCCTBO, BCTYIUICHHUEC MOXCT CUUTATBCA AOCTATOYHO Pa3BUTHIM. Ecmm
00paTUTh BHUMaHKE Ha CO/ICPYKAHNE MY3bIKH BCTYIUICHHS, TO MOYKHO 3aMETHUTbD,
YTO Ha CaMOM JieJie 3Ta MacIITaOHOCTh CO3/[aHa B Pe3yJbTaTe BapHAHTHOTO
IMOBTOpa IEPBOro MPCAIOKCHUA. My3I)IKa BCTYIIJICHHUS OCHOBBLIBACTCA Ha
MaTepuaie NpuIieBa HapoAHON mecHUu. TakuMm oOpaszoMm, (oprennaHHoe
BCTyIUICHHE  00pa3oBaH M3  MEpHOJA,  COCTOSIIEr0O M3  JIBYX
8-TaKTHBIX TIpe/UIOKeHHH. Menoaus BO BpeMs BapUaHTHOTO IOBTOpa
B PUTMHUYECKOM TIUIaHE JENUTCS Ha MEJKHE HOTB, a B TapMOHHUYECKOM
AKKOMITAHEMEHTE HaOII0IaI0TCS AbTepaIry.
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Haponnas necusa «Ilmatok» cocTaBiigeT Ay3T HapHs ¢ IeBYWKOH. B nyate
00€e CTOPOHBI Y4aCTBYIOT PaBHOMIPABHO. B X0poBoif 00pabOTKE 3TO paBEHCTBO
KOMIIO3UTOpaM TMpEACTaBIE€H B HECKOJIbKO MHOM - Apyrom miaHe. [lapTus
JEBYIIKHA MOPYYEHA KEHCKUM Toj0caM, MOCKOIbKY 00paboTka MMEHHO C HUX
U HaurHaeTcs. XOpOBOE UCIOIHEHHE MTPEICTABISETCS B CONIPAHOBO—aJIbTOBBIX
naptusx. OCHOBHass MeENOJUs TIECHH MPUXOAUTCS Ha TApPTHIO COIPAHO.
A B aBTOBBIX TOJIOCAaX 3By4YaT IMOATOJIOCKA. B KOHIIE MEPBBIX JABYX CTPOK
B QIBTOBBIX Tojiocax mosBiseTcs «diviziy. W 3TO CIyKUT 3aBEpIICHUIO
rapMOHHYECKHX COCTaBOB, HAXOJAMIMXCS B (OPTEIMAHHOM aKKOMIIAaHEMEHTE.
Tonpko B mocnenHeil ppase nepBoro KyrieTra MecCHU OCTalbHbIE T0JI0ca XOpa
TaKXKe TMOAKIoYaTca K ucnoinHenuto. @paza «Yayliq salar ayriligi»
MOBTOPSIETCS JBa pa3a. Bo Bpemsi moBTOpa 0acoBbIC rojioca MPECTABIISIOT
MAPTHIO HAJ CIIOTOM «IyM-TyM», MOJIEPKUBAIOIINM PUTMUYCCKUE YIapEHUS
necHu. Ero mapTtust cxogutcs ¢ QopTenuaHHbIM aKKOMIIAHEMEHTOM M €Ile
OoJbIlIe yBEIMYMBAET MeENOANYecKoe OorarctBo 00paboTku. TeHOpoBYIO
MapTUIO COCTABISIET YHHCOH C COINpaHoO. AJBTOBBIE T0JIOCA HCIIOIHSIOT
MEJIOZHMIO Ha TePIUIO BHU3.

[Taptust doprenuaHo B ITOM NPOHM3BEIACHUH TMPEICTABIIICT OTPOMHBIN
WHTEpEC, TaK KaK MpaBasi pyKa UCTIOTHSIET MEJIOANIO HAa OKTABY BHIIIE, TAPTHS
JICBOM PYKU >K€ HCIIOJNHSET MapTUI0 OacoBBIX TOJIOCOB HAa OKTAaBY BBIIIE.
B pesynbraTe, OCHOBHBIE MENOAMYECKHE JUHUHM CO3/al0T pazHooOpasue
TeMOpa, OyIydr 03BYICHHBIM OJTHOBPEMEHHO B Pa3HBIX PETUCTPAX.
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[TocnenHue 1Be CTPOKM KYIUIETa UTPAIOT POJIb MPUIIEBA U MTOBTOPSIOTCS
IBa pasa. Bo Bpems moBTOpa HaOMIOAAIOTCS HEKOTOPHIE H3MEHEHHUS.
Kommo3uTop co3maeT yHHCOH Ha BEPXHIOIO KBUHTY B OCHOBHOW MEJOIHH,
HAMpaBiIsAs MEIOJUYECKYIO JIMHUIO K BEPXHEMY PETUCTPY B MapTHH TEHOPA.
XpomaTtuueckas JIMHHS, PACIONIOKEHHAs MEXIY NMapTHEH alnbTOB M MapTHel
npaBoi pyKH (GOPTENHAaHO, COCTABIISET OKTAaBHBIM YHHCOH. B 3TO Bpems nanHas
B BEPXHEM T0JIOCE MENIOJUs U MapTHs CompaHo o3ByumBaroTcs. [laptus Gaca
MOCTPOCHA MHTEPECHBIM o00Opa3om: mepBas (¢pa3a IOBTOPSET OCHOBHYIO
MEJIOJINIO, MEHSIS MO3MLHUIO B KaJCHIUH, BBIACISET NMPUMY TapMOHHYECKOTO
COCTaBa.

B mecne, koTopas HamucaHa B KyIUIETHOW (hopMe, pa3IM4HbIA MaTepuan
JUTS CIETYIOIUX KYTUIETOB HE MPE/ICTABICH, a IPEAYCMOTPEH TOYHBIH TOBTOP
(to ecth, kKak ectb). CleOBaTENbHO, IO 3TOM MPUYMHE, COACpKAHUE
00pabOTKH NECHU 3aBEPIIAETCS UMEHHO TaKHMM 00Pa30M.

B mapTum XOpOBBIX TOJIOCOB HAOIIONACTCS HEKOTOPAs TPaIULIMOHHOCTB.
Komro3urop nopy4ns HCIIOIHEHHE MEJIOANU COTIPAHOBBIM IOJIOCaM OT Hadaa
10 koHna. OcranbHbIE TOJI0Ca C OHON CTOPOHBI MOAJIEPKUBAIOT 3Ty IMAPTHIO,
aB HEKOTOPBIX CllydasiX, OOJIaJaloT CBOECOOpa3HBIM  MY3bIKAJIbHBIM
cogepkanneM. Ho BO BCSKOM citydae, COJNbHAs MO3MLUS TPUHAIICKHUT
compano. OCTajbHbIE K€ T0JI0CA BBICTYNAIOT C aKKOMITAHUPYIOLIEH MO3ULUH.

doprenuaHo B JaHHOW 00pabOTKe UrpaeT ocodyro poib. Bo BeTyruiennn
OTJIEeNIEHO 0C000€ MECTO 3TOMY MHCTPYMEHTY, M 3TO €I pa3 MOATBEPKAAeT
HaMH cka3aHHoe. [lomMumo sToro, maptust ¢opTenuaHo, MpeaCcCTaBICHHAsS
B pa3HbIX (pakTypax, TpHBIEKaeT BHUMaHUe ciymareneil. Kommosutopy
yJal0Ch CO37aTh MHTEPECHYIO TEMOPOBYIO MAJIUTPY B HapTHH (HOpTENHaHO.
B ero MHOTOTOII0CHO# (hakType HAXOIATCS MEIOANYECKIE JTMHIH, CO3/IA0MIHE
OKTaBHBIM YHHCOH MapTUU HEKOTOPBIX I'OJOCOB. ITO CIOCOOCTBYET CIUSHUIO
BOKQJIbHO-UHCTPYMEHTAJIBHBIX TEMOPOB, IPUBJIEKAET BHUMAHUE K OCHOBHOMY
Menoin4eckomMy cogepkanuto. dpasa - “ver yaylig1” — BoiiensieTcss HECKOJIBKO
pa3, KOoTopasi MMeeT BaXHOE 3HAUe€HUE B COJEpXKaHMU NecHH. OJTa (pasza
YCUJIMBAET 3HAYCHHE XapaKTEPHBIX 0COOEHHOCTEH 0Opa3zHO-IMOLMOHAIBHOTO
MUpa.

Crenyromasi, paccMaTpiuBaeMas HaMu, XOpoBasi 00paboTKa HallMCaHHAas Ha
OCHOBE HapoAHOM mecHM «DOH, KpacaBumay. ITa 00paboTKa TaKxKe
npeJHa3HaueHa ISl CMEIIaHHOTO XOpa ¢ aKKOMITAaHEMEHTOM. B oTimume ot
npeapIayIei 00paboTky, 31ech yaacTByeT conuct. OTHaKO, pa3IHdus STHM HE
3akaHyuBaOTCsI. OO0beM (GOpTENMHMAaHHOTO BCTYIUICHUS 3/1€Ch MEHBIIE TI0
CPaBHEHMIO C MPEIbIIYIIMM. A B COAEPKaHUM TEMBl Ta WJIM MHAas MapTHs HE
oroOpaxkaerca. DopTenuaHHOE BCTYIUIEHHE BbIpakaeT B cebe OCTUHATHBIN
AKKOMITAaHEMEHT U OXBATHIBAET 8 TAKTOB.

Uro KkacaeTcs pacmpeiesieHHs] TOJIOCOB, TO KOMIIO3HTOP HCIIOJIb30Bal
METO/1, pEKEe BCTpEeYaeMblil B IpyTuX ero o0padoTKax: Tojioca CONpaHo U aubTa,
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TeHOpa M 0aca MpPEeJCTaBICHBI B BHJIE YHUCOHA. DTa MO3UIMS COXpaHEHA 0
KoHIa. [[pyras mHTepecHas depra oOpaOOTKH 3aKIHOYAECTCS B TOM, YTO XOP
BBICTYIIACT B AKKOMIIAaHUPYIOIIEH IO3UIMH B YAaCTH [0 IIApTUH coyucTa. B aTom
IPOM3BEAECHUH, COCTOSIIEM U3 22 TaKTOB, XOp OYATO ObI COCTABIIAET BOKAJILHOE
BCTYIUIEHUE, NPOAOJIKAs ~ MY3bIKIbHBIM  Marepuan  (OpPTENHAaHHOTO
BCTYIIJICHHAL. MOoXHO 3aMETHTD 9TO, o6pa1ua51 BHUMAHHC HA €ro MY3bIKaJIbHOC
cozepkaHue. B naptuu xopa aBe MENOAMYECKHUE JTMHUU COCTABIISIOT OKTaBHbII
YHHCOH M COBNAJAIOT ¢ (poprennanHoit maptueid. YTo KacaeTcst MOATHYECKOTO
COJIEpKaHus, TO XOPOBBIE I0JIOCA IIOCTPOEHBI HA OCHOBE TOJIBKO OJHOTO CJIOTa —
«1a-JIax.
[Ipumep Ne3
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OcHoBHas cyTh 00pabOTKH MPUXOJUTCSA HA MapTHUO conmcra. OIHAKO, Tema
COJILHOW MapTUH MpeodaaeT u B YaCTH, JAaHHOU JI0 €ro BBICTYIUICHHS. JIumib
napTys Xopa HOCUT OoJjiee MOOMIIBHBIN XapaKTep MO CPAaBHEHUIO C COJHMCTOM.
Ota yacTh HaxoauTcs B (opMe NEepuoja, COCTABICHHOM W3 MPEaioKeHUil
¢ 12+10 Ttakramu. HecmoTpsi Ha TO, 4TO COJAEpKaHUE JBYX MPEIIOKECHUN
OJIMHAKOBO, JIBa TaKTa, PACIOJOKEHHbIE B Hayaje IMEPBOrO MPEIOKEHUS,
oTiinyaroT ux. llepBoe mpensoKeHHE TOCTPOEHO HA  CEKBEHLMSX,
HaIpaBJICHHBIX BHU3 U HAUMHAIOIIMXCS € Tojioca «Jis». BTopoe npemioxenue
HAUMHAET 3Ty CEKBEHIMI0 Ha TOH HUXeE, ¢ royoca «coiib». KoHiel obenx
MPEIIOKEHU N TPUXOAUTCS HA KaJEHUHUIO B rojioce «Mm». Eie oqHo pasnnuue
MEXIY TPEUIOKCHUSIMU JaeT O cebe 3HaTh B J1aJIOBO-MHTOHAIIMOHHOM
aneMmenTe. IlepBoe mnpemyiokeHHE OCHOBBIBAETCS HA MH MUHOpE, BTOpOE
npeioKeHne ke Ha (purmiickom naae «3». [IpumMeHeHHe royiocoB «day
u «ha que3» npuaaeT My3blke IUaTOHMYecKoe HacTpoeHue. OHaKo, B TO XKe
caMoe BpeMms SBJIsIeTCA HocuTeneM KadecTB ana «lypy».

ConucT UCTIONHAET MEJOIUIO MPOCTOr0 CTPOEHHUS C TOMOILBIO TEHOPOBO-
0acoBbIX royiocoB. B xope 3Ta Mmenoaus IpeacTaBl€Ha Ha OKTaBY HUXKE.
B comnpanoBo-anbTOBBIX T0JIOCAX MPEUMYIIECTBO JaeTcs OoJiee IMHHBIM
HoTaM. VX mo3unius 0oJibIiie HAIpaBJieHa Ha COXpaHeHne (hoHa HaJl OCHOBHBIM
TOHOM. OTa TO3UIUS TOJAepKUBaeTcs (OpTENUaHO TMPaBOMl  PyKH.
B ¢doprenunano neBoit pyku TOHUYECKHI 3BYK BBIJEISIETCS B BHJIE OCTUHATO.

ConpaHoOBO-aJbTOBBIE TOJOCA BO BTOPOM CTPOKM MpPEJCTaBIECHbI
B TEPIIOBOM OTHOIICHUH M JIEMOHCTPUPYIOT XPOMATHUYECKOE JBIKEHUE
HalpaBJI€HUEM BHH3. OJTO JBWIXKEHHE IIOBTOPSETCS B HIIKHEM PETHCTpE
doprenuaHo. B BepxHeM ke rojoce MOANEPKUBAETCS MapTHUEH COIHUCTA.
[Iponomkaercs YHHCOH TEHOPOBO-0ACOBBIX TOJIOCOB. JTOT  MEPHO/,
OXBaThIBAIOUIUN  JIB€ CTPOKH, IOBTOPSIETCS IOCPEACTBOM  PENPU3BI
Y 3aBEPIIACTCS B OCHOBHOM TOHE («MHY).
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Tema cnenyrolero nepuosia coriacyerTcsl ¢ BCTYIUIEHUEM XOpa B Hayaslo
00pabOTKU: UCHOJB3YIOTCS MOTHUBBI, pa3MEIEHHbIE BO BTOPOM IPEJIOKEHHUH.
OpnHako, CyIIECTBYIOT M OIpEAEIEHHbIE OTIMYUA. 31€Ch HE HUCIOJIb30BaHBI
CEKBEHIIMM, KOTOpble MpeolialaloT BO BCTYIUIEHHM Xopa. B atom pasnene
NPUMEHSIOTCS M3MEHEHHs M B MapTHH Xopa. Hampumep, TeHOpoBO-0acoBbie
rojoca MOBTOPSIOT NapTHIO COJKMCTA HE IOCIEJ0BATENIbHO, a B OIPEEICHHbBIX
¢pazax. HecMoTps Ha TO, YTO CONMPAHOBO-AIBTOBBIC TOJI0OCA HE MEHSIOT CBOE
CTPOEHHUE, 3/eCh 4Yepelyercss YHHUCOH HpuMbl M Tepuuu. DoprenuaHHbIN
AKKOMIIAHEMEHT MOJIHOCTHIO TTOBTOPSIET BOKAJIbHBIN MaTepuai. CtpoeHue 4+6,
Ha0Jr01aeMoe B IPeAbIAYILEM IIEPHO/IE, 31ECh TOKE COXPaHSIETCs.

Crenyronuit ke mepuoj] UrpaeT pojb pernpusbl. 3AeCh MEPUOJ, JAHHBINA
B IIApTHH COJIUCTA, IIOBTOPSIETCA KAaK €CTh. DTUM 3aBeplliaeTcs pa3padoTka.

WuTepecHoil 4epToil XOpOBBIX 0O0pabOTOK sBisETCS MpeolianaHue
B MEJIOJIUM CHHKOIl M CEKBEHIMH. DTH 4YepThbl COXPAHSIOTCS B XOA€ Bcei
o0pabotku. HecmoTpst Ha TO, YTO KOMIIO3UTOP MOPYYHI BEIYLIYIO DPOJIb
COJIMCTY, MapTUs XOpa U (OPTENUAHO WUIPaeT BaXXKHYIO POJIb B PACKpPbITUU
colepkaHus. VHCTpyMEeHTalbHOE U BOKAJIbHOE BCTYIUIEHUE B Hayalie
00paboTOK MOXeT ObITh OLIEHEHa KaK MHTepecHass uepra. BokaibHoe
BCTYIUICHHE HAITOMHHAET aKKOMITAaHHPYIOUIYIO POJb Xopa U (HOpPTEIHaHO IS
opkectpa. Ilockonbky mo3uius Xopa XapakTepu3oBaHa aKKOMIIAHUPYHOIIEH
(GyHKIMEN Ha MPOTSKEHUM BCETO IPOU3BEACHMS: MOJJAEPKKA OCHOBHOMU
MEJIOJINH, BCTYIIJICHUS T'OJIOCOB Jal0T OCHOBaHHE TOBOPHUTH 3TO.

BbiBojbI. B pe3ysibrare MpoBEeACHHBIX aHAIN30B MOKHO MTPEIIOIO0KHTh,
4TO B XOpOBbIX 00paboTkax P. MycTtadaeBa BO3MOKHOCTH BOKAJIBHOTO T0OJIOCA
B TIEPBYI0 OYepeAb COTJACYyIOTCS C OCHOBHBIMH  CTHJIMCTHYECKHMU
0COOEHHOCTSIMM UCIIOJIHEHUs] HAapOJIHBIX TIeceH. Brnaneronmii cekperamu
HApOJHOW MY3BIKH KOMIIO3UTOp, HAapsay C BBISIBICHHEM BOKaJIbHBIX
BO3MOXHOCTEH XOpOBOI0 KOJUIEKTHBA, B 00paboTkax oOpaiaet Ha ceds ocoboe
BHUMAaHHE PACKPBITHE 00Pa3HO-3MOIMOHAIFHOTO COJIEPKAHUS B TUX TIECHSX.
Heo6xonumMo oTMETHTH poiib (popTemuaHo B XOPOBBIX 00paboTKax. DTOT
MHCTPYMEHT HE OCTaBJE€H B MO3MLMU aKKOMIIAHMATOpa: OCOOEHHOCTU €ro
TeMOpa HCHOJIB30BaH KOMIIO3UTOPOM C OoNbIIMM MacTepcTBOM. «OcBoeHUe
0coOeHHOCTEHN (POJIBKIOPHOTO CTHJIS CYIIECTBEHHO 00OTaIaeT My3blKaJIbHBIN
A3bIK  KOMIIO3UTOpA,  SIBCTBEHHO  ONpeJAesieT  CBSI3M  TBOPYECTBA
C HallMOHAJBHBIM ~ MCKycCTBOM. OJHAKO, XYIOXKHHK, OOpaIIaronuiAcs
K TPAIUIMAM HApOJHOTO M  NPOPECCHOHATBHOIO MCKYCCTBA, JIOJIKEH
BBICKa3bIBATHCSI CAMOCTOSTENbHO. He TONbKO uepnaTh U3 pOJHUKA HAPOIHOTO
UCKYCCTBa, HO BHOCUTh B HEE CBOH BKJaJ. TBOPUTb HOBYIO TpPaJUIIUU
HACTOSTEIHHBIN 1 IIEPBOCTETICHHBIN JIOJIT HACTOSIIETO XyA0KHUKa» (Qafarova,
2009, p. 142).
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SOME STYLISTIC FEATURES
OF TYPICAL CHORAL ARRANGEMENTS
OF RAMIZ MUSTAFAYEV
(«The Handkerchief» (Yayhq) and «Hey, Beauty Girly (Ey Go6zal))

This article is dedicated to the choral works of the famous Azerbaijani composer
R. Mustafayev. The choral arrangements based on folk songs occupy a special place in
the author’s heritage, encompassing the wide and diverse genres of the choir. The main
purpose of the article is to reveal the characteristic features of the choral arrangements
of the composer. The author of the article considers the author’s choral treatments
based on folk songs, theoretically analyzes choral treatments based on the songs “The
Handkerchief” and “Hey, Beauty Girl”. The article uses theoretical methods of analysis,
discusses the harmony-intonation, rhythmic, harmonic, textural features of choral
parties.

Various stylistic features of choral treatments can be evaluated as a scientific
innovation of the article. Firstly, in R. Mustafayev's choral arrangements,
the possibilities of the vocal voice are consistent with the main stylistic features
of the folk songs performance. The composer who owns the secrets of folk music, along
with identifying the vocal capabilities of the collective, pays special attention to the
disclosure of the image-emotional content in these songs. It should be noted the role of
piano accompaniment in choral treatments. This instrument is not accompanying, as
the piano's timbre features are used with a great skill.

Key words: composer, choir, chapel, processing, folk song.
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JAESAKI CTHJIICTHUYHI OCOBJAUBOCTI XOPOBUX OBPOBOK
PAMI3A MYCTAD®AEBA
(«lInamoxy» (Yaylhq) u «3ii, kpacasuya» (Ey giozal))

AKTyaJbHICTh JOCIHI/PKEHHSI TMOJSTae Yy 3BEPHEHHI J0 XOpOBOI TBOPUYOCTI
BiloMOro A3sepOaiipkaHCchKoro kommo3utropa P. Mycragdaesa. Xoposi 00poOku
HapOHMX ITICEHb MOCIAI0Th OCOOJIMBE MICIIE Y TBOPUOCTI KOMIIO3UTOPA, OXOILIFOIOTh
IIFPOKi 1 pi3HOMaHITHI KaHpPHU. [ 0OJIOBHOIO METOO CTaTTi € BUSBICHHS XapaKTEPHHX
0CO0JIMBOCTEN XOPOBUX 00pOOOK KOMIIO3UTOPa HA OCHOBI HAPOIHUX IMiCEHB, 30KpeMa
TEOPETUYHUH aHajJi3 XOpoBHX 00poOOK Ha ocHOBI miceHb «llmatok» Ta «OH,
KpacaBula». Y CTAaTTi BUKOPUCTaHI TEOPETHYHI METOIW aHali3y, PO3TISHYTI Jajo-
IHTOHAMIMHI, PUTMi4HI, TAPMOHIYHI, (aKTypHI 0coONMMBOCTI XOpoBHX mapTid. PizHi
CTHJIICTUYHI OCOOJIMBOCTI XOPOBHX OOpPOOOK MOXYTh OYTH PO3IVISHYTI SIK HAYKOBa
HOBHM3Ha CTaTTi. Y XopoBHX 00poOkax P.MycradaeBa MOXKINBOCTI BOKaIbHOTO
TOJIOCY, B IIEPIIIY YePry, Y3roLKYIOTHCS 3 OCHOBHIMH CTHIIICTUYHUMU OCOOJIMBOCTSMH
BUKOHAHHS HapOJIHHX IiceHb. O0i3HaHUI Y CeKpeTax HapOAHOI My3UKH KOMITO3HTOP,
TIOPSIZT 3 BUSIBJICHHSIM BOKaJIbHUX MOXKIIMBOCTEW KOJIEKTUBY, 3BepTa€ 0COOJIHMBY yBary
Ha PO3KPUTTS 00pa3HO-eMOLIIHHOTO 3MICTY Yy IHUX MicHsAX. HeoOXiIHO BiAMITHTH POJIb
¢dopTemniaHHOTO aKOMITAHEMEHTY B XOPOBUX 00poOKax. Lleil iHCTpyMeHT He BUCTYIA€e
aKOMIAHYIOYMM, TaK SIK TeMOpOBI OCOONHMBOCTI (OpTemiaHO BUKOPHUCTOBYIOTHCS
3 BEJINKOIO0 MalCTEPHICTIO.

Knrouosi cnosa: xoMmnosuTop, Xop, Karena, 00poOKa, HapoiHa MiCHSI.
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KOHUOEPT JJIsd XOPA NAMATHU KAPA KAPAEBA

Lenp riccnenoBaHms — BRIBIEHIE XapaKTePHBIX 0COOEHHOCTEH XOPOBOTO MTUCHMa
®anka Haruesa Ha mpuMepe sIpKOTO U caMoOBITHOTO counHeHus1 «KoHuepT st xopa
namsat K. KapaeBa». DTo MacmrtabHoe, B TpeX 4YacTiX, COYMHEHHE JUIS Xopa
a cappella BuepBBIe CTANO OOBEKTOM CEPHhE3HOIO HAYYHOTO HCCIICIOBaHMS. BbLiu
WCTIOJIB30BaHbl PA3IMYHBIE METO/IBI HCCIICIOBAHMS (SMITUPUIECKUI — JIJIS1 BBISIBICHUS
B MY3BIKQIBHOW TKaHM HOBAaTOPCKMX COHOPHBIX NPHUEMOB M TEOPETUUECKUH — s
rIy0OKOTO aHanm3a HAIIMOHATBHBIX ocobeHHOCTEH azepOaiikaHCKoN
KOMITIO3UTOPCKOW IITKOJIBI B €€ TPAJAWIMOHHBIX M WHHOBAIlMOHHBIX aCIeKTax), Kak
C UCTIOTHATENBCKON CTOPOHEI, TaK U C TOUYKH 3PEHHUS TEOPETHUECKOTO aHAITN3a, TaK KaK
o0a 3TH MeToJa HMCCIeA0BaHus TeCHeWMM o0pa3oM B3auMocBsizaHbl. Kpome Toro,
OBUT IHUPOKO TPUMEHEH METOJ KOTHHUTHBHO-COOBITHHHOTO TOJIKOBAHHUS CIIOXKHOTO
Y MHOTOCJIOWHOTO MY3bIKQJIBHOTO MaTepuaiia counHeHHs. HaywHas HOBH3HA
MCCIJIEIOBAHNUS ONPEIENAETCs, TITyOOKUM U3yUYeHHUEM XOPOBOM MY3BIKH COBPEMEHHBIX
azepOaikaHCKUX KOMMO3UTOpPOoB B Iiejom u @. HarmeBa B wactHocTu. Takxke
THIATETTbHO  W3y4YaroTCS  OCOOEHHOCTH  XOpPOBOTO  IHMChMa  KOMITO3UTOPA,
TIPOCIIEKUBAETCSI IBOJFOIIHS PA3BUTHS XOPOBOTO KaHpa B AzepOaiipkane, MPOBOANUTCS
CpPaBHUTENbHBIA AHANIN3 PAa3BUTHUS COBPEMEHHOM MHUPOBOM XOpPOBOM MY3BIKH
1 XOpoBO# My3bIku cTpanbl. «KoHmept mis xopa mamsatu K. KapaeBa» sBnsercs
CBOETO POJa PEKBHEMOM NaMITH BEIMKOTO YYHTels, CKopOb M 00lb O MmoTepe
KoToporo, komrnoszuTtop ®. Harues Bbipasuil B xaHpe XOPOBOTO KOHIIEPTa a cappella.
TirarenbHO U3yYUB COYMHEHHE, MBI IPUIIUIH K BBIBOAY, YTO COBPEMEHHOE COCTOSHUE
KOMITO3UTOPCKOM MIKONBI A3zepOailjikaHa HaXOAWUTCS Ha BBICOKOM YPOBHE CBOETO
pa3Butus. Kpome T0ro, BO3MOXXHOCTH MCIOTHUTEIHCKUX KOJUIEKTHBOB CTPAHBI TAKXKE
BECOMBl M 3HAUMTENbHB. HOBAaTOpPCTBO  XOpPOBOrO MHChMAa  MPOSIBISAETCS
B MCTIOJIb30BAHUM MHOT000Pa3HBIX CPEACTB 3BYKOBOM BBIPA3UTENBHOCTH PAa3IUYHBIX
BO3MOXXKHOCTEH T'OJIOCOBOTO ammapaTa WCHONHUTENs (LIETOT, peveBas AeKiIamaiusl,
TIACCAaHANPOBAHNE, TAMEHTAIUU-TIPUIATAHUS U 1. ).

Knwouesvie cnosa: xomnosutopckas mkona AsepOaiiixaHa, XOpOBOE€ MHUCHMO,
sBoIOIMS, KOHIEpT, Pauk Harues.

AKTyaJlbHOCTB. B 1HH, KOT/1a HE TONBEKO B A3epbaiipkane, HO M B IPYTHX
CTpaHax MMPOKO mpazaHylT 100-1eTHHil rOuIel co JHA POXICHUS
BBIJIAIONIETOCST KOMITO3UTOpa, akaaemuka, Haponnoro aptucra CCCP Kapa
KapaeBa, Ob1710 ObI yMECTHO BCTIOMHHTH O MPOU3BEICHUSIX, TIOCBSIIICHHBIX EMY.

53



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

B nepByro odepens BcnoMuHaeTcst KpynHomacitabHoe counHenue — Konuepr
i xopa a cappella namstu K. KapaeBa 3acinykeHHOro AesaTesss UCKYCCTB
A3zepbaiixana @anka Haruesa, KoTopblil 00yyancst KOMIO3UIUH B €0 KJ1acce.
W, naBepHoe, 3TO Jyyliee, YTO MOT CJelaTh YYEHUK B MaMATh O OOJIBIIOM
MY3bIKaHTE U YUuTele.

Bei0op xopoBoro ’xaHpa He ciyyaeH, 00, o0najgas pa3HOCTOPOHHHUMU
uHTepecaMu B cdepe kommosunuu, . HarumeB cocpempoTounn ocoboe
BHHMaHUE UMEHHO Ha XOpOoBOH My3bIke. Emie cTyieHTOM OH onpo0OoBai cBOe
1epo B XOpPOBOM >kaHpe, co3aaB B 1974 r. «Ony o Cymraute» AJjisi CMEIIAHHOTO
xopa u BCO (cn. A. Camax3aze). [IepBblIii ke OIBIT OKa3ajcs BeCbMa yIadHbIM
U CTUMYJIMPOBAJ aBTOPA K AaJIbHEHIIEMY CO3JaHUIO XOPOBBIX IPOU3BEICHUI.

Ienp mccaenoBaHusi 3aKIIOYAETCS B BbISBICHUM HALMOHAJIBHBIX
0ocoOeHHOCTEN a3epOaiiPkaHCKOH KOMIIO3UTOPCKOM IIKojiabl U poiu Pdanka
HarueBa B coxpaHeHUM TPaJULMOHHBIX U Pa3BUTHH MHHOBAI[MOHHBIX TEXHUK
COBPEMEHHOI0 XOpOBOI'O IMChbMa Ha MpHUMEpPE SIPKOr0 U CaMOOBITHOIO
counHenus «Konuepr 11 xopa namstu K. Kapaesay. 9to macimrabHoe, B Tpex
4acTAX, COUMHEHUE IS X0pa a cappella BiepBbIe CTaI0 OOBEKTOM CEPHE3HOTO
HAy4YHOTO HUCCIIEI0OBAHUS.

HN3noxenue ocHoBHOro matepuaja. Konnepr mamsatu K. Kapaesa Obur
HanvcaH ans Kamepnoro xopa XopoBoro OOmiectBa AsepOaiimxkana, uis
koToporo @. Harues Takxe Hamucan: «Samin nalosi» («Kamoba cBeun») Ha
cnoBa noareccel XII B. Mexceru ['saxesu (1978); «Asiqgom» («5 BaroOen»)
Ha cioBa HapomaHbix Oastel (1978); uukn «3 Oasarey («Bondvsoyom»
(s1 puanka), «Gedor» (mpoiiaer), «Toy gliniiy (1eHb cBaABLOBI), TOCBSIIEHHBIH
pykoBogutento Kamepnoro xopa JI.ArtakummeBoit (1982), kaHtata «Ana
Vaton» 151 conucra, yTena, xopa 1 opkectpa Ha ci. Xanuia P3el. I HecMoTps
Ha TO, YTO K MOMEHTY OKOHYaHHUs Mpou3BeaeHHs KoyekTuB KamepHoro xopa
yxke pacnaics, B 1989 r. AszepOaiimkanckas ['ocynapcTBeHHas Xoposas
Kamnemnga moja ymnpasieHueM O. KepumoBoil ¢ OonbIIMM ycmexoMm BIEpBbIE
ucnonHmwia 1 gacte Konnepra. B 1991 r. Tor xe xomnexktus Ha VIII Cwesne
Coro3za komno3utopoB CCCP B Mockse (910 6611 mocneanuii crezn CK CCCP),
B bonbmoMm 3ame Mockosckoit Koncepsatopun um. I1. HallkoBckoro BnepBsie
VCIIOJIHUJI KOHLIEPT MOJIHOCTHIO.

HyxHo oTmeTruTth, uTO BCEe XOpoBble counHeHuss @®.Harumesa cpasy xe
HaXOJAT OTKJIIMK B Tyl Ka)J10r0 HEHUTENs1 XOPOBOI0 UCKYCCTBAa B YaCTHOCTHU
U MY3BIKaJIbHOTO HCKYCCTBa B II€JIOM, U B 3TOM HX 0co00€ OyapoBaHUE.
[TonroOMBIIUCH U CyHIATENSAM, U XOpMENHCTEpaM, U CAMUM UCTIOJIHUTENSAM, OHH
NPUHECIM UX aBTOPY MCTHHHOE NpU3HAHHE, CTald JKEJaHHBIMH B JIIOOOU
KOHIIEPTHOH mporpamme. Ha Hamn B3risi, 0COOEHHO B XOPOBBIX COYMHEHHSIX
C IpeIeNIbHON TMONHOTOW, Haubosee $BHO pacKpbliach BCsS MajUTpa €ro
TaJaHTa, BbIPA3WINCh WHAMBHUAyaJIbHbIE OCOOEHHOCTM U cBoeoOpasue
KOMIIO3UTOPCKOTO MOYEPKa.
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Koneuno e, xoposble counHenuss @. Harmea He orpanuumBaroTcs
penepryapHeiMU IIpousBeneHuaMu Uit KamepHoro xopa. Komnosurop
ABJIIETCS ABTOPOM LIEJIOTO Psiia XOPOBBIX IPOU3BENEHUM, TakuX Kak «llecHs
Haprus» ans ronoca u nerckoro xopa Ha ciioBa M. [unb6asu (1979); «Sanl
Votonimiz» (cinaBHas Poawna) Ha cimoBa M. Cempzane u «Otrangaii-ka, dbst
pyka?» Ha cioBa X. P3b1 15151 nerckoro xopa a cappella (1979); «O sar1 yarpagy»
(>xenThIi HCT) A coo TeHopa u cmemanHoro xopa Ha ctuxu b. Azeporiny,
nocBsiIeHHoe xopmeiicrepy Kameprnoro xopa FO. T'abuboBy (1985); xop
«Laylay (konbibensHas) Ha HapoaHbIie cioBa (1989); oxa «Azadlig» (cBo6o2)
JUIsL COJIO My3/13uHa, cMemanHoro xopa u bCO Ha cinosa I'. Mepamka (1992)
u ap. ®. Harues Takxe aBrop uukia 4 [losmer mis xopa (1995), kyna Bouuiu
paHee co3zaHHble counHeHus «Bandvsoyom», «Gedar», «densap», «Toy giinii»
u3 mukia «3 basate u xop «O sar1 yarpagy.

OOpamasch K MEPEUYUCICHHBIM XOpaM, MOXXHO 3aMETHTh, YTO OCHOBOM
00pa3HO-3MOIMOHAIBHOTO CTPOSI B HUX SIBJISETCS TNIyOOKUN BHYTPEHHHUM MUD
YeNoBeKa, JIMPUKO-PMIOCO(DCKHE paCCyKACHHUS O JKH3HU, O MPUPOJE.
PackpeiTrio 3TOro 00pa3HOro Mupa 3aMETHO CIOCOOCTBOBAIM BBIOpAHHBIE
aBTopoM cTux kKak mo3toB XII-XIII BekoB, Tak M COBPEMEHHBIX ITO3TOB,
coueTarmux B cebe IIyOoKylo CKOpOb W Cuily BbIpazuteiabHocTu. [loutn
Ka)K70e 13 XOpoBbIX counHenuii ®@. Haruesa npeacrapusieT co60it HEOOIBITYIO
dunocopckyro  3apHCOBKY ¢ INIYOOKMM BHYTPEHHHM  COJACpIKAHHEM,
BOIUIOLIEHHE B MHUHHATIOPE BCEOOBEMIIOIIUX, MOPOIH OCTpOapaMaTHUECKUX
NepeXKMBaHUMN YeJIOBEKa.

Konuepr mamaru K. KapaeBa Hammcan Ha ciloBa  BEJIMKOIO
azepOaitipxkanckoro modta XII Beka Xaranu [Hupsanu. OOpaieHue
®. HarmeBa Kk TBOpuecTBY XaraHu, I03Ta, HPOTHBONOCTABIISIOIIEIO
COMHUTENBHBIM M TPEXOJAIIUM LIEHHOCTAM MYJPOCTb M OMBIT KU3HU, YM
U 3HaHHU4, 3a00Ty 0 OJIM3KHUX, CIIOCOOCTBOBAJIO HEOTPAHUYEHHON BO3MOKHOCTH
JUIs KOMIIO3UTOPCKOM MHTEpIIpeTaluy TeKcTa: CKopOb, 00k, CTpajaHus,
NIEPEKUBAHUS, OIUIAKUBAHUE IIOTEPU JOPOTrOro YElIOBEKa, YUHUTEIs — BCE
OTpa3ujoch B BBIOpaHHBIX cTHXax. CHHTE3MpPOBAB MY3BIKAIBHBIA MaTepuas
¢ moaTH4eckuM TekcToM, ®. Harnes BbIpa3UTEIbHO U TOHKO OTPA3W B CBOEM
COYMHEHUHU BECh ATOT CIUIaB TIy0OYaMIIMX YEIOBEYECKUX IEpEeKUBAHHMN.
HyxHOo npu3Hath, 4TO aBTOPCKas KOHLEMIMS COYUHEHHS YpPE3BbIYAITHO
CJIOKHA, HO pe3yibTaT MPEB3OIIEN OXUIAHUSA: MPOU3BEIEHHE ObUIO OYEHb
TEIJI0 BOCIIPUHSATO KaK KOJJIETaMH, TaK U IIUPOKOU ayAUTOPUEH.

KoHuept cocTouT u3 Tpex yactei, rie Kaxaas OTpa)kacT OIpPEIEICHHOE
COCTOSIHUE «4eJIOBEKa CKopOsmero»: «Agr» (60:b, miay), «Olviday (mporait,
npomaane) u «Foryad» (Bomub, Bo33Banme). Crtuxm XaraHu 3Bydar
B 1 u 3 yacTu.

HaumeHoBaHMe yacTeil HEBOJIBHO BBI3BIBAET ACCOLUALIMIO C TPEXYACTHBIM
Konneprom nmst xopa a cappella namstu A. FOpnosa I'. CBupuiosa, r1e 4acTu
Ha3BaHbl «[lnau», «PaccraBanue» u «Xopam». MoKHa IMPEANONIOKUTH, YTO,
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opuentupysice Ha Konuept I'. CBupunosa, ®@. Harues 3amyman co3ngath He
MEHee SIPKOE€ U 3allOMUHAIOLIEECs] Ipou3BeneHne — cBoero poaa Konuepr-
PEKBHUEM JUIsl CMEIIAHHOTO Xopa a cappella.

B ocHoBe npamaTypruu KOMIIO3UTOP KCIIOIB30BaT 3JIEMEHTHI CTAPUHHBIX
TPaypHO-PEIUTUO3HBIX PUTYaJOB, BKJIIOYAIOIIMX MYyOJUYHBIE DPaJeHUS
u peuntauuu (Mamenosa, 2010, c. 72-90). OnHako aBTOpCKas KOHUEMIUS
KoHuepra Bkiroumsia Haau4ve TEKCTa UM MapTUM coiucTta — TeHopa, neBla-
XaHEHJIE, YTO, BO-TIEPBBIX, COOTBETCTBYET MOHSATHIO XaHpa KOHLEPTa Kak
TaKoOBOTO, MIPEANOIaratoiero COpEBHOBaHUE MapTUu COJINCTA
U COIPOBOYXK/ICHUS, a BO-BTOPBIX — TOMOTAET 00Jiee BHIPA3UTEIBHO IOHECTH JI0
CylaTensl JUPUYECKYI0 CTPYIO HIEMSIIEH TPYCTH M TOCKHU M0 YHIEAUIEMY
Mactepy, c€037a€T BO3MOXHOCTb IIPOBECTH JHAJIOr MEXIY YUHUTEIEM
u YuyenukoM. TakoBa mpenpicTopusi co3gaHus xopoBoro Konmepra namsaru
K. Kapaesa.

Paccmotpum 310 counHenue noapoOHee. B ocHOBe mosTuyeckoro Tekcra
Ilepeoni wacmu Kounuepra — «Agr» (Papxamosa, 1991, c. 11-22) — nexar
4 OeiiTa, B KOTOPBIX MOATAMMHO PACKPBIBAIOTCS 00pa3bl yXOAdIleil MOIOA0CTH,
ku3Hu. [lepBasg dYacTh co3/aHaHa BapUAIMOHHOM TMPUHIUIIE Pa3BUTHUSA
MmaTepuana. OHa BKJIIOYAET TaKKe MPU3HAKU KOHTPACTHO-COCTaBHOU (HOPMBI,
B HEKOTOPOM CMBICIIE — YCJIOKHEHHOW KOHIIEHTPUYECKOW (QOpPMBI, O YeM
CBUJICTENHCTBYIOT 00pa3ylolue aHHYI YacTh pasliedbl U UX BHYTpPEHHEE
coznepxanue. Tak, epBble TPU TaKTa — 3TO KPATKUK BCTYIHUTEIBHBIN pa3zel
U, B TO )K€ BpeMsi, HaualbHas (paza.

ITpumep Nel:

[Tocnenyroiiee NOCTpOEHUE YKA3aHHOTO THIA PA3BUBAET M PACIIMPSET €€
MaTepua, BTopas (pa3a 3aHUMaeT yxke 5 TakToB. TpeThs dpasza, OTINYAsICH OT
MPEABIAYIINX B TUTaHe (PaKTypHOTO U TEMOPOBOTO O0OPMIICHHS], TPAKTUICCKU
unaeHTuYHa nepBoid. Ha ee ¢one y Soprano div. BO3SHUKAET HOBBIN MaTepHall.
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B nenom oH npezcraBisier co00i MUKPOLMKII M3 YEPEAYIOIIUXCS CTPOd.
Hauvanbnas crpoda cOmepUT /ABa KpaTKUX IOCTPOCHUS — MO TPH TaKTa
kaxoe. B nepBom u3 Hux Beayuias pois y ConpaHo, a BO BTopoM — y TeHopoB.
Bropasi, orBetHast crtpoda, orimmuaercst OONBIIEH CIMTHOCTBIO, LIMPOTOM
U HETIPEPBIBHOCTBIO MEJIOAMYECKOrO JBM)KEHHUS, OHAa IpejAcTaBiseT coOoi
BOCbMUTAKT. [loBTOpsitomascs putmudeckas Gurypa B BUAE IIECTHAALATON
JUINTEJIbHOCTH ¥ BOCBMOM € TOYKOI BCTpeuaeTcs B 3aBEpLICHUU 00euX CTpodd,
a Take (Qpa3. Tperbs crpoda — BapwaHT HepBHIX IBYX cTpod — 3TO
€/IMHBIA CEMHTAKT.

Jlaniee 3By4uT HECKOJIBKO OOHOBIIEHHBIN MaTepual, pa3BUBatOIINM, B TO K€
BpEMs1, UHTOHAIIMH PaHee IPO3BYYaBLIETO0 MUKPOLMKIIA CTPOG U BKIFOYAIOIIUN
YK€ U3BECTHYIO PUTMHUYECKYIO (DOpMYITy — IIECTHAIATast K BOCbMasi C TOUYKOH.
Bce 310 n3n0%keHo B roMo(OHHO-TapMOHUYECKOM CTHUIIE.

Ero cmeHsieT nocTpoeHue B BUJI€ CEMUTAKTa, OCHOBY KOTOPOT'O COCTaBUIa
HoBas Tema. OHa NMPOXOJUT B MapTUU coiucTa TeHopa u Oau3ka cBOOOHON
uMrpoBuzanuu. O06 3TOM CBUACTEIBCTBYIOT aBTOpPCKas pemapka adlibitum
U IPUHIMIT  UCHOJb30BAHUS JUIMTENIBHOCTEH, MX 4YepelnoBaHMsA, oOunue
MEJIHU3MOB; M 3TO IPU TOM, YTO 3/I€Ch YETKO COOJIIO/IaeTCsl TAaKTOBBINA pa3zmep
4/4. PutmodopMyna, O KOTOpOW YHOMHHAIOCH BBIIIE, IOJYy4YaeT CBOIO
pa3paboOTKy | 37€Ch, CTAHOBSICh PUTMUYECKUM JIEHTMOTHBOM. XOp B 3TOT
MOMEHT Ha IIEMTHOM JBIXaHUH JEPKUT KBUHTY «COJIb-PE».

[Tpumep Ne3:
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[Tocne 3TOro 3By4UT 1OCTATOYHO IPOTSHKEHHOE IOCTPOEHUE, 3aHUMAIOIIIEEe
14 TakToB. 31ech BOCCO3JAeTCs MaTepual »3MHU30/a, YKIAJbIBAIOIIETOCs
B 10 TakTOB, IPEIIECTBOBABILIETO TOJIBKO YTO PACCMOTPEHHOMY pa3Jieny, Ie
BeAyllas poib Obula  OTBeleHAa  HapTUM  coimcra.  PenbedHble
U 3allOMHUHAIOIIHECS Menoaudeckue 000potsl (T. 37 — 40, 41-42) mony4aroT
HOBOE OCBEIIECHUE, MEPEHOCATCS B JIPYroll perucTp, cos3jiaBas, TEM CaMbIM,
MHTOHAIIMOHHBIE TEPEeKIUYKH MEXIy pas3jelaMd HacTosIedl 4acTu
U OATBEpKAast (aKT HAIWYKMs KOHTYpOB KOHIIEHTpUYecKod (opmbl. 3aech
IIPOXOJUT BECbMa BBIPA3UTEIIbHBIM TEKCTOBOM MAaTEpUal, YTO CO3AACT IIOJIHYIO
FapMOHHIO MY3BIKAJIbHOTO U IOATUYECKOTO CUHTE3A.

Jlarmee aBTOp mW3maraeT HEOONBIIYIO KOIy-3akioueHue (T. 66—74), rae
B HCIIOJIHEHUH AJIBTOB div. 3ByYUT HECKOJBKO BHIOM3MEHEHHBIH MaTephall
HAYaJIbHOTO TPEXTAKTOBOTO TIOCTPOCHHUS, OTKPBIBABILIETO 4YacTh. AJIBTOB
MOJJICP)KUBAET OacoBasi MapTHs: CHAvaja 3BYYHUT COJb OOJBIIOW OKTAaBHI,
a mocje OKOHYaHMs allbTOBOTO COJIO Menous nepexoauT Kk bacam, u teneppb
YK€ albTOBOE COJIb IEPBOIl OKTABHI CIYKUT 6acaM (hOHOM.

Bces xona, HaunHaromasicss Ha PP u 3akanumBaromasica Ha PPPP, 3Byuut
0e3 CII0B, OJJTHAKO CTENEeHb BO3JCHCTBHS Ha CIIyIIaTeNs He MPepbIBaeTCsl.

HyxHo oTmeTuth, 4To X0poBas naptutypa Ilepeoit uacmu npeBocxoaHa
M0 MacTePCTBY I'OJIOCOBEJCHUS, @ TAPMOHUYECKUHN S3BIK €€ CBUJICTEIIbCTBYET
0 HEOOBIKHOBEHHO TOHKOM TOHUMAaHUM  KOMIIO3UTOPOM  CBOEOOpasus
azepOailxKaHCKOro XOpoBOro MHororosocus. Mcmone3yss B mepBoil yacTu
KoHuepra cuHTE3 pa3nuyHbIX CTPYKTYp B obOmactu (popMooOpazoBaHMs,
@®.HarueB, B TO ’x€ BpeMs, CMOI IepelaTh CBOEOOpPa3Hyl0 M TIIIyOOKO
CaMOOBITHYIO JIOTMKY ITOCTPOEHUS M Pa3BUTHS MaTepualla, CBOUCTBEHHYIO €ro
POIHOM TPAAULIMOHHOM KYJIBTYpE.

UYro kacaetcs 1a70BOil cepbl, TO 37ech MpeodaJaroliuMU OKa3bIBAIOTCA
uHToHanuu naga Ulyp. [Ipu 5ToM ero TOHUKaMU SIBISIFOTCS: «pe» — B Hayale,
U «COJIb» — B 3aBEPILIECHUH YacTH.

B MenoauueckoM OTHOIIEHUM HEOOBIKHOBEHHO BEJHMKAa POJIb OMEBAHUIL:
OHM JAIOTCS KaK B BHJAE OTJAEIbHBIX 3BYKOBBIX sS4€eK (BCIIOMHHUM
BCTYIUTEIbHBIE TP TAaKTa), TAK U B 00IIeM TeUeHUU Menouil. Menonuueckas
s4yeiika C aKIIEHTOM Ha CHHKOIBI, JaHHas B HAYaJIbHBIX TPEX TaKTax,
MOBTOPSIETCS HA MPOTSHKEHUH BCeH IEpBOi 4acTH, UTO 1aeT OCHOBaHHME HAa3BaTh
ee  JeWTTemMod. OJTa  JaMEHTAalMA-BBIKPUK  BechbMa  CBoeoOpa3Ha
¥ MHOTO3HAYUTebHA.

Cam mo cebe (eHomeH W mpobiaemMa BBIKPHKA YK€ JaBHO CTalld TeMOM
CrHelHaTbHbBIX HAyYHBIX HccieoBaHni. HeckonbKo 0TX0/11 OT OCHOBHOM TEMBI,
CYMTaeM YMECTHBIM IPUBECTH HECKOJBKO IIUTAT U3 UCCIICAOBAHUI NU3BECTHOTO
Mmy3bikoBena . 3emmoBckoro. B cBoeit cratbe «Bwikpuku: (peHOMEH
U npobsieMa» ydeHbll paccyxnaaer: «OTMeueHHass 3BYKOHAIpPaBJIE€HHOCTh
BBIKPUKA BBICTYIAET... XapaKTEPUCTUKOH €ro CYIIHOCTH ... WHTOHAIUU
BBIKPHKA XapaKTEpU3YyIOT My3bIKaJlbHOE co3HaHue» (3emuoBckuii, 1990,
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c. 104). J[lanee wuccnemgoBaTesib pPa3BUBACT CBOIO MBICIL: «BBIKpUK —
WHTOHAIIMOHHO — 3TO W XapakTep caMmoro [yenosexa. — JI.M.], kak Obl ero
MY3bIKaJIbHO-TUTACTUYECKHI  aBTONOpTpeT...» (3emuoBckuii, 1990, c. 105).
Ucxons wu3 atoro, U. 3emmoBckmii (1990) 3akmroudaer: «BBIKpUKM — HE
CBS3YIOIIIEE 3BEHO MEXAY PEeubl0 M IEHHEM, a CaMOCTOSTENbHasl >KaHpOBas
001acTh, CO CBOECH COOCTBEHHOM THIIOJIOTHEH, MTapajuiebHas APYTHM SKaHpaM
ycTHOM Tpaguium» (c. 109).

Ha ocHoBanum npansbix 3asBienuit . 3eMII0OBCKOTO MOXHa CHENaTh
ONpECNICHHBI BBIBOJL O TOM, YTO BBIKPUKHM — 3TO CaMOCTOSITEIbHbBIN
KOMIIOHEHT YCTHOM KYJNbTYpPbl KaXXA0ro Hapoja. T.e., UCXOAs U3 TOro, 4YTO
My3bIKa IMUTAETCS PEYEBOM MHTOHAIIMOHHOCTHIO, BBIKPUKH MOYKHO CUUTATh
0C000M, HE ITeCEHHOM (OPMOI YCTHOM TPATUITNH, HO B HUX BCE )KE OCBAMBACTCS
U KPUCTALIU3YETCS CBOM OCOOBIM MY3BIKQJIBHBIA CIIOBapb, O0OTAIIAIOIIHIA
YCTHYIO MY3BIKQJIbHYIO TPAIUIHIO.

TakuM 00pa3oM, MOKHO MPHUITH K 3aKIIOYEHHUIO, YTO, HAYMHAS C TIEPBBIX
TpPeX TaKTOB U Ha MPOTSHKEHUH BCEW MEPBOW YaCTH MMEHHO 1Ta JIAMEHTAI[Hs -
BBIKPHUK BBIPa3UJjIa «XapaKTep CaMOro YeJIOBEKay, «MY3bIKAIbHO-TNIACTUYECKUM
aBToroptpeT» (1. 3emiioBckuii) Bcero azepOaiipKkaHCKOro 3THOCA (COOCTBEHHO
TOBOPS, MMOA00HBIC UHTOHAIMOHHBIE BRIKPUKH CBOMCTBEHHBI KYJIBTYPE MHOTHX
HApOJOB, TIOPKCKUX B TOM 4ucie. Haubosiee HariasiiHO OHU TMPOSIBISIFOTCS
B MyraMHOM M aIlBITCKOM TBOpPYECTBE, a Takke OOpSAOBON MYy3bIKe
Azep0aiimxana). Kpome TOro, MMEHHO 95Ta MOMEBKa cTajga CBOEOOpa3HBIM
KapKacoM, TOYKOW OMOphl BCEW TEpBOM YacTu, MO0 HMEHHO K HeHl
HEOJHOKPATHO CTPEMUTCS BCS MY3bIKaJIbHASI TKAHb 3TOM YaCTU MPOU3BEICHUS.

Bo Bmopoii wacmu —«9lvida» — ®. HarneB He MCHOIB3YyET CIIOB, 4YTO
BHOBb BoO3Bpamaer Hac Kk Konueprty I'. CBupHzoBa, ogHako eMmy yAanoch
MOCPEJICTBOM OJHOU TOJBKO XOPOBOM 3BYYHOCTH MEPEIATh U SMOIMOHAIbHBIN
HakaJl, u Oonb paccraBaHus. [Ipu >TOM HEe OBUIM TOTEPSHBI HU SICHOCTh
CTPYKTYPBI, HU CAMOOBITHOCTh HAIIMOHAIBHOTO KoJiopuTa. Kommo3uTop B 3TOM
YacTH HIMPOKOTO IOKa3bIBA€T TEMOpPOBBIE BO3MOXKHOCTH XOpa, Pa3IM4HOIO
pona xonopuctudeckue 3p¢GekTol. ['ocnoAcTByOMUM, B TIAHE WHTOHAIIMOH-
HOTO CTpPOS, 3/1€Ch OKa3bIBaeTcs Takxke aaa «lypy».

Btopyto 4acTh OTKpBIBa€T BCTYNHUTEIBHBIA paszel, MPeACTaBIISIONNAN
c000¥ 0OTHOTOJIOCHBIN HareB, cojio Teropa B ayxe ummpoBusauuu (adlibitum).
Bcst BTOpast 4acTh BOCIPUHUMAETCS KaK €IUHBIN TTPOIIECC Pa3BUTHS TEMATH3Ma,
3aJI0)KEHHOTO B coio TeHopa. 3aech IPOUCXOIUT, YK€ HU3BECTHOE,
yepeaoBaHue CTPOod: OT KPaTKUX — B IBa TaKTa, Kak MepBast U BTopasi, 10 Oolee
MPOTSKEHHBIX — OT TPEX JO MATH TAKTOB, KaK TPEThsl U 4YeTBepTask CTPO(EI.
MeTp onsTh K€ BBIJIEPKUBACTCS, HA ATOT pa3 B pazmepe 6/4 u 4/4.

ITpumep No4:

A ad libitum

P

Solo
T




Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

[Tocne 3TOro 3By4nT OCHOBHOM paszef, IIe MOOYEPETHO MPOXOAIT YEThIpe
JOCTaTOYHO KpymHble cTpodbl. llepBas w3 Hux 3aamMaer 10-19 TakThi,
HAYMHAETCS OHA Ha ppp, U TOJIBKO MOCIIEIHHUE JBa TaKTa YT Ha cresc. K BTOPOH
crpote. TenopoBast mapTus 3/1€Ch NMPAKTUYECKU HE 3ajeicTBoBaHa, B CompaHo
¥ AJbTax TPOXOJSIT HEOOMBIINE UMITPOBU3AIIMOHHBIC MeNlouK. Bropas crpoda
MO XapakTepy 3By4aHus Oim3ka wmarepuany BerymieHus (1. 20-29).
My3bIkanbHbI  MaTepuan 3Toil  cTpodbl Oazupyercsi B OCHOBHOM Ha
VMMITPOBHU3ALIMOHHON MEJIOIMH, ITPOXOIALIEN y bacoB, K KOTOPOW PUCOEAUHSIETCA
cono Tenopa cropecTHO WMIPOBHU3ANMOHHON  (hpa3oH-IPUIUTAHUEM
«Ay, amany. [locTteneHnoe cresc., o0HIIe MEIU3MOB Y COJIUCTA, €TO0 MyraMHasi
UMIIPOBU3AIMs, KOTOPOW KOPOTKMMH IIONEBKAMM IE€PUOJUYECKH OTBEYAIOT
AunbTsl, bacel, TeHOpa, — Bce 9TO 3HAYUTENBHO YIUIOTHAET XOPOBYIO TKaHb. TpeTbs
ctpoda uaeT Ha f W uUpe3BblUAHO ciokHa B ucnonHeHuu (T.30-39). 3gech
3aJIeliCTBOBAH M COJIUCT, U BECh XOp, Iipu 3ToM Comnpano u TeHopa XOTb U MOIOT
B YHHCOH, HO TIOIOT CJIOXHYI) MMITPOBH3ALIMOHHYIO MEJIOAWI0, M300MITYIOIIYIO
OMEBaHUSAMHU U Menu3Mamu. Kpome Toro, B XOp MPOHHUKAIOT CIIOKHBIE
puTMHYECKHE (UTYPBI, CO3MAIONINE JOMOIHUTENBHBIA 3()(HEKT HUMIPOBU3ALIUHL.
Hapsiny ¢ »TuMm, y comucra caMOCTOSITeNbHAsI MapTHsl, TAK)Ke OCHOBaHHAS Ha
MYTraMHOW MEJIOANH, TTOJIBOJISIIAS BECh XOP K KyJIbMUHAIIUM HA fff.

Hanee 3By4uT HeOOJIbLIAsl MO MPOTSKEHHOCTU KaJAeHIMUS (TOHMYECKas),
rOTOBSIIAs, B CBOIO Ouepellb, mocienanee nmocrpoenue vactu (1. 39-40), roe
HACTYIAeT SMOIMOHAJIbHBIN CIaJ, HIOAHC YXOJUT /10 TUAaHUCCUMO.

YerBepras, 3aximountenbHas ctpoda (T. 41-51), oTnnyaercs BHyTpeHHEH
JUHAMUKOM, IpaMaTU3MOM, «CTYIIEHHOCTBIO» KOJIOpUTa. ITOMY CIIOCOOCTBYET
HEeNpepbIBHASI pUTMHUUECKas MyJbcalus B 0acy, KOTopasi IPUXOAUTCSA Ha 3BYK
coib OO0NbIION OKTaBbl (MCHONHSETCS Ha <«IM»). OHa OKOHYATEJIbHO
YTBEPKIAET U 3aKPEIUIsIeT TOHUKY Ja/Ja COJb-IIyp. 3aKaHYMBAETCS YacTh Ha
ppp- MeTp B 3T0i1 4acTu 4acTO MEHSAETCS: PUBBIYHbIE yKe 6/4 u 4/4 HeHa101Tr0
cMeHsoT 5/4 u 3/4. VI 3akaHuMBaeTcs 4acThb Ha i, YTO IMPHU IMOCTOSHHOM
0acoBOM «IIyJIbCe», O KOTOPOM MbI IIUIa peyb BBINIE, ACCOLUUPYET ¢ OoeM
4acoB, C TPaypHBIM 3BOHOM KOJIOKOJIOB, HEOXKUJAAHHO B KOHIIE, C 3aTyXaHUEM
3BYYHOCTH IPeoOpa3ylomuMcsi B PUTM KOJBIOETbHOH, YCIOKauBaroIeH
npeablAyle CKOpOHBIE JIaMeHTalMu. XOp, OCOOEHHO B JTOM YacTu
MIPOU3BENIEHUS, — HE CTATHYHAas TPYIIa UCHOJHUTENEH, a KUBOW OpraHu3M,
BECbMa YYTKO MMIIPOBU3UPYIOLIUMI W MOANEBAIOIIMN COJUCTY B KaXKIOU
OTJIENIBHO B3STOM (ppaze mo-pazHomy.

Takum o6paszoM, ¢opma paccmMaTpUBaeMON 4YacTH, B LI€JIOM, 3aKJIIOUAET
B ce0e OTYETIUBBIEC MPU3HAKN BAapUAHTHO-CTPO(UUECKOH, U, B TO K€ BpeMms,
OHa 0JIM3Ka KOHTPaCTHO-COCTABHOM CTPYKTYpe. B miiane Menoauueckoro cTpos
3/1eCh, Kak U B IEPBOIl 4YacTH, aKTHUBHO HCIIOJIb3YeTCS NpPUEM OTIEeBaHMS,
JOTIOTHSIEMBIH Pa3IMYHOTO Poja YKpameHusMu ((GopiuiaraMmu, TPEeJsiMu ).
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Tpemova uacmov — «Faryad» — camas kpynHas B LHUKJIE. DTOW 4acTu
0COOEHHO fPKO MPHCYIIM 4YEpPThl MAacCOBOIO TeaTpallbHO-APaMaTHYECKOro
JIeHCTBUS TOrpebaIbHOrO  XapakTepa, TIJIe BCE OJMH30[bI  OJYMHECHBI
pPEIUTHO3HO-TPAypHBIM ~ 00psilaM  —  IIECHONEHUSM,  HACBHIILCHHBIM
TCaTpPpAJIbHBIMU 3JICMCHTAMMU.

[To cBoell MPOTSKEHHOCTU OHA MPEBOCXOAUT JBE MpPEIbIAYIINE, BMECTE
B3STblE. 3HAUUTEIbHOW YCIOXKHEHHOCTBIO OTIMYAETCS M €€ IOCTPOEHHUE,
U, B CBOIO o4epe/ib, UcronHeHue. YTo kacaeTcs GOpMbl YacTu, TO 31€Ch SIBHbIE
KOHTYpPBHI KOHTPAaCTHO-COCTaBHOH CTPYKTYphl BO MHOTOM OJHM3KH CIIOKHOU
JBYyX4acTHOH gopme. B ee nepom paszzesne nomeneHo HeOO0IbII0e POHIO, Te
pedpeHOM BBICTYIACT MAPTHUS COJIHCTA.

Onu3ofpl  pa3iMyHbl [0 XapakTepy 3By4YaHMs, HIPOTSKECHHOCTH
Y BHYTPEHHEMY CTPOEHHIO, HO BCE IIOPYYEHBI XOpPY, B KOTOPOM BCE IMapTUH
Ipe/CTaBiIeHbI div.

Bo BTOpOM paszzaene naercs noouepeHoe pa3BUTHE JIBYX OJIM3KUX MO AYXY
U MHTOHALIMOHHOMY CTpOIO TeM, IJie BTOpas Kak Obl IPOUCTEKAET U3
Ha4yaJIbHOM.

OTkpbiBaeTcs (prHa BeIpa3UTEIbHON TeMOH y conupytomiero TeHopa, 1o
MHTOHALIMOHHOMY CTPOIO pojicTBeHHOM nany Illyp, oTroinocku KoToporo yxe
Ha pa3 3Bydyalld B IPOU3BE/ICHUU.

ITpumep Ne 5:

Kog- mok vax -1t g - lib cat-mig buva - fa-siz din-ya - dan

Ee cmensieT nepBblil ann301, T/1€ YepeayroTcs HeOOoIbIlie MHTOHAIIMOHHBIE
MOCTPOEHUS, BKIIOUYAIOIINE PENETULIMOHHOE MOBTOPEHUE OTIEIBbHBIX 3BYKOB,
XpoMaTu3Mbl M CBOOOJHOE — ©O€3 0003HaueHUs TaKTOBOIO pa3Mmepa —
U3JI0KEHUE XOPOM PsijIa PEUEBBIX HHTOHAIIMOHHBIX KOMILIEKCOB, T/I€ BHICOTHOE
MOJIO)KEHWE TOHOB HOCHT YCIOBHBIM XapakTep. ABTOp mpuberaer 37ech
K MCTIOJB30BAHUIO OJTHOTO W3 W3BECTHBIX METOJ0B KOMMO3UIMU XX BeKa —
COHOpHKE, MPUIAIOIIEH OOJBITYIO BEIPA3UTEIHFHOCTH KOMITO3UIIMH B IIEJIOM.

B nmanmHoM »smnm304€ XOp B PEUUTATHUBHO-ACKIAMAIMOHHOM MaHEpe
MPOU3HOCUT (pa3y, ¢ KOTOpoi HaumHaeTcss Kaxkaas cypa Kopana (kpome
JIEBATON): «BO M Amnnaxa, MmunocTtuBoro, MuiocepaHOTrO»
(o 0eZ D Bolsen— Gu-cymu-JInsixu-p-paxmdnu-p-paxiiv).  EE  mpousHocsT
B KOKIOW MOJIUTBE, MEpe]l HA4aJoM IF00Oro BaXKHOTO Jena, ¢ He€ OOBIYHO
HAYMHAIOTCSI 1 MHOTHUE APYTHE JOKYMEHTHI, COCTaBJIsIEMbIE MYCYJIbMaHAMU
(mMcbMa, JOTOBOPHI, 3aBEIIAHUS U T. 11.).

B TakTte 14 BHOBb BcTymaer cosmpyomuil TeHop, 3HaMEHysl 04epeHoe
nmpoBeseHUe pedpeHa, A0 Takta 18 BrmountenbHO. OTHAKO 3HAYUTEIIHHO
pacuupsieTcsl AMana3oH MeJOAUU, 3aTparuBaroOTCs HOBBbIE, Oojiee BBICOKHE
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TOHEL B OJHOM M3 TaKTOB Ha KOPOTKOC BpEM BBOAUTCS ITPUEM, CBOMCTBEHHBIN
TCXHUKC aJICATOPUKHU.

[Tpumep Neb:
J =100
= T '_’l:J: o VvV -
Solo o : - i ! =
Ko¢e yo-lun - da qa - lan  bi-zik,

Crnenyrommii 31130/, XOpoBoH, (T. 19-27) yTBepKIaeT HOBYIO TOHUKY —
da, KoTOpas BIOCIEICTBUU 3aiiMET KJIIOYEBbIE TMMO3UIMU M 3aBEPIIUT
npousBenieHrne. OJIHAKO OTINYACTCS OH KpalHEH HEeyCTOMYUBOCTHIO, OOUITUEM
XpPOMATU3MOB. 371€Ch 3aKIIOUEHBl JBa TEMAaTUYECKUX OHJIEMEHTA: IEPBBIH
W3JIOKEH B BHJIE TPHUOJEH BOCBMBIMH JUIMTEIBHOCTSAMHU Yy mapTuil TeHopoB
u baco, BTOpoll — cekcronblo M3 mectHaauartbix y CompaHo UM AJBTOB.
VIMeHHO 4epenoBaHWE aHHBIX WHTOHAUMOHHBIXKOMILJIEKCOB M COCTaBIISET
OCHOBY BTOpOT0 3mu301a. VI MyXckue, 1 )KeHCKHe MapTUH 3[1eCh He00X0UMO
UCIIOJIHATH B PKO BBIPAXKEHHOW PEYUTATHBHO-ICKIAMALIMOHHONW MaHepe, Tak
KaK YHMCTO BOKA&JIBbHOE INEHHWE HE NEepelacT TOM 3BYYHOCTH, KOTOpas 31€eCh
II0/Ipa3yMeBacTCsl.

Tperbe 1O cueTy MNpPOBEAEHUE IMEPBOTO TEMATUYECKOIO 3JIEMEHTa
KOHTPAIyHKTUYECKH COBIA/IAET C OUEPEIHBIM, TAKXKE TPETHUM, IIPOX 0K ICHUEM
pedpena y conucta TeHOpa, KOTOPHIi MOCIE MOOUEPETHBIX peUHTAUN-TITaueit
MYKCKMX M JKEHCKHX TOJIOCOB 3BYYHT HEOOBIYAaHO BbIpa3uTenbHO. Ero
CMEHSET 31130/, TJIe aBTOP JaeT OOHOBJIECHHBIH MaTepHall.

ITpumep Ne7:
J=50
e e —— . —— P S m— s e e s B—
S ] } T T T T T T |
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gpp A -ta a- na, o - gul u-saq qo - hum gar - das
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g s T s trt o’

Ero otnu4aroT ycTOMYMBOCTB, OTYETIMBBIN ITOKAa3 HOBOM TOHMKHU U Jaaa
(a-pact), a Tarke OombIIas MPOTSIKEHHOCTb 3BYyYaHHs: OH YKJIaJbIBaeTCs
B paMKH TPOCTOM JByx4acTHOW Oe3penpusHoiipopmer (1. 34-52). 3xech
UMeeTCsl IPUeM UMHTALMUB OKTaBYy — CONPAHO U NepBble TeHopa (T. 44—47).
Tak mpoxouT JiaoBast ¥, B HEKOTOPOIl CTETIeHN, UHTOHALIMOHHAS TIOATOTOBKA
MaTepuaia CcIeayIoLIero, BTOporo B JaHHOW 4acTy KOHIEpTa pa3zena.

Ero Hawano BBoauT B aTMmocdepy TIIyOOKOW yMHUPOTBOPEHHOCTH,
YCTOMYMBOCTU W MOKOs. TpaypHas LIEPEMOHHS HECKOJIBKO YCIIOKAaUBAETCS.
[lepBas Tema m3nmaraeTcsi mepBRIMU bacamu W mpencTaBiseT cOOOW ABAXIbI
HOBTOPEHHYIO ()pa3y U3 TPEX TaKTOB.
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[TprumepNe8:

Hanee uner ee pa3zpaboTka, 0a3upoBaHHAs HA BBIWICHEHUU OTIEIbHBIX,
COBCEM HEOOJBIIMX JIAMEHTAIMI, OCHOBAaHHBIX HA WHTOHALUAX MPUYUTAHUI
U OIJIaKMBaHUA «Saxsey, vaxsey» (Iraxcei-Baxceld —y IIMUTOB JIEHb
OIUIAKMBAaHMS M MaMa ['yceilHa, maBLIIEro MYYEHUYECKOM cMepThro. YacTh
TpaypHOi Muctepuu-apambl «lllabux») U UX MOKa3 B pa3HBIX royiocax xopa.
[Tocne, mepBasi TemMa BTOPOTO pasfeia 3BYYMT BHOBB, YK€ AyOnupyemas
AnpTamu. 3aTeM K HUM [OJKIIOYAETCS JUHUS, HA TOM JK€ MaTepuaie,
y Compano. Takum oO0Opa3oM, MNOCTpOCHHUE, H3Jararouiee TaHHYI0 TEMY,
CTaHOBUTCA 0OJIEe MPOTSHKEHHBIM.

DT0 KacaeTcsl ¥ MOCIEAYIONIEro pa3padOTOYHOTO AMU30/1a, OCHOBAHHOTO
Ha ee MHTOHANMIX (T. 70—77). B HauanbHBIX TaKTax 3MH30/1 IPOHU3aH TEMU JKE
nameHtauuaMu-npuuntanusmu  «lllaxceit, Baxceii». B Hem 3xe TOTOBUTCS
MOCIEAYIOUIUI MaTepral U3 BUIOM3MEHEHHO! B MPOIIECCe PA3BUTHSI OCHOBHOM
TEMBI HACTOSIIETO pa3jena. BriepBble 5TH UHTOHALIMU MOSBISAIOTCA B 78 TakTe
U YTBEPXKIAIOT TOHUKY jdana ¢a-Pact. [IpakTtudyecku Bce romoca, UCKIOYas
nepBble TeHopa, M3JaraloT 3Ty TEMY, MOCTENEHHO YBEJIMYMBAash T'POMKOCTh
oOmero 3Byuanus. Tema 3Ta, OTINYAsACH IITYOOKOM MEIOANYHOCTbHIO, TOTYYaeT
caMoe IIMPOKOe pa3BUTHE. PacmmpsieTcs ee quanas3oH, 3aXBaThIBAlOTCA HOBbBIE
MEJNOANYECKHE BEpPIIUHBI, aBTOp MpUOEraeT W K  HCHOJIb30BAHUIO
XpPOMaTHUECKH U3MEHEHHBIX cTyneHel (T. 82—83). Ilepsrie Tenopa BcTymarT
auib B 84 Takre, Ha POPTUCCUMO, C TYIIEBHO-HAAPBIBHBIM BBIKpUKOM «(Qara
torpaq altindadir» (oH(a) o YepHOU 3emiieii), pacTSIHYTHIM Ha 8 TaKTOB.

HyxHo oTmeruth, uro MMeHHO nepBoe cioBo «['apa», ansmieecs Ha
NPOTSKEHUH 4 TakTOB, B IEpeBOJie C a3zepOallKaHCKOTO sI3blKa O3HAYaeT
«YEpHBIN» U COBIAZAET C UMEHEM KOMIIO3UTOPA, KOMY MOCBSILEHO COUNHEHUE,
3BYYHUT OCOOEHHO BBIPA3UTENIBHO U KpailHe MPOH3UTEIBHO MOAYEPKUBAET O0JIb
notepu. bonee Toro, nmpu Bceil 00yCIOBICHHOCTH OMOHUMHUYECKOTO Pa3BUTHS
CMBICJIOBBIM U 3BYKOBBIM «COPU(MOBAHUEM» OCHOB, MOJIOOHOE CONMMKEHHE
3BYKOBOM M  CEMAaHTUYECKOHM CTOPOHBI  CJIOBa, B AJUIETOPUYECKOM,
dunocopckomM TUTaHE CIIOCOOCTBYET PACKPBITHIO OCHOBHOTO COJEPKaHUS
MIPOU3BENICHUS: «BCE POXKIAECTCS U3 3EMJIU, U BCE YXOJUT B 3EMITIOM.

Hakonen, B Takte 88 co cioB «coxdan kecib» (maBHO mpomwio) Ha
dbopTUCCUMO BO3HUKAET OJIECTAUINI KOHTPAILYHKT JIBYX TEM BTOPOTO pa3fela
¢unana. HauanpHast Tema mnopyueHa mnepBoil rpymme CompanHo, AnbTam
u nepBoii rpynme bacoB, a mocnemyromass — BTopoit rpymnme CompaHo
U, oT4acTtd, BTOpod rpynne TenopoB. Hebonbmoi snuzon (t. 90-94)
MOCBSIIEH pa3paboTKe OSTOro Marepuajla MyTeM €ro IOJyTOHOBOIO
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NOBBIIIICHUS, T/I€ TIOCTeHUe 3 TakTa, HA Meno mosso XOp 3By4UT 0COOEHHO
JpaMaTUYHO M 3HAUUTENHHO: B bacax MOSBIAIOTCS OKTaBUCTHI, & BO BTOPBIX
Cormpano u nnepBbix bacoB uaer pazaenenue — div.

Janee  Bo3BpamjaeTcsi — MEPBOHAYAIBHBIA  TEMII,  TOPKECTBEHHO,
MPaKTUYECKH y BCETO XOpa, 3BYUUT BTOpasi Tema JaHHOTO paszeina. [lepBoie
TEHOpPa, KaK U B MPEIBIIYIIEM pa3jieie, IPOoJ0JDKAIOT 3ACHTUUYHYIO BBIKPUK-
MOMNEBKY, Ha 3TOT pa3 ¢ Apyrumu cioBamu. Ha HekoTtopoe Bpemsi croja
BKJIIOYAKOTCA MHTOHALMHU IEepBOM Tembl. [lanee cinenyer anuszon Meno mosso,
BHOBb 3BYYHUT HEYCTOMYMBOE, COMTPOBOKIAEMOE XPOMATUUECKU U3MEHEHHBIMU
CTYNECHSIMHU TIOCTPOCHHUE, NEPEKITNKAloIIeecs ¢ TeM, yTo 06110 10 Tempo I. OHo
MEPEXOIUT B MOCTPOCHHE, 3HAMEHYIOIIee COO0M KyJIbMHHALNIO (PUHATBHOM
gactu koHrepra (T.104). C ycloXHEHWEM H YIUIOTHEHHEM (aKTyphl
HaIpsHKEHUE TTOCTETICHHO HArHETAeTCs U 3ByYaHUE TTOPON CTAHOBUTCSI HEPBHO-
HKCIIPECCUBHBIM, JIOMISAIIUM B KOJIE 10 IKCTA3a, UCIIOJHSIOIIUMCS BCEM XOPOM
B YHHCOH. XOpOBO€ TYTTH 3BYYUT Ha (POPTUCCUMO, MTOCTETIEHHO MePeXo/IsIiee
K TpoiHOMY ¢opTe. 31ech BOCKpEIIAIOTCS MHTOHAIMK pedpeHa B MapTHH
COJIUCTA U3 MEPBOrO pa3jelia YacTH, OJHAKO OHU CUILHO TPaHC(HOPMUPOBAHBI,
BKJIFOYAIOT XPOMAaTUYECKHM H3MEHEHHble cTyneHu. Creayer OTMETHThb, 4TO
HEYCTOMYMBOCTh, XapaKTEPHU3YyIOIlas 3TOT 3MH30[l, OOUINE MPOTIHKEHHBIX
TJIUCCAHO y BCEX TPYIII X0pa COOOLIAIOT €My TaKKe YepThl MPEIbIKTa K KoJie-
3aBEpIICHUIO. DMN30]] 3aKaHUYNBACTCS HA ppp U XapaKTepHU3yeT COO0H TKeNbIi
B3/I0X COKAJICHUA.

Koga Bcrymaer na «Qrave» (T.119), 3HameHys co0oil yTBepkaeHHUE
MPOCBETJICHHOTO Hayana, MyJIpoCTH U Mmokosi. OHa sBisieTcsl (UHAIOM BCEro
KoHuepra B 1enom, 1no ujee aBTopa MMEHHO B HEW 3aKIIIOUEH BECh CMBICI
Mpou3BeeHus, U00 3/1eCh BeCh Hapod MOJUT bora o0 HCKyMIIEHWU TPEXOB
ymepuiero ['eanst. I uMeHHO 3/1ech HEOOBIYAHO 3HAUUTENBHA U CUMBOJIMYHA
Ka)KJ1asl apTusi Xopa, UMEIOIAasi CBOE OT/AENbHOE IPeIHa3HAYEHHE.

Matepuan KoJbl 3aKII04aeT B ce0e HECKOIBKO OTIUYHBIX APYT OT Apyra
(bakTypHBIX IJIACTOB. B OJHOM M3 HUX — BEpXHEM — JaHa MENOAUs, Ha
OTHOCHUTEIIbHO HOBOM II0 WHTOHAIIMOHHOMY CTpPOIO MaTrepuaine, HO Oiu3Kkas
BCEM MPEJIIECTBYIOIIMM TeMaM, B LenoM. Tema 3ta mpoxoauT B CompaHo
U TIOJIpa3yMeBaeT ToJ0C Hapoja; B KoJie HEOONBIION TEKCT MPOXOIUT TOIBKO
B Corpano.

Bropoii mumact — B CpemHUX Tollocax — BOCCO3JaeT armochepy
COHOPUCTHUYECKOTO XapakTepa 3BYyUYaHHUs, OTIMYABIIYIO HAYaJIbHBIA SIH30]1
nepBoro pasaena ¢unama. AneTel M TeHopa 3By4aT B PEYHTATUBHO-
JIeKJIaMallMIOHHOM MaHepe, NpH 3TOM AJIBTHI, IO 3aMBICIy KOMIIO3UTOPA,
B KOPOTKHUX MPEIbIXaTEIbHBIX B3/I0XaX Ha KaXAyIO JOJI0 TaKTa BOIUIOLIAIOT
B 3ByKax <«JIbIXaHHE» yMHUparouero, a TeHopa — Ha 3BYKOCOUETAHHE
«Tyn-tom» — OueHue ero cepana. Onare ke, MM BOIUIOIICHUS B >KU3HD
3alyMaHHOTO aBTOpPOM, HeoOxoauMa cBoeoOpa3Has, SpPKO BbIpaKECHHas
pPEUUTATUBHO-ICKIAMAIIMOHHAs] MaHEPA UCTIOTHEHUSI.
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Hakonen, tperuii mmact QaxkTypsl — coOCTBEHHO, OacoBas omopa,
OKOHYATEJIbHO 3aKPEIUIIOasi CBETIAYI0 W HEMOKOJIEOMMYIO TOHHKY Jana
da-Pact — cumBonm3upyer coboit 60i gacos. [leprie backl Ha mpoTsKeHUN
BCEH KOJIBI, UCKIIOYasl MOCIeAHHE 2 TakTa, Aepxkar ToH «bpa». [laptus xe
BTOPBIX bacoB Ha KaXKIIyIO JIOJIIO TAKTa, B BOCXOIAIICH KBapTE OT «I0» 0 «har
Ha CIIOT «Iym», TOCTCTICHHO 3aMupas, H300pakaeT pPaBHOMEPHBIA CTYK
MasiTHUKA, MyJIhC OTBEACHHOTO YelloBeKy borom BpeMeHwU.

CrnemyeT 3aMeTUTh, YTO B IIEJIOM KBAPTOBBIC CKAYKH, ABMKCHUE B KBapTy
CBOMCTBEHHBI TPYIIIIaM TPAYPHBIX MeceH. KBapTOBBIM TeMaTH3M, 0COOCHHOCTH
WHTOHHUPOBAHUS MYraMHOUM MEJIOJIUU, OCTUHATHOCTh TE€M, a TAK)KE OTTOJIOCKH
TpaypHO-PEIUTruo3HbIX 00psaaoB (Arel, Mapcus, Illaxceii-Baxceil) — Bce 3TO
CIIY’)KHT OCHOBHBIM (DYHJIaMEHTOM, OOCCIICYMBAIONINM EJIMHCTBO, CKBO3HOM
NPHUHIAIT Pa3BUTHS, a TakKe CBOCOOpa3HBIM MPETBOPCHUEM HApPOIHO-
HAIIMOHAJBHBIX HCTOKOB a3epOaif/PKaHCKOW My3bIKH. B mcmonb3oBaHHU
€MHOT0 WHTOHAIIMOHHOTO 3€pHa MPOCMATPUBAIOTCS OIpEAeTICHHbIE YePTHI
MOHOTEMaTH3Ma.

Becb »TOT KOHrmomepaT BBIPa3UTENBbHBIX CPEJCTB, PACCUUTAHHBIM Ha
3¢ dexTHyI0 H300pa3UTENBHOCTh, BEChbMa JKCIPECCHMBHO BO3JCUCTBYET Ha
cinymareneil. Putm npixanus ['enust (AnbTel), Ouenue ero cepaua (Tenopa),
OTCUET OCTaBIIEroCs BpPEMEHU B TMOCIEIHHUE MHUHYTHI KH3HH — BCE 3TO
MOMYEPKUBAET  HEOObIYaHHO  MHOTO3HAYHUTEIbHYIO U CHUMBOJIUYHYIO
3HAUYUMOCTh KOZBI. ABTOP CTPEMUJICS MOKa3aTh B (pUHANIC MPOU3BEICHUS, YTO
JaKe eCITv JKU3Hb | eHrs 3aKOHYUIIACh, TO YaCTHYKH €ro IyIu, OueHue cepaua,
3HAHUS U IyXOBHOCTb, BCE TBOPUYECKOE HACIEANE, KOTOPhIE OH OCTaBHII CBOUM
MOCIeA0BATENSIM, OyIyT BEUHBIMH.

BosBparasich k rapMOHUYECKOMY SI3BIKY JAHHOTO TIPOU3BEICHUS B LIETIOM,
yKa)KeM Ha pa3HooOpa3ue BUJIOB aKKOPIUKU, MHOKECTBEHHOCTh €€ BapHUaHTOB.
Tak, BCTpe4arOTCS CO3BYYHS TEPLOBOM CTPYKTYpHl, THIIHYHBIC JUIS
Kiaccuueckoro cTuist (dacth 1, Taktel 17 1 40; gacts 2, TakThl 95—100). OHM
NPEICTaBISIIOT ~ CO0OM,  OTYACTH, TakKhWe  BUABl  TapMOHHUH,  Kak
MeNnoAu3upoBaHHas  (popmMupyercss B paMKax  MOJTH(POHUYECKOTO
MHOTOTOJIOCHS]) M pacHIeIUICHHas, pa3lIoKeHHass Ha OTHAEJbHBbIC SJIEMEHTHI,
o0Opa3yromme aKKopJ, COCTaBHbIE YaCTH KOTOPOTO (MHTEPBAJBI) B3SATHI
nocneaoBarenbHo. OCOOEHHO TMpHMeuaTelleH MOKa3 TOHWKH B 3aBEPIICHUU
¢uHana: aBTop B mapTuu bacoB maer BepxHWil TeTpaxopi da Maxopa, Tae
MOMYEPKUBAIOTCS  KpailHHe 3BYyKHM Tpe3Byuus da—ns—a0 (pe u  Mu
BOCTIIPUHUMAIOTCS, KakK MPOXOJAIIfe). OITO CTAHOBUTCS  MEJOTUKO-
pPUTMHYECKOH (OPMYTOH-OCTUHATO AJIs1 KOABI-3aBEPIIICHUS.

Ha crpanunax Konnepra MOKHO TakyKe HAMTH CO3BYUHS C OMPEICTICHHBIM
YHCIIOM MOOOYHBIX TOHOB (MPU OPHUEHTUPOBAHHH HA TEPIIOBBIA «CTEPIKEHB
naHHou rapmonuH) (1.17-22 u3 vactu 2, 1.105-106 u3 wactu 3). Penbedurie
Y 3a[IOMUHAIOIINECS T0 3BYYAaHUIO AaKKOPAbI KBapTOBOM CTPYKTYpPHI MBI
HaxoJUM B pa3HbIX yacTsax (1.37—41 u3 yactu 1, 1.24-25 u3 vactu 3). Pe3ko
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JUCCOHUPYIOLIME CO3BYYMsI IPUMEHSIOTCS B 3IU307ax, IJI€ JApaMaTHuecKoe
OKCIPECCHMBHOE  HAyajo  BbIpakaeTcss  HemocpenacTBeHHo.  IlogoGHoe
HaOmogaercss U caMoM KoHie couumHeHus (T.105). Haxoneny @. Harues
UCIIOJIb3YET U TaKUE€ THUIbl aKKOPJIUKH, KaK OKTaBHblE YHHCOHBI (T. 9—12 u3
gact 1 u 1.19, 22 u3 yvactu 3). Co3Byuus, BKJIIOYAIOUIUE XPOMATHYECKU
W3MEHEHHBbIC CTyneHu (Tak Qpuruiickuii orreHok nany pe-lllyp npumaer
aKKopa «Mu-Oemonib — ¢a — cu-Oemosib» B T.28 u3 wactu 1; momoOHOe
npoucxoguT B T.38 — 39 u3 yactu 2, Ti€ TOHUKOW BBICTYNAET 3BYK COJIb),
U aKKOpJIMKa, TJI€ COYETaI0TCS HECKOJIbKO TPE3BYYMil OAHOBPEMEHHO (3TO
IPOMCXOIUT BO BTOPOU YacTh: B T. 28 U 34 aBTOp 0OBEIUHSIET CO3BYUHS COJIb —
(cu-6emob — pe) u pa—Js—710).

Hayuynas HOBH3Ha MCCIE10BaHUs ONPEIEIIAETCS, BO-IIEPBBIX, IIIyOOKUM
U3y4EHHEM XOPOBOM My3BbIKM COBPEMEHHBIX a3epOaiiKaHCKMX KOMIIO3UTOPOB
B uenomM u @. Harmea B wuactHocTH. Takke THIATENBPHO M3Y4arOTCS
0COOEHHOCTH XOPOBOT'O IHChbMa KOMIIO3MTOPA, MPOCIEKHBAETCS 3BOJIIOLUSA
pa3BUTHUSI XOPOBOIO kaHpa B AsepOaiijkaHe, MPOBOJUTCS CPaBHUTEIbHbBIN
aHaJIN3 Pa3BUTUS COBPEMEHHOW MUPOBOI XOPOBON MY3bIKH U XOPOBOW MY3BIKH
crpanbl. «KoHuepr mia xopa namsaru K. Kapaesa» sBisiercs cBoero pona
PEKBUEMOM HaMsTU BEIUKOro Y4HTess, CKopOb U 00j1b O MoTepe KOTOPOro,
xomnosutop ®@. Harues BbIpasuil B xkaHpe XOPOBOIo KOHIEpTa a cappella.

BeiBoabl. Kak u B apyrux cBoux xopoBbIx Komno3unusax, @ank Harues
CyMeJl, HECMOTpsl Ha pa3JIM4HbIE BIMSHUS, BECbMa HACBHIIIEHHOE TPUMEHEHHE
COBPEMEHHBIX IPUEMOB KOMIIO3UTOPCKOW TEXHUKH HAWHTH «CBOIO MY3BIKY»
MOJICTaTh «3ByyalleMy B €ro aymie ToHy». IIpu 3ToM OH ocrancs BepeH
TpaguLIMsIM a3epOail/PkaHCKOH KOMIIO3UTOPCKOW 1mIKosel. HoBaTopcTBO
XOpOBOT'O MHCHbMA TMPOSIBISIETCS B MCIOJIb30BAHUM MHOTOOOPA3HBIX CPEICTB
3BYKOBOM  BBIPAa3UTEIBHOCTH, BHUPTYO3HOIO BIJIAJEHUS BO3MOXKHOCTSIMHU
roJIOCOBOTO  ammapara HWCIOJIHUTENs  (IIenoT, pedeBas JieKjamanus,
[JIMCCAaHIUPOBaHKE, JAMEHTAlMU-IPUYUTAHUS U Jp.), UTO TpeOyeT cephe3Hon
MOJTOTOBKU U BBICOKOIIPO(ECCUOHATIBHOTO YPOBHS XOPOBOI'O KOJJIEKTHBA.
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CONCERTO FOR CHOIR IN MEMORY OF KARA KARAIEV

The purpose of the study is to identify the characteristics of choral writing Faik
Nagiiev on example of the bright and original composition "Concerto for choir in
memory of K. Karaiev”. This large-scale, in three parts, piece for choir a cappella choir
was for the first time the subject of serious scientific studies. The various research
methods were used, as follows empirical to identify innovative sonorous techniques in
musical material and theoretical for in-depth analysis of national peculiarities of
Azerbaijan composers’ school in its traditional and innovative aspects, as from the
performing side, and from the point of view of theoretical analysis, because both of
these research methods are closely interrelated. In addition the method of cognitive-
event interpretation of complex and multilayered musical material of composition was
widely used. The scientific novelty of the research is determined, firstly by the deep
study of modern composers’ choral music in general and F.Nagiiev in particular. Also
carefully studied features the composer's choral writing, traces the evolution of the
development of choral genre in Azerbaijan, carried out a comparative analysis of the
development of the modern world of choral music and choral music in the country.
“Concerto for choir in memory of K. Karaiev” is a kind of Requiem in memory of the
great teacher, sorrow and pain of the loss which the composer F. Nagiiev expressed in
genre of choir concert a cappella. Having thoroughly studied the composition we came
to the conclusion that the current state of Azerbaijan composers’ school is on the high
level of its development. In addition, the possibilities of performing groups in the
country are also weight and substantial. Innovative choral writing is evident in the use
of expressiveness multiple tools of various abilities of performer voice box (whisper,
speech recitation, glissando using, lamentation and coronach etc.).

Key words: composer school of Azerbaijan, choral writing, evolution, concert,
Faik Nagiiev.
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KOHIEPT V1A XOPY TAM’SATI KAPA KAPAE€BA

Merta nocmiKeHHs] — BUSIBUTH XapaKTepHi 0cOOMUBOCTI XopoBoro niuckMa daika
HarieBa Ha npuKkIazi sickpaBoro Ta caMoOyTHBOTO TBOPY «KOHIEpT At Xopy mam’sTi
K.Kapaeay. Lleit macmtaOHmi, B TPHOX YaCTHHAX TBIp U XOpY @ cappella Briepie
CTaB 00’ €KTOM CEpIl03HOI0 HAYKOBOTO AOCIiIKeHHA. Bylin BUKOpUCTaHi pi3HI METOIU
JOCHIDKeHHS (EMITIPUYHUHA — Uit PO3KPUTTSI HOBATOPCHKUX COHOPHUX MPUHOMIB
1 TeOpeTHYHUA — i TAUOOKOTO  aHaji3y  HaIliOHATBHUX  OCOONMBOCTEH
azepOaikaHChKOT KOMITOSUTOPCHKOI IMKONK B i TPagWIiHHUX Ta iHHOBAIIHHHAX
aCIeKTax), K 3 BUKOHABCHKOTO OOKY, TaK 1 3 TOUKH 30pYy TEOPETUYHOTO aHAI3y, aJiKe
o0naBa METOAM MOCIiKEHHS TICHO B3aeMomoB’si3aHi. Kpim mporo, OyB MIHPOKO
3aCTOCOBAaHUI  METOH  KOTHITMBHO-NIOJIEBOTO  TAyMaueHHS  CKJIaJHOIO  Ta
OaraTomapoBoro MY3WYHOTO Martepiany TBOpYy. HaykoBa HOBH3HA JOCHIKEHHS
BU3HAYAETHCS TTMOOKMM BUBYCHHSIM XOPOBOI MY3HKH CYYaCHHX a3epOailiKaHChKUX
KOMIIO3UTODiB, B ILiloMy Ta, 30kpema, ®. HarieBa. «Konuepr ans xopy mam’sti
K.KapaeBa» € cBOT0O pojly peKBIEMOM IaM’sITi BEJIMKOI0 YUYHTENs, CKOpOOoTa Ta Oib
npo BTpary sikoro, kommo3utop ®. HarieB BHCIOBUB y >KaHpi XOPOBOTO KOHIIEPTY
a cappella. PeTenbHO BUBYMBILY TBip, MU IPUHMIIUIN 10 BUCHOBKY, II0 Cy4acHUH cTaH
KOMITO3UTOPChKOI KoM A3sepOaiipkaHy mnepedyBae Ha BHCOKOMY piBHI CBOTrO
po3BUTKY. OKpiM 1IbOI'0 BUKOHABCHhKI MOXKJIMBOCTI KOJICKTHUBIB KpaiHU TaKOX 3HAUHI
ta Baromi. HoBaTopcTBO XOpOBOTO CmHiBy BHSBISETBCS Yy BHUKOPUCTAHHI
OaraTooOpa3HuUX 3aco0iB 3BYKOBOI BHPA3HOCTI PI3HUX MOMIIMBOCTEH TOJIOCOBOTO
armapary BUKOHaBIlsl (ILIEMiT, MOBJICHHEBA JAEKIaMallis, TIMCAHAyBaHHS, JaMEHTaIlii-
TOJIOCIHHS Ta iH.).

Knrouoei cnosa: wommosntopchka mmkona AsepOaiijpkaHy, XOpOBE IHCHMO,
eBoTtolIist, KoHIepT, Pauk Haries.
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THE EXPERIENCE OF SELF-REGULATION
AS THE BASIS FOR THE MUSIC STUDENTS’
SUCCESSFUL TRAINING

The contemporary system of specialists’ professional training in the field of
Musical Art as a priority task puts forward the training of a specialist capable of
continuous self-development and self-improvement. Nowadays the demand for
professional qualities is largely based on individual self-regulation mechanisms’
activation. Thus, the study of pedagogical conditions’ organization that will favour the
development of student autonomy in educational, artistic and creative activities, as well
as encourage future professionals to continuous self-development and self-
improvement, is determined by the practical needs of a contemporary system of training
specialists in the field of Musical Art.

The comprehensive study of self-regulation mechanisms in specific types of
human activity is the scientific basis that enables the solution of the strategic tasks of
the contemporary educational system. Therefore, the increase of the effectiveness of
the future musicians training through the creation of pedagogical conditions aimed at
the development of professional skills and skills of self-regulation during the term of
studying at a higher educational establishment, which is the purpose of our research,
needs systematization of the data available related to the musical performance and
educational activity in the coordinates of acquiring of individual self-regulation
experience on the part of a personality. The logic of achieving this goal led to the choice
of research methods: the critical analysis of scientific and methodological literature on
the problem (to identify the degree of development and prospects for further
exploration), methods of systematization and analogy (to identify specific features of
self-regulation of musical performance in comparison with other activities), method of
abstraction and modeling (for studying the structure of the phenomenon under
investigation as an integrative entity, combining the components of the experience of
the individual with the structural and the links of self-regulation as a process).

Depending on the type of activity and the conditions for its implementation, the
self-regulation is realized by means of various mental methods, and the self-regulation
skills of a certain type of activity forming the experience of specialist self-regulation,
which has a unique structure that reflects the essential features of the professional
activity type and the self-regulation individual of this activity.
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Since a personal entity formed as a result of the numerical strategies
implementation for the achievement of a professionally significant goal, the experience
of music students’ self-regulation is a complex phenomenon that reflects the structural
elements of self-regulation both as a process and structure of personal experience of
the individual, on the one hand, and a result and basis of his professional activity, on
the other hand, which is fixed in the system of knowledge, skills, emotional and value
attitudes.

Conclusions. The process of gaining self-regulation experience in the frameworks
of musical art is viewed as a process of the personality’s entering into the spiritual
universe of universal culture, is the basis and result of a professional self-actualization
of a musician. Specific features of musical performance should be taken into account
while creating pedagogical conditions for the formation of the student self-regulation
experience.

Key words: self-regulation, experience, the development of student autonomy,
system of training specialists in the field of Musical Art.

Introduction. The contemporary system of specialists’ professional training
in the field of Musical Art as a priority task puts forward the training of
a specialist capable of continuous self-development and self-improvement in
the profession chosen, a specialist capable of continuing his education
throughout his/her professional life and flexible to changing circumstances
while remaining effective. Formation of creative independence of higher
educational institutions’ students as the basis for their professional self-
realization is a priority task of the modern system of professional training of
artistic personnel in the context of these tasks.

Nowadays demand for professional qualities is largely based on individual
self-regulation mechanisms’ activation: the ability to formulate goals
independently, development and implementation of strategies for achieving
professional goals, evaluation of the training and professional activities results,
and the chosen strategies adjustment. In the context of this, the students’ gaining
of self-regulation experience in the process of studying at a higher educational
institution is a condition for their successful professional development and
effective entry into professional activities. Thus, the study of the organization
of pedagogical conditions that will favour the development of student autonomy
in educational and artistic and creative activities, as well as encourage future
professionals to continuous self-development and self-improvement, is
determined by the practical needs of a contemporary system of training
specialists in the field of Musical Art.

Analysis of research and publications. The self-regulation phenomenon is
widely outlined in the works by Soviet and Ukrainian scholars: S. L. Rubinstein,
K. A. Abulkhanova-Slavskaya, A. V. Brushlinsky, A. V. Petrovsky, O. A. Ko-
nopkin, V. I. Morosanova. In the broadest sense, the term of self-regulation,
which takes its origin from the Latin Regulare and being translated means “how
to set up, debug”, appears to be the mechanism that provides the expedient
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functioning of living systems of any level of organization and complexity. The
psychic self-regulation is one of the levels of regulation of the systems’
activity — information process, being implemented through the various mental
forms of reality reflection. So self-regulation is viewed as a closed regulatory
contour, and all the diversity of its manifestation is reduced to a structure that
includes a model of meaningful working conditions, a program of executive
actions, a system of criteria for the successful activity, information on the
actually achieved results and the assessment of the correspondence of the actual
results to the criteria for success, the decision on the correction of the activity
(Konopkin, 2011).

Within the framework of the activity approach, which treats activity as the
main source of the self-regulation formation and development, attention is
drawn to a number of studies devoted to self-regulation in various kinds of
professional activity. Thus, the self-regulation of pedagogical activity is
highlighted in works by O. Belous, I.Halian, O.Dmitriceva, 1. Zyazyun,
G. Mashtakova, O. Pekhta, G. Sagach, N. Tarasevich, O. Shevchishin
and others.

Traditionally, the problem of self-regulation skills formation is topical for
the sphere of musical performance, where self-regulation is studied in the
context of practical issues of overcoming stage emotions on the part of
musicians, the search for psychological methods for getting ready to a concert
performance, the emotional stability and performance reliability formation, the
development of artistry as well (Yunyk, 2015). Prominent musicians-teachers,
such as L. Bochkarev, G.Kogan, L.Makkinon, G.Niguaz devoted their
attention to the mentioned issues; specialists in the field of musical psychology
V. Petrushin, G. Tsipin, Y. Tsaggarelli. This urgent problem is now being
studied by L. Kotova, G. Saik, O. Khlebnikova, D. Yunyk, T. Yunyk.

The self-regulation significance for a successful students academic activity
is highlighted in the works by T. Borova, M. Grinev L. Derkach, V. Lyudys,
O. Osnitsky, V. Spiwak. The researchers emphasize that "the result of self-
regulation is the education of purposefulness, organization, ability to own"
(Gruuneva, 2013, p.159) - such urgent and vital personal traits today.

The comprehensive study of the general self-regulation mechanisms of
living systems and their manifestation in specific types of human activity is the
scientific basis that enables the solution of the strategic tasks of the
contemporary educational system. Therefore, the effectiveness increasing of the
future musicians training through the creation of pedagogical conditions aimed
at the development of professional skills and skills of self-regulation during the
term of studying at a higher educational establishment, which is the purpose of
our article, needs systematization of the data available related to the musical
performance and educational activity in the coordinates of acquiring an of
individual self-regulation experience on the part of a personality.
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The logic of achieving this goal led to the choice of research methods: the
critical analysis of scientific and methodological literature on the problem
(to identify the degree of development and prospects for further exploration —
substantiation of consideration of the development of self-regulation among
musical students as a holistic process of acquiring an individual experience of
self-regulation as the basis of their creative individuality), methods of
systematization and analogy (to identify specific features of self-regulation of
musical performance in comparison with other activities and to highlight the
specifics of self-regulation of music students in musical performing and
educational activities, which form the basis for the process of their professional
training), method of abstraction and modeling (for studying the structure of the
phenomenon under investigation as an integrative entity, combining the
components of the experience of the individual with the structural and the links
of self-regulation as a process).

Presentation of the main material: Ensuring the success of a particular type
of activity, self-regulation itself is at the same time a higher-level mechanism
that provides the individual self-realization and is essential for human life in
society, since "in the process of converting external requirements into
a controlled balance of the inner world, one creates his own experience of
individual behavior of the individual". (Susoyeva, 2004, p.14).

Nowadays, self-realization and self-development are a prerequisite for the
sustainability of psychological systems (Galyazhinsky, & Klochko, 1999) in the
changing conditions. The success of the professional training of music students
is determined, including the degree of their readiness for real professional self-
realization, as well as to further professional self-development and self-
improvement throughout life (Artemova, 2014).

Depending on the type of activity and the conditions for its implementation,
the self-regulation is realized by means of various mental methods, and the skills
of self-regulation of a certain type of activity form the experience of self-
regulation of a specialist, which has a unique structure that reflects the essential
features of the of professional activity type and the individual style of self-
regulation of this activity (Kisljakova, & Zobnina, 2017).

The professional activity of a musician and the system of professional
training of specialists-to-be in the field of musical art is concentrated around
educational, cognitive and artistic and creative activities, and therefore, appeals
to the cognitive and emotional spheres of the individual primarily. At the same
time, the achievement of a personal and professional significant goal is
impossible without updating the motivational-volitional resources. It is the will
and the level of its development that characterizes the person's ability to
mobilize intellectual and emotional efforts in the process of achieving the goal.
Consequently, the integral nature of self-regulation manifests itself in the
interconnection of emotions, will and intellect of a personality.
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As a personal entity formed as a result of the implementation of numerical
strategies for the achievement of a professionally significant goal, the
experience of music students’ self-regulation is viewed as a system of
interrelated components: the experience of emotional, intellectual and
behavioral self-regulation.

Thus, self-regulation of intellectual activity is viewed as a process of
conscious self-development of its own inborn and acquired intellectual features
and is an important condition for gaining the experience of self-regulation of the
music students’ educational activity, implemented within the framework of the
self-regulation path from the identification of the cognitive activity purpose,
through the construction of a sequence of actions, an intermediate results and
activities assessment regarding their correction. The behavior self-regulation is
performed within the mentioned above contour — a process of conscious
correction and situational modeling of educational and musical-performing
activities. In our opinion, the emotional state self-regulation as the conscious
correction of the emotional sphere reflection in the process of the musician’s
activity of other nature is determined by the character of the musical
performance activity.

Taking into consideration the fact that musical art is the fundamental
essential aspect of being a musician, it is important for our study to determine
the nature of the musical phenomenon as embracing absolute values and
universal human experience. Consequently, we can conclude that the process of
gaining self-regulation experience in the frameworks of musical art is viewed
as a process of the personality’s entering into the spiritual universe of universal
culture, the search for the highest sense of musical-performing activity in
correlation with artistic values.

The self-regulating experience of the musician accumulates the knowledge,
and skills accumulated as a result of life and professional activity that provide
planning, forecasting and correction of the professional area and reflect the level
of readiness of the individual to continuous self-education and self-development
in the chosen field. The experience of self-regulation is a complex phenomenon
that reflects the structural elements of self-regulation as a process and structure
of individual experience of the individual, on the one hand, and a result and
basis of his professional activity, on the other hand, which is fixed in the system
of knowledge, skills, emotional and value attitudes. The source of gaining
experience self-regulation on the part of music students is their music
performing and music educational activity, and the experience implementation
is aimed at the highest personal and professionally significant results.

Conclusions. Nowadays, self-regulation experience is viewed as the basis
of the creative individuality of a specialist in the context of the topical
challenges regarding the training of artistic personnel, providing continuous
professional self-education and self-improvement. The experience of self-
regulation, as an integral personal entity, is the basis and result of a professional
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self-actualization of a musician. Specific features of musical performance, its
artistic and creative nature predetermine the specific character of the experience
of self-regulation of specialists in the field of musical art and should be taken
into account while creating pedagogical conditions for the formation of the
student self-regulation experience, the practical study of which is the prospect
of our study.
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AOCBIA CAMOPET'YJIIOBAHHS SIK OCHOBA YCHIMHOI
NPO®ECIMHOI NIATOTOBKU CTYAEHTIB-MY3UKAHTIB

[IpiopuTeTHUM 3aBJAaHHSM Cy4acHOI cucTeMH TpodeciitHol miaroroBku Qaxisiis
y Tary3i My3W9HOTO MECTEITBA € MiATOTOBKA CIEIialliCTiB, 3aTHHUX 10 Oe3MepepBHOTO
CaMOpO3BUTKY Ta CaMOBJIOCKOHAJICHHS B oOpanii mpodecii. 3arpeOysani
CBOTOZICHHSIM TIpO(eciiiHi SKOCTI 3HAYHOIO MIpOIO TPYHTYIOTHCS Ha aKTHBi3alii
MeXaHi3MIB  caMmoperymsimii  ocoducrocti. HaOyrrs  cTygeHTamMmu  mOCBimy
CaMOpETYIIOBAaHHSA B TIPOLECi HABYaHHA Y BHUIIOMY MHCTEIBKOMY HABYAIEHOMY
3aKajli TOCTa€ YMOBOIO iXHBOTO YCIIIIHOTO MPOQECiiHHOTO CTAHOBICHHA Ta
e(eKTUBHOTO BXOJKEHHS B podeciiiHy MisTbHICTD.

Bcebiune BuBUeHHS (peHOMEHA caMOPETyIISIlii € THM HayKOBHUM ITIATPYHTSIM, IIIO
YMOJKJIUBITIOE BHPIIICHHS CTPATETiYHUX 3aBJaHb Cy4acHOI CHCTEMH OCBIiTH. Binrak
miBHIICHHS €()eKTUBHOCTI MpodeciiiHOl MiArOTOBKH MaiOyTHIX My3UKAHTIB IISIXOM
CTBOPEHHS TIEJarOTiYHUX YMOB JIJIsi PO3BUTKY YMiHb 1 HABUYOK CaMOPETYJIAIil B X011
HAaBYaHHS y BHIIOMY MHCTEIBKOMY HaBYaJIbHOMY 3aKJaji, II0 € METOI IbOTo
JOCII/DKeHHsI, TOTpedye CHCTeMaTH3alil HasBHUX JaHUX CTOCOBHO MYy3WYHO-
BUKOHABChKOI Ta HABYAJbHOI JMisUIBHOCTI B KOOpAWHATaX HAOYTTSA CTyACHTAMH
IHAMBIyaNbHOTO JIOCBiTY caMoperyiroBaHHs. JIorika MOCATHEHHs 3a3HAYEHOI METH
3yMOBHIIA BHOIp METO/IB JOCTI/KEHHS: KpUTUYHUHN aHai3 HAYKOBOI Ta METOJAUYIHOI
JiTepaTypH 3 HpoOiaemMu (I BUSBIEHHs CTYIEHS PO3pOOJIEHOCTI Ta MEpCIeKTUBU
MOJNAJBIINX PO3BIZOK), METOAM CHUCTEMAaTH3alii Ta aHauorii (IS BUSIBJICHHS
crenu(igHIX 0COOTMBOCTEN caMOperyislii My3WYHO-BUKOHABCHKOI isITBHOCTI
B IIOPIBHAHHI 3 1HIIMMHM BHAAMHU JiSUIBHOCTI), METOAM a0CTparyBaHHS Ta
MOJICIIIOBAHHST  (JUIi BUBYEHHS CTPYKTYpH JIOCHI/DKYBaHOTO ()eHOMEHa  sIK
IHTETPaTUBHOTO YTBOPEHHS, IO TOEJHYE KOMIIOHEHTH JIOCBiy OCOOHMCTOCTI 13
CTPYKTYPHUMH JIAHKAMH CaMOPETYJIALI] SIK TIPOLecy).

3alekHO B BHIY JisUIBHOCTI Ta YMOB 11 3IifiCHEHHS CcaMOperyJsiuis
3IIIHCHIOETHCS PI3HUMHU TICUXIYHAMH 3ac00aMH, a HABHYKU CAMOPETYJISIii IEBHOTO
BUIY MISUTBHOCTI CKJIQJalOThCA Yy JOCBII caMoperynroBaHHS (axiBid, M0 Mae
VHIKaJIBbHY CTPYKTYPY, SIKa BiJA3EPKAIIOE CYTHICHI OCOOIMBOCTI BUAY NpodeciitHol
JiSUTBHOCTI Ta IHIUBIAYyaTbHUN CTUIIb CAMOPETYJIIOBaHHS Li€T TisUTBHOCTI.

Sk ocobducTicHe yTBOPEHHS, 110 (JOPMYETHCS B PE3YJIbTATI peaizallii YuCeIbHUX
CTpaTeriii JOoCATHEHHsI MPpodeciiHO3HAYYIIOT METH, JOCBIJI CAMOPETYJIIOBaHHS ITOCTAE
CKJIagHUM (EHOMEHOM, IO BiJA3EPKAIIOE CTPYKTYPHI JIaHKM CaMOPeryJisimii sk
MpOIeCY Ta CTPYKTYPH IHIWBIAYadbHOTO JOCBily OCOOUCTOCTI SIK pe3yJabTaTy
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i ocHOBH ioro mpodeciiiHoi NisIbHOCTI, 3aKpilUIeHOi B CHUCTEMi 3HaHb, YMiHB,
HaBUYOK T4 €MOLIHHO-IIIHHICHUX CTaBJICHb.

BucHoBku. HaOyTTs mOCBiny caMOperyjroBaHHS B KOOpIUHATaX MY3HYHOTO
MHUCTELTBA € TPOLECOM YXOIDKCHHS OCOOHMCTOCTI 10 IOYXOBHOTO YHIBEpCyMy
3araJbHONIOICHKOI KYJIBTYPH Ta OCHOBOIO i pe3yibTaToM MpodeciitHol camopeartizartii
My3ukaHTa. Cnoenudiuai  0COONMBOCTI  My3WYHO-BUKOHABCHKOI  JTiSITBHOCTI
3YMOBIIOIOTH CBOEPITHICTH AOCBiYy caMOpeTyaoBaHHA (DaxiBILiB y ramxy3i My3U4HOTO
MHUCTENTBa 1 TMOBWHHI BPaXxOBYBATHCS Y CTBOPEHHI NENAaroriYHUX YMOB JJISI HOTO
(hopMyBaHHS.

Knrouoei cnoea: camoperynsiisi, IOCBiA, CTYICHTH-MY3HKaHTH, TpodeciiiHa
HiATOTOBKA.
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OIIBIT CAMOPETI'YJIUPOBAHMUA
KAK OCHOBA YCHNEINIHON NPO®PECCHOHAJBHOM
HOATOTOBKU CTYAEHTOB-MY3bIKAHTOB

[IpuopureTHO¥ 3a1a4eit COBpEMEHHOI CUCTEMBI TPO(ECCHOHANBHO MOITOTOBKU
CIEIUAIUCTOB cepbl My3bIKaILHOTO UCKYCCTBA SBIISIETCS MTOJITOTOBKA CIEIUAINCTOB,
CHOCOOHBIX K HENPEPbIBHOMY CaMOPa3BUTHUIO M  CaMOCOBEPLICHCTBOBAHHIO
B BBIOpaHHOH mnpodeccun. AKTyaJbHbIE B KOHTEKCTE COBPEMEHHBIX TPeOOBaHUM
npodeccuoHANbHBIE KAYeCTBa B 3HAYMTEIBHOW MEpe OCHOBBIBAIOTCS HA aKTHBU3AIMH
MEXaHM3MOB CaMOPETYJSIIMM JHYHOCTH.  [lpuoOpereHne cTyaeHTaMH OIbITa
CaMOpETyJIMPOBaHUSl B TIpollecce OOy4YeHHWsS B By3€ SBISIETCA CETOJHS OJHUM W3
YCIIOBHM HMX YCHEIIHOTrO MPO(ECCHOHAIILHOTO CTaHOBJIEGHUS H 3()(PEKTUBHOIO
BXOXKJIEHHUS B IPO()ECCHOHATILHYIO JIESTEIbHOCTb.

Bceectoponnee m3yueHue (eHOMEHa CaMOPETYISIMH SBISIETCS TOW HaydHOH
0a30ii, KOoTOpas JenaeT BO3MOXKHBIM pEIIeHHE CTPATETMYECKUX 3aJad COBPEMEHHON
cucTeMbl  00pa3oBaHMAL CoOTBETCTBEHHO NOBBIIEHHE  A(PPEKTUBHOCTH
npopeCcCHOHAILHOW  TOATOTOBKH — OYAYIIUX  MY3bIKAHTOB  IYyTEM  CO3JIAHUS
MEeAArorn4eCKUX yCIOBUM AJI pa3BUTUS YMEHUH M HABBIKOB CAMOPETYJIMPOBAHUS, UTO
SBJISIETCS LIEJIBIO 3TOTO HCCIIEAOBaHMSA, TPEOYET CHCTEMAaTH3aIMY UMEIOIMXCS JAHHBIX
OTHOCHUTENIFHO  MY3BIKaJIbHO-UCIIOJIHUTEIILCKOH W Y4eOHOW  JIeATeNIbHOCTH
B KOOpAUHATaX NPUOOPETEHUs! CTyAEHTaMU WHIUBHIYalbHOTO OMBITA CaMOPETyJIU-
poBaHus. Jloruka OOCTIDKEHMs YKa3aHHOM Iieau oOycioBWia BBIOOP METOHOB
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UCCIECAOBAHNS: KPUTUYECKUH aHAIW3 HAay4HOH M METOAMYECKOW JHMTEepaTyphl IO
npoOsieMe (s BBISIBJICHUS CTENCHH pa3pabO0TaHHOCTU TMPOOJIEMBI M TIEPCICKTHB
JTATBHEUTIIETO UCCIIEIOBAHNS ), METO/IBI CHCTEMATH3AINY U aHAJIOTUH (I BBISBICHUS
Crer(pUIecKuX OCOOCHHOCTEH CaMOPETYJISINH MY3bIKaTbHO-MCIIOHUTEIHCKON
JICATEIILHOCTH B CPaBHCHWU C JPYTMMH BUJAMU  JIEATCIBHOCTH), METObI
abcTparvpoBaHusi M MOJAETHPOBAHUS (N1 W3ydeHHUS CTPYKTYPhI HCCIETyEeMOTO
SBIIEHUS, KaK HWHTETPAaTUBHOrO 00Opa3oBaHHA, KOTOPOE OOBEOUHSIET KOMIOHEHTHI
OTIBITA JINYHOCTH CO CTPYKTYPHBIMHU 3BEHBSIMU CAMOPETYJISIIUH KaK Tpoliecca).

B 3aBucumocTH OT BHAa [JEATEIBHOCTH M YCIOBUH €€ OCYILIECTBICHUSA
CaMOPETYJISALUS PeaTU3yeTCs Pa3IMYHBIMUA TMCUXUYSCKUMH CIIOCO0aMH, a HaBBIKU
CaMOPETYJIALIMA  OMPEACICHHOTO BHJA JCSITEIBHOCTU CKIAIBIBAIOTCS B  OIBIT
CaMOPETyJIUPOBaHUS, KOTOPBIA HMMEET YHHUKAJIBHYIO CTPYKTYpPY, OTPa)Karoulyro
CyLIECTBEHHBIE 0cOOEHHOCTH  BHAAa  TNPO(ECCHOHANBHOW  AEATENLHOCTH
Y UHAUBUAYATBHBIN CTUITE CAMOPETYJIISIIUN 3TOU JACSTEIHHOCTH.

Kak nmunoctHOEe 0Opa3oBaHume, (opMupylolieecs B pe3ylbTaTe peaTr3aliu
MHOTOYHCIICHHBIX CTPATErwid HOCTIDKEHUS MPO(heCCHOHATPHO3HAYNMOM IIENH, OIBIT
CaMOpPETyJIMPOBaHUsl  SABJSCTCS  CJIOXHBIM  (DEHOMEHOM, KOTOPBIA  OTpa)kaeT
CTPYKTYPHBIE 3B€HbSI CAMOPETYJIALIMY KaK Mpolecca U CTPYKTYPbl HHAUBUAYAIbHOTO
OTIBITA JINYHOCTH KaK pe3ylbTaTa M OCHOBHI €r0 MPOQEeCCHOHAIBHON NEeATEINbHOCTH,
3aKpEIJICHHOW B CUCTEME 3HAHWUM, YMEHUM, HaBbIKOB U SMOLMOHAIbHO-IIEHHOCTHBIX
OTHOIICHUH.

BriBompl.  IlpmoOpereHne ombITa CaMOpPETYJIHPOBAaHHA B  KOOPIWHATAX
MY3bIKaJTbHOTO MCKYCCTBA SIBIISIETCS MPOIIECCOM BXOXKICHUSI TUYHOCTU B TyXOBHBIM
YHUBEPCYM  OOIICUENIOBEYECKOW  KYJIbTYPbl, = OCHOBOM W pe3yJIbTaTOM
npohecCHOHANBHON camopeanu3anu My3blkaHTa. Crenudpudeckne 0coOSHHOCTH
MY3BIKITbHO-UCTIOTHUTEIBCKON JeATeTbHOCTH O0YCIaBIMBAIOT CBOEOOpa3ne OITbITa
CaMOpPEryJIMPOBaHUs CICIUAIMCTOB B 00JaCTH MY3bIKAJILHOI'O UCKYCCTBA U JIOJIKHBI
YYUTBIBATHCS B CO3/IaHUU TIEIarOTMUSCKUX YCIOBHUH st €ro (POpMUPOBAHUSI.

Kniwoueevie  cnoea: caMOperyJIsLus, OTIBIT, CTYZIEHTbI-MY3bIKaHThI,
npohecCUOHAIbHAS TIOJINOTOBKA.
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JUTSAYUNA XOP IK BUAKOHABCHKHUI ®EHOMEH

YV XX cT. BHAC/IIOK HAKOMTUYEHHS O€31IHHOTO JOCBIy BUIATHUX XOPMEHCTEPiB-
MPaKTUKIB i KOMIIO3UTOPCHKOI cHaamuHu, (opMyBaHHs MPOQeCciifHOl TIIKA AUTIIO0T
XOPOBOi TBOPYOCTI Ta KOJIEKTHUBIB JIFOOUTEIBCHKOTO PiBHS, TEOPETUIHHUX 1 METOUKO-
BUXOBHHMX TIPOLIECIB «BIIKPUTTS AWTUHCTBA» JUTAYEC XOPOBE BHUKOHABCTBO
BUOKPEMJTIOETHCSI B CAMOCTIMHUN BHJI 13 BJIACHOIO CIeNM(iKOW0 HaBYaHHS, TeMOpPO-
3BYKOBHMHU KOMIUIEKCAMH, penepTyapoM, (YyHKLIOHATbHUMH ¢ CUMBOJIYHUMH
3HaKaMu, HaOyBalO4YM CBHOTOAHI CTaTycy IIOBHONPABHOI YaCTUHH MMCTELBKOTO
tezaypycy. JlOCHiJDKCHHS TpHCBSIYCHE BUBYCHHIO CHCHHM(IYHUX  aCIEKTIiB
(GYHKIIOHYBaHHS JUTSYOTO XOPY K BUKOHABCHKOTO ()eHOMEHY. BHKOpPHCTOBYIOTBCS
KOMIUJIEKC 3arajJbHOHAYKOBHX Ta CIELIAJIbHUX METOMIB, Cepes SIKUX — €CTeTUYHUH,
ICTOPHKO-KYJIbTYPOJIOTIYHHH, Y3aralbHIOIOUHA, My3uKo3HaBumii. [1o3uIiiero HayKoBoi
HOBH3HHU BHUCTYIA€ BHUSABICHHS ()EHOMEHOJIOTIYHHUX O3HAK JUTSIUOIO XOPOBOTO CIIIBY
B MY3UYHO-BUKOHABCbKOMY acCHeKTi. BUCHOBKH: 3 MOINAgy BHKOHABCTBA, 30KpeMa
MEPBICHOI TeTepOoOHHOCTI, XOPOBOTO CTPOIO, YTBOPEHHS <GIUTHHX» YHICOHIB
3 0araTbOX I1HAWBIAYaJIBHUX TEMOPIB-TOJIOCIB 1 CHIBBIIHONICHHS iX y XOPOBOMY
Oararorosiocci — XOp YOCOOJIOE PHCH CHHEPrHU3My; a IOINIALY OPTaHi30BaHOTO
(puTyasioM, pPEreHToM, IMPUICHTOM) XOPOBOI'O 3BYYaHHS — €MEpIKEHTHOCTI.
VY IuTSAYOMYy XOpi CHHTE3YIOTBCS B «HEMPOCTIH CyMi»: €MEpIDKEHTHI BIaCTHUBOCTI
KOJIEKTUBHOT TBOPHOI Aii, 3arallkHOXOPOBOT'O KYJIBTYPHO-MUCTEIILKOTO KOHTHHYYMY
3 JOJATKOBOIO  JIHIEI0  CHEUU(PIYHO-MY3UYHOTO  E€MEPIKEHTHOTO  PO3BUTKY-
CTaHOBJICHHSI Ta IMAHEHTHI eMEPKEHTHI 0COOIMBOCTI AUTIYOr0 00pa3y CBITY 3 HOTO
«aJOTiYHUMM» CTPUOKaMU, acolliaiisMHi, TEepETBOPEHHSIMHU. IMPOBHMH IHTCHIIISIMH,
NEPMaHEHTHUM OHOBJICHHSIM, «aHT€JIbCHKOIO» UIMPICTIO-YMCTOTOI0 MOMHUCIIB Ta
roJI0COBOI TEMOPAIbHOCTI, YTBOPIOIOUH I1I€ OAMH PSIJl eMEPPKEHTHUX Pe3yIbTaTUBHUX
BUXO/IB. Yce Ie 3yMOBIIOE (HDEHOMEHOJIOTIYHHN CTaTyC MAUTSYOTO XOpy SIK
BUKOHABCHKOTO SIBHINA, CIHEMU(IYHOI eMepKEHTHOI I[UIICHOCTI, aBTOHOMHOI
MUCTELBKOI OJTMHMLII, BUXOBAIbHO-OCBITHBOI MTAPAIUTMH, KYJIETYPHOTO 3HAKY.

Kniwouoei cnosa: nutsanii Xop, TUTSYHA XOPOBHH CITiB, BHKOHABCHKUI (heHOMEH,
E€MEP/DKCHTHICTh, aHT'€JIONOII0HICTb.

CriB CHOKOHBIKY CYIpPOBO/KYBaB JIOJUHY B YyCiX ii moTpebax Ta BHIAX
JISITBHOCTI — BI1J KOJMCKOBHUX BiJIpa3y MICIs HAPODKEHHS, TUTSYUX ITPOBUX
CUTyallldl J0 TPYAOBUX MpPOIECIB Ta JO3BUIBHUX XBHWJIHMH, KaJ€HAapHO-,
POIMHHO- Ta OOIIMHHO-OOPSIOBHUX, PENITIAHUX aKTIB aX 0 MPOBOKAHHS
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B OCTaHHIO IIyThb. /[UTA4Ye XOpPOBE BUKOHABCTBO, BUOKpPEMUBIINCH y XX CT.
B CAMOCTIMHUH BUJ 13 BIACHOIO CHeUM(IKOI0 HaBYAHHS, TeM6po-3ByKOBHx
KOMILIEKCAMH, PENepTyapom, (G yHKIIOHAIBHUMH Ta CHMBOJIIYHUMH 3HAKaMH,
NOB’S3aHUMH 113  3araJIbHUMH  HENPOCTUMH  1IeHHUMH ¥  MOBHO-
KOMITO3UIIHHIUMHU TPOIIECAaMH MY3UYHOTO MHUCTENTBA, 1 13 MapajurMaibHOIO
3MIHOIO BiTHOIICHHS i pO3yMIHHS TUTHHCTBA B KYJIBTYPOJIOTIYHOMY, TyXOBHO-
€CTETUYHOMY, COILaIbHO-IICHXOJIOTIYHOMY, (PiTOCOPCHKOMY Ta MHCTEUTBO-
3HaBYOMY BUMipax, HUHI Ha0yJ0 CTaTyCy MOBHOIPABHOT YACTUHU MUCTEI[LKOTO
tezaypycy. ToX axkTyaldbHUM BHJIAETbCS BHSBICHHS (DEHOMEHOJIOTTUHUX
aCIIeKTiB OYTTA IbOTO BUIY TBOPYOCTI, 30KpeMa 3 MOTJIs Ay BUKOHABCHKUX YMOB
1 3aKOHIB (PYHKI[IOHYBaHHS. Y CTaTTi BUKOPUCTOBYIOThCS 3arajbHOHAYKOBI Ta
CHCIiaIbHI METOIM, Cepel SKUX — eCTCTHYHWH, Ba)UIMBHHA IS aHATi3y
(GYHKIIOHATTBHOI TPUPOAN AUTSIOTO XOPY U PO3KPHUTTSI 0OPa3HO-CMHUCIOBOTO
3MicTy #oro ¢QeHoMeHa; iCTOPUKO-KYJIbTYpPOJIOTIYHNAN, HEOOXITHUNA JUIs
BUSIBIICHHS 3aKOHOMIPDHOCTEH PO3BHUTKY JUTAYOrO CHIBY B ICTOPUYHIM
JUHAMILI; y3arajJbHIOIOUUN — Ui 3 sCyBaHHSXapaKTepHUX OCOOIMBOCTEH
JOCIIJKYBAaHOTO — IPEAMETa; MY3MKO3HAaBUMM —  JUId 06rpyHTyBaHHﬂ
rerepo()OHHO-0araToroJOoCHOi MEPBUHHOCTI MY3MKHM, Ha BIAMIHY BIij
MOBJICHHEBOTO (OZJHOI'0OJIOCHOT'0) IHTOHYBaHH:. Taka KOMIJIEKCHA METO10JIOT 15
Ja€ 3MOTY BHUSBUTU Ta C(HOPMYITIOBATH OCHOBHI MO3UIIi (PYHKIIIOHYBaHHS
1 CIPUMHATTSA AUTAYOTO XOPY SIK BUKOHABCHKOT'O (peHOMEHA.

CniBoua KynbTypa 37aBHa MoOyTyBajla B KOJEKTHBHMX (TeperyciM) Ta
COJIBHMX (pOpMax, BUSIBIISIOUN BEKTOPU MPUIIOAHOTO BUKOHAHHS i BUKOHAHHS
«171s1 cebey. BBaxkarouu CHiB «TIEPBICHUM 1 CYTTEBUMY, TTOII0HO A0 MOBH, JEsKi
BYEHI KBaJI(PIKYIOTh HOTO K «TBIp JIFOJCHKOI IPUPOJIU, a HE TBIP MUCTELTBA»
(UepnbimeBckuit, 1938, c. 91]. Ilpote 3 Takoro JyMKOIO MOKHA HE MTOTOTUTHCS,
CTBepKytouu Beaif 3a E. AnexceeBuM (AsekceeB), 110 CIiB MOXe OyTH B 000X
yKa3zaHMX BHUsBaX. AJpecoBaHMM  ciyxaueBi (CHiByyaCHMKa-cilyxaya
B CUHKPETHUHIN (OJBKIOPHIA €IHOCTI), CHIB 3JaTHUH CTaTd TBOPOM
MUCTELTBa, (DOJIBKIOPHOrO ab0 aKageMiuHOro, 3a YMOB HaOYyTTS O3HaK
XYA0XKHOCTI — HaMaTepiaJIbHUX YHIKaIbHUX BJIACTUBOCTEH y €IHOCTI Gpopmu
i cMucily, sIKi 37aTHI 10 €MOLIHHOTO €CTeTHYHOrO BIUIMBY KaTapCHYHOT
IOPUPOIM Ta MAlOTh, BIANOBITHO, YHIBEPCATIbHY COLIOKYIbTYPHY 3HAYMMICTb.
Taki nepBicHI (opMH 301TBIIOr0 Maju KOJIEKTUBHO-OOIIMHHUI XapakTep. Bin
NEpPBICHUX KYJIbTYP A0 CHOTOJEHHS Mae Micle M CHiB «Iis cebe», TaKkox
Hery4yHe HacliByBaHHs a00 HaBiTh IHTOHYBaHHS «I1po cebe», sike 3a3Buyail (ane
HEe 000B’SI3KOBO) HE KOHTPOJIOETHCS JIOJAMHOIO, 1 B IIbOMY CEHCI MOXe OyTH
HEBUTAJIUBUM «TBOPOM JIIOJICBKOT IPHUPOIN.

My3I/II<yBaHH51 «HA30BHI», AN IHIIWUX, A MyONiKM 1 B JaJieKi 4Yacu,
1 B HaIlIl 1Hi, HEMUHYYe Ha6yBae TEHIEHIIIT npoq)ecmHanBaun 13 IOCTYITOBUM
YIOCKOHAJIEHHSM  TEXHIKO-TEXHOJIOTIYHMX 1  «CHEHIYHO»-apTHUCTUYHUX
HaBUUOK, 3aKpIIUIEHHSIM <«BIAJIMX» B3ipLiB a00 IHTOHAWIWHUX (GOpPMYyN Ta
nepeAaBaHHAM X BiJ HACTaBHUKA /10 YYHIB a00 B pOAMHHOMY (OOIIMHHOMY),
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cnagkoBoMy ocepenky. CmiB ke «miisi cebe» (3MiHIOBaHUI 3 4acoM He 3a
IPUPOJIOIO, @ 32 BIAMOBIAHICTIO 10 IHTOHALIHHOTO CIOBHHUKA €MIOXH) € TIEBHOIO
Mipo1o (CcTaliajabHO) MEPBHHHUM OO0 CYYAaCHHX HOMY «KOHIEPTHHUX» (HopMm
(yTiM, O3HaK KOHIIEPTHOCTI B ii cydacHoMy po3yMiHHI Bin XIX ct. HaOyBae
1 XOpOBHIA, KOJIGKTUBHUI CIIiB, YK€ B HOTo mpodeciiiHiii skocTi). BiaTBoproroun
BUXIJIHI CIOCOOM IHTOHYBAaHHS, MEPIIMA 3HAXOIUTHCS y IMIIIBHINA B3aeMoOil
3 IpYyTUM, HAPOJDKYIOUM CHUIBHE IHTOHAIIHE MMoJie. ABTOKOMYHIKATiBHICTh
CHiBY «u1a cebe» (COIBHOIr0) B IOPOCIHX CIIBBIIHOCHA 3 «ETOLCHTPHUYHUM
HACMIBYBAaHHIM-JIONOTAHHSAM JWTHHHU, $KE& MOMEHTAIBHO HAaCHiAyeTbCs
MaJledero MiJ 4ac CIYyXOBOTO CIPUUHATTS HEIO 1 CBOIX OJHOJITKIB, 1 OaThKIiB
(mopocnux) (Kamyxuukona, 2005, c. 99-100). Lle 3HauuTh, 10 AUTHUHA JIETKO
W MBHUJIKO, IMAHCHTHO BKJIIOYAETHCS O CBOEPITHOTO  KOJCKTUBHOTO
IHTOHYBaHHS, BHOYJOBY€ HOTO HaBiTh TaM, J€ BOHO HeE mepeadavaoc,
MiICBIIOMO NMPHETHYIOYHCH 0 «CBOIX», YTBOPIOIOYH 3 HUMH LITICHICTh, KOTpa
BiIOMBA€ BUIIMIA 1a0eNb MUcCIe-uyTTA. JIuTsunii CBiT, HaBITH 32 YMOB BU3HAHOL
ChOTOJIHI BIAcHOi, ()EHOMEHOJIOTIYHOI MPUPOIM, HE MOXE ICHYBaTH II03a
HaBKOJIMIIIHIM, OIIPallbOBaHUM Y TBOPUOMY Ta )KUTTEBOMY JOCBI/I TUCAYOMITh
«opociauM» cepenoBuiieM. JUTuHa camaHe BUPOOJSE MYy3HMYHO-3BYKOBOL
CHCTEMH: HAaBKOJIO HEl BXKE € FOTOBE 3BYKOBE CTUJII30BaHE OTOYEHHS, YOIO HE
OyJ10 B 3apOJIKOBIi CTa1ii My3HKH, aje, sK 1 IepBicHA JIIOANHA, TUTUHA, MaOyTh,
qye, TOUHIIIE — BiauyBae mporo3ByuaHHsi Kocmocy, romnoci [loroitbiunocTi
(HegapeMHO SA3UYHMLIBKI KYIbTYPU BBaXKaJIM MaJledy OJHOYACHO IPUHAJICKHOIO
70 000X CBiTIB). JIuTsuuil cmiB JeMOHCTpPY€e NMEBHUM YHWHOM JOCTYIHY Ham
y HAyKOBOMY  OIpALOBaHHI  TOCHIJIOBHICTb  KPOKIB B OCATaHHI
«3BYKOBUCOTHOTrO mpoctopy iroactBa» (E. AnekceeB) Ta ioro ¢aktypHux
0JIHO-0araToroJIOCHUX TU(EPEHIIIOBaHb.

Ha nymky C.CxkpeGkoBa, OJHOTOJIOCHE MY3HYHE 1HTOHYBAaHHS
B HalJaBHIIIIN MOYaTKOBIN cTajii popMyBaHHs Tpeda pO3IIISIATH SIK MOXiAHE
BiJ] KOJIEKTUBHOT'0», OCKUJIBKH B OCHOBI JIay KPUETHCS «XYA0KHE Y3TOJKSHHS
PI3HUX TOJIOCIBY», 1€ «HE OAMHHYHUN 3BYK, a B MPHUHIIMII YHICOH, 3JaTHUI
pO3IIeTIIoBaTUCS 1 cTBOproBaTH criB3Byuus (Ckpebkos, 1973, c. 26). Yuenui,
Hachmigyun P.Bamnmameka ta P.I'pybepa, BuXxoauTe 3 TimOTE€3W Mpo
MOXO/KEHHS MY3UKH SIK BHJLy MUCTELITBA Y 3B’SI3KY 3 KOJIGKTUBHUMH TAHISIMHU,
KOJIM KOJIEKTUBHI 3yCHUJIIsL OY/IM CIIPSIMOBAHI «Ha XYJIOKHE Y3IOJDKEHHS PYyXIB,
€JIEMEHTApPHOT'0 CHIBNaAiHHA METPUYHHX akUeHTiB». C. CkpeOKoB Ha3MBae 1€
SIBUIIE «METPUYHUM YHICOHOM» a00 «METPUYHOIO TAPMOHIEI0 PYXiB», TOMY 110
B OCHOBI MY3MYHOTO TEMAaTU3MY JIEKUTh «CHEHU(PIUHO XYIOKHIN MPUHIMII
ecmemuyHoi eapmoHii (kKypcué wHaw — JI.J].) TIOEMHYBaHMX KOMIIOHEHTIB»
(CxpebkoB, 1973, c. 25) (mIKpeCIuMO BaXKJIMUBICTh Li€T rapMOHINHOT QyHKIIT
JUI XOpOBOTrO 3ByuYaHHs). biibmie Toro, Taka rerepooHHO-0AraTorojgocHa
NEPBUHHICTh CKJIaZla€ POJOBY BIAMIHHICTb MY3UKH BiJI MOBJIEHHEBOTO
(OHOTOJIOCHOT0) IHTOHYBaHHA, ajpke «(]ikcallisi MEeBHOI BUCOTH B MY3HUII
OB’ s13aHa 3 Xy0’KHBOIO HEOOX1THICTIO MiJTAIITOBYBATHCS 10 1HILIOTO TOJIOCY»
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(B OgHOTOJNOCCI — 10 YSABHOTO), HAOYTTSIM «TapMOHIYHOTO 3BYKOBHCOTHOTO
Y3TO/DKCHHST 3 HHUM», TOOTO [ii «B YMOBaX KOJEKMUBHO2O XYOOICHLO2O
inmonyeanus (kypcue naw — JIJ[.)», Ha BiamiHy Bing moieHHs (CkpeOKoB,
1973, c. 27).

XapakTepHO, IO IICAA TPUBAIOTO Yacy CIPUHHATTS CMHUCIOBOTO
3HAUEHHS IHTOHAIM OJHOTOJOCHOT MEJNOAWKH TEPEBAKHO BUCOTOIO,
TPUBAJICTIO 3BYy4YaHHS, JIJJOBUM CHIBBIJHOIICHHSAM CYCiHIX TOHIB, y XX CT.
(b. Acad’es, O. PyuneBcrka, FO. Xomomos. B. XomomoBa Ta iH.) iHTOHAIiS
YCBIIOMITIOETBHCS. B PO3IIMPEHOMY PO3YMiHHI: «y CHHKPETHYHIN €JHOCTI... 5K
01 B GaraToKoOpAMHAIIIHHOMY, 6araTOBUMIpHOMY ITPOCTOPI BCiX BIACTHBOCTEH
3BYKY aX [0 TECHUTYPHHUX HIOAHCIB, BIATIHKIB BiOpamii, sIKi MHCISATBCS
B CYKYIHOCTI, JIe¢ ’KOJICH 3 IapaMeTpiB iHTOHALIWHOI (OpMU MPUHIUIIOBO HE
MOXKHa YCYHyTH», ycuix 3a B. MenymeBcbkuMm cTBepmkye JIpsukoBa
(dpstuxoBa, 1985, c. 24-25]. Tox 1 micinsi YOCOOJICHHSI OJHOTOJIOCCS, SIK
«4UCTOI» JiHIi, IHTOHAIIIHA TPUPOJA MY3UKH HE «YCYBA€ETHCS» MOBHICTIO Bij
CBOro 0araTorojlOCHOTO0 «IOXO/DKEHHS» (He KaXydd Ipo IPHUXOBaHE
Oaratoronoccsi). I Toai B XOpoBOMY BUKOHAHHI BXKE «TOTOB1» BC1 YMOBH 1 JUId
MOJIAJBIIOT0 PO3BUTKY CKJIaAHOT modidoHil (10 1 BiAOynoCs), 1 AN BIAUYTTS
«0araToBUMIPHOTO IPOCTOPY BCIX BIACTUBOCTEH 3BYKY» («XOp MOXXE BCE» —
BOJIOZIIE yCiMa «IHCTPYMEHTAJIBHUMU» MOXIHUBOCTSIMH BHUPA30BHX 3aco0iB
MY3HMKH, MPO IO CBIIYMTH TBOPYICTh CYYaCHHUX KOMIIO3MTOPIB Ui I[BOI'O
KHUBOT'O CKJIAJJHOTO «IHCTPYMEHTa» W BOJHOYAC KYJIbTYpPHO-CUMBOJIYHOTO
3HaKa SIK XOJICTUYHO-EMEP/DKEHTHOI CHCTEMHM, 3/1aTHOI COOOPHO 3JIMBATHCS
1 IHIUBIAYaJIbHO-TPYTIOBOPO3ILEIUIIOBATUCS, TOOTO «JIUXaTU» B MPSIMOMY
!l IepeHOCHOMY 3HAYEHHI SIK «30UTbIICHUI» KUBHUHM OpraHi3m).

P03BUTOK XOpOBOro GaraTorosoccst TakoXx MOB’S3yI0OTh 3 OPraHi3yr4olo
POJUTIO CHIBY MiJl Yac TPYAOBUX MPOLECIB, KOJIM HA MEPUIMHA MJIaH BUXOIUThH
PUTMO-IHTOHAIIMHUNA YMHHUK — HaW(3UUHIMN 3 yciX MY3WYHHX, IO
Oe3rnocepeIHbO BILUTUBAE M HA TUIO (A HE TUIBKM Ha CBIJJOMICTh), aKyMYJIATOP
YyTTE€BOTO JAOCBiAY. YTIM, PUTMIYHA BIOPSJIKOBaHICTb MY3UYHOI TKaHHHU
NOKJIMKaHa, KPIM OpraHi3yBaHHS PUTMY ii COPUHHATTS, BUKOHYBATH BaXKJIUBY
CMHCIIOTBOPYY (DYHKIIIIO — YIMOPSAAKYBAHHS YacOIpOCTOpY B Oe3nepepBHOMY
nporeci opranizyBanns (Kapuesa, 2004). B. CyxaHueBa po3risijgae pUTMO-
IHTOHAIIHUN KOMIUIEKC SK HENOAUIbHY MY3UYHY HUTICHICTb, «3aKpillJIeHy
€MOLIiI0», KOTpa MepeiIiia B mpolieci COLialbHOI Ta MUCTEIIBKOI iCTOpIi y 3HAK
kyneTypH (Cyxannesa, 1990, c. 134-139).

IIpote ronoBHOIO cheporo popmyBaHHs (OIBKIOPHOT XOPOBOI KYIBTYpPH,
HAUCWIBHIIIUM 1 TOCTIHHO MJIFOYMM JDKEpelnoM 0araTorojocoro CIiBy
(110 BUHUKAE PI3HUMHU LUIAXaMH) € HEBiJ’€MHA BiJ TPYJOBOI CBATKOBO-
oOpsitoBa cepa, HapemTi — MHCTEIbKa. B ocTaHHIX MOXHa BHSIBHUTH
1 moeHaHHs reTepooHHUX (OpPM 3 €lIeMEHTaMU KOHTPACTHOI MouioHii,
1 CKJIaJlaHHA CHIB3BYY akopjaoBoro Tuiy (Anekcees, 1986), Ta it yce icHyroue
pPO3MaiTTsT GaraToroioccst SK BHUIIOTO, BIOPSJKOBAHOIO, TapMOHIHHOTO
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HnopsiIKY W Kpacu (HE 3amepeuyroud Kpach Menoii sIK BiJa3epKaJeHHs
CHUIBHOCTI YHIBEPCAJIBHOI i7Iel Ta YHCTOTH COOOPHOTO OKTaBHO-YHICOHHOTO
3IUTTA). XapaKTEepHO, IO ChOrOAHI (Y IpoQeciifHuX Ta CaMOAISIIBHUX X0Pax)
nepesa NepexoaoM 10 BUOYIOBYBAHHS YMCTOrO 0araTorojoccs XxopMmencrepa
JIOMararoThCsl CIEpIry BIIPABHOTO OJTHOTOJIOCCS (OCOOIMBO B JUTAYUX XOpax),
Ja0Ba YHCTOTA SKOTO KPUCTANi3yBajacsi CTOJITTAMHU B OpraHiuHiil €JHOCTI
MEJIOIIHHO-TOPU30HTAIBHOTO Ta TapPMOHIYHO-BEPTHKAIBHOTO 1HTOHYBAHHS.
TiNbKY MicTs OMaHyBaHHS OJHOTOJOCHUM MEJIOMIMHUM CITyXOBUM KOHTPOJIEM
PEKOMEHAYETHCS MEPEXOUTH JI0 IBOTOJIOCCS — FTAPMOHIYHOTO YYTTSI (CIIOYaTKy
IpOCTi KaHOHM, BEJNMKI IHTEpBAJM — OKTaBa, KBIHTA, CEKCTa), TaK CaMo
OPOXOAATh 1 pO3CHIBYBaHHS XOpIiB Ha IMOYaTKy pENeTUuliid Ta mepen
KOHIIEpTaMU. Y Takuid CcHocid yTpadeHa BIPOJOBXK TPhOX CTONITh
roMOOHHOCTI CHCTeMa MHCICHHA Ha JIHEapHO-NOJIQOHIYHIA OCHOBI
MIOBEPTAE «CBOI MPaBa» y «I3epKaIbHii» XOPOBiil METOIUIII CHOTOICHHS.

Otxe, BUKapOOBYeETbCS 1 TMEPBUHHICT, Ta CMHUCIOBA 3HAYYIIICTh
KOJISKTHBHOTO, XOPOBOTO CIIiBY, JI¢ KJIFOYOBUM TAPAMETPOM € BUKOHABCHLKULL
CKIIAHUK. AJDKE caMe B KHUBIM, O€3IMOCEpe/IHI BHKOHABCHKIN Tpaguili
XOpOBOro (CHUTBHOTO, OOIMIMHHOTO YH IHIIOI TPYHOBOi CTaTYCHOCTi) CHIBY
HApOJDKEHHS IHTEPBAJIBHO-JIAIOBUX CMHUCIOBHUX (y3arajJbHEHO-MY3WYHUX,
mo3aBepOaIbHUX Ta TIOB’S3aHUX 31 CJIOBOM) 3HAKIB CITIBBIJIHOCHUTBHCS
3 1I€AIbHOI0  PUTYaJIIKOI0 COOOPHOCTI — Big YyTTEBOI  (DONBKIOPHO-
S3UYHHUIIBKOI 70 XpaMoBOi (30KpeMa, XPHCTUSHCBHKOI, J€ BOHAa IOCTaHe
B «UHCTOMY», BHCOKO-IyXOBHOMY BHIVISIJII — SIK €MEPJKEHTHOI CHCTEMH).
Co0opHICTh XOPOBOIO CIIBY € KJIIOUOBOIO YHIBEpCANi€l0 XOpPOBOi CIIBOYOI
KyneTypH (Ocanua, 2015).

CrmiB y xopi 3a0e3neuye 0e3rocepeiHe, )KUBE BITUYTTS MY3UKH B pO3MaiTTi
il OIIHOTOJIOCHO-0araTOroJIOCHUX TMPOSIBIB Ta AHPOBO-ICTOPUYHOT MaM’sTi,
CHPaBXHE OCMHCICHHS MY3UYHOTO TBOPY, SIKOTO HE MOXHA JOCSITH 1HIIUM
cnocoboM. VY 1bOMYy 3B’A3Ky B@XKJIMBO 3a3HAUUTH, W10 MY3WYHHUH
IHCTpYMEHTAJII3M y COJIbHOMY, aHCaMOJIEBOMY Ta OPKECTpOBOMY (opmarax,
TUM OUTbIIIE CUHTETUYHUN >KaHP ONEPHOI0 MHUCTENTBA, TAKOXX CTAHOBIIATH
HAWBUIII B3IpPIli MY3MYHOTO MHCIEHHS, 16 1 TeXHOJOTiH ais iX BTUICHHS.
OpHak BKa3aHi BUIIE KOPEHEB] apXETUIIOBI 3HAKH MPOLIECiB BU3PIBAHHS YUCTO
MY3UYHHX 3aKOHIB PO3BUTKY, CTAHOBJIEHHS i1€i, MY3MYHOI'O MMCJICHHS
B JIaJIOBO-3BYKOBIM IUIOLIMHI BKa3ylOTh Ha KOJEKTHUBHE BOKAJIbHO-XOPOBE
BUKOHABCTBO Yy HoOro HaimaBHImMX mposiBax. OTke, XOpOBHMH CIB CTae
CBOEPITHUM KIIIOUEM JI0 PO3YMIHHSA MY3HMKH K TaKO1.

Boanouac y Hay1i copmyBaiacsi KOHLIEMIISI XOPY «IK MO/ JIF0CHKOr0
KOJIEKTUBY, IO CTBOPIOE TapMOHIWMHI BIAHOCMHHM MK I1HIMBIZYyMOM Ta
rpynoto» (Kapuesa, 2004). Y Ttakomy 3pi3i XOpoBa TBOPUICTH IIOCTa€
Oe3mocepesHIM  CHMBOJIOM TapMOHii (K KpacHBOro BPIBHOBAaXEHHS
y (bimocopcbkoMy CMHUCII Ta CUCTEMH JIQAOBUX TSXKIHb Y MY3HILi), 3pUMOTO
i BIIYYTHOTO  NPOCTOPOBO-4ACOBOTO  00pa3dy  (XpOHOTOIy)  €IHOCTI
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pi3HOMaHITTS. ['apMOHifHa «€IHICTH PI3HOMAHITTS» Ma€ pPO3Pi3HEHHS
BiJIIIEHTPOBO-IOIICHTPOBHUX BIJHOCHH: II€ CHHKPETHU3M HEPO3IUTBHOI €IHOCTI
MOYaTKOBOT LUTICHOCTI Ta CHHTE3yBaHHS K Y3TOJUKEHHS PI3HOTO, MOXJIWBO,
HaBiTh, MNPOTHWIEKHOTO. Ilepmuii TUm BHpa3sHO BTUTIOE (ONBKIOPHUIA
CHHKPETH3M KOJEKTUBHOTO CIiBY-TaHIIO-CIIOBA-PUTYAIBHOCTI-TPH, Y SKOMY
oiTH  yacrtime OepyTh ydacThb Ha CHUIBHHX 3acajax 00OB’SI3KOBOTO
HACJIiyBaHHsI ITOKOJIIHb Ta HEBUIUICHHS i OOIIMHHO-POAOBOTO 3araiy. Jpyruii
CUHTE3Y€, HAPUKIIAI, TPOodeCiitHO-MUCTEIBKI HATIPAIFOBAHHS XOPOBOTO CIIBY
3 IEPBUHHO-JIITYPriiHUMH 3acaJjaMH XpUCTUSIHCTBA a00 OMEpHOI Apamaryprii,
1€ TUTSYUNA XOp yXKe MOXe BHCTYNATH CHEIiaJbHUM YWHHHKOM O3HAUY€HOTO
aKTy, IPUBHOCSYH JI0 HHOTO JOJATKOBI CMUCITH (YMCTOTH, aHTEIONOIIOHOCTI,
I'pH, HAOJIMKEHHS JI0 )KUTTEBUX pealliii TOImo). Y XOpOBOMY CITiBi BUSBIISETHCS
HE TUTBKH YMCTO €CTETUYHA IIHHICTh, @ i MOTYTHIH IHCTPYMEHT /17151 BUKOHAHHS
PI3HMX TPaKTHYHUX Ta 1AEWHO-IICOJOTIYHUX, KYJIbTYpHHX, JTYXOBHO-
penirifiHuX 3aBAaHb, BHUCYHYTHX ICTOPUYHUMM, ETHIYHUMHU Ta ACIKUMHU
iHmumu  paktopamu. CaMe My3MYHHUNA YMHHUK (30KpeMa, XOPOBOTO CIIBY)
30aTHUN BUCTYIUTH, 3a criocTtepexeHHaMu 3. KacaTkiHoi, TOI «KEpTOBHOIO
TapMOHIEIO», siKa O y3roAuiia OKpeMi, po3pi3HEH1 YaCTUHU IIJIOTO i BiTHOBHIIA
iXHIO €JJHICTh Ha PiIBHI EMOLIIHUX ITepPEeKUBaHb, MUCIICIYTTEBHX. a HE peaIbHO-
noBeAiHKoBUX Miil. Tak, yepe3 My3uuyHi 3aco0H, TapMOHis HPOSBISETHCS
B KaTapCcHci, i7es SKOTO «i3 BIJIACTUBUM HOMY e(deKTOM 3aBepILEHOCTI
HepeXKUBaHHS MICTUTh MOTEHLIHHE ParHeHHs! 10 HECKIHYEHHOCTI, 10 BIYHOTO
PO3MHUKAHHS HAIPYTH B CIOKIH 1, 0TKe, BO33'€IHAHHS PO3ipBaHUX YaCTHH OyTTS
B rapMmoHiitHomy minomy» (Kacatkuna, 2013). ToMy rapmoHiiHICTh depe3
MY3MKY y CBOii HallBUILiH (OpMi HEMUHYYE BUXOAUTH HA TPariuHi 3acajiu.
CakpanpHa 3HAuylIiCTh XOpY BHSBIsUIacd y 30epexeHHI pi3HUX
cKiIagHuKiB putyaniku. O. Penpko ciymrHo Bka3ye Ha (OJIbKIOPHO-PUTYaNIbHI
BUTOKH 13 JIpaMaTypridyHO-IrpoBOIO (DYHKIII€I0 «PO3MOBiAI i KOMEHTYBaHHS
IrpoOBOTrO AiicTBa»; B3a€EMOBIUIMB PEITiHHUX 11€H; CTBOPEHHS 3a JI0TIOMOT OO
crHiBiB (He-OyZEHHOTO MOBJIEHHS) «OCOOJIMBOTO CMOCOOY CIIIKYBAaHHS
3 00’KECTBEHHUMH CHJIaMM», 3 aKTHBI3alll€l0 «KOCMIYHOI €Heprii CakpajJbHOI0
IPOCTOPY CLIEHW» 4Yepe3 «MariuHi 3aKJIWHAaHHA W eJIeMEHTH IIaMaHChKOl
KyJIBTYpPH»; 30BHILIHIM BUTJISA 1 «IIPUHLMI ICHYBaHHS Ha CLIEHI XOPHCTIB,
3BeJleHI B OCOOJMBMH €CTETMYHHMHM pUTyal, MiJIKPECTIOIOYN UM CTHIIbY
(Penpko, 2011). T'omocu XopuCTIB Ta iXHI 0COOM BHKOHYBAJIU IPH LBOMY
IHCTpYMEHTaJbHY (DYHKIIIIO OJTHOYACHO YOCOOJICHHS i JKEpTBH, 1 TOr0, KOMY
BOHA MPHUHOCHUTHCS, YTUIIOIOUM IIUTICHICTh TapMOHIi Yy CIHiBICHYBaHHI HaBiTh
B3a€MOBUKIIIOYHUX OOKIB OYyTTS, /1€ MOXKJIMBE «30€piraHHs CBO€I MEpBICHOI
HiTicHOCTI ¥ He pyiHyBaHHs iHIO» (Kacatkuna, 2013). Xop yocoOmoe Taky
HEPO3WICHOBAHY €JIHICTh 31 30€peKEHHSIM 0COOUCTOCTI; 11e, MalyTh, 1 CKJIaJac
HEOOXIJHICTh 1 CIIOPIJTHEHICTh XOPOBOTO CHIiBY Ui AiT€d Yy BiALIEHTPOBO-
JIOLIEHTPOBOMY 3B’SI3Ky BUXOBaHHs-B3aeMo30araueHHs. B monpanbimiomy
y XpUCTHSIHCTBI XOp, PO3TALIOBYIOUHCH 31 CBOIM «aHTEIILCBKUM CITIBOMY
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y TPaHUYHOMY XpaMOBOMY IIPOCTOPI MiXK JIFOIbMHU 1 «I OpHIM CBITOMY, IpUiMae
1 TmymaunTh HaiiBuiy JKepTBy, 3BepTarounch 10 Camoro bora Bix iMeHi BCiX.
Tak XpHCTUSHCTBO, 32 YMOB 3allepeueHHs aHTUYHHMX 3acaj 1 MPUHOMIB,
B I[IJIOMY HACJIyBaJi0 ONTUCAHY KOHIIETIIIF0 XOPOBOTO MUCTEITBA. Y Cl BKa3aHi
¢bynkuii BigOumMca W y AUTAYOMY XOpi, CHHTE3YIOUHCH 31 creuu(piyHUMU
BJIACTUBOCTSIMHU JTUTSUOTO 00pasy CBITY Ta CIIPHUUHATTS JUTHHCTBA JOPOCIUM
CBITOM.

CreniaibHa CTOpiHKA XOPOBOI 1CTOpIT B3arai Ta IUTIY0T0 XOPOBOTO CITIBY
30KpeMa — XpamoBa TPaaullisl, y sKiidi BHUKapOyBalucs O3HAKW MalOyTHBOI
npodeciiiHol  akaJAeMidyHOT MY3MKH 1 3 TOIJSAY  1AeHHO-CMHUCIOBOTO
HAIOBHEHHS, 1 3 MO3MLIA KyJAbTYpH ¥ TEXHOJOTIi BOKaJIbHO-XOPOBOTO
BUKOHABCHKOT'O IHTOHYBAaHHSA. | OCh TyT IUTSYMI CHiB MOCTYIIOBO BHXOJUB Ha
crpateriuni mo3umii. Came B IEPKOBHO-XOPOBOMY JKaHpi BHOYAYBaIHCS
MEPJIUHU XOpOBOi TOMiOHIT, 0OO0YMOBIEHI €IHICTIO BHCOKHX CMHCJIOBHX,
MHCIIEUYTTEBUX Ta CTPYKTYPHO-TEXHOJOIIYHUX 3acaj, IO BHABMIIOCA
B IXHbOMY IOTY>XKHOMY BIUIMBI Ha 3arajbHi IpPOLIECH PO3BUTKY MY3HMUHOTO
muctenTBa Big XVIcr. @eHOMEH «po3CHiByBaHHS TOJIOCHHX» Y XPaMoBiii
TpaJaullii BUSABUB CYTTEBY pOJIb Yy CTAHOBJIEHHI CEMIOTHMKM Ta CEMaHTHKH,
30KpeMa W My3MYHUX, @ TaKOXX CHpPUAB  KOTHITUBHO-BUKOHABCHKOMY
OCMUCIIEHHIO KaHTWJIEHH, L0 BIJINOBIJA€ TPHOM KIIIOYOBUM KOMIIOHEHTaM
eMmnaTii — eMOLIiHOMY, KOTHITUBHOMY, MOBEIIHKOBOMY. BaxInBuii BHECOK
y PO3BUTOK TEXHOJIOTIi Ta PO3YMiHHS BOKAaJIbHOI KaHTWUJIEHH 3poOMiIM Jisdi
OTepHO-0eIbKaHTOBOI €M0XHU, 30KpeMa CIIBIII-KacTpaTh: IXH1 COJIbHO-BOKaIbHI
TBOPYO-TEXHOJIOTIYHI  3HAaXiKM  ONpalbOBYBAIMCA B  IMOJAIBLIOMY
y BUPIBHSIHHI PEricTpiB XOPOBUX MapTidd, PO3LIMPEHHI IXHIX PpericTpoBUX
MOXJIMBOCTEH,  TeMOpPalbHO-3BYKOBUX  YJAOCKOHAJEHHAX,  TOHKOIIAaX
¢inipyBaHHs, BUpPOOJEHHI BIpaB Ta 3aco0iB 3MIIHEHHS TOJOCIB TOLIO.
JlocsiTHEHHST MHCTELTBa KacTpaTiB CIPSAMYBAIM 3aXiHY XOpPOBY KYJIbTypYy
B HANIPSIMKY aKTyaji3allii XJom4yauux XOpiB, IIO HE 3aBaJuUii0o ¥ Ha CXOmi
aKTUBHO BMKOPHCTOBYBATH XJIOITYAKOBI T'OJIOCH JAJisi 30aradeHHsl pericTpoBo-
TeMOpasibHOI SIKOCTI M J/10/1aBaHHS aHIeNbChbKOi YHCTOTHU-KPHUIITAJIEBOCTI.
I chorosiHi KaHTUIIEHA BBAXKAETHCS OCHOBOIO CIIIBY, Y TOMY YHCII XOPOBOTO,
OCKUIBKM 3 TEXHOJIOTIYHOTO OOKY CIpHs€ 3aKpIMJICHHIO HAaBUYOK JMXaHHS,
PO3BHUTKY IMIMPOKOT'0 i XOPOBOI'O JAHIIOTOBOT'O AUXaHHA, HAOYTTs crierudiuHol
BOKaJIbHOT (BOKaJIbHO-XOPOBO1) TEMOPAIBHOCTI SIK 3BYKY, 1110 BIIBHO JUIETHCSI»
(4K yKa3zyBaJId BOKaJIbHI MEJaroru B mepio] po3kBiTy OenbkaHTo — ["apcia Ta
Benenni), a 3 morisiny BUKOHABCHKOIO MHCIJIEHHS € BEPIIMHOIO BTUICHHS
PUTOPUKH JTyXOBHOTO MOXOJPKEHHS, KpacoTh # migHeceHocTi. JlaHiorose
JMXaHHs, KOTpe 3a0e3neuye Oe3nepepBHE 3By4aHHS XOpY Yepe3 HEOJAHOYACHY
3MiHY JUXaHHS XOPUCTaMH Ta MUTTEBUM 1 HEIIOMITHUM BJIIMBAHHSM Y 3arajibHe
3BYYaHHsl MiCIs BJIAcHOI 1LE3ypH, CTBOPIOE CBOEPIAHY CHHEPIeTUUHY
L[TICHICTh, EpeBakatouu ocoOucTIiCHE (OYKBaIbHO — IUXAHHS, K KHUTTS), aje
HE 3arepeuyioud Horo, yTBOPIOE HOBY €MEPKEHTHO-XOJICTUYHY SKiCTb.
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3B’SI30K KaHTWJICHHOT BOKAJIbHOCTi, HApOKEHOI B HAJpax XOPOBOTO
LIEPKOBHOTO CHiBY (cami OOIAIIl, SK MpPaBWIIO, BUKOHYBAJHCA COJICTaMU
3 XOpY), 3 AYXOBHO-IYIIEBHUM MOJycoM PanocTi ckiiagae TTMOMHHY OCHOBY
xopoBoi TBOpyocTi. Haramaemo, mo B auTsdomMy oOpasi CBITY IICHXOJOTH
BiJ[3HAYAIOTh OCOOJIMBY BIIACTUBICTH «CHiBpaIyBaHHSA» Ha TPETHOMY, BUILIOMY
mabenieMnaTiiHuX MepeKuBaHb: y BUKOHABCHKOMY BHXOJIl XOPOBOTO CIIIBY,
Oprafi3oBaHE 3aKOHAMH €CTETHYHOI OpraHizaiii Ta My3WMYHUX 3ac00iB, Take
CHiBpaJyBaHHS  37aTHE TIEPETBOPUTUCS Ha  CIpPABXKHE  KaTapTUCHE
nepexxuBanHs. JluThHa, cmiBalouM B XOpi, 3BHYAHO, HE pPO3yMi€ HOro
MEXaHi3My, ajie¢ Bi4yBa€ HOro ImMHUpPO ¥ OE3MOCepeHbO, 3 YCIEI IUTIIO0
3aXOIUICHICTIO, BKJIQJAl0YM y BHUKOHABCHKUN aKT CIIIBY BCIO CHIIY AMTSIYMX
€MOIIi}i Ta CTapaHHs.

OnHak Xy/I0KHE TIEPeKUBAHHS — HE €IMHUH 3aci0 TOCATHEHHS KaTapCucy.
Jo coep, ans SKuX XxapakTepHe BUHUKHEHHS €CTETUYHOT KaTapTHCHOI peaKiii,
MOXKHa BIHECTH TPy, a TaKOX JesKi BUIM 0O0pa3oTBOpuUoi 1 pyxoBoi
IiSUTBHOCTI — yCl HaJI3BUYalHO W mpupoaHo Onu3bki autuHi. [Ipouecu, ski
BiI0OYBAIOTHCS MiJ1 Yac 3A1MCHEHHS i€l AISUTBHOCTI MOXYTh OyTH BU3HAUYEHI1 SIK
KaTapTHCHI, TOMYy IO BKJIIOYalOTh OOWIBI HEOOXIJHI YMOBHU: TO-TEpIIe,
NPUCYTHICTh JBOX MPOTHJIEKHO CHPSIMOBAHHMX EMOIIiH, SKi PO3BHBAIOTHCS
1 HEWTpai3yloTh OJHA OJHY, MPHHOCSYM B Wi HEUTpamizamii po3psaaKy
emoniiHoi Hampyru (Berorckwmii, 1987); mo-gpyre, e He TpPOXYKTHBHHA
npoliec, CIpsIMOBAHUI Ha MEPETBOPEHHs 30BHILIHBOI CUTYallii, a C1oci® 3MiHU
CTaBJICHHSI CaMOi JIFOJIMHU [0 ii BIaCHUX OOCTAaBMH, 110 MAa€ 30BHIIIHIO JIIEBY
onopy Ta OO'€KTUBHMM pe3yabTaT y BHYTPIITHBO-OCOOUCTICHOMY TIJIaHI.
MoskHa 3pOoOMTH BHCHOBOK, III0 BIAMIHHICTH EMOILIIMHMX Ta KaTapTHUCHHUX
MPOIIECIB Y MHCTEITBI 1 MMO3a HUM € HACTIJKOM B3a€EMHOTO BIUIUBY IIHX
IPOIIECiB BCEPEINHI XYA0KHBOIO TBOPY. Y TOM K€ 4ac €HICTh LUX MPOLECIB
y CKJIaJll €CTeTUYHOI peakiii 1 mo3a Her o0yMOBIIEHA THM, L0 HA BITHOCHO
paHHIX eTamax OHTOreHe3y eMOLiHe YBIAUyBaHHS M KaTapTUCHE IOJOJIAaHHS
PO3BHUBAIOTHCS MAPAIEIBHO B PI3HUX BUJIAX TISTILHOCTI JUTHHY 1 HABITh 3MIHEHI
TiJ] TI€F0 B3a€EMOBILIMBY, 3IHINAIOTHCS TOTOXHUMHU caMuM coO1. Tomy miTsam
110/100a€ThCs TBOpYA JISIBHICTb, /1€ KATAPTUCHI BUXOIU MOXYTh MICTUTHUCS Ha
MEXi IpHu i MUCTELBKOTO akTy. OCOOIMBO 11€ CTOCYETHCS XOPOBOIO CIIIBY, /1€
Mae Miclie KOJIGKTUBHUH XapakTep, MEeBHA JIETKICTh MOBTOPY-CIIIBY (Ha BIIMIHY
BiJl 1HCTPYMEHTAJIbHOI), MOKJIMBICTh BUKOHAHHS PI3HOMAHITHUX >KaHPOBHUX
COpsIMyBaHb, Yy T.4. MOMNYJSPHO-MAcOBHX. Y3arajali MacoBICTH XOpPOBOTO
MHUCTENTBa (Ha BIAMIHY BiJ OUIBIN €NITapHUX I1HCTPYMEHTAJIbHUX BHUJIIB
TBOPYOCTi) MOPOJKYye creuudidHi npodieMu #Horo (yHKIIOHYBaHHS,
NOB’s13aH1 13 COIiaJIbHO-AeMOrpa(iuHUMH Ta My3UYHO-MOBHUMH (pakTopamu,
10 Hajae ¥ HU3KY MepeBar y TMOPIBHAHHI 3 1HIIMMH BHIAMHU MY3UYHOI
TISITBHOCTI, 30KpeMa B KoMmyHikariinomy acrekti. Tak, C. KazaukoB 3a3Hauae,
II0 «XOpOBUM CHiB — HAWOUIbLI MOMYJNSpHUM, 3arajJbHOJOCTYIHUI
13arajJbHO3pO3YMUIMA  TIOCEPETHUK MK  MY3UKOIO  Ta  JIFOJBMHY
(Kazaukos, 1998, c. 29).
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[Tigxpecmor0un BUKOHABCHKI IHTEHIIIT XOPOBOT TBOPUYOCTI CJIiJ] BKAa3aTH HE
TIIBKH Ha (OJBKIOPHY cdepy, sKa, BIacHe, 0a3yeThCsi HA BapiaHTHIN yCHO-
BUKOHABCHKI MPHPOJIi, TOOTO € «TOTaTbHO-BUKOHABCHKOIO» (6€3 abo Maibxe
0e3 ciyxadiB 1 KOMIIO3UTOpIB, JI€ TIABKH Yepe3 BJIACHE BUKOHAHHSA 3aayM
TBOPIISI MOXKE BTITUTHCS B KUTTS 1 OyTH MOIYTHM, a IHIIHI BUKOHABEIH 3aBXKIN
BHUKOHAE JICTIO 1HAKIIIE), a I HA «HAIIBIIUCEMHUN» (HEBMHU, 3HAMEHA) XapaKTep
TPUBAJIOTO €TAITy XpPaMOBOT0 MpodecioHaIizMy 3 MOJAIBIINM 0araToroJoccsm
3 pI3HUMH MENOIiSIMH M TEKCTaMH Yy BEpTUKall OpraHyMiB Ta MOTETIB,
NUCEMHUM HajgbaratorojoccsM 24 1 Oinbine rToyociB  (oe  (hakTHYHO
BUKOHABCHKHI BCTYIT KO)KHOTO Ta HOTO aKTUBHO-KYJIbMiHAIliliHa (a3a MOXYTb
Oyt 3a(iKCOBaHMMHU JUPHUTEHTCHKUM 1 CIYXalbKUM KOHTPOJIEM JIiHEapHO
i MiaroHaJIbHO TIOPYY 31 CKJIAZaHOI0 TAPMOHIYHOIO BEPTHUKAILIIO); HAPEIITI — Ha
akazeMiuHy npodeciiiny (i Tak 3BaHy CaMOZIsUIbHY) XOPOBY KYJIBTYpPY, V SKil
CTHJIbOBA CEMAaHTHMKa BHOYHOBYETHCS TIEPEBAXXHO SK BHKOHABChKA —
«EMEpP/UKEHTHOI» CIUIBHOTH Ta 1HIUBIAYaJIbHUX BIIACTUBOCTEH XOPHCTIB
1 nupureHra-xopmeiicrepa. Ilpo «BUKOHABCBKICTB» XOpPOBOI TBOPYOCTI
CBIlYaTh 1 HASBHICTh BJIACHUX OCOOJIMBUX BOKaJIbHO-aHCAMOJICBOI (TEpMiH
K. IlirpoBa) BUKOHaBCHKOT XOPOBOi TEXHIKM ¥ TEXHOJOTII, sIKI BUKOBYBAIHCS
1 YZI0CKOHAJIIOBAINCS CTOMITTSAMHU — LIl «TEXHIKa BXOJUTh, IK YKpail HeoOXiaHa
OCHOBa, (pyHIaMeHT y OyJb-sIKUI XOPOBUIl BUKOHABCHKUN CTHIIb 1 CIIYyXKUTb,
CBOIO poOay, KpuTepieM, 0e3B1IMOBHO BHM3HAYAJIbHUM pPiBEHb BHUKOHABCHKOI
maiicrepHocti» (Ilatosa, 2005, c. 31-32). BukoHaBCbKYy OCHOBY XOpPOBOi
TBOpuoCcTi miakpecaoBaB 1 K. IlirpoB, Oyaydu NpUXUIBHUKOM CIIBY
1 IMpUTyBaHHS Hamam'sTh JJs JOCATHEHHS MOCTIHHOTO KOHTaKTy JAWPHUIEHTa
icmiBakiB  (IIum, 1966, c. 2); ocobucroro mnokady Ha  peneTUIisax
1 TpaAULIIHOTO CHIBY XOpMelcTepa 31 CKIIaJHO0 MapTI€lO.

I Bce k anb(oro Ta OMEror KIIOYOBHUX €JIEMEHTIB XOPOBOI'O 3BYYaHHS
K. IirpoB BBaXkaB iHTOHALIHUI CTpiif Ta aHcambmneBicTh (I1. YecHokoB mogaB
1ie i BiATIHKK a00 HI0OAHCH BUKOHABCHKUX TOHKOIIIB XYI0KHBbOI KOMYHIKaIlii
JUpUTeHTa # Xopy), SKI BIJ3EPKaTIOIOTh €MEpKEHTHI SIKOCTI AYIIEBHO-
JYXOBHOi YUCTOTH M COOOPHOCTI CHiBarO4oi CHUIBHOTH. YTIM, Oyab-ske
BUKOHABCTBO Yy MpodeciiiHiil cdepi, a TAKOK BUKOHABCHKHUIA aHaJli3 My3HUYHOTO
TEKCTY, «OJHAKOBOIO MipOIO MOB'sI13aHi 1 3 BUKOHABCHKOIO TPAAULIIEIO (MY3UKOIO
SIK BUKOHAaBCHKUM (DEHOMEHOM Y ii akTyalilbHOMY OYTTi), 1 3 KOMIIO3UTOPCHKOIO
MOETHUKOIO Ta i1 )KaHPOBO-CTHIILOBUMH MapaMeTpamMH (3 GEHOMEHOM MY3UYHOTO
TBOpY)» (I1larora, 2005, c. 39).

L{imicHICTh XOpPOBOTO MHUCTEIITBA SIK CUCTEMH 13 BIACHOIO ()YHKI[IOHATBHO-
JI0Y0I0 Ta 1EMHOI0 CTPYKTYpOIO, a TaKOX SIK BUKOHABCHKOTO (eHOMEHa
BUSBIIIETHCS M Yy KOMYHIKaTUBHUX (DYHKIISIX, CBOEIO UEProro, Oe3rnocepeHbo
BIUTMBAIOYMX HA 0 CHCTEMH. Y IbOMY IUIaHI BaYXJIMBUM YUHHHKOM BapTO
BBOKATH NApMUYUNAyiiHo-eMnamitiHi B3a€EMOBITHOCHHA HWOTO YYaCHHKIB
3 aKTyaJli3alli€l0 TaKUX YHHHUKIB TeOpil «yBiI4yBaHHsS», SK aKTUBHICTb,
TIEBICTh CITIBIEPEKUBAHHS, CIIBUYTTS, OCOOMCTICHMMA TMiAXil, HAOyBaHHS
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CMHCITY, TBOPUYO-MHCTEIbK], €CTETHYHO- Ta JTyXOBHO-IIITHECEHI BEKTOPH, BKa3aHE
BUINIE CIIBpaJyBaHHsA Tomo. st OUTS40ro oOpa3y CBITy, CIOPUHAHATTS Ta
BIITBOPEHHSI MOTO (@ TaKOX XYAOXKHIX apTedakTiB), OCOOMCTICHOTO PO3BUTKY
JUTUHH BCE 1Ie Mae 0coOJIMBE 3HAUeHHs. bepyyn ydacTh CrioyaTtky B CHUIBHOMY
3 IOPOCIMMHU KOJIEKTUBHOMY CIIiBi, JUTHHA HABYAETHCS HE TUIbKH OOIIMHHO-
POIOBUM CBITOTJISITHO-MEHTAIILHUM TPAIHILIISAM, 8 i BUKPUCTAJII30BY€E OCOOUCTICHI
HACTaHOBH €MITaTIHHOTO MOPSIKY.

Y XOpOoBOMY BHUKOHABCTBi, NOPIBHSHO 3 IHIIMMH BHJAMH, 3HAYHO
PO3IIUPIOETHCS KOMYHIKaTUBHE KOJIO Yepe3 30UIbIICHHS Cy0'€KTIB KOMYHIKAIIii.
OTXe, XOpOBUH CITIB MOYKE CTATH T'1THOKO AJIbTEPHATHUBOIO HAIMIPHIN aKkajemizarii
HAaBYAJBbHO-BUXOBHOTO TIpOIeCy [HiTel, 00 JJae 3MOry HaBiTh XOpHCTaM
HEOPAMHAPHUX 310HOCTEH BITIYTH BUKOHABCHKHIA ITPOLIEC i HAOYTH BiIIOBITHOTO
BHUKOHABCBHKOTO JIOCBIY.

Taki 03HaKU X0p06oi 3BYUHOCTI, SIK CTpii Ta aHCaMOJIeBiCTh, COOOPHICTh, Ha
BIAMIHY Bil <Gibpannsa cnigarouux» (B. UeCHOKOB), YTUTIOIOTh MPUHIMIN il
CHHEPreTUYHOI (Bif Tpell. sinergticos — CijibHA [Tisl; HOHATTS BBeAeHO [ . XakeHoM
B 1969), emepmkeHTHOI (aHIN. emergence — BUHMKHEHHS, IOsIBA HOBOTO,
BU3HAHOI0 HOBOYTBOpEHHS; yBeneHo M. CrroaproM Ha nouyatky 2000-x) cuctem.
3 moryIsy BUKOHABCTBA, 30KpeMa TIEPBICHOT reTepOOHHOCTI, XOPOBOTO CTPOIO,
YTBOPEHHS <GJMTHUX» YHICOHIB 3 0araTthbOX 1HAWBIAYaJbHUX TEMOPIB-TOJIOCIB
1 CIIIBBIAHOILICHH 1X Yy XOpPOBOMY 0araroroiiocci, Xop YyOCOOJIO€ pHCH
CHUHEPrU3My, a 3 MOMIALY OpPraHi30BaHOTO (PUTYaloOM, PETEHTOM, JUPUTEHTOM)
XOPOBOT'0O 3BYYaHHS — EMEPPKEHTHOCTI.

Bigrak y gurd4omMy Xopl HaKIaJarOTbCs E€MEPIKEHTHI BIACTHUBOCTI
KOJIEKTUBHOI ~ TBOpYOi  Jii, 3arajJbHO-XOPOBOTO  KYJIBTYPHO-MHUCTEI[KOTO
KOHTHHYYMY 3 JOJATKOBOIO JIIHIEIO CHEHU(PIYHO-MY3UUYHOTO E€MEpPKEHTHOTO
PO3BUTKY-CTAHOBJIEHHSI Ta IMaHEHTHI eMEpPKEHTHI OCOOIMBOCTI JUTSIYOTO
00pazy CBITY 3 HOT0 «aJIOTIYHUMMY) CTPUOKAMHM, acOIiallisiMU, TIEPETBOPEHHIMH,
ITPOBUMHM IHTEHIIISIMH, IEPMAHEHTHUM OHOBJIEHHSIM, «AaHT€JIbCHKOI0» LIUPICTIO-
YHCTOTOIO TTOMHCIIB Ta TOJOCOBOI TeMOpPAILHOCTI, YTBOPIOIOUH IIE OIUH DS
€MEp/UKEHTHUX Pe3yJIbTaTUBHUX BUXOJIB. Tak ckianaeTbess eHOMEHOIOTUHUIMA
CTaTyC JUTAYOTO XOpY SK BHUKOHABCHKOTO SIBUIIA, CHELM(IYHOI eMepaKeHTHOL
[ILTICHOCT1, aBBTOHOMHOI MHUCTEITbKOT OJTMHUIT, BUXOBAIbHO-OCBITHBOI MTAPaIUTMH,
KyJBTYPHOTO 3HAKY.

[ToMHOXeHUI B YpIBHOBAKEHO-3JTUTHOMY BOKAJIbHOMY YHICOHI €IWHOI
XOpOBOi MapTii «iJ€IbHUHA TOJNOC» — YK€ CaMOOpPraHi30BaHa CHCTEMa, sKa
BCTyMa€ B PI3HOMAHITHI CKJIaJHO OpraHi30BaHI B3a€EMOBIIHOCHMHH 3 IHIIUMHU
«TOTOBILICHO»-IITIBHUMHU ~ TOJIOCAaMU  (TYTTIHOT IUILHOCTI, MOMi(OHIYHHUX,
rerepoOHHUX, TOMO(POHHHX penbe(diB), YTBOPIOIOYM HEMOXJIMBY  aHl
B COJILHOMY, aHi BaHCaMOJIeBO-COJIbHOMY (popMaTi HOBY SIKICTh. JWTsumii Xop
3 I[BOTO MOTJIANY HaKITaJae Ha BKa3aHi MOJIUIACTOBI YTBOPCHHSI «HOBY CHCTCMHY
AKICTb» — 1/1ealiitHO-Mi(OJIOTIYHy, €HEepreTUYHO- ncnxonorquy 1 TemOpoBo-
3BYKOBY, CIPHUSIOUM CTBOPEHHIO HOBOI HEMOBTOPHOI XOJIICTUYHO-EMEPIKEHTHOI
cucteMH (1 B IIbOMY CEHCI BIPI3HAETHCS BiJl TECUTYPHO HAOJIMKEHOTO JKIHOYOTO).
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CHILDREN'S CHOIR AS A PERFORMING PHENOMENON
In the twentieth century, as a result of the invaluable experience accumulation of
outstanding choirmaster-practitioners and composer heritage, the formation of

a professional branch of children's choral art and amateur-level groups, the theoretical
and methodological and educational processes of "opening the childhood", children's
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choir performance is singled out in an independent form with its own specific learning,
timbre -sound complexes, repertoire, functional and symbolic signs, acquiring today
the status of the full part of the artistic thesaurus. The research is devoted to the study
of specific aspects of the children's choir functioning as a performing phenomenon. The
general scientific and special methods are used, including aesthetic, historical-
culturological, synthesizing, musicological. The position of scientific novelty is the
detection of phenomenological features of children's choral singing, in particular, in the
musical-performing aspect. Conclusions: from the point of view of performing, in
particular the initial heterophony, choral order, the formation of "merging" unisons
from many individual voices and their correlation in choral polyphony, the chorus
embodies the features of synergism, and from the point of view of the organized
(by a ritual, a regent, a conductor) choral sound is an emergence. The children's choir
is synthesized in a "complicated combination": the emergent properties of collective
creative action, the general-choral cultural-artistic continuum with an additional line of
specific-musical endangered development-formation, and the inherent features of the
child's image of the world with its "logical" jumps, associations, transformations, game
intentions, permanent renewal, "angelic" sincerity-purity of thoughts and voice
timbralities, forming another series of emergetic, productive outputs. All this
determines the phenomenological status of the children's choir as a performing
phenomenon, a specific emerald integrity, an autonomous artistic unit, an educational-
training paradigm, a cultural sign.

Key words: children's choir, children's choral singing, performing phenomenon,
emergence, angelicity.
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JETCKHM XOP KAK HCIIOJHUTEJbCKUI ®EHOMEH

B XX Beke B pe3yiabraTe HaKOIUICHUS OECIEHHOTO ONbITa BBIIAIOIINXCS
XOPMEHCTEPOB-TIPAKTUKOB W KOMIIO3UTOPCKOTO  Hacienus, (opMupoBaHue
npo(ecCHOHANBHON BETBH JIETCKOTO XOpPOBOTO TBOPYECTBA H  KOJUIEKTHBOB
JOOUTETBCKOTO YPOBHSI, TEOPETUYECKUX W METOAHNKO-BOCIIUTATENHFHBIX IPOIECCOB
COTKpBITUSL ~ JIETCTBa»  JIETCKOE  XOPOBOE  HCIOJHUTEIBCTBO  BBIACNAETCA
B CAaMOCTOSITETIFHBIN BUJ ¢ COOCTBEHHOU crieruduKoi 00ydeHus, TeMOpO-3ByKOBBIMHU
KOMILJIEKCAMH, PerepTyapoM, (GYHKIIMOHAILHBIMH W CHUMBOJMYECKHMH 3HaKaMH,
npuoOpeTrasi CEeroJHsl CTaTyc IIOJHONPABHOM COCTABISIOMIEH XYZ0KECTBEHHOTO
Tezaypyca. MccnemoBaHue TOCBSILIEHO M3YYEHHIO CHEIM(DUIECKUX acIeKTOB
(GYHKIIMOHUPOBAHMS IETCKOTO XOpa KaK MCIOJHUTEIHFHOTO (heHOMeHa. [IpuMensioTes
KOMITJIEKC OOIIeHayYHbIe U CHEeNHANbHBIE METOJIBI, CPEId KOTOPBIX — 3CTETHYECKUH,
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HUCTOPHUKO-KYJIBTYPOJIOTHIECKHH, 000Omarmuii, My3blkoBequeckmii. [lo3ntmeit
HAYYHOU HOBHU3HBI BBICTYIIAET BhIsIBICHHE (PEHOMEHOIOTNYECKUX PU3HAKOB JIETCKOTO
XOpOBOT'O MEHHUA, B YACTHOCTH, B MYy3BIKAJIbHO-UCIIOJTHUTEIBCKOM acleKTe. BBIBOIBI:
C TOYKH 3PEHUS] UCIOIHUTENLCTBA, B YACTHOCTH, IEPBOHAYAIBHON reTepo(OHHOCTH,
XOPOBOTO CTPOs, OOPa30BAHUS «CIMTHBIX» YHHCOHOB W3 MHOTMX WHIWBHUIYAJIBHBIX
TeMOPOB-TOJIOCOB U COOTHOLICHHUS KX B XOPOBOM MHOTOTOJIOCHH — XOP OJIHMLIETBOPSET
YepThl CHUHEPIHU3Ma, a C TOYKM 3PEHUS OpPraHU30BAHHOTO (PUTYaJOM, PETEHTOM,
JUPYOKEPOM) XOpOBOI'O 3BydYaHMS — 3MEpKEHTHOCTH. B nmerckoM  Xxope
CUHTE3UPYIOTCSI B «HEMPOCTOM CyMME»: 3MEpPKEHTHbIE CBOWCTBA KOJUIEKTHMBHOTO
TBOPYECKOTO JICHCTBUS, OOLIEXOPOBOr0 KYJNbTYPHO-XYJO0XKECTBEHHOTO KOHTHHYyYMa
C JIOTIOJIHUTEIBHON TMHKEH CTIeU(PUUECKH MYy3bIKaIbHOTO SMEPIPKEHTHOTO Pa3BUTUS -
CTaHOBJICHUSI 1 UMMAaHEHTHBIE SMEPIKCHTHbIC OCOOCHHOCTH AETCKOro o0pasa mMupa
C €TI0 «AJIOTMYHBIMW» MNPBIKKAMH, aCCOlMallUAMMU, HpCOGpﬂ?,OBaHI/IﬂMI/I, HUI'POBLIMU
MHTEHLUSIMU, IEPMaHEHTHBIM OOHOBJIEHUEM, «aHI'€JIbCKOW» HCKPEHHOCTBIO-UUCTOTOM
MIOMBICTIOB U T'OJIOCOBOM TEMOpaJLHOCTH, 00pasys elie OAMH DS 3MEPAKEHTHBIX
pe3yIbTaTUBHBIX BHIXOJOB. Bce 310 00ycnaBnuBaeT (EHOMEHOIOTHYECKUI CTaTyC
JETCKOTO XOpa KaK HCIOJHUTENHLHOTO SIBICHHSA, CIEHUu(PUIEcKOil dMepaKEeHTHON
LEJIOCTHOCTH, ~ ABTOHOMHOM  XyJIOXKECTBEHHOHM  €OUHHMIBI,  BOCHHTATEIbHO-
00pa3oBaTeIbHON NMapaJurMbl, KyJIbTYpHOTO 3HaKa.

Knrwouesvie cnosa: nerckuil xop, AETCKOE XOPOBOE IEHHUE, MCIIOIHUTEIILCKUM
(heHOMEH, 3MEePIHKEHTHOCTb, aHTEJI0oI00ue.
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HEORHIY TKACHENKO AND INFORMED PERFORMANCE
PRACTICE ON THE TRADITIONAL BANDURA

The goal of this study is to focus on informed performance practice of the
traditional bandura playing of Heorhiy Tkachenko, regarding his activities on the
bandura, to note the g interest growth in informed performance practice on the bandura,
and the differentiations of this phenomenon as it grows in popularity.

The methodology of the research is grounded in historic, systemic, sociological
and cultural approach and related methods of scientific study, in particular, a historic-
chronological analysis of the playing technique of H. Tkachenko, specifically, the
method of systematic classification and complex analysis that informed performance
practice in Ukrainian culture. There is a study and analysis of the technique and
repertoire of H. Tkachenko and his followers, particularly his performance legacy of
traditional kobzar repertoire. A general characterization has been made of the repertoire
of H. Tkachenko that encompasses his performance of dumas, psalms and kants historic
songs and instrumental dances.

The materials used in the preparation of this study include books and articles about
the folk bandura, about and by H. Tkachenko and his followers and audio and video
recordings made by the author. Separate conclusions and generalizations were made on
the basis of personal interaction with the subject.

The scientific novelty of the work is the introduction into scientific circulation of
a comprehensive organological and ergological analysis of the activity of H. Tkachenko
and his followers, the systematization of the technique used by Tkachenko, the growing
tendency toward informed performance practice on traditional Ukrainian folk
instruments in Ukraine.

About the playing technique used by HeorhiyTkachenko on the 21 stringed
authentic folk bandura. Authentic performance practice technique and the movement
to perform historically and culturally informed traditional repertoire on the folk
bandura.

Conclusions: The results of the study contribute to a better comprehension of the
features of traditional bandura repertoire performing on the 21 stringed authentic folk
bandura, the playing technique used by Heorhiy Tkachenko on the 21 stringed bandura,
authentic performance practice technique and awareness of kobzar heritage in general.

Key words: Heorhiy Tkachenko, Veresai, bandura, kobza, kobzar, historic
reconstruction, dumas, technique.
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In recent times the playing of the multi-stringed bandura has become very
popular in Ukraine and its diaspora. Amongst the players and audience the
interest in authentic or historical informed performance practice is growing, and
there is an emerging necessity for a closer study into this phenomenon.

The organological study of informed performance on the bandura is
a relatively recent one. The first study focusing on the performance practice of
the kobzars and bandura is M. Lysenko’s study into the artistry of blind kobzar
OstapVeresai (1873). It was the first ethno-organological study of its kind.

Hnat Khotkevych in his paper of 1902 was the first researcher to note that
kobzars of different areas of Ukraine exploited different playing techniques and
had repertoire that was differentiated according to their particular geographic
region. His findings were often repeated in the publications of scholars many of
whom had little understanding of bandura playing technique.

By the mid 20" century traditional bandura playing disappeared in Ukraine,
being replaced by modified instruments and playing in an enhanced “Academic”
style that was developed by the conservatory trained musicians.

Herorhiy Tkachenko was the last carrier of the authentic kobzar traditions,
particularly traditional playing technique and repertoire. His students and
followers, in particular V. Kushpet and M. Budnyk kept the style and published
a number of short studies on the system that Tkachenko used. In recent times,
interest in informed and authentic performance practice on the bandura has
become a topical subject.

HeorhiyTkachenko as an artist and a musician left a considerable legacy, in
particular his bandura playing legacy. His playing technique was similar to the
traditional playing technique used by the kobzars of Sloboda region in the early
twentieth century (holding the bandura, tuning, hand positions, repertoire, and
system of improvisation, etc.) (Tkachenko,1995).

A significant contribution to the decoding of the bandura techniques used
by H. Tkachenko was made ethnomusicologist S. Hrytsa, who carefully
transcribed his bandura accompaniment, and was although done by a person
who did not play the bandura, was able to accurately transcribe them so that
they are suitable for playing the folk bandura with only insignificant editorial
changes (Hrytsa, 2002a; Hrytsa,2002b).

Tkachenko’s diatonic bandura used an un-tempered tuning. In an incident
related to the author, the blind authentic bandurist Alexander Trius related a case
when Tkachenko arrived for a performance during a period of severe frosts and
his instrument was totally un-tuned. He was aided by a tsymbaly player who
tuned his instrument with the aid of an electronic tuner, indicating the accuracy
of his tuning using the electronic tuner. When the instrument was tuned
however, Tkachenko realized that the instrument was impossible to play
because it did not sound good. The perfect un-tempered intervals of the bandura
were replaced by tempered ones, which were somewhat out of tune. Tkachenko
had to retune his bandura in order to perform.
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In recent times interest has re-awakened regarding the various traditional
methods of playing the bandura. According to HeorhiyTkachenko, there were
only two methods of playing the traditional folk bandura, the so-called "sighted"
method and the "blind" method.

In his opinion the difference between these methods is not only due to the
physiological characteristics of sighted and blind people, but also their specific
mental complexes in relation to their musical instruments. Performing methods
were optimally adapted to the capabilities of each group of performers
(Tkachenko,1995, p.113).

HeorhiyTkachenko (1995) used the blind manner of the bandura playing
which was often referred to the method as "Zinkiv" and believed that this
manner of playing the bandura is more natural for blind performers as they do
not need to look at the strings, because the playing style is extracted sensually
and optimally convenient.

The Sloboda kobzars H. Honcharenko, P. Drevchenko, I. Kucherenko,
S. Pasiuha, as well as some kobzars from the town of Zinkiv in the Poltava
region, such as Khvedir Kholodniy played in this manner. "We are of the Zinkiv
science", - testified kobzar P. Drevchenko in the early twentieth century; "and
this statement was said with great pride" - wrote H. Khotkevych (2007a, p.50).

The town of Zinkiv is administratively located today in the Poltava oblast,
but not too far from the other Poltava centre of kobzar art in Myrhorod. Today
the city is 8 kms from the border of the Sumy oblast and 15 km. from the
Kharkiv oblast. In 1803, the city was part of the Chernihiv governorship, but
was in fact considered part of an area called Sloboda Ukraina.

At the end of the nineteenth century there were no more kobzars in the city
of Zinkiv and it is difficult to speak in detail about the Zinkivkobzar tradition.
The most famous kobzars from the outskirts of Zinkiv were Khvedir Hrytsenko-
Kholodnyi (1814-1889), and the guildmaster of the Sloboda Kobzar Guild,
Havrylo Vovk (Zelinsky) (1750-?); the later one was born in Zinkiv but moved
to Sloboda Ukraine. We can assume that the term "zinkivska science" came into
use on Sloboda Ukraina from this particular kobzar. From an illustration drawn
by P. Martynovych it is clear that the kobzar Khvedir Kholodniy held his
instrument and played it as a Sloboda kobzar in the early twentieth century. Hnat
Khotkevych also noted that Khvedir Kholodniy played in the “Kharkiv’” manner
where his left hand played on the treble strings and the right on the basses
(Khotkevych, 2009b, p.50). Other Poltava kobzars who lived around the town
of Myrhorod, held the instrument in a different manner, as did the Chernihiv
kobzar T. Parkhomenko.

In the opinion of H. Tkachenko (1995), the peculiarity of the "Zinkiv
manner" of playing the bandura was that "the bandura is placed vertically on
the left knee and the body is placed over the heart so that the direction of the
sound of the bandura and the voice was one and the same. On the traditional
bandura both hands could play both on the trebles and on the basses" (p.113).
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In this manner of playing the bandura used by H. Tkachenko, the thumb of
the right hand played only on the basses and sub-basses, and the third finger of
the right hand produced a melody on the shorter treble strings. The second finger
of the right hand episodically played harmonious notes on certain chords and
occasionally would play some melody notes. On the left hand, the 2nd and 4th
fingers would play intervals together or broken, mostly in parallel motion to the
thumb of the right hand. Sometimes these fingers led the tune in the ascending
movement and played rising glissandi passages. The first, third and fifth fingers
of the left hand were not used, and the 4th and 5th right hands also did not take
part in playing. All strings played with a rest stroke (apoyando), that is, after
playing a certain string fingers would rest on the adjacent string. This method
of articulation is convenient for the blind, because the hand "knows" where it is
located after playing each string, and is ready to play the next string. It differs
sharply from the Kyiv academic technique, where the finger "plucks" the string
using a free stroke (tirando), without touching the neighbouring strings,
a system that was adapted for use by sighted performers (Mishalow, 1982, p.24).

The authentic or reproductive movement of playing the folk bandura is
growing in popularity in Ukraine. This movement was initiated by Heorhiy
Tkachenko in the early 1980's and his followers and students continue this
tradition.

Heorhiy Tkachenko studied the folk bandura from the Sloboda kobzar
Pavlo Hashchenko in the 1920's on a 21-string bandura and kept to the principles
of this performing manner without any perceptible technical changes.
A growing group of adherents and performers have formed who play the
traditional folk instrument in the manner that he played. This group has also
revived the playing of similar instruments such as the Veresai bandura (often
called a kobza), the Ukrainian Hurdy-gurdy (lira) and the torban. The majority
of followers of Heorhiy Tkachenko consisted of intellectuals and professionals
of who usually had little professional music training. Primarily these were
historians, architects and archaeologists, although in more recent times
Tkachenko’s traditional manner of playing has interested some professional
bandurists.

The method of playing bandura used by HeorhiyTkachenko (1898-1993)
differed significantly from the technique used by modern academic bandurists
of Kyiv school. Tkachenko considered himself a student of Sloboda kobzar
Petro Drevchenko (Hrytsa, 2002a, p.173).

Tkachenko held the bandura so that the bandura soundboard was parallel
with the body of the performer, just like in the Sloboda kobzars. The instrument
was placed and supported on the left thigh. The neck of the instrument was
pressed into the left shoulder. A belt was used to make the instrument more
secure during its exploitation.

In order to perform dumas, Tkachenko tuned his instrument into a natural
minor scale - usually d-moll (example number 1). The basses and treble strings
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were tuned as they traditionally by Slobodakobzars, on the root of chords I, IV,
V of the treble string tuning. Sofia Hrytsa writes however, that in the
performance of H. Tkachenko there is a perceptible increase in the use of the
note cis' in the voice. The accompaniment seems to sidestep the use of this note
when it appears in the vocal melody. Tkachenko explained the increasing use of
this note in the melody as a device to add "pity" (podavatyzhalosty)
(Hrytsa, 2002a, p.184).

Example No. 1:

Bandura tuning used by H. Tkachenko for the accompaniment of the
dumas.
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To perform more “happy” melodies, humorous songs and dances, Heorhiy
Tkachenko retunes the 7th note of the diatonic row a semitone higher from b flat
to b. The main tone centre shifts in happy melodies from d to g and the
mixolydian mode. The bass strings were not returned, and as a result, the
supporting chords of the IV degree are replaced by the chord of the II degree
(example number 2).

Example # 2:

Tuning used by H. Tkachenko for dance melodies.

fbfit#

1 I 1
Il 1 1

& I Mi.' 1
1

=)
(9]
IS
wn
—_
2
98]
=~
W
o
-

§ 9 10 11 12 13 14 15 16

Tkachenko used the right hand for performing the melodic function. The
third, and occasionally the second fingers usually played a melody. The second
finger sometimes performed a harmonic function - an additional note in cadence
chords (example number 15). The thumb played the lowest function - tonic, sub-
dominant and dominant.

Example No. 3:

The main chords used in the bandura accompaniment by H. Tkachenko.
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In example 3 the notes on the upper stave are played by 2-3 fingers of the
right hand. On the lower stave, the upper two notes were played with the
2-4 fingers of the left hand and the lower bass strings with the thumb of the right
hand.

Only the 2nd and 4th fingers were used by the left hand. They were often
played in what would normally be the position of a third, in combination with
the lowest strings on the bandura, these intervals sounded both in the thirds and
in the fifths. The left hand was played mostly in tandem with the thumb of the
right hand. Sometimes the fingers of the left hand would play an upward
glissando, ending the glissando on either the tonic or on the subdominant. The
third finger of the right hand usually played a melody in unison with the voice.
In the performance of dumas the bandura also played instrumental
introductions, interludes and postludes (Mishalow, 1982, p.24).

Volodymyr Kushpet and Kost Cheremsky consider Heorhiy Tkachenko
a direct follower of the tradition of Slobodian kobzars. Among all the turmoil
that bandurists underwent in modern times, only Tkachenko retained the most
characteristic features of the traditional kobzars.

When comparing his repertoire with that of Tkachenko’s teacher's, some
general observations can be made.

H. Tkachenko’s repertoire included 8 dumas. Tkachenko performed all the
traditional dumas of the Slobodian group, such as: "About the poor widow,"
"About sister and brother," "About Alexei Popovych," and "About the brothers
of Ozov." He also had in his repertoire the dumas "About Marusia Bohuslavka"
and "Captives lament", which were in the repertoire of the kobzar
P. Hashchenko. In addition, the repertoire of H. Tkachenko included two other
dumas absent from his teacher's repertoire and which were not performed in
Sloboda region, namely, the duma "About Fedir the homeless" and "About the
Samara Brothers". He performed both dumas in the same manner as his other
dumas that is using the same melodic elements and accompaniment. These
dumas could only be distinguished by their texts. The text of "About Fedir the
homeless" H. Tkachenko took from the transcription made by M. Lysenko from
the kobzar O. Veresai, and the text of the duma "About the Samara Brothers"
was taken from the version transcribed from the Poltava kobzar Mykhailo
Kravchenko. Melodically, Tkachenko’s interpretation of those two dumas was
not similar to the variants sung by Ostap Veresai and Mykhailo Kravchenko,
but comparisons of the text shows that a close affinity existed.

There is a kinship in the performance of the dumas by H. Tkachenko and
the transcriptions of those that were performed by the bandurist Vasyl
Shevchenko. Shevchenko had learned his dumas from the Poltava kobzar
Mykhailo Kravchenko from Myrhorod. We know that H. Tkachenko was in
close contact with V. Shevchenko when both lived in Moscow. It is known that
H. Tkachenko studied the bandura from him. There were four dumas in the
repertoire of V. Shevchenko: "Samara Brothers", "Captive’s Lament", "Azov
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Brothers", "About the Poor Widow". All the aforementioned dumas were in the
repertoire of H. Tkachenko.

When comparing the psalms and the chants, one can notice that Heorhiy
Tkachenko ‘s repertoire included only a small number of traditional psalms that
were used in the repertoire of the Sloboda kobzars. Individual works from his
repertoire, which existed in Sloboda Ukraine, include "About the death of the
Cossack," "There is no truth in the world," and Skovorodian psalm "Every city's
temper and rights". The others - "On a terrible trial", "My Jesus, the Exalted",
"Mykolai" and "About the Prodigal Son" were not performed in Sloboda
Ukraine. They were however recorded by M. Lysenko from O. Veresai. One
can conclude that HeorhiyTkachenko, in order to expand his repertoire, studied
and included these works from M. Lysenko’s publication. We know that
Tkachenko had in his personal library M. Lysenko’s publication.

Although some consider Heorhiy Tkachenko to be a real kobzar, one can
more accurately characterize him as a folk-reproductive bandurist, that is,
a person who reflects the authentic (primary) singing-kobzar tradition in the
urban (secondary) environment based on specific scientific foundations.
Recently, the interest in the recreation of traditional playing on the folk bandura
is undergoing a revival. A similar parallel approach to informed performance
practice is also noted in the vocal culture, which has gained popularity in the
late 70's of the twentieth century. This movement in the Soviet Union first
started in the Baltic States, then Russia, and in the 80's was introduced to
Ukraine. At that time, the "Drevo" ensemble was established under the
leadership of Ye. Yefremov in Kyiv, "Slobozhany" and "Muravsky Shliakh"
under the direction of H. Lukianets, V. Osadcha were established in Kharkiv
and other similar groups, such as "Horlytsa" "Otava", "Volodar", "Drevo" and
"Dyke pole" (Bench-Shokalo, 2002, p.104). The most active authentic
performance ensembles operate in Kyiv, Kharkiv and in southern Ukraine.
In the western Ukraine this type of creative activity has not yet gained
appropriate recognition or dissemination. One can observe that the range of
activities of the reproductive kobzar movement topologically coincides with the
activity and interests of authentic folk-reproductive vocal ensembles.

The folk-reproductive movement of kobzar performance by the students
and followers of Heorhiy Tkachenko created an organization around which they
called the “Kyiv kobzar guild”. It included Mykola Budnyk, Mykola Tovkailo,
Volodymyr Kushpet, Taras Kompanichenko, Mykola Plekan, Taras Sylenko,
Vasil Snizhny, Mykhailo Khay, Valentyn Nahnibida, Andriy Kabaliuk,
V. Khodakivskiy, Rostyslav Zabashta. Later a similar group was established in
Kharkiv — Serhiy Zaharetz, Kost Cheremsky, Nazar Bozhynsky and others.
There is a small group of adherents of authentic kobzar traditions outside of
Ukraine in North America. These include Victor Mishalow, Julian Kytasty,
Valentin Moroz (Junior), Brian Cherevyk, Yuri Fedynsky, Adam Turjansky and
Mykhailo Liakhovych.
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The artistic activity of the reproductive kobzars is a notable phenomenon in
contemporary musical art. In conditions of gradual extinction of traditional
culture, these performers revive interest in a specific authentic kobzar style;
preserve their sound image in a civilized urban environment, which is
increasingly moving away from original folk culture. In addition, in the way of
organization, repertoire and manner of singing and playing, they are in
opposition to the more dispersed sphere of culture - the academic style of
bandura performance.

Folk-reproductive bandura players continue to perform the traditional
repertoire and revive folk-based ones that have been partially preserved - works
that have often been forgotten. The aesthetic parameters of their activity seem
to be fixed; however, it is probably too early to draw conclusions as to whether
the authentic manner of playing the bandura will remain and how the impact of
concert hall will affect it. To date, there have been two emerging trends among
the reproductive kobzars. One is to improve their stage performance to be more
entertaining, and the second to a strict adherence to the traditional canons of
authentic performance.

Representatives of the first direction are inclined to use a concert manner
of singing, introduce unconventional repertoire that may deviate from
traditional parameters, use a well tempered tuning of their instruments tuned
with the aid of an electronic tuner, use artificial nails, and learn new repertoire
using printed notes, etc. This group has a growing tendency towards
“academizing” the folk bandura — including the teaching of authentic instrument
performance in tertiary education establishments and participating in contests
and competitions.

The second group strictly adheres to traditional parameters such as
intonation, folk temperament in tuning, traditional authentic repertoire, folk
singing in a non-academic manner of execution, and the conglomeration of
audio-motor-visual channels of tradition transmission. This group is skeptical
of the academizing the traditional bandura, because such processes have already
once overthrown the authentic kobzar tradition in the twentieth century.

The revival of interest in informed performance of traditional kobzar music
makes it possible to draw some parallels with the development of history
informed performance of music played on the harpsichord and lute music in the
West.
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TEOPI'IA TKAYEHKO I BUKOHABCBKA ITPAKTHUKA
HA TPAAUIINHIN BAHAYPI

MeTo JIOCTI/PKEHHST € BUCBITJIGHHS IisutbHOCTI ['eopris Tkauenka, a came
BUKOHABCHKOI MPAaKTHKH TPU HA TPATUIliiHIFN OaHAypi, MiIKPECIEHHS 3pOCTaHHS
iHTepecy 10 IPaKTUKU BUKOHAHHS HAa OaHAYpi, AM(epeHIiallis IboTo SBUIIA.

Mertomonorisi  IOCHi/DKCHHST 3acHOBaHa Ha ICTOPUYHOMY, CHCTEMHOMY,
COIIIOJIOTIYHOMY Ta KyJbTYpOJOTIYHOMY IIXOJaX Ta BiJMOBIIHUX METOAax
HAyKOBOTO JOCHI/KEHHsI, 30KpeMa, ICTOPHKO-XPOHOJIOTIYHOMY aHali3i irpoBoi
texHiku ['. TkaueHka, METOJII CUCTEeMAaTUYHOT Ki1acu(ikailii Ta KOMILJISKCHOMY aHaIi31
BUBUCHHS TeXHIKM W perepryapy [. TkaueHKO Ta HOrO IOCIIJOBHHKIB, a TaKOX
TPaANIIIHHOTO KOO3apChKOTO perepTyapy.

Marepianu, BUKOPUCTaHI MPH MiArOTOBII JAHOTO JOCIiKCHHS, BKIIOYAIOThH
KHUTH Ta CTATTi PO HApOHY OaHIypy, PO TBOpH 3 penepryapy I'. TkaueHko Ta ioro
MOCITIIOBHUKIB, ayJli0- Ta BiZIe03arucy 3p0o0JIeH] aBTOPOM.

HaykxoBot0 HOBHM3HOIO POOOTH € yBEIEHHS A0 HAyKOBOTO OOIry BCEOCSHKHOTO
OpraHoO-eproHOJIOTIYHOro aHamizy misiibHocTi I'. TkadeHka Ta HOro MOCHiJIOBHUKIB,
CHCTEMaTH3allisl METOAMKH, BHUKOpUCTaHOI TkaueHKOM, 3pocTaioya TEeHICHLIS [0
BUKOHABCHKOI TPAKTUKA BUKOHAHHS HAa TPaIWLIMHUX YKPAiHCHKUX HAapOAHUX
IHCTpYMEHTaX.

Pesynbprat gOCHiIKEHHS CHOPUSIOTH OCMHCIEHHIO OCOOJIMBOCTEH BHKOHAHHS
TpaguuiiHOro OaHIypHOTO perepryapy Ha 21 cTpyHHiH ayTeHTH4Hid OaHIypi Ta
OCSITHEHHIO KO03apChKOi CHAIIMHU B HIJIOMY. Y Pe3yJbTaTi JOCIIKEHHS OTPUMAHO
3arallbHy XapakTepucTuky penepryapy [. TkadeHka, BHSBICHO BHKOHABCHKI
0COOJIMBOCTI AyM, TICAJIMIB 1 KaHTIB, ICTOPUYHUX HiCEHb TA IHCTPYMEHTAJIbHUX TaHLIB.

Knrouoei cnosa: T'eopriit Tkauenko, Ocran Bepecait, 6anmypa, ko03a, ko03ap,
iCTOpHYHA PEKOHCTPYKITiSA, AYMHU, TEXHIKA.
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TEOPTUI TKAYEHKO 1 HCIIOJTHUTEJIbCKASI TIPAKTHKA
HA TPAJUIIMOHHOU BAHIAYPE

Henpro uccnenoBaHus SIBISETCS OCBELICHUE AesTeNbHOCTH ['eoprus TkaueHka,
a UIMEHHO MHCIOJHMUTENIBCKOW MPakTHUKH WIPbl HAa TPagULUOHHOW OaHmype,
akKUEHTyalusi Ha pOCTe HWHTEepeca K NPaKTUKE HCIOJHHUTENBLCTBA Ha OaHaype,
muddepeHIraIus TaHHOTO SBJICHUS.

MeTtozmonorusi MCCIeIOBaHUS OCHOBBIBACTCS HAa HMCTOPHUYECKOM, CHCTEMHOM,
COILIMOJIOTUYECKOM, KYJIBTYPOJIOTHYECKOM TOAXO0JaX U COOTBETCTBYIOIIUX METOAAX
Hay4YHOTI'O UCCIICAOBAaHUA, B YaCTHOCTU UCTOPHUKO-XPOHOJIOTHUYCCKOM aHAIN3C I/IFpOBOfI
TexHukH . TkadeHka, METOe CHCTEMATHYECKOW KIIACCU(UKAINN ¥ KOMIDIEKCHOM
aHaJIu3e M3y4YeHHs] TeXHUKU U pernepryapa ['. TkaueHka M ero mnocieaoBareseH,
a TakXKe TPaJUIMOHHOTO K0O3apCKOTO penepryapa.

Martepuanbl, HCIOJIB30BaHHBIE INPH IOATOTOBKE JAHHOTO HCCIIEIOBAHUS 3TO
KHUTH, CTaTbU O HapoxHOW OaHaype, 0 mpou3BeleHusIX u3 penepryapa I'. Tkauenka
U €ro MOcCIe[I0BaTeNel, ayAro- U BUE03aIMCH CIETaHHbIE aBTOPOM.

HayuHoii HOBH3HOW pPa0OTHI SBISETCS BBEACHUE BCEOOBEMIIIOIIETO OPTaHO-
SPrOHOJIOIMYECKOro aHaiu3a aesTensHocTH 1. TkaueHka M ero mocienoBateliei,
cucremMarmn3anusa MCETOOUKU, HMCIOJIb30BaHHON TKaquKOM, pactymasa TEHACHUUA
K IIPaKTHUKE HUCIIOJIHUTEIIbCTBA Ha TpaauIUOHHBIX YKpanHCKHUX HapOJHBIX
MHCTPYMEHTAX.

Pesynpratel uccnenoBaHus CHOCOOCTBYIOT OCMBICICHUIO HCIOJIHUTENBCKUX
0ocoOeHHOCTEH TpaJWIMOHHOTO OaHIypHOro penepryapa Ha 21 cTpyHHOH
ABTCHTUYECKOW OaHIype M IOCTH)KEHUIO KO03apCcKOro Haciequss B IIETIOM.
B pesynbraTe wuccnenoBaHMs —MOJydyeHa oOmIasi XapaKTEpUCTHKAa —perepryapa
TI. TKaquKa, BBISIBJICHBI HCITIOJTHUTCJIBCKHE OCO6eHHOCTI/I AyM, IICaJIbMOB W KaHTOB,
HUCTOPHUYECCKUX MTECEH U MHCTPYMCHTAJIbHBIX TAHIICB.

Knwoueswie cnosa: I'eopruii Tkauenko, Ocran Bepecaii, 0annypa, k003a, K003aps,
UCTOpHYECKask PEKOHCTPYKIM, TyMbI, TEXHHKA.
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TBOPYA I HAYKOBA JISAJTBHICTH AHJPIS
TOPHATKEBHYA (KAHAJIA) B KOHTEKCTI PO3BUTKY
BAHJIYPHOI'O MUCTELTBA YKPATHU TA JIACIOPH

VY craTTi MPONMOHYETHCS y3araJlbHEHUH aHalli3 MUCTELLKOI i HAYKOBOI TBOPYOCTI
BiTOMOTO BUKOHaBI i mocrmigauka 3 Kamamm Anppis ['oprsarkeBmua (EamoHTOH)
B KOHTEKCTI aKTyai3allii JOCIiPKeHb PO3BUTKY OaHIypHOTO MHUCTEITBA B YKpaiHi Ta
3apyOiOKi. MeTOr0 CTaTTi € KOMIUIEKCHUN aHali3 pi3HOBEKTOPHOI AisTIbHOCTI AHAPIS
lopastkesnua (Kamama) Ha HHBI JOCTIKEHHS Ta MOMyJsApu3amii Ko03apChKOTO
MHUCTELTBA MHHYJOIO M Cy4yacHOCTi. METOZOJIOTII0 JOCHIUKEHHS! BU3HAYAIOTh
ICTOPUYHUMN, CUCTEMHUH, aKCIOJIOTIYHUHN, KyJbTYPOJOTIYHUNA MiX0AU Ta BiIIOBIIHI
iM KOHKpDETHI METOIM HayKOBOTO Mi3HaHHA: iCTOPUKO-XPOHOJIOTIYHUH, CHCTEMHOI
KIacudikarii Toro.

BucpitiieHi eramnu Horo ®UTTEBOTO 1 MpodeCciHHOro MUIIXY, ASUIBHICTh Y chepax
JOCHIDKEHHS YKPaiHChbKOI MOBH, YKPaiHCHKOT'O YCHOTO JITEpaTypHOTro i My3WYHOTO
(doNBKIIOpY, TpaAMIiid aBTEHTHUYHOTO KO03apCTBa, MOIYINSpH3Allil emYHUX >XKaHpiB
K003apChKOro perepryapy TOWIO, IO BIEpIIE BBOAUTHCS JO HAYKOBOTO 00Iry
1 CTAaHOBUThH HOBU3HY JIOCIII/PKCHHSI.

[IpoananizoBana mpiopuTeTHa TeMaTHKa HAyKOBHX MHOMIYKiB A. ['opHsTKeBHua
CTOCOBHO KO003apcTBa MHHYJIOTO ¥ CY4acHOTO, 30Kpema Ipo KoO3y-0aHmypy,
TpanuiliiHe K003apChKe€ MHUCTENTBO, CTATTI-MIOPTPETH TBOPYUX OCOOUCTOCTEH
yKpaincekoi piacopu — 3iHoBis Ll Tokanka, I'puropis Kuractoro, Muxaiina Teniry;
UK TyOJiKaIiil npo yebiiicbky MOBY, ii 3HA4€HHsI, CIIOBHUKU-TIIYMauyHUKHA Ta iH.
Binznaueno BHecok A. ['opHsiTKeBrYa B po3mudpyBaHHs i penaryBaHHs METOIMYHHX
1 peniepryapaux pykonucis 3iHosis LllTokanka, miaroToBui 10 IpyKy i BUOAHHS HOTO
«Kob3apcrroro migpyunuka» (1992) ta nHotnoro 30ipauka «Ko63a» (2002), a Takox
JIOCITI/DKEHHS 1 y3arajdbHEHHS 3BYKO3alUCHOI JISUTBHOCTI M CHaAlMHK OaHIypHUCTa.
3nificHeHa 3arajbHa XapaKTEPHUCTHKA BIIACHOTO penepTyapy A. l'opHsTkeBHYa sIK
MY3MKaHTa-BUKOHABLS, IO OXOIUIIOE TPAAWLiiHI >KaHpU KoO3apcTBa — JIyMH,
ICTOpPHYHI TTiCHI, IHCTPYMEHTAIIbHI MEJO/Iii.

Knwuoei cnoea: Anpapiii I'opHATKeBHY, K003apcTBO, OaHIypHE MHCTELTBO
niacriopu, 3iHoBi# Ll Tokanko, ko03apchkuil penepryap, Jebilickka MoBa KOO3apiB.
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Beryn. bangypHe wMuctenrBo Oyno 1 3aiMIIA€ThCS  PIBHOLIHHUM
YUHHUKOM (OpMYyBaHHS OararorpaHHoi YKpaiHCbKOI MY3WYHOI KYJbTYpH,
HEBiJI’€MHUMHU CKJIQJHUKAMH SIKOi € JYXOBHI ¥ MarepiaibHi OCATHEHHS
MaTepuKOBOi Ta giacriopHoi Ykpainu. Y mepion XX — mouatky XXI cr. Ha
IPYHTI TATJIOCTI HAI[IOHANLHUX 1ACHHO-CCTETUYHUX TO3MIINA 1 TpaguIii
HApOJIHO-IHCTPYMEHTAILHOTO MY3HKyBaHHA Oyia c@opMoBaHa CyKyIHa
MUCTEIbKa KOHIICTIIisl, [0 BHU3HAYWIA OJIHO3HAYHY CYTHICTH OaHIypHOTO
MHUCTELTBA Yy CBITI SIK pENpe3eHTaHTa camMe YKpaiHChKOi MY3HKH,
IHCTpYMEHTapit0, BAKOHABCHKUX (HOPM.

B ocranHi JecATUIIITTS TBOPUICTh IPEICTABHUKIB YKPATHCHKOI JliacTiopy He
JMIIE BBOAMUTHCS O HAYKOBOTO Ta MHUCTEUBKOro o00iry, ajge i MIiIbHO
NEPEIUTITAETHCSA 3 AISUTBHICTIO MUTIIB YKpaiHH, OTPUMYE HAJICKHY 00’ €EKTHBHY
OIiHKY. baHaypHE MHCTENTBO YKpPaiHCHKOTO 3apyOiXoKs cepeln 3100yTKiB
Jqiacriopy  3aliMae BaXIJIMBE MICIe, OCKUIBKH TIPE3CHTYE 30eperKeHHS
YHIKQJIbHOTO MY3WYHOI'O 1HCTPYMEHTapilo, 30KpeMa XapKiBCbKOIO THILY,
CTapOBMHHUX aHPIB 1 (OpPM BUKOHABCTBA, SKI MepeOyBalu B pPaasHCBHKIH
VYkpaini i 3a60poHO0 (enivHi i TyXOBHI TBOPH), BUCOKOMATPIOTUYHUNA yX
TBOPYOCTI, 10 OYB 3aBK]U MIpUTAaMaHHUI K003apCTBY.

Po3BuTOK GaHIYypHOrO MHCTENTBA 32 KOPAOHOM IOBUHEH PO3MVIAJATHUCA
3 ypaxyBaHHSM KUIbKOX (akTopiB. 3 OJAHIET CTOPOHH, SK MPOJOBKECHHS
TpaauUid MarepukoBoi YkpaiHu, 3 1HIIOI — sSK (QOpPMYBaHHSA BIACHUX
IMaHEHTHUX 3acajl PO3BUTKY, 3YMOBJIEHMX yMOBaMHU HoOro (pyHKI[iOHyBaHHS
B KOHKpETHIM KpaiHi 3apyOixxs. Cepen MUTLIB OaHAYpHOTO MHCTELTBA
JiacTiopy BUPI3HAETHCS KiJIbKA MOTY)KHUX 32 BEJIMYMHOIO ITOCTATEH, AisIIbHICTD
SKMX He JIMIIEe CTaja 3pa3koM I 1HIIMX, ale W CTUMYJIoBaJla 10 TOSBU
0araTbox ocepe/iKiB BUKOHABCTBA 1 HABYaHHA B PI3HUX KpaiHax cBiTy. Jlo HuUX
HanexaTh Bacuns €menpb, Muxaitno Temira, Jleonin T'alimamaka, ['puropiii
Hazapenko, I'puropiit Kuractuii, I'puropiit baxyn, Bacuie Kauypak, Spocias
babynsak, 3inosiii IItokanko, Cemen JlactoBuu-UymiBchkuii, Mukomna
Hocinuyk-Hopuuii, Bonogumup JlyniB ta Oarato iHmmx. JlissIbHICTD LHX
MUTIIB CIpHsIa PO3BUTKY OaHIYpHOrO MHCTEITBa Ha 0araTboX pIBHIAX —
KOHCTPYKTHBHO-OPTaHOJIOTIYHOMY, TBOPYO-KOMITO3UTOPCHKOMY, BUKOHABCHKO-
MHCTEIKOMY, HaBYaIbHO-METOIUYHOMY, KYJIbTYPHO-KOMYHIKaTUBHOMY U iH.

3HaYHUI BHECOK y PO3BUTOK 1 MOMyJApH3allilo OaHAypHOTO MHUCTELTBA
B YkpaiHi ¥ 3a kopaoHoM 3niiicHuB AwApid ['opusatkeBuu (EnxMoHTOH,
Kanana). Moro missbHiCTH B chepax MOCHIKEHHS YKpalHChKOI MOBH,
YKpaiHCBKOTO YCHOTO JITEPaTypHOro i My3HYHOTO (HOJBKIOPY, TpaaHLii
aBTEHTUYHOTO KO0O3apcTBa, MOMYJsApU3allii emiYHuX >KaHpiB KO0O3apChbKOTo
penepTryapy moTpedye y3aralbHEHHs, OLIHKM Ta akTyanli3auii B Cy4acHOMY
ryMaHITapHOMY IIPOCTOPI.

Oco0nuBocTi  JiSIBHOCTI  BCIX  OAaHIYpUCTIB  Jlaclopd  MO3HA4YeH1
OparHeHHsAM 10  30epekeHHs  TpaJuLiiiHMX  HallOHAJBHUX  3acaj
1 mapaJielbHUMHU  TOIIYKaMH  SIKICHO HOBHX CTWJIETBOPYHMX TPUHIIMIIIB,
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CITIB3BYYHHUX HOBHM 1€sIM 1 TEHCHIIISIM €CTETUYHUX Ta XYAO0XKHIX BisIHb Yacy
Ha €BPOIECICHBKOMY Ta aMepUKaHCbKOMY KOHTMHEHTax, L0 Jald 3MOry
O0aHIYypHOMY MHCTEUTBY YKpPaiHCBKOTO 3apyOiXoKs CTaTH  IMOTY)KHUM
YUHHUKOM TPOTHIIl  acUMULALIAHMM 1 rioOami3amifiHUM  mporecaM
XX —nouarky XXI cT.

[TporosiomeHHs: He3aleXHOCTI YKpaiHM SIK Jiep’KaBH, NOBEPHEHHS 3-3a
KOpJIOHY 0araTboX KyJbTYpHHX LIHHOCTEH (apTedakTH, papuUTeTH, apXiBHI Ta
0co00Bi ()OHIM) JOTMOMOINIM CKJIACTH CYKYNHY KapTHHY JiSUIBHOCTI
YKpaiHChKUX MUTIIB Jiacliopy. B ocTaHHI pOKM BUIAETHCS YHCICHHA HAYKOBA,
My3W4YHa, METOJIMYHA JIiTepaTypa, HaIaroKylThCs TICHI TBOPYI M HAyKOBI
KOHTAKTU MHUTLIB YKpaiHu 1 3apyOixKKs, 10 CIIPHSIE BIIKPUTTIO 1 BBEACHHIO JI0
HAYKOBOTO 00iry BimomMocTeil i 3100yTKIB OaraTboX Aisi4iB iaclOpH, 30KpeMa
1B cdepi GaHmypHOrO0 MHCTENTBA. ICTOpUKHM W MY3MKO3HABII AiaclioOpH —
MupocnaB AntoHoBu4, Bacwibp ButBuipkmii, Mapis Jutunsk, 3iHOBIH
Jluceko, Cumon Hapixuuii, Mupocnap Cemuuiins, AHTIH Pyanunbkuit
Ta 1H. — 3aJUIIUIM OKpEeMi HayKOBi y3arajibHEHHS MpPO MUCTELbKi 3100yTKU
YKpaiHCHKOI Jliaciopu, 30KpeMa i OaHIypHi.

Aunpapiii  ['OpHATKEBHY TakoXX HAJISKUTh OO YHUCIA JOCITIIHUKIB
1 TpaguuiiiHoro ko63apcTBa YKpaiHu, 1 MOro po3BUTKY B yMOBax emirparii.
YacTkoBO HaykoBi po6oTu A. ['OpHATKeBHYA PO3IIIAAIOTbCA B MOHOTrpadisix
O. Bapux (Baspuk, 2006), B. yruak (Hdyrtuak, 2013), I'. Kapacs (Kapacs,
2012) Tta 1H. Kopotki mani mpo ocobuctictb A. ['OpHSATKEBHYA BMIIIEH]
B biorpagiunomy noBigHuKY icTopii ykpaiHuiB Kanagu (Mapynuak, 1986),
Enmuknonenii  cydacuoi  Ykpainm  (Iatepner),  TepHomimbchkoMy
eHIMKIoneuuHoMy cinoBHUKY (IaBpuibubo, & ®yr, 2004), Enuuknonenii-
JOBIIHUKY «YKpaiHChKlI K003api, OaHAypuCTH, JipHUKNH» (PKemnuHChbKUM,
& Kosanpuyk, 2011), Bikinenii (IntepHer), Ha cTopinkax xxypHany «banmypa»
Ta iH., IPOTE HAyKOBa, TBOPYA, MPOCBITHUIILKO-OpTaHizalliiiHa, peJaKTopchka
JISUTBHICTH MUTIIS 11I€ HE CTaBajia MPEIMETOM OKPEMUX JOCIITHULIBKUX CTYIiH.

MeTo cTaTTi € KOMIUIEKCHMH aHali3 pi3HOBEKTOPHOI MIisUIBHOCTI
A.TopusarkeBnua (Kanaga) Ha HHBI JOCHIDKEHHS Ta MOMYyJIspU3alii
KO03apChKOTO MHCTEITBA MHHYJIIOTO ¥ CYYacHOCTi. 3aBIaHHSIMHU CTaTTI,
BIJIMIOBITHO 10 METH, MOCTalOTh: BHUBYEHHS XXUTTEBOTO i TBOPYOIO HUIAXY
MUTIISL; BUOKPEMJIGHHS HAIpsIMIB HAayKOBOI, BUKOHABCHKOi, pPEIaKTOPCHKOI
npaui A. ['OpHSITKeBUYa; BU3HAUYEHHS TEMaTUKH HOTro HAYKOBUX IONIYKiB
y KOHTEKCTI JIOCIIKEHHsI K003apchKOro / GaHIypHOTO MUCTELTBa YKpaiHu Ta
YKPaTHCHKOTO 3apyO1KKS.

MeTom0J10ri0  JOCHTIUKEHHST BHM3HAYalOTh ICTOPUYHMUN, CHCTEMHHIH,
AKCIOJNIOTIYHUHN, KYyJIBTYPOJOTIYHUM MIAXOAM Ta BIAMOBIAHI iM KOHKPETHI
METOJM HAyKOBOI'O TMi3HaHHSA. 30KpeMa, ICTOPUKO-XPOHOJIOTIYHUN METO]
BUKOPUCTAaHUN JJI PO3MJIAYy eTamiB JKUTTeTBOpYOCTI A. I'opHsATKeBHua,
cucTeMHa Kiacugikamis aajga 3MOry KOMILJICKCHO MPOaHali3yBaTH B3a€MOIII0
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HaIpsAMIB JTiSTTbHOCTI MHUTIISI 1 HAYKOBIIS,, BA3HAYUTH IIHHICTh HOTO 3I00YTKIB
(aKkcionoriyHy), IpeICTaBUTH iX Y KOHTEKCTI CBITOBOI YKPAaiHCHKOI KYJIbTYPH.

MarepianamMu cTaTTi cTalu TEKCTH HayKoBUX podiT A. ['opHaTkeBHYa,
penaroBana HUM My3uuHa crnaamuba 3. llltokanka (HaBYaJIbHO-METOJMYHA,
HOTHA, 3BYKO3allMCHA), pykomuc MemyapiB A. ['opusatkeBuua «Mu
3 6angyporo» (I'oprsatkeBuu, 2017), Bimeoszamuc tenenepenadi «Ilmsax mo
cebe» (1992) Tomo. Oxpemi BUCHOBKM 1 Yy3araJlbHGHHS JIOCIIKCHHS
chopMoBaHi B pe3ynbTaTi 0e3MOCepeHbOro 0araTOpiYHOrO CIIIKYBaHHS
1 TUCTYBaHHS aBTOpa cTaTTi 3 AHApieM ['OpHATKEBUYEM.

HaykoBy HOBU3HY po00THM BHM3HAua€ BBEJEHHS JI0 HAyKOBOIO O0Iry
KOMIUIEKCHOTO ~aHami3y OararoBeKTOpHOi AisuibHOCTI A. ['opHATKeBHuUa,
cUCTeMaTH3alist MyOJiKaliid JOCTiTHUKA, Yy3araJbHEHHS WOro HAyKOBUX,
BUKOHABCHKHX, POCBITHUIIBKUX 37J00YTKIB.

Bukiaag ocHoBHOro marepianay pociaixkenHs. Haponuscs Awnapii
lopusitkeBuy 31 cepnust 1937 p. y c. KpuBenbke TepHominbchkoi 061acTi.
Woro 6arbku — MPEICTAaBHUKU yKpaiHChKOi iHTenireHmii ['anuunnu. barbko —
BIZIOMUH XYHO0KHHUK-IKOHOIIHCEIb, MUTELb-A0CHiAHUK Jlam’ssH ["opHATKeBHY,
BUITYCKHUK KpakiBcbKoi akanemii MHCTENTB, MaTH — BUKJIAQJadka TiMHA3ii,
3roJIOM KYpHAIIICTKA, BUIYCKHUIS SITEIJIOHCHKOTO YHiBepcUTeTy. My3uuHi
iHCTpyMeHTH AwuHApid [OpHATKEBHMY ONAHOBYBaB Ile€ 3 JUTHHCTBA —
dopTemniaHo, CKPHUIIKY, ajie CTyAll Y BOEHHUH Yac OyliM HEIOBIUMH. YIIiepIiie
03HallOMUBCS 3 OaHIypor B HiMelbKOMy Tabopi B M. JluutiHren Ha JlyHai
Hanpukiami 1940-x pp., ciayxatounm Buctyn Kamenum OaHAypHCTIB 1MeHI
T. llleBuyeHka.

EmirpyBaBum B1949 p. pasom 3 6artbkamu j0 IliBHiuHOI AMepukwu, i3
1952 p. A.TopHsATkeBHMY mHoOyaB BUYMTHUCA Ipl Ha OaHaypi y Bomogumupa
IOpkeBuua, npeactaBHUKa ranuiibkoi 0anaypHoi mkonu FOpis CinraneBuya.
A. TOpHATKEBHY MOCTYNOBO 3aXOILTIOETHCS OaHIYpOIO: «YCl MOi pOBECHUKHU
BUMJIMCS TpaTu abo Ha CKpumii, abo Ha QopTemisHO, TUIBKM s OJMH Ha
HAI[IOHATLHOMY 1HCTpYMEHTI OaHmypi. AJje 1€ OJHE HE MOorjio OyTu
BUPIIIAJIbHUM YHHHUKOM, SICHO, 1110 OaHAypa MpocTo Oyja TUM IHCTPYMEHTOM,
SKUW Ha MEHE YeKaB 1 B IKOMY s HAWIIIOB CBii Tojioc. Most MaTtu ayxe Myapo
CKaszaja MeHI, II0 He Hae mpo Te, MO0 5 CTaB SKUMCh BH3HAYHUM
0aHIypHCTOM — B AISICTIOPHUX O0OCTaBUHAX TOJI Lie OyJo Mailke HEMHCIHME —
ane 1106 6aHayporo s Mir 6u pospasitu codi nyury» (I'opusitkeBuy, 2017, c. 2).

3a CBITYEHHSIMHU MUTIIS, BIH 3aBXK/I TIaM’ SITAE 3QTOBIT YUUTEISA-«ITAHOTIIS
B. IOpkeBuua: «Tu Mmycum GaHnypy nepenatu Aajblie», TOMY, «KOJIH O He
TpaIUIsIacsl Haroja BUUTH KOTOCh TP Ha OaHAypi, BBa)KaB CBOIM 000B’SI3KOM
HE BIZIMOBHTH 1 epenaBaT Oannypy aanbie» (I'opuarkesuy, 2017, c. 2).

Cepennio ocBity A. ['opusitkeBuu otpumaB y mkoii Ceron [Man (1955),
3100yB crymiHb OakanaBpa (1959) B yniBepcuteri Ceron ['am, mi3Hime —
ctyminb Marictpa (1962) B Cupaky3pbKoMy YHIBEpCHUTETI.
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YnoponoBx ycix pokiB HaBuaHHS A. ['opHST-
KEBUY YJIOCKOHAIIIOBAB CBOIO MY3HMYHY MAalCTEPHICTb.
Bin B.IOpkeBuua BiH BHBYAa€ TpaJAUIIHHUAN
K003apChKuil pernepTyap — HapoAHi MmicHi (ICTOpUYHI,
moOyTOBi, YyMallbKi), CTPUICHbKI W IOBCTaHCHKI
MiCHI, 1HCTPYMEHTaJbHI TBOPH «3 HAPOJHUM
KOpiHHAMY. Y Apyriit nonoBuHi 1950-Xx pp. me oaux
raIuIbKUN OaHIypUCT Poman JleBULILKUT
OpraHizyBaB MilIaHuii aHcamOib OaHIYPUCTIB NPH
VKpaiHCBKOMY My3HYHOMY iHCTHTYTi B Hbto-Hopky,
7IBa POKH B HbOMY I'paB i A. ['opHATKEeBHY.

3a mopamoro Oartpka i B. IOpkeBuua, 1956 p.
A. TopHATKeBHY MOYMHAE HABYATUCS Tpi HA OaHITypi
B 3inoBis IlTokanmka pazom 3 MupociaBom
HsaxoBcbkuM,  I'punbkom  Kamero,  [Manunoro
[Tepoxak. ['omoBHMMHM BHCHOBKaMH HaBYaHHS Oylio pO3yMiHHS cHeru(iKu
OaHIypHU 1 BIACTUBOIO il pemepTyapy, 0COOIMBO AYMOBOTO, MPIOPUTETHICTH
CIHIBAaHOI'O TEKCTY HaJl IHCTPYMEHTaJbHOIO Tpoio. A. ['OpHATKeBMY 3rajnye:
«lllTokanko Ha NpPaKTHIl IOKa3aB MEH1 Kyau IHpii oOpii OaHgypHOTO
penepryapy», «3acBOIiB S TaKOX OCHOBHM BHUKOHaBCcTBa Jym» (I'opsHTKeBHY,
2017, ¢ 7). I xoua HaB4yanHs B llITokamka TpUBajIO BCHOI'O OJIMH aKaJIeMIUHHUMA
piK, ajie «I1s HayKa Mana Jay»ke IuOoKkui BIuiuB» Ha A. ['opHATKeBHUYA.

[Miznime, pazom i3 M. IakoBcekuM 1 I'. Kamero, A. I'opHsATKeBUY
eKCIepUMEHTYBaB Haj OynoBoro 6annypu. Ha ocHoBi «JIucTiB mpo Oanaypy»
ranuipkoro 6anaypucta Cemena JlacroBuda-UyniBCbKOro BOHH BUTOTOBIISLIIH
IHCTpYMEHTH, TMi3HillIe CTBOPUIM TpadapeTH, 3a JOMOMOIOI SKHUX YHMalo
€HTY31aCTiB 3MOIJIM 3pOOUTH cOO1 BIIaCHI OaHTypH.

VY M. bepxui B 1972 p. B KanidopHilicbkkoMy yHIBEpCUTETI BUSHHH OTpUMaB
CTyHiHb JTOKTOpa ¢inocodii, a Bxe HacTynHoro 1973 p. OyB 3amporueHuii 10
VYuiBepcutery Ansbeptu (Enmonton, Kananma). [loruii wac cdeporo ioro
HAayKOBUX 3alliKaBlieHb OyJIM CJOB’SHChbKE MOBO3HABCTBO, (OJIBKIOP
imiteparypa. [lpamtoBaB Ha mocanai mnpodecopa-ciaBicta ANbOEPTCHKOrO
yHiBepcuteTy (EnmMonToH) 1 B ckinani Kanaacbkoro iHCTUTYTY yKpaiHO3HaBUMX
cryniit (KIYC — CIUS).

3 6annyporo A. ['opHATKEBUY BUCTYIIAB 3aBXK/IM IIPU HAroOJIi, 30KpemMa i Ha
JEKIISAX, UTIOCTPYIOUM €MiYHi 3pa3Kd YKpPaiHCHKOIO MY3HMYHOTO (DOJIBKIOpPY,
TaKOX HOro HEOJHOPA30BO 3ampolnyBain Ha (osbkiopHi ¢pectuBam Kanamau
1 CIIA. [lo peniepTyapy MUTIS BXOAUTH TPAAULIIHI K0O3apChKi TBOPU — JTyMa
«IIpo Mapycio borycnaBky», micaa I'. CkopoBoau «Bcsikomy ropoay Hpas
1 mpaBay, 6araTo pi3HOXapaKTEPHUX HAPOJIHUX MiCEHb, IHCTPYMEHTAJIbHI TaHIII.

Y rpyani 1983 p., xomu B Toponto (Kanama) BinOyBaBcs ueproBuit
CBiTOBMI KOHIPEC BUIBHUX YKpaiHIB, mnpuypoueHuil a0 50-i piuHuUIl
[ononomopy 1932—1933 pp. B YkpaiHi, Ha 3akmogHOMY KoHIIepTi B Maple Leaf

Anopiu I'opnamxesuu
(Eomonmon, Kanaoa)
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Gardens BucTynuia 3BeneHa Kamena OaHmypucTiB 3 IliBHIYHOI AMepuKH.
3a3manerinp Oya0 pPO3iCIaHO HOTH 3aIliKaBJICHUM YY4aCHUKAM JUIS JOMAITHBOI
miaroToBku. YdacHukamu Oymu Kanmema OGanmypucrtiB imeni T. IlleBuenka,
MOJIOJIKHI aHcamOJIi, CONCTU-BUKOHABIN, cepel AkuxX — 1 A. [OpHATKeBHY.
3BeneHa kamnena mijg kepiBHUNTBOM I'. Kutacrtoro Bukonana «Jlymm mMoi» Ha
Bipui T. IlleBuenka, Kant npo Crpammuii cya, HapoaHi micHi «Oif 3-3a ropu
Kam’stHOT», «Jlymapuky», moemy «baiima» I'. XoTkeBuua, «Mapmr MoJ0mi»
I'. Kurtactoro nHa Bipur I. barpsroro ta «boxe Benukuii equauii» M. JIucenka.

Sk omuH 3 HebaraTboX y4HiB, ayne BipHHM mocnigoBHuK 3. ITokanka,
A. TOpHATKEBHY NOCTaBUB 32 METY ONPUJIIOAHEHHS  MOIIMPEHHS 3700YyTKiB
cBoro Buutelns. JloBrorpuBana podora 3 pykonucHuM apxiBoM 3. IllTokanka
B EnMoHTOHI Oyna peami3oBaHa Yy TpbOX BHIAaBHHYUX HPOCKTAX, IO
penpe3eHTyBaI METOAMYHY Ta HABYAIbHO-BUKOHABCHKY ISUTBHICTH MHTILS:
pelaryBaHHs i BUJAHHS aBTOPChKOro pykonucy «Ko03apcbkoro niipyqyHuKa
3. llTokanka B mepeKiIai aHTJIHCHKOO J1st OaHTypUCTiB MOJIOIINX MOKOIiHb
y IiBuiunii Amepumi (1989), mizHimie iioro ykpaiHoMoBHUH BapiaHT B YKpaiHi
(1992), a Takox penaryBanHs i BUJaHHS 301pHUKA MY3HUHUX TBOpiB «K0063a»
3. llltokanka (1997).

«Ko063apcpkuii migpyunuk» 3inois ITokanka (1920-1968), BunaTHOTO
YKpaiHChbKOro OaHAypUCTa, BUKOHABCbKa JISUIbHICTH SKOTO TICHO IIOB’s3aHa
3 [liBHIYHOIO AMEpHKOI0, — IPOBiAHAa HaBUAIbHO-METOJUYHA poOOTa, BUJaHA
B ykpaincbkoMmy 3apyOvxoki (IItokanko, 1992). V Hbomy pemakTopomM —
A. TopHATKEBUYEM — y3arajibHEHO MPOBIAHI HANpPALIOBaHHS MUTIS, SKI HE
BTPATHJIN CBOET aKTYaJIbHOCTI i J10CI.

VYV cepenuni 1980-x pp. JleBko Maiictpenko, npustens Llltokanka
1 BUKOHaBELb HOT0 3a1oBITy, npucias 10 KaHaicbKkoro iHCTUTYTY YKpaiHChKUX
cryaiii (KIYCy) kcepoxomito IllTokamkoBoro migpydyHuka rpu Ha OaHmypi.
A. T'opHsATKEBHUY pO3yMiB, 110, OCKIJIBKH B J1aCIOpl HAMOUIbIIE 3alliKaBICHUX
Oannyporo xkuBe B aHrnmomoBHux kpaiHax (CLUA, Kanana, BenukxoOputanist
It ABcTpanisi), To KOpUCHO Oy/e BUIATH MEpeKaja Liei mpaii aHrIiicbKoIo
MoBoI0. BiH 3ragye: «I s mogymaB: «SIKIIO HE s, TO XTO? SKIIO HE TEmep, TO
koiu?» (I'opusitkeBuy, 2017, c. 8).

Pazom 3 MupocnaBom J[IKOBCEKUM, IKH pOOUB MEBH1 yTOUHEHHSI, IPABKU
it koMeHTapi, A. ['OpHATKEBUY BUAAE CIIEPIIy MEPEKIAJCHUNA aHTJIIOMOBHUM,
a Mi3HIlIe OpUTiHANBHUN BapiaHTU MiApyYHUKA. Y TIEpeIMOBI BiH 3a3Ha4YaE, 110
’KOJICH 3 HasIBHUX ITIIPYYHHUKIB «HEMa€ TaKoi 3acAry 1 riauouHwu, sk LlTokankay,
«B HIIUX MIPYYHUKAX PO3IIIAAAIOTHCA TIIBKU TEXHIKA i perepTyap, a B IIbOMY
aBTOp 3aCTAHOBISETHCS HaJ camolo CyTTio iHCTpymeHTa» (Iltokanko, 1992,
c.3). Mutenp migKpecioe, MO aBTOp OyB BHMKOHABIIEM-BIPTYO30M, TOMY
NpEeJCTaBUB y MIAPYYHUKY JETaIbHUHA OINHUC «BiJ TMOYATKOBHX BIPaB 0
3aaBaHCOBAHOI TEXHIKM Ta AETAIbHO PO3IJIsLAa€ 0COONMBI KOO3apChKi Jaam»
(IITokanko, 1992, c. 3).
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[Migpyunuk 3. llITokanka QOCHTH BaroMuii 3a 00CSTOM, MICTUTh IBI
YacTHHH — TeopeTuuHy «Bcerym» (9 pozaimiB) 1 mpaktuuny «BmpaBu»
(46 po3ainiB). TeopeTnyHa dYacTUHA OXOIUTIOE IIUPOKY NPOOIEMATUKY —
MUTaHHS MOXO/HKCHHS IHCTpPYMEHTA (TeHe3a, eBOIoLis 6anypH, popMyBaHHS
cneuu(iki  BUKOHABCTBA, IMOPIBHSJIBHA  XapaKTEPUCTUKAa 3  IHIIMMHU
IHCTpYMEHTaMH — JIFOTHEIO, TYCIISIMU TOIIO); AOCIIKEHHSI €TUMOJIOT1] Ha3B IS
no3HaueHHs Oanaypu (y upomy HaykoBy pob6oty 3. IlTtokanka MoxHa
HOPIBHATH 3 OLTYKaMHU, K1 3/1ilicHIOBaB cBoro yacy I'. XoTtkeBu4). Kpim Toro,
aBTOp JIeTalbHO Tojga€ OyJOBY IHCTPYMEHTa, OIUMCYE WMOro YacTHHU
(«HOMEHKJIATYpa IHCTPYMEHTa).

Ham3BuuaiiHO LIHHUMH pO3AUIAMHM MIJIPYYHHKA € METOJUYHUN OIHnC
1 IOSICHEHHA Ccroco0iB rpu  Ha OaHaypi (XapKiBCBKOTO, IOJITABCHKOTO
i KHIBCBKOTO) Ta  y3araJlbHEHHS JIOCHIDKEHb KOO3apChbKUX  CTPOIB.
3. LITOKanKo KOHCTATye: «...NMJICTaBOBa K0O3apchka TaOynsATypa Mae OibI
CTaHJapTH30BaHi 3BYKOPAIH, SIKUM XapakTepHa ocoOnuBa JisToHika. Ha 6asi
i€l DISTOHIKY AOMYIEHA BiIbHA MEJIOJUYHA HaAOya0Ba 31 CBOIMH 3aKOHAMHU
MEJIOIMKK Ta FapMOHIKH, L0 HE pa3 MPOTHPIYaTh €BPONEHCHKUM MY3UYHUM
3akoHam» (LITokanko, 1992, c. 26). Tomy aBTOp aHamizye K0O3apchbKi cTpoi
CTapOBMHHUX IHCTPYMEHTIB BiAMOBiIHO A0 3amuciB M. Jlucenka, O. PyOus,
M. JomonTtoBuua, [I'. XorkeBuua; momae ctpiii iHcTpymeHTiB O. Bepecas,
I1. Bparunui, M. KpaBuenka; mnopiBHIO€ CTpoi KOO3u-OaHIypu 31 CTPOSIMHU
TopOaHa (Becenum Ta xkamiOuum) i rycen. 3. lllTokanko Boepiie cucreMaTuzye
BCl KOO3apChKi CTpOi, MOAUISE 1X HAa KOCHM, KyOaHCHKUM, MOYaiBCHKUH,
xanmOHui. Takox BIH ymepile BBOJAWUTh TEPMIH <«IE€OIMCHKUX» CTpOiB,
BUKOPHCTOBYIOUH 1[0 HA3BY JUIsl TO3HAUEHHS 3BYKOPSIIIB, 1110 3aCTOCOBYIOTHCS
B CTApOBUHHOMY pernepTyapi Ko03apiB.

Cain 3ayBaxuty, mo a0 3. llITokanka 1 HaykoBa AUISHKA JOCIIIKEHHS
CTPOIO CTapOBHMHHMX 1HCTPYMEHTIB MPAKTUYHO He Oyia 3amoBHeHa. Bumanus
HiApyYHMKA aKTyali3yBaJio 3al[iKaBJICHHS aBTEHTUYHUMH IHCTPYMEHTAaMU Ta iX
3BYKOpSZIaMH Ha KOHCTPYKTOPCHKOMY W BHKOHABCBKOMY PIBHSX (AisTBHICTD
KuiBcbkoro 1 XapkiBChbKOro K003apChbKuX LEXIB).

3aBepIIyOTh TEOPETUYHY YACTUHY MiIPYYHHUKA PO3JLIH, IO MPUCBSIYEH]
CTPOSIM Cy4acHoi («MozepHoi») OanaypH, criocodaM nepeMuKaHHs, IpaBuiIaM
HACTpOIOBaHHsA iHcTpyMeHTa. 3. LllTokanko pekoMeHAyBaB Ul T'PU BIACHUN
iHcTpyMeHT koHcTpykiii C. JlacroBuua-UyniBcekoro. Lleit iHCTpymMeHT —
yJlOCKOHaJIeHa OaHJlypa XapKiBCbKOro TUIy — Mae 14 6aciB 1 32 npUCTpYHKH,
MICTUTh CHUCTEMY 1HAMBIyaJbHHX MEPEMHUKadiB — Ha KOXHIN cTpyHi. OTXe,
BugaHHs «KoO3apchkoro miApyyHHKa» axkTyali3yBalo Iie W mnpobiemy
MOBEPHEHHS B YKpaiHy XapKiBCbKOTO TUIY IHCTPYMEHTA.

[IpakTruna yactuHa — «BripaBu» — 11€ IocTymoBa po3poOka 3acobiB s
OCBO€HHSI 1HCTpyMeHTa mnouatkiBsaMH. 3. 1lITokanko mnpomoHye BIpaswy,
aHaJI3yI04X IPU [IbOMY 3aKOHOMIPHOCTI MOOYIOBH aILTIKATypH («IIaJIbIIIBKU»)
Ta NPUHLUIMN CHPSMYBAaHHSA KOXKHOI BIpaBU. [HIIAa 4YacTMHa BIOpaB Mae
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XYIOXKHIN 3MICT, 116 — HEBENHKI 3a oOcsarom micHi Ta m’ecu. 3. [lTokanko
CBIZIOMO TO/1a€ pernepTyap BigoMux Ko03apiB i 6annypucris — I'. 'onyapenka,
B. €must, M. Temiru, K. Mucesuya, FO. CiHraneBuua, MoB’sI3yl0O4d B TaKUil
Croci0O TeOpeTHYHI 3acaau W XYIAOXKHIO MPAKTHKY, TepeBipeHy dacom. Jleski
3pa3Ku MICEeHb Ta IHCTPYMEHTAJIbLHUX TBOPIB PO3paxOBaHi Ha aHCAMOJIEBY TPy
(Ha nBi Ganmypu). 31e0UTBIIOrO XyJOXKHIM MaTepial OXOIUTIOE TpaaHLidHi
TBOPH K003apChKOTO perepTyapy — pi3HOXapaKTepHi HApOAHI IMiCHI, PeiriiHi
NcajabMH, IHCTPYMEHTAJIbHI TaHIll (T€ThMaHCHKHM raliIyK, TPOIaK, TPEYaHUKH,
IyJ04YKa, TOTaK, KO3a4oK Ta iH.). L] yacTuHa BIpaB HAa OCHOB1 HAPOJHHUX ITICEHb
JIOTIOBHEHA aHAII30M MEJIOJMKH Ta TApMOHii, TUIIB CyNPOBOAY (CHHKOIIIYHOTO,
MEJOANYHOTO, MEPEMIKHOTO Oacy TOIIO), 3acaj TPAHCIO3UIII] Ta CIPOIICHHS
3ammcy. [lomiOHI y3araapHEHHS MAalOTh MICTOK y MaiOyTHE — sK TpooOpa3
HACTYIIHUX CaMOCTIHHMX TapMOHi3aliii Ta iMmpoBi3amiii Ha OCHOBI
GONBKIOPHUX 3pa3KiB, TaK HEOOXIMHUX y MPAKTHUYHIA BUKOHABCHKIN
JUSAJIBHOCTI.

Bapro Big3Haunti 1me onxHy cdepy miapydyHuka — QirocopchKo-
KOHIENTyalnbHy, 110 Oyma Omu3pka 1 penaktopy A. ['opHATKeBUUY.
3. ITokanko He JuIIe CHCTEMaTH3ye HaBYaJIbHO-METOJUYHUI Matepiai,
a U Qopmymioe meBHI 3acagu (YHKIIOHYBaHHS 1 MalOyTHHOTO PO3BHTKY
Oannypu sk iHctpymenTta. Bin (Itokanko, 1992) posrisinae ko03apcTBO K
«YMHHUK CcUMO103y KyJbTYpHOI HapoJHOi TpaauLii 1 TBOPUOro JAEp3aHHS,
HOBOTBOPEHHSI HAPOAHOTO reHis» (c. 2), a ko03y-0aHnypy fK «crenudiyHuit
IHCTPYMEHTY, 1[0 Ky CBOEMY €BOJIIOIIITHOMY PO3BHUTKY, Y MPOTUIICKHOCTI 10
JIOTHEBUX 1HCTPYMEHTIB, BIJCTYNIaB YUM Jalbllie BT YyHIBepcali3My,
JIOCTOCOBYIOUHCh IO OCOOJMBOIO JIATOHI3MY, 3BYKOPSAJIOBUX JIaJdiB Ta
TapMOHIYHUX TPAIUIIIH, 0 HE BKJIAAAIUCS Y BY3bKl paMKH «yHIBEPCAIbLHOTO»
€BPONENCHKOr0 MaXOpy il MiIHOpPY Ta TEMIIEPOBAHOTO 3BYKOPSY» (C. 4).

3. lllTokanko 3anepedye NO3UTUBHICTh YBEJCHHS XPOMAaTUKU 10 OaHAYpH,
OCKUIBKM BOHA O00EpTAEeThCS «3aTpaTolo  CHeHu(IYHUX MOXKIMBOCTEH
IHCTpyMEeHTa», 30KpeMa AiaToHiKu. OcoOIMBO HEIIaJHO aBTOP CTABUTHCA 10
crnpo0 TpaHCKpUMIiH /uis 6aHAypH, TOMY 110 TBOPU BEJIMKHUX KOMIIO3UTOPIB
MOBUHHI OyTH BMKOHYBaHI B TakKiil IJIONIIMHI M TaKUMHU 3aco0amu, i SIKUX
BOHM OyNnu CTBOpEHi... KOO3apChKe MHCTEITBO HIKOJIM M KOHKYpPYBaTH HE
oyne» (IITokanko, 1992, c. 11).

3a3HauMMoO, IO IUX MIAXOMIB Y BJAcCHIM TBOPYOCTI AOTPUMYETHCS
1 A. TopHATKEBUY, BUKOHYIOUM BHHSATKOBO TpPAIULIAHUN  KOO3apChKHil
pernepTyap, yHUKalO4M NepekyaliB TBOPIB A OaHAypH.

[lepiog, mo wmunHyB micas Buxoxy «KoO3apchkoro miapydyHUKa»
3. llITokanka, MOXHa BIEBHEHO HA3BaTH TaKUM, IO MIATBEPAUB CIOIBAHHS
fioro aBTOpa Ta peAaKTOpa-BUAABL Ha MOBEPHEHHs MOOYTYBaHHS XapKiBChKOI
O6annypu B YkpaiHi. BigpomkeHna xapkiBcbka OaHmypa, 3aBASKH Mpodecopy
B. I'epacumenky Ta ioro yuHsm — T.JlazypkeBuuy, O. Co3aHCbKOMY,
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. T'y6’axy, b.barmaro — nepeKoHJIMBO JIEMOHCTPYE IIUPOKI TEXHIYHI Ta
XYIA0KHbO-BHPA30Bl MOMIIMBOCTI 1HCTpyMEHTa. A s BCIX BHKOHABIIIB
OaHOypHCTIB 1 IIaHyBaJbHHUKIB OanmgypHoro wuctenTBa «KoO3apcbkuii
nigpyunuk» 3. lllTokanka B pemakiii A. ['opHATKEBUYA 3aJTUIIAETHCS I[IHHUM
JOKEpPEIOM TEOPETHUYHUX 1 MPAKTUYHUX 3HAHb.

Ineeto HacTymHOoro BuAaHHS pernepryapHoro gopoOky 3. llrokanka
ciyryBaia po3moBa A. ['opHsTKeBHYA 3 BIIOMUM YKPaiHCHKUM OaHIypHUCTOM
Annpiem booupem. I B 1997 p. A. 'OpHATKEBUY MNpEICTAaBUB MHUCTCIIBKY,
30KpeMa My3U4YHO-BUKOHABChKY criaauuHy 3iHoBis LlITokanka y 3penaroBaHiii
1 mAroToBNEHIN 10 ApyKy 30ipui m’ec s O6anaypu «Ko63a» (IllTokanko,
1997). [i Bumanns 3aificauB Kanaacekuit iHCTUTYT yKpaiHcbkux cTyaiil (KIYC)
Ha OCHOBI apXiBy YHiBepcUTETy ANbOEpTH, /i€ 3HAXOIUIINCSI HOTHI PYKOIHCH
[Hrokanka. 30IpHUK OXOIUIIOE TBOPH, 110 MOBUHHI Oyl BBIWTH 10 BUAAHHS
1939-1941 pp. (sike, Ha xanb, HE peani3yBajlocs) Ta aBTOPCHKUM perepTyap
nepiogy HiMmeubkoi okynamii (1941-1944). Jlo peui, moyaTkoBO 30ipHUK
3amM0oBUB Haponuuii komicapiat ocBiTH YKpaiHU, BUCOKO OI[IHIOIOUU TEXHIKY
rpu O6annypucta (FopustkeBuy, 2000, c. 14). Martepiaiom ans oOGpoOok
[lTokanka cranu miceHHi 306ipauku 30—40-x pp., BUugaHi B Ykpaini. [IpoTe BiH
TBOPUYO TMEPEOCMHUCIIOE X, BUKOPUCTOBYIOUH JIMIIE MEJIOJUYHI KOHTYpPHU Ta
TEKCT OpUTriHaNy, JOJAI0YM BapiaHTH IHCTPYMEHTAJIBLHOTO CYIPOBOY,
OCKUTbKU BBakaB HEOOXITHUM JUIs npodeciiiHoro 6aHayprcTa BMiHHS KOXKEH
pa3 TMO-HOBOMY TJIYMAuuTH NHUCHMOBO OQOPMIICHHHA TBIp, YHOCHUTH JO
TPAAUIIIAHOTO KOO3apChKOTO BHKOHAHHS MOMEHTH  IMIIPOBI3aliHOCTI
(IITokanko, 1997, c. 7).

Penepryap 30ipHUKAa OXOIUIIOE 1 THUIOBO KOO3apchKl >KaHpPH (IyMH,
ICTOpUYHI, KO3allbKi, )KapTIBJIMB] Ta CATUPUYHI IICHI, KAaHTH), 1 MIUPOKE KOJIO
pI3HOXapaKTepHUX HAPOAHMX IICEHb (KOIHMCKOBI, PO KOXAHHS, PO MAaHIIUHY,
3aCTUIbHI, TaHILIOBAIbHI, JITEPaTypHOro TOXO/DKEHHsS TOIlo), Oanaf,
IHCTpYMEHTAJIHUX MeNoAii. ¥Ycboro 30ipHUK BMimLye Ounbiie 130 TBopiB. Yci
ui TBopu Oynu posmudpoBani A. ['opHATKEBHMYEM 3 pYKONHCIB Ta
CHCTEMaTH30BaHi 3a )KaHPaMH 1 TEMATHUKOIO.

Jlnst mepeocMuceHHs 3pa3KiB TPAIUIIMHOTO KOO3apChKOTO pemnepryapy
3. llITokanko BukopucTaB mepeBaxxHO 3anucu M. Jlucenka, @. Koneccn,
A. Komimincekoro, K. KBitku, 3miicmeni Bim koO3apiB  O. Bepecas,
M. KpaBuenka, I'. 'onuapenka, [1. Hocaua. ¥V nux o6po6xax [llTokanko 6111
Cy4acHO TPAKTy€ IHCTPYMEHT, BUKOPUCTOBYE HOTO MOBHUMU Jiana3zoH (y JiBid
1 TpaBiil pyui), HOBITHI HpUHOMH Tpu (TaMo- Ta aprepKiononaiOH1 macaxi,
PI3HOMaHITHY MEeJI3MaTHKY, aKOPAOBY 1 IHTEpBaJIbHY TEXHIKY) 3 HEOOX1THUMU
MO3HAUYEHHSAMH Ta allIiIKaTYpHUMHU BKa31BKaMH.

Haii6inbiry BUKOHABChKY NMPAKTUYHY I[IHHICTH 30ipHUKA JAJIs CYy4acHOTO
OaHyprcTa CTAaHOBWIM TpaauliiiHI K003apchki xaHpu — nymu («IIpo xo3aka
['onoty», «IIpo Onekcist [TonoBuvay), kantu («IIpo mpaBay», «Cupitka», «I1po
Crpamauii cya»), catupuuni micHl («Kucimb», «[Ipo Xomy Ta Spemy»,
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«/IBOpsiHKA»), OCKIJIBKM 3alpOIOHOBaHI 3pa3Kyd B HaBUAIbHIA 1 KOHIIEPTHIN
Jiteparypi ans 6anaypu B YKpaiHi paJssHCHKOTO Mepioay He IPYKYBaJUCS.

A. TopHsTKeBHY 3rajlye: «3a HayKy Haml KBapteT (Horo yuHiB — B. /[.)
perensHo matuB LllTokankoBi, ajxe Te, M0 BiH HaM JaB, Majio OE3MEKHO
OUTBIIYy BapTICTh, AKY Hi 3a fIKi rpolli He KynuTu». | mami: «Y4Hi 3aBXau
OyBalOTh OOpKHUKAaMH Yy CBOIX HACTaBHUKIB, 1 Trajaip, M0, BUIABIIH
«Kob63apcpkuii miapydHuk» (nepexian i opurinan) i «Ko63y», s cruiaTuB Mamy
YaCTHHY MOPAJIBHOTO OOpry, 110 Maro CYMpOTH CBOTO MaHOTI» (["opHsATKeBNY,
2017, c. 10).

Crin nopatu, mo A. I'OpHATKEBUYY HAJICKUTh TAKOXK 17€s1 BIOPSAKYBAaHHS
MOBHOTO 3ByKo3amucHoro apxiBy 3. llltokanka, sikuii OyB onudpoBaHuit
i ckomroHoBaHuii Ha 10 gUCKax BIATOBIAHO /0 BHKOHABCHKUX KAaHPIB Ha
noyatky 2000-x pp. AHaii3 3amuciB OaHIypHCTa Ja€ MiACTaBH 3TPYINyBaTH
tBOpuicTh 3. IlITOKanka 3a TAKMMHU O3HAKAaMH: BHJ] BUKOHABCTBA (COJNBHUH 41
aHcam0OmeBuit), )kaHp (BOKaJIbHO-IHCTPYMEHTAJIbHI Ta IHCTPYMEHTaJIbHI TBOPH ),
cepenoBuile MOOYTYBaHHS OpHriHamy (TpaaMiiiiHi kK003apChKi YW CBITCBHKI
MiCHI), KaTeropis ompaitoBaHHA (OOpOOKM 4YM OpHUTiHAIBHI KOMITO3HIIIT).
BinnoBigHO 10 LUX KpUTEPIiB MOKHA PO3MOJUIMTH TBOPUYMHA penepTyapHHU
nopoboxk Illtokanka Ha BOKaJdbHO-IHCTpYMEHTaNbHUN (CONBHI M aHcamOieBi
KOMIO3UIT TPAIUIIIIHOTO 1 CBITCHKOTO CIIPSMYBaHHS, 3/1MCHEHI K 00poOKH
HapOJIHOIICEHHUX Ta €MIYHUX 3pa3KiB, a TAKOX KUIbKa 3pa3KiB OpPUTIHAIBHOI
TBOPYOCTI) Ta  IHCTPYMEHT&JIbHUH  (COJIBHI  TBOpU  TPaTULIHHOIO
1 HOBaTOPCHKOTO HAIPsMIB, OLIBIIOI0 MIPOIO SIK OpUTiHAJIbHA TBOPYICTD,
MEHIIO0 — sIKk 00poOkn) (Ayruak, 2013, c. 297-298).

A. T'opHATKEBUY HEOHOPA30BO BUCTYIAB 3 HABYAJIIbHUMH JIEKILISIMU TTEpe]
CTYACHTAaMH Ta OXOYMMH BHUBYMTH Tpy Ha Oanaypi. Bmitky 1981 p. Ha
3anpouieHHss B. Kuractoro, BiH O6paB ydacTh y Tabopi 1HCTPYKTOPIB I'pU Ha
O6annypi (ko63apcekuit Tabip «Bandura Commando Training Camp») Ha
«ibpoBi», mo mnobmuzy [erpoity. A.[OpHATKEBHY cTaB 1HINIATOPOM
NPOBENIEHHS 00ps0i6 ginuanHa 3 6andypolo B Tabopax TOTrO K 1 HACTYMHUX
pokiB (I'opusatkesuy, 2017, c. 15).

3a cnpusuHs Dynpanii Ykpaincekoro BimeHoro yniepcurery (YBY)
B Mronxeni Ta ii ronosu mpogecopa Ilerpa Tos, Bupomosxk 1984—-1990 pp.
BiZIOyNIUCS aKpeAMTOBaHI Kypcu KOO3apchbKOro MucreuTBa. B pi3Hi poku Ha
Kypcax BUKnazamu Gammypuctd i3 Hero-Hopkcekoi IIkomn ko63apchKoro
mucrenrsa JI. Hopua, H. ['onuapenko, B. Kuractuii. ¥ 1986 p. npu YBY kypc
O6aHgypucTiB BiAOyBcs MiJ KepiBHUUTBOM A. ['OpHATKEBHYA IIiJl HAa3BOIO
«[lopiBHstbHMN (onbkiop. YKpaiHChKi aymu». OKpiM HpakTUYHOI I'pu Ha
0aHIypi, YYaCHUKHM KypCYy CIyXaJd ¥ aHai3yBaJld OKpeMi JYyMOBI 3pa3ku —
TekcTH i 3anucu (dyrtuak, 2013, c. 229).

Cepen yuHiB A. T'opHATKeBHMuYa OyJI0 YHMMano IMpPEICTaBHUKIB PI3HUX
HallloHaJIbHOCTEH, 30kpema, srnoHeub Yapni Cykyma, SKH CTaB BiJOMHUM
BHUKOHABIIEM Ha OaHTypi.
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[TyGmikyBaBcsi A. ['opHsATKeBUY y 0ararboX MEpIOJUYHUX HAYKOBHX
BugaHHsAX Ykpainu, Kanaau, CIIIA, OpaB yyacTb y YMCIIEHHHX MI>KHApOJHUX
HAYKOBHX KOHq)epeHumx B Ykpaini (Kuis, fnra, {ninpo, [Ban- CDpaHKlBCLK Ta
in.) i 3a xopmosom. Moro crarri y xypuanax «bammypa» (Hero-Hopx),
«[lam’sTkm Yipainny, «Haponna TBopuicTs Ta eTHOrpadis», «MOBO3HABCTBO»
(KuiB) 3aBxau Bpakajdn HOBH3HOIO iH(OpMAIlil Ta MOCTAHOBKOIO aKTyaJIbHOI
poOJIeMaTUKH.

Tematuka nociimkenb A. IOpHATKEBUYA MEPEBAKHO OXOIUTIOE BUBYECHHS
TPaaUIIHHOTO K003apcTBa — MOXOJKEHHS 1HCTPYMEHTa, Horo crpiid, Gopmy,
peneptyap. Sk ¢inonor, BiH 3IMIUB I[IKaBi CIIOCTEPEKEHHS PO JIEOINCHKY
MOBY K003apiB, YKIaB YyKpaiHCBKO-TEOIMCHKUI Ta 11e0iiChKO-yKpPaiTHCHKUI
cinoBHUKH ([opusatkeBud, 1993b; 1993c). Sk mpomaraHgucT TBOPUYOCTI
ITokanka, y4eHWH 3IICHUB BaXJIMBI y3araJlbHEHHS MPO HOTo MY3W4HI
3BYKO3AIMCH, OPUTIHAIH SIKUX 3HAXOAAThCS B EMOHTOHI, ccTeMaTn3yBaB ix
3a YKaHpaMHM, KJIacU(iKyBaB 3a XPOHOJIOTIEI0, 3alPONIOHYBAaB MY3UKO3HAaBUMUN
anani3. IlepconidikoBani po6otu A.['OpHATKEBHMYA MPHUCBSIYCHI BiJIOMHUM
O6annypucram giacnopu — I'. Kutacromy, 3. Hltokanky, M. Tenizi, B. €wmito,
B. FOpkeBuuy, P. JIepunbkomy, P. BoutopkiBy Ta iH. BiH He cTOITh OCTOPOHD
CKJIQJIHUX TMHTAaHb CY4YaCHOCTI — Micusl W poii KoO3apcTBa B Cy4acHOMY
BUXOBAaHHI MOJIOJI, pOJIi JKIHKM B Cy4acHOMY OaHIypHOMY MHCTELTBI,
MaHJIpIBHOI'O XapakTepy KoO3apcTBa B MHUHYJIOMY H CBOTOJICHHI, 3acal
(dopMyBaHHS penepTyapy BHUKOHAaBIIiB-OaHAYpPUCTIB, PO3BUTKY OaHIypHOIO
muctenTsa B niacropi (I'opusarkesud, 1980-2009).

A. TopHATKEeBHY JOJTYYMBCS 1 JIO MPOLECIB YAOCKOHAJIEHHS KOHCTPYKIIT
6annypu. JlojgeHocHOIO cTana Horo 3ycTpid 3 BiJOMHM MaicTpOM MY3HMYHHUX
iHcTpymeHTiB Kenom buiymom (Ken Bloom) 31 CIHA (Hyrtuak, 2013,
c.216-217). Y 1972 p., micast BUNIAJAKOBOTO oriAay (oTo i MpociIyXOoBYBaHHS
My3u4HOi riaTiBku B Can-@panuucko, Ken biym 3axoruitoeTsest XapKiBCbKOIO
6aHaypoto, ii TeMOpoM Ta crnennpiyHoro Gopmoro. CrpoOyBaBIIM BiATBOPUTH
Iponopuii 3a MaJTIOHKOM Ha IJIATIBIl, BIH KOHCTPYIO€ 1HCTPYMEHT. 31 CBOEIO
nepuioro 6anryporo Ken biiym mouas BucTynaTu ik My3uKaHT-apTHCT, BiJIBi/1aB
micta Kanagu ta CIIA, BucTynaB Ha QecTUBaIsIX, Iparoud Ha Oaratbox
iHcTpy™MeHTax. Ilicns 3HaitomcTBa 3 mpodecopom A. I'opHATKEBUYEM 1 MTiJ] HOro
kepiBHULITBOM Ken biym BuBuae ictTopito 6aH1ypH, CIOCOOH I'pH, KOHCTPYKIIi,
penepryap TpaaULiMHUX BHUKOHABLIB TOLIO. AHApiM ['OpHATKEBUY MOpaauB
Keny baymy noixatu no [erpoiita, ocepenky Kamemnu OanmypucTiB iMmeHi
T. [lleBuenka. Came Tam biaym orpumap mepmii Jekiii rpu Ha OaHAypi BiX
O6annypucra-serepana ['puropis Haszapenka, unena mnepmioi IlonTaBcbkoi
Karnenu i yuns ['Hara XoTkeBuya. Takos BiH 3yCTpiBCs 3 MalCTpaMH Karlenu —
O. Ilpuitmakom, M. JlickiBebkum, I1. 1 O. I'onyapenkamu.

I3 1975 p., BUTrOTOBUBIIM XapKiBCHKO-NOJATaBCbKY Oanaypy, K. baym
posnodaB mponaryBatu 1ei iHctpymeHT y Kawnami ta CIIA. Biaroni BiH
IHTEHCUBHO J1a€ KOHIIEPTH # JIeKLii B KOJIE/PKaxX Ta YHIBEpPCUTETax, Ha Kypcax
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HapOJHOI My3HUKH, B YKPalHCbKOMY MY3UYHOMY
incruryri Amepuku (Heio-Hopx). Ha npoxauus
O6anaypuctiB [lIkomn kK003apchKOr0 MHUCTEITBA
Hplo-Mopky Briym 3maiictpyBaB Ganmypy s
JITed MOJIOJIIOTO BIKYy, 3pY4YHY 3a PO3MIpOM
1 IOCTYIIHY 3a IIHOI0, MOBHOI[IHHUI MYy3UYHUN
IHCTpYMEHT, SIKMH  3aJ0BOJILHSB  MOTpEOU
JUTUHHU-TIOYATKIBI 1 JIaBaB 3MOTY PO3MOYATH
B MOJIOJIOMY BiIll PO3BUTOK TEXHIKH TpH. [3
1983 p. quTsunx GaHayp BupoOsieHo moHam 30 —
s komn koG3apcbkoro mucrentBa Hbro-
Mopxy, npusataux oci6 ta Inctutyry cB. IBana
B Enmonroni (Kanana), ne mitom 1986 p. 24 yuni
BikOM Bix 6 1012 pokiB po3moyalyd HayKy Ha
Oannypi. barato 3 HUX YyXKe CTyAeHTaMu
npojioBXKyBayu 3aiimarucs B A. ['opHsTKeBHuYa,
AKUW 3rafye: «MaiXe KOXKHOIO pasy, K MH
3 briymom 3yctpivanucs, BiH MaB SIKyCh HOBY
OaHypy, PO3YMIEThCS, BIIACHOT OYI0BHY, OCKUIBKHM TIOCTIHHO YOCKOHAIIOBAB
ix (I'opasTkeBuy, 2017, c. 13).

Hocnigauk 13 CHIA Jlix Hikomns, skuii IikaBUBCSI KOHCTPYIOBaHHSIM
MY3UYHHX 1HCTPYMEHTIB, TAKOX 3a CIIpUSHHSA i fonomororo A. ['opHsTKeBHYa
BUT'OTOBUB 3pa30K 0aHAYypH CTApOCBITCHKOTO TUITY, 1€ OyJIM BUKOPHUCTaHI IIHHI
MOpPOJIM JIepeBa, 30KpeMa KaHAJICbKOTO KJIEHY, 1 HEHJIIOHOBI CTPYHM — SK
HOPOTOTHI CTapOBUHHUX XMIbHUX (["opHsTKeBHY, 2017, c. 13-14).

A.TopusarkeBuu sik (isonor OpaB ywacTe y AisuibHOCTI [IpaBomuchoi
komicii HarionanpHoi akanemii Hayk Ykpainm B 1990-x pp., cnpustoun
MOBEPHEHHIO B MIPAKTUKY 3acajl yKpaiHCbKoi opdorpadii.

ChorosHi MHTENb 1 HAYKOBEIb Ha 3aCIy)XEHOMY BIJIIOYMHKY, aje
MPOJIOBKYE KYJIbTYPHO-IIPOCBITHUIBKY [isJbHICTE B EAMOHTOHI, cmiBae
B IIEpKOBHOMY XOpi, JJaJli HaBYae rpu Ha OaHAypi, MapajesibHO Oepe aKTHBHY
y4acThb y TOJITUYHOMY W HAyKOBOMY KMUTTI YKpainu. BiH HeogHOpa3oBO
npui3auB B YKpaiHy SK crocTtepirady Ha BuOopu a0 BepxoBHoi Pamu
i1 [Ipesunenta VYkpainu, 3ailiCHIOBaB 3ycTpidl 3 MOJIOJAWMHU IUIaCTyHaMH,
CHUIKyBaBcsi 3  Kojeramu-Ooanpypuctamu  A. bobupem, B. Kymmerowm,
M. Mommkom, II. Cynpynom, B. Mopmenem, T. Cunenkom, I'. Menky,
T. Jlo6omoro, O. I'epacumenko, T. KommnaniueHKOM Ta iH., @ TAKOXK 3 aBTOPKOIO
i€l cTarTi.

A. TopHATKEBHUY — YJIeH YKPATHCHKHX TPOMAJICBKUX, HAYKOBUX 1 TBOPUYHX
opranizauiii Ta cnuiok — «[lmact», YkpaiHCbkoi BUIBHOI akajiemii Hayk,
HaykoBoro TtoBapuctBa imeni Tapaca IlleBuenka, HamionanpHO1 crHigku
komrno3uTopiB Ykpainu. [Ipo Hporo Oyna 3HsaTa Tenenepenaya «msax 1o ceGen
(1992). Bin Oepe akTHBHY y4yacTb y po30yIOBI HAI[iOHAIHHOTO MHUCTELTBA
1 Hayku. A. ['OpHATKEBUY 3ayBaxkye: «O0aHIypa, K 1 MOKHA OYyJIO CIIOIIBaTHUCH,

Anopii 'opnamxesuy
(Eomonmon, Kanaoa)
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Bionemma /[ymuax ma Anopiu [ 'opuamkesuy (Anma, Yxpaina)

HE cTajia MO€ro npodeciero, 60 Kyau OIblIe mpaili Miiuio B MOBO3HABCTBO, ajle
Te, mpo 1o B 1952-my pomi roai 6ymno W MpidTH, CTaJO JOCUTH MOBAXKHOIO
4acTUHOIO MOTO Tipodeciitnoro xkutts» (IopastkeBuy, 2017, c. 27).

HaykoBy HOBHM3HY po0OTH BH3HA4Ya€ BBEIEHHS 10 HAyKOBOTO O0iry
KOMIUIEKCHOTO aHaii3y 0araroBeKTOpHOi AisibHOCTI A. 'opHATKeBHuA,
cucTeMmaru3aiis MyOmiKaiiid JOCHIIHUKA, Yy3arallbHEHHS WOro HayKOBHX,
BUKOHABCHKHX, POCBITHUIIBKUX 3/J00YTKIB.

BucHoBku. [IpoBeneHnii KOMIUIEKCHUM aHai3 MisJIbHOCTI YKpaiHCBKOTO
BueHoro 1 MuTi 3 Kanagu A. ['opHsTKeBHYA 1aB 3MOTY BUOKPEMUTH 1i OCHOBHI
chepu: HAYKOBY, MHUCTEUBKY, pEIaKTOPChKY, HaBYaJbHY, TPOMaJICHKO-
NpOCBITHULIBKY. BaxnuBuil BHecok A. ['opHsATKeBHYA B OaHIypHE MHCTELTBO
Vkpainu Ta 3apyOidoks peani3oBaHUI 3aBISKH BHKOHABCBHKiM, OCBITHBO-
METOANYHIH, HayKOBif, KOHCTPYKTOPCHKIM JisSUTBHOCTI.

3aBnsxu A. I'opuarkeBuuy B Kanani i1 CIIIA, a napanensHo i B YkpaiHi,
Oynau 3IIMCHEH! BaXJIMBI KPOKU Yy CIpaBl BUTOTOBJIEHHS I1HCTPYMEHTIB
(Ganaypu), 30epexeHHI0 1 XapKiBCbKOTO THITY, MOMYJsSpHU3alii TpaJIulifHOro
KoO3apcTBa 3 HOro yHIKaabHOKO (Qiocodiero 1 pernepryapoM, MOIIUPEH]
BIJIOMOCTI TPO MY3UYHY 1 METOAMYHY CHAJIIMHY BIiJOMOro OaHIypuCTa-
BipTyo3a XX crt. 3iHoBis LlITokanka.

HayxoBo-anamituyHi CTaTTI A. T'opHsiTKeBHYa y3arajibHIOKTh
1 HOLIMPIOIOTh BIJOMOCTI MPO KOO3apcTBO Ta HWOro TpaaMilii, 30KpeMa IMpo
o0psiiu «BIHYaHHSA 3 OaHIypOIO», «BU3BUIKM», BUKOPUCTAHHS BHYTPIIIHBO-
1IEXOBOI JIeO1MCbKOi MOBH, CIIPUSIOUH MPEJICTABICHHIO YKPaiHCHKOI KYIbTYpHU
y CBITI.
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ARTISTIC AND SCIENTIFIC ACTIVITY
OF ANDRIJ HORNJATKEVYC (CANADA) IN THE CONTEXT
OF BANDURA ART DEVELOPMENT
IN UKRAINE AND AMONG DIASPORA

This article deals with generalized analysis of artistic and scientific activity by
famous performer and researcher from Canada — Andrij Hornjatkevy¢ (Edmonton), in
context of bandura art development in Ukraine and abroad. This article deals with the
complex analysis of Andrij Hornjatkevy¢ 's multi-vectoral activity, based on the
research and popularization of kobzar art of past and present times. The phases of his
life path and professional development, activity in spheres of Ukrainian language
research, Ukrainian oral and music folklore, traditions of authentic kobzar movement,
popularization of epic kobzar repertoire are being pointed out, and this is the first time
for the information to be entered in scientific circulation as introductory research.

The methodology of the study encompasses historical, systemic, axiological,
cultural lens approaches and corresponding specific techniques of scientific
knowledge: historical and chronological, systematic classification methods etc.
Among priority subjects of scientific researches by Andrij Hornjatkevy¢ there are past
and modern kobzar movements, especially about kobza-bandura, traditional kobzar art,
articles-potraits of Ukrainian diaspora artistic personalities — Zinoviy Shtokalko,
Hryhoriy Kytasty, Mykhaylo Teliha. These topics are being analyzed. Publication cycle
about Lebian language, its meaning, interpretative dictionaries are also being reviewed.

Andrij Hornjatkevy¢’s contribution to the decryption and editing of Zinoviy
Shtokalko’s methodical and repertoire manuscripts, publishing preparations and issue
of «A Kobzar Handbook» — «Kobzarskyi pidruchnyk» (1992) and music sheet
collection «Kobzay (2002), and also the research and generalization of sound recording
activity and legacy of this bandura player are being noted.

The general characteristics of Andrij Hornjatkevyc’s personal repertoire as
musician-performeris are being made. It covers traditional genres of kobzar
movement — dumas, historical songs, instrumental melodies.

Simultaneously, personal features of Andrij Hornjatkevy¢ as a member of
Ukrainian community, scientific and artistic organizations and unions — «Plast»,
Ukrainian Free Academy of Sciences, Shevchenko Scientific Society, Ukrainian
National Composers’ Union are being underlined

Key words: Andrij HornjatkevyC, kobzar movement, bandura art of diaspora,
Zinoviy Shtokalko, Kobzar repertoire, Lebian kobzar language.
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TBOPYUECKAS U HAYUYHASA JEATEJBHOCTD
AHJIAPESA TI'OPHATKEBUYA (KAHAJJA) B KOHTEKCTE PASBUTUA
BAHAYPHOI'O HCKYCCTBA YKPAUHBI U ITNACIIOPBI

B cratee mpemmaraercs OOOOIIEHHBIA aHAM3 XYyJOXKECTBEHHOTO M HAYYHOTO
TBOPYECTBA U3BECTHOIO UCIIOHUTENS U uccaenonarens u3 Kanagsl Annpes I opHsiTkeBr4a
(DIMOHTOH) B KOHTEKCTE aKTyaln3aliy UCCISOBAHUS PAa3BUTH OaHIypHOTO FICKYCCTBA
B YKpaune u 3apyoexbe. Llenbro cTaTby sBisieTcs KOMIUIEKCHBIA aHAIN3 Pa3HOBEKTOPHON
nestenbHOCTH  AHapes  loprsitkeBnua — (Kanaga) B HampaBieHMH — M3ydYeHUS
Y TIOTYJIAPU3aLMK KOO3apCKOro MCKYCCTBA IPOLIIONO M COBPEMEHHOCTH. MeTOmO0I0orHio
HCCIIEOBAHUS OMpENENAIOT  HUCTOPUYECKHH, CHUCTEMHBIM, AKCHUOJIOTUYECKUM,
KyJIbTYPOJIOTMUECKUI TIOXOIBI U COOTBETCTBYIOIINE UM KOHKPETHBIE METO/bI HaydHOTO
MCCIIEZIOBAHUSI: HICTOPUKO XPOHOJIOTMYECKHH, CHCTEMHOM KilacCu(UKaLHu.

Beigenensl atanbl €ro JKU3HEHHOTO ¥ MPO()eCCHOHAIBLHOIO TIYTH, JESTETbHOCTD
B cepax KCCIIENIOBaHMS YKPAMHCKOTO $3bIKA, YKPAaMHCKOTO YCTHOTO JIUTEpaTypHOrO
Y My3bIKUIBHOTO (DONBKIIOpA, TPAIULMK ayTEeHTHYHOrO KO0O03apCTBa, MOIYJISPU3ALMU
SMMYECKHUX JKaHPOB KOO3apCKOro perepryapa M T. M., KOTOPBIE BIIEPBBIC BBOASATCS
B HaY4HBII 000POT M COCTABJISIOT HOBH3HY HCCIIEIOBAHHSL.

[poananu3npoBaHa MPUOPUTETHAS TEMATHKA HAYYHBIX M3bICKaHUH A. I OpHITKEeBIYA
OTHOCHTENIBHO K0O3apcTBa MPOLUIOr0 M HACTOALIETO, B YaCTHOCTH O KoO3e-OaHmype,
TPaJMIIMOHHOM KOO33apCKOM HCKYCCTBE, CTaThbH-TIOPTPETHl TBOPYECKHX JIMIHOCTEH
YKpauHCKOU auactopsl — 3uHoBus [lTokanka, ['puropus Kurtactoro, Muxamna Temmry;
LIUKJT ITyOJIMKALMi O JIEOUICKOM SI3bIKE, €r0 3HAUCHHH, CIIOBAPH-TIEPEBOTUMKH U JP.

Ormeuen Briian A. ['opHsaTKeBHY B pacimdpoBKe ¥ peaaKTUPOBAHHUS METOMIECKUX
U penepryapHbIx pykonwrcedl 3uHoBHs llIToKanka, MOArOTOBKE K IeYaTH M W3IAHUS €T0
«Kob3apckoro yueOnuka» (1992) m HoTHOro cOopHmka «Kobza» (2002), a Tarke
MCCIE0BaHM ¥ 0000ILEHHS 3BYKO3AIMCHIBAIOIIEH IEITEIBHOCTH M HacTears OaHIypucTa.

OcymectieHa o0mias XapakTepucTHKa perepTyapa A. [opHATKeBHYa Kak
MY3BIKQHTA-FICTIOTHATENST, KOTOPBIM OXBAThIBAET TPAJWIIMOHHBIE XaHPHI KOO3apcTBa —
JTyMBI, AICTOPHYECKHE NIECHH, MHCTPYMEHTAJIbHBIE MEJIOTUHL.

[NapasnenbHo ToTYepKUBAIOTCS IMYHOCTHBIE 4epThl AHpes | OpHATKeBHYa KaK dieHa
YKPaUHCKHX OOIIECTBEHHBIX, HAYUHBIX U TBOPUYECKHX OpraHM3alkid U coro30B — «[lmacty,
YKpauHCKoi cBOOOHOH akasiemMun Hayk, HayuHoro oOmectBa nmenn Tapaca IlleBuenko,
HanmoHnansHOro coro3a KOMIO3UTOPOB Y KpavHbl.

Kniouesvie cnoea: Anmpeit 1'opHATKEBHY, K003apcTBO, OaHIypHOE WCKYCCTBO
Jmacnopsl, 3uHoBuii LLITokanko, ko03apckuii penepryap, JEOUICKHI S3BIK KOO3apen.
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ASTOR PIAZZOLLA’S CREATIVE ACTIVITY
REPRESENTATION IN GUITAR ART
OF THE LATE 20" AND EARLY 215T CENTURIES

The article focuses on the personalized genre and style approach to the analysis of
Latin American composers’ artistic activity for the guitar, which gained universal
acclaim and popularity in academic music culture. The background context for the
following analysis causes the necessity in thorough learning of Latin American
composers’ creative activity for the guitar as an inseparable part of Latin American
music. The author highlights the peculiarities of the main forms and genres of guitar
works by Argentinian composer Astor Piazzolla. There has been defined the linkage
between guitar works and major style tendencies of Latin American music in the 20™
century. Contemporary performance practice is being observed together with the
examples of guitar redeeming by Astor Piazzolla. Scientific novelty consists in
identifying the relevance of his creative activity and importance of his phenomenal
creativity in combining genres of light and classical music in a modern guitar repertoire.
Main scientific approaches, which have been presented in the article, are as follows:
historic and cultural (to analyze the context of composition creating for the guitar),
source-based method (to define notes and sound sources of the research), personality-
theory (to analyze separate performers’ contribution to the representation of
composers’ creative activity). Astor Piazzolla’s creative activity is based on the
analysis of notes score and audios for the guitar by contemporary musicians,
determining genre range as well as style characteristics.

Creativity of Astor Pjaccolli, his unique performing style, a combination of
authentic musical traditions of folk music and new musical images significantly
influenced the development of guitar art, in particular, expanded the performing
pedagogical and concert repertoire of guitarists.

Key words: Astor Piazzolla, Latin American music, Argentinean tango, guitar
performance, composer’s creative activity for the guitar, genre-style characteristics,
“Nuevo tango”.

Introduction. Latin American music — (Spanish musicalatinoamericana) —
a general name for musical styles and genres typical for Latin America, it also
refers to those who originate from there as well. Music culture of Latin America
historically formed on the grounds of American (Indian), European (initially
Spanish and Portuguese) and African sources. The importance and influence of
any of them has reflected differently in diverse regions of the continent —
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depending on the level of Indian culture, Afro-American population quantity
and participation, the links of the region with metropolis, economic, political,
cultural development, and other reasons of historic character. At the same time,
these three genetic trends are clearly seen in the structure of contemporary folk
Latin American music. Here we can define, accordingly, Indian, Creolian and
Afro-American music alongside with the range of interim “layers”. Out of these
components, only Indian belongs to the local one, and considered authentic;
Creolian and Afro-American music are comparatively young. They were
formed in the 16-18" century; their contemporary stylistic features emerged
approximately at the end of the 19 century. Latin American music is a complex
phenomenon,; its topicality is caused by the need to increase the knowledge of
world music culture. Equally significant and important is to introduce the data
and creative activity analysis about Latin American composers-representatives
to the scientific usage.

At the turn of the 20-21th centuries Latin American writers, artists,
architects gained world recognition. The works by such composers as Heitor
Villa-Lobos in Brazil, Alberto Evaristo Ginastera in Argentina testify the fact
that Latin American music culture reached its academic level and the ability to
create musical artistic values of universal significance.

It was much more difficult for academic music to penetrate intothe world
music life of Latin America. The works by Latin American composers in
performing art occurred infrequently. The reason for it was geographic
remoteness of the region, the lack of culture relations, with residual offer from
the competitors from more developed countries, and the conservative views of
performers and audience that would prefer conventional classics.

It is worth admitting, that Latin American music contribution to the world
music has not been properly appreciated. There is no general and historic idea
about Latin American composers’ creativity for the guitar, although their
artwork has already appealed to both performers-composers and audience.

Latin American music, unfortunately, has not been introduced to the
Ukrainian scientific researchers. The most sufficient analysis was done by
Russian scholars, such as V. Konen, 1. Kryazheva, P. Pichugin — in general
scope, and also by the authors dealing with the artwork of E. Villa-Lobos
(Z. Kartasheva), M. de Falla (I. Martynov), A. Piazzolla (O. Nikolaev). The
general tendencies of Latin American music development are observed by the
authors of general case study “The Music of Latin American Countries” etc.
The information about Latin American composers’ creative activity for the
guitar, in particular, has firstly been introduced to the scientific usage mostly in
Russian, English and Spanish sources.

The theoretical background of the article stands in the scientific approaches
of the researches by Nataliya Kalashnikova, Peter Klement, James Rill. The
source analysis of Astor Piazzolla’s creative work for the guitar are notes scores
and audios, electronic portal content “Guitarists and Composers” etc. The main
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scientific methods, that have been represented in the paper, are historic and
cultural (to analyze the context of guitar works creation), source-related (to
define notes and sound sources of expertise), personality-theory (to analyze
separate performers’ contribution to the contemporary representation of the
composer’s creative activity). In the given research the guitar constituent of
Astor Piazzolla’s creativity is singled out and analyzed, which constitutes its
novelty.

The aim of the article is a complex analysis of the input made by Astor
Piazzolla to guitar art of the late 20" — early 21%' centuries from the perspective
of his compositions and their representation. The following tasks are performed:
specifying general artistic merits of Latin American composers for the guitar,
defining genre scope as well as style characteristics of the works for the guitar
of the Argentinian composer Astor Piazzolla, its update observation to enrich
contemporary repertoire of guitar performance; peculiarities of artistic manner
and representation of modern guitarists.

Major material presentation. While reflecting upon national heritage as
a systematic phenomenon, the peoples become aware of their cultural unity; the
comparative study of national art traditions and customs gets special
significance. Consequently, it contributes to the global art. Globalization has
invaded all spheres of the life, and makes necessary to study Latin American
composers’ creative work for the guitar as an essential part of the global culture.

Music creative activity of Latin America has been developing according to
the general educational laws, although this development faces a range of
specific issues, derived from special, unique historical conditions belonging to
its formation. These problems refer to historic cultural diversity. In Europe, the
process of appearing and emerging national composers’ schools is old enough,
in comparison with Latin American continent, where it became active only at
the end of the 19" - the beginning of the 20™ century. A typical feature of it
stands in the fact that it goes under great influence of various universal trends
which affect greatly the manifestations of national origin in composers’ creative
activity. Under such circumstances, the problematic of Latin American
professional music lies in national distinctiveness, the ratio of national to
international. Still the main characteristic of Latin American music is
considered incomparable in its extent process of penetration of different
cultures’ elements, symbiosis, where various genetic roots of Iberoamerican
music art, that create some unity without losing its individual features. Due to
the creative activity of many composers and virtuosos of the guitar art new
mainstreams and tendencies appeared. Here are some names from this list:

Argentina: Maria Luisa Anido (1907-1996) — an author and arranger of
many works based on Indian folk; Jorge Morel (was born in 1931) —a composer
and guitarist, whose melodies and arrangements were performed by many
prominent guitarists; Alberto Evaristo Ginastera (1916-1983) — used unique
composer’s techniques and aleatoric in his performance, he is the author of one
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of the most complex works to play; Jorge Ruben Cardoso (was born in 1949) —
famous for being an exceptional guitarist, composer and educator; Julio
Salvador Sagreras (1879-1942) — an Argentinian classic guitarist and
composer, the founder and the first president of Argentinian Guitarists’
Association.

Brazil: Heitor Villa-Lobos (1997-1959) — a prominent composer,
conductor, educator, synthetized modern rhythms and consonance with folk art
of Brazilian Indians and Afro-Americans. Francisco Mignone (1897-1986) is
one of the most active propagandists of national music of Brazil; Arnaldo
Freire (1968) — a Brazilian composer, guitarist, educator, producer, synthetizes
folk rhythms with post tones techniques, exquisite counterpoints and
extraordinary instrumenting.

Leovigildo Brouver (was born in 1939) — is one of the most prominent
Cuban composers and guitarists, a conductor, the author of the unique works of
different styles of aleatory and avant-garde compositions, based on Afro-Cuban
rhythms, decorated by classical, sophisticated harmony.

Manuel Ponce (1882-1948) — a leading Mexican composer, conductor,
pianist and educator. The author of numerous works, full of bright national color
for different instruments of chamber and symphonic genre.

Agustin Barrios Mangori (1885-1944) — a genius Paraguayan composer
as well as a guitarist-class act. He managed to increase guitar’s capacity by
creating new type of music for the guitar-solo in terms of functional harmony.

A peculiar artistic discovery, at the intersection of light and academic
music, has appeared. It is the music by Argentinian composer Astor Piazzolla
(March, 11" 1921 — July, 4™ 1992), Argentinian musician and composer of the
second part of the 20" century. Piazzolla’s creative activity is a constant internal
controversy, revolution changes and strive for academic performance, sensitive
tango rhythms and classical symphonic suites, deep love for traditions and
a great desire to change them.

Piazzolla’s music does not fit fully the so-called conventional frames of the
stylistic tendencies and trends of contemporary music. In the composer’s
creative activity Argentinean, European and American (jazz) traditions
symbiosis takes place. However, he does not use avant-garde techniques. At
first sight, Piazzolla’s music looks available, but in fact, it is rather refined and
professional. As the result of the analysis of the harmony language of the
instrumental plays by A. Piazzolla, we defined the following patterns:

— frequent usage of polyphony of third chords and chords with inducted
and substituting tones;

— crystallization of «tango play, is rich in historical semantics (saraband),
has developed in Piazzolla’s creative activity into «tango symbol»;

— complex techniques’ implementation of jazz music: rhythmic (bosa
nova), structural-harmonic characteristics (parallelism, organ point,
pollyaccords), jazz syntax (sequence, variation repetition of units).
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Piazzolla did not belong to the composers whose music features of
contemporary harmony is presented fully and inclusively. Although his
harmony is difficult to perceive without taking into consideration new laws
typical of the 20™ century music. Everything that has been mentioned about
contemporary harmony can be referred to Piazzolla’s harmony. But it is
rendered differently and individually, moreover it acquired its artistic
significance by the composer. (Fedotova, 2016). Altogether Piazzolla created
750 artworks, including concerts, songs, music to performances and films,
operas and others. However, his music heritage is related to tango. In 1985
Piazzolla was given the title of an honorable citizen of Buenos Aires. His style
was proclaimed to be the style of Tango Nuevo.

Nowadays his works are of considerable interest for many performers. They
have completely turned over traditional tango, representing it in modern
prospective, combined jazz elements and classical music — by means of
implementing new instruments, such as saxophone and electronic guitar, new
harmonious and tuneful structures within the traditional tango. This style
obtained the name Tango Nuevo. Piazzolla’s tango’s interpretation is the music
of worries. A complex drama has been set in it. It is eclectic like contemporary
mode of life. It consists of salon-like music, jazz, retro, classics and modern.
In the 20" century, it was one of the most daring attempts to rethink the idea of
popular musical tradition. Piazzola was not only the master of tango, but also
a reformer, who is able to break stereotypes, a real artist capable of relating his
own creative activity to the musical tradition that had been rejected by him.
Without losing an organic link with the heritage of the past, Piazzolla managed
to enrich it; in his best works he touched the deepest strings of human-being —
a coy action, that no one could realize.

At Piazzolla’s disposal there was the whole range of modern techniques, in
spite of the fact that he did not support the statement that great music must be
hard to perceive. Even the most challenging of his works have never been
boring — availability and almost cinematographic clarity beneficially stand them
out from the majority of «sufficient» works, created by his contemporaries.
Undoubtedly, it explains his great attraction for current performers, who are
eager to serve audience with something «ultramodern» and «easily reflecting»
(The New Republic, 2000). Astor Piazzolla contributed new rhythms and
harmonic intonations to tango, that are easily adapted to the classical guitar.
In early 80s Piazzolla created five extraordinary works for the guitar, and later
some more sufficient, including Tango Suite, for the guitar duet Assada.
Nowadays his «The Tango Story for the Flute and Guitar», «kDouble Concert for
the Bandoneon, Guitar and String Orchestra» go together with the best
composers’ works of the 20" century (The project «Guitarists and Composers»).
The most popular Piazzolla’s works, such as tango «Oblivion», «Libertango,
«Angel’s Deathy, series «Seasons» and others have become the most favorite
ones for the arrangements, transcriptions and interpretations for the guitar.
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Among the arrangers it is worth mentioning B. Tarakanov, A. Nosov,
A. Abraham, B. Soussan, A. Psieto, B. Benites and many others.

«Obliviony is the most common work to perform for the guitar. It is one of
the most traditional tangos by Piazzolla, less jazz, than some of his other well-
known compositions (James Reel). Al Di Meola a famous American guitarist of
Italian origin plays «Oblivion» with harmonious sophistication and bright
sorrow (Al Di Meola Live in Sofia, 2010). Al Di Meola is a guitarist virtuoso,
one of the most influential performers in the world, in 2009 he was included to
the list of the best guitarists of all times by the magazine Classic Rock. The
performer sticks to jazz fusion, an amalgamation of jazz rock, flamenco, Latin
American and Arabian music. He is the holder of the prestigious awards given
by the magazines World Magazine and Guitar Player Magazine, Tomasa
Edisona and German Echo. He was proclaimed the best world’s guitarist and
jazz guitarist 14 times. More than 20 records have gone «golden edition» in the
world. Al Di Meoli’s albums have become the guitar albums of the year for
seven times. He was awarded three prizes for the best guitar trio, which
consisted of Al Di Meola, Paco de Lucia and John Mc Laughlin.

A famous work «Libertango» is a composition in Tango Nuevo style, was
recorded in 1974 in Milan. Its name derives from the word cluster «liberty»
(Spanish Libertad) and «tango» (symbolizing Piazzolla’s work’s transformation
from classic tango to Tango Nuevo). In general, the composition was created in
the form of variations on basso ostinato — strong chords beats in tango rhythms
constantly repeat, making up a kind of platform for infinite improvisation.
While listening to this composition, one can have a feeling that the performers
are constantly improvising — as a result, Piazzolla has obviously been given the
love of audience and peers. (Kalashnikova, 2012). Classic guitarists play this
work with special attention. Thus, Tetyana Ryzhkova a Belorussian performer
represents this work in full and soft sound, exquisite and sensitive musicality,
style elegance and virtuosity. (Libertango by Tatyana’s, 2014). She was born in
Minsk, graduated from Minsk musical college after Glinka and Higher School
of Music after Liszt Ferencz in Weimar (Hochschule fur Musik Franz Liszt
Weimar). The laureate of numerous contests in Belorussia, Russia, Poland and
other countries, the nominee participant at the international festivals in Poland,
Germany, Italy.

The work «Cuatro Estaciones Portefias», known as «Estaciones Portefiasy
or «Four Seasons in Buenos Aires» presents the Suite, makes up four tango
compositions, created by Astor Piazzolla at different periods and under various
circumstances (although the year 1968 of the work done is mentioned),
Piazzolla sometimes performed them together. Having inserted the word
«Portefio» in the name of the composition, Pizzolla hinted on those who was
born and live in Buenos Aires, the capital of Argentina, in a poor area near the
harbor. Piazzolla freely uses the form of the baroque concert, alternating solo
and tutti fragments, combining different music traditions: classics, jazz, Afro-
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Spanish (James Reel). Two tangos belong to the most popular plays from the
series «Las cuatros estaciones portefias» «Verano portefio» and «Primavera
portefia» have been adopted for the guitar.

These and other works by Astor Piazzolla were included into the repertoire
of a Croation and American guitarist and educator Ana Vidovic. The queen of
the guitar, and genius began playing at the age of five inspired by her elder
brother Victor. At eight and eleven, she performed at world contests, and at
thirteen - became the youngest student at the prestigious National musical
academy in Zagreb. She studied under supervision of Professor Istvan Romer
(Ana Vidovic, 2015). Her rendition is very confident, precise and possesses
complexity in performing any passage. Her creative playing conveys musical
plot of the tetralogy: «Verano Portefio», «Milonga Del Angel», «La Muerte Del
Angely, «Primavera Portefia» (Clemente, 2012).

The episode «Invierno Porteno» (Buenos Aires, Winter) was interpreted by
a German guitarist Anika Hutschreuther (Anika Hutschreuther, 2013). The
musician studied at the conservatories in Stuttgart, Kassel (Musical Academy)
and Gamburg, passed the exam with honor. In 2006 she won the first prize at
Concours d’Ufam in Paris, the third award was at «Kita Rika» in Koper,
Slovenia. She performs solo as well as a chamber ensemble member in Germany
and abroad — with Hamburg symphonic orchestra. Teaches in the musical school
after J. Bach in Eisenach. (Waldeckische Landeszeitung, 2017).

It is worth mentioning three brilliant Piazzolla’s tangos: «Extasisy, «Made
in USA» ta «La calle 92» performed gloriously by virtuoso guitarist Marko
Topchii and domra musician Natalya Geri (Marko Topchii and Natalya Geri,
2012). Marko Topchii is one of the most talented and entitled musicians of
a new generation, multiple nominee of national and international contests. He is
considered to be a Guitar Paganini. He has already won ninety awards, took part
in different guitar competitions. Marko is constantly touring, his concerts got
great popularity in the USA, Japan, Mexico, Spain, France, Lichtenstein,
Portugal, the Czech Republic, Poland India. The guitarist plays solo as well as
with symphonic orchestras. He is an official performer representative of the
American guitar string and musical accessorize producer, mostly for the guitars,
D’Addario (Topchii, 2016).

Conclusion. Merits experience of Latin America’s art during the 20™
century proved, that its greatest achievements are the symbiosis of the national,
authentic and human. It became apparent in composers and performers’ creative
activity. In composer’s music language there were found out personal means of
expressing sense, typical of this continent, rich in various cultures both old and
modern. Latin American professional music assimilated European experience
and started working out new models on its background. The genres of Latin
American popular music such as samba, rumba, salsa, bosanova, tango and
others have become compulsory components in dancing competitions; Latin
American brass and percussions instruments have holistically entered timbre-
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rhythmic constituent of many ensembles’ harmonies regardless of national
ethnicity. Latin American composer’s creative activity for the guitar has
significantly increased academic musical institution’s curriculum, as well as
regional and international contests. Getting acquainted with new music images
from authentic traditions of folk music, founded on the grounds of different non
European musical system enriches the range of distinctive means and renews
music guitarists’ language.

We can say with confidence, that Astor Piazzolla’s music influences greatly
the development of the guitar performance culture, stimulates performance and
improvising manner and fantasy. Astor Piazzolla created his unique music style
without damaging mode system, and at the same time enriching it. He pays
special attention to the following means of expressiveness, such as rhythm,
timbre, dynamics, agogics. He highlighted their unused resources, special power
of the emotional impact. Piazzolla’s works give an opportunity to master skills,
polish techniques and show the instrument in the best possible multidimension,
using the following specific guitar methods such as an amalgamation of tirando
and apoyando, golpe, rasgueado and tambourine.
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PEINPEZEHTANIIA TBOPYOCTI ACTOPA I’AN0IOJJIHN
. BTI'ITAPHOMY MUCTENTBI
APYTOI MOJMOBHHH XX - HOYATKY XXI CTOJITTA

VY craTti mpeacTaBieHO NEepCOHI(pIKOBAaHWHU 1 KaHPOBO-CTUIBOBUH MiAXiA 10
aHaJlizy TBOPYOCTI KOMIIO3UTOpiB KpaiH JlaTMHCBKOI AMepHWKH Uil TiTapu, IO
3000y/IM MIMPOKE BU3HAHHS I TMOMYJSIPHICTH B aKaJeMiuHIi My3W4HIN KymnbTypi.
AKTyaJIbHUM KOHTEKCTOM aHaii3y craja HeOoOXiJHICTh BHUBYEHHS TBOPYOCTI
JaTHHOAMEPUKAHCHKHX KOMITO3UTODIB IS rirapu K CKJIaJIHUKa
JATHHOAMEPUKAHCHKOI MY3MKH. ABTOPOM CTaTTi PO3IVIAAAIOTHCS OCHOBHI (popMu
1’)KaHpU TiTapHUX TBOPIB apreHTHHCHKOro Kommosutopa Acrtopa [1’smmomnm,
BU3HAYEHO  iXHIM  3B’A30K 3  OCHOBHUMH  CTHJIbOBUMH  TCHJCHIISIMU
JaTHHOAMEPUKAHCHKOT My3uKH XX cT. MeTa CTaTTi — po3riisii Cy4acHOi BAKOHABCHKOT
NPaKTUKU Ta pelrpe3eHTalii MpUKIaaiB TiTapHOr0 BUKOHAHHS KOMIIO3MLINA AcTopa
IIsmmonnu. HaykoBa HOBHM3HA monsirae y BUSBICHHI Ta akTyamizamii Horo
(eHoMeHanbHOI TBOPYOCTI HAa MEPETHHI JKAHPIB JIETKOI 1 aKaJeMi4HOI MY3HKH JUIS
(dbopMyBaHHS CydacHOTO TiTapHOro pernepryapy. OCHOBHI HayKOBI METOJH, IO
BUKOPHUCTaHi B pOOOTi, — iICTOPHYHHIA Ta KYJIbTYPOJOTIUHUMN (JUIS aHaIi3y KOHTEKCTY
CTBOPEHHSI KOMITO3WIIIN JJIsi TiTapu), JUKEpeIo3HaBUMK (JUIsi BH3HAYCHHS HOTHHX
1 3ByKOBUX DKEpEeJ OCIIIKECHHS), IEPCOHOJOTTUHUM (17151 aHaIi3y BHECKY OKPEMHUX
BUKOHABLIB y Cy4acHY pENpe3eHTalil0 TBOPYOCTI Komrmo3urtopa). JocmimKeHHs
TBOpuOoCcTi Actopa IDI’smuomnu TIpyHTYeTbCS Ha aHami3i HOTHUX HapTHTYP
KOMITO3UTOpa Ta ayJio3alluCciB BUKOHAHHS HOTO TBOPIB JUIsl TITapy CyYacHUMH
BUKOHABI[IMHU, BH3HAYCHHI JKaHPOBOIO KoOJia M aHali3l CTHJIBOBHX XapaKTEPHUCTHK.
BucnoBku TBopuicte Actopa [1’simmoim, Woro yHikajdbHUH BHKOHABCHKHU CTHIIb,
NO€THAHHS ayTEHTHYHUX MY3WYHHUI TpaauLiil HApoAHOI My3UKHM Ta HOBHX MY3UYHHUX
00pa3iB Majay BENUKUI BIUTUB Ha PO3BUTOK TiTAPHOTO MHCTENTBA, 30KpeMa 3HAYHO
PO3IIUPHIY BUKOHABCHKUM Ne1aroriYHUi Ta KOHLEPTHUH penepTyap TiTapuCTiB.
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Kntwouoei cnoea: Actop Il’anmomna, JaTWHOAMEPUKAHChKA — MY3HKa,
apreHTHHCHKE TaHTO, TiTapHEe BUKOHABCTBO, KOMIIO3UTOPCHKA TBOPYICTH IS TiTapH,
JKaHPOBO-CTHJILOBI XapaKTEPUCTHKH, KHYEBO-TAHTO.
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PEINPESEHTAIIUSA TBOPYUECTBA ACTOPA AL I OJIJBbI
. BI'HTAPHOM UCKYCCTBE
BTOPOU NMMOJIOBHUHBI XX - HAYAJIA XXI BEKA

B craTthe mpencTaBieHsl IEPCOHUPUIIMPOBAHHBIA U KaHPOBO-CTHIIEBOHN ITOIXOT
K aHaJIu3y TBOPYECTBA KOMIO3UTOPOB CcTpaH JIaTMHCKOM AMEpPUKU [Jsl TUTaphl,
MOJYYUBIINX HIMPOKOE MPU3HAHKUE U TOIMYISAPHOCT B aKaJeMHUUECKON My3bIKaIbHOMN
KyJIbType. AKTyaJbHBIM KOHTEKCTOM aHaiHu3a cTaja HeOOXOAMMOCTh H3YyYeHHS
TBOpPYECTBA JJATUHOAMEPUKAHCKHUX KOMITO3UTOPOB JJISl TUTAphl KaKk COCTaBHOM YacTu
JATHHOAMEPUKAHCKOH MY3bIKH. ABTOPOM CTaThU PACCMATPHUBAIOTCSI OCHOBHBIE (DOPMBI
Y aHPbl THTAPHBIX IPONU3BEIEHUN apreHTHHCKOr0 KoMnosnutopa Actopa IIssammomnsl,
oIpeziesieHa X CBSA3b C OCHOBHBIMY CTUJIEBBIMU TECHACHIMAMM JIATHHOAMEPHKAHCKON
My3blkn XX B. llenb craTbm — pacCMOTpPEHHME COBPEMEHHOW HCIOJHUTENBCKOMN
MPAKTUKH ¥ TPUMEPOB THTAPHOTO MCMOJHEHHUS Kommo3uiuii Actopa I[Ibsmionsisl.
Hayynast HOBHM3HA 3aKifoyaeTCsi B BBIABIEHHHM aKTyaJbHOCTH W Ba)XKHOCTH €ro
(eHOMEHANBHOrO0 TBOPYECTBA Ha CTHIKE >KAHPOB JIETKOH M aKaJAEeMHUYECKOH MY3BbIKH
B ()OPMHUPOBAHHUSI COBPEMEHHOTO THTAapHOro penepryapa. OCHOBHBIE Hay4HbIE
METO/BI, HCIOJIb30BaHHbIE B paboTe, —UCTOPUYECKUH M KyJIbTYPOJOTHYECKUIl
(nns aHaNMM3a KOHTEKCTA CO3JIaHUSI KOMITO3UIIUH JUISl TUTAphl), HCTOYHUKOBEAUECKUI
(mns ompemeneHWs] HOTHBIX M 3BYKOBBIX  HCTOYHHMKOB  HMCCJIEIOBAHHS),
MIEPCOHOJIOTMYECKUH (IJ15 aHaIM3a BKJIaJia OTJENIbHBIX UCIIOJHUTENEH B COBPEMEHHYIO
penpe3eHTauio TBOpUECTBa KommosuTopa). MccnemoBanume TBOpuecTBa AcTopa
IIpAumonasl  OCHOBBIBAETCA HA AaHAJIM3€ HOTHBIX IAPTUTYP KOMIIO3UTOpPA
W ayuO03alicedl HCIIOJIHEHUs] €ro IPOU3BEIEHUN JUIsl TUTaphl COBPEMEHHBIMU
WCTIOTHUTENSIMH, Ha OIpPEIENeHNH JKAaHPOBOTO Kpyra W aHaluu3e CTHJIEBBIX
XapaKTEPHUCTHUK.

TBopuectBo Actopa IIbAIIIONTH, €r0 YHUKAIGHBIN HCIOTHUTEIBCKUN CTHIIb,
COUETaHHE AyTEHTUYHBIX MY3BIKAJIbHBIA TpPaAWLMNA HApOAHON MY3BIKM M HOBBIX
MY3BIKQIBHBIX 00pa30B 3HAYMTENHHO MOBJIMSIIMA HA PAa3BUTHE THTAPHOTO MCKYCCTBA,
B YACTHOCTH PACHIMPWIM HUCIHOJHUTEIbCKUI MENarorndeckuii M KOHIEPTHBIN
penepTryap ruTapucTOB.

Knwueevie cnosa: Actop Ilpammonna, JaTHHOAMEpUKAHCKAass MY3BIKa,
apreHTUHCKOE TaHT0, TUTApHOE UCIOIHUTEILCTBO, KOMIIO3UTOPCKOE TBOPYECTBO AJIS
TUTApBl, ’)KaHPOBO-CTUJIEBBIE XaPAKTEPUCTHKH, «HYIBO-TAHTO.
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OPAHIl KCABEP MOIAPT I OIIEPA

CraTTs pUCBsYEHA TICHXOJIOTO-KOTHITUBHIN MTPOOIIeMi «HE3iIHCHEHNX 3a/TyMiB»
Ha MpUKJIaai TBopYocTi Monapra-ciuHa. AKTyanbHICTh qociikenHs @panna Kcasepa
MortapTa 3yMOBJIeHa MOAAJIBIIMM BUBYCHHSIM CTOPIHOK HOTO MisIbHOCTI Y JIBBOBI,
a TaKOX BIATYKOM Ha IMOJii HaBKOJO iMeHi MomapTa-cuHa, OB’ s3aHi 3 (hecTuBaIeM
LvivMozArt. MeTa naHoi cTaTTi — PO3MNIIHYTH KOMIUIEKC «iMeHi» Mouapra-cuHa
y KOHTEKCTi omepHoi crpaBu JIbBOBa, BIUIMB «iMeHi» Momnapra-0aTbka, a TakKoxX
KOHTEKCT «HE3JiliCHEeHOTO» 3amymy» Bombdranra Amanes Momnapra y MroHXeHi.
HaykoBa HOBU3Ha poOOTH MoJisirae y BABUEHHI HOBOT IIEPCIIEKTUBH «KYJIbTY Mouapra-
cuHa» y JIbBOBI 1 CTaBUTh 3aBIaHHS PO3LIMPUTH OpOITYy €BPOMNEHCHKHX MICT, sIKi
aKTUBHO IUIEKAIOTh «KyJbT Momapra» (3aneudypr, Binenb, Mronxen). B pobori
3aCTOCOBaHI METO/H JOCIHIDKEHHS: K)IbMYPHO-ICIMOpUYHUL — TIPY aHaji3i TBOPUOCTI
Mouapra-cuHa i Mouapra-0atbka y KOHTEKCTI MHCTELBKOTO PO3BUTKY MIOHXEHa
1 JIbBOBa, KoMnapamuero2o — P aHalli3l yMOB TBOPUOTo OYTTs criaamuHu MoiiapTa-
cuHa 1 Morapra-0aThKka, 6iocpagiunoco 1 NCUXON020-KOSHIMUEHO20 Y PO3BIIKaX
npobiem «MonapT-cuH i omepa», «Momapr-cun 1 Mouaprt-OaTeko», «Mouapt
1 xiaku». JXutrs Monapra-cuHa Oyj0 OOTsDKEHe CepHO3HUMH IICHXOJIOTTYHUMHU
KoHQIiKTaMH. 3 OJJHOTO OOKY, — IMJIIEMH CHH-0aThKO, CHH-MATIp, 3 1HIIIOTO — )KOPCTOKA
reoMeTpisi «ITIF000BHOTO TPUKYTHUKA». [Ipama 3a00pOHEHOr0 KOXaHHS JI0 JPYKUHH
ryOepHCBHKOI0 paJHHKa cArae MOpiBHSAHB 3 BarHepiBcbkuM Liebestod, amke «Tpicran
i [3onpaa» mosiBOIO Ha CBIT 3aBIsYy€ caMe HE3ilICHEHHOMY KOXaHHIO Barnepa no
Marinbau Besenaonk. [IpuunHO0 HEYCBIIOMIICHHX, @ MOXIIMBO U CBIIOMHUX, CIIPOO
BTedl BiJ camoro cebe Momapra-cura Morja OyTH sk ciaBa OaThKa-TeHis, Tak
i mpuctpacts 1o Mosedinm, cybniMoBaHa y TBOpuocTi. UMM He CIOXKET [isi HOBOI
OTIepH PO «JIbBIBCbKOro» Mortiapra? Jlo yBaru CiyiiHi napajiesii 3 TBOPYUMH T0JAMHU
IHIIMX BIJOMHUX MUCTIIIB — 1 HE TIJIbKU cydacHHKIB ®Ppaniia KcaBepa Morapra. Taina
TBOPYOI KpHU3H, sIKAa 00EPTAEThCS MiTHOMOM, MEPELIKOAN Ha IbOMY LUIIXY PI3HHX
30BHIIIHIX 1 BHYTPIHIX ()akTOpiB 1K pe3yabTaT CTpaKOaHHS, pPO3YapyBaHHS,
cyOutiMartist TBOpUYOCTIi, HaBiTh 00XeBiILI — Bee e ctaBuTh Ppanna Kcasepa Monapra
B OWH psif 3 KoMriozutopamu Pobeprom Lllymanom, @panrom Llybeprom, Pixapmom
Baruepowm, Taerano [lowinerri, ['ycraBom Maiiepom, 3 moetamu i XyJI0KHUKAMU
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Hikonaycom Jlenay, ®@pigpixom ['enbaepninom, Anonsdom Benndi, JIyi Cyrrepom,
PoGeprom Banmbzepom Ta OaraTbma iHITHMH.
Knrouoei cnosa: Mouapt-cus, Monapr-0aThKo, orepa, TBop4a Kpu3a.

Beryn. JIpBiB cepen ibBIB’SIH 3aBXAu OyB MicToM cuHa Mormapra,
Momapra Mmonommoro — ®panma KcaBepa. AKTyaJbHICTh JaHOT CTaTTi
3yMOBJICHa BIATYKOM Ha TOJil HaBKONO iMeHi MomapTta-cuHa B YKpaiHi.
Munynoro poky ¢ecrtuBanb LvivMozArt, npucssiuenuit ®@panny Kcasepy,
AKTUBHO BKJIIOYHB JIbBIB y OpOITY €BPONEHCHKUX MICT, SIKi aKTHBHO IUIEKAIOTh
«kynbT Momapray — 3anbnoypra, Bigns, Mionxena. IlepcnextuBa JIbBoBa
30araTuTd CBITOBY Momapriany (HE TIIbKM reorpadidyHo), CIOHyKajda J0
aKTUBHOI HayKOBOI, BHKOHABCBKOI 1 NPOEKTHO-IIPOCBITHHUILIBKOI CIIBIIpaLll
3 Mouaptreymom. OTHUM 3 HAHBAXIIMBIIINX «PAJTHUKIBY Y i CIipaBi MoTJIa 61
cratu 1 baBapceka nepkaBHa orepa, sKa Ma€ YHIKaJIbHHNA JOCBiJ OmepHOL
KyJIbTypH MiCTa, TIIOB’SI3aHMKA 3 IMEHEM «MIOHXEHChbKoro Momapray.
HeBunankoBo omnepHUil TeaTp pENpPE3eHTYe ICTOPIIO, €Talu CTAHOBJICHHS,
OTIepHY TPATUIII0, CYYaCHI PEKUCEPChKI IHHOBALII, CIIITYIOUH HIIIIIEAHCEKOMY
3aIOBITY «SK CTaTH THUM, KUM TH €» («wie man wird was man ist») (Nietzsche,
2005). [TinTpumka 6i3HECOBUX CTPYKTYp (Hanpukiag BMW) Hanae npioputeTn
He po3kpyTui imei Tmmy Mozart-Kugel, a peuenmii TBOp4oi chaaluHA
Mouapra, pO3BHTKY ICTOPHYHUX 1 QIbTEPHATHBHUX BHKOHABCHKUX
IHTEpIpeTaliif, HayKOBO-IOCIITHUIIKAM MPOEKTaM, BHJIAaBHUYIH CIpaBi,
tomo. I Bce Tomy, mo ans MIOHXEHy HaJaMipHE BIIaHyBaHHsA MorapTa
€ BOXJIMBUM (akTOopoM peabimiTamii mepen iM’sM TeHisl, SIKOTO MICTO CBOT'O
yacy He NOMITUJIO, He MpHiHsII0, He miaTpumaino. [Ipore MouapT 3anummus
y CHaAIIMHY MYy3u4Hiid ictopii baBapii onHy 13 CBOIX HaMJOPOTOIIHHIIINX
nepivH — onepy «lnomenei». «MrouxeHcbkuid Mouaprt» g baBapcbkoi
Staatsoper He OpeHJ, He KynbT, a Oor. Kum crtaHe «ibBiBcbkHii Momuapty,
HEBU3HAHMN 3a XUTTS aHi y BinHi, ani y MronxeHi, ani y JIbBOBIi, mokaxe
MaiioyTHe. Ane JIbBIB 3poOMB 1 NpPOJOBXKYE POOUTH BEIUKHUNA BHECOK
y PO3BUTOK BUKOHABCHKOI Tpaaulii TBopiB @panua Kcasepa Monapra.

Mera paHoi craTTi — pPO3MJISIHYTHM KOMIUIEKC ‘iMeHi’ Momapra-cuHa
y KOHTEKCTI onepHoi crpaBu JIbBoBa, BIIIMB Ha Hel ‘iMeHi’ Monapra-0aTbKa,
a TaK0XX KOHTEKCT «He3JiicHeHoro» 3aaymy» Bonbdranra Amanes Mouapra
y MroHXeHI.

Buxkaaa ocHoBHoro marepiany. Bukonanusm Peksiemy B.A. Monapra
nam’aTi 6atbka (y AeHb cMepTi B.A. Momapra 5.12.1826 y Co6opi Cs. IOpa)',
O®pann Kcasep BignaBaB many cnaauiuHi 6ateka. byayun kamens maiictpom
aBCTpiiicbKOro Tearpy y JIbBOBi, BeIMKY poJib HaJaBaB TaKOXX MOIMYJspU3aLii

! [miniaTopoM BCTaHOBIEHHS MeMopianbHoi Tabmuni Ha Cobopi Cs. IOpa 6ys JiMutpo
Konbin, npodecop xadenpu ckpunku JIbBIBCbKOI HaliOHAIBHOT MY3M4HOI akajeMii
iM. M. JIucenka, mouecHuii ros10Ba JIbBiBCbKOro MOIapTiBCHKOTO TOBAPHCTBA.
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fioro omep. Ha »xanmp, mpo noi0 HOro y4acTi y JIbBIBCBKMX IOCTaHOBKaXx
3QJIMIITNIIOCS Majo CBiTYEHB, ajie BiOMO, 1o TeaTpu JIbBOBa (aBCTPIMCHKUI
a0o HIMEUbKHUH 1 MOJBbCHKHI) Ha TOW Yac HaJaBalIM 3HAYHO OLIBINOI yBaru
MOCTaHOBKaM orep Momapra, HixXK cboroAHi. JlocmiqHuku icTopii My3U4HOTO
tearpy laninii cBiguars mpo e, mo «JIbBiB OYB JaBHIM BEIUKUM T€aTPAILHUM
1eHTpoM €Bponu», 30KpemMa, y MoHorpadii «My3udHi BHCTaBH JIbBIBCHKHX
tearpiB: 1776-2001» O. [lanamapuyk umtaemo: «lIpoTsirom cemMu pOKiB
(1792-1799) 3 HiMEUbKUM TEaTpOM CHIiBIPAIIOBAB CKPHIIAIb 1 KOMIIO3UTOP
103ed Enbcuep. Adimi, onuc skux 30epircs, aHOHCYBAJIM Ha3BU TPHOX OMEP
Bonsdranra Amanes Monapra: «Jlon Xyan», Bigpa3y micias mpa3bKoi
npem’epu, 3rogom «Mwuiocepas Tura» 1 «YapiBHa daeiitan. Lli Bucrtasu
KOPUCTYBAINCH YCIIIXOM 1 HE CXOAMIH 3 penepryapy a0 40-x pokiB XX cr.»
(ITamamapuyk, 2007). Jocmimauns (ikcye Takoxk 1 iHII HMOCTAHOBKU OIEp
B. A. Momapra, sKi, OYeBHJIHO, 3aCTaB Ha CIICHI, a B JICIKUX 1 MII Mi3HIIIe
npuiimatu ydacte @pann Kcasep Momapt. Cepen nux — «Becimns ®Dirapo»
(5.3.1792), «YapiBHa ¢uetita» (21.9.1792), «lou XKyan» (1794), «Munocepas
Turay (TouHa naTa mpem’ €pu BicyTH:), «BukpaneHHs 3i cepairo» (Opi€HTOBHO
1789 pixk).

Sk 6auuMo, OHSTTA «penepTyapHa TpiiKa» 100 MOLUAPTIBCHKUX OMeEp,
KO0 0OMEXKYIOThCA 3apa3 yKpaiHChKi OTepHi TeaTpHu, TO/I1 He ICHYBaJIo, a AKII0
3rajatd 1po MIOHXEH, TO Take OOMEXEHHS MO0 OM BHUKIUKATH
1 Hermopo3yMiHHA y BiaBigyBauiB baBapcpkoi onepu. He «Becimns ®irapoy,
«don XKyan» 1 «YapiBHa ¢ueiitay, a «Mirpigar, nap IloHTiHcbKuii»,
«Igomeneit» 1 «Mwunocepns Tuta» BIATBOPIOIOTH WIOCH HAa  KIITAIT
QIBTEPHATUBHOTO MIHI-LMKIY omep, 00 ’€HAaHUX CIUIBHOKW JIHJIEMOIO
BJ1a/1a/0COOUCTICTh, cuH/OaTbko. ToMy ciaymHuUM Uit Micta Monapra-cuHa
3/1a€ThCS PO3IIMPEHHS penepTyapy caMme y 01K TaKOi aIbTEPHATUBHOT «TPIAKI».
Kpim Ttoro, ocranuiii omnepHuil omyc Mouapra «Munocepas Turay,
Oe3mnepeuHo, 3aciyroBye Ha TMOBEPHEHHS N0 pernepTyapy JIbBIBCbKOi omepH,
ajpke Oe3rnocepesiHi0 y4yacTh y Horo BHkoHaHHI npuitmaB @pann Kcasep
(Ha et ¢akt BKazye HIMEUbKHW My3uko3HaBenb K. HorrenbmanH, aBTOp
dbyamameHTabHOI 2-ToMHOI MoOHOrpadii «Momapt-cua»). 31 cBOro OOKYy,
O. [Nanamapuyk CBIAYUTH, 110 HA adiliax HIMEIBKOro TeaTpy y JIbBOBI mopsin
3 imenamu aupurentiB A.-T. Bpayna i M. EpHecti 3ycTpiuaeThcs mpi3Buime
O®panna KcaBepa Momnapra, KoTpuii 3aliMaB Mocaqy KareiabMencrepa
HIMEIIPKOTO TeaTpy.

VY CBITJII CKa3aHOTrO MEPCHEKTUBHOIO BHUAAETHCA 171es Koomepawii Mix
MronxenoM 1 JIbBoBOM y pociimkeHHi mpobdaematuku Momapt-cun & MornapT-
Oarbko. Bimoma mnpup’s3zanictb 10 JIbBoBa 1 MIOHXeHa TreHepaIbHOIO
My3u4HOro aupekropa baBapcekoi Staatsoper Kupuia [lerpenka, a B mepury
yepry — apr-aupekTopku QectuBamo LvivMozArt 1 med-IupureHTK
dinapmoniiinoro opkectpy i Onepm wmicta Ipam Oxcanm Jlumis. Han
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MIOHXEHCHKOIO TocTaHOBKOIO «Munocepas Tura» (La Clemenza di Tito)
(2014) oOuaBa MaecTpo mpamroBaIn pa3oM. € Hafdis, 1O i JIEBIB HE MPOITYCTUTH
CBill maHc moBepHYTH MicTy omepy «Mmmocepas Tura» yepez 200 poxis
3a0yTTsL.

o peui, y Mionxeni 3a0yrtsi «lmomenes» He Oyllo TakKUM TPUBAIHM.
Ornepy NOHOBUIIH B penepTyapi uepes 64 poku. 12 ciuns 1845 poky «lmomenei»
3HOBY 3 SBUBCS Ha omnepHux adimax. IIpore 3a XUTTA KOMIIO3UTOpA
«Inmomeneii» (moHa Ha3zBa «ldomenco, re di Creta, ossia Ilia ed Idamantey)
BUKOHYBaBCs Juie aBidi. [Ipem’epa, sika 3irpana J0J€HOCHY pOJib y TBOPUIN
Oiorpadii Bonbdpranra Amanes Mouapra, BigOynacs 29 ciuns 1781 poky
y MiouxeHcbkomy Pesunenu-Tearpi (Cuvilliés-Theater) nia 4ac TpaaumiifHOTO
3MMOBOTO KapHaBaiy. Ilicnsi 3aBeplIeHHsS KapHABaJbHHUX TOp)KeCTB Momapt
npuiiMae BaXXJIUBE PIlIEHHS MOXEPTBYBATH MaTEpialbHOIO CTAOUIBHICTIO IPpH
JIBOP1 apXi€mUCKoIa i, BOAHOYAC, TAPMOHIHHUMHE CTOCYHKaMu 3 Jleomobaom
MormapToM. 3BUIBHUBIIMCH Big pobOoTomaBis 1 omiku OaTbka, Mormapt
Bi[BAXYETHCS HA IIIAX MEPIIOro y €BpPOMi «BilEHOTO My3MKaHTa». Moro
OnrckaBUYHA Kap’ epa, HeiiMOBipHa KinbKicTh omyciB (KV 626) 3a BigHOCHO
KOPOTKUH TIepioJl JKUTTSA CTalM OO0'€KTOM JOCHIIKEHb (HEHOMEHOJIOTIT
TBOPYOCTI 1 ICUXOJIOTTYHHUX ACIEKTIB KEPTOBHOCTI homo creator.

Cain 3ayBaxkutH, o «Munocepast Tuta» Oyno nonynspHuM y JIbBoBI e
no toro, ik @pann KcaBep craB nbBIB’SSHMHOM. SIK 3acBiguye HiMELbKHH
my3uko3HaBelb K. Hotrensman, y 1811 poui cuiamMu My3uMKaHTIB-aMaTopiB
BiZIOyJIOCS KOHLEpTHE BUKOHAaHHA «Munocepas Turtay. Uepe3 Tpu poku, min
yac Bi3uTY 10 JIbBoBY KoposneBu Cunuiii Kaposiiau Asryctu y ciuni 1814 poky
3a y4acti Kapousns Jlinincskoro, ®@panna Keasepa Monapra i XKozedinu baponi
KaBanbka0o Bi10yBcsl KOHLIEPT, SIKMI BiHUAJIA yBepTIopa 3 onepu «Mwuocepas
Tuta» (Nottelmann, 2009).

IlikaBo, mo nepeizn Ppanna Kcasepa no JIbBoBa crnoHykanum maixe Ti
XK MpuuuHY, 10 1 Bonbdranra Amanes 1o BigHs — HEeBU3HaAHHS, NparHeHHs
CaMOCTIMHOCTi,  TOHIYK  OCOOMCTICHOI ~Ta  TBOpYOi  HE3aJIEXKHOCTI
1 camopeamnizauii. [Ipore ®pann Kcasep, Ha jxanb, HIKOJIM HE HaBaXKyBaBCS Ha
CTBOpEHHs onepH. [ICHX0IOriYHO CHMH HE 3MITr A0 KIHIS KUTTS M030aBUTHUCS
MEBHOT'O KOMITJIEKCY MEHILIOBAPTOCTI Mepe]] FTeHIEM BEIUKOro OaThKa.

AJe K 1 YoMy BUHHMKAIOTh ONEpHi 3ayMu? 3 SKUX JKepes 4eprarTh iX
KOMITO3UTOPHU?

3 1poro NMpuBOAY BapTO 3rajatd LikaBi ¢gaxTH. OCk Mpo SKUH 3a7ayM,
npucBsyeHuid  B.A. Mouapty, po3moBiB  YKpaiHCBKMH  KOMIIO3UTOP-
IIECTHIECATHHK, SICKPaBUN MPEJICTaBHUK «yKPaiHCBKOTO aBaHrapay» JleoHin
['paGoBchkUit (BiH MOAUIMBCS CBOIM 33lyMOM 3 KOMIO3UTOpPOM OIeKcaHIpOM
[IleTMHCHKUM, SKHHA CBOEIO Yeprow OMyOJIiKyBaB HEIIOAABHO «IiaJoTH
3 ['paboBchkuM» y MoHorpadii, mo Harajgana sckpasi Tpaauuii «Jliajgorisy»
Crpasincekoro 1 Kpadra, 3inkeBuu 1 Hecr’eBoi 3 CiibBeCcTpOBHM,
KustnHoBchkoi 31 CKOpUKOM TOIIO.

139



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

Ouexcanap LleTuHchbkuii: A B mojanpmioMy He Oyno TeaTpalbHHUX
3a1yMiB?

Jleonin I'paGoBcbkmii: byB Takwii BHMAAOK: Ie 30BCIM MOJIOAMI
Conomon BonkoB, skuil TOAI KepyBaB ONEPHOIO CEKIIEI CTYAEHTCHKOTO
HAyKOBO-TBOPYOI'0 TOBapucTBa JIeHIHIpaJachbKOi KOHCepBaTOpii, MpHUixaB [0
Kuesa pazom 3 ancam6iieM cydacHoi ornepH i3 ABOMa OJHOAKTHUMH OTIEPHUMU
BUCTaBaMH JICHIHIPAJCHKIX KOMIIO3UTOPiB. Bke He mam’siTato aHi CI0XKETiB, aHi
XTO Oynu aBTOpU. MU 3 HUM CTHKHYIHUCS y ABepsAx KuiBcbkoi KoHcepBaTopii,
B TaMOypi, 1 BiH MMOYaB PO3BUBATH Iepeal MHOK iaero: «Bam Tpeba mucatu
onepy «Momapt 1 Cambepi». S kaxy: «Tak Bxe * € omHa y Pumcekoro-
KopcakoBay. — A sika Bam pizannsa? Bu numrits cBoto onepy!» Bike Tozi 10 Hac
JOXOJVJIM TIepIIi BiZIOMOCTI MpO HOBI Tewii B JIpaMaTyprii, B IOCTAHOBIII.
I 1 mogymaB: «MonepHizyemo crokeT. Mouapt i Canbepi cumsTh y KaB sipHi,
CIIyXalTh SIKyCh MY3HUKY, 1 paniToM JyHae 1moch Bebepna. Lle mo3uTus, a sakach
norica — 11e Heratusy. [loTim g gymas, mo Mouapt 6yne y B’etnawmi, 1 fioro Tam
BO’toTb. IloTiMm mpomoBa IBana [[3r00m Ha moxoBaHHI Momapra.
A 3akinuyyBatucs omnepa mana 0 Etiomom LlTokraysena «Purmiuni KamaHcH
y Monapra» y BukoHanHi xopy. Otaka imes Oyna. S tak i He 3peami3yBas ii.
A mo Bu nymaere npo Hei?

O.11. Ta mxona, uro He 3peanizyBanu. LlikaBa ines. Konu came Bona y Bac
nocrana’?

JL.T'. [lech 3a KijbKa MICALIB MICJIs TIET pO3MOBU B TaMOyp1 KOHCcepBaTOpii
MDK JBEpHUMa, B KiHIIl 3uMu 1968 poky.

O.I1. Ha toit MomeHT Bariii yexoBChKi Oonepu JaBHO Bke OyJiM HalucaHi.
(pen. — «kO6ineit», «IIpennoxxenuey, «MeaBean.

JL.I'. Tax, Bxxe Oynu, TUIbKU B KJIaBipi. 5 iX 3aKMHYB, IapTUTYPY HE POOUB.
(...)

O.11. A yomy Bu He 3aBepuniu Bami onepu?

JL.LI. Tomi B MeHe Tepmemnb YypBaBCS 1 CTaJlO panToM HEIIKaBO
IPOJOBKYBaTH, 00 sI KMHYBCS mucatu Tpio, a moTiM «MIKpOCTPYKTypu»,
«[Tacreniy...

O.I1I. e Bce 1964 pik?

JLI.I'. Tak. «Mengensi» g nomnucas 27 rpyans 1963 poky, a «lIpemioxenney —
30 Gepe3nst 1964-ro, 1 Bxke AymMaB Mpo HOBY My3uKy. B rososi Oyna ines
«Mopsi», siKa TOJI1 K MPUHIILIA O MEHE BHOUI, s IPOKUHYBCS BiJl HET, panToM
YCBIIOMMBILIM, IO BiJKPUBAETHCS CTHJIICTUYHUN NPOPUB Y HOBOUYACHICTH
(Illetuncekwuii, 2017).

Jlpyra icTopisi TOpKAaeThCs 3aJyMy HAIHMCAHHS OIEpU IIBEHIAPCHKUM
kommosutopom [aitaiiem [ommirepom, sikmii y 60-X pokax CHIBIpaItoBaB
3 Jleoninom I'pabGoBcbkum. Ines 3peanizyBanacs. CBOIO Omepy KOMIIO3HTOD
npucBATHB (aTadbHOMY KOXaHHIO 1 OokeBULTO moera Hikomayca Jlenay.
3anym omepu «JlyHea» 3apoauBcs y 'omtirepa HecmoniBaHo. 3a0yTi Bipiii
HiMeIbKOro Toera-pomanTika Hikomayca Jlenay (®pann Himow Ennep gon
HImpenenay, 1802—1850), pO3KpUTUKOBAHI MOETaMHU-CYJYaCHUKAMH 3a
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KOHBEHIII0HAJIi3M, HE IPUBEPHYIIN O yBaru I osutirepa, sskOu BiH BUMaIKOBO HE
HATpaIuB y OepIiHCHKIN OyKiHICTHYHINA KHUTapHI HAa «HoTatku 3 BiHHEHTAB)»
(BinHeHTanmp — mcuxiaTpudHa JikapHa nobnusy IlIrtyrrapra, y skiil moer
nepeOyBaB 3 1844 mo 1847 pik i HeBnOB31 momep). «HoTtaTku 3 BiHHEHTaIb)
cranu g [omirepa cupakHIM BIAKPUTTAM. SIK Bimomo, OimepMariep-Bipiii
Jlenay manu HEHMOBIPHHH yCHiX y BiIGHCHKMX cajloOHaX i OyiM MOKJa/AeH! Ha
My3uky Oimpmr sk 805 wommosutopammu, cepen sikux Kapn JleBe, Denni
Mennenscon-I'ensens, Pobepr lllyman (10 micens), @pann Jlict, @piapix ¢pon
®dnoros, Pobept @pani, Makc bpyx, I'yro Bonsd (20 micens), Pixapa HTpayc,
Apnounba lllen6epr, Anp6an bepr, Otmap [lloek (42 micHi). OgHaK peryaspHO
nyOJIiKOBaHI ¥ BHMCOKO OIUIauyBaHi IMOe3ii «3J0pOBOrO» IOeTa HEe WIUN
y MOPIBHSHHSA 3 OOPHBYACTHMH, JIAKOHIYHUMH adopusmamu «HoraTox»
6oxeBinpHOTO Jlenay, ski, Ha qymKky lomirepa, Bunepenuiu ctuiab ®panma
Kadxu, I'eopra Tpaxis, [eopra eiima.

MouapT-cuH  HE  CTBOpPMB  OJIHOI omepu. Ale, T[OMUCIUMO
3 MPOTUJIEKHOTO OOKYy, a came, un He Mmir Ou @pann Kcasep, oro xutrs,
TBOPYICTh, ICTOPIS «BEIUKOTO KOXAaHHS» TMOCIHYKUTH MJI1 YKPaiHCHBKUX
KOMIIO3UTOPIB IMITYJIbCOM HOBOTO 3aaymy? AJKe B JITEpaTypi BKE€ MHUEMO
takuii apredakt. [[poro poxky BHUIIIOB IPYKOM HOBUU MOMYJISPHUMA pOMaH
«Momaprt 13 Jlembepra» bormana Komowmiiiuyka — cydacHOro yKpaiHCBKOTO
nucbMeHHUKa. [lomynsipHuii aBTOp-0€NIeTpUCT MPOMOHYE CBOIO BEPCitO icTOPil
xurTeTBOopuocTi @panua KcaBepa Momapra, sikoro nois Maibke Ha Tpu
JIecaTHIITTA moB’si3ana 31 JIbBoBom. Ilompu ycmankoBanuii tamant, ®paHi
Kcasep He nocar cmaBu B.A., ane xuTTs #oro O0yjno HacHu€HE CIIYKIHHIO
TBOPYICTIO, MaM’SATTIO MpO OaTbka 1 CBOEMY «BEIMKOMY KOXAaHHIO» [0
OJIpY>KEHOT KIHKH.

[lommirep Takox mnpucesaTuB omnepy Hikonaycy Jlenay, 3axonmuBIINCH
CIIOYATKy 1CTOpi€l0 «BeNUKoro koxaHHs» JleHay mo oapyxenoi Codi ¢on
JleBentans. Iloerw3amis HEMIACIMBOI JIOJI, 3aJEKHOCTI BIJ KOMILICKCIB,
arOJIOBHE, BHUBYEHHS IMITYJIbCIB TBOPYOCTI MaHIII-AENPECUBHOI MEPCOHHU,
OpUYMH 1 HACHIKIB PO3yMOBOi perpecii, 0a HaBiTh NCHUXIYHOTO pPO3JIALTy.
Ictopiss koxanus momoamoro Momapra y JIbBoBI Oyna y 4oMych 1HIIORO,
y 4OMYyCh TOJ10HOI0. SIK BiJIOMO, «IbBIBCBKMM MomuapT» KoxaB ApPYKHUHY
rybepHcbkoro paanuka Jlroasira Kaerana baponi ¢on KaBanbkabo criBauky
Mozediny baponi ¢on KaampkaGo. JKopcToka reomerpis «I0G0BHOIO
TPUKYTHHUKA» Majla 1 TO3UTHBHI HACTIAKUA — PO3KBIT TBOPYOi, MEAAroriyHof,
BHKOHABCHKOI (IMiaHICT, KaneabpMencTep) aisuiibHOCTI Monapra-cuHa y JIbBOBI:
3acHyBaHHS X0opoBoro ToBapuctii CB. llemwmii, ycminmHi KOHIEPTH 1 TacTpodIi
B €Bpori, ¢pyHais 3anpn0yp3skoro Momnapreymy. Pazom 3 TuMm, caMOTHICTh
iHTpoBepTa croHykana @®panna KcaBepa mpoTAroMm XHUTTS «PO3UMHUTHUCH
y 10p0i, cepesr YMHOBHUIITBA, Ha sike Oyyia Tak O0arata ABCTpO-YTOpITHHAY.

HaykoBa HoBH3Ha po0OoTa mossirae y BUBYEHHI HOBOI MEpPCHEKTUBU
«kynbTy Momapta-cuHay y JIbBOB1 1 CTaBUTh 3aBJaHHS PO3IIMPUTH OPOITY
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€BPONENUCHKUX MICT, SKi aKTUBHO IUIEKAaIOTh «KyinbT Monapray (3ambudypr,
Binenb, MioHnxeH).

BucnoBku. Kurrts Mouapra-cuna Oysio OOTsDKEHE  CEpHO3HHUMU
MICUXOJIOTTYHUMHU KOH(]IiKTamMu. 3 OJHOTO OOKY, - JWJIEMU CHH-0AThKO, CHH-
Marip, 3 iHIIOTO — >KOPCTOKA I'e€OMETpisl «JIF0O0BHOTO TPUKYTHHKa». [[pama
HE3J1MCHEHHOTO KOXaHHS JI0 JPYKHHU TYOEpHCHKOTO paJHHUKA CATae
NopiBHSAHB 3 BarHepiBchkuM Liebestod, amxe «Tpictan i [301p12» mosBOIO Ha
CBIT 3aBIf4ye caMe HE3[IiCHEHHOMY KoXaHHIO Barmepa no Marinbau
Besengonk. [IpHumHOI0 «HEYCBiIOMIIEHHX, @ MOXJIMBO M CBIIOMHX, CIpoO
BTeUi BiJ camoro cede» Morapra-cuHa Moria OyTH sK ciaBa 6aTbKa-TeHisl, Tak
i npuctpacts 10 Mo3edinu, cy6niMoBana y TBopuocTi. UMM He CIOXKET ISt
HOBOI OIlepu TpO «IbBiBCcbKOro Momapra»? [lo yBarm ciymHi mapaneni
3 TBOPYHMMH JIOJISIMH 1HIIMX BiJIOMHX MHUCTIIIB —1 HE TIIBKH Cy4acHUKiB PpaHia
KcaBepa Morapra.Taina TBOpUOi KpU3H, KA 00EPTAETHCS I THOMOM, aJie Kk
3aBXKIU MOTPOXKYIOTh 0araTo 30BHIMIHIX 1 BHYTPIMIHIX (aKTOpiB, 1 SIKIIO HE
00XEBLLIA, TO CTPaKIaHHS, PO3YapyBaHHS, CyOiiMallisi TBOPYOCTI CTaBHUTh
Opanna KcaBepa Mouapra B oauH psix 3 Kommoszutopamu PoGeprom
[Iymanom, ®pannom Illy6eprom, Pixapaom Barnepom, T'aerano J{oniuerri,
['yctaom Manepom, 3 moetamu 1 xynoxkHukamu Hikonaycom Jlenay,
Opinpixom [enbaepninom, Anonbpom Benbdumi, JIyi Cyrrepom, Pobeprom
Banb3epoMm Ta Gararbma iHIIMMHU.

Ilepcnekmueu nooanvuiozo o0ocnioxycenna. OcCb KillbKa JT0JAaTKOBUX
IYMOK, (akTiB, i/1ed, AKI MOIJIM HAJUXHYTH Cy4YaCHMX KOMIIO3UTOPIB Ha
PO3JIyMH Y TOIIyKaX MOXJIMBOro onepHoro crokery. ®pann Kcasep mimos
3 x%uTTa y Kapncbani y Biui 53 pokiB po3yapoBaHUM, HEIIACHUM 1 XBOPUM
(3 miarHo3oM Bupasku 1uTyHKa). lllyman i JleHay momepnu Maibke B OJHOMY
Billi 46-48 pOKiB BiJ AYIIEBHOTO 3axXBOproBaHHSA. HeBumuMmi mepeTuHu A0i1
TOB’13yI0Th IUX MHCTHiB. KommosuTopcekuit Tanant goukn Hosedinn Omii,
yuenuni ®@panna Kcasepa, mupo rinysas Pobept lllyman, perien3syroun ii op.8.
A cBowo «I'ymopecky» op.20 Illyman npucestus IOmnii baponi ¢on
KaBanbka0o.

Tanant inmoi yuenuni ®@panna KcaBepa —3HamenuToi cniBauku Kaposinu
Vurep — 3axommosas Hikonayca Jlenay. Ii BuuTensmu Oymu Takox i Apyr
®panna Illy6epra HMorammec Mixaens ®orms, i Anoisis Jlanre-BeGep —
«Benuke koxaHHs» Bonbdranra Amanes Momapra no Koncranuii. B omepi
«Jlynea» ['ommirep 3Haii1I0B OpUTIHATBHUN TPUHOM MY3UYHOI XapaKTEPUCTUKU
Kaponinu Yarep. g ii poal KOMIO3UTOP HalKMcaB HOBY MY3HMKY /10 TEKCTIB
apii Axronii 3 omepu Joninerri «bemicapio», sky Kaponina cmiBasa Ha
npem’epi y BeHeniancbkuii La Fenice, 1 3HamenuToi apii «Lascia ch'io pianga»
3 omnepu «Pinampno» I'engens. Poman Jlenay i1 Kapominn npununHuBcs
BHacninok iHTpur Codi gon Jlesenrans. Ilin ii Trckom Jlenay HanucaB JUCT
KapomiHni, y sikoMy NpoOIOHYBaB yCJIaBJieHiH AiBi OelbKaHTO, KOTpa CHiBaja
HaBiTh npeM’epy 9 cumdonii JI. berrosena mig opyaor aBTopa, po3mpomaTrucs
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31 cueHoro. ['ommirep gae 3po3ymitd, mo Tparidyaa ponb femme fatale moxe
SHUIIUTHA XUTTSA 1 CBIJOMICTH IMO€Ta, ajieé HE MOro TajaHT, SIKWW Ha TpaHi
00KEBULIA BIIKpUBAE HEBIIOMI TOPH3OHTH «(haHTa3ii, sAKa He BHU3HAE
0OMEXKEHDY.
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FRANZ XAVER MOZART AND OPERA

The article is devoted to the psychological and cognitive problem of “stalled
ambitions” on the example of Mozart-son. The research relevance of Franz Xaver
Mozart is due to the further study of his activities spheres in Lviv, as well as respond
to events concerning Mozart’s name, which is associated with the Festival MozArt. The
purpose of the article is to review a range of Mozart-son’s name in the context of his
opera-activity in Lviv, the influence of Mozart father’s name, as well as in the context
of “stalled ambitions” of Wolfgang Amadeus Mozart in Munich. The scientific novelty
of this work is aimed at exploring new perspectives of “cult of Mozart-son” in Lviv
and intends to expand the orbit of European cities, actively developing “cult of Mozart”
(Salzburg, Vienna and Munich). In the work such research methods were applied as
cultural-historical, when analyzing the art of Mozart-son and Mozart-father in the
context of artistic development of Munich and Lviv, comparative, when analyzing the
conditions of art being of Mozart's-son and Mozart-father heritage, biographical,
psychological and cognitive in studies of "Mozart-son and Opera, Mozart-son and
Mozart ", "Mozart and women". Life of Mozart-son was burdened with the serious
psychological conflicts. On the one hand it was the dilemma of the son-father,
son-mother and the severe geometry of "love triangle" on the other hand. The drama of
forbidden love to the wife of a provincial Advisor reaches the comparisons with
Liebestod (German, love-death) by Wagner. "Tristan and Isolde" owes its emergence
into the light of unrealized love Wagner to Mathilde Vezendonk. The reason of
unconscious and perhaps conscious attempts of Mozart-son to escape from himself
could be the glory of the father-genius as well as the passion for Jozefine, sublimated
in his art works. Isn’t it a plot for new opera about “Lviv’ Mozart? The mystery of the
creative crisis turning into the renaissance, insanity, misery, disappointment, creative
sublimation puts Franz Xaver Mozart on an equal footing with such composers as
Robert Schumann, Franz Schubert, Richard Wagner, Gaetano Donizetti, Gustav
Mahler, poets and artists Nikolaus Lenau, Friedrich Gelderlinom, Adolf Velfli, Louis
Sutterom, Robert Valzerom, and many others.

Key words: Mozart-son, Mozart-father, Opera, creative crisis.
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®PAHII KCABEP MOIAPT U OIIEPA

CraTbsi MOCBSIIEHA TCUXOJIOTO-KOTHUTUBHON TMPOOJIEME «HEOCYIECTBICHHBIX
3aMBICJIOB» Ha IpUMeEpe TBopuecTBa Momapra-chlHa. AKTYaJIbHOCTh HCCIIENOBAHUS
Opanna KcaBepa Momapra o0ycioBieHa AambHEHIIUM H3ydeHHEM cgep ero
JesTeIbHOCTH BO JIbBOBe, a Takke OTKIMKOM Ha COOBITHSI BOKPYT UMEHH Momapra-
ChIHA, CBs3aHHbIC ¢ PectuBaieM LvivMozArt. Ilenp naHHOM cTaThu — PacCMOTPETh
KOMILIEKC ‘UMeHU’ MolapTa-cblHa B KOHTEKCTE ONEPHOU JesTenbHOCTU BO JIbBOBE,
BIMsHME ‘MMEHN MomapTra-oTia, a Takke KOHTEKCT «HEOCYIECTBICHHBIX 3aMBICTIOBY»
Bonbdranra Amanes Momnapra B Mionxene. Hayunas HoBu3Ha paboThI HampaBiieHa Ha
M3yYeHHE HOBBIX MEPCHEKTUB «KynbTa Momapra-ceiHay Bo JIbBOBe U CTaBHUT 3a1ady
pacuIMpuTh OPOUTY EBPONEHCKUX TOPOJOB, AKTUBHO Pa3BUBAIOLINX «KYJIbT MomapTa»
(BanbuOypr, Bena, Mionxen). B pabore npuMeHEHBI METOABI HCCIEIOBAHUS:
KYIbMYypHO-UCmopudeckutli — TIpU aHajiu3e TBopuyecTBa MomapTa-ceiHa U1 MomapTa-
OTIIa B KOHTEKCTE XYZOXECTBEHHOro pa3BuTHs MionxeHa u JIbBoBa, komnapamue-
HO20 — TIpM aHajM3€ YCIOBHH TBOpYECKOro ObITHS Hacieaus MonapTa-chlHa
u Mouapra-otua, 6uospaguueckoeo u NCuxoa020-KOCHUMUBHO20 B HCCIEIOBAHUIX
npobsieM «MomapT-cblH U omepa», «MomuapT-cbiH U Monaprt-oreiy, «Monapt
U JKEHIIUHED). Kuszup  Mouapra-ceiHa  ObUIO  OOpeMEHEHa  CEPbE3HBIMU
NICUXOJOTHYECKUMHU KOH(UKTamMu. C OIHOH CTOPOHBI, — JWJIEMMa CBIH-OTEL,
CBIH-MaTbh, C JAPYIOW — KECTOKas IeOMEeTpUs «II00OBHOIO TpEyrojbHHKa». pama
3alpeTHOW JIOOBM K JKEHE TYOEpPHCKOTO COBETHHKA JIOCTUTAeT CpaBHEHWH
¢ BarHepoBckuM Liebestod. «Tpuctan u M3onpna» o0si3aHa CBOMM HOSBICHHUEM Ha
CBET Hepeaan3oBaHHOM o0BM Barnepa k Maruibne Besenmonk. Ilpuumnoit
HEOCO3HAHHBIX, & BO3MOXXHO M CO3HATENIbHBIX, MOMBITOK MMOoOera OT caMoro ceods
MouapTa-cblHa MoOriia ObITh KaK CllaBa OTLA-TEHHs, TaK M CTpacTh k Mosedune,
cyOsmMHpoBaHHasi B TBOpUECTBE. UeM He CIOKET il HOBOM OTEPHI O «JIBBOBCKOM)
Mouapre? TaifHa TBOPUECKOTO KpHU3HCa, 000PAYUBAIOLIETOCS TOABEMOM, OE3yMHEM,
CTpaJaHHeM, pa30dapoBaHUEM, TBOpUECKOW cyOnmmmanueit craBut ®@panna Kcasepa
Momapra B ofiuH paj ¢ komrozutopamu Pobeprom Llymanom, @pannem Lllybeprom,
Puxapnom Barmepom, I'astano [lonunerru, I'ycraBom ManepoMm, ¢ mnosTamu
u xynoxHukamu Hukonaycom Jlenay, ®punpuxom I'enpnepiaunom, Anonbdom
Bensthiau, Jlyu Cyrrepom, Pobeprom Bans3epoM U MHOTHMHU APYTHMH.

Knwueevie crosa: Mouapt-ceiH, Momapt-oTell, onepa, TBOpUECKUN KpU3UC.

145



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

YK 78.071.1(4YKP)
DOI: 10.31866/2616-7581.2.2018.153389
Onvea Komenoa,
Kanouoam mMucmeymeo3nascmaed, OOyeHm,
CxioHoesponeticbKull HayiOHAIbHULL
VHigepcumem imeni Jleci Ykpainku,
Jhyvk, YVrpaina
e-mail: olgakomenda@gmail.com
ORCID: https://orcid.org/0000-0002-7659-690X

KAHPOBA ITAHOPAMA TA NEPIOJAMN3AIIA
TBOPUYOI JISAJIBHOCTI OJEKCAHJAPA KO3APEHKA

Mera poOOTH — BCTAaHOBHTH B3a€MOBIUIMBH MiX PI3HUMH BHIAMH NisTIBHOCTI
BiZJOMOTO Cy4acHOT0 YKpaiHCchKoro kommnosuropa Onekcanapa KozapeHka Ta BUSBUTH,
y SKHHA Croci0 TPOTIKAIOTh Ii IPOLECH MPOTATOM TBOPYOTO MUIAXY MHUTIIS.
MeTtomomnorisi JOCTIIHKEHHS TONATAaE B TMOEAHAHHI KYJIBTYPHO-ICTOPUYHOTO METOY
(BnHCyBaHHSI TBOPYMX 3700YTKiB MHUTIS B iICTOPUYHHUH KOHTEKCT), KOMIIAPAaTHBHOTO
MeToay (MOpiBHAHHS 3100YTKIB y Pi3HUX BHAAX MisSUILHOCTI) Ta CUCTEMHOTO aHallizy
(moOymoBa aHpPOBOI CHCTeMHM U Tiepioam3ailisi TBopuyocti). HaykoBa HOBH3HA CTATTI
3YMOBIIEHA THM, IT[0 BCi 3alpOIIOHOBaHI B Hill BICHOBKH 1 MOJIOKEHHS € TOBHICTIO
OpHUTIHAFHUMH, SK TakKi, [0 BU3HAYCHI MPAKTHYHOK POOOTOI0 aBTOpa 3 HOTHUMHU
TEeKCTaMH, aylio Ta BiJeoMmarepiallaMd W TOYEpITHYTI B OCOOMCTOMY CIiJIKyBaHHI
3 O. KozapenkoM. BHCHOBKHM 3ampOnOHOBAaHOI JOCTITHULBKOI POOOTH MOJIATalOTh
y npeacrasienHi TBopuocti O. KozapeHka y BUTISII KIACHYHOT MOJEl TBOPYOTO
VHiBEpCali3My, PO3KpUTOI B JiaXpOHIYHOMY Ta CHHXPOHIYHOMY acreKkTax, MoJaHol
B PI3HOMaHITHUX MY3WYHHX 1 I03aMy3HMYHHX B3a€MO3B’s3Kax Ta BILIMBAX. Pe3yabpTaTu
JOCHI/DKEHHS Jal0Th 3MOTY 3aCTOCYBAaHHS 3allpOIOHOBAHOTO MigXOLy 10 TBOPYOCTI
IHIIMX YKPaiHCHKUX 1 3apyODKHUX KOMITO3UTOPIB 3 METOIO IMOAATBIIOTO BHUBYEHHS
(heHOMEHA TBOPUYOTO YHiBEpCai3My.

Knwuogi cnoea: Onexcannp KoszapeHko, TBopua AisJbHICTH, YHiBepcallbHa
TBOpYa OCOOMCTICTh, MOJICNIb TBOPUYOTO YHIBEpcali3My, IMiaHICT, KOMIIO3UTOP,
MY3HKO3HaBEIIb.

Onekcannp KozapeHko BUHIIOB Ha TNOMNpHINE YKPaiHCBKOT MY3UKH
B 1990-x pokax, Ha OYATKy T06M He3ameKHOCTI YKpainu. Moro cTaHOBICHHS
SIK MHTIISI BiIOYBAJIOCS B yMOBAaX aKTHBI3AIII] KYJITYPHOTO 1aJIOTy 13 3aX1IHOI0
€Bpor1010, MOLIYKY HOBOTO OOJIMYYs YKPaiHChKOI MY3WYHOI KYJIbTYpPH,
BIJIPOJKEHHS 11 HAaIllOHANBHOI 1IeHTUYHOCTI. BU3HauaneHy poJib B yKpaiHChKiN
MY3MYHIll KyJIbTypi TOro dacy TmodYaja BiJirpaBaTd MOJIOAIIA TeHeparis
KOMITIO3UTOPIB, OUTBIIICTH 3 sIKO1, 3a crioctepexkeHHsaMu bornana Crotu (2018),
«yxe He Oynma 4M Maibke He Oyna CKyTa CTapuMH JIOTMaMH TOTAJIiTApHOTO
muktaty» (c.1). Cepen ii mpencraBuukiB —Cepriii 3axuTbko, BikTopis
ITonboBa, Onexcanap letuncwkuil, ['annna OBuapenko, Onexcanap I'yrens,
Mapuna [lenucenko, Bagum XKypasunibkuii, Mukona Koaminac ta Onekcanap
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Kozapenko. IlepeBakHa OUIBIIICTH Ha3BaHUX  KOMIIO3UTOPIB  OynH
BunyckHukamMu KuiBcbkoi KOHcepBaToOpii, A€ BOHM HaBYaluCs B KJacax
MupocnaBa Ckopuka (sik, Hampukian, Koszapenko), €prena CtaHkoBuua,
IBana Kapabuns ta Banentuna bibika. Ili monoai kommnosutopu Oynu qo0pe
3HallOMI 3 HOBOIO €BPOIIEHCBHKOIO MY3UKOIO, a iX TOJIOBHOIO METOI0 Oyiio
MIPE3CHTYBATH YKPATHChKY MY3HKY Ha MKHAPOIHIN apeHi.

Cepen HOpM 1 LIIHHOCTEH MpeICTaBHUKIB Li€l reHepalii 0y0 3BepHEHHS 10
EKCIEPUMEHTY Ta CaKpaJIbHHUX T€M, KaMEepHI3allisi My3UYHHX >KaHPIB 1 TSHKIHHSA
J0 TIOMIISITBHICHOT peaitizalii TBOPYOi OCOOMCTOCTI, 3yMOBIIEHE, 30KpeMa,
moTpeOOI0 HEraHOTO 3allOBHEHHsS BCIX HINI KYJIbTYpH HalllOHAJIBHUM
KOHTEHTOM.

SlckpaBUM TIpUKIAIOM OcoOMCTOCTI Takoro Tumy craB Oekcanap
Ko3zapenko, Tpu 0CHOBHI cpepy IisTTBHOCTI SKOTO TICHO TOB’s13aH1 Mi’K COOOIO:
miaHicT (opMye )KaHPOBO-1HTOHALIMHY 0a3y KOMIO3UTOPCHKOT TBOPYOCTI; BiH
BIUIMBA€ Ha XiJ] BUKOHABCHKUX PILIEHb; My3UKO3HaBUl IHTEPECH BU3HAYAIOTh
HarnpsM KOMIIO3UTOPCHKUX BIIKPUTTIB.

CTOCOBHO TOIEpEIHIX AOCIIIKEHb MOTPIOHO BIA3ZHAYMTH, HMIOTBOPYICTH
O. Ko3apeHka HeEOJHOpa30BO IIpUBEpTaja yBary 0araTbOX YKpPaiHCBKHUX
my3uko3HaBliB — Credanii [laBmummn (1993), Onenn Yekan (1999, 2018),
Opis Yekana (1992, 1996, 2014), Haranii lIBeus-Casunpbkoi (2005), Jliaii
Menpauk (2002) ta 6ararbox iHmux. Tak, C. [Tapmumma (1993) 3ayBaxwia,
mo B ctum O. KozapeHka «3nuinucs 3axiJHOEBPONENUCHKUM Ta yKpaiHChKUI
POMaHTHU3M — Ha MEXI EKCIPECIOHI3MY, OAHAK y OIK He mnepeOlIbIIeHHS,
BUKPHBIIEHHS, a TorymbaeHoro jgipuuHoro BixuayTTs» ([laBaumunu C., 1993,
c.4). H.IlIBeus-CaBuipka (2005): «CroHTaHHI BHONMCKH 00JapyBaHHs
O. Kosapenka, ioro ymato0ieHa rpa B NPUMIPSHHS KOHTPACTHUX CTHIIbOBUX
MacOK OpraHi4HO BIUCYIOThCS y CUTYaLlIl0 cydyacHOro nocrmoaepuy» (I1LBerns-
Casunbka H., 2005, c. 362). 1O. Uekan (1996) BBaxkae, mo O. Kozapenko
3aJMINAETBCS POMAHTUKOM, «aJKE€ TpariuHe CBITOBIAYYTTS, MIHIaTIOPH3M,
PO3JIBOEHICTh, IHTEPEC 10 BHYTPIIIHBOTO CBITY, Mil[Ha OMOpa Ha (OIBKIOp —
pUCH SBHO pOMaHTHYHI», aje 3 IHIIOTO — «y TEXHIYHOMY apceHall
KOMITO3UTOpAa — BCl JOCSITHEHHS XX CTONITTS — BiJ alleaTOPHKU J0
MiHIMali3My; CBITOBIUYTTS HOro 3yMOBJIEHE HAIlUM YacoM; cepel
HallBAXXIMBIIUX  O3HAaK #oro crTwimo —  ¢QimirpanHa pobota 3a
HaWpPI3HOMAHITHIIIUMH MOJEISIMU — BiJ] (DOJIBKIIOPHUX, POMAaHTHUYHUX — JI0
MOTICOBO-MACOBHX... 3BIJACH — JIOTiKa ¥ KOHCTPYKTHBHICTH MUCJICHHS, IO
INPUXOBYIOTbCS 32 30BHI IMOPOBI3AIIMHMMH, €MOIL[HHO OypXJIMBUMH
3By4aHHSAMH. Taka IUCTaHIIHOBAHICTh BiJ MOAENI noaae my3uii Onekcanapa
Ko3zapenka 1ie 0JJHOrO0 CMHCIOBOTO O0EpTOHY — iIpOHIUYHOTO BiJICTOPOHEHHS.
A 1ie Bxxe — puca Tinpku Hamoro 9acy» (Yekan 1O., 1996 c. 15).

Merta craTrTi — BCTQHOBUTH B3a€MOBIUIMBM MIDK pPI3HUMH BUAAMU
JISUTBHOCTI BIJOMOTO Cy4YacCHOTO YKpaiHChKOro kommosutopa Omnekcanupa
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Kozapenka Ta BUSBUTH, SK Ii TPOLIECH PO3BUBAIOTHCS MPOTATOM TBOPYOTO
HIISAXY MUTIIS.

[TpoananizyBaBmu xaHpoBuil 3mict TBopuocti O. Ko3zapenka, moTpioHO
3poOUTH BHCHOBOK IIPO T€, IO ii HTICHY, 13 BHYTPIIIHIMU O0YMOBIICHHIMH,
CHCTEMY CKJIaJal0Th KaMEpPHIi, TeaTpajibHi Ta AyXOBHIi kaHpu. Tak, chhopmoBani
POMaHTHYHOIO TPAJUIIIEI0 CUM(OHIYHI Ta GOpTEIiaHHI KaHPH MOCTAIOTH JIUIIE
KPOKaMM Ha LUIAXY HaOyTTs MaiicTepHocTi. IeHe3a X OCHOBHUX KaHpIB
(kamepHa omepa, MeJojpama, Oaner, KOHLEPT, JITypris, pPEKBieEM),
BiZIpo/KeHUX Y XX CT., Ma€ 6apOKOBE MOXOKEHHS.

SnpoM >KaHPOBOI CHCTEMH € OMNO3MINA KaMepHO/TeaTpalibHi — JYyXOBHI
xaHpH. llepmmM BracTHBI B3a€MOIEPEXOJM 3 KaMEPHOTO B TeaTpabHHMA
1 HaBMAaKW, HEBEIMKI BHKOHABCHKI CKJIAMW W Macmrad, TpaHUIHA
IHAMBIMyaNi3allis Ta iHTENeKTyami3almis 00pa3HOro 3MICTy IPYT'MM — BEIUKI
BUKOHABCHKI CKJIaau ¥ macmTad, poOOTa 3a KaHPOBOKO MOJCIUTIO (KaHBa —
OorocinyeOHHI TEKCT), OPIEHTYBAHHS Ha IIMPOKY ayaUTOpit0, YTiEeHHS iael
CUHTE3y Ha IHTOHALIHHOMY, CTHJILOBOMY, KOMITIO3UILIIHHOMY PIBHSIX.

OO6unBi reHepanbHi >xkaHpoBi JiHii TBopuocTi O. Ko3apenka B wniiomy
JOCTaTHBO pealli3oBaHi B YKpaiHChkiii My3uni XX cr. Kamepnwii xaHp,
Hanpukian, — y TBopuocti b. JIsTommucekoro, €. Crankosuua, M. Ckopuka,
B. CunsBectpoBa # iH. Y O. Ko3apenka BiiOyBa€eThCsl IPOAOBKEHHS 1€l JTHIT
PO3BUTKY, IpOTE 31 CBOEI0, NPUTAMAHHOIO JMIIE HOMY pHCOI, — iX
IMIPOBI30BaHOIO TeATpaJi3aLl€lo.

JlyxoBH1 KaHpH BIIPOKYIOTbCA B YKpaiHi, mounHatouu 3 1990-x pp.,
1 O. Ko3apeHKo cTae 0THUM 13 THX, 3aBJIKH KOMY IIe cTa€ MOXJIUBUM. [TeBHOIO
MIpOIO MOMNEpEeHUIICI0 KOMIIO3UTOpa B I[bOMY IUIaHI MO)KHa BBakaTH Jlecio
Juuko Ilpote, Ha Bigminy Big Hei, B O.Ko3apeHka, okpiM akaneiabHUX TBOPIB,
3’MBISIIOTBCSL  BOK&JIBHO-CUM(OHIYHA  JIITYpris,  peKBieM,  MPUUOMY
3 YKpaiHCbKUMU T€KCTaMH, TOOTO SIK CHHTE3 MECH H JIITYprii.

XpoHoJoriuHO  jkaHpoBy  eBomomiro  TBopuocti  O. Kozapenka
NPEJCTAaBICHO BEKTOPOM: I1HCTPYMEHTaJbHa — BOKaJIbHO-IHCTpYMEHTAJIbHA
TBOPYICTh, MO XOJy SKOro OaraTo yBaru BIJIBECHO KaMepHid My3HIi
3 eJIeMEHTaMHU TeaTpy i HaBIakH, sIK PeHOMEH JOMIHYIOUUX KAHPOBUX IOJIiB.

[Tepionmzamiss  TBopuocti O. Ko3zapenka o0ymoBiIeHa He TIJIbKH
CHiBBiAHECEHHSAM i#oro OiorpagiyHoi 1 CTWIBOBOI  €BOJIOLIN, ane
i1 0co0GIMBOCTAMU 1i MPOTIKAaHHS B OCHOBHUX cepax MisiIbHOCTI — KOMIO3HIIIT,
BUKOHABCTBI Ta My3UKO3HABCTBI.

Biorpadiuna nepiogu3zarisi BKIIOYAE TPU MEPIOIH:

— 1978-1993 pp.: HaBuaHHA y JIbBIBCBKOMY MY3UYHOMY YUMJIMINI Ta
KuiBchkiii KOHCepBaTOpii, BKJIIOYHO 3 acCHipaHTypoOr, IO 3aKiHYYETHCS
3aXHMCTOM KaHJIUJIATChKOI TUCepTarlii;

— 1993-2010 pp.: memaroriyHa AisUIbHICTG Yy JIBBIBCHKIM My3WYHIN
akazgemii iM. M. Jlucenka, B T.4. y 1999-2001 pp. — Ha mocazai mpopeKTopa
3 HayKOBOi po6oTH, a 3 2006 p. — Ha Tocai 3aBigyBaua kadeapu Teopii My3HKH;

148



Bicunk KuiBcbKoro HaioHanpHOTO YHIBEPCUTETY KYJIbTYPH | MUCTELITB
Cepisi: My3u4uHe MUCTENITBO BUIIY CK2(2018)

— 3 2010 p. — mexaroriyHa AisIbHICTH y JIbBIBCBKOMY HalliOHAIBHOMY
yHiBepcuteTi iMeHi |. @panka.

biorpadiuna 1 cTuapoBa Tepioam3allisi CHIBBIAHOCATBHCS MIXK COOO0M0
3 MEPeTUHAHHAMU ¥ HaKJIaJaHHSIMH, 30KpeMa 1 3aBISKH TOBEPHEHHIO
KOMIIO3UTOpaA J0 paHillle CTBOPEHOI'0, PeJaryBaHHIO i YBEJEHHIO HOro B HOBI
XyAoxHl koHuenuii. Hampukian, crnouaTky HamucaHa SK —CaMOCTiiHa
kommosuiiiss «Opo» mns ymapHux iHcTpyMmeHTiB (1994) HeBmoB3i cTae
yactuHoto Oanery «/lon Xyan 3 Konomwuin, a B 2004 p. ii B nepepobieHOMY
BUTJISIAI TiepeiiMeHoBaHO Ha «CTapoBHHHI BIOpHOYpP3bKI TaHIl W JA3BOHU
csitoro Kimianay. Takux npukianis y TBopuocti O. Ko3apenka unmaino.

[Ile omHa ocoOIMBICTH cHoOCTEepexeHoi eBoitouii  (¢oprenianHa
TBOPUICTh — CUM(OHIUHA — KaMepHa — TeaTp — AYXOBHAa MY3HKa) IOJISATae
B TOMY, IO TMepexif BiJ JOMiHYBaHHS OJHOTO >KaHPY 1O IHIIOTO HE
€ OTHOMOMEHTHUM. Tak, BU3piBaHHS KaMEPHOTO PO3MOYMHAETHCS B 1988 p.,
3 «Mikpocxem» Ta «IpMoIoTrioHa», X04a MM04aTOK iHTEHCUBHOI pOOOTH B HBOMY
BitHOCHTBCS 710 1994 p. 3 iHImIOTrO 00Ky, y ToMy X 1994 p. 3asBmsie mpo cebde
yBara KOMIIO3UTOpa JO JYXOBHOI MY3MKH — 3’sBIs€Tbcd «OCTpPO3bKHi
TPUNITUX»,  ajieé  MOCHiAOBHE  3alliKaBICHHS  JYXOBHHUMH  TBOpaMHU
po3nounHaeThest B 1996 p., 31 «Ctpacreit 'ocmoga Hamoro Icyca Xpucray.
BiutynHs TeaTpanabHOro *aHpy nomiTHi B «Sinfoniaestravaganzay, CTBOpeHil
y 2001 p. IIpore, iMOBIpHO, camMe Yepe3 3aXOIUICHHS JYXOBHUM KaHPOM IIeH
TBip ax a0 2013 p. icHyBaB SIK CyTO KOHLEPTHMM, 1 Juiie uyepe3 12 pokiB
OoTpuMaB OasieTHe BTUIeHH. Takux MPUKIAIIB TOCTaTHbO.

Y 3B’M3Ky 13 IIUM BH3pIBaHHS HACTYIHOTO JOMIHYIOUOTO KaHpPy
MOYMHAETHCS  3a37aJIETib, TOCTYIIOBO TIPOPOCTAIOYH Kpi3h 3aBEpPIICHHS
nomnepegHboro mnepioay. Llel mpuHIMI MOKHA Ha3BaTH JIaHItoroBuMm. Hum
MOSICHIOETHCSI BUCOKUHM CTYMIHb CTHJIBOBOI OJHOPIAHOCTI TBOPUYOCTI MUTIIS.
[likaBo, 1m0 TMOOKI ’KaHPOBI Ta CTHJILOBI MPOLECH BiOYyBarOThCs Ha (OHI
(akTHUHOI BIICYTHOCTI 4OTr0oCh 0cO0IMBOrO B Oi0rpadii MUTII.

TBopumii nusix O. Ko3apeHka ckiiafgaeTbes 13 11 TH TEPIOAIB.

I. Hapuanns: dQopremianna tBopuicts (1982-1989)'Bkitouaec poku
HaBuaHHs O. Kosapenka y JIbBiBcbkOMYy My3uuHOMY yumiumii (1978-1982),
Kwuiscokiit koHcepBaTopii (1983—1988) ta acniipantypi (1989—-1992). V 1eit uac
ICTOTHE 3HAYE€HHS Ma€ KOHKYpCHA JUSUIBHICTH MHTLSA, BigOyBaeTbCs
KpHUCTamizamiss Horo BHMKOHABCHKOI, a TaKOX KOMIO3MTOPCHKOI MaHepH,
OB’ s13aHO1 31 CTBOPEHHSIM nepinx «llrucanok», 1o 3acBiguye caMm KOMIIO3UTOP
(pyOixHuU# pik— 1982-i1).

' 0. Kozapenko 3a3Hadac: «1982-if pik — IIe MOYaTOK MOEI CBiIOMOi KOMIIO3UTOPCHKOT
pobotu. Lle nepma «ITrcankay, TBip 3 AKOTO IMOYABCS Mili «kKOMIIO3UTOPCHKUH BiTiK». Bee, 1o
OyJ0 10 TOTO, S BBayKaro, OYJ0 MiATOTOBYUM €TAIIOM)).
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II. 3BepHennst a0 cumdoniunoro skaunpy (1989-1994)2 — kopoTkuii
nepios, SIKUM TakoX MICTUTh HAKJIaJaHHSA 3 HAcTyNMHUM. Y 1ed dac
BiZIOyBa€eThCsl BUMPOOYBAHHS 1HIMBIAYAIBHOTO CTHIIIO KOMIIO3UTOPA TBOPAMHU
BenuKOi (GopMu (KOHIEPTHO-CUM(MOHIUYHUN THUKI — CKPUIKOBUMA KOHIIEPT,
1989-1994; mapiamiiiamii nukn — «Yakona», 1990; conatHO-cuM(OHIYHMIA
nuki — «Emicrommy, 1991).

ITII. Kamepna wmy3uka, my3muHuii tearp (1988-2001) - nepumit
3 OCHOBHMX II€pIOJIIB TBOPUOCTI MUTISI, B SIKOMY IPEACTABICHO KOHCTaHTHI
KAHPOBI MOJETl W IOCATHYTO CaMOOYTHOCTI HOTrO CTHJIBOBOTO TOYEPKY.
BimmyHHs 1150T0 TIEpiOMYy criOocTepiraemo mizHime (HoBa penakiiiss «Opectein,
2013; «Sinfoniaestravaganza», 2013; monmcana apyra yactuHa «Pi3aBsHOi
boxectennoi Jlityprii», 2014 Ta iH.).

IV. dyxoBui TBOopu (1994-2008) — npyruii 3 OCHOBHHX IEpioJiB
tBOpuocTi O. Ko3apenka. 3BepHEHHS 10 AyXOBHHX JKaHPIB CYIPOBOKYEThCS
YBaror KOMIIO3UTOPA J0 CAKpaJbHUX HACIIBIB, MPUHOMIB ITAPTECHOTO MHUCHMA,
maHepu cmniBy KueBo-Ileuepcbkoi 1aBpu 1 Npe3eHTYETbCS CTBOPEHHSAM
MacIITaOHUX OOTOCTY)KEOHUX IIUKITIB, 1[0 BUXOATH 32 MEXI1 IIEPKOBHOI cepu.

V.PenaryBanus  crBopenoro. Tearp (32008). 3aBepuieHHA
«YKpalHCBKOTO PEKBIEMY» CTaJIO L€ OJHUM PYyOKHUM MOMEHTOM CTHIIBOBOL
esouortii O. Kozapenxka. [Ticns 2008 p. 3’siBritocs He Tak 6arato TBOpPiB, MPOTE
JOMMCAaHO Jpyry ¥ Tperto wyactuHU «Sinfoniaestravaganza» (2013),
HiATOTOBIIEHO OalleTHY BEPCiI0 TBOPY, 3[1HCHEHO IPYTy peAaKIlio, a Mo CyTi —
KapAuHalbHE nepeocMmucieHHs «Opecrei» (2013), ctBopeno JlunTux Ha cioBa
C. Maiinancekoi (2013) ta «CniBanky npo Bacunumaky» (2013), HamucaHo
npyry yactuHy «Pi3nBaHoi boxectBennoi Jlityprii» (2014). Kpim toro, neit
nepios, K 1 MonepesHi, Ma€ CBOrO NMEpeABICHUKA y BUIJISAAI HOBOI perakiii
«Opo», ctBopenoi B 2004 p. («Alte Wirzburger Tédnzeunddie Glockendas
Heilige Kilian» / «CTapoBuHHI BIOpIOYp3bKIi TaH1ll 1 13BOHU cBsATOro Kimianay).

Ha eBomorito TBopuocti O. KozapeHka BIUTHBaIOTh OCOOJIMBOCTI HMOTO
PO3BUTKY SIK BHUKOHaBISI Ta HaykoBI. 3a 30 pokiB BHKOHABCbKa MaHepa
MiaHicTa HE 3a3Hajla CYTTEBUX BHJIO3MIH, MPOTE 3MIHUBCSA perepTyap
1 CIIBBIIHOIIEHHS MK BHJIaMH i (hopMaMM KOHIIEPTYBaHHSL.

Me:xero 1Box BuKoHaBchbkHX nepioniB O.Kozapenka craB kiH. XX — mod.
XXI ct. MoHnorpadiyna 6axiBcbka mnporpama (Tpu koHueptd d-moll, f-moll,
c-moll) 3aBepmmna mepion iHTEpecy IiaHIiCTa 10 3aXiJTHOEBPOMEHCHKOTO
GapoKOBOr0, KJIACHYHOTO Ta poMaHTHuHOro penepryapy (M. C. Bax,
B. A. Momapr, JI. Ban berxosen, . lllonen, ®. Jlict, P. llyman, E. I'pir,
I1. YaiikoBcekmii, C. PaxmaninoB, O. Ckps6in, C. Ilpokod’eB). Hamam

2y 1988 p. O.Ko3apeHnko 3aKkiHYMB KOHCEPBATOpil0 fK mmiaHicT, a y 1989-my Oys
MepeBeIeHnid Ha T SATHH Kypc 31 cremnianpHocTi «Kommo3uriis» i ocTaHHIN pik HaBYaBCS B
KOHCEpBaTopii TIBKH SIK KOMIO3UTOP. LlpOT0 X pOKY BiH MO3HAHOMUBCS 31 CBOIM MaOyTHIM
HAyKOBHUM KepiBHUKOM mpodecopom [.D. JIsmieHkoM, KU MiIKPEeCIIoe MeXOoBY poib 1989 p.
y TBOpUii Giorpadii MUTIIS.
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MaeCTpO CTAaBUTUMETHLCS JIO pernepryapy BHOIpKOBO: Iie Oyne yKpaiHChbKa
my3uka i my3uka XX cr. (. boprastacbkmii, M. Jlucenko, M. Konecca, A. Koc-
Amnaronbcekuii, JI. PeBynpkuii, b. JIsromuucekuii, M. Ckopuk, €. CtankoBu,
0. Ko3zapenko, /. llocrakoBuu).

3MiHIOIOTBCS TIpiopuTeTH GopM KoHuepTyBanHs: panime O. Kozapenko
BUCTYIIaB 1 COJIO, 1 B CYIPOBOJIi OPKECTPY, 1 B PI3HUX THUMAX aHCAaMOJIIIO, a HUHI
BiJIa€ TEpeBary COJbHOMY M KaMEpHO-IHCTPYMEHTaJIbHOMY BHKOHABCTBY.
ﬁMOBipHO, Take CcaMOOOMEXEHHS BHHHUKIO K KOMIIEHCALIA BEJIUKUX
OpPKECTPOBO-XOPOBUX (HOpM KOMIO3HIII, BOJHOYAC BiOOpakatoyM BIKOBI
3MIHM MHUTIS 1 MOB’S3aHI 3 HUMH NpPAarHEHHS OCATHYTH II€ HE PO3KPHTI
MOYJIMBOCTI 3BYKOBOI IPUPOJH XYI0KHBOTO 00pa3y.

Ha penepryapHi 3MiHH, O4YEBHJIHO, BIUIMHYJIA 1 HAYKOBa [isUIBHICTH
O. Kozapenka, sikuit y 2001 p. 3aXUCTHB JOKTOPCHKY AMCEPTALIIIO, IPUCBSIUCHY
npobiemi HaliOHAJIBHOI MY3MYHOI MOBH 1 TBOpuocTi M. JIucenka 3okpema.
Hactymue aecstunitrts 0yno chokycoBaHMMHA BUKOHaHHI TBOpiB M. Jlucenka
Ta YKpaiHChKOi My3uku XX CT. IMOBIpHO TakoX, 1[0 TPUBAIOK iSIIBHICTIO
y JIbBOBI, SIKUI1 OKH TaK 1 HE CTaB «CBOIM» [l KOMIIO3UTOPA, 3yMOBJIEHA HOTO
3alllKaBJICHICTh TBOpPaMHM TalulbKux Kommo3uTopiB — M. Koneccu,
H. HuxankiBebkoro, A. Koc-AHaTOIbCHKOTO, PIIKO BUKOHYBAHUX CYyYaCHUMHU
nia"icramu. OTxe, Mexxa XX — XXI cr. — BaxJIMBUH PyOI’KHUM MOMEHTOM
1 y BUKOHABCTBI, 1 B HAyKOBii mpali, i B KOMIO3UTOPCBHKIA TBOPUOCTI
O. KosapeHka.

VY3aranbHIOIOYM BHCHOBKH, BAPTO 3a3HAYMTH, 110 B3a€EMOOOMIH i€l Mix
BugaMu TBopyoi aisimbHOCTI O. Ko3apeHkamae 1HTEHCHMBHMH —XapakTep
HPOTSTOM YChOTO TBOPUOTO IIJISIXY MUTIIS, a IXHE BTIICHHS € IEPEXPECHUM: yCi
3a3HayeHl BJIACTMBOCTI MPAKTUYHO PIBHOMIPHO BHUSBJIECHI B JiSUIBHOCTI
mia”icTa, KOMITO3UTOpa I My3WMKO3HaBI. Y 3B’S3Ky 3 IIMM MOXKHA
CTBEpKYBaTH yHIBEpCAJbHUM XapakTep TBOPYMX 3700YTKIB  MUTII,
a CTpYKTypy Horo TBOpuOi AiSNIBHOCTI PO3IJISIATH SK 1/€albHY MOJEINb
MY3HYHO-TBOPUYOTr0 yHiBepcasi3My. BogHovac BapTo BiI3HAYMTH, 1110 B paHHIN
TBOPYOCTI, 3 JOMIHYBaHHSM Yy Hil popTeniaHHOTO kaHpY (a pa3oM 3 TUM Lie OyB
nepion akTuBHOI yuacTi O. Ko3zapeHka y BUKOHaBCbKHX KOHKYypCax), a TaKOX
y kamepHiii TBopuocti 1990-x pp. (30kpema, y TBopax 3 ¢opTerniaHo coJjo),
BOUEBHU/Ib, BHpIIIATbHY PpOJIb BHUKOHYBaB BUKOHABCHKMH  CKJIQJHUK,
BU3HAYAIOUU HampsM pO3BUTKY TBOpuoi ocoOuctocTi MuTus. Haromicts
y 1epio CTBOPEHHS MacIITaOHUX AyXOBHHX mosnoTeH 2000-x pp. OUeBUIHUM
craB mpiopurer kommno3umii. CeoronmHi »x cminkyBanHa 3 O. Kozapenkom
3acBiUy€, HACKUIbKM CHJIBHO Ha TEHEpyBaHHS HOro MPOBIAHUX XYIOXKHIX
00pa3iB 1 CMUCIIIB BIUITMBAE KOJIO BUCYHYTUX HUM CAMUM HAYKOBHX i1€H.

Crpo6a BH3HAuUEHHsS >KaHPOBOI MaHOpaMH Ta TMepioau3alii TBOPYOI
nispHOCTI O. Ko3zapenka, 3xiiicHeHa B 11i#l cTaTTi, BU3HAYA€ OCOOIUBOCTI HOTO
HEOpAMHAPHOI 1HJMBIAYyaTbHOCTI 1 MOKE€ BUKOPHUCTOBYBATHUCS SIK MOJIENb IS
CXOXKHMX 3a 3aBJaHHAMH JOCIIDKEHb TBOPYOTO (YHKLIOHYBAHHS I1HIIUX
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KOMIIO3UTOPIB — 1 YKPAiHCBKUX, 1 3apyOiKHHX — 3 METOI BIOCKOHAJICHHS
ICHYIOUMX TMOTJISI/IIB Ha XapaKTep Ta crerudiky nepediry My3uuHO-1CTOPHYHUX
IPOIIECiB.
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GENRE PANORAMA AND PERIODIZATION
OF CREATIVE ACTIVITY OF OLEKSANDR KOZARENKO

The purpose of the article is to determine mutual influences between the various
activities of the famous contemporary Ukrainian composer Oleksandr Kozarenko and
to discover how these processes take place during the creative way of the artist.
Methodology of investigation combines the cultural-historical method (the inclusion of
creative achievements of the artist in the historical context), the comparative method
(comparison of achievements in various activities) and system analysis (construction
of the genre system and periodization of creativity). Scientific novelty of the article is
due to the fact that all the conclusions and positions of the paper are completely
original, they are the result of the author’s practical work with musical texts, audio and
video materials and some of them have been taken in personal communication with
Oleksandr Kozarenko. The proposed study are presented Kozarenko’s creativity as
a classical model of creative universalism, disclosed in diachronic and synchronic
aspects and described of many musical and non-musical interconnections. The results
of the study give the opportunity to apply the suggested approach to creativity of other

153



Bulletin of Kyiv National University of Culture and Arts
ISSUE2(2018) Series in Musical Art

Ukrainian and foreign composers for further studing the phenomenon of creative
universalism.
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KAHPOBAS TAHOPAMA U HEPUOJANU3 AN
TBOPYECKOU AEATEJIBHOCTHU AJIEKCAHJAPA KO3APEHKO

Ilenp paboOTBI — YCTAHOBHUTH B3aUMOBIHSHHS MEKIY pPa3IMYHBIMUA BUIAMU
JIESATENIbHOCTA HM3BECTHOTO COBPEMEHHOTO YKPAMHCKOTO KOMITO3UTOpa AJleKcaHIpa
Ko3apeHko ¥ BBISBHTH, KaKHM O0pa30M IIPOTEKAIOT STH TMPOIECCHl B TEUYCHUE
TBOPYECKOTO  TYTH  XYIOXXHUKA. MeTOHoJOTHs  UCCIIEIOBaHUA3AKITIOUACTCS
B COUCTAaHMM  KYJIBTYPHO-UCTOPHUECKOTO MeToAa  (BIUCHIBAHHUE  TBOPUYECKUX
JMOCTIDKCHUHM XYyJMOKHUKA B HCTOPUYECKHH KOHTEKCT), CPAaBHUTEIHLHOTO METOJa
(cpaBHEHHE JOCTMXEHUH B pa3lIUYHBIX BUJIAX JCATEIBHOCTH) H CHCTEMHOTO aHAllN3a
(TmocTpoeHme KaHPOBOW CHCTEMBI M MEepHOIU3aIMs TBOpuecTBa). HaydHas HOBH3HA
cTaThl OOYyCIIOBIIEHA TEM, YTO BCE MPEIOKECHHBIE B HEW BBIBOJBI M IOJIOKEHUS
MOJTHOCTHIO0 OPUTHHAIIEHBI, TOCKOJIBKY COPMHUPOBAHBI TPAKTHUECKOM pabOTON aBTOpa
C HOTHBIMH TEKCTaMH, ayJITMO U BHJICOMAaTEPHaIaMH U TIOJIYYCHBI B JTUUHOM OOIIEHUHU
¢ A. Kozapenko. BeiBobl ipe/iI0K€HHOM HCCIIeI0BaTENECKON paOO0ThI 3aKITFOYAI0OTCS
B mpenctaBieHun TBopyecTBa A. KozapeHko B BHAE KIacCHYECKOW MOIETH
TBOPYECKOTO YHHBEPCAIIN3Ma, PACKPBHITOM B IHAXPOHUYECKOM M CHHXPOHUYECKOM
acmeKTaxX, IIPEJICTABICHHOW B pPAa3IMYHBIX MY3BIKATbHBIX W BHEMY3BIKAIBHBIX
B3aUMOCBSI3SIX W BIUSHUAX. Pe3ynbTaThl HCCIENOBAHUS IIO3BOJISIOT MPUMEHEHUE
MPEIUIOKEHHOTO TMOAX0/la K TBOPYECTBY JPYTUX YKPAaMHCKHUX U 3apyOeiKHBIX
KOMITIO3UTOPOB C TIENbI0 JajdbHEHIIero u3y4deHws (EHOMEHa TBOPUYECKOTO
YHUBEpcaIn3Ma.

Knroueevie cnosa: Anexkcanap KoszapeHko, TBopueckas ACSTEIbHOCTD,
YHUBEpCAIbHAS TBOpPYECKas JIMYHOCTh, MOJIETh TBOPUYECKOTO YHHBEpCAIH3MA,
MUAHUCT, KOMIIO3UTOP, MY3BIKOBEI.
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