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M.M. KOVALOVA,'
Ye.A. FEDIUN'!
! Kharkiv State Academy of Design and Arts, (Kharkiv, Ukraine)

EDUCATIONAL PAINTING WORKS OF STUDENTS OF THE OUTSTANDING
UKRAINIAN ARTIST BORYS KOSAREV IN THE1950s — 1970s

Abstract.

The purpose of the study is an analysis of the educational painting works of senior courses students of the Ukrainian
painter Borys Kosarev at the Kharkiv Institute of Arts and Crafts (now — Kharkiv State Academy of Design and Arts —
KhSADA) to expand the pattern of Ukrainian painting growth in 1950s-1970s.

Methods: System-comparative and art-historical methods were used to conduct the analysis.

Results: The analyzed academic works of KhAII students of 1950s-19705s, which are introduced into scientific
circulation at first, are an important methodological and artistic heritage of the Ukrainian culture of 19505-1970s.

Practical significance. The results can be used in further research on the history and theory of Ukrainian art, in
particular the development of the Kharkiv Art School.

Scientifuc novelty: The analyzed works from the KhSADA art pool were introduced into the scientific circulation for
the first time. The majority of the paintings need to be restorated. The investigated academic works prove a high level of
training in the academic painting of the KhAII students of different specializations in the 1950s-19705s that subsequently
had a positive impact on their creative and pedagogical activities as well as the development of the Kharkiv Art School.

Background. The Ukrainian painter Borys Kosarev was a lecturer at the Kharkiv Institute of Arts and the Kharkiv
Institute of Arts and Crafts (now KhSADA), the painter filled the educational process with the latest author’s techniques
based on the principles of theatrical and decorative art, which enriched the range of academic tasks. The academy collection
keepsunique two-figure thematic canvases of 1950s-1970's, demonstrating the development of Ukrainian easel painting,

The aim of the study is to analyze the educational work of students of the Kharkiv Art and Industrial Institute —
KhAII (now Kharkiv State Academy of Design and Arts —- KhSADA) to identify new trends in Ukrainian painting
in the 19505-1970s.

Keywords: academic painting, Kharkiv art school, Borys Kosarev.

For citation: M. M. Kovalova, Ye. A. Fediun. Educational Painting Works of students of the Outstanding
Ukrainian Artist Borys Kosarev In The1950s — 1970s // European Journal of Arts, 2021, N4. — C. 3-8. DOI:
https://doi.org/10.29013/EJA-21-4-3-8
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The study uses system-comparative and mysterious
methods for analysis

Results. A significant number of the works of art,
kept in the archive of KhSADA, were made under the
supervision of an outstanding Kharkiv Cubo-Futurist
painter, professor of painting and “theatrical and deco-
rative arts” — Borys Kosarev (1879-1994). In 1949, the
painter moved to Kharkiv and began working at the
Kharkiv Institute of Arts and later — at the Kharkiv Insti-
tute of Arts and Crafts as an associate professor, and since
1952,— as a professor at the Painting Department [2].
Until 1967, together with associate professor Dmytro
Ovcharenko (1906-1967), he ruled a studio of theatrical
and decorative painting and continued his pedagogical
work for the rest of his life. After the institute reorganiza-
tion, starting in 1965, Kosarev worked at the newly cre-
ated department of “Interior and equipment” [5, P. 14].

The master’s creative activity responded in his inno-
vative and sometimes experimental teaching methods.
“All disciplines: painting, composition, design, work in
the material, marquetry and technology of painting —
B. Kosarev taught creatively, interestingly, considering
the specifics and specialties of future professionals. Ko-
sarev considered tempera, mainly casein-oil, to be the
best material to study painting and to make academic
productions that would suit these specialties the best.
Therefore, the created by him painting school is called
the school of tempera painting” [S, P. 14].

The archive works show paintings of talented fifth-year
students [6]. Their analysis can show the young artists
having mastered the skills of realistic reflection of the sur-
rounding reality. Having studied the “academic painting”
discipline, one could solve complex two figures produc-
tions in the interior with elements of still life [4, p. 143~
144]. A striking example of such a thematic production
is the tempera canvas of the “theater and decorative fac-
ulty” student — Volodymyr Hrytsiuk (1943-?) [3] (now
the painter of monumental and decorative art), which is
first introduced into science (Pic. 1) [6]. The restraint
and careful selection of visual aids of the work takes the
romantic tendencies of Ukrainian realistic painting of the
19" century. The painter chose an upright format to depict
two soldiers: a young one sitting with a gun and an el-
derly one. Their faces make an impression of internal force,
showing their difficultlife. The composition laconism and
monochrome colors make the viewer comprehend the
serious theme of war. The painter used planar processing
of forms, hyperbolized the length of the arms, some face
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details. These techniques are inherent to the “severe style”
painting of the 1960s. Thus, Hrytsiuk depicted convinc-
ingly the in-depth psychological image of the heroes, the
emotional tension of a genre group portrait.

Picture 1. V.B. Hrytsiuk. The 5 year student. Group
portrait. Not dated. Canvas, tempera. 100 x 160 sm.
Professor B.V. Kosarev. Fund KSADA. (inv. N2 57).
Published for the first time

Considering the specifics of different University train-
ing programmes, Professor B. Kosarev chose interesting
and meaningful thematic productions that broadened the
horizons of any specialization students. This way, the teach-
er selected more monochrome productions and reduced
the number of decorative elements for the monumental de-
partment students. For easel specialization, Kosarev made
colored lighting and used ornamented fabrics and carpets,
enriching the work with additional painting effects.

Picture 2. A.P. Mamontov. The 5 year student. Group
portrait. Not dated. Canvas, tempera. 106 x 165 sm.
Professor B. V. Kosarev. Fund KSADA. (inv. N2 48).
Published for the first time
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A color primer underpainting can be seenin the ea-
sel composition “Snegurochka” (in English: “the Snow
Maiden”), the work of Alexander Mamontov (1928-2)
[7] (Pic. 2) [6]. Borys Kosarev paid great attention to
apainting basis: emulsion primers were prepared in a
workshop directed by him. Often, following the staging
tasks, students used colored primers of two types: of the
work main color scheme or of the opposite spectrum col-
ors, complementing the overall work coloring [S, P. 15].

The Mamontov work tends to illustration, strikes with
“fabulousness” and genre. Elaboration of such a theatri-
cal and decorative task, with the complicated lighting of
nature, inspired students for a unique color search. The
painter managed to convey the internal and external dia-
logue between the characters through a careful selection of
visual aids: a beautiful solution of silhouettes and rhythms,
exquisite silver color. The compositional structure is based
on the “triangle” classical scheme, balanced on the picture
plane and focused on the girl’s figure. Sharp shadow par-
ties of warm evening lighting emphasize the fragility of
Snegurochka light figure, add lyrical and fabulous mood to
the composition. With the help of tempera painting tech-
niques, Mamontov minutely processes the shiny fabric of a
man’s suit with subtle shades of golden ocher and enriches
the color scheme with bright accents of blue.

Costumed theatrical productions are widely represent-
ed in the KhSADA methodical archive. The composition
“Skomorokhy” (in English: “Harlequins”) came to us in
several versions (Pic. 3,4, 5) [6].

Picture 3. Unknown author. The 5"year student. Two-
figure composition “Skomorokhy”. Not dated. Canvas,
tempera. 83 x 190 cm. Professor B.V. Kosarev. The
fund of KSADA. (inv. N2 708). Published for the first time
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The staging is characterized with the lighting specifics.
It seems that the characters are on the stage, reading their
dialogues under the bright spotlight rays, emphasizing their
comic and dramatic character.

Picture 4. Unknown author. The 5"year student. Two-
figure composition “Skomorokhy”. Not dated. Canvas,
tempera. 87 x 180 cm. Professor B.V. Kosarev. The
fund of KSADA. (inv. N2 709). Published for the first time

Picture 5. Unknown author. The 5™"year student. Two-
figure composition “Skomorokhy”. Not dated. Canvas,
tempera. 90 x 185 cm. Professor B.V. Kosarev. The
fund of KSADA. (inv. N2 702). Published for the first time

The canvas composition integrity is facilitated with
the expressive figures arrangement. The color of the
works is extremely rich in light, shadow and reflexes. The
spaciousness of the evening light is concentrated on the
models’ faces and figures. The work of an unknown au-
thor stands out with greater artistic expressiveness, with
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amore detailed elaboration of the heroes individual fea-
tures, which are favorably emphasized with decorative
elements of colorful costumes, enriching the depth of
the images perception (Pic. 3). The canvas of Pavlova
looks not completed, its details are not subordinate to
the general composition solution.

Picture 6. Unknown author. The 5"year student. “Two-
figure composition”. Not dated. Canvas, tempera.
110 x 170 cm. Professor B.V. Kosarev. The fund of

KSADA. (inv. N2 646). Published for the first time

The “Jesters” costume production under the direc-
tion of B. Kosarev is endowed with even greater gro-
tesqueness and humor (Pic. 6). The image of an “am-
ple” woman, mocking a delicate boy in the likeness of
a rooster, is perceived as a complete genre work. The
color scheme emphasizes the yellow and red costumes
interpretation, contrasting with the green and blue envi-
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ronment. The virtuoso combination of various rhythmic
spots and additional colors enhances the decorative work
element. That is why a significant number of Professor
Kosarev studio’s student works were highly praised at the
final exhibitions, in particular, the painting competition
among art universities (now Higher education institu-
tions), at the Academy of Arts in 1954.

Conclusions. The study of painting at Kosarev’s cre-
ative workshop provided for the consolidation of knowl-
edge in the field of color, composition and technology
of tempera painting. Each task had clearly defined goals:
obtaining color unity in intense or monochrome com-
positions; obtaining maximum color depth; transfer of
lighting features and materials textures; ability to depict
ornamental motifs. Thus, B. Kosarev taught painting
creatively, interestingly, considering the specifics of the
future professionals’ specialties (“Theatrical and decora-
tive art”, “Monumental and decorative painting”, “Inte-
rior and equipment”).

The analysis of the preserved two-figure paintings by
V. Hrytsiuk, O. Mamontov, T. Pavlova and others, stu-
dents of Professor B. Kosarev, speak for the innovative
approach to academic productions. Portrait composi-
tions differ in thematic design, genre diversity, theatri-
cality in the models, costumes and lighting selection in
general. The academic works of the KhSADA students of
the 1950s and 1970 s are a classic combination of a real-
istic human image and the formation of new plot-genre
theatrical-decorative images. Portraits, which are intro-
duced into scientific circulation, are the artistic heritage
of Ukrainian painting of the 1950s and 1980ss.
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KOBAABOBAM. M.,!
®EAIOH €.0."

I Xapxiscvoka axademisa dusatiny i mucmeyms, (Xapxis, Yipaina
y

HABYAJ1IbHI )XUBOMUCHI POBOTU YYHIB BUOATHOIO YKPAIHCbKOIO
XYAO0XHUKA BOPUCA KOCAPEBA 1950-1970-X POKIB

AnoTranisa

MeTO10 AQHOTO AOCAIAKEHHSI € aHAAI3 HABYAABHUX PODIT CTYAEHTIB CTApIINX KyPCiB, SIKi HABYAAUCDH Y MANICTEPHI
yKpaiHcbKoro xyaokHuka Bopuca Kocapesa y XapkiBcbkoMy XyAOKHbO-IpoMucAOBoMy iHCTHTYTY — XXIII (Huni
XapkiBcbka AepiKaBHa akapeMist Au3aiiHy Ta Muctents — XAAAM) 3 MeTOI0 pO3IUpeHHs KAPTHHU PO3BUTKY YKpa-
iHCcpKOro sxuBonucy 1950-x - 1970-x pokis.

Memodu: A\asi IpoBeAeHHS aHAAI3y OYAM BUKOPUCTAHI CHCTEMHO-TIOPIiBHSAABHI Ta MUCTEIITBO3HABYI METOAM.

Pesysvmamu: ITpoanaaizosani Haykosi po6oTu cryaentiB XXITI 1950-1970-x poxiB, siKi CIIOYAaTKy BBOASITHCS
B HayKOBUIT 00iI, € BAXXAUBOIO METOAOAOTIYHOIO Ta MUCTELbKOIO CIIAAIIMHOIO YKpaiHChKol KyapTypu 1950-1970-x
POKiB.

Ipaxruyna 3HauymicTh. Pe3yAbraTyt MOXyYTh Oy TH BUKOPHCTaHI B IIOAQABILINX AOCAIAXKEHHSIX icTOpil i Teopil ykpa-
IHCPKOTO MUCTENITBA, 30KPeMa PO3BUTKY XapKiBChKOI XyAOKHbOI MIKOAH.

Hayxosa nosusna: Ilpoanaaizosani poboru 3 pouay XAAAM sriepure 6yau BBeaeHi B HaykoBuit 06ir. BiasimicTs
KapTuH orpebdye pecraspariii. AocaipkeHi HAyKOBi pOOOTH AOBOASITD BUCOKHI PiBEHD IIATOTOBKH AO AKAAEMIYHOTO
sxuponucy crypenTiB XXIII pisuux creriaaizaniit y 1950-1970-x poxax, 10 3rOAOM MO3UTHBHO BIIAMHYAO Ha IXHIO
TBOPYY Ta IIEAATOTIYHY ALSABHICTD, @ TAKOXK Ha PO3BUTOK XapKiBChKOI XyAOXKHBOI HIKOAH.

®on. Yxpaincekuii sxusommcers bopuc Kocapes 6yB Bukaapauem XapKiBCbKOTO iIHCTUTYTY MUCTEITB Ta Xap-
KiBCHKOTO XYAOKHBO-IIpoMuca0Boro iHctuTyTy (HuHi XCAAA), )KUBONHCELb HATOBHIOBAB HABYAABHHMIL IPOLIEC
HOBITHIMM aBTOPCHKHUMH TeXHiKaMH, 3ACHOBAHMMH Ha 3aCaAAX TEATPAAbHO-AeKOPATUBHOTO MUCTEITBA, SIKi 30araTuAn

KOBANbOBA M. M. OE[IIOH €.0. HABYAMbHI XXUBOMMNCHI POBOTU YYHIB BUBATHOIO YKPAIHCHKOTO XYOMHUKA BOPUCA KOCAPEBA 1950-1970-X POKIB
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KOAO HaBYAABHHX 3aBAAHb. Y KOAEKIIii akapeMil 30epiraroTbcst yHiKaAbHI ABOIirypHi TeMaTuyHi mosorHa 1950-1970-x
POKiB, IO AEMOHCTPYIOTb PO3BHTOK YKPaiHCHKOTO CTAHKOBOTO KHBOITHCY.

Memoro docaidsncenns € aHAAI3 HABIAABHOI pOOOTH CTYACHTIB XapKiBCHKOTIO XYAOXKHBO-IIPOMUCAOBOTO IHCTUTYTY
— XAII (uuni XapxiBcbka AepkaBHa akapeMist ausaiiHy i muctents — XCAAA) 3 METOIO BUSABACHHS HOBHX HAIIPSIMKIiB
B yKpaiHcpkoMy sxuBonuci 1950-1970-x poxis.

KarouoBi caoBa: akapeMiuHMIT )XHBOIHC, XapKiBCbKa XyAOXKH mKoAa, bopuc Kocapes.
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TAMAYKM. 1. !

! Hayuonarvnas mysvikarvnas akademus Yipaunot umenu IT. . Yatixosckozo, Kues, Ycpauna

NMOCTBOEHHAS JIMPUKA: BUOJIOHYEJIbHbIA KOHLEPT
SOBAPLOA 3JIFAPA B KOHTEKCTE CBOEINO BPEMEHU

Annoranua. PaccMoTpeHbI ABa U3MepeHUs HCTOPUIECKOTO BPeMeHH — COIJMAAbHOE U AMYHOCTHOE, KOTOpBIE,
COOTBETCTBEHHO, CBA3aHBI C AByMs TUITAMHU KOHTEKCTA IIOCTBOEHHOT'O IEPHOAQA, BOSHUKIIETro 10 OKOHYaHuIo I lepsoi
MHPOBOJI BOFHbI — 9ATAPOBCKUM OHOrpadudecKuM U OPUTAaHCKUM OAUTHIeCKUM. [IpoaHaAn3HpOBaHBI pa3HbIe YPOB-
HH AMPHKH, IPEACTaBACHHOM B My3bIKAABHOM TKaHH BuoAoHYeABHOTO KOHIIepTa IABapAa DATapa: KOMITO3UITMOHHDIM,
BHyTPeHHe-CTPYKTYPHBIi, 00pa3HO-TeMaTHIeCKHI1, AAAOTOHAABHbIN, TEMOPOBBII 1 CTHAEBOIL.

IMeaw: iccaepOBaHUSA COCTOUT B PACCMOTPEHUH OCHOBHBIX KOHTEKCTHBIX PaKTOPOB XYAOXKECTBEHHOI'O pelleHus
IIPOM3BEACHHUS M B AHAAM3€ MEXaHM3MOB AMPU3AIIUH, XaPAKTEPHOM AASL )KAHPOBOTO MBIIIACHHA KOMIO3UTOPA.

Memodorozus: uccaeAOBaHMS 6a3HPyeTCst HA KOMIIAEKCHOM IIOAXOAE, KOTOPBII BKAIOYAeT HCTOPHKO-COIJHAAD-
HbIi, 6rorpaduyeckuil, )KaHPOBO-CTHAEBO X HHTOHAIIMOHHO-APAMATyPIIUIeCKUI METOABI My3bIKOBEAYECKOTO aHA-
Am3a. B paboTe HaXOASIT MPOAOAXKEHHE HAYYHbIE TIOAOXKEHNS, BRIABUHYTbIE HCCAEAOBATEASIMU TBOPUYeCTBa O. DArapa —
A. Kosranxon, M. Paiian, IT. Ax. ITupu, Axx. H. Mypowm, Asx. X. Daanorom, A. Kapacom.

Pesysvmamot uccaedosanus: OnpepeseHbl OCHOBHbIE KOHTEKCTHbIE GaKTOPBI, KOTOPbIe 0OYCAOBHUAM XyAOXKe-
cTBeHHOe pemeHne KoHIlepTa AAS BHOAOHYEAU C OpKecTpoM op. 85 3. Darapa. OnucaHbl MeXaHH3MbI AMPH3AIHH
>KaHPa MHCTPYMEHTAABHOTO KOHIIEPTA, AASL Yer0 PaCCMOTPeHa TPAKTOBKA OOIIMX MIPUHIJUIIOB [IUKANIECKON KOM-
MO3HIIMH, BHYTPEHHEee CTPYKTyPHOE YCTPOMCTBO U TeMaTH4eCKOe HallOAHEHHe JacTel Mpou3BeaeHus. Borapaens
Y OXapaKTePH30BaHbI ABE TPYIIIbI AMPUYECKOTO TEMATU3Ma — PUTOPHUIECKOTO U IKCIIPECCUBHOrO TUMa. B pamkax
CTHUAEBOM CUTYAI[H SIIOXH MOACPHU3MA onpeaeseHO MecTo KoHIjepra Kak Mpou3BeAeH s, B KOTOpOM O. DArap BO-
MAOIIAET MPUHIIMIIBI IOCTPOMAHTH3MA.

Hay4nas H06u3HA: UCCAEAOBAHHS 3aKAIOYAETCS B TIOMBITKE KOHTEKCTHOTO (3M0XaABHOTO, COLUAABHOTO, HALUO-
HAABHOTO, AMMHOCTHOT0) OCMBICACHHS POAH U MecTa BuoaoHueabHOTo KOHIepTa . DArapa B My3bIKaAbHON HCTOPUH
IIOCTBOEHHOTO IIEPHOAR, A TAKKe BO BHEAPEHHH 0COOOr0 METOAOAOTMYECKOTO IMTOAXOAQ K AaHAAU3Y [POU3BEACHHS.
B cTarbe paspabaTbiBaeTCs IOHSTHE AMPU3AIIMHI HA IPUMepe KaHpa HHCTPYMEHTAABHOTO KOHIIEPTA U OCYIIeCTBAS-
eTcs creluPUKAIA AMPUYECKOTO TEMATU3Ma, IIPEACTAaBACHHOTO B AAHHOM OITyce.

IIpaxmuueckoe 3nauenue: NCCACAOBAHNUS 3aKAIOYACTCA B COACHCTBUU HCIIOAHUTEASIM-UHTepIpeTaTopaM Buoaosn-
9eABHOTO KOHIlepTa O. JArapa. B yacTHOCTH, OTA€AbHbIE IIOAOXKEHHUS CTAThU IIOMOTAIOT IIOHATD €r0 XYAOXKEeCTBEHHOE
HAIIOAHEHHe, IPUPOAY My3bIKAABHOMN OPTaHU3ALMH U IIUPOKUI HCTOPUKO-6norpadudeckuit $pou cozpanms. Kpome
3TOTr0, NCCAEAOBAHHUE CIIOCOOCTBYET YTAyOA€HHOMY TOHUMAHUIO KATETOPHHU AMPUKY U HAMEYAeT Iy TH ee AAAbHEHIIIero
TEOPETUIECKOTO PA3BUTHA.
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Bcerynaenne

«O6 aHrAMIICKOI My3bIKe 3aTOBOPUAY Ha KOHTHHEH-
Te AMIIDb B CBSI3U C TBOPYECTBOM DABapAa JATapa...>
[1, C. 62]. Tak mucasa A. KosHarkas, u3BecTHas Uc-
CAeAOBATeAbHHMIIA OpUTAaHCKOM My3blkH XX Beka,
B 1986 roay. OAHAaKO B Halll AHU €€ MbICAb MOXKHO IIPO-
AOAXKHTD CACAYIOIIHM 00pa3oM: B CBSI3H C TBOPYECTBOM
OaBapAa OArapa Ha pa3HbIX KOHTHHEHTAX MUPA AO CHX
[IOp He IIEPeCTa0T FTOBOPUTH 00 AHTAUICKON MY3BIKE.
Cob6cTBeHHO, He TOABKO FOBOPUTD O Hel, HO U aKTUBHO
ee MCIIOAHSTD, BKAIOYATh B KOHI[ePTHBIE 1 y4eOHbIe Ipo-
IPaMMBbl, ApAaH>KHPOBATh K IUTHPOBaTh. CpeAr TOIOBBbIX,
IIeAeBPAAbHBIX ITPOU3BEACHUI BHIAAIOIIETOCS KOMITO3H-
TOpa PSAOM C OPKECTPOBBIM IIMKAOM « DHUTMA-BapHa-
I > 0Kas3aacs 1 BuoaoryearHsiit konrept. Co BpeMeHn
ero Harcanus u pembepsl (1919) npomao yxe 6oaee
CTa AeT, OAHAKO M CETOAHS OH IIO IIPaBy CYMTAETCs He
TOABKO OAHMM M3 AYYIINX BUOAOHYEABHBIX KOHIIEPTOB
XX Bexa, HO U OAHHMM M3 AyYIIUX BUOAOHYEABHBIX IIPO-
M3BEACHUI B HICTOPHU MY3BIKH B I]€AOM.

BansiTeApHBIE MY3BIKAHTBHI MHpPa Ha IPOTSDKEHUH
MHOTHX A€CSTHACTHI YACPXKUBAIOT IAQHKY aKTYaAbHOCTH
3TOTO OITyCa Ha UCKAIOYUTEABHO BBICOKOM ypoBHe. Cpean
BHOAOHYEANCTOB-UHTeprnperaropos Konnepra ¢urypu-
PYIOT Takve 3HAMEeHHTbIe HCIIOAHUTeAH, Kak Pearkc Caa-
MoHA, Mcrucaas Pocrponosuy, JKaxaun Aro Ilpe, Muma
Maiickwmit, Axyanar Anoiia Ya66ep, Mapus Kawreas, Mo-
Mo Ma, Ctusen Hccepanc, Pobept Koo, IToa Yorkusc,
ITabao Kazaasc, Aavica Beitaepcreity, Ilexy Kanne-Meiit-
COH M MHOTHe ApyTHe. PSA AUpIbKepoB-HHTepIpeTaTopoB
TAKKe SBASIETCS BECbMa IMMPOKHM, B HEM BBIACASIOTCS
CAeAYIOIIHe UMeHa: caM DABapA Aarap, Aapuan boyar,
Axor Bapbupoaau, Meryan Menyxus, Hesuaa Mappu-
Hep, Bepon Xanpanu, Aopun Maazean, Iernapuit Poxae-
crBeHckuit, Aanuneas Bapen6oitm, JHApIO AJBHC, I;Inpxcn
Beaoraasek, Caiimon Patta, Kupuaa Kapabui.

CTOAD aKTHBHBIN HCIIOAHUTEABHbIN HHTEPEC CIIO-
COOCTBYeT YKpPEIIAeHUIO YPOBHS aKTYaABHOCTH MY3bI-
KOBEAYECKHX IIOMCKOB, HAIMIPABASIET MX HA TO, YTOOBI
MAKCHMAABHO PACKPhITh Pa3HOCTOPOHHHUE COIMAABHO-
3CTeTHYeCKHe TPAaHU XyAOKECTBEHHOTO pelIeHHs IIpo-

U3BEACHHUS B IIPEAMETHOM XPOHOAOTHYECKOM (oKyce.
AeTaAbHBIN 0030p HCTOPHIECKOrO KOHTEKCTA, B KOTO-
POM BO3HHK OITYC, IIPEACTABASIET OAMH U3 ABYX BEKTO-
poB mpobaemaruxu paHHON cTarbu. OH pacKpbiBaeT
MIOAUTHUYECKYIO, COLHAABHYIO B OHOrpaduiecKyro Kap-
THHY cobbITHil 1919 ropa, M03TOMY €ro MO>KHO Ha3BaTh
BHEIIHNM. BTOpoii BeKTOp — BHYTpeHHHI, CBA3aHHBII CO
criertnPUKON OPTaHU3AITMY MY3bIKAABHOTO MaTepHaAa
BuoaonueabHOrO KOHIIEpTA.

A.KoBHarkas ykaspIBaeT Ha OIpPEAEACHHbIe KOH-
TpacTHbIE HadaAa 06pa3Horo mupa J. Jarapa: <Ero my-
3BIKE CBOMCTBEHHBI AUPU3M, TIO3THIHOCTD, KPACOYHOCTD,
OTTEeHOK MUCTUIM3MA. Eif Taxoke mpucyIie MpaspAHUIHOE
HaYaAo0 — nomrnesHoe (IlepeMOHHaAbHbIE MapIIH, OADI,
TMMHBI), [BIIHOE, KaK BbIPAXeHUe TATPHOTUYECKHX Ha-
CTPOEHUM, XapaKTePHDIX AASI HICKYCCTBAa AHTAMH AQHHOM
snoxu>» |1, C. 64]. IlokazaTeAbHO, 4TO B 3TOM TIepeyHe
AVpHYECKasl COCTABASIIONAS CTOMT Ha IEPBOM MecTe.
Boaee Toro, 3. DArap co3paA COOCTBEHHDIN, y3HABAEMBIIT
Y YHUKAABHBINM BUA MY3bIKAADHON AMPUKH — TaK Ha3bIBa-
eMYIO 9ATAPOBCKYIO HOCTAABIMYHOCTD U MEAAHXOAWY-
HOCTB, KOTOPbI€ aCTO OKA3bIBAIOTCS B [JeHTPE BHUMAHUS
HCCAEAOBaTeAe ero TBopuecTsa [ 2; 3; 4.

M. Paiian siBAsIeTCSI aBTOPOM KHHTH, KOTOPas IIOAHO-
CTbI0 MocBsmeHa 3ToMy siBaenuio («Edward Elgar and the
Nostalgic Imagination» ): «MeTOA KHUTH 3aKAIOYAeTCs
B TOM, YTOOBI BBIAGAUTD CIIELIU(ITIeCKIE TeMbI B IATAPOB-
CKOM HOCTAABbI'MU U MTOCBSITUTDH KAXKAOM IO OAHOM TAaBe,
a TaKoKe MCCAEAOBATD MX C TOUKH 3PEHHS HCTOPHIECKOTO
H KYABTYPHOTO GOHA, COOCTBEHHBIX BBICKA3BIBAHUIT DATa-
pa <...>, ero KOMIIO3UTOPCKHX T€XHHK U MOCACAYIOITeH
KPUTHYECKOM, AUTEPATYPHOM U XYAOXKECTBEHHOM pelLlel-
> [2, C. 17]. ViccaepoBaTeAb BHIAGASIET cAeayromye
crienupUIecKre «BBIXOABI» JATAPOBCKOM HOCTAABIUM:
namatb (memory), 6aaropoactso (nobility), mpupoay
(nature), perctBo (childhood), upentuanocts (identity)
1 BOAHYIO cTuxuio (waters) [2, c¢. 17-19]. OtHocuTeab-
HO BHOAOHYEABHOTO KOHIjepTa HANOOAee HAEHHO-COOT-
BETCTBYIOIMM SBASIETCSI HAIIPAaBACHHOCTb HOCTAABIMH
K «mamsaTu> (mo M. Paiian), MOCKOABKY IPOHM3BEACHHE
HepPa3PBIBHO CBS3aHO C IePeXXUTHIMU KOMIIO3UTOPOM I10-
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TepsAMH U pa3oyapoBaHuAMU. KoHIlepT — aTo Hemocpea-
CTBEHHAs ABTOPCKasi peAeKCHsI Ha COOBITHS i aTMOCHEpy
MOCTBOEHHOTO BpeMeHH. MTak, BepHeMcs B 1919-11 roa,
AQOBI TIOHSTB, YTO 3TO OBIAO 32 BpeMsI AAS KOMIIO3UTOPA,
AAst BpuTaHNM U AAS IIUBUAM3AITUHL

1919 roa: ABa H3MepeHHs BpeMeHH

Coyuanvroe spems 1919-ro oTMedeHO XKYTKUM OIIy-
IjeHHeM y>Kacarolero pesoHanca I lepBoit MuUpoBo# BOH-
HBI, KOTOPAsi OCTABHAA I10 cebe TAAMS, AbIM, Xa0C, Pa3pyXYy,
pasoyapoBaHue, CTpax u cMepTh. OTHbIHE U Ha TPOTSDKeE-
HHHU BCeX IOCACAYIOIMX AecsaTraeTHil XX Beka, CMepTh
y>ke He OyAeT UMeTb IIPEKHEr0 MUCTUIECKH-3araAOYHOTO
HAY T€POUYECKH-IIATPUOTUYECKOTO OOAMIHSL, TOCKOABKY
BOJHA PACKPBIAQ €€ UCTUHHBINA OOAHK — FOPBI TPYIIOB, KPO-
BaBble IOTOKH, BBICOXIIHE U OITyXIIHe TeAd, H3paHeHHbIe
Ay, BuaeHnue HacTosimei cMepTH B HEBHAAQHHDIX AOCEAe
MacIITabax MeHSIAO PeaAbHOCTD U PACIIATHIBAAO HOPMAAb-
HOCTb YEAOBEYECKOTO CYIeCTBOBAHHUS M CO3HAHMA.

A>K. YHHTep OCyleCTBUA IOIBITKY BBIYUCAUTD Ae-
Morpaduyeckre MOCASACTBUS BeAnkol BOMHBI AASL aH-
TAMYAH: «...OLIeHKa OOILIell CMEPTHOCTH OPUTAHCKUX
BoeHHOCAY>Xamux B [lepBoit MupOBOI BOIiHe COCTaBAS-
er 722785 1eaoBex> [ S, C. 541]. Ho peunb naer TOAbKO
0 morubmux Ha $POHTE, K TOMY e, IUPPHI He SIBASIIOT-
CsI TOYHBIMHU: < ... OYKBAABHO COTHM KHHT OBIAU OITyOAU-
KOBaHbI 0 BotHe Beankobpuranuu. EanHcTBeHHOE HX
ob1jee CBOMICTBO — OCAGAOBATEAbHASI HETOYHOCTD OT-
HOCHTEABHO XePTB BONHbI» [ S, c. 539]. Bouusl, koTopbie
HepeXXMAM BOMHY U BEPHYAUCH K MUPHOM KU3HH, CTPaAa-
AY U3-32 TEAECHBIX PaHEHMI U IICUXOAOTHYECKOTO UCTO-
IIeHHs], B Pe3yAbTaTe 4ero YaCTO YMUPAAH, He AOXKUBAS AO
crapocru. IloaTomy AxX. YHHTep HasbIBaeT KaTerOpHUIO
BBDKMBIIUX «CTOPEBIIMM oKoAeHHeM> [ S, C. 542].

Kpome cMepTHOCTH B pe3yabTaTe 60€BBIX ACHCTBUIL,
KOAOCCAAbHOE KOAMYECTBO AIOAEHM YHeCAAa SIHAEMHS
ucnanckoro rpunma (1918-1919), or xotopoit ymu-
PaAM M BOEHHbIE, 1 MUpHBbIe XuTeAd (ToAbko B Beanko-
6puTanuu OT rpunma noru6ao 6oaee 200000 yeroBek)
[S, C. 542]. Eme opHO#1 6epoit IepUOAA BOWHBI CTaA
Ty6epkyae3: «B Coepunennom Kopoaescrse Ilepsas
MHpPOBasi BOMHA He TOABKO IIpepBaAa MpeABAPHTEAbHOR
CHIDKEHUE CMEPTHOCTH OT TyOepKyAe3a, HO M IIOAHUMAAQ
9TOT YPOBEHb eXKeroAHO A0 1919-ro. IloaBopHas BoliHA
3HAYUTEABHO COKPATHAQ 3aIaChl IIPOAOBOABCTBHS, OCO-
6eHHO B 60AbIINX ropopax Aurauy, [Ioraananu u paxe
Hpaananu <...> 3a 1915, 1916, 1917 u 1918 ropst Mb
obHapyxuan, uro BMecto 200833 cMepTeii, KOTOPBIX
MO>KHO OBIAO O’KHMAATh, HA CAMOM AeAe OBIAO HACUMTAHO
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Ha 21327 60abmre, B o6mem — 222 160. 3a 0OAMH TOABKO
1918 roa KOAMYECTBO HOBBIX 3aPETUCTPUPOBAHHBIX CAY-
qaeB Ty6epKyaesa cocTaBasiao 90573 [6, C. 691].

Kpax naAro3uii, 60Ab OTEPh U TOTAABHOE Pa304yapo-
BaHUe — BOT YTO YyBCTBOBAAO O0IeCTBO B IOCTBOEHHBII
1919 roa.

Aunnoe spems IABapAa DATapa KaK CO3AATEAS] BUO-
AOHYEABHOTO oIryca obpasna 1919 ropa — 3To He TOABKO
HECKOABKO ACTHHX MecsiljeB paboThl Hap MAPTUTYPOit
KonnepTa. BaxxspIM 6b1A0 BCe TO, 4TO OH HA TOT MOMEHT
IIepPeXXUBAA, O YeM 3HAA U YTO YyBCTBOBAA. YIIOMSAHYTOE
IPOU3BEASHHE OH HAIIMCAA B COCTOSTHUH ITPEATYBCTBHS,
a IIOpO¥ U MPSMOTO OINYIeHUs IPUCYTCTBHS CMEPTH —
CBO€f1 COOCTBEHHO, CBOMX POAHBIX H CBOMX COOTEYe-
cTBeHHUKOB. OH COYMHSA MY3BIKY TaK, CAOBHO AGAAA 3TO
B [TOCAeAHMIT pa3: «B 1919 roay, koraa eMy 6510 IeCTb-
AecCAT ABa TOAQ, OH HanmcaA KoHnepT aas BuoaoHUeAw,
B KOTOPOM BOIIAOTHA BCE CBOH 3aMBICABI M IJ€AH TaK, KaK
OyaTo OBI B TocAeaHelt paboTe. [oa crrycTs ymepaa ero
’KeHa, M BCe 3aKOHIUA0Ch> |7, C. 71].

O Hayaae BOEHHBIX AGHCTBUI O. DArap y3Haa, OT-
ABIXasl B MECTHOCTH, PACIIOAOKEHHON Ha YAAACHHOM
Bpicokoropbe Illoraanamm. CAyxu 0 BOiHE BOPBAAMChH
B HAMAAUIO 3aMeYaTeAbHOTO BpeMeHH, KOTOpOe OH IIPO-
BOAHA C CeMbell, H 3aTMHAU KPACOTY MIOTAAHACKHX ITeH-
3axeft. CAeayroImasi IUTaTa CBUAETEABCTBYET O TOM, YTO
TparuyeckKie BeCTH FAyOOKO B3BOAHOBAAU KOMIIO3HTO-
Pa, M OH 5KaXXKAAA CAGAUTD 32 XOAOM AAQABHEHIINX KaTa-
crpoduueckux cobbruit: «Kakue y>xacHble Bce HOBO-
CTH — 51 He MOT'Yy AyMaTh HU O YeM APYT'OM — MbI IIOAyYaeM
OYeHb MAAO cooOmjeHuit <...> IToxkaayiicra, mumuTe
MHE O HOBOCTSIX, II0 KOTOPBIM 51 TaK MU3TOAOAAACS, U He
TOABKO O BoitHe>» [ 8, C. 14].

B Boennbie ToabI O. DArap MOCTOSHHO IPOXKHUBAA
B koTTepXe «Brinkwells>», Hermopaaexy ot mobepesxspst
npoausa MexAy bpuranueit u @pannueit. Koneyno, cam
OH He IIPMHMMAA Y4acTHsl B BOCHHBIX AeHCTBHSX (6yAyan
YeAOBEKOM IPEKAOHHOTO BO3PACTa), HO IIePHOAMYECKH
CABIIIAA 3ByYaHHE BOMHBI — IPOXOT BBICTPEAOB M B3pHIBOB
AOHOCHACS AO €I'0 AOMa.

EcAr HayaAO MHPOBBIX IIOTPSICEHUI IIOKOA€0AAO
BHyTpEHHee paBHOBecHe O. JArapa, TO II0 OKOHYaHUHU
BOJHBI OH YyBCTBOBAA Ce0sl yyke IOAHOCTDBIO U3MYYeH-
HBIM U PasOUTHIM. DTOMY CIIOCOOCTBOBAAM HE TOABKO
Tparuyeckue IMOCACACTBHS BOMHBI, HO U PSIA APYTHUX 60-
A€3HEHHBIX YAAPOB CYAbOBL.

Kak y>xe yIIoMHHaAOCh, KOMIIO3UTOPY HCIIOAHHAOCH
IIECTBACCAT ABA I'OAQ, PH3MYECKHEe CHABI U XKHBOCTDH
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MOAOAOCTH OCTAAUCH B IpommaoM. B 1918 roay 3. Oarap
HIepeHeC OMACHYIO AAS €T0 BO3PACTa OIIEPAITHIO IO YAAAe-
HUIO MUHAQAVH, KOTOPasi ObIAQ HEOOXOAUMA AASI ACUEHUSI
HHPEKIMOHHO 60Ae3HH. PaKTHIeCKH, €r0 XXU3HD IIPH-
0AM3HAACH K CMEPTHOM I'PaHHIIe.

OaAHaKo, Ha TPaHH CTOAKHOBEHHS CO CMEPTBIO OKa-
3aACS He TOABKO caM . DATap, HO U CAMBIH AOPOTOH AAS
Hero 4eAoBeK, ero >keHa Jauc Kopoaaitn. B 1919 roay
CYTIPYTH OTIIPa3AHOBAAU TPHALIATYIO TOAOBIIHMHY CYACT-
AuBOTO 6paka. OceHb ITOT0 roAd — 3TO UX OCACAHSISI CO-
BMECTHAsI OCeHb, BO BpeMsl KOTOPOH )KU3HEHHbIE CHABI
OA¥C MOCTENEHHO CAAOEIOT, OHA XYA€€eT, yracaeT, HaKo-
Hell, TepsieT HAAeKAY Ha BRIBAOPOBACHHE M HAXOAHTCS
B O>KHAQHHH CKOPO# cMepTH. Jepe3 HeCKOABKO MecsIleB
II0CA€ HAIMCAHHSI BHOAOHYeABHOTO KOHIIePTA AFOUMYIO
KEHIJMHY KOMITIO3UTOPA OKOHYATEABHO ITOTyOUT paK Aer-
xux (oHa ymepaa 7 anpeas 1920 roaa). Buoaonueancr
®eanxc CaAMOHA, KOTOPBIN UI'PAA COABHYIO ITAPTHIO BO
BpeMs nepBoro ucrnoaHenus KoHuepra, urpaa Taoke
1 Ha ee IOXOPOHaX.

Cama >xe mpeMbepa IIPOU3BEACHHS, KOTOpOe Tenepb
AFOOSIT M yBAXKAIOT HE TOABKO QaHTAUYAHE, HO H CAYIIATeAU
CO BCEro MHpa, cocTosAach 27 okts6ps (1919) n osHame-
HOBAAaCh I'PAaHAMO3HBIM ITpoBasoM. [TapapokcaAbHOCTD
9TOM CHUTYAITHU AOBOABHO AETKO MOHSTh. JATApPOBCKHUH
OITyC BXOAMA B IIPOTPaMMy KOHIIEPTHOTO Bedepa, OT-
KPBIBaBIIETO OYePEAHOM Ce30H AOHAOHCKOTO cuM$O-
HMYECKOTO OPKEeCTpa, M AUPIKHPOBAA IIPOU3BEACHHEM
cam aBTOp. OAHAKO BPEeMSI AASI PeIIeTHITHH, BhIACACHHO®
9. OArapy, becriepeMOHHO IPHCBOHA cebe APYToit AU-
pxep, AapbepT KoyTc, moa 4pMM pyKOBOACTBOM TO-
TOBHAACh OCTAaAbHAsl 9aCTh MPOrPaMMbl (KOHPAUKTHYIO
CHTYAIHIO, CAOXKHBIIYIOCS HA PENeTUIINAX, ONUCHIBALT
Ax.H. Myp [9, C. 746]). O4eBHAHO, TAQBHOM IIPHYH-
HOM HEYAQUM CTaAd HEXBATKA BPEMEHHU AASI IOATOTOBKH.
KommosuTop aaxe moaymbiBaa cHATb KoHuepT ¢ mpo-
IPaMMBbI, HO He CA@AAA 9TOTO AMIIb U3 YBAKEHHUS K COAH-
cry, romy camomy Deankcy CaAMOHAY, TPUAOXKHBIIEMY
MaKCHMYM YCHAMH B XOA€ PeleTHIIMOHHOIO IIpoljecca.
AefCTBUTEABHO, COAMCT C OOABIIHM TPEIEeTOM U OTBET-
CTBEHHOCTBIO OTHOCHACS K 9TOM IpeMbepe: «B BocTopre
OT MBICAU CHITPaTh IepBbiil pa3 Kourept, ox Ob1a Ges-
YMHO B3BOAHOBAH U He CITaA BCIO HOUb, AyMast 06 9TOM>
[9,C.745].

OTspiBsl 0 KoHuepre, paBHO Kak 1 060 BceM TBOp-
gecTBe O. DATApa, HHOTAA OKPAIIUBAIOTCS B IIpeHebpe-
SKATEABHBIH, AaXKe 00eCIieHUBAIOIUI TOH — ITO IIpUYKHE
KKYIIEFCsl MHTOHALIMOHHOM IPOCTOTHI X 0OMaHYUBOM
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«AOCTYITHOCTH > BOCIIpUATHSA. Bo-mepBhIx, DArap ycry-
naeT ruralTy b. BpuTTeHy o cA0XKHOCTH 1 MOAEPHOCTH
MY3bIKAaABHOTO sI3bIKa. Bo-BTOpBIX, ero TBOpYecTBO He
OTAMYAETCS HU PAAMKAAM3MOM, HHM 9KCIIEPUMEHTAAD-
HOCTbIO, KOTOpbIe MOTAH ObI CA€AATb MMsI KOMIIO3UTOpPA
HEOTBPaTHMO ITPUBAEKATEABHBIM AASl HCCAGAOBATEACH.
U, HakoHeL, ero Myspika (0cO6eHHO IIpUHAAAEXKAIAs
K IIO3AHEMY TIEPUOAY) SBASIETCS CAMIIKOM TOHAABHOI,
KOHCOHAHCHO, IIOHSTHO}, II09TOMY CO3AAeT 0OMaH4H-
BO€ BIIeYaTACHHE M3AMIIHE IIPOCTOM U IMPeACKa3yeMoM
B KOHTEKCTe OOpa3HOro M CTHAEBOrO PasHOOOpasus,
npucymero Kyaprype XX Beka. Bpems or Bpemenu B cro-
poHy O. DArapa aApecoBaAMCh OOBUHEHNUS B OTCTABAHUH
OT 9IMOXaAbHBIX TPEHAOB, HEAKTYAABHOCTH, YCTapeAO-
CTH U HAMBHOM NPHBEPKEHHOCTU K UMIIEPCKMM 3CTe-
TUYeCKUM npeasaMm. K ToMy ke, ero MHOTAQ Ha3bIBAIOT
«0bo0AbIIIe HeMIleM, HeKeAH aHTAMYAHHHOM>» B CyTI'y0o
MY3bIKaABHOM IAaHe. Aok. X. DAAMOT ITapaAOKCAABHBIM
06pa3soM KPHTHKYeT ero HeaHTAMACKOCTD («DArap He
TOABKO TOBOPHUT, HO U MBICAUT MHa4e, 4eM OOBIYHBII aH-
ramganns> [ 10, C. 13]) 1 0AHOBpeMeHHO yKa3blBaeT Ha
TO, YTO OH «0€e3yCAOBHO KPYIIHEHIIHIT AHTAMICKUI KOM-
nosurop» [10, C. 13].

HecmoTpst HackasaHHOe, HCKAIOYHTEAbHAS ObIIIeHa-
POAHAsI IOITYASIPHOCTD MY3BIKHU O. DATapa, Aaske IIPU TOM,
4TO OHA He CAMIIKOM OYeBUAHO BIIUCBHIBACTCS B KOHTEKCT
IPOrPeCCUBHOMN CTHAMCTUKHM 3aIlAaAHOEBPOIIEHCKOro MO-
A€pHHU3Ma, CMyIjaAd CKeNTHIeCKH HACTPOEHHbIX KPUTH-
KOB 1 MCCAEAOBATeAeH, TOCKOABKY YTBEPXKAAAA IIEHHOCTD
ero TBOPYeCTBa Kak CAMOAOCTATOYHOTO M YHHKAABHOTO
XYAOXKeCTBEHHOTO ¢peHOMeHa.

T. Takep yTBepXAQeT, YTO «<B TeYeHUe BCeH BOMHBI
OArap HaXOAUACS TTOA BAMSHHEM IPSMOAUHENHbIX 1 YeT-
KO BBIPQ)KEHHBIX [TATPUOTHIECKUX YOEKACHHI YKeHbI»>
[8, C.5]. Damc, kak u Bcsl ee ceMbsi, GbIAa HCKPEHHET Ta-
TPUOTKON UMIIEPUH U CTOPOHHULeH OPUTAHCKON apMUH,
TIOCKOABKY TIPOMCXOAMAA U3 BOEHHOM ceMbH (OHa 6b1aa
AOYEpDIO reHepaAa). ITO 06CTOATEABCTBO IPEACTABASET
B HOBOM CBeTe yBA€UeHHe KOMIIO3UTopa cdepoii mapaa-
HOM My3bIKH, XOTsI CaM OH OT POXKAEHHUs IPUHAAASKAA
K CpeAe MPOCThIX AloAeit (6bIA BhIxoaLleM U3 6oaee HU3-
KOTO cormaabHoro kaacca) [8, C. §]. OcosHanue aroit
PA3HUIIbI B IOAOXKEHHH He AABAAO IIOKOs O. DArapy Ha
NPOTSHKEHUHU BCeH SKU3HU — OH OCTPO HYXAAACA B CO-
IIMAABHOM CaMOYTBEP>KAEHUH, YTOOBI 3aKpeNnuTh CO6-
CTBEHHYIO 3HAYUMOCTD B CpeAe BBICIIETO 00IeCTBEeHHO-
IO KAACCa, COOCTBEHHO, B IPOCAONKE MHTEAAUTEHIUH, 13
KOTOPO¥ IIPOMCXOAUAU He TOABKO €TI0 JKeHa, HO M OOAb-
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ITMHCTBO MPU3HAHHBIX B TO BPEMsI aHTAMMCKHX KOMIIO3H-
TOopoB. JKeAaHue yTBePAUTD HAAACKAIITHH COITHAABHBIH
CTaTyC peaAn30BaAOCh, B YACTHOCTH, ITyTeM KyAbTUBHPO-
BaHUs popMaTa MapapHO-MapIIeBOM My3bIKH, IPU3HAKU
KOTOPOI1 BHEAPUAKCDH AQXKe BHYTPb HEMapaAHbBIX KOM-
nosuruit O. Aarapa. CooTBeTCTByIOMAs )XaHPOBO-UH-
TOHALJHOHHAsI COCTABASIIOIAsi 00pa3oBaAa CTAOHABHYIO
Y aKTUBHYIO Cpepy B ero TBOpYecTBe.

CrouT yTOYHUTD, YTO OOABIIYIO YaCTh CBOEH <IIOM-
Me3HON M I[ePeMOHHAABHON> MY3BIKU KOMIIO3UTOP
CO3AAaA B MHPHOE AOBOEHHOE BpeMs, XOTs ee IIAeid
npoTsSHyACs A0 1915 roaa, xoraa O. DArap Hammcaa
cum$oHMIecKyto mpeatoprio «Iloapma» («Polonia» ).
OTOMy OITyCy MPUCYIIH 3MUYeCKasi BEAMYABOCTD, OIpe-
AEeAeHHDIN APAMATU3M H 00Iast MmareTHIecKasi Halpas-
AeHHOCTb. OAHAKO C XOAOM BOMHBI APaMaTH3M H IIOMITe3-
HOCTb ITOCTENEHHO MCYe3aAH CO CTPaHMI] SATAPOBCKUX
npousseaeHuit. Ilagoc ycrymaa mecTo kamMepHuU3auu
, cobcTBeHHO, AnpHKe. OTBETOM Ha BCeACHCKHI LIyM
baTaAuil CTAA HOBBIF 9Tall TBOPYECTBA KOMIIO3UTOPA.
B BuoaoHdeabHOM KOHIepTe O. DArap BOCIPOH3BEA He
6aTaAbHBI APAMaTH3M, A pepAeKCUBHYIO TOCTBOCHHYIO
MeAAHXOAHIO. BeAb HI OAHA BOFIHA He MOXKEeT 3aKOHYMTh-
Cs HacToslell mobepoit (cpaKTquCKa;I rnobepa B BOIHe
BCErAQ MHHMMAsi, IIOAAEABHASI, OHA 0003HAYaeT BCErO AUIIb
OCTaHOBKY perpecca, a He mporpecc). Jiipopus 3asep-
IIeHUs] CMEHETCs IPOIIeCCOM OCMBICACHHS, TIOCKOABKY
HACTOSIIIe TIOCAEACTBHSI BOMHbI, TeM 60Aee MHPOBOY,
CTAHOBSATCS IBHBIMH yKe ITOCA€ TIOAITCAHHS MUPA, Yepe3
OCO3HaHHE TOrO, YTO Ha CAMOM A€Ae ITPOU3OIIAO H TAe
OKa3aA0Ch YEAOBEYECTBO, [IOCAE TOTO, YTO OBIAO CAEAAHO.

WMrak, 3amedyaTAeHHBI B My3bIKe ITOCTBOEHHDIMN
IICUXOAOTHYECKHI MOpTpeT O. DArapa, 0 CPAaBHEHUIO
C AOBOEHHBIM aHAAOTOM, ITPeTepIIeA HeOOpaTUMble U3-
meHeHus. 1. Axk. ITupu 3amedaeT u onmuchIBaeT 3TH U3-
MeHEHHs CAeAYIoImuM 0bpasoM: «B Teuenue uerspex
KPUTUYECKUX AeT OH IHCAA IIPOU3BEACHH S, KOTOPBIE I10-
SIBASIIOTCSI B CIIPABOYHHKAX IOA Aatamu 1914-18. Koraa
BOIHA 3aKOHYHMAACh, OH IIepelleA K TOM IPyIINe CTPaHHbIX
U IPUBAEKATEAbHBIX KaMEPHbIX IPOU3BEACHMI, CPeAr
KOTOPBIX HaOOAee 3HAYMTEABHDIM SIBASETCSI GOPTEIH-
auHbIi kBuHTeT> [7, C. 71]. CrpanHsie n npusaexa-
TeAbHbIe ITPOU3BEACHHUS — 9TO ABOMCTBEHHAs OleHKa,
B KOTOPOI A€IKO pacIIupOBbIBAETCS XapaKTePUCTHUKA
CAYXOBO! <«IPUBAEKATeABHOCTH>» (yTBep>KAeHHEe TO-
HAABHOM OPraHM3AI[MK U BHICBOOOXKAEHHE MaruyecKH
IIPUTSATaTEABHOTO MeAOAU3Ma). Boaee HeopHO3HAIHAS
«CTPAHHOCTb> TOXe SBASeTCS NPUHITMITHAAPHOM Yep-
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toit. OHa IpOSIBASITCS B HETUIIUYHOM CTHAUCTUYECKOM
CABHIe: HCYE3HOBEHHE aPpOCHO-TIAPAAHOTO dAEMEHTa,
YXOA OT TMIIMYHOM AASL KOMIIO3UTOPA KaA€HAOCKOIIH-
9eCKOil MO3aMMHOCTH (KOMITOBUIJMOHHOMN 1 TeMaTHde-
CKOI1), OTCYTCTBHE IIPOrPaMMHOTO COAEPYKAHHUSL.

Aupnka B BHOAOHYEAPHOM KOHIEpTe: MIECTh
YPOBHe¥ NP OsIBACHHUS

«<Ymacno IMOYUOHAALHO, HO MHE HPABUMCA... >
[11,C.12].

(3. dazap)

Mys3biKka, KOTOPYI0 KOMIIO3UTOPBI CO3AAIOT BO Bpe-
M BOMHBI U ITOCAE, ITO CBOEMY HMACHHOMY COAEPKAHUIO
OOBIMHO OXXHAAEMO Pa3ACASIETCSI Ha ABA «(ppOHTa>.
ITepBbIit U3 HUX IPUBAEKAET TSDKEAYIO OOPA3HYIO ApTHA-
AEpHIO (6aTaAben71, MEXaHHMCTHYECKHHM, arpeCCUBHBIM,
TpareAMMHbIN HAU F€POMYeCKHI 9MOLIMOHAABHO-XYAOXKe-
CTBEHHbIe KOMIIOHEHTbI). JacTo B TAKUX P OU3BEACHHSX
IPUCYTCTBYeT ellle M IAEMEHT TeaTPAAU3ALUH — TPAKTOB-
Ka MHCTPYMEHTaAbHOTO IPOU3BEACHHUS KaK ApaMaThye-
CKH-KOHPAUKTHOTO AeiicTBa (Hampumep, «Mapc» us
croutsl «I1aaneTsr>» I. XoacTa n «B beabruu: mapap ne-
MEIIKOH TSDKEAOH apTHAAepUU> U3 « CTpaHUI] BOMHBI>
A. Kazeaanr).

Bropoit 6A0k 06pa3HOCTH, IPEACTABACHHOM B I1O-
CTBOEHHBIX IPOMU3BEACHUSX, HATIOAHSIOT HeKHe «00-
AeTYeHHbIe» CpeAcTBa (PHAOCOPCKHE, cO3epLaTeAb-
Hble, pepAeKCUBHbIE, MEAAHXOAUYHO-HOCTAaAbIHYECKHE
HacTpoeHus). VIMEHHO K TaKOMy THILy IIPOM3BeAEHHUIT
IPHUHAAASKUT BHOAOHYEABHDIN KOHIIEPT J. DArapa.

Ero cossyunoe BpeMeHM HAGHHOE COAEPIKAHUE, POXK-
A€HHOE OTPa)XeHHEM OIMCAHHBIX BbIIE€ KOHTEKCTHBIX
$aKTOpOB, MOAEPUPYET HEMOBTOPHMOE MY3bIKaAbHYIO
KOHIIEMIIMIO poussepeHrs. OHa COCTOUT U3 KOMITO3H-
IIMOHHOTIO, BHYTPeHHe CTPYKTYPHOTIO, 0OpasHO-TeMa-
THYeCKOT'O, AAAOTOHAABHOTO, TeMOPOBOTO U CTHAEBOTO
YPOBHeH MPOsABAEHH AUPHKH. PaccMOTpuM Bce 1mecTh
ooYepeAHO. AMPHKA B 9TOM IIPOU3BEACHUH Oe3aIIeAAs-
IIMOHHO AOMHHHUPYET, OHA IIPOSIBASIET Ce0st Ha BCeX yPOB-
HSIX OpraHM3aIluu My3bIKaAbHOTO MaTepuaAa Konepra.

Komnosuyuonnas supusayus xanpa — 310 mepsblit
IIyHKT, OOPAINAOINiT Ha Ce0s BHUMaHHUE B XyAOXKECTBEH-
HOM peIleHHM SArapOBCKOIO IPOM3BEACHHUS. YCTOSB-
IIHHACS] KAQCCHKO-POMAHTHYECKHUI XKAHPOBbI IAOAOH
CYIIeCTBEHHO BapbHpyeTcs aBTOpoM. B yactrocTh, pas-
MBIBAETCSI TEMITOBBIN U CYOKAHPOBBIIA KOHTPACT MEXKAY
geThIpbMs dacTsMu Koniepra. BoT kak BHITASAUT COOT-
HOIIIEHHEe CTPYKTYPHO-TEMIIOBOJ CETKH IJUKAA H 00pas-
HO-XaHPOBOM IIeIOYKH:
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I. Adagio — Moderato: peunraTus — mecHsi / Baabc /
HeCHS;

II. Lento — Allegro molto: peanratus — ckepuo (B cTH-
ae Perpetuum mobile);

II1. Adagio: ¢urocodpcku-cosepriaTreAbHasI AUPHKA;

IV. Allegro — Moderato — Allegro ma non troppo — Poco
pitt lento — Adagio: MapIu — pe4uTaTHB — MapII — AUpHYe-
CKas KaAeHIHs — peYUTATHB.

OTmeTHnM, 4TO B TBOpYECTBE KOMIIO3UTOPOB HOBO-
AHTAMMCKOTO MY3BIKAABHOTO PEeHecCaHCa AaHHas yep-
Ta (AMpH3aLKs XKaHPA HA yPOBHE IOCTPOEHHS LIUKAQ)
IpeBpamnlaeTcs B XapaKTePHYIO TEHACHIIHIO, AOCTaTOYHO
BCIIOMHUTb MaKCHMMAABHO HEKOHTPACTHble GHUHAAbHbIE
qacTu HUKAd «IIaaneTsr> I XoAcTa MAM ITUKAMYECKYIO
CTPYKTYpPy AABTOBOTO KOHIIepTa Y. YOATOHA.

Aupusayus Ha yposHe BHYMpeHHUX CMpyKmyp TIpo-
SIBASIETCSI OOAee OIIOCPEAOBAHHBIM 0OpPAa30OM, HO UIpaeT
Ba)KHYIO APaMaTypru4eckyio poab. Tak, mepBpas 4acT,
HanboAee pelpe3eHTATHBHASI COCTABASIOMIAS I[MKAQ,
BMECTO TPAAUIIMOHHOM COHATHOM MMeeT GOpMy BOKAAb-
HOM TIPHPOABL — 3TO PeNPU3HOE TPEXYaCTHOE MOCTpoe-
Hue Tuna ABA ¢ KOHTpacTHOI cepeAnHOn (A.B. Mapkc
Ha3bIBaeT «IIeCeHHbIMU> Takue POpPMbl, B KOTOPBIX
INPUHIUITMAABHON XapAKTEePUCTUKOM SBASCTCS 3aMKHY-
TOCTb BHYTPEHHHUX pa3peaoB [ 12, c. 76-82]). K romy sxe,
B KoHrjepre 3. DArapa HEOAHOKPATHO IPOCAEKUBAIOTCS
OYeBUAHbBIE TIPU3HAKYM THIIMYHO ONEPHOM CTPYKTYPHI,
TAaK HAa3bIBAEMOTO MAAOTO ITMKAQ «PEYUTATHB — apUs>,
TA€ PUTOPUYECKAs ACKAAMAIIMOHHOCTD YePEAYeTCs C 3KC-
IIPeCCUBHOM apHO3HOCTbIO MAU NeceHHOCThI0. B I ya-
cru Konnepra poAb peunTaTnBa UrpaeT BCTYIACHHUE
(HayaAbHBIN MaTepHaA, 3ByYaluil A0 MepPBOil HUPPHL),
a POAb apHH — AaAbHellmee pasButre (OT MepBoil Hud-
py1); Bo Il wacTu peunrarus oxBarbiBaeT cO60i MaTEpPHAA
mudp 18-19, Toraa Kak MaTepHaA apuK pa3BOPaIUBaAETCA
ot 1udpsr 20.

Aupusayus o6pasHo-memamuueckoii cocmasisiouyet
peaAusyercs HeMOCPEACTBEHHO B MHTOHAIIMOHHOM TKa-
Hu KoHijepTa, oTAMyasomieficsi pa3HoOOpasueM TOHKUX
OTTEHKOB AUPUYECKUX 00Pa3oB 1 CBOOOAOF HX B3aHMO-
AericTBus. CpeAr HUX TakoKe BHIAGAMM MaCCHUBbI AUPUKHI
ABYX 0003HAYEeHHBIX BbIIIIE COAEP>KATEABHBIX PA3PSIAOB —
PHUTOPUYECKOTO U SKCIIPECCUBHOTO.

K puropuyeckoit AMpyKe OTHOCUM TaKUe TeMaThye-
CKHe CTPYKTYPbl, KAK COAbHbI€ BAOAOHYEAbHbIE MOHO-
AOTH AKAAMAIIMOHHOTO THIIA ¥ OPKECTPOBbIE SIH30ABI,
[IOCTPOEHHbIEe Ha AAUTEABHOI pa3paboTKe MHTOHALIUI
AAMEHTO3HOM IPUPOADL DKCIIPECCUBHYIO AUPUKY YCMa-
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TPHUBaeM B TEMaTHYECKUX MACCHUBAX, KOTOPbIe XapaKTe-
PH3HPYIOTCS Yepe3 HalleBHOCTD, ITACTOPAAbHOCTD, THM-
HUYHOCTD, APHO3HOE U3AOKEHHE 1 KOMITACKC HHTOHAITMI
3MUKO-PHUAOCOPCKOrO THUIIA.

OrTMeTHM, YTO HOCAeAHUIT TOABUA AMpUKH (omH-
KO-PUAOCOPCKHIT) MEAOAMYECKU U PAKTYPHO GAUBOK
K cTHAuCTHKe «HuMpopa» U3 THTYABHOTO AAs O. OA-
rapa IIMKAa « JHUTMa-Bapanuii>. IIpeacTaBasercs, 4ro
YIIOMSIHY THIFl HHTOHALMOHHO-00Pa3HbI TUITAX IIPOUC-
XOAHUT OT MEAACHHBIX KOMITO3UITHOHHBIX COCTABASIONTHX
BarHepOBCKOM M MaAepOBCKo# Tpapunuii. K ero xapax-
TEPHUCTHUKE OTHOCSTCS: MEAOAUS] OOABIION IIPOAOAXKH-
TEABHOCTH U IIHPOKOTO BHYTPEHHETro 00’beMa; HecIel-
HOe pasBepThIBAHME TEMBI C IIOCTENEeHHbIM IIOABEMOM
B BbICOKMH PETUCTP U TOCACAOBATEAbHBIM HACHIIIEHHEM
$aKkTypbl; MEAAEHHBIN TeMIT; XOPaAbHO-TIOAUPOHHUYE-
CKOe M3AOXKeHHe; AOMHHHPOBAHHE CTPYHHBIX HHCTPY-
MeHTOB (IIpU [IOAHOM OTCYTCTBUH MAU MaKCUMAABHO
HEeNpUMeTHOM 3By4aHHH MEAHDBIX AYXOBBIX M YAAPHBIX
MHCTPYMEHTOB).

I'eHepaAbHbIN HHTOHAITMOHHBIN KOHPAUKT KoHIiep-
Ta 00pasyeTcs ITyTeM CTOAKHOBEHHSI BOKAABHOI 1 HEBO-
KaAbHON MHTOHAIIMOHHOCTH: TIeCHS, PEYUTATUB U TUMH
obpasyror onmosunuio K TaHuesasbHocTH B 11 gacTu
Y MapIIeBOCTH B pHHAAE.

AadomoHarvHblii yposeHb AUpU3AYUL TIPEXKAE BCETO
KacaeTcs NPUHIUIIMAABHON OIOPbI My3bIKAABHOTO Pa3-
BUTH Ha BBIITYKAO OYepPYEHHYIO TOHAABHOCTD. YYHUThIBAS
TypOyA€HTHOE B 9TOM OTHOIIEHHH BpeMs STI0XH MOAEP-
HM3Ma, CAMO IO cebe MPUCYTCTBHUE TOHAABHOCTHU B OpTa-
HM3aIMHU 3ByKOBOro MaTeprasa KoHijepra yxxe sBaseTcs
KPacCHOPEYHUBbIM PpaKTOM.

He menee BrIpasuTeAbHO BBITASIAMT TOHAAbHbIMN ITAQH
mukaa: e-moll, E-dur, e-moll (I gactp); e-moll, G-dur
(Il wacts); B-dur (III wacts); e-moll (IV 4acts). Takum
06pa3oM, HabAIOAAEeM YETKYI0 TOHAABHYIO CXEMY, B KO-
TOPOM aKTHUBUPYIOTCS TUIIMYHbIE AAS POMAHTH3Ma Ma-
>KOPO-MHHOPHBIE COOTHONIEHHUS TePIIOBOM IPHPOADL
ITpaBaa, U3 UX psiaa BbIOMBAETCS TOHAABHOCTD TPeThei
vacru (B-dur) - kak TOHaABHOCTB TPUTOHOBOTO PacCTOs-
HMS OTHOCHTEABHO OCHOBHOI. [ToTeHI[naAbHas ocTpoTa
TAKOTO IIara ypaBHOBEIINBAETCS AAUTEABHBIM COXpaHe-
HHeM Ma>KOPHOT'O AAAOBOTO HAaKAOHEHUS B CPEAUHHOMN
3oHe kommnoszuruu. Cpean Mpoyero, IOCPeACTBOM TO-
HAABHOCTH KOMITO3UTOP 0060C00AsIeT SMMHKO-PHAOCO-
ckuit aupudeckuit kommaekc (111 yactsp), kak Hauboaee
IIPOCBETAEHHBIM II0 SMOIJMOHAABHOMY 3PP eKTY, OTAAASL
ero OT APYTMX HHTOHAIJMOHHBIX Cpep IPOU3BEACHHS.
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PaccMoTpeHue NMPUHIUMIIOB AAQAOTOHAABHOM U Aa-
AorapMoHudeckoil opranusanuu Kowrepra 0b1A0 651
HEBO3MOXXHBIM 0e3 YIIOMUHAHISI 00 aKTHBHOM IIpHMe-
HEHMU KOMIIO3UTOPOM TIOMOQOHHO-TAPMOHHYECKOTrO
M3AOXKEHHUsI OpKecTpoBoro marepuasa. Vimenno ono
BO3BpaIlaeT FAPMOHUH KAIOUeBYI0 GOPMOOOPasyIomyo
poab. Kpome Toro, O. Oarap nsberaeT XpoMaTH3aiuu
U IIPeMMYIeCTBEHHO TArOTeeT K AUATOHMKE, a TaKXkKe
4aCcTO MMPUMEHsIEeT IAAraAbHbIe 060poThL. Bee ato cro-
COOCTBYeT CMAr4eHHUIO, 00AETIeHHIO, YIIPOIeHHIO 001Ie-
O 3By4YaHHSL.

Tembposas Aupusayus CBSI3aHA CO CIEIfPHKOM
opranusaruu (ckopee, PUABTPALIMI) UHCTPYMEHTAAD-
HOro cocrtaBa. Eme A0 MoMeHTa co3paHua Broaon-
9eABHOTO KOHIlepTa 3J. DATAp MPOCAABUACS KaK MacTep
BEAMYECTBEHHOI0, MOIJHOT'O, YIIPYTOro U Ype3BbIYaliHO
AMHAMHUYHOTO OPKECTPOBOTO CTHAS, IPOAOAXKAIOIIe-
ro IITPayCOBCKYIO TPAAMIIUIO. DTOT CTHAb OTpPakeH
B «ODHHIMa-BapHanusax>, «Kokeitne», «Ilommesnpix
U IlepeMOHHMAABHBIX MapuIax>», «Paabcrade» u Apy-
THX ero IpoHu3BeAeHUsAX. boAee MUPOKUM KOHTEKCTOM
B 9TOM CMBICA€ ObIAa TpeHAOBasI AAst EBpoIIBI TOTO BpeMe-
HH, BKAIOYasi U AHTAMIO, OPKECTPOBas TUTAHTOMAHHSL, KO-
TOPYIO BBIBEAH Ha KyABTYPHO-MY3bIKAABHBIN PHIHOK elje
®. Auct u P. Barnep, a sakpenuau He Toapko P. IllTpayc,
Ho Taicke [L Maaep u WM. Crpasunckuit. O4eBUAHO, YTO
B CBOe BpeMs O. DATap aKTUBHO IPUCOEAMHUACS K ee
YKOpeHeHHIO.

B ycaoBusx aToro crerudpuyeckoro 6aKrpayHaa KOM-
NO3UTOPOM HanucaH B 1919 roay BuoronaeapHbIl KOH-
IIepT, KOTOPBIi SBASETCS MOYTH KaMEPHBIM IO COCTABY
opxecrpa. OH BBICTYIIAeT KaK IPeIjeAeHT, 00pasyomuii
AABTEPHATHBY IIPEAIIECTBYION|eN MACIITAOHO-OPKECTPO-
BOJ CTUAMCTHKe. 3ACh A0COAIOTHO AOMHHHUPYET CTPYH-
Hasl IpyIa U AMIIb U3PEAKA UCTIOAb3yeTCs 3pPeKTHOe
3By4aHMe TPYIIbI MEAHBIX AyXoBbiX. Kpome camoro
¢akTa npenMyIecTBa CTPYHHBIX MHCTPYMEHTOB, BaXKHO
[OAYEPKHYTD U TO, KAKUM 00pazoM O. DArap opraHuso-
BbIBaeT UX 3By4aHUe — C IPeBAAUPOBAHHEM ABYX THUIIOB
$aKTyphl: U3bICKAHHO-TIOAMPOHUIECKOH U MMPO3PAYHOM
XOPAABHOM C OIIOPOH Ha TOMOQOHHO-TAPMOHUYHYIO Bep-
THKaAb. MITak, MBI ACHICTBUTEABHO HabAIOAQE€M OCOOBIN
IIOAXOA, KOTOPBIF MOXKHO OXapaKTepPH30BaTh KaK CO-
3HATeAbHYIO QpUABTPAIIUIO OPKECTPOBOTO COCTaBa, MU-
HMMHM3AIUI0 TeMOPOBOIrO KOHTPACTA U AKTYaAHM3aIIHIO
«HETPEHAOBOM > HHCTPYMEHTAABHOM I'PYTIIIbL.

OTraeAbHYIO Cdepy TEXHOAOTUH AUPH3ALUH XKAHPA
npeAcTaBAsieT GaKTOP COABHOTO TeMbpa. Buoaonuean
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B TBOpYecTBe O. DArapa B IIEAOM 3aHHMMAeT 3aMeTHOe
MEeCTO, OAHAKO B AAHHOM CAy4Yae KOMIIO3UTOP 3aKperAs-
eT 33 9THM TeMOPOM CO3HATEABHO MOAYEPKHYTOE Me-
AQHXOAMYHO-2AeTHYeckoe ammaya. Ao 1919 ropa spxu-
MM IIpHMepPaMH UCIIOAb30BAHHUS COAO BUOAOHYEAH B €TI0
tBopuectse Op1an XII Bapuarms «OuurMer» u Cumdo-
HUYecKre 9TIOABI « PaabcTad>, rae TeMOp HHCTPyMeHTA
perpe3eHTHPYeT O4YeHb Pas3Hble 0Opa3HbIe HAYAAQ, B TOM
YHCA€ U AMPHYECKYIO MEAAHXOAHIO.

IToz)xe HamedeHHYIO O. DArapOM TeMOPOBYIO TPAAU-
nuto mpoponxar b. Bpurren (CuMmdponus ArS BUOAOHYe-
Au c oprectpom, 1963) n Y. Yoaton («ITaccakaans» aas
BHOAOHYeAH coAo, 1980). ITpraem, Kak Ha3BaHHbIE IIPO-
U3BEACHMS, TaK M SATApOBCKUI BOAOHYEABHBIN KOHIIEPT
IPEACTABASIIOT COOO TO3AHHUE OITYChI, YTO AOOABASIET HX
CMBICAOBOI C{pepe OTTeHOK AUPHIECKON yTAYOACHHOCTH.

Ocraercsi 6erA0 OYepTUTD MMOCACAHHH, CHMUAEBO
Yposers Aupusayuu npoussederus. Bce BbiaeAeHHbIE Bbllle
JKaHpPOBbIE, CTPYKTYPHbIE, AAAOTOHAABHBIE 1 OPKECTPO-
Bble CPEACTBA (BKAKOYas aKIIEHTHPOBAHHE MEAAHXOANE-
CKOT'0 9MOLJIOHAABHOT'O PETUCTpPa B TEMOPOBOM CITeKTpe
BHOAOHYEAN) pabOTAIOT Ha CO3AQHMUE OTIPEAEACHHOM CTH-
AeBOI aTMOCPephl. ITO BBITASAUT KaK IIOBOPOT HA3aA,
KaK peTPOCHEeKTUBHOE CTPeMAeHHe BOCCO3AATh TO CTH-
AeBOe HaIpaBAeHHe, K KoTopoMy O. DArap cBoeobpas-
HBIM «O00PATHBIM> ITyTeM IPHOAM3HACS B IOCTBOEHHBIH
IIepHOA — ITIOCTPOMAHTHYECKOE.

Pesrome

BrosoHYeAbHBIN KOHIIEPT KOMIIAGKCHO BOIIAOIIAET
TBOPYECKYIO pedAeKCHI0 DABapaa DATapa Ha COOBITHS
HCTOPHYECKOTO U 6HOrpaduueckoro BpeMeHU, KOTOPBIM
OHO 3aIe4aTAGAOCh B MMPOONIYIIeHHH KOMIIO3UTOpa
B 1919 roay. PeayAbTaToM CTaAO MOCAGAOBATEABHOE I10-
rpy>keHHe KOMIIO3UTOPa B Chepy AUPUKH KaK OCTPOAKTY-
AABHOT'O XYAOXKeCTBEHHOTO Havaaa. CraomHas Aupusa-
1115 BBIPRXKEHHUs 4epe3 KOHIIEHTPALHIO «CyMepeYHbIX>
HacTpoeHuil (OT MPOCBETACHHOM HOCTAABIHMH K TIOAHOM
6eCIIPOCBETHOCTH) — 3TO TO <«IOAOXKEHHE Belleil>,
BCTPOEHHOE B IIOCTBOEHHYIO AYXOBHO-COIJHAABHYIO
armMocdepy, KOTOpoe OBIAO IIPHCYIIle K AeTIPeCCHBHOMN
CTOPOHE AMYHOCTH KOMITO3UTOPA, ¥ AaHTAMMCKOM KYAb-
TYPHO! MEHTAaABHOCTH B II€AOM.

A3apT U I0MOP, NTOKa3aTeAbHbIe AAS APTUCTHYECKO-
IO CaMOBBIPRXKEHUS AOBOEHHOIO O. DArapa, YCTYIaloT
MECTO MEAAHXOAUH U nopaBaeHHOCTU. KoHeuHo, coBo-
KYIIHO Ha3BaHHbIE YeThIpe OOpPasHO-IICHXOAOTHYECKHe
HayaAa MPHUCYTCTBOBAAM B HAaType U B TBOPYECTBE KOM-
TIO3UTOPA BCEIAQ, HO TIOCAEAHSS ITapa Terepb He IPOCTO

TAVQYK M. . NOCTBOEHHAS IUPUKA: BUONOHYENbHbIA KOHLIEPT 3ABAPLA I/TAPA B KOHTEKCTE CBOEFO BPEMEHH
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AOMMHHPYeT, a IOYTH IOAHOCTDBIO BHITAAKHMBACT IIEPBYIO
3a IIpeAeABI HACYIITHOT'O XyAOXKeCTBEHHOTO ITPOCTPAHCTBA.
Hauas c rpomMkoro, 3¢ pexTHOro, HICTUHHO MOAEPHHCTCKO-
ro crapra (1o KpaiiHeil Mepe, Ha ypOBHe 06PasHbIX KOH-
LIeTILjMiT), 2 IMEHHO, C 06y3AQHHS TAPAAHO-TIAd OCHOI CTH-
XYM U 3aUI'PBIBAaHMSA C HEOAHO3HAYHOCTBIO KOMUYECKOTO
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MaTepHaAa, J. DATap B KOHIIe KOHI[OB IPUXOAUT K «IIPHU-
TAYIIEHHO> BePCHU COOCTBEHHOTO HHAMBHAYAABHOTO
cruas. Ee KOHCTaHTaMU CTaHOBATCSA AMPUKA, KAMEPHOCTD
3BYYaHHs M IIOCTPOMAHTHYECKAsl OPUEHTALH, a KyAbMH-
HAI[MI0 0003HaYaeT HETOBTOPHMBIF B CBOEI AUPHIECKOM
OTKPHITOCTH BHOAOHYEABHBI KOHIIEPT.
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POST-WAR LYRICS: EDWARD ELGAR’S CELLO CONCERTO
IN THE CONTEXT OF ITS TIME

Abstract. In this research, two measurements of historical time are considered - social and personal, which,
respectively, are related with two types of the context of the postwar period that followed the end of the First World
War - Elgar’s biographical context and British politics. Different levels of manifestations of the lyrics presented in
the musical texture of Edward Elgar’s Cello Concerto are analyzed: compositional, intra-structural, imaginational-
thematic, ladotonal, timbre, and style.
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The main objective of the study is to consider the main contextual factors of the artistic decision of the work and
to analyze the mechanisms of lyricization, which is characteristic of the composer’s genre thinking.

The research methodology is based on an integrated approach, which includes historical-social, biographical, genre-
style, and intonation-dramaturgical methods of musicological analysis. The scientific positions of researchers (L. Kovnac-
kaja, M. Riley, P.]. Pirie, J. N. Moore, J. H. Elliot, D. Cairns) of E. Elgar’s works are continued in the research.

Research results. The main contextual factors that determined the artistic decision of the Concerto for Cello
and Orchestra op. 85 by E. Elgar are outlined. The mechanisms of lyricization of the instrumental concert genre are
described, in particular, the interpretation of the general principles of cyclic composition, the internal compositional
structure, and the thematic content of parts of the composition are considered. Two groups of lyrical themes have
been identified and characterized — rhetorical and expressive types. Within the stylistic situation of the modernist
era, the place of the Concerto is defined as a work in which E. Elgar embodies the principles of post-romanticism.

The scientific novelty of the study is an attempt at contextual (social, epoch-making, national, personal) un-
derstanding of the role and place of E. Elgar’s Cello Concerto in the music history of the postwar period and the
introduction of a unique analysis methodology. The article develops the concept of lyricization on the example of
the genre of instrumental concert and specifies the lyrical thematism.

The practical significance of the research lies in assisting the performers of E. Elgar’s Cello Concerto. In particu-
lar, the provisions of the article help to understand its artistic content, the nature of the musical organization, and
the broad historical and biographical background of its creation. In addition, the study contributes to an in-depth
understanding of the category of musical lyrics and outlines the path of its further theoretical development.

Keywords: lyrics; cello concerto; the art of Edward Elgar; English orchestral music; musical modernism; post-
romanticism; post-war music.

References

1. Kovnackaja L. G. Anglijskaja muzyka XX veka: istoki i jetapy razvitija (English music of the twentieth century:
origins and stages of development), - Moscow: Sovetskij Kompozitor, 1986. - 216 p. (in Russian).

2. Riley M. Edward Elgar and the Nostalgic Imagination, — Cambridge: Cambridge University Press, 2007. — 256 p.
(in English).

3. Riley M. Heroic melancholy: Elgar’s inflected diatonicism, Elgar Studies Cambridge: Cambridge University Press,
2007. - P.284-307. (in English).

4. Cairns D. Heroic Melancholy: Elgar Revalued, Musical Essays and Reviews, — London: Secker & Warburg, 1973.
—P.219-23. (in English).

S.  Winter J. M. Some aspects of the demographic consequences of the first world war in Britain, Population Studiess:
A Journal of Demography, — 30(3). 1976. - P. 5$39-552. Doi: 10.1080/00324728.1976.10410422/ (in English).

6. Drolet G.]. World War I and Tuberculosis. A Statistical Summary and Review, American journal of public health
and the nation’s health, — 35(7). 1945. - P. 689-697. Doi: 10.2105/ajph.35.7.689/ (in English).

7. Pirie P.J. Crippled Splendour: Elgar and Mahler, The Musical Times, — 97(1356). 1956. — P. 70-71. Doi:
10.2307/938017/ (in English).

8. Thacker T. Conclusion. In British Culture and the First World War: Experience, Representation and Memory. -
London: Bloomsbury Academic, 2014. - 376 p. (in English).

9. Moore J.N. Edward Elgar: A Creative Life, - Oxford: Clarendon Press, 1999. — 860 p. (in English).

10. Elliot J. H. Elgar and England, The Sackbut, — 12(1). 1931. - P. 11-13. (in English).

11. Boey K. Ch. Elgar and the watch my father gave me, Asia Literary Review, 2009. — P. 11-18. (in English).

12. Marx A.B. Musical Form in the Age of Beethoven: Selected Writings on Theory and Method, — Cambridge:
Cambridge University Press, 1997. — 197 p. (in English).

Information about the author

Maryna Ivanivna Haiduk, Postgraduate at the Department of History of World Music, Ukrainian National Tchai-
kovsky Academy of Music

M.I.HAIDUK POST-WAR LYRICS: EDWARD ELGAR’S CELLO CONCERTOIN THE CONTEXT OF ITS TIME
17



European Journal of Arts 4 (2021) # PREMIER Section 2. Musical arts

Fublishing

ISSN 2310-5666

Adress: 01001, Kyiv, Ukraine, st. Architect Gorodetsky 1-3/11
E-mail: marishka.gayduk@gmail.com; Tel: +380-967-88-28-12
ORCID: 0000-0002-9399-5494

TAMAYK M. L'

! Hayionaavna mysuuna axademis Ypainu imeni I1. I. Yaiikoscokozo, Kuis, Yipaina

NMOCTBOEHHA J1IPUKA: BIOJIOHYEJIbHUU KOHLLEPT
EABAPOA EJIFTAPA Y KOHTEKCTI CBOIO HACY

AnoTanis

PosrasiHyTo ABa BUMIPH iCTOPUYHOrO 4acy — COLIAABHHIM Ta O0COOHMCTICHHUH, fKi, BIATIOBIAHO, IIOB 5I3aHi 3 ABOMa
THUIIAMU KOHTEKCTY IIOCTBOEHHOTO ITEPiOAY, IO IIOCTAB II0 3aBepuIeHH!0 [lepirol cBiTOBOI BiflHU — eArapiBChKUM 0i-
orpadivHuM Ta 6pUTAHCHKUM MmoAiTHYHUM. [TpoaHaAizoBaHO pi3Hi piBHI BHSBY AIpHKH, IIPEACTABACHOI y MYy3HUUHIM
TKaHWHI BioaoHueasHOro KOHIIEpTY EABappa EArapa: KOMIO3HMIifHII, BHY TPILIHBO-CTPYKTYPHHIL, 0OpasHO-TeMa-
THYHUI, AAQAOTOHAABHHUIL, TEMOPOBHIT Ta CTHABOBHIL.

Mema: NOCAIAXEHHS ITOAATAE Y PO3TASIAI OCHOBHUX KOHTEKCTHUX YMHHHKIB XyAOXKHBOT'O PillleHHs TBOPY Ta B aHA-
Ai3i MexXaHi3MiB AipH3allil, XapaKTepPHOI AASI )KaHPOBOTO MUCAEHHS KOMIIO3UTOPA.

Memodorozis: AOCAiAXKeHHS 6a3yeTbCst Ha KOMIIAGKCHOMY ITIAXOA, SIKHFT BKAIOYA€ iCTOPUKO-COLiaAbHUI, biorpa-
(ivHMIL, KAHPOBO-CTUABOBHIL Ta IHTOHAIIIMHO-APAMATyPIridHII METOAU My3HKO3HABYOTO aHAAI3y. Y po6oTi 3HaxO-
ASITb IIPOAOBKEHHSI HAyKOBi ITOAOXKeHHS AOCAiAHUKIB TBOpuOCTi E. EArapa — A. KoBranpkoi, M. Paiiai, IT. Axx. Ilipi,
Acx. H. Mypa, Axx. X. Eaaiora, A. Kephca.

Pesysvmamu docaidnenns. OKpecaeHO OCHOBHI KOHTEKCTHI YMHHHKH, SIKi 3yMOBHAY XYAOXKHE pinrensst Konrjep-
Ty AAsL BioAOHYeAi 3 opkecTpoM op. 85 E. Earapa. Onucano MexaHi3Mu AipH3aniii )KaHpY iHCTPyMeHTaAbHOTO KOHLIEPTY,
30KpeMa pO3TASIHYTO TPAKTYBaHHs 3aTaAbHUX IPHHIINIIB IIMKAIYHOI KOMIIO3HIIil, BHYTPIIIHIN CTPYKTYPHUH yCTpil
i TeMaTHYHe HAaMIOBHEHH YaCTHH TBOPY. BusBA€HO Ta 0XapakTepu30BaHO ABi IPyIU AipHIHOTO TEMATU3MY — PUTOPHY-
HOTO Ta eKCIIPeCHBHOTO THUITy. Y MeXaX CTHAbOBOI CHTYyaIii A0OU MOAepHi3My Bu3HaueHo Micrie KoHuepTy sik TBOpY,
B sikoMy E. EArap BTiAlO€ IPUHITUIIY IOCTPOMAHTH3MY.

Hayxo6ea 108u3HA: AOCAIAXXEHHS [IOAATAE Y cPo6i KOHTEKCTHOTO (COLiaABHOTO, eIOXaABHOTO, HAlliOHAABHOTO,
0COBUCTICHOTO) OCMECAEHHS POAi Ta Miciist Bioaorueasrnoro kounepry E. Earapa B Mysuusiit icTopii mocTsoenHoro
IIePiOAY; @ TAKOXK Y 3aIIPOBAAKEHHI 0COOAMBOIO METOAOAOTTIHOTO MAXOAY AO AHAAIZY TBOPY. Y CTaTTi pO3POOASETHCSI IT0-
HSATTS AipU3aliil Ha IPUKAAAL XKAHPY IHCTPYMEHTaAbHOTO KOHIIEPTY i 3AIFICHIOETDCS CrIeriKallist AipHYHOTO TEMATH3MY.

Ipaxmuune 3nauennsa: AOCAIAKEHHS IIOASITAE Y CIPHUAHHI BUKOHABLAM-iHTepIIpeTaTopaM Bioaon4eapHOr0 KOH-
nepTy E. EArapa. 3okpema, MOAOXeHHS CTaTTi AOTIOMAraroTh 3pO3yMiTH HOTO XYAOXKHE HATIOBHEHHS, TPUPOAY My3H4-
HOI opraHisarii Ta mupoxe icropuko-6iorpaiure Ta0 cTBopeHHs. KpiM TOro, AOCAIAKEHHSI CIIpusie TOrANOAeHOMY
PO3YMIHHIO KaTeropil AipuKH Ta HaMiva€ IASX I IOAAABLIIOTO TEOPETHYHOTO PO3BUTKY.

KarouoBi cAoBa: AipuKa; BiloOAOHUEABHUI KOHIIePT; TBOpYicTh EaBappa EArapa; aHraificbka opkecTpoBa My3HKa;
MY3UYHHI MOAEPHI3M; MOCTPOMAHTU3M; IOCTBOEHHA My3HKa.
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“CARMEN FANTASY” FOR DOUBLE BASS AND PIANO BY
F. PROTO: INTERPRETATION AS A NEW LOOK AT OPERA

Abstract

Objective: to reveal the specifics of the interpretation of the opera “Carmen” by G. Bizet based on the “Carmen-
fantasy” for double bass and piano by F. Proto.

Methods: genre approach, style approach, analytical approach, historiographic approach, comparative approach.

Results. The article analyzes “Carmen-Fantasy” for Double Bass and Orchestra by F. Proto as the first example of
interpreting the images of G. Bizet’s opera using the timbre of the solo double bass. As a result of comparing F. Proto"s
suite with the original work and with the orchestral suites by E. Guiraud, innovations introduced by the composer in
the interpretation of the images of the opera “Carmen” are revealed. These innovations lie primarily in the use of new
means of expression (in particular, the timbre of the solo double bass), as well as in rethinking the images of the opera.

Scientific novelty. The article is the first to analyze new interpretational dimensions of the opera “Carmen” by
G. Bizet based on the comparison of “Carmen-Fantasy” by F. Proto with the orchestral suites by E. Guiraud.

Practical significance: the results of the article can be used in further studies of composer's interpretations of
the opera “Carmen” by G. Bizet, as well as in studies devoted to double bass music of the 20" century.

Keywords: opera “Carmen”; the work by Georges Bizet; Carmen Fantasy for double bass and orchestra; the
work by Frank Proto; interpretation; music of the XX century.

For citation: S.H. Dikarie. “Carmen Fantasy” for Double Bass and Piano by F. Proto: Interpretation as A New Look at
oper // European Journal of Arts, 2021, N24. — C. 19-24. DOL: https://doi.org/10.29013/EJA-21-4-19-24

Introduction

The opera “Carmen” by G. Bizet is one of the most fa-
mous musical and theatrical compositions, the leader of
the opera repertoire (M. Kosilkin [3]), which has firmly
entered the world musical culture, and has become the
character of “cultural myths of the 20 ™ century” (L. Ku-
pets [4]); it is disassembled into numerous quotes, un-
mistakably recognizable by both regular visitors to opera
houses and adherents of pop culture. It is not surprising
that the musical images of the opera found a response not
only among listeners, but also among composers (from
the contemporaries of G. Bizet to composers of the early
21% century), who authored many interpretations and
transcriptions on the theme of the opera “Carmen” in dif-
ferent genres and styles. First of all, this applies to orches-
tral suites based on the themes of the most striking pieces
of the opera. The first two of these suites were probably
created about ten years after the death of G. Bizet by
Ernest Guiraud (1837-1892), a French composer and

a close friend of G. Bizet, who, in addition, became the
author of musical recitatives for the opera “Carmen”. Ap-
parently, E. Guiraud used the original scores of G. Bizet,
which he arranged in two orchestral suites. In the 20®
century, the most famous was “Carmen Suite” for string
orchestra and percussion instruments by R. Shchedrin.

In addition to the orchestral suites, the themes of Bizet’s
opera have become the material for anumber of instrumen-
tal fantasias. In this context, it is worth recalling Fantasias
on themes from the opera “Carmen” for violin and or-
chestra by P. Sarasate, F. Waxman and E. Hubai, “Carmen-
fantasia” for cello and piano by J. Holman and others, cre-
ated by composers of the 19"-21* centuries. The authors
of such fantasias in most cases were virtuoso performers
interested in expanding their repertoire. If in the 19™ and
early 20" centuries these were mainly violinists and cel-
lists, then since the second half of the 20 ™ century, double
bass players have joined their ranks. This was connected
with the development of the double bass performing art

S.H.DIKARIEV “CARMEN FANTASY” FOR DOUBLE BASS AND PIANO BY F. PROTO: INTERPRETATION AS A NEW LOOK AT OPERA
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and, accordingly, with the need to expand the concert
repertoire. Among the “Carmen-fantasias” for the solo
double bass, the most famous are the compositions by the
American double bass player S. Sankey (1927-2000), the
Chinese double bass player Da Xun Zhang (1981) and the
American double bass player F. Proto (1941), whose work,
based on the opera “Carmen’, became the first in a series of
similar compositions for the double bass, and served as the
material for the present article.

The results of the research

“Carmen Fantasy” for double bass and orchestra by
the American double bass player and composer Frank
Proto (born 1941) is not an accidental piece in his cre-
ative work. The composer has repeatedly addressed the
themes of the opera “Carmen” by G. Bizet: in his creative
work there are a number of compositions for different
content on the themes of this opera. In addition to the
double bass “Carmen Fantasy’, these include “Carmen
Fantasy” for trumpet and orchestra, for trumpet and Brit-
ish brass band, as well as for jazz ensemble and orchestra.
It should be noted that all these works are original com-
positions, not transcriptions or settings of the same opus.

F. Proto wrote most of his compositions for certain
performers and most often on order. But “Carmen Fan-
tasy” for double bass was written as a gift for his friend,
the virtuoso performer Francois Rabbath in 1991. When
writing the composition, F. Proto proceeded from the
knowledge of F. Rabbath’s musical preferences and his
technical skills. In this regard, the first version of Fantasy
was written for a double bass in “solo” tuning (A-E-H-
Fis), which is often used by double bass soloists in con-
cert performances for a brighter sound of the instrument,
accompanied by the piano.

The premiere of “Carmen Fantasy” for double bass
and piano took place on July S, 1991 at the College-Con-
servatory of Music of University of Cincinnati, where the
double bass part was performed by F. Rabbath, and the
piano part by the composer himself. The performance was
a success, followed by immediate orchestration at the re-

B PREMIER

Publishing

ISSN 2310-5666

Section 2. Musical arts

quest of the soloist. In addition, the wide popularity of the
composition among double bass players around the world
contributed to the creation of the edition of “Carmen Fan-
tasy” for double bass and piano in the key of an orchestral
tuning (G-D-A-E). In addition, such researchers as Pertz-
born, E. [S], Machado, M. P. [6], V. Vieira [ 7] and others
turned to a scientific comprehension of the composition.

“Carmen Fantasy” for double bass and orchestra was
completed in 1992 and had a number of changes in the
accompaniment structure compared to the original ver-
sion for double bass and piano. The score of the composi-
tion contains the following author’s instructions regard-
ing the acoustic performance conditions:

“The solo double bass should be amplified using a high
quality sound system. The level must be carefully monitored so
that the soloist is easily audible but not so loud as to cover the
orchestra. A sound system with wide dispersion combined with
a high quality directional microphone should be used. A musical
instrument amplifier/ speaker combination should not be used”.

According to its compositional structure, “Carmen
Fantasy” is a suite of five movements:

1. Prelude;

2. Aragonaise;

3. Nocturne — Micaela's Aria;

4. Toreador Song;

S. Bohemian Dance.

Asindicated in the dissertation research of Machado,
M. P. [6], the material for the movements of the suite
was chosen by the composer more or less at random.
The author of the dissertation focuses on the fact that
Aragonaise, Toreador Song and Bohemian Dance are
included in the standard orchestral suites, which can of-
ten be heard at symphony concerts, while the beautiful
melody of Micaela’s Aria from the third act is rarely heard
beyond the opera. One can argue with this statement,
since the thematism of Micaela’s Aria is present in the
above-mentioned orchestral suites by E. Guiraud, the
structure and numbers of which are comparable to the
structure of F. Proto’s “Carmen Fantasy” (see Table 1).

Table 1.— Structure of F. Proto’s “Carmen Fantasy”

0 ((C » b
“Carmen Fantasy” by F. Proto “Carmen-suites” by E. Guiraud pera a'r men by
G. Bizet
1 2 3 4 S
« » Cadenza Suite No.1 movement 1 | Andante moderato Allusions on the opera
1. “Prelude « »
G-dur Prelude 2 theme
A 3 ite No.1 2 A iv0 3
2. “Aragonaise” llegretto % Eulte 0 . mfvement llegro vivo 3/s Interlude to act 4
G-dur ‘Aragonaise F-dur
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1 2 3 4 S

3. “Nocturne — |Andante 12/3 Suite No.2 movement 3 Andante molto 9/ Micaela’s Aria. act 3
Micaela’s Aria” |d-moll “Nocturne” c-moll ’
4. “Toreador Andante € Suite No.2 movement 4 | Allegro moderato C Escamilla’s verses,
Song” amoll - A dur “Chanson du Toreador” | f moll - F dur act2

All A j i — Al-
5. “Bohemian egro moderato Suite No.2 movement 6 ndantino quasi Bohemian Dance,
Dance” /s (%) “Danse Boheme” Legretto % act?2

A dur-amoll G-dur — e moll

As the table shows, the tonal plan of the movement of
“Carmen Fantasy” by F. Proto differs significantly from
the tonal plan of the pieces of the opera by G. Bizet and
the suites by E. Guiraud; as a rule, all the movements
of “Carmen Fantasy” sound one pitch higher than the
original. This is probably due to the fact that the com-
poser worked primarily on the solo double bass part, in
the notation of which the original tonality was preserved,
and only later — on the orchestral accompaniment, the
tonality of which had to correspond to the real sound of
the double bass in solo tuning. The fourth movement of
“Carmen Fantasy”, unlike the others, sounds two pitch-
es higher. This decision of the composer may be due to
the presence in the double bass part of certain natural
string harmonics that are possible only in the given key
(A-dur), which add lightness, soulful sound and timbre
similarity to woodwind instruments to the instrument.

Let us turn to a more detailed analysis of each of the
movements of “Carmen Fantasy”. The Prelude of “Car-
men Fantasy” by E. Proto serves as a kind of overture
to the suite, it is based on the thematic material of the
opera, but is not a transcription of one of its pieces. The
Prelude uses individual intonations and images of Bi-
zet’s opera. The part of the double bass, which sounds
unaccompanied, has features of a solo cadenza. In the
original version of “Carmen Fantasy” for double bass
and piano, in the first piece only double bass sounds;
in the orchestral version, F. Proto precedes the sound of
the solo double bass with an orchestral introduction, the
gentle-ghostly sound of which with the predominance of
timbres of high woodwind instruments contrasts with
the subsequent sound of the grace note of the fourth,
which turns into a swift fifth of the double bass in the low
register, from which all subsequent movement unfolds.
There are a number of technical difficulties in the Prelude
that contribute to the disclosure of the artistic image of
the passionate, unyielding Carmen. These include the
double stops, rarely used in the double bass repertoire,

by pure primes, which create the effect of a more satu-
rated sound in terms of timbre due to the combination
of overtones of two strings. Expressed in the form of a
swift ascending passage, they develop into double stops
by the fourths that increase the general tension. The fol-
lowing melodic passages are intonationally based on the
theme of Aragonaise from Interlude to Act 2 of the opera
“Carmen” and can be perceived as a thematic prepara-
tion of the next piece of the suite. The harmonics that
conclude the Prelude, reminiscent of the sound of high
woodwind instruments, create a kind of timbre “arch”
with an orchestral introduction.

The second movement of “Carmen Fantasy” by F. Pro-
to — Aragonaise — follows the first aftacca. Bright Span-
ish dance, which is traditionally accompanied by guitars,
castanets and clapping, was often used by composers as a
musical illustration of the Spanish flavour (not only the
aragonaise from the interlude to the 4 ™ act of the opera
“Carmen” by G. Bizet is known, but also the one from the
opera “Le Cid” by J. Massenet). P. de Sarasate and F. Wax-
mann turned to their own interpretation of the aragonaise
from Bizet’s opera in their “’Carmen-Fantasias” for violin
and orchestra.

Aragonaise from “Carmen Fantasy” by F.Proto
opens with a large orchestral introduction (there is no
introduction in the version for double bass and piano).
The orchestra performs the same theme, which will then
sound in the double bass part. F. Proto brings some jazz
techniques and harmonies to the thematism of G. Bizet,
thereby reducing the stylistic distance between his era
and the era of the original. The thematic development
leads the soloist to perform a slightly abbreviated Caden-
za, which has already sounded in the first movement of
the suite — the Prelude. This is followed by eight measures
with the remark of “Repeat Ad Lib.” of the orchestra, im-
plying the free improvisation of the soloist, adopted in
jazz ensembles. The movement is completed by F. Proto’s
original jazz motive.
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The third movement — Nocturne — begins, similar to
Aragonaise, with an orchestral introduction, which is ab-
sent in the piano version of “Carmen Fantasy”. However,
the thematic basis of the third movement is exclusively the
motives of Micaela’s Aria, whose tender voice seems to be
imitated by a double bass. The entire movement is pre-
sented in the upper register, in which the solo instrument
sounds tender and soft. The entire double bass part, with
a few exceptions, duplicates the vocals of Micaela’s Aria,
while the updated harmonies sound in the orchestral ac-
companiment. The part is completed by artificial harmon-
ics, which depict the French horn movement from the
introduction to Micaela’s Aria from the opera by G. Bizet.

The fourth movement — Toreador Song — also be-
gins with an introduction, which contains allusions to
the themes of Escamillo’s famous Couplets. In contrast
to the musical characterization of the Toreador from the
opera by G. Bizet — bright, active, victorious, in F. Proto’s
“Carmen Fantasy”, his thematism is somewhat romanti-
cized; the soloing double bass sounds with melancholy
and at ease, largely due to unusual dissonant harmonies
and a slow tempo, unusual for admirers of the traditional
interpretation of this piece of Bizet’s opera. In this move-
ment F. Proto handles the original thematic material
most freely; it is rather an original theme, reminiscent of
Escamillo’s Couplets in intonation outlines of the melo-
dy, and not in an exact adherence to character.

The orchestral introduction to the fifth movement —
Bohemian Dance - does not duplicate the main theme
of the dance. Thematically, it is based on various leitmo-
tifs of the opera, among which is the leitmotif of Carmen
herself, and in a certain sense can be perceived as a kind
of intonational generalization of Bizet’s opera. The sud-
den transition leads to the actual Bohemian dance. The
composer, building the tempo drama, indicates a fast
tempo from the very beginning, without the traditional
“acceleration” characteristic of gypsy music, thereby giv-
ing the soloist the opportunity to demonstrate his skills
and virtuosity. The “Carmen Fantasy” by F. Proto ends
with the apotheosis of the dance theme at the highest
possible speed. In the double bass part, an ascending
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movement sounds on the highest artificial harmonics,
which are contrasted with the final sound E1 - the lowest
sound possible on a double bass.

Conclusions

“Carmen Fantasy” by E. Proto is a composition that
expanded the range of interpretations of the already text-
book opera by G. Bizet. While organically continuing the
tradition of suites based on the thematic material of the
opera, laid down by E. Guiraud, F. Proto, nevertheless,
introduces certain innovations, consisting primarily of
the means of expression used. For the first time in the in-
strumental fantasia on the themes of the opera “Carmen’,
the timbre of the solo double bass is used — an instru-
ment traditionally associated more often with gloomy
and tragic, or, on the contrary, emphasized comic figura-
tive spheres, but actively expanding the boundaries of its
use in the music of the 20 * century.

It is significant that, building the compositional dra-
maturgy of his suite, F. Proto does not limit himself to
exploiting the low timbre of the double bass and does not
refuse to depict female images (No. 3. “Nocturne — Mi-
caela’s Aria”), but avoids direct references directly to the
image of the title character of the opera — passionate Car-
men. Unlike the suites by E. Guiraud, in which habarena
is inherently present as an unmistakable symbol of Car-
men’s image, in F. Proto’s composition the intonations
of the main character’s part appear only in the form of
allusions in the orchestra part.

F. Proto also opens new horizons on the path of re-
thinking the images which are present in his “Carmen
Fantasy”. First of all, this refers to the image of the bull-
fighter Escamillo (No. 4. “Toreador Song”). An active,
courageous character in F. Proto’s interpretation acquires
features of melancholy — a new figurative facet, rarely as-
sociated with the timbre of a double bass.

The creativity of the 20"-21% centuries presented
an extraordinary variety of interpretations of the op-
era “Carmen” by G. Bizet. F. Proto’s “Carmen Fantasy”,
which opened a new dimension of interpretations of this
music, has become another step towards the expansion
of the figurative spheres subject to the double bass.
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Abstract

The purpose of the research is to formulate the guidelines of his style of jazz music-making (based on the perfor-

mance analysis of compositions)
Methods: performance analysis, stylistic.

Results: John Coltrane’s creative work is full of numerous musical inventions and experimental discoveries. He

became a “pioneer” in the application of several musical techniques that played an invaluable role in the develop-
ment of jazz composition and improvisation. Coltrane has always demonstrated a creative search for performance
principles that go beyond the jazz technique that existed at the time and Each stage of his creative development was

a step and an inspiration for the appearance of the next stage.

The reason for the extraordinary popularity and admiration for the creative work of J. Coltrane is not only in the
art of mastering the techniques of “Coltrane’s matrix”, “sound layers” and the use of a modal approach, but also in the
art of playing out of harmony (he invented the method of the re-harmonizing of chords).

The performing style of J. Coltrane is characterized by an indisputable innovation of harmonious thinking, which
makes the research of his performing principles fundamental to the basic training of the modern musician.

Scientific novelty: the main compositions of J. Coltrane have been analysed, in particular the innovative method

of “sound layers” as the foundation of the musician’s performance style, the main positions of the performance style

have been formulated.

Practical significance: a performance analysis of J. Coltrane’s jazz compositions is proposed, which can be used
in the process of teaching disciplines in the history of jazz styles, the history of American music, etc.

Keywords: creativity of J. Coltrane, “sound layers” technique, saxophone compositions, jazz music-making,

performance, performance specifics, style of performance.

For citation: Zhang Qi. J. Coltrane’s technique of “Sound layers” in the aspect of performance style analysis //
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Introduction

J. Coltrane is one of the most outstanding jazz mu-
sicians in the world. His creative portrait consists of
a large number of interviews and studies of American
jazz music of the 1960 s — by F. Kofsky [1], De Vito [2]
and others (the book by the team of authors “The John
Coltrane Reference” [3], annotations to disks [4; 5]).
He is considered an undisputed great innovator in jazz,
an inventor, a key figure in jazz (Lewis Porter [6]), a
man with a unique sound of the saxophone [7], and a
teacher’.

One of the first creative innovations by John Col-
trane is considered by many researchers to be his so-
called “sound layers”. As is known, this term was first used
by the jazz critic Ira Gilter in an annotation to Coltrane’s
1958 album “Soultrane”. The essence of this technique
was to play passages, arpeggios, melodic-rhythmic figures
and patterns in extremely fast sequences. In a very short
period of time, J. Coltrane managed to accommodate a
record number of notes. Because of this, the sounds did
not even always have time to sound at a level sufficient for
audible perception, so they were perceived as glissando.

! Coltrane’s J.creativity is almost all the time mentioned in the research devoted to the history and theory ofjazz [8; 9; 10; 11]..
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This technique was also called the “vertical approach” to
improvisation, which also involved playing the arpeggio
of the chord in ascending and descending sequences. In
Coltrane’s improvisations, this technique was often used
until about 1960. The historian Frank Kofsky believes
that the technique of “sound layers” is the most impor-
tant factor in the development of jazz improvisation. He
notes that the “sound layers” of J. Coltrane make great
progress in terms of rhythmic and harmonic complexity
and require a more developed, masterful technique of
performance, put qualitatively new requirements for the
mastery of the instrument before the performer. Thus,
E. Kofsky refers Coltrane’s invention to the first rank of
contributions to the creative work of jazz improvisation
[1,p. 260-261].

The purpose of the research is to formulate the
guidelines of his style of jazz music-making (based on
the performance analysis of compositions).

Discussion. Sound layers are a technique that re-
quires extremely perfect mastery of the instrument and
at the same time deep knowledge of harmony and the
ability to think quickly, instantly solve problems that
arise every second during the development of musical
material. In the interview with Ira Gitler (1958), J. Col-
trane acknowledged the limitations and imperfections of
this technique “... in this case we are not talking about
beauty, the only way to justify such a technique is if it
acquires beauty in the future” [quoted from 2, P. 43].
During this period, Coltrane already demonstrated his
creative search for performance principles that would go
beyond the jazz technique that existed at that time. The
next stage in the technical development of J. Coltrane’s
performance style is the so-called “Coltrane matrix”, the
use of a harmonious sequence of chords that distinguish-
es Coltrane’s playing from other jazz saxophonists. The
Coltrane matrix (also known as the Coltrane variation or
the Coltrane cycle) is to replace different chords with a
general sequence of chords II -V - L. These substitution
patterns are based on the third tone (major third) and
provide a tonally unusual root movement of the major
third up or down. This creates an augmented triad. Col-
trane created melodies with many variations of the “ma-
trix’, but the best examples of the use of this technique
are in his album “Giant Steps” (1960), in particular the
song “Countdown” of this album.

This sequence of chords is an important compo-
nent of jazz pedagogy. Coltrane experimented with this
technique in his compositions and arrangements from
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1958 to 1960, and the recording and release of the album
called “Coltrane’s Sound” (1960) was the final stage in
the development of the matrix technique. As in the case
of the “sound layers” technique, the “matrix” was not an
inexhaustible source and had its limitations. Coltrane’s
invention of the “matrix” significantly influenced the cre-
ative work of many jazz performers. Since 1960, a large
number of musicians have used this technique in their
compositions. For example, Joe Henderson released a
version of “Without a Song” in his album “The Bridge”
(1962), in which the “matrix” was involved in the first
passage of musical material. Wayne Shorter recorded
his song “Fee-Fi-Fo-Fum” in the album “Speak No Evil”
(1964), where one can also find the technique of the
“matrix”. Despite the fact that Coltrane’s “matrix” has
a specific sound that is immediately recognized by the
listener, its inventor was aware of the limitations of this
technique. Regarding these chord sequences, Coltrane
expressed concern that they sounded like academic ex-
ercises and tried to do everything possible to give it more
beauty [2]. But Coltrane’s musical thinking was always
characterized by a relentless search for new creative so-
lutions. In his compositions he sought much more than
technique, even if at the beginning of its emergence this
technique is very complex and requires a high level of
performance. When Coltrane realized that the “matrix”
technique had exhausted itself, he found the answer
(resonance, relevance) in the music of Ornett Coleman.
In those days (1960), Ornett Coleman composed experi-
mental music, which provided free improvisation, but at
the same time it was structured and guided by melody.
The accompanist had to play patterns of harmony that
belonged (that the improviser had to play), but not a
predetermined chord structure. Coltrane’s words about
Coleman’s approach are telling: “Ilove him. I follow his
example” (quoted by L. Porter [6, P.203]. Ornette Cole-
man’s direction of development helped Coltrane to solve
a crisis of the “matrix” technique and move to modality.
Although Coltrane used both techniques from 1959 to
1960, over the next few years his focus was on modality.
Let us note that modality (or modal jazz) uses folk music
modes and other scales instead of chord sequences as a
harmonic basis. This approach is a scale that is performed
on a certain chord during improvisation. That is, now
the chords change rarely, if in the period of bebop and
post-bop the chords changed very quickly, changes could
occur for each beat, or during one passage the chord
could change three times. According to the American re-
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searcher and jazz theory lecturer Kurt Ellenberger [12],
in modal jazz music, chords can be changed once in four
bars, and all the movement and development of musical
material is built with help of modes that are in constant
reincarnation. Owing to this, the shades of the melody
change not due to harmony, but due to the change of
modes. The tendency to thin the chord sequences (more
rare chord changes; sometimes one chord can occur for
an entire musical section) can be seen in the composi-
tion “Impressions” from the album Impressions (1962),
in which the entire section A (eight bars) is built on a
D-minor chord of the seventh (Dm?7). The principle of
modality in Coltrane’s creative work and states that the
harmonic deviations in Coltrane’s music are usually not
amenable to analysis as those which are in a certain con-
trasting key. Coltrane’s playing in the compositions of
the modal period is distinguished by a particular diver-
sity. And Coltrane’s modal compositions acquired such a
wide range of varieties owing to his previous techniques
of developing harmony (technique of “sound layers”,
“matrix”). In order to use both of the above techniques,
the improviser must have huge knowledge base of har-
mony. Such knowledge, for example, which involves the
use of one chord to reveal its potential - the movement in
quantitative directions for the improviser. Interestingly,
Coltrane experimented with modality and matrix in par-
allel, at about the same time. Indicative in this respect is
the album called Giant Steps, which contains not only the
matrix (the composition “Giant Steps”), but also modal
inventions in “Syeeda’s Song Flute”. Coltrane’s Sound al-
bum (1960) demonstrates modal techniques in the com-
position called “The night has a Thousand Eyes”, while
this album features the composition “26-2", which is full
of matrices. Modality was a new step in the development
of Coltrane’s compositional and performing skills, and
it was connected with his interest in music from other
cultures. Coltrane found new sources and ideas of cre-
ative inspiration in the ethnic sphere of music making.
Hislegacy includes albums with an Afrocentric focus: an
appeal to the philosophy of Bantu Congo and the musi-
cal thinking of this ethnic group, there are also albums in-
volving the expressiveness of the music of the East, espe-
cially India [6]. But Coltrane’s creative pursuits were not
limited to the musical means of “exotic” countries. While
recording the English folk song “Greensleeves” and the
“Song of the Underground Railroad”, an adaptation of
the African-American folk song “The Drinking Gourd”,
Coltrane took an interest in a big number of ideas that
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went beyond jazz. Coltrane was most influenced by the
classical music of South India. This is demonstrated in
such compositions as “My Favourite Things” and “Af-
rica’, which use the inherent in Indian music permanent
sustained sounds — drones. In addition, noteworthy are
the exotic Indian scales, which are found in the composi-
tions “Olé¢” and “India”. Coltrane repeated and developed
short motifs in his improvisations of the compositions
“Impressions” and “Out of this world”. Coltrane was in-
fluenced not only by Indian music itself, but also by its
connections to spirituality.

John Coltrane used to take criticism of his inno-
vations calmly. Each of his technical inventions was
perceived negatively by critics, and listeners reacted
indignantly to new sounds and intonations. Coltrane’s
attraction to avant-garde jazz was no exception.

Avant-garde jazz (or free jazz) is a style of composi-
tion and improvisation that goes beyond the established
jazz rules. Its representatives experimented with basic
jazz characteristics such as rhythm, harmony, melody,
structure and timbre. The performers also reinterpreted
the technical capabilities of the instruments, expanded
the range, extracted new sonorous effects, and used the
extra-musical type of sound production. John Coltrane
was one of the first innovators and reformers on all of
the above norms regarding extra musical sound pro-
duction, although Coltrane was the first to start playing
this way, the saxophonist Peter Brotzmann was the one
who developed and culminated this technique. As early
as 1961, Coltrane became the object of the term “anti-
jazz’, a phrase used by the critic John Tainan as a clumsy
response to Coltrane’s musical development and creative
pursuits: “Coltrane and Dolphy seem to be trying to de-
stroy the swing on purpose” [quoted by 3].

The period after the release of the album A Love Su-
preme is called by many researchers the fourth or last
period of the development of John Coltrane’s creative
work. This period is marked by a tendency to expres-
sionism and contains elements of free jazz, formed under
the influence of jazz “avant-garde representatives”, such
as Ornette Coleman, Archie Shepp, Albert Ayler, and
Pharaoh Sanders.

At the time of the recording of the album A Love
Supreme in 1964, Coltrane had an arsenal of purely ex-
pressive means that he used to create this album, which
rightfully occupies an important position in Coltrane’s
repertoire (discography) and became one of the most
significant jazz albums of all times.
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The first part of the album A Love Supreme “Acknowl-
edgment” is characterized by the fact that in the introduc-
tion there is an ostinato bass line, which is the main ma-
terial for further construction of improvisation through
numerous tonal centres. This ostinato goes throughout the
whole part and performs a port function: the foundations
for motivational development, in fact, the basic bass part
and the landmark during improvisation. The second part—
“Resolution’, includes an improvisational solo by Coltrane,
typical of his style of this period. Small phrases are involved
and developed in different ways: they are presented in in-
version, shortened or vice versa, lengthened, transposed
and contain various variations of rhythmic patterns. Unlike
the Coltrane solo of the early period of creativity, this solo
does not have a large number of sounds that flow quickly
during the performance of virtuoso passages, i.e., the tech-
nique of “sound layers”; instead, the phrases are followed
by long notes or pauses. Spaces between sounds are given
the same priority as the sounds themselves. Improvisation
develops aslong as there is only one remaining direction—a
return to the main melody of the theme.

Noteworthy is another song from the album - the
fourth part of the album A Love Supreme - “Psalm’,
which is a free “recitation” of the text “A Love Supreme’,
written by Coltrane. But this is not a recitation in the
usual sense. Coltrane improvises phrases of the text on
the saxophone in such a way that a melody is formed
from the rhythm of words (syllables), and whole sen-
tences form a musical phrase.

John Coltrane made an invaluable contribution to
the evolution of jazz owing to his specific thinking, his
ability to go beyond the established dimensions. This
is, first of all, his invention of the method of re-harmo-
nization of chords. It was Coltrane who showed the
enormous potential that can be contained in individual
sounds and the simplest jazz progression of the II-V-I
steps. Among the numerous chord progressions, such
progression of II-V-Iis the most popular among jazz mu-
sicians, and the major scale modes became the source for
the creation of its chords. Coltrane’s Giant Steps theme
contains 2 progressions —in G-dur and B-dur. Diatonic
progression of chords of I-II-III-IV steps was also of-
ten used by Coltrane. Chord of step IV, that is, the Lyd-
ian mode “fa”, Coltrane puts every second note into the
“frame” — prime, large third, pure fifth and large seventh
of the chord FA (I'm Old Fashioned composition). The
only altered sound in this chord is the note si — an el-
evated fourth in the chord FA. In a fragment of Moment’s
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Notice theme, Coltrane uses the I-II-III-IV progression
to switch from E flat major to another key. Instead of
the expected chord IV A bA one can hear Ab-7, which
is solved in Db7, or the progression of II-V in the key of
Gb-dur. Often in Coltrane’s compositions one can find
“sus” chords (from English sustain - to delay), the differ-
ence between which is the delayed fourth, which remains
unresolved. Such chords are vividly demonstrated in the
compositions of Naima and The Night Has A Thousand
Eyes. But especially sus-chords proved themselves in
the blues of Coltrane called Mr. Day (album Coltrane
Plays the Blues, 1960), which consists almost entirely
of similar chords. In this composition one should pay
attention to the unusual tone of Gb-dur, as well as the
unusual chords D7 and A7 in bars 9 and 10. Instead of
the expected chords V and IV (Db7 and B7), the mu-
sician performs chords IV and bIIIL The blues range is
also the basis for Locomotion and Blue Train composi-
tions. Another expressive means that Coltrane attracted
was the whole-tone scale. For example, the melody of
the theme One Down, One Up is based on the descend-
ing large thirds of the whole-tone scale from B flat. The
whole-tone range lacks half of the intervals present in
Western European academic music. Coltrane often
used sequences. Indicative in this regard is a fragment
of improvisation in the composition Locomotion (the
album Blue Train, 1957 — one of the most outstanding
in the creative work of Coltrane). In it, the first note of
each group of four sounds of the eighths is the introduc-
tory tone to the fifth of the descending triad. Seventh
chord-based sequences are also common. Just like triads,
when they are in improvisation, they give harmony more
stability, and improvisation — more structure. In a frag-
ment of Coltrane’s improvisation on the theme of Miles
Davis Milestones on the G-7 chord, the performer plays
all the seventh chords that can be found in F-dur, in the
form of descending arpeggios. John Coltrane performs a
melodic fragment based on the descending bebop major
scale that goes before the solo in the Moment's Notice
theme. In the same episode, he performs a dominant de-
scending bebop scale.

Many jazz musicians have come to the conclusion
that Coltrane’s latest albums of the 1960's contain many
examples of such playing. This technique means that any
note can be played on any chord. Mark Levine explains
this as follows: “If you think that it [a note] sounds right,
then it is so. If not, then it is so” [13, P. 180]. This tech-
nique is also considered to be related to bitonality, when
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two tonalities sound in parallel. For example, a pianist-
accompanist plays in one key and a soloist-saxophonist —
in another. A perfect example of playing out of harmony
is the composition Impressions (recorded in 1962).

John Coltrane’s creative ideas were significantly in-
fluenced by the music of different ethnic cultures, from
which the performer borrowed key elements and placed
them in his compositions. One such element is the pen-
tatonic scale. A bright example of attracting the penta-
tonic scale when playing chords is the composition Giant
Steps. The Giant Steps theme has a reputation for be-
ing difficult to perform. 16 bars of the theme contain 26
chords. As the jazz performer and theorist Mark Levine
[13] points out, that is a lot for a theme of such a fast
tempo. The first chord is BA. The next two — D7 and G7
form a progression V-1Iin G-dur. The next chord, Bb7, is
aVstep chord in Eb-dur. That s, in the first four chords,
three tonalities have already changed. Thus, each chord
of the theme belongs to one of these three tonalities, so
the performer uses three pentatonic scales. Throughout
the Giant Steps theme, the chords change more often
than the tonalities, for 26 chords there are 10 tonalities
changes performed, but the tonalities themselves are
three: B-dur, G-dur, and Eb-dur.

There are many combinations of the five sounds that
could be considered pentatonic scales. One of such com-
binations, which is often performed in jazz, is the in-sen
scale, which was introduced into jazz circulation by John
Coltrane (according to M. Levine [13]). The unusual or-
der of intervals in it is represented by a half-tone, a large
third, a tone and a small third.

An important feature of J. Coltrane’s compositional
and improvisational approach is also considered the use
of blues chords. It is known that many jazz performers
had a special relationship with the blues. In Coltrane’s
discography regarding the appeal to the blues, the com-
positions “Equinox” and “Mr. P.C” are indicative. In
Equinox, minor chords are defined as C- and F- instead
of C-7 and F-7, because in functional terms they are
manifested as tonic minor chords of I step, and not as
small seventh chords (chords of IT step).

Conclusions

Summing up the analysis of ]. Coltrane’s composi-
tions, we should mark the main achievements of his jazz
technology.

1. John Coltrane’s creative work is full of numerous
musical inventions and experimental discoveries. He be-
came a “pioneer” in the application of several musical
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techniques that played an invaluable role in the develop-
ment of jazz composition and improvisation. Each stage
of his creative development was a step and an inspiration
(and a reason) for the appearance of the next stage.

2. J. Coltrane has always demonstrated a creative
search for performance principles that go beyond the
jazz technique that existed at the time. John Coltrane
made an invaluable contribution to the evolution of jazz
technology due to his specific harmonious thinking, his
ability to go beyond the established dimensions (he in-
vented the method of the re-harmonizing of chords, the
principles of “sound layers”, “Coltrane’s matrix”).

Coltrane’s Chords — the method, which means the
movement of tonal centres in large thirds throughout
the whole theme, was a revolutionary step in jazz music.
John Coltrane was the first to create themes that were
entirely based on the movement of the large thirds. The
composers used this technique before him, but it was
fragmentary and lasted only a few bars and did not al-
low for large-scale improvisation. The composition Gi-
ant Steps became a turning point in the thinking of jazz
performers, because at the beginning of its emergence,
no musician, except Coltrane himself, could play all
the chords present there. Using the movement of tonal
centres in large thirds and chords of the theme of Miles
Davis “Tune Up”, Coltrane creates his famous theme
“Countdown”. In his re-harmonization, Coltrane leaves
unchanged the first chord E-7, chord II in D-dur. Next,
he moves the tonal centre by a large third down from D
to Bb in the second bar, by alarge third down from Bb to
Gb in the third bar, and by another large third down from
Gb to D in the fourth bar. Each new chord of I step, BbA,
GbA, and DA is prepared by its dominant chord, and as a
result there are chords of the first four bars of the theme
“Countdown”. Coltrane also used this technique when
referring to jazz standards. In addition, Coltrane also in-
vented the technique of moving the tonal centre in small
thirds. This can be seen, for example, in the composition
“Central Park West”.

The reason for the extraordinary popularity and ad-
miration for the creative work of J. Coltrane is not only
in the art of mastering the techniques of “matrix”, “sound
layers” and the use of a modal approach, but also in the
art of playing out of harmony. Thus, the performing style
of]. Coltrane is characterized by an indisputable innova-
tion of harmonious thinking, which makes the research
of his performing principles fundamental to the basic
training of the modern musician.
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AnnoTanis

Mema: pOpMYAIOBaHHS OCHOB CTHAIO AXKa30BOTO My3uKyBaHHs Ax. KoarpeitHa (Ha 0CHOBi BUKOHABCHKOTO aHa-
Ai3y KOMIO3HUIL).

Memoodu: BUKOHABCHKOTO AaHAAI3Y, CTUABOBHIL.

Pesysvmamu: TopuicTs AxxoHa KoaTpeiiHa € mocTifiHUM ITpOIjecoM My3HYHUX BUHAXOAIB Ta eKCIIepUMEHTAAb-
HUX BIAKPUTTIB. BiH cTaB «mioHepoM> y 3aCTOCYBaHHI KiAbKOX My3HUYHMX ITPUIOMIB, sIKi BIAITPAAU He3allepeyHy pOoAb
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Y PO3BHUTKY A’Ka30BOi KOMITO3UIlii Ta iMmposisarii. A>k. KoATperH 3aBXXAM AeMOHCTPYBAB TBOPYHUH ITOITYK BUKOHAB-
CHKHUX IIPUHIUIIB, IO BUXOAATD 32 PAMKH AXKa30BOI TEXHIKH, IO iCHyBaAa B Ti YacH, i KOXXeH eTall HOro TBOP4Oro
PO3BHUTKY HaAUXaB MOIO AO IOSBU HACTYIIHOTO €TaITy.

IIprurHa HaA3BHYAIHOI TOITYASIPHOCTI Ta 3aX0OnAeHHs TBOpuicTo Ask. KoATpeliHa moasrae He TiAbKH B MUCTEIITBi
OBOAOAIHHS TeXHIKaMU «MAaTpPHIli», «3BYKOBHX IIAACTiB>» Ta BUKOPHUCTaHHI MOAAABHOIO IIAXOAY, aAe B y caMOMy
MHCTELTBi TApMOHINHOI 'PH, BUHANAEHOMY HMM METOAOM PErapMOHi3allii akopaiB).

Buxonascpkuit ctuab Axk.Koarpeitna BiopisHsIeThCs Oe3epevHOr0 iIHHOBALIMHICTIO TAPMOHITHOTO MUCAEHH,
1110 POOHUTH BUBYEHHSI HOTO BUKOHABCHKUX ITPUHIIUITIB OCHOBOIIOAOXHHMH AASI 6230BOTO HABYAHHS CYYACHOTO AXKa-
30BOr0 My3MKaHTa.

Hayxoea nosusna: mpoaHaaizoBaHo ocHOBHI Kommosuii Axx. KoaTpeiiHa, sokpeMa — iHHOBaIIiTHHIT METOA «3BY-
KOBHX IIAACTiB> SIK pYHAAMEHT BUKOHABCHKOTO CTUAKO MY3MKaHTa, CQOPMYAbOBAHO OCHOBHI IMO3UIlii BAKOHABCHKOTO
CTHAIO.

Ipaxmuune snauenna: 3arrpOIIOHOBAHNI BUKOHABChKUH aHAAI3 A’kazoBux KoMnosurint Ak. Koarpeiina, skuit
MO>KHA 3aCTOCYBaTH B IIPOILeCi BUKAAAAHHS iCTOpIl A’Ka30BUX CTHAIB, iCTOpPil aMepHKaHChKOIL AXKA30BOI MY3HKH.

KarouoBi caoBa: TBopuicTs Axx. KoATpeliHa, TexHiKa «3ByKOBHX IIAACTiB>, KOMITO3HIIil AASI CAKCOPOHA, AXKA30Be
MY3UKyBaHHsl, BAKOHAHHS, BUKOHABChKa Crlenidika, BUKOHABCbKUM CTHAD.
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MUSICAL AND EXTRAMUSICAL IN GENRE STRUCTURE
OF INSTRUMENTAL CONCERTO

Abstract

The article studies the components of genre structure of instrumental concerto, constituting extramusical layer
of its content. Variability of significance of extramusical factors and forms in which they are embodied in various
types of instrumental concerto is noted. Conclusion is made about conceptual capability of instrumental concerto
to be an artistic generalization of typological features of certain historical era and universal principles of thought.

Aim: examination of certain pivotal characteristics of instrumental concerto as an artistic generalization of univer-
sal principles of thought, typical and specific for given historical era sociocultural relations by the means of musical art.

Methods: observation, systematization, comparison, generalization, as well as sociological and historical methods.

Results: extramusical components of key constituents of instrumental concerto are defined; it is stated, that these
components belong to different levels, embracing universal logical premises and their realization in over-historical
spacetime, local traits of sociocultural situation, in which crystallization of studied genre happened, as well as paradig-
matic principles of a historical era, which created conditions for its formation; a problem of specifics of incarnation
of musical and extramusical constituents of instrumental concerto in its genre variants is formulated; this thesis is

applied to piano concerto as a type of work, which matured in the last third of XVIII-XIX century.

Scientific novelty: the article contains a view on instrumental concerto as a generalization of multi-layered ex-

tramusical content with the means of musical art, thus it can be regarded as a conceptual genre, bearing universally

valued meaning.

Practical significance: scholarly approach to instrumental concerto, suggested in this article, theses formulated

in it and its conclusions can be applied in musicological and academical practice for research on general problems of

musical genres and their historical evolution.

Keywords: extramusical; musical; instrumental concerto; dialogue; play; festivity; Baroque; Romanticism.
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Introduction

Longevity of instrumental concerto (as its lifes-
pan embraces more than four centuries) proves both
its versatility, ability to adapt to any changes caused
by the shift of epoch or musical style and significance
of its content, embodied by the means of artistic ex-
pression, its everlasting relevancy. Instrumental con-
certo emerged, like other genres, “on the verge” (in the
words of M. Aranovsky) of musical and extramusi-
cal [1, P. 9], thus becoming a product of reflection of
certain socio-cultural realms and relations in artistic
mind and creative activity. As a result of studying the
research on problems related to instrumental concerti

(such as works by E. Antonova, B. Asaf’ev, E. Bragins-
kaja, M. Lobanova etc.), it becomes obvious that the
scholars incline to focus their attention on intrinsic
attributes of genre, on its inner structure, as a strictly
musical phenomenon. The other side of instrumental
concerto, extramusical, has not drawn such attention
yet and its research is not exhaustive nor systematic.
This article is a result of cerebration on certain pivotal
traits of instrumental concerto as artistic generaliza-
tion of universal principles of logical thinking, typical
and specified historical socio-cultural relations by the
means of musical art. Special attention is devoted to
solo concerto, in which typical features of the genre,
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discerned by musicological research, are represented
in the most coherent and conspicuous way.

Subject Sections

As far as in the 60s-80s, A. Sohor called for under-
standing of the essence of any musical genre from the
standpoint of its existence and purpose — this scholar
devoted multiple works to this problem [6, P. 7]. He
considered genre in music as a “type of musical work,
defined primarily by the situation of its performance,
which inevitably shapes the work <...>” [6, P. 28]. In
other words, “the genre of the work is defined by its po-
sition in practice of social music-making” [7, P. 309].
Later E. Nazajkinskij [ 8, P. 94] indicated that the real-life
purpose of musical genres might be a criterion of their
differentiation. But these ideas were left on periphery
of musicological development and practical applica-
tion, and A. Cuker noted that and attempted to “revital-
ize” A. Sohor’s approach to understanding of genre and
defend its significance. “Historical musicology,— writes
this scholar,—in its studying of principles of creation and
development of musical genres, concentrates mainly on
understanding of spiritual essence, ideal nature of these
processes. They are understood as a product of artistic
activity, but the conditions, which shaped both genesis
and perception of a certain genre are often ‘overlooked.
In reality, the music experienced <... > influences of both
the spiritual and materialistically-physical circumstanc-
es” [9,P.17]. In order to substantiate his thesis A. Cuker
gives an example from the era of genesis of opera genre.
The author explains the lead of Florence in this process
by enormous material and financial resources, which
could be used by the collective of authors of theatrical
plays. It was caused by the fact that opera in Florence had
been born in the atmosphere of courteous and aristo-
cratic performative culture, which aimed to overawe the
listeners-spectators with the grandeur, luxury and exu-
berance [9, P. 18]. Contrary to that, democratic public,
subsidies of competitive Venetian theatres by rich, but
still not omnipotent patrons became certain obstacles
for imagination of the directors and cast, which was not
conducive to the flourish of the opera [9, P. 19].

S. Mokul'skij gives an interesting information on the
genesis of tiered construction of the theatre as an object
of architecture in XVII century. It was the Venetian-orig-
inated practice of public opera performances that caused
the need for such type of theatres and the first of them —
San-Cassiano, where operas by C. Monteverdi have been
staged. By calling it “tiered” (contrary to democratic am-
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phitheatre), S. Mokul'skij indicates its heredity from Medi-
eval tradition of piazza plays. The windows of aristocratic
houses turned into boxes of tiered theatre, and the action
itself was located on the stage [10, p. 321-324]. Cited re-
search materials can be a basis to regard the genre of in-
strumental concerto in aspect of its sociocultural genesis
which not only has contributed to its emergence, but also
laid foundation of its artistic and aesthetic content.

All the scholars of this genre tend to indicate its dia-
logical nature — in one way or another. Dialogue, opposi-
tion, dichotomy can be found in etymology of the word
“concerto” itself, which means both competition and co-
operation. From the musical standpoint, simultaneous
performance is a nucleus of genre’s artistic structure, its
essence, which is attributed by different ways of interac-
tion of co-operators/competitors, causing principles of
creation of form and themes, musical texture, sonically-
acoustic image of the work. E. Roshhenko supposes an
interesting approach to “competition” (“concertato”) in
music from extramusical standpoint. The scholar extrap-
olates this phenomenon on different types of art. Regard-
ing Renaissance with its Hellenism as a period when the
principle of concerto competition was born, the author
understands concerto as a mythologem, as an idea, con-
stituting the core of different plot motives. The author
lists such motives, including rivalry for love, intertwined
with prosecution and renunciation from love, contests
in mastership, in beauty, for power etc. [11, P. 417]. The
mythologem of rivalry, according to E. Roshhenko’s
words, interacts with the essence of play —a principle es-
pecially conspicuous in rituals, song “competitions” and
Dionysus-like rites [11, P. 417]. Thus, the musicologist
comes to a conclusion that both concerto as a genre a
concertoness as a principle “have mythologically-ritual,
literary-poetical, plot-like genesis, inevitably influencing
the musical text” [11, P. 422].

The works of E. Roshhenko provoke a thought that
both mythologically-ritual and literary-narrative can be
seen as universals of human’s self-awareness in the world,
of common living, that they are archetypical relations,
which are embodied and reflected in different artistic and
sociocultural forms. In a concerto genre, they are pres-
ent in an opposition “rivalry—cooperation”, to which a
concerto owes its name. This pair of co-dependent yet
different in their nature relations constituted genetical
code of the concerto, explicated through opposition and
comparison —between instruments, instrumental groups
and tutti. A symphony retained this genetic connection
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to a concerto in usage of its textural and performative
means, but melted it into the laws and rules of symphonic
orchestration, giving them another functions and subor-
dinating them to artistically-conceptual tasks.

Transformation of extratemporal concepts into phe-
nomenon of musical art was partially determined by his-
torically-cultural situation in which a concerto genre ap-
peared. V. Zharkova considers it as a predictable that this
genre emerged in Venice in the Baroque era. The author
states that the musical life of the city was “governed by
a spirit of contest”. The scholar supposes that it was nur-
tured by the democratic atmosphere of the republic, which
“supposed competition of noble families in the election to
City council”. Thus, “all the characteristics of city’s cultural
life bore the mark of a contest” [12, P. 26]. This thought
allows V. Zharkova to draw a conclusion that the formation
of concertoness, one of the most important principles of
creativity in XVII century, was largely influenced by social
circumstances [12, P. 26]. The scholar finds its traces in
various contrasts: dynamical, spatial, modal, genre, timbral,
logical [12, P.26], thus (in a broad sense) — in a dialogue.

Asit seems from the context of V. Zharkova’s treatise,
there is another factor of no less importance for forma-
tion of concertoness: problem of balance between pri-
vate and general interests as incarnation of a dialogue
between a man and society [ibid]. And while the musi-
cologist does not decipher ambiguous meaning of the
word “concerto”, a conclusion becomes obvious that this
name was given to this genre since it indicates dialectics
of gravity-repel, reflected in inclination to competition
and to cooperation. Furthermore, observations of E. Ro-
shhenko and V. Zharkova allow to see that competitive-
ness and cooperation are deeply ingrained in sociocul-
tural practices and the activity of an individual: the will
to self-definition, that is not only opposed to stimuli to
unification, but is also dependent from it. Thus, a con-
certo can be seen as a generalization of one of the con-
stants of socially-interpersonal relations by the means of
instrumental art on genre level.

These viewpoints of mentioned scholars allow to
interpret concertoness as one of universal principles of
European culture in the Modern period of history which
accumulates relations of differently directed social prac-
tices, whose interaction becomes its moving force. A mu-
sical genre, which originated from concertoness and in-
herited its root in its name, became the first instrumental
conception to generalize not only the situation of rivalry,
but also dualistic essence of the world.
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In different embodiments of concerto dialogue these
universals are represented in various modifications of their
meaning and ways in which they are incarnated, depending
on presence or absence of solo or concerting instruments
and their ensemble groups/concertino. In solo concerto
such oppositions are modeled as “individual - collective”,
“personal — common”, “private — shared”, “persona (hu-
man) - fate, society, world” etc. Thus, in solo branch of
genre special situation of mono-dialogue is constructed,
which supposes infiltration of dialogue into the parts of its
participants, especially — of a soloist. In a term “mono-dia-
logue”, proposed by A. Mizitova, the scholar comes from
the nature of this genre, in which expression of an artistic
idea has the form of saying. And the word “saying” “indi-
cates the presence of another T —be it real or hypothetic”.
In the latter case, when a collocutor is a virtual object, it
is devoid of inner contradictions, “because it expresses a
certain viewpoint”, but if the opponent is “my other self”,
then hitherto whole conscience becomes “divided in two
extremities, reflecting each other and calling for action”
[13,P.187]. The author expands the concept of mono-dia-
logue onto all types of concerto, but we suppose that in the
most discernible way it is embodied in the solo “branch” of
agenre, where monologue becomes adjacent with a “first-
person” saying. As an example, we may refer to the first
movement of Second Piano concerto by J. Brahms, where
the part of soloist being totally dialogical determines the
vector in which dramaturgical process develops.

In strictly musical dimension concerto dialogue
influences all the layers of the composer’s text, such as
syntaxis, composition, dramaturgy, stylistics, rhythm,
temporally-kinetic layer, thus providing both the com-
poser and the performers with almost unlimited possibil-
ities of artistic initiative and ways in which the image and
content of musical work can be transferred into sound,
which reflects objectively existing multitude of sociocul-
tural relations, reflected in this genre in a “mediated” way.

Comprehension of extramusical layer of instrumental
concerto is impossible without referencing to a historical
culture, whose phenomena and the atmosphere itself not
only assisted in formation of genre, but also were “immor-
talized” in its typological attributes and numerous realiza-
tions, created by Venetian A. Vivaldi. P. Barbier regards fa-
mous Maestro as a unique example of “complete unity of
a city, human and creativity, not only because he was born
in Venice and lived all his life there, <... > but also, primar-
ily, because everything in his instrumental and vocal works
reflected livelihood and <... > the colours, characteristic
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for fluid and transprent Venice” [ 14, P. 18 ]. The scholar de-
scribes Venice of A. Vivaldi’s times as city-feast: “<... > alto-
gether almost half of the year is devoted to free and joyous
festivities” [ 14, P. 72]. The carnivals were undoubtedly a
quintessence of Venetian spirit. Various forms of play were
presented, such as obligatory masks, including theatrical,
various travesties and metamorphoses, amorous games,
sport competitions. P. Barbier states that sometimes the
spectators joined the latter and “hurled into the combat-
ants everything capable of being thrown: tiles, boiling wa-
ter, chairs, home appliance etc” [14, P. 76]. A. Vivaldi em-
bodied all these breath-taking contrasts, vigorous rhythms,
energy and festive tone in his concerti [ 14, P. 120]. While
summarizing his description of Venice, the atmosphere of
which became an essential part of A. Vivaldi’s works, P. Bar-
bier notes availability of opera theatres in the city, as well as
of carnivals, religious ceremonies, large-scale public festivi-
ties, as in Venice “collective entertainment” and “ostenta-
tious luxury” were “integral part of the art of living” [ 14,
P. 224]. We will add that it was Venice where beforemen-
tioned San-Cassiano theatre was opened in 1637, which
paved the way for new era in musically-theatrical art and
its existence, inseparable from commercialization of the
opera, publicity of performances and them happeningin a
certain specially constructed place, as well as from domina-
tion of visual element [ 15, P. 138].

“Gamification” of sociocultural relations and the way
oflife itself, festivity as a “denominator” of city-state were
artistically generalised by the means of instrumental mu-
sic in numerous concerti by A. Vivaldi, who became one
of the progenitors and “classics” of this genre, which has
its own extramusical semantics and a set of composition-
al and idiomatic devices. Establishing the connection be-
tween the play and entertainment, A. Zaharov appeals
to a thesis by H.— G. Gadamer, according to which “the
people playing as an entertainment simultaneously enjoy
observing themselves as players and demonstrate their
play to others” [16, P. 32]. This is especially important
for solo concerto, with its improvisation or Cadenza,
when the orchestra becomes silent (thus turning into a
group of listeners as well), with its musicians enjoying
the performance of the main “hero” of the concerto. This
is the way in which typical for play metamorphoses of
the orchestra members happen, change of their persona.

It is worth noting that A. Zaharov is not inclined to
place entertainment on the bottom of the hierarchy of
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cultural values, as he regards it as a “intermediary be-
tween sacral and profane approaches to the world” [16,
P. 35]. Application of this standpoint allows to consider
instrumental concerto to be a way in which the image of
Venetian Baroque culture is being “melted” into a cer-
tain musical form. Due to this, the features of this image
acquire over-historical, universal significance and enter
“genetical code” of a genre.

The same can be said about festivity. According to
B. Kononenko’s definition, a feast creates a borderline
zone between real life and the work of art. If we take into
account that a feast is always a special event, something
distinct from mundane “ritual” of life, the reasons of the
same name of instrumental genre and one of the most im-
portant form of musical performance become obvious'.

In a concerto genre play becomes one of the seman-
tic modes of a dialogue, but its significance is wider, as
it can be seen in a dramaturgy of replies, virtuosity of
instrumental parts, diversity of articulation and textural
devices, capriciousness of rhythm, sometimes becom-
ing adjacent with theatrical personification. We must re-
member that E. Nazajkinskij practically equates logics of
musical play with concertato [17, p.221-228]. In his turn,
K. Bila sees it as areflection of Renaissance play aesthet-
ics, mirrored with Baroque artistic thought and included
to “gene pool” of instrumental concerto. And festivity
integrates both impulses from the atmosphere of Vene-
tian modus vivendi, but also from Venetian tradition of
choral antiphon in lavish interior of St. Mark’s Cathedral,
and from infiltrating everyday life practice of inclusion
of woodwind and brass ensembles in various ceremoni-
ous and ritual acts. We should not forget the influence of
drama per musica / opera on Baroque instrumental mu-
sic, as these performances used to open with pompous
introduction. It is rather symptomatic that even in the
next eras instrumental concerti from the very first sounds
usually create atmosphere of something monumental,
and rare occasions of rather chamber-like sonority in
the opening (like in Fourth Piano concerto by L. van
Beethoven or Second Piano concerto by J. Brahms) are
considered to be special compositional device.

Extramusical structure of instrumental concerto in-
cludes one more layer, connected to the aesthetics and
poetics of the Baroque era. M. Lobanova notes that this
historical era was governed by antinomies: “Baroque uni-
versum is a playground for rivalry between opposites”

' Kononenko B. Large explanatory dictionary of culturology.— Moscow. Veche AST, 2003.- P. 327.
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Good and evil, yes and no, happiness and grief — “Ba-
roque unity is found in comprehension of contradictions,
as a harmony is found in a conflict” [ 19, p. 55-57]. In this
context we may understand not only why the principle
of contrast was “found” as one of universal principles
of musical organisation, but why it was absolutized in
instrumental concerto, where it affects all the layers of
artistic structure: timbral, organological, acoustically-
sonic, thematic, architectonic, processual.

Another trait, essential for instrumental concerto,
play, is also a typological feature of Baroque era. Par-
ticularly, M. Lobanova shows that play defines the main
content of Baroque concerto practice: “Principle of
‘joint sonority’, which was initially attached to usage
of multiple choirs, was gradually ousted by ‘argument,
‘rivalry’ ” [19, P. 74]. Another trait of Baroque culture,
of no less importance, noted by this scholar, a principle
of inventio, was also generalised in concert improvisa-
tion. Finally, this genre allowed to reflect in music views
on space, time, movement and their relations, relevant
for the era, which “spawned” instrumental concerto
[19, P. 74]. Thus, it is appropriate to view instrumental
concerto as a conceptual genre, a “representative” from
era in which it appeared. It is characteristic, that in XX
century Neo-Baroque was first and foremost aimed at
this type of musical works.

We must note that these genre constants of instru-
mental concerto, as well as extramusical circumstances
that conditioned them, are reflected in various ways in
different types of concerto, including piano concerto'.
While G. Stahevich indicates the end of XVIII - 1st half
of XIX century as a time when this genre was crystalized,
he favours stylistic approach of research, which allows
him to trace interactions in the works by various authors
belonging to Classical or Romantic tendencies [22]. If
we are to regard concerto for piano and orchestra in its
invariant dimension, then its extramusical dominant is
a constantly shifting concept of a human, which deter-
mined a choice of solo instrument, as well as a large num-
ber of piano concerti, and social demand for production,
created by the composers or virtuoso performers.

We must note that the type of instrumental concerto
for solo instrument and orchestra dates back to Baroque
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era, when “discovery of world and human” [19, P. 32]
happened, which falls in line with dialectical pair “singu-
lar — common”, which, in its turn, constitutes extramusical
dimension of the model “soloist — orchestra” But by the
end of XVIII century “singular” acquired the significance
of “personal” — this process can be conspicuously illus-
trated by W.A. Mozart’s operas. In the Romantic era, the
higher level of hierarchy of sociocultural values has been
occupied by a unique personality of human, who entered
complicated relations with the world and who became the
world himself. Piano concerto was a perfect solution for
the task, which was to reflect multidimensionality of the
personality itself and its relations with various extraneous
phenomenon; and the history of concerto’s origin, dating
back to J. S. Bachs concerti, proves legitimacy of viewing a
concept of human as a cornerstone of genre’s extramusical
content. It becomes obvious that piano concerto owes its
relevancy for artistic and listener’s attention to the very solo
instrument for which it was created. Unprecedented sonic
realm, created by piano, allowed to create multidimensional
poly-timbral acoustic space, capable of matchingjust as rich
timbre palette and acoustic volume of a symphony orches-
tra. Further elaboration of the instrument allowed to widen
the area of possible orchestral devices, turning piano con-
certo into a “hero” of mass musical actions in large concert
halls, the event revealing festive component of a genre.
History of Romantic piano concerto is connected to
such sociocultural phenomenon as culture of virtuoso
performance and ideal of virtuoso pianist, represented
by it. A. Genkin characterizes aesthetic ideal of the “vir-
tuoso era” as “pianness” of the performance, which is
realized “through pianism”, and a player, who meets this
criterion —as a pianist, capable “with the highest degree
of mastership” of creating “aesthetically perfect world of
kinetic and sonic plastique” [23, P. 137]. Considering
enormous demand for the performances of virtuoso pia-
nists, we can state that their activity exceeds just the per-
formance, turning into significant event of sociocultural
life and reflecting modern social need. At the same time,
widespread interest in playing the piano caused its deep
integration into everyday life, which, in its turn, stimu-
lated creation of the works of virtuoso type as a “bench-
mark” for the mastership of the performer. According

' Currently there are two ways to name the works for solo instrument and orchestra: with the soloist being named first, or
the orchestra. In the former case, as it is done by O. Burel, the first way is chosen, which, in our opinion, underlines cooperation,
coordination, equality; in the latter case it is the orchestra that becomes a “protagonist” of concerto (refer to the name of the
article by I. Ivanova [21]). There is a third way to write a “name” of the work: with accenting the leading position of the soloist

(for solo instrument and orchestra).

D.V.KASHUBA MUSICAL AND EXTRAMUSICAL IN GENRE STRUCTURE OF INSTRUMENTAL CONCERTO

36



Section 2. Musical arts

to A. Genkin, person’s self-expression in this type of art
was possible with a persona of “virtuoso artist” and had
extravert orientation [24, P. 73].

As for concert dialogue-competition, a pianist’s
goal to incarnate personal reflection on the one hand,
and growing complexity of orchestral parts, on the other
hand, turned it into a place where symphonic-like con-
flict unfolds, and the opposition “personality — world”
acquired tense dramatic character. Virtuosity as play and
reflection as inner experience shaped semantic field of
piano concerto in the period of its genre crystallization,
which coincides with the essence of Romantic era. It
won't be an overstatement to regard piano as a musical
symbol of Romanticism and piano concerto as a way of
its self-cognizance.

Conclusions

Genre structure of piano concerto, as well as of any
other genre, lies on intersection of musical and extramu-
sical. Dialogue, present both in the genre and its name, is
expressed through interaction of orchestral parts, instru-
mental solo and ensemble groups, and models universal
principles of human thought, sociocultural relations and
duality of the world.
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Certain historical forms in which these relations were
embodied, on the basis of Venetian life of XVII — 1* half of
XVIII century, constituted extramusical layer of instrumen-
tal concerto’s content, as in this period a concerto reached
a stage of genre crystallization, and Venetian A. Vivaldi
played a significant role in this process. Thus, play and fes-
tivity become core features of instrumental concerto.

Being the first type of orchestral work crystallized in
the Modern period of European history, instrumental con-
certo became an expression of the era which created it, as it
accumulated and generalized with musical devices the prin-
ciples of thinking and phenomena typical for this age, thus
concerto acquired the significance of conceptual genre.

As the instrumental concerto had historical develop-
ment, it separated into different types, with each of them
causing re-accentuation and reconsideration of concer-
to’s invariant traits; this process was conditioned by the
shifts in artistic thought and self-cognizance of cultural
eras, as well as by stylistic and organological factors.

Piano concerto is an example of self-determination
of instrumental concerto, as it became a result of interac-
tion between musical and extramusical phenomena of
Romanticism.
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MY3UWUYHE TA NO3AMY3U4HE Y )XAHPOBIU CTPYKTYPI
IHCTPYMEHTAJIbHOIO KOHLUEPTY

AnoTanisa

PO3raspaarOThCS CKAAAOBI )KaHPOBOI CTPYKTYPHU iHCTPYMEHTAABHOTIO KOHIIEPTY, IO CTAHOBASATD II03aMy3UYHMI
IIAQH HOT0 3MicTy. BiAMidaeTbcs BapiaTUBHICTb 3HA4Y€Hb BUSBACHHX II03aMy3HYHIX PaKTOPIB Ta GOpM iX BTiACHHS y
PI3HUX XXaHPOBUX Pi3HOBHAAX KOHLIEPTY. POOUTHCSI BUCHOBOK IIPO KOHIIENTYaAbHI MOXKAUBOCTI IHCTPYMEHTAABHOTO
KOHIIEPTY SIK XYAOXKHbOTO Y3araAbHEHHSI TUIIOAOTTYHHMX BAACTUBOCTEN KOHKPETHOI iICTOPHUYHO] eII0XH Ta YHiBepPCaAb-
HUX AOTIYHUX NPUHIUIIB MUCACHHSL.

Iiav: ocMuCACHHS ASKHX KAIOYOBUX BAACTUBOCTEH IHCTPYMEHTAABHOTO KOHLIEPTY, SIK XYAOXKHbOTI'O y3araAbHeH-
HsI 3aC00aMH My3HYHOTO MHCTEITBA 3araAbHOAOTTYHUX IPHHIUITIB MICAEHHSI, THIIOBUX Ta KOHKPETHO-iCTOPUYHHUX
COIIIOKYABTYPHHUX BiAHOCHH.

Memodu: criocTepesxeHHsl, CHCTeMATH3Aallil, TOPiBHSHHS, y3araAbHEHHsI, 2 TAKOX COIIiOAOTIYHHI Ta iICTOPUIHUI
METOAH.

Pesysvbmamu: BU3HAYEHO I03aMY3UYHI CKAAAOBI KAFOUOBUX BAACTHBOCTE!N iHCTPYMEHTAABHOTO KOHIIEPTY; BCTa-
HOBAEHO, IO I1i CKAAAOBI MalOTh Pi3HOPiBHEBUII XapaKTep, OXOIAIOI0YN YHiBepCaAbHI 3aTaAbHOAOTIYHI 3acapd Ta IX
Ppeaai3ariio y Hap-iCTOPUYHOMY YaCOIIPOCTOPI, AOKAABHI OCOOAMBOCTI COLIIOKYABTYPHUX OOCTAaBHH, B SIKUX BiaOyBasacs
KpHCTaAi3alligd aHAAI30BaHOTO JKaHPY, a TAKOXK ITaPaAMTMAAbHI OCHOBH KOHKPETHO-ICTOPUYHOI eIOXH, IO CTBOPHAA
YMOBH AASI IOTO GOPMYBaHHs; COPMYAbOBaHEe MMUTAHHSA PO CreuiKy BTiAGHHS M03aMy3MYHUX Ta My3UYHHX CAQ-
AOBHX IHCTPYMEHTAABHOTO KOHIIEPTY Y HOTO YKaHPOBHX Pi3HOBHAAX; AAHE IIOAOKEHHS alpOOY€EThCst Ha IIPUKAAAL
$opremniaHHOro KOHIIEPTY SIK TUITY TBOPY, copmoBaHoro B octaHHii TpeTuHi XVIII - XIX croairTs.

Hayxosa noeusna: y cTarTi 3AifiCHEHO CIIpOOy OCMHCAEHHS IHCTPYMEHTAABHOTO KOHIIEPTY SIK y3araAbHEHHS
3ac006iB My3HYHOIO MUCTEL|TBA HaraTOpiBHEBOTO [T03AMY3HUIHOTO 3MICTY, 3aBASIKU YOMY BiH MOYKE PO3TASIAQTHCS SIK
KOHIJENITYaAbHMM SKaHp, IO MA€ 3araAbHO3HAYYIUI 3MiCT.

Ipaxkmuuna snauumicmeo: 3apONIOHOBAHMIL Y CTATTi AOCAIAHMIIPKUH MAXiA AO IHCTPYMEHTAABHOTO KOHIIEPTY,
BHCYHYTI y Hiil HAyKOBI IIOAOXKEHHS Ta 3p00AeH] BUCHOBKU MOXYTh BUKOPHCTOBYBATHCS Y My3HKO3HABUIM Ta aKae-
MIYHI¥ IIPAKTHL y 3B 5I3KY i3 3araAbHUMHU IPOOAEMaMI MY3HYIHIX XKAHPIB Ta IXHbOI iCTOPHYHOI €BOAIOLII

KAro4oBi caoBa: mo3amysudHe, My3Hu4He, IHCTPyMEHTAABHUI KOHIIEPT, AlaAOT, IPa, CBSITKOBICTB, OApOKO, po-
MaHTH3M.
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Abstract.

Objective: to define the essence of the art project “Composers of Zaporizhzhia invite...” and its role in the de-
velopment of the musical art of the Zaporizhzhia region in the beginning of the XXI century.

Methods: historical, culturological, system, archival documentation science, source studies, genre analysis, style analisis.

Results: This article reveals the essence of the art project “Composers of Zaporizhzhia invite...”. The history of
creation and functioning of this art event on the territory of the modern Zaporizhzhia region is uncovered. The article
outlines the main factors that influenced the process of formation and development of this artistic project, substanti-
ates its role in the musical life of the Zaporizhzhia region as an important component of Ukraine’s musical culture,
and characterizes the artistic achievements of Zaporizhzhia composers and performers. A retrospective overview of

the concert programs of the “Composers of Zaporizhzhia invite...” art project of various years is made.
The scientific novelty: this article is the first exploration devoted to the coverage of modern processes in the
musical art of Zaporizhzhia, especially the formation and development of the art project-festival “Composers of

Zaporizhzhia invite...”.

The practical significance: The main results and conclusions of the study can be used in further research in the

field of music regionalistyc, especially about the musical life of the Zaporizhzhia region, as well as in music-educational
and pedagogical practice (in lecture courses “History of Ukrainian music”, “Music of XX-XXI centuries” etc.).
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Introduction

The historical origin of music festivals dates back in
away to the ancient Delphic Games. Later in the Middle
Ages these phenomena acquired their competitive quali-
ties. As for nowadays, it is worth underlining the impor-
tance of music festivals as special artistic events that carry
out the functions of sociocultural, artistic and ethical,
educational, disciplinary and other courses of liberal
development. That is what the art project “Composers
of Zaporizhzhia invite...” is, which in recent years has
become a sort of a calling card of the modern musical
life of the Zaporizhzhia region.

This aim of this article is to define the essence of
the art project “Composers of Zaporizhzhia invite...”

and its role in the development of the musical art of the
Zaporizhzhia region in the beginning of the XXI century.

The review of modern research and publications.
One of the most important tendencies of modern art his-
tory is musical regionalism, which is gaining particular
relevance in the Ukrainian scientific estimation in the
last ten years. The problems associated with the history
and specifics of musical culture of the Zaporizhzhia re-
gion have found a clear reflection foremost in the exten-
sive fundamental scientific works of T. Martyniuk [7].
Among the few other researches on the musical art of
Zaporizhzhia, we would like to mention the works of
O. Antonenko [1], D. Shkalenko [2], O. Bezhenar [2],
and S. Grushkina [6]. However, the contemporary de-
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velopment of musical art in Zaporizhzhia, marked by
the presence of ambitious art projects and festivals (the
brightest of which is “Composers of Zaporizhzhia in-
vite...”), is still little researched and requires intensive
study. This is the reason for the relevance and scientific
novelty of the proposed article, which is actually the
first publication devoted to the examination of this issue.

It should be addressed that many contemporary
scientists pay attention to the research of historical and
phenomenological specifics of festivals (including mu-
sical ones) as special cultural phenomena. Thus, O. Ya-
kovlev, researching the obstacles of cultural landscape,
underlines the significant role of musical art projects
themselves [ 12]. The documentary evidence of the well-
known researcher of musical culture of the Zaporizhzhia
region T. Martiniuk about artistic choir events held by
the Mennonites in the present Zaporizhzhia region in the
19" century [7] prove that creative projects associated
with the demonstration of achievements in musical art
have a long tradition in the region. At the beginning of
the XXI century, the festival movement is gaining prime
in Ukraine, including at the regional level. In the Zapor-
izhzhia region this cultural trend is primarily represented
by the artistic imprint “Composers of Zaporizhzhia in-
vite...”, which has become a distinctive introduction to
the city’s current musical art scene.

Research results

The process of formation of the first composers’ or-
ganizations on the territory of Zaporizhzhia began in the
early 60 s in XX century, when local composers joined in
alocal amateur group, headed by a member of the Union
of Soviet Composers A. Nosik. (This organization still
exists today and includes more than 60 amateur compos-
ers, who are now headed by L. Zhulyeva). At the same
time, in the twentieth century professional composers of
Zaporizhzhia did not have their own regional representa-
tion in the Union of Composers of Ukraine, entering first
to its Donetsk and later the Dnipropetrovsk branch. Only
at the beginning of the XXI century, namely on the De-
cember 13, 2012, an independent creative organization
of composers (the Zaporizhzhia Regional Department
of the National Union of Composers of Ukraine) was
founded in Zaporizhzhia. This Department was headed
by Natalia Boyeva, Honored Artist of Ukraine. And it
was on her initiative, actively supported by many famous
musicians — composers and performers — was created an
ambitious art project “Composers of Zaporizhzhia in-
vite...” — a bright festival of contemporary music, which
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opened new horizons of cultural life of the city and re-
gion. In a very short time, this art festival, which takes
place every year, has become traditional and popular in
Zaporizhzhia.

Although the Zaporizhzhia department of the Union
of Composers of Ukraine includes only seven masters
(Natalia Boyeva, Mykola Popov, Dmitro Savenko, Hanna
Khazova, Valery Kolyadyuk, Vadim Simonov, Olga Pop-
ova), which is quite small in comparison with numbers
of other regional representations of the Union, the high
artistry of the Zaporizhzhia composers, who make a signif-
icant contribution to the development of modern Ukrai-
nian academic music, is worthy of particular attention.

The art project “Composers of Zaporizhzhia invite....”
began in the cultural space of Zaporizhzhia in April 2013,
when the concert presentation of the Zaporizhzhia depart-
ment of the National Union of Composers of Ukraine took
place in the concert hall of the Zaporizhzhia Musical Col-
lege. The concert was attended by leading creative teams
of the Zaporizhzhia Musical College (Chamber Orchestra
“Concertino’, choir “Zaporizhzhia’, quintet “Mystery”)
and the soloists: S. Remzhina (soprano), I. Turchaninova
(piano), Y.Revutsky (violin), V. Limarchenko (saxo-
phone), O. Kotsur (piano).

A year later, on 16 April 2014, the creative evening
“Composers of Zaporizhzhia invite...” took place at the
M.I. Glinka Concert Hall of the Zaporizhzhia Regional
Philharmonic — the main concert hall of the city. This
artistic event, dedicated to the 200 ™ anniversary of Taras
Shevchenko birthday, opened a new chapter in coopera-
tion of Zaporizhzhia city authorities with the musical
community of the city. The program for this concert in-
cluded a premiere performance of several works by com-
posers from Zaporizhzhia - the head of the Zaporizhzhia
department of the Union of Composers of Ukraine, the
Honored Artist of Ukraine Natalia Boyeva, the laureates
of international contests Dmitry Savenko and Hanna
Khazova, as well as other Ukrainian composers — the
Honored Artist of Ukraine Yuri Shevchenko (Kyiv) and
the master of music Vasil Medvid” (Boston, USA).

N. Boyeva’s artistry was represented by the vocal
and symphonic work “Bondarivna” (based on the words
of the Ukrainian folk ballad and poems by the Ukrai-
nian poet of the “Shot Renaissance” Mark Voronoi), the
poem “Bandura player, grey eagle” (based on lyrics by
T. Shevchenko), as well as the Overture “Ascension” of
the Organ and Symphony Orchestra (2013), dedicated
to the soloist of the Academic Symphony Orchestra of
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Zaporizhzhia Philharmonic, laureate of international
competition Ilona Turchaninova. This work, in the words
of the author herself, talks about the ascension of a man
through the blackthorns of being to spiritual purification
[11]. V. Medvid’ (a guest from Boston, USA) submit-
ted his novel “Autumn in New England”, created in 2011
and dedicated to the author’s wife Tetyana Medvid), for
the consideration of the Zaporizhzhia public. Sound and
audiovisual effects, which the author uses, contribute to
reflect the image of the autumn of the human being, re-
union of people with themselves at the time of summing
up the past years. The philosophical inner dialogue of a
man, reproduced in the sound of the symphony orches-
tra, leads gradually to the recognition of the sense of life,
regaining the lost harmony with oneself and the world.

This evening was the first opportunity for Zapor-
izhzhia audience to hear three works by Yuri Shevchen-
ko, the Honored Artist of Ukraine, laureate of the M. Ly-
senko and M. Verikivsky prizes and a multiple recipient
of the “Kyiv Pectoral” Award. For the first time in Zapor-
izhzhia a symphonic work “The Shumka-Hopak” (2008)
was performed, in which the composer boldly combines
Ukrainian folk melodies and modern challenges. (The
world premiere of this work, written at the request of the
Canadian dance ensemble “Shumka”, was held in Canada
at a gala concert, dedicated to the SOth anniversary of
the ensemble). The paraphrase-buffo “What a night” is
an orchestral miniature based on music from the ballet
“Buratino and the magical violin” by Yury Shevchenko.
“Tango”, which was originally created by the author for
the show of the Lesya Ukrainka National Theatre of the
Russian Drama “Revenge in Italian”, gained another life
as a self-dependent musical work.

The concert also included the “Three Fantastic Danc-
es” for marimba and orchestra (2012) and the romance
miniature “Waiting” for female voice and orchestra
(1988, second edition in 2014) by a well-known Zapor-
izhzhia composer D. Savenko. “Three Fantastic Dances”
for marimba and orchestra is dedicated by the author to
Vitaly Solomyanchuk, a talented soloist of the symphony
orchestra of the Zaporizhzhia Philharmonic. By skill-
fully combining the African timbre of the marimba with
Irish dance motives and rhythms, the musician creates
a colorful palette for the orchestral sound of the work,
brilliantly conveying the emotional sense of celebration
of life, made up of different aspects of joy and sadness,
leading us into a world of dreamlike sunny and fantastic
dreams. Romance-miniature by D. Savenko “Waiting” is

B PREMIER

Publishing

ISSN 2310-5666

Section 2. Musical arts

notable for its significant “theatricality” and high valid-
ity of the poetic text. The message of the work is greatly
revealed through the extensive use of melo-declamation
and specific verbal techniques (most notably the perfor-
mance of the vocal part “patois”).

The creative expression of the Zaporizhzhia compos-
er H. Khazova was presented in the artistic project by
the vocal cycle “Night... Life... Love...” for soprano and
symphony orchestra, based on lyrics by Sergiy Dunya.
Created as a hymn of the night, the work moves from the
revelation of personal emotions of people to its climax,
which emphasizes the intimate and always relevant idea:
“Life and love — that is what is needed for happiness!”.
The premiere of the vocal cycle, which took place on the
very borders of this artistic project, clearly demonstrated
the universalism of Hanna Khazova’s creative personality,
who appeared at the same time as the author of the work
and a solo vocalist. (Describing the creative path of the
young artist, N. Boyeva said: “I consider H. Khazova’s
work to be among the avant-garde of current Ukrainian
music. Any work is both moving and highly professional
both in its conception and in its interpretation” [8].

The creative get-together “Composers of Zapor-
izhzhia invite...”, which laid a solid foundation for the
further artistic project in 2014, owing to the friendly
and fruitful cooperation of composers and performers,
including the Zaporizhzhia Philharmonic Orchestra
and its principal conductor, People’s Artist of Ukraine
Vyacheslav Redya, Honored Artist of Ukraine Vitaly
Solomyanchuk (marimba), international contest laure-
ate Ilona Turchaninova (organ), Svetlana Remzhina (so-
prano), Honored Artist of Ukraine Valentina Kostash,
soloists of the Dnipropetrovsk Opera and Ballet Theatre,
international contest laureates Volodymyr Mashlyuk
(baritone) and Vlad Galichenko (violin). It was then
that the artistic project “Composers of Zaporizhzhia in-
vite...”, created jointly by the Zaporizhzhia branch of the
Ukrainian Composers Union and the Academic Sym-
phony Orchestra of the Zaporizhzhia Philharmonic led
by V. Redya, acquired the bright features of the festival
of contemporary Ukrainian music.

Next year, to the traditional concert “Composers of
Zaporizhzhia invite...”, along with Zaporizhzhia com-
posers (N. Boyeva, D. Savenko, H. Khazova, as well as
young authors, laureates of international contests Bohdan
Reshetilov and Andriy Zimenko), guests from Kyiv and
Chernihiv - People’s Artist of Ukraine Oleksandr Kostin
and Honored Artist of Ukraine Yuri Shevchenko were in-
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vited. In 2015, a concert program was presented to music
admirers, featuring a combination of the schools of com-
position of the East and the Centre of Ukraine, represented
by the authors of different age groups. Thus, the Honored
Artists of Ukraine N. Boyeva, Y. Shevchenko and Profes-
sor O. Kostin are graduates of the composition school of
the People’s Artist of the Soviet Union and Ukraine Andriy
Shtogarenko (1902-1992) — a former Kharkiv resident,
most of whose creative life is closely connected with Kiev.
Artistic principles of this Maitre were reflected in the cre-
ation of his alumnuses, whose musical language, accord-
ing to N. Boyeva, “differs in the academic direction of
figurative and formative features of thinking” [4]. In turn,
D. Savenko and H. Khazova graduated from the Donetsk
Conservatoire (class of Professor Oleksandr Rudyansky).

The program of the concert “Composers of Za-
porizhzhia invite...” was composed of various genres:
piano concerts with the orchestra by N. Boyeva (solo-
ist - Honored Artist of Ukraine I. Turchaninova) and
A. Zimenko (soloist — author), the program symphonic
works by O. Kostin (the Suite from the ballet “Demon’,
Y. Shevchenko (the Suite from the ballet “Buratino and
the magic violin’, B. Reshetilov (“Essay”). Vocal opuses
of different creative tendencies and searches for new in-
tonation sources by H. Khazova (romance “Dream”) and
D. Savenko (vocal miniature “Waiting”) were presented
by the soloist from the Zaporizhzhia V. G. Magar Aca-
demic Musical Drama Theatre S. Remzhina.

The year 2016 was not less fruitful for the Zapor-
izhzhia composers, when a bright concert program with
premieres of works by the Honored Artist of Ukraine
N. Boyeva (“Two Ivan Franko’s poems”, new editions of
“The Elegy” for Viola on the theme of a song “What a
moonlit night” and the “Dumbka” for bandura, soprano
and symphony orchestra), Honored Artist of Ukraine
D. Savenko (Concert for soprano-saxophone, organ,
harpsichord and strings), H. Khazova (“Spring Carols”
and romance “Wandering the streets”) was waiting for
the admirers of the art project. In general, the program
of the concert, which included, along with works by
Zaporizhzhia artists, musical gifts from the guests of
the project — first and foremost a well-known O. Kostin
(Kyiv),- “embodies the colorful colors of Ukrainian mu-
sic, inspired by the spring awakening of nature” [4]. The
meeting with the works of Ivan Taranenko, who works in
various styles (intellectually grained serious music, jazz,
pop-music), also proved to be fascinating. His creativity
has a remarkable dedication and willingness to share the
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intimate. Honored Artists of Ukraine Oleksandr Ruko-
moinikov (saxophone, Kyiv), Olga Bezhenar (bandura),
Inna Gapon (soprano), as well as Igor Gorsky (viola) and
Oleksandr Filippov (tenor) took part in the concert.

During the warm spring days of 2017, Zaporizhzhia
admirers of sophisticated art for the third year in a row
enjoyed the creative report by the Zaporizhzhia branch
of the National Union of Composers of Ukraine along-
side with the Philharmonic Academic Symphony Or-
chestra. According to the words of People’s Artist of
Ukraine V. Redya, “The main purpose of the concerts is
to enable our composers to demonstrate their creativity
to their countrymen. To hear your own opus is a great
stimulus for the author. Creating their work, they are al-
ways convinced that it will be performed. And for the
orchestra’s artists and myself personally, it is also an op-
portunity to discover something new. It is very important
that the new music gets a chance for life. It’s not an easy
job, but I'm glad the orchestra is approaching it with un-
derstanding and great enthusiasm” [8].

The program was started with new compositions by
N. Boyeva — “Two beautiful romances” on the poems of
Ivan Franko (“Christ and the Cross”, “The red guelder
rose”), which were performed by the Honored Artist of
Ukraine I. Gapon. Another highlight of the creative re-
port became “The Elegy” linked to a Ukrainian folk song
“What a moonlit night” for viola and symphony orches-
tra with a brilliant solo by Ilya Gorsky (viola). Listeners
also got a chance to hear the new work of Honored Artist
of Ukraine Mykola Popov on the poem by Peter Vyazem-
sky “Love. Pray. Sing. The Holy Path of the Soul...” in a
graceful execution by the Women’s choir of the Zapor-
izhzhia Musical College (conductor — Kateryna Sknar).
Two works by H. Khazova were greeted with much ac-
claim — the romance “I walking along the street” (solo-
ist — O. Filippov) and “Spring Carols” for bandura and
symphony orchestra (soloist — the artistic director of the
Zaporizhzhia Philharmonic, Honored Artist of Ukraine
O. Bezhenar). According to words of this bandura-play-
er, “Today there’s no one in particular among composers
who creates works for bandura or orchestra. For me this
was a very precious opportunity to demonstrate the work
of H. Khazova. This experience is unforgettable for me!”
[3]. The other part of the creative report began with a
performance of the composer and pianist I. Taranenko,
whose artistic activity is known far beyond the borders of
Ukraine. The musician works in various styles and ways,
and in recent years his work has been dominated by the
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fusion style. The concert was concluded with the newly
composed Concert for piano and orchestra by Dmitry
Savenko, the Honored Artist of Ukraine. According to
the words of the author himself: “This music is about
time and people” [4]. The work was written especially for
the Kyiv-based pianist Valentin Rukomoinikov (the son
of the famous saxophonist O. Rukomoinikov), a long-
time friend of D. Savenko, together with whom the com-
poser has carried out a number of joint creative projects.

The following year, the project “Composers of Za-
porizhzhia invite...” was even more impressive. The
sixth get-together entitled “The Artistic Impreza” took
place on 23" of November 2018 on the stage of the
M.I. Glinka Concert Hall of the Zaporizhzhia Regional
Philharmonic. The program of the great and lively sym-
phonic concert included premieres of new instrumen-
tal, orchestral, vocal and choral works by Zaporizhzhia
composers. The evening included the first the Violin con-
cert by N. Boyeva (solo by Bogdana Pivnenko, Honored
Artist of Ukraine, Kyiv), and the “The memorial mass”
for the mixed choir, soloists and symphony orchestra by
M. Popov (performed by the laureate of the international
and all-Ukrainian contests choir “Zaporizhzhia” of the
Zaporizhzhia Musical College, conducted by O. Bratze-
va). Works by H. Khazova — “Miserere mei Deus” for
violin and orchestra (soloist Volodymyr Galichenko)
and two romances (“Dream”, words by O. Makoviy, and
“Go, daughter”, words by B. Lepkyi) based on Ukrainian
poets’ poems (sung by Julia Yaksa, soloist of the Zapor-
izhzhia Philharmonic) — also sounded for the first time.
With regard to the last work, we would like to emphasis
that, according to the author’s words, “the dramatic and
expressive music of this work raises the topic of the inner
and the environmental world” [14]. Zaporizhzhia mu-
sic admirers have also discovered the lively symphonic
miniatures by D. Savenko (“In the tavern’, “Adagio”) and
V. Koliadyuk (Diptych for the Orchestra, “Dialogue” and
“Dance of the Marionettes”), which were performed
by the Academic Symphony Orchestra (conducted by
V. Redya). All of the works, that sounded at the concert,
relate to the high level of skill and creative thinking of
Zaporizhzhia composers and performers.

Along with the works of Zaporizhzhia authors, the eve-
ning featured the Concert for cello and orchestra “Interac-
tion” by a famous Kyiv composer and performer, soloist of
the National Ensemble “Kyiv Camerata” and ensembles
“New Music in Ukraine” and “Gulfstream”, laureate of the
composer prizes named after L. Revutsky (2003) and B. Ly-
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atoshynsky (2012), Zoltan Almashi. The three-part work
(“Water flows into the blue sea, but does not flow”, “Self-
Involvement”, “Canzona”) was performed by the author.

The next concert “Composers of Zaporizhzhia invite...
The premieres of the season”, which took place in 2019,
was dedicated to the 80" anniversary of the Zaporizhzhia
region. The program included works of Honored Artists
of Ukraine N. Boyeva, M. Popov, D. Savenko and laureates
of international contests H. Khazova and V. Kolyadyuk.
Traditionally, guests were invited to the musical feast, and
this time they were the composer and violinist, Honored
Artist of Ukraine, laureate of international composer com-
petitions in Germany and the United States, a member of
the French associations of the composers (“SACEM”)
and of the musical performers (“SPEDIDAM”), winner
of the American Honorable Prize Oleksandr Gonobolin
(Kherson) and the saxophonist, Honored Artist of Ukraine
O. Rukomoinikov (Kyiv). The high professional level was
demonstrated by Zaporizhzhia performers — the Academ-
ic Symphony Orchestra of the Philharmonic, directed
by V. Redya, the choir “Zaporizhzhia’, the People’s Artist
of Ukraine I. Gapon, the Philharmonic soloists Y. Yaksa,
M. Kvitkov, T. Lavrik and T. Kovalevsky.

During some years of its existence, the art project
“Composers of Zaporizhzhia invite...” has not only be-
come an integral part of the musical life of the city, but has
also gained considerable popularity and wide recognition
far beyond its borders. Also quite proper is the statement
of N. Boyeva about that: « “Artistic Impreza” performed
by composers from Zaporizhzhia, beginning this year, has
acquired the status of an all-Ukraine event. This means
that a little star on the map of musical life in Ukraine has a
chance to shine brightly and motivationally!» [14]

Unfortunately, the further development of the
“Composers of Zaporizhzhia invite...” project was halted
in 2020-2021 due to the COVID-19 pandemic and the
quarantine measures it caused. At the same time, talented
Zaporizhzhia artists — composers and performers — ac-
tively continue their creative deals and there is no doubt
that at the approaching moment their artistic accom-
plishments will be presented to the Zaporizhzhia music
community and the whole Ukraine, and this parade of
creativity will be renewed numerous times.

Conclusions

The art project “Composers of Zaporizhzhia in-
vite...” is an annual public creative report by masters —
members of the Zaporizhzhia Regional Branch of the
National Union of Composers of Ukraine. By its very
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nature, the project is close to the specifics of the Festi-
val of Contemporary Music. The concert is often held in
close cooperation with famous musicians (composers
and performers) from other regions of Ukraine, giving
audiences in Zaporizhzhia the chance to experience the
latest achievements of Ukrainian music art.

The main factor contributing to the success of the
project was the close and creative cooperation of Za-
porizhzhia composers with the best musicians from the
city (the Academic Symphony Orchestra of the Regional
Philharmonic, led by V. Redya, soloists of the Philhar-
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monic and the Musical Drama Theatre, Musical College
teachers, etc.). This article outlines the nature of the
creative achievements of Zaporizhzhia composers and
performers involved in the “Artistic Impreza”.
Nowadays, the project “Composers of Zaporizhzhia
invite...” is an important factor in the intensive develop-
ment of musical art in the Zaporizhzhia region, inspiring
the improvement of the region’s musical life. Thanks to
the festival, local composers and performers will demon-
strate their achievements in the context of the develop-
ment of contemporary academic Ukrainian music.
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Abstract

The purpose of the study is to determine the stages of the performance modeling of the opera choral scenes based
on the opera “La Juive” by E. Halévy.

The research methodology involves systematic, terminological, intonational, dramaturgical, structural and func-
tional approaches as well as the method of genre analysis.

The scientific novelty lies in the fact that the stages of the performance modeling of the opera choral scenes are
formulated and their semantic essence is revealed for the first time in Ukrainian art studies.

The conclusions summarize the results of the study and identify the stages of the performance modeling of the
opera choral scenes which include: the cooperation of the choirmaster with the conductor and director to model the
performance version of the opera; pre-rehearsal work of the choirmaster; the rehearsal work with the choir in the
classroom; the demonstration of the opera choral scenes to the conductor; the staging phase; the dress rehearsal;

the premiere as the final stage.
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Background. A genre of opera work as an artistic
phenomenon influences its choral component. Depend-
ing on the chosen genre of opera, its choral component
can be employed in dramaturgical development of the
work (historically-heroic mass drama “Taras Bulba” by
M. V. Lysenko), or in musically-scenic works of lyrical
inclination, where the attention is usually focused on the
relationship of enamoured characters, choral component
bears multiple functions, such as background, commen-
tator, support of protagonist etc. (Gounod’s “Faust”).
In comic operas dramaturgical role of a choir is usually
background, dynamical, which can be seen in active par-
ticipance of choral component in development of certain
lines of a plot (S. Hulak-Artemovsky's lyrically-comic op-
era “A Zaporozhian Beyond the Danube”). Choral com-
ponent is indispensable part of “opéra grande” genre, as it
is characterized by monumentality, heroically-Romantic
grandeur, dramaticism, lavish decorations, scenic effects.
Examples of this genre include G. Meyerbeer’s “Les Hu-

guenots” and “Le prophéte”. G. Rossini’s “William Tell” and
F. Halévy’s “La Juive”. Operas of this genre were created
using historical plots, they contained large-scale choral
scenes, which were conducive to dramaturgical action,
created dynamics, represented prayers etc.

While typology of choral component in opera has
already become an object of research by O. Batovska,
N. Belik-Zolotaryova and L.Butenko, analytical re-
search on constituents used to create models of chorale
fragments is not sufficient. There are special chapters of
L. Butenko’s textbook devoted to productions of sev-
eral operas. N. Belik-Zolotaryova’s dissertation regards
specifics of work of opera choirmaster and opera choir
singers, some problems of creating the production. But
a special research on modelling of choral scenes in opera
has not been conducted yet, which causes relevancy of
this article. Thus, relevancy of this article lies in devel-
opment of stages of performative modelling of choral
scenes in opera on example of F. Halévy’s opera.
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The aim of the article is to define the stages of per-
formative modelling of choral scenes in opera on exam-
ple of E. Halévy’s “La Juive”.

The object of research is opera choir performance.
The subject of research is defined as stages of performa-
tive modelling of choral scenes in opera on example of
E. Halévy’s “La Juive”.

The methods of research are found on application
of systematic approach for cognizance of the process
of modelling of choral scenes in opera; terminologi-
cal analysis is used to study the content of the stages of
modelling of choral scenes; intonationally-dramaturgical
and structurally-functional methods are applied in order
to determine dramaturgical role of choral component
in F. Halévy’s “La Juive”; contextual analysis is used to
determine a role of choral component in dramaturgy of
awhole; genre analysis is necessary to comprehend mu-
tual connection between a genre of opera and functional
significance of its choral component.

Material of research: vocal score of F. Halévy’s opera
“La Juive’, its productions made by Viennese State Opera
(2003, conductor - Vijekoslav Sutej) and Saint-Petersburg
Mussorgsky State Academic Opera and Ballet Theatre
(Mikhalovsky Theatre, 2008, conductor — Peter Feranec).

Literature review. O. Batovska [2] devoted her re-
search to analysis of dramaturgical role of choir in V. Hu-
barenko’s operas, in which she created a classification of
dramaturgical functions of choral components in opera,
which she defined as: background, coloristic, represen-
tative, inner-emotional, active and dynamical; she also
defined ten supplementary functions: statical, illustra-
tive, illustrative-coloristic, background-representative,
dynamically-coloristic, emotionally-coloristic, represen-
tative-dynamical, emotionally-active and active-dynami-
cal. L. Butenko [7], who introduced the term “opera-choir
performance” to scholarly usage, in homonymous text-
book devotes his attention to definition of dramaturgical
functions of choral component in operas, where he was
co-director; and creates a typology, where the first type
is a choir as a sonorous “background” for main dramatis
personae, a choir defining tempo-rhythmical profile of
the production; the second type is a commentator of the
events; the third type is an active participant of the events
or a protagonist; the fourth type reveals the essence of the
protagonist, his thought, becomes his “inner voice”; the
fifth type is a choir behind the stage, which is a theatrical
device used since Ancient Greece. In his dissertation [7],
the scholar studies the problems of tempo-rhythm of op-
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era performance including choir. I. Beliaev [ 5] accentuates
significance of inner dynamics of “crescendo” and develop-
ment of conflict in choral scenes. The scholar emphasizes
that for the authors of opera productions it is necessary
to understand the significance of the choral layer, both of
main and supplementary dramaturgical lines of an opera.
Despite being separated one from another, notes I. Beliaev
[5], choral scenes should not be regarded as isolated epi-
sodes, devoid of connections with preceding and future
development of orchestral layer. N. Belik-Zolotaryova de-
fines “opera-choir performance” as a synthetic type of per-
formance, which “unites interpretation of artistic content
of choral component of opera whole with dramatic action
in the process of opera spectacle” [ 3, P. 8], and introduces
to scholarly usage term “opera-choir suite” [ 3, P. 8], defin-
ing its two types, dissolved and concentrated.

Results and discussion. According to N. Belik-Zo-
lotaryova [3], specifics of opera-choir performance lie in
relative independence of opera choirmaster in performa-
tive modelling of choral scenes in an opera, as a general
interpretation of an opera should be a product of collabo-
ration between a conductor, a director, and a designer.

According to M. Aranovsky’s conception, modelling
is a systematic process of musical thinking, in which ex-
tramusical stimuli turn into musical content, in his words,
“extramusical content becomes musical” [1, P. 124]. On
the other hand, performative modelling is a search for a
conception of the work and its incarnation with the means
of musical expression. As an opera is a synthetic genre
combining music, literature, visual arts and choreography,
modelling of choral scenes requires creation of a system,
constituted, according to N. Belik-Zolotaryova’s defini-
tion, from interpretation of choral scenes of an opera by a
choirmaster in a context of general performative concep-
tion of opera whole and from dramatic action.

The modelling of choral scenes in an opera is begun
on an artistic council of a theatre, where an opera for
future production is chosen. The members of an artistic
council choose a new title according to such factors as
presence or absence of singers who would perform main
or secondary roles, material and technical possibilities.
Another important factor is whether a repertoire of a
theatre contains the works of a composer, whose opera
is chosen to be produced. As he participates in a discus-
sion, a choirmaster must fairly evaluate the capability of
a choir which he manages. If the work is not familiar for a
choirmaster, he must examine it beforehand, so his posi-
tion is based on the knowledge of the music.
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By performative capability of opera choir we mean
its qualitative and quantitative characteristics. In order
to produce large-scale choral scenes, to create such im-
ages as fanatical citizens in F. Halévy’s “La Juive”, a choir
must consist of at least S0-60 singers. And if we take
into account that the composer indicates a separation of
a choir into groups, this number must be increased even
further. Obviously, one must take into account a size of
an opera hall where a production will be made, as well
as its acoustics. The qualitative characteristics of opera
choir include the level of musical education of its sing-
ers, previous work experience, professional vocal voice
and acting skills.

The next stage of modelling of a performative ver-
sion lies in collaboration between a choirmaster and a
conductor as they should discuss the general conception,
agogics, articulation, dynamics, cuts. This results in be-
ginning of the work on a performative version, which will
be understood in the same way across the board.

Pre-rehearsal work of a choirmaster with a vocal
score, which is a third stage of modelling, includes study-
ing of composer’s style, opera libretto, defining of dra-
maturgical functions of choral component, analysis of a
structure of choral episodes, reveal of rhythmical, into-
national, dynamical, ensemble difficulties of choir part.

A choirmaster meticulously studies choir part from
a standpoint of organization of upcoming rehearsal pro-
cess. It is important to familiarize both phrases of soloists
and orchestral parts preceding entrances of the choir —
and do so both with voice and memory. But a work of a
choirmaster should not be reduced only to studying the
choral episodes of an opera, as he must know a whole op-
eraand regard a choir as an element in a general structure
of the whole. As he knows a vocal score of the opera and
has his own vision of the choral scenes, a choirmaster
can begin his collaboration with a conductor, director
and designer to create unified understanding, performa-
tive conception of new production. Collaboration with
a director must be aimed at a discussion of tasks which
a director will set for choir members as well as of misan-
cenes including a choir. If a composer indicates with his
remark a usage of a choir behind a stage, it is necessary to
discuss an exact placement of a choir. Collaboration with
a dress designer must end in a creation of the costumes
which will be comfortable and non-restrictive for choir
members, which will allow them to achieve both acting
and vocal objectives. These costumes must adequately
reflect social status, age, time period of the persons,
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which a choir singers will portray. Historical incongru-
ity can be illustrated with a production of F. Halévy’s “La
Juive”, done in Mikhalovsky Theatre, where the action
was transposed from 1414 to the XX century, the Nazi
Germany. The director (Arnaud Bernard) stated that it
was done in order to remind of the horrendous historical
events, which should not be forgotten and the possibil-
ity of their recurrence in our era must be eradicated. But
this approach does not reflect F. Halévy’s idea: conflict
between two religions, persecution of the Jews for their
faith is changed to oppression of the Jews by the Nazis.

The next step of incarnation of performative-inter-
pretational version of the opera is a beginning of the
rehearsal work. A choir gets familiar with a content
and choral scenes of the opera on a general rehearsal,
although in some cases a work can begin straight from
group rehearsals. In this case principal choirmaster con-
veys his vision of choir parts to choirmasters which will
work with separate choir parts so they can pass it on.
Usually rehearsal process of opera choir is relatively long
as it is marked by necessity of singing by heart, since
choir singers have additional acting tasks, apart from
singing. Thus, process of absorption of musical material
into singers’ memory requires choirmaster’s scrupulous
attention to vocal component because high vocal posi-
tion is crucial for singing while walking or even running.
For instance, in N2 4 “Affrettiam che gia I'ora” in spite of
the composer’s remark “the crowd near the wine foun-
tain”, director of Viennese Theatre Giinter Kramer de-
cided to have choir artists singing while sitting on chairs,
because in a hurried tempo Allegro=120-144 this mis-
ancene helped the singers to retain good breath support,
pronunciation and ensemble. Thus, on the one hand, all
the singers of a choir can see the conductor, on the other
hand, this decision was conducive to creation of vocal
and rhythmical ensemble.

As for potential solutions for problems of choir per-
formance in opera whole, N. Belik-Zolotaryova notes
important significance of such ensemble types as rhyth-
mical, ensemble between a choir, an orchestra and a so-
loist or soloists, as a choir and an orchestra are usually
performing together (with exception of brief a cappella
episodes, for instance, the Choir from the Introduction
to F. Halévy’s “La Juive” or choir operas a cappella, such
as “Seven Stones” by Ondtej Addmek).

The modelling of performative version continues
during a rehearsal in class, the most adequate variant of
reveal of a composer’s idea is crystallized. For instance,
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in order to achieve prayer-like character in initial choral
episode of F. Halévy’s “La Juive” a choirmaster must in-
dicate a significance and a content of a prayer to choir
singers and define dramaturgical function of this choral
episode in the whole structure of the opera. In order to
recreate a worship, the rehearsal process might include
singing on certain syllables, mormorando with text be-
ing pronounced only with the inner voice and expressive
enunciation of “Te Deum” with understanding of its text
and meaning, not only in the context of F. Halévy’s “La
Juive”, but in Catholic tradition.

The models in which choir singers are distributed
through stage in opera performance differ from a tradi-
tional one. Various misancenes including choir might
result in singers being separated by a large distance or
situated among singers of other parts, which becomes
an obstacle for creation of proper ensemble (rhythmi-
cal, timbral, dynamical, ensemble between orchestra
and soloists, between choral parts and general choral
ensemble). Thus, a work of choirmaster on getting the
music absorbed into singers’ mind and memory is very
important and time-consuming: artists must keep high
singing position, expressive articulation, ensemble coor-
dination while creating various artistic images, perform-
ing complex misancenes or choreographic movements.
At the same time, while working on opera scenes with a
choir a choirmaster not only helps to memorize musical
text, but also creates a connection between singing and
emotional state, understanding of age, era, social status of
characters portrayed by the choir singers, acting tasks set
by a director both for a choir as a “collective character”
and separate choral groups, singers, so choral scenes do
not turn into depersonalized “mass scenes”. Modelling
is a process in which choir artists participate both dur-
ing rehearsal stage and directly on the stage. Thus, it is
necessary for choirmaster to work on choral episodes in
their succession related to general storyline, so singers
can memorize a development of the plot and understand
their own role in its incarnation.

Conductor’s evaluation of a level of choir’s perfor-
mance is a next stage of modelling of performative ver-
sion, as in the end an opera is conducted by him, not
by the choirmaster; director might have his own inter-
pretation of the opera, psycho-physiological attributes,
according to which he might slightly change tempo,
increase or decrease volume etc. This does not result
in drastic differences as interpretational problems are
usually thoroughly discussed between a director and a
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choirmaster throughout whole process. Moreover, un-
like chamber-choir performance, marked by mobility,
opera choir performance supposes stability, as while
performing on opera stage choir members face both act-
ing and vocal tasks, they participate in various ensemble
structures with soloists and almost always are accompa-
nied by the orchestra, which requires feeling of rhythmic
pulsation inside the beat, rhythmical ensemble bothina
choir and between a choir and an orchestra.

Unlike chamber choir or chamber chapel, after be-
ing examined by a conductor opera choir continues its
work on opera at various rehearsals: misancene, orches-
tral, orchestrally-scenic etc. Rehearsals with soloists are
usually guided by a conductor, as a rule, in a choir class.
During these rehearsals ensemble problems are solved
regarding tempo-rhythmical and dynamical ensemble
between a choir and an soloists.

The next stage of modelling is a scenic one, it hap-
pens at the stage rehearsals, where the choir layer of op-
era whole is integrated into a dramatical action.

Opera choir always portrays different images, depend-
ing on a content and plot development of opera whole. For
instance, in F. Halévy’s “La Juive”, a choir depicts Christians,
Jews, revellers, guests of the ball and fanatical citizens. The
operaincludes three opera-choir suites: one concentrated —
citizens (the faithful, fanatical crowd and revellers) and two
dissolved — Jews and guests in the palace.

As N. Belik-Zolotaryova notes, “choir line of opera
can be constituted from different layers of content and
images, but artistic mind of a choirmaster must trans-
form it into intricately organized contradictive unity, in
which he must reveal integral logics of choral develop-
ment, find causal relationship” [3, P. 43]. This conclu-
sion of the scholar is very important for modelling of
choral episodes in opera. In F. Halévy’s opera “La Juive”,
this “intricately organized contradictive unity” has the
following structure: I Act, No. 1 “Te Deum” — a choir of
supplicant coming from the temple (behind the stage)
and fanatical citizens, No.2 cavatina of Count Brogni
(citizens support his thoughts), No. 4. “Hatons-nous, car
I heure s avance”, No. 5 choir of revellers “Ah! Quel heur
eux destin!”, No. 7, Finale: choir depicts fanatical citizens
and a choir of supplicants, accompanying procession of
the Emperor (on the stage); II Act, No. 8, Prayer of the
Jews; IIT Act, No. 16, guests in the palace, glorifying
Prince Léopold and his bride Princess Eudoxie, No. 18
a) choir “Di trombaallo squillar”, b) Sextet, ¢) maledic-
tion, d) ensemble; IV Act No. 22 — fanatical citizens call
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death upon Eléazar (male choir); V Act, No. 23, fanatical
citizens enjoying execution of the Jews as if it was a feast,
No. 2§ — citizens praying for the Lord’s forgiveness of
Eléazar’s and Rachel’s sins.

Choirs behind the stage (both accompanied or a
cappella) demand special attention. Choirmaster with
conductor and director must define the placement of oft-
stage choir, relevant to opera dramaturgy. If this choir is
accompanied, choirmaster has to conduct “in advance”,
which requires perfect knowledge of both choral and
orchestral parts. Modern technology makes possible a
practice when choir behind the stage can follow con-
ductor’s gestures by looking at him through cameras
and monitors. The performance behind the stage gives
a choirmaster higher degree of artistic freedom. For ex-
ample, in the Introduction to F. Halévy’s “La Juive” the
first verse from “Te Deum” comes from the space behind
the stage, while fanatical citizens occupy the stage at the
same time. Then the third verse from “Te Deum” sounds,
but it is accompanied by organ. There are pauses after
each line of the prayer, indicating that F. Halévy intended
to create an illusion of singing in a temple. Recurrences
of “Te Deum” and organ are present throughout all the
I Act of the opera. In order to model off-stage choruses
from Introduction to “La Juive”, where the choir has two
simultaneous functions (action on the stage and behind
it), attention must be paid to the placement of the off-
stage choir, to separation of the choir into “church choir”
and “throng”, bearing the role of scenic action. If a choir
consists of relatively small number of singers, an original
decision must be found which would allow not to split
the choir, as it was done in the production of Viennese
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State Opera in 2003 (conductor Vjekoslav Sutej, direc-
tor Giinter Krimer). In this case a creative solution with
a deep meaning was found — the stage featured the large
glass wall, which depicted a wall of a temple. Christians —
choir artists — sung “Te Deum’, being behind that wall,
and when the composer’s remark indicated a switch of
the role of the choir to a crowd of citizens, they came to
the avant-scene through multiple doors in that wall.

Run-through is an important stage of creation of
performative version of the opera, where a synthesis be-
tween choir and dramatic action in opera whole occurs,
and a premiere of a new production becomes a final stage
of modelling of choral scenes of opera.

Conclusions. Modelling of choral scenes of opera is
along process, including the following stages:

« Choice of an opera by an artistic council of an

opera theatre to be produced;

« Collaboration between a choirmaster, a conduc-
tor and a director on modelling of performative
version of an opera;

«  Pre-rehearsal work of a choirmaster with the vo-
cal score;

« Rehearsal work with the choir in the class

« Examination of the level of performance by a
conductor and rehearsals with soloists;

«  Scenic stage, with rehearsal being mostly on stage;

o Dress rehearsals;

«  Final stage — premiere.

Perspectives of research of stated problems lie in
further studying of the process of the search for perfor-
mative version of choral component of opera from the
standpoints of choir research and psychophysiology.
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Abstract

The objective of the paper is to reveal the modern specifics of the composer’s creativity individualization process
in the conditions of the projectivity based on Salvatore Sciarrino’s works.

Research methods used in the paper include historiographic, analytical and etymological approaches as well as
interdisciplinary approaches like intertextuality and deconstruction.

Results. The paper examines the works by the Italian composer Salvatore Sciarrino (b. 1947) in terms of the
conditions of the projectivity. The projectivity is considered as an attribute of the modern era. Based on a review of
a number of works by the composer (Quando ci risvegliamo, Efebo con radio, Luci mie traditrici, Lohengrin) the pro-
jectivity markers in Sciarrino’s works are revealed. It is concluded that the project essence of the era, which is firmly
entrenched in the minds of recent generations, is realized due to the presence of purpose not only in individual proj-
ects but also in the work of the composer as a single text. Gradual pursuit of this goal contributes to the formation
of the composer’s individuality in the conditions of the project activities, and its detection at the stage of analytical

understanding of the composer’s work opens the new ways to understand the contemporary music.
Scientific novelty. The paper attempts to consider the creative individuality of the composer in the conditions of

the projectivity for the first time.

Practical significance. The results of the paper can be used in theoretical research in the field of musicology

concerned with avant-garde and post-avant-garde music.
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ity; intertextuality; deconstruction.
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Introduction

In the first quarter of the 21* century the European
modern music got an intensive assimilation in the ar-
tistic space of Ukraine. The openness of the Ukrainian
art to renewal was characteristic for the last decades. It
has contributed to the active concert involvement of the
works by the contemporary Western European compos-
ers. This fact, in turn, formed the need for the analytical
understanding of the European modern music and cre-
ated conditions for its introduction into the Ukrainian
scientific discourse. The names of the composers, who
had been already well known all over the world (but for
some time remained terra incognita not only for the Ukrai-

nian listeners, but partly for the Ukrainian community
of the professional musicians), appeared in the concert
programs, and later in the explorations of the scientists.
A striking example of such a discovery is the work of
modern Italian composer Salvatore Sciarrino (b. 1947),
who is regarded as one of the prominent representatives
of the European post-avant-garde. A native of Sicily, a
self-taught and multifaceted person, he is one of the most
famous European composers of nowadays. The artist’s
works include operas, symphonic, chamber-instrumental
and vocal pieces, as well as experimental electronic music.
Sciarrino successfully combines composition, conducting,
teaching and writing of the theoretical works. Formerly,
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the artist held the position of the artistic director of Teatro
Comunale di Bologna (1978-1980), taught at the music
academies of Milan (Conservatorio di Musica ‘Giuseppe Ver-
di’, 1974-1983), Perugia ( Conservatorio di musica ‘Frances-
co Morlacchi’, 1983-1987) and Florence ( Conservatorio di
musica ‘Luigi Cherubini’, 1987-1996). The composer has
a significant number of awards, continues his composing
activities and teaches at the summer master classes at the
Accademia Musicale Chigiana'.

Sciarrino has been active since the early 1970 s. How-
ever, his works first appeared on the Ukrainian stage only
in the late 1990 s. The acquaintance of the Ukrainian au-
dience with Sciarrino’s music took place mainly within
the framework of the music festivals. Thus, in Ukraine
the composer’s works were performed for the first time
at The Contrasts International Contemporary Music Festival
(Lviv) [2], where in 1998, 2001 and 2013 Swiss flutist
Hans Balmer and German flutist Martin Fahlenbock pre-
sented a number of the instrumental works by Sciarrino.
Later, the Ukrainian ‘Sciarriniad’ was continued by The
International Festival of Modern Art “Two Days and Two
Nights of New Music’/2D2N (Odessa, 2004), the music
program of The International Arsenal Book Festival (Kyiv,
2014) [3], The International Classical and Contempo-
rary Music Festival ‘Kharkiv Contemporary’ (Kharkiv,
2015) and other festival and concert projects. Actually,
in Ukraine instrumental works by Sciarrino was firstly
performed by invited European musicians, and later by
their Ukrainian colleagues (pianists Denys Bocharov
and Antonii Baryshevskyi, a double bassist Nazarii Stets,
chamber and such instrumental ensembles of modern
music as Sed Contra, ConstantY, Ukho Ensemble, etc.).

For some time, the Ukrainian premieres of Sciarri-
no's works were not noticed among the general flow of
the modern music and were mostly perceived by the au-
dience as interesting but ordinary examples of the mod-
ern music art. Nevertheless, its became the preparatory
‘bridgehead’ for the next, milestone step on the way to
the integration of Sciarrino’s music into the Ukrainian art
space. Such an event was the staging of Sciarrino’s opera
Luci mie traditrici, which took place in 2018 at the stage
of Taras Shevchenko National Opera and Ballet Theatre of
Ukraine thanks to the efforts of the Ukho Music Agency.
A performance featuring four guest soloists from France,
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Austria and Canada (Esther Labourdette, a soprano; Ru-
pert Bergmann, a bass-baritone; Stephan Olry, a tenor;
Michael Taylor, a countertenor) and musicians from the
Ukho Ensemble under the direction of an Italian conduc-
tor Luigi Gaggero, caused a wide resonance among the
representatives of the Ukrainian art community, which
responded with a number of the reviews [4; S; 6] and
finally consolidated the recognition of Sciarrino’s works
within the Ukrainian art space.

The opportunity of distinguishing the new com-
poser’s ‘voice’ of Sciarrino provoked the inclusion of his
figure into the sphere of some Ukrainian musicologists
interests. Within the framework of the Ukrainian art crit-
icism, the works by Sciarrino are mentioned in the pa-
pers by Olena Berehova [ 7], Iryna Tukova [8] and other
scholars, who rely primarily on foreign researches. How-
ever, we do not currently know about the existence of
the special Ukrainian studies devoted to the composer’s
works. At the same time, the works by Sciarrino has been
in the lens of musicological research by scientists from all
over the world for more than twenty years. During this
time, several monographs were published, the authors of
which devoted their researches to various aspects of the
scientific understanding of the composer’s creative fig-
ure, such as the systematization of the creativity (Giuliani
[9], 1999), the specifics of the dramatic in his vocal and
theatrical works (Vinay [ 10],2010), the stylistic features
(De Benedictis & Dotto [11],2017), etc.

Sciarrino’s works also regularly become the subject
of the research in the field of the exploratory musicol-
ogy. Such works include the dissertation research of the
Italian scientist Matteo Cesari [12], 2015, devoted to
the interpretation of time in the works by the modern
composers, and the research of Lovorka Ivankovi¢ [13],
2013, which is concerned with the ways of rethinking of
the music created before 1600 by the modern compos-
ers. A part of the dissertation researches devoted to the
works by Sciarrino belongs to the vocal and instrumen-
tal performers, who summarize their own experience of
performing and understanding Sciarrino’s works in their
scientific papers. Such is, in particular, the dissertation
of the Italian singer Carola Gay [14], 2005, devoted to
the study of the peculiarities of the drama in Sciarrino’s
operas. A number of similar works are continued by the

! Biographical information, list of works, discography and bibliography, including selected scientific and journalistic texts,
devoted to the works by Sciarrino, are presented on the composer’s official website [1], which is created by professor Giulio

D’Angelo (Conservatorio di Musica ‘Giuseppe Tartini, Trieste).

P.A.KORDOVSKA THE COMPOSER’S CREATIVE INDIVIDUALITY IN THE CONDITIONS OF THE PROJECTIVITY (BASED ON SALVATORE SCIARRINO’S WORKS)

54



Section 2. Musical arts

dissertation of the American flutist Megan Lanz [15],
2010, in which the stylistic specificity of Sciarrino’s work
is studied on the basic of his works for flute.

The perspective that musicologists choose for their
dissertations specifically devoted to the work by Sci-
arrino is often associated with the aesthetic paradigm of
the poststructuralism of the 1970 s and 1980s. Thus, the
Italian researcher Carlo Carratelli [16], 2006, inscribes
the works by Sciarrino to the music poststructuralism
and classifies the artist as a composer-researcher’ (‘il
compositore-ricercatore’), characterizing Sciarrino’s
creative method by using the term ‘an ecology of listen-
ing’ (‘Tecologia dell'ascolto’). This perspective of study-
ing the composer’s works is continued in the doctoral
dissertation research of the Russian musicologist Svet-
lana Lavrova [17; 18], in which the projections of the
basic concepts of the poststructuralist philosophy in
the music of the post-serialism are considered. Basing
on the theoretical positions represented by Sciarrino in
his works Carte da suono [19] and Le figure della musica
[20] and understanding the composer’s works through
the theory of the concept as an approach for analyzing
the philosophical and musicological discourses, Lavrova
describes ‘a conceptosphere’ of the composer’s works,
which, according to the researcher, forms the basis of
individual Sciarrino’s method of composition.

It can be noted that in general in the world musicolo-
gy there is a certain continuity of the perspectives on the
study of the work by Sciarrino (philosophical, dramatic,
stylistic ones, etc.). However, despite the multiplicity of
the effective approaches to the study of the artist’s works,
the key to his compositional individuality has not been
found yet. As areview of the scientific papers has shown,
in most cases the basis for the researcher’s position is
Sciarrino’s own theoretical works. Of course, Lavrova’s
reasoning about the urgent role of ‘primary sources’ for
understanding the composer’s aesthetics seems quite jus-
tified and natural. According to the researcher, the verbal
texts of composers Sciarrino and Lachenmann, whose
works are the material of her research, ‘allow to give
their music an adequate interpretation which facilitates
its understanding’ [21, P. 17]. Indeed, Sciarrino’s com-
ments presented in his theoretical works, in the prefaces
to the scores and on the composer’s official website shed
some light on the circumstances of the creation and the
concept of his works, but sometimes its only conceal the
composer’s cipher in the authorial metaphors and reflec-
tions. It seems that the composer himself allegedly gives
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hints on the subject of the discussion in the context of
the study of his works. On the one hand, this approach
simplifies the interpretation of the modern music, but
on the other hand, in some way it narrows the focus of
finding patterns for the functioning of the contemporary
music art.

Attempts of understanding the specifics of Sciarrino’s
creative individuality drew our attention to the fact how
accurately his works resonate with the slightest changes
in the modern cultural space. In our opinion, the projec-
tivity can be considered as one of the most characteristic
features of the modern era, which has embraced society
at all levels, from the methods of implementing ideas
in any field to the way of mindset. Modern composers,
whatever their aesthetic beliefs are, cannot avoid the
influence of the socio-cultural conditions of the era in
which they are destined to create. In view of this, it seems
quite justified to try to comprehend the composer’s work
taking into account the realities of the time. In no way
rejecting the legitimacy and effectiveness of established
analytic methods of understanding the music text, this
paper attempts to consider the creative individuality of
the composer in the new conditions of art, in particular,
as the author of the musical projects. The purpose of this
article is to reveal the modern specifics of the composer’s
creativity individualization in the conditions of the pro-
jectivity based on Sciarrino’s works.

The Projectivity as the Attribute of the Modern Art

Nowadays, the concept of the project is extremely
widely used in the different types of the texts. Because of
this, the term is overgrown with so many semantic con-
notations that there is a need to determine its meaning.
From the perspective of our study, the project is primar-
ily a historically determined concept which illustrates the
turning point that occurred in the human mind of the
20" century and finally established as a marker of the
post-avant-garde era (1970-1980).

In the 1930s, the French philosopher and art critic
Gaston Bachelard [22] argued that the modern science
is based on the project. Agreeing with his opinion, we
can assume that other areas of the contemporary human
activity, including art, are based on the project as well.
According to the Ukrainian philosopher Serhiy Krym-
skyi, the project thinking determines ‘the methodological
landscape of the modern civilization’ [23, P. 134]. As the
philosopher notes, the project which ‘acquires an integrat-
ed status and begins to compete with traditional means
of cognition’ [23, P. 135], becomes the most important
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characteristic of the modern artistic consciousness. The
idea of the projective state of the culture in the context
of research on the design aesthetics is developed by the
Ukrainian painter and art critic Victor Sydorenko [24],
who contraposes the culture of the project with the pre-
ceding culture of the canon. According to the researcher,
the transition from the culture of the canon to the culture
of the project began in the Renaissance and finally ended
in the late 19" or the early 20™ century.

In order to determine the key characteristics of the
project term, it would be appropriate to first turn to its
etymological analysis. The most linguists hold the opin-
ion about the Latin origin of this appellation from the
word projectus, which, in turn, comes from the word jacio
(Latin throw) [25]. In the Latin-Russian dictionary by
Dvoretsky [26] we also can find the verb projacto (a com-
bination of the prefix pro- and the enhanced verb jacio),
which is translated as go forward (Russian zname enepe?).
Thus, the linguistic source of this term contains an em-
phasis on the moment of initiative, the beginning of a
certain activity and a clearly defined vector of the project
or project activity, which is always directed ‘forward) i.e.
in the future. This is quite natural, because the purpose
of the project is always beyond of its frames.

The modern connotations of the project term differ
significantly from its etymological sources. The most
objective and generalized definitions, which include de-
scription of the constant and unchanging project compo-
nents, are given in the relevant international regulations.
Thus, the Project Management Institute (PMI) in A
Guide to the Project Management Body of Knowledge [27]
defines a project as a temporary undertaking aimed at
creating a unique product, service or result. In this defini-
tion, the emphasis is primarily on the final result of the
project, the main characteristic of which is uniqueness
and no replication of the previously created model. In
the project management standard presented by the Inter-
national Organization for Standardization (ISO 21500:
2012)", a project is defined through interrelated catego-
ries of time, action and purpose.

In the researches on project management, the key
is the metaphorical concept of the Iron Triangle, or the
Triple Constraint, which illustrates the relationship be-
tween the main criteria of the project: the time allotted
for its implementation, the total cost and the quality of
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performance [29]. In addition to the classic iron triangle,
modern project management uses its various variations
and modifications. According to the Australian research-
ers Julien Pollack, Jane Helm and Daniel Adler, the au-
thors of the article What is the Iron Triangle, and how has
it changed? (2018) [30], which examines the evolution of
scientific approaches to the interpretation of the concept
of the iron triangle, the time and the cost have always re-
mained to be unchanged criteria for the project analysis;
at the same time, a category of the project quality has
been in doubt among researchers for several decades.
Pollack and his co-authors give examples of the numer-
ous attempts to rethink the third criterion, in particular,
its recognition as subjective opposed to the other two,
its division into subcomponents (product quality and
process quality), etc.

Due to the diversity of the iron triangle options, we
consider it possible to offer our own model of the project
parameters ratio, which would be acceptable for analyti-
cal understanding of the works of art. Leaving the cat-
egory of time unchanged, we consider it appropriate to
replace the concept of the cost with the concept of the
resources as one that covers a much wider range of oppor-
tunities which allow project participants to achieve the
goal. In this context the theory of the French sociologist
Pierre Bourdieu [31] on the types of capital (economic,
cultural, social and symbolic ones) is compatible with
our understanding of the resources concept.

Based on Bourdieu’s classification, we try to imagine
the range of capabilities of the art project stakeholders
(an author, a performer, a customer and a recipient) as
a set of four types of capital, which contribute to the
achievement of the project goal. Thus, in our opinion,
an author (a composer) can operate with all kinds of the
capital: economic (financial stability, which allows them
to devote themselves to pure creativity), cultural (educa-
tion, cultural background, professional skills and creativ-
ity), social (social connections with artistic community,
festival organizers, performers, potential customers,
sponsors etc., who can influence the creation of a musical
work as an art product) and symbolic ones (the image of
the author, their publicity and individual compositional
style). For a performer, cultural capital, among others,
must include the congeniality to an author of the music.
This statement is also true for the customer, although

' Guidance on project management: «A project consists of a unique set of processes consisting of coordinated and controlled
activities with start and end dates, performed to achieve project objectives> [28].
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in this case the need for economic capital to implement
the creative ideas of the author and performer comes to
the fore. In turn, the cultural capital of the recipient of a
contemporary art work should include some listening/
viewing experience. Of course, the proposed model is
not exhaustive, but, in our opinion, illustrates the com-
pliance of modern artistic realities with the project spirit
of the era and focuses on ways to achieve the goal of the
project as its main category.

Thus, we can reach an inference that the main criterion
of the project is the goal and the ways of its implementa-
tion. Awareness of these most generalized and immanent
teatures of the project should contribute to the forma-
tion of criteria for correct application of this concept in
the art. In view of this, we consider the definition of art
critic Dmitry Pogorelov [32] as the most corresponding.
Researcher defines the project as ‘fixation of conceptual
connections, organization and certain relations between
different subjects and objects of reality to achieve a certain
goal’ [32, P. 194]. This definition not only reveals the key
features of the project (goal-setting and effectiveness), but
also pays attention to dialogicality as an another aspect of
the project as a marker of modernity.

Within the musicological scientific discourse, the
concepts of the project and the projectivity have also
been implemented. In a significant part of musicologi-
cal papers the definition of the music project mostly
appears as a format for the implementation of manage-
ment and sound design tasks [33], a component of the
music industry (Loginov [34]), etc. Of course, these
interpretations make sense in a certain issues, especially
since nowadays the main criterion for determining an
artistic phenomenon or an event as a project is often
its self-nomination. Nevertheless, it seems to us that
the project and the projectivity is a concept that not
only covers all the aforenamed phenomena, but also
allows us to look at the contemporary music art in a
new perspective.

The above-indicated considerations allow us to of-
fer a methodological approach based on the awareness
of the project as a key attribute of the post-avant-garde
era. According to this approach, the understanding of the
modern composers’ works should take into account a set
of signs of the times, which can be defined as a network
of the projectivity markers. Having outlined the projectiv-
ity markers, which is characteristic of Sciarrino’s works,

! “to Marilisa Pollini who saved my life’
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we hope to find the key to the specifics of the individu-
alization of composer’s creativity in modern conditions.

The Projectivity Markers in Salvatore Sciarrino’s
Works

In Sciarrino’s works, the project spirit of the modern
era is manifested on several levels. In our opinion, one of
the first features, which catches the eye during attempts
to characterize the works by Sciarrino, is its specific dia-
logicality. According to Mikhail Bakhtin any text as a
‘coherent sign complex’ [35] is dialogical in nature and,
like every statement, has its addressee. An addressed art
work in the modern culture becomes one of the possible
formats of relations between subjects and objects that
arise as a result of project activities as a means to achieve
a certain goal. This approach corresponds to the nature of
the project, the purpose of which always goes beyond it
and therefore involves entering into a dialogue with the
subjects and objects of the surrounding reality.

The dialogicality is one of the first markers of the pro-
jectivity, which is almost intuitively understood in the
works by Sciarrino. The implementation of the dialogue
strategy in the composer’s works is quite multi-vector.
First, the marker of the dialogicality is manifested in the
personal addressability of his works’ title complexes.
Thus, 106 of 265 works, presented on the official Sci-
arrino website as of October 2021, have a dedication
to a specific addressee in the title complex. In total, the
objects of composer’s dedications are 85 people and
3 musical collectives.

The first group of the dedications includes works ad-
dressed to the Sciarrino’s family (including his brother
Giovanni Sciarrino), his teacher (one of the pioneers of
Italian electronic music Franco Evangelisti), his student
(a composer and double bassist Stefano Scodanibbio),
and many friends (such as members of the Pollini family,
including an outstanding pianist Maurizio Pollini, his son
Daniel and his wife Marilisa, whose name is mentioned in
the dedication to the opera Luci mie traditrici with words
of gratitude: ‘a Marilisa Pollini che ha ha salvato la vita™).

In Sciarrino’s works the number of the dedications
which can be identified as pragmatic is small. These in-
clude pieces dedicated to the representatives of the Ital-
ian publishing house Ricordi (in particular, the managing
editor Marco Mazzolini), which had the exclusive right
to publish the composer’s scores from 1969 to 2004.
Much more dedications are addressed to the performers
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of Sciarrino’s works. Among them are pianists Bruno
Canino, Antonio Ballista and Massimiliano Damerini,
violinists Salvatore Accardo and Marco Rolliano, flutists
Roberto Fabbriciani and Mario Caroli, and many others,
mainly Italian musicians, most of whom participated in
premiere performances of Sciarrino’s works.

Analysis of the title complexes in Sciarrino’s works al-
lows us to distinguish another one type of the personal
dedications. Thus, numerous dedications addressed to his
colleagues, composers of the European avant-garde Syl-
vano Bussotti, Pierre Boulez, Luigi Nono, Gérard Grisey,
Gyorgy Kurtag and others, seem to us not so much a sign
of respect but the consanguinity manifestation or the
personification of Sciarrino’s creativity coordinates. One
way or another, the analysis of the dedications presented
in Sciarrino’s works, makes it possible to assess the range of
composer’s social connections in terms of the social capital
resources (according to Bourdieu).

The other side of the dialogicality, which can be
found in Sciarrino’s work, lies in his involvement to the
activities of the European music festivals. Many of Sci-
arrino’s works were either commissioned or initiated
by the festivals management to be performed during
European music festival programs, including European
festival projects, such as Schwetzinger Festspiele (Baden-
Wiirttemberg, Germany) , Warszawska Jesien (Warsaw,
Poland), Salzburger Festspiele (Salzburg, Germany),
Beethovenfest (Bonn, Germany), as well as Italian festi-
vals, such as Festival di Nuova Consonanza (Rome), Fes-
tival dei Due Mondi (Spoleto), Festival Internazionale di
Musica Contemporanea (Brescia), etc. Such festival activ-
ity completely correlates with the national traditions of
the composer’s homeland. It can be assumed that such a
rich festival tradition should promote active integration
of the modern music into the artistic space, as festival
organizers feel a constant need to expand the repertoire,
which encourages them to collaborate with the modern
composers’ community.

Elena Shirokova, the author of the dissertation re-
search Music Festival in the Dialogue of Cultures, defines
a music festival as ‘one of the main forms of contact be-
tween the performers and the audience’ [36, P. 3]. Re-
searcher emphasizes the dialogical nature of the festival
and considers the modern music festival as a project.
Agreeing with the researcher’s opinion on the project
nature of the festivals and the importance of communi-
cative relations which arise within the festival practice
between a performer and a spectator (a listener) as two
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subjects of communication, we should still draw atten-
tion to a composer as the third subject of Boris Asafyev
triad ‘the composer — the performer - the listener’ [37].
Involved in a festival project as an author commissioned
to write a particular music piece, a composer not only
finds himself included in the classic iron triangle with
a clearly defined time limit, appropriate resources and
a kind of more or less rigid technical task, but also re-
ceives perhaps the most clearly defined potential target
audience consists of listeners interested in contemporary
music and prepared for the perception of the most radi-
cal creative experiments. Using the statement of Olena
Ponomarenko, who defines a festival as ‘a symptom of
the modernity with its characteristic growth of commu-
nicative relations’ [38, P. 70], a certain focus of targeting,
which arises in the works of modern composers included
in the dialogue with a specific festival’ audience, can be
recognized as symptomatic.

Constant interaction of Sciarrino’s works with the ar-
tistic texts of previous eras can also be characterized as a
marker of dialogicality. Appeal to the music of the past,
which is generally symptomatic of the 20™ century art,
is increasingly taking place within the process of classical
music actualization in the nowadays artistic realities. The
modern artistic environment minimizes the dictatorship
of the norm. That period when according to Peter Sloter-
dijk ‘the classical authors hovered, like secular gods, above
those who had been born after them, kept aloft in an aura
of heroic inaccessibility by an ardently worshiping culture’
[40, P. 3] had passed long time ago. Instead, the turn of
the 20™ and 21 * centuries became a time of experiments
including experimental dialogues of contemporary artists
with previously ‘untouched’ artistic artifacts.

Sciarrino often turns to dialogue with classical music.
His work includes his own cadenze and fioriture to Mo-
zart’s pieces (in particular, to flute and violin concertos,
as well as operas Don Giovanni and Cosi fan tutte), tran-
scriptions and arrangements of works by the Renaissance
and Baroque composers (Guillaume de Machaut, Carlo
Gesualdo, Alessandro Scarlatti, Domenico Scarlatti,
Johann Sebastian Bach, and others), as well as original
compositions created by rethinking of famous works
(for example, Sciarrino’s piano work De la nuit is built
on the elements of the themes from the cycle Gaspard
de la nuit by Ravel, and the ballet Morte a Venezia is
based on the music by Johann Sebastian Bach). In the
orchestral work Quando ci risvegliamo (When we awake,
2015) Sciarrino manages to construct a peculiar platform
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within which the dialogue of artistic texts of distant ep-
ochs becomes possible. This piece, which was commis-
sioned by Beethovenfest in Bonn and was first performed
as part of the European cycle in 20185, is a kind of homage
to Beethoven: in this work composer resorted to a re-
thinking of Beethoven’s Fantasy for piano, vocal soloists,
mixed chorus, and orchestra, Op. 80. Its title appeals to
the almost eponymous drama Nir vi dede vigner (When
we, the dead, wake up) by Henrik Ibsen, which can be
interpreted as the key to understanding the concept of
Sciarrino’s musical work. Such semantic multilayered-
ness of the modern music makes it quite difficult for the
listener to perceive. However, realizing art projects, one
way or another related to the actualization of the clas-
sics, modern composers do not aim to promote it in the
didactic or educational aspects. Instead, the appropriate
level of cultural training and experience of artistic texts
perception should allow a hypothetical recipient to read
various ‘dialogic overtones’ (Bakhtin) of the new piece.

The concept of the dialogicality is closely related to
the concept of the intertextuality, which is researched
by the theorist of poststructuralism Julia Kristeva [41]
in terms of dialogue of texts (intertextual dialogue). And
although, according to Roland Barthes [42], any text is
an intertext, the variety of means by which the authors of
art texts achieve its openness in the 20™and 21 ** centu-
ries, allows us to interpret the intertextuality as a separate
projectivity marker in contemporary art.

Among Sciarrino’s works, intertextuality is vividly
manifested in Efebo con radio (1981). In this piece the
author uses the sound of a symphony orchestra and a
voice to model the sound space of the radio with its noise,
sound interference, almost Babylonian multilingualism,
and spontaneous switching between the stations. The in-
tonation material of the work consists of the quotations
from the popular American and French pop songs of the
second third of the 20™ century, fragments of the Italian
radio programs texts and an imitation of the radio broad-
cast noise. Turning the handle of an old analog receiver,
the young man mentioned in the title of the work ‘travels’
through the sound worlds, recognizes ‘self’, gets acquaint-
ed with ‘other’, and forms his own linguistic and cultural
identity. The performer of a voice part always represents
one or another radio station, transforming into a pop star,
an announcer, and an actor of a radio play. In turn, the
sound of the orchestra’s instruments combines the music
fragments that accompany a radio broadcast or accompa-
ny a song that sounds on the radio waves, and the techni-
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cal noise and interference associated with the principle of
operation of the analog receiver. Working with numerous
quotations and organically implementing them into the
structure of his work’s sound space, Sciarrino builds his
own conceptual text, in which a set of ‘other’s’ utterances
becomes an existential metaphor.

The project character of thinking, characteristic of the
modern era, resulted in the destruction of established,
formed for centuries canons. To alarge extent, this process
is manifested in the aesthetics of the avant-garde and the
post-avant-garde, in which the category of the text unique-
ness become a principal feature (in contrast to postmod-
ernism, which masterfully uses all possible existing forms).
Genre and style canons, which had underwent changes,
transformed, but still remained steadfast in ‘the power of
the keys’ (Lev Shestov [43]) over several epochs, were de-
stroyed in the 20™ century. The artistic text, which were
previously commonly perceived in its entirety, has under-
gone the deconstruction (Jacques Derrida [44]), which
has resulted not only in a rethinking of tradition, but also
in a deeper discovery of the essential characteristics of the
text and its new facets. The deconstruction as a marker
of the projectivity finds various manifestations in Sciarri-
no’s works. Both genre models (for example, the genre of
piano sonata) and separate elements of musical language
undergo deconstructions. One of the clearest examples of
such an approach is the opera Luci mie traditrici (Oh My
Betraying Eyes), created by the composer in 1998. The im-
age of the main character, the Duke Malaspina, was based
on the tragic life and love story of the Italian Renaissance
composer Carlo Gesualdo, Prince of Venosa (Carlo Ge-
sualdo da Venosa, 1566-1613), who, detecting his wife’s
adultery and using the laws of honor at the time, ordered
to his servants to kill both the traitoress and her lover. As
a musical marker of the depicted era, Sciarrino chooses
the Elegy by the French composer Claude Le Jeune (c.
1528/30-1600) on Estienne Durand’s poem Qu'est de-
venu ce bel ceil (What has become of those lovely eyes), which
appears in the opera for 4 times (in the Prologue and 3
instrumental Intermezzo), each time acquiring new quali-
ties through a gradual loss of the integrity, illustrating the
transformations occurring in the mind of the protagonist
of the opera. The theme of Le Jeune’s Elegy is subject to
the deconstruction, the result of which is the inclusion of
the quoted text in a new context and the acquisition of the
new multilevel semantics. The appeal to the deconstruc-
tion helps the composer to reveal the type of hero char-
acteristic of modern opera (a person who is in a state of
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psychological crisis). Sciarrino models his work, operating
on the multidimensionality of meanings and their projec-
tions characteristic of post-avant-garde art.

Describing Sciarrino’s creative method as ‘the ecology
of listening’ (‘Tecologia dell’ascolto’), Carratelli [16] aptly
emphasizes its immanent auditory nature as one of the
important criteria of Sciarrino’s music. The sound and the
processuality of its three stages existence becomes the most
important quality of Sciarrino’s music. In our opinion, this
desire to free the sound from any conventions and assert
its self-worth is the main goal of the entire creative path of
the composer as a single great art project. One of the main
milestones on this path is the opera Lohengrin (1984), com-
missioned by the national public broadcasting company of
Italy RAI (Radiotelevisione italiana). Its genre is defined by
Sciarrino as the ‘invisible action’ (‘azione invisibile’). “These
sounds are already theatre. They ask for no illustration, nor
do they ask to be dressed out with images: they have their
ownimage,’ the composer wrote in the preface to the score
[45]. His ‘azione invisibile’ can be perceived both as a con-
tinuation of the line of genres traditional for the Italian mu-
sical theater of the 17"-18 ™ centuries (‘azione sacra, azione
sepolcrale ‘azione sceica’) and as an apt metaphor of mu-
sic in the set of its immanent characteristics. Indeed, what
else is music if not an ‘invisible action’? In such a context all
Sciarrino’s works appear as a search of this lost knowledge.
The apology of music in its pure, ‘distilled’ form is one of
the most important features of the composer’s works. He
returns to a sound as a precious substance that is valuable
in itself, outside of any context.

Conclusion

The modern world dictates to artists its conditions,
which are often radically different from previous ep-
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ochs. The projectivity as a characteristic feature of the
modern era is reflected in all spheres of life, including
the music art. Nowadays, concert programs, opera pro-
ductions, creation of music, audio and video recordings,
etc., could be recognized as the projects. However, con-
sidering this phenomenon only from the point of view
of the certain initiatives implementation provoked by
the challenges of the time (image, financial, ideological
ones, etc.) would be unjustifiably one-sided approach.
The projectivity as an attribute of the epoch penetrates
into the essence of artistic processes. The crucial pro-
jectivity markers (the presence of a goal which goes
beyond the project, the uniqueness, the openness, the
dialogicality) simultaneously become the key parame-
ters of both individual samples of the musical creativity
and the modern composers’ mindset in general.

It would be seen that in the conditions of total pro-
jectivity the composers should find it difficult to form
and preserve his own creative individuality. A kaleido-
scope of individual projects with their particular techni-
cal tasks, deadlines and stakeholders disperses the art-
ist’s attention, distracts him from his own ‘overriding
goal’ However, the project essence of the epoch, which
has firmly entered the mindset of recent generations,
is realized due to the presence of purpose not only in
individual projects, but also in the entire work of the
composer as a single text. Gradual, perhaps even sub-
conscious and undeclared pursuit of this goal contrib-
utes to the formation of the composer’s individuality
even in the conditions of the project activities, and its
detection at the stage of analytical understanding of the
composer’s work opens the new ways to understand the
contemporary music.
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KOPAOBCBHKAIIL A.!

! Xapxiscvkuii HayionasvHuil yrisepcumem mucmeyms imeni I IT. Komaspescvkozo, Xapxis, Vipaina

TBOPYA IHOAUBIAYAJIbHICTb KOMIMNO3UTOPA B YMOBAX
NMPOEKTHOCTI (HA NPUKNAAI TBOPYOCTI CAJIbBATOPE LLUAPPIHO)

Amnoranisa

Mema docaidenna: — Ha npukaaai TBopuocTti CaabpBarope IllappiHo BUSBUTH CydacHy crienudiky mporecy
IHAMBiAyaAi3arii KOMIO3UTOPCHKOI TBOPYIOCTi B yMOBAX P OEKTHOI IIPAaKTUKH.

Memodorozis docaidxenns: BKaIodae icropiorpadiuHuil, aHAAITHIHHI Ta €THMOAOTIYHHUIT METOAH, A TAKOX TaKi
MDKAUCIIUIIAIHAPHI METOAH, SIK IHTepTeKCTYaAbHHM IiAXiA Ta METOA AEKOHCTPYKIIL.

Pesyavmamu. Y CTaTTi poSrAsIHyTO TBOPH iTaAifichkoro komnosuropa Casbsarope Illappino (#ap. 1947) 3 Touxu
30y IIPOEKTHHX yMOB Cy4acHOCTL. [IpoeKTHICTD posrasiaaeToes sik arpubyT cydacHol enmoxu. Ha ocHOBI orasiay Husku
TBOpiB KomnosuTopa (Quando ci risvegliamo, Efebo con radio, Luci mie traditrici, Lohengrin) BusiBAEHO MapKepH Hpo-
extHOCTi y TBopuocTi CaspBarope Illappino. Y BUCHOBKY MACYMOBAaHO, IIJO TPOEKTHA CYTHICTD eIIOXU peaAisyeTbcs
33 paXyHOK IIPUCYTHOCTi METH He AWIIEe Y OKPEMHUX IMPOEKTAX, aAe 1 i Y BCiM TBOPIOCTi KOMIIO3UTOPA SIK Y EAUHOMY
TekcTi. [locTynoBe caiayBaHHS Wit MeTi cripuse $OPMYBaHHIO KOMIIO3UTOPCHKOI IHAUBIAyaABHOCTI B yMOBaxX IIpoO-
€KTHOI ALIAPHOCTI, a BUSIBA€HHS 11 Ha eTalli aHAAITUYHOIO OCMUCAEHHS KOMIIO3UTOPChKOI TBOPYOCTi BIAKpHBA€ HOBI
MIASIXM AO PO3YMiHHS HOBITHbOI MY3HKH.

Haykoea no6usna. Y AOCAiAKeHHI Bieplire 3AIMCHEHO CIIPOOY POSIASIHYTH TBOPYY iHAUBIAYaABHICTD KOMITO3H-
TOpPa B YMOBaX IPOEKTHOCTI.

IIpaxmuune 3nauenns. Pe3yabraTu AOCAIAXKEHHSI MOXYTb OyTH BUKOPHUCTAHI B IOAAABIINX My3HKO3HABIUX AO-
CAiA’KEHHSIX, IIOB I3aHHX i3 HAyKOBUM OCMUCAEHHSIM HOBITHBOI MY3HKHL.

KA10490Bi cAOBa: IPOEKT; MPOEKTHICTh; MapKepH poekTHOCTi; CaapBarope Illappino; KoMmosuTopchKa iHAK-
BiAyaAbHICTb; AlAAOTT9HICTD; IHTEPTEKCTYaAbHICTD; ACKOHCTPYKITis.
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HaAbHMH yHiBepcuTeT Mucrenrs imeHi L. I1. KoTaspeBcpkoro
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" Hayuonarvnas mysvikarvras akademus Yipaunovt um. I1. H. Yatikosckozo, 2. Kues, Ykpauna
BbITOBAHUE HAPOAHOW NECEHHOW KYJIbTYPbI
B PAMOHE AHEMPOBCKUX NMOPOI0OB B XXI BEKE
AnHoTanus

ITeaw uccaedosanus: AATH OOITYIO XapaKTePUCTHUKY CEAbCKHM IIeCEHHBIM TPAAULIUSIM TePPUTOPHIL CTEITHOM YKpa-
HHBI, CKOHIIEHTPHPOBAHHbIX BAOAb AHEIIPOBCKHX ITOPOTrOB, 00O3HAYHUTD CTEIIeHb COXPAHHOCTH TAABHBIX KAHPOBBIX
[IAACTOB I10 COCTOSIHMIO Ha HavaAo X X1 Bexa.

Memodvt uccaedosanus: HCTOPUIECKUIL, TO3BOASIOIIHI IIPOCACAUTD IBOAIOIIUIO PA3BUTHS TPAAULIMOHHOM KYAb-
TYPBbI; reorpaduuecKuii, C IOMOIIbI0 KOTOPOTO YCTAHABAMBAIOTCS I'PAHHIIBI PACIIPOCTPAHEHHS OTACABHBIX CTPYKTYP-
HbIX M CTUAEBBIX SIBACHUH IIeCEHHOH KYABTYPbI; METOABI IIOAEBBIX HCCAEAOBAHUI U MHTEPBBHIOMPOBAHHS, TO3BOASIONIHE
HOAYYUTD HHPOPMAIIUIO HEITOCPEACTBEHHO OT HOCHTEACH TPAAULIUH; METOA MOAEAUPOBAHHS, AAIOIIUI BO3MOXKHOCTD
KOMIIAEKCHO [IPEACTABHUTb CTPYKTYPY OOPSIAOBOTO ACFICTBA; METOABI QHAAN3A U CHHTE3a, 2 TAKXKEe CPABHEHUS U 0006-
weHus], 6AArOAAPSI KOTOPHIM BBISBASIOTCS O0IIjie ¥ HMHAMBHAYaAbHbIE TEHACHIIMH OBITOBAHUS IIECEHHOM KYABTYPBI
B IIPeACAAX H3y4aeMO TEPPUTOPHHU B CPABHEHHHU C COCEAHHMH U OTAAACHHBIMH MECTHOCTSIMH.

Pesysvmamuot uccaedo8anusi: BbIIBACHDI XXAHPBI TPAAUIIMOHHOM IIECEHHOM KYABTYPBI, OBITYIOINIME Ha TEPPUTO-
PHH BAOAD AHEIIPOBCKHUX IIOPOTOB, COXPAaHUBIIHECS B IIAMATH MECTHBIX KUTEAEH BIIAOTb AO MEPBBIX ACCATHACTHI
XXI Bexa; AaeTCsI XapaKTEPUCTHKA XXQHPOBbIX IT€CEHHBIX IPYIII, 0003HAYEHbI IPOOAEMbI HX COXPAHEHUS U PA3BUTHS
Au6O0 yracaHusl.

Hayunas noeéusna o6ycAoBA€HA IIOYTH IOAHBIM OTCYTCTBHEM HAYYHOMN 9THOMY3bIKOBEAYECKOM AUTEPATYPHI,
OIMCBIBAIOIEN OUePUEHHbIN PETHOH, U AAHHBIX AASL APEAABHBIX HCCAEAOBAHMIL, YTO OOBSCHSIETCS KPAliHe MAAOH ero
IIOAEBOH H3y4EeHHOCTBIO (a0 mocaepHero BpeMeHH).

Ipaxkmuueckas snauumocmeo: pe3yAbTaThl U3y4YeHHs TPAAUIIMOHHOM IIeCeHHOMN KYABTYPbI CTeIIHOM YKpauHbI
AQIOT BO3MOXKHOCTb PACIIHPHTD 3HAHHS 9THOMY3BIKOAOTOB O MAAOM3BECTHOM PerHOHe, 3alIOAHUTD «IIPOOEAbI> B 9T-
HOMY3BIKOBEAUECKUX KapTaX, yCTAHOBUTDH COBpPeMeHHbIe 3aKOHOMEPHOCTH COXPAHHOCTH OIIPeAEACHHbIX )KaHPOB.

KaroueBble CAOBa: CeAbCKHE My3bIKAAbHbIE TPAAMUITMU YKPAHHbI, 30HA AHEIIPOBCKHX IIOPOTOB, TECHH 3UMHETO
06pPSIAOBOTO LIKAQ, CBaAeOHBIE [IECHH, TPAAULIFIOHHbIE AUPUYECKHe [IECHH, TPAAULIMH ITIO3AHETO GOPMHUPOBAHKSL
Aast puTupoBanns: Atobumosa A. S, Berrosanne Hapoanoii ITecennoit KyapTypel B paiione AHeITpOBCKUX
IToporos B Xxi Bexe // European Journal of Arts, 2021, N°4. — C. 64-70. DOI: https://doi.org/10.29013/
EJA-21-4-64-70

Bcrynaenne

TpapunMoHHAs KYABTYPa CeAd, B TOM YHCA€ U MHTe-
pecyrommas Hac IeceHHas KyAbTypa, popMUpYeTCs MoA
BAMSHHEM COLIMAABHBIX, FeOorpaduueckux, HCTOPHIeCKHX
U AQKe MOAUTHYeCKUX PpakTopoB. OHM 3aKAAABIBAIOT OC-
HOBY U ITyTH ITOCA@AyIomIero pa3suThs. Iloaromy usyue-
HIe [IeCeHHOM KYABTYPBI HAPOAA He MOXKET 0OXOAUTDCS
6e3 KOMIIAEKCHOTO TIOHUMAHHUSI BCeX BO3AEHCTBYIONIHX
Ha Hee $pakTOpoB. KOPOTKO IPOKOMMEHTHUPYIO Te U3

HHX, KOTOpbIe MMOBAUSAN Ha pOPMHPOBAHUE KYABTYPbI
CTEITHOH 30HbI YKPaHHbl, 2 UMEHHO — CeKTOPa, PaCIIOAO-
XKEHHOTO BAOAb AHEIPOBCKHX IIOPOTOB.

Teorpa¢mnuecknit

Teozpaguneckuii paxmop. Hame riccaepoBanue kaca-
TCs TO! YaCTU TepPUTOPUM YKPaHHbI, KOTOPAs PACIIOAO-
’KeHa Ha beperax peku AHeIp B 30He HEOOBIYHbIX FTOPHbIX
06pa3oBaHMil B ee PyCcAe, Ha3bIBaeMbIX AHEIPOBCKHMH I10-
poramu. Ao Hagasa XX BeKa OHM BBICTYIIAAU HaA TTOBEPX-
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HOCTDIO BOAHOM TAQAM U IIPEIITCTBOBAAU CYAOXOACTBY.
IToporu pacrsanyanch Ha 90 kM ot Aormanckoi Kamenku
(AnenporeTpoBckas 06a.) A0 3anopoxbs. ITo cBomM reo-
rpaduuecKiM 0COOEHHOCTSIM O4epUeHHAst MECTHOCTb ObIAa
6AArOMpHUATHA AASI IPOKMBAHMS: IIOAHOBOAHbIE PEKH, H30-
OrAoBaBILINe PBHIOOI, Pa3HOOOpasie MAOAOBBIX AEPEBbEB
Y 3AAKOB U3AABHA IPUBAEKAAU KOYeBOe HaCeAeHHe.

Hcropuueckmii:

Hcmopuueckuii paxmop. Aoaroe Bpems 34eCh IIpak-
THYECKHU He OBIAO ITOCTOSIHHBIX KHTEAEH, 3aTO «Crenu
UCNOKOH 8EK08 NPUBAEKAAU K Cebe Mabopbl Ko4esbLX NAeMeH
(2ynnos, asapos, neuenez08, miopkos, kymaros, mamap) [2.
C.256].B XV - XVI Bekax 9TH BOAbHbIE 36MAU CTAHOBSIT-
CS1 MECTOM 3apOXKACHHS YKPAHHCKOTO KO3alTBa (Ko3aKu
00yCTpamBaIOT TYT CBOU 3UMOBHHKH, CO3AAIOT BOCHHbIE
opranusaruu — sanopoxckue Ceun). «Teppuropms
ero ¢opMUPOBAHHUS CHAYaAA OXBATHIBAAA 3€MAM COBpe-
MeHHbIX Kuepmunbl u Yepkanussl, a co BpeMeHeM pac-
IIMPHUAACh HA MAAO3aCeAeHHbIE M He3aCeAeHHbIe MeCT-
HOCTH CTEITHON YKpauHbL AHemponeTpoBcKas 06AacTh
CYHTAeT CBOU 3eMAU KOABIOEABIO YKPAHHCKOTO KO3aIITBa,
IIOCKOABKY IISITh U3 BOCBMH CyII[eCTBOBABIIUX 3aIlopOXkK-
cxux Cedel pacroAaraAuchp Ha aToit reppuropun. Ilep-
Bast Ceup 6blra ocHOBaHa Ha ocTpose Tomakoska» [10].
HeckoApko mo3aHee 13 KO3aKOB BBIACAUAKCH AIOAH, B35IB-
1ve Ha ce6st 0653aHHOCTD COMPOBOXAATH CYAQ BO BpeMsI
ux nepenpasbl yepes AHenposckue noporu. [Ipopeccus
MOAYYHAQ HAa3BaHHE «AOYMAH>>. AOIMaHbI OBIAU BOC-
TpeboBaHbI A0 Hadara XX BeKa — AO 3aTOIAEHHS TOTO
Y4aCTKA U TOBBIIIEHHS YPOBHS BOADI C IOMOIIbIO AAMOBI
Anenposckoit ruaposeaexrpocranun (Anenpol' DC).

Co BpemeH poccurickoit uMmneparpuribl Eauzasersr
ITerpoBust (1741-1761) TeppuTOpHs BAOAD AHENPOB-
CKMX TIOPOTOB, a TAKXXe IIPUAeralonye K Hel 3eMAM ak-
THBHO 3aCEASAUCD KaK CAABSHAMH Ta U IIPEACTABUTEASIMU
APYTHX 3THUYECKUX TPYIII, YTO IPHUBEAO K CMEIIeHHIO
KYABTYPHBIX TPAAULIAN B OAHOM MECTHOCTH.

CornaAbHbIN:

Coyuarvnouit paxmop. OnucaHHas Bblle TePpH-
TOPHUSI CETOAHSI IIPEACTaBAsieT CO0OOi GOABIION IpO-
MBIIIACHHbIM U KYABTYPHBIN IIEHTP YKPaHWHBI C aAMH-
HUCTPATUBHBIM LIeHTpoM — ropopoM Anenp. Ilpu sTom
pacmpeaeAeHHe CeAbCKOTO M TOPOACKOTO HaCeAeHHs
C KOXXABIM ropAOM u3MeHseTcs. IIpakTudecku Bce B3poc-
AOe HaceAeHHe TlepeesdKaeT B ropoaa (IIo crarucThde-
CKMM AaHHBIM 32 2008 rop ceAbCKOe HaCeAeHHe COCTABAS-
et 19,82%, aropopckoe — 80,18%), u3-3a 4ero Hocureaeit
TPAAUIIMOHHOMN KYABTYPbI CTAHOBUTCS MEHbIIIE.
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Hcropusa nccaepoBaHMI

Hcmopus uccaedosanuii. Teppuropusi, 6Goraras
HCTOPHYECKUMH U KYABTYPHBIMH COOBITHSIMH, BCETAQ IIPH-
BAeKaAa MccaepoBareaeil. Tak, ee mepBble Hay4HbIe ONKCA-
Hust 6b1a1 ocyecTBAeHbI [ Bormaanou emre B iepBoii mmo-
Arosune XVII Beka. [Tosanee, B XIX — Hawase XX croaernit
3TOT pervoH npuBAek BHuMaHue A. AdanacreBa-dyx6oun-
cxoro, B. BabeHKko u 11eA0# MAeSAbI MECTHBIX ACATEAEH —
H. Mapxesu4a, 1. Mamxypsi, I 3aaro608ckoro, 5. Ho-
BUIKOTO, /. SIBOPHUIIKOrO: KXXABII U3 HUX B OOABLIEH
UAM MEHbIIeH CTeIIeHH OIMChIBAA HAPOAHYIO KYABTYPY,
6bIT, 00BIYAH, TTECHH, HO CHCTEMATUYECKOTO HCCACAOBAHHS
MY3bIKAAbHO20 HACAEOUS. HE TIPOBOAHAOCE.

B XX Beke nHTEpec Kk MECTHOM MYy3bIKAABHOM KyAb-
Type IPaKTU4YeCKU OTCYTCTBYeT, OAHako B 1990-x ro-
AaX CHUTYyaIlMs IepeMeHHAACh: IPOBOASTCS GOABKAOP-
HbIe 9KCIIEAMIIUH, CHCTeMATHIeCKIe U 0OCTOSITeAbHbIE.
B XXI Beke Hauboaee aKTUBHBIMU HCCACAOBATEASIMU
CTaAM COTPYAHHKH AabopaTopuu $pOABKAOPA U ITHOTPa-
¢un, cozpanHoi B 2016 ropy npu AHenponeTpoBCKO
aKaAeMHH My3bIKU UM. M. [AMHKH, K TOPO IPHHAAAEKUT
u aBTOP. Bee ske aTHOMY3bIKOBEAYECKHE HCCAEAOBAHUS
3TOM TePPUTOPUHU AOCTATOYHO CKYAHDI, 10 CPAaBHEHUIO
c 6oAee ceBepHBIMU YacTAMU YKpauHsL FMerommmecs Ma-
TepPHAAbI B OOABIIMHCTBE CAy4aeB XPAHATCS B YACTHBIX
KOAAEKIUSX, YTO OTPaHUYMBAET K HUM AOCTYIL AbBHHAs
AOASL BCEX CYIIEeCTBYOLIMX 3alkCel IIeCEHHOM TPAaAULIUI
BBIIIOAHEHA Y3Ke YIIOMSIHYTOH AabopaTopuesi U ee pOHADI
OTKPBITHI AASL BeeX skeAaromux. [ToaTomy aBTOp mocrasu-
Aa epeA co60ii 3aAa9y — AATh OOIIYI0 XapaKTePUCTHKY
CEABCKUM IeCEHHBIM TPAAULIUAM TEPPUTOPUI CTEITHOM
YKpauHbl, CKOHIIEHTPHPOBAHHBIX BAOAD AHETIPOBCKHUX
IIOPOrOB, 0003HAYUTD CTEIIeHb COXPAHHOCTH TAABHbIX
JKQaHPOBBIX IIAACTOB 10 COCTOSHUIO Ha Hayaao XXI Beka.

OcHoBHOI pa3pea

Cpear TpPaAUITMOHHBIX TTIECEHHBIX KAHPOB, COXpa-
HMBIIHMXCS HA U3YYEHHON TePPUTOPUH, OCHOBHBIMU SB-
ASIIOTCSL TPH XKaHPOBBIX pa3psiAa:

1) MecHH, COPOBOXKARIOLI¥E 3UMHUIA ( POYKAECTBEH-
CKO-HOBOTOAHUIA) 06PSAOBBIIl KOMIIAEKC;

2) mecuu, 06CcAy>KuBaBIIUe CBaAeOHbII 06PSIA;

3) rpymnma Heo6pSAOBBIX IeceH, 00beAMHEHHAS 06-
MM [OHATHEM <IIeCeHHAas! AMpUKa> (damle MosAHei
MEAOCTHAHMCTUKH).

KaxeHAapHO-06PSIAOBDIi AACT

KaaeHAQpHO-06PSAOBBII TAACT IIECEHHOTO POABKAO-
Pa Ha TEPPUTOPUHU BAOAD AHEIPOBCKUX ITOPOTOB IIPEA-
CTaBAEH MCKAIOYHTEABHO IIeCHSAMH, COTPOBOXKAAIOIIMH
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3MMHHe 00XOABI ABOPOB. VX 1 B HaIlle BpeMs elje MOXXHO
3aIKCaTh OYTH B K&KAOM HACEACHHOM ITyHKTe COBpeMeH-
HOI AHempoIeTpoBcKoit obaacTu. B Hapoae ony, B co-
OTBETCTBUH C AATON IIPOBEACHHUSI OOPSIAOB, Ha3bIBAIOTCS
xors0xu (7 ssBaps, yTpo) nau wjedpusku (13-14 susaps).

3uMHIe 0OPSIAbIL, CAOXKUBIINECS B PETHOHE, IIPEACTaB-
AsieT cO6O0I AOCTATOUHO LJeAbHYIO KAPTUHY, HECMOTPSI Ha
TO, 4TO HOCUTEAU TPAAULIMK UMEIOT HCTOPHYeCcKre KOPHU
B PasAMMHBIX pernoHax Ykpaunsl (nepeceaenus XVIII-
XX BekoB). OcHOBHOI1 06bI4ait — 06X0A ABOPOB PA3HbIMU
BO3PACTHBIMU I'PYNIIaMU B COOTBETCTBHHU CO BpeMeHeM
cyToK (MHOIAQ C psDKeHbeM), TpeGOBaHIe BOSHAIPaXAE-
HMA 32 IeAPOBKY. I leceHHbIN pemepTyap OTAMYAACA B 3a-
BHCHMOCTH OT IPYIIITbI X BO3pacTa HcroaHuTeAeit. Cpeau
AETCKUX KOAAEKTHUBOB OBIAM PACIIPOCTPAHEHbI HeOOABIIIHE
CTHIIKH, KOTOpbIe XOPOM I'POMKO CKAHAMPOBAAKCD Ha YAH-
Iie TlepeA OKHOM AOMA. B 9THOMY3BIKOAOTHH IOAOOHYIO
$OpMy IPUHSATO HA3BIBATH KOMITO3UIJHEN-TIPUMUTHBOM .
Omna mpepcTaBAsieT cO0OI OAHOPAEMEHTHYIO IIOIIEBKY
YeTHIPEXAOABHOTO PHTMA (O4EHb PEAKO — TPEXAOABHO-
r0), THPOXUPOBAHHYIO B 3aBCHMOCTHU OT AAUHBI TEKCTa.
O6peM meApruBOK KOAeOAETCsI B IpeAeAax oT 4-x A0 15-Tu
CTPOK 1 3aBHCHUT MCKAIOUMTEABHO OT GaHTA3HU HCIIOAHH-
TeAeil. MeAOA¥Is Jallie BCero OXBaThiBaeT HeOOABIION AHa-
TIa30H — B TPeACAAX CeKYHABI MAH Tepimu. FIspeaka MOxHO
BCTPETHTDb bOAee pa3BepHyThIe MEAOAMYECKHUE TTOCTPOe-
HUS — B IIPeAeAaX KBUHTHI — cekctol [ 11, 18, 19].

Eme oAHOI pa3HOBHAHOCTBIO ATCKOTO KOAAEKTH-
Ba OBIAM TPYIIIBI ABOYEK, KOTOPbIE IIPOBOAMAU 0OPSIA
<BOXAEHHST MeAaHKU» — «MeAaHKysanus> (MecTHOe
HasBaHue)>. MeAaHKOBble HAlleBbl IMEIOT IIEeCTHCAOTO-
ByIO CTPyKTYpy (y Hee ecTb ABa pUTMIYeCKHX BapUaHTa:
1212121 121111%) c pOU3BOABHBIM KOAMYECTBOM CTPOK
B KOMITO3UI[HH, THPKUPYIOLIeH N30 PAHHYI0 OAHOCTPOY-
HyIo ¢urypy. Meaoprdeckue 0COOEHHOCTH MEAGHOK OT-
AMYAIOTCS OT ACTCKHMX GpOPM-TIPUMHUTHUBOB: UX AUATIA30H
mupe (KBHHTA MAHM CEKCTA), 9€TKO BHIACASIETCS TAABHAS
MeaopudecKas AuHMA. PakTypa — yaije BCero MOHOAUS
C 3IM30AMYIECKUMH IIpOsiBAeHUAMU reTepodporuu. Hecmo-
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TPsI HA OOADIIYIO Pa3BUTOCTD, STHOMY3BIKOBEABI TAIOKE OT-
HOCSIT HOAOGHbIE HATIeBbI K IPyTIIe MPUMUTHBOB [ 6, § 6.3].

Pesxe BCTpeyaeTcst MpaBOOEPesKHDII TUIT «MeAAHKY-
8aHHs> co cTrpoduueckoit mecHeit «Oil yuopa izsenopa
B ee CpeAHEeHaAAHeTIpsAHCKX BapuanTax [ 13, C.237; 15,
C. 18, npumeps1 2, 3; 7, kapra Al4].

Bapocable KOAAEKTHBBI K0ASOHUKO8/ UjedpusHbIKOB
6BIAM AU60 MY>KCKUE, AM60 CMelIaHHbIe (MY KIHHBI U KeH-
mHHBI). My>X4MHBI IO 06bIYAI0 UMEAM TIPABO OGXOAHTD
ABOPBI IOCA€ MOAYHOUH 14 AuBaps. PenepTyap B3pocAbIX
rpyI 6oAee pasHOOOpa3eH M KOMITO3UIJIOHHO YCAOYKHEH.
®opma neceH — crpodudeckast (OAHO- HAM ABYXCTPOYHAS),
¢ pedppeHOM HAH Oe3 Hero. PurMirdeckast OCHOBA — Y€ThI-
pexaoabHast purypa (AMCIIOHAEIT), KOTOPast IOBTOPSeTCs.
ABaKABL KOAT4ecTBO CAOTrOB B CAAAGIYECKO IPyIIIIe MO-
JKeT BApPbUPOBAThCS B IIPeAeAax 4—8 CAOTOB 3a CYeT Ipu-
eMa purMocuarabmaeckoro Apobaenmus [6, C. 189, kapra
A12]. Pedpen pacrioA0sKeH IIOCAE CMBICAOHECYIIETO CTUXA
(BcTpedaroTcst OAMHOYHBIE IPUMEpBL, KOTAA pedpeH 06-
PaMASIeT CTHX, CO3AaBasi APOYHYI0 KOMIIO3ULHIO). B mechsx
B3POCAOTO pelepTyapa AUAIa30H MEAOAUH IHpe, GaKTypa
MHOTOTOAOCHASI C Pa3BUTHIMU AMHUSIMU ITAPTHUI.

Kpome 00psip0B, Oepymux cBoe HAYaAO B SI3BIYECKOM
KYABTYp€, OTMETHM U TPAAULIUHU IIpOBeaeHHs PoxxaecTBa
(mpaBOCA@BHbBIE XpHCTHAHE MPA3AHYIOT ero 7 SHBaps).
BeuyepoM 6 siHBapsi IPHUHATO OBIAO HOCHTb KPECTHBIM
poanTeasM «eeuepto> (yxun). [loAHOLeHHAS TPaAULS
POSKAECTBEHCKOTO 00XOAA ABOPOB TYT He COXPaHHAACH
HIAM JKe He [TOAYYHAQ PACIIPOCTPAHEHHS], HO COBPEMEeHHBIH
perepTyap OIPOIIEHHBIX PECTIOHACHTOB BKAIOYAET B Ce0sI
XPHUCTHAHCKHIE KOASIAKU KHIDKHOTO IIPOMCXOAYKEHISL.

CBaaeOHbI 00ps1A

CBaaeOHBII 00pSIA HA HCCAEAYEMOIT MECTHOCTH €llje
B 70-X ropax IpOIIAOTO BeKA HAXOAMACSI B aKTHBHOM,
«1uBerymei>» ¢ase. B To BpeMst pOBOAUAKCH CBaAbOBI
B COOTBETCTBUH CO CTapbiMK obbrdasiMu. CoBpeMeHHbIe
9KCIIEAUIIHU He TO3BOAUAU HaM 3apUKCHPOBATH IIOAHO-
LIEHHBIN XOA AEHMCTBHS, HO IT0 UMEIOITUMCS AAHHBIM BO3-
MOXXHO PEeKOHCTPYHPOBATb €0 OCHOBHbIE ITAIIBL.

' TyT 1 panee kAaCCHUKAIINS BBIIOAHEHA 110 THUIIOAOTHH, paspadoranHoit V. KauMeHKo i OIMCcaHHOMN B ee MOHOIpaduu

[6,C. 67].

> MeAaHKyBaHHS IPOBOAUTCS 13 stHBaps, B Aerb CB. Meaannu. CymecTByeT HECKOABKO Pa3HOBHAHOCTEH 00PSIAOBOTO

AeHCTBa, PYHKITMH U COCTaBa YIaCTHUKOB. Ha TeppuTOopiy AHENPOBCKIX IIOPOTOB BCTPEYAAUCD: 1 — TOABKO AEBUYMIL COCTAB,
HCIIOAHSIOIIYE TIeCHH (€3 PUTYAABHBIX IIOCTAHOBOK; 2 — ACBHYUI COCTAB, B KOTOPHIIl BXOAUA OAUH MAABYMK, ITePEOAETHI
«MeAaHKOi1» — AeBOUKOI1, B HEKOTOPDIX CAYYasiX OH MOT 6e306pasHuyaTh (MCIIOAHATD TaK Ha3bIBaEMbIe PUTYAAbHbIE 6€CIMHCTBA).

3 Tlpunsaras B oTedecTBeHHOI Hayke (mo ununmaruse K. KsuTku) sanuch purmmdeckoit ¢opmyasl, B koTopoit nudpe 1
COOTBETCTBYET BOCbMAsI My3bIKAAbHAS AAUTEABHOCTD, a IT$pe 2 — YeTBEPTHASI My3bIKAAbHAS AAUTEABHOCTD.
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CBapeOHOe AefiCTBHE Pa3AEASIAOCH Ha HECKOABKO Ya-
creit: ceamanns (peAAOKeHHe 3aMy>KeCTBa), COOCTBEH-
HO CBaAb6a, PacIMCaHHAs IO AHSAM (MUHUMYM TPH AHS)
n nocaecBape6Has gacts (Kypu nan Llpizanet, yamme Bcero
TaKue I'yASHHS AAMAKCH AO HEAEAN).

W3 spKyX, yKOPEHMBIIHXCS B TAMATH PECIIOHACHTOB
pparMeHTOB 0OPsIAQ BHIACAUM BBINEKAHKE U YKPALIeHHe
TPaAMLIMOHHBIX XAe60B («K0posail>, <uumku>, «0bi-
B8€Hb>>, a TAKOKE «Co8a>»> U <<6op0Ha>> AO CHX IIOP, B 60AB-
IIel MAM MEHBIIEH CTeIeHH, SBASIOTCS HEOThEMAEMbBIM
CBaAeOHBIM aTpUbYTOM); 06XOA ABOPOB C IPUTAATIEHHEM
Ha CBaAbOY; «0usbit-694up> (cobpaHue OAPYT HaKaHyHe
CBaABOBL); BHIKYTI HeBeCTbl, a Takke «Kypoi» nan «Lfprea-
Ho1> (C HYMM CBS3aHBI HAM6OA€€ XXUBbIe BOCTIOMMHAHH).

Kasxapit aTarm 06psiaa ObIA HACHIIEH TPAAULIMOHHDI-
MU ITeCHSIMH, B KOTOPBIX 3aKAAABIBAACS] OCOOBII Maruye-
CKHI1 CMBICA. VX ICTIOAHSIAM y4aCTHHKH CBAABOBI — Opync-
Kku, 60spe, ceauiku. MOAOAOKEHDI ITO TPAAULIUU [IETh He
AOAKHBI, KX POAD ITACCHBHA.

B n3y4yeHHBIX AOKAABHBIX perepTyapax II04YTH IOBCe-
MEeCTHO BCTPEYAIOTCSI YeThIpe HalleBa TaK Ha3bIBaeMOro
cpeaHeAHenpoBcKoro Habopa (ompeaesenue M. Kan-
meHKo [ 6, C.264]), a Takke eAMHUIHDBIE 06PA3LbI APYTHX
MeAopopM. KoArdecTBeHHO TAaBHYIO POAD UT'PAAM Halle-
BBl THPAAHO# $opMbI (¢ BOSMOXKHOCTBIO HAPALJMBaHNUs
(TMpaxkupoBaHus) meceHHbIX cTpok). OHK 06CAYXKHBa-
0T AKTUBHYIO PUTYAABHYIO 4acTh CBaAbOBL. OCHOBHYIO
AOAIO TEKCTOB B3SIAU Ha Ce0sI MEAOAUH C LIECTHCAOXKHOM
OCHOBO¥ B 6-p0AbHOM puTMe (koA T6) 1 6oaee peaxocT-
Hble MEAOAHH CO CTUXOBOI 0CHOBOI 5+3 (xop TS31').

Apyras rpynmna MeAOAUH OTAMYAETCSI AUPHIECKUM
copepkaHueM TekcToB. OHH pacneBarOTCs B COOTBET-
CTBYIOIIEM 9TOH (PYHKITMH MEAOAUYECKOM CTHAE. JTO
¢$opmbl crpoduueckoro crpoenus. OAHy U3 HUX, C ITPO-
M3BOAHBIM OT OCHOBBI VS3 cruxom V{44}5? ommcaa
A. Tepemenxo [17]. Takke IpOU3BOAHBI, BTOPHYHbII
CTHX V{445} , PACIIETBIi1 B TPEeXKPaTHOM IIOBTOPE, 0b6pa-
3yeT APYI'yI0, OUYeHb U3BeCTHYIO B YKpauHe u beaopycu
TpexcTpouHyto dpopmy [4, [TE8*].

Anpuxa

OcHoBy pernepTyapa Bcex OIPOIIEHHBIX PECIIOHAEH-
TOB COCTABASIAU BHEOOPSIAOBBIE [IECHH, TaK Ha3bIBaeMast
[leCeHHAasI AMPUKA UAU «OObIuHbIe TecHu>». Ha Teppu-
TOPHH AHEIPOBCKUX IIOPOTOB IIPEACTABACHBI ABE HX
Pa3HOBUAHOCTH (r[o KaaccuuKaIuu A. I/IBaHnuKoro) -
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COYUAAbHBIE, K KOTOPBIM CAEAYET OTHECTH KO3allKue, Jy-
MaljKue, peKpyTCKHe UAM COAAATCKHE IeCHH, a TakKe
Ovimosvte, B 1IeHTpe BHUMAHUS KOTOPBIX — AI0OOBHAsI Te-
MaTHKa, COIHAAbHOE HEPABEHCTBO HAU HeAeTKasl CyAbba
JeAOBeKa. DTH IIeCHH, CBSI3aHHbIE IPeXAE BCEro He C CO-
OBITHSIMU HAK 0OBEKTAMH, A C IYBCTBAMH, HACTPOEHUSIMY,
NepeXXUBAaHUAMH YEAOBEKa, CKAAABIBAAMCH B YKpauHe,
HaynHas npumepHo ¢ XVI seka. [Tepuoa Tpasunmonso-
IO <« AUPHUYECKOT0> TBOPYECTBA IIPOAOAKAACS AO HadaAa
XX Beka, MOTOMY 9TH IIECHH HECYT B cebe CTHAHCTHKY
OYeHb Pa3HBIX 9MOX. B oTAMYME OT APYTHX IeCeHHbIX
IIAACTOB YKPaMHCKOrO POABKAOPA, AMpUYeCKHe IIeCHU
BBIACASIIOTCS] 60A€e MHAMBHAYAAU3HPOBAHHBIMH ITOITHU-
4eCKUMH 0bpasaMu. Anpudeckre eceHHbIe TPAAUIUH
Hap AHenpsHIUHBI MHOTOIOAOCHBI — 3TO BCETAQ ABE MAU
TPH MAPTHU C Pa3BUTHIMU MEAOAMIECKMMH AUHUSMHU IO-
A0COB. B HekOTOpBIX 06pasIax 3aMeTHO FapMOHHYECKOe
MBIIIAEHHE, 9TO OOBSCHSIETCS UX OoAee TO3AHUM (op-
MHPOBAHHEM II0A BAUSHHEM KaHTOB (CO3AaHBI He paHee
XVIII Bexa) u, mo3e, FTOPOACKON POMAaHCOBOM My3bIKH.

BriBopbI

Wsy4us paxropsl, nopaussmre Ha $OpMUPOBAHUE,
Pa3BUTHE U COXPAaHHOCTb AO CETOAHSIIHEro AHS Tpa-
AUITOHHOM KYABTYPBI HaCeACHMs], IIPOXKUBAIOIIETO Ha
TePPUTOPUHU BAOAD 30HBI AHETIPOBCKHX IIOPOTOB, MOKHO
CA€AATh HEKOTOPbIe 0600IeHIISL.

Crnenuduyeckoe HCTOpHYECKOE IPONIAOE HCCACAYe-
moit reppuropun (3acesenue B XVII-XVIII Bexax) u ak-
THUBHBIN POCT NPOMBIIIAeHHBIX TOpoAOB B XIX-XX Be-
KaX MOBAMSAU Ha pOPMHPOBaHMeE 3AeCh TaK Ha3bIBAEMOM
<TPAAUITMOHHON KYABTYPBl BTOPUYHOIO THIA>». JDTO
TIPUBEAO K PEAYKIIUH OOPSAOBBIX )KAHPOBBIX IIAACTOB, TH-
IIMYHBIX AAS UICTOPHYECKH PAaHHUX TePPUTOPUM YKpau-
HbI: B CTEITHOM 30HE COXPAaHUAKCh TOABKO IECHH, COTIPO-
BOXKAQIOIMe 3UMHUI U CBaAeOHBIN ITUKABL. KaskABII U3
HMX IIPEACTABACH MEHbIIUM YHCAOM TUIIOBBIX ITeCeHHBIX
$opmM, 4eM Ha TEPPUTOPHAX CTAPOTO 3aCEACHHS.

Ha nepBbIit IAQH BRICTYIIUAY KAHPBI, COPMHUPOBAB-
1uecs B 60Aee II03AHUIT TepHOA — IeceHHast Anpuka. OHa
COCTaBAsIeT OCHOBY pelepTyapa BCeX ONpOIIeHHbIX pe-
CIIOHAEHTOB. DTY I'PYIIITYy MOXHO Pa3ACAUTD Ha ABE TTOA-
rpynmsl. BaxkHo, 9TO COXpaHMAMCDH COIMAAbHbIE IIECHH,
OBITOBABIINE B PA3HOE BPeMsI B PA3AUYHBIX COLIMAABHBIX
cocaoBusx (KO3aLKue, YyMaLKKe, PeKPYTCKHE, COAAAT-
ckue). Bropyto rpymiry cocraBasior GbITOBbIE MeCHH,

! Apeanni pacripocTpanenus Takux Gpopm B YkpanHe rokasanst B Ataace (7, kaptot A46, AS2).

2 Ee apeaa nokasan B Ataace (7, kKapra A47).
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IIOBECTBYIOLIHE 00 OTHONIEHHUSX B CeMbe 1 COLIUAABHOM
HepaBeHCTBe. AMpUYecKye IIeCHY Yalje BCero UCIIOAHS-
I0TCS aHCaMbAEM B AByXT'OAOCHOI1 (pexke — TPeXroaoc-
HOI) dpaxType. OHM OTAMYAIOTCS PA3BUTOCTBIO CIOKETa,
paspacTaHieM 06beMa TeKCTa 3 CYeT BKAIOUEHHS JIIUTe-
TOB, MeTadpop, CpaBHeHUI. MeaoaAnueckre AMHUN KaX-
AO¥ IAPTHH AOBOABHO CAOXKHBI, AMAIIA30H MUPOKHUil (OK-
TaBa M MIKpe), PATMHKA BKAIOYAeT py6aTHble GpparMeHThL.
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B Hacrosimee BpeMs MCIIOAHEHHE HAPOAHBIX ITeCeH
B OBITY IPAKTUYECKU YTPATHAO CBOIO aKTYAABHOCTD, HO
B [TAMSITH AIOAH ellle SKUBBI BOCIIOMHHAHHS O IIPOBEACHHHU
00psIAOB U X ITeCEHHOM HaroAHeHHH. HekoTopoit moa-
AEPYKKOM AASI COXPAHEHHS U TIEPEAATU CACAYIOIITHM ITOKO-
AEHFSIM MHOTOBEKOBOTO Oaraka HapOAHOT'O KyABTYPHOTO
HACAEAMSI CIIOCOOCTBYeT aKTHBH3ALMS COOMPATEAbCKOM
U HCCAEAOBATEABCKOM A€ATEABHOCTH B 9TOM MECTHOCTH.
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EXPERIENCE OF FOLK SINGING CULTURE STUDIES IN THE
AREA OF THE DNIEPER RIVER RAPIDS IN THE XXI CENTURY

Abstract

Purpose of the study: to give a general description of the rural singing traditions along the steppe Ukraine
territories, concentrated at the Dnieper river rapids, and to indicate the level of the main genre layers preservation
during the beginning of the 21 * century.

Research methods: historical, allowing to trace the evolution of the traditional culture development; geographical,
with the help of which the boundaries of the individual structural and stylistic phenomena of song culture distribution
are established; methods of field research and interviewing, allowing to obtain information directly from the carriers
of the tradition; a modelling method that makes it possible to comprehensively present the structure of a ritual action;
methods of analysis and synthesis, as well as comparison and generalization, due to which the general and individual
tendencies of the song culture existence within the studied territory are revealed, in comparison with neighbouring
and remote areas.

Results of the research: genres of traditional song culture that exist on the territory along the Dnieper rapids,
preserved in the memory of local residents up to the first decades of the 21st century, have been identified; the
characteristic of genre song groups is given, the problems of their preservation and development or extinction are
outlined.

The scientific novelty is due to the almost complete absence of scientific ethnomusicological literature describing
the outlined region, and data for areal studies, which is explained by its extremely low field study (until recently).

Practical significance: the results of studying the traditional song culture of the steppe Ukraine make it possible
to expand the knowledge of ethnomusicologists about a little-known region, fill in the “gaps” in ethnomusicological
maps, to establish the modern patterns of certain genres preservation perspectives.

A.1.LYUBIMOVA EXPERIENCE OF FOLK SINGING CULTURE STUDIES IN THE AREA OF THE DNIEPER RIVER RAPIDS IN THE XXI CENTURY
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NOBYTYBAHHA HAPOOHOI NICEHHOI KYJIbTYPU HA
TEPUTOPII AHINPOBCbKUX NOPOTIB Y XXI CTOJIITTI

AnoTamis

Mema docaidxenns: HapaTH 3aTaAbHY XapaKTEPHUCTUKY CIABCBKUM ITiCEHHUM TPAAHUIISIM TepUTOpil cTermoBoi
YkpaiHH, CKOHIIEHTPOBAHUX Y MEXaX AHIIIPOBCHKUX IIOPOTiB, OXapaKTEPU3YBATH CTYIIiHb 30epeXeHOCTi FOAOBHUX
XKAaHPOBMX IIAACTIB CTaHOM Ha ToyaTok XXI croairTs.

Memodu docaidscenns: icTOpIIHNT, SIKUIT AO3BOASIE TPOCAIAKYBATH BOAIOIIIO TPAAHIIHOI KYABTYPH; Feorpa-
$iuHuMI, 32 AOTIOMOTIOO IKOT'O BCTAHOBAIOKOTHCS MEXi PO3IIOBCIOAKEHHS OKPEMHUX CTPYKTYPHHUX Ta CTHAbOBHX SIBHII]
IiCEHHOI KYABTYPH; METOA IIOAbOBHX AOCAIAYKEHD Ta iHTEpPB IOBAHHS, SIKUIT AO3BOASIE OTPUMATH iH$OpMarito He3mo-
CepeAHbO Bia HOCIIB TPaAHILii; METOA MOAEAIOBAHHS, IIJO AO3BOASIE KOMIIAEKCHO IIPEACTABUTHU CTPYKTYPY 0OPSIAOBOTO
AIFICTBa; METOAM aHAAI3Y Ta CHHTE3Y, a TAKOXK NOPIiBHAHHSA Ta Y3araAbHEHHs], 3aBASKHU SKUM BHABASIOTHCS 3araAbHi Ta
iHAMBiAyaABHI TeHAEHLT TOOYTYBaHHS ITiCEHHOI KYABTYPHU B MEKaX AOCAIAXKYBaHOI TepUTOpIl y MOPIBHSIHHI 3 Cycip-
HIMH Ta BIAAQAAEHHUMH MiCLIeBOCTSIMH.

Pesysvmamu docaidxcenns: BiAHAAeH] XXAQHPH TPAAUIIMHOI ITiCEHHOI KYABTYPH, SIKi HOOYTYIOTh Ha TepeHax
B3AOBJK AHIIIPOBCHKHX ITOPOTIB, 1]0 30@perAnch y IaM sTi MiCI}eBUX MEIIKAHIIiB 6e3I10CepeAHbO AO TTePIINX ACCATUAITH
XXI cTOAITTSI; HapaHA XapPaKTEPHUCTHKA XAHPOBUX )KAHPOBHUX IiCEHHUX IPYII, BU3HAYeH] MPpobAeMH IX 30epexxeHHs
Ta PO3BUTKY 260 BracaHHs.

Hayxoeéa noéusna 06ymoBAeHa Mafke ITOBHOIO BIACYTHICTIO HAyKOBOI e THOMY3HKO3HABYOI AiTepaTypH, 1110 OIH-
Cy€ OKpeCAeHHUH perioH, Ta BIAOMOCTeH AASl Ap@AABHHX AOCAIAJKEHD, 11O MOSICHIOETHCS BKPAi 0OMeXKeHHM MOAbOBHM
AOCAiAXKeHHSM (A0 OCTAaHHBOTO Hacy).

IIpakmuuna snauywicme: pe3yAbTaTu BUBYEHHS TPAAMIIIMHOI ITiCEHHOI KyABTYPH CTEIIOBOI YKPaiHH AQIOTb MOX-
AUBICTD PO3IIMPHUTH 3HAHHS €THOMY3HKOAOTIB IIPO MAAOAOCAIAYKEHY MiCII€BICTb, 3AIIOBHUTH < IIPOOIAK> HA €THOMY-
3MKO3HABYMX MAIlaX, BCTAHOBHTH CyYacHi 3aKOHOMIpHOCTi 36epesKeHOCTi eBHUX XKaHPiB.

KAro4oBi cA0Ba: CiAbCbKa My3HU4YHA TPaAHUILIist YKpaiHH, 30HA AHIIPOBCHKUX IIOPOTiB, IMiCHi 3SMMOBOT0 06PSIAOBOTO
ITUKAY, BECIADbHI ITiCHI, TPAAUIIiFHI AipUYHI ITiCHI, TPAAMIii Ii3HPOTO POPMYyBaHHS.
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! Xapmcosacm] HaquHa/Lbelﬁ YHusepcumem UCKyccrme umeHu Hu.I11 KOH’!A}IPCBCKIOZO

«ABEPUA»: MY3bIKA U. AJIbBEHUCA B OBbEKTUBE K. CAYPbI

AnHoTanusa

Ileav uccaedosanus: onpeAeANTb 3HAYUMOCTD KYABTYPBI PAAMEHKO AASI MAHU(EeCTAIIUH HCIIAHCKOM HAIJMOHAAD-
HoIt upeu B TBopuecTBe M. Aavbennca u K. Caypst.

Memodvt uccaedosanus: aHAAUTHYECKHI, KOMIIAPATHBHbIMN, HCTOPUYECKHUIL, THTePMEAHAABHbII.

Pesysvmamot uccaedosanus: oXapakTepru3oBaH KOHKPETHBIH OIIBIT BOCCO3AAHMS CHMBOAMYECKOTo obpasa Hc-
HaHWUU. BeIIBA€HDBI KOMITO3UIIMOHHbIE U ApaMaTyprudeckue ocobenHoctu puabma K. Caypsr

Hayunas noeu3na: BriepBble BbIIBACHbI IPHHIJUIII KHHOBOIIAOIIeH s My3bIKu M. AapbeHnca, mpocaesxeHa ak-
TYaAM3aIHs KyABTYPbI pAAMEHKO B YCAOBHSX HHTEPMEAHAABHOTO AUAAOTA.

IIpaxmuueckoe npumenenue: AOCTIDKEHUS AAHHOTO UCCAGAOBAHHS MOTYT OBITh TOAE3HBI AASL AAABHEHIINX HH-
TePMEAMAABHBIX HCCACAOBAHHI, CBSA3AHHBIX C BOIIAOIIEHUEM My3bIKAABHBIX 0OPa30B Ha 9KpaHe, a TAKoKe PaCIIHPST
IpeACTaBACHHS 00 MCITAHCKOM KyAbType. QPakThl U3 9TOTO HCCAEAOBAHMS TAKKe MOT'YT BKAIOYATHCS B pePAKCHIO
MY3BIKAHTOB-IIPAKTUKOB M IIEAATOTOB, KaK BCIIOMOTaTEAbHBIH MaTepHAA AAS KOMIIAGKCHOTO IIOHMMAHUS CTUAEBBIX

0cobeHHOCTel NCITAHCKOM MY 3bIKH.

KaroueBbie cAOBa: HCIIAHCKAsI My3bIKa, TBOp4ecTBO V. AabOenuca, paamenko, kunonoaruka K. Caypsr

Aast nurupoBanus: Measuuk B. 1O. «M6epusi»: Mysbika H1. Aapbennca B o6pextuse K. Caypsr // European
Journal of Arts, 2021, Ne4. — C. 71-77. DOI: https://doi.org/10.29013/EJA-21-4-71-77

Kapaoc Caypa Artapec (pop.1932) — opna us Be-
AMYAMIINX QUIYP HCIAHCKOrO KHMHeMaTorpada, 4ubs
¢uapMorpadus HacuuTHIBaeT H0Aee COPOKa GpHUABMOB.
MHorue 13 HUX HOMMHHPOBAAKCh Ha « Ockap>, HEOAHO-
KPaTHO OTMEYaAMCh Harpapamu Ha pecTusasx B Kannax
u Bepanne. He 00x0As1 BHUMaHHEM OCTPOCOIMAABHBIE
TEMBbI, PEXXHCCep MUTAA 0COOYI0 AT0OOBb K HAPOAHOMY
uckyccrsy tora Micnmanuu. B oAHOM 13 CBOMX HHTEpBbIO
OH Ipu3HaBaAcs: «Koraa s yBaekcs paameHKo, MHe 6BIA0
17-18, 51 6bIA TaKO XyAeHbKHUIL. 5] MOAyMaA: s Takoit
CTPOJHBI, TAKOM ITOATSIHYTBIFL, S XO4y OBITb TAHIJOPOM
$aramenko. 4 nomrea Ha 3aHATHSA K 3HAMEHUTOM LIbITaH-
ckoi Tannosmuie. OHa MOCTaBHAQA IIAACTHHKY, CKa3aAa:
“Aasait Taumyit!” OHa Ha MEeHSI CMOTpeAa HCIIOAAODDS,
a IOTOM BBIKAIOYHMAA MY3bIKY U CKa3aaa: «Kapaoc, ayqime
3aitMuCh APyTUM Aeaom!”» [2].

IOnomeckwuit naTepec K. Caypsl k TpaAUITMOHHOM
KYABTYpe CO BpeMeHeM ObIA peaAu30BaH APYTHM ITyTeM —
B KHHeMaTorpa$puueckoM TBopuecTse. 1M Ob1AM cO3pAaHbI
duabmpr: «Paamenko» (1955), «Cepuabsubi» (1991),
«®ramenko>» (1995), «Paamenxo ceropus> (2009),

«®aramenxko, Paamenxo> (2010). OueBraHO, AeOIOTHAS
pabora 1955 roaa He ucyepIIaAa BCe aCIEKTHI, KOTOPbIE
Ob1AM BaXXHBI AAST pexxriccepa. OH orMedaa: «Craa daa-
MEHKO B TOM, YTO OHO POAMAOChH B MECTe, TA€ BCTpeda-
IOTCS KYABTYPbI, M IIPOAOAXKAET BIIMTBIBATh BAMSHMAL
IToaTomy, B oTAMYHME OT OCTAABHOM MY3bIKH, pAAMEHKO
croco6Ho nocTosHHO 06HOBAsTECs> [1]. K. Caypa He-
OAHOKPATHO 0OpamjaAcsi K 9TOH KyABType, BOCCO3AABAS
ee cBoeobOpasue BO MHOTHX pakypcax. PaameHko Ha
Pa3HBIX 3TaIlaX CBOEro pasBUTHS (B KOHKPETHDIX HCTO-
prdecKkux pOopMax) BBICTYIIAeT TAABHBIM TEPOEM B €r0
paboTax, KOTOpbIe MOXXHO CMEAO Ha3BaTh AETOIHCHIO
3TOTO YHHUKAABHOTIO siBA€HUA. Buaumo, MeTamop¢osbl,
OTpa’Kalolie OOIeKyAbTypHbIe Tporieccsl B Mcnanun
BTOpOI1 MoAoBHHBI XX Beka — Hadase XX, KaXKABIN pa3
PACIIMPSIOT IPOCTPAHCTBO AASL HOBBIX OCMBICACHHIL.
Kpome aToro, 06painasich K BEAUKHM ITPOU3BEACHHSIM
IPOIIAOTIO, BCTYTIAsl B « TBOPYECKU Auasor> ¢ I Aopxoi,
IT. Mepume, M. ae ®aabs, V. Aapbenucom u paxe co
Caaremv I Tucanmnem, K. Caypa oTkpbiBaeT ux HOBbIE I'pa-
HU, TIepeCcKa3bIBasi I3bIKOM PpAaMeHKO. AASI CBOUX paboT
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K. Caypa cobupaeT AydImux npeacraBuTeAein pAAMEHKO-
KyAbTypbl. OH ImpuraamaeT K corpyaHndectsy Ilako ae
Aycuro, Manoao Cancyaapa, Kpucruny Oitoc, AuTOHMO
l'apeca, Capy Bapac, Pocuo MoAuHy 1 MHOTHX APYTHX 3Ha-
9UMBIX AUYHOCTeH. PedyabraTroMm aToro mporecca crasu
TaKue KMHOIeAEBpSI, Kak «Kposasas ceapbba> (1981),
«Kapmen» (1983), «Koaposckas ao6osb» (1988),
«Casomes> (2002), <<I/I6epI/I$I» (2005).

Aurenivia Silva de Meneses, pa3bupast paaMeHKOIeH-
TPUYHOCTb UCKYCTBA BEAUKOTO PEXHUCCEPA, IIPUXOAUT
K BbIBOAY: «Yepes Caypy u ero moaxop k pAaMeHKO,
KHHO AQeT HaM HaOATOAEHHS, BBIXOASIIIIHE 32 PAMKH TOTO,
4TO MBI AyMaeM 06 9TOM KyAbType>» |9, 17]. AeiictBu-
TeAbHO, 60AbIMHCTBO pabor K. Caypsl — 910 mombITKa
HOHATH CBOeobpasue GpAaMEeHKO, MOTHBbI €T0 Pa3BHUTHSI,
ero koAbl Ho ecTb opun obpaserr, B KOTOPOM pesxiccep
CPeACTBaMU KYABTYPbI UCIIAHCKUX POMOB FOBOPUT He
O AOKAABHOM SIBA€HUH, a IOAHUMAeT CMbICAOBYIO Ha-
IPY3Ky KHHOAEHTHI AO OOIIeHAIIMOHAABHOTO YPOBHS —
uabm «U6epusa» [6]. Ilpu mepBoM 3HAKOMCTBE KH-
HoAeHTa «H6epusi>» (2005) NPOM3BOAUT BIeYaTAeHNUE
Pa3pO3HEHHOM KMHO-CIOHTBI, TAE B KaueCTBe CayHATpeKa
HCIIOAB3YIOTCS Pa3AUYHbIE HHCTPYMEHTAAbHbIE APAHKHU-
poBku poprenuaHHbIX mpousBepeHuil . Aapbenuca,
a BU3YaADbHBIM PsIA 3aIlIOAHeH Xopeorpadueil paaMeHKo,
HCIIOAHEHHOH B IIPOCTPAHCTBE CheMOYHOIO ITaBUAbOHA,
CTUAM30BAHHOTIO IIOA TaHI[@BAAbHBIN KAACC.

B ¢uabme ecTb MHOXKECTBO HAMEKOB, 3aCTABASIONIMX
BOCIPMHMMATh KHHOAeHTYy Kak Hommage seanxomy
KOMIIO3UTOPY. DTO U HaszBaHHe (HAbMA, OTChIAAIOLIEE
K KOHKPETHOMY MY3bIKAABHOMY IIPOU3BEAEHHIO, A TAKOKe
npembepa «Hobepuu> K. Caypbl, cOCTOSIBIIASICS CITYCTSI
poBHO 100 AeT mocAe M3AAHUS OAHOMMEHHOTO ITMKAQ
M. Aavbenuca. «IIpozpammupyrouyio> GyHKIHIO BbI-
TIOAHSET U CepHsi KOPOTKHX KAAPOB B HadaAe GpUAbMA. DTH
3HAYMMbIE 3APHCOBKH C U300 pakeHHEM AeTaAeH CIieHYe-
CKOTO 0$pOPMAEHUSI BIIOCACACTBUM OYAYT OXKHBATD H Pas-
BUBaTbCA. B 1x yepeay BkatoueH anurpad, MOCBsIeHHbIN
1. AabOeHucy, B KOTOpPOM OOBSICHSIETCSI BBIOOP TeX My3bl-
KaAbHBIX IIPOM3BEACHHI, KOTOPbIE, II0 MBICAH PeXXHCCce-
Pa, SIBASIIOTCS HarboAee 3Ha4MMBbIMH: «FIcaak Aabbernc
(1860-1909) mucaa My3bIKaAbHbIE IPOM3BEASHHS, B KO-
TOpBIX yriomuHaeTcs Mcnanus u ee perriosst. IToa 061mmm
HazBaHneM <IBERIA> mbI cobpasu Te mpousBepeHs,
KOTOPBbIe Ka3aAUCh HaM HanOOAee 3HAYHMMbIMH, HCIIOAD-
3ysl ©X CBOOOAHO H I10 CBOEMY YCMOTPEHHIO, HO BCErAd
C yBa)K€HHEM K HaCAEAUIO OAHOTO M3 CaMbIX TBOPYECKUX
KOMITO3UTOPOB, POXKAEHHbIX HAIlle! CTPAHOM>.
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Cpoe passurue anurpad MOAyYaeT B OTAGABHOM
HoMepe «Triana>, rae K. Caypa passopauuBaeT B Kaue-
cTBe pOHA AOKYMEHTAABHYIO PeTPOCIEKTUBY KHU3HEH-
HOTO ITyTH KOMITO3UTOpa. Xopeorpadus u apaH>KMPOBKa
IIPY TaKOM B3TASIA€ BOCIIPMHUMAIOTCS KaK aKTyaAU3aIus
U TIOAYePKUBAHUE 3aA0XKEHHDBIX KOMIIO3UTOPOM (OAb-
KAOpHBIX MOTHBOB. Ho mpu 60Aee mopApobHOM aHaAu3e
XYAOXKeCTBEHHOM CTPYKTYPbI ¢pHUAbMA CTAHOBUTCS ITO-
HATHBIM, 4TO IIOCBSI]eHHe BEAUKOMY KOMIIO3UTOPY — aB-
TOPY OAHOMMEHHOTO MY3bIKAaABHOTO COYNHEHHS (My3bl-
KaAbHO# «16epun> ) — 0CTaéTCA AUIIb OAHOI U3 MHOTHX
Apyrux, 6oaee raobaabHbix 3apa4 K. Cayper

KunoAeHTa COCTOUT M3 BOCEMHAALIATH OTAEABHbIX MY-
3bIKAABHO-TaHII€BaAbHBIX HOMEPOB, KOTOPbI€, Ha IIePBbIi
B3IASIA, He CBSI3aHbI EAHOM CIOXKeTHOM AMHUeH. B Helt 0T-
CYTCTBYeT Iepoii, 33 COOBITUSIMU XKH3HU KOTOPOTO MOXKHO
cAeAuTD. M XyaosKecTBeHHAs 1IeAbHOCTb KUHO(QHAbMA, Ha
TIepPBbIi B3TASIA, AOCTHUIAETCSI TOABKO OAAropapst HCIIOAD-
30BaHMIO MY3BIKH OAHOTO KOMIIO3UTOpA — Ibec U3 ¢pop-
TeNUaHHbIX [TUKAOB 1. Aapbenuca «Mbepusi>», «Mcman-
CKasl CIOMTa>», « 12 XapaKkTepHbIX Ibec>.

B Hayase MbI CAOBHO IOITapaeM B TeaTPaAbHOE 3aKy-
AWICbE: TUTPBI, ITepeMeXaIoNuecs OTACAbHbIMU KaAPAMH:
MOHTAXX CII€HbI, TIOCACAHHE IIPUTOTOBACHHS CheMOYHOMN
TPYTIIIbI; peNeTUIIMU APTHCTOB; POSIAb U IIOPTPET CAMOTO
aBTOpPa My3bIKH. AeHCTBUE OTKPBIBACTCS ITOA AKKOMITaHe-
meHT nbechl Evocation (iuka «6epusi> ) B ucnosneHun
ucraHckor rmuanuctku Rosa Torres Pardo: Bce pacTBo-
psIeTCsl B TeKydeil MEAOAMH TeMBI 1 IIepPecTaeT ObITh 3pH-
MO TeAECHbIM, LJapUT TOABKO MY3bIKA ... KAAAHC... U He-
CKOABKO CEKYHA T1ay3bl.

Bce paspHeiimee CAOBHO BOCKpeIlaeT KU3HEHHbIE
BIieyaTAeHMst Macrepa, KOTOpble MPeoOpasyA U 3aIreyar-
AeA ero reHuil. Tak, cAeAyIOIuil HOMep KMHO-CIOUTHI —
«Aragon> (umxa «Vcnanckas cronta ). Xopeorpadus
Xoce AHTOHHO B AyXe aparOHCKOM XOTbI B COIIPOBOXKAE-
HMU KaCTaHbeT AOTIOAHSETCS MY3bIKaAbHOM apaHKHPOB-
KOJ AASI TUTapbl, OaHAYpHUH, Oac-TUTAPBI, CKPUIIKU U ABYX
KaxoHOB. OTMeTHM, 4TO COCTAB MY3bIKAABHOTO AHCAMOASL
BBIOpAH B COOTBETCTBUH C TPAAMIIHEN: OPKECTP THTAPHU-
CTOB AEMOHCTPHPYeTCs 60Aee pa3HOOOPa3HO, GYHKIIUIO
BOKAAbHOM NMAPTHU UCIIOAHSIET CKPHUIIKA.

Munmuariopa «Bajo la palmera> / «ITop maapmoit>
(«Hcnanckas cronTa» ) — MOAQHA KaK CTHAM3AIHS GOp-
TeNMAaHHOTO OPHMIMHAAA ITOA YyBCTBEHHYIO AATHHOAQ-
MepHKaHCKyl0 pyMmOy. CooTBeTCTByIollee 3BydaHUe
AOCTHUTHYTO C TIOMOIBIO apPaH>KUPOBKHU: 2 CKPHUIIKH,
KAapHeT, $pAeiiTa, TUTapa, popTenuaHo, KOHTpabac, Oy-
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6en. ITukanTHOCTH AOOABASIET U XOpeorpadHIecKHil
Ayat Patric de Bana n Aida Gomez.

B «Granada» («Wcmanckas croura») — Chano
Dominguez (poprermmano) u Antonio Canales (paameHxo)
IPHU3HAIOTCS B OTKPBITOMH 1 be3rpaHndHoM Ar06Bu K I'pa-
HaAe — TOPOAY-TIAMATHHUKY CPeAHEBEKOBOM apXUTEKTyphL.

IMbeca «Cordoba» («Vcmanckas croura» ) peie-
Ha B MaBPUTAHCKOM KOAOPHTE, YTO IOAYEPKHYTO MY-
3bikaAbHO (06paboTKa AASL apabCKUX MHCTPYMEHTOB —
6A0KPAEiITHI, pebeka, ceTapbl, YAy, 6y6Ha) U )KUBOTIMCHO
(TAHIOBIIUIIBI OAETHI B Y€PHbIE, CHHHE U GeAble AAMHHbIE
IIAATHsI, [IOXOXKHE OAHOBPEMEHHO Ha XMAXKA0 U KaTOAM-
gecKy1o pscy). [IpoTuBopedre BO BHELIHEM BUAE HMeeT
HCTOPHYECKHUH TTOATEKCT, OTChIAASL K BpeMeHaM, KOTAa
Vcnanms 6b1aa op apabckum raeToM, a ropop, Cordoba
HAXOAMACS B I]eHTpe KOHPAUKTA.

HeoxupAQHHBI KOHTPACT BHOCHT AXKa30Bast 06pa-
6oTka mbech « Cadiz» («Mcmanckas ciourta> ). B atom
HOMepe peXMCCep, CAOBHO BOCXMINAETCsS He3eMHOM
KPaCOTOM AEBYILIEK I0XKHOI IIPUOPEKHOM IPOBUHIIHH.
Coaucrka Marta Carrasco THIIHOTH3HpPYeT CBOEH IIAa-
CTHUKOM KOPITyCa M MarueM pyK, a My>KCKOM TaHI|eBaAb-
HbII KOpAeDbaAeT IoAYepKUBAET ee 0OasiHIe CBOUM IIPH-
CTaAbHBIM BHUMaHueM. B xopeorpaduu 3apeficTBoBaHbI
camble SIpKHe dAeMeHTbl PAAMEHKO, KaK HEeAb3s Aydlle
co3parolire HeOOXOAMMBII 00pas.

«Triana> (muxa <<I/I6epu;1>>) — MMl pPOMaHCKOTO
kBaprasa B CeBUAbe, IPU3HAHHOTO OYaroM GAaMeHKo.
B TO ke BpeMs XyAOXKeCTBEHHbIN 00pa3, CO3AQHHBIM
K. Caypoii, HOAHOCTBIO COOTBETCTBYeT XapakTepy ¢op-
TEeNUAHHOM IIbeChl, BOCCO3AaBasl AErkoe HACTPOEHUe,
AMIIIEHHOE OTTEHKA 0OpeueHHOCTH, CBOIICTBEHHOTO 00-
paszam ¢paameHKo. B 6areTHOM AyaTe, HCIIOAHEHHOM ITOA
CONPOBOXXKAEHHE PpOPTENHAHO, Pa3HOOOpasue MOAAEP-
KeK IepeMeKaeTCst HeXXHBIMU OO BSATHSIMH.

Caepyromas mbeca « Torre bermeja» (uHKA «12 xa-
PaKTEepHbIX IIbeC> ) MPO3BY4aAa B aBTOPCKOM IIEpPEAO-
JKEHHU AASI TUTapbl H3BECTHOTO HCIIOAHUTeAss Manolo
Sansular. «Almeria» («Vcnanckas ciouTa> ) AMIIeHa
CBOEro NepPBOHAYAABHOTO aKaAEMHUYeCKOTO 3BYYaHHs,
npuobOperast B HAbME BbIPA3UTEAbHBIN POMAHTHIECKUI
KOAOPHT. JTa MeTaMop¢o3a MPOHCXOAUT OAAroAapst
ApaHXHMPOBKE: XAHP CEeBHUAbSIHBI, B KOTOPOM HAIIMCAHO
$oprenuaHHOEe IMpOU3BEACHHUE, BO3BpAIaeTcs K 3BY-
4aHUIO PAAMEHKO-AaHCAMOASI; TaHIjeBaAbHOE COIIPOBO-
XKAEHHe, C BIIACTEHHBIMH B XOpeorpaduyecKyro KaHBY
XOpOIIO Y3HaBaeMbIMH ABVDKEHMAMH, IPHAAET ITbece
POMaHCKHI KOAOPHT.
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Howmep «Corpus Sevilla> («/6epus» ) Taxske BUAO-
M3MeHeH B CPaBHEHUH C OPUTHHAAOM: MAPIIeOOPasHbIi
XapakTep GOpTEeNHaHHOrO MepBOUCTOYHMKA AKIIEHTUPO-
BaH 3By4aHHEM AyXoBoro opkecrpa. Hosas opkecrpopas
OKpacKa ¥ 3HAYUTEABHO O0Aee CACPIKAHHBIH TeMIT Gpop-
MHPYIOT OTYETAMBOE OIyIlleHHe TPaypPHOM IPOIIeCCHH.
B KyAbMHHAIIMOHHO¥ 30He 3By4HT B McrioAHeHuH Estrella
Morento TpaAMIIMOHHBIN BOKAABHBIMN KaHP MOAUTBBI PAa-
MEHKO — sdetd, TAe KaTOAUYeCKHe KaHOHbI PeaA30BaHbI
B CAOBE, a My3bIKaAbHOE OpOpMAEHHE HMeeT SIPKO BbI-
Pa>KeHHBIM MaBPUTAHCKUM XapakTep. BusyaAbHbIl psip
HAITOAHSIETCSI CKOPOHBIM KOAOPHUTOM: XKEHIIIUHBI, OAEThIE
B TPaAMLMOHHBIN TPaypHBII KOCTIOM (TAaBHbIE IPU3HA-
K1 — MaHTHADS U rpe6eHb ), HeCTeHO, HO HeOTBPATUMO
IPOABUTAIOTCS IIATOM II0 KPYTy. DTO XyAOXKECTBEHHOe
peleHne — 06pa3 TpaypHOIO IMIECTBUSI — IIOAHOCTBIO
OIIPaBABIBAeT UACI0 CAEAOBAHMS CMEPTH 32 BOCHHBIMH.

«Rondefia>» («W6epus> ) mpuobpeTaer MEAUTATHB-
HBIF XapaKTep B IPOTHBOBEC KAHPOBBIM 0COOEHHOCTSIM
poprenuaHHOro OpUruHaAa. JTO ONTyljeHHe AOCTHIAeT-
cs1 6AArOAApPs HCTIOAHUTEABCKOMY COCTaBy (TpHo: poprTe-
TIMAHO, CKPUIIKA, BAOAOHYEAD ), TAACTHKE ABFKEHHUI TaH-
IIOBIIHULBI ¥ «Marm4ecKOMy> OeAOMY LIBETY ee IIAATHSL

Caepyromas nbeca «Albcin> (paiion I'panaasr) 3a-
AeHICTBOBaHa B HAbME ABAXKADI, YTO IIOAYEPKHBAET OCO-
60e OTHOIIEHHe peXXuccepa AHO0 K IePBOMCTOYHHUKY,
An60 x camoit reppuropui. [TepBbiit pas 3T0 mpou3Beae-
HUe TIOSIBASIETCS BO $AAMEHKO-00paboTKe: TPAAHIIHOH-
HBIFT aHCAMOAD COITPOBOXKAAETCS TAHI[eM, HCITOAHEHHBIM
taHnoBmureit Sara Baras. CobbITHS pa3BOpaYHBaAIOTCS
y KocTpa. baaropapst aTpubyTHBHBIM 9AeMEHTaM KYAb-
Typsl, K. Caype yaaercst Bocco3parsb 6bITOBOI poMaH-
CKHI PpAaMEHKO-KOAOPHT. 3apada sxe Broporo «Albcin>
cosceM mHas. Homep composoxaaercs cumpoHmde-
CKMM OpPKeCTPOM, B 3By4aHHH KOTOPOTO YTaABIBAIOTCS
OTPBIBKU M3 GOPTEIHAHHOIO OpUTruHaAa. TaHIOBIMIIA
IpeACTaeT OOHAKEHHOM 32 TOAMITHACHOBOM KYAHCOH,
rA€ ee MaCTepCTBO II03BOASIET CBOOOAHO BIIAETATD B XO-
peorpauyuecKyio KaHBY ABMDKEHHS, KOTOPbIe OPTaHUYHO
3aAeMCTBYIOT UTPOBOM 3aHaBecC. Pexuccep BBIHYXAAET
3pUTeAsl TAKUM 00pa3oM KaK OBl OIYTUTb HEAOCTATOK
BO3AYXa, U, B BBICIIEM CMBICA€, CBOOOADBI KU3HU.

Haszsauue «El puerto» («M6epusi> ) Takxke ABOKABL
¢urypupyer B kuHoaeHTe. I lepsas unTepnperanus mno-
AYYHAQ AXKA30BYIO U pAAMEHKO apaHXXMPOBKY ITPH MaK-
CHMAAbHOM COXPAaHEHHMU OPUTHMHAAA. ABTOPCKHUH Iep-
BOMCTOYHUK PacCI[BeYMBACTCS AMIIb 33 CYET HEKOTOPBIX
PUTMUYECKHX M3MEHEHMI: AXKa30BOTO CHHKOIIMPOBAHUS,
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pobaBaernio palmas (pATM-CeKIHS, HCIOAHSEMAS TIPH
IIOMOIIM XAOTIKOB U YAQPOB HOTHH) U cdjon (pasHOBHA-
HOCTb 3THO TlepKyccuu). Bropas Bepcust Homepa «El
puerto» pelreHa NUCKAIOUUTEABHO BO (pAAMEHKO-CTHAH-
CTHKE: UCTIOAB3YeTCSI AyST TUTAPbl U TPAAUITHOHHOTO
cante (0cobbIil CTOCO6 BOKAAM3AI[HH, CBOMCTBEHHOI
daamenxo). K. Caypa soibupaer xanp Solea (opun u3
ApeBHeﬁme) KaK 0COOBIIT OCHOBOIIOAATAIOIIUM CUMBOA
a10i1 KyABTYpHI [ 10]. B AaHHBIA $pparMeHT BrAeTAOTCS
MHTOHAITUH U3 BCeX IIbeC IJUKAQ, YTO IIPHAAET HOMEPY
JyHKIIMIO 00001Ie IS BCErO paHee 3BYYaBIIETO.

Zortzico — Ta”en; 6ackos, KOTOPBIM TPaAMIIMOH-
HO HCIIOAHSIETCS ITOA 3BYyKH OAOK(AeHTHI 1 GapabaHa.
«Zortzico> W.Aavberuca («Hcnauckas crouma>)
B knHoBapuaHTe K. Caypnl coxpaHseT Bce IMpHU3HAKH
TepBOUCTOYHMKA. «Asturias» («Vcrmanckas croura> )
HAUMHAETCs KOHTPAIyHKTOM: CPEAHHH AMPHYECKHMI
pasAeA OpUIHMHAAA BeTpedaercs: ¢ zapateado (purml,
MCIIOAHEHHbIe HOTaMu) [S]; ero compoBoXkaaeT Kak 6b1
peneTHuIys IpeACTOsIIIero nokasa. baaernas ¢opeorpa-
¢us Sara Baras TO4HO aKKOMIIAHUPYET BUOAOHYEABHOM
ApaHKHPOBKE, B ee IOCTAHOBKE He OCTAAACh Oe3 BHIMa-
HIHSI HU OAHO HHTOHAIIMOHHOE 3€PHO H €T0 Pa3BUTHe: BCe
MIOAYYHAO IIPOAOAXKEHHE B JKECTE M OBIAO IIOAYEPKHYTO
puTMOM ApObeii. ABIDKeHUS BRIBEPEHBI, @ PUTMBI HCIIOA-
HEHBI B €AUHOM TOYHOM ITyAbCALIHH.

U, nakoner, punaa — «Sevilla» («Vcnanckas crou-
Ta>» ), TA€ TOPXKECTBYET MPa3AHUK eAuHcTBa. Homep 6b1a
HCIIOAHEH C COOAIOAEHHEM BCeX )KaHPOBBIX KAHOHOB Ha-
poAHOrO conmaabHOro Tauua sevillanas, ¢ 3apeiicTBoBa-
HHEeM MAaKCHMAAbHOTO KOAMYECTBA YYaCTHUKOB. 3AeCh
MY3BbIKaAbHbIE APAHXKUPOBKH BO3BPAIIAIOT PAAMEHKO-KO-
AOPHT, 2 00pa3 AOXKASL B KaApe, CAOBHO CMBIBAeT BCe Ts-
TOTBI, I03BOASISI BHOBD B3TASIHYTh C HAAEXKAOM B OyAy1iee.

EcAn ucXoAuTh U3 OIpeAeAeHHs] «BU3YyaAbHOMI My-
3BIKU>, KOTOpasi, 10 MHeHHI0 C. MalleHKO, «KOaAHIUs
CPEeACTB, IIPU ITOMOIITH KOTOPBIX MOXKHO AOCTHYb HOBOM
TPAKTOBKH, HEAOCTIDKMMOM B KOXKAOM OTAGABHOM CAY-
vae» [3, 78], To BO3HHKaeT COMHeHUe B OAHO3HAYHOM
«IIPHYypOYEHHOCTH> $HABMA K I00nAeiHOI aaTe. Kak
CA€AyeT U3 BBIIIEOIIMCAaHHOTO, pUABM He SBASIETCS BCEro
AMIIb BU3yaAU3aIlell OAHOUMEHHOTO GpOPTENHaHHOTO
nukaa M. Aapbenuca.

Kaxpast u3 KapTHH KUHO-CIOUTHI IMeeT CaMOCTOSI-
TeAbHBIN XapakTep. I10A3aroA0BoK, COOTBETCTBYIONTHI
Ha3BaHUIO OAHOM u3 mbec M. AapbeHuca; aexoparuy,
He CTpeMsInuecs OObeANHUTb HOMEPHYIO CTPYKTYPY
B OOIIYIO KaHBY; IIOAHASI CMEHA TAHIIEBAABHBIX U MY3bl-
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KAABHBIX HCIIOAHUTEABCKHX COCTABOB Ha PyOeske KasKAO#
3aPUCOBKHU; OTCYTCTBHE IIeHTPAABHOTO Teposi, 32 COObITH-
SIMH )KH3HH KOTOPOTO YBAEKATEABHO HAOAIOAATD — BCE ITO
OAYEpKHBaET peobAaAAHHE CIOUTHOTO IIPUHIIUIA B CO-
9YeTAaHUH C KOHIIEPTHOCTHIO. MOXXHO IPEATIOAOXKHUTD, 9TO
IIEAOCTHOCTD, TIPH OTCYTCTBUHM OYEBUAHOM CIOXKETHOCTH,
AOCTHIAeTCs AHIIb IIOCPEACTBOM BBIOOPA MY3bIKAABHOTO
«opHoro repa>. Ho 6aaropapst 6oraroit, a, HHOIAQ AaxKe
CMEAOH apaH)XXKMPOBKE, OT IMePBOMCTOYHHKA 3a4acTYIO
OCTAIOTCS AUIIb PPAarMeHTbl, yraAblBaeMble B HIMIIPOBH-
3anoHHoM cruxun. HecMoTps Ha mecTpoTy 061miet KoM-
TIO3UIIUH, B UAbBME eCTb PSIA 0OBEAHHSIONINX, CKBO3HBIX
HAEH, TOMOTAIOIIMX BOCIIPMHUMATh <<I/I6epmo>> IIeAOCT-
Ho. [ IepBbIii 3aByaAupOBaHHbIN CIOXKETHBIN KOMIIOHEHT —
06pas xeHmuHbL [TaAuTpa OTHOIEHNIT MEXXAY YCAOBHBI-
mu reposimut, OH 1 OHa, 00beAUHSIET CPa3y HECKOABKO
HOMEepPOB, KaXXAbI U3 KOTOPHIX OTKPBIBAeT Pa3Hble IPaHU
KeHIIIMHBI X AF0OOBHBIX oTHOIIeHuit. Hanpumep, repou-
s u3 «Bajo la palmera>, «Cadiz>» u « Triana» o6Bopo-
JKUTEAbHA, IPHUBAEKATEABHA H AI0OOBb TOABKO POOKUMHU
mraramu pubAmkaercs x mape. Ho Bor yxxe B «Almeria
U «<Asturias> pob0oCTb pacCTBOPSIETCS B BbIPA3UTEABHOM
CTPacTH, a T€POMHSA CTAaHOBUTCS POKOBOM, ONACHOM
u nposorupyomiei, OHa BeAeT BAIOOACHHOTO MY>KYUHY
K HEMUHYeMOM TpareAuH. Bcs AMHusA npe3enTarmm xeH-
CKOTO apXeTHIIa CBSI3aHA C OpraHuKoi obpasa Kapmen,
KOTOPBIA TaK IAOTHO YKOPEHHUACS B BOCIIPUATUHU BCer
IPEKPACHOM MOAOBHHBI HCITAHCKOTO HACEACHHS.

Taxoke pexxrccepoM 3aTPOHYT HCTOPHKO-TIOAMTHYE-
ckuit acnekT xu3HU Mcmanus. AAst aToro usbuparorcs
COOBITHS, KOTOpbIE OKA3aAM HAaHOOAbIIIee BAMSHUE Ha
popMupOBaHMs CaMOOBITHOCTH UCIIAHCKOM KYABTYPBI.
Peup vipeT 0 AAAEKOM U HEAABHEM ITPOIIAOM CTPAHBI —
apabCKOM rOCIIOACTBe U PaIIHCTCKON AUKTATYPe, KOTO-
pble IIOAYYHAU CBOE OTpaxkeHue B HoMepax «Cordoba>
U «Zortzico>. IlepBblil a1IH30A AEMOHCTPHPYET UCIIAH-
CKHI1 OBIT BpeMeH apabckoro 3aBoesanust 711-718 roaos
[8]. Toraa pernon Kopao6a aeprkara 060poHy AOAbIIe
BCEro, 3a YTO U [TOHECAA CTpOXKaliliee Haka3aHue. 3Aech,
B OTAMYHHU OT APYTHX 00AACTel, MyCyABMAaHCKOE BAHMSI-
HHe OKa3aAO HaWCHAbHeMIIee AaBACHHE, B pe3yAbTare
4ero HaCaXAeHHe apabCKUX HAeaA0B ObIAO Ooaee Kare-
TOPUYHO M aBTOPUTApHO. B amm3oae mokazaHo cocep-
CTBO Pa3HBIX KyABTYP M PEAMIMIi: X IIPOTHUBOCTOSHUE
U IpuMHupeHue. Bropoit anmnsoa, rpoTecKHbIN IOPTpeT
TOTAaAMTapH3Ma MPOHM3aH MAKCUMAABHBIM OIyIIeHH-
eM HeCBOOOABI: CHHXPOHHbIE ABIDKEHHS TAHIIOPOB KaK
4eTKOe BBIIIOAHEHHUs IPUKA30B MOAYMHAETCS 3BYYaHUIO
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bapabaHa 1 pAEHTHI — TPAAULIMOHHOTO «B0EHH020> MY-
3BIKAABHOTO cocTaBa. OAHAKO B KaApe CAOBHO PHCYIOT
06pas «uzpvl 8 coAdAMUKU>, TOAIEPKHIBASL HEAETIOCTb
U abCypa BOEHHBIX ACHICTBHIL

K ucropuxo-6pT0BOMy KOMIIO3UIIMOHHOMY 0AO-
Ky MOXXHO OTHeCTH 3apucoBku « Torre Bermeja>» u «El
Puerto>. OHU AEMOHCTPUPYIOT AOCYT, BOIIAOIEHHBI
SI3BIKOM TPAAUIHOHHOTO UCKYCCTBA.

O6DeANHSIONIM ITOAeM B HAbBME CTAAO CHMBOAMYE-
CKOe BOIAOIeHHe AyXOBHOCTU. PHUAOCOPCKAST KOAAUBHIS
JKU3HU U CMEPTH, IOAAHHASI CKBO3b IIPU3MY XPHCTHAH-
CKOTO Y4eHHS O AyIlle, €e CTPAAAHHSIX M HCKYTIACHHH, Pa3-
pelaeTcst MO3UTHBHO — TOPXKECTBOM ONTUMHU3MA, KOTO-
Pblii IPOAEMOHCTPUPOBAH B PUHAABHOM ClleHe PUAbMA.
AviHVS, TPOHU3AHHASI AYXOBHBIME 00pa3aMu, 00beAu-
HsIeT IITh 9MH30A0B. HaunHas ¢ TpaypHOro mecTBus
«Corpus Sevilla>, rAe B KyAbMUHAIMH 3BYYHUT HCIIAHCKAS
MOAHTBa Saeta, Ayina Kak 6YATO OCBOOOXKAAETCSI U3 TeAd
B anusoae «Rondefia>», HO BIIOCAEACTBUH B IIEPBOM H3
ABYX am30A0B «Albcin» Tepser Kpbiabs (TaHI[OBIIUIA
POHSIET IaAD ), @ BO BTOPOM — OTKYTIaeT IPEXH CTPAARHH-
eM. YTellleHHe 3PUTEAIO U yIACTHUKAM IIPHUHOCUT AOXKAD,
KOTOPBI HAaYMHAETCS B pUHAABHOM HOMepe «Sevilla>
U CMBIBaeT BCe IIPEXOAsIIlee, OCTABASISL IIOCAE CeOsI AHIIb
IPHUATHOE OLfyllleHHe BHOBb OTKPBITOTO ITyCTOTO IIPO-
CTPAHCTBA U Pa3MBIIIACHHIL.

Bce myspikaabHOe odopMmaeHHEe (HABMA IIOA-
Aep>KMBAeT Ty HAM MHYIO KOHIIEIIINIO, PeaAH3yeMyI0
B KOHKpeTHOM amusope. Illupokast maaurpa 3apeii-
CTBOBAHHBIX MHCTPYMEHTAABHbIX COCTABOB IOAHOCTBIO
cebst OIIPaBABIBAAQ M CO3AABAAA YCTOMYHMBOE OCHOBA-
HHe AASL BOCIIPUSITUSI BUSYAABHOTO PSIAQ. AHAAUSHPYSI
My3bIKAABHBIF KOMIIOHEHT GHAbMA, MOXXHO BBIAGAUTD
CAeAyIoIjie BAPHAHTHI 0O paleHHs C KOMIIO3UTOPCKUM
IIePBOMCTOYHUKOM:

1) ayTeHTHYHDI — IEPBONCTOYHUK UCTIOAHEH COAO
Ha posire, OPTEIIMAHO HAU BHOAOHYEAN €3 AOTIOAHH-
TEAbHBIX HHCTPYMEHTOB, M BMEIIATEAbCTBA B MY3bIKAAD-
Hb1i TekcT M. Aapbennca;

2) aparmKHUPOBKHU AASL 3THO-aHCAMOACII: B 9Ty IPyII-
ITy BXOASIT KaK pAAMEHKO apAHKUPOBKH, TaK U aHCAMOAH
C HAPOAHBIMU BUAOBBIMU HHCTPYMEHTAMUY;

3) poprenmannble aHCAaMOAN.

My3bIKaHTBI BBICTYIIAIOT MOAHOIIEHHBIMU Y4acCT-
HMKAMH KHHEMATOIpapuIecKOro AeHCTBHUS: HCKpeH-
HUI U TPOTaTeAbHbII AyaT Jose Segovia (poprenmano)
u Antonio Canales (paamenxo) B «Granada», daupt
tannosmuns Aida Gomes c cakcopOHMCTOM Jorge Pardo
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B «Cadiz>», 06pa3 KyKAOBOAA B TOTAAMTAPHBIX XKECTKUX
PaMKaX COAUCTKH «Z0rtzico>, KOTOpas OAHOBPeMeHHO
urpasa Ha 6apabane u paerire.

Bcrynaenne ¢puabMa HallOAHEHO OTTEHKOM CYACT-
AMBOTO €AMHEHHSI 1 0COOOr0 TBOPYECKOTrO HACTPOEHHUS
OT ImpeABKyIeHus: obmero peaa. CaMo 3araaBue, BbI-
OpaHHOe peXXHCCepOM, ITIOCAe OCO3HAHMS 3aA0XKEHHbIX
B pHAbME CMBICAOB BOCIIPUHHMMAETCs CKOpee He Kak pe-
BepaHC IepeA IepCOHOM BEAUKOIO COOTeYeCTBeHHHKA,
a KaK MCTOpHYEeCKas OTChIAKA K IJeAOCTHOCTH M MOTyTIle-
cTBy Ayxa Mcnanumn.

BriBoabI. Brixop MHTEpMEAHAABHOCTH HA aBaHC-
IleHy T'YMaHUTapUCTUKHU KaK 9pPeKTHUBHOTO IpHuéMa
B HCCAGAOBAHHMH XYAOXKECTBEHHOTO 00pa3a CeropHs He
ocnopuM. B Arasore pasHbIX BUAOB HCKYCCTBA OTKPBI-
BAIOTCS, 2 MHOTAQ M POXKAQIOTCSI HOBbIe CMBICABL PuabM
K. Caypsr «Mbepusi», Busyaausupys My3siky K. Aap-
OeHmca, He TOABKO MAAIOCTPUpPYeT 06pasbl, KOTOpPbIe
OBIAM 3aITeYaTACHBI KOMIIO3UTOPOM, HO U PaCKPbIBAeT
UHbIe CMBICAOBbBIE TIOATEKCTBL. McroAHMTeAbCKHE aH-
cambam, xopeorpapudeckoe opopMAeHHE, BU3YAAD-
HBIN PSIA — BCE 9TO CIIOCOOCTBOBAAO CO3AAHMIO HOBOI
TPaKTOBKM QOpTeNuaHHBbIX pousBeaeHun. Furepme-
AVIAABHBIN TOMUCK, Pa3BePHYTHIM PEXUCCEPOM BHOBD
IIOAHSIA TAYOUMHHBIE BOIIPOCHI CaMOHAEHTHHUKAITUH
Pa3HOOOPa3HO UCIIAHCKON KYABTYPBL. My3bIKaABHBI
$OABKAOD, KOTOPBIH A€T B OCHOBY KOMIIO3UTOPCKHX
IPOM3BEACHHI, 0OOpeTaeT HOBYIO )XU3Hb B KMHOBapH-
anTe «M6epum>. CyliecTBeHHO IIepeOCMbICAUBACTCS
U TIPOTrPAMMHOCTD MY3BIKH — BBIOOpP TOIIOHUMOB AASI
Ha3BaHUA HOMepOB B ¢popTenuaHHbIX crouTax M. Aab-
6ennca. MIx paspHefillee cOXpaHeHHe B KHHOBEPCHU
K. Caypsl MOXeT paccMaTpHUBATbhCs KaK BbIpaXKeHHE
HAEH HAI[HOHAABHON KOHCOAHAQIIMH, PAaBHO KaK U 00-
masi ApaMaTyprus GuAbMa HHOCKA3aTEABHO ITOAALT Ae-
TOINCH ITPOIIAOTO CTPAHbI, OYAYIH KPATKHM 9KCKYPCOM
B ucropuio Mcnanun. O6a XyA0)KeCTBEHHBIX IIPOEKTa:
u ¢poprennannsie HUKABL M. AapbeHnca, u KHHOCIOUTA
K. Cayps! ¢pakTHyecKH peaAusyroT eAMHBIN 3aMBICEA:
CUMBOAMYECKO@ BOCCO3AAHME HAIMOHAABHOM HAEH,
nporecca ee pOPMHUPOBAHIS M HAIIOMUHAHKE 00 06-
IeM HCIAaHCKOM MACHTHYHOCTH, TA€ AOKAAPHOE Pa3HO-
obpasue COCEACTBYET C FOCYAAPCTBEHHBIM EAHHCTBOM.
B nompITke mpoBecTy mapaAAeAu 1 O4EPTUTD UCTIAHCKOE
cBOeobpasie B IPOCTPAHCTBE COBPEMEHHOTO KMHeMAa-
Torpada IoAydeHHbIe pe3yAbTaThl AAAEKO He HCYepIIbl-
BAaIOT IOTEHI[UAA MHTEPMEeAHMAABHBIX HMCCACAOBAHMIA,
OCTaBASS IPOCTOP AASL HOBBIX HCTOAKOBAHUH.
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Abstract

Objective: to determine the significance of flamenco culture for the manifestation of the Spanish national idea

in the works of I. Albeniz and C. Saura.

The methods: analytical, comparative, historical, intermediate.

Results: the specific experience of recreating the symbolic image of the national idea of Spain is characterized.

The compositional and dramatic features of K. Saura’s film are revealed.
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Scientific novelty: for the first time the principles of the film embodiment of I. Albeniz’s music are revealed, the
actualization of flamenco culture in the conditions of intermedia dialogue is traced.

Practical significance: the achievements of this research can be useful for further intermedia research related to
the embodiment of musical images on the screen, as well as expand the understanding of Spanish culture. The facts
from this study can also be included in the reflection of practicing musicians and teachers, as an auxiliary material
for a comprehensive understanding of the style features of Spanish music.
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«IBEPIS1»: MY3UKA . AJIbBEHICA B OB’€EKTUBI K. CAYPU

Amnoranisa

Mema 0ocaidscenns: BUSHAYUTH 3HAYMMICTb KYABTYPH PAAMEHKO AASI MaHidecTanil icmaHChKol HalliOHAABHOT
iaeiy TBopuocrti I. Aapbenica ta K. Caypu.

Memodu docaidxenns: aHAAITUIHNI, KOMIIAPATUBHUH, iCTOPUYHUH, iHTepMeAiaAbHUH.

Pesysvmamu 00cAidxenns: OXapaKTepU30BaHUI KOHKPETHUI AOCBiA BIATBOPEHHS CHMBOAIYHOTO 06pa3y Hari-
oHaabHOI ipel Icnanii. BusiBAeHi koMmosuriitui Ta Apamarypriuni ocobansocrti piasmy K. Caypu «I6epist>.

Hayko6a no6u3na: BIepiie AOCAIAXEHO IIPUHIUITN KiHO BTiAeHHS My3uku I. AAbOeHica, IPOCTeXeHO aKTyaAi-
3aIlilo0 KyAbTypU GAAMEHKO B yMOBaX iHTEPMEAIAAbHOTO AiaAoOTYy.

IIpaxmuune 3acmocy8anns: NOCSITHEHHS AAHOTO AOCAIAXKEHHST MOXKYTb Oy TH KOPHCHIIMU AAS TOAQABIINX {HTEp-
MeAlaABHHX BIAKPUTTIB, [TOB SI3aHHX 3 BTIACHHSIM MY3HYHIX 00pas3iB Ha eKpaHi, TAKOX BOHH PO3IIUPSITH YSIBACHHS IIIOAO
icmarcpKoi KyAbTypu. QaKTH 3 IIHOIO AOCAIAKEHHS TAKOXX MOKYTb OyTH BUKOPHCTAHI Y pedAeKCil My3HKaHTIB-IIPAKTHKIB
Ta [IEAATOTIB SIK AOIIOMDKHUIT MaTePiaA AAST KOMIIACKCHOTO PO3YMiHHSI CTUABOBHX OCOOAMBOCTEN iCIIAHCHKOI My3HKHL.

KarouoBi caoBa: icmanchka Mysuka, TBOp4icTs 1. Aapbenica, paamenko, kino noernka K. Caypu.
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MUPOHEHKO-MUXEHIIIHHA O. 0. '

' Hayuonavnoti mysvikarvroti akademuu Yipaunvt um. I1. H. Yatikosckozo, 2. Kues, Ykpauna

PUTMbI MO33UN N NMPO3bl KAK CTPYKTYPHbBIE MOAEJIN
BPEMEHHOW OPFAHU3ALUU B NTPOU3BEAEHUSAX
B. IOTOCJIABCKOIO 60-x—90-xrr.

AnHoTanus

ITeav uccaedosanus. Leab nccaepAOBaHUS 3AKAIOYAETCSI B XAPAKTEPUCTHKE OCOOEHHOCTEN 1 CBOVICTB BpEeMEHHOM
eAUHHUIBI B TpousBepeHusix B. ArorocaaBckoro 60-x — 90-x roAOB. AKTYaABHOCTb TeMBI pabOTHI 00YCAABAUBAETCS OT-
CYTCTBHEM IIeAOCTHOTO, CHCTEMHOTO UCCAEAOBAHNS BpeMEeHHOM eAMHUIIbI U ee CBOMCTB B My3bike B. AroTocaasckoro.

Memodut uccaedosanus. ViccaepoBaHre OCHOBBIBAETCS Ha KOMIIAPATUBHOM, CTPYKTYPHO-QYHKIIHOHAABHOM,
CHUCTEMHOM, MICTOPUYECKOM METOAAX, IPUMEHEHNE KOTOPBIX IIO3BOASIET COCTABUTD LIEAOCTHOE IIPEACTABACHHUE O IIPEA-
MeTe UCCACAOBAHMSA.

Pesyasvmamuot uccaedosanus. B pesyabraTe nccAepOBaHMS BbISIBACHA B3AHMOCBSI3b MEXXAY MOAEASIMU PUTMOB
II033MH U IIPO3BI, C OAHO CTOPOHBI, K 0COOEHHOCTSIMU PUTMUKH B. AI0TOCAQBCKOTO, C APYTOi. YCTaHOBAEHO, YTO HC-
KYCCTBEHHbII PUTM CTHXA SIBASETCS XyAOXKEeCTBEHHO aHAAOTHEN PeryAsIpHOTO THIIA PUTMHUKH, CBOOOAHBII )Ke PUTM
JKMBOM 4eAOBEUECKOH peyH, BOIIAOIIEHHBIN B AUTEpaTyPHOM IIPO3e,— HepPeryAspHOTro 1 aperyaspHoro. [lepemnaere-
HUe U B3aHMOAEHCTBHE 9THX TPEX TUIIOB SIBASIETCSI OAHOM U3 XapaKTePHbIX 0COOEHHOCTEl BpeMeHHO OpraHu3al{iu
npousBepeHHit B. ArorocaaBckoro. BorsiBAeHO, YTO peryAsipHbIiNi THII BCTPeYaeTCs B TPAAMLIMOHHON MeTPHUYeCcKOM
dopme. YuacTku ske KOMIO3UILIUH C HEPETyASPHBIM U apeTr'yASPHbIM TUIIAMH PUTMHKH CTPYKTYPHUPYIOTCS Ha XpPOHO-
CTPYKTYPBI — BpeMEHHbIE eAUHHUIIBI PAa3HBIX 00eMOB, BHyTPEHHE IIeAbHbIE, OAHOPOAHBIE, 000CO0AEHHBIE, KOTOPbIE
QYHKIIMOHHPYIOT B pOpMe CHHTAKCHIECKUX 00pa3oBaHUI (MacmrrabHOTO YPOBHS MOTHBA, ¢ppasbl, HepHoAa).

Hayunas noséusna. Hayunast HOBH3HA 3aKAI0YA€TCS B BBIIBACHUH 1 00OCHOBAHMUH, 10 PE3YAbTATAM QaHAAUTHIECKO-
IO MCCAAOBAHUSA Mpou3BeAeHu B. AroTocaaBckoro, Tp€x THIIOB pUTMHUKH, KOTOPbIe MOT'YT COCYIIeCTBOBATh B IIpeAe-
AaX eAMHOM KOMITO3UIIUH (2 HIMEHHO,— PUTMHKH PEryAsIPHOM, HEPET'yAIPHOH, aperyMpHoﬁ) , 2 TAK)Ke — B BBISICHEHUU
U OIIPeAEACHUH THIIOB BpeMEHHO eAUHHUIIBI 1 e€ CBOMCTB. B HayYHBII 06MX0A BBOAUTCS TOHSITHE XPOHOCTPYKTYPBI
U €e Pa3HOBHAHOCTEHN — XPOHOMOTHBA, XPOHOPPa3bl, XpOHOIIEPHOAA.

IIpaxmuueckas 3uauumocmo. BoiiBaeHHbIe 0COOEHHOCTH BPeMEHHOM OPTaHU3AL[MU CBOMCTBEHHBI HE TOABKO
My3bike B. AroTocAaBckoro, Ho 1 MHOTHX €ro coBpeMeHHMKOB. [ I[peAcTaBAeHHDIN B cTaTbe MaTepUaA NMeeT IPaKTH-
YeCKYIO 3HAYMMOCTb AAS HCCAGAOBaTeAel My3bIki XX Beka.

KaroueBbie caoBa: B. AroTocraBckuii, BpeMeHHas OpraHU3alys, BpeMeHHasl €AMHHIA, HepeTryASpHOCTb, epu-
OAUYHOCTD, APEryAIPHOCTD.

Aas puTupoBannsa: Muponenko-Muxeitmuna O. HO. PutMbl 10a3un 1 mpo3bl Kak CTPYKTYPHbIE MOAEAH

BpeMeHHOI OpraHu3aLuy B mpousBeaeHnsix B. Arorocaasckoro 60-x — 90-x rr. // European Journal of Arts, 2021,
N4, — C.78-86. DOL: https://doi.org/10.29013/EJA-21-4-78-86
BBeaenne yeaoBeueckoil peun. KommosuTop numer: «Purmrxa
B reopermyeckux crarbsx B. AI0OTOCAQBCKOTO BBIAQ- B OIPEACACHHOI Mepe SIBASETCSI MOAEABIO YeAOBEYeCKOMH
IOIIIerOCs IOABCKOTO KOMITO3UTOPA M AUPIDKEPA,—a TaK-  PeYH C e€ XapaKTepHBIMU HIOAHCAMH, ITPOUCXOASIIMMH
Xe B ero «3ammckax>» [3] KPacHOM HHUTBIO IIPOXOAUT  OT M3AOXKEHHOTO COACPKAHMS M OT 9KCIIPECCHH, KOTO-
UA€sI BOTIAOIIIEHHS B My3bIKe PUTMa CBOOOAHOM, XUBOIM  pasi COOOIAeTCs MPEAAOXKEHISIM, CAOBAM U AQXKe CAO-
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ram. He crout us-3a aToro aAymarp, 4To My3bIKa AOAXKHA
<...> B AGHICTBUTEABHOCTH Il€PEAABaTh ONPEASACHHbIN
OAHO3HAuHbIN cMbIcA. VI3 peun sanMcTByIOTCA <...> €é
BHyTpeHHu# habitus, eé uncro 3ByKoBbIe CBOIICTBA U CHO-
€00, 6Aaropapst KOTOPOMy OHa MPOTEKAeT BO BpeMe-
au> (Boigeserue — O.M.) [2, c. 43-44]. Tak komMnosurop
KOMMEHTHUPYeT 0COOEHHOCTH PUTMUKH B TAPTHHU [IEPBOI
CKpHIIKH 3 1epBoit yactu CTpyHHOTO KBapTeTa. B «3a-
nuckax> B. AroTocaaBckuii mpuBAeKaeT BHUMaHUe K HAee
CXOACTBA PUTMA IIPO3bI ¥ PUTMUKH MHOTOIOAOCHBIX aAe-
aropuyeckux cexiuit Ad lib.: «Breyarastromee cxoacrso
MEXAY CruXxamu 1 Ipo3oii, a Taioke “myabcom” u “ad lib.”
9To Hamla 3110Xa — HOAOBHHA XX B. OTKPhIBAeT BO BTOPOM
pas mposy» 7/1[62] [3,C.27].

ITpobaeMa BOIAOIIEHHS] CTUXOTBOPHOTO U pedeBO-
IO PUTMOB B My3bIKe He SIBASETCS HOBOM, PaCKpbIBAeTCs
B Tpyaax K. Aaabxaysa («Satz u Periode. K Teopuu my-
3bIKaABHOTO cuHTaKcHca» [ 1]), A. Kupuaunoit («Kaac-
CHYECKUil CTHAD B My3bike>», 4. 2 [9]), K. PyubeBckoit
(yue6unk «Kaaccnaeckas MyspikaabHast popma> [11]),
H. Aponnnoit («Maabie popmbl B My3bike Bricokoro
Peneccanca u Bapokko (¢popmoo6pasyromas poab my-
3BIKAABHOTO CHHTAKCHCa)> [6]). CooTHONIEHHMIO CAOBA
Y MY3BIKHU ITOCBSIIeHbI Takke UccaeaoBaHms b. Acadbe-
Ba [5], B. Bacunoit-Tpoccman [ 7], B. Xoaonosoit [12],
B. Heuenrypenxo [10], B. XKapkosoii [8]. B oanHOM HIC-
CA@AOBAaHMH [IePEOCMbICAMBACTCS OIBIT YTIOMSHY THIX MY-
3BIKOBEAOB Ha MHOM, II0 CBOMM CBOMCTBAM U KadeCTBaM,
MY3bIKAABHOM MaTepHaAe — IpousBeaeHuAx B. Aroroc-
AQBCKOTO, CO3AAHHBIX TocAe 1960 T. ¢ mpuMeHeHHeM Tex-
HHUKH KOHTPOAMPYEMOM aA€aTOPUKH.

Myspika B. AroTocaaBckoro 3peAoro u IO3AHEro
[IEPHOAOB TBOPYECTBA MIPEACTABASIET COOOM CAOXKHOE
IepenAeTeHre Pa3AMYHBIX CHCTEM PHUTMA, KOTOpbIe
B3aHMOACHCTBYIOT B IIPEAEAAX OAHOTO IPOM3BEACHHA.
Pe3yAbTaTOM TaKOTO COCYI€CTBOBAHHS CTAHOBHTCS 00-
pa3oBaHKEe HOBBIX CBOMCTB BPEMEHHOM OpraHU3aLIMH,
KOTOpBIE SBASIOTCS MAAOU3YYEeHHBIMH U HEAOCTATOYHO
OCMBICA€HHBIMH B My3bIKOBeAeHHH. B yacTHOCTH, crio-
COOBI CTPYKTYPHUPOBAHHMS BpeMEeHH, CPEACTBA H CIIOCOODI
$opMHpOBaHUS BpeMEeHHBIX €AUHUI] B My3bike B. Aroroc-
AQBCKOT'O AO CETOAHSIITHETO AHS He IBASAMCD IPeAMETOM
CIIeIJHAABHBIX MCCACAOBAHHUI. JTHM 00YCAABAMBAETCS
aKTyaAbHOCTb AaHHOM TeMmbl IIpeasmMeTom BHUMaHMS
SBASIETCSI BpEeMEeHHasl eAMHMI]a B IIPOU3BEAEHMAX ATO-
TOCAABCKOTO 3pEAOTO U IIO3AHETO IePUOAOB TBOPYECTBa
(coraacuo nepuopusanuu 1. B. Pae), eé Tumst u $popmsr,
I[€ABIO — XaPAKTEPHCTHUKA € 0COOEHHOCTEN U CBOKICTB.
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MccaepoBaHnEe OCHOBBIBAETCS Ha KOMIIAPATHBHOM,
CTPYKTYPHO-QYHKIIHIOHAABHOM, CHCTEMHOM, HCTOPHU-
4eCKOM MeTOAAX, IpUMeHeHHe KOTOPbIX II03BOASIET CO-
CTaBUTD IJEAOCTHOE ITPEACTABACHHE O 3AKOHOMEPHOCTSIX
BpeMeHHOM OpraHu3aIuu B My3bike B. AroTocaasckoro.

OcHoBHas1 9acTh

AHAAM3 MHCTPYMEHTAAbHBIX M BOKAABHO-HHCTPY-
MEHTaABHBIX KoMMosunuit B. Atotocaasckoro («Tpu
moaMbl AHpU Mumo>, BHOAOHYEABHBIN KOHIEPT,
Hemns I, Llens III, Bropas, Tperss, Yersepras cumdo-
HHH) IPUBOAHT K BBIBOAY O TOM, 9TO B IPOU3BEAEHHAX
B. AroTocAaBckoro cocymecTBYIOT KAacCHYecKas CH-
CTeMa TaKTOBOTO MeTpa C APYTHMH THIIAMH BpeMeHHOMH
OpraHHU3AIUH — HEPeT'yASPHBIM U apeTyASIPHBIM.

HeperyasaprocTb — 3T0 MOHATHE, KOTOPOE, COTAAC-
HO B. XoA0omoBo#i, 0XBaTbIBaeT SBACHHS IepeMeHHOIO
U CMENIaHHOIO TaKTa, IIePEeMEeHHON AOAM, HEKBaApaT-
HOCTH, IOAUMETPUH B CUCTEME TaKTOBOTO Merpa [12].
MccaepoBareabHHIa IpeAAATaeT IO IPU3HAKAM PeryAsip-
HOCTU 1 HEPET'YASPHOCTH, a TAKXKe UX AOMHHHPOBAHHUIO
B OIIPEACACHHOMN CTHAMCTUYECKOH cucTeMe, Aupdepen-
IIMPOBATh OTAEAbHbIE HCTOPUYECKHE M CTHAMCTHIECKHe
$opMbI pHTMA, B YACTHOCTH — B My3bIKe Pa3AMYHbIX My-
3bIKAABHBIX HampaBaeHuil XX Bexa. B oramume or pa-
6oter B. X0A0OIIOBOI1, B AQHHOM HCCAEAOBAHHIU TEPMHIH
«HEepPEeryAsSpHOCTb> IPUMEHSETCS B IIPOTHBOIIOAOKHOM
3HaYeHHH — KaK 00001eHHOe 0003HaYeHe OTCYTCTBIS
TaKTOBOT'O METPa, HO IIPU 3TOM — HAAUYMS CTPOMHOIO
OPraHH30BAHHOT'O B3aUMOAEHCTBUS BPeMEHHBIX eAHHI].
I'xaBHAsI 0COOEHHOCTD HeperyASPHOM PUTMHUKH 3aKAIOYA-
eTCsl B TOM, 4YTO BpeMeHHbIe eAUHMIIbI Pa3HBIX yPOBHeH
SIBASIFOTCS] HHTOHAIIMOHHBIME 00Pa30BaHISIMH H (yHKIIU-
OHHPYIOT B pOpMe CHHTAaKCHYECKHX CTPYKTyp. Taroke
crienupUIecKUM CBONCTBOM HEPeryAsSpHOTO THIIA PHT-
MUKH SIBASIETCSI HEpUoOUHOCHb — KaK TOYHAsI MAM BapH-
AHTHAs IIOBTOPSIEMOCTb My3bIKaAbHOTO MaTePHaAa B IIPO-
Ilecce pa3BepTHIBAHUU MY3bIKAABHOTO IIPOU3BEASHHUS: Ha
Pa3HbIX YPOBHSX OPraHN3aLMK My3bIKAABHO! TKAHH (Te-
MaTH4eCKOM, MEAOAUKOPUTMUYECKOM, 3BYKOBbHICOTHOM,
$aKTypHOM, TeMOPOBOM, PETHCTPOBOM, TAPMOHIYECKOM)
U Yepe3 HeOAMHAKOBBIE, OAM3KYe 110 06beMaM BpeMeH-
Hble TPOMEeXyTKHU. EcAu BpeMeHHbIe e AMHHUIIBI B CHCTeMe
TAaKTa COU3MEPUMbI HaMeHbIIeN KPATHOM! O0IIelt AOAe,
TO B HEPeTyAspHOM THIIe PUTMHKHU TaKO€ COOTHOIIEHHE
MEeXAY BpeMeHHbIMH €AUHUIIAMU OTCYTCTBYeT.

B {ynkiun BpeMeHHON €AMHMII B IIPOU3BeAe-
HUSIX AIOTOCAABCKOTO BBICTYIIAIOT TaKT, KaK aTpuOyT
PeryAsipHO pUTMUYECKOM CHCTeMBI, U IIOCT-TAKTOBOE

MUPOHEHKO-MUXEALIMHA 0. 10. PUTMbI 1103311 M NPO3bI KAK CTPYKTYPHbIE MOJIENI BPEMEHHOW OPFAHM3ALV B NPOM3BELREHUAX B. TOTOCIABCKOT0 60-X — 90-X Fr.
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06pasoBaHue, KOTOPOE MbI IIPEAAAraeM Ha3bIBATh XPOHO-
CTPYKTYpOii. XpPOHOCTPYKTYPbI — 9TO CUHTAKCHYECKHe
eAMHHI[bI MACIITAOHBIX yPOBHE MOTHBA, Pppasbl, ePHU-
0AQ, KOTOpbIe ABASIFOTCS BHYTPEHHE [JeAOCTHBIMH, CTPYK-
TYpPHO 0POPMAEHHBIMH, aBTOHOMHBIMU U BBIITOAHSIOT
BPeMACTPYKTYPHPYIOIIYIO QpYHKIIMIO B YCAOBUAX Hepe-
I'yASIpHOHM PUTMHMYECKON OpraHusanuu. B cBssu ¢ Tem,
9TO UX 00BEM OIpeAeAsieTCsl 00BEMOM CHHTAKCHIECKOI
CTPYKTYPBI, BbIACASIEM TaKue POPMBI XPOHOCTPYKTYP:
XPOHOMOTHB, XPOHO(Pasa, XpoHONepHOA (1o aHaAoruu
KaK C AOKAQCCUYECKHMM U IOCTKAACCHIECKUM IIPO30IIO0-
AOOHBIM ITePHOAOM, TaK H C KAACCHYECKHM I1e3y PHPOBaH-
HBIM IIEPUOAOM, FAABHBIMH IIPU3HAKAMH KOTOPBIX SBASI-
IOTCSI BHYTPEHHSISI IIEAOCTHOCTh H OTHOCHTEAbHASs
3aBepIMIEHHOCTD ).

Oco6b1M cBOMCTBOM My3bIKH B. AI0TOCAABCKOTO SIBASI-
€TCSI TO, 4TO Pa3ANYHbIE THIThI BpeMEHHBIX eAUHHI] CBOOOA-
HO YepeAyIOTCS MAU BCTYIAIOT B MOAU(POHHYECKOE B3au-
MopeHcTBHE. B OAHOBpeMEeHHOCTH MOT'YT COCYIIeCTBOBATh
BpeMeHHbIE eAMHHIbI OAHOTO TUIA (TAKThI MAM XPOHO-
CTPYKTYpBbI) HAM Pa3AMYHBIX TUIIOB (TaKT U XPOHOCTPYK-
Typa), 06pasys IOAUCTPYKTYPHYIO BpEMEHHYIO eAMHHULTY.

daxTopoM, KOTOPHII OTBeYaeT 3a 06pa3oBaHHUe XPO-
HOCTPYKTYP, IBASIETCS ACHCTBHE IPUHIIUIIOB IIOBTOPHO-
CTH U OOHOBAEHHSI B 3BYKOBBICOTHOM, PUTMHYECKOM,
popMoobpasyoimeM, MEAOANIECKOM, GAKTYPHOM, TeM-
6pOBOM, PErHCTPOBOM aCIeKTaxX U Tak Aaree. MoMeHT
IPOSIBACHHST ACFICTBUS TOBTOPHOCTH MAM OOHOBACHHS
(B OCHOBHOM — BapHAHTHBIX) CTAHOBHTCS HAYaABHOM Ipa-
HuIlell HOBOM BpeMeHHOM eAMHUIbL. I [puHIuIbI ToBTOP-
HOCTHU U OOHOBAEHMSI ACFICTBYIOT Ha BCEX CHHTAKCHYe-
ckux ypoBHsxX (MOTUBa, $ppassl, mepuoaa). Hampumep,
B u¢pax 1-3 us Lemu I xporomepuoa obpasyercs 6aa-
roAapsi OAHOPOAHOCTH TeMaTHYeCKOTO MaTepHaAa, UH-
CTpyMeHTaAbHOTO cocTasa (14 mapTHil HHCTpyMeHTOB
I'PYII CTPYHHBIX, A€PEBSHHBIX 1 MEAHBIX AyXOBBIX), paK-
TypHO¥ OpraHusanuu (OT yHUCOHA Ha TOHE <« d> IIPOHC-
XOAHMT PaCIIMpEHHe, a 3aTeM Cy>KeHHe AMAIla30Ha FOAO-
COB K YHUCOHY Ha TOHe «/1>» ), a TakkKe — OTAeAEHHOCTH
HOCTPOEHMS OT AAABHEHIIETO pa3BepPThIBAHMS TeHEePAAD-
HOMH Iay301 (.:.' % ). B mocaeayromem xposonepuoae us
1. 3 M3AaraeTCs KOHTPACTUPYIOMUH 110 XapaKTepy TeMa-
Tn3Ma (MOSBACHME Yy KAQDPHETOB KOPOTKHX MOTHBOB
¥ $pa3 C TPHOABHBIM PUTMOM) U 110 GaKTyPHOMY 0POPM-
AeHMIO (OAHOTOAOCHE BMECTO MHOTOTOAOCHSL) My3bIKAAD-
HbIIT MaTepuaA. baaropapst Temarnyeckosi, TeMOpoOBOiL,
MEAOAUKOPUTMUYECKOMH, PErCTPOBOM, GaKTypHOI OAHO-
POAHOCTH IOCTPOEHUE ABASETCS BHY TPEHHE LIEAOCTHBIM.
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ITepBbIit XpOHOIIEPHOA HEe APOOHTCS Ha XPOHOCTPYKTYPbI
MeHBIIIero MacIITaba, BTopoi — CerMEeHTUPYeTCsI Ha XPO-
HOMOTHBBI (MEAKHE CTPYKTYPBI C OAHUM PUTMHUYECKHM
AKI]eHTOM, BO B3aUMOAEHCTBHU KOTOPBIX TAKOKe IIPOSBASL-
eTCs1 ACHCTBHE PUHIMIIOB KOHTPACTa U IIOAOONS) B CyM-
MUPYIOIEro XapakTepa XpoHoppasy.

Kpowme atoro, B pyHkimu pakTopa 06pasoBaHusI Xpo-
HOCTPYKTYPBbI BBICTYTIA€T IPEABIKT: TeHepaAbHasl Iay3a
OT 2-X AO 6-TH CEKYHA MAU YIaCTOK KOMITO3UIIIH, TA€ TIO-
CTETIeHHO APOOSITCSI PUTMUYECKHE AAUTEABHOCTH, yBe-
AVYMBAETCS MAM YMEHbIIAeTCsl AMHAMHKA, KOAMYECTBO
roAocoB u TeMIL IIpeAbIKT Ha ypOBHSX Pppasbl, IIePUOAR,
pasaeAa pOPMbI TOAOTABAMBAET TIOSIBAGHHE MY3bIKAAD-
HOTO COOBITHSI, KOTOPOe OPOPMASIETCS KaK XPOHOCTPYK-
Typa onpepea€HHoro THIa. Harmpumep, B Buosonyeapnom
KOHIlepTe B dpax 77-81 mpeAbIKTOBask 30Ha UMeeT He-
CKOABKO BOAH: B 11. 77 (mepBas), B 1. 78 (Bropas), B 11. 79
(Tperbst) u B 1111 80-81 (4eTBEpTas, camMast POAOAKUTEAD-
Hast). Ha 4eTBEPTOI1 BOAHE BCe HOTHBIE AAMTEABHOCTH — 49
BOCBMYIIIEK — Pa3MEIJAIOTCS ITOA OAHHM PebpoM, KOTopoe
BBICTYTIA€T B POAU AOTIOAHUTEABHOT'O HHCTPYMEHTa Bpe-
MEeHHOTO CTPYKTYPHUPOBAHHUS U Ipadpuuecku 0603HadaeT
IIeAOCTHBIH CETMEHT My3bIKAABHOT'O TeKCTa —XPOHOCTPYK-
Typy. [lepBble TPy BOAHBI IO 06beMaM MOSKHO OIIPEACAUTb
KaK XpOHO(PPa3bl, 4eTBEPTYIO — KAK XPOHONEPUOA,. AaHHbIE
BpEMeHHbIe EAHHHIIBI OAHOBPEMEHHO BMENJAlOT boaee
MeAKHe CTPYKTYpbl — XpoHOMOTHUBBL MTak, Kak caeayer
U3 IIPUMepa, 30Ha ITPEABIKTa MOXKeT COCTOSTD U3 IJeAOTO
KOMIIAEKCA XPOHOCTPYKTYp. Merpusanus (pasmep Y4),
KOTOpas IIPUCYTCTBYeT B IPHBEAEHHOM IIpUMepe, SBAS-
eTCsl YCAOBHOI, HAPYIIAETCsl M HUBEAUPYETCsl 6Aaroaapst
CTPEMUTEABHOMY yCKOpeHHIo TeMria (AAnHa pe6pa cooT-
BETCTBYeT 00beMy My3bIKAABHOI'O MATEPHAAR, HA KOTOPBIH
npuxopntcst accelerando ), v TAKTHIKe AMPYDKEPCKHX KeCTOB,
KOTOPBI€ BBIMOAHSIOT QYHKIIUIO MAPKHMPOBKH aKI[eHTa.

Taxke 0co6bMu pakTOpaMu pOPMUPOBAHHUS XPOHO-
CTPYKTYPBbI SABASIIOTCS UHAUBHAYaAbHAsl UCIIOAHUTEAD-
ckas ¢ppasupoBKa, CKOPOCTD, aroruka. Hanpumep, B 1.
49-55 u3 Buoaonueapnoro konnepTa B. Arorocaasckoro
IIOMelljeHa ABOMHAsI HOTHAsI 3aIIMCh, B KOTOPOIt 6Aaro-
Aapsi CPeACTBAM UCITIOAHUTEABCKOM GPasUpPOBKU BpEMeH-
HOM IIOTOK MOXET CTPYKTYPHPOBAThCs Ha XPOHOPPa3bl
(o aupmxepckomy xecry Ad lib., koTopomy cooTset-
CTByeT GeAblil TPEYTOABHHK), HAH K€ — Ha YCAOBHBIE
IiepeMeHHbIe TaKThl, KOTOpbIE B 9TOM TEKCTe yKe He OT-
HOCSITCS K BHEMHTOHAIIMOHHOM HCKYCCTBEHHOM CUCTeMe
TAKTOBOTO METPA, & CTAHOBSITCS Pe3yAbTAaTOM HCIIOAHH-
TEAbCKOT'O MHTOHUPOBAHMS, TO €CTh — BBICTYTIAIOT B POAU
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XPOHOMOTHBOB M XpOHO(Pa3 (MX IIPOAOAKUTEABHOCTD
COOTBETCTBYIOT 00OBEMAM MEXAY CIIAOIIHBIMU M ITyH-
KTHPHBIMH TAKTOBbIMU 4€PTOYKAMH).

OcobeHHOCTBIO GYHKIIMOHHPOBAHMS XPOHOCTPYK-
TYPBbI ABASIETCS TO, YTO BHUMAHUE CAYIIATEAS IIOCTOSHHO
riepeMejaeTcsi C MeHBIINX 110 MACIITa0y My3bIKAABHBIX
COOBITHIT Ha OOABIIIHE, C MEAKOTO YPOBHS CEerMeHTALIUH
Ha 0oAee KPYIHBIN 1 HA0OOPOT. DTO 00YCAABAUBAETCSI
HeperyAsSpHOCTbIO PHUTMUYECKOTO PHCYHKA, OCObeH-
HOCTSIMH KOHTEKCTa, B KOTOPOM HaXOAMTCS OIIPEAEAEH-
HbI parMeHT (TO eCTb, 3ABUCHT OT IPEALIECTBYIOLIErO
¥l TIOCAGAYIOIIETO M3AOXKEHHs), @ TAKXkKe — CKOPOCTBIO
HCIIOAHEHMSI B OIPEACACHHOM HHTEpIpPeTallMOHHOMN
Bepcun (B YaCTHOCTH, B 3aBUCHMOCTH OT TeMIia, popma
XPOHOCTPYKTYPBI MOXKET MEHATbCA U3-3a PACTKEHHS
HAM CKaTHs BO BpeMeHH eé 06bEMOB).

YkasaHHpIe OCOOEHHOCTH (PYHKIIMOHMPOBAHKS
XPOHOCTPYKTYpPBI HE MMEIOT MeCTa B CHCTeMe TaKTO-
BOT'O METPa, B KOTOPOM CTPYKTYpa TaKTa COXPaHSAETCA
IPU AIOOBIX HCIIOAHHUTEABCKHX OTKAOHEHHSX OT 3a-
$HUKCUPOBAHHOTO B HOTHOM TEKCT€ T€MIIA, Ha yJaCTKaX
TEMbI — XOAQ, B ITPEABIKTOBHX 30HaX. Kpome aToro, TakT
IPH AIOOBIX KOHTEKCTYaAbHBIX YCAOBHSIX OCTAETCSI COU3-
MEePHMBIM HauMeHbIIeH KPAaTHOM AOA€ M METPHUIECKUM
€AMHHIIAaM BBICIIErO0 YPOBHS, a COOTHOIIEHHE CHAb-
HOI U cAaboM poAelt COXPAHAETCS KaK eAMHOe, obmee,
«CKBO3HOE> Ha BCEX MACIITAOHBIX yPOBHSX. B ycaoBmsix
JKe HeperyASpHOCTH QpyHKIIMOHUPYET He CHAbHAS AOAS,
a ONMOPHBIA MOMEHT BpPeMEeHH, KOTOPBIN COBIIAAAET
C HaYaAbHOM I'PaHUIIe XPOHOCTPYKTYpbl. OTHOCHTEAD-
HO OIIOPHOTO MOMEHTA BpeMeHH MY3bIKaAbHbIN MaTepu-
aA, KOTOPBIN «3aIIOAHSET>» 00BEM XPOHOCTPYKTYPHI,
HMeeT CBOMCTBO HEOIIOPHOTO BPEMEHH.

WurepecHblil mpyMep B3aUMOACHCTBUS ABYX CUCTEM —
TAKTOBOH H IIOCT-TAaKTOBO — HAOAIOAQETCSI B MHTPOAYK-
11K U B 1111, 1-7 BuoAoH4eabHOTO KOHIIEpTa. B oTACABHBIX
3MU30AAX MHTPOAYKIIUH ITPOSABASETCS KOMIIAEKC TPH3HA-
KOB CHCTEMBI TaKTa: PEryAIpHOe YepeAOBaHHEe CUABHOM
U CAQOO AOAEH Ha TeX yJaCTKAX, TA€ MOHOTOHHO ITOBTO-
PSeTCS MOTHB B IAPTHH COAMPYIOIIel BUOAOHYeAU (TOH
«d> IIeCTHAALIATO! AAUTEABHOCTH 1 4eTBepPTHAS [1ay3a),
U ABOMYHAsA IyAbcarysa. OAHAKO, OTCYTCTByeT B HOTHOM
3aITFCH TAKTOBAsI YepTa — aTPUOYTHBHBIN JIAEMEHT TaK-
TOMETpUYecKOil cucTeMbl (Kak rpaduueckuil CUMBOA
3aKOHOMEPHOTO PACIIOAOYKEHHSI CHABHBIX M CAAOBIX AO-
Aeﬁ). B 1m11. 1-7 Ha MOHOAOT BUOAOHYEAN HACAAMBAIOTCS
arpeccuBHbIe PENAMKU MEAHBIX AYXOBBIX, KOTOPbIe He
HMEIOT TaKTOBOM 3amucy. TakuM o06pasoM, moanpoHu-
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YeCKH COYETAFOTCS ABA THIIA BPEMEHHbIX eAUHHMI] — TAaKT
M XpOHOCTPYKTypa (XpoHOdpasa), ABe pUTMHYECKUe
CHCTEMbI — peryAspHas BHEMHTOHALIMOHHAs, KOTOpas
SABASIETCSI XyAOXKE€CTBEHHBIM aHAAOTOM HCKYCCTBEHHOTO
CTHXOCAOXXEHHs], U HeperyAspHas HHTOHALMOHHAS, KO-
TOpasi BOIAOIAeT 3aKOHOMEPHOCTH XKHUBOM PeyH.
TpeTuit TNl pUTMUKH, CBOMCTBEHHBI! IIPOU3BEACHH-
sM B. ArorocaaBckoro 60-x — 90-X IT., pepsaraeM ompe-
AeAUTD Kak aperyaspHsiil. K mpumepy, Bo BTopoit yacTu
Bropoit cumdponuu 30Ha npeabikra or 1. 101a a0 11. 133
IPEACTABASIET IOCAEAOBAHHE COHOPHBIX MUKPOIIOAMDO-
HUYeCKUX CBEPXMHOTOroaocHsix ceximit Ad lib. ¢ veyro-
PAAOYEHHBIM Y€PEAOBAHKEM AKIIEHTOB, KOTOPOE CO3AAET
adp¢exr Budbpanun. ITopnobusre pparmenTy u3 Bropoit
CUM(OHUH YIACTKU KOMITO3UIIMU — COHOPHbIE CBEPXMHO-
TOTOAOCHbIE MUKPOIIOAUPOHHIECKHE IISITHA — HE COAEP-
KaT MeTPUYECKUe eAMHHIbI (TAKTbI), HAH 5Ke — BpEMeH-
Hble eAMHHULB! (XPOHOCTPYKTYpBL, IPU3HAKAMH KOTOPbIX
SIBASIFOTCSI, HATIOMHHM, II€AOCTHOCTD, 060COOAEHHOCTD,
CTPYKTYpPHasi 0)OPMAEHHOCTD, CBS3b C UHTOHALJMOHHBIM
nponeccoM). BeaeacTBre Mx OTCYTCTBHS, B TakuX dpar-
MEHTaX B POAU €AMHCTBEHHOTO BPEMACTPYKTYPUPYIONIETO
¢akTOpa BRICTYTIAeT aKI[eHT. Takoro THUIA IOCTPOEHHS
HMEIOT YPe3BBIYANHO APOOHBIN PUTMHIECKHI PUCYHOK,
CBEPXMHOT'OTOAOCHBIN COHOPHBIH THII PAKTyPBhI C XapaK-
TepHbIMH MUKPOTOHOBBIMH CKOABKeHHMAMH. Baxxnoit oco-
OEHHOCTBIO TakKe SIBASIETCS] OTCYTCTBHE AOMUHUPYIOIIUX
B CBEPXMHOTOIOAOCHH IOAOCOB. IoAOCa BHYTpH mAacTa
HeITPepPhIBHO MePEKAMKAIOTCS, BCTYIAIOT B AUAAOT, UX pe-
TIAMKH — OYeHb SKCITPEeCCHBHbIE U BhIpasuTeAbHbIe. Tema-
THUYECKHI MaTePHAA CBA3aH C MHTOHUPOBaHKHEM PEeYeBOro
THIIA, OAHAKO B YCAOBHAX MUKPOIIOAM(OHUM 3Ta CBA3b He
IPOCAYIIMBAETCS, TOAOCA CAMBAIOTCS B @AMHYIO 3ByKOBYIO
«Marmy>, BO BHyTPeHHe! OPraHU3al[ui KOTOPOM OTCYT-
CTBYIOT M METPUYECKHUE EAVHHIIbI, U BpeMEeHHbIEe €AMHHIIbI
HeperyAspHOro Thma. B To >ke Bpems AQHHbIN pparMeHT
UMeeT I'PaHUIIbl, KOTOPbIE YCTAHABAUBAIOTCS ACHCTBUEM
OIIOPHOT'O U HEOIIOPHOTO MOMEHTOB BPEMEHH, U IBASIETCS
BHYTpPEHHE I]eAOCTHBIM HHTOHAI[HOHHBIM 0Opa3OBaHHeM,
TO eCTb, 0bAapaeT 00IIMHU YepTaMu XpoHoIepuoaa. Ile-
PEX0A OT OAHOT'O TAKOT'O XPOHOIIEPHUOAA K APYTOMY ITPOKC-
XOAHUT 6AAropapst CMeHe FapMOHHIHU, PUTMOMEAOAUYECKOTO
PHCYHKa BHYTPH CEKIIUH, K COOTBETCTBYET Pa3ACACHHIO
TeKCTa MapTUTYPbI Ha IudpsL. Ero cBoeobpasusmMu cBOII-
CTBAMU SIBASIIOTCS 6eC1e3yPHOCTD M HEAGAUMOCTb Ha XPO-
HOCTPYKTYPBI MEHbIIIEr0 MAaCIITA0a, a CrieriudpHKa ormpepe-
ASIeTCSI 0COOBIM THITOM pUTMUKH. O CHOBOF AAHHOTO THITA
PUTMUKH BBICTYTIaeT IEPUOAMYHOCTD, KOTOPAs ACHCTBYET,
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OAHAKO, Ha MHIKPOYPOBHE, BBIIBASIETCS B IIpoLiecce (Teope-
THYeCKOI0) aHAAM3a M PAKTHIECKH He IIPOCAYIINBAETCSL.
Takyro puTMHKY IIpeasaraeM 0003HAYUTh KaK aperyAsip-
HYI0, a XPOHOIIEPHOA, BHyTPEHHEe YCTPONCTBO KOTOPOTO
YTIPaBASeTCS apeTryASPHOM PUTMHUKOM, — KaK aperyAspHBIN
xpoHonepuoa. Mrak, aperyaspaomMy TuIry puTMa cOOT-
BETCTBYIOT BHYTPEHHE [JeAOCTHbIE, OTHOCUTEABHO 3aBep-
IIeHHbIE BpeMEHHbIE eAUHUITbI — XPOHOIIEPUOADL, KOTOpbIe
HMEIOT BAPUAHTHYIO MPOAOAKMTEABHOCTD U COCTOST U3
MEAKHX MEAOAMKOPUTMHYECKUX GpOPMYA — MUKPOYPOB-
HEeBbIX XPOHOMOTHBOB. AperyAspHble XPOHOIEPUOABI
HPUCYIIH YYaCTKaM C COHOPHbIM MHKPOTOHOBBIM CBEpPX-
MHOTOTOAOCHEM, BHYTPH KOTOPBIX ACHCTBYeT IePHOANY-
HOCTb TOABKO B MHKpoMaciiTabe. FIMeHHO AQHHBIF THII
BpeMeHHO! OpTraHHU3aliU B HAUOOABIIIEH Mepe aCCOLUH-
pyercs ¢ upeent B. AroTocaaBckoro o poau puTMa nposbl
B OOHOBACHUH PUTMUYECKOH Cpepbl My3bIKAABHOTO MBIII-
ACHMSL

HuTepecHpIM 00pa3ijoM MOAUPOHUIECKOTO HAAO-
JKEHUS HEPEryASPHOM U aperyAsapHON PUTMHUKH SIBAS-
eTCsI 9MHU30A U3 Il 76—77 BHOAOHUEAPHOTO KOHIIEpTa.
ITapTust opkecTpa mpeAcTaBAsieT cOO0 IIeAbHBIH, OAHO-
POAHDBIN, MHKPONOAM(OHUYECKHI COHOPHBIN IIAACT
(10 mapTHit), B KOTOPOM aCHHXPOHHO COYETAIOTCS TO-
Aoca Ha pp. Takas MHepTHas 3ByKoBas Macca moaudo-
HUYECKU COYETAETCS C MEAOAMYECKU BBIPA3HTEAbHBIM
MOHOAOTOM MAPTUU COAMPYIOIIeN BUOAOHYeAH. MysbI-
KAaAbHBIN MaT€PHAA IIAPTHH BUOAOHYEAH YPE3BbIYaliHO
KOHTPACTeH OPKeCTPOBOMY MHOTOTOAOCHIO ITO TUITY MH-
TOHUPOBAHHS, A TAKXKE 10 PUTMUYECKUM AAUTEABHOCTSM
u AuHamuKe. Takum 06pa3oM, B peAeAax OAHO BpeMeH-
HOM eAMHHIIBI — XPOHOIEPUOAA — COYETAFOTCS Pa3AUYHbIE
THUIIBI pUTMUKH. BAaropaps moandpoHnIecKoMy B3aUMO-
ACHCTBHIO HEPEryASPHOM U AperyAIPHON PUTMHUKHU CO3-
AQETCs XYAOXKECTBEHHBIN 3P PeKT MOAUTEMIOBOCTH.

CrpemaeHMe KOMITO3UTOPA XYAOXKECTBEHHO BOIIAO-
TUTb B My3bIKe 3aKOHOMEPHOCTH YEAOBEYECKOM peyu,
CO BCeMH e€ HIOAHCAMH, IPHBEAO K IIPOOAeMe CO3AAHHS
aAeKBaTHOM MapTUTYpHOM 3amucy. Kaxaas MEHOroroaoc-
Hasl AA€aTOPHIECKAst CEKIfHsI TOAOOHA TeaTPaAbHOMY AMa-
AOTY, B KOTOPOM IIEPCOHAXKH CBOOOAHO BBICKA3bIBAIOTCSL.
EaBa Au He CaMbIM CAOXKHBIM AASL KOMITIO3UTOPA SBUACS
ITOMCK TaKOM MAPTUTYPHOM 3aIMCH, B KOTOPOH «BBICKA-
3bIBAHMS>»> BCEX MHCTPYMEHTOB — «II€PCOHAXEN OpKe-
CTpa» PACIIOAATaAUCh ObI HE3aBUCHMO APYT OT APyTa BO
BpeMeHU. [10aTOMy AOTIOAHMM YHCTO KOHCTPYKTHBHYIO
XapaKTePUCTHKY CBOMCTB BpeMEHHOM OpraHM3alluu IIpo-
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uspeaeHur B. AroTocaaBckoro HeKOTOphIMU $aKTaMHU M3
€ro TBOPYeCKoi OHorpaduu.

W aeasbHoOl mapTUTypoOI, o MHeHHIO B. AtoTocaas-
ckoro, sBasiercs ero Crpynnbiit kBaprer (1964 1.). Ha
OAHOM MaPTUTYPHOM CTPAHUIIE PACIIOAATAOTCS pa3Me-
IAIOTCS YeThIpe IPSMOYTOAbHMKA, BHYTPU KOTOPBIX Ha-
XOAUTCSI My3BIKAABHBIN MaTepHaA KaskAoi mapruu. K npu-
Mepy, BII. 1 «IepcoHaXu> KBapTeTa BCTYTIAIOT B AMAAOT,
UX PEAMKH SIBASIETCSI 060COOAEHHBIMH, CAMOCTOSITEAD-
HBIMH, AOCTaTOYHO NPOAOAKUTEAbHBIMH. B mpepeaax
1eaoro paspeaa Gopmsi (1. 1) «pasrosop> YeThIpex uH-
CTPYMEHTOB IIOMEIIAeTCs TOABKO Ha OAHOM MMAPTHTYPHOMI
CTpaHHIle ¥ HATIOMHUHAET «KAPTUHY > M3 YeThIPeX IIPSIMO-
YTOABHHKOB. B cTaTbe «O puTMuKe U OpraHU3aIfiU 3BY-
KOBBICOTHOCTH B TeXHHKe KOMIIO3UIMHU C IPUMEHEeHHneM
OTPaHMYEHHOTO AEMCTBHS CAYYaHHOCTH>» KOMIIO3UTOP
ormeyaeT: « C4nTaIO0, 4TO MOU OPKECTPOBBIE MAPTUTYPbI
SABASIOTCA QAABIIMBBIMH, TAK KaK HE COOTBETCTBYIOT 3BY-
KOBOMY P€3YABTaTy < ... >. EAMHCTBEeHHO€ IPOU3BEeACHHE,
KOTOpOe TPaBUABHO 3aNucaHo, 370 CTPyHHbIN KBapTeT
(6e3 BepTHKaAbHOM cHHXpOHH3anuK). [lopo6Has pore-
AypPa HEBO3MOXHA AASL OPKECTPOBOM ITAPTUTYPHL 3aluch
4epeAyIONIMXCS 3ByKOBBIX KOMIIAEKCOB B BEPTHUKAASX, KO-
TOpbIe He AOAKHBI, KOHEYHO K€, 3By4aTh OAHOBPEMEHHO,
BBOAHT B 3a0Ay>KA€HHE MHOTHX HCIIOAHUTEACT, AUPYDKe-
poB. I1oaToMy 51 BBIHY>XKA€H IPUMEHATh MHOTOYHCACHHbIE
caoBecHble KoMmeHTapun>» |2, C. 115].

Kak ormeudaer Y. B. Pae [4, C. 103], upes cozpanus
TaKOM COBEPIICHHOM MAPTUTYPHOM 3aIIMCH TPHUHAAAEXKA-
Aa xeHe B. AtoTocaaBckoro Aanyre AroTocaaBckoi. Bo
BpeMs peleTHIHil mepsbiii Aupwkep Ksaprera Baasrep
/AeBHH HACTOMYMBO MONPOCHA MMPEAOCTABUTb €My XOTS
OBl YepHOBYIO pabOYYIO IMAPTUTYPY, OAHAKO AIOTOCAAB-
ckuit oTkasaa emy. Toraa AanyTa AroTocaaBckast cozpana
nepByIo MapTuTypy KBaprera: HOTHYIO IapTHIO KaXKAOTO
rOAOCA OHAa HAaKAEHAA HA IIPOCTYIO OYMAXKHYIO KAPTOUKY
1 04ePTHAA KAXKABIN TOAOC IIPSIMOYTOABHOM paMKoiiL. baa-
TOAAPSI TAKOMY CIIOCOOY roaoca 6b1Al 060COOAEHBI APYT
OT APyTa X KIMEAH BO3MOXKHOCTb HE3aBUCHUMO APYT OT APY-
ra, aCHHXPOHHO, CBOOOAHO, TaK JKe, KaK BO BPeMsI SKHBOTO
3MOLIMOHAABHOTO AMAAOTA, PAa3BOPAYUBAThCS BO BpEMEHHU.

BriBopbI

HTax, 0coOeHHBIM CBOCTBOM BpEMEHHOI OpraHu3a-
111U B My3bIKe B. AT0TOCAQBCKOTO SIBASIETCSI CBOOOAHOE B3a-
HMMOAEHCTBHE Pa3AUYHBIX TUIIOB PUTMHKH — PETyASPHOL,
HeperyAspHOH, aperyAspHoil. l|eHTpaAbHBIM 9AeMEeHTOM
peryAspHOi BHEMHTOHAIIMOHHOM CHCTEMbI PUTMA SIBASIET-
Cs TaKT, 2 HeperyASPHOM, UHTOHAIMOHHOM — XPOHOCTPYK-

MUPOHEHKO-MUXEALIMHA 0. 10. PUTMbI 103311 M NPO3bI KAK CTPYKTYPHBIE MOJIENI BPEMEHHO/ OPTAHM3ALV B NPOM3BELREHUAX B. TOTOC/IABCKOT0 60-X — 90-X Fr.

82



Section 2. Musical arts

Typa. QyHKIMIO eAMHCTBEHHOTO BpeMsOpTaHH3yIOIero
HayaAa B aperyAspHOM CHCTeMe PUTMA BBITIOAHSIET aKI[eHT.
TepMUH XpOHOCTPYKTYpa U €ro IPOU3BOAHbIE — XPOHO-
MOTHB, XpOHO(Pa3a, XPOHOIIEPUOA — BIlepBbIe 0O0CHO-
BBIBAIOTCS U PUMEHSIOTCS B TEPMHUHOAOTUH HaIIeTo HC-
CA@AOBAHUS, IIPEAAATAIOTCS AASI BBEACHH S B TIOHATHITHBIN
ammapar ob1jeil TEOPHU pUTMA.

B mpomussepeHnax B. AroTocaaBcKoro pasandHbie
THITbI BDEMEHHBIX eAHHHI] B3AUMOAEHCTBYIOT IIOAU(OHU-
9eCKH HAHM JKe YepeAyIOTCs B Ipoliecce pa3BepThIBaHUs
MY3bIKAaABHOTO ABVDKEHHS BO BpeMeHHU. \OMHHHUPYeT BO
BpeMeHHOI opraHu3anuu Mysbiku B. AroTocaasBckoro
IIOCT-TAKTOBasl HeperyAspHasi CHCTeMa PHUTMa, B KOTOPOH
BpeMeHHasl eAUHHUIIA SBASIETCS IIPOU3BOAHOM OT 0POpPM-
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AeHHsI HHTOHAIJMOHHBIX obpasoBanuil. Heperyasipaoro
THIIA PUTMHUKA, HA HAlll B3TASIA, IBASIETCS XYAOKECTBEHHBIM
BOIIAOIIIEHHEM KHUBOM JeaoBeueckol peun. B ycaoBusx
MHKPOMACIITAOHOCTH AQHHBIN TUIT PUTMUKU $YHKITUOHH-
pyer B 0cobeHHO# popMe, KOTOPYIO IIPEAAATaeM OIpeAe-
AWTD KaK PUTMUKY aperyAsipHoro tura. CobCcTBeHHO naest
OTOOpaKEHNMSI pUTMA IIPO3BI M IIOCAYXKHAA AAST B. AroToc-
AABCKOTO OAHMM U3 UMITYAbCOB AASL HAXOXKAEHHS KOMIIO-
3UTOPOM HOBBIX, HHHOBAIlMOHHBIX (pOPM BPEMEHHOIO
cTpykTypupoBanus. [lepenaerenne u cocymecrsoBaHue
Pa3AMYHBIX CHCTEM PUTMA B MMPOM3BEACHHUAX AIOTOCAAB-
CKOTO SIBASIETCSI OAHOM U3 SIPKUX XapaKTePHbBIX 0COOeH-
HOCTeH BpeMeHHO! OpraHU3al[MH1 B My3bIKe KOMIIO3UTOPA.
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RHYTHMS OF POETRY AND PROSE AS STRUCTURAL
MODELS OF A TEMPORAL ORGANIZATION IN THE
WORKS OF W. LUTOSLAWSKI 1960s —1990s

Abstract

Purpose of the study: The aim of the research is to characterize the features and properties of the temporal unit
in the works of W. Lutoslawski 60 s — 90 s. The relevance of the topic consists in the lack of a complex, systemic study
of the time unit and its properties in the music of W. Lutostawski.

Methodology:The study is based on comparative, structural-functional, systemic, historical methods, the use of
which allows to form a complex view of the research subject.

Research results: The study reveals the relationship between the rhythm patterns of poetry and prose, on the
one hand, and the rhythm features of W. Lutoslawski, on the other. It has been established that the artificial thythm
of verse is an artistic analogy of the regular type of rhythm, while the free rhythm of living human speech, embod-
ied in literary prose, is an analogy of the non-regular and irregular rhythm. The interweaving and interaction of
these three types is one of the characteristic features of the temporal organization of the works of W. Lutostawski.
It is revealed that the regular type functions in the traditional metric form. Sections of the composition with
non-regular and irregular types of rhythm are structured into chronostructures (the temporary units of different
volumes, holistic, homogeneous, detached), which function in the form of syntactic formations (large-scale level
of motive, phrase, period).

Scientific novelty: Scientific novelty consists in the identification and substantiation (according to the results of
an analytical study of the works of W. Lutostawski) of three rhythm types that can coexist within a single composi-
tion (namely, rhythm of regular, non-regular, irregular), as well as in the clarification and determination of the types
of temporal unit and its properties. The concept of chronostructure and its varieties (chronomotive, chronophrase,
chronoperiod) is introduced into scientific use.

Practical significance. The revealed features of the temporal organization are characteristic not only for the mu-
sic of W. Lutostawski, but also for many of his contemporaries. The material presented in the article has a practical
importance for researchers of 20 " century music.
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AnoTanis

Mema docridxncenns. MeTa AOCAIA>KEHHS IIOASITAE Y XapaKTepUCTHLI 0co6AMBOCTeI i BAACTUBOCTEH 4aCOBOI OAU-
Hu1ti B My3uni B. ArorocaaBcpkoro 60-x— 90-x pp. AKTYaAbHICTb TEMHU PO3BiAKH 3yMOBAIOETLCS BIACY THICTIO ITiAiCHOTO,
CHCTEMHOI'O AOCAiAKeHHsI YaCOBOI OAMHHUINI Ta i BAACTHBOCTeH y TBOopax B. AroTocaascpkoro.

Memodu docaidxenns. NOCAIA)KeHHS IPYHTYETbCS Ha KOMIIAPATHBHOMY, CTPYKTYPHO-QYHKI[IOHAABHOMY,
CHCTEMHOMY, iCTOPHYHOMY METOAAX, 3aCTOCYBAHHS SIKUX AO3BOASIE CKAACTH L[iAiCHE YSBACHHS ITPO IMPEAMET AOCAI-
AKEHHSL.

Pesysvmamu docaidxenns. B pe3yabTaTi AOCAIAXKEHHS BUSIBACHHI B3AEMO3B 30K MK MOAEASIMU PUTMIB IT0€3il,
IPO3H Ta 0COOAMBOCTME PUTMiKH B. AfoTocaaBcbkoro. 3’s1cOBaHO, 1110 ITYYHUI PUTM BipIla € XyAOXKHBOIO AHAAOTI€EI0
PEeryASIpHOro TUITY PUTMIKH, BIADHUM PUTM KHBOI'O AFOACPKOTO MOBAEHHS, BTIACHHI Y AiTepaTypHIil Ipo3i,— Hepery-
ASIpHOI Ta aperyasipHoI. ITeperiaeTeHHs Ta B3aEMOALS LIUX TPHOX THUIIIB € OAHIEIO 3 XapaKTePHUX 0COOAMBOCTEN 4aCOBOI
opranisauii B. ArorocaaBcpkoro. BusiBaeHo, 1110 peryAsipHMIl THUII 3yCTPIiYa€ThCs B TPAAULINHIN MeTpUYHIN popMi.
AJASHKY >ke KOMIIO3HUIIil i3 HeperyAsSpHUM Ta aperyAsPHUM THUIIAM PUTMIKU CTPYKTYPYIOTbCS HA XPOHOYAPYHKH —
9acOBi OAMHUII PI3HHUX OOCSATIB, SIKi € BHYTPIIIHbO I[iAICHUMH, OAHOPIAHUMH, BUOKPEMAEHUMH Ta PYHKI[IOHYIOTH
y dopMi cuHTaKCHYHUX CTPYKTYp (MacmTabHOTO PiBHSA MOTHBY, ppasu, mepioay).

Hayxosa nosusna. HaykoBa HOBU3HA [TOASITa€ Y BUSIBACHHI Ta 00IPYHTyBaHHI Ha OCHOBI aHaAi3y TBOpiB B. AroToc-
AaBCHKOTO TPbOX THIIiB PUTMIKH, SIKi CTIIBiCHYIOTD B MeXaX OAHi€l KOMITO3HILii (2 came,—~ pUTMIKH PeryAsIpHOT, Hepery-
ASIPHOI, aQpeTyASPHOI), a TAKOX — y 3 ICyBaHHi Ta BUSHAYeHHI TUIIiB 4aCOBOI OAMHML Ta Ii BAACTHBOCTe1. Y HayKOBHIA
00ir BBEAEHO ITOHATTS XPOHOYAPYHKH Ta 1i PI3HOBHAIB — XpOHOMOTHBY, XpOHO(PA3H, XPOHOIIEPIOAY.

IIpaxmuune 3nauenns. BusiBaeHi 0cob6AMBOCTI yacoBoOI OpraHisariii € 3aKOHOMIPHUMU He AHIIE AASL TBOPYOCTI
B. AI0TOCAABCBKOTO, a I AASI 6araTbOX HOr0O Cy4aCHHKIB, TOMY IIPEACTABAEHHI B CTATTi MaTepiaA Ma€e IPAKTHIHY 3HA-
YYIICTb AASL AOCAIAHHKIB My3UKHU XX CT.
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CANON FORM IN VOCAL AND CHORAL PIECES BY LVIV
COMPOSERS OF THE XX IST CENTURY FOR CHILDREN

Abstract

Objective: to consider specific compositions in the canon form and the pieces of which canon is just a part. The
goal of the research to supplement choir repertoire for children with canons differing in content and form (choir

exercises, concert compositions); to offer more accessible and interesting material for the development of polyphonic

singing for children as exemplified by vocal and choral pieces compiled by Lviv composers.
Methods: retrospect method; observation and selection; theoretical and analytical method; interpretation method.

Results: obtained while analyzing vocal and choral compositions, may be used to prepare concert performance
of children’s choirs. Comprehensive theoretical and analytical analysis of the pieces written in the canon form has
enabled to considerably expand the knowledge of the vocal and choral creativity of Lviv composers.

Scientific novelty: the suggested article constitutes the first special study of the vocal and choral creativity of Lviv

composers, where choral pieces for children in the canon form are analyzed for the first time in music studies. The

principles of form development as well as peculiarities of the composition of those pieces are analyzed.

Practical significance: lies in the possibility of applying the results of the study in the practical activity of choir
conductors and teachers of choir classes of different-level educational institutions (amateur groups, children’s art

schools, music schools) as well as for popular science lectures and master classes.
Keywords: canon; simple canon; Lviv composers; A. Shepel; M. Volynskyi; M. Datsko; B. Kotiuk; M. Hev.

For citation: A.R. Nemerko. Canon Form in Vocal and Choral Pieces by Lviv Composers of the Xx ist Century
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95

Introduction. Since the XIIth century the music of
the Western world has been dominated by the French
innovation which gave birth to the first samples of poly-
phonic vocal religious music. Very soon the many-voiced
polyphonic music started prevailing in different Euro-
pean countries and came into existence both in religious
and in secular contexts.

The tradition of polyphonic polyvocality appeared
on the basis of one-voiced Catholic chorals. By its com-
positional structure canon constitutes a strictly followed
imitation where each of the voices performs the same
melody, with a delayed start as compared to the previous
voice. «The word “canon’”, as the music form definition,
started being used only in the XVIth century, in spite
of the fact that the first known canons date back to the
XIII"~century Italy> [1, 38]. Modern rules of canon
writing were shaped up by the composers belonging

to the Roman School, the most famous of which was
Giovanni Palestrina. Later canon was used rather rarely,
but for the exceptions of the works by J.S. Bach, Pach-
elbel, Telemann, Zelenka, where the most diverse types
of canons are present.

As far as the manner of polyphonic music perfor-
mance is concerned, it is known that the works were per-
formed by a specially trained choir of singers (consisting
of men and boys). Since childhood they dedicated their
lives to the art of singing. «An obligatory precondition
for chorists was the skill of “reading the music”, singing
not just in the “old style” — one-voiced music, but in the
“new” as well — polyphonic music>» [2, 7]. Performed
polyphonic works were difficult, and the repertoire was
very rich. Taking into account the fact that in the second
half of the XVII* century polyphonic layout of the music
material was replaced with homophonic-harmonic one,
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the canon lost its popularity, and it was only in the XX
century that the interest in this form was revived by Arnold
Schoenberg, Dmitri Shostakovich, Rodion Shchedrin.

Discussion. Canon singing was not wide-spread in
Ukraine, however, in the book by Oleksandr Kozarenko
«Fenomen Ukrayinskoyi Natsionalnoyi Muzychnoyi
Movy>» («The Phenomenon of Ukrainian National
Language of Music» ) it is stated: “The part polyphonic
singing that became the national variant of the European
invariant of choral singing possesses a wide spectrum of
counterpoint devices (for example: the «Voskresnyi
Kanon” by Mykola Dyletskyi contains the imitation at
a different time interval, a perpetual canon, canonic se-
quences, stretto developments)> [3, 68]. As far as fur-
ther introduction of canon as a music form into the vocal
and choral practice for children is concerned, it can be
traced already in the XXth century.

Modern Lviv composers like Oleksandr Opana-
siuk, Volodymyr Pavenskyi, Roman Tsys, Mykola Las-
tovetskyi, Myroslav Volynskyi, Myron Datsko, Anatoliy
Shepel, Bohdan Kotiuk, Oleksandr Albul, Zoriana Mar-
tyn, Mariya Hev and others considerably enriched the
vocal and choral repertoire. Following the traditions of
classical composers, these composers also created inter-
esting original samples of the vocal and choral genre of
music in all the diversity of topics, forms, and devices of
vocal and choral expressiveness. The pieces in the canon
form for children, composed by modern authors, be-
come the samples of combination of strict classical forms
with new original compositional devices and bright re-
finement of the music language. Pieces for children in
the canon form became most popular among composers
thanks to the annual festival “Spivajmo Kanon” (“Let Us
Sing Canons”) that has been held in Lviv since 2002.

The simplest canon form is a canon of two voices
(simple). “The technique of its compilation is not diffi-
cult: amelody part is written — proposta (P) in the initial
voice until the start of the imitating voice, and then this
part is transferred to the imitating voice - risposta (R).
The delay interval is not really important, but regardless
of it (the delay interval) simple canon does not require
any moving counterpoints. The initial leader (P1) and
the imitating follower (R1) are written further, and this
creates a two-voice nature” [4, 12].

Composers do not always write all the voices in the
canon. Sometimes just one voice is recorded with marks
that enable to reproduce the whole canon in a high-quality
way —such record is called closed. If only the main canon
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melody is written, with no indications of the places and
delay intervals of risposta — such record is called mysteri-
ous. Lviv composers more often use full canon recording,
that enables children to embrace the whole piece while
learning it and develops their ability to read scores, viz. to
follow proposta (P) and risposta (R) in the canon.

Simple canons may be illustrated by a piece by Lviv
composer Anatoliy Shepel “Zhuk-Zhuchenko” The
composition was written for junior two-part choir with
accompaniment. The piece is written in a complex two-
part form, with the introduction. The introduction is a
solmizated and rhythmic play; the first part consists of
two couplets, where the first couplets is performed at
unison, while in the second one the author cites Bohdana
Filts” “Zhuk-Zhuchenko”; the second part constitutes
the continuation of solmizated canto in the two-part
layout. The canon is accurate, with an upward melody
movement, and the delay interval coincides in accuracy
[S, 76]. The texture of the melody layout is determined
by rhythmical (there prevail quarter notes) and inter-
val stability (simple canon is written within an octave,
which makes it convenient for performance). The general
performance tempo (Allegretto), touch - staccato, non
legato. Dynamic plan: from mf to f. This composition
rather reminds a choral exercise which uses different
touches, forms of music material delivery, and singing
techniques. Brightness and complexity are added up by
the piano accompaniment in the jazz style.

An example of a simple two-part perpetual canon
is Myroslav Volynskyi’s composition — canon “Nisenit-
nytsia” (the author of lyrics is unknown). A two-part
diatonic canon is small in size (14 measures) [6, 136; 9,
13]. The canon is written with one melody, and is, there-
fore, simple. A peculiarity of a perpetual canon is the fact
that the voice imitation interval is the same. In terms of
the composition technique, perpetual canon resembles
a canonic sequence, that is thanks to the same imitation
delay interval it regularly gets to its initial point and cre-
ates a sort of a circle.

Proposta (4 measures) is based on the linear voice
development principle. The texture of the melody layout
is variant, and is determined by the rhythm and inter-
vals: for example, in measures 1-2, 5-6 the melody is
dominated by such intervals as tertia and sixth, the main
rhythmic values are set out in quavers; in measures 34,
7-8 — the melody follows an upward or downward scale-
like movement in semiquavers. The theme of the pro-
posta appears in the counterpoint variant (example 1).
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Example 1. M. Volynskyi. Canon “Nisenitnytsia”

Risposta is kept within the given key (As dur), but
changes its quality: its introduction starts with the tonic
chord of the mediant key, replaces the proposta intervals:

minor ones with major ones (minor 3 with major 3; mi-
nor 7 with major 7). The canon ends up in the modula-
tion into G dur (measures 13-14) (example 2).
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Example 2. M. Volynskyi. Canon “Nisenitnytsia”

However, the composer makes it possible to trans-
form the canon into a perpetual one if one smoothly
moves from measure 12 to the beginning and to sing it
on over an endlessly long period.

The general performance tempo (Poco Allegretto),
there are some agogic deviations; character - lively,

touch — marcato. Dynamic plan: from mf to f with
minor gradations in the second part of the piece. The
canon is rather complex for performance due to textual
layering and notes of small durations (sixteenth notes)
and the tempo that requires from performers possess-
ing of a whole complex of vocal and choral technique,
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particularly, distinct diction, articulation, and rhythmic
ensemble.

Myron Datsko’s choral piece for children’s choir “Ro-
zvyvajsia Lozo, Borzo” (L. Franko’s lyrics) constitutes an
example of a two-part simple canon [7, 57; 9, 44]. The
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This can be accounted for by the fact that there are two
starting points in a two-part (simple) canon: the lead-
er start note; the follower start note. Thus, the piece is
written in a simple two-part form with accompaniment,
where the second part is just a simple canon (12 bars)

composition technique is based on the above principles.  (example 3).
CANON i Mot
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Example 3. M. Datsko. “Rozvyvajsia Lozo, Borzo”. Second part

The imitation interval is prime. Concise start,
clear accompaniment rhythm, chord texture of the
choral parties of the first part cause its bright and sol-
emn nature. The canon is built in an upward melody
movement on the address from the second verse cou-
plet. The choral texture is penetrated with elevated

mood, solemnity, created through exclamation intona-
tions of chord movements, intensified through clear
rhythmic (of the march style in the metric rhythm of
4/4). Arpeggioed passagios of the piano accompani-
ment attach an excited and joyful mood to the choral
texture (example 4).
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Example 4. M. Datsko. “Rozvyvajsia Lozo, Borzo”. Second part
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Bohdan Kotiuk’s three canons (as the composer him-
self characterizes the form) for child voices a cappella
“Alleluia”, “Bud Imja Hospodnie” (“Blessed be the name
of the Lord”), “Pro Kota-Pekaria” (2016) [8, 21]. Two
of them - “Alleluia’, “Bud Imja Hospodnie” (“Blessed be
the name of the Lord”) are dedicated to spiritual topics
and are written for a two-part choir, canon “Pro Kota-
Pekaria” is characterized by a three-part layout. These
canons are not classical by structure, in them the com-
poser applies only canonical lead introduction, and then
follows its development, complication, or modification,
both vocal, and rhythmic and tonal. It is, though, the tex-
ture layout of the score and observance of voices starting
points within the required timeframe that characterizes

ISSN 2310-5666

the classical recording of a symmetrical canon (the lower
voice starts at the distance of two bars as compared to
the upper one in canons “Alleluia” and “Bud Imja Ho-
spodnie” (“Blessed be the name of the Lord”); and one
bar —in the canon “Pro Kota-Pekaria”).

The theme and the counterpoint, set out in the “Alle-
luia” canon, are kept within the given key A dur up till bar
1S. From bar 16 onwards and till the very end their key-
note change for G dur takes place. The selected time %
characterizes the smoothness of the melody in different
voices. The texture of the melody layout is variant one,
and this is determined at the rhythmic and interval level.
The Moderato tempo enables to clearly and qualitatively
sing all the small counterpoint durations (example S).

Moderato
e —T
=% T e —H = P
L — 1 T 1 T w
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ﬂ B — i =
= — - — —~ i M@:.ﬁﬁ
<57 F i 1 = P
H .1“-.1:'!'-5!- P - = - Al AN - - = H i = = = Al =H,
Example 5. B. Kotiuk. Canon “Alleluia”
Andante
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Example 6. B. Kotiuk. Canon “Bud Imja Hospodnie»
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Similar characteristics are also inherent in the canon
“Bud Imja Hospodnie” (“Blessed be the name of the
Lord”): the initial F dur modulates into G dur. The theme
is set out on the leading tones and based on singing around
the main tone (II, IV, VI, VII). Proposta is characterized
with downward and upward scale-like movement and aleap
by major sixth up to the main tone. In the given Andante
tempo it is possible to clearly sing the words and to qualita-
tively sing all the small counterpoint durations (example 6).

The canon “Pro Kota-Pekaria” is written in a quick
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hing

ized by a playful nature. It has been written in C dur
key, with no deviations and modulations. Proposta is
laid out through the sequence of leaps by the perfect
fifth, perfect fourth, and a downward tetrachord to the
keynote. This automatically requires from performers
to have a clear intonation and helps develop the skills
of smoothing registers in singing. Of interest is the use
of dotted rhythm and notes of small durations (six-
teenths) in risposta, stressing the meaning of the text
(“did not know, did not know”; “dough is necessary”)

tempo (Allegro), in simple 2/4 time, and is character-  (example 7).
Allegro
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Example 7. B. Kotiuk. Canon “Pro Kota-Pekaria”
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The canons “Alleluia’, “Bud Imja Hospodnie”
(“Blessed be the name of the Lord”), “Pro Kota-Pekaria”
are written within an octave, which would be supposed
to create convenience for performance, however, applica-
tion of different touches (staccato, non legato); small du-
rations; short and long word singing and their layering,
frequent jumps in the melody require from performers
good vocal and choral singing skills and smoothening of
registries in singing, therefore, we recommend to sing
these pieces with a senior choir.

Allegretio legziern
gy
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Simple two-part canon is represented with Mariya
Hev’s composition “Muzyka Ridnoho Krayu” (lyrics by
M. Hev) [9, 23].

The canon has one melody, therefore, is simple and
diatonic. Proposta is built following the linear voice ex-
pansion principle. Its peculiarity also lies in adding a ma-
jor third to the main theme (proposta) of the canon. The
melody layout texture is determined by the rhythmic and
interval stability. Risposta is kept within the given key
(F dur) (example 8).
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Example 8. M. Hev. “Muzyka Ridnoho Krayu”
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Example 9. M. Hev. “Muzyka Ridnoho Krayu”

changes throughout the piece (leggiero, giocoso, dolce),

The general performance tempo (Allegretto leggiero)
in non legato. The overall range: C of the one-line oc-

allows for some agogical deviations (rall.); the character
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tave — F of the two-line octave. Dynamic plan: from mp
to f, with minor gradations. The interval of voice entrance
is five beats in the bar. The time of the piece is 6/8. Of
interest is the very form of the composition opted for by
the composer. It may be treated as a canon or as a canon-
based couplet form. Characteristic of the piece are repeats,
where proposta and risposta merge through one rhythm
and chord texture. It is this nuance that allows speaking
about combination of two forms in one (example 8).

Canon is not complicated for performance, but it
requires from the performers the whole set of vocal and
choral techniques, particularly distinct diction, articula-
tion, and rhythmic ensemble.

Conclusion. The canon form, thanks to its expres-
siveness, is widely used by composers for different artis-
tic purposes. Composers, while creating repertoire for
children, follow the principles of accessibility, artistic
value of the piece, simplicity and clarity of the compo-
sition, gradual making of the repertoire more complex
in accordance with age characteristics. Appealing to the
principles of upbringing, teaching, and development, the
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authors and heads of choir collectives also mention the
importance of the principle of contrast in the selection
of the vocal and choral repertoire. Such characteristics
are important for professional growth of not just a child-
performer, but the collective in general. As Rosina Hutsal
indicates: “The choir’s repertoire is the most important
means of the collective’s creative life, that is its face, its
business card. To a certain extent the mastery of the col-
lective can be judged only by its repertoire, with no idea
about its performing capacity” [10, 118].

The mastery of the composers is manifested in their
ability to embody bright images that would be memorable
for children in simple composition. Canon may be both
a technical vocal and choral exercise for performers, and
highly artistic pieces. Performance of pieces in the form
of canons contributes to the upbringing of stamina and
concentration of performer’s will, requires independent
creativity in the disclosure of the artistic image. Thus, ina
popular and accessible form modern Lviv composers in-
volve children in getting acquainted with and performance
of the first samples of polyphonic music.
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dPOPMA KAHOHY B NICEHHO-XOPOBUX TBOPAX J1IbBIBCbKUX
KOMMO3UTOPIB XXI CTOJIITTA A1 AITEX

AnoTamis.

Mema: po3rasHyTH OKpeMi KOMITO3uIlii y $OopMi KaHOHY Ta TBOPH, B SIKUX KAaHOH € AMIIe iX JacTHHO. Lliaato
AOCAIAXKEHHS € TIOTIOBHUTH AUTSYUI XOPOBUIl perepTyap KAHOHAMH Pi3HOMAaHITHMMH 32 3MiCTOM Ta $opMoro (XOpoBi
BIIPaBH, KOHI|EPTHi KOMITO3UILii); 3aIPOTIOHYBATU HAGIABII AOCTYTIHUIA T I[iKaBUil MaTepiaA AASL PO3BUTKY 6arato-
TOAOCHOTO ITOAIQOHIYHOTO CITIBY AASI AiTeH Ha IPUKAAAAX [TiICEHHO-XOPOBUX KOMIIO3UIIifl AbBiBCbKUX KOMITIO3UTOPIB.

Memodu: peTpoCIIeKTHBHUI METOA; CIIOCTEPEXEHHS I BIAOOPY; TeOpeTUKO-aHAAITHYHHUIT; METOA iHTepIIpeTaryii.

Pesysvmamu oTprMaHi B IPOIieci aHAAI3Y ITiCEHHO-XOPOBHUX KOMITO3HIIii, MOXYTb Oy TH BUKOPUCTAHI IIPH M ATO-
TOBIIi AO KOHIJ€PTHOTO BUKOHAHHS AUTSYMMK XOPOBUMH KOAEKTUBAMM. Bcebiunuit TEOPETUKO-aHAAITHYHHIN aHAAI3
TBOPIB, HANMCAHUX Yy $OPMi KaHOHY, AO3BOAUB 3HAYHO POSMIMPHUTHU ySIBACHHS IPO IiCEHHO-XOPOBY TBOPYIiCTb AbBiB-
CHKHX KOMITO3MTOPIB.

Hayxosa nosusna: nponoHOBaHA CTATTs € MEPIIMM CIIEI[iaAbHMM AOCAIAXKEHHSM ITiCEHHO-XOPOBOI TBOPYOCTi
AbBIBCHKUX KOMIIO3UTOPIB, A€ BIlepllle B My3HKO3HABCTBi AHAAI3yIOTHCSI XOPOBi TBOPHU AASL AiTell Y pOPMi KAHOHY.
ITpoanaaizoBaHO mpUHLUUIU $OPMOTBOPEHHS Ta KOMITO3UILIFHI 0COOAUBOCT] TBOPIB.
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HOCTi XOpMelicTepa Ta [IeAarora XopoBOro KAACY HaBYaABHHUX 3aKAAAIB PiHuX piBHiB (amaTopcpkux ryprrax, ALLIM,
AMIII), a TakoX AAS HAYKOBO-TIOTTYAPHHX AEKIJil Ta MaiicTep-KAACIB.
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INDIVIDUAL PERFORMANCE STYLE OF MARTIN FROST

Abstract

Objective: The purpose of the presented research is to characterize the performing style of Martin Frost, to reveal

his interpretative and artistic genius.
Methods: For this, the following was used:

— interpretative method, which is the basis for the study of the performing repertoire of M. Frost and identify-

ing its specifics;

— genre-style method, which is aimed at revealing the individual genre and style parameters of works that were

performed by the clarinettist;

— structural-functional method is used to reveal the unity of all elements of musical language and form, their

dramatic functions in the analysed works.

Results: It is investigated that M. Frost created new concepts of understanding and performance of classical music
and stimulated the development of clarinet repertoire. updated such an instrument as the basset clarinet.

Itis considered how, thanks to Frost, a whole new layer of music emerged, which became the basis for the clarinet
repertoire of the 21* century.New standards of technical capabilities of the clarinet, addition are considered in the
performance of plastic beginnings, choreography, lighting design, etc.

The Swedish clarinetist’s rethinking of Mozart’s classical concerto, which influenced the new generation of clarinet

performers of the 21 century, is analyzed.

Scientific novelty: in the article for the first time the interpretative and artistic ideas of Martin Frost on the example
of the performance of the works for the clarinet of the 18 *~21 centuries have been analysed.

Practical significance: the research conducted allows deeper understanding of the principles of formation of the

performing style of Martin Frost.

Received results are useful for students and professional clarinetists who wish to improve their understanding of

the individual performing style, as well as learn from the experience of Martin Frost

Keywords: clarinet, artistic style of Martin Frost’s, individual performance style.

For citation: V.I. Petryk. Individual Performance Style of Martin Frost // European Journal of Arts, 2021, Ne4. —
C.96-102. DOI: https://doi.org/10.29013/EJA-21-4-96-102

Introduction. The phenomenon of individual per-
formance style is actively studied and analysed. In par-
ticular, theoretical aspects are covered by such art critics
as O. Vardanyan [1], Y. Nikolaevska [2] and O. Katrych
[3]. Materials about the creative work of M. Frost are
contained in separate Internet publications: Concert
review [S], on the official website of the musician [6],
annotations to albums [9; 10], interview [ 11]. But there
is currently no thorough scientific research that would
combine these materials, which provided the relevance
of this study.

The analysis of works and recordings in which
Martin Frost showed innovative ideas and interactions
between the composer and the performer will help to
create a foundation for understanding and identifying
features that influence the evolution of musical thought
on the example of clarinet music.

Discussion. Martin Frost is a Swedish clarinettist,
conductor and classical artist of the Sony Corporation,
who s called one of the best representatives of the modern
clarinet. He was born in 1970, in a small town in northern
Sweden. The future musician’s parents were doctors, but

V.1. PETRYK INDIVIDUAL PERFORMANCE STYLE OF MARTIN FROST
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they often played the violin and viola and even formed
chamber orchestras in their region. M. Frost mentioned
[11] that his father played the clarinet repertoire on the
viola (this is how the boy first became acquainted with
Brahms’ music). He began playing music at the age of
five, and his first instrument was the violin. Recordings of
classical music, and not only the violin or viola repertoire,
were often played in Frost’s house. The young musician
began learning to play the clarinet at the age of eight, af-
ter hearing a recording of Jack Brymer’s performance of
the second part of Mozart’s Concerto for the clarinet. It
is symbolic that, years later, in 2005, the recording of this
very concert performed by M. Frost was recognized as a
model one. At the age of 15, M. Frost entered the Royal
College of Music in Stockholm, where he studied for six
years. In addition to Swedish teachers, the musician recalls
his lessons with the German clarinettist Hans Dinzer. And
it is fate that the first concerto that M. Frost gave as a solo-
ist, making his debut with the orchestra of the Royal Acad-
emy of Music was the same clarinet concerto by W.A. Mo-
zart. Let us draw attention to the fact that on the horizon
of the 21* century for famous soloists-clarinettists there
were new conditions and a view on the interpretation of
the works performed by them. This is especially notice-
able in the interpretations of works of the Classicist era,
where the desire to accurately perform the musical text
can turn the performance into too vapid and one that lacks
culminating-dramatic development. Mozart’s concerto for
the clarinet and orchestra in A major was and remains one
of the most performed works for the clarinet. Of course,
the concerto has a huge number of interpretations, but its
interpretation by M. Frost became a real revolution in the
understanding of this work.

Let us outline some innovations in the musician’s
interpretation that shape the parameters of his perfor-
mance style.

First, the concerto was written by W. A. Mozart for
the basset clarinet (an instrument with an extended
lower register, invented by Anton Stadler), and M. Frost
revived the “fashion” for this instrument when perform-
ing this concerto. It is interesting that owing to the popu-
larity of the performance of this work by M. Frost, the
number of sales of basset clarinets has increased many
times. Secondly, the performer seriously modernized the
cadences, which in themselves were not very virtuoso.
The clarinettist introduced a new material organically
woven into the structure of the concerto, which is sus-
tained in the style corresponding to the music of the
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concerto. M. Frost also treated the author’s text and its
details very precisely and with love. Thus, at the end of
the second movement, W. A. Mozart writes the last note
in the score in the orchestra as a quarter, and in the clari-
net part — as a half one. And if usually in this place clari-
nettists performed cut-off together with the orchestra,
M. Frost adheres to the author’s text in principle.

The performer’s approach to the tempo of the work
reveals the current trends in the performance of “classics”
Frost decided to change the conservative interpretation of
the concert tempo, for example, the first movement is usu-
ally performed at the tempo of | =112-116beats/min, in
M. Frost’s interpretation it d = 126-
—132 beats/min. As for the second movement, here, on the

reaches

contrary, one can see a slowdown of the tempo. These
changes immediately affect the perception of music. The
second movement has really become the centre of the work
and has a huge dramatic effect, while the finale has acquired
lightness and mobility. The first movement acquired the
necessary thinking alla breve, while remaining in a qua-
druple metre. The conductor who worked with M. Frost
also thought of some fragments of the first movement as of
alla breve, so he conducted them “for two”.

Martin Frost also used the permanent breathing
where musical phrasing required it. He usually played
with the chain breathing in places where the clarinet ac-
companied the orchestra. An example is the end of the
exposition of the first movement. It can be noted that
M. Frost became one of the first performers to use mod-
ern breathing techniques in those works in which the use
of the permanent breathing was not typical before.

The performance of Mozart’s clarinet concerto by
M. Frost is as easy, elegant and light as possible. Of course,
Martin Frost’s perfect technique and ease of play deserve
special attention. His impeccable attack of sound[ 8], tran-
sitions between registers, changes of timbre colours and a
whole arsenal[4] of strokes motivates to analyse in detail
the performing style of the musician. He became the type
of new generation of clarinettists who freely use modern
methods of playing and boldly violate the classical laws of
performance in search of new musical boundaries.

The clarinettist also did an atypical thing with his im-
age of the artist directly on stage. Prior to that, when per-
forming such concertos for a long time it was customary
to play it almost without any body movements. M. Frost
breaks this stereotype, as if “merging” the body with the
instrument, so that the listener can observe the move-
ments of the musician, which not only, in a certain sense,
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complement the perception of music, but also become an
important part of communication between the soloist,
conductor and musicians of the orchestra. Teixeira’s study
called Motion Analysis of Clarinet Performers [ 7] presents
amethod of segmentation and analysis of movement pat-
terns during musical performances. Physical movements
were separated during clarinet performance and analysed
on the basis of gestures, in the process of comparing differ-
ent musicians, musical passages and experimental condi-
tions. Gesture aspects of representations are related to the
structure of music and its expressive content. The results
allow one to apply these principles in the current work,
when studying and analysing the movements of M. Frost,
for a better understanding of his performance style.

In his interviews, the clarinettist talked about how he
and the teacher could work on one phrase from a concerto
for 2—-3 hours, sometimes one note for an hour. Owing
to this work, he discovered completely unexplored pos-
sibilities and limits of his instrument and the music he
performed. The performer, relatively speaking, managed
to capture the spirit and essence of Mozart’s style. In the
same interview [ 11] he pointed out that in order to under-
stand this concerto, one must study the scores of Mozart’s
symphonies, especially the last ten. This will reveal the un-
derstanding of the form and style of one of the composer’s
latest works, because the concerto for the clarinet was writ-
ten almost simultaneously with the requiem. That is why
we consider a new feeling of the classics one of the impor-
tant components of Martin Frost’s interpretative genius.

Outlining the performance of other works, no less
fateful for the clarinet repertoire, we should note that
M. Frost was the first to combine clarinet performance
with choreography, revealing and adding new facets of
performance interpretation. In the 1970s, there were
several composers who tried to combine dance with
playing a musical instrument. Boulez and Stockhausen
made similar attempts, but the dance element was quite
primitive. Based on the experience of pioneers, in 2003
a work called by Anders Hillborg “Peacock Tales” was
created in close collaboration with Martin Frost. Anders
Hillborg, one of Sweden’s leading composers, is a rare
artist whose music resonates in many different countries
and cultures. In the early stages of his creative work, the
composer felt an interest in electronic music, but com-
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munication with the music of D. Ligeti quickly led to a
fascination with counterpoint and orchestral technique
of the composition.

A. Hillborg’s “Peacock tales” is a product of the union
of the composer and the prominent clarinettist Mar-
tin Frost. This work is a kind of theatrical action and a
concerto for the clarinet at the same time. Martin Frost
notes that A. Hillborg combines a sense of humour and
absurdity in his creative work. In this concerto, the per-
former must not only play the clarinet, but also perform
certain choreographic movements that require skill. “In
the 19705, there were several composers who tried to
combine dance with playing an instrument. Boulez and
Stockhausen tried to do the same, but the dance was
quite primitive. I thought it would be possible to create
a concerto that would include real choreography” — said
Martin Frost in an interview with BBC News [7]. Thus,
in 1998 a unique work for the clarinet with the orches-
tra “Peacock Tales” appeared. This concerto also has a
solo clarinet version, which is a concise nine-minute
version of the concerto and a special score with light
effects. The full version of the concerto, which lasts 30
minutes, includes a large symphony orchestra. The music
of the concert begins with a soft solo clarinet, gradually
the sound of strings appears and suddenly the clarinet
is undermined by screams and wild glissando, at this
time the soloist wears a mask and makes some complex
choreographic movements. M. Frost spent 8 hours a day
working on the choreographic component of the work.

In addition to A. Hillborg, many composers dedicat-
ed works to M. Frost (more precisely, in collaboration
with him they composed their works): K. Penderetsky,
Kalevi Aho, Rolf Martinson, Bent Sorensen, V. Boryso-
va-Ollas, Karyna Renquist and Sven Sandstrom. This in-
dicates such an important point in the characterization of
the performer as his influence on the composer’s creative
work. The concerto of K. Aho deserves special attention;
it can be called a real breakthrough in the music of the
21* century, because it improved the techniques and the
principle of thinking while playing the clarinet’.

The music of the concerto immerses the listener in
a whole ecosystem of images, consonances, harmonies,
timbres and colours. The composer used quite exotic for
this genre types of instruments in the score of the work.

! In the concerto K. Aho uses almost all modern methods of playing the clarinet. This list includes glissando, double staccato,
permanent breathing, special attention should be paid to multiphonics — consonances, which under certain conditions can be

obtained on the clarinet and other wind instruments.
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Among them - there is a piccolo flute, English horn,
clarinet-piccolo, bass clarinet, double bassoon, eupho-
nium and harp, a large number of different percussion:
box, bass drum, cymbals, large gong, chau gong, triangle,
vibraphone, and xylophone.

The clarinet concerto with the orchestra by Kalevi
Aho consists of five movements performed attacca. Part I,
(Tempestoso) is very dramatic and powerful, the drama
unfolds from the very first measure. The solo part of the
clarinet develops in descending virtuoso passages that
run through the entire register of the instrument, while
with dry heavy tutti chords the orchestra makes the clari-
net constantly “suffocate” from the pressure. The tension
continues until the first ascending passage of the clarinet
(by glissando technique from low to the highest register).
The peak of the passage, the highest note, which M. Frost
filled with perfect timbre, is intercepted by violins, devel-
oping a new image, which in its culmination gives space to
the tutti orchestra. After the culmination of the orchestra
there comes the presentation of the pastoral side part. The
texture brightens, the strings play with a mute. Martin
Frost changes the timbre to a more pastoral one and calm-
ly tells his “story”. Then he enters into a dialogue with the
flute, there is an exchange of “thoughts” and mood, and it
is the flute that asks questions, and the clarinet answers.
The music of the side part has the image of a fantastic,
distant world. Gradually, the musical movement becomes
calmer and moves smoothly to the second section — the
clarinet cadence, in which the soloist demonstrated all his
skills and ideas. This virtuoso solo cadence is dominated
by mysterious tremolo of the clarinet. The cadence begins
with a tremolo in the lower register. The tremolo interval
expands gradually, in small seconds. The lower register of
the clarinet gives the sound a sense of secrecy. The music
is full of sudden ups, jumps, and downs, but none of these
elements violates the integrity of the image. Each virtuoso
passage and technique does not go beyond the general
concept of the image and is not intended simply to dem-
onstrate the virtuosity of the soloist, as it can sometimes
be seen in classical and romantic concertos. In general,
the cadence can be divided into a calm timbre and colour
section and passionate, crazy section, contrasting with the
previous image.
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The cadence leads to the centre and the culmination
of the concerto — “Vivace, con anima”, which is the most
virtuoso part for both the orchestra and the soloist. Here
the metre changes almost every measure, which presents
serious difficulties for the conductor, soloist and orches-
tra. In the metre of 15/16 the themes of different groups
of the orchestra are superimposed on each other and a
polyphonic sound is built like a fugue, but without the
appropriate strict structure. This theme alternates with
a mockingly ironic clarinet melody, then a “fugue” reap-
pears, in which the sound of the instrument becomes
more and more capricious, which is conveyed through
the technique of glissando. Gradually in the clarinet part
the lower register sounds more and more often.

The fourth movement of the concerto begins with a
magnificent thunder of brass (there is an allusion to the
symphonic scores of O. Scriabin). As in the first move-
ment, the stormy ff of the brass instruments flows into a
side part. Only now it becomes even more transparent
and weightless, like a “distant light” that becomes even
more inaccessible. With each measure the melody of the
clarinet sounds softer and thinner. The music reproduces
a state of melancholy, lyricism.

The epilogue of the concerto is very slow. The atmo-
sphere of the last movement is unreal and mysterious, the
composer completely focused on the theme of “distant
light”. The quarter-tone clarinet technique and incredibly
complex broken multiphonics are also used here —itis the
first time they appear in a clarinet concerto with an orches-
tra, revealing the potential of the instrument in a new way".

M. Frost, working closely with the composer, told
him about modern techniques of playing the clarinet.
“The clarinet,— says M. Frost,— is a really flexible instru-
ment, with which you can implement many ideas. It re-
ally has no limits” [12].

The first album of M. Frost from Sony Classical -
“Roots” (meaning origin) deserves special attention. It
reflects the full spectrum of the clarinettist’s artistry as a
musician and as a narrator. “Roots” includes solo pieces
for the clarinet, pieces for the clarinet and orchestra, as
well as arranged material for the clarinet, orchestra and
choir, including premiere recordings of works ordered
from Hans Eku and Anders Hillborg.

! The first noted multiphonics in the 20" century was recorded in 1961. In all works, the multiphonics was previously used
as an effect; however, in the concerto by K. Aho the multiphonic forms a full-fledged harmonious fabric, a melody. Aho did not

pay attention to such expressive possibilities of this technique precisely owing to the outstanding talent of M. Frost, who really
expands the boundaries of music and the art of performance on the clarinet in particular.
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The range of music in the album is as wide as pos-
sible — from the oldest European music to the latest
compositions. The performer himself explained that he
was inspired by the opportunity to draw a line from the
early “roots” of music — music inspired by dance and folk-
lore, music created for sacred rituals of worship and mu-
sic that had a purely entertaining purpose. The performer
wanted to see how, starting from this “root”, we can open
new musical doors to the future. Thus, this “journey”
begins with the Middle Ages and the interpretation of
the Gregorian chant and the work of Hildegard of Bin-
gen. The works of G. Telemann, Krussel, R. Schumann,
J. Brahms, B. Bartok and A. Piazzolla, which are included
in the album, were all inspired by dance and folk art. In-
terestingly, all the plays, according to the musician, are
performed attacca. Such an interesting creative course
makes it possible to trace the evolution and development
of musical styles, epochs and clarinet art. M. Frost has
combined a number of works that are not only bright
representatives of the clarinet repertoire, but also help
to trace the evolution and stylistic development of music
in this album.

Conclusions. Marking the main achievements of
M. Frost, we should note that the Swedish clarinettist’s
rethinking of classical repertoire has influenced a new gen-
eration of clarinet performers of the 21 century, he really
created new concepts of understanding and performing
classical music and updated such an instrument as the
basset clarinet. The performer also stimulated the devel-
opment of the clarinet repertoire. Composers themselves
often invited him to take part in writing new works. Thus
awhole new layer of music arose, which became the basis
for the clarinet repertoire of the 21 * century.

Based on the analysis of M. Frost’s interpretations,
we shall denote the parameters of his performance style.

Among the most important there are the highly ar-
tistic embodiment of the idea of the performed work,
the creation of own concept of its reproduction and the
unique manner of performance, the interpretation of the
work. To do this, the musician uses the following arsenal
of performing means.

Sound and sounding of the instrument. Thus, M. Frost
is characterized by a kind of sound attack, the amplitude
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of movements of the instrument, which is maximum,
and reaches the physical limits. The performer tends to
contrast in performance (often these contrasts are very
sharp, both in tempo and in dynamics, movements, etc.).

Virtuosity, which we see in several positions: the
feeling of the main (supporting) tones of the melody,
from which the passage is built, making the passage it-
selfincredibly easy; textured layers of the work, which is
expressed in the polyphonic and arch-tectonic dimen-
sions of performance; skill of the permanent breathing,
the introduction of a kind of “impulses” of breathing dur-
ing a sound attack, which can be likened to sf; powerful
improvement of complex clarinet techniques, such as
multiphonics, voice playing, double staccato, etc.

Theatrical performance. The facial expressions and
plasticity of the musician always organically coincide
with the mood, the figurative system of the performed
work. In particular, the performance of f at some culmi-
nating moments is associated with the movement of the
instrument from bottom to top. He destroyed the tradi-
tional perception of a static musician, found a new level
of bodily and, accordingly, performing freedom.

The influence of composer’s thinking on performance,
which is expressed in the addition of sounds, overtones,
enrichment of phrases, musical material with new in-
tonation ideas, the play of own cadences in concertos,
ornamentation. Even, given the recent work of the clari-
nettist as a conductor, one can see the interaction of the
conductor-composer-performer thinking.

As a result, we can say that Martin Frost’s interpre-
tative genius is not just a metaphor, but a real fact. The
constant search for something new, the propensity to ex-
periment, the constant striving to go beyond traditional
performance capabilities, norms, traditions, the avoid-
ance of stereotypes —all of it characterizes the personality
of Martin Frost. There are no limits for this musician, he
boldly and successfully combines in his performances
not only distant genres, but also mixes different types
of art. M. Frost set new standards for the technical capa-
bilities of the clarinet, while adding a plastic beginning,
choreography, light design and more. No wonder The
Times wrote: “If you haven’t heard M. Frost, you haven’t
heard the clarinet”.
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IHOUBIAYAJIbHUNA CTUJ1b BUKOHAHHSI MARTIN FROST

AnoTamis

Mema: MeTa IpeACTaBACHOTO AOCAIA’KEHHS — OXapaKTepH3yBaTH BHKOHABCbKY MaHepy Maprina @pocra,
PO3KPHUTH HOTO iIHTEPIPETALIMHUAN Ta XyAOXKHIN reHiM.

Memodu: A\as 11500 6YAO BUKOPHCTAHO HACTYIIHE:

— iHTepIpeTaliiIHUII METOA, IIJO € OCHOBOIO AASI BUBYEHHS BUKOHABChKOTO penepryapy M.®pocTa Ta BUsSBACHHS
ioro cenugixy;

— JKaHPOBO-CTHAbOBMI METOA, KU CIPAMOBAHUMI Ha BUSABACHHS OKPEMUX XKaHPOBO-CTHAbOBMX IIApaMeTpiB
TBOPIB, 5IKi BAKOHYBaB KAAPHETHUCT;

— CTPYKTYypHO-(YHKIIIOHAABHHM METOA BUKOPHCTOBYETHCS AASL BUSIBACHHS EAHOCTI BCIX €AEMEHTIB My3UYHOI
MOBU Ta pOPMH, IX ApaMaTypTiyHUX QYHKIIiH y aHAAI30BaHUX TBOPAX.

Pesysomamu: AocaipxeHo, Mo M.(IJPOCT CTBOPHB HOBi KOHIIEILII pO3yMiHHS Ta BAKOHAHHA KAACUYHOI MY3UKHU
Ta CTUMYAIOBaB PO3BUTOK KAAQPHETHOT'O pellepTyapy. OHOBAEGHO TaKUil iHCTPYMEHT, sIK 6ac-KAapHeT.
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Posrasaaerpes, Ak 3aBAsku DpocTy BUHUK L[IAMI HOBUI MY3UYHHIH IIAACT, IJO CTaB OCHOBOIO AASI KAQPHETHOTO
penepryapy 21-ro croaiTTa. HOBi CTaHAQPTH TeXHIYHMX MOXXAMBOCTEH KAAPHETa, AOTIOBHEHHS BPAaXOBYIOTbCS Y
BUKOHAHHI TAQCTUYHUX ITOYATKiB, Xopeorpadisl, CBITAOBHI AU3AIH TOIIO.

IIpoanaAi3oBaHO epeOCMHCACHHS MBEACPKMM KAQPHETHCTOM KAACUYHOIO KOHIIepTy Monjapra, 1[0 BHAMHYAO
Ha HOBe ITOKOAIHHA KaapHeTUCTiB XXI cTOAITTS.

Hayxoea noséusna: y CTaTTi BIepllie IPOAaHAAI30BaHO iHTepIIpeTaliiiHO-XyAoXHi iaei Maprina ®pocra Ha
IIPUKAAAL BUKOHAHHS TBOPiB AAd KaapHeTa XVIII-XXT cr.

IIpakmuune 3nauenns: TIPOBeAHE AOCAIAXKEHHSI AO3BOASIE TAMOIIE 3pO3yMITH NPHHIUNU (OPMYBAHHS
BHKOHABCbKOro ctuaio Maprina ®pocra.

OTpuMaHi pe3yAbTaTH OYAyTb KOPHCHUMHE AASI CTYAEHTIB Ta IPOQeCifHIX KAAQPHETHCTIB, SIKi OXKAIOTh MOKPAIUTH
CBOE PO3yMiHHS IHAMBIAYaAPHOTO BUKOHABCHKOTO CTHAIO, @ TAKOK IIOBYMTHUCS Ha AOCBiAl MapTina @pocra

Karo4oBi caoBa: kaapHeT, XyAoxkHiH ctiab MapTina @pocra, iHAMBiAyaAbHHIT CTHAD BUKOHAHHS.
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Ilerpux Baapncaas IropoBmy, acripanT XapkiBChbKOT0 HallioHAABHOTO yHiBepcuTeTy MucTenTB iMeHi I IT. KoTas-
peBcbkoro, XapkiB, YKkpaiHa
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CHUAOPEHKO O.10.!

! Xapvkosckuil nayuonarsholil yuusepcumem uckyccms um. H. I1. Komaspescxozo, Xapvkos, Yipauna

KAMEPHAS CKPUIMTNU4YHASA COHATA B UCNMOJIHUTEJIbCKUX
BEPCUAX: TUMNOJIOTMYECKUA ACNEKT

AnHOTaMs

B craTpe paccMOTpeH MHAMBHAYAABHBI HCIIOAHUTEABCKHI CTHAD B CHCTEMe aHCAMOAEBOTO MY3UIIUPOBAHMSL.

ITeav uccaedosanus: OnpeAeAUTD ITAPAMETPBI, 0OeCIIeYnBaIOIie BKAIOYEHE HHAUBUAYAABHOTO MCIIOAHUTEAD-
CKOTO CTHASI B CHCTEMY KaMePHO-aHCaMOAEBOTO My3HIIMPOBAHMS.

Memodosozus uccaedosanus: AAsi paCKpHITHS MHOTOOOPAsHs CIOCOOOB IO3HAHUS KaMepHO-aHCaMOAEBOroO
HCKYCCTBa, CYIECTBYIOIETO B EAUHCTBE AYXOBHBIX, IICUXO(U3NYECKHUX U TEXHOAOTHYECKHX ACIIEKTOB AeSTEABHOCTH
TBOPYECKOM AMYHOCTH B YCAOBHSIX AY9THOTO HCIIOAHUTEAbCTBA, HCIIOAB30BAH CHCTEMHBII ITOAXOA. AAST OOHAPY KeHUS
MeXaHH3Ma B3AUMOAEFICTBISI UCIIOAHUTEAE! ¥ KOMIIO3UTOPOB ObIA BBIOPAH CTUAEBOI METOA.

Pesysvmamut uccaedosanus: Vzydena creriduxa MpIIAEHISI My3bIKAHTOB B Ay3Te C LIEABIO OIIPEACASHNS Ta-
PaMeTpOB CTAOMABHOCTH 1 MOOMABHOCTH HHAUBUAYAABHOTO MCIIOAHUTEABCKOTO CTHASL IIpocaexeHs! myTH peasnsa-
[JMM KOMMYHHUKATHBHOTO OTEHIIHAAQ HHAMBHAYAABHOTO HCIIOAHUTEABCKOTO CTHASI Y€Pe3 Pa3BUTHE €0 MOOUABHBIX
KaueCTB, I03BOASIIOIUX IIPUHSATHE BEKTOPA XYAOXKEeCTBEHHBIX YCTAHOBOK ABYX MY3BIKQaHTOB. BBLIBA€HO, YTO HIMEHHO
XYAOXKeCTBEHHbIE YCTAHOBKY My3bIKAHTOB B KAMEPHO-aHCAMOAEBOM AyaTe 0OYCAABAMBAIOT €r0 IIPUIACTHOCTD K OA-
HOMY U3 ABYX THIIOB: AHAAOTHYECKOMY (KOTOPbIi IPeAyCMATPUBAET COXPAHEHNe HHAUBUAYAABHBIX MAHEP HCIIOAHH-
TeAbCKOTO BbICKA3bIBAHHS) M CHHEPTeTHIeCcKuit (KOTOPbIit aKTUBM3UPYET MapaMeTPbl MOGHABHOCTH HMHAMBHAYAABHbIX
HCTIOAHUTEABCKHX CTUACH).

Hayunas nosu3na: Brepsble OlpeAeA€Hbl MEXaHH3Mbl B3aUMOAEHICTBUN HHAMBHAYAABHBIX UCIIOAHUTEAbCKUX
CTHAE B YCAOBHSIX KAMEPHO-AHCAMOAEBOrO My3ULUPOBaHMUSL. PaccMOTpeHbI TapaMeTpbl HHAUBHUAYAABHOTO HCIIOA-
HUTEABCKOTO CTHAS, KOTOpPBIE 00YCAABAMBAIOT M PEAAU3YIOT €0 KOMMYHHUKATHBHBII [IOTEHIHAA.

IIpeprorxeHa THITOAOTHS KAMEPHO-HHCTPYMEHTAABHBIX Ay9TOB, OCHOBAaHHAsI HA HICCAEAOBAHUH B3aNMOAEHCTBIS
XYAOXKeCTBEHHBIX YCTAHOBOK UCITOAHUTEACH.

IIpaxmuueckoe npumenenue: pe3yAbTaTHI CTATBY MOT'YT OBITH IIOAE3HBI AASL TOITAITHO U AETAABHOM PabOTHI Aya-
Ta B KAACCE KAMEPHO-MHCTPYMEHTAABHOTO aHCAMOAS, B TOM YHCA€ B IIPOLIECCE IIOATOTOBKY KOHIIEPTHBIX M KOHKYPCHBIX
BBICTYIIACHHUI My3bIKAaHTOB B PA3HOOOPA3HBIX COCTABAX; AASI M3YIEHUS M PACCMOTPEHHS Pa3AMYHbIX HHTEPIIPeTALUI
KaMepHO-HHCTPYMEHTAABHbIX COHAT PAa3HBIX JIIOX.

KaroueBbIe cAOBa: KaMepHast HHCTPYMEHTAAbHAS My3bIKa, KAMEPHBIN Ay9T, HHAUBHAYAABHBIN HCIIOAHUTEAbCKUI
CTHAB, UCIIOAHUTEAbCKAsI KOHIIEIIIINSI, KAMEPHO-UHCTPYMEHTAABHBIHN Ay9T, KOMMYHHKATUBHOE IIPOCTPAHCTBO.

Aasa maraposannsa: Cupopenxko O. 0. Kamepras Ckpunmunas Conara B MicoarnTeapckux Bepcumsx:
Tumoaormaeckuit Acriexr // European Journal of Arts, 2021, Ne4. — C. 103-111. DOI: https://doi.org/10.29013/
EJA-21-4-103-111

BBepenue

CoBpeMeHHOe MYy3bIKOBEAGHHME C KaXXABIM AHEM
yAeAsieT Bce GOAbIIe BHUMAHUSI BOIIPOCAM, CBSI3AHHbIM
C MpOOAEMATHKOM UCIIOAHUTEABCTBA, B KOTOPOM aK-
TOP HMHAUBUAYAABHOCTHU SIBASIETCSI OIIPEAEASIOIIUM.
B ycaoBHsAX aHCAaMOAEBOTO HCIIOAHUTEAbCTBA CUTYaLiHsI

YCAOXKHAETC 3a CHET CYIIECTBOBAHMS ABYX YIaCTHHUKOB
Inmponecca, uX UCIIOAHUTEAbCKUX IMKOA, CTPaH IIPOHC-
XOXXAE€HHUA MY3bIKaHTOB B CTHAEBbDIX HaHpaBAeHHﬁ KaXx-
AOTO. TaK, HHTEPEC IIPEACTABASIET OTAEAPHOE HAaIIpABAE-
HHE I/ICCAeAOBaHI/Ifl, KOTOpO€ OCBEIIaeT HpO6AEMaTI/IKY
H3Y4YE€HHU MEXAaHHU3MOB apallTalliid HHAMBHAYAAbBHOI'O
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HCIIOAHHTEABCKOTO CTHASI K YCAOBHSIM aHCAMOAEBOTO
MY3UITMPOBAHUS.

OcHoBHas1 YacThb

Kax usBecTHO, Bce My3bIKaAbHbIE XaHPBI U3MEHSIANCH
B COOTBETCTBUH CO cdepamu ux bbrroBanus. Tak, B amoxy
bapokko nmMeHHO KaMepHas My3bIKa OKa3aAach TeM BaK-
HBIM 9A€MEHTOM MY3bIKAABHOMN KYABTYPBbI, KOTOPBIH II0O-
BAMSIA Ha Pa3BUTHE CBETCKON HHCTPYMEHTAABHOM My3bIKU
U AAA BO3BMOXKHOCTb KOMITO3UTOPAM PacKphITh CBOM Ta-
AQHT B MeHee perAaMeHTHPOBAHHbIX KaHPaX, YeM I1ePKOB-
urle. [Ipuseaem npumep u3 onucanus xusnu M. C. baxa,
XKU3Hb U paboTa KOTOPOTO OBIAM MOAHOCTBIO CBSI3AHbI
C IIePKOBbIO, KOTAQ OH «B ILITHHUITY BeYepOM CHUMAA ITAPHK
Y HCTIOAHSIA OPKECTPOBBIE CIOUTbI, KAABUPHbIE KOHII@PTHI
YL CBETCKHE XOPBI B IPUropopHoM kodex [ S, C. 49]. Bro-
CAEACTBHH B 00AACTH KAMEPHOTO MY3HIIUPOBAHHUS HAYAAH
POXAATbCSI HHCTPYMEHTAABHBIE KaHPBbI, KOTOPbIE ITO3Ke
CTaAM CHMBOAAMH MHCTPYMEHTAAbHOTO HcKyccTBa Kaac-
CHITM3MA: COHATbI, TPUO, KBAPTETHL.

KamepHO-UHCTpyMeHTaAbHAS COHATA IPEACTABASET
co0011 OAeCTSIMUI IPUMEP TaKO! ITOABIDKHOCTH: OHA
POAHMAACH ellle B KPYTI'y AOMAIIHEero My3HUITMPOBaHMUs, CO
BpeMeHeM HayaAa IPUOOpeTaTs YepThl M pa3Max cuM¢o-
HUYECKOM MY3BIKH U AO CHX IIOP C YCIIeXOM 3BYYHT Ha
60AbIIOI ciieHe. Takoil AOATHI IyTh €€ CTAaHOBAEHUS,
HAyaBIIUICA elle ¢ anoxu BosposkaeHus, 3HAYIUTEABHO
M3MEHHA BOCIIPUATHE U CTaTyC AySTHOM KaMepHOH co-
HaTbl B obmecTBe. Takum 06pasoM, eCAU B Ha4aAe TI0A
KaMEepHBIM IOHMMAAM AI0OOe CBeTCKOe IMpPOH3BeAe-
uue (B mpotusoBec musica da chiesa), To yke K KOHIy
XVIII Bexa kaMepHas My3bIKa [0 MHEHUIO 3MHKeBHYa
«BBIIIAA Ha GOABIITYIO KOHIIEPTHYIO CIIeHy, HO Ha3BaHMe
ee coxpanuaoce» [4, C.2].

CaeayeT yIOMSIHYTb, 4YTO KAMEpPHO-aHCaMOAeBOe HC-
KYCCTBO, KaK OCOOBIiT TUIT OOIIeHNs, BCETAQ OOBEAHHSIAO
IIMPOKHUI KPYT My3bIKAHTOB-AIOOUTEAE U IIPOPeCCHOHA-
A0B. [ToaToMy BrIOAHE 3aKOHOMEPHO, YTO TPAAULIUS AO-
MaIlTHUX Be4epOB TakKe HEeIPephIBHO Pa3BUBAAACH BECh
3TOT 3HAYMTEAbHbIN ITPOMEXYTOK BpeMeHH. Peub maer
00 M3BECTHBIX KOHIIEPTAX B AOMAX . baxa, B. Momnapra,
®. IIly6epra, C. Paxmanutosa, B. Toposuiia, A. OiicTpaxa
U MHOTHX APYTHX. [ XOTs B Haie BpeMsi TOAOOHbIE CAY-
Jau AOCTaTOYHO PEAKH, BCe e MOXKHO KOHCTaTHPOBATb,
4TO HadaAbHasl QyHKIIMSA KAMEPHOT'O My3HITMPOBAHMS KaK
00IIeHISI C TOMOIBIO MY3BIKH B KPYT'y OAM3KHX COXPAHSeT
CBOIO IIeHHOCTb B COBPEMEHHOM 0011ecTBe. 3aMeTHM, 4TO
HHTepec MPOPeCCUOHAABHBIX My3bIKAaHTOB K MHCTPYMeH-
TAABHBIM JKaHPaM He MOT He CKa3aThCsl Ha KOMITO3UIIMOH-
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HOM, CEMAHTUYeCKOM ¥ TEXHHIECKOM CTOpOHaX KAMEpHOMN
My3BIKH, YTO OOYCAOBHAO pasrpaHHYeHHe KaMepHOIo
HCKYCCTBa Ha AOMalllHee U ClieHudecKoe. Bmecre ¢ Tem,
npodeccuoHaAbHAS 3aMHTEPeCOBAHHOCTh KAMEPHOM MY-
3BIKOM M pa3BUTHE HUCTIOAHUTEABCKOTO HCKYCCTBA KaK OT-
HOCHTEABHO ABTOHOMHO 00AACTH My3bIKAABHOM AESTEADb-
HOCTH, H3MEHUAU OTHOIIIEHHE K KAMEePHO-aHCaMOAeBO
My3bIKe 1 00YCAOBUAU CTPEMUTEABHOE Pa3BUTHE ee KOH-
IIepTHOM UIMOCTacu. Takas TeHASHIIUS IPOCMaTPHBACTCS
yoke cHavaAa B TBopuectse V1. Baxa u ero mectu conarax
AASI4€MOAAO M CKPHIIKH H IIPOYHO 3aKPETIASIeTCSI B ACCSITH
COHaTax AAsl opTenuaHo u ckpunku . berxosena.

Takum 06pa3om, ¢ TeueHHeM BpeMeHH KaMepHasi My-
3bIKa HAYMHAET IIPHOOPETaTh YePTHI, KOTOpPbIe ObIAY He
CBOFICTBEHHBI €1 paHblile K 00YCAABAMBAAKCH H3MEHEHUEM
YCAOBHI1 UCTIOAHEHHUSL. DTO OOBSICHIAOCH CTPEMUTEABHBIM
Pa3BUTHEM KOHI|EPTHBIX )KaHPOB, a TAkXKe OIPeACASIO-
UM M CaMbIM Ba>KHBIM AAsI IlepBoi moaoBuHbI XIX cTo-
AeTHUS — BAPTYO3HbIM HaIlPaBAEHHEM HCIIOAHUTEAbCKOTO
uckyccrsa. Ha aToit BoAHe osiBAsIeTCs IIepBblil B UICTOPUU
(13 M3BECTHBIX Ha CETOAHST) KAMEPHO-MHCTPYMEHTAABHBII
AYST — APKMH COI03 My3bIKaHTOB-BUPTY030B 1. Bensancxko-
ro u A. Pybunmresina. B cocraBe aHCaMOAsT My3BIKQHTbI
COBEpIIMAY TaCTPOABHBIN Typ 1o CeBepHoil AMepuKe,
KOTOPBIH HACUUTHIBAA 215 KOHIIEpPTOB.

Ha ceropnsniaumit AeHb O4eHb MHOTHE MY3bIKaHTbI
CO BCEro MHpa B TeYeHHe )KU3HH YCIIeITHO COYEeTAIOT ABe
CIleHU4YeCKHe UIIOCTACH — COAUCTA U aHCaMbAncTa. Boaee
TOTO, CAy4aeTCsl, YTO CO BpeMeHeM TsIra K OOIIeHUIO C KOA-
A€TaMH C TOMOIIIbIO MY3bIKU OTOABHTAeT Ha BTOPOM IAQH
AUAEPCKHe KauecTBa COAMCTA. Tak, BCeMUPHO U3BeCTHas
IMaHKCTKA-BUPTY03 M. Aprepux B caMoM pasrape CoAb-
HO1 KapbepBbl pelliAa paboTaTh B OCHOBHOM B KAMEPHOM
xanpe. [Ipu aToM BaXkHO, 4TO, KaK OTMEYaIOT KPUTHKH
uspaHuA «MysbIKaAbHbIE CE30HBI>», AAHHBIN QaKT «HH-
KaK He OTPA3UACS Ha KaueCTBe ee HCIIOAHeHMs. Pabora
B aHCaMbAe ObIAa AASL AprepuX O4YeHb IIAOAOTBOPHOM>
[6]. Onmpasich Ha BbIIIECKA3AaHHOE, MOXKHO YTBEPYKAATH,
4TO B TaK Ha3bIBaeMoil 60pbbe HarmpaBAeHHIT KAMEePHO-
IO MY3HIJUPOBAHHUS CETOAHS MOOEAY OAEPIKAAO HMEHHO
KoHIlepTHOe. Beap, mo caoBam A. OlicTpaxa: «Kamep-
HYIO My3bIKY OTHIOAb He CA€AyeT IIOHUMATh “KaMepHO
TO €CTb KaK UCKYCCTBO, OTPaHUYEHHOE 110 CBOMM Mac-
mrrabam. OHa AOASKHA 3aHSTh AOCTOMHOE MECTO B Halllei
KOHILIEpTHOM >KM3HM, BBIMTH 32 IIPEAEABI MAABIX 3aA0B,
3aBOEBaTh LIMPOKYIO MACCOBYIO ayAUTOpHIO> [2, 167].

Hapsipy ¢ 3TUM 0TMeTHM, YTO BaXKHEHIIEeH COCTaBAS-
IOIIeH CyIeCTBOBAaHMUS My3bIKaAbHOTO IIPOU3BEACHHS KaK
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XYAOXKECTBEHHOTO (eHOMEHA eCTh €r0 MHAUBHAYaAbHAS
MHTEepIIPeTaIis KOHKPeTHbIMM HCIOAHUTeAsSMHU. Tak,
B QOpTENHaHHOM HMCKYCCTBE XOPOIIO M3BECTHbI KAAC-
CU(HUKAINY HCIIOAHUTEABCKHX THIIOB, pa3paboTaHHbIe
K. Mapruacenom u A. PabrHOBrYeM Ha OCHOBAaHHUH aHa-
AW3a TBOPYECTBA BEAUKUX IIMAHUCTOB, TA€ TAABHBIE THIIbI
(kAaccuyeckuit M pOMaHTHYECKHIT) YTIOTPEOASIOTCS B Ha-
CTosilee BpeMs AASl XapaKT€PUCTHUKHU BCEX My3bIKaHTOB-
HCIIOAHUTeAeH. B crernaAnsupoBaHHON CKPUITMYHOM
AWTEpaType MOAOOHBIX HAYYHBIX UCCAEAOBAHHII IO BbI-
SIBACHMIO THITa MCIIOAHUTEABCKOTO CTHAS Ha CETOAHSII-
HUIT AeHb ITPOBEAEHO He ObIAO, OAHAKO OYEBUAHO, UTO
Ka)KABIM MYy3BIKAHT Ha CBOE€M HMHCTPYMEHTe CTPEMHUTCS
BOCIIPOM3BECTU HE TOABKO aBTOPCKHI HOTHBIN TEKCT, HO
U COOCTBEHHBIE MBICAU U ITPEACTABACHHS O My3bIKAABHOM
IPOU3BEACHHH. DTOT MPOLIECC AKTYAAH3HUPYeT HCCACAOBA-
HYe aHCAMOAEBBIX )KAHPOB, B YACTHOCTH, )KaHP KaMepHO
CKPHUIINYHOM COHATBI, 6A3UPYIOMINICS Ha OOLIEHHUH ABYX
My3BIKAHTOB, KOTOPBIE AOAYKHBI BbIPAOOTATh OOIITYIO0 KOH-
LIETIIMIO My3bIKAABHOTO ITPOM3BEACHHUSL.

CaeayeT 3aMeTHTB, 4TO XyAOXKECTBEHHOE IPOCTPaH-
CTBO KaMePHO¥ COHATBI 0ObeAHSIET KOMMYHUKATHBHbBIE
MOAEAH, IPUCYIIHe KaK KAMEPHOMY <« AOMAIITHEMY > My3H-
LIMPOBAHMIO, MOACAUPYIONIEMY CUTYaIUI0 HeOPHIIHAABHO-
ro OOIIeHHs], TAK U KOHIIEPTHBIM SKaHPAM, IPEAYCMATPH-
BaIOIIUM MOMEHTBI COCTSI3aTEABHOCTU U 3P PEKTHOCTH,
paccunTaHHbIe Ha peaktiuio mybanku. Hapsiay ¢ aTim, xyao-
JKECTBEHHOE IPOCTPAHCTBO KAMEPHOM Ay3THOM COHATHI SIB-
ASIeTCS OYEeHb CAOXKHBIM MEXaHM3MOM B3aHMOAEHCTBHS pa3-
HbIX HCTIOAHUTEAbCKUX THIIOB, KOTOPbIE XapaKTePU3YFOTCS
IIPHHAAACKHOCTDIO K OIPEACAEHHOM MCIIOAHUTEABCKOM
IIKOA€, Pa3HbIMH IICUXOAOTUYECKUMH U XYAOXKECTBEHHbI-
MH yCTaHOBKaMH, 2 KPOMe TOTrO YaCTUYHO PErAaMeHTHUPY-
eTCs1 OTHOIICHHSIMH YYACTHUKOB AyaTa. Takum 06pasoM,
YMECTHBIM CYUTAETCS] HEOOXOAMMBIN AASL KOMMYHHUKAIHH
KOTHUTHBHBIN TOAXOA, KOTOPBIN IOMOTaeT IPOSCHUTD
Ba)KHbIE BOIIPOCHI MOCTHKEHHUS aBTOPCKOTO 3aMbICAA Ka-
MepHOTO IIPOM3BEACHIS: KAaKUM O00Opa3oM MPOUCXOAUT
B3aMMOAEHCTBHE HCIIOAHUTEAEH B IIPOLIECCe AOCTHIKEHHS
001reft IfeAM M KaK M Ha KaKOM JTarie TBOPYECKOM paboThI
$opmupyeTCs COBMECTHAS UCIIOAHMTEAbHAs! KOHIIeIIINS
KaMepHOTo npousseAeHus? OAHNM U3 BXHEHIIHX U UHTe-
PECHBIX COCTABASIIOIIHX «BHYTPEHHEr0 MUPa> My3bIKAAb-
HOT'O IPOU3BEACHHS IBASIETCS He3aBEPIIEHHOCTD B CMBICAE
MHOTOBAPMAHTHOCTH €T0 IPOYTEHMS, YTO B IPOCTPAHCTBE
KaMEPHOM AYySTHOM COHAThl MOXKET IIPUBECTH K OIIpeAe-
A€HHBIM M3MEHEHMAM: AMAAOTHYHOCTD KOMITO3MIIMH Ha-
PYLIaeTcs, paBeHCTBO MAPTHEPOB yCTYTIAeT MECTO APYTOM
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MOAEAH, TA€ €CTh CHMOHO03 ABYX MOHOAOTOB. AHCaMbAeBast
HIPa OTAUYAETCSI T€M, YTO BOIIAOI]EHHE My3bIKAABHOTO 00-
pasa IPOHM3BEACHHS €CTh Pe3yABTAT TBOPUECKHUX ITOMCKOB
HECKOABKUX MY3bIKaHTOB. CA€AOBaTEABHO, CIIOCOOHOCTD
UIPaTh B AaHCAMOAE C OAHHMM HAU HECKOABKHMU ITAPTHe-
PaMH — 9TO OYeHb CAOXKHASI U OAHA U3 BOXHEHIINX chep
IPOPECCHOHAAPHOTO MACTePCTBA My3bIKAHTA-UCIIOAHHU-
teast. Tak, A. ToTaub yTBep>XAQ€eT, YTO «B My3BIKAABHOM
aHcambAe 0OOIeHrIe BO3MOXXHO TOABKO IIPH SICHOM H CO-
rAACOBAHHOM ITOHUMAHHH BCEMH €TI0 Y4aCTHUKAMU PA3HO-
CTOPOHHMX CBSI3€1 OTA@ABHBIX IIAPTUI M YMEHUH ITOAYH-
HUTb B YACTHOCTH CBOE BBIITOAHEHHE AOCTIDKEHHUIO O01ITedt
uean> |3, C.7]. BeAb MMEHHO B KaMEpPHOM AySTHOI COHaTe
CaMOOBITHOCTD BBICKA3BIBAHHS KKAOTO UCTIOAHHUTEAS SIB-
ASIETCSI OTIOPHO COCTABASIIONIIeH My3bIKAABHOM APaMaTyp-
THH Ha Iy TH K BOMAOIEHUIO COBMECTHO Pa3paboTaHHOM
KOHIeNIuy npoussepeHus. B cearu c atum A. Ilossyn oT-
MeYaeT, YTO MHCTPYMEHTAAbHO-aHCaMOAEBOE HCIIOAHEH e
SIBASIETCS] << CHCTEMOF COYeTAHHSI AMYHbIX XYAOXKECTBEHHBIX
¥ ICTIOAHUTEABCKHX HAMEPEHHI KKAOTO M3 HHCTPYMEH-
TAAUCTOB B HHTEIPUPOBAHHOM COBMECTHOI HHTepIIpeTa-
LMY C COTAACOBAHHEM BCeX COCTABASIIOIIMX aHCAMOAEBOro
xommaekcas [ 10, C. 139], nmest B BUAY HETIOCPEACTBEHHO
IICHXOAOTMYeCKOe, KOMMYHHUKATUBHOE B3aHMOAEHCTBHE
YYaCTHHUKOB aHCAMOAS, a Taloke AMHAMUYECKHe 0CObeH-
HOCTH HX HHCTPyMeHTOB. Taioke BaYKHBIM K HEOOXOAUMbIM
AASL HATIOMHHAHMS SIBASIETCSI 9A€MEHT OOIIeHNs SKeCTaMK
BO BpeMsl HCIIOAHEHHSI Ay9THOM COHAThI (KOHTAKT IAa3a-
MH, KUBOK TOAOBbI AU TPOMKO€ ABIXaHHE), KaK BaXKHBIIT
HMHCTPYMEHT OOIIEeHMS HCIIOAHUTEAE, 0e3 H3MeHeHMU
B 3ByKOBOM TEKCTe, KOTOPBII IIOAYEPKHBAET CBSI3b MEXKAY
A3BIKOM TeAd PA3AMYHBIX MHCTPYMEHTOB U yPOBHSIMH 3Ha-
"eHust My3bIKaAbHOTO s3bika 9, C. 40].

MOXHO CYUTATh, YTO UMEHHO B AySTHOM HCITOAHH-
TEAbCTBE HaHbOAee YCIIeIHO COTPYAHUYAIOT NHAUBHAY-
aAbHBIE TBOPYECKHEe HHTEHIIUH, YTO IIPEAIIOAAraeT OIIpe-
AEAeHHDII ypOBeHb 0OMeHa HHPOPMAIIHEH U SHeprHed
AASL AOCTIDKEHHSI KadeCTBEHHO HOBOTO ODIIlero pe3yAbTa-
Ta He TOABKO YMCTBEHHOM, HO 1 AyXOBHOM A€STEABHOCTH
JeAoBeKa. IIpeAcTaBIM, YTO CKAOHHOCTD K aHCAaMOAEBOI
Urpe Kak crenudmiecKoe MpOsSBACHHE My3bIKAABHOTO
MBIIIACHHUST HIXOAUT OTPKEHHUE B CHCTEMEe HHAMBHUAYAAD-
HOTO MCIIOAHUTEABCKOTO CTHAS, B YACTHOCTH, COOTHOIIIe-
HUU [TAPaMETPOB CTAOMABHOCTH X MOOUABHOCTH, KOTOPbIE
1 00yCAABAMBAIOT €I0 KOMMYHUKATHBHBIH IIOTEHIUAA.

K mapameTpam cmabusvnocmu oTHeceM:

— HcuxousHYecKre AaHHbIe (TeMIIepaMeHT, BbI-
HOCAMBOCTD, CTPECCOYCTONYMBOCTD H Ap.), BAUSIOIINE
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Ha CBEPX3aAAYy UCIIOAHUTEABCKOTO CTUASI — IIOPaXKaTb,
BBIPAXXaTh, YOexAaTh, mocturath (mo A.Pabunosuuy),
ero KOMMYHUKATUBHYIO HAIIPABAEHHOCTD (COAMCT HAM
AHCAMOAWCT), KpeaTHBHOCTD;

— HCIIOAHHTEABCKYIO IIIKOAY, KOTOpPasi OIpeAeAsieT
«3BYKOBOI1 00pa3 HHCTPyMeHTa>» U Yepe3 Hero — TeXHH-
YEeCKUH U XyAOXKeCTBEHHBIN KOMIIOHEHTBI MCIIOAHEHUS;

— HCIIOAHUTEAbCKHN THII (pauHOHaAbeIﬁ, 9MOILIHO-
HAAbHDII, UHTEAAEKTYaAbHbIH, BAPTYO3HBbIi1), TP OSBASIIO-
LITUFCS Yepe3 «TeHePAAbHYI0 MHTOHAIIHIO > U IIPHHIIUIIBI
popMoobpasoBaHs;

— XyAOXKeCTBeHHbIe yCTAHOBKHU, OCHOBAHHBIE HA HH-
AUBHAYAABHO-AMYHOCTHOM HAaYaAe U BAMSIOIIME HA BbI-
60p perepTyapa U yCAOBHSI BBIIIOAHEHHSL.

OTMeTHM, 4TO 0COOEHHOCTH TBOPYECKOM AeSITEAD-
HOCTH, M3MeHeHHe I[eHHOCTHBIX OPHEeHTHPOB, BO3PACT-
Hble 0COOEHHOCTHU U APyTHe $paKTOPBI MOT'YT OIpeAe-
A€HHBIM 00pa3soM TpaHCGOPMHUPOBATH HEKOTOPHIE
4epThl MFHAUBUAYAABHOTO HCIIOAHUTEABCKOTO CTUASL. Ta-
KHe H3MEeHEeHUS IPEAAAraeTCsl OTHECTH K ITapaMeTpam
MOOHABHOCTH: CIIOCOOHOCTD K KOPPEKTUPOBKE CBEPX-
33Aa44; KOMMYHHKATUBHBIN THII M CIOCOOHOCTH K TBOP-
4eCKOM CHHEePIHH; KPeaTUBHOE OCO3HAHHE «3ByKOBOTO
06pa3a HHCTPYMEHTa>» B €r0 BAMSHHUH Ha AKyCTHIECKHUI
ACIIeKT MCIIOAHUTEAbCKON TEXHUKHL.

dopmupoBaHe MapaMeTpoB CTAOMABHOCTH M MO-
OMABHOCTH 00YCAOBAEHO IPHPOAHBIMH U IIPHOOpeTEHHbI-
MH PpaKTOpaMH, 2 UX COOTHOIIEHUE B KOHKPETHOM CTHAE
3aBHCHT OT BHYTPEHHHX U BHEITHHX paKTOPOB. ITOT KOM-
IIAEKC OTIPeAEAsieT IICHXOAOTHYECKHE U XYAOKECTBEHHbIE
YCTaHOBKHU MY3bIKAHTA-aHCAMOAMCTA Ha OIPEeACACHHBIH
BEKTOP KOMMYHHKAIIHH, HA AOCTIDKEHHE 9HePreTHIeCKOH
CBSI3U HE TOABKO C IIAPTHEPOM, HO H C ITyOAUKOI, ¥ BbIOOP
THIIA 3TOTO OOIIeHHUs], KAMEPHOTO HAH KOHIIEPTHOTO HC-
HIOAHeHHsL. SIPKUM U MOKa3aTeAbHbIM IIPUMEPOM TOTO, Ha-
CKOABKO B)KHBI [TaPAMeTPbl MOOMABHOCTH HMHAUBHAYAAD-
HOT'O MCITOAHHTEABCKOTO CTUASI B CO3AQHHU KOHIIETIIAH
KAMEePHOT'O MY3bIKAABHOTO [IPOU3BEACHIS CAYXKHUT O01Ijast
PeAAKIfHsl 6eTXOBEHCKUX ACCSTH COHAT AAS GpOpTeruaHo
u ckpunku A,. Oiicrpaxom u A. O6opuubmv [1]. B neit
My3BIKAaHTBI OepeXXHO IPOPAOOTAAN MY3bIKAABHBII MaTe-
PHAA COHAT, KOPPEKTHUPYS U YTOUHSISI AUHAMUYECKHe, all-
IIAMKATypHbIE U IITPUXOBbIE OTMETKH, YTO CTAAO OCHOBOI
HY>KHOM KOMMYHHKAIIUH, @ IMEHHO YCIIeITHOTO B3aUMO-
AETCTBUSI MOOHMABHBIX ITAPAMETPOB HCIIOAHUTEABCKOTO
CTHASI 0O0HX HCIIOAHHTEAEH!, TA€ IIPOTUBOIIOAOXKHbIE IO
aKyCTHYECKMM XapaKTePUCTUKAM HHCTPYMEHThI 3Bydar
KaK eAHOE FAPMOHUYHOE IIeAOe.
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TakuMm 06pasoM, MOXKHO CBUAETEABCTBOBATD O TOM,
YTO OAHUM U3 BOKHEHIINX YCAOBHUH YCIIENIHOCTH KaMep-
HOTO aHCAMOAS SIBASIETCSI COBITAAEHHE [TAPAMETPOB MO-
OMABHOCTH OOOUX MHAUBUAYAABHBIX CTHAEH MY3BIKAH-
TOB-y4aCTHHKOB. DTO COBIIAACHHE, KOTOPOe MO3BOASIET
060MM MapTHepaM He TOABKO XOPOIIO IIPUCIIOCOOUTHCS
APYT K APYTY, HO M CO3AaTh €AMHOE 3BYKOBO€ IIPOCTpPaH-
CTBO, KOTOpO€e OYAeT TPAHCAUPOBATH CAYIIATEASIM U 32-
MBICEA KOMIIO3UTOPA, M XYAOXKECTBEHHYI0 KOHILIEIIIIMIO
ucroanuTeAeit. Kalou K MOHMMaHUIO U H3YYEHHUIO 0CO-
OeHHOCTell B3aMOOTHOIIEHNUH [TAPTHEPOB KAMEPHOTO
Ay9Ta BUAWTCS B TIOCTHKEHMU MEXaHU3MOB ACHCTBHSA
MHOTOYPOBHEBOM KOMMYHUKAaTHBHOM CHCTEMBI XyAOXKe-
CTBEHHOTO IMPOCTPAHCTBA KAMEPHOM CKPUIMYHON COHA-
TbI, OTPAXKEHHOM B Pa3pabOTAHHON MOAEAH, 0OPa30BaH-
HOH ITepeceyeHreM U B3aNMOAENCTBHEM IIOATIPOCTPAHCTB
KOMIIO3UTOPA, ABYX UCTIOAHUTEAEH M CAyIIATeAS:

— NOONpoCMpaHcmeo KomMno3umopa IpeArnoAaraeT
AMYHOCTD aBTOpPa MY3BIKAABHOTO ITPOM3BEACHHs, CO3-
AQHHBIF UM HOTHBII TEKCT, YIUTBIBAIOIINI TeMOpOBbIe
0COOEHHOCTH My3bIKAABHBIX HHCTPYMEHTOB;

— K UCNOAHUMEALCKOMY NOONPOCHPAHCINGY OTHOCHM
COOCTBEHHO MCITOAHUTEAEH IIPOM3BEACHHS BMECTe C UX
UHCTPYMEHTAMH, CO3AAHNE MMHU €AMHOM MCIIOAHMTEAD-
CKOM KOHIENIIMK Ha OCHOBE aBTOPCKOTO HOTHOTO TeK-
CTa, KOTOpasl PeTPAHCAMPYETCS Yepe3 pa3AUYHbIE aKy-
CTHYeCKHe YCAOBHS HCTIOAHEHHs (KOHIIEPTHBIN 3aA HAK
CTYASI 3BYKOBAIIUCH) ; Ha lepecedeHNH IIOAIPOCTPAHCTB
KOMIIO3UTOPA M HICIIOAHMTEAEH HAXOAMTCS PeAAKTOPCKas
BepCHs HOTHOTO TEKCTa, TaK KaK B AAHHOM CAyYae HCIIOA-
HUTEAD IPUOAMKAETCSI K COABTOPCTBY C KOMITIO3UTOPOM;
cAyuameAbckoe noOnpoCcMpancmeo BKAIOYaeT B cebst ca-
MHX cAymaTeAeil (ITy6ANKy ), KOHIIEPTHBII 3aA K BOCIIPH-
ATHE KOHLENIUH TPOU3BEACHHUS, KOTOPas peaAM3yeTcs
yepes3 UCTIOAHUTEAEH U NX MHCTPYMEHTBL

3A€eCh OY4EBHUAHO, YTO CrenuprKa CyObeKTHO-00B-
eKTHBIX OTHOIIEHUH B Ay9THOM HCIIOAHUTEAbCTBE OIIpe-
AEASIeTCSI KOAMIECTBOM BEKTOPOB CTUAEBOTO B3aUMOAEH -
CTBUS: € CO0OI, KaK C APYTHM, C IIAPTHEPOM, CO CBOUM
UHCTPYMEHTOM U C MHHCTPYMEHTOM ITapTHEPa, C KOMITO-
3UTOPOM, HOTHBIM TEKCTOM, PEAAKTOPOM H CAYIIATEAEM.

CopeprxkaHne M MHTEHCUBHOCTb Ka’KAOTO BEKTOpa
KOMMYHHUKAIIUH 00YCAQBAUBAIOTCS HE TOABKO IPOeCccH-
OHAABHBIM MACTEPCTBOM, O0IIIeft KYABTYPOI UCIIOAHHTE-
A€H, HO ¥ TICHXOAOTUYECKMMH YCTAaHOBKAMH CAYIIATEASL.

3ameTHM, 4TO IPeACTaBACHHAs MOAEAb KOMMYHUKa-
THUBHOT'O IPOCTPAaHCTBA KAMEPHOM COHATBI TPEATIOAAra-
eT MHO)XeCTBEHHOCTb BAPHAHTOB [IOCTPOEHHS OOIIeHHs
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YYaCTHHMKOB Ay3Ta, HO YCIEMHOCTh MX COTPYAHUYECTBA
BO3MOYKHA TOABKO ITPU YCAOBUH HAAMYHSI OOIIIeft HCIIOA-
HHUTEABCKOM KOHIEMIIAH IIPOU3BEACHHM, 3aHUMAIOIIen
LIeHTPAAbHOE MeCTO B KOMMYHHMKATHBHOM ITPOCTPaHCTBE
KaMepHOM CKpUIMYHOM coHaThl. CosmecmHas UcnoAHu-
MeAbCKAs KOHYenyus AyaTa, Ha Halll B3TASIA, TIPEACTAET
AQKe DoAee CAOXKHOF CHCTEMOT, IIPeAyCMaTpUBAIOLIert
COYETAHUS XyAOXKECTBEHHBIX M TEXHUYECKUX YCTAaHOBOK.
VIMeHHO 9TO, B CBOIO O4epeAb, TpebyeT aKTHBU3AI[UU
AENCTBUS ITAPAMETPOB MOOHABHOCTH UHAUBUAYAABHBIX
HCIIOAHUTEAbCKUX CTUACH 0OOUX UCIIOAHHUTEAETL.

AASl IOCTYDKEHUS ACHCTBHA MOACAU OYEPTHM STAIIbI
TBOPYECKO pabOThI AByX My3bIKAHTOB C IJABIO BBISIBAC-
HUSL $aKTOPOB, CKA3bIBAOIIHMXCS HA CO3AQHUHU TOAOOHOTO
€AMHCTBA.

Ha nepsom amane porxHa IPOU3BOAUTHCS OIIPeAe-
AeHHas IOATOTOBUTEeABbHAs pab0OTa, 3aKAAABIBAIOIASE 6a3y
6yayiero cruast Ayara. K Heft oTHOCHM BBIOOD: ITapTHEpa
B Ay9Te; penepryapa (SMoxu, IpOHM3BeAeHNI KOHKPETHOTO
KOMIIOBUTOPA); AATOPUTMA PabOTHI C HOTHBIM TEKCTOM;
yCAOBHIt ucTioAHeHNS (KOHI|ePTHBI UAM KaMePHbIit 3aAbl,
CTYAUSL 3ByKOBAIUCH, peCTUBAAD, KOHKYPC U T.A. ).

Bmopoii aman coTpyaHUYECTBa YYaCTHUKOB KaMep-
HOTO aHCAMOASI IIpeAIIoAaraeT BBIPAbOTKy eduHoti xydo-
cecmeennoti (UMMOHAYUOHHOTL) KOHYeNnyuy Ha OCHOBE
KOTHHTHBHOTO B3aHMOAEICTBHS, a NMEHHO: 1.) cTemeHb
ITOHMMaHHs AMHAMUYECKHUX, arOTHYeCKUX, APaMaTypru-
9eCKHX, PPa3UPOBOYHBIX COCTABASIONUX My3bIKAABHOTO
IIPOM3BeACHNUS 1 MX YTOYHEHHNS]; 2.) COBMECTHBII TPYA HaA
A€TaASIMH [IPOU3BEACHNS U MX LIEAOCTHOCTBIO; 3.) aHAAU3
AKYCTHYECKHMX XapaKTePHCTHK IPEATIOAATaeMOro CIieHH-
YeCKOrO IIPOCTPAHCTBA; 4.) BbIpabOTKa AAHA KOHL}ePTHO-
IO MCIIOAHEHHSI KaK TAKOBOT'O, C y4€TOM PeaKITUH ITy OAMKH.

Tpemuii, utorosbit aman (coO6CTBEHHO KOHIEPT-
HOe BBICTYIIACHHE) HPEACTABASET COBMECTHYIO AAS
ABYX MCITOAHUTEAEN KOHIEMIIUIO My3bIKaABHOTO ITPOM3-
BepeHus KomnosuTopa. Ha aTom aTanme mposopsrcs cae-
AyIOIue OTlepaTUBHbIE ACMCTBUSA: MPEAKOHI[ePTHA Ca-
MOHACTPOMKa MY3bIKAHTOB-UCIIOAHUTEAEH; OTBETHbIE
PeaKIuK Ha U3MEHEeHMs aKyCTHYeCKOIrO IMPOCTPAHCTBA
3aAa; 9AEMEHTDI BAMSAHHS MY3bIKaHTOB APYT Ha Apyra
Y Ha CAYIIATEAbCKYIO ayAUTOPHUIO; KOPPEKTUPOBKA BbI-
CTYIAEHHS C U3MeHeHHeM COOCTBEeHHbBIX IICHXOAOTHYe-
CKHUX YCTAaHOBOK B IIPOILI€CCE MI'PhI.

Taxast TBOpyeckasi paboTa yIaCTHHKOB KAMEPHOTO
AyaTa Ay4llle pPacKpbIBaeT IPaKTHIeCKOe 3HAYeHUE ITPeA-
AaraeMoy MOAEAU KOMMYHHMKAaTHBHOT'O TPOCTPaHCTBA Ka-
MepHOM CKPUIIMYHOM COHAThI U TO3BOASIET TOCTUYD B3aH-
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MOAEHCTBHE HHAUBHAYAAbHBIX HCITOAHUTEAbCKUX CTHACH
B 3TOM KOoHTeKcTe. OHa SBASeTCS CAGACTBHEM Cylile-
CTBOBAHUS CAOKHOTO MEXaHU3Ma B3aUMOAEHCTBUS TPexX
KOHQPAMKTHBIX $AKTOPOB: TEKCTa KOMIIO3UTOPA, TEMOPOB
MHCTPYMEHTOB U ANYHOCTEH NCTIOAHUTEACH, KaXKABII U3
KOTOPBIX MOXKET PEIIHThCSI TOABKO 6AAropapsi BHyTPeH-
HeMy AuaAory. PaccMoTpenne M M3ydeHHe pa3AMYHbIX
UHTEPIPEeTAMOHHbIX BepPCUN KaMEePHO-HHCTPYMeEH-
TAABHBIX AYJTOB, BbITOAHEHHE KOTOPBIX OOYCAOBACHO
HAAMYHEM OIPEeAECACHHBIX XYAOXKECTBEHHbIX YCTAHOBOK,
IIO3BOASIET OLIeHUTD MX 10 THITY BbICKa3bIBAHMS, A 3HAYMT,
U KaMepHOM MAM KOHIIEPTHO! TPaKTOBKU KOMITO3UTOP-
ckoro Tekcra. Kaxkpoe HoBoe peleHre My3bIKaHTOB — 3TO
IIOMCK APYTHX BapHAHTOB UCIIOAHEHHS M TaK AO HecKo-
HEYHOCTH, YYUThIBasl yHUKAABHOCTD COYETaHMS KaXKAOM
Iappl UCIIOAHUTEAEH B AyaTe. BaxkHo moauepkHyTb 1mo-
HUMaHHe TOIO, YTO Ha PHHAABHYIO BEPCHIO, KOTOpas
BHIHOCUTCS Ha CLieHYy (MAM 3aUCh ), BAUSET BBIOOP THIIA
KOMMYHHUKAIIUH, UX CTPeMAEHUE K 0UAA02Y UAU CUHEP2Ul,
00beAHEHHIO TBOPYECKHX SHEPIUIL U XyJ0KHectneeHHbIX
YCMAaHoB0K 9€Pe3 COrAACOBAHHUE He TOABKO APaMaTypru-
YeCKHMX U PPasMpPOBOYHbIX AeTAACH IPOU3BEACHHS, HO
¥ ITyTeM IPHUMHPEHHs 3ByKOBBIX 0OPa3oB HHCTPYMEH-
TOB M TEXHUKU UCTIOAHEHMA. SIpKUM IpHMepOM 3TOro
IPHMHIMIA SBASETCS MBICAb, BBICKa3aHHAs O COHAaTax
H. C. Baxa AAst 4eM6aAO M CKPHIIKH, TA€ KQXKAQS U3 HUX
«3TO becepa ABYX PA3HBIX TOAOCOB, KOTOPBIE ITPEACTABASI-
I0T 0001 pa3sAMHbIe THAUBHUAYAABHOCTH. EcAn opaHOMY
13 TOAOCOB HEYETO CKa3aTh, OH HEKOTOPOE BpeMs AOAKEH
IIOMOAYATb, TOKA He OYAET BIIOAHE eCTeCTBEHHO BTSHYT
B 6eceay. Ho HEKTO He AOAXKEH BMEIIUBAThCS B CEPEAHTHE
pasroBopa u He AOAXKeH FOBOPHUTDb 6e3 CMBICAA U HAAOD-
Hocru» |8, C. 161]. BaxubiM MOMEHTOM Ipu BEIPabOTKe
UHTEPIPETAMOHHOMN KOHIENIIMY CTAHOBUTCA GaKTOp
COOTHOIIEHNS HHCTPYMEHTOB (CKPHUIKU K GOPTEINAHO),
KOTOpPbIe CYMTAFOTCS IPOTUBOIIOAOKHBIMU APYT APYTY
10 IPHHIUITY 3ByKOU3BAeYeHHA. BeAb 3Byuanue posias
6AAroAAps CTPOEHMIO HHCTPYMeHTA (2 IMEHHO YAAPHBIX
MOAOTOYKOB) CO3AQET Yallle BCETO «ACKAAMALIMOHHBIN >
XapakTep, B TO BpeMs KaK 3ByKOBasl IPHPOAA CKPUIIKU
HeceT TaKMe OCHOBHbIE XapaKT€PUCTHKH, KaK II€HHUE,
IIAABHOCTD U CBS3HOCTD BCeX MTPUXOB. Bmecre ¢ oM
CYIIECTBYeT MHOXECTBO AeTaAeH U HIOAHCOB, KOTOpbIe
HAMpsMYIO 3aBUCAT OT KadyeCTBAa HHCTPYMEHTapHs, Xa-
paKTepa My3bIKU M MPO(PECCHOHAAN3MA HCTIOAHUTEACH.
CAepOBaTeAbHO, CAGAAEM BBIBOA, UTO CIIOCOOHOCTD HH-
CTPYMEHTOB K aHCAMOA€BOMY B3aMMOAEHCTBUIO U HX
«aHCaMOA€BBIi1 IIOTEHI[HAA> B [JEAOM IIOATBEPIKAAETCS
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BBICOKOW HMHTEHCUBHOCTDBIO AMAAOTa MEXAY CKPHIIKOM
U $OPTEINNAHO, BHITEKAONIel 3 AHAAM3A MAPTUTYP CO-
OTBeTCTBYyIOIuUX npoussepenuii 7, C. 74].

CoraacHo BbIIIeCKa3aHHOMY, TPEAAATAETCS PACCMO-
TPETb CACAYIOLHEe MOAEAH B3aUMOAEHCTBHS My3bIKaH-
TOB-COAHMCTOB B KAMEPHO-HHCTPYMEHTAABHOM Ay9Te:

1. TBopuecKkre HACTABACHUSI My3bIKAHTOB B Ay9Te
HAIIpaBACHbI HA MOHOAOTHYECKUF THIT BbICKA3bIBAHNS,
OIIpeAeAEHHBIM 00pa3oM OAOKHPYIOMUIT KOTHUTHBHBIE
IPOILeCCHI U MPEISITCTBYIONINE BhIPabOTKe 06ujeii KoH-
yenyuu IPOU3BEACHHS KOMIIO3UTOpa (TAKOM AyST CYH-
TaeTCsl HEBO3MOXKHbIM, BeAb HCIIOAHUTEAU He 3aUHTepe-
COBaHBI B aHCAMOAEBOM My3HLIPOBAHHN);

2. Y4aCTHHKY KAMEPHOTO Ay9Ta — My3bIKAHTBI, IPEATIO-
YHTAIOIINE «COABHOE > UCIIOAHHUTEABCTBO, HO IIPOSIBASIIO-
IIIHe 3aUHTePEeCOBAHHOCTD B TBOPYECKOM COTPYAHUYECTBE,
YCIEIHOCTb KOTOPOTO 3aBUCHT OT CIIOCOOHOCTH XYAOXK-
HUKOB K MITATHUH U PA3BUTOCTH MOOHABHBIX CBOFICTB UX
MHAMBHAYAABHBIX CTHAEH (KaK [PaBHAO, HTPa B TAKOM
AyaTe CTAaHOBHTCSI AHIIb SIHU30AOM TBOPUYECKOI OHOrpa-
UM ero yIaCTHHKOB, HO MCITIOAHHTEAbCKAsI KOHIIETIIIHS,
BBIPAOOTAHHASI B XOAE TAKOTO COTPYAHHYECTBA, MOXET
PacKpBITh OPHIMHAABHBIE ITOAXOABI K HHTEpIIPETAIUH
KOHKPETHOTO KAMEPHOTO IPOU3BEACHNS);

3. B cocTaBe AyaTa My3BIKAHTBI, 6€3YCAOBHO IIPEATIO-
YUTAON[He KAMEPHOEe UCIIOAHUTEABCTBO, HO UX XyAOXKe-
CTBeHHbIE YCTAHOBKH ITPOTHBOIIOAOXKHBI, 4TO CKA3bIBAET-
Cs Ha CTeTIeHU 3ByKOBOT'O EAUHCTBA ABYX HHCTPYMEHTOB
1 yOeAUTEABHOCTH 00ujeli KOHYenyuu npoussedenus;

4. COTpyAHUYECTBO Te€X My3bIKAHTOB, KOTOPbIE CITO-
COOHBI Ha CYILeCTBEHHYI0 KOPPEKIHIO COOCTBEHHbIX Xy-
AO>KeCTBEHHBIX YCTAHOBOK AASI BIPAOOTKH U PeaAU3aIuu
06uyeil KOHYenyuu NCIIOAHEMOTO Tpou3BeAeH s VIMeH-
HO TaKHe HCIIOAHUTEAH, B KOHIIe KOHI[OB, COCPeAOTAYH-
BAIOTCS HCKAIOUHTEABHO Ha KAMEPHOM UCIIOAHUTEABCTBE.

ViMeHHO xydosKecmBeHHble YCMAHOBKY YIACTHUKOB
KaMepHO-HHCTPYMEHTAABHOTO Ay9Ta OOYCAABAMBAIOT
€ro MPUHAAAEKHOCTb K OAHOMY 3 ABYX THIIOB:

— AMAAOTMYECKMM, OCHOBAaHHBI HAa COXpaHEHHMH
HMHAUBUAYAABHBIX MAHEP MCIIOAHUTEABCKOTO BHICKA3bI-
BaHUS;

— CHHEpPreTHUYeCKHI, KOTOPBIN IBHO aKTHUBU3UPYET
IapaMeTpbl MOOMABHOCTH HHAUBUAYAABHBIX HCIIOAHH-
TEABCKMX CTHAEH.

AAsL BbISIBAGHMSI TIPHHAAAKHOCTH K KOXKAOMY H3
9THX THIIOB KOHKPETHOTO AydTa IpHBeAeM (PaKTOPHI,
BAHUSIIOIIFe HA KOMMYHHKAIJHIO My3bIKAaHTOB B IPOCTPAH-
CTB€ KAMEPHOM CKPUIIUYHOM COHATBHI:

B PREMIER

Publishing

ISSN 2310-5666

Section 2. Musical arts

1. ITpuHaAA€XHOCTD YYaCTHUKOB AY9Ta K OITPEAEACH-
HOMY THITy HHAMBUAYAAbHOTO UCIIOAHUTEABCKOTO CTHAS
(poMaHTHYeCKuUit, BAPTYO3HbI, HHTEAAEKTYaAbHbIL, Pa-
LJMOHAABHDIi1 — 10 TUIIOAOTHH PabuHOBH4A);

2. OTKPBITOCTb CUCTEMBI My3bIKAAbHO-BBIPA3UTEAD-
HBIX CPEACTB AHCAMOAMICTOB, OTPAXKAIOMASI ACFICTBIE MO-
OHABHBIX ITAPAMETPOB HHAMBHAYAABHOTO CTHAS;

3. AAMTEABHOCTb COBMECTHOI Pa6oThI (KOAMYeCTBO
BBICTYTIA€HHH, AOCTATOYHOCTb BpEMEHH Ha ITOATOTOBKY,
00’beM U CTHAEBOE pasHOO6pasye perepryapa);

4. ApTucTudeckoe MacTepPCTBO, CIIOCOOHOCTD MM-
IPOBU3UPOBATh B CIIEHUYECKOM ITPOCTPAHCTBE.

Takum 06pa3oM, COTAACHO BBIIIECKA3AHHOMY, MOXXHO
IPEAAOXKHUTD K PACCMOTPEHUIO ABA MUNd KOMMYHHUKAI-
OHHOTO B3aMMOAEHCTBISI KAMePHbIX aHCaMbAel1, Hanbo-
Aee SPKO BBIPAXKEHHBIX I10 UCTIOAHUTEABHOMY PelleHUIO
B OKOHYaTE€AbHOM KOHIIEPTHOM BapHaHTe:

— OduarozuecKuil TUII Ay9Ta, IPEACTABUTEASIMHU KO-
TOPOTro BbIOpaHBI B KauecTBe mpuMepa AyaTsl B. [opo-
Bun} — H. Muabmrreiin u IT I'yapp — M. Menyxun;

— CuHepzemu4ecKuili TUII AydTa, TA€ CaMbIMH BbI-
AQIOIIIMMUCS IPUMepaMu HazoBeM AyaThl A. ObopuH —
A. Oiicrpax u C. Puxrep — A. OiicTpax.

ITopdepkHeM, 9TO AAHHOE PacIIPeACACHHE AOCTATOYHO
YCAOBHO, a TPeAAOSKEHHbIE UMbl PeAyCMATPUBAIOT bec-
KOHEYHYIO BAPHAaHTHOCTDb B3aMMOAEHCTBHA YIaCTHUKOB
AY3TOB B KOMMYHUKaTHBHOM IIPOCTPAHCTBE KaMEPHOM
CKPUITMYHOF COHATBI, TAE SHEPreTUYECKUIT 0AAAHC MEKAY
CAYUAATNEABCKUM T KOMNO3UMOPCKUM HOONPOCPAHCIMBAMU,
00yCAOBAEHHBII BEKTOPAMU AEHCTBUIL UCHOAHUMEALHO20
nodnpocmpancmea, sIBASIETCsl BAXKHEIIIIeH rapaHTHeN AO-
CTHDKEHHUS! IMEHHO CHHEPIeTHIeCKOTO THUIIA AyTa.

BriBopbI

OrMmeTuM, YTO CKAOHHOCTb K My3HIIMPOBAHHIO
B aHCaM0Ae, KaK IPOsIBACHIE 0COOOTr0 MBINIACHHUS AMY-
HOCTHU MY3bIKaHTa, HAXOAUT OTPa’keHHe B CHCTeMe UH-
AMBHAYaABHOTO HCIIOAHMTEABCKOTO CTHAS, 2 HMEHHO
B [TapaMeTpax ero CTAOMABHOCTH M MOOUABHOCTH. JTH
IIapaMeTPBI CTUASI B CBOIO O4YepeAb 00YCAABAMBAIOT Xy-
AOXXECTBEHHYIO YCTAHOBKY My3bIKaHTa Ha OIIPEACACHHBIH
BEKTOP KOMMYHHUKAIIMU — HAITPABA€HHOCTb TBOPYECKHMX
UHTEHIUI Ha KOHKPETHOE€ MY3bIKAaAbHOE IPOHM3BEeAe-
HUe, Ha AOCTIDKEHHE d9HePTeTHIeCKOF CBS3U U O0Ije s
C IAPTHEPOM U ITyOAMKOM 1 Ha BBIOOP THIIA 3TOrO 061je-
Hus. Mrak, B mporjecce aHcaMbA€BOro My3HIIMPOBAHHS
Ka)KABIF MY3bIKAHT-HCIIOAHUTEAD UMEET BO3MOXXHOCTHU
AASI COXpaHEHHsI COOCTBEHHOM CUCTEMbI My3bIKAABHO-
peueBbIx pecypcos (pa6ora no duasozuteckomy Tuiy
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BBICKa3bIBAHNS), TAK U AAS TBOPYECKOTO Pa3BUTHUS 9€Pe3  LIMAA M MOTYT UCIIOAB30BAThCA B IIPOLIECCe HCCACAOBAHHS
cunepzemuuecKoe COTpyAHIYeCTBO ¢ mapTHepamu. Obe  IMIHPOKOro KPyra MHTEPIIPeTALHii, CO3AAHHBIX B pa3HOe
TBOPYECKHe CTpaTeruy MMeIOT XyAOKeCTBEHHBIN IIOTeH-  BpeMsl, AySTHbIX COHAT.
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CHAMBER VIOLIN SONATA IN PERFORMING
VERSIONS: TYPOLOGICAL ASPECT

Abstract

The article examines the individual performing style in the ensemble playing music system.

The goal of the research: to determine the parameters that ensure the inclusion of an individual performing style
in the system of chamber-ensemble playing music.

Methodology. To reveal the diversity of methods of cognition of chamber-ensemble art that exists in the unity
of spiritual, psychophysical and technological aspects of the activity of a creative person in conditions of duet per-
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formance, a systematic approach has been used. To discover the mechanism of interaction between performers and
composers, the style method was chosen. The comparative interpretational method helped to ensure the approba-
tion of the typology of interaction of individual performing styles in the communicative space of the chamber violin
sonata. The representation of an individual performing style as a system in which subjects carry out energy exchange
is carried out using a synergistic method.

Results of the research: The specificity of thinking of musicians in a duet has been studied in order to determine
the parameters of stability and mobility of an individual performing style. The ways of realizing the communicative
potential of an individual performing style through the development of its mobile qualities, allowing the adoption
of the vector of artistic attitudes of two musicians, are traced. It was revealed that it is the artistic attitudes of musi-
cians in a chamber-ensemble duet that determine its involvement in one of two types: dialogical (which provides
for the preservation of individual manner of performing utterance) and synergetic (which activates the parameters
of mobility of individual performing styles).

The scientific novelty: for the first time the mechanisms of interaction of individual performing styles in the
conditions of chamber-ensemble music-making were determined. The parameters of the individual performing style,
which determine and realize its communicative potential, are considered.

The typology of chamber-instrumental duets is proposed, based on the study of the interaction of artistic at-
titudes of performers.

Practical use: the results of the article can be useful for the step-by-step and detailed work of a duet in the class
of a chamber-instrumental ensemble, including in the process of preparing concert and competitive performances of
musicians in various compositions; to study and consider various interpretations of chamber-instrumental sonatas
from different eras.

Keywords: chamber instrumental music, chamber duet, individual performing style, performing concept, cham-
ber instrumental duet, communicative space.
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KAMEPHA CKPUINKOBA COHATA Y BUKOHABCbKUX
BEPCIAX: TUMOJION4YHUN ACNEKT

Amnoranisa

Y cTaTTi pO3rASIHYTO iHAMBIAYaABHHIT BUKOHABCBKUI CTUAD Y CUCTEMi AaHCAMOAEBOTO My3UKYBaHHIL.

Mema 0ocaidscenns: BUSHAIUTH ITAPAMETPH, IO 3a0€3IIeYYI0OTh BKAIOYEHHS IHAUBIAYaABHOTO BUKOHABCHKOTO
CTHAIO AO CHICTEMHU KAMEPHO-AHCAMOAEBOTO My3UKyBaHHSI.

Memodorozis docaidsxcenns. AASL POSKPUTTS PI3HOMAHITTS CIIOCO0iB Mi3HAHHS KAMEPHO-aHCAMOAEBOTO MICTe-
IITBA, 1[0 iCHYE B EAHOCTI AyXOBHHX, ICUXOPI3NYHNX Ta TEXHOAOTTIHHX ACIIEKTIB AIIABHOCTI TBOPYOI 0cObHCTOCTI
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B YMOBAaX AyeTHOTO BUKOHABCTBA, BUKOPUCTAHO CUCTEMHUM IiAXiA. AASI BUSBA€HHS MeXaHi3My B3a€EMOAI BUKOHABIIiB
Ta KOMITO3UTOPIB OYAO OOPAHO CTUABOBHUI METOA,

Pesysvmamu docaidxcenns: BusueHo crierjndiky MUCACHHS My3HUKAHTIB y AyeTi 3 METOIO BU3HAYEHHs ITapaMeTpiB
cTabiABHOCTI Ta MOOIABHOCTI IHAUBIAYaABHOT'O BUKOHABCHKOTO CTHAIO. [TpocTesxeHO masixy peaaianii KOMyHiKaTHB-
HOTO ITOTeHI[iaAy iHAUBIAyaAbHOTO BHKOHABCHKOT'O CTHAIO Yepe3 PO3BUTOK HOTO MOOIABHUX SIKOCTEIH, 1[0 AO3BOASIIOTD
Y3rOAKEHHS BEKTOPa XyAOXKHIX HACTaHOB ABOX MY3UKaHTIB. BusiBA€HO, [0 caMe XYAOKHiI HACTAaHOBU MYy3HKAHTIB
Y KaMepHO-aHCaMbAEBOMY AYeTi 3yMOBAIOIOTb OTO MPUYETHICTb AO OAHOTO 3 ABOX THIIIB: AiaroriuHoro (1o mepea-
6agae 36epeskeHHs IHAMBIAYaAbPHIX MaHEp BUKOHABCHKOTO BUCAOBAIOBAHHS) Ta CHHEPTETUYHOTO (KMl aKTHBi3ye
napamerpy MOGiABHOCTI iHAUBIAyaAPHUX BHKOHABCHKHX CTHAIB).

Hayxoea nosu3na: Brepiie BU3HAYEHO MeXaHi3MHU B3a€MOAIN IHAMBIAyaAbHMX BUKOHABCbKUX CTHAIB 32 YMOB
KaMepHO-aHCaMOAeBOTO My3HKyBaHH. PO3TAsIHYTO ITapamMeTpH iHAUBIAYaAbHOTO BUKOHABCHKOTO CTHAIO, SIKi 3yMOB-
AIOIOTD Ta PEAAi3yIOTb Oro KOMYHiKaTUBHUI IOTEHITiaA. 3alIpOIIOHOBAHO TUIIOAOTII0 KaMePHO-iHCTPYMEHTAABHUX
AY€TIB, 3aCHOBaHY Ha AOCAIAYKEHHI B3aEMOAIL XyAOXKHIX HACTAHOB BUKOHABIIiB.

IIpaxmuune 3acmocyéanus: pe3yAbTaTH CTATTi MOXYTb Oy TH KOPHCHHUMHU AASI TIOETAIIHOI Ta ACTAABHOI po60TH
AYeTY y KAaCi KAMEPHO-IHCTPYMEHTAABHOTO AHCAMOAIO, Y TOMY YHCAl y IIPOLjeCi IATOTOBKYU KOHIJEPTHHUX Ta KOHKYP-
CHUX BUCTYTIiB My3UKaHTIB Y Pi3HOMaHITHHMX CKAAAAX; AASI BUBYEHHS Ta PO3TASIAY Pi3HUX iIHTepIpeTaliii KaMepHO-iH-
CTPYyMEHTaAbHUX COHAT Pi3HHUX eIoX.

KarouoBi caoBa: kaMepHa iHCTpyMeHTaAbHA My3HKa, KAMEPHHH AyeT, iIHAMBIAyaAbHUN BUKOHABCbKHUI CTHAD,
BHKOHABCbKa KOHIIEIIIisl, KAMEPHO-IHCTPYMEHTAAbHHI AyeT, KOMyHiKaTUBHUH IIPOCTIp.
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MUSICAL NOTATION AS A SEMIOTIC OBJECT

Abstract

Aim: of the research — to reveal theoretical standpoints allowing to analyse musical text as a semiotic objectin a
context of musical work.

Results: analysis of theories explaining phenomenon of graphical form of music allowed to define characteris-
tics and functions of musical text as well as its role in creation, interpretation and perception of musical work. The
research revealed justifications to regard musical text as a sign system constituted from complexes of graphical signs.
The results of the research to some degree characterize sign functioning, processes of signification of musical ideas,

their transformation into sign-vehicle and further interpretation.
Scientific novelty: the article presents generalization of several theoretical standpoints regarding phenomenon

of musical notation.

Practical significance: main theses of the article demonstrate semiotic approach to examination of musical text
and might be used in various types of analysis of graphical signs. Information received from research might contrib-
ute to creation of methods in which musical text is examined, methods relevant foremost for interpreters and for
composers aimed at the most accurate fixation of their ideas in musical notation.

Keywords: semiotics of musical text; sign functioning; graphical signs; interpretation of musical text; musical

text; musical work; interpretant.

For citation: Startsev D. Musical Notation As A Semiotic Object // European Journal of Arts, 2021, Ne4. — C.
112-117. DOL: https://doi.org/10.29013/EJA-21-4-112-117

Introduction

Comprehension of written form of music bears
a status of a relevant task of modern research. Being a
representation of acoustic images through a system of
graphical signs, notation becomes an object of examina-
tion for semiotics. Peculiarity of sign-related processes
in music causes a necessity for exact definition of sign
units and their functioning in the framework of this
system. We suppose that the most effective approach
to study of sign nature of music is a creation of an ap-
paratus founded on general postulates of semiotics and
their adaptation to specifics of musical phenomena and
processes. Approach to musical text as a semiotic object
contributes to new methods of its interpretation and
opens the way to the meaning enshrined in it. In order
so solve this problem musicology can apply results of
research revealing fundamental basics of general semiot-
ics (Ch. Pierce [3], Ch. Morris [5], A. Solomonik [6]),
semiology (F. de Saussure [4]) and carry on develop-

ment of promising ideas contained in special works of
the scholars (K. Agawu [16], E. Tarasti [13], R. Monelle
[12]). This article favours two theories which the au-
thor regards as emblematical: one of them belongs to
a French-Canadian scholar J.- J. Nattiez and the other
one — to a Russian scholar M. Aranovskiy; both these
theories are devoted to fundamental problems of graphi-
cal form of music.

Results

In order to analyse musical text as a semiotic object
it is necessary to determine its position in context of a
musical work. J.— J. Nattiez comes from a hypothesis that
a musical piece is not restricted by its textual form or a
system of structures. It is an artistic process, constituted
from three kinds of musical activity: process of compo-
sition, process of interpretation (performance) and its
consequent perception. Thus, a musical work becomes
a term embracing all the links of communicative chain.
But in order to clarify understanding of the subject of
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musical semiotics (or semiology, as it is defined by the
scholar), J.— J. Nattiez proposes the following thesis: “Se-
miology — once again —is not the science of communica-
tion” (H. c. 16). This paradoxical statement is called to at-
tract attention to main objectives of semiology in musical
context, that is examination of specifics of functioning of
symbolical forms and phenomenon of reference [ 1, 15].
Symbolical form in this theory is defined by the author
as a sign or complex of signs united with limitless field
of interpretants' [1, 8].

Like J.-J. Nattiez demarcates musical text and musical
work, M. Aranovskiy differentiates musical notation and
musical text. It goes without saying that musical text is
much broader than musical notation, but M. Aranovskiy
notes that musical notation is an important component
of musical text, its point of departure [2, S]. Obvious
discrepancies between these approaches are caused by
these scholars’ choices of subject of research. Treatise
of J.-J. Nattiez regards functioning of symbolical form
of musical work; M. Aranovskiy explores a structure of
musical text. But regardless of the subject chosen, they
both concentrate their attention on notation as it is an
inherent and fixed component of musical piece.

M. Aranovskiy states that musical text, on the one
hand, is “merely a scripture”, which performers realize in
sonic form after its reading, but on the other hand, text is
“not only a scripture”, “but music” [2, 8. A reason for this
ambiguous function of musical text lies in a specific trait
of its representation. M. Aranovskiy compares musical
text to a verbal one basing on two main criteria: percep-
tion of their meaning and perception of their structure.
The scholar says that in musical art structures are present
in text, while meaning can be understood by reflection;
in verbal text, vice versa, meaning is perceived directly,
while structures are ensconced [2, 9]. The scholar regards
notation as graphical structurally-processual variant of
musical work and notes that it defines “interpretation
of content” only partially. Conversely, content of verbal
text is perceived without analysis of a form in which it is
given [2,9]. These observations made by M. Aranovskiy
allow to conclude that authentic cognizance of musical
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text in its integral form (as much as it is possible), cannot
be reached without reading of its structure. As a result
of this, the scholar distinguishes three components of
musical text: scripture, structure and meaning. This unity
of scripture and structure causes not only a fixation of
the structure by the scripture, but also its “execution”.
Meaning, a third constituent, according to M. Aranovs-
kiy, can be freely interpreted by the subject, but it is de-
pendent from the structure. Thus, the author refers to
E. de Saussure’s statement about “randomness of sign”*
and proves its incongruity with the essence of musical
signs, since signified meaning is “entirely dependent from
structure” [2, 10-11]. As a result, a path of cognizance
of meaning lies through adequate reading of a structure
with reception of a sign representing certain significance.
The author notes, that semantics is caused by a “system
of filters”, with them being types of musical idiom, style,
genre, forms and “stereotypes of musical speech” [2, 10].

J.-J. Nattiez in his theory connects concept of mean-
ing with a process of functioning of interpretants [ 1, 11].
Meaning is not restricted by a form of sender’s message
and its following decoding by a recipient in a process of
communication. Contrary to that, the author argues that
meaning is a result of assignment of set of interpretants
and their placement in a special form. As it can be seen
from the context of author’s thought, he means a sym-
bolical form. In other words, meaning is constructed by
this assignment. The process of communication suppos-
es that both sender and recipient ascribe certain mean-
ing to a message. But the scholar stresses that there are
absolutely no guarantees whatsoever that all the subjects
involved in this process will use the same field of inter-
pretants [1, 11]. Thus, as can be seen from this thesis, a
degree to which a subject knows the rules of functioning
of signs directly influences level of fidelity of its read-
ing. We also must consider that processes of appearance
of interpretants, provoked by the signs, are not strictly
predefined as a quantity of interpretants as well as condi-
tions of their creation are not limited. And sign system
and rules by which signs function it its context define
borders of respective field of interpretants.

' Term «interpretant» was suggested by Ch. Pierce in his triadic model of the sign. James Hoopes said: «The “sign’, as

Ch. Peirce employed the term, is also a thought, but it differs from an “idea” in that its meaning is not self-evident. A sign receives

its meaning by being interpreted by a subsequent thought or action. The sign attains meaning «in relation to a subsequent

thought — what Ch. Peirce called an interpretaunt> [3, 7].

2 We remind that it was F. de Saussure’s way of characterising an independence of physical form («signifier>) of a and its

«signified». Scholar employed: “The bond between the signifier and the signified is arbitrary. Since I mean by sign the whole

that results from the associating of the signifier with the signified, I can simply say: the linguistic sign is arbitrary” [4, 67].
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J.-J. Nattiez discerns three aspects of symbolical form:

1. Poetical dimension, that is a dimension including
various artistic processes, especially in context of musical
activity, everything involved in creation and ascribing of
certain meaning to any symbolical form;

2. Aesthetical dimension, in which “recipients” (lis-
teners) create their own interpretation of symbolical
form while experiencing a work of art, and this interpre-
tation is also a form of musical activity. But the author
notes that in this context usage of term “recipient” is not
quite correct. The listener does not “receive” the work
literally, but rather creates his own interpretants in the
process of perception, certain subjective reactions to a
sign. Thus, interpretants are represented by the ideas,
creation of which is provoked by signs;

3. Trace, in author’s terminology, or symbolical im-
age, as we can name it as an analogy to acoustic image,
incarnates in a physical, material form, capable of being
perceived. J.-J. Nattiez suggests usage of the word “trace”
since poetical process in its essence is an inner process
and requires expression in material form, which would be
accessible to perception of other subjects. Perception of
material processes’ products, partially expresses in mate-
rial image, is influenced by such factors as interpreter’s
own personal experience [1, 11-12].

Thus, in spite of the fact that material form itself
does not guarantee that interpretation of meaning will
be equal to author’s vision and is not conducive to im-
mediate reveal of significance, an existence of this mean-
ing without material form is utterly impossible [1, 15].

Thus, semiological “programme” of J.-J. Nattiez in-
cludes three objects: 1) poetical (artistic) processes,
2) aesthetical processes, 3) material incarnation of a work
(its appearance in real world, such as act of performance,
scores, written text etc. ), in other words, physical (material)
images of poetical process. Each class of objects, according
to the scholar, supposes certain type of analysis contrib-
uting to understanding of their specific features. Respec-
tively, J.-J. Nattiez discerns three analytical approaches. The
first of them relates to poetical dimension, the second - to
aesthetical one. The third analytical approach is aimed at
examination of immanent configuration of musical work
constituting neutral level [1, S]. Musical text, being one of
fixated forms of symbolical levels, can be seen as a semiotic
object, studying of which allows to reveal methods ofits un-
derstanding and opens the way to a meaning enshrined in it.

Musical text as a symbolical form serves as an invari-
ant of musical work, and this distinguishes it from other
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symbolical forms. J.-J. Nattiez reveals significant difference
between sheet music and acoustic image left by any per-
former. He stresses that sheet music is a stable material
object, while there will be as many acoustic realisations as
performances of any piece. But regardless of the placement
ofimaginary border between poetical and aesthetical pro-
cesses we must take into account interpretants emerging
on the way from sheet music to its acoustic realisation.
This is the reason why J.-J. Nattiez applies analysis of neu-
tral level only to graphical form, as this form precedes any
interpretation. In other words, no performer creates a
work because he only gives it a way to physical existence.

M. Aranovskiy interprets musical text as a unity of
mental sphere, musical structure and iconic scripture.
In his words, “musical thought is done in musical struc-
tures, while musical structures are given (performed) in
notation” [2, 11]. This allows the author to formulate
vertical scheme: thought-structure-scripture, a scheme
capable of being read in both directions, representing
in one case a creative aspect, in other case a perceptive
one [2, 11]. The way of scholar’s rumination reminds of
components of J.-J. Nattiez’s semiological programme,
particularly, poetical and aesthetical processes with their
neutral level, expressed in notation.

M. Aranovskiy regards understanding of musical
text as a material signifier and understanding of mean-
ing as a spiritual signified, which is essentially a projec-
tion of linguistic model of a word being double-sided
(signifier-signified) as insufficient. He motivates this
statement by the fact that musical text is a multi-level
system created from multiple signifier-signified rela-
tions. According to M. Aranovskiy, in a certain link of
this system “original psychic intentions” might become
“signified” while a system of musical idiom and conse-
quently emerging musical structures become “signifier”.
In other link “signifier” is a notation, and “signified” is
constructed by the structures on another level, “psychic
intention” [2, 12]. Since the researcher ascribes “certain
iconic traits” to scripture, it can be regarded as a signi-
fier. If acoustic realisation is “signified”, notation will be
signifier related to it, a “reduced, schematic reflection in
other words, a sign of true existence of music” [2, 12].
Drawing conclusions, the author describes musical text
as “system of multiple representative relations” [2, 12].
M. Aranovskiy’s idea about multi-level relations between
signs and their objects proves complexity of semiosis in
musical work. It is worth nothing that field of signs and
their denotants on each level spawns potentially infinite
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numbers of interpretants, causing this system to be more
large-scale. Besides that, sign-like functioning occurs in
three dimensions: syntactics, semantics and pragmatics’.

Regarding a term “text of work”, M. Aranovskiy notes
that this very term indicates text and work not being iden-
tical. The author views work and text as ontologically dif-
ferent objects situated in different spatial and temporal
dimensions. A work has been already completed, while a
text is still happening, it flows in time. “A work unfolds into
atext, a text folds into a work” [2,24-25). Temporal status
of text allows M. Aranovskiy to draw a conclusion about
its integrity not being obligatory, as a fragment of musical
texts will still be understood as text [ 2, 26 ]. This allows the
author to conclude that text must be characterized not by
completeness, but by “successive realization of system if
relations between elements” [2,29]. M. Aranovskiy's inter-
pretation of text as unfolding network of elements “being in
certain relations with each other and all others” unfolding
in time is congruent to the concept of system [2, 28].

We must note that graphical form of musical text is
founded on sign system? which is equal in complexity
to a network of textual elements represented by it. Thus,
there is a justification to regard text as a semiotic object.

Semiotic approach is capable of distinguishing text
and musical work. According to M. Aranovskiy, semiotic
nature of text conditions its comprehension through a pair
of terms: syntactics — semantics; while a work is under-
stood through concepts of form and content [2, 29]. The
scholar faces a following task: to define general laws, aimed
at rationalization and formalization of sonic environment
in a certain structure. This cases the scholar to formulate
an important thought: “If a work draws attention to form
as a resulting integrity, text draws attention to temporal
creation of interconnections between its elements, to their
hierarchy” [2, 30].

Based on these thoughts, M. Aranovskiy gives a
definition of musical text: it is a succession of sounds
that “is interpreted by a subject as relating to music,
has a structure built in accordance with norms of a cer-
tain historical musical idiom and bears certain meaning
comprehensible with intuition” [2, 35]. A structure is
a ‘nucleus’ of musical text” [2, 38]. Its ability to unite
multitude of elements and create various types of rela-
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tions between them is regarded by the author as ac-
cordant to essence of music. The scholar underlines
importance of relations between elements for music as
there is no other way to unite them into “something
whole”. He thinks that integrity in music is created from
“mute” elements, who “cannot reach the world of de-
notants” [2, 38].

We must note that M. Aranovskiy does not think it
is practical to apply methods of examination of musical
text, derived directly from linguistic approaches. This
can be proven by differences revealed by the author in
his comparison between musical and verbal texts. As he
thinks that a problem of musical sign’s nature preserves
its relevancy, M. Aranovskiy suggests a change of term
“succession of sign units” to “sound succession”. This con-
text allows to understand his thesis, in which he argues
that elements of musical text are “mute” as they acquire
significance only after being joined with others.

Conclusions

Summarized approaches to solution of problems of
musical work, its written and acoustic form, are aimed at
development of theoretical postulates revealing specifics
of such phenomenon as text in music.

In his concept J.-J. Nattiez understands musical work
as a process of creation of meaning. Dividing it into po-
etical, neutral and aesthetical levels, he defines musical
text as one of symbolical forms of musical work. Being a
result of poetical process, musical text serves as a “point
of departure” for multitude of interpretations. In his turn,
M. Aranovskiy does not equate musical text to notation,
defining notation as an “important constituent of mu-
sical text” under certain conditions, although without
giving much information about it. The scholar reveals
iconic traits in notation and ascribes to it such function
as fixation of musically-textual structures.

Phenomena represented, thoughts, “psychical inten-
tions”, acoustic images appearing in mind, acquire their
material form as a result of being replaced with graphical
signs. Regardless of the terms which both scholar use to
describe notation, “symbolical form of neutral level” or
“iconic scripture of musical structure”, it is represented as
a tool to fixate composer’s invariant and is an obligatory
condition for its reception and interpretation.

' Morris Ch. regards these semiotic dimensions and differentiates them according to types of relations between signs,
between signs and objects, between signs and their interpretants [S, 6-7].

* Solomonik A. classifies sign systems according to their principal signs. System of musical notation might be attributed

to systems of scripture upon first sight but considering level of its complexity it should be characterized as a formalized system

constituted by symbols with variable meanings [6, 76].
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! Xapxiscvkuii Hayionasvnuil yrisepcumem mucmeyms imeri I IT. Komaspescvkozo

MY3U4YHA HOTALIA 9K CEMIOTUYHUN OB’EKT

AnoTanisa

Mema: BISIBAeHHS TeOPETHYHHX ITIACTAB AaHAAI3y HOTHOTO TEKCTA SIK CEMiOTUYHOTO 00 €KTa y KOHTEKCTH My3H4-
HOTO TBODY.

Memodu: aHaAi3 AOCAIA’KEHD CEMiOTHYHOTO HayKOBOTO HATIPSIMY Ta CIIeljiaAbHUX My3UKO3HABYHX TEOPIil; MOPiB-
HAABHMI aHAAI3; METOAM AHAAOTII Ta CHHTE3Y.

Pesysvmamu: anaais Teopiil, sAKi posKpHBarTh GpeHoMeH rpadiunoi GOpMU My3UKH, AA€E 3MOT'Y BUABUTHU BAQ-
CTHBOCTI Ta QYHKIIiI HOTHOTO TEKCTY, & TAKOK FOr0 POAb B IIPOIlecax CTBOPEHHS, IHTepIIPeTyBaHHs Ta CIIPUHHATTS
My3uaHOro TBOpY. ITip yac AoCAipKeHHS BU3HAYeH] MIACTaBY OaYNTH y HOTHOMY TEKCTi 3HAKOBY CHUCTEMY, siKa cdop-
MOBaHa 3 KOMIIAEKCIB rpadivamx 3HakiB. OTpHMaHi pe3yAbTaTH NEBHOIO MiPOIO XapaKTepU3yIOTh 3HAKOBe PyHKITiO-
HYBaHHS — [IPOIleCH TPaHCPOPMYBAHHS My3HUYHHX iAeH B 3HAKOHOCII Ta IX iHTepIIpeTalis.

Hayxoea nosusna: y CTaTTi 3alIpOIIOHOBAHO y3araAbHEHHs ASKUX TeOPeTHYHHX IIOAOXKEHD, SIKi BIAHOCSATBCS AO
$eHOMEeHY HOTHOTO 3aIIHCYy.

Ipaxmuune snauenns: OTpUMaHi pe3yAbTaTH CTATTi AGMOHCTPYIOTh CEMiOTHYHUM MiAXiA Y BUBYEHHI BAACTHBOC-
Tell HOTHOT'O TEKCTa Ta MOXKYTh OyTH BUKOPHUCTAHI B Pi3HUX THIIAX aHAAi3y rpaivHux 3HakiB. Hapana indopmanis
cripusiTuMe pOPMYyBAHHIO METOAIB pOOOTH 3 HOTHUM TEKCTOM, SIKi aKTYaAbHi, y IIEPIIY YepPry, AAS IX IHTEepIIpeTaTOpiB
Ta AASI KOMITO3UTOPIB, SIKi HalliAeHi HA MAKCIMAAbHO TOUHe QIKCyBaHHS BAACHHX iAeHl Y IAPTUTYPI.

Karo4oBi cAoBa: ceMioTHKa HOTHOTO TeKCTY; 3HAKOBe QYHKI[IOHYBaHH; rpadiuHi 3HAKH; iHTepIIpeTalis HOTHOTO
TeKCTY; My3UYHUH TeKCT; My3UYHUI TBip; iHTepIpeTaHTa.
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COMPOSITIONS FOR THE OBOE BY A. PASCULLI: ON THE
WAY TO THE FORMATION OF THE CONCERTO STYLE OF
PLAYING AT THE TURN OF THE 19™-20™ CENTURIES

Abstract

Objective: to identify the typical features, genre and stylistic peculiarities of the oboe works of the composer of
the Romantic era, Antonio Pasculli, in terms of the formation of the concerto style.

Methods: there are complex of general scientific and special musicological methods: historical, stylistic, genre
and structure-functional.

Results: The creative work of A. Pasculli is an example of virtuoso romantic art. It's characterized by the pres-
ence in the performance of features of improvisation, fantasia, and a brilliant demonstration of the capabilities of
the instrument. It was the performing style that determined the features of the composing style. This is manifested in
the following:

1. In fantasias, the originality of the composer’s interpretation of the original opera source is expressed in the
choice of themes (sometimes not the main ones), contrast images (female and male, and not always the main char-
acters), while levelling the tragedy of a love situation. From the point of view of formation, A. Pasculli’s fantasias and
concertos are focused on contrasting-composition forms. From the point of view of all the examples of fantasias and
concertos by A. Pasculli should be considered examples of the genre of concerto fantasia (in some cases, the similarity
to a concerto is confirmed by the presence of an orchestra as a second participant in the action).

2.In fantasias and concerto the main characteristic is the demonstration of the brilliant technical skills of the per-
former (it is more important than the presentation of the opera thematism). Therefore, all his works are very virtuoso,
demanding brilliance, phenomenal virtuoso qualities, they constantly use arpeggios, the practice of the permanent
breathing, technically very complex passages, jumps, hidden polyphony, various strokes, trills with grace notes and
melismas, high and low register coverage. The presence of cadenzas (cadenza sections) in all the works indicates the
inclusion of genre features of the concerto, and their huge number within a single work (cadenzas complete the sec-
tions, separate them, and always separate the introduction from the main section of fantasias).

Scientific novelty: lies in a holistic analysis of A. Pasculli’s oboe creativity and intonation-structural analysis of
individual works in the aspect of the formation of a concerto instrumental style.

Practical significance: research can serve as a source of information in the study of creativity for the oboe of the
19th century. The experience of holistic analysis of performance style is also presented, which is a model for further
study of other styles

Keywords: creativity for the oboe at the 19" century, concerto genres for the oboe, creativity of A. Paskulli,
performance, performance specifics, concert style of performance.

For citation: Tao Jin. Compositions for the oboe by A. Pasculli: on the way to the formation of the Concerto

Style of Playing at the turn of the 19"-20™ Centuries // European Journal of Arts, 2021, Ne4. - C. 118-124. DOI:
https://doi.org/10.29013/EJA-21-4-118-124

Introduction. The modern oboe appeared in France  ferent European countries: J. B. Lully, G. Purcell, A. Viv-
in the second half of the 17" century and has come a  aldi, G.F. Telemann. The oboe achieved new expressive-
long way since then. It was used by composers from dif-  nessin the works ofJ. S. Bach, G. F. Handel, A. Marcello,
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A.Vivaldi, T. Albinoni, G.F. Telemann, C.P.E. Bach,
I. G. Graun, D. Cimarosa, J. Stamitz, A. Rosetti, C. Di-
etersdorf, F. Kramar, the oboe was widely used in the
works by V. A. Mozart, Lebrun, who wrote 6 concertos
for the oboe and orchestra, many new and original things
in the interpretation of the oboe were introduced by the
master of the orchestra H. Berlioz.

In modern musicology, the study of oboe art takes
place in several directions. In particular, publications on
the technological aspects of performance are posted on
the website of the International Association of Oboe and
Bassoon Performers IDRS, including the relevant mono-
graph by Philip Bate [1], which contains a complete de-
scription of the current state of the instrument and playing
it (including a separate section devoted to the peculiari-
ties of the presentation of the oboe in the 19th century).
No less significant are the monographs by G. Burgess and
H. Bruce [2], A. Baines [3], Jacqueline Leclair [4], pre-
senting the revolutionary technologies of the playing and
learning to play the oboe. Creativity for the oboe of the
late 19 "—early 20 ® centuries is covered in the publications
of M. P. Lopez-Pelaez-Casellas, & C. Garcia-Herrera [5],
J. Delmar [6], V. Martynova [7; 8]. Some small sections
of monographs on the history of the oboe (in particular
in the book by G. Burgess and H. Bruce [2]), an article
by G. Burgess in the New Grove Dictionary of Music and
Musicians [9], research (articles, website) by O.Zoboli
[10], who reproduces the instrument of the oboist and
composer, Keith Anderson [11], who in general analyses
the composer’s fantasias on opera themes are devoted di-
rectly to A. Pasculli’s creative work. There is no full-fledged
study of A. Pasculli’s creative work, taking into account the
formation of the style of concertion in the marked epoch
at the turn of the 19"-20" centuries.

In the second half of the 19™ century, schools of
composition and performance were actively formed and
works written for the oboe in various genres appeared:
Concertino by C. Weber; Introduction and Theme with
Variations, op. 102 by Hummel; Concerto fantasia for
two oboes, op. 35 and a number of works for the oboe
and guitar by N. Costa; Bellini’s Concerto; Concerto for
the English horn by G. Donizetti; Three romances for the
oboe and piano by R. Schumann. A bright example of
composing creative work for the oboe are the works of
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the Italian composer Antonio Pasculli' (1842-1924) —an
Italian oboist and composer known as the “Paganini of the
oboe”. O.Zoboli, a populariser of his creative work, calls
him “perhaps the greatest oboe virtuoso” [10]. His Etude
Caractéristique for oboe and piano “Le Api” (1874),
the predecessor of N. Rimsky-Korsakov’s “Flight of the
Bumblebee” (1842-1924), is especially well-known. No
less significant are the brilliant scherzo Ricordo di napoli
(scherzo brillante, for oboe and piano), concertos, tran-
scription for the oboe “Caprice” for the violin by Rode,
a series of technical exercises (15 caprices for the oboe,
which are the pedagogical repertoire). Moreover, we
should note the predominance of works for the solo oboe,
which is important during the period of the formation of
the concerto style. The works by A. Pasculli are character-
ized by an innovative approach to performance and all are
associated with his brilliant capabilities of a virtuoso per-
former — they require brilliance, practically phenomenal
virtuoso qualities, they constantly use arpeggios, trills, and
the practice of the permanent breathing. The playing of
A. Pasculli, as the critics wrote, was characterized by “un-
imaginable lightness” (O. Zoboli [10]).

The purpose of this study is to identify the typi-
cal features, genre and stylistic peculiarities of the oboe
works of the composer of the Romantic era, Antonio
Pasculli, in terms of the formation of the concerto style.

Discussion. Despite the fact that there is very little
information about A. Pasculli, according to some sources
we can reveal the features of his performing style.

According to O. Zoboli, the sound of the instrument
became a distinctive feature of Pasculli as a performer.
This explains the presence of numerous sections of the
melodious cantilena in his works. In general, the sound
of the oboe was distinguished by lightness, grace, ele-
gance and enchanting brilliance. A. Pasculli was an ad-
herent of the French oboe (with 11 valves) and now this
instrument has been restored by O. Zoboli.

A. Pasculli’s technique was characterized by a unique
fluency, impetuous, very uniform silvery trill, brilliant
stroke skills, especially light staccato. One of the secrets
of A. Pasculli’s charm of playing was hidden in his skill in
phrasing, a subtly developed sense of style. In his playing,
both the enormous dynamics of the performance and the
bright contrasts were striking. He was characterized by

! The oboist O. Zoboli [10] is engaged in the popularization of A. Pasculli’s creativity; he, on the basis of communication
with A. Pasculli’s daughters, wrote his biography and prepared his works for publication, made recordings. Unfortunately, there
is no detailed information in publications, for example, Grove’s dictionary. Only in The New Grove Dictionary of Music and
Musicians, the oboe historian, musicologist G. Burgess very briefly presented the biography of A. Pasculli [9].
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great plasticity and melodiousness, beauty and variety of
timbre sounding of the oboe. The performance acquired
a special liveliness due to “tempo rubato” — minor devia-
tions from the main tempo, almost imperceptible rhyth-
mic breathing.

Like N. Paganini, having not found compositions
that could satisfy him as a performer and fully demon-
strate his creative gift, A. Pasculli turned to composition,
writing fantasias on the themes of operas of his time —
such as “Sicilian Vespers”, “Rigoletto”, “Masquerade Ball”
by G. Verdi, “Love Potion”, “Pirate”, “Polievkta’, “Favou-
rite” by G. Donizetti'.

His composing style is characterized by the prin-
ciple of transcription as the main method of creativity.
He wrote fantasias for the oboe (the English horn) and
the piano (the harp) on the themes from Bellini’s operas.

Let us consider the genre system of his creative work
for the oboe. As it can be seen from the above, it is an in-
teraction of three genres: concerto, fantasia and virtuoso
piece. Let us note the main feature: in A. Pasculli’s op-
era fantasias, the thematic material is of less importance
than the phenomenal technical requirements for their
performer. Musical allusions to opera themes may not
be recognizable, but the performer’s brilliance, realized
in brilliant ornamentation, cadenzas and other elements
of virtuosity, should remain the highest.

The type of concerto fantasia in the era of romanticism
was created on the basis of variations on opera themes
and became a genre in which virtuoso romantic features
are clearly revealed: large scale, dramatic improvisational
language, recitative episodes, and virtuoso cadenzas. The
opera aria, with its characteristic dramatic recitative and
declamatory intonations, responded to the romantic ideals
of instrumental composers and gave space to their creative
imagination. Fantasias on opera themes were written by
many composers, including F. Liszt (who created a sepa-
rate genre of reminiscences), violinists P. Sarasate, H. Wie-
niawski, K. Lipinski, H. Vieuxtemps. Many of them wrote
fantasias for their own performance, not finding a worthy
virtuoso repertoire for themselves.

A. Pasculli’s fantasias are a vivid example of the com-
poser’s virtuoso-romantic style. It is the main genre that
has influenced the concerto genre as well.

Traits of virtuosity are manifested through numerous
passages, jumps, double notes, various strokes, trills with
grace notes and melismas, etc.
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Among the features of the composition, we should note
the following: the composer selects several bright, contrast-
ing themes (lyrical themes of wide breathing, dance), com-
paring them in the process of the development.

A. Pasculli composed several concertos — Gran Ses-
tetto concertante (after Rossini’s “Guillaume Tell”) for
the oboe and strings, a trio concerto for the oboe, violin
and piano on the themes from the opera “Wilhelm Tel’,
a concerto on the themes from Donizetti’s opera “Fa-
vourite” and Gran Concerto on the themes of the opera
“Sicilian Vespers” by G. Verdi.

The peculiarity of the compositional-genre solution
of the latter becomes characterized by such features.

1. The virtuosity of the work is based on the develop-
ment of the predominantly lyrical themes of the opera,
which determines the presence of contrasts, influencing
the overall structure.

2. The concerto is one-movement and is built on
the principle of the contrast-composition form inherent
in the form of fantasia, with multiple tempo switches,
which is combined with the principle of variation. Its
scheme is as follows:

Introduction (C)

— Cadenza (Virtuoso, passage, the instrument seems
to gradually cover the range, rushing to the upper registers;
the cadenza is very developed and should be performed
freely, with stops at the upper sounds; there are no mea-
sures in the recording, therefore the solo cadenza contrasts
with the timed music of orchestral performances).

— Adagio (a-moll; is a duet of the solo instrument and
the accompaniment part. The barcarolle melody develops
owing to the ornamentation in the oboe part (2 measures
before the number C), re-intoning into major (D-dur);

— Piumosso (on the theme of barcarolle, a lengthy
developing section based on an almost non-stop move-
ment of the 32" durations in the oboe part);

— Cadenza (A, including wide jumps at a fast tem-
po, trills);

— Allegretto (B, developmental section built on or-
chestral roll calls and motive development);

— cadenza-Allegretto (on the theme of the ball, the
characteristic grace notes of the solo part, rhythmic ac-
companiment give a waltz quality and lightness to the
sound of this theme);

— Adagio (C, Arrigo’s aria, “I Dreamed of Happi-
ness”, imbued with restrained sadness and nobility);

! Zoboli O.[10] also points out that A. Pasculli wrote fantasias on the themes of the opera «La Sonnambula» and «Pirate>.
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— Allegro (C) - on the theme of Arrigo’s aria and
the theme of the ball (the return of the ball theme in
the finale allows closing the chain of variation changes of
themes and serves as a finale) — Coda (does not violate
the sense of the waltz of the finale).

2. Avery diverse material is united in a tonal way (the
tonality of the outer sections is C-dur).

3. The soloist’s cadenzas are included in the structure
of the sections (their great duration allows considering
them as separate subsections).

Within the framework of this research, we shall also
consider one of the virtuoso pieces — the characteristic
etude Le Api. Le Api (see Appendix) — a characteristic
etude — was written by A. Pasculli before the famous
“Flight of the Bumblebee” by N. Rimsky-Korsakov. How-
ever, there are some similarities between the two works.

The similarity can be heard already in the first mea-
sures:
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plamisiis simile af romris deile Api ’ff:

=4

el

From the very beginning of the etude, the oboe is
presented extremely masterly: literally from measure 11,
the instrument plays almost non-stop in small durations

for 4 minutes:

First, the middle register of the instrument is in-
volved, then the oboe gradually penetrates into the high-
er register, the movement along the sounds of chords,

arpeggios appear:

The theme is constantly present in the piano part
(the work is written in a complex three-movement form),
while the oboe moves without stopping. In this regard,
O. Zoboli [10], who prepared this etude for publica-
tion, recommends using the principle of the permanent
breathing in long phrases and quick sections. A. Pasculli’s
idea in this work was to demonstrate the soloist’s respi-
ratory endurance. It is important to choose the correct
speed of movement, to relax the body, and only then it
can be possible to perform this truly virtuoso piece.

Thus, the play demonstrates a wide range of technical
capabilities of the oboe, which, in fact, is characteristic

and natural for “brilliant concerto pieces”: varied passage
technique, mixed strokes, jumps, hidden polyphonic tex-
ture, and unrestrained movement.

Conclusions. Concerto, fantasia, and concerto piece
of the 19" century also embody the ways of transforming
romantic art. In performance, the art of interpreting the
content and style of a work is brought to the fore, which
also influenced the composing creative work.

An example of virtuoso romantic art is the creative
work of A Pasculli, which is characterized by the presence
in the performance of features of improvisation, fantasia,
and a brilliant demonstration of the capabilities of the
instrument. It was the performing style that determined
the features of the composing style.

The works by the Italian oboist Antonio Pasculli are
a vivid example of both oboe performance and the in-
teraction of the two genres described above in the era
of romanticism.

Let us note the originality of the composer’s inter-
pretation of the original opera source.

1. The choice of contrasting themes, but not the main
ones in the opera drama of this or that work (themes of
balls, choirs).

2. The specificity of reading an opera prototype lies in
the general lyricization of the composition, the avoidance
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of dramatic plot points and, as a consequence, dramatic
excerpts from the opera score as material for fantasias.

3. A. Pasculli often chooses two main characters (fe-
male and male), but these are not always the main char-
acters, and the composer completely leaves aside the
tragedy of a love situation.

A separate task of the research was to analyse the com-
plex of means of musical expression. A. Pasculli believed
that the theme from the opera is of less importance than
the demonstration of the brilliant technical capabilities of
the performer. Therefore, all his works are very virtuoso,
demanding brilliance, phenomenal virtuoso qualities, they
constantly use arpeggios, the practice of the permanent
breathing, technically very complex passages, jumps, hid-
den polyphony, various strokes, trills with grace notes and
melismas, high and low register coverage.

From the point of view of formation, A. Pasculli’s
fantasias and concertos are focused on contrasting-
composition forms, although everywhere we find signs
of variation and features of a variation form.

The presence of cadenzas (cadenza sections) in all
the works indicates the inclusion of genre features of the
concerto, and their huge number within a single work
(cadenzas complete the sections, separate them, and al-
ways separate the introduction from the main section of
fantasias).
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All examples of fantasias and concertos by A. Pasculli
should be considered examples of the genre of concerto
fantasia (in some cases, the similarity to a concerto is
confirmed by the presence of an orchestra as a second
participant in the action).

All this allowed A.Pasculli to create free, poetic
compositions in his works, which are distinguished by
improvisation, deviation from the existing norms of
formation (contrasting-composition form), freedom of
presentation of musical material, unpredictability of de-
velopment, breadth of the range of thematic variability,
etc., and also demonstrates a strong connection with the
features of the performing style of A. Pasculli as the “Pa-
ganini of the oboe”. He was characterized by lightness
and grace, unique fluency, brilliant stroke art and mastery
of phrasing, bright contrasts, plasticity and melodic line,
beauty and variety of timbre sound.

His creative credo was virtuosity as the main qual-
ity of the performer. Some of A. Pasculli’s works are still
considered unattainable peaks, and difhiculties — impos-
sible. A. Pasculli himself believed that the brilliance of
the performance could bring the greatest pleasure to
the audience. In this regard, many performers believe
that virtuosity prevails in his works and overrides the
emotional content. However, the best representatives of
modern oboe performance prove the opposite.
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AAHI ITPO TAO II3UHbB !

! Xapxkiscvkuii HayionasvHuil yrisepcumem mucmeyms imei I IT. Komaspescvkozo, Xapxie Ykpaina

TBOPU OJ191 TOBOIO A. NMACKYJIJII: HA LUNSAXY CTAHOBJIEHHYA
KOHLUEPTHOIO CTUJTIO T'PU HA MEXI XIX-XX CT

Amnoranis

Mema: BUSIBA€HHS THUIIOBHX O3HAK, )XAHPOBUX T CTUAICTHYHHMX OCOOAUBOCTEN TBOPIB AASI TOOO0 KOMITO3UTOPA
eII0XU pOMaHTU3My AHTOHIO ITacKkyAAi y aclieKTi cTAHOBACHHS KOHLIEPTHOTO CTHAIO.

Memodu: KOMIIAeKC 3araAbHOHAYKOBHX T CIIEIia AbHIX MY3HKO3HABYHX METOAIB — ICTOPHYHUIT, CTHABOBHI, XKaH-
PpOBUI Ta CTPYKTYPHO-QYHKIIIOHAABHUI.

Pesyavmamu: Tsopuictp A. ITackyaai € B3ip1ieM BipTyO3HO-POMAaHTUYHOTO MHCTEIITBA, AASL SIKOTO XapaKTepHa
IPUCYTHICTD Y BUKOHAHHI PHC IMIIPOBi3ariftHOCTi, GpaHTa3ifHOCTI, OANCKYYa AEMOHCTPALIis MOXKXAUBOCTEH iHCTPY-
MeHTY. CaMe BUKOHABCHKUI CTUAD 3yMOBUB PHUCH CTHAIO KOMIIO3UTOPCBHKOTO. Lle MposSBASIEThCS B HACTYITHOMY:

1.Y panTasisix CBOEPIAHICTD KOMIIO3UTOPCHKOI iHTEpIIpeTaliii OIIepPHOrO IIepIIoAXKepeAa BHPaXKeHa Y A0OOpi TeM
(iHOAi He OCHOBHUX), KOHTPACTHUX 06pa3iB (KIHOUHIT Ta YOAOBIUHIL, MPUIOMY He 3aBXAHM 1ie TOAOBHI repoi), mpu
IIbOMY HiBEeAIOBAHHSI TParisMy AI000BHOI cuTyaril. 3 morasiay popmoyTBopeHHs panTasii Ta koHrepru A. ITackyaai
Opi€HTOBaHi Ha KOHTPACTHO-CKAAAOBI GOPMH. 3 TOUKH 30y SKaHPY BCi MpUKAAAU paHTa3ii Ta KoHIepTiB A. [Tackyaai
CAip BBa>KaTu MIPHKAAAAMH XKAHPY KOHIEPTHOI panTasii (y AeSIKHX BUMAAKAX MOAIGHICTD i3 KOHIIEPTOM MIATBEPAKY-
€ThCSl IPUCYTHICTIO OPKECTPY SK APYTOTO yYacHHKa AIHCTBa).

2. {paHTasisIx Ta KOHIIEPTAX OCHOBHOIO XaPAKTEPHCTUKOIO € AEMOHCTPAILIisl OAMCKYYHX TeXHIYHUX MOXXAHBOCTEH
BUKOHABIS (BOHA BOXKAMBINIA, HiXK IPe3eHTallis TeMarua3My omepu). ToMy BCi HOTO TBOPHU Ay>Ke BipTYyO3Hi, BUMara-
10Tb OAVICKY, peHOMEHAABHUX BIpTYO3HHX SIKOCTEH, y HUX [IOCTifHO BUKOPHCTOBYIOTbCS APIIEAXKIO, IPAKTHKA [IepMa-
HEHTHOTO AMXAHHSI, TEXHIYHO Ay)Ke CKAAAHI ITACaXXi, CTPUOKY, IPUXOBAHA IOAIQOHIs, PI3HOMAHITHI IITPUXH, TPeAi
3 popuiraramu Ta Meaismamu, HasBHicTh kKapeHiit (kapeHIIHIX PO3AIAIB) Ta iXHs BeAMde3Ha KIABKICTb ycepeArHi
OKpeMOro TBOPY (KaAeHIIil 3aBepuIyIOTh PO3AIAU, PO3AIASIOTD iX, 3aBKAH BiAOKPEMAIOIOTh iIHTPOAYKIIiiO BiA OCHOBHOTO
PO3AiAY danTasiit) y BCiX TBOPaX BKa3yIOTh Ha AOMiHYBaHHS KAHPOBHX PUC KOHIIEPTY.

[Naninpo Tao Lizuwb TBOPU AN1A TOBOL0 A. MACKYJUII: HA LUNAXY CTAHOBEHHA KOHLIEPTHOTO CTU/THO P HA MEXKI XIX-XX CT
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HOMY aHaAi31 OKpeMMX TBOPIB B aCIIeKTi CTAHOBACHHS KOHIJ€PTHOTO iHCTPYMEHTAABHOTO CTHAIO.

Ipaxmuuna snauumicmo: AOCAIAKEHHS MOXKe 6yTH AxepeAoM iH$opMaliii IOAO TBOPYOCTI AAST roboro XIX cT.
Taxosx MpeACTaBAEHHUI AOCBiA IIIAICHOTO aHAAi3y BUKOHABCHKOTO CTHAIO, IITO € MOAEAAIO IIOAQABIIIOTO BUBYEHHS iHIINX
CTHAIB.
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! Xapvkosckuii HayuonarvHbiil yHusepcumem uckyccms umenu H. IT. Komaspesckozo, 2. Xapvkos, Yipaura

KOMMO3UTOPCKASA UHTEPMNPETALLUA )XAHPA XEPYBUMCKOM
NMECHU B TBOPYHECTBE HUKOJIAAA JIbICEHKO

AxHoTanusa

ITeaw: oxapakTepH30BaTh 0COOEHHOCTH KOMIIO3UTOPCKOM HHTEPIIPETALIUH XKaHPa XepyBHUMCKO# TeCHU B TBOP-

gecTBe H. AbIceHKO — 0CHOBOITOAOXKHHUKA YKPAaHHCKOM HAaIlMOHAABHOM KOMITIO3UTOP CKOM ITKOABL.

Memodet: KOHIEIIIVS CTATbH OIIMPAETCS HA B3AUMOAENCTBHE My3bIKOBEAECHHS K 60rocAoBusL. MeTopororndeckas

6a3a MCCAEAOBAHHUS OCHOBAHA HA CTHAEBOM, SKAHPOBOM, CTPYKTYPHO-$YHKIHOHAABHOM ITOAXOAQX.

Pesysvmamot: Ha OCHOBe OCYIIeCTBAEHHOTO aHAAM3a KOMIIO3UTOPCKOM HHTepIpeTaluH « XepyBUMCKOM IIeCHU >

H. Abicenko oxapakTepH30BaHbI 0COOEHHOCTH My3bIKAABHOM CTUAUCTHKH, IPOAHAAM3HPOBaHA BepOAABHO-TEKCTOBAS

OCHOBA, BBISIBACHA XKAaHPOBas CreruduKa.

«XepyBUMCKasi ITeCHb> M. ABICEHKO IIPEACTaBASIET COOO0I AyXOBHOE XOPOBOE IIPOU3BEACHHE AASI YeTHIPEXTOAOC-

HOTO CMEIIIAHHOTO X0pa a cappella, koTopoe XapaKkTepHu3yeTcsi OPUTHHAABHOCTHIO KOMIIO3HUTOPCKOTO ITePe0CMbICACHHS

LIeHTPAAbHOTO IIeCHOIIeHH B uuHe boxxecrsenHoN AuTypruu.

Hayuuan HOBU3HA: B CTAaTbe BIIEPBbIE HA OCHOBE IIPEACTABACHHDBIX METOAOB HCCACAOBAaHA KOMIIO3UTOPCKAs HH-

TepIpeTariys XXaHpa KAHOHUIECKOTo 60rocAyske6HOro xanpa XepyBHMCKO mecHH B TBOpuecTBe Hukoaas AviceHKko.

Hpmcmuuecxaﬂ 3HAYUMOCMb: OCHOBHDbIE IIOAOJKEHII 1 BBIBOADI CTaTbH MOI'YT OBITb UCIIOAB30BAHBI B H&Y‘IHOﬁ

U ICTIOAHUTEABCKOH AESITEABHOCTH IIPH U3YYEeHHU 0COOEHHOCTEN YKPAUMHCKON HAIJHOHAABHON MY3bIKAABHOM AYXOB-

HOM TpaAuLMY BTOpoii moAoBUHBI XIX — nepBoit moAoBUHBI XX CTOAETHUI.

Karouesbie caoBa: XepyBuMCKasi IIeCHb, XOpoBoe TBopuecTBO H. AbiceHKo, XopoBas $paKTypa, AyXOBHASI MY3bIKA,

Autyprus.

Aast nuruposanus: fAcrpy6 E. H. Kommosuropckas Mureprnperarus JKanpa Xepysumckoit ITecuu B TBopuectse
Hukoaast Avicerko // European Journal of Arts, 2021, N°4. — C. 125-131. DOL: https://doi.org/10.29013/

EJA-21-4-125-131

BBeaenune

B npodeccrnonasbHOM CTaHOBAEHMH MY3bIKAABHOM
KYABTYPbI YKpauHbl BTOpo# nmoaoBuHbl XIX — Havasa
XX BEKOB OIIPEAEASIONIUM CTaAO TBopdecTBO Hukoaas
Buraabesuya Abicerko (1842-1912) — 0CHOBOMOAOX-
HUKA HaIlMOHAABHOM KOMIIO3UTOPCKO MIKOABI, IIEpBO-
IO YKPAaHHCKOT'O KOMIIO3UTOPA C eBPOIIeHCKUM 06paso-
BaHueM (/AefNIurcKas KOHCepPBATOPHSL), BHIAAIOIErocs
$OABKAOPHCTA, MHAHKCTA, AUPIIKEPA, KYABTYPHO-06-
mecTBeHHOro AesTteas. H. Avicenko — aBTop MHOTrO-
YMCACHHBIX NIPOU3BEACHHH Pa3HbIX )KAaHPOB KPYTIHbIX
U MaABIX pOPM, POAb KOTOPHIX TPYAHO IepEOLIeHUTD
B Pa3BUTUHU YKPAaUHCKOTO HAIIMOHAABHOTO MY3bIKaAb-
HOTO UCKYCCTBA.

H. AbiceHKO SIBASIETCSI M1 aBTOPOM CEMH AYXOBHBIX
XOPOBBIX IPOU3BEACHHI: AYXOBHOTO TMMHA YKPaHHBI
«Bbosxe Beanxmii, eanHmIT> Ha caoBa A. Konuckoro, Ay-
XOBHOTI'O KaHTa «XpeCTHUM APeBOM>, IcaAbMbl «IIpe-
gncTas AiBo, MaTH Pycbkoro kparo>, poskAeCTBEHCKOTO
KOHAKa (COTAACHO aBTOPCKOMY KaHPOBOMY OIIpeAe-
AEHHIO — KOASIAKH) «/AeBa AHech IIpecyiecTBeHHOTO
poxpaer» [1, C. 60], xoposoro xonnepra «Kamo noii-
Ay ot auna Tsoero, [ocmopn> (B OCHOBe — BepOaAbHbII
tekcr [Ncaama 138), «XepyBuMckoit mecHu>» (Ha KaHO-
HMYeCKHUI TeKCT), XOPOBOIl TOOMBI « AaBHAOB IICAAOM>
(cTuxorBopHbrit napadpas T. [llepuenko Ha [Tcarom 43).
ITo muenuro uccaepobareas A. Koszapenxo, H. Avicenxo
CBOMIMH AYXOBHBIMU IIPOHM3BEACHUSMHU, KOTOPbIE CTAAH
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00pasIoM «3peAOr0 MOHO- 1 IIOAUCTUAEBOTO CHHTE3a >,
OTKPBIA TIOXY HOBOJ yKpanHcKoi mysbiku [2, C. 121].
B xommnosuTopckom TBOpuectse H. Abicenko Bo Beeit
IIOAHOTe TIPOSIBHACS KaK TTO3T POAHOTO Kpasi, HCKpeHHe
BOCXMII]AsICh KPACOTOM YKPAaUHCKOTO HAPOAHOTO IeHHs,
KaK TBOPYECKas AMYHOCTb BHICOKOM AYyXOBHOM KYABTYPbI
[3]. ITo MHeHuMIO HcCAeAOBaTeA€H, TOHMMAHHE HAPOAHO-
IIeCEHHOM TPAAHIINK AOAKHO OBITh OCHOBAHO Ha Ipodec-
CHOHAABHOM, HAYYHOM ITOAXOAE — AAST 9TOTO HEOOXOAUMO
«<IIOTPY3UTHCSI B €€ CIIEIUPUKY, < ... > 3HATh OCOOEHHOCTH
ee IIPUPOABI B yCTOsIBIIMecs: TpuHumnsl> (4, C. 144]. U
AdAee, «<...> ABICEHKO OBIA MY3BIKAHTOM YPOBHS MUPO-
BOTO, [IOTOMY 4TO 6Aaropapst ero Myssixe Epora Bocrop-
JKE€HHO OTKPBIAQ YKPAUHCKHUI HAPOAHDIN MEAOC, TBOPYECKH
OCMBICACHHYIO MEAOAMKY YKpaMHBL < ...> B T0 ke Bpems,
XYAOXKHHMK CYMTAA CBOEH HAIIMOHAABHOM U NMpOdeccHo-
HAABHOI 00513aHHOCTBIO BBECTH YKPAUHCKOE MY3bIKAABHOE
HCKYCCTBO B TBOPYECKHUI AUAAOT C OTIPEACASIONIUMU AY-
XOBHBIMH IIOMCKAaMU €BPOIIeFCKoi KyasTypsi> [ S, C. 10].
O. Beny, aHaAM3HMpPYs OCHOBOIOAATAIOMHE TPUHIHIIbI
NIeBYeCKOM KYABTYPBI YKPAaUHBI, yTBEPKAQET, YTO UMEHHO
HaIlMOHAABHAS XOPOBasl TPAAMIIUS SBASIETCS TeHeTUYeCKIM
KOAOM AyXOBHOCTH [6, C. 5-7]. O6parum BHIMaHMe Ha
TOT dpaxTt, uro H. ABICEHKO 0OPATHACS K AyXOBHBIM XKaH-
PaM B KOHIIe >KU3HEHHOTO ITyTH. B xopoBOoM AyxoBHOM Ha-
CAeAUH KOMITO3UTOPA OTPA3HAMCH BaXKHEHIIMe IPH3HAKI
YKPAMHCKON MEHTAABHOCTH ¥ MHOTOBEKOBO! uctopu [ 7.
AyxoBHas Mysbika H. AbiceHko — aTO HaluoHaAbHas
YKpauHCKasi KApTUHA MHPA, OTOOpasKeHUe AYIIN yKpa-
HHCKOTO HAPOAQ, KOTOPBII BCeraa ObIA TAyOOKO peAnry-
03HbIM. H. AbIceHKO cTaA 0cHOBaTeAeM HOBOTO IOAXO-
A K B3aHMOAEHCTBHIO PEAUTHO3HOTO U POABKAOPHOIO
mpimAeHus. Ero popmuposanme mporcxoanao Ha 6ase
BBIPA3UTEABHOM HAL[IOHAABHON CAMOOBITHOCTH 1 POMAH-
THYECKOM CTUAMCTHKH. «He uepes niepkoBHbIe aBTOpCKIE
KOMIIO3HUIINY, a Yepe3 HApOAHbIe AUPHHUI[KHE HaOOXKHbIE
I[IeCHU IIPHUIIEA XYAOXKHHK K KOoHIepTy “Kamo moriay ot
amna Toero” u “Xepysumckoit necue”> [8, C.18].
«XepyBUMCKasi IIeCHb > SIBASIETCS IIEPBbIM IIPOU3Be-
A€HHEeM AYXOBHOM TeMAaTHKU B TBOPYECTBE KOMIIO3HTO-
pa. OHa HanucaHa AASL YeTHIPEXTOAOCHOTO CMEIIAHHOTO
xopa a cappella Ha KAHOHNYECKUI TEKCT Ha [IePKOBHOCAA-
BSHCKOM s13bIke (B yKpanHCKoM npasonucannn). Ha ce-
TOAHSIIIIHUM A€Hb HEM3BECTHBIN TOYHBIN I'OA HaITUCAHUS
npousBeAeH . MoykeM IPeAIIOAOXKUTD, YTO 3TO — KOHeI]
XIX Bexa, MOCKOABKY NMapTUTYPa HAXOAUTCS CPeAH PY-
KOIIMCeH AyXOBHBIX My3bIKaAbHBIX pou3BeaeHH Kues-
CKOM AyXOBHOM aKaAeMHUH, AATHPOBAHHBIX 1898 ropom.
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HccaepoBanuro «XepyBumckoit mecHu> H. Apicen-
KO B GOAbIIE MAYM MEHBIIEN Mepe ITOCBSIEHBl TPYADI
M. FOpuenxo [10, 8], A. Kosapenxo [2], H. Cynpyn-
Spewmxko [13], H. Kocrrok [11].

Ha ypoBHe 06pasHOTro copepIKaHUsI IIPH HCCAGAOBA-
H1Y XepyBUMCKOH IIeCHU MOKeM IIPUHTH K BHIBOAY, YTO
KOMITO3UTOPOM «< ... > COXPAHSETCs He TOAbKO “OykBa”
HaIlMOHAABHOM AYyXOBHO-MY3bIKAABHOM TPAAUIIMHK < ... >,
CaM AyX OT€YeCTBEHHOM IJepPKOBHOM MY3bIKH C IIPUCYIIeH
el MeAUTaTUBHOCTDIO, KOPAOIIEHTPU3MOM, TUXOH CBeT-
AOM PAAOCTBIO B IEPeXUBAHUU PEAUTHO3HOIO IyBCTBA >
[2, C. 122]. MccaepOBaTeAr yKasbIBAIOT HAa yHUKAAb-
HOCTb «XepyBUMCKOM necHu>» H. ApiceHko, koTopas
XapaKTepU3yeTCs CAMOOBITHOM IO3TUKOM: «XepyBUM-
CKasi — 9TO HeXXHbIe, KPOTKUe 00pasbl, U300 pasKeHHbIe
TeIIABIMHU TIACTEABHBIMHU KpacKamu>» |8, C. 15].

CunTaeM 11€A€COOOPA3HBIM OCTAHOBHUTCS OCHOBA-
TeAbHee Ha HCCAEAOBAHUH AQHHOTO MY3bIKaAbHOI'O apTe-
$axTa, MMeroIIero pemalnee 3Ha4eHNe B KOMIIO3UTOP-
CKOM ImpakTHKe mocaepoBareseii H. AbiceHko — maesab
KOMIIO3UTOPOB «HOBOM IIKOABI» YKPAaUHCKOM I1epPKOB-
HO#t My3bIKH IepBo¥t ToAoBHHbI XX Beka (H. AeonTosuy,
K. Crenenxo, W. fAnunesny, A. Komm, I1. Aemyrikuii,
®. Kosuukwuii 1 Ap.) ¥ BX IIpeeMcTBeHHUKOB B X X1 Beke.

Kax sxanp Boxxecrsenno#t Autyprun XepyBuUMcKast
(nam XepyBuMCKast ecHb) SBASIETCSI, CBOETO POAQ, €€
MY3bIKAaAbHBIM IIeHTPOM U 3BY4uT Ha AuTypruu BepHpix
(raaBHo#t yacTu Bosxecrennoit Autypruu). [To cAOKuUB-
IIeNCs TPAAUIIMH, IECHOTICHHE SBASETCS AByXYaCTHBIM,
B KOTOPOM CUMBOAMYECKHU H300pakarorcst TaftHas Beuepst
Tocriopnst, Ero cTpapanust u cMepTh, BO3HEeCeHHe Ha Heb0
u Ero Bropoe nmpumecrsue. Ilo MHeHuIo nmpoTounepes
B. CBemnunkoBa: «TekCT 9TOM IMeCHH COACPSKUT OYEHb
Cepbhe3HYI0O U OAHOBPEMEHHO OYeHb IPOCTYI0 HpaB-
CTBEHHYIO MHTEHIIMIO, KOTOpasl BKAIOYEHa B KOHTEKCT
MHCTHYECKH CUMBOAUYECKOTO COAEPIKAHMS> U 3aA0XKe-
Ha B OCHOBE CAOB “Bcsikoe HbIHE SKHTENCKOe OTAOXKUM
nereverue”» [9, C. 254 ]. DTo 3HAYUT — OCTABUTDb CBOM
JKU3HEHHbIEe 3a00TbI M [IPeOBIBATh B MOAUTBEHHOM IIPEA-
cTostHuH, TOAO6HO AHreaam — « ke Xepysumbi>» (06-
pasHOE CoAepKaHHE TIEPBOM YacTH XepyBUMCKOI), AASL
TOTO, YTOOBI C HAATOrOBEHBIM TOPXKECTBOM BCTPETHTh
Iapst Caassl, KoToporo aHreabckue YuHbI HEBUAIMO He-
CYT Ha KOTbsIX (BTOpas 4acTb XepyBUMCKOi1). B oTamame
0T 00pasroB «XepyBUMCKHX> B TBopuecTBe M. Bepe-
30Bckoro u A. BopTHAHCKOro, KOTOpble OIMPAAKCH Ha
Kaaccudeckuit mpumep ¢popmsl, H. Abicenko, coxpanss
KOHTPACTHOCTb IIEpBOM M BTOPOH 9acTH, «IPUAAET UM
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HEOXXHAAHHYIO XapaKTePUCTUYECKYIO HHTepIPeTaIIO >
(8, C.15].

«XepyBuMckas necHb>» H. AbiceHKO mpeacTaBasieT
€060¥1 KOMITO3HIIHIO U3 TPEX Pa3AEAOB, TIOCTPOEHHbIX Ha
HOBOM My3bIKAaABHOM T€MaTH3Me, KOTOPYIO CXeMaTHye-
CKH MOXKHO TIPEAOCTABHTb CACAYIOIIHM 00pasoM:

A B C
18+18 22 21
G-dur g-moll G-dur

CosepIiaTeAbHO-MOAUTBEHHbI# MepBbiit pasaes (A)
«Ixe XepyBumbpl, matito 06pasyrouje> 3ByIUT B CBET-
AoM G-dur. B ocHOBe — ABOXXABI IOBTOPEHHDII [IEPUOA
nosTopHOro cTpoenus (mepsbiit — «Vhke XepyBumbr>,
BrOpO — « sxuBorBOpsmeit Tpouye» ). Teccuryproe
IIAOTHOE COOTHOILIEHHE TOAOCOB CO3A2eT YAOOHBIE
BOKAAbHO-XOPOBbIE YCAOBMS Ha pp C IIOCTENEeHHBIM
crescendo u diminuendo Ha IPOTSDKEHHUU 3BYYaHHS ABYX
IPeAAOXKEHHUH, 9TO SABASETCS BAKHEHIIUM PaKTOPOM BO-
IAOIIeHHs TeMOPOBOJ APaMaTypryHu.

AKKOpAOBasi BepTHKAAb CO3AaeT arMocepy baa-
TOAATH U <THUXOH> PAAOCTH B TPEXAOABHOM MeTpe,
a pa3sBUTAs MEAOAMYECKAs AMHUS KaXKAOTO M3 TOAOCOB,
IPHAAET OIPEACACHHYIO TeKyd4ecCTb, HEKyl0 0COOyio
nmaaBHOCTD. A. KoszapeHko ompepeAsieT Takoe roA0CO-
BeACHHE «KHIDKHBIM>, a IPHUCYIIHe eMy 3aAepsKaHHs —
«¢onngeckoit kpacoroit» [2, C. 121]. Teccurypusie
ycAOBUs (KOHIIEHTPALUS TOAOCOB B CPEAHEM PETUCTpe)
U TTAQBHOE ABIDKEHHE KaXKAOTO M3 FOAOCOB CTAHOBATCS
OCHOBHbIM HaITPaBASIOIIMM CTepP)KHEM IIEPBOTO Pa3AeAa.

Passusaromuii pasaea (B) usaosxen s popme nepu-
0A. «Bcsaxoe HpiHe, XUTeHCKOE OTAOXKHM MTOTIeYeHHe >
B OAHOUMEHHOM g-moll ¢ mrpuxom marcato v aKIjeHTH-
PpOBaHHEM KAIOYEBBIX CAOB MOAUTBBI: «BCS-KO-€, IIO-TIe-
e-Hi-€, OT-A0-KuM>. M. IOpueHko ykasbiBaeT Ha HaAU-
4yue B AAHHOM TeMe TaHI}€BaAbHOM PUTMUKH U CUMTAET,
4TO, TeM caMbIM, H. AbIceHKO HapyIIaeT TpaAUIMOHHOE
crpoenne Xepysumckoii [ 10, C. 3]. Ha Ham B3rasip, Bo
BTOPOM paspeAe «XepyBHUMCKOM MeCHHU> HOBas TeMa
XapaKTepU3yeTCs HHCTPYMEHTAABHBIM TUIIOM MEAOAH-
KM 32 C4eT MMUTAIJMOHHOM ITOAN(OHUYIECKON TeXHUKH.
OcHoBHas TeMa BTOPOro pa3peAa HAaYMHAETCS C KBUH-
TOBOrO TOHA g-moll ¢ MOCTYIIEHHBIM HHCXOASIIMM
ABIDKEHHEM H TTOCAEAYIOIIHM OKTABHBIM BOCXOASIINM
ckaykoM. IIpocaexuBaeTcss MHOTOKPATHBIN IOBTOP
OAHOTO M3 KAIOYEBbIX €€ HHTOHAI[MOHHBIX 9AEMEHTOB —
OKTaBHBII CKA9OK, KOTOPHI BOIAOIAET MACIITAOHOCTD
¥ 3HAYMMOCTb MY3bIKAaABHOTO BbIpakeHHs. MHOrokpar-
HOe TTOBTOpeHUe BepOaAbHBIX Ppa3 CBUAETEAbCTBYET,
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4TO KOMIIO3HUTOP CBOOOAHO OlepupyeT BepOaAbHBIM
IepBOUCTOYHUKOM.

Baxarounreannbiit pazaea (C) B G-dur TopskecTBeH-
HO-Bo3BbImeHHOTo XapakTepa (Allegretto) « ko aa Llaps
BCEX TOABIMEM>>, IBASITCSI KyAbMMHALIE!N IIPOU3BEeACHHS
U XapaKTepusyeTcs NOAUPOHUIUPOBAHHOM (aKTypoi
c usMeHeHyeM pasmepa (6/8), MOBbIEHHEM TeCCUTYP-
HBIX YCAOBUM. MIHCTpyMeHTAaAbHBIN TUII pa3BUTH C AK-
THUBHOH YIIPYTOM PUTMHKOH, 1o yTBepxKAeHuio M. IOp-
YEHKO, <IIePEKAMKAETCs C PAAOCTHBIMU pUHAAAMH KAHTAT
H. Asicenxo» [10, C. 3]. Becb paspea 3Byuur Ha forte,
AWIIb TIOsIBA€HHUE futti Xopa « AHIeAbCKUMH HEeBUAMMO >
Ha pianissimo (B-dur) HeCKOAbKO OTTeHSeT PUHAABHYIO
KyAbBMUHALJUOHHYIO 30HY PacTieBoB « Aaauayiisi> ( G-dur).

OcHoBHas TeMa TPEThEro paspeAa B KAXKAOM U3 I'OAO-
COB XOPOBOI1 PaKTYpPbI BCTYIAET C ONPEACACHHbIMH BHAO-
U3MEHEHMAMH, YTO SIBASETCS, B CBOIO OYepeAb, OAHHM U3
NPU3HAKOB YKPAaUHCKOTO HAPOAHOIIECEHHOI'O MHOTOTOAO-
CHSL: TIOCTETIEHHOE BOCXOASIITIee TaMMOOOpa3HOe ABIDKEHHE
BOChMbIMH AAMTEABHOCTSIMH B aABTOBOM ITAPTHH, BCTYIIAL-
HH€ TTAPTUM TEHOPOB Ha OAHOM BBIAEP’KaHHOM TOHE KaK
peuuTanys, TOsBAGHHe TeMbl B TNAPTHH CONpaHo (Kak
1 B 62COBO#T) Ha CAAbOIT AOAE B HCXOASIIEM ABIDKEHHH.

XopoBast GpaKTypa COAEPKUT OUPYHKIMOHAABHbIE
aKKOPABI B BUAE CO3BYYMM AOMHHAHTHOM TPYIIIbI Ha
TOHMKe B 6aCOBOM rOAOCE HAH CyOAOMHMHAHTOBOM IPYII-
IIBI HA AOMHHAHTHOM 6aCOBOM I'OAOCE, YTO, 10 MHEHHUIO
H. KocTioK, co3paeT COOTBETCTBYIOLIYIO TeMOPOBYIO
Apamarypruio [11, C. 210].

BriBopbI

«XepyBuMmckasi mecHb>» H. AbiceHKo mpeacTaBasieT
c060#1 YHHKAABHOE AYXOBHOE IIPOU3BEACHHE C OIIOPOIt
Ha HAPOAHOIIECEHHbIE TPAAUIIMU U OPUTHHAABHOCTHIO
KOMIIO3UTOPCKOTO IIEPE0CMBICACHHMS IIEHTPAABHOTO IIeC-
HoIleHus B unHe boxxecTBeHHOM AuTypruu.

B «XepyBuMckoii recHe» KOMIIO3UTOP ONKpPAeTCs
Ha TPAAMIIUH CTHAS [TAPTECHOTO KOHIlepTa: $OopMoobpa-
3yIoIjas pOAb FAPMOHMH; TATOTEHHE K MHOTOXOPHOCTH,
COITOCTaBA€HHE XOPOBOIO U3AOXKEHHS I10 IPHHLUITY
«ax0>» (H. Auaerkuit); MpUHIUI BAPbUPOBAHHMUS; HC-
IIOAb30BAaHHHME MEAOAMYECKHMX, (aKTypHBIX, METPO-
PUTMHMYECKHX ¥ AUHAMHUYECKUX COIIOCTAaBACHHMIT; UTpa
Ma>KOPO-MHHOPA; BUPTYO3HOCTh XOPOBBIX MAPTUH; Me-
Aopuzanya GakTyphl, KOTOpask OMMPAETCS Ha HAPOAYIO
necesHocTs [12; 13].

«VIHTOHAIIMOHHBIN CAOBapb>» aHAAM3HPYEeMOIo
IIPOM3BEACHMS COCTOMT M3 IIECEHHOIO apXeTHIIa Me-
AOAMKH Pa3BUTOrO THIIA, BKAIOYAIOMIErO CHEelHQUKY
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$akTypHOM OpraHU3aluy, a UMEHHO: TPMMEeHeHHe reTe-
pOoPOHMH KaK MPU3HAKA YKPAUHCKOTO HAPOAHOTO MHO-
roroaocus (yHHCOHBI B KAAQHCAX, TAPAAAEABHOE ABIDKe-
HYle TEPLAMH HAM KBUHTAMH); pacIieB 6oAee pa3BUTOro
THIA, C 60Aee IIMPOKON MHTEPBAAUKON M AbIXaHHEM
(B KyADMUHAIIMOHHOM TPETbEM PasAeAe « AAAUAYIS> );
CKayKH{ HA IIUPOKUE HHTEPBAABI (u. 4,4. S, 4. 8); HAAH-
qre cMAAaOUYecKol puTMUKH (HalpuMep, BO BTOPOM
IIPEAAOXKeHHH paspera B, Ha cAOBaX «OTAOXKHUM>, TAe
Ha CAA0YI0 TPETHIO AOAIO BBINIAAAET IIEPBBII CAOT «OT->,
a Ha CHABHYIO <AO->» U Ha TPETHIO <«3KUM> ).

H. Apicenko B «XepyBUMCKOH IIeCHe>» OIIMPAETCS
Ha COIIOCTaBA€HHE OAHOMMEHHBIX TOHAABHOCTEH Ma-
KOPO-MHHOPA MEXAY MEPBbIM M BTOPBIM Pa3A€AaMH
(G-dur — g-moll) u BosBpamennem G-dur B TpeTbem 3a-
KAIOUMTeABHOM paspene («Amunb», Adagio). B BTopom
pasAeAe UCTIOAB3YeTCs COTIOCTABACHUE ABYX BUAOB MH-
HOpPa — FApMOHUYHOTO M HaTypaAbHOTO. IlomMuMo TOTO,
CAeAyeT OTMETHUTD, YTO IMPUHIUII YACThIX OTKAOHEHUI

B PREMIER

Publishing

ISSN 2310-5666

Section 2. Musical arts

(nanpumep, B nepsom pazaeae B D-dur u c-moll, Bo BTO-
poMm paspeae B c-moll; orkaoHeHus B F-dur B TpeTbeM
pasAeAe) CTAaHOBHTCS OAHUM M3 KAIOYEBBIX U SIBASETCS
IPOSIBAEHHEM METOAA CUMQPOHMYECKOTO MBIIIACHUS
KOMITO3UTOpA.

B ayxoBHbIX mpoussBepeHnsix H. Avicenko oTobpa-
JKAIOTCSl OCHOBBI LIEPKOBHOM M TAPAAMTYPrUYecKOM Ha-
IJMOHAABHBIX IEBYECKUX TPAAUIIMHI B KOMIIO3UTOPCKOMN
UHTEepIpeTalut >KaHPOBOM CHCTEMbl AYXOBHBIX IT€C-
HOTeHHi (KOHAAK, TIcCaAbMa, XepyBUMCKasl, AyXOBHbI
KOHLIEPT, AyXOBHBIi1 I'UMH). Takum 06pasom nposBAs-
€TCsI CAMOOBITHBIN XYAOXKECTBEHHBII CTUAD MBIIIAEHIS
H. Aricenxo. CooTHOmeHMe MpodeccHOHaAN3MA U ITPO-
CTOTBI My3bIKAABHOTO S3bIKa AYXOBHBIX ITPOM3BEACHUN
KOMITO3UTOpA CTAHOBHUTCSI HOBAaTOPCKUM Ha pybesxxe
XIX — XX BexoB. AyXOBHbIe XOPOBble ITPOU3BEACHUS
H. Apicenko, B 4acCTHOCTH «XepyBHMCKYIO II€CHb>,
MOXXHO CYMTaTh OAHOM U3 BepIIMH TBOPYECTBA KOMIIO-
auropa Ha pyoexxe XIX — Hasaaa XX BekoB.
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COMPOSER’S INTERPRETATION OF GENRE OF
CHERUBIM SONG IN M. LYSENKO’S CREATIVITY

Abstract

Aim: to characterize specifics of composer’s interpretation of genre of Cherubim song in M. Lysenko’s creativity.

Methods: concept of the article is founded on interaction between musicology and theology. Methodological
base of research includes stylistic, genre and structurally-functional approaches.

Results: on the basis of analysis of composer’s interpretation of Cherubim song by M. Lysenko specific traits of
musical style are characterized, verbally-textual basis is analyzed, genre specifics is revealed.

N. Lysenko’s Cherubim’s song is a Sacred choral work for four-part mixed choir a cappella, defined by originality
of composer’s rethinking of climactic part in structure of Divine Liturgy.

Scientific novelty is caused by the fact that in this article for the first time composer’s interpretation of canonical
sacred genre cherubim song in M. Lysenko’s creativity was studied based on beforementioned methods.

Practical significance: main theses and conclusions of this article can be used in research and in performative ac-
tivity regarding specifics of Ukrainian national sacred music tradition of second half of XIX - first half of XX centuries.

Keywords: Cherubim song, M. Lysenko’s choral works, choir texture, sacred music, Liturgy.
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KOMMNO3UTOPCBLKA IHTEPIMPETALIA XKAHPY
XEPYBUMCBKOI MICHI Y TBOPYOCTI M. JIMCEHKA

Amnoranisa

Mema: oxapakTepu3yBaTU 0COOAMBOCTI KOMIIO3UTOPCHKOI iHTepIIpeTartii xKaHpy XepyBHUMCBKOI IMiCHI B TBOPYOCTI
M. Aucenka — 0CHOBOIIOAOXKHMKA YKPaIHChKOI Hal[iOHAABHOI KOMIIO3UTOPCHKOI IIKOAH.

MemoOdu: KOHIIELIisl CTATTi CIIMPAETHCS HA B3AEMOAII0 My3HKO3HABCTBA Ta 60rocAoB’st. MeTopoaoriuna 6asa
AOCAIAKEHHS 3aCHOBaHa Ha CTUAbOBOMY, )XAHPOBOMY, CTPYKTYpPHO-PyHKIIiOHAAPHOMY ITiAXOAAX.

Pesysvmamu: Ha OCHOBI 3AIICHEHOTO aHAaAi3y KOMIIO3UTOPCHKOI iHTeprpeTanii «XepyBUMChKOI MmicHi»> M.
AuceHxa oxapakTepH30BaHi IPUHIJUIIN My3UIHOI CTUAICTHKH, IPOAHAAI30BaHO BepOAABHO-TEKCTOBE IIEPIIOAKEPEAO,
BUSBACHO >KaHPOBY crienuiky.
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«XepyBuMchKa micHs>» M. AuceHKa sIBAsIE COOOX0 AyXOBHUI XOPOBHIL TBIpP AASI YOTHPUTOAOCHOTO MIIIAHOTO XOPY
a cappella, koTpuit xapaKTepH3yeThCS OPUriHAABHICTIO KOMIIO3UTOPCHKOTO ITePeOCMUCAEHHS BEPIIMHHOTO TiCHECITBY
B ynHi bosxecrBennoi AiTyprii.

Hayxosa noeu3na 3B CTaTTi BIeplle Ha OCHOBi NPEACTABACHHX METOAIB AOCAIAKEHO KOMIIO3UTOPCHKY
iHTepIpeTarilo KAHOHIYHOTO 6OroCAY)X00BOT0 3KaHPY Xepysumcokoi nicui B TBOpYoCcTi MHuKOAM ArceHKa.

IIpaxmuune 3Hauenns: OCHOBHI IIOAOKEHHS Ta BUCHOBKH CTaTTi MOXYTb OyTH BUKOPHCTaHi B HAyKOBIM Ta
BHKOHABCBKIl AISIABHOCTI ITpY BUBYEHH] 0COOAUBOCTEN YKPAIHCHKOI HAIIIOHAABHOI My3HYHOI AyXOBHOI TPAAULII APYTOI
noaoBuHU XIX — neproi moaoBuHN XX CTOAITb.

Karouosi caoBa: XepyBuMcbKa IicHs, XopoBa TBOp4icTb M. Ancenka, XopoBa pakTypa, AyXOBHA My3HKa, AiTyprid.
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APYTOro poKy HaB4aHHS (Kadeapa iHTepIpeTOAOrii Ta aHAAISy My3HKH), BUKAAAQY KadeAPU XOPOBOTO AUPUI'YBaHHS
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TRADITIONAL THEATRE ACTOR AND HIS SPEECH
SKILLS IN UZBEKISTAN

Abstract:

The article is devoted to the emergence and development of pop art in the world, as well as the origins of the
national Uzbek pop art, its origins and the reasons for the development of the verbal genre of national pop music. In
addition, the role and place of Uzbek artists in the development of the national stage will be analyzed.

In the 18™-19™ centuries, our country was under the rule of different khanates, and their attitude to art was
different. Vivid examples of pop art can be found in the Kokand Khanate. Their cheerfulness, joy, playfulness and,
most importantly, the desire to identify the shortcomings and vices of the khanate and thereby courageously act as
the protector of the people are reflected in their work.

Objective: to determine the impact of original pop art in the development of pop art in Uzbekistan.

Methods: The article uses artistic analysis, comparative and historical typological scientific methods of art criti-
cism. To determine the general features and peculiarities of the art of speech as a result of the application of historical-
comparative scientific method comparison, generalization, observation, systemic analysis, data grouping, theoretical
cognition, the method of analogy and historical method were used.

Results: The article is devoted to the emergence and development of pop art in the world, as well as the origins of
the national Uzbek pop art, its origins and the reasons for the development of the verbal genre of national pop music.
In addition, the role and place of Uzbek artists in the development of the national stage will be analyzed.

In the 18™-19" centuries, our country was under the rule of different khanates, and their attitude to art was dif-
ferent. Vivid examples of pop art can be found in the Kokand Khanate. Their cheerfulness, joy, playfulness and, most
importantly, the desire to identify the shortcomings and vices of the khanate and thereby courageously act as the
protector of the people are reflected in their work.

Scientific novelty: for the first time on the basis of the presented methods, the article studies similarities and
differences of the modern pop art and former perfomers.

Practical significance: the main provisions and conclusions of the article can be implemented in methodical and
educational activities in addressing issues of pop art performance.

Keywords: pop, Varete, cabaret, actor, maskharaboz.
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Section 3. Theatre arts

The roots of pop art go back a long way, to the era of
art that existed in Ancient Egypt and Ancient Greece.
Satire about the life and customs of the townspeople,
sharp jokes on political issues, criticism of the govern-
ment, songs, humorous scenes, word games, clown
performances, juggling, musical eccentricity, which ap-
peared during the carnivals and field performances, be-
came the first buds of future pop numbers. Elements of
the variety appeared in the performances of skomorox
(Russia), spielmans (Germany), jugglers (France), frants
(Poland), clowns (Central Asia). “The development of
pop can be observed at all times, for example, on ancient
holidays, walks, cornovals, Russian skomorokh (clown),
Russian fair performances and modern pop concert pro-
grams. It is easy for people to accept and digest pop music
because it is in close contact with the people” [1. P. 15].

Naturally, the influence of Western countries on the
development of Russian pop art is great. Performances
in hotels, cafes, pubs, cabaret, varete, music-hall arts also
appeared in Russia. However, it should be noted that
the theater was a great impetus to the development of
Russian pop music. In 1908, “Letuchie mysh” and “Kri-
voe zerkalo” (Curved Mirror) cabarets were opened in
St. Petersburg. Tarasov, the head of the cabaret in Le-
tuchie Mysh, suggested that artists from the Moscow Art
Theater performed “kapustniks” on the stage inside the
restaurants. The idea started with the name of a miniature
theater and went to the level of ticket sales. The Minia-
ture Theater was disbanded in 1920 due to the transfer
of private theaters to the state.

“The creators of “Curved Mirror” performed in the
genre of parody. The theater, founded by actress Z. V. Khol-
mskoya, was closed in 1931 because after the death of its
director A.R. Kugel the theater could not perform well”
[2, P.245]. After the October Revolution of 1917, artists
began to perform small, narrow, dark cabaret, varets to
large squares for the people as concerts, rallies for those
who were going to the front, in working clubs, barracks and
conscription places. It is worth noting that the uniqueness
of Russian pop music is that it gave the audience a festive
mood with joy, which encouraged, inspired, encouraged
something. Joy, uplifting entertainment is more important
in pop than any other art form. In Russia, the emphasis was
on the genre of pop music. Thus, there was a high level of
public interest in performances such as monologues, sto-
ries, short plays, feuilletons, lapars, parodies, conference
performances. In the 20-30's of the XX century, in order
to bring a large part of the audience closer to classical and
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modern literature, variety was widely used, masters of art
reading (chtets) helped to fully express the author in front
of the audience. On the genres of pop music, Klitin sug-
gests studying them in three parts: the first— “pop concert”
where we meet all kinds of pop, “pop theater” — theatri-
cal miniature, “pop festival” — open-air parties, concerts at
sports festivals, activities can be included. Variety is closely
connected with everyday life, folklore, values. Its various
appearances are mentioned as an interesting pastime. In
vain we did not dwell on the circumstances that led to the
development of Russian pop music. Because the Russians
had an influence on the art of Uzbek theater, especially for
comedians and clowns. M. Khamidov writes about this:
“The new economic and political conditions have affected
Russian culture, including the Russian circus, the theater
of clowns and amateurs. These innovations are reflected
in the activities, repertoire, skills, attitudes and habits of
folk comedians, enriching the types and genres of folk
theater, construction and visual aids” [3, P. 84]. So, the
first appearances of pop music in our country are studied
through the history of theater. Theatrical scholar Mamajon
Rakhmonov’s book “History of Uzbek Theater” says that
since ancient times the people have called their national
theater “a joke” or “clown’, in some districts “a curiosity”,
and actors as a clown or a comedian [4, P. 36]. Professor
M.H Kadyrov, who conducted research in this area, said,
“Why do we call the interest in clowning (once these con-
cepts were expressed in the form of” mockery”,” muqal-
lid “) theater?” Because they have a unique drama, there
are actors who embody the image of the heroes with their
abilities, mind, client, feelings, body, actions, there are
spectators who can enjoy their performances - let alone
all the signs of theatrical art.

“Many years of folklore research and scientific re-
search show that in the traditional Uzbek theater, the art
of three local groups — Bukhara, Khorezm clowns and
Fergana amateurs — is clearly visible” [4, P. 37].

In the XVIII-XIX centuries, our country was under
the rule of different khanates, and their attitude to art was
different. Bright examples of pop art can be found in the
Kokand khanate. Their cheerfulness, joy, playfulness and,
most importantly, the desire to expose the flaws and vices
of the khanate, and thus to act courageously as a defender
of the people, are reflected in their work.

In the memoirs of one of the Kokand historians, Mullo
Qasim Haji, he wrote about the details of the play “Mudar-
ris” performed by the Bidiyorshum troupe in the palace
in 1840 during the reign of Madalikhan. The repertoire of
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Uzbek theater and its themes in Kokand during this period
is rich, and the art of professional acting is a great force.

“Musicians and singers and dancers used to sit in
teahouses on both sides of the choir. The show began
with the rehearsals of the musicians, the game was led by
the employer. The guards came out into the circle, and
then a breath of ascension went away. After that, it will
be the turn of the dancers, and at the end there will be a
few performances” S, P. 42].

In 1866, a peace treaty was signed with Russia and
the Kokand Khanate, which led to development in all
areas. But Khudoyorkhan, whose treasury had been emp-
tied due to various wars, was raising taxes, aiming to re-
plenish his treasury by constantly oppressing the people.
The wise khan, realizing that the consequences of this
violence would be bad, used artists to his advantage in
order to alleviate the situation, that is, to distract the peo-
ple by organizing various performances and festivals. In
addition to the military orchestra, the palace housed 75
musicians, a 60-member dance ensemble, and a 30-mem-
ber troupe of actors. The leader of the troupe was Zokir
Eshan, in addition to Rizo Kiyik, Sa'di Mahsum, Nor-
mat Qiziq, Boybuva Qizig, Rozi Gov, Bakhtiyor, Shomat
Qiziq, Davlat Qiziq, Kalsariq Qiziq, Avliyakhan Qizig.

In the Bukhara khanate in the XVIII-XIX centuries
various forms of art were widespread. L. R. Kostenko,
who traveled from Russia in 1870, wrote about the per-
formances I. L. Yavorsky saw in in Bukhara in 1878, but
itis not clear whether there was a troupe of actors in the
palace. The differences between the performances in the
Bukhara Khanate and the performances in the Kokand
Khanate are related to their content. In the Kokand khan-
ate, social themes were performed by actors, while in the
Bukhara emirate, performances were simple, depicting
the way of life of ordinary people or animals, and similar
actions. Yusuf made two creative trips to Bukhara, the
first during the reign of Muzaffar Khan and the second
during the reign of Alimkhan Khanate. “Yusuf Qiziq Sha-
karjanov, satirical couplets by Zuhur Kobulov, Muhiddin
Qoriyokubov and Tamarakhonim duets have performed
on the Uzbek stage. Rhythmic and plastic images of
dances staged by Master Olim express the character and
mood of the character. When the legendary Saib Kho-
jayev appeared on the stage, an image that no one could
repeat was created. Ergash Karimov’s sharp rhetoric was
astonishing” [6, P. 9]. “Probably in 1897, Muzaffarkhan
wrote aletter to the governor general of Fergana and forc-
ibly took us to Bukhara. We have prepared many new
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games for Bukhara. But our work did not heat up well.
The Emir was reluctant to show ridiculous games from
the judges and scribes. Because during the festivals and
feasts in the palace, the Sheikh of Bukhara himself sat
next to the Emir. During our visit to Bukhara, we showed
examples of Fergana’s sersukhan and sernazm askiyas.
But no one understood and no one laughed except our-
selves. The swear words and sweet stories were also in
vain. After that, we started to make the audience laugh
with fun and imitations” [S, P. 140].

From a religious point of view, there has been no spec-
tacle about Shaykh al-Islam as if he were laughing at the
clerics and mocking them. However, it should be noted
that the actors, who walked among the people in the re-
mote rural areas of Bukhara, put on performances, express-
ing their views on various problems and shortcomings.

It is known from the records of Russian travelers who
traveled to Khorezm that the Khorezm khanate also had
allkinds of art, music, dance, and the performance of hafiz.
Among them, the Russian merchant Abrosimov Muham-
madaminkhan (1846-1855) writes about a spectacle in
the palace, which means that in one of the gardens of the
palace musicians and tents, as well as puppets on the stage,
the guards performed a series of concerts. Admittedly, in
Khorezm small and large performances were performed
in musical harmony, dance, movement and pantomime
prevailed. M. Rakhmonov writes that pantomime per-
formances are divided into two groups on the theme of
animals and everyday life. There was also the development
of the One Actor Theater, in which one actor performed
two or three characters. They also performed story and
dance professionally. All of the above information means
that pop art has developed differently in different regions
of the country, but in all of them the actor leads.

“The reflection of the social theme in the repertoire
of the troupes working in the palace in the XVIII-XIX
centuries varied in different khanates”. This issue also de-
pended on the socio-political conditions in the khanates.
In reflecting the social theme, the troupes working in the
Kokand Palace differ from the troupes working in the
palaces of Bukhara and Khiva khanates by the sharpness
of their ideological position. The repertoire of the Ko-
kand troupe includes “Muddaris”, “Zarkokil”, “Sirkataroq
azizlar”, “Shaykhul Islam’s court debate”, “Rais”, “Imam
domla’s expulsion from the mahalla”, “Khan hajvi” or
“Osilsin”, “Avliyo”, “Farzand duosi” There were hundreds
of satirical works, such as “Hajji Kampir”, “Mausoleum”.
[S.p.130-131].

|.B.NAZAROVA TRADITIONAL THEATRE ACTOR AND HIS SPEECHSKILLS IN UZBEKISTAN

134



Section 3. Theatre arts

“Clowning and curiosity means a sharp comedy, a
metaphor, a funny story, a comic song, a funny play; it is
awonderful folk art that gives an optimistic mood, laugh-
ter, enthusiasm, pleasure to the good, while the gurzi to
the bad. It is no coincidence that this theatrical artist is
called a clown (clown), a comedian (funny), an imitator
(apimp). A clown, a comedian, and a joker are masters of
humor and criticism, humor and imitation, laughter and
laughter. After all, their art has a comedic-comic orienta-
tion, the main weapons of which are satire and humor.
With this weapon, the majority of the working people,
in the position of the masses, ridiculed and exposed the
tyrants, the usurers, the corrupt officials, the hypocritical
priests” [4, p. 36-37].

This is especially true in the works of Kokand ac-
tors. In order to prove the above, we will focus on the
history and performance of the play “Children’s Prayer”.
The actors from Kokand, especially Zokir Eshan, stood
up against the people in the palace without showing their
heart and brought various actors to the stage. The actors
who were expelled from the palace walked among the
people and were more impressed by their various cir-
cumstances. It was at such times that the actors staged a
more interesting and at the same time observational situ-
ation. One of them is “Child’s Prayer”. The play, directed
by Zokir Eshan, is about a “Kuf-Sufi Eshan” who was in
everyone’s mouth at the time, and rumors spread that
infertile women, sick of his sharp breath, would go to him
and have children. Realizing that this is not true, Zokir
Eshan puts on such an interesting parody number that
the people who see it are overwhelmed with laughter.
The role of Eshan is played by Normat, and the role of
the bride is played by Rizo Kiyik. Because Eshan’s “kuf-
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suf” parodied the fact that the man who came to him
would hold his hand and cure his pain, thus satisfying
the beauty of women. This can be included in the type of
“social parody” of pop. In this way, the actors masterfully
revealed the details of Eshan. Such ingenuity and cour-
age in the actors of Kokand can be called the result of
the teachings of Bidiyorshum. In the first half of the XIX
century in Kokand under the direction of Bidiyorshum
staged performances, hafiz, dancers, musicians, actors
demonstrated their skills. In addition, under the sounds
of music, drummers, performers, tricksters demonstrat-
ed their skills. Bidiyorshum is a “director”, both a director
and an actor. He is the creator of the Uzbek school of
acting and directing. Theatrical scholar Mamajon Ra-
khmonov writes that Bidiyorshum emphasizes mime
and pantomime, that is, the actor works from the body
to the eyelashes, adapts to the character, works tirelessly
on himself, gestures in accordance with what he says, be-
haves moderately when interested. The most important
thing is that the actor should know the norm. In addition,
the issue of speech was also demanding of the actors. He
said that in order to have a clean, clear, fluent speech, it
is possible to repeat the speech many times, to rehearse,
and only then to achieve a sense of urgency. He taught
that there should be a difference between the speech in
the spectacle and the speech in life, that the character of
the image being created should speak out of the clip and
find a tone that suits him, that he should speak to the
audience. From the information above, we understand
that the first performances of pop music in Uzbekistan
go back to the traditional theater. “If a traditional theater
actor is an entertainer in terms of today’s pop theater, it’s
safe to say that he has been a real pop artist” [7, P. 6].
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“GROUP 1890” — AS A MANIFESTO OF MODERN INDIAN ART

Abstract

Objective. This article examines the activities of the art association “Group 18907, which was created in the second
half of XX century in India and brought together artists who sought to free Indian art from any historical or social
context and the influence of historical background.

Methods: the study uses the method of art history figurative and stylistic analysis, the main method is compara-
tive analysis, which determined the course of the research.

Results. Since India’s independence in 1947, Indian art has taken a new turn. It is becoming more open to world
art styles and techniques, new initiatives are emerging, and later galleries aimed at supporting young artists. These
trends further form a fertile ground for the development of those artists who will later represent contemporary Indian
art around the world. The critical group “Group of 1890” presented new concepts that have not yet been noticed in
Indian art. Although the existence of the group led by J. Swaminathan was quite short-lived, the artists developed
their own theory of perception of art, first creating the foundations for Indian art theory.

Scientific novelty: The article for the first time conducts an art analysis of the works of the “Group of 1890” in
the context of European art of the twentieth century, which allows to include their works in scientific circulation,
contributing to the development of Ukrainian Indology.

Practical significance: The results and conclusions of this work can be used as additional material for an expanded
and in-depth study of the theme of Eastern art. The made analytical conclusions can become a basis for scientific
research on the corresponding subjects.

Keywords: “Group of 1890%, Indian post-avant-garde, the Indian art of the 1960s, Jagdish Swaminathan,
Bengal revival.

For citation: V. V. Horbachova. “Group 1890” — As a Manifesto of Modern Indian Art // European Journal of
Arts, 2021, N4. — C. 137-142. DOL: https://doi.org/10.29013/EJA-21-4-137-142

Introduction. Indian art, which for almost a hun-
dred years was subject to certain norms and rules, from
the second half of the twentieth century connects to the
general line of development of world art. Until the 1930s
and 1940s, the British school and the nationalist art of the
Bengal Renaissance remained dominant on the Indian art

scene. With the dissolution of the British Rajin 1947, dur-
ing and after the partition of the country, a number of art
groups emerged that rejected existing artistic practice in
favor of international movements and styles of art.
During this period, some Indian artists became inter-
ested in avant-garde trends and the desire to manifest the
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principles of new art. Its forerunners were the representa-
tives of the “Group of 1890” led by Jagdish Swaminathan.
It was a bright and fleeting phenomenon in Indian art
after the country’s independence. And it is impossible in
any way to categorize the activities of this group in one
common stylistic key.

The initiative, which brought together artists from
all over India (except the eastern regions of the country),
was, so to speak, spontaneous. Representatives of this
group demonstrated the level of dissatisfaction that was
spreading in the Indian cultural field. This was dissatisfac-
tion with the world and the general trends in the develop-
ment of art, in response to the words of the founder of the
metaphysical school of painting Giorgio de Chirico, who
said — “I write what I see with my eyes closed” [12, 74].
Thus, Indian art is permeated by a common dream for all
modern, innovative art —not to see the real world, and thus
the tendency of abstract painting.

Meanwhile, each of the Indian artists had an original
approach and made some contribution to the formation
of the concept of “Group 1890”. The group was officially
formed on August 25-26, 1962. In fact, the manifesto of
the Group of 1890 was formulated during these two days.
The name itself did not appeal to anything, as it indicated
the number of the house where their first meeting took
place. The members were: Ambadas, Jeram Patel, Jyoti
Bhatt, Raghav Kaneria, Balkrishna Patel, Ghulam Mo-
hammad Sheikh, Reddapa Naidu, S. G. Nikam, Rajesh
Mehra, Himmat Shah, Eric Bowen [9, 4].

The basic premise of abstraction — by the way, the
key question of aesthetics — is that the formal qualities
of a painting (or sculpture) are just as important than its
representational qualities.

Main part. The “Group of 1890” revealed its goals and
artistic views a little later, in a manifesto published in 1963.
In the first point, artists identify the main problem of In-
dian art - the pernicious purpose of the search for national
identity. According to them, previous generations, instead
of revealing the true possibilities of art, focused on eclecti-
cism: from the early vulgar naturalism of Raja Ravi Varma
and the pastoral idealism of the Bengal school, through the
hybrid mannerism of European art to escape into “abstrac-
tion” as evidence of cosmopolitanism.

The most significant difference of the “Group of
18907 from other Indian art groups was the fact that its
members did not promote a specific stylistic direction or
devotion to a particular artistic technique. Moreover, it is
this association that becomes the first to formulate one’s
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own understanding of a work of art in Indian art theory.
Artists claim that the creative act creates its own informa-
tion field, and when working on the work, the artist must
refuse to give preference to style, choice of technique,
and so on. In this case, the work of art becomes isolated
from any props by the author.

Relations with the Communist Party allowed the art-
ists to establish friendly relations with Jawaharlal Nehru
and Octavio Pas [6, 98]. They received the support of
the first due to the offer to write the introductory text
to the exhibition catalogue. Relations with O. Pas were
no less close, like the poet he even dedicated the lines to
S. Jagdish:

“With a rag and a knife

Against the idée fixe

The bull of fear

Against the canvas and the void... ” [3].

Despite the fact that the “Group 1890 received posi-
tive feedback not only from their patrons but also from the
artistic community in general, the association disbanded
after its first exhibition. According to art critics, the reason
was the problems faced by artists regarding the ability to
adhere to their own ideals and proposed principles.

The first exhibition was dedicated to the art of
Georges Braque. However, this does not involve copy-
ing or imitating his work. Indian artists do not borrow
technical solutions, such as the colour palette of Braque
in shades of grey-green, or repetitive images of houses
“bizarreries cubiques” (A. Mathis’s impression of the
work of Georges Braque).

The members of the “Group 1890’ cultivating a new
direction for artistic development on the cultural basis of
India, take only an abstract theoretical direction to contin-
ue the artistic tradition, learned from the fathers of Cubism.
For example, while Georges Braque is inspired by the Im-
pressionist strongholds of Paris, Argenteuil, and Le Havre,
J. Swaminathan will create idealized meditative landscapes,
on the border between reality and speculation. His works
will be the fruit of the office work of an artist-thinker, who
rejects the factuality and detail of the real world.

It is impossible to reject the political background as a
core that influenced art, albeit indirectly. The problem of
national consciousness, the struggle forindependence and
the formation of self-identification, although unconscious,
but appearin the works of Indian artists. Interestingly, this
theme is reflected in the works of artists as long as they are
directly in context. Meanwhile, Kishor Singh in his book
“Memory & identity: Indian artists abroad” [2] notes that
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in the work of Indian artists, including members of the
“Group of 18907, who travelled to other countries after
Indian independence, researchers sometimes exaggerate
by finding Indian features in each work, even where they
were not founded by the author from the beginning. Eric
Bowen’s works are often outside the context of belong-
ing to a particular art school, allowing his works to remain
universal to every viewer. The balance of geometric lines,
their order was usually formed on the basis of Indian art of
previous periods, and outside the context of the country
do not contain any features to deny their globality.

Jagdish Swaminathan (1928-1994) was a leading
Indian artist and writer. His formation as an artist took
place through short training sessions at the Delhi Poly-
technic University, and then in Poland. It was not until
the late 1950s that he was able to devote himself entirely
to art: before that, Jagdish was an active member of the
Communist Party of India, working as a journalist and
art critic for Left magazine. During the short period of
existence of the “Group 18907, the artist had more than
30 solo exhibitions in India.

The artist’s track record includes Nehru’s scholarship
for research work “The Importance of Traditional Numen
in Contemporary Art”, membership in the International
Jury at the Biennale of Sao Paulo, as well as guardianship
of the National Center for the Arts Indira Gandhi. In 1981,
he established the Roopanker Art Museum in Bharat Bha-
van, Bhopalia, where he served as director until 1990.

The main feature of J. Swaminathan’s work was fasci-
nating simplicity. Bright images and colours became an
expression of inner elevation above everyday life. Later,
the artist’s artistic language changed: from colour geo-
metric images and brushwork, he moved to the use of
symbols and finger painting. This feature in the work of
the Indian artist was due to the influence of primitive
art, where the criterion of the work is not its beauty or
mastery of technique, but — the ability to “work’ i.e., the
ability to perform the role assigned to him in the magical
rite, as noted by E. Gombrich [1, 36]. Moreover, primi-
tive artists worked for their fellow tribesmen, who knew
exactly what this or that form, this or that colour meant.
It is on this approach, where there is a community dedi-
cated to the process of creating the work and relies on the
Indian artist in the work of “Group 1890”.

Jagdish Swaminathan believed that artistic practice
belongs to the spheres of freedom and imagination, and
the real art is the world around. He never reproduced
reality and did not seek to portray life or talk about it.
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His early works include many figurative things that were
eventually developed into abstraction. J. Swaminathan’s
work is based on deep spiritual reverence. He seeks to
discover the truth through nature, as the artist himself
wrote: “The face of art is somewhat like the sun. It does
not communicate but gives” [ 10, 168]. Special attention
to colour creates an atmosphere of infinity of the uni-
verse and mysticism, becomes a step towards a romantic
mood in the works of the artist.

In the late 1960 s and 1970s, after the series “Color
Geometry of Space”, where the artist explored geomet-
ric planes, he began to combine similar elements from
nature, creating conceptual landscapes. Applying the
metaphor of the Surrealists while preserving the formal
qualities of Indian miniatures, he compared mountains,
trees, stones and animals with pure planes of colour.

Other members of the “Group 1890” were also en-
gaged in geometric abstractions, as an even more paradoxi-
cal belief in the magical role of so-called deformation was
first embedded in Cubism and later in geometric abstrac-
tion. The aesthetics of these areas suggested that painting
deals with the visible side of the world. But the relation-
ship between the eye of the artist and the world of things
that he must depict is historical in nature, it varies from
era to era. For several centuries, artists lived in constant
conflict with the appearance of the subject environment.
In turn, the aesthetic conscience did not accept the world
of vulgarity and prose, did not allow him to justify life
with his image. In the 1980s, Bowen created a series of
twelve paintings, including quotations from Rabindra-
nath Tagore, the Japanese poet Sankichi Toge, and other
prominent poets and philosophers, entitled The Right to
Live in Peace [ 10, 121]. The content of this series is based
on concerns about the world that arise from senseless war
and violence against the artist. In his own works, the artist
will not give up color, but does not provide for a colorful
palette. It was built on a game of spots and clear contours.

Jyoti Bhatt had a stormy experimental tempera-
ment. His early works echo the Cubist style, which later
changed to pop art images and finally transformed into a
style inspired by traditional folk designs. Although Bhatt
worked with a variety of techniques, including waterco-
lour and oil painting, he preferred printing.

Bhatt’s imagery has a wide range, and it proves that
his vision is extremely catholic. He can be urbane as in
the spoof of a Tantric exploitation of the nude in “Sports
car” (one of his best graphics) o he can be lyrically sur-
realistic as “A Face” series. He derives naturally from the
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indigenous imagery of the Gujarat region, and many of
his graphics echo the visual schemes of the region’s folk
art and, perhaps, also its illuminated manuscripts.

The idea of appealing to the peasantry and rural life,
which began to interest artists, has a deep meaning. For
the culture of that time — the peasant and a simple, as-
cetic life, a wing of reference to the mystical unity with
nature, long inherent in Indian culture, to mythmak-
ing, which in modern times could be achieved only by
renunciation of the material. These varied influences
are subtly integrated into a composite viewpoint which
strikes the balance between the calculatedly decorative
and the symbolically subtle. Other works which may
be recommended for a close perusal include “Self-por-
trait” (1972), in which one sees an emaciated pariah
in a sort of double vision: “Dice”, which is notable for
Bhatt’s typical mastery of design; and “A Bird”, which
projects a Tagore-like expressionism.

He has generally juxtaposed two images, one on top
of another one on top of another with measured white
and distinct gaps in between. this brings out the similari-
ties and dissimilarities of the images like a visual simile.
There is also considerable obscurity, and one begins to
wonder whether Bhatt has very much to say.

Himmat Shah also attracts attention among the
members of the 1890 Group. As a universal master, he
easily worked in any technique and with any materials.
Shan made three-dimensional collages of burnt paper,
architectural paintings, drawings, and sculptures. The
artist primarily used homemade tools and worked on
the development of innovative technologies. Shan used
anumber of tools, brushes, knives for cutting and shovels
for moulding. He designed and implemented monumen-
tal frescoes made of brick, cement, and concrete. Him-
mat did what can safely be called artifacts. His terracotta
sculptures do not have a specific shape, they resemble the
wreckage of forgotten civilizations.

Adaptation to the new language of modernism re-
quired rapid changes in Indian artists in the artistic im-
perative, which prompted them to abandon the previ-
ous paradigm of focusing only on the fine arts. Artists
are beginning to turn to folk and professional national
art, finding new meanings in it. Although Himmat Shah
identified himself primarily as a sculptor, it is necessary
to look in more detail at his graphic works. The artist uses
them to be able to practice the basic artistic principles —
the ratio of the size of the elements, symmetry and asym-
metry, the study of rhythm as the basic unit of the work.
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Without being distracted sometimes by colour and
spatial volume, Shah delves into the analysis of the expres-
siveness of conciseness. Combining this with the variety
of born images, it is also necessary to highlight another
feature inherent in the “Group 1890” - this is the nature
of the story or short story, inherent in each of their works.

Another member of the group, Ambadas, also im-
mersed himself in storytelling through his work. How-
ever, the themes raised by the artist concern his internal
identification, he considers his alienation from Indian
culture through the prism of caste distribution. Ambadas
was a Dalit, belonged to the caste of the untouchables,
and therefore was a stranger to his own people. He tried
to cross this border, as well as finding a new path in art.

Ambadas does not create “aggressive” works that
have a clear figurative context [ 10, 232 ]. His works speak
through the methods of abstract expressionism, based on
this, art critics note a strong and balanced colour palette.
In general, these are warm shades, ocher and red colours
that do not repel the viewer and do not create the illusion
of chiaroscuro depth.

He is very interested in contemplating the phenome-
non of dispersion and distribution of the color spectrum,
which determines his way of intersecting color planes,
which he used in his own abstract watercolors. The chro-
matic rhythms in these works create the harmony that
can be described as the achieved “state of music” - a defi-
nition that was used for the works of the late period of
L. Feininger [4, 107].

The synthesis of the arts is a theme that is inextri-
cably linked to the artistic movement in European art.
Twentieth century is reflected in Indian art, meanwhile,
it does not become the subject of study. One of the sourc-
es of acquaintance with avant-garde art was the theater.
R. Parimoo notes the influence of the Bichitra Theater of
1916-1919, in the context of which two aspects are dis-
tinguished. First, it is light and the concept of lighting, and
secondly — the location of the scenery. The principles of
Gordon Craig, the leader-revolutionary of scenography of
his time, were taken as a basis for decorating the stage. The
artist could also rely on the ideas of some leading Russian
stenographers, who were among the first to adopt the ideas
of cubism, futurism, and constructivism [ 10, 89].

The artist has developed a convincing style in the
technique of oil painting, complementing the canvas
with powerful brush strokes. Due to this, the broad
lines received the effect of a contour, which in turn
complemented the plane of the mosaic of individual
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elements. The experience of working as a designerin a
textile factory has brought additional character to the
works, they become similar to three-dimensional tex-
ture patterns. Thus, Ambadas’s works begin to partially
destroy the plane of the canvas, flirting with sculpture
or installation, as does Lucho Fontana in a completely
different field.

Conclusion. Considering the work of members of
the artistic association “Group 1890” we can draw the
following conclusions:

1.In fact, each of the members of this artistic associa-
tion created his own artistic and semiotic language. All
artists received awards and recognitions, and their forms
of abstraction not in an instant, but over time also found
certain followers and admirers, which is especially con-
firmed by Cristie’s auctions, where the final price often
exceeds the estimate by two or three times.
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2. Comparing the works of members of the group,
in particular Jyoti Bhatt, Ambadas, Himmat Shah, Eric
Bowen, with certain names or artistic trends of European
art of that time, we see confirmation not of copying or
imitation, but of a parallel process of bold search.

3. “Group 1890” introduces such areas as abstract
expressionism, geometric abstraction, and a combina-
tion of painting techniques with features and methods
of other types of visual art.

Summing up the work, we can say that the activi-
ties of the “Group of 1890” become for Indian art of the
second half. XX century is an important milestone that
absorbs the denial of previous achievements, the attempt
to organize through the manifesto of a new direction of
movement, as well as a strong enough degree to the origi-
nal expressiveness of Indian art after years of searching
for an artistic language.
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' A Xapxiscokoi depcasroi axademii dusaiiny mucmeyms, Xapkie, Ykpaina

«'PYNA 1890» — 9K MAHIDECT CY4YACHOIO IHAINCbKOIMO MUCTEL,TBA

AnoTanis

Mema: Y it CTaTTi pO3TASIAAETHCS AIIABHICTD MHCTeLIBKOTO 00 epHaHHS «[pyma 1890, sike 6yao cTBOpeHO
B Apyrii moaoBuHi XX cToAiTTs B IHAIL TA 06’€AHAAO MHTIIB, SKi IIParHyAH 3BIADHUTH iHAINCPKE MUCTELITBO BiA
OyAb-5IKOTO ICTOPUYHOTO YK COL[iAABHOTO KOHTEKCTY.

Memoodu: y A0CAiAXKeHH] BUKOPUCTOBYETbCS METOA MHCTELTBO3HABYOTO 0OPA3HO-CTHAICTUYHOTO aHAAI3Y, OC-
HOBHUM METOAOM € IOPiBHAABHHI aHAAI3, KOTPHM BU3HAYaB XapaKTep AOCAIAKeHHS.

Pesysvmamu: 3a yacis He3aaexxHOCTI [HAL mporoaomeHoiy 1947 pori, iHAificbke MECTELITBO 3AIFICHIOE HOBHIT BUTOK
pO3BUTKY. BOHO cTae 6iAbII BIAKDHTHM AO CBITOBHX XYAOXKHIX CTHAIB Ta T€XHIK, BUHUKAIOTb HOBI iHII[iaTHBH, a 3TOAOM
i raaepei, siki MaloTb 3a MeTY IATPUMKY MOAOAMX MUTIIB. L1i TeHAeHIIII B TOAQABIIOMY GOPMYIOTb IAIAHUI IPYHT AAS
PO3BUTKY THX MUTIIIB, IO CTAaHYTh Y IOAAABIIIOMY Pelpe3eHTyBaTH Cy4acHe iHAIMChKe MUCTELITBO B YChbOMY CBiTi.

Y Toi e 9ac, KPpUTHIHO HAAAIITOBaHe 00>€eAHaHHS «[pyma 1890 mpepcTaBraa HOBI KOHIeNI i, SIKi AO I{bOTO
Jacy He OyAu roMiveHi B iHAificbKOMy MucTenTBi. HesBakaroun Ha Te, 1o icHyBaHHS rpymu Ha 90Ai 3 Ask. CBaMiHa-
TXAaHOM OYAO AOBOAI KOPOTKOTPHUBAAUM, XYAOXKHHUKH PO3POOHAU BAACHY TEOPiIO BIAHOCHO CIIPHUHHSTTS MACTEITBO,
BIlepllle CTBOPHBIIN 3aCaAU AASL iHAiMCbKOI Teopii mucTenTBa. HaykoBa HOBU3HA: Y CTaTTi BIiepIe IPOBEACHO Xy-
AO>KHII aHaAi3 TBOpIiB «I'pymu 1890-x pokiB>»> y KOHTEKCTi €BpOIEHChKOr0 MUCTeITBa XX CTOAITTS, IO AO3BOASIE
BKAIOYHTH IX TBOPU AO HAYKOBOT'O 00Iry, CIIPUSIOYN PO3BUTKY YKPAiHCHKOI iIHAOAOTII.

IIpaxmuune 3nauenns: PesyabTaTy Ta BUCHOBKU AQHOI POOOTH MOXKYTD Oy TH BUKOPHCTaHI SIK AOAQTKOBHI Ma-
TepiaA AASL PO3IIMPEHOTO Ta MOTAUOAEHOTO BUBYEHHS TEMHU CXIAHOTO MHCTelTBa. 3poOAeHi aHAAITUYHI BUCHOBKU
MO>XYTb CTaTH OCHOBOIO AASI HAYKOBUX AOCAIAKEHD 3 BIATIOBIAHOI TeMaTHKH.

Karouosi caoBa: «I'pyma 1890 poxy>, iHAICbKUI TOCTaBaHTapA, iHAiICbke MUCTeTBO 1960-X poKiB, AsKarainr
CpamiHaraH, beHraabcbke BiapOASKeHHS.
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Abstract

The purpose of the article: reveal the main trends in development of modern oil landscape painting of China;

identify a circle of prominent masters of the landscape genre in China, whose work combines national traditions of

Chinese landscape painting and modernist innovations.

Research methods: method of art analysis, structural-semantic method.
Research results: determined the main typological features in landscape oil paintings of China, and principles of
development of landscape paintings. Traced features of the flowing painting method of Chinese landscape painters.

Philosophical, national, aesthetic preferences of artists are considered.
Scientific novelty: a comprehensive analysis of development peculiarities of Chinese landscape with oil paintings

represents the trends of flowing painting method in world painting against the background of dynamic process of

integration of modern oil art. Particular attention in the study is paid to identifying the modernist trend as a stylistic

dominant of Chinese art development based on the synthesis of traditions and innovations.
Practical application: obtained results can be used in further research on the history and theory of fine arts, in

particular in research of oil landscape paintings development.
Keywords: Chinese landscape oil painting, Chinese national landscape painting in ink, European painting,

trends, innovations, Chen Songmao, Zhu Sha, Chen Hesi.

For citation: Liu Fan. The latest trends in the Modern oil Landscape Painting of China // European Journal of
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Background: Modern Chinese oil painting is rapidly
integrating into the world art space. Artists find new ways
in art, synthesizing principles of realistic and modernistic
painting. Chinese landscape oil painting is an extremely
multifaceted and complex phenomenon represented in
modern art.

Landscape painting in China has historically led
the hierarchy of art genres. In this visual field, the ar-
tistic way of comprehending reality and the specifics
of the figurative embodiment of real landscapes are
fully revealed. The oil landscape developed rapidly in
the XX century, its ethnic and regional features are at
the intersection of Eastern and Western artistic trends
[1,P. 112]. There are great differences between Chinese
landscape paintings and Western oil landscape paint-
ings in the methods of their artistic expression and their
visual means formed in the process of inheriting tradi-
tions and innovations.

Expressionist experiments with form are character-
istic of the contemporary artist Chen Songmao. The art-
ist was born in 193$ in Pinghu, Zhejiang Province. In
1961 he graduated from the Faculty of Oil Painting of the
Academy of Fine Arts in Guangzhou. At the beginning of
the XXI century, we can trace a key turn in the creative
worldview of the artist: the transition from a superficial
depicting of objects to the internal reflection of images
[2, P. 61]. This Chinese artist began to pay more atten-
tion to the artistic language and composition of forms,
which enriched his authorial style.

In the painting called “The Mountain“ (pic.1), the
artist’s rhythmic forms captivate the viewer’s gaze on a
lone tree, which is incredibly bent under a strong wind.
Itbecomes a symbol of the strength and spirit of the indi-
vidual who opposes the force of nature. You can see that
the landscape is presented as if from a bird’s eye view.
Mentally, the picture can be divided into several plans,
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each of which rises above the previous one, so that dis-
tant objects are the highest, and the horizon rises. The
linear style inherent in the European style is replaced by
a diftuse one, due to which the viewer begins to think

'!..-T"f

Picture 1. Chen Songmao. The Mountain.
Canvas, oil. 2007

Simplicity, even some primitivism is there in the pic-
ture “The Takeoff“ (pic.2). Init, each brush stroke is veri-
fied and bold. You can see that each work of the master

Picture 3. Zhu Sha. The Hometown Garden.
Canvas, oil. 180 x 180. 2009

The landscapes of another contemporary Chinese
artist, Zhu Sha, stand out with their deep artistic content,
sophistication and rhythm. According to the artist him-
self, “he likes the landscape genre, because it helps view-
ers to know the beauty of the world, as well as to embody
the amazing elegance of natural landscapes, which causes
the viewer involuntary excitement” [3, P. 60].

The artist makes alot of life drawings. He depicts the
motif from different angles to find a better perspective for
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that the world you see in the picture is immeasurable.
Thus, despite the rapid integration into Chinese culture
of the influences of Western European realistic oil art, the
landscape genre preserves national traditions.

-

Picture 2. Chen Songmao. The Takeoff.
Canvas, oil. 2009

has its own color, which is subject to one of the spectral
colors. The artist uses grotesqueness, exaggeration for
the sake of expressiveness of the landscape motif.

Picture 4. Zhu Sha. Sunset over the Guanin Gorge.
Canvas, oil. 150 x 200. 2015

the future work [ 7, P. 116]. The balance of the composi-
tion, its organization and non-triviality is the basis of Zhu
Sha’slandscape art. He is well able to generalize and styl-
ize natural forms. The artist uses a special painting tech-
nique, transforming and generalizing field observations.

Works “The Hometown Garden® (pic.3) and “Sunset
over the Guanin Gorge* (pic.4) vividly represent the typi-
cal national landscapes, presented from a bird’s eye view.

Colorful fields, bright flowers, white houses depicted by
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the artist with great love and inspiration. Brush strokes,
shapes and colors correspond to the general idea, smooth-
ly and rhythmically coordinated, combined into a single
“blooming“ monolith. Zhu Sha pays great attention to the
expressiveness of strokes, using dots, lines and graphic
silhouettes, which are the main elements of his artistic
language [7, P. 117]. Pure bright colors make the viewer
deeply feel the vitality of nature and the beauty of life.
There is a palpable harmony in the master’s landscape
works, the coexistence of the ideal and the real, which af-
firms the unique humanistic subtext of traditional Chinese
culture, reveals its deep national roots.

The synthesis of Chinese national painting and ab-
stract European expressionism is the main trend in the
development of contemporary Chinese landscape art.
This means that in the landscape genre there are features
of both Chinese and Western style of painting. The com-
bination of these characteristics demonstrates the work
of the famous artist - Chen Hesi. The artist was born
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in October 1953 in Liuyang, Hunan Province, China.
He graduated from the Faculty of Oil Painting with the
Academy of Fine Arts in Guangzhou.

The paintings are like the fruit of artist’s imagina-
tion, the embodiment of his inner world and mood (pic.
5-8). The artist seeks to combine elements of the real life
with fictional images that complement and adorn natural
landscapes. The people depicted on the canvas coexist in
harmony with nature. By attaching special importance to
the landscape, embodying the beauty of the surrounding
world, Chen Hesi fills the natural landscape with peace
and tranquility. The use of pastoral motives coincides
with the national mentality aimed at conducting free
leisure of people in nature. On the other hand, a certain
romanticism of the works reflects the author’s desire for
a harmonious way of life in today’s increasingly indus-
trialized “noisy” world [4, P. 24]. Trying to idealize the
space, to achieve a romantic mood, the artist uses slightly
muted pastel tones that flow smoothly into each other.

Picture 5. Chen Hesi. The Farmhouse.
Canvas, oil. 120 x 120. 2014

Most of Chen Hesi’s landscape paintings have a square
composition, very expressive in shape. The artist himself
calls this form a “square pattern”. According to him, in this
aspect he is inspired by the beauty of the form of ancient
Chinese seals [8, P. 69]. For a long time studying the
technique of oil painting, Chen Hesi developed his own
author’s method of composition of paints and solvents,
which fill his works with unique textural effects of paint-
ing. Thus, it is known that it adds fatty ointments, based on
Vaseline, and medicinal alcohol to paints [9, P. 62].

Chen Hesi generalizes objects into exquisite sil-
houettes, emphasizing and enriching their rhythm with

Picture 6. Chen Hesi. The Vegetable Plot (Garden).
Canvas, oil. 80 x 80. 2017

various graphic elements [9, P. 63]. Exquisite linear for-
mations can be traced in the works, which have always
been the main component of the Chinese national style
[10, P. 114]. Hesi also strives to combine natural and
abstract colors of light, so that the colors are distributed
by him depending on the figurative subtext of the picture.
Red and blue colors often play a major role in paintings,
manifesting themselves in the form of color blocks. At
the same time, he competently uses gray tones as soft
transitions between saturated color planes [8, P. 82].
The main visual means of the artist are the lack of direct
lighting, decorative color scheme, flatness, simplicity and
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stylization. Thus, the artist managed to combine the tra-
ditions of modernist European art with the traditions of
Chinese ink painting.

The Chinese landscape is a bright and distinctive
phenomenon that occupies an important place in the
modern artistic process. The latest trends in the mod-
ern landscape of China mark the birth of stylistic in-
novations in oil painting. In their works, Chinese artists

N VR TS S "..,

Picture 7. Chen Hesi. The Noon.
Canvas, oil. 120 x 120. 2020
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reduce each object to the degree of a symbol that pro-
motes the birth of many associations in the audience.
Contemporary Chinese artists pay special attention to
the technique of artistic expression, synthesizing the vi-
sual principles of Eastern and Western painting. Based
on the essence of Chinese traditional culture, they use a
special flowing painting method with a strong national
connotation.

Picture 8. Chen Hesi. The Back Yard.
Canvas, oil. 80 x 80. 2012
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AnoTanis
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METOAblI HEGPOTOPEAJIMCTUYHOIO PEHAEPUHIA
(NPR) B rPAOUYECKOM AN3AUHE

AxHoTanusa

Ileav uccaedosanus: onucanue MeropoB NPR, koTopbie BO3MOXKHO HCIIOAB30BATh B rpadUuecKOM AU3ANHE IPU
CO3AQHMH MMUTALIMH PA3AUYHBIX CTHAEH B TUPPOBOM UCKyCCTBe. Pa3AndaroTCa TpaAUIIMOHHAS POTOPEAAMCTUIHAS
rpaduka, ocHOBaHHas Ha pOoTOpeasn3Me U rpapuKa MPH CO3AAHMK KOTOPOM IMPUMEHSIOTCS IIPUEMBI ITePeAaIr H30-
OpaskeHHUs B CTUASIX AaAeKuX oT pororpaduu. [Tpu aTOM UCIIOAB3YIOTCS peCypPChl KOMIIBIOTEPHBIX IIPOrPAMM.

Memodvt uccaedosanus: CpaBHUTEABHBI AHAAN3, AHAAUTUKO-CUHTETHIECKHI METOA,

Pesysvmamuot uccaedo6anus: B CTaThe IPOBEACH AHAAN3 HePOTOPEAANCTHIHBIX METOAOB CO3AAHHUS IPAdHIeCKHIX
H300paKeHUI AAS AAADHEHIIIero MPHUMeHeHH s Ha IIPAKTHKe.

Hayunas noéusna: coBpeMeHHbIe 60Aee HOBbIE IIPHEMbI IIEPeAAUN N300 PaXKeHHUS OT AM3aiiHepa K 3pUTEAI0 060-
raljalOT ¥ BHOCAT HOBU3HY B BOCIIPHATHE Y€AOBEKOM OKPY>KaKOLIEro MHpa.

IIpaxmuueckoe npumenenue: pe3yAbTaThl NICCAEAOBAHUS MOTYT OBITh IIOA€3HBI B T'YMAaHUTAPHOM MOATOTOBKe
CIIEIIMAAMCTOB, OBAAAGHHU MU 3HAHUSMH B 00OAACTH TEOPUH HCKYCCTBA, AASL IIPAKTHYECKOTO IMPHMEHEHHUS XYAOXK-
HUKAMH, AU3allHEPaMHU.

ITocmanosxa npo6aemot. Ilpuvenenue B rpaduueckoM AU3aiiHe TOABKO TPAAUIIMOHHBIX IIPUEMOB 06paboTku
poTorpaduil HAM CO3AAHHUS N300 pasKeHNUT, TPHOADKEHHBIX K peaAbHBIM GpOTOrpadusiM, 06eAHsIeT BOCIIPHUSTHE YeAO-
BEKOM 00'beKTOB BU3YaAbHO! KOMMyHHKaluu. I IprMeHeH e pa3AMYHBIX TEXHHUK B IpadUuecKOM AU3aiHe, HA060pOT,
OyAUT BOOOparkeHHe, PAHTA3HIO H TIOMOTAET OOAee TOYHO MEePEAATh 3AMbICEA XYAOKHHUKA.

Ileav cmampu — omricaHUue METOAOB CTHAM3AIIMH, UMUTAIIUK Pa3AMYHBIX rpadudeckux TexHuk B Adobe Illustrator,
Adobe Photoshop, Adobe Animate.

Karouespie cA0Ba: HepOTOPEAAMCTHYHBIN PEHACPHHT; CTHAU B rpaduueckoM Au3aiiHe; KOMIIbIOTepHbIe IIPO-
IPaMMbl; TpapUYeCcKHil AU3AKH.

Aasi nuTapoBanns: [lotanenko A.M., [Toranenxo H.B. Meroast HepoTtopeasucrmunoro Penaepunra (NPR)

B I'pa¢puueckom Ausarire // European Journal of Arts, 2021, Ne4. — C. 148-152. DOL: https://doi.org/10.29013/
EJA-21-4-148-152

H3A0xeHHEe OCHOBHOIO MaTepHaAa.

CrpemureabHOe pa3BUTHE HHPOPMAITMOHHBIX TEXHO-
AOTHII IPHBEAO K TOMY, YTO ITOTPEOUTEAD, OKPY>KEHHBII
IIPOAYKTaMH KOMITbIOTEPHOM IpadHKH, IpechIlleH pea-
AusMoM. TeHAeHIHS B Tepepade U300pKEHUSI He XYKe,
geM poTorpadus crara OObMHBIM siBAeHHEeM. 1 yeAoBek,
CO CBOVICTBEHHBIM €My CTPeMAEHHEM K IlepeMeHaM, 06-
PATHACS K IIOMCKY HOBBIX TEXHUK B TPaQHIeCKOM AU3aiiHe.
Cxopee Bcero, 3AeCb aKTyaAbHO YTBEPXKACHHUE, YTO BCe HO-

BOe — xopo1o 3a6sIToe crapoe. ITaacTMaccoBas rpadrka
peHAepoB 3-d mporpaMm 1 MAaKCHUMAABHO IPHOAKEHHbIE
M300paXKeHNsI K peaAbHON PpoTorpaduu B AByXMEPHBIX
nporpammax ycrapeau. IlosBuaoch HOBoe MOAHOe Te-
JeHIe, KOTOPOe OCHOBBIBAETCS HA CIIOCOOAX PUCOBAHUS
«Bpy4HYI0>. TOABKO Telepb TPaAUIIMOHHbIE H300pa3u-
TEABHbIE CPEACTBA IMUTHPYIOTCS KOMIIBIOTEPOM.
He¢oropeaaunctuunsiii peraepunr (NPR) —a1o uzo-
OpakeHHsI, KOTOPbIE IOAYYEHBI C UCIIOAb30BAHIEM OIIpe-
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A€AEHHBIX IPUEMOB B IpadpHIeCKOM AM3akHe C TOMOIIbIO
KOTOPDIX XyAO>KHHKH ITBITAIOTCS OXKUBHUTD U IIPEACTABUTD
IIpeAMETHI TAKMM 00pa3oM, YTOObI [IPHUBAEYb BHUMAHUE,
PasOyAUTD GaHTA3UIO 1 BHI3BATD OIIPEACACHHBIE OMOLIUH
y 3pureasi. OcO6eHHO 9TO aKTyaAbHO B TAKHUX 00AACTSIX
rpagu4ecKoil MHAYCTPHHU KaK: KOMIIbIOTePHas aHHMa-
II1s1, TA€ PA3HOOOpasiie METOAOB CO3AAET OYeHb Pa3Hble
CTHAM, TEAEBUACHHUE, KMHO HAU Apyroe Bupeo. Ilepsrre
Pe3yAbTaTbI CO3AAHMSA IIEPCOHAXKEH B AHMMAITHHY XapaKTe-
PH30BAAMCh CTPEMAEHHEM K MAKCUMAAbHOMY PeaAU3MY
npeAMeToB U nepcoHaxeil. Co3paHue HepeaAuCTUYHBIX
BOOOpaXkaeMbIX IIEPCOHAKEN 1 00BEKTOB TpedyeT HO-
BBIX [IPHeMOB 00paboTKy H306paskeHnst. CUMYASITOD AAS
$OTOpeaANCTUYHBIX AIOACH, KOTOPBIN pa3paboTaH C yde-
TOM TAyOOKHX 3HAHUIT AHATOMHH YE€AOBEKA, ABIKEHHS
CYCTaBOB ITPH CO3AAHMU HEPEAAUCTUYHOTO IePCOHaXa
TpeOyeT APyIHX aATOPHUTMOB ABIDKeHMsL. [lepeBoa 3-a
U300pKEHUI B AMHENHbIE — IIPUEM XapaKTEePHBI AAS
aHMMaIMH MyABTQUABMOB.

OcHOBHBIMU METOAAMH IPUEMOB HeQOTOPEAANCTHY-
HOT'O PeHAEPUHTIA ABASIOTCS: PUCOBAHHE C IOMOIIBIO pe-
AAKCaI[HH; BhIAGACHHE OTAEABHBIX 00BEKTOB Ha H306pa-
seHUU (TeXHUKA MMIACTO); CTUAM3aLuS PpoTorpaduii;
HOCTPOeHHe U300PaXKeHHI C TOMOIIIO KPHUBBIX.

K MeToAy pricoBaHMSA C TOMOIIBIO PeAAKCAI[K OTHO-
CATCS. pa3AMYHbIe UMHTAIUH PYYHOM pabOThI, KOTOpbIe
C yCIIeXOM BO3MOXKHO CO3AaBaTh B IIPOTrpaMMe pacTpo-
Boit rpa¢uku Adobe Photoshop. Aast atoro ncroassyror
$UABTPBI 13 MoaMeHI0 «murarmsa>: «LIBeTHble kKapaH-
Aamu >, « AnmavKanus>», « Cyxast KUCTb>, «3epHHUCTOCTD
poromaenkn», «Ppecka>», «Heonossit cBer>, «Mac-
ASIHas XKMBOIHCh>, «IIInmareab>, «Ileasodpanosas yma-
KOBKa>, «OuepuenHsle kpasi», «[lacreap>, «PacTymies-
Ka», «['ybka», «PucoBanue Ha 060poTe>, « AKBapeAb>.
Ouabrpsl nopMenio «IITpuxu> co3AAI0T: aKIIEHTHI HA
KpasX, HAKAOHHbIe IITPHXH, IePeKPeCTHble IITPUXH,
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TEMHBIe INTPUXH, OOBOAKY, pasOpblsruBaHue, 3QPexT
asporpada. Puarrp «Cymu-3>» UMUTHPYET AMOHCKYIO
TEXHHKY PHCOBAHMS KUCTBIO [0 prcOBOit 6ymare. Kpome
IPHIMEHEHUsI Pa3AMYHBIX GUABTPOB B rporpamme Adobe
Photoshop AAst IMHTAIMH Pa3AMYHBIX TEXHUK CYILECTBY-
eT ellle ¥ OTPOMHOE Pa3HOOOpa3He KUCTel, KOTOPbIe BO3-
MO>XHO YCTaHABAMBATb IIPOU3BOABHO Ha CBOE YCMOTpEHHe.
B aToit mporpaMme BO3SMOXKHO CO3AABATh PAOOTHI B TEXHHU-
Ke UMITACTO, a TAKXKe CTUAM3AIUK PpoTorpaduii.

IIIupokue pecypchl CO3AAHHS PA3BAMYHBIX TEXHUK
C HCIIOAB30BAaHHEM KPHBBIX B IpadHIeCKOM AHM3aiiHe
3aA0XKeHBI B Iporpamme rpapudeckoro makera Adobe
Illustrator. B Heit nMeeTCs HEMAABI ACCOPTHMEHT 3¢-
¢$exToB, PUABTPOB U Pa3AMYHBIX KHCTel. B coueranun
C IPaKTUYeCKUM IPHMeHeHHeM IpadiecKOro MAAHIIeTa
BO3MOYKHOCTH MMHUTALIMH « PY4YHbIX > TEXHUK B 9TOMU [IPO-
rpamMme Oe3rpaHUYHBL.

OrpomHoe pasHOO6pasue HeGOTOPEAANCTUIHOTO
penpepunra (NPR) npeacTaBaeHO B aHMMAIIMH. DTO UC-
II0OAb30BAHNHE AOTIOAHEHHO 1 BUPTYAAbHO PEaAbHOCTH,
TEXHOAOTHHU «3aXBaTa ABIDKEHHS >, TEXHOAOTHH «OCTa-
HOBAEHHOTO ABIDKEHHSI>, CAMBIX HEOOBIYHBIX U Pa3AMY-
HBIX MaTepHAAOB. Bce aTH cpeAcTBa 3aAefICTBOBAHBI AAS
TOTO, YTOObI IIOPA3UTD, YAUBHUTD, IPUBAEYD U YAEPIKATh
BHUMAHHE 3PUTEASI AASI KAKUX-TO TIPECAEAYeMbIX aBTO-
pamu neaeit. OpHa U3 IPOrpaMM, KOTOPast CIIPABASIETCSI
c aTuMu 3apadaMu — Adobe Animate.

BriBopbI

Ha ocHOBe AaHHOTO aHAAM3a OCHOBHBIX IIPUEMOB He-
doropeasucrrunoro penpepunra (NPR) Hanpamusaer-
Cs1 BBIBOA, YTO HEOOXOAMMO H3y4aTh M CHUCTEMATH3HPO-
BaTb CyIeCTBYIOIIHE TeXHUKH IPAPUIeCKOro AU3aiiHa,
HAXOAUTD BCe HOBbIE BAPUAHTBI, TaK KAK AASL COBPeMeH-
HOTO 3pUTeAst TpeOyeTcs HHHOBAIIHOHHbIE IIPHeMbI, KO-
TOpBIe IIOPAXKAIOT BOOOPaKeHHe U IIPUBAEKAIOT BHUMA-
Hue. I aTo, mpexxae Bcero, yxoa oT $oTOpearnsma.
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NONPHOTORALISTIC RENDERING (NPR) METHODS
IN GRAPHIC DESIGN

Abstract

Purpose of the study: description of NPR methods that can be used in graphic design when creating imitations
of various styles in digital art. A distinction is made between traditional photorealistic graphics, which are based on
photorealism and graphics, which are created using image transfer techniques in styles that are far from photography.
This uses the resources of computer programs.

Research methods: comparative analysis, analytical and synthetic method.

Research results: the article analyzes the methods for creating non-photorealistic methods for creating graphic
images for further application in practice.

Scientific novelty: modern newer methods of transferring images from designer to viewer enrich and bring novelty
to a person’s perception of the surrounding world.
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Practical use: the research results can be useful in humanitarian training of specialists, mastering their knowledge
in the field of art theory, for practical application by artists, designers.
Keywords: non-photorealistic rendering; styles in graphic design; computer programs; graphic design.
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METOAU HEDPOTOPEAJIICTUYHOIO PEHAEPUHTA
(NPR) B FPA®INHOMY OU3ANHI

! HayionaavHuii ynisepcumem «3anopisvka norimexwixa>, 3anopiows, Yipaina

* 3anopisvkuii HayionarvHull yHisepcumem, 3anopixons, Yipaina

AnoTamis

Mema docaidnenns: onuc MetopiB NPR, siki MOXXAMBO BUKOPHCTOBYBATH B IpadiuHOMY AM3AFIHI ITiA Yac CTBO-
PpeHH iMiTaniil pi3HUX CTHAIB B TUPpOBOMY MUCTeTBI. PO3pi3HAIOTbCA TpapuIifiHa oTopeasicTidHa rpadika, sika
TPYHTYEThCs Ha poTOpeaaismi i rpadika, mpu cTBOpeHHI SIKOI 3aCTOCOBYIOThCSI IIPUMOMH ITepeAadi 300paskeHHS B CTH-
ASIX AaAeKHX Bip poTorpadil. Ilpu 1ipoMy A0 BUKOHAHHS POOOTH AOAYYAIOTh PeCYPCH KOMIT FOTEPHHUX IIPOTPaM.

Memodu docidscerns: MOPIBHAABHUI aHAAI3, AHAAITHKO-CHHTETUYHUI METOA,

Pesysvmamu 0ocAidxenns: B CTaTTi IPOBEACHHIT aHAAI3 HePOTOPEAAMCTUYHBIX METOAIB CTBOPEHHs rpadidHmX
3006pakeHb AASI IIOAAABIIIOTO 3aCTOCYBAHHS HA IIPAKTHII.

Hayxo6a no6u3na: cy4acHi HOBITHI IPUIOMU IIepeAadi 300pasKeHHSI Bip AM3aiTHePa AO TASIAQYA 30aradyroTh i BHO-
CATb HOBU3HY B CIIPUMHATTS AIOAUHOIO HABKOAUIIHBOTI'O CBITY.

IIpaxmuute 3acmocy8anHns: pe3yAbTaTH AOCAIAXKEHHSI MOXYTb OyTH KOPUCHI B IyMaHITapHii MATOTOBIH da-
XiBIJiB, OBOAOAIHHI HUMH 3HAHHSAMHU B 00AACTi TeOpil MUCTENTBA, AAS IIPAKTUYHOIO 3aCTOCYBAHHS XYAOKHUKAMM,
AM3aliHEPAMHU.

KAro4uoBi cAOBa: HepOTOPEAANCTUIHBII PEHAEPIHT; CTHAL B rpadidHOMY AU3aIHi; KOMIT IOTEPHI Iporpamu; rpa-
$iuHMiT AU3aKH.
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THE THEME OF MUSIC IN CHINESE FIGURATIVE
PAINTING OF THE 20*™ CENTURY

Abstract

Purpose of the article: to study peculiarities of the theme of music embodiment in oil figurative painting of China.

Research methods: a comprehensive approach has been used using both general and special scientific research
methods. Methods of analysis and synthesis, of induction and deduction, of analogy, made it possible to comprehend
cultural and artistic contexts which served as a background for the development of Chinese oil art. Methods of art
history and iconographic analysis were aimed at determining image constants, devices of shaping the artistic image
in the work of Chinese artists.

Results of the research: musical themes image-bearing graphic means in the figurative oil art of China have
been determined. It was outlined that the theme of music making can be revealed through the use of special graphic
devices characteristic for Eastern and Western painting: first of all, through drawing and paints — their consonance,
harmony, accents. Distribution of lines and colours in Chinese artists’ paintings is rhythmically consistent, which
evokes musical associations.

Scientific novelty. The article for the first time conducted a comprehensive analysis of paintings representing
development of the musical theme in the figurative oil art of China. Creative methods of artists Xu Beihong, Lin
Fengmian, Liu Shaokun, Qi Haiping, Chen Yifei were revealed. It is shown that the artists use simultaneously avant-
garde vocabulary elements and traditional national ink painting, which is becoming an important feature of Chinese
oil painting. The principles of updating plastic language with musical principles (rhythm, pause, chord, timbre, etc.)
have been traced. It is shown that the images of musical instruments in the paintings express certain philosophical
ideas and give the works a lyrical and symbolic nature.

Practical application: The results of the research can be used in writing art studies on the history and theory of
oriental culture.

Keywords: theme of music, figurative oil painting, Chinese national landscape in ink, European painting, ten-
dencies, Xu Beihong, Lin Fengmian, Liu Shaokun, Qi Haiping, Chen Yifei.

For citation: Qiu Zhuangyu. The theme of music in chinese figurative painting of the 20™ century // European
Journal of Arts, 2021, N°4. - C. 153-159. DOI: https://doi.org/10.29013/EJA-21-4-153-159

Background. The particularities of the Chinese art
system are in the exclusive sense of musical principles
(thythm, pause, chord), which is characteristic for callig-
raphy and oil painting. The gradual rise of the fine and mu-
sical arts and their interpenetration are associated with the
concept of unity, harmony, exceptional sophistication of
the Orien t culture aesthetics. This influences the evolution
of the thematic repertoire of traditional figurative art and
determines the uniqueness of artistic phenomena in China.

In the history of Chinese art, the images of music
making can be traced back to the most ancient times:

rock paintings, paintings of late Stone Age ceramic vases.
Since then, figurative scenes of music making, singing,
dancing, and opera performances have not lost their rel-
evance in Chinese painting. ‘Coexistence’ of virtuality
and reality is an aesthetic characteristic that combines
Chinese painting and music [4, P. 116].

In the 20™ century, this theme has been developed
by such famous artists as Xu Beihong, Lin Fengmian, Liu
Shaokun, Chen Yifei and others. In Xu Beihong’s (1895~
1953) painting ‘Xiao Sheng’ its composition, the colour
scheme of the canvas reveal the figurative world of music
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(pic. 1). In this work, the centre of the composition, its
protagonist is placed by the master to the left of the viewer.
Such deviation from the centre of the picture creates an
extremely unbalanced and strong sense of momentum,
both visual and psychological, reinforces the emotional
and lyrical theme of the image. Dreamy young girl is play-
ing the flute on the background of a beautiful sunset. Im-
ages of exquisite tree branches, summer sky with slowly
moving clouds, tiny silhouettes of storks on the horizon
contribute to the feeling of calm and serenity. This rhythm
of the unhurried is also reflected in the character of the
heroine. Her pose, with smooth outlines and restrained

movement, embodies beauty and sensuality, and can be
associated with the quiet and melodic sound of the flute.
- AT T

Picture 1. Xu Beihong. Xiao Sheng. 1926. Canvas, oil.
80 x 39. Xu Beihong Memorial Collection

The works on the music by Lin Fengmian (1900
1991), who, in contrast to Xu Beihong, showed a special
interest in the latest Western currents of ‘modernism’ [7,
P. 47], are notable for their originality. Trying to find the
ideal of harmony and spiritual integration between East
and West, in his work the artist combined principles of
modernist European art of the West with elements of
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traditional Chinese ink painting. Conventionality of
colour combinations, reverse perspective, stylization of
forms can be mentioned as characteristic features of Lin
Fengmian’s painting.

In the work of this artist ‘Girl with a lute’ there can
be observed an incredible harmony, feminine charm,
peace and soulfulness (pic. 2). The lute is one of the
most representative instruments in Chinese folk mu-
sic, symbolizing three spheres — heaven, earth and the
underground world; and the five elements — wood, fire,
earth, metal and water. While the four strings of the
Chinese lute represent the four seasons [4, P. 211].
Playing the Chinese lute can be associated with smooth
rhythms of the ancient national architecture, the silvery
sound of waterfalls, and folk beliefs. Due to the high
degree of sensitivity of the instrument, it has subtle
sonority and deep emotional expression. In Chinese
culture, playing the Chinese lute was a method of self-
improvement, meditation, purification of the mind and
spiritual uplift, unity with nature, identification with
the values of past generations, a method of ‘communi-
cation’ with divine beings [4, P. 212].

To enhance the atmosphere of comfort, warmth
and tranquillity, the artist introduces a vase of daffodils
into the image, symbolizing female devotion, purity;
wishes of unfading life and love. In the image of the
oriental beauty in the ancient national costume there
is a shade of sadness and loneliness. The artist uses a
square canvas format, which enhances the feeling of
balance and harmony.

Picture 2. Lin Fengmian. Girl with a lute. 1960s.
66 x 68.Taipei Palace Museum
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Picture 3. Lin Fengmian. Music. 1960s. 66.5 x 67.5.
Private collection

In Lin Fengmian’s painting ‘Music’ (Fig. 3), rounded
curves of female figures resemble the images of Matisse
and Modigliani, whose works the master admired
[6, P. 21]. However, on the other hand, women from
the artist’s paintings imitate ancient images from fres-
coes and Chinese porcelain articles. The artist organi-
cally combines techniques of folklore with methods of
Western expressionism [6, P. 23]. With smooth, laconic
rhythms, he embodies the gentle, graceful and elegant
beauty of oriental women. The shimmer of the colour-
ful surface, which occurs from a skilful combination of
transparent and integumentary paints, gives unlimited
opportunities for the spatial organization of the compo-
sition, emphasizing the rhythmic connections of figures
and environment. One of the techniques of the master is
contour accentuation of figures. The distribution of lines
and colours creates a rhythm similar to music.

The artist introduces into the image symbolic ele-
ments characteristic for Chinese art. In the picture ‘Mu-
sic’ — they are lotus flowers as personification of spring,
purity of thought, nobility and female beauty. According
to ancient Chinese beliefs, lotus grows in paradise, in the
sky, and is revered as a sacred plant that reaches for light
through the darkness [8, P. 7].

Notable for their originality are also the paintings on
the theme of music by Liu Shaokun (born in 1946), in
which are embodied the best realistic traditions of Chinese
oil art of the 20™ century [1, P. 67]. By idealizing life ob-
servations, the artist manages to achieve a lyrical-romantic
sound of paintings. Researchers of his work write about the
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subtle ‘spatial’ symbolism of ‘Horizontal Lines’ and ‘Float-
ing Wooden House’ compositions (1980s), and the time-
less and dreamy nature of “Water and Earth’ and “‘Women'’s
Song’ (1990s) [3, P. 112]. The artist is able to observe and
capture the beauty of real life. In recent years, the artist— not
young by now — pays even more attention to the emotional-
ity and ideology of the image. Meditative and empathetic
figures from the master’s paintings associatively embody
the artist’s love for his native land, his people and traditions.
Liu Shaokun believes that the canvas is like a big theatrical
stage in which the author acts as a screenwriter, director
and lighting effects creator [10, P. 16].

In the artist’s paintings ‘Flutist’ (pic. 4) and ‘Qiang
flute’ (pic. S) some moments of musical performance are
represented. Gentle restraint of colour, soft and smooth
outlines of the figures contribute to the transfer of me-
lodic rhythm, embodying the complex state of mind of the
characters, their fascination with the magical sounds of the
flute. The flute is the oldest musical instrument, which is
rightly considered the ancestor of all wind instruments [4,
P. 108]. It has a long and vivid history, so it is not surpris-
ing that it attracted attention of not only composers but
also painters.

In his compositions, the master most often depicts
girls playing the flute (pic. 4). Young musicians can be
perceived as an ‘inner feeling’ of a musical composition.
The girl is very young and fragile, but her posture and
look give a serious attitude to music making. She is fo-
cused on the playing, at this moment there is only a flute
melody for her. Sometimes Liu Shaokun portrays elder
musicians tenderly clasping a flute to their bodies. The
musical instrument seems to be the only meaning of their
life, because it is in music that they find admiration and
consolation (pic. ).

Picture 4. Liu Shaokun. Flutist. Canvas, oil. 2012.
75 x 135. Private collection
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Picture 5. Liu Shaokun. Qiang flute. Canvas, oil. 2017.
110 x 120. National Art Museum of China

Involvement of abstract forms, unusual contrast-
ing combinations of lines and spots into musical theme
figured compositions is a characteristic of Qi Haiping’s
creative style. The artist was born in 1957 in Changchun,
Jilin Province, China. In 1982 he graduated from the art
department at the Guangxi Academy of Arts, and later
continued his professional studies at the Central Acad-
emy of Fine Arts (Beijing) [S, P. 81].

In the figurative compositions of the master, the
‘black and white symphony’ of colour sounding asso-
ciatively resembles a musical timbre (pic. 5-6). The
musicians seem to be enveloped in an uncontrollable
whirlwind that wraps up their figures. Starting with the
white lumen of the blank canvas, silver lines and small
spots, the artist accelerates the rhythm, translating the
image into a thick black vortex, from which the figures
of playing musicians come out. Having found an original
compositional solution, the master managed to repro-
duce not the action itself, but the emotionality of the
musical composition and of its performing.

In the series of paintings, images of the orchestra,
groups of musicians, the environment is perceived as a
single monolithic mass. The artist successfully adheres
to the main ‘axis line’ of the composition, to the general
diagonal rhythm, which contributes to the integrity of
the work of art. Qi Haiping’s main goal is to convey the
inner impression of the concert, to try to translate the
acoustic musical feeling into the visual language of paint-
ing, to find the pictorial equivalent of the concert. He
deliberately deprives the characters of their individual-
ity, giving them almost identical facial features and phy-
sique, so that musicians are perceived by an audience as
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a whole. The spectacular colour scheme of the canvas
based on the contrast of white, black and red is typical for
the master’s work and follows the principles of Chinese
national ink painting.

Picture 6. Qi Haiping. Symphony of Black and White.
Canvas, oil. 2011. 145 x 112. Private collection

Picture 7. Qi Haiping. Black theme No.7. 1992.
Canvas, oil. 50 x 61. Private collection

Chen Yifei’s (1946-2005) works on musical theme
follow the imitation of photorealistic style, perceived
when Chinese artists were making acquaintance with
the American and European school of photorealism.
Chen Yifei is one of the central figures in the develop-
ment of Chinese oil painting. The artist was born in 1946
in Ningbo, it is in the coastal province of Zhejiang. When
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he was a child, his family moved to Shanghai, where he
graduated from the College of Artin 1965 [2, P.91].

Picture 8. ChenYifei. Girls. 120 x 170. 1990s.
Private collection

Adherence to the photorealistic style revealed new
possibilities of the figurative genre, such as transfer of
the smallest details of the appearance of the characters,
the texture of national clothing, the materiality of mu-
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sical instruments. In the large canvas of ‘Girls), a light
leisurely movement of the composition unfolds from
right to left, which ‘sounds’ like pensive music (pic.
8). In Chen Yifei’s paintings, the woman is treated as
a fragile creature, whose world of feelings is filled with
many psychological nuances. By carefully reproducing
the intermediate state of movement, suspended in time,
the artist gives an opportunity to feel the lyrical mood
of the girls. In turn, such a meaningful content of the
female image is characteristic for the traditional inter-
pretation of female nature, which is widely represented
in the centuries-old artistic heritage of China. The per-
fect image of maiden figures is complemented by the
master with the exquisite linear formations on women’s
long national dresses. The ornamental rhythm seems
to ‘pick up’ the magical rhythm of the musical sound.
Rich, shimmering precious overflows of violet and red
shades represented in women’s clothing are perceived
as notes and chords of the melody.

Thus, each of the introduced artists interpreted, in his
work, the theme of music in his own way. Paintings on
the musical themes of Chinese artists evoke philosophi-
cal thoughts in the viewer, give birth to memories, vague
or more or less clear pictures of a melody once heard. As
common feature of all analysed paintings we can name
the attempt not to embody the image of individual per-
formers, but to convey the feeling of music in the aesthetic
sense — as the ‘melody in the soul, the ‘music of the heart’
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TEMA MY3UKU B KUTAUCbKOMY ®IF'YPATUBHOMY
XUBOMUCY XX CTONITTH

AnoTanis

ITiav docaidscenns: moasTae y BUBYEHHI OCOOAMBOCTEN BTIACHHS TeMH MY3UKH B OAiMHOMY $irypaTuBHOMY
sxwuponucy Kuraro.

Memodu docaidscennsa: BUKOPHCTAHUI KOMIIAGKCHHI MAXiA i3 3aCTOCYBaHHSM SIK 3araAbHOHAYKOBHX, TaK
i cieljiaAbHMX METOAIB AOCAIAKEHHS. MeToAM aHaAi3y i CHHTe3y, IHAYKITII i AAYKIil, aHAAOTII AAAM 3MOI'Y OCMUCAUTH
KYABTYPHO-MHUCTEIIbKi KOHTEKCTH, Ha TAL AKX PO3BHBAAOCH KT ChKe OAikHEe MUCTEIITBO. MeTOAM MECTEITBO3HABYOTO
11 ikoHOTpadiYHOTrO aHAAI3y HalpaBAeH] Ha BU3HAYEHHS 0OPasHUX KOHCTAHT, IPUHOMIB pOPMOTBOPEHHS XYAOKHbOTO
06pasy B TBOPYOCTi KUTAFICHKUX XYAOXKHHUKIB.

Pesysomamu docaidsncenns: BUSHA4eHO 0OPa3HO-300paKaAbHi 3aCO0M My3HYHOI TEMATHUKU B $irypaTHBHOMY
oaiftHoMy MucTenTBi Kuraro. OkpecaeHo, 1o TeMa My3HKYBaHHS PO3KPUBAETHCS 3ABASKH BUKOPHCTAHHIO 0COOAMBHX
00pa30TBOPUNX IPUIOMIB, XaPAaKTEPHUX CXIAHOMY i 3axipAHOMY >xuBomucy. ITepir 3a Bce, MaAlOHKOM i papbamu — ix
CIiB3BY4HICTIO, FAPMOHIMHICTIO, aKIjeHTaMU. Po3roaiseHHS AiHiH i KOAbOPIB B KAPTHHAX KUTANChKUX MUTIIiB PUTMIYHO
Y3rOA’KEHI, [0 BUKAMKAE My3H4Hi acoIjiaril.

Hayxosa nosusna. Y cTarTi BriepIue NpoBeA€HHI KOMIAEKCHHI aHAAI3 KAPTHH, IJO IPEACTABASIOTh PO3BUTOK
TeMHU MY3HKH B PpiryparuBHoMy oAifiHoMmy mucTenTsi Kuraro. Bussaeni rBopui meroan mutnis Croit beiixyna, Ain
OQenrmana, Aro [laoxyna Li Xaitnina, Yens Ipes. ITokazano opHOYaCHe BUKOPHCTAHHS XYAOKHHKAMU €AEMEHTIB
aBaHTapAHOI AGKCHKH 1 TPaAMIIIMHOIO Hal[iOHAABHOTO KMBOIKCY TYIIIIIO, IO CTA€ BAXXAUBOIO IIPUKMETOX0 OAIMHOIO
xwusonucy Kurato. [TpocTeskeHi MPUHIMITM OHOBAGHHS MAQCTHYHOI MOBH MY3WYHMMH NpUHIMIaMu (purM, naysa,
akopp, TeM6p Ta in. ). [TokazaHo, mo 306pakeHHS My3UYHHX iHCTPYMEHTIB B KAPTUHAX BUPAKAIOT MeBHi $ir0coPpcbki
iaei i AOAQIOTD POOOTAM AIPHYHO-CHMBOAIYHOTO XapaKTepy.

IIpaxkmuune 3acmocysanns: PesyAbTaTn AOCAIAKEHHS MOXYTb OyTH BHKOPHCTAaHI IPH HAIMCAHHI
MHCTETBO3HABYMX AOCAIAYKEHD 3 iCTOpII i TeOpil CXiAHOI KyABTYPH.
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