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®OPTENIAHHI KOMIO3HIIT «ETIOI» JI. 3AJTOPA
TA «EKCITPOMT» I. MAPTOHA Y PO3PI3I
IMPOBJIEMU AHAJII3Y TA BAKOHABCBHKOJ
IHTEPHPETALIi TBOPYOI'O 3AJIYMY

By4ok JI. B. ®oprenianni komno3uuii «ETion» /. 3agopa ta «Excnpomr

I. MaproHna y po3pi3i mpod;iemu aHajii3y Ta BUKOHABCHKOI iHTepnpeTanii TBOp4o-
ro 3aaymy. Merta cTarTi — OCATHYTH cnenn@iKy aHATITHYHOTO OIMPAIIOBAHHS Ta BUKO-
HaBcbkoi iHTepnpeTanii «Etiomy» /1. 3amopa ta «Excipomty» 1. MapToHa sk Takux TBO-
piB, 110 3 OIMIAAY Ha XapaKTepHY AJIS 3aKapIaTChKOTO PETiIOHY MPiOPUTETHICTH XOPOBHUX
KOMIIO3UIII Y TBOPYOCTi mepml. moji. XX CT. 3aCBiAYYIOTh CO000 CPOpPMOBAHICTH Ha
MOYaTKy Ap. mojd. XX CT. OpUTiHAJBHUX CTHJIBOBHUX IHII[IaTUB B JIOHI caMe iHCTpyMeH-
TaJbHOI, 30KpeMa, POpTemiaHHOT My3HUKH: 3 OHOTO OOKY — 1€ ONIaHyBaHHS BHIIUM PiB-
HEeM MPOQECIHHOTO BUIIKOIY Ta MPAKTHKH BOJOAIHHS KIaCHYHUM IOCBiZIOM; 3 1HIIO-
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r0 — TEPUTOPiaIbHO MO3HAYECHUH BEKTOP CTUIILOBOTO MOJETIOBAHHS B KOHTEKCTI iIHTOHA-
LiifHOTO (hOH]Y Ta CEMAaHTHYHOTO IOJIS €BPOIIEHCHKOT aKkaieMidHOT (popTeniaHHoT My3H-
ku ycporo XX cr. Onnak, Opak ZOCBigy Mi3HAHHS HOCTTPAAUIIHHOTO MY3UYHOTO IIPO-
(ecioHaizMy 3yMOBIIO€ IIOCTAHOBKY 3aBJaHHS IIO/I0 apo0allii HOBITHIX aHATITHIHUAX
QJITOPUTMIB JIOCIIIUKCHHS My3HYHOTO TEKCTY (y TOMY YHCIi — 3 OISl Ha Cy4acHi, Me-
TOJIOJIOTIYHO 3yMOBJICHI TCHCHIIT MOHATIIHOT KOPEKIIii CMHUCIIOBOTO BMICTy KaTeropii
«CTHIIBY), sIKi 6 Mayy 3a0e3redyBaTy aJleKBaTHy I0JI0 i71ef Ta 3ayMy My3UYHOTO TBOPY
Ppeuerifo HOro CeMaHTUYHOI CTPYKTYPH.

KorouoBi ciioBa: ctuiboBe MozentoBaHHs, (opTemiaHHA TBOPYICTh KOMIIO3UTO-
piB 3akapnarts.

Byuok JI. B. ®oprennannbie komnoduuuu «I1ion» /. 3agopa u «AxcnpoMm»
HU. MaproHa B pa3pe3e npodjieMbl aHAJIN3a U UCIOJHUTEIbCKON HHTEpNpeTauun
TBOPYECKOro 3aMbIcia. Llenb cTaTbu — MOCTUTHYTH CHENU(UKY aHAUTUTHIECKOH 00-
pabOTKH M HCIIOMHUTENBCKOW MHTeprperamuu «Jtioma» M. 3amopa m «OKcIpomTa
M. MaproHa Kak TakoBBbIX, KOTOpPbIE BBy XapaKTE€pPHOH AJs 3aKapIaTCKOro peruoHa
MIPUOPUTETHOCTH XOPOBBIX KOMIIO3ULMM B TBOpYecTBe IepBoi moi. XX Beka CBUAE-
TEIBCTBYIOT O GOPMUPOBAHNY B Hadasie BTOPOH mmoit. XX Beka OpUTHHAIBHBIX CTHIIEBBIX
HMHHIMATUB B JJOHE IMEHHO HHCTPYMEHTAIBHON, B YACTHOCTH (pOPTENHAHHON, MY3bIKH:
C OJJHOH CTOPOHBI — 3TO OCBOEHHE BBICIIETO MPO(ECCHOHATBHOTO MAacTEPCTBA U MpaK-
TUKU OBJIQJICHUS KJIACCUUECKUM OIIBITOM; U TEPPUTOPUATIBHO XapaKTEPHBIH BEKTOP CTH-
JIEBOTO MOJIETIMPOBAHMS B KOHTEKCTE HHTOHAIMOHHOTO (DOHJA U CEMaHTHUYECKOTO OIS
EBPOIICHCKON aKaJIeMUIecKoil popTenraHHOi My3bIKU Bcero XX Beka — ¢ apyroi. On-
HaKO, HEI0OCTAaTOYHOCTh OIbITA MO3HAHUS MOCTTPAAUIIMOHHOTO MY3bIKaJIBHOTO Hpodec-
CHOHAJIM3Ma OIpe/ielsieT IOCTaHOBKY 3a/IaHUsl KacaTelIbHO anpo0aliuy HOBEHIINX aHa-
JUTHYECKHUX AITOPUTMOB HCCIIEIOBAHMS My3bIKQJIBHOTO TEKCTa (B TOM YHUCIIE — C TIO3H-
UM TTOHATHUITHON KOPPEKIH CMBICTIOBOTO COAEPKAHMS KaTeTOPHU «CTHIIBY), KOTOPhIE
Moy Ol 00ecIIeunBaTh aIeKBaTHYIO MO OTHOLIEHHIO K HJIEE U 3aMBICITY My3BIKaJIbHO-
IO NPOU3BEIICHUS PELETILIUIO €r0 CEMAHTHYECKON CTPYKTYPBHI.

KurodeBble cjioBa: CTHICBOEC MOZACIHPOBaHKE, (OpTETMaHHOE TBOPYECTBO KOM-
MMO3UTOPOB 3aKapHarhsl.

Buchok L. V. Pianoforte compositions “Etude” by D. Zador and “Impromptu”
by 1. Marton in the context of the problem of analysis and interpretation of the
creative idea.

Background. In the time of Ukraine’s state independence, the interest of scholars
in reproduction of a coherent historically formed image of regional cultures arose. The
thing is, that almost throughout the twentieth century the priority issue was that the term
«international» was considered as «assimilated». However, in the second half of the 20"
century significant processes took place in Transcarpathia, which manifested the forma-
tion of a professional Transcarpathian composer’s school — a movement led by Dezyderiy
Zador and picked up by other composers, in particular Ishtvan Marton. In particular, the

114



Dopmenianni komnozuyii «Emiooy . 3adopa ma «Excnpomm» 1. Mapmona...

interest of Transcarpathian composers in piano compositions is of considerable interest as
one of the segments of the European professional tradition: on the one hand, it is a testi-
mony to the higher level of professional training and the practice of possession of classical
experience; on the other hand, a geographically designated vector of stylistic modelling
in the context of the intonational fund and the semantic field of the European academic
piano music in its inextricable connection with historically contemporary European-style
stylistic phenomena. In its turn, the style shaping initiatives of the Transcarpathian com-
posers of the second half of the 20" century caused significant changes in their theoretical
understanding — in accordance with the change of the mental paradigm of artistic creativity
from the classical to the post-classical, when the method of tracing “style features™ (the
initial model of the formation of the method of style analysis) can no longer clarify the es-
sence of the author’s concepts and requires orientation to methodologically predetermined
transformations in the basis of the theory of style (for example, the human-dimensional
nature of style). The problem, therefore, is that, on the example of selectively taken piano
compositions of Transcarpathian composers of the period of the second half of the 20
century to present methodologically updated position of their stylistic analysis and execu-
table interpretation — in view of the achievements of musicological thought at the border of
the 20" — 21* centuries concerning the interpretation of stylistic phenomena of the modern
age as a certain innovation project and its development in the conditions of post-traditional
professionalism. Thus, today the task is to expand the perceptions of the piano creativity of
the composers of Transcarpathia in the context of the whole 20" century, which includes
the phases of modernism, modernism and avant-garde, united by the idea of the ultimate
autonomy of the style.

The scientific novelty of the conducted research is the broadening of the ideas of
the pianoforte art of the Transcarpathian composers in the context of the intonation fund
and the semantic field of the European academic piano music of the whole 20th century,
which contains the phases of modern, modernism and avant-garde, united by the inten-
tion of extreme style autonomy.

Objectives. The purpose of the work is to comprehend the specifics of the ana-
Iytical elaboration and performer’s interpretation of the «Etude» by D. Zador and «Im-
promptu» by I. Marton as such that, given the characteristic of the Transcarpathian re-
gion, the priority of choral compositions in the first half of the 20" century testifies to the
formation of the original style initiatives, namely instrumental, in particular piano music
in the middle of the twentieth century.

Methods. The comparative, phenomenological and functional methods of research
are used, which in aggregate gave an opportunity to relate to the realities of the develop-
ment of the national (Ukrainian) musicology, to reveal the world-view specifics and the
vectors of individual stylistic modeling in the pianoforte art of Transcarpathian compo-
sers of the middle of the twentieth century, to provide knowledge of the semantic struc-
ture of the studied musical works.

Results. It has been found out that on the background of changes in the mental
paradigm of musical creativity from classical to post-classical, the analysis and interpre-
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tation of real musical text requires its semantic decoding in the intention of an accurate
explanation of the idea and the intention of a particular musical work. However, as it has
been established, there is an urgent need to focus on the immanent property of the se-
mantic structure of innovative musical «projects», which exactly in the second half of the
20" century mostly show heterogeneity of style modelling — in the version of the active
associative of correspondence range in the space of historical styles. This will provide
an opportunity to eliminate the disadvantages of the formal-logical analysis method,
which usually provokes the establishment and description of purely stylistic values of
the real musical text without attempts at their figurative and semantic interpretation, and
even provides an approximate summary of the analysis data at the level of the creative
idea and the composer’s plan. It is proved that «Etude» c-moll of Dezyderiy Zador is a
brightly modern (secessionist) stylistic model based on the characteristic of post-roman-
ticism author’s stylization of historically known stylistic systems, and at the same time
it has a distinctly individual, characteristic image concept, whose dynamic structure is
determined by dramatic (semantic) perspective of the inclusion of various sorts of allu-
sions and reminiscences concerning the manner of piano music; in turn, «Impromptu» by
I. Marton is an example of mastering modernist trends with their expressionist (patholo-
gized) expression of their perception of themselves in a spiritually declined world, when
the declamative articulation of sound forms and their crystalline fragility, which are in-
tended to recreate the ratio of the vulnerability of the alienated subject and inexorably
terrible destructive power from the outside. Instead, it has been observed that not always
the performers of the mentioned works read their idea and decode the image system. In
general, this indicates an inability to adequately respond to styling in the version of the
neo-stylistic formation (neo-romanticism, neoclassicism, etc.) — when the attachment
of auditory experience to a historically known style (like manners — romantic, classi-
cal, etc.) tends to subconsciously ignore the transition to a hierarchical level of renewal
(neo — renewed) by introducing innovations (sonorism, abstractly tuned block model of
themes etc.) and the search for a stylistic centre of gravity using the allusion way of style
development (allusion as the kind of indirect quoting) that ensures the existence of the
concept of the so-called mixed style.

Conclusions. The comprehension of the stylistic character of the creative ideas
and intentions of piano art of Transcarpathian composers of the second half of the 20th
century based on methods of semantic decoding of the real notations is heuristically pro-
ductive for their hermeneutic reception — in order to maximize the probable approxima-
tion to the essence and concept of a musical composition and its adequate (meaningful)
reproduction by the performers.

Key words: style modelling, pianoworks art of Transcarpathian composers.

INocTaHoBKka nMpo0JieMH y 3arajJbHOMY BUIJISAL Ta 1i 3B’ A30K i3 Bax-
JIMBUMH HAYKOBHMMH Ta MPAaKTHYHHUMH 3aBAaHHAMH. Bubip marepiary
Ta 00paHOTO HANpPSIMY JOCTIKEHHS 3yMOBJICHUH TIEPEayCiM periOHaIBHH-
MH OCOOJIMBOCTSIMH PO3BUTKY cepu IHCTPyMEHTaIbHOI MY3UKH y TBOp-
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9OCTI KOMITO3UTOPIB 3aKaprarTs, 3-IIOMiX SKuX oOpaHo Ti noctari ([e3u-
nepiit 3agop ta lmrBan MapToH), MO HaNeXaTh A0, TAK OM MOBHTH, iCTO-
PUYHO Pi3HHX €TaIliB CTAHOBJICHHS Ta PO3BUTKY JKaHPIB came GopTemiaHHol
MY3HKH. AJDKE ICTOPHYHO CKIIANOCS TaK, 110, SIK 1 B IHIINX perioHax Ykpa-
T Mexi XIX — XX ¢T., cTaHOBIICHHS 3aKapaTchbkoi mpodeciiHol KoMIo-
3UTOPCHKOI IIKOIU OYJI0 MepeIyciM 30CepemKeHO a0 y BOKaJIbHO-XOPOBIH,
a00 y KaMepHO-BOKaJIbHIN chepax My3UKyBaHHS i [ BU3HAJaIo chepy iH-
TepeciB KOMIIO3UTOPiB 3akapmarts mep. noi. XX c1. Tomy npodeciiine ona-
HyBaHHA C(Epor0 caMe IHCTPYMEHTAIEHOTO MY3UKYBaHHS (SIK, HAIPHUKIIA,
e Oyimo 3po6neno y ['anmauni B. bapBiHCHKIM), € TOKa3HUKOM BHIIIOTO PiB-
Hs PO ECIHOTO BUIIKOTY Ta MPAKTUKU BOJOJIHHS KITACHYHIM aKaJeMid-
HHUM JIOCBIZIOM. A OT)Ke, IHTepec 3aKapIaTChbKUX KOMITIO3UTOPIB 10 (opTeri-
aHHUX KOMIIO3MIIIH, TIPO MO CBITYHUTH TXHS TBOPUICTh MOYUHAIOUH Bifl IpY-
roi monoBuHU XX CT., MPEICTABISIE COO0I0 HeaOHsKe 3aIliKaBICHHS: ajke,
3 OJHOTO OOKY — II¢ CBiTUeHHS MPO(ECiitHOI 3pLIOCTI KOMIIO3UTOPCHKOT
MaiCTepHOCTI; 3 IHIIOTO — HAA3BHYANHO IIKABUH ISl NOCHIHKEHHS TBOP-
YU MaTepial, OCKUTBKH Y HBOMY € MOXKIIUBICTD CITOIVISIIATH HEPO3PHBHUI
3B’S130K 13 ICTOPUYHO TOTOYACHUMH 3arajbHOEBPONCHCHKUMHE CTHIIEOBHMHU
sBuriaMu. CBO€IO YEpProro, CTIIETBOPYI IHIIIATHBH 3aKapHaTChKUX KOM-
MO3HUTOPIB Jp. mMoJ. XX CT. 3yMOBIIOIOTH CYTTEBI 3pYIICHHS IOJ0 IXHBO-
TO TEOPETHYHOTO OCMHUCIICHHS — 3TiTHO 13 3MIHOI0 MEHTAIBHOI MMapaaurMu
MY3HYHOI TBOPYOCTI 3 KIIACHYHOT Ha MOCTKIACHYHY, KOJIU METOJ BUCTEXKY-
BaHHS «PHC CTHITIO» (ITOYaTKOBA MOJIENb CTAHOBJICHHS METOY aHAIi3y CTHU-
JIF0) BXKE HE CIPOMOXKHUIA MPOSICHUTH CYTh aBTOPCHKHUX KOHIIETIIN 1 BUMa-
rae ImepepoIKeHHs 3aCaIHUINX OCHOB Teopii ctuo. [Ipobiema, oTxke, mo-
JISITa€e y TOMY, a0 Ha IPUKJIali BUOIPKOBO B3SATHX (OPTEIiaHHUX KOMITO3H-
IiH 3aKapImaTChKUX KOMITO3UTOPIB Mepioay Apyroi moji. XX CT. mpecTaBu-
TH METOAOJIOTIYHO OHOBIICHY IO3UIII0 IXHHOTO CTIIILOBOTO aHAJI3y Ta BH-
KOHABCHKOI IHTEpIIpeTalii — 3 oIy Ha 3M00yTi JOCATHEHHS MYy3HKO3HAB-
qoi myMku Mexi XX—XXI cT. mojo iHTepnpeTanii CTHILOBUX ABHUII 00U
MOZEPHI3MY SK ITEBHOTO iHHOBAI[IHHOTO IPOEKTY Ta HOTO PO3BUTKY B YMO-
BaX MMOCTTPAAHLIIITHOTO MpodecionanizmMy. 30KkpemMa, y IOHAKNOLIBII 3araib-
HOMY BHUIJISII TOPYIITYBaHA TEMOIO CTATTi MPOOIEMa CTOCYETHCS MEPEnyCciM
MPaKTHIHOTO YIIPOBAKCHHS METO/IB TepMEHEBTUYHOI PELeIIii Ta CeMaH-
THYHOTO aHATi3y «IHTOHAIIHHOI Mojeni» (Bu3HaueHHs B. I. MockaneHka
[9: 49-50]) TemaTu3My My3U4HOTO TBOPY, SIKUH Ma€ CHPUATH TOCTEMEHHO-
My JEKOIYBaHHIO XyIOXKHBOI iiel Ta 3ayMy KOMIIO3UTOpPA i BHIVIAIOM
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MeBHOT KOHIENii. A/pKe 100a MOIEpHI3MY 00Opala CBOIM JyXOBHUM CBida-
JI0 IHTEJEKTyali3alilo TBOPYOro MPOIeCy i THM caMuM IepeBeia KOOpAr-
HATH IHTEPIpeTalii CTIIHOBOI ITAPaJUrMH HE IPOCTO i3 MIA0JIOHY YH CTe-
peotuiy (i3 IUM 3aBIaHHIM TeHiaIbHO yropaBscs PomanTH3M), a B3araii 3a
Oyab-AKi yCTaJeHI TPAJUIIIEID YSIBICHHS PO, HAPHUKIIAJ, KOMIIO3UIIHHY
9u JkaHpOBY (GopMy. ToMy BIacHE CTHIIbL HOHKIACHYHOTO (iHHOBAIIHOTO,
MOJICPHICTCHKOT0) MY3HYHOTO MHUCTEITBA My3HKO3HABII Mexki XX—XXI cT.
PO3IISIAIOTE BUHATKOBO Ha KOHYENMyanibHOMY PIGHI — 3 YpaxyBaHHIM HO-
BaIliif IIOZ0 TBOPECHHS 3BYKOBOI (DOPMH MY3WYHOIO Marepiaiy, aKTHBHO-
TO acOIIaTUBHOTO PsAY KOPECIIOHIYBAHHS Y IMPOCTOPI ICTOPHYHHUX CTHIIIB
TOIIO. A OT)KE, 3 TOYKH 30py CyYacCHUX MY3WKO3HABUHX JOCIIIKCHb BUHHU-
Ka€e HeOOX1THICTh y TOKOPIHHIHM 3MiHI aHAIITHYHOTO anapary — IepeayciMm y
BiJIMOBI BiJl (hopMasTbHO-JIOTTYHOI CIIeliai3anii 3HaHb 00 My3HYHOT MaTe-
pii, sIka MPOBOKYE 10 KOHCTATAIlii Ta ONKCY CYTO CTHJIICTHYHUX 3HAYEHb pe-
QIFHOTO HOTHOT'O TEKCTY 0e3 cIpob iX 00pa3HO-CMHUCIIOBOI iHTEpIpeTallii Ta
Oonail TPHONMHM3HOTO 3BEACHHS JJaHUX aHaji3y Ha piBHI TBOPUOI i/1el Ta 3aIy-
My Komrio3uTtopa. He kparmim € cra pedeii 1 B II1aHi BAKOHABCHKOT IHTEpIIpe-
Tamii KOMIO3UIIIH, IO HANEKATh 10 POLY «IHTEPHPETYIOUOTr0», FeTepPOreH-
Horo ctumo (BusHaueHHA B. Menymescokoro [8: 9]). Hanpuxiaza, Bensmu
9acTO BUKOHABIII HE € 3IaTHUMHU J0 aJICKBATHOTO pearyBaHHsS Ha CTHIII3amil
y BapiaHTI HEOCTHUIILOBOI (popMallil (HEOPOMAaHTH3M, HEOKIACHIIA3M TOIIO) —
KOJIM Yepe3 MPUB’I3aHICTh CIIYXOBOTO JOCBIMY IO iCTOPHYHO BiTOMOTO CTH-
0 (SIK MaHEPH — POMAHTHYHOI, KIIACHIIMCTCHKOI TOIIIO) MiZCBIIOMO ITHOPY-
€ThCS BUXIJ Ha I€EpapXiuHUi piBEHb OHOBJICHHS (HEO — OHOBJICHHIT) 3aCO00M
HOBOBBEJICHHS (COHOPH3M, a0CTPAaKTHO HaJAIITOBaHA OJIOKOBA MOJIEIb TeMa-
TH3MY TOIIIO) Ta MOIIYKY TOJIOCY CTHIBOBOTO MPUTSTAHHS 32 YMOB aJFO3iM-
HOTO CHOCO0Y PO3BHUTKY CTIUIIO (QJTFO3isl — BUA HEMPSMOTo IUTYBAaHHSI, Ha-
TSK), SIKAH 3aCBiMdye iCHYBaHHS KOHIICMIIii TaK 3BAHOTO 3MIIIAHOTO CTHITIO
(Buznauenns [. [purop’esoi [3]).

AHaJIi3 0OCTaHHIX JKepe AociaKeHb i myomikamiii. Y ducii ocTaH-
HIX JIOCJIJIKEHB 1 MyONiKamii o0 MOPyIIyBaHOi MPOOJIeMH BapTO Ha3Ba-
TH npuHaiiMHi 1Bi crarTi: FOpis COKOIOBCHKOTO, SIKUI TPYHTOBHO PO3IILS-
Jae 0coOMUBOCTI (POPMYBaHHS COPUIHATTS Ta aHANi3y My3UYHOTO TBODY,
Ta psg myomikaniit FOpis Uekana, skuil minecrpsMOBaHO CTaBUTh IMUTaH-
HS I[OI0 OCSTHEHHS IHTOHAIIIHHOTO 00pa3y CBITY Ta CYTHOCTI i CTPYKTypHU
iHTOHAIHOT mpakTuku [11; 12; 13]. Tlo3uIii 060X TOCIITHUKIB CXOIATh-
Cs B OJJHOMY: CIIiJI YMITH CITOCTEpIraTH 3a iHTOHALIHHUM pelbepoM TeMa-
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TUYHOTO MaTepiary TBOPY Ta pOOUTH HaJIeKHi (3acO00M palioHaIbHOT aHa-
JTHYHOI 0OpOOKM) BUCHOBKH IIOJO MPOBITHOI i/1ei Ta 3aayMy MY3WYHO-
ro TBopy. OmHak, 0. COKOIOBCHKHIA, HANIPHUKIIA, JEIIO MEPEOLIHIOE TaK
3BaHy IOIHTENEKTyallbHy 0€3II0CEpEeTHIO PEaKIlii0 Ta OLIHKY, IO € Omep-
TOIO Ha EMOIIIMHUH BIATYK Ha CIIPHHHSATE 1 a0COIIOTHO HE BPAXOBYE TEOPIIO
«IHTOHANIKHOT MOZIeTi», KOTPY HA IPYHTI IHTOHAIIHHOI KOHIIETIIIi My3UKH
b. Acad’eBa BuBeneno B. MockanenkoM [9]. Tomy, OLIBII TEPEKOHIMBUMHU
BUIAIOThCA cympkeHHst FO. UekaHa, siki HaHOLIBIIIO0 MipOIO € HAOIMKSHUMH
JI0 Teopii cTHIMO sIK ceMioTuuHOTo 00’ €ekTa (B. MeaymeBchkuii [8]) 1 mpo-
TIOHYE€ PsiI MiKaBUX I KOPUCHUX HACTAHOB IIOA0 KOOPIMHAT PO3ITi3ZHABAHHS
TaKOTO MPEAMETa, K «IHTOHAIIHUN 00pa3 cBiTy» [12].

@DopMyJII0BaHHA MeTH CTATTi (mocTaHoBKa 3aBaaHHsi). CrarTs
MPUCBIYYETHCS MOMIYKY HAJEKHOI TEOPETHYHOI OCHOBH IS JTOCIIIKEH-
Hs (OPTEMiaHHOI TBOPYOCTI 3aKapHaTCHKUX KOMIIO3UTOPIB IMEPIIO] MO
XX CT. 3 METOI0 BCTAHOBIICHHS LIJTHOBUX 3aBJAHD Ta IEPCIICKTHB PO3BUTKY
¢dopreniaHHOi My3UKH 3aKaprarTs sSK OZHOTO i3 CErMEHTIB €BPOIEHCHKOL
npodeciiHol TpaauIii.

Buxkiaaa 0CHOBHOT0 Martepiaay A0CHiT:KeHHsI. 32 YacOM HalMCaHHS
(1952 pix) «ETiom» mo minop Jde3maepis 3amopa (1912-1985) namexxuTsb
JI0 paHHBOTO Tepioay Horo TBopuocTi. I{e — sckpaBo MonepHa (cereciiiHa)
CTHJIIbOBA MOJIEINb, O IPYHTYETHCS HA XapaKTEPHIN I MOCTPOMAHTH3MY
ABTOPCHKIH CTHIITI3AIT ICTOPUYHO BiJOMHUX CTHILOBUX CHUCTEM 1 IIPU IIbOMY
Ma€ BHPA3HO 1HAWBIqyaIbHHNA 00pa3-koHIent. [TomiOHi arprOyTH TBOpUO-
TO METOAY AEMOHCTPY€E (POpTemiaHHa TBOPYICTh TaTHIEKUX KOMIIO3UTOPIB,
K1 me Ha moJatky XX CT. GopMyBaUCs K aIenTH MOJACPHY — MeperyciM
B. Bapsincekuit Ta H. HrkaHKIBCBKHH, 110 MepeiiManics eTHOHAIIOHAIb-
HOIO iIeHTH(DIKAIIEI0 aKaIeMIYHUX TPUHIUIIB MUChMa i THM CaMHM YCJIij
3a HacTaHoBamMu M. B. Jlucenka “o3upaiiucs JOBKOIA i NIyKajau cBoe” (BU-
ciiB M. ['pindenka). Came TOMy akTyaJbHUMH Ha TOJ1 Oyl MeTom poOOTH
«1o mogeni» — «mia» Jlicra, [llonena, bpamca, Baruepa tomro, — Ta «ceMaH-
TUYHA rpa amo3ismm» (BuzHaueHHs O. Kozaperka [6]).

Opnnak, xounentist Etrony no-minop /1. 3amopa mae mie # 1emnio iHmmid,
Tak O MOBHUTH, JyX — ACUMIJISIIIO 3 KIJIBKOMa MEHTAJILHO BiIMIHHUMH 00-
pPa3sHEMHU CHCTEMaMH: IONECHIBCBKUMH JPAMATHYHUMHE TOPUBAHHIMU, Ta-
TETHKOIO CKPSIOIHCEKHX ITOEM, BOJIEOBOIO HAIIPYTOI0 OSTTOBEHCHKOTO TeMa-
TU3MY H HaBiTh 3ByKOBOIO YpOaHICTHKOIO (1K y My3ui . CTpaBiHCBKOTO Y1
I1. Tinmemita). Ase yce 1ie — JIIIe CTHIIICTHYHI aTpuOyTH TBOPY.

119



Jlianna Byuok

HaromicTp, BTacHe CTHIIEOBI 0COOMMBOCTI ETIONY «BUMAaIbOBYIOTHCS
y CyTO KOHIICTITYaJbHIH TUIONIWHI: MepeiyeHi acorariii, mo ix iaeHTudi-
Ky€ CIIyX y BEMipax CTHIBOBOI XapaKTePHOCTI iCTOPUYHO BiJOMHUX 3pa3KiB
TEMaTU3MYy, € aMIuTi(hikoBaHUM (3 e(heKToM TepeOiIbIIIeHHS) 3aC000M «I10-
BiJOMJICHHSD) TIPO MEBHE IIOCHY. | 1€ «IIOCHY yMo2isadHO CKIAAAa€ThCs
y Oyxo8Hy yinicnicmo Joounu, sKa 3a CBOIM BHYTPIIIHIM CKJIaJIOM € am6i-
6AIeHMHOIO: 3 OJJHOTO OOKY — KpeaTHBHICTh (madoCcHa BIpTYO3HICTB), Apa-
MaTu4He i HaBiTh TepOiuHEe TOPUBAHHS Ta IIOTYXKHA BOJISL; 3 iHIIIOTO — CIIaI-
Hi eMOIIi1 yoKopeHoro Jipu3My. [Ipraomy, ocTaHHI — e KITFOYOBI MOMEH-
TH KOMITO3UIIAHOI (popMu, IpamMaTypridHa HMEepCIeKTHBa sKoi 3a0e3mnedy-
€TBCSl PI3KHMH TIepenagaMi-3CyBaMH Ta 3MIIIEHHSAMH Y 3HAYCHHSIX oOpa-
3y (BpaxOBYIOUH HaBiTh (piHAJIBHY «KPAaNKy» TBOPY). Yce IIe BEIbMH CXO-
JKe Ha TBopdi KoHIenmii B. BapBiHckkoro (Hanpukian, y oro dopremiaH-
HOMY KOHIIepTi) Ta aeski TBopu B. Kocenka (manpuknan, Etion cis-moll),
SIKI MEHTAJIBHO TOB’s13aHi 3 0COOJIMBOIO (POPMOIO 1IIEHTHYHOCTI — XPUCTH-
sHebkoto (M. Spko [14: 229]).

VYenin 3a THM HEOOXIJJHO penpe3eHTYBATH M 1HII aHATITHYHO CKJIajie-
Hi cymkenHs mono Etromy mo-minop /. 3amopa, mo ix ¢hopMyiioe, Harpu-
knan, Bikropis MyxiHa: JOCIIIHUI BBAKAE M0 (OPTEMiaHHy KOMITO3HIIiO
«ICKPaBUM TIPHKIIAJJOM POMAHTUYHOTO ETIOMY-KapTHHH, HaBITHOTO oOpasa-
Mu ¢onpkitopy 3akaprarts [10: 202]. [Ipore, acoriaTuBHa Iprpona Tako-
IO CYIDKSHHS OO XKAHPY ETIONY-KapTHHU Y HOTO CYyTO POMAaHTHUYHHX KO-
persix (Horo 3acHOBHMKOM BBaxaroTh C. B. PaxmaniHoBa) € 0gHOOIYHOIO i
CYIepeuuTh (paKkTy IPHCYTHOCTI Y TEMATH3Mi TBOPY IHIIHX CTHIHOBHX aIO-
3iH, IO TOTO K ICTOPHYHO BifmaneHux (mpo me moBa finuia sume). 1o s 10
acomiarii y miani «o0pasiB QOIbKIOPY 3aKapIaTTs», TO iX TOCTiTHUII KOH-
CTaTye y 3B 3Ky 3 «KapTHHAMH KapIIaTChKOi MPUPOII» — KKOIOPUTHUMH Ta
SICKPaBUMIY, 1110 «HATAIYIOTh HAM MTOETHYHI 3aMaJIbOBKH PI3HOTO TUIAHY: TYT
€ 1 00pa3 “TUXOro CIMOKIHHOTO MOTiYKa” (TepIia TeMa), i JOCUTh BOJIbOBHIA
00pa3 monuau — xutensa Kapnar» [Tam camo]. KpiM Toro, TocmiaHuIs 1ie-
CIIPSIMOBAHO MPOBOIHUTE TYMKY IIOAO IIPUCYTHOCTI «BUIHHOI MaHEPH HAPOJI-
HOTO MY3UKYBaHHS 3aBJISKH ... IMIIPOBI3ALIIHOCTI» 1 IPU IIEOMY aIelioe 10
TEXHIKH onepyBaHHs «nocoiBkamm» [10: 203]. OnHak, BnacHe «(oabKiop-
HUH 00pa3» — Iie He JIMIIEe HOTO KOJIOPUCTHKA, IO ii 3a3BUYall OMKICYIOTh Ha
PiBHI €JIeMEHTIB My3WYHOTO MOBJICHHS (J1ajl, pUTMiKa, (hakTypa TOIIO), a Ie-
penyciM Horo MeHTaIbHO-apXETHUITHA ITiI0CHOBA, IO TTOTPeOy€e PO3KPHUTTS il
cyTHOCTI depe3 nesHi cmpykmypu (H. Toproxina [2]). Tomy cydacHa my3u-
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KO3HABYA TyMKa JOBOII OOEPEKHO CTABUTHCS IO MO3aMy3HYHUX acolliamiit
3pa3Kka «HEMOBTOPHHUI 00pa3 mpo3oporo motiyka» ([10: 203]), 60 nepeaycim
YiTKO OKPECIIOE KYIBTYPOJIOTIYHHI KOHTEKCT ICHYBaHHS TBOPYOI i/1el Ta 3a-
IyMy KOMITO3HUTOpA SIK MEBHOTO THITY TeKCTy. A oTxKe, JIHUIIe Opamamypeiu-
Ha (cmucnosa) nepcnexkmusa « Emiooyy» /1. 3adopa b6e3nocepednvo exazye Ha
MEHMANLHO XAPAKMepHUuli 00pa3-KoHyenm y tlo20 OUHAMIYHIU CIMPYKMYpL.
CBoero ueproro, 3’sicopana mpobiiemMa aHaiizy KOHKPETHOTO TBOpY Oesrmoce-
PEIHBO MPUKIIAIAETHCS 0 MPOOIEMHU alrOPUTMIB HOTO TepMEHEBTHYHOI pe-
LETIIIT; MPUIOMY, HE JIUIIE My3HKO3HABYIOTO (JIOCTiTHUIBEKOTO), aie i BHKO-
HABCBHKOTO — KOJIM HIETHCS PO YMOBH aJICKBATHOTO «IIPUIUTYBAHHSD (IEKO-
JTYBaHHS 3HAKIB) PeabHOTO HOTHOTO TEKCTY. Y IbOMY IDIaHi IiKaBi HACTaHO-
BHU MICTATBCS, HAIIPUKIIA, 3 OOKY TICHXOJIOTIl My3WYHOI isSUTbHOCTI: BUKOHA-
BeIlb 3000B’s13aHUI OPiIEHTYBATHCS HA MOJANIBHI CTPYKTYPHU TBOPY SK TekcTy,
1 TOMY TIepeIyciM KepyBaTHCS CEMaHTHIHUMH (CMUCIIOBHMU) KPUTEPISIMU JTi-
arHOCTYBaHHS JICKCHYIHOTO CKIIATy IHTOHANIHHOI Mozeni. Tak, Maroun 3Mory
MOPiBHATH [B1 Bepcii BukoHaHH: «ETromy» mo minop [. 3amopa, Big3HauNMO
Taki MOMCHTH: B OTHOMY BapiaHTi (Anacmacis [Lluxkupunceka — CTyIEHTKA
[11-ro kypcy BiHHHUIBKOTO yUnIHIIa KyasTypH 1 MuctenTs iM. M. [1. JleonTo-
BUYa) BUKOHABUIIA BEJIbMH NEPEKOHIMBO MIEPEIAE yCi CMHUCIIOBI BUTHHH KOM-
MO3UIIIHHOTO IUTaHy TBOPY, MAKCUMAIFHO BUPA3HO IHTOHYE KOHTPACTHI MO-
JATBHOCTI TEMATH3MYy (IpaMaTHdHi IIOPHBAHHSA 3 MadOCOM TEPOiKU Ta €MO-
WIHUHA cra] KPUIITAIeBO KPUXKOTO Jipm3my) [5]; v apyromy (Onexcanopa
Xoma) — BUKOHAHHSI, BIIACHE, HE MICTUTh CMHUCJIOBHX TOHKOIIIB PO3YMIHHS
KOHIIETIIiT TBOPY (aMOIBaJICHTHOCTI 00pa3y) 1 HATOMICTh JEMOHCTPYE JIHUIIE
€IMHY TpaHb 00pa3y — ApaMaTH3M, TBEPAICTh 1 HE3TaMHICTh OyXy, — IO 3a-
TaJIbHO 3yMOBHIJIO BiITBOPEHHS HOTHOTO TEKCTY BHKJIFOYHO HA PIBHI JUHAMIY-
HUX Ta TEMIIOBUX KOHTPAcCTiB [4].

[HIHi 3pa30K CTHIHOBOTO CIIPSIMYBaHHS PO3BHTKY (opTemiaHHOT My-
3uKY Ha 3akaprarti (Hamucanuit y 1964 p.) — «Excnpomt» ImrrBana (Cre-
nana) Maprona (uap. y 1923 pomi). Ha Bigminy Bin «Etromy» [desune-
pis 3amopa, A€ BUpINIaIbHOIW Oyiia iHIUBiAyaJbHA CTHIII3Allis TpaJuIlii-
HUX JJIs1 €BPONEHCHKOT My3UYHOI Tpaauiii «MaHep» (HOpPTErniaHHOTO My3H-
KyBaHHSI, [IeH TBip HaJa€ MiICTaBy BECTH MOBY B)KE IIPO MOIEPHICTHYHI Bi-
SIHHS 3 1X €KCIIPECiOHICTUYHIM (TIaTONIOTI30BaHNM) HE «OadeHHIM», a «BH-
pasom» cripuiiMaHHs ce0e y JYXOBHO 3HHUIIIOMY CBITi.

3ragaiiMo, 30KpeMa, 10 caMe eKCIIPECiOHI3M TOKOPIHHO 3MiHHB 3BYKOBY
bopMy My3U4HOI Martepii — 3a0e31eunB i eMaHCHITOBAHUM JAUCOHAHCOM, aTo-
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HAITBHICTIO, 3aMiHUB JIAIOBY CHCTEMY CEpIalIbHICTIO TOIIO. YCe e BISABIIIOCS
HEOOX{THIM JUTS 3MiHH PaKypcy BHPaKEHHS — ITiI-TEKCTOBOTO, 3/eOLIBIIO-
TO IPOHIYHOTO i CApPKACTHYHOTO, ITATOJIOTI30BAHOTO i HEBPOTHYHO BPa3JIMBOIO
(TOCKOHAHH TIPUKIIA]] TAKOTO THITY pakypcy — «Micsanuii [T eppo» A. Illen-
Oepra [1]). Binbire Toro, 3MiHuIacs W «TOH-MaHepa iHTOHYBaHHS» (TEPMiH
B. Acad’eBa), 1o ii maBa HoBoBineHchkoi 1Ko ApHonby [llenOepr BuBiB
Ha OCHOBI i€l Schprechstimme (1HTOHAII MOBIICHHS). 3raIaiiMO TaKOX Cy-
JDKSHHSI My3HKO3HABIIIB MO0 3MiHH 3BYKOBOTO 00pa3y dopremiano XX cr.
y OiK HOro ymapHOi MpUpoan (MeXaHi3M (OpTEMiaHo — KIaBIITHO-yIapHUH ).

VYei i peMiHICIeHIi 100 €CTETHYHOI MPOrpaMH EKCIPECiOHI3MY
OyM HEOOXITHUMU JUIS TOTro, adW CIEIiaIbHUM YHHOM OOYMOBHTH OCO-
OJMBOCTI TPOBEACHHS aHANi3y Ta BUKOHABCHKOI IHTEpIIpeTalii 3ByKOBHX
¢dopm «ExcripoMty» I. MapToHa: TeMaTHYHUI MaTepian bOTo TBOPY IO-
Tpedye dexnamayitinoi apmukyisiyii; 3aCTepEKEeHHS OO0 OMAHAUBOL NpU-
cymuocmi THIUBITYyaTbHO-CTIIIEOBOT MaHepu ekcripomtiB @. Illybepra un
OyIb-IKHX acolliallii i3 pOMaHTHYHOI (HOPTEMIaHHOK MY3UKOIK0; HE ILTY-
TaTU KIACHYHY IPO30PICTh i3 KPHUINTAJICBOIO XUCTKICTIO TOmO. bo, 3HOBY
K TaKkW, pealbHIM IIPEIMETOM BiITBOPEHHS Mae OyTH oOpa3Ha CHCTeMa
TBOPY. Y JaHOMY BHITIQJIKy — L€ CITiBBiJHOIICHHS BPA3JIMBOCTI BiAUyKEHO-
ro cy0’eKkTa 1 HEeBOJIAraHHO TPI3HOT HHUIIBHOI CHJIM 330BHI. [linTBEpKeH-
HSIM [BOMY € 3iCTaBIICHHS JBOX BapiaHTIB BHKOHaHHs «Excrpomryy Imr-
BaHa (Crenana) Maprona: B ogHoMy BapianTi (Onvea Cemak — CTYICHTKA
[ kypcy Yxroponcekoro My3udHoro yummuma im. J[. 3amopa) He BpaxoBaHO
YKOITHOTO 13 BHIE 00OyMOBIICHUX 3acTepexeHs [7]; B inmomy (benc Ilono-
6uy) — 0€30TaHHO BipOTiJHA HA TOH-MaHEpPy aPTUKYILAIIS 3BYKOBUX (HOopM
Ta TICHXOEMOLIIHHUX BUTHHIB B 00pa3Hii cuctemi TBOpy [15].

BucHOBKH 3 IbOT0 TOCTIIZKeHHS i MEPCHEKTUBU MOJAJNBINNX PO3-
BiTOK y naHomy Hampsimy. BigHaiineHi ocoOMuBOCTI aHai3y Ta BUKOHAB-
CBKOI iHTepIpeTamii KOHKPETHHX (OPTEIiaHHUX TBOPIB 3aKapIaTCHKHUX
KOMIIO3UTOPIB (CEMaHTHYHE ICKOAYBAHHS TEKCTY Ta MOTO repMEHEBTUYHA
peleniis), AKUMH MPeICTaBIeHO BiIMIHHI CTHIIbOBI (hopMarlii CTaHOBJICH-
HS 1 pO3BHUTKY (POPTEMiaHHOT My3WKH Ha 3aKapIiaTTi Ha IOY. IPYToi IMOJ0-
BHHHU XX CT., TOBEJH HAyKOBY JOIUILHICTh Ta MPAKTUIHY HEOOXiHICTD MO~
IIYKy ajJrOPUTMIB BHPIIICHHS 3aBIAHHS IOAO CBPUCTUYHO (TBOPYO) ILIiJI-
HOTO aHAJITUYHOTO MPOPOOISTHHS MYy3HMYHOI Marepii 3aiiisi MaKCUMalbHO
BipOTiTHOTO HAOIMKCHHS 0 CYTi KOMIIO3UTOPCHKOTO 3aayMy Ta HOro Bi-
TBOPCHHS Y BUKOHABCHKOMY BTIJICHHI.
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€BI'EHA CABYYKA: OPTAHI3ALIIS ITPOLIECY
JUPUTEHTCBKOI IHTEPITPETAIIII

Tkau O. C. InauBinyaabHuii BUKOHaBChbKMi cTHIb €Brena CaBuyka: opra-

Hi3alliss mpomecy TUpPUreHTChKOI iHTepnperamii. Jlocni/pkeHO 1HAMBITyaIbHUN BH-
KOHaBCHKHI cTHIIb €BreHa CaBuyka B yMOBax poOOTH 3 Mpo¢eCiitHIM XOPOBHUM KOJIEK-
THBOM. Po3misHyTo crierudiky AMpHUreHTChKOI iHTepIpeTanii B KOHTEKCTi caMOCTiii-
HOTO, PEHETHLIHHOTO Ta KOHIIEPTHOTO €TAIlliB, IO BiANOBINAIOTh CTalisiM CTBOPEH-
Hs1, KOPEKLii Ta peanizamii iHIUBiTyaTbHO-KOIEKTHBHOI BUKOHABCHKOT KOHIIETIT TBO-
py. I[IpoanamnizoBaHO CBITOIISAHI, penepTyapHi, MECTENbKi npioputetn €srena Cas-
yyka B po0oTi 3 HamioHanpHO0 3aCiTy’KE€HOI0 aKaJeMidYHOI0 XOPOBOIO Kaleslow YKpa-
iU «LymKax.
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