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HOBI TEHOEHUIT BAKOHAHHA TBOPIB W.-C. BAXA
Y KNNAClI KAMEPHOIO AHCAMBJ1IO

CtaTTs onucye HOBI akTyarbHi TeHaeHUii inTepnpeTauii Myauku M.-C. Baxa. MoscHI0e NosiBy Pi3HUX BUKOHABCh-
KMX Tpaguuii Ta ChiBBiOHOLLIEHHSA MiX iCTOPUYHO-OPIEHTOBaAHWM Ta akageMidyHMM BUKOHaBCTBOM. CTaTTa MICTUTL Npu-
Knagu Ta onuc pisHMX cnocobiB BUKOHAHHA Ta MOPIBHAHHA MK "ayTeHTu4HuMmn" Ta "cydacHumun” iHTepnpetauismun. Oco-
6nuBy yBary npuepTae arorika Ta apTuKynsuis, a TakoXX OpHaMeHTuKa sk cneundidHi 3acobu iCTOpMYHO-OpiEHTOBaHOIoO
BMKOHaBCbLKOIo CTUMIO.

Knoyosi crioea: 6apoko, KaMmepHO-iHCTpYMeHTanbHa My3uKa, iCTOPUYHO-OPIEHTOBaHe BUMKOHAHHS, 6acco KOHTI-
HYyO, arorika, apTuKynsLis, OpHaMeHTUKa.

Xykoea Enena AsaycmoseHa, kaHOudam uckyccmeogeOeHusi, douyeHm Kaghedpbl kamepHo2o aHcambrisi Ha-
yuoHarsnbHol My3bikaribHoU akademuu YkpauHbi um. [.U. Yalikoeckoeo

HoBble TeHAeHUUN ucnonHeHus npousBegeHun U.-C. Baxa B knacce kamepHoro aHcaméns

CraTbsa ocBellaeT HOBble akTyarnbHble TeHaeHUun nHTepnpeTaumm mysblkn U.-C. Baxa. O6bACHSAET BO3HWUKHO-
BEHMWE PasHbIX UCTMONMHUTENBCKMX TPAAULIMIA 1 COOTHOLLEHME MEXOY UCTOPUYECKN-OPUEHTUPOBaHHBLIM N akageMU4ecknm
NCNONHNTENbLCTBOM. CTaTbs COAEPXUT NPUMEPBI U ONUCaHne pasHbiX cnocoboB UCTMONHEHWS, a Takke CpaBHEHUe ayTe-
HTUYHBIX U COBPEMEHHbIX MHTepnpeTaumin. OcobeHHoe BHYMaHWe yaenseTcsa arormke U apTuKynaumm, a Takke opHame-
HTUKe KaK cneundunyeckm BbipasuTenbHbIM CPeACTBaM UCTOPUYECKN-OPUEHTUPOBAHHOTO UCMNOMHUTENBCKOIO CTUMS.

Kntoyesbie cnosa: 6apokKo, kKaMepHO-UHCTPYMEHTanbHas My3blka, MCTOPUYECKN-OPUEHTUPOBAHHOE MCMOSMHU-
TenbCcTBO, 6acco KOHTMHYO, arornka, apTUKynsaLUWs, OpHAMEHTUKa.

Zhukova Olena, Ph.D. (Art History), Associate Professor, Chamber Music Department, Tchaikovsky National
Music Academy of Ukraine

The new tendencies of the performance of pieces by J. S. Bach in the chamber music class

The article describes new tendencies of interpretations of J.S. Bach’s music. It explains appearance of different
performing traditions and relations between historically-oriented and "academic" ways of performing. The article consists
of examples and descriptions of various ways of performance and comparison between "authentic" and "modern”
interpretations. Special attention turns timing and articulation as specific ways of historically-oriented style of playing.

Only selected baroque pieces are involved into chamber music repertoire. It's connected with such a specific
type of music making as basso continuo realization. This technique suggested ‘schematic’ writing of harmonic functions
by composer and active, creative role of performer who had to improvise and model fully ‘flourished’ music texture,
answering certain rules. Various époques and composers’ schools of various countries had their own ways of
performance of basso continuo. Unfortunately, art of playing basso continuo was lost in academic performance tradition
and revived just much later by enthusiasts of the authentic manner of performance. So, pieces using this technique
naturally avoided chamber music repertoire. Bach sonatas for violin and harpsichord obbligato are one of those which
are the part in the modern chamber music repertoire. Nowadays there is no certain tradition of playing Bach’s music. All
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famous performances show often very different interpretations. Differences concern character, genres, strokes, tempi,
touché, timing etc. It happens because academic tradition of performance at the modern instruments, which had formed
in the Soviet and Ukrainian art and also in the Western Europe, contradicts to the historically oriented tradition of
performance at the instruments of the Bach’s époque, which had gained the wide popularity in the 2nd half of the XX
century. We speak about the baroque violin and harpsichord. Newly found treatise, special High schools and High
school's departments concentrate on historically-informed performance. Besides Western Europe such schools are in
Ukraine, in Baltic countries, Finland, Russia. Essential differences between the early instruments, particularly
harpsichord, from the modern instruments, adapted for the modernt concert halls and demands of modern world, define
the performance specific of these pieces. So we could distinguish authentic tradition, academic with ‘romantic’ accent or
even the ‘compromise’ version, which combines ideas of both. We have to admit that for piano player this difference is
very essential because of specific of the instrument. Harpsichord player is working with sound which has no dynamic
gradations, so he must look for expressivenesses by timing and articulation, remembering the advice of Bach — to "sing
on a harpsichord". In the same time obviously, that, so to say, an attempt to "sing" on piano can result to the displays of
bad taste and to doubtful accordance to the style of the piece. In particular, it's possible to make such an evident
example: playing music of baroque on modern instruments, performers carefully work above the proper style, are looking
for proper touché, similar to the early one.

Another polemic question is a question of ornaments. Due to scientific labours of theorists, treatises of that time
and Bach’s tables of decorations, there are certain rules of decoding signs of ornaments. But in the same time his works
are full of exceptions, which depend on voices and require the real practical knowledge, which scarcely can be found in
the generalized look in some literary source. It concerns, for example, parallelisms which sometimes appears between
voices even following the rules of decoding. It requires flexible approach from a performer. In addition, a genre of the
work influences substantially on interpretation of decorative patterns. In fact in the days of Bach two musical traditions
had bright national originality: Italian and French. Their different etymology (vocal in first case and lute in the second)
influenced both on the code of genres and on ornaments. German composer's school leaned on achievements of these
schools both, and consequently came running to the use Italian and French genres in the same time. In accordance with
it Bach’s works can be divided into those created in the genres of the Italian origin (capricci, toccate etc) and in genres
which reproduce the standards of French tradition with its rich dancing base (Suite and its constituents).

It is impossible to miss another nuance. As an authentic manner substantially differs from academic—there are
divergences and contradictions between different performance positions. In the hollow varieties of performance tendencies it
is possible to hide the performance failings, trying to give out the false playing for the following certain authentic
temperament, and absence of the feeling of the rhythm — for an attempt to reproduce a baroque rhetoric. However, with
development of traditions of authentic implementation this annoying circumstance, we hope, will step back in the pas.

Keywords: baroque, chamber music, historically-oriented performance, basso continuo, timing, articulation,
ornamentation.

Tema BMKOHaHHSA TBOPIB AOKMACUYHOrO nepiogy Ha Cy4acHMX iHCTPYMEHTax € HaCTiMbKWU LiKaBo i
06’€MHOI0, IO Ti HEMOXIIMBO MOBHICTIO OXOMWUTM Yy Mexax AaHoi cTatTi. Ii MacwTab Ta nonemivHicTb noTpe-
Oye Ginbl geTanbHOro po3rnsgy, aHik KOPOTKUA NMOBEpPXHEBUI ornsid. BogHoyac HEMOXNMBO OMUMHYTHK 3a-
ranbHOBIAOMI HIOQHCK, 3anvLuaroym nosa yBarow Te, WO BUMarae okpemMoro gocnigxeHHa. Btim, geski cno-
CTEPEXEHHSA MOXYTb 34aBaTucs LiKaBUMM, OCKINTbKM Tpaguuii BUKOHAHHA My3unku 0o6u bapoko 3miHoTbCA
Ta 36arauyyloTbCsa 3 KOXXHUM pOokoM. [MapanenbHO 3 aKTMBHUMU BMKOHABCBHKO-AOCMIAHULBKAMW NOLIYKaMu y
ranysi iCTOpMYHO-OPIEHTOBAHOrO BUKOHAHHSA, akageMiuHi iHTepnpeTalii Teopis M.-C. Baxa Ta Moro cy4acHu-
KiB He monuwarTb CBOIX no3uuin. CkapbHMLa OoCnimpKeHb, NPUCBAYEHMX My3uli baxa Ta Noro YmcneHHum
iHTepnpeTauiaMm, € HEOCSXKHOI, ane TeopeTuyHe BUCBITNIEHHA HAWHOBITHILLUUMX TEHAEHLIN BUKOHABCTBA Biy-
HUX LWeaeBpiB TPaauLiNHO 3aTPUMYETbCHA MOPIBHAHO 3 BYPXNMBUM NOBYTYBaHHAM L€ MY3UKN Y KOHLEPTHUX
3anax. IrHopyBaTu HOBITHi JOCNIAHULbBKI BIOKPUTTS 03Ha4vano 6 3anuwwaTtnca oCTOpOHb NPOBIAHMX HOBATOP-
CbKMX TEHAEHLIiN Y My3u4Hii KynbTypi cBiTy. OTXe, cnpoba nigcymyBaTv eMNipu4HUA AOCBIA CMiNKyBaHHA 3
NPOBIOHUMW EBPOMENCHKUMWN BUKOHABCBKUMW TEHAEHUISAMU € 0COBNMBO aKTyarbHOK Y Nepiof iHTEHCUMBHOI
acuMinauil BITYN3HSAHOIO KyNbTYPHOro NPOCTOPY B 3aranbHOEBPONENCHKOMY NaHaLadTi.

Tak ckranocs, Wo y kaMmepHo-aHcambreBun peneptyap TBopu 0obu bapoko TpaguuinHo BXxogaTb
nuwe BMBipkoBo. Lle nos’sa3aHo 3 Takow crneuyndivHo hOpMOI0 CMiNbHOro My3uKyBaHHS, siK QyHKLUis 6acco
KOHTiHYyO, abo X reHepan-6acy, abo x umdpoBaHoro 6acy. Lisa TexHika nepegbavana cxemaTudHWUA 3anmc
FapMOHIYHUX OYHKLI 3 BOKY KOMNO3MTOpa Ta akTMBHY POfib BUKOHaBLS, KW MaB iMNpOoBidyBaTn Ta Moae-
noBaTK NOBHOUIHHY hakTypy, BPaxoByl4yy Npy LbOMY BignoBigHi npasuna. Pi3Hi enoxu Ta KOMMNO3UTOPCHKI
LLIKONW Pi3HMX KpaiH Manu BnacHi 3acagn BUKOHaHHSA 6acco KOHTIHYO. Ha »anb, MUCTeuTBO rpu 6acco KOHTI-
Hyo Oyno BTpa4eHoO B akafeMidHii Tpaaumuii i BiGHOBMEHO n1LIE 3ro40M eHTy3iacTaMu BiOpOMKEHHSI aBTEH-
TUYHOT MaHepu BUKOHaHHSA. OTxe, TBOPU 3 BUKOPUCTAHHAM L€l TEXHIKA NPUPOAHIM YAHOM OMUHYNN penep-
Tyap kamepHoro aHcambno. LlikaBo, o y TOW Yac SK B akageMiyHin Tpaguuii TBOpM KomnosuTopis Jobu
Bapoko gns contoryoro iHCTpymMeHTa Ta 6acco obnirato BBaXalTbCs CONbHMMM, Y TpaguLii aBTEHTUYHOIO
BMKOHaHHS MapTisl, HanMcaHa ANng krnaBecuHy "obnirato" (To6TO NOBHOLUHHA MapTid, CTBOPEHA CaMUM KOM-
NMoO3MTOPOM), BBaXXaETbCA akOMNaHEMEHTOM, a KaMepHO-aHCaMbrneBnMmn BBaXXatoTbCst TBOPU A1 COMOYOro
iHCTpYMeHTa 3 6aCCOo KOHTIHYO.

BTim, TBOpM 3 napTieto knaBipa (knaBecuHa) "obnirato" (TobTo BMMMCAHOK MOBHICTIO aBTOPOM) noae-
KyOn BBaXalTbCA YaCTUHOK akageMiyHOro kamepHoro peneptyapy. Lle, 3okpema, WiCTb CKPUMKOBMX COHAT
(Homepn 1014-1019 3a TemaTuyHo-cUCTEMAaTMUHUM nepenikom Teopis W.-C.Baxa Wolfgang Schmieder;
Leipzig, 1950; revised 1990, 1998). Lle un He eamHuin npuknag 6apokoBoi My3unku, ska "Ha piBHUX" BXOAUTb 4O
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nepeniky kamepHo-aHcambnesunx coHaTt. Liuknu 3 wecTr TBOpIB € AyXXe NOWMPEHMM Y JOPOOKY KOMMNO3nTopa.
JocnigHukM YacTo Big3HayaloTb MMOOKUA KOHLENTyanbHUA 3MiCT NobyaoBu Takmx umkniB (ctoiT abo coHar),
NnoB’si3aHMX 3 BGapOYHOK PUTOPUKOID, PENIMINHOK Ta MACOHCHKOK CUMBOJIKOK. MU 3MyLLEHI OMUHYTU TyT LK
3 wectn renToBMX COHaT, YacTuHa SIKMX CTBOpeHa ans donentn ta "obniraTtHoro" KnaBecuHy, a YactmHa —
ansa donentn 3 yncpoBaHumM 6acom, OCKINbKM iX 3ary4YeHHst 40 akageMiyHOro kamepHo-aHcambneBoro penep-
Tyapy € BubipkoBnM Ta obmexyeTbca HandacrTiwe MNepoto Ta [pyroto coHatamu Ans onenTtn Ta Knaeipy.

Ha npuknagi coHat ans CKpunku Ta knaeipy My 6a4vMmo, WO Y XKOAHIM 3 YaCTUH LeCTn coHart (a ix y
LUMKMI HE MEHLLE HiXX YOTUPK) KOMMO3UTOP HEe MOBTOPIOE BriacHi TBOPYI 3Haxigkn. BiH TyT Hanpoyya BuMHaxia-
nueun. OTXe, Len CBOEPIOHNIA Haa-UMKN Yy4OBO BiATBOPIOE 06pa3Hy nanitTpy GaxiBcbkoi TBOPYOCTI Y i pos-
MaiTTi. Mn He BygemMo 3ynUHATUCA TyT Ha OaxiBCbKii pUTOPULL, MAaCOHCLKMX CUMBOMax Ta MaTeMaTU4HuX
3arajkax, siki BYEHi 3HaXo4sATb Y NogibHUX umknax. TOpKHEMOCS Nepenycim iHTEpNPeTaTOPCLKOro acnekTy.

Ha Halwy oymKy, Ha JaHuM MOMEHT, SIK He napagokcarnbHO, He iCHYe NeBHOI TpaauLil BUKOHaHHS CO-
HaT Baxa ang ckpunku Ta knaeipy. Yci BigOMi Ha CbOrOAHILLHIN eHb BUKOHAHHS AEMOHCTPYIOTb YacTo nons-
PHO pi3Hi iHTepnpeTauii. BigMiHHOCTI CTOCYHOTbCA TNyMayeHHs 00pa3Hoi Ta >XaHpOoBOiI cdepun, apTUKynsLii,
Temnis, 3ByKoBMAOOYTTS, arorikm Ta iHworo. Cnpobyemo posibpaTtucs, Yomy Le BigdyBaeTbcs. 3 akagemiu-
HAMWU TPagWUISMU BUKOHaHHS Ha CyYacCHWX iHCTPYMEHTax, siki CKManucs y pagsHCbKOMY Ta BiTYUM3HSAHOMY
MUCTELTBI, @ TakoX Yy 3axigHin €sponi, BCTynuna y nNpoTupivyysa Tpaauuis aBTEHTUYHOrO BUKOHAHHS Ha iH-
CcTpyMeHTax BaxiBcbkoi Aobu, dka Habyna po3noBCIOMKEHHS y Apyrii nonoBuHi XX CToniTTa Ta cTae Bce
BinbLL NONYNAPHOK Yy OCTaHHi poku. MaeTbes npo 6apokoBy CKpUNKY | knaBecuH. BigHaliaeni Tpaktatu, cne-
uianeHi nigposain BH3 Ta cnewianbHi HaB4anbHi 3aknaan KOHLEHTPYHOTLCA Ha ICTOPUYHO-OpPIEHTOBAHOMY
BMKOHaHHi. OkpiM 3axigHoi €Bponu, Taki Wwkonu € y kpaidax Mpubantukn, PiHngaHaii, Pocii. MNpuHuunosi Bia-
MiHHOCTi CTapOBMHHUX iIHCTPYMEHTIB, 0COOMMBO KINaBECUWHY, Bif Cy4aCHOro iHCTPYMEHTapIto, po3paxoBaHOro
Ha Cy4acHi KOHLUEepTHi 3anu Ta NnoTpebu cy4acHOro AMHaMiYHOro CBITY, AMKTYBanu i NPOA4OBXYOTb AUKTYBATK
0COBNMBOCTI BMKOHaBCbKOI iHTepripeTauii uux TBopiB. OTXe, MOXHa BUOKPEMUTM aBTEHTMYHY Tpaauuito,
akageMiyHy 3 BigranyXeHHAM HaBiTb 4O pPOMaHTM3My abo HaBiTb KOMMPOMICHO-MOMIPKOBAHY BEpCilo, sika
rapMoOHIYHO NMOEAHYE pUCKU MepLUoi i Apyrol Tpaguuin. He MoxHa He BigMITMTK, L0 ANs1 BUKOHaBUS Ha dop-
TeniaHo abo KnaBeCWHi Us BiAMIHHICTb BENbMU CYTTEBA 3aBASAKM OCODMMBOCTAM CaMoro iHCTpyMeHTy. Kna-
BECUHICT, Malo4M Y pO3MOPSIKEHHI XapaKTEpPHUI 3ByK 0e3 AuMHaMIYHUIA rpagauii, 3MyLLeHU WyKaTu BUpas-
HOCTIi 3a AOMOMOrOK aroriku Ta apTukynsdii, He 3abyBatoum 3anosiT camoro baxa — "cniBaTn Ha KNnaBecuHi".
Y Ton camui Yac Uinkom o4eBMOHO, WO, Tak 6bu MoBuTK, cnpoba "cniBaTn" Ha popTeniaHo MOXe NpPU3BecTn
[0 MposiBiB NOraHoro cMaky Ta A0 CyMHIBHOI BigMnOBIAHOCTI CTUMO TBOPY. Y TOW caMuii Yac BMKOHaBEL|b-
ckpunanb MOXe 3aMiHUTU CTPYHWU 3 MeTaneBUX Ha XWIbHi, 3MiIHUTK CTpiA Ha na 415 My Ta BUKopucTaTh Ga-
POKOBMWIA CMWUYOK — i Lie He TiNbku HabnmnamTb Koro Oo CBiTy 6apoko, ane 4acto i JONOMOXEe PO3KPUTK CrpaB-
XKHIW NoTeHujian iHCTpyMeHTy. BTiM, 3BykoBMOODYTTS Ta WUTPMXOBA NaniTpa y Cy4acHOro ckpunans 1a my3u-
KaHTa-"bapoyHMKa" TaKOX CYTTEBO BiOPI3HAETbCA. 30KpeMa MOXHa MPUBECTU TaKMW HAOYHWIA NPUKNag;
rpawym My3uky Gapoko Ha Cy4acCHWMX iIHCTPYMEHTaX, BUKOHaBLi peTernbHO NpauoloTe Hag BigMnoBigHUM CTU-
nem, WyKarTb 3ByKOBMOOOYTTS, NOAIGHOro Ha cTapoBMHHE, abo, MOXNNBO, 0OMEXYOTb cebe y BigHOLLEHHI
aroriku. HaBiTb y TakoMy ocepenkoBi My3W4YHOI KyNnbTypu, YBaXXKHOMY A0 iCTOPUMYHMUX Tpaauuin, sik MNMapux,
MY3MKaHTU HE AOTPMMYIOTBCS pas i Ha3aBXau BMBIPEHUX MUCTELbKMX ynogobaHb. 3aHagTo padiHoBaHa ay-
TEHTUYHA MaHepa BUKOHaHHA MOXe OyTW po3UiHEHWM SK Takuin caMui HecMak, sk i "pomaHTu3oBaHun"
ctunb. e Binblwe Le CTOCyeTbCA OPKECTPOBOI MY3UKN: YacTO KaMepHi OPKeCTPU BUMKOHYIOTb BapokoBy My-
31Ky, BUKOPUCTOBYIOYM CyYacHi iIHCTpyMeHTU. BTiMm, aK i 3aBXawn, KiHLeBUI pe3ynbTaT BU3Ha4YaeTbLCa nepeay-
CiM CMaKOM BMKOHAaBLS Ta YYTMAMBICTIO MOrO My3UYHOIO CryXy, MauCTEpHICTIO apTUKynsUii TOLLO.

LlikaBum € noOyTyBaHHA Takoro CBOEPILHOINO XXaHpy, K BULLe 3ragyBaHi coHaTn baxa gns ckpunku
Ta KNaBeCWHY Yy BUKOHAHHI CKPUMKX Ta opraHa. Taka iHTeprpeTauis TakoX BUMarae BULLIYKAHOT pericTpoBKU
Ta aHcambneBoi MaCTEPHOCTI, @ TaKOX BMiHHSI MPUCTOCOBYBATUCS A0 aKyCTUYHUX YMOB KOHLIEPTHOIO 3any.

LLle ogHe nonemivyHe NUTaHHSA — MUTAHHA OPHAMEHTUKN. 3aBASKN HAyKOBUM NpausM TEOPETUKIB, TOrO-
YacHUM TpakTaTam Ta BracHuM Tabnuuam npukpac baxa icHyloTe NeBHi NpaBuna po3wmndpyBaHHS 3HaKIB Op-
HaMeHTUKW. Ane y TOM caMui Yac MOro TBOPW NOBHI BUHATKIB, AKi 3anexaTb Bif roflocCoBeeHHA Ta BMMaratTb
CNPaBXHbOIO NPaKTUYHOIrO 3HaHHS, SKe HaBPSA YU MOXHA 3HaNTW B y3aranbHEHOMY BUMMALI y SKOMy-HeByab
nitepatypHomy mkepeni. Lle ctocyeTbcs, Hanpuknag, napaneniamiB, ski iHOAI YTBOPIOKOTBCA MK rorocamm
npu, 3gasanocs 6, cnigyBaHHi npasunam poswmndposku. Lie Bumarae Big BYKOHaBLSA rHy4koro nigxoay. Kpim
TOrO, Ha TNyMayeHHs OpHaMEHTIB CYTTEBO BMIUBAE XaHp, y SKOMY HanmcaHuin Teip. Agxe 3a Yyacis baxa Ack-
PaBOK HaLOHAmNbLHOK CBOEPIAHICTIO BMPI3HANMCS OBI My3WdHi Tpaawuii: iTaniicbka Ta dpaHLysbka. Ix pisHa
eTumonoria (BokaneHa y nepLioMy BUMNaaKy i MOTHEBA B APYroMy) BNMAMHYMM SIK HA KOOEKC XKaHpiB, Tak i Ha op-
HaMeHTUKKy. HimeLbka KOMNO3UTOPChKa LUKOMa crnvpanacs Ha 3000yTkM 060X Luux LK, a oTxe BAaBanacs 4o
BMKOPUCTaHHS §IK iTanincekmx, Tak i paHLy3bkux xaHpiB. BignosigHo g0 uboro 6axiBcbki TBOpU MOXHa Nofi-
NIUTVN Ha CTBOPEHI Y XKaHpax iTanincbKoro NOXOMKEHHS (Kanpu4io, TokaTa TOLO) Ta y »KaHpax, SKi BiATBOPHOOTb
3pasku dpaHLy3bkoi Tpaauuii 3 ii 6aratum TaHuoBansHMM nobyTtom (CroiTa Ta ii cknagosi).

TyT Tpeba 3ragaty, WO Yy Mexax iTanincbKoro 3a NMoXOMKEHHSAM XaHpy COHaTu (SK, Hanpuknag, y
3ragaHux BULLE cOHaTax Afisi CKPUMKK Ta Knaeipy) bax BoaBaBcs 0O BiOTBOPEHHS O3HAK iHLLMX XaHpiB (Ha-
npuknag, gpaHLy3bKoi YBEPTIOPU TOLLIO), SIKi AICKPABO MOMITHI Y MY3UYHIA MOBIi COHaATHMX YacTuH. Lle Takox
00BOOUTb, LLO NUTaHHS Po3WnpPyBaHHA NPUKPaC HEe MOXe BYTU BMPILLEHO OCTaTOMHO — pa3 i HasaBXaw.

157



MucTeuTBO3HaBCTBO XykoBa O. A.

HeMOXnmBO He BiA3HAYMTK i3 CyMOM LUe OAMH HioaHc. OCKiNbKkM aBTEHTUYHA MaHepa CyTTEBO Bigpi-
3HSAETBCA Bif 3aranbHOMOLUMPEHOI akageMidHOl, y TOMY YMCHi — i CTOCOBHO iHTOHaUii (3aBOSKN CTApOBUHHMM
TemnepawisiM), i CTOCOBHO TITyMa4YeHHS pUTMiIYHUX OPMYI, i arorikm, — MiXk Pi3HUMU BUKOHABCLKMMU MO3WLLi-
SIMW BMHMKaOTb PO30IKHOCTI i CynepeyHocCTi. Y 3anani po3maiTTs BUKOHABCbKUX TEHAEHLI MOXHA MPUXOBY-
BaTW BMKOHABCbKI HeJoMiK1, Hamaraouncb BuaaTh hanblumBy rpy 3a chigyBaHHA MNEBHIN aBTEHTUYHIN TeM-
nepawuii, a BiACYTHICTb BiguyTTa puTMy — 3a cnpoby BiaTBOpMTU GapokoBy puTOpuKy. BTiM, 3 po3sBuTkom
Tpaguuin aBTEHTUYHOrO BMKOHAHHS Us AocagHa obctasuHa, bygemo cnogisatucs, Bigiiae y MuHyne. Agxe
BXe 3apa3 HeyacTi Buctynu y Knesi Ta iHWKMX MicTax YKpaiHuM racTponbHMX KOMEKTUBIB Ta BUKOHABLIB, SKi
OOTPVMYHOTBCS iICTOPUYHO-OPIEHTOBAHOIO BUKOHABCTBA, BUKINKAKOTh Y BiTYM3HAHOI Nybnikn Ta npecy Heabu-
KU pe30HaHC.

LlikaBMM npuknagom iCHyt04Oro po3maiTTs NornsaiB Ha NUTaHHS iICTOPUYHO-OPIEHTOBAHOIO BUKOHAB-
CTBa € CrnaBHO3BiCHUI baxiBcbkuin KoHKypc y Jlennumry (Bachwettbewerb). Akwo knaBecuH i gpopTeniaHo
YiTKO pO3ainarTbCa SK ABi Pi3Hi HOMiIHAUIT | MatoTb LINKOM He3anexHi ogHa Big ogHOI nporpamu, To 6apokoBi
CKpunani Ta BUKOHaBL,i Ha Cy4acHiln cKpunui 3MararoTbCs Y CNifbHiA HOMiHALT, NpnyoMy conictam 060X Tunis
aKkoMmnaHye KrnaBecuH (wonpaBga, ans 6apokoBMX BUKOHABLIB KITABECUH HarnawToBaHUM Ha nsi=415 lu, a
ansa cydacHux — 440). Llinkom npupogHoto, WO  BUKOHABELb HA Cy4aCHOMY iHCTPYMEHTI Mae NepekoHIMBO
BigTBOptoBaTU BapokoBy MaHepy. MNiaTBepAXEHHSAM L€l TEHAEHLUIT CTaB i BUCTYN YMEHIB Xypi Ha ypouncTomy
3akpuTTi KOHKypcy (2010 p.) 3 ogHieto 3i ckpunkoBux coHat baxa. BoHa po3nounHanacsa gyetom 6apoKoBoi
CKPUMKWN Ta KNaBecwHy, a 3arpasBLlun ABi YaCTUHU 3 M'ATW, BUKOHaBELb Ha CTapOBMWHHIN CKpUMLUi NOCTynaBcs
"cyyacHomy" ckpunanesi. Cnif 3ayBaxuTtu, WO LA "3amiHa" He BUKIMKaNa >XOOAHUX HE3PYYHOCTEN Ans Crnyxy
nybnikn. Tak camo MOXHa NPOKOMEHTYBaTu 1 BUKOHaHHA naypeata [lMepwoi npemii €sreHa Csipigosa (Po-
cifl), SIKUI NPUKPACMB 3aKMIOYHWIA rana-KkoHLEpT CBOet iHTepnpeTauieto CoHatn W.-C. Baxa na maxop ans
CKPUMKK Ta KnaBipy. VIoro BUKOHAHHS HISIKM YMHOM He Byro LLOKYHUe-NPOBOKAaLIIiHAM, ane, BOAHOYAcC, He
Oyno n KoHcepBaTMBHMM; BOHO BifNoBiAano CTUMo, ane HaBpsg YM MOro MoXxHa Oyno 6 oxapakTepu3yBaTty
SK paguKanbHO "aBTeHTUYHe". [Nepenik npuknagiB MoXHa po3LWwmMpuUTN N 38 paxyHOK YMCINEHHUX BEPCIK, 3ain-
CHEHi BiZOMUMMK My3ukaHTammu XX cTonittsa. NowmnpeHnMn € 3anmcn, 3pobreHi Sk BUKOHABLAMM Ha CKpUMLi
Ta dopTeniaHo (Mosed Cyk, 3ysaHa PyxuukoBa, JleoHin Koran n Kapn Pixtep, Mnex Mynba Ta €ryai Meny-
xiH, xemi JNlapeno, MapuHa Kosonynoea i Mapia KOgiHa), Tak i y BUKOHaHHI CKpUMKku Ta knaBecunHy Pobept
Xinn i Pannxappg Nbobensb, Jlioci Ban Jaen i bob BaH AcnepeH, EHapto MaHue Tta Puyapg Erap). IcHyoTb
HaBiTb BapiaHTW 3 BUKOPUCTaHHAM enekTpo-iHCTpymeHTiB (dyinio ManbdeTTi Ta Oiero ®asonic) Ta AXasoBi
Bepcil, aknx Mu He Byaemo TopkaTUCHA Yy AaHin CTaTTi, OCKINIbKM BOHM MEXYKTb MDK iHTeprnpeTauielo Ta
TpaHckpunuieto. Llen cnncok MoxHa nerko AONOBHUTW. YCi TPAKTOBKM LINKOM pisHi. | BCi BOHM MalOTb NpaBo
Ha iCHyBaHHS Ta CBOIX MPUXUNBHUKIB: Le nuwlie NiaTBepaXye akTyanbHicTb My3ukn baxa y XXI cronitTi. OT-
Xe, AKLWO NigcyMyBaTu — apryMeHTOBaHa Ta NEPEKOHNNBA iHTeprpeTaLis, nigkpinaeHa cnpaBxXHiM Ta Wupumv
MUCTELIbKMM HaTXHEHHSIM, 3aBXau 3Hange CBOro criyxada.
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YOK 781.1/78.072 loHoB Bonoaumwup Inniy
KaHOMaaT MUCTELTBO3HABCTBA,
JoueHT HauioHanbHoT akageMil KepiBHUX Kagpis
KynbTypu i MUCTELITB

MY3UYHA ICTOPIOIPA®ISA TA il CYMACHI YMOBU

Y cTaTTi NPONOHYETLCS BU3HAYEHHS MPOBIAHMX PUC MY3UYHOI icTopiorpadii SK My3UKO3HaBYOI AUCLMMMIHK, 3aaTHOI
BXOAWTW A0 KONa Cy4acHOI rymaHiTapHoi Hayku. BUCBITMIOIOTLCA CyMidKHI NpeAMeTHO-MeTOANYHI ranysi My3MKO3HaBCTBa,
KyNbTYpOIorii, eCTETUKW, PO3rNsiAatoTbCs NPIOPUTETHI HAaNpsiMM PO3BUTKY MY3MKO3HABYOi Teopii icTopii. 3any4datTbea
MONOXEHHs JOCNiMKEeHb NPOBIAHNX YKPAIHCBKMX KyNbTYpOSOriB Ta My3MKO3HaBLIB, iKi MOXYTb CryryBaTM TEOPETUYHOIO
OCHOBOI MY3UYHOI icTopiorpadii.

Knro4dosi crioga: My3suka, My3undHa ictopiorpadis, KynbTypa, My3aMKO3HaBYUIN TEKCT, MeTa-MOBa.

UoHoe Bnadumup Unbuy, kaHOuGam uckyccmeosedeHusl, doueHm HayuoHanbHol akadeMuu pyKogoosLux
Kadpoe Kynbmyphbi U UCKycCme

My3bikanbHasa ucropuorpacgpumsa m ee CoBpeMeHHble yCnoBusi

B cratbe npegnaraeTtcs onpegenieHve BeayLuMX YepT My3blkanbHOW Mctopuorpadum kak My3blkOBEAYECKOM
OVUCLMNNMHBI, CNOCOBHONW BXOAUTb B KPYr COBPEMEHHOW ryMaHuTapHoW Hayku. OcBellalTcsi CMeXHble npeamMeTHO-
MeToauveckne obnacTtu My3blKOBEAEHUS, KyNbTyponorum, 3CTeTUKU, paccMaTpyBaloTCsl NPUOPUTETHLIE HanpaBneHUs
pasBUTUS My3blkOBeAYECKUI TEOpUUN UCTopUN. MpUBNEKAOTCA MONOXEHUS UCCNEAOBaHNA BEAYLUMX YKPAUHCKUX KYNbTy-
PONOroB 1 My3blKOBEAOB, KOTOPbIE MOTYT MOCMYXUTb TEOPETUYECKUM OCHOBaHMEM MYy3blKarnbHOM cTopuorpadum.

Knouessie crioga: My3bika, My3blkanbHas nctopuorpadus, KynbTypa, My3blIKOBEAYECKUIN, MeTa-A3bIK.

lonov Volodymyr, Ph.D. (Art Studies), National Academy of Managerial Staff of Culture and Arts

Music historiography and its modern facilities

Contemporary musical creativity with its stylistic accretions and his quest sufficiently rigorous stylistic limitations
pushes for changes in the nature of musicology, musicological text. Therefore, the part of musicology (as well as other
modern art history research) musical historiography is able to obtain a substantial theoretical assistance. This
assistance, for musicological experience, signifies consolidation of ideas about music science possibilities and historical
responsibilities, that will light up and clearly define the place of musicological observations in the formation of the
individual's consciousness — a necessary part of self-culture.

Thus problems of musical semantics appears in the center of the musical historiography as modern musicology.
Its new subject orientation we can define as semasiological. In the current musicological positions it is combined with the
demonstration of personal views; today it is possible to speak of an emerging "author musicology," not subordinate to the
internal scientific and disciplinary authority — the traditional concepts and their application.

Works of Lyashenko, I. Yudkin, L. Kiyanovsky, A. Kozarenko present orientation of innovated culture musical
historiography. They develop complicated problems of musical art national character peculiarities, of an antinomy of
internal and external constraints of the national style in music, that is, the interaction of it "own" — "alien", "centripetal"
and "centrifugal”" tendencies. Thus, they support the Bakhtin’s idea that culture is "going on at the borders." The works of
these authors make it possible to admit that the most appropriate, methodically defined and vindicated meta-theoretical
orientation among possible is historiographical.

Culture, due to the impermanence of social life, provokes dramatic situations, crises at each stage of its
evolution. The end of time feeling has become a necessary feature of every important artistic personality in the history of
art. This premonition of the end can be seen as a manifestation of national passionarity that most fully satisfies the
romantic system of philosophy. Musical art, artistic activity appears to be a way to harmonize not only internal, but also
external world of man, promotes the creation of centers, movements, associations, and other creative groups. This
encourages the development of choral liturgical and folk-song genres, explains the leading role of traditional choirs in the
Ukrainian musical practice. Musical and linguistic proximity Ukrainian, Polish, German, Austrian, Russian artists promote
coordination of borders as between different national communities, and between different types of national
consciousness. So there is a phenomenon of modern Lviv composer school.

Today the special place of sacred music in the Ukrainian culture is confirmed by the appearance of new
synthetic religious and secular models of spiritual works. Priority of the spiritual and religious musical practice becomes
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