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Po3min 1.

XAPKIBCBKI KOHTEKCTH

VIIK780.616.432.071.2+78.071.1](477.54)(092)
DOI 10.34064/khnum?2-3001

Ilionopinosa Kamepuna Bikmopiena
XapkiBCchbKUH HanioHANbHUN yHiBepcuTeT MucTenTB iMeHi 1. I1. KomnspeBcpkoro,
KaHIWAAT MUCTEITBO3HABCTBA, JAOLCHT,
kadenpa KOHIepTMeHcTepChKOT MaCTepHOCTI
e-mail: katerynapidporinova@gmail.com
ORCID iD: 0000-0003-2217-9286

MUCTELIBKI «TAJIICMAHN» XAPKOBA:
CHUMBOJIN I PE®IEKCIL. ITAM’ATI TETAHH BEPKIHOI
TA BOJIOJUMHPA IITYIIIKIHA

FOsineiinui 0ns Xapkiecvkoeo HayioHANIbHO20 YHIGepcumMemy MUucmeyme
imeni I. Il. Komnsapescokoco 2022 pik 8uasuecs 3amvMapeHum empamamu 6u-
0amHUX MUMYi6, GUIAHYBAHHA NAM AMI AKUX € AKMYATbHUM 3A80AHHAM CbO200€H-
Ha. Mema cmammi — ocmucnenns enecky 1. Bepxinoi ma B. IImywkina y po3eu-
mox meopuux mpaouyiu XHYM. Ilpedcmasneno komno3uyitino-opamamypeiuiutl
ma 8UKOHABCLKO-IHmMepnpemayitinui ananiz pomancy « Tanicmany B. Ilmywiina,
wo nocmitino euxonysascs 1. Bepkinoto 6 dyemi 3 komnosumopom. Innogayiinum
Y PO3KpUMMI MeMU € 3aNPONOHOBAHUL KYIbMYPOLOSIUHO-2HOCEO0N02IUHULL NIOXIO,
8 OCHOGI SIKO20 — eK3UCMEHYIUHA pepreKcis, o 0036015€ NOGAYUMU Y NPOCNO-
POBO-YACOBIll cucmemi KOOPOUHAM KYIbMYpU « KOHYEHMPUUHI KOLa» 6RIUBY MUC-
meyvkoi ocobucmocmi, AKUN MemagopuiHo YnooibHIOEMbCA Oii «MANICMAHYy,
HANOBHIOIOYU e NOHAMMS CUMBONIYHUM 3HAYeHHAM. Inmepnpemayis meopuozo
odopooky T. Bepkinoi ma B. [Imywkina, nooana y cmammi, 6UAGIAE 3HAUEHHS Ne-
0a202iuHOl OIAIbHOCME MUMYIE 5K «BUKNA0AUI6-MANICMAHIE», HOCIIB 3000yMKI6
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CWIKOTUY, MA PO3KPUBAE CUMBONIKY Memadopu «MaricMamny 8 cCucmemi «KOMno-
3UMOp — BUKOHABEYDL — CIYXAU». B cumeoniunomy kuoui mpakmogano i ponv ghec-
musano «Xapkiecoki acambneiy, 3acnosanozo T. Bepkinoio, ma icmopiio po3eu-
mKy Yuisepcumemy mucmeymae — C80EPIOHUX «MATICMAHIBY MicmA.

Knrwuoei cnosa: nianicm,; cnigauka; nedazoe; Temana Bepkina, xomnosu-
mop, Bonooumup I[Imywkin, pomanc, manicman;, KOHYenm-cumeoi, MUCmeybka
wikona, pecmusanv «Xapkiscoki acamoéneiy, 105-pivua XHYM.

Ars longa, vita brevis
Mucmeymeo 6iune, scumms KOpomxe
lmmokpar

IHocranoBka npodJemu.

Kynsrypae xxnuttsa XapkoBa it YkpaiHu HEpO3pUBHO MOB’s13aHe 3 Oa-
raTOBEKTOPHOIO isUTbHICTIO BU3HAHOTO TBOPYOT'o BUIIY — XapKiBCHKOTO
HallioHaJbHOTO yHiBepcuTeTy mucrenrB imeHi l. II. KormspeBcbkoro
(XHYM), sikmii y 2022 poui, He3BaXkaloul Ha BOEHHUH cTaH, 0OcTpi-
JIW, YIIKOJDKEHHS OyIiBIIi Ta BUMYIICHY MMCTAHIIHHICTE HaABIAIHHOTO
nporecy, BiAcBATKyBaB 105-piuus Bij JHS CBOTO 3aCHYBaHHS, IMPOO-
BXKYIOUM PO3BUTOK Ta CTBOPEHHS BJIACHUX TPagulil, IIKUJI, METOAIB.
AJIanTyIOunuCh J0 peasiii ChbOTOJCHHS 1 mepeOyBarlouu y MOCTIHHOMY
MOIIYKY iHHOBAaLiMHMX OCBITHIX cTpareriii, Alma Mater BIIaHOBye
mam’siIThb BUJATHUX MUTIIIB, KOTP1 MK 3 )KUATTS y 2022 pori Ta qus
TBOpYA CHAAIIMHA MOCTAE K BUSHAYHHUN 3100yTOK HAI[IOHAJLHOTO MY-
3UYHOTO MHCTELTBA, T€ «KOPIHHA», 3aBISKHU SKOMY 3a0e3ledyeThest
Oe3nepepBHICTh TPaaUIliil. AJDKe JIUIIE OCATHEHHS JOCBITY MOMEPEIHIX
MTOKOJIiHb J103BOJII€ BUOYIOBYBAaTH LUISIXU MOJANBIIOTO YCHIIIHOTO PO3-
BUTKY YHIBEPCHUTETY, 1 II€ 3yMOBIIOE AKMYyAabHICMb 3aIIPOIIOHOBAHOT
temu. Hoeu3na ii BucBiTIeHHSI 00yMOBJIEHA PO3IIUPEHHAM POOIEMHO-
IO HOJISl AOCHIAKEHHS 3aBISIKM KOHLEINTYyasi3auii MOHATTS «TadicMaH»
SIK KyJBTYPOJIOTIYHOTO CUMBOITY.

Ocmanni docnioxycenna ma nyénikauii. XuTTETBOPUICTH Ha-
pomHux aptuctiB Ykpainu, npodecopiB Terssnu Bepkinoi ta Bomogu-
mupa Iltymkina minkom mos’s3ana 3 Alma Mater. SIk kHura-noprper
cripuiiMaeThes BumaHHS «Tersna BepkiHa: MHCTENTBOM 3MiHIOBAaTH
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cBi™ (2016), 1€ 3 MO3aiku IPUBiTaHb, €C€, CIIOTA/IiB, HAPHCIB, IHTEPB 10,
HayKOBHX CTaTeH, pi3HOTO poAy IMyOTIUCTHKY Ta 3aIUCiB MalicTep-Kiia-
CiB CKIamaeThcs o0pa3 miicHoi OcoOuCTOCTi, CHIIBHOI 1 TAIAaHOBHUTOT
Kinku, sika mpoinuia BiracHUW TBOpuMH HUIAX. EcTeTHdHa mo3uiis
T. Bepkinoi, mo cnupanacs Ha KOHLEILII0 «aKTyaJIbHOTO 1HTOHYBaH-
Hsl», 3alUIaiacs HEe3MIHHOIO, IPO IO CBITYUTH SIK 1 KaHIUIATChKa
muceprania (2008), tak i myOnikauii octanHix pokiB (Verkina et al.,
2020; y6ina, 2019).

Bararorpanna tBopuicte B. [ITymkina 3Hainuia BiAOUTTS y HM3LI
HayKOBHX JOCHI/KeHb, JIe BUCBIUYIOTHCS Pi3HI CKIAIOBI HOTO KOMIIO3H-
TOPCHKOTO JOPOOKY: hopTemianHi TBOpH, K coibHi (bonmapenko, 2014),
tak i ancam6iaeBi (Cemtok, 2017); xopoBi koMmo3uuii — «YKpaiHCbKHUH
pekBiem» (BepoOurpka-1llokor, 2007) i kanTtara «BecHsHI mactopaii»
(Kpuuenkosa, 2015), xamepHo-BokanbHi muknu (dpau, 2009; depkay,
2015) i xaHp iHCTpyMeHTanmbHOTO KOHIEpTy (Capuenko, 2018), aurs-
yi onepu (Kyspmina, 2019) i my3uka juis Tearpy (po3zain MoHoOrpadii;
Hikonaescbka, 2020: 311-319).

[IutanHsIM iHTEpHpPETYBaHHS CHMBOIIB Y MHCTEITBI IPHCBIYCHI
mpaui O. Cupunosa (2011), I. T'axesoi (2021), M. Imutpenka (2015),
0. Hikonaescrkoi Ta JI. [llantoBamosoi (Hikomaercrka, 2004; Nikolaievska
& Shapovalova, 2021). CuMBoOJTiKa TOHSTTS «TaJIiCMaH» y 3B’S3KY 13 KHT-
tetBopuicTio T. Bepkinoi Ta B. [Itymikina ne posersdanacs.

Mema cmammi — OCMUCIIATH 1HIWUBITyaIbHUIA BHECOK HAPOIHUX ap-
TUCTIB YKpainu, npodecopis Tersiau Bepkinoi ra Bononumupa I[Itymkina
y PO3BUTOK TBOpUYMX Tpamumii XHYM mnuisixoM KoHIENTyasi3amii y mpo-
neci  pi1ocodCchKO-KyaBTypOJIOTIYHOT pedUIekCii CUMBOIY «TalliCMaH»
(Ha TArpYyHTI KOMITO3UIIIHHO-APAMaTypridHOr0 Ta BHUKOHABCHKO-1HTEP-
NpEeTaNiiHOro aHaJli3y OJIHONMEHHOTO POMAHCY ), Ta 3IMCHUTH BiIMOBIIHI
€CTETUYHI, eK3UCTEHLIHHI, ICTOPUYHI TPOEKLIi.

Memooonozis docnioicenns. 11pn po3risaai MUCTEIILKHX MIPOIIECIB K
(eHOMEHIB KyJBTYpH T4 OCMUCIIEHHI KaTeropii CHMBOJIY 3aCTOCOBYIOTHCS
MIPUHLMI ICTOPU3MY Ta KOMIUIEKCHMH MiAXiA 13 3aJIy4eHHSAM KyJIbTYpOJIO-
TIYHOTO Ta THOCEOJIOTIYHOTO METO/IIB, & TAKOXK BUKOPUCTOBYIOTHCSI IIPUNO-
MU 1HTEpIpPeTaLiiiHOTO 1 KaHPOBO-CTHILOBOTO aHAJI3y XyHOXKHIX SBHIL,
IO MMOCTAOTH SIK MPEMET JIOCIIPKEHHSI.
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Buxkiaa ocHOBHOro MarepiaJry J0CJIiIzKeHHsI.

2022 pik, o0 pO3KPOiB JKHUTTS HAIIO! AEpKaBH Ha «JI0» Ta «IIic-
7si», 3a0paB KWUTTS BHAATHUX [isSYiB MHUCTEUTB, 3HAKOBUX MoOcTaTel
mysuunoro Omimmy — Tersau Bepkinoil (18.09.1946 — 04.07.2022)
ta Bomogumupa IltymxkinaZ (29.01.1949 — 13.04.2022). Ilux mutiis
3’ €JHYBAJIH IOBT1 pOKM TBOPYOI CIIBITPaIli T 0COOUCTUX IPYKHIX CTOCYH-
KiB, KOTpi TPUBAJH WI€ 31 CTYACHTChKUX 4YaciB. Cepel 3HAYHOI KUTBKOCTI
CYMICHUX YCHILIIHHUX XyHO)KHIX MPOEKTIB 0COOJIMBE Miclle MOCiJae BUKO-
HaHHs pomaHcy «Paryii MeHe, miii Tamicman» (Ha Bipmi O. ITymkina3),
SIKMH BXe JaBHO Heo(iliifHO 3MiHMB CBOIO THTYJIbHY Ha3By Ha OLIBII KO-
POTKY, EMHY Ta BCiM 3HaiioMmy — « Tamicmany. e TBip ans T. Bepkinoi Oys
Iy’Ke BOXJIMBHM Yepe3 TEBHY JyXOBHY ONHM3BKICTh, BiH HEMOB MeTago-
PUYHO BTUTIOBAB BaXKIIMBY CKIIQJIOBY ii )KHTTEBOI MTO3UIIi1, BilirpaBaB poib
1 CBOEPIAHOTO CIIEHIYHOTO «0Oepery» i, BogHOYAaC, 11 BOKAIBHOT «BI3UTHOL
KapTKI».

3BepHEMOCS 10 €THMOJIOTII CJIOBa «TajicMaH», KOTpe Halyimo mu-
POKOTO pO3MOBCIOPKEHHA. BOHO MOXOOUTH YM TO BijJ TPEIBKOTO CIIOBA
«TEAECLLOY, 33 AKUM 3aKPIIMIMCS 3HAUCHHS «IIOCBSTa», «Hapuw» 4 «3a-
KJIMHAHHS», YM TO BiJl apabcpkoro «talisamy», IO TEPEKIaNAEThCs SIK
«CTBOPHUTHU MaridyHuWi 3HaK». 3a3BUYail TalicMaHaMHU Ha3MBAIOTh MpeAMe-
TH, SIKi MAIOTh TIPHHOCHUTH CBOEMY TOCIIONAPIO yaady Ta oOepiraTw Big Oif
i HerapasaiB, TOOTO € MariYHUMHM 32 CBOIM MOXODKEHHSM Ta (YyHKIIIOHY-
BaHHSIM. bIM3bKUM 3HaUEHHSIM Ha/iJIeHI i HOHATTS «00eper» Ta «aMmyJeT».
MarivHa cuia TajxicMaHiB OB SI3y€ThCs 3 0araromapoBicTIO IXHBOT CHM-

! Haponma apructka Vpaimu, npoecop, TalaHOBHTA MiaHICTKa, KAMEpHA CITiBAuKa,
BHIATHUU TpoMaJchkuid nisd, [louecHuid rpomMaasHuH XapKoBa, OpraHi3aTtop, XyIOKHIH
KepiBHUK Ta My3a decTnBamo kiracuaHoi My3uKH «XapkiBcbKi acambOnei» (1991-2020),
pexTop XapKiBCHKOTO HaIlIOHATBHOTO yHiBepcuTeTy MucTelTB imMeHi 1. I1. KoTsipeBcbkoro
(2003-2020); 3aBimyBauka Kadenpu cueniatbHOro (OPTENiaHo BIPOJOBK TPUBAIIOTO YaCy;
BOJIOZIApPKA BEJIMKOT KUTBKOCTI Pi3HUX HAropo, Bim3Hak Tomo. Miit [Texaror.

2 Haponuuit apruct Ykpainu, mpodecop, BiTOMHI KOMIIO3HUTOp, IIaHICT, 3aBixyBad
Kadenpr KOMIO3UIIT Ta IHCTPYMEHTYBaHHA XapKiBCHKOTO HAI[IOHAIBHOTO YHIBEPCHTETY
mucrents imeHi I. I1. KoTnspeBcrkoro, Boogap 6ararox NpecTIKHUX ITPEMil Ta Haropoy.

3 Ha crorommi icHye mpekpacHmil ykpaiHCHKHIl IepeKiax MbOro Bipury OeKcaHi-
poM I'psa3HOBUM, 1O 30epirae pUTMIKY OpHTIHANY 1 YymOBO Jisirae Ha My3uKy. HaBeneHa
Ha3Ba POMAHCY yKpaiHCHKOIO MOBOIO BiAMOBia€ caMe I[bOMY MepeKIay.
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BOJIIKH, TEPEIUICTIHHAM MHOKHHHIX €HEeprii, BipyBaHb TOIIO. Y I1ili cTar-
Ti MOHATTS «TaJicCMaH» BHKOPUCTOBYETLCS SIK Memagopa i cumeon, mo3a
OyIb-IKIX MOXXIIMBUX MAapPHOBIPHHUX YW TIOTOHOIYHUX CMUCIIB. BomHO9ac,
MOTOIUMOCS 3 TYMKOIO M. JIMUTpEeHKa Mpo Te, M0 «CIIOBO “‘CUMBON’ Y CY-
YaCHOI JIFOJIMHU BUKJIMKAE HE TUTBKU pAJ aOCTPAKTHUX UM KOHKPETHUX
ySIBIIEHB, acoialliif, 00pa3is, a il BITIyTTS MarivyHoro, TAEMHHYOTO, 3araj-
KOBOT0, a e — BiAIyTTs O€3MEKHOTO B Mi3HAHHI MAKPOKOCMOCY, JTIOBKIJUIS
1 MIKpOKOCMOCY, BHYTPIITHBOTO cBiTY» (MuTpenko, 2015: 22).

Ha chorogni HOBOI XBHJII HAyKOBOTO IHTEPECY, SIKMH pealli3yeTbes
y IapuHI TYMaHITapUCTUKH, 30KpeMa JiHTBOKYJIBTYPOJIOTii, Habyna mpo-
OJyeMa CHiBBIIHOIICHHS MMOHATH «CUMBOJ» Ta «KOHIENT» 5K e(DEKTUBHHX
IHCTPYMEHTIB Mi3HaHHSA Ta iHTepIpeTanii. B KoHTeKcTi i€l cTarTi HiIHHUMHU
€ 3100yTKH YKpaiHCHKUX MOCITITHUKIB. Ha BaXJIMBICTh pO3yMIiHHS CaMOTO
(hakTOpy 3IATHOCTI 10 CUMBOJI3yBaHHs BKa3dye O. CBUPHIIOB: «KOHIICTI-
Ty MOXKE€ TIPUTIIHCYBATHUCS JCKiIbKa CHMBOIIIB Ha BepOaJbHOMY piBHI abo
CJIOBO SIK OJIMHUIISI BEpOATBHOTO PIiBHSI MOXKE CTaBaTH CUMBOJIOM Pi3HHX
xoHuentiB» (Cupunos, 2011: 334). T'oBopsun mpo MOTEHLial CUMBOIY,
SKUW HaJae MOXJIMBICTh 3UUTYBaTH SIK HaAHOMMK4y (IHTEPTEKCTYyaIbHY)
inpopmarito, Tak i HaiBigganeHimy, I. [axxeBa mimKpecioe MITiAHICTD
i71e1 «TpaKkTyBaHHS MMO3HAYYBAHOTO CUMBOJY SIK KOHIIETITY, aJ[’Ke camMe KOH-
LENT Y CYy4YacHii HayIll pO3yMilOTh SIK OJMHUIO CBIJOMOCTI (KOJICKTHBHOT
abo iHAMBiOYyanbHOI), SIKa aKyMyJIoe B cobi iH(opMaliio pi3HOro BUAY
1 pi3HOTO CTymneHs y3aranbHeHHSA. OKpiM TOTO, B KOHIIETITI BayKJIMBa HOTO
BIIKPUTICTH JIJISl 30BHINIHIX 3B’S3KiB 3 IHIIMMHU, ACMO0 a0CTPaKTHIIIMMHU
KOHIIETITAMH, II10, 3PEIITOI0, 9aCTO CTHKAIOTHCH 31 c(heporo TpaHCIeHIeH-
tanpHOrO» ([akema, 2021: 58). OTxe, cka3aHe Ja€ MiJACTaBU HA3WBATH
«TaNliCMaH» He Juule CUMBONIOM, ale Ui KOHYEenmom-CUMBOIOM, B 3aJIeK-
HOCTI BiJ{ KOHTEKCTY.

V Toii ke yac, aKIEHTYIOUM yBary Ha TOMY, L0 HEXTYBaHHS CHMBO-
JaMH, 30KpeMa B OCBITi, «IIPU3BOANUTH J0 3aHETaay CYCIIILCTBA, CTHKH,
MOpaJTi KOJICKTHBHOI Ta 1HIUBIMYaIbHOI, IO KPaxy iJiealiB 3araibHOJION-
CHKHX, HaIllOHAIBHHUX, OCOOUCTICHUX, 10 PYWHYBAaHHS, & HE CTBOPEHHS,
M. [mutpenko (2015: 22) cTBepKye, 0 caMe CUMBOJI B HOTO CHHKpe-
TU3Mi, CHHTETH3MI Ta TOTAJIOT1i BUCTYTA€ HE3aMIHHOIO 1 IIOTYKHOIO Kame-
eopiero kynomypu. CaMme CHMBOJI, SIK 3HAK, 110 Ma€ MHOKHHHICTh CMHCIIIB,
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Ta, BIAMOBIIHO, TIyMa4deHb, TOCTAE OMHIEIO 3 JOMIHAHT MIKITIOACHKOI Oa-
raTopiBHEBOI pO3rany>KeHO1 KOMYHIKayii, MOJEIIOE Pi3HI BEKTOPHU Mi3HAH-
HS Ta PO3LIMPIOE TAKUM YHHOM NPOOJIEMHE HOJIE KyIbTYpHU y OiK SIK MOX-
JIUBUX TOAAJIBIIMX MEPCICKTHUB, TaK 1 HEOOX1AHOT pediekcii.

3Hauyma TBOpYa CIAIIMHA, KA HAJCKUTh BUSHAHUM XapKiBCHKUM
MUTIISIM Ta aKyMYJTIOE€ SHEprilo0 pyXy-HaTXHEHHs BCyleped 3yIHHII cep-
TIeIlb, NPOO0GIUCYE IHII0 KOMYHIKaAYii KPi3b YaCOBUH PO3PUB, IO MOCTIH-
HO 3pOCTa€, i TOMY CIIPHIMAETHCS K MapKep «JTIONWHOI0, IO IHTEpIIpe-
Tye». Ajke, 3a FO. Hikonaescbkoro (2020: 471), Homo Interpretatus — uie
«Cy0’€eKT, SKMH PO3KPHUBAE KOTHITUBHHH MOTEHLiaJ, KOHCTUTYIOE KO-
MYHIKaTHBHUN TPOCTIp CydacHOTO MHCTENTBAa Ta JO3BOJIAE BCIM, XTO
JI0O HBOTO JIONYYa€ThCs, 3MIHFOBATH MHUCTELLKHI MTPOCTIpP, K 30BHIIIHIM,
00’ €KTUBHHMA, TaK 1 BHYTPIIITHIH, BIACHU.

Croronni pomanc B. Iltymkuna «TamicmMan», y KOHTEKCTI icTopii
HOTO CIEHIYHOTO XUTTS, MOXe OyTH iHTeprpeToBaHuil sk TBopye Credo
T. BepkiHoi, 1110 32 CBOIM 3MiCTOM KOPEINIOE 3 racioM «IIpoTUBICHHS 311y
MHUCTELTBOM» BiloMOro B YKpaiHi Ta 3a ii Me:kaMu Mi>KHapOJHOTO (ecTH-
BaJTI0 KJIACHIHOI MY3UKH «XapKiBChbKi acamMOiel», XyaoKHIM KepiBHIKOM
Ta My3010 SIKOTO YIponoBx Oararbox pokiB Oyna T. Bepkina.

Pomanc «PsTyii MmeHe, Mili TamicMan yBIHTIIOB 70 30ipku B. [ITymkina
«/IBa pomancu Ha Bipmi Onekcanapa [lymkina» (2003) pa3om i3 TBOpoM
«Ilepequyts». ¥ nepeamosi K. LlItpudanopoi 3a3Ha4aeThes, 110 Crioyar-
Ky «Tamicman» He OyB CaMOCTIHHOIO KOMIIO3HITIEIO, a SIK OJUH 3 BOKaJb-
HUX HOMEPIB BXOJMB A0 MY3HMYHOTO O()OpMIIEHHS MOJIOAIKHOI TeaTpaib-
Hoi BucTaBHu «IIpoBomumo ekcriepumMeHT (1980 pokwn). Jlume mizHime BiH
OTpPHMaB BIIACHE CIICHIYHE >KUTTA, Ha BiMIHY BiJl BOKaJbHOI MiHiaTIOpH
«ITepemaytTs» (2000), koTpa onpasy Oyna HanmrucaHa sIK KOHIIEPTHHUHA OITyC
(ITrymkin, 2003: 2). SIk yTOYHIOE caM KOMITO3UTOD, TaKe MEPETBOPEHHS
pomancy «Tamicman» (3 «IicHI B KaJpi» miJ ritapy Ha MOBHOLIHHUN KOH-
LIepTHHH TBip) cTamocs 3aBAsku came T. Bepkinil, ska «Bigkpuia B HhOMY
TaKy CMHUCJIOBY IJTHOMHY, TaKi BITIHKHA EMOLIITHOTO MepeKUBaHHs, IO Bij-
JlaBaTy pOMaHC B “iHINI pyKw MEHi 31aBanocs HeMoxumBuMy (IITymikis,
2016: 126).

B. IITymkiH CKOpOTMB OpHTiHAJBHUN TEKCT, 3QJIMIIMBIIA YOTHPH
YOTHPHUPIAKOBUX CTpodu 3 I’ ATH (pUOpaB CEPEIUHHY TPETIO CTPOody).
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Ile m03BOIMIIO CTBOPUTH TUIOBY KyIUIETHY (pOpMy 3 KBagpaTHOIO Oymo-
BOIO Ta BIJITIOBIJTHOIO IMOBTOPHICTIO. 32 IHTOHAIIMHO-MEJIOAMYHUM CKJIa-
oM «TamicMany TTPOIOBKYE TPAIUIIII0 POMAaHCOBOI JTipuku. [Ipo e cBia-
9aTh 0COOJIUBOCTI:

— JIAQJIOTapMOHIYHOTO TUIaHy (TSOKIHHS 10 TOHIKO-JIOMIHAHTOBHX 3BY-
YaHb, TP MAKOPHO-MiHOpHUMH (hapOamn);

— METPOPUTMIYHOI opraHizamii (KBagpaTHICTh MY3MYHHUX HOOYAOB,
peryisipHa TpUIOJIbHA MYJIbCALlisl 3 yCTAIEHUM PUTMIYHUM MAJTIOHKOM Ta
3aTaKTOBHI 3a4nH (ppasu, 10 BKIIIOYAE TPH BOCHMI);

— iHTOHANIWHOTO penbedy (IMMPOKEe BUKOPUCTAHHS CEKCTOBHX XOJIiB
13 HACTYITHUM iX 3aTIOBHEHHSIM);

— (opremnianHoi QakTypH (pyX MO 3ByKax akOpIiB, 3BEpHEHHS /0 TH-
MOBUX (OPMYJT AKOMIIAHEMEHTY );

— JpaMaTypriqyHOro pO3BHUTKY (HAsBHICTH (OPTEMiaHHOTO BCTYITy Ta
KaJISHITIITHOT IHTepIIoNii Ha MaTepialli BOKAIbHOI MMapTii, THHaMI3aIis 3a-
cob0amu QaKkTypu APYToro KymjeTy, BBEASHHS BTOPH CYIPOBOAY).

Brim, iHOUBiqYyanbHICTD KOMITO3UTOPCHKOTO MOYEPKY, SIKA CIIUPAETHCS
Ha IrpOBUH NPHUHIMII XyJOKHBOTO MHUCIICHHS, IIO3HAYAEThCS y HM3LI Xa-
paktepHuX pHc. Tak, He 3MiHIOIOYH BOKAIbHY MEJIOII0 IBOX KYyIUIETIB (ABi
cTpodu + ABi cTpodH), Y KOXKHOMY 3 HUX KOMITO3UTOP peatizye ifero a3ep-
KJIBHOCTI, sIKa YOCOOJIOE€ TPHHIMIT KHUTTEBOI PIBHOBAru: 100po — JIMXO,
CHOKi — 6opoTh0a, 30BHIIIHI OOCTaBUHM — BHYTPILIHIKA CBIT (0coOHcTe
CTaBJICHHS). Y BOKaJbHIM MapTii 11 BIAOWBAETHCS y JIOTII CITiBBITHOIICHHS
cTpHOKiB Ta 1x 3anoBHeHHs. [lepiia monoBuHa Kymuiety OymyeTbesl HA BU-
CXIJHOMY IIIMPOKOMY XOJi (Ha CEKCTY, CENTHMY, KBIHTY) Ta HOTO HU3XiTHOMY
MIOCTYIIOBOMY 3aIiOBHEHHI. [HTOHaII{HO 1HaKIIe oopmIeHa Apyra MOJIOBHU-
Ha Kyriery. Lle Bucximauii Tpuxops (mmepeBaXkHO) i3 HACTYITHUM CTPUOKOM
YHU3 Ha KBIHTY, OKTaBY, CETITHMY, 1110 KOMITIEHCY€ BUCXiJJHUH pyX. ABTOPCBKY
MIPUCYTHICTh MiAKPECIIOE W XapakrepHa mia My3uku B. Iltymkina rapmo-
Hi4Ha TEPIIKICTh, IO HPOSBISAETLCA Y BEPTUKAIBHUX CEKYHIOBUX 3BydYaH-
Hsx. Taki rapMOHIYHI HalIapyBaHHA € TOCUTh YaCTHMH MiX BOKaJIbHOIO Ta
(hopTemiaHHOO TAPTiSIMU, BOHA CTBOPIOIOTH OCOONMBHI 3BYKOBHH KOJO-
PHT, SIKHI 30aradyeTbesi «He3pyUHHUMMIY HIMPOKHMH BOKAJIbHUMH XOJIaMH.
Hdpyruii Kymier OUHAMI3yeTbcs BHCXIIHUMM MacakKaMM ILiCTHAILSTHX
y (dopremianHii maptii. Bouu €, 3 oHOT0 00KY, aJTi031€10 Ha MIBUIKOTUTHH-
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HICTh Yacy ¥ CTBOPIOIOTH BIAYYTTS HEBIOBUMOCTI 00pazy, KWK Ompasy
3HUKAE, 3 JPYroro OOKy — BIATIHSIOTh 3MICT TEKCTY, MOCIIIIOIOUN CITITETH
«CBAIIEHHUI», «9apiBHUI, TOOTO HEAOCSHKHUM, TOH, IO € 1033 peaJbHIM
JOCTYIOM. [HTUMHICTB, KAMEPHICTh, 0COONIBA LIUPICTh, O PO3KPHUBAIOTH
BHYTPIIIHIH CBIT JIOMUHU, MiIKPECIIOIOTHCS B MY3HUIll JUHAMIYHOIO aMII-
JITYI010, STIKA HE BUXOAWTH 32 MEXI mf HaBITh Y HAUBUIIIOMY «TPaIyCi»;
3BYYHICTh YTPUMaHa y Tpafallisix piano Ta 3aBEepIIYEThCS Ha morendo pp.
3ramaemo, 0 y TBOPUYOCTI TI0eTa el BipII mocigae ocodnmBe Mictie, apke
BIH 3a 4aciB XHTTS aBTOpa 30epiraBcs y PyKomuci, TOOTO CBiloMO HE OyB
OTIPHITIOMHEHUH SIK «TBip Ais cebe» (HaBiTh «1po ceben). Lle € ozHakoro
«HETYYHOCTI» BUCJIOBITIOBAHHS, 1110 TOHKO BIIOBUB KOMITO3UTOP.

V Bukonanti T. Bepkinoi* pomanc «TamicMan» 0TpuMy€ MPOHUKITHBE
CIIOBiZJATPHE 3BYYaHHS 13 06araroro MaTTPOIO CMHCIOBHX Ta €MOITIHHUX
BiATiHKIBS. [[bOMY CHIPUSIIOTH HE JIMIIE KAMEPHA MAHEPA CIIiBY Ta HEBEJIH-
KW TONoC, a, HacaMIiepe, crenrgika iHIUBiAyaTi30BaHOTO IHTOHYBaH-
usi%. Came uepes 1e T. Bepkina sk mapTHepKa-BOKAIiCTKA 3aJIUIIAETHCS
«HE3PYYHOIO» JUIsl TiaHicTa-KOHIEpTMeicTepa. YMOBHICTh HOTHOTO 3a-
MUCY SK MHQPY XyTOXKHBOTO 3MICTy 00epTaeThCsl y BEPKIHCHKiM iHTEp-
mperanii 0COOJIMBHM aroriyHUM Bi3e€pyHKOM, SIKHH € HE CIIOHTaHHHM,
a, HaBMaKu, OOYMOBJICHNM 3MICTOBHUMH aKIIEHTaMH, 110 BU3HAYAIOTHCS
0COOJIMBOCTSMH BIIACHOTO BHYTPIIIHBOTO CBiTY BUKOHABHIII, IPOIMYIIEHI

4 sk Biry4yHo 3a3Ha4ae JI. llly6ina, T. Bepkina, Mpe3eHTy0uH TBOPH XapKiBCHKUX KOM-
TIO3UTOPIB CIIyXalbKii aymuTopii, HepiKo «CTBOpIOBaNA IX “eTalloHHI” IHTepIpeTallii, Ha
SIKi Opi€HTYBaJIMCS Bxke HacTynHi BukoHaBmi» (I1ly6ina, 2019: 15).

5 InTepnperanis aHami3yeThes 3a BineosanucoM Buctymy ayery T. Bepkina — B. ITtym-
KiH y TeneBi3iiHii nporpami «Akuenta» Bix 30 BepecHs 2006 poky (muB. T. Bepkuna
B «Aknenrax», 2006). 3aznaunmo, mo obpanuii T. BepkiHoto mman iHTepnperanii 3auu-
IIaBCsI B IJIOMY HE3MIHHHM, 110 00YMOBIICHO YCTAJIEHOIO O3UIII€I0 BUKOHABHIII IIIOJIO0 aK-
TyaJIbHOTO IHTOHYBAHHS Ta BiJIIIOBIJHOO IIPOIYMAHICTIO BCi€l NaTiTpH 3ac00iB XyIOKHBOT
BUPa3HOCTI.

6T Bepkiny nazuBanm, 3a cBigonreom JI. 1lIy6iHO1, BOIOAapKOO HAJA3BHYAWHO Kpa-
CHBOTO COIPaHO, BUKOHABHIICIO, KOTPA BUPI3HIETHCS CaMOOYyTHHOIO MaHEPOIO CIIIBY, «iH-
TeNeKTyalIbHOIO criBaukoro» (BuciiB M. Kapminceroro) (Illy6ina, 2019: 14, 15). V cBoix
IHTepHIpeTalisax KaMepHo-BoKaIEHHUX TBopiB B. IITymikiHa, sk 3a3na4ac 1. [Ipaq (2009: 24),
T. Bepkina 1151 KOXKHOTO IIMKITy 3HAXOAUTD BIIACHI «MY3WYHO-KYJIBTYPHI 1JEHTHYHOCTI» —
BUKOHABCHKI 3acO0H.
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«xpizp Cebe», 3a0apBicHI HEMOBTOPHHUMH OCOOHCTICHUMH KOJIbOPAMH
nyini. Benukoro 3HaueHHs HaOyBae ClloBO, HOTo Miclie y My3u4Hiid (pasi
BiIMOBiHO 10 MyHKTyarii. CaMe BKIAQJAEHUH CMUCI, IO PO3KPUBAETHCS
3aBISKH TEMIIOBUM, JMHAMIYHHMM, apTUKYJISAIIHHUM, TeMOPOBHUM 3aco-
0aM BUPA3HOCTI, IOCTA€E LIEHTPOM IHTEpIpEeTaliiHIX TOLIYKiB, Pe3yJIbTaT
SKHX — yCTaaKyBaHHs « TamicMaHOM» CTaTyCy My3HYHOTO CUMBOJLY.

I npomy crnpusina BUkoHaBchbKa AisutbHICTH T. Bepkinoi, mo 6e3moce-
penHBO BIUIMBAJA Ha MY3WYHE KUTTA XapKoBa, BiAIrparoyH, 3a JYMKOIO
I'. I'an30ypra (2016), norpiiiny ponb. Lle 30epexeHHs Tpaaullii apucTo-
KpaTHYHOTO CAaJIOHYy SK TMPOTHUBard CyIiTLHOMY O€3KYIbTYp IO, BiTKpH-
TICTB JJO BUKOHAHHA CYy9aCHUX TBOPIB BITYM3HIHIX, 30KpEMa XapKiBCHKUX,
KOMITO3UTOPIB Ta yBara Jio pPiJIko BUKOHYBaHOI a00 HECIpaBeIIUBO 3a0y-
TOI My3WUKHA MUHYIIOTO.

VY wmucTenTBi Ha Pi3HUX PIBHAX (OCBITHHOMY, HABUAIBHOMY, TBOD-
YoMy TOIO) TalliCMaHAMH HEPIJTKO CTAOTh CaMi MHTII, IXHI TBOPH, ijei,
IIIKOJIM, PUHIIMITA, BUKOHAHHS, TOOTO Ta TBOpYA JTUBOBIIKHA CHEPTIs, sSKa
32 MOJEIUTI0 KOHIEHTPUYHHUX KPYTiB OXOILIIOE Pi3HI MIapU KYJIBTYpPHOTO
KUTTS. Hepinko BHKIIamada MOPiBHIOIOTE 13 TPOBITHUKOM (3raa€éMo e€TH-
MOJIOTIIO CJIOBA «IIEJAror» sk «TOM, 10 Bee AUTHUHY»). BomgHouac icHye
BCIM 3Haiomuii BucHiB «3Hatu CBOI'O nemarora», TOOTO Takoro, 3 SIKUM
HAJIarO/XKY€EThCS 0COOIMBHIL 3B’ SI30K, 110 CIIPUSE JUHAMIYHOMY PO3BUTKY
Ta CTAaHOBJCHHIO O0COOUCTOCTI. 3TiIHO YHIBEpCANbHIN KOHIEMIIii IIKOIH,
3anpononoBanoi C. Kyueperkom (2019: 26), Takuit 38’5130k BOAYAETHCS
B «CUCTEMI eHepeoinghopmayitinoco oominy», KoTpa «(pyHKIIOHYE Yy (op-
Mi CKJIQJHOT AMHAMIYHOI IUTICHOT i€papXiqHOl CTPYKTYPH B KOHKPETHUX
MPOCTOPOBO-YACOBHX YMOBAaX Ta HAIllJICHA Ha Ti3HAHHS BUINUX CMHUCIIB
Ti€el un iHmoI npodeciitHol criemianizalii». Y TOW e 4ac, 3HAUTH CBOTO
[earora BAAEThCS HE KOXKHOMY, OTXKE, AKIIO LIEeH MOIIYK CTA€ YCIIIITHUM,
TO 3’SIBIIIETHCS «CUMBOJI TaiCMaHy», (DYHKIIIIO KOO BUKOHYIOTh BUKJIa-
Jad i Woro mkoia. TajaHT, TBOpYa €HEPris, Xapu3ma, MpodecioHami3M
i OCOOHMCTICHA LITICHICTh 3YMOBIIOIOTh TOSIBY «BHKJIQJava-TaiCMaHay.
AKTyallbHOIO B IIbOMY IIJIaHI TTOCTAa€ caMe €HePreTUYHA CKIIAJ0Ba IITKOIH
SIK CUCTeMH OOMiHY, aJ1ke T1 BIUTMB Ha peIUITieHTa (OTpUMYyBaua, ajpecara)
MIPOAOBXKYEThCS HE3AIEKHO Bijl HASBHOCTI UM BiJICYTHOCTI MPSMOTO KOH-
TaKTy 3 BHKJIamadeM. HaBiTh y pa3i cMepTi 3aCHOBHHKA HOTO IITKOJIa TIPO-
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TIOBKYE ICHYBaHHS 1 PO3BUTOK (i B I[bOMY, MIXK 1HIIINM, ii 0cOoOIHMBa Maris),
MIPOPOCTAIOYY Y HACTYITHI MOKOIIHHS 1 3a110YaTKOBYIOUH HOBI TPAIUIIiL.

[To3a cymuiBamu, i T. Bepkina, i B. [ITymkin € MuTosmu-«ramicma-
HAMU» JIJIsl BUILNOT IIKOJIM MY3UYHOTO MUCTeNTBa Ykpainu. [Ipo 1e cBin-
yarh HE JIMIIE BarOMHIA CITMCOK JOCATHEHb Ta HAropoj, MacIiTaOHa BH-
KOHABChKa YM KOMIIO3UTOPCHKA JiSUTHHICTh, KUTHKICTh BUITYCKHHUKIB, a, Ha-
camriepe], CTBOPEHHS «IIKOJIH sIK TBOPUYOi CUCTEMH eHeproiHdopMaLiiiHo-
ro oominy» (3a C. KyuepeHkom), 1110, «IIPOAYKOBaHA KOKHUM XyIOKHHKOM
1HIMBiAyaJIbHO, TOYHHAE TPAIIOBATH aBTOHOMHO SIK TIOPOKYBaJlbHa MO-
JIeITb 3 TOJIOBYIOUOO HascBimoMicTio» (Kyuepenko, 2019: 28). I e € Baxk-
JVBHM BHECKOM B OCBITHBO-TBOpYi Tpamuiii Alma Mater, ski 3a0e3me-
YYIOTb MOJAIBIINN Oe3MepepBHUN TapMOHINHUI PO3BUTOK YHIBEPCHUTETY,
MTOCTIiHE OHOBJICHHS B YMOBAaX Cy4acHOCTI 31 30€peKCHHIM «PE30HAHCHO-
r0 3B S13Ky»’ MiXK MUHYJIUM Ta MaiiOy THIM.

Tox stkumu Oymu st cBoix crynentiB T. Bepkina ta B. Itymxin?

T. Bepkina Oyia ckiiaJHOI, 0araTorpaHHO, XapU3MaTUIHOO 1 AyXKe
TaJaHOBUTOK ocobucticTio. [Ipo Takux kaxyte — JlonuHa-emoxad.

7 3anmpornoHoBaHUi BUCTIB 0a3yeThCcsd HA MPUHIHUII «PE30HAHCHOTO JIAHIIOXKKA», 00-
rpyHTOBaHOTO B KoHIemnii mxonu C. Kyuepenka (2019).

8 Ha KOHIEpTi 3 Harogu 50-piuus TBopuoi misibHOCTI T. Bepkinoi, sikuit BinOyBcs
y pamkax XXVI ¢ecrusanto «XapkiBcbki acambnei» (2019), mpo3Bydana moeTudHa mpu-
cBsTa (BipIIi HaJe)KaTh aBTOPIII i€l CTATTI), 10 BUMalIbOBYe 00pa3 [lemarora:

Ko postns uyTHI JTUBOBIKHI 3BYKH,

I My3uKa TyHa€ Kpi3b CTOMITT,

MoB kpwuIta mypxaroTh HaJ] KIaBillaMu PyKH,
YHOCSIYH HE3TOIH 1 TUXOMITTS.

«IIpoTHBIEHHA MUCTELITBOM 3JTy» — NAJIKHUH LeH 3aKINK
Hanexuts XiHii cuapHIlM 1 HATXHEHHIH,

To ceHc KHUTTs, AeBi3, MeAAroTiYHUI MOKIHK,

Slxomy TicHO B cipocTi OyAeHHIH.

TopiTs i Hagami: To € Bamra BiacHa mkona,

3 TpaguLisAMH, CTUIEM i... TyMKaMH.

Xaii 3ipka l{acts cBiTuts Bamiii gomi!

3 m060B’10, Mu — Bai kiac, 1110 3aBxau 3 Bamu.
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BuuTucs B ii kaci Oyito HeTIpocTo, i BOHA Iie 3Hama. My3nka Oyiia He JITie
11 )KUTTAM, aje i MO>KJIMBICTIO 3MIHUTHU peasibHICTh, TOBEPHYTH JIIOISM Ca-
Mux cebe 1 30yyBaTi TapMOHIliHE BHCOKOKYJIBTYpHE MailOyTHE, pearizy-
Baru Mpito. Lli izei He3MiHHO GirypyloTh y YUCETBHHUX IHTEPB 10, CTATTAX,
mpomoBax Ta BineoBuctynax T. Bepkinoi. My3uuHuil TBip 3aBXAU MHC-
JIMBCS HEIO SIK METAIOCIIAHHS: B1JI KOMIIO3UTOPa Yepe3 BUKOHABIIS JIO CITY-
Xaya, BiJl MUHYJIOTO Yepe3 Cy4YacHICThb 0 MaiiOyTHRoro. CaMme 11e 1 poOHuTh
MHCTELTBO 31aTHUM MOJICJIFOBATH HOBI CTpATerii KYJIBTYPHOI'O PO3BUTKY.

B. Iltymikina, Ha aymMKy Mapunu [ITymkiHoi®, JOHBKH KOMIIO3H-
TOpa, BiJ3HAYajH, TMEPII 32 BCE, MUPICTh, ONTHMI3M i mpodecioHami3m.
Hagenemo parmeHT criorazis ofHi€l 3 nepimx BUmyckHuibs B. [ITymkina
no kiacy ¢dopremiano — Terstnu Kosnosoil? (amke maecTpo Bukiagas
1 KOMITO3HIIIIO, 1 cTiemiaibHe popTemiaHo):

— Sxum 3anam’sitaBest Bam Bonogumup [tymkin?

— Hacammepen, *xuTTepaaicHOIO JIIOAMHOIO, SIKa TyXe JTI00MIa My3u-
Ky, 1 mucary, 1 BukoHyBaru. Llle BiH OyB 7OOpO3UUITUBHIM, SIK 3 KOJIEraMH,
Tak 1 31 crynearamu. | 3BicHO, Bonogumup MuxaiinoBuu OyB He3BHYAl-
HUM. BiH BUPI3HSABCS THM, IO 3aIIATIOBAB YCEPEINHI CTyACHTA TKHIUCH BOT-
HUK, 3 HIM XOTiJIOCS CIiBIPALIOBATH, XOTIIOCS Y HHOTO BYMTHUCS 1 3 HUM
crinkyBarucs. BiH Mir i mopaay cnuTary o0 CBOiX TBOpiB. byB y cmin-
KyBaHHI Jy’Ke€ JIETKOIO JIOAuHOI0. OCh TaKUM BiH 1 3amam’siTaBcsl — JIyKe
KUTTEPAAICHUM. J[pyT 3 BETUKOI JIiTEpH.

[Toxa3zoBo, mo mno 3akinueHHi YHiBepcutery T. KoszmoBa mouana ak-
TUBHO IHCaTH MY3HKy. Ha cbOrogHi BoHa € aBTOPOM TPhOX APYKOBaHUX
30ipoK My3WdHUX TBOpIB: «“Te, 1m0 Manioe ysaBa” Ta iHIIY», IHCTPYMEH-
TanbHi ’ecu 1uis aitedt (2019), «My3ndHu# 300MapK», BOKaJIbHO-IHCTPY-
MeHTanbHUH UK (2020), «PaliayxHi Kpuiia TaHIIO», My3UYHUN CyTIpo-
BiJl ypoKy knacuuHoro TaHmto (2021). Hapa3i me cnpuiiMaeTbest Sk posiB
«pe30HaHCHOTO JaHLIoKKa» (3a C. KydepeHkoM), 10 aKyMyJII0€ EHEPTiro
«BUKJIaJaua-TaTiCMaHa» Ta MPOAYKYE i1 uepe3 TBOPUICTh HOTO yUHIB.

9 Hywmxku i cnoragu M. [Itymkinoi Ta T. Ko3noBoi Oyiu 03BydeHi y mpuBaTHUX Oecimzax
3 aBTOPKOIO IIi€i CTAaTTi.

10 Tersna Kosnoea — mianictka, unyckaunsg XHYM iwmewi I. I1. KomsipeBeskoro, kimac
¢dopremniano B. Iltymkina; npamroe konneprmeiicrepom y XHATOB imeni M. Jlucenka,
ITHIIE MY3HKY.
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Y MUCTEITBI Ty’Ke BaXXJINBO, KOJIU BumTens moenHye Teopiro i mpak-
tuky. | T. Bepkina, i B. IITymkin Oynu cueHiunumu mogsmu. CBoi Xy-
JIOHI TPUHIIAIIA BOHW BUMPOOOBYBAIH, BIIIOBITHO, Y BUKOHABCTBI Ta
koMmo3uIlil. JIyis 000X MYy3UKAHTIB BEJIMKE 3HAYCHHS Majla 1HTOHAIIIS.
AKTyanpHe IHTOHYBaHHS BUKOHABIS — IIS MpoOJiiemMa 3aBxau Oyna IeH-
TpanpHOIO Ha ypokax T. Bepkinoi. Bona 3mo0yna HaykoBe BTUICHHS B 11
KaHJUIATChKIN JUcepTallil 3 BiIMOBIIHOI HA3BOI «AKTyaJlbHE IHTOHY-
BaHHS SK BHKOHaBChKa mpoOiema» (2008) ta Oyma y ¢okyci ocraHHIX
nyOmikamii, 30kpemMa ctarti «The Performing Art as a Practice of Actual
Intoning» (2020), HamucaHOi HEIO y CIHIBaBTOPCTBI 31 CBOIMU BUITYCKHH-
1MUY, [HTOHYBaHHS OCMUCTIOETHC T. BepkiHOIO siIK 0COONMBUI MTPOLEC
KOMYHIKaTUBHUX CTOCYHKIB y CKJIaJIHiil BUKOHABCHKO-CTHJILOBIH CHUCTEMI
Ha TIpuKIani (opTeiaHHOTO MECTENTBA. BEpKiHChKU mOcTynar «Mu Ma-
€MO 3HATH, Y SIKMX “IHTUMHUX CTOCYHKax MiX c00OI0 mepeOyBaroTh BCi
3BYKH TBOPY», — ¥ PI3HUX IHTEpHpeTaIisx nocriiHo OyB MpUCYTHIN Ha ii
3aHATTAX Y KIJIACi, CIPSMOBAaHMX Ha OCMHUCIICHHS CMHCJIOBUX aKIICHTIB.
Sk 3a3Havana cama mpoecopka, «... e CIpodu pO3rOpHYTH “TIPSIMyBaH-
HS CMUCITY’ BiJl 30BHIITHLOTO, IOBEPXHEBOTO, IO 01BN TITHOOKOTO, HABITH
mbouaHOTO» (Tarbsna BepkuHa B roctsix, 2016: 329). CtprxHeBUH IpHH-
nun mkonu T. BepkiHoi — 11e XxapakTepHU s BUKOHABI SIK YYaCHHKA
MUCTEIBKOT KOMYHIKAI[IT Xy/IOKHIH CHHTE3 1HIUBIAyaJIbHOTO aKTyaJbHOTO
IHTOHYBaHHS, OCSATHEHHS INTMOWHHUX 3MICTOBHO-CMUCIIOBUX JIOMiHAHT BH-
KOHYBAHOTO TBOPY Ta KOJIOCATLHOT 0COOMCTOI OiHAPHOI BiAMOBINATLHOCTI
nepej BianpaBHUKOM (KOMIIO3UTOPOM) Ta aapecaroM (cayxadem)!!,

Oco0IMBOIO XapAKTEPHOIO IHTOHAIIIEI0, 1110 3aBXK/I1 BIII3HAETHCS, Bij-
3HAYAETHCS 1 3BYKOBUH CcBIT TBOpiB B. [ITymikina. TeaTpanbHicTb, Kameii-
JIOCKOMIYHICTh, 00pa3Ha 3arOCTPEHICTh Ta SICKPABICTh — TAaKOK IIOCTAE,
30KpeMa, ioro My3uka Juist niteid. Lle ocobnmBa cropiHka TBOPYOCTI KOM-
MIO3UTOPA, KA JO3BOJISIE HA3BATH MOTO «TaJiCMaHOM JUTHHCTBAY, «4apiB-
Hay i SKOTO MPOSBIISETHCS YePe3 YHUCICHHI COMBHI 1 aHCaMOJIEBi TBOPH,

11 Ha nux sacapax IPYHTY€ETHCS YCHIIIHICTh PI3HOMAHITHIX MacIITaA0OHUX TBOPYHX IIPO-
extiB. Jlopeuno 3ragatn BukoHaHHS T. BepkiHOIO pa3oM 3i CTyIeHTaMU i BUITyCKHUKaMU ii
KJIacy BCiX KJIaBIpHHUX KOHLEPTiB (U1 2-X, 3-X 1 4-x iHcTpymenTiB) I. C. baxa Ha dectusai
«XapkiBcbki acam6iei — 2013» sk 3HAKOBY IOAII0 My3HIHOI YKpaiHH.
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30kpemMa croitu «l'ymiBepy», «BiHI30pChKI MyCTYIKHY, « TearpanpHui ka-
aeiigockomy, «MimanuH-IuIaxTua», «Cropinkamu “/lutsdoro anboomy”
I1. YaiikoBchKoro» TOmIo. Hepinko KoMIMO3UTOp KOAYE B MY3HIIl CBOEPiHE
MmeTanocianns Bif «Cebe-/lopocioro» no «Cebe-Iutunuy depes pi3Ho-
MaHITHI acOLaTUBHI 3B’ A3KH!2.

CuMBoOI TaJTicMaHa IMPOCBivye€ i B KOMYHIKaTHBHIN CUCTEMI «KOMIIO3H-
TOP — BUKOHABEIb — CITyXaw». BaKIMBiCTh AJIS1 KOMIIO3UTOPA 3HAXOMKESHHS
CBOI'O BUKOHABIIS ITiIKPECIIOBAB y OMHOMY 31 CBOIX iHTEpPB 10 Cy4acHUH
miaHiCcT 1 KoMrmo3utop M.-A. AmiieH. Y KOHTEKCTI PO3MOBH IIOMO PiKO
BUKOHYBaHHX (OPTEMiaHHUX TBOPIB, 30KpeMa €TIOIiB, MaeCTPO (3aB3ATHI
KOJIEKI[IOHEp HOT), MiAKPECIIOE, 10 ICHYE YUMAaJI0 TPEKPaCHOi MY3HKH,
sIKa LIJIKOM 3aJI0BOJIBHSIE 3alUTH THUX, KOTO XBUJIIOE MaHICTUYHA TEXHIKa,
ajiecmpaBa B TOMY, 110 TIOTPiOHI npasuivii 1todu, TKi MOTIIH OH 1i TIOTITH-
proBatu. SIkOM HaMBIAOMIIII BUKOHABIII CHOTOJICHHS MOYAJId TPATH TaKy
MaJIOBiJIOMYy MY3HKY, — 3ayBaXy€ ITiaHiCT, — TO BOHa Maja Ou Oiiblie maH-
ciB Ha BwkuBaHHA (Interview with Marc-André Hamelin, 2016). Otxe,
BHUKOHABELb MOXE crmamu abo He cmamuy A7l KOMIIO3UTOPA CBOEPITHUM
TaJliCMaHOM, IO TIPUTATYE M0 cebe ciryxadiB. [HImMi OiK MHOTO MUTAHHS
po3kpuBae 0. HikonaeBcpka (2020: 321), roBOpsiYM HpO BHUKOHABCHKI
cTparerii fK BaXKJIMBY O3HaKy Cy4aCHOI'O TBOPHYOIO IPOLECY: «3aBISKH
0COONHMBAM KOMYHIKaTHBHUM MexaHi3maM JltomuHa, 1o I1HTEpIIpeTye,
3/IaTHA 3MIHUTH II0JIE CMHCIIB Yy CUCTEMI “TEKCT-TBip”». J{J1s1 XapKiBChKUX
KOMITO3UTODIB, 30kpeMa B. [Itymkina, M. Kapmincekoro i1 B. bibika, Ta-
kuM CBOIM BHKOHaBIIEM-«TajlicMaHOM», a HEPIAKO ¥ HepHuM iHTep-
nperaropoMm, Oyma T. Bepkina. JlopedHo 3ragatu ii BHKOHAHHS TBOPY
B. Bbibika «HaiizanoBiTHimey, mo3HaueHoro aBTopoM sik «IlicHi Ha Bipmri
AHHU AXMaroBOi», akuii OyB cTBopeHuit «min» T. Bepkiny — BoHa Mana
OJHOYACHO CIiBaTH 1 Tpatu Ha posuti. 3i croraxis 1. Kapmincekoi (2016)
nizHaemocs, mo st M. Kapmincekoro T. Bepkina Oyna He mpocTo BHKO-
HAaBWIICIO, a W CITIBABTOPKOIO. «Y MOeMY apXiBi, — 3raxye 1. Kapminceka, —
30epernacs otorpadis aBTopchkoro konuepry Kapmincekoro. Ha creni
Mapk BeniamiHOBHY y TIOKIIOHI minye pyKy TersHu bopuciBHU 3 Takoro
MOBAro0, BASYHICTIO, 110008 10...» (Kapminceka, 2016: 138).

12 Binpm JIETaJbHO MO IIe MOXKHA Ai3HaTHcs: [loqnopuHoBa, 2017.
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Termuti apy>kHi Ta TBOPYi cTOCYHKH 3B’ s13yBanu T. Bepkiny 3 B. IITym-
KiHUM JIOBTi poku. lle He TiIbKM BOKaJNbHUU ayeT (KpiM 3a3HAueHOIo
«Tamicmanyy, Oyno Kinbka BOKaJhbHHX IUKIIB — «OMiBHIYHI IMiCHI» 3a
A. AxmaroBoto, «Bipyro» Ha cnoBa C. Canensika, «Y THIII Be4ipHIi»
Ha Bipiui O. PomaHOBCBEKOTO, a TakoK MOHOCHM(DOHIs «CTIOBiAb» Ha TEKCT
b. Unun6ab6ina) (IItymxin, 2016: 124-125), ane # cmijgpHI TBOpUI Mpo-
€KTH 32 YYaCTIO CTY/IEHTIB iXHiX KJaciB. 3ralye€ThCs, HAIPUKIal, aHcamO-
JieBe BUKOHAHHSA Y BiCIM pyK cTyneHTamu kiacy T. BepkiHoi TpaHcKpumii
«Konuepro rpocco» A. Illnitke, BukoHanoi K. Illtpudanosoro y kiaci
B. IITymkina: Takuil CKIIaIHWIA TBOPYUH JIAHITIOKOK.

SIKIIo po3MIMPIOBATH MO3HAYCHI «KOHIIGHTPUYHI KOJay», TO JUIs M-
pokoi cityxaupbkoi ayIuToOpii IpOTAroM OararboX POKIB CBOEPIAHUM MY-
3UYHAM «TaJicMaHOM» OyB (heCTHBaJIb KIACHIHOI MY3WKH «XapKiBCHKi
acamOnei», SIKUi He TUTbKU JaBaB MOXJIMBICTh JOTOPKHYTHUCS B PEKUMI
PeabHOro Yacy 10 TBOPYOCTI BUIATHUX MY3HUKAHTIB, SIK 3apyOIKHHX, TaK
1 BITYM3HSAHUX, ajie ¥ CTaBaB apTUCTHYHUM TPAMILIIHOM JUIi TaJlaHOBU-
Toi MHcTenbkoi Mononi. B menTpi ¢ectuBamo 3amxau crosia JlroguHa
SIK TBOpYa OCOOHMCTICTh, a HOTO TeMaTHKa OXOIUTIOBaia Pi3Hi emoxu (Bif
Bapoko 10 cydacHocTi), pi3Hi CTHII, TpaauLii, HaliOHAJIbHI IIKOJIH TOLIO.
[Tigxpecnumo, 110 BUKOHAHHS TBOPIB YKPaiHCHKOTO MUCTEITBA 3 METOIO 1X
nomnynspu3anii 0yJ0 ofHi€I0 3 JOMiHAaHT QecTuBaNbHOI cTparterii. [Ipo e
CBiAYUTD, 30KpEeMa, TEMaTHKa My3U4YHUX 3aX0liB pi3HUX POKiB: «I1Llybept
Ta yKpainchkuil pomanTusm» (1993), «lmnsa Caarin. o 135-piuus npode-
cifiHoi My3u4HOi ocBiTh Ha CrnoboxaHmuHI» (2006), «Bix Menaenscona
1o JIucenka: pezoHanc KynbTyp» (2008), «laitnx Ta KoTnspeBcbkuii: MUC-
TenTBo ontuMizMy» (2009), «KomsipeBchknit-250: ocobucTicTs Ha mepe-
xpecti KynsTyp» (2019). Kpim Toro, Tpu MacmtabHi My3udHi (hecTUBaTi
OynM TpUCBAYEHI CBATKYBaHHIO IOBUIEiB Hamoi Alma Mater: mo 90-piu-
ust (2007), «I'paemo pazom» (95-pivus, 2012), «100 pokxiB XHYM ime-
ai [. II. Kommsapercekoro: Tpanmuiii, iHHOBamii, Maidytae» (2017).
Came MHCTENTBO #, HmIHMpIIE — KyJIbTypa, 32 HE3JIAMHOIO BIIEBHEHICTIO
T. Bepkinoi, 31aTHi BpATYBaTH JIIOACTBO, CHPUSTH PO3KBITY ACP)KaBU YU
HaBiTh 1mBiNi3anii. Kynerypa nmorpedye HeoOXiqHOT MIATPUMKH, BBaXKaa
npodecopka, OCKUIbKM BoHa GopMye MailOyTHIH PO3BUTOK CYCHLJILCTBA,
OTKe Ma€ HacamIepe, He TAaKTUIHI, & CTPATeTivTHi IIiIi.
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BucHoBkm.

B icTopii XapKiBChKOTO HAILIOHAJIIFHOTO YHIBEPCUTETY MHUCTEITB iMe-
i I. TI. KoTnsipeBchKoro noieHOCHICTh AaTh Horo 3acHyBaHHA (1917 pik)
Hapasi CIPUHMAETHCS K IEBHUN «KapMITHHM MIIei(», M0 CTATYE y CBiH
E€HepreTHYHHI MOTIK 1 PEBONIIOLINHI 31aMH MHHYJOTO, i Kpax iaeadis,
1 TIONIITUYHI, COIialIbHI, KYJABTypHI 3MiHH (HE TOBOPSYM BXE W MPO Taki
«YHAOYHEHHS! KapMiYHOI €HEPrii», sIK JeKiIbKa ITOKEXK, 10 Y Pi3HI POKH
3HUIIWIN [[iHHI apXiBHI TOKyMeHTH). Take 3aKiiaJieHe «1aTol HAPOIKEeH-
HsD» HECTPUMHE OYpIIiHHS BiTOMBAETHCS HABITH Y MPOIIECi pECTPYKTYpH3a-
uii Bumry: Koncepsaropis (1917), Akagemist (1920), My3uyauii iHCTUTYT
(1921), My3nuno-npamaruaanii iHcTuTyT (1923), Jlep>kaBHa KOHCEpBATO-
pist (1934), Hdepxauuii iHcTuTyT MucteuTs imeHi [. T1. KoTnspeBcbkoro
(1963), HepxaBuuii yHiBepcuteT muctents iMeHi 1. I1. Kotnspercrkoro
(2004) 1, mapemri, HamionansaMi yHiBepcuTeT MucTtenTB imMeHi 1. I1. Kot-
asipeBcbkoro (2011). Biporiano, 3Bifcu 6epyThb CBiif OYAaTOK i HEBraMoOB-
HICTh Ta MOCTIHUI TBOPYMH TOIIYK, BiIKPUTICTh HOBAIIISAM, TIOETHAHHS
HayKH 1 TBOPYOCTi, Teopil Ta XyAOKHBOI MPAKTHKH SK KIFOYOBI 3acaau
MHUCTELBKOTO XUTTA Alma Mater, 1o cranu Tpaauuiero, kKorpa ¢popMyBa-
nacst 6ararbMa NMOKONIHHSMH TAJIAHOBUTHX MUTIIB. X0YETHCS BIpUTH, IO,
MOTIPH BC1 TPYAHOLII M HerapasaH, i CbOTOAHI YHIBEPCUTET MUCTELTB 3a-
JUTITAE€THCS CHUTBHUM MOTYTHIM TaJliCMaHOM HAIITOTO MICTa 1 HaImoi KpaiHwu,
i € CHMBOJIOM HerepeOOpHOTo CBiTiIa, KpacH, Ao0pa 1 onsHocTi. «PaTyit
MeHe, Mil TaicMaHe!» ...

OcMHUCIICHHS TpaauIlid BUINY Ta MUISAXIB IX CHaJKOEMHOCTI, JOCIHIi-
IDKEHHS OCOONMMBOCTEH (PyHKUIOHYBaHHS Ta HPOSABIB UYUCENBHHX «pe-
30HAHCHUX JAHITIOXKKIB» y TOCTIHOMY IOTOIll €HeproiHGopMaIiiHOTo
0OMiHY, 110 TPYHTY€ETHCSI Ha (JEHOMEH1 YHIBEPCUTETY SK OCEpEaKy 3HaHb,
1 BASYHA 11aM’ATh PO XapKiBCbKUX MUTILIB — L€ HeGUUEPNHA NepCheKmu-
6a TIOJANBIINX HAYKOBO-JOCIIIHUIBKUX PO3BIJIOK, KOTP1 OyAyTh MOCTIHHO
BUSIBIIITH «KOHLCHTPUYHI KOJa» BIUIUBY iXHBOTO TBOPUOTO JOPOOKY Ha
PO3BUTOK BITUM3HSHOTO MY3UYHOTO MUCTelTBal3,

13 3amicts Emninory: mpu HanmcaHHI CTaTTi, TOPTAIOYN CTOPIHKHU MyOmiKamiid, MpUCBs-
yennx TeTsHi BepkiHiii, s 3ynuHsIack MOAYMKH Ha TOMY, 1[0 PO3MOBIIIO 3 Hero, cBoiM
Bumnrenem — cymyto, cMiroch, po3MipkoByro. OTxe, Jiaqor TpuBae, 1 He BIACHI HaJ HUM aHi
yac, aHi cMepts. Lle marisa JlionuHu-TamicMany. ..
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ART “TALISMANS” OF KHARKIV: SYMBOLS AND THOUGHTS.
IN MEMORY OF TETYANA VYERKINA
AND VOLODYMYR PTUSHKIN'*

Statement of the problem.

In 2022, Kharkiv I. P. Kotlyarevsky National University of Arts celebrates the
105" anniversary of its foundation and, despite the difficult conditions of wartime,
it honours the memory of its outstanding artists — T. Vyerkina and V. Ptushkin.
Continuing the national tradition, their creative legacy is a remarkable
achievement of Ukrainian musical art. The creative experience of these prominent
artists reveals the ways for the further successful development of the University
and the domestic musical art, and its comprehending becomes one of the urgent
research tasks.

Recent research and publications.

The life and creativity of T. Vyerkina and V. Ptushkin were reflected in
the modern musicology studies (portrait-book “Tetiana Vierkina: to Change
the World by Art”, 2016; Shubina, 2019; Verbitska-Shokot, 2007; Drach,
2009, Bondarenko, 2014, Derkach, 2015; Krichenkova, 2015; Sediuk, 2017;
Savchenko, 2018; Kuzmina, 2019; Nikolaievska, 2020). In the context of the
article the linguistic-cultural and musicological works on the theory of symbols
and concepts were important (Svyrydov, 2011; Dmytrenko, 2015; Gazheva,
2021, Nikolaievska & Shapovalova, 2021). In connection with T. Vyerkina's and
V. Ptushkin's creativity the symbolism of the concept as “talisman” was not
considered.

14 Hanucanns imen ta MPi3BUII aHIIIHCHKOI0 MOBOIO HAJAEThCs BiIIOBIIHO 10 mac-
noptHux ganux. / The writing of names and surnames in English is presented in accordance
with the passport data.
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Objectives, methods, novelty of the research.

The purpose of the study is to consider the individual contribution of People's
Artists of Ukraine, Professors T. Vyerkina and V. Ptushkin, to the development of
creative traditions of Kharkiv I. P. Kotlyarevsky National University of Arts.

The proposed cultural-epistemological approach, based on existential
reflection, is innovative in the disclosure of the topic, which makes it possible
to see the “concentric circles” of the influence of an artistic personality in the
spatial and temporal coordinate system of culture. Metaphorically likening such
an influence to the action of a “talisman”, we fill this concept with a symbolic
meaning.

Research results.

A compositional-dramaturgical, genre-style and performing-interpretative
analysis of V. Ptushkins romance “Talisman”, which was constantly performed
by T. Vyerkina in a duet with the composer, is presented; her performance of the
vocal part became “exemplary” from the composer s viewpoint, which allowed this
musical piece to “inherit” the status of a kind of stage talisman for both artists.

The circles of influence of the concept-symbol “talisman” have been revealed.
in art, at various levels, artists themselves, their works, ideas, , principles,
schools, performance versions, i.e., that creative energy, which according to the
model of concentric circles covers different layers of cultural life, often become
“talismans”.

The interpretation of the creative work by T. Vyerkina and V. Ptushkin,
presented in the article, reveals the significance of the pedagogical activity of
artists as “teachers-talismans”, bearers of the achievements of the “school”,
and reveals the symbolism of the “talisman” metaphor in the “‘composer —
performer — listener” system. So, not every student manages to find “his” teacher,
that is, one with whom a special internal “energy-informational” connection is
established, however, if this search becomes successful, then a “talisman symbol”
appears, the function of which is performed by the teacher and his school. Talent,
creative energy, charisma, professionalism contribute to the appearance of such
a “teacher-talisman”. In the same way, the performer may or may not become
a kind of “talisman” for the composer to attract listeners to him. The idea of
“actual performing intoning” (T. Vyerkina) and personal characteristic composer s
intonation (V. Ptushkin) were tested on the concert stage, demonstrating the unity

of theory and practice.
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The role of the festival “Kharkiv Assemblies”, founded by T. Vyerkina, and
the history of the development of the University of Arts — a kind of “talismans”
of the city — are also interpreted in a symbolic way. At the centre of the Festival,
which took place within the walls of the University, has always been a Human as
a creative personality, and this theme covers different eras. Popularization of the
Ukrainian art, in particular works by Kharkiv composers, for which T. Vyerkina
often was became the first interpreter, was one of the dominant festival strategies.
So, the musical composition appears as a meta-message from the Past through the
Present to the Future, and this makes art able to model new strategies of cultural
development.

Conclusion.

The comprehension of the traditions of the Alma Mater and the ways of
their continuity in the system of “resonant connections”, which is based on the
phenomenon of the university as a centre of knowledge, and the grateful memory
of Kharkiv artists open up an inexhaustible prospect of further researching the
“concentric circles” of their influence on the development of domestic musical art.

Keywords: pianist; singer; teacher; Tetyana Vyerkina; composer,

Volodymyr Ptushkin; romance; talisman; concept-symbol; art school; “Kharkiv
Assemblies” festival; 105th anniversary of Kharkiv National University of Arts.
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OCOBJIMBOCTI HEJATOTTYHOI'O MPOLECY
Y ®OPTEINIAHHOMY KJIACI H. O. ELIEHKO

3acnysicena disuxka mucmeyma Yxpainu, 6auckyya nianicmia i nedazoz, npo-
gecopka XHYM imeni I. I1. Komasapescvrkozo, Hamanis Onexcanopigua €uenko
(1926-2015) 3anuwuna nomimuuii crio 6 icmopii kynemypu Xaprosa, a nouao 90
il suxosanyie npayroroms 6 Yxpaini ma nosa ii medxcamu. Ananiz mamepianie
w000 ii nedazociunoi JisibHOCMI C8I0YUMb, WO MEMOOU Op2aHi3ayii HABYATbLHO-
20 npoyecy 6 ii cneyianbHOMy K1AcCi, MUM He MeH, 00Ci 6U8YEeH] HeOOCMAMHbO.
Y cmammi poszenamymo nedazociuny disnvuicms H. O. €wenko ma sucgimieni
ocobnueocmi opeanizayii neto npoyecy nagyanus. Ilpocmedgiceni ocnoeni emanu
HAaKONUYeHHs1 nedazociyno2o 00C8idy nianicmku, npoyec ii pobomu y Kiaci, 3a-
80AKU BMINIU OpeaHizayii AK020 8i00YEANUCH YUCTEHHT CONbHI KOHYEPMU CmyOeH-
mi6 3i CKIAOHUMU NPOSPAMAMU, PO3ULUPIOBABCS IXHIll KPY2O3ip, GUXO08YBANUC
HeoOXiOHI pucu Xapaxkmepy 8UKOHABYSA. NPAYbOBUMICIb, 80/, HANOAE2TUBICTb.
Omorce, H. O. Ewenxo esadicand, wjo HaAUSANCIUBIUIUM 3AKOHOM Ne0d202iKU € iH-
ousioyanvHuil nioxio 0o yuws. Bowa wupoxo 3acmoco8ysana Memoouxy po3eusa-
104020 HABYUAHHSL, NIOMPUMYBAILA YUHIB Y BUKOHAHHI MEBOPYUX 3A80AHb, CLIOKYBANd
3a nPO@ecitiHuM 3DOCMAHHAM KOJNCHO20, NIKIY8ANACS NPO 2APMOHIUHUL PO36U-
MOK 0cobucmocmi cmyOeHma, 8adCIUBUM 88ANXCAILA BUXOBAHHA Npoghecilinoi ma
ncuxono2iunoi 2omogHocmi 11020 0o camocmitinoi Oisnenocmi. Hasuannsa 6 it
Kaaci nocmae Ax 0800iuHULl npoyec CRINbHOI npayi nedazoza i cmyodeHmad, 11020
MOJICHA po32nisdamu K 00UH i3 3aco0i6 QOpMYSanHs 0COOUCMOCME WSAXOM Ne-
0a202iuH020 CRINKYBAHHA. Y YbOMY CeHCi YuUcIeHt CONbHI KOHYepmu Cmyo0enmis
H. O. €wenxo — ye meopua mailicmepus yuus i neoazozaa, 8 AKili opeanizayis ne-
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0a202i4H020 npoyecy CNPAMOBAHA HA BUXOBAHHS CAMOCMINHOCMI ma iHiyiamue-
HOCMI CMYyOeHma, po3eUmox U020 MUCJIEHHSL | MEOPYOI IHOUGIOYAIbHOCMI, MOMU-
8ayil0 HABYAHHA, KOIU Nedazo2, UKOPUCHIOBYIOUU C80I0 OOCKOHATY NPOGheciliny
MaucmepHicmb ma NCUXON02IUHI 8adiceni, YCHIWHO gede YuHsa 00 00panoi memu.
Taxa 06ocmoponns Hacuyena poboma OiCHO BUABIAE CNITbHI YIHHOCMI ma écma-
HOBIOE 63AEMOPO3YMIHHA MIJIC YUHEM | 84umenem.

Knruoei cnosa: Hamanis Onexcanopisna €wenxo, niawicmia, opmeni-
aHHa neoazocixa, opeaHizayis nedazo2iuHo2o npoyecy; po36umoK meopuoi 0co-
bucmocmi, iHOUBIOYanbHUl NIOXi0; 6MOMUBOBAHICb, CONbHUL KOHYEPM, NCUXO-
J102IYHA CKA008a.

IHocranoBka npodJemMu.

Crarts MIpUCBSYCHA Iearoriydin IISUTBHOCTI
Haranmii OnekcannpiBaun €menko (1926-2015), 3acmykeHOi Jistd-
KM MHCTEUTB YKpaiHu, mpodecopku Kadenpu cremniaibHOTO (HopTe-
miaHo XapKiBCHKOTO HALIOHAJIBHOTO YHIBEPCHUTETY MHCTEUTB iMe-
i L. [1. KotnsipeBcbkoro. Maitxke 60 pokiB BOHA IpalfoBalia B I[bOMY Cia-
BETHOMY HAaBUAJIBHOMY 3aKJIaJi. Ii KOHIICPTHA JisUTBHICTH OyJjia BaroMolo;
Hero BUKoHaHO Oinbie 400 compHUX Mporpam, cepel HUX HalCKIIa il
nukiy @. Jlicra ta C. PaxmaHiHOBa; 3amam’siTanucs i 9UCICHHI BUCTYTIH
3 OPKECTpOM Ta y ckiafi ¢oprenianHoro ayety. He MeHm moMiTHuM OyB
i TBOpUHH BHECOK Y (OpTEIiaHHy MeAaroriky: 61mu3bpko 90 BUITYCKHHKIB 11
KJIacy YCHIIITHO MPOAOBKYIOTH il CIIpaBy K B YKpaiHi, TaK i 32 KOPJOHOM.
CBoim OararopiuyanmM fgocBizom Haramis OnexcanapiBHa gimuiacs B J0-
MOBIJISIX 3 MUTaHb METOAMKH BUKJIAJaHHS I'PU Ha opTemiaHo Ta My3HIHOT
Mearoriky, Ha Maiicrep-kiacax, METOAMYHUX OOrOBOPEHHSX, Yy CTaTTIX,
Ha KOHCYJIBTAIISIX, MPAITIOI0YN V Kypl YACICHHUX KOHKYPCIB, TOJIOBYIO-
yn B JlepkaBHUX eKk3aMeHaliiHuX komicisx CyMcbKoro, 3amopi3bKoro,
JIHITPOA3eP’KUHCHKOTO My3UYHUX YUMJIHIIL.

Perniensii Ha KOHLEPTHI BUCTYNH MiaHICTKH, SKI YacTO 3’ SBISIIHCS
y TIEpiONWYHHMX BHUJAHHIX — raserax «BewipHili XapkiB», «Kymerypa
1 KUTTSD», «Crnobincekuit kpait», « ComamictnaHa XapKiBIIHHAY, )KypHAT
«My3ukay Ta HIIMX — 30epiraroTbcsl B KOJNEKIil 0COOMCTUX JOKYMEHTIB
H. O. €menko. Ix aBTopy — My3nKO3HABIIi, KOMIIO3UTOPH, KOJIETH-MiaHic-
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TH — BiI3HAYQJIM BUKOHABCHKI JOCSITHEHHS apTHCTKH, PO3TIISAIANIH ii iH-
TeprpeTanii My3U4HUX TBOPiB, OCOOIMBOCTI i OJIMCKYdYOro MiaHi3My Ta
HaiiBuIOro podecionanizmy. Ii nedazoziyi sx ofmiii 3i cCKIATOBUX TBOP-
4ol JisSUTBHOCTI B IUX MYOMIKAIISIX yéaeu He npudiisinocs, i 1e 3p03yMio,
TOMY ILIO peueH3is — Oe3mocepenHiil BIATYK, IO 3aHOTOBYE IMEpIIi Bpa-
JKEeHHS BiJl BUKOHaHHS, 1 Takuil opmaT He mependadae po3misiay iHIITHUX
nuTaHb. TOMy AOLINBHUM BHUIA€THCS BUABUTH MiAIPYHTS 3HAYHUX YCIIi-
XiB TaHICTKH y BUXOBaHHI YUHIB, 30Cepeousuiucy Ha 0coonusocmsax ii
neoazocixu.

Ananiz nyonikauinn ma oOxcepenvna 6aza oocnioncenns. Jlo mare-
piaiiB, MO Jar0Th yABIEHHS Ipo mnemaroriunuii mouepk H. O. €menxo,
MOXKHA BiIHECTH AB1 IMaBU MOHOTpadii, 110 HaJEKUTh ABTOPLi CTaT-
Ti: «Haramis OnekcanapiBaa €menko. JXutrsa i TBopuicTh» (Pymenko,
2021: 55-66, 86-99); cmnoraau Iropss laiinenka «Sfk st BumBCcs TIpi
Ha ¢opremniano B kiaci Haranii OnekcanapiBan €uierko» (2022), crart-
a1 Jlapucu Pagomcekoi «Ilefaroriuna Ta BUKOHaBChKa MisIbHICTH Mapii
ta Haranii €menko» (1998), a Takox Onexcannpu XKypasnboBoi (1977)
«Yapisai KmaBimiy». llelt cmmcok Moke MTOMOBHUTH pajionepemnada
Tuuu Kosnomoiinesoi (1981)! ta nuctu yunis no Haranii OnekcanapiBau?.
AHamiz MarepiajiB, IIOB’SI3aHMX 13 TIENAroTiYHOI0  MiSUTBHICTIO
H. O. €umenko, 3’scyBaB, 0 HEAOCTATHBO PO3KPUTHM 1 TaKHM, IO MO-
TpeOye MONANBLIOTO A0CIiIKEHHS, IUIIA€THCS TUTAHHS 100 BIUIMBY Me-
TOJIB OpTaHi3aii mporecy HaBYaHHS Ha HOTO Pe3ysbTaTH.

OTtxe, mema wyici cmammi — PO3ISIHYTH NENAroriuHy IisUIBHICTD
H. O. €menko Ta BUCBITINTH OCOOIIMBOCTI OpTaHi3allii Hero Mporecy Ha-
BuaHHs. 06 ‘€kmom NOCTIKSHHS B TAKOMY KOHTEKCTI TIOCTAE MeAaroriyna
po0Oorta miaHicTKH, npeomemom — i OpraHizaliiiHa CKJIaoBa.

Haykoea nosusna oOocnioycennsa. J|OCSTHEHHS OKpECIEHOI METH
noTpedyBasio aHaJli3y HU3KH apXiBHUX MaTepialiB 3 KOJEKIii 0COOMCTHX
JIOKyMEHTIB BUAATHOI apTUCTKH, CEPeN HUX — KOHIEPTHUX adimr, IUCTiB

! 3anucana Ha auek g ¢ororexn XHYM i cympoBOmKYETHCS BUKOHAHHSM MIaHICT-
xoro TBopiB berxoBena, Illybepra i Paxmaninosa (quB. Komomotinesa, 1981)

2 Pyxommcwy, 30epiraroTbest B apxiBHIiH Kosekwii ocoductux gokyMeHtiB H. O. €menko.
Hageneni mani ¢parmMeHTH 3 THCTIB OUTYBaIUCh B edipi XapkiBchkoro paxaio (Komomoii-
neBa, 1981) i Oynu 3ammcaHi aBTOPKOIO CTaTTi.
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CTy/IEHTIB Ta ixHix 6aTekiB 10 H. O. €menko, Ta inmmux. OTke, y Iporeci
poOOTH HaJ CTATTEIO 0 HAYKOBOTO 00ITy OynH 86ederi Manogioomi ddce-
pena — AonaTKoBi adiln CTYIeHTCHKUX KOHIIEPTiB, HEMOCTATHHO BHBYEHI
Marepiaid o0 penepTyapHUX yImoJo0aHb CTyACHTIB-BUKOHABIIIB, a Ta-
KOX 30BCIM HO8i: 0COOMCTI 3aliCH aBTOPKOIO CTATTl YPOKiB-KOHCYIbTaLil
MaticTpuHi (ctocoBHO TBOpiB Lllymana, Jlicta, betxoBena) Ta 3ammcu Ge-
ciz 3 Hero mpotsrom 1995-2015 pokis.

Taxox y mporieci omparroBaHHs MarepialliB BUSBHIOCH, IO iICHYIOTh
NUTaHHS, SIKi JI0OBEJoCs MOPYLIYBaTH gnepuie: KOIM caMe rovasacs rnejia-
TOTiYHa JisUTBHICTh MIAHICTKH; Ha SKi €Tali BOHA PO3MOAUISETHCS; K pe-
ai3yI0THCS 0COOIMBOCTI MENAroTiYHOTO MPOIECY Y BUXOBAHHI YUHIB; SIK
MOSICHUTU ()EHOMEH HEHMOBIPHO YacTUX PETYJISIPHUX BHCTYIIIB CTYACHTIB
xiracy H. O. €menko 3 COTpHUMHU KOHIIEPTHUMH ITPOTPaMaMH.

3aedannsn docnidscenna. 3Biacu, y CTaTTi BUPILIYIOTHCS TaKi 3aBJaH-
HS: a) BU3HAYUTH OCHOBHI eTamy neaarorigHoi aismsHocTi H. O. €menko;
0) pO3DISIHYTH TEeJaroriyHuid mporec y ii Kiaci Kpi3b NpuU3My opraHiza-
LIHHUX THTaHb 1 JOCTIINTH, K OpraHi3aliiHi MOMEHTH BIUIMBAIOTH HA
SIKICTB TIATOTOBKY CTYICHTIB; B) BUSABUTH, SKi PAKTOPH CIIPHUSIIA HACHUIC-
HOCTI KOHLIEPTHOTO JKUTTS CTYJCHTIB; T) 3’CYBaTH, IKUM YHHOM BHUXOBY-
Bajacs iXHs CIICHiYHA BUTPHMKA; 1) MPOaHai3yBaTH (heHOMEH HEeCTPHM-
HOTO TIOTATY JI0 BUCTYILY 3 COJBHUM KOHIIEPTOM Yy OUIBIIOCTI CTYNEHTIB
H. O. €menxo (1o 3acBiquyoTh 30epexeHi adii).

Memooonozia oocnioxcennsn. BussieHHs ocoOIMBOCTEN ITearori-
Horo mpouecy y kinaci H. O. €menko norpedyBaiio 3aCTOCYBaHHS KOMII-
JIEKCY JOCIiTHUIIBKAX METOIB!

— Ooicepeno3naguozo TPU BigOOpi Ta aHami3l MarepiajiiB 3 apxiBy
XHYM imeni L. II. Kotspescbkoro (OcoboBa crnpasa €menko H. O.),
KOJIEKI[ii OCOOMCTHX MOKYMEHTIB MiaHICTKH (pereHsii Kojer Ha BHCTY-
U y4HiB, Xxapakrepuctuku H. O. €menko, adimi BUCTymiB ii CTyACHTIB
y 1963-1991 pokax, TUCTyBaHHs), BIACHOTO apXiBy (3aIMCH KOHCYIbTAITiit
apTUCTKU Ta OeCij 3 Hel0, HOTAaTKK B HOTAXx),

— 6ioepaghiuno2o ma KyibmypHo-icmopusHo2o 1 BU3HAUYCHHS eTa-
B CTaHOBICHHS I€aroTiYHOI MalCTEpHOCTI MIaHICTKU Ta OCSTHEHHS
3HAYEHHS ii MeAarorivHol AisUTFHOCTI Y BUXOBaHHI HOBOTO MOKOJIIHHS MY-
3UYHHMX BUMTEIIIB;
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— nopigHAIbHO20 TIPU  3ICTaBICHHI TENAroTiYHMX IPHHIIMITIB
H. O. €menxko Ta ii crapmux xoner (M. C. Xa3zanoscekoro, C. €. ®eiin-
Oepra) i BUsIBIIEHHI 0COOIMBOCTEH 11 BIACHOTO TEAaroriYHOTO MTOYEPKY;

— eepmeHe8muyH020, CPOKYCOBAHOTO HAa OCOOIHMBOCTAX iHTEpIpe-
tariHoro mucneHHs H. O. €uenko sk OJUCKY4YOoro nearora, 4ni CTyIeH-
TH 3aBXXIH TPUBEPTAIN YBary TOCKOHANICTIO CBOiX KOHIIEPTHUX BHUCTYIIIB,
IO CBIAYUTH MPO BUCOKHUI PiBEHb OpraHizallii HaB4aJLHOTO Hpolecy B il
KJ1aci;

— BUKOHABCHLKO-NEOA202TUHO20 TSI PO3KPUTTSI KOMYHIKaTHBHOT 1 Iy-
XOBHOI CKIIQJIOBUX TEJArOTi9YHOTO MPOIECY, MOKIHNKAHUX TOTITHOUTH BH-
KOHABChKE MHUCIICHHS CTYJICHTa Yepe3 BUSBICHHS 3MICTOBHOI JpamaTyprii
TBOPY 1 PEKOHCTPYKIIIO MPOIeCy HAPOIKEHHS MOT0 LUTICHOT KOHIEMLii,
JIOTIOMAararoydy JOCATTH HAMKPAIOTo Pe3ylIbTary (KO CKJIalHE CTaE 3BUY-
HHUM, 3BUYHE — JIETKUM, JIETKE — IIPEKPACHHIM).

Buxknaa ocHOBHOro MarepiaJty 10CJIiIzKeHHs.

ABTOpIII ITUX PSIKIB IMOMIACTIIIO TYKE TOBTHI 9ac — IPOTITOM Maiixe
miBcTomiTTa (1968—2015) — TicHo cminkyBarucs 3 Haraniero Onexcanapis-
HOIO €IIEHKO K KOJIETOI0-IE1aroroM, BHKOHABHIICTO 1 HAYKOBIIEM, TTPAIIO-
BaTH 3 HEIO B KOMICISIX Ha BCTYITHUX, TICPEBOTHUX, TUTUIOMHHX ICIIMTAX Ta
00TOBOpEHHSX, BiJBiAyBaTH KOHIIEPTH IiaHICTKW Ta i Y4YHIB, BUCTyIaTH
nopyd 3 Heto B 3aiax KoHcepsaropii Ta ®inapMoHii, crioctepirarodu 3a ii
MICUXOJIOTIYHUM «HaJIAIITYBAaHHAM [IEPE] BUXOAOM Ha CLICHY.

OTtxe, 3BepHEMOCH 0 icTopii. [lepmoro BunTenpkoro Hatamii Omek-
caHpiBHU Oyna 6a0ycs. 3auarTTs 3 Onexcanaporo €BreHiBHOI ScTpeMcs-
KOO NTIBYMHKA CIIpUiiMaia cepiio3Ho. BoHa i3 BAAYHICTIO 3ragyBana, 1o
OCHOBHM MiaHICTUYHOI TeXHiku Oynu 3aknaneHi 6abycero. Jlo ypokiB my-
3uKW Haraxis craBunacs Iyke BiAIOBITAIBHO, 13 3aIliKaBICHICTIO. Y PO3-
MOBaX BOHA 3i3HaBaJiacCh, IO HABITH y AUTHHCTBI YSBIsUIa ceOe BUNTEIh-
koto (!). Ii BpiBHOBaXeHiCTb, IPyHTOBHICTh BXKe TOJI HIOMTO HATSKAIH
Ha NOKJIHMKAHHS [0 II€JaroriuyHoi JisUIbHOCTI. YMOBH JKHMTTS, OOCTaBHUHH,
yCTpiif, a MOXKe, HACTIPaBi, TEHH; ajie MOTPOXU Y CBIJJOMICTh MPOHUKAIA
JlyMKa, IO TeJarorika, 0e3nepedHo, — BipHUH NUIAX Ha MaiOyTHE. Skmio
MU CIIPOOYEMO «BITOKPEMHUTI» NIENATOTIYHY AiIBHICTD Ta IPOCIIIKyBaTH
«ctocyHkm» Haranii 3 Hero, TO Biq4yeMo, IO 3HAYCHHS ii IS MOJOAOT
MMaHICTKHU 3 KOXKHUM TIEPi070M KHUTTS 3pOCTalIo.
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Berymusimmu B rpymy obgapoBaHuX AiTed, Hatamis morpamnmia 1o Kia-
cy M. C. Xa3aHOBCBKOTO, B SIKOrO BUMJIacs i B KoHcepBaropii. Bin Oys
JFOJMHOIO PO3YMHOIO, O0I3HAHOIO, XOPOIIMM MY3HUKaHTOM: 3aKiHYUB
Mysapamin (koHcepBaropito) y Xapkosi y knaci JI. @aneHITis, cTaKky-
BaBcs y JI. Hikonaesa B IlerepOyp3i mpoTarom JBOX pOKiB.

Taxum nutsixom Haraiis orpuMana HaniiHy mpodeciifHy Koy, 1 o11-
pasy 1o 3aKiHUEHHI BUIIY [T0Yajia MPamioBaTH B IKOCTI aCUCTEHTa Kadeapu
crnerianpHoro (opTemiano. 3acTOCYBaHHs CBOIX 3HaHb Y CIEIialbHOMY
KJIacl — I1e BeJIMKa yjaya, I1e MOKJIMBICTh PO3BUBATH CBOI II€/IaroriyHi Ha-
BUYKH. Tak TpuBaJio ONM3BbKO TPHOX POKIB. Y HACTYHHOMY NEPiofi CBOTO
JKUTTA, TiJ1 Yac HaBYaHHS B acCHipaHTypi, KOJHU MiaHICTKa OIMaHyBaa dyXKe
CKJIaJHI TBOPH, CYTTEBO ITOTIOBHUBIIM CBiii pernepTyap, BOHa HE PO3iIyda-
nacs 3 nexparorikoro. IlinTBepkeHHS IIbOMY 3HAXOOMMO B XapaKTepHc-
THI, 110 OyJia HaJaHa MOJIOMIN MiaHICTI[I HAPOIHOI apTUCTKO0 PPDCP,
npodecopkoro MJIK H. €menssnoBoto: «H. O. €menko — BIyMIuBUi
i epyJ0BaHUIl My3HMKaHT, BOHA BiIMIHHO ce0e 3apeKkoMeHayBaia i K Ta-
TAHOBUTHUH BUKIaAad...» (EmenbsHoBa, 1954). [lo voro mi cioBa nmpode-
COpKH, III0 BOHHM o3HauaroTh? CrpaBa B ToMy, 1o Harairis, HaB4aro4nch
B acmipantypi y kiaci C. €. deitnbepra, 3a HOro 1opy4eHHIM iHKOJIU Masia
BECTH 3aHATTS 3 MOJOIIIMMH CTyA€HTaMu Horo kiacy. BiH 3HaB, mo il
MOYKHA JIOpYy4YUTH Taky crpay. s Haranii ne Oynu cripaBxHi «MO1 yHi-
BEPCUTETH», SIK BOHA Ha3WMBaja IIel mepios cBOro >KUTTA. Bike Toai BoHa
PIK y pik 3pocTaina sk reaaror. | cepiio3Ho B TOil 4ac BHBYaIa i METOTUYHY
JiTepaTypy, CTBOPIOIOUH JIst cebe MillHy HayKoBy 0asy, 1100 CMIJIMBO 1 pe-
3YJIBTATUBHO OE€IHYBATH i1 3 IPAKTUKOIO.

OTxe, MU TIPOCTEKWIIM 32 PO3BUTKOM MENArOTiYHUX 3HAHb 1 YMiHb
MUCTKUHI B TOPHU3OHTAIBHIN TUIOMIMHI — BiJ] AUTSYUX YSBICHb YYCHH-
1i-TIOYATKIBKK 70 HAOYTTS HEI0 MANCTEPHOCTI JTOCBIIYEHOrO IIIAHOBHOIO
npodecioHana. 3a HAIMMU CIIOCTEPEKECHHSIMH, Ha IIbOMY LUIIXY MOXXKHA
BUPI3HUTH TIEBHI €TaIH, 5K, B IIIJIOMY, XpOHOJIOTI9HO 30iratoThes i3 mepio-
JaM{ CTaHOBJICHHS 1 NITi(yBaHHS BUKOHABCHKOT MAaHCTEPHOCTI MiaHICTKH:

1. Ilouamxosuii eman (1933—1939) — «mepiri KpoKm», CUCTEMaTH-
Hi, YITKO OpraHi3oBaHi, OOTPYHTOBAaHI Ta IJIECIPIMOBaHI 3aHATTA 3 6aly-
CEI0 Ta MaMmoOI0 B PaHHbOMY JUTHHCTBI BHUXOBYIOTH JOPOTOLIHHI SIKOCTI
My3HWKaHTa HapiBHI 3 OBOJIOMIHHAM HEOOXiTHUMH HaBHYIKAMHU TPH Ha iH-
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cTpyMeHTi. JloCBiTUeHNMH TTejaroraMy TUTHHI TTPHUINETIIIOBAITUCE JTI000B
JI0 MY3HWKH, MPALEIrOOHICTh, TEPIHHS, MMOCUIOYICTh, 3alliKaBICHICTh
B 3aHATTAX, 30CEPEIKEHICTh, CEPHO3HICTh, BIAMOBIAAIBHICTH, BOIHOBI
sKocTi. TaKMM YMHOM, Ha TIEPBICHOMY PiBHI 3aKJIaJaTUCh OCHOBH Mali0yT-
Hbo1 podecii miaHicTKy 1 mexarora.

2. [Ilepioo meopuoco 3pocmanns (1939—1950) — HaB4anHs y TPy
0o0apoBaHUX AITEH, Y IIKOJi Ta KOHCEPBATOpii, pe3yJabTaToOM SIKOTO € Ha-
OyTTS apTHCTUYHOTO JOCBIIy Ta HAKONIMYEHHS pernepTyapy. PoboTa acuc-
TEHTOM Ha Kadeapi creniaibHOro OpTemniaHo craia BaKIMBOK 03HAKOIO
nouamky nedazoeiynoi kap epu (1947).

3. [Ilepio0 cmpimKko2o cx00xcenHs — HaBYaHHA B acIHipaHTypi
(1950—-1954), xonmu BIOCKOHAJIOIOTHCS MiaHICTUYHA MaHCTEPHICTh ap-
THCTKH y POOOTI Ha/T TROPpAMHU BHITOi BHKOHABCHKOI CKIIQAHOCTI Ta il HaBU-
YKH JIOCJiTHUKa-HayKOBIIS, TIO3HAYCHUH TaKOXX OCSTHEHHSIM TPYHTOBHHX
MOJIO’KEHb METOIMKU BUKJIAaJaHHs I'pH Ha (OPTEIiaHO Ta MPUMHOXKCHHIM
NeJIarorigHOro JIOCBiy Ha 3aHATTAX 31 CTYACHTAMH MOJIOAIIMX KypCiB
knacy C. €. ®eitabepra.

4. Haperri, HACTYITHUM €BOJIIONIMHAM €TarlOM Ha TBOPYOMY IIJIIXY
H. O. €wmenko crae nepioo meopuoi 3pinocmi — podora B XHYM ime-
Hi L. I1. Kotnsapescbkoro (1954-2006), Ha sxwii npumagae ii iHTEHCHBHA
KOHIIEPTHA MisIbHICTh (YMCIIEHHI MOHOTpadidHi MPOrpaMu, BHUKOHAHHS
HAJACKJIaIHUX LUKIIB (opremiaHHOi jiTeparypu). Y Ui 4acu cTalinbHi
YCHiXH CTyAeHTiB-BuKoHaBLIB kiacy H. O. €menxo, ocobmuBo Bif cepe-
quaA 1960 pokiB, CTalOTh HAIIMHUM CBITYEHHSIM PO3KBITY ii memaroriu-
HOTO TaJIaHTY.

Tak Ha "womy x «ctoiTh» memarorika H. O. €menko? MoxHa cka-
3aTH, Maibke y OyKBaJIbHOMY CEHCi, «Ha TPbOX KHTax»: L€ 3aHSITTA
3 TpbOMa TefaroraMu, KOXKHHH 3 SKUX J0JaB 1O il MemaroriaHoro oo0-
au44Ys Wock cyTTeBe, cBoe. lle Omekcannpa €BreHiBHa SlcTpemchbka,
Muxaitno CamoiimoBnd XazaHoBcbkuit Ta Camyin €BrenoBud DeitHOSPT.
3’emHABIIM 1 aKyMYNIIOBaBIIM Te, WO NPOIMOHYBAB KOXXKHUK 3 HHX,
Haranis OnekcanapiBHa copMmyBaia CBill MeqarorivHui MOYEpK, Y SIKO-
My JOMiHYIOUHUMH cTanu metoanydi npuniumu C. €. Oeitnbepra. Tomy
LIJIKOM TIPUPOJHO 3HAXOAWUTHU CIHUIBHI PUCH Y MIAXOAAX 10 IIJI0I HU3KH
HaBYAIbHUX METOIB 1 IPUHOMIB Yy HACTaBHHUKA Ta HOTO YUCHMIII.
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JloTpuMyBaHHSI OCHOBHHUX TIOJIOKEHB TPAAMININHOI (opTemiaHHOi TIe-
JIATOTIKU 1II0JI0 3BYKOBUIOOYBaHHSI, BJIOCKOHAJICHHS TEXHIYHUX HABUYOK,
Tieaizaiii, atuTikaTypH, apTHKYIISIIL, aroriku, Oyso moB’s3aHe 3 OaxaH-
Hsam Haranii OnekcaHapiBHU 3MIIIHATH BIAYYTTS CHIAAKOBOCTI. Ternty mo-
Opo3uwinBy TBOpUY arMocdepy kiacy Camyina €BreHoBHYa BOHA IEpEHE-
cna 10 Xapxopa. [i kimac 6yB apykHiM, BCix 06’ €1HyBana IFOOOB 10 My3H-
KM, 3aliKaBJIeHICTh y HaB4aHHi. «Haramis Onekcannpisaa 6arato 3poduia
Ut (pOpMyBaHHS KOPIIOPAaTUBHOTO IyXy. bynmn BWi3mu kiacy Ha CHUITBHI
koHuepty B [TonraBy, Cymu Ta iHIIi micta, Oyju BHi3nu Ha npupomxy adbo
cnineHi HedopmanbHi 3i0panHsa y kBaptupi Haranii OnekcanapiBam», —
sragysas l. ['afinenxo (2022, 114-115). Ha nymMKy 1poro BioMOTO Temep
KOMITO3UTOPA, BCE IIe Iie O1IbIT 00’ €THYBAIIO CTY/ICHTIB, 3MII[HIOBAJIO CTO-
CYHKH MK HIMH 1 HaBIiTh TOTIOMAarajio TBOPYOCTi, OCKITBKH «IIeIaroridyHa
po0oTa MPOBOAMIACE CUCTEMHO, PETEIBHO, TOMY aKaJeMiuHi MpOorpamu
3/IaBaMCs BYacHO, 0e3 ocobnmBux npodnem» (["afinenxo, 2022: 115).

KoHneptH, KOHKYpCH, iICIIUTH — 1€ pe3yibTar poOOTH JOCBITYEHOTO
My3HKaHTa. A K e peaji30BYBaBCs LIOACHHHWH MENaroriyHuil mpouec
y kaci Haranii €menko? ABTOPII CTaTTi MOMIACTHIIO HEOTHOPA30BO BiJl-
BiZlyBaTW YpOKM miaHicTkH, OyBaTu Ha ii MalicTep-kiacax. JloBrorpusaii
CIIOCTepekeHHS 3a il TBOPYMM MPOIECOM, TiCHE CIHIIKyBaHHS, Oecimn
3 mpo(eciiHUX MUTaHb IPU3BOASITH 10 00I3HAHOCTI Ta JO3BOJISIFOTH aHa-
mizyBaty ii memaroriyHi HactaHoBU. Hepinko 1o Hei 3a KOHCyIbTaIi€to,
3a TOPaJ0I0 MPUXOIWIN Pi3HI MeAaroru kadeapu Ta My3HIHUX YUHIAII.
[opanu Haranii OnekcannpiBau Oynu Ayke IiKaBi, HMOOKO mpodeciii-
Hi, XOTUJIOCS iX 3aHOTYBAaTH, 110 i Oyno 3pobaeno (Pymenko, 1995-2015).
[IpuBeprana yBary ii MOBa, HEKBaIIMBa, IEPEKOHIINBA, 100pa, 3 BIyYHH-
MU TIOPIBHSAHHSMHU, I[IKABUMH aCOIliaIlisIMH. Ii smicroBHi 3ayBa)KCHHS, SIKi
CIIPHSUTM TOYHIN SIKICHIM peaizamii 3aBJaHb, HaJaBaJIH MOMITOBX IO Ca-
MOCTIHHHMX TOLIYKiB, IEMOHCTPYIOUM CYTHICTh BepOanbHOI MEAaroriku.
Ileit MmeTom, SKMM BOHA BOJIOiIa O€3M0TaHHO, MIATPUMYBAaBCs TIHCHO He-
3pIBHSHHUM TIOKa30M 32 POSUIEM.

«Cama Haranis OnexcanzapiBHa Oynia BiIKpHUTOI, KOMYHIKaTHBHOIO
JIFOJIMHOKO: JIJIsl Hei TexX OyJI0 HOPMOIO PajMTHCS 3 KOJEraMu HIONO i€l
YH 1HIIOT CTyAEHTCHKOI poboTH. <...> Lle BinOyBanoch He TIJILKH MPH 00-
TOBOPCHHI Pe3y/IbTaTiB aKaJAeMITHOTO KOHIIEPTY UM iCIIUTY, a i y mporeci
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MTOBCSAKACHHOI poO0TH Haj TBopoM. Haramist OnekcaHapiBHA 3ampoInryBa-
Jla KOJIeT BHCJIOBIIIOBATHCS IIOAO BUKOHAHHS CTYJICHTA 1 J1aBaTv MOPaH,
a TaKki pedi He € 3BHYAHIMH y TIEPETTOBHEHOMY TpodeciitHIMH peBHOIIIA-
MU MY3UYHOMY CepeloBHII», — 3raaye . [aitnenko (2022: 117). 3naernes,
Haranis €mieHko HIKOTM HE BiJIMOBIISIA, SKIIO y BHUKIAJada BUHUKaIA
HEOOXi1IHICTh 3BEpHYTHCS 0 HET.

Posrissaemo, sskumu Oynu ypoku H. O. €mienko, mo06 nizHaTucs mpo i
regarorigauit mporec. OTke, ypOoK MOYNHABCH, 33 TPAIHUITIEIO, 3 TIPOCITY-
XOBYBaHHs Bcboro TBopy. Haramist OnekcanapiBHa ciiyxaia yBa)KHO, MO-
ra, SKo Oyino Tpeba, poOUTH SKICh MO3HAYKH JJIS YYHS, MO0 HaraJlaru
fioMy, 110 Tpeba BiAmpaIroBaTy, Ta s cede, o0 He MPOMyCTHTH YOr0Ch
BaXIJIMBOTO, TIOTPIOHOTO /ISl MOAANBINOI TOKIaqHOi poooTu. [ToTiM BoHa
BIKE «JI0JTydanachy» JI0 CTyIEHTA Ta, CiAar04H 3a posiyib, BKa3dyBaja Ha Horo
TIOMHJIKH, 3aCTOCOBYIOYH METO]] [TOKAa3Yy, 1100 YiTKO MOSCHUTH, LIO 1 K TO-
BHUHHO 3BYYaTH, 5IKi 32/1a4i TOCTAIOTh MEPe]] BHKOHABIIEM.

«[0MOBHHMM 3aBIIaHHSM CTA€ HABYUTHUCS CIIyXaTH, IO TH 3irpas, i siK
3irpaTd Te, 0 TH XO4ell MouyTw», — roBopuia Haramis OnexcanapiBHa
(Pynenxko, 1995-2015). Merton noka3y po3KpHBaB Iepell yIHEM TaEMHH-
i OCATHEHHS NPUHOMIB, 3100yTi IPOTATOM TPUBAIOI YCHIIIHOI BUKOHAB-
CBKOI mismbHOCTI mefgarora. Ypoku H. O. €menko Oynu pi3HAX THITIB: KOM-
0iHOBaHi, MPOONIEMHI, KOHTPOJIBHI. KoMOiHOBaHMH YPOK, 10 OXOILIIOBAB
Pi3HI pO3ALIM POTrpaMu — TEXHIUYHUH (€TI0AN) Ta XyHOXKHiH (11’ ecH, coHa-
TH Ta iHIIe) — HabIrKaBcs 10 GopMaTy IPOCITyXOBYBaHHS UM PEHETHIIIT —
mporpaBaHHs 00’ €MHOI MPOrpaMu Ha TIEPEBIPKY BUTPUMKH.

Bynu # npobnemni ypoxu, komu Haramis OnekcaHapiBHA 3ar0CTpIO-
BaJia YBary Ha ofHOMY 3 Mpo(eciiiHUX MUTaHb, aKTyaJbHUX JUIS CTYACHTA
y MeBHUH 1iepiox podboT Hajx TBOpoM. Tofi, HEMOB «HE TIOMIYalodm» Cy-
MPOBODKYIOUHMX HEMOMIKIB, MPAITIOBAIA HAJ apTUKYJAIICI0 YU TIEHaIIIIO,
41 arorikoro Tomulo. Lle Mano ceHnc: qokaaHe ONMpanoBaHHs 1a€ PE3yNbTar.
Aune, sx BBakana Haramis OnekcaHapiBHA, «I1¢ OUTBII i IXOMUTE IS BiJl-
KPHUTOTO ypoKy. ToMy 1110 Y KJ1aci piIko BIAETHCS IPOBOIUTH YPOK, PO3TIIsi-
JIAI0YW TBIp came MiJ TUM 4H iHIMM KyToM 30py» (Pymenko, 1995-2015:
3anuc Oecimu 2010 p.). [IpoOieMHUM TaKOK MOXHA BBaKATH «YPOK-IIO-
LIYK», KOJIM, IPALOI0YH HaJl TBOPOM, CTYACHT IIEPEKOHYBABCS, 1110 € Pi3Hi
BapiaHTH TOCATHEHHS MOTPIOHUX pe3yabTaTiB. Y KOXKHOMY KOHKPETHOMY
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BUIAKy BH3HAYAJILHOIO € TIEPEKOHIUBICTh TPAKTOBKH. J{00ip 3aco0iB Xy-
JOKHBOI BHPA3HOCTI Mae Oe3mocepefHe BiAHOIIECHHS IO MPOOIEMHOTO
MOTVIsIy Ha BUBYEHHS / BUKOHAaHHS TBOpY. llexaror, sikuil Mae nieBHE ysB-
JICHHS! TIOJI0 KOHLIEMIIii TBOpY, MPOIOHY€E CTYIEHTOBI CBiil BapiaHT Horo
TI[yMaueHHs SK OIUH 3 MOXJIMBUX. Y TOH K€ 4ac, MOCTIHHUN MOILIYK, 3a-
CHOBaHWH Ha METOJI TOPIBHSUIBHOTO aHai3y, Ja€ MOXJIMBICTh BimiOparn
cepen OaraTbOX BapiaHTIB HAWOUIBII MPUAATHUN AJSL KOHKPETHOTO YYHS
Ta KOHKPETHOTO TBOPY. Pi3HI BapiaHTH IITPHXiB, alUliKaTypH, AHHAMIKH,
TeMITy 30y/IKYIOTh TBOPUY iHILIAaTHBY, JOAAIOTH Maike iMIpoBi3amiiHOC-
Ti, CIIPUSIOTH PO3BUTKY CIIyXOBOTO CIIPHUHHSTTSI.

Bynu i KOoHTpoONBHI YpOKH, Taki AK MepeBipka BUKOHAHHS MEBHOTO
00’eMy po0OOTH, CXOKi Ha CBOTO POAY «3BiT», 4AaCTO y MPUCYTHOCTI CIy-
XadiB, y4HiB kiyacy. [Ipu3HaueHHsS Takoro ypoky — IpPHUBYaTH CTyHCHTa
JI0 BiANOBiZaIBbHOCTI B poOOTi, 3aTOCTPIOBATH YBary Ha sIKOCTi JOMAIIHIiX
3aHATh. KOoMOiHOBaHUI Ta KOHTPOJIBHUI YPOKH MOXKHA IUIaHYBaTH, IPO-
OneMHuil — He 3aBxknu. [HOmi mpobneMa, Haj KO BapTo Oyio O 3ammc-
JIMTHUCS, BUHUKA€E Yy MPOLECI caMOro Ypoky (JacTilie Ha HOro moyarky).
3BiCHO, KpiM THX BHUIAJKiB, KOJU TeMa IIPOOIEMHOTO ypOKy Oyia 03Byde-
Ha SIK TeMa MaiicTep-kiacy. KOHTponbHUMH MOXKHA HA3BaTH U Ti 3aHSTT,
Ha AKUX POOWJIM 3alMCH Ha Mar”iTo(oH, i3 MOJAIBIINM OOTOBOPEHHIM
TBOpY. Jo peui, cama Haraxnist OnekcanapiBHa y mepio MiArOTOBKH CBOIX
BUCTYIIiB KOPHCTYBAIACS HUM.

TonoBHe 3aBjaHHs TPOLIECY HABYAHHS — BUXOBAaHHS TBOPYOT 0coOuC-
TOCTI CTyAeHTa — OyJlo IpPyHTOBHHM mojokeHHsM 1 11t H. O. €menko.
Bona namaranacsi BceOi4HO PO3BUBATH Y4YHS, CTapajiacsi pPO3KPUTH Ta-
€MHUI PI3HOMAHITHUX TEXHIUYHHMX 1 XYI0KHIX BHKOHABCHKUX MPUHOMIB,
00U CTBOPUTH HETIOXUTHY OCHOBY HOTO TpodecioHamnizmy, 3p00OUTH Tak,
mo0u «cTatu He MoTpiOHUM yuHeBi» (3rimHo 3 I. Heiiray3zom (Neuhaus,
1971)), TOOTO BUXOBaTH B HLOMY CaMOCTIHHICTh MUCJICHHSL.

H. O. €menko Baaio BUKOPUCTOBYBaIa Pi3Hi (OpMHU OpraHizaltii mpo-
[eCy HaBUYaHHsI, BBAKAIOUU «CIIEHApii» MPOBEICHHS YPOKY CaMHUM 3aXO-
TUTFOIOYUM 1 IIIKaBUM MOMEHTOM Y TI€JIarorTilli, B SIKOMY 3aJisiHi 1Bi ocoOu:
y4eHb Ta nenaror. [ 10 KOKHOTO 3 yUHIB Tpeba 3HAUTH CBIH «KITFOU» — 0CO-
OnuBMI Miaxin. Ypok ams Hei — e TBopuicTb. I, MalyTb, yepes Te neaaro-
rika nmpuBadmoBaa Haramito OnekcanapiBHy 3 4acoM Bce OibIe i OiTb-
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me. Bona BiguyBana, IO 3aXOIUICHICTh II€farora CHpUsi€ MOCHICHHIO
TSDKIHHS y4YHS 710 3HaHb. BXosiuu 70 Kilacy, BOHA 3ajiiIliana 3a ABEpHMa
CBOI Herapas/y, HETaTHUBHI [yMKH Ta CUTYaIlii, i HAITOBHIOBaJa ayIUuTOPi0
CBOEIO IUPOCEP/ICTIO, BIICBHEHICTIO Ta HEBUMYIIICHOIO ITOCMIIIIKOIO, SKa
3irpiBaja Bcix NMpHUCyTHiX. BoHa He 3aMucIOBanacs creuiaiabHo, KO0 il
noTpiOHO 3’ABNATHCS Tiepea yuHsAMH. Po3KyTa rcuxooridaa o0CTaHOBKa
CKJIajanacsi cama 1o cobi, CTBOPIOIOUH CHPUATIANBY aTMocepy is CHiJl-
KyBaHH:. Takoro BoHa Oyra JIFOAWHOIO: XKiHOYa, CTPIMaHa, BPiBHOBaYKEHA
i myapa. L{i pucu xapakrepy JOMOBHIOBAIKCS IUPICTIO, BIEBHEHICTIO, 3a-
T3HOO BOJICFO Ta CAMOBIJIIAHICTIO y POOOTI.

3anstTsa B kaci H. O. €menxo O6ynu wiTko opranizoBaHi. Bona Hikomm
Ha HUX HE 3ali3HIOBaNach, TOOTO TIOBHOIO MipOI0 BUKOPHCTOBYBaJa BECh
gac ypoKy. 3aBKIu MaJia Horo YiTKAH TUTaH, aje 3aninaja Il cebe MoXK-
JMBICTh NOTYYHTH (DaHTa3ito0, He BUKIIIOYAIa 3aCTOCYBaHHS IMITPOBI3alliii-
HUX MOMEHTIB. YCHIIIHO BUKOPHCTOBYBAJIA BCi TUITH YPOKIB.

Amnanizytoun ypoku Haramii OnexkcaHApiBHH, MOXKHA CKa3aTH, IIO
BOH2 BHXOBYBaJla XyHIOKHbO-CTUJIBOBE MHCJICHHSI Y4HS Ta, (HOPMYIOUH
HWOTO JIOTIKY, TIOCTYIIOBO PO3BHBajia MOTO CaMOCTIHHICTL. Po3rmsmarodn
HaBYaHHS SIK CHIBAPY)KHICTh Y4YHS 1 BHKJaJada, BOHA BBaKajia L0 00-
CTaBHHY TOJOBHHM CTUMYJIOM Ui (OpMYBaHHS TBOPYOi OCOOMCTOCTI.
YCBiIOMITIOIOUH BEITUUE3HY POIIb, SIKY BIAIrparoTh 3M10HOCTI Y4HS 10 Ha-
BUAHHS, BOHA HE 3MEHILYBajla POl Ta y4acTi B IIbOMY IpPOLECi Ieaarora,
SIKUY TIOBUHEH PETEIHHO TOTYBATHUCS O KOKHOTO YPOKY Ta 000B’SI3KOBO
I0Ch HOBE JOAABATH MPOTATOM 3aHSTh.

JlominbHO Haragatu, mo, ocKiabkm Haramis OnekcanapiBHA TOJIO-
BHUM 3aBJIaHHSIM TIEaroriKyi BBaXkaJla MAaKCUMaJIbHUH PO3BUTOK 1HJIWBI-
IOyalbHOCTI Y4HS, BOHA 3aBXIM Hamarajacs 3po3yMiTH HOro iHTepecu Ta
CXWJIBHOCTI, CIIOCIO MHCIIEHHS, 3 OTVISTy Ha MOTO 3aXOIUICHICTh Ta Oa)kaH-
HS 1HTEJNEKTYalbHO PO3BHBATHCS, YyHHO CTAaBMIIACS A0 IICHUXIYHOTO CTa-
Hy Ta HacTpor y4Hs. Bona, 3BH4aiiHO, 3aMHCIIOBagacs Haj TUM, SKOO
Miporo, y sIKif (OpMi Ta KOJIK caMe Ma€ HaJaBaTH JOIIOMOTY BHXOBAaHIIIO,
a sIKe 3aBIAaHHS BiH MOXKE BUKOHATU CaM, Ta OJHE 3 TOJIOBHUX IUTaHb, SKE
BOHA BHpIlIyBajia — I¢ MiiOpaTH TEeMIT PO3BUTKY caMe JUIS I[bOTO YYHSI.
OTxe, menaroriyHuil mpoec po3riagaBcs HEro, HacaMIlepes, sIK MPOLEC
CIIITKyBaHHS, TIiJ] 9ac SKOTO JTYMKH, Ta, AKIIO ITUPIIE — JOCBIJ IIeaarora,
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TepeIaBaiich YIHEBI HE HaB’sA3IIMBO, a K mopana. Llei qocein memaro-
ra-BUKOHABIIS, 30KpeMa, J0IOMAaraB CTYJCHTOBI Y COIbHUX KOHIIEPTaXx, sIKi
€ OJTHI€I0 3 HAHOLTBII CKIaMHUX (POPM MY3UKYBAaHHS Ha CIICHI.

Irop Taiinenko (2022: 116) 3raaye, mo «Haranis OnekcanapiBya me-
pen cTyleHTaMu CTaBHJIa 3aBIaHHS M SIKO, ajie HEBIJACTYIHO: KOXKHOMY —
rpaT pa3 Ha PiK CONBHUN KOHIEPT Y 2-X BIIIIIEHHSIX UM OJUH Ha JABOX
(o omHOMY BiJAIJICHHIO)... MU CTaBUIIMCH 10 LIOTO, SIK 1O HEMUHYYOTO:
TOTYyBaJIH, Tpaiiv, HabyBalll KOHIIEPTHOI MPAKTHUKH 1 MMOCTYIOBO MMO30yBa-
JIMCSL CIIGHIYHOTO CTpaxy Mepe]] ayTuTOPIEIom.

Tomy y Kiaci maHyBaja 30pOBa YeCHa KOHKYPEHIIiS: HIXTO HE XOTiB
BiJICTaBaTH, 1 KOHIEPTIiB Oyi0 Oararo (OLTBLIICTE 3 HUX BigOyBanacs y Jpy-
roMy cemectpi). 3BiCHO, HE KOXXHOMY OyJI0 MiJl CHITy OXOITUTH BEJIMUC3HUN
00’eM COTEHOT TIpOTpaMu, KyI¥ BXOIWJIH 1T €CH, CTIOAH, 1B BETUKUX TBOPH
(omHmM 3 siKMX Haluactime OyB KOHLEPT). BpaxoByroun ckiagHICTh TBOPIB
Ta HEOOXITHICTh MiJITOTOBKH JI0 KOHKYPCHUX BHUCTYIIIB, JIe TIOTPiOHA BEIH-
Ka PI3HOCTHUIIbOBA TPOrpamMa, JOIIBHO OyJIO TOTyBaTHCh 3a37ajerib, IO
i BigOyBasnocs nin HarsiaoM Haranii Onexkcanapisau. Jlo Toro x, mporpa-
Ma COJILHOTO KOHIIepTy Oyiia He TUTBKH CKJIAHOIO0, a W BHMaraja BiJl BU-
KOHaBII Oe3moraHHoi skocti. bararo yuHiB nocsranu ycmixy. Tak, po3mo-
BiJjaroun Tpo CBOIO BUXOBaHKY T. Ymsawmy, Haramis OnexcanapiBHa 3 TOp-
JICTIO TIIKPECIIIOBAJIa, 110 CTYJCHTKA 32 POKM HaBYaHHs 3irpaiga 9 pisHuX
COJIBHUX TIpOrpaM (BUXOAUTh, O€3 IepeOLIbIIeHb, HOBA MPOrpaMa — y KOx-
HOMy cemectpi (!)). JIBiui 3a pik 3Morna Buctynutu crymeHTka O. [Tomosa
y OepesHi i TpaBHi 1984 poky. Taki cTyneHTH-TigepH, 3BiCHO, HaOyBanIu
OUTBIII TPYHTOBHOTO ApPTHCTHYHOTO JOCBiTY, 3MIIHIOBANN CIICHIYHY BH-
TPUMKY, NOIINPIOBAIIN CBill KPYro3ip 3aBIsSKH BUBUYCHHIO BEIUKOI KIJTBKOCTI
TBOPIB, YIOCKOHAJIIOBAIX MalCTEpHICTh. [ OTyIOUHCH 1O BUCTYITY, BUKOHAB-
i 000B’A3KOBO «00irpaBaimy) Mporpamy KOHLEpTY, Haidactime y JIMII
XapkoBa uu iHmmMX MicT. Och Taki TBOpPYi MPUHIMIH OYIIH B IIbOMY KJIaci.

KopwucTh Bix mux BUCTYIIIB OyiTa pi3HOMaHITHOIO: CTYICHTH AapyBaH
cllyxadaM B THX HaBYAJIbHUX 3aKJaJaxX, KyOu NPUDKIKAIM, PajgicTb 3y-
CTpiYi 3 XKMBOI MY3UKOI, OTPUMYBAIIM TaKW{ HEOOXiAHHN Y TBOPUOMY
JKUTTI My3MKaHTa-IIiaHICTa JTOCBIJ] BUKOHAHHS CKJIIAJIHOI COJIbHOI Iporpa-
MU, SIK 1 TOCB1J «IpHOOPKYBaHH:» HE3HAHOMOT0 iIHCTPYMEHTY, SIKUH 4acTo
OyBaB OBOJIi CHEIH(ITHIM.
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CryneHTH, SKi IpOUIIINA KpPi3k TaKi BHIMPOOyBaHHS B IEpPioa MiATO-
TOBKH COJIBHOTO KOHIEPTY, HAaOyBIIM 3HAYHO OiNbILe JOCBimY, HK iHILII,
HEBJIOB31 MOIIM BXXE€ NEPEAaBaTH CBOI 3HAHHS y CaMOCTIMHIN NpakTh4-
Hill po0oTI 3 yursiMu. OTKe, BOHU OJU3BKO IMIIAXOIUIH JI0 CUTYaIlii, KOJIH
BUMTEIb cTa€ 3aiiBUM. He AMBHO, 110 B KOJEKLil 0COOMCTHX TOKYMEHTIB
H. O. €menko € ynMano MO3UTHBHUX BIATYKIB MPO poOOTy ii ydeHHIb
y pi3HMX My3UYHHX Kosemkax Ykpainu (B Cymax, IToxrasi, XXuromupi,
3amopixoki).

IT’s1Th a1bOOMIB CTYZIEHTCHKUX agill € 0COOTUBOIO TOPAICTIO MEAaro-
ra. Bei agimi cotorpadoani, oxaiiHo 3i10paHi, po3TaioBaHi y XpOHOIO-
TIYHOMY TOpPSAKY. | BiT4yBa€eThcs, HACKUIBKH YCIIXH y4YHIB OyJau IOpOTi
Ta mam’sTHi negarorosi. Po3misiHeMo mporpamu IesiKuX 3 UX KOHLIEPTiB
(1960-1980 poxwn).

v" Mouapr. Conara Mu-6emonb-Maxop; Berxosen. 15 Bapiarriii
3 ¢yroro Mi-6emonb-maxop; [lpokod’eB. Conara Ne 9 (H. CkpeniioBa,
1963).

v" Berxosen. Comara Ne 17; Illyman. Conara Ne 1; Illyman.
«Binencekuii Kapaasam» (B. ZKouaynes, 1969).

v Taiign. Conara Jlo-maxop; berxosen. Conara Ne 23; Illonen.
®danrazis pa-minop; [Ipoxod’eB. Conara Ne 3 (B. ZKoaynes, 1970).

v' Taiign. Conara Mi-6emonb-Maxkop; Bpamc. Bapianii ma temy
MMaranini (II 4.); yGepr. ®anrazis «bmykauy; Pumcekuii-Kopcakos.
Konuept (T. MacsoBa, 1981).

TBopr KOMIO3UTOPIB-KJIACHKIB, POMAaHTHKIB, CydacHa MY3HKa.
Bci Bonn nyxe cxmanai. Big 1980 pokiB Maiie BCi BUKOHABIII JTO/IAal0ThH
JI0 IpOTpaMH, KpiM 1HIIUX I’ €ec, PopTeniaHHUi KOHIIEPT, IO YCKIIaJIHIOE
ii. KoHnepTH, siKi TparoTh Y4Hi, TEX AyXKe CKIaaHi Ta 00’eMHi: Monapr,
Konnept no-minop; berxosen, Konmeptu Ne 4, Ne 5; Jlict, Kontept Ne 1;
lonen, Konuept Ne 1; ITpokod’ e, Konnept Ne 1; Pumcrkuii-Kopcakos,
Konnepr; Paxmaninos, «Pamcomis Ha Temy Ilaramini»; YalikoBCHKUIA,
Konmepr Ne 2; JlstomuHchkuit «ChoB’SIHCBKUWA KOHLEPT» Ta 1HIIIL.
Crynentka [. CripinonoBa-Omenpuenko (1974) HaBiTH BigBa»XHO M0-
nyuyuna g0 nporpamu nsa koHueptd (!): IMepmmit Ilpoxod’eBa Ta
«Pancogito Ha temy [laranini» PaxmaninoBa. Jlo Toro x, miB4MHa BHU-
KOoHyBaja B Toit Beuip IIpemroniro Ta @yry baxa (ATK) ta Conary llo-
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mera Ne 2. Konmept OyB myxe BmamuM. CTyAeHTKa 3 YeCTIO MOjoJiaja
NEepEeBaHTAXKEHICTh CBOET Mporpamu. AKOMIIaHyBajla BCl KOHLEPTH,
3Bu4aitHo, Haramis OnexcanapiBHa. [laptis opkecTpy y ii BUKOHaHHI,
sKa 3aBkIu Oyla sICKpaBOIO, €MOIIIHOIO, 3a0apBIIEHOI0 Maiike «Io-
OpPKECTPOBOMY», HACHYEHOK (DaKTypHO, CIIPaBIIsIa TaKe BPAKECHHS, 1110
came 3apas, Ha CIICHI, TOCKOHAIICTh MAaHCTPUHI TePEAAETHCS BUKOHABIIE-
Bi HOBOTO nokoumiHH:! 1le Oyiio cumMBOIIYHO.

3BepHEMO yBary Ha Te, SIK 9acTo Bif0yBasncs KoHIepTH. HeiiMoBipHa
KIJIBKICTB CTYA€HTCHKHMX BHCTYIIIB — CBIZIOIITBO CAMOBIIaHOI HAITPY>KEHOT
pobotu niegarora i yaus. BuGipkoBo HaBeieMO MporpaMu KOHIIEPTIB (TUTb-
KH THX, 1110 BiIOYJTHCS HABECHI) Ta MEPeliK CTYIEeHTIB-BUKOHABIIIB!

1983 pik

v' 11 6epesns, O. Ilonosa: Paxmaninos, Bapianii na remy Kopei;
Paxmaninos, Conara Ne 2, IT’ecu.

V' 5 mpasns, 1. Taiinenko: berxosen, Konuepr Ne 4; CrpaBiHChKHA,
«[lerpymika»; lllonen, Ckpsoin, Jlict, Paxmaninos — Ettonu.

1984 pik

v' 30 Gepesnsi, O. MMonosa: berxosen, Conara Ne 30; berxoseH,
Konuept Ne 4; Illomnen, Jlict, lllyman, Cxps6in — ETronu.

v' 18 ksitus, O. Ipockypina: berxosen, Konnepr Ne 5; Bpawmc,
banana; JIsimo, Bapianii Ha Temy [nnHkw.

v' 26 xsitus, 1. Taiinenko: berxosen, Conara Ne 22; Illyman,
Conara Ne 2; CrpaBincekuii, «Ilerpymkay.

v' 5 tpaBus, O. IMomosa: Illyman, ®anrasis; Jlucenko, Pamco-
nist Ne 2; JIstomuHChbKkuHA. «COB’ THCHKUHA KOHIIEPTY.

v’ 3 uepsHs, O. IrnarseBa: Mouapr, Conara; Bpamc, Bapiamii na
temy [laranini; [llonen, Ckps6in, Jlebrocci — ETtonn; Pumcekuii-Kopcakos,
Konuepr.

198S pik

v" 11 kBitHs, I. Cajiamarosa;

v' 27 xBitns, O. Ilonosa 1a L. Taiigenxo;

v' 5 1paBus, O. IrHaTheBa;

1986 pik

v" 10 ksitHs, I. CanamaroBa;

v" 26 xBitHs, JI. HexijibKko.
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AHai3 amp00MiB CTYIEHTCHKHUX adilll CBIAYATH MPO TE, IO CTYIACH-
TH CepHO3HO CTABMIINCH JI0 «3aBAaHH:, sike Haramis OnexkcannapiBHa aa-
Bajia Ha [0YaTKy HaBYAJBHOTO POKY: 3irpaTH OAMH COJIBHUM KOHLEPT Ha
pik. B. XKomnynes rpae y 1969, 1970 pokax; 1. Iaitnenko — y 1983, 1984,
1985-my; I. CanamaroBa — y 1985, 1986 -my; O. IrnareeBa — y 1984,
1985-my; O. IlomoBa — y 1983, 1984 (mBiui), 1985 pokax. Otxke, mepe-
Ba)KHa OUTBIIICTh CTYJEHTIB 0X0U€ BUKOHY€ HaKa3 / MPOIO3HIIiI0 CBOTO Ha-
CTaBHUKA, 1 16 — MOKa3HUK TUCIUIUIIHY Y KJIaci, 03HaKa HAJIAIITOBAHOCTI
YUHIB sIKOMOTa OLTBII OTpUMaTH y mpodeciiHOMY IUIaHi 3a epioJ HaBYaH-
Hs. Le cutyanis, B sikiii cTyneHT nepeOyBae MpOTATOM POKY.

A K10 TOTVISTHYTH Ha I1e 3 Touku 30py refarora? Y kmaci H. O. €men-
Ko Oyno 7—8 cTyaeHTIB pi3HHX KypciB. | Bci 3apsasKeHi ie€to rpatu mo-
piudo (a geski — ¥ wacrime). Ile moBom Oararo. Hampykenuit rpadik
KOHIEPTiB criocTtepiraemo y 1983—1986 pokax. Pexopauum OyB 1984-ii:
MIPOTATOM MaiKe JIBOX MICSIIB BiIOya0Cs 11’ ATh KOHIEPTiB. A 1985 poky
3a TPH 3 MOJIOBUHOIO THXKHSI — TPpU KoHIEepTH! (IMB. Adilli KOHIIEPTIB CTY-
nenriB kinacy H. O. €menxko, 1963-1991).

Takum arHOM, MOXKHA CTBEpIKYBaTH, o y 1960—1980 pokax cepen
THX, XTO BUCTynaB y Benukomy 3ami [HCTUTYTY MECTELTB 13 COJIBHOIO MPO-
rpamoto, OIMBIIICTh CTAaHOBHWIM CTyneHTH kimacy Haramii €menko! Otxe,
IBOOIYHA Hampy)keHa poOoTa, sika IIHCHO JEMOHCTpYBaja CHIBIPYXHICTh
Ta B3aEMOPO3YMIHHS MK YUHSIMH Ta IIEAAaroroM, XapakTepHusye 1eH nepios.

I Bce x Taky, B 4OMy NPUYMHH TaKOI Bpa)karodoi KUTBKOCTI BHCTY-
MiB CTYAEHTIB 3 COMBHUMU KOHIIepTaMu? YnM KOpUCHI BOHU Oynu yIHAM?
Crpobyemo pozibparucs. OTpUMYIOYH apTHCTUYHHUNA TOCBiJ BUKOHAHHS
TPHUBAJIHMX PO3TOPHYTHX MPOTpaM, y4YHi OMAHOBYBAIM NMPAKTUKY IIBUJ-
KOTO 3amaM’SITOBYBaHHS HOTHOTO TEKCTY, 3arapTOBYBald BHKOHABCHKY
Bomio. Hacmigyroum memarora, JONydaiucs A0 MPOCBITHUIBKOT MicCii
MY3HUKaHTa: CTBOPIOBAJIM JIEKLIi 10 CBOiX KOHLEPTiB, BUBYAJIM CTHJI Ta
€I0XH, 10 AKUX HaJeKaJld BUKOHYBaHI TBOpH. ONaHOBYBaJIN HNPUHIUIN
CKJIaJJaHHsl KOHLIEPTHUX MPOTpaM 3 Pi3HOMaHITHUMHU KOMOiHALisSIMH KaH-
piB i ¢popm. Bumucs HamonermBo MpamroBaT Ta JOJIaTH IICUXOJIOTivHe
HaBaHTaKCHHSI.

Besnepeuno, y knaci H. O. €menko HaBuanuck 3110H1 Ta mpane3arHi
CTyIEeHTH. BUTBIIICTE 3 HUX IIBUAKO BYMJIA TBOPH, HABITH 1 TOBOJI CKIIA1-
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Hi. [logyBIM HEpPOCTHH 3aKIMK CBOTO I€Aarora MmiAroTyBaTu Mporpamy
COJILHOTO KOHIIEPTY Y JBOX BIJJIUICHHSIX, KOXKEH PO3YMIB, 11O 1€ 3aBIaHHs
cepiio3He i moyecHe! 1 He MPOCTO 3aBIaHHA, @ BUKIHK, IIAHC CIIPOOYBaTH
nozioNiatu cede yepe3 0araToroAWHHI 3aHSATTsI, CKOPHUCTATUCS MOMIIUBICTIO
JOTOPKHYTHCS 10 CKJIaJHUX TBOPIB BEJIMKUX KOMIIO3UTOPIB, HOKPALIUTH
CBO€ BMIHHS OTPAIlbOBYBAaTH 3HAYHY KiJIbKICTh TBOPiB, HAOyTH apTUCTHY-
HO{ BUTPUMKH. AJie BCi PO3yMiJIH, IO TOJIOBHE — HE OTPHMATH 3aBJaHH,
BiI4yBalO4H BOJIHOBY HAIIPABIIEHICTH MIEIarora, a yCIiIIHO BUKOHATH HOTO.
I HiIXTO He YHHMKaB IOTO 3aBAaHHS MPOQpecopKH. TakuM YHHOM, CTapT
OyB HaJlaHWH BCIM CTyaeHTaM. | koxxeH OakaB OyTH MPUUYETHHUM 0 I[HO-
IO TMPOEKTY, IParHyB xo4a 0 crpoOyBaTh BUKOHATH HOTO. 3rajlaeMo CIIo-
Ba I'. Heiiraysa: «KoxxeH nenaror 3i CBOro AOCBiAy 3Ha€, K HaHCHIBHILII
VUHI “OigTAryroTs” OUThIN cIabKuX, Ie 3MaraHHs BHHHKAE Oe3rmocepen-
HbO Ta CTUXIMHO, aJIe pa30M 3 THM — 3aBJISKH YECTOJIFOOCTBY — CBiJIOMOY
(Neuhaus, 1971: 27).

OTxe, Ha IOYAaTKy BUKOHAHHS [[LOTO 3aBJaHHS BCI yYaCHHKH, 1 pi-
mydvi, 1 He OyXe BIICBHEHHI, Mald BMOTHBOBaHICTb. KoxXHHH Ka3aB
c00i1: «S xouy 3irpatu coNpbHUHN KOHIIEPT». Ha cTapT BHXOmMiIM BCi, Ta
J0 LI TeX BCl JOXOOWIH, OJHAK MPSIMUM a00 TPOXU KPYUEHHM LLIS-
xoM. Tpeba Oynmo myke CHIIBHO Oa)kaTH, HaBiTh MiAMOPSAKOBYIOUN COOi
MIEBHI KUTTEBI 00CTaBMHM, KOKHOTO JIHS MepemMaratu cede, OyTH BIEB-
HEHHUM Yy JOCATHEHHI METH, SIKa CIIOYaTKy Oylia IMOoCTaBjieHa IEeJarorom,
a 3rofIoM cTaBaja TBO€0. MeHm pimrydi kazanu: «MeHi Xo4eTbes 3i-
rpaTH CONbHUHA KOHLEpT». HeMoB Om 3a 3MiCTOM BHCIIOBIIEHI CXOXKi Ha-
MipH, alie 37a€ThCs, M0 BUKOHABEIb TPOXH «BiIIMycKae» BijJ ceOe Iib.
IIle GinbIre MOCIA0JICHHS Bi4yBa€ThCS, SKIIO BUCIOBICHHS (OPMYITIO-
€ThCS B yMOBHH c1ioci0: «MeHi 0 XOTinocs 3irpaTi COMbHUN KOHIIEPTY.
Taxki BigXxwieHHS MOTIIH OyTH ¥ THMYACOBI, 1 TIMOTETUYHUI BUKOHABEIIb,
310paBIINCh 3 CUJIAMU Ta BUSBUBIIU BOJIIO, MIT' «BUIIEPEIUTH IHIIOTO.
ToOTO mparHeHHs BUKOHATH IOYECHE 3aBJaHHs 1e€Aarora MopoKyBallo
3JI0pPOBY KOHKYPEHIIIIO cepell YUHIB Kjacy. A Ie Taka CHTYyallisl BUSIBIIS-
JIa TIeBHY aMOITHICTh BUKOHABIIIB — «IIPHUKJIACTH BCi 3yCcHiuId, mob OyTu
NepIIMMy» — prica XapakTepy 30BCiM HEToraHa, roJoBHE, 00 0yJ10 4uM
3aIIOBHUTH II0 caMy aMOITHICTh (3MiCTOBHICTb, SIKICTh BUKOHAHHS, Pi3-
HOMaHITHICTh 3BYKOBHX VSBJICHb Ta 1HIIIE).
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BiarykyBammcst i Ti, Siki Oaskany cripoOyBaTh: «9u 3MOXKY s»? Taki -
TaHHS MIT' CTaBUTH CO01 YU€Hb, 111 HE Jy)Ke JOCBITUCHUN, aJie 3alliKaBye-
HUH CBOEIO CIEIIAbHICTIO, BIIACHE TIPOIECOM ii OmaHyBaHHS. [, Tisaasan
Ha IHIIWX, BiH TeX J0JIy4aBcs 0 CIpaBu. B TakoMy BUITaJKy «MacOBICTb
HaBiTh TpaJia IEBHY POJIb.

Crig Takok BpaxoBYBaTH MpHKIIan camoro megarora. H. O. €menko
JIOBOJII YaCTO 3’SBJISUTACH Ha CIIEHI 31 CKJIAHUMHU TPOrpaMaMu, Tpaia ay-
TIOBO, 1 CTYAI€HTaM XOmijlocs HacliayBaTH ii. Y 6ararbox Oyio 9iTko cdop-
MYJIbOBaHE MPArHeHHs: HaOyBaTH apTUCTUYHOI BUTPUMKH, IO 3MIIIHUTh
BOITIO, JTOTIOMOXKE ITOJIOJIATH HEBIIEBHEHICTh Ta 3M00YTH MOYYTTS PO3KY-
TOCTI Ha CIICHI.

VY mpoueci miAroTOBKU MpOrpamMu CoiibHOro koHuepty Haramist Onek-
CaH/IpiBHA BUABIILIA MYAPICTh 1 JOCBIMYEHICT Ta 3HAXOAWIIA MTOTPiOHI CIT0-
Ba JIJISl THX, XTO TPOXH 3arajisMyBaB Ha IIISXY J0 1L, JJaBajia iM Taki HacTa-
HOBH, fKi 37aTHi OyJIi YCYHYTH TUMUYACOBY CIIA0KICTh, 1 CBOEIO i ITPUMKOIO
JoriomMaraia jocarata 0akaHoro. BoHa 4iTko opraHi3oByBaja npolec Ha-
BYAHHSI: CTaBIJIa KOHKPETHI 3aBIaHHsI, KOHTPOJIOBAJIA MPOIEC OCMUICIICHHS
VYHSIMHA 3pO0JICHUX HEIO 3ayBaykKeHB, 0 TOTO K, He OOTIKYBaJla CTYICHTIB
iX KiIbKicTIO. BiguyBanack mUpicTh MiXOMy IO aHANi3y JOCSATHEHb Ta He-
JIOMIKIB y4HSI, KA BUSABJISIIACH Y 32BN 00’ €KTHBHUX OIlIHKaX PiBHSA HOTO
po3BuTKy. BoHa He MO0 TOBTOPIOBATH ONHE U T€ caMe, BBaYKAIOUH, ITI0
i€ HeMIPUILYCTUME TYTIIOBAHHS Ha MICLI, 3aKJIHMKaia 30epiraTu yBakHiCTh
M1 9ac ypoKy, i TaKUM IIUISIXOM Oe3MepepBHO CTHMYJIIOBajia pO3BUTOK Ha-
BUYOK CaMOCTIHHOT po00TH yuHS. | KOkeH 3 HUX, BUXOBYIOYH BIACHY BOJIIO
Ta YBaXKHICTb, TIPOSBIISAB OiNbIIIE HIIATHBY Y TIOBCAKACHHUX 3aHSTTSX, 11O-
CTYIOBO «0pOCIiiiaBy. BoHa 3amkau Oauwnia, 110, KOMY, i B SIKiii MOMEHT
MOTPiIOHO — Y TaKHi CTIOCIO BUSBISLIIACK 11 ICHXOJOTIYHA Yy HHICTB.

OTxe, BUpINIEHHS TPOOJIEM, 3 SKAMH CTHUKABCS IIE J{y»Ke MOJIOAHN
BUXOBaHEeIb, OyJI0 MiJi KOHTPOJEM Iienarora, xoda J0 LI y4YHI WIUIN
MO-pi3HOMY, 3aJIe)KHO BiJ CBOIX IICHXOJNOTIYHHMX, (DI3UIHHX, BOJBOBHX
sxocTeit. Miia Beuka npodeciitna po6oTa, sika HajaBama HeoOXiaHI My-
3WKaHTy 3HaHHs Ta 00 €JIHyBasia CTYyIEHTIB Kiacy. Bimuysamocs, mo 3a-
BJIaHHSIM II€J]aroTa CTa€ HaBiTh HE TUIBKH Te, K HABYUTH YUHS npodecii,
a i te, sK chopmyBaru Horo ocoductictb. Came Ha 1€ i CIpsIMOBYBaBCS
TeIaroTigHui TIpoIIec.
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Ha BumenaBenennx adimax CTYIEHTCHKHUX COJBHUX KOHIIEpPTIB Oa-
yumo im’st 1. Taiinenko i TBip CtpaBinckkoro «Ilerpymikay. It icropito
3rajiye caM BUKOHaBellb. YnomooanHs Haramii OnexcanapiBHu Oibn Ts-
JKHJTH JIO KOJIa aBTOPiB-KJIACHKIB Ta POMAaHTHKIB. AJie MOJIOJJOMY BUKOHAB-
LIEB1 XOTLJIOCS 30BCIM 1HIIOT MY3HKH, 3 SICHOIO, MaiiKe TearpaabHOIO, Ipa-
MaTypri€ro, OLIBIN Cy9acHOI0 My3WIHOIO MOBOr0. Haraumist OnekcanapiHa
no3sonuia Iropro BuOparu camomy. Bin BuOpas Conaty Ne 17 berxoBena,
motrim Etron Jlicra «Maszenay», Conary «llicmst mpounTtanus HanTte».
Le Bxe Oymo Onmuk4e 10 AyIli: eKCIEPUMEHT MPOAOBKYBaBcs. Haibinbim
BAaJIMM BHOOPOM BHKOHABLS, 3peruroroi, BusiBuiaucs [Ipenronis ta dyra
[locrakoBuua Pe-6emonb-maxop, Conara lempuna ta «Ilerpymikay
CrpaBincbkoro. [lingTBepkeHHSIM [IbOTO CTAJIH YCHIIIHI, ICKpaBi BUCTYITH
3 UMW TBOPAaMH, HaBITh HEOMHOPa30Bo (auB. ["afimenko, 2022: 114—116).
e npukinaz Toro, SIK Y CBOIH penepTyapHiil MOJITHLI eAaror 3Moria Bij-
MOBHTHCS BiJl BJIACHUX YIO#00aHb, X04a 0 4aCTKOBO, Ta CTaTH HA MO3ULIT
CTYICHTA, 3apajiil TOTO, MO0 JOCATHYTH HAaHKPAIOTo JJIsl HhOTO PEe3yJbTa-
TY, HE OMUHAIOYH, OIHAK, KJIACHYHOTO Ta CyTO POMaHTHYHOTO penepTyapy.

Bynmn y cTymeHTIB CkiamHi, HEOPAMHAPHI Ta IyXe IiKaBi Mporpa-
mu. Hampuknan, T. BamkaroBa mpucBsiTHia CBifi BHCTYI aHpY Bapi-
amiii Ta BUKOHaJNa KuThbKa BapiamiiHuWX nukIiB: Momapra, berxoBena,
[lomnena, ®panka. bynu miaroToieHi # MoHOrpadiyHi KOHIEPTH: 3 TBO-
piB lllonena (T. Macnoga, 1965, M. Haymenko, 1981, 1. Copokina, 1989);
YaiixoBcrkoro (3. Kpuemyn, 1980); Paxmaninosa (O. Ilomora, 1989);
Monapta (I. Ioxmonceka, 1991) (Adimi KOHUEPTIB CTYIEHTIB Kiacy
H. O. €menxo, 1963-1991). Y npoMy CTyaeHTH HACIIiyBalld CBOTO Tiefa-
rora — y BUKOHaBCbKoMY 0poOKy Haramii OnexcanapiBau 0yino ynmaio
KOHIIEPTIB MOMIiIOHOTO MOHOTpadiuHOTO (hopMary.

Y KoJeKIlii 0COOMCTHX JTOKYMEHTIB IMIaHICTKU 30eperiacs pereHs3is Bi-
JIOMOTO KOMIO3uTOpa i mianicta M. CHIbBaHCHKOTO Ha ITaM’ITHUH KOHLIEPT
kimacy H. O. €menko B 3am KuiBchkoi koHCcepBaropii y 1974 porti, skt
BiIOyBCSl B MEKaxX MPOrpaMH TBOPYHUX OOMiHIB Ta MaB 3HaUHHH YCIIiX y My-
omiku. Tpu cTyIeHTKH 11 Ki1acy MpeAcTaBIsLIN XapKiBCbKUNA IHCTUTYT MHC-
teurB. Ha Toit uac B 3anmi KuiBchkoi koHCEpBaTOpii BXKE BUCTYIHIIN CTYIEH-
i Jlednircekoi, bpaTrciaaBchkoi BUIUX MY3UYHUX IIKiT, MOCKOBCBKOL
ta JIeHiHTpaJCchKoi KoHCepBaTopi. Ha 1ihoMy BiAMOBIAAIEHOMY KOHIIEPTI
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XapKIBChKI CTYICHTKH BHKOHAJIM TIOKAa30BYy CKJIamHy mporpamy: CoHary
[lymana conb-minop (H. Pomanoga), Conary llonena Ne 2 (1. CnipigoHosa),
Conary PaxmaninoBa Ne 2 (T. Vustana). «Cam moGip TBOpiB moTpeOyBaB
BiJI BUKOHABIIIB BUCOKOTO PiBHS MPOQeciiHOT MaCTEepHOCTI Ta apTUCTHY-
HOI 3piJIOCTi, i BUKOHABIII BIIOPAIIUCS 3 Ha3BUYaiiHIM 3aBiaaHHsAM. LlikaBo,
MIEPEKOHITNBO, TEXHIYHO BiTFHO OYyJIM BUKOHAHI HAHCKIAIHIII TBOPH, BOI-
HOYAC KO)KHA BUKOHABHWIISA 3MOIVIA SCKPABO BUSBUTU CBOIO 1HJIWBITyaiib-
HicTb» (CunbBaHcbkuid, 1974). Llei mo3UTHBHAN BICHOBOK IiITBEPIKYBaB
BIpHICTB CIIPSIMOBAHOCTI OOpE HAJAIITOBAHOTO TIEAAaroriyHOTO IPOIECYy.

Haranis OnekcanpiBHa 3aBXKIIN CEPACYHO CTABHIIACH JIO CBOIX CTY-
JICHTIB, ToTioMaraja im, Jitoouna ix, jmoousa cBoto podoty. ToMmy He TUBHO,
10 BOHA OTPUMYyBaja 0araro JIUCTIB BiJl CTYICHTIB Ta ix OaTbKiB. Psku
3 HUX MepenaoTh aTMoc(epy YpOKiB, TO3BOIISIOTH YSIBUTH, 3 SIKOIO PETEIh-
HICTIO 1 HATXHEHHIM BOHA MpaifoBaia. HaBegemo (yparMeHTH UX JIUCTIB.

3 mucta H. IBanoBoi Bix 18.05.1991 poky:

«Y KoHcepBaropii MeHI TOMIACTHIO OYTH CTYISHTKOIO KIIacy
H. O. €menxo. [lpaBny kaxxyuwu, s He oapasy, a HabaraTo mi3Hile 3po3yMi-
na 1e “nomactmio”. Haramis OnexcaHapiBHA 37aBaiach MEHI 3BUYatHUM
HeIaroroM, MoXe, 3aHa/ITO Be BUMOTIMBUM. Pantom nmpumymnye B Conarti
berxoBena 3irpartu ronocu 6e3 Temu. S nuByBanachk: Ie K He MOMiQOHIY-
HUH TBIp, JIe IK MEPEKUBO NEPEIUTITAIOTHECS TEMH B PO3BUTKY, 2 TOMO(OH-
HO-TApPMOHIYHUI TBIip, Jie € TeMa 1 ii akoMIIaHeMEeHT. AJie, TPalYr aKOM-
MaHEMEHT, 5 3 MOAWMBOM Oauwia, 10 1€ TeXK TeHianbHa, IyJoBa My3HKa!
AOo tak: Ha ypoui Haranis OnexcanapiBHa KaTerOpUYHO 3asBIsIE MEHI, 10
BIIOMa s 30BCIM He TIparfioBaja. MeHi cTae MpUKpo; s HAIlepEIOaHI Tpaja
Oararo roguH. “Hy To ¥ 1m10? — 3ayBaxkujia MCHI BUKJIaJauka, — BUXoaurh,
0 Tpayia TH 0e3 KOMHOI JyMKH. A Taka Tpa Hi4Oro MiaHICTOBI He Jae”.
VYce 11e IpUMYCHII0O MEHE 3aMUCTUTHCS: a SK )K€ CTaTH CIPaBXHBOIO IIi-
a"ictkoro? Sk minkoputu coli gopreniano? Yxe 3 OUIBIION 1 O1IBIIOO
IIKABICTIO 5T IPUXOMIIA HAa YPOKH CBOTO TIearora, craja moCTiiHOO CITy-
Xa4KOIO 11 YMCIICHHUX KOHIIEPTIB...» (1mt 3a: Konomoiinesa, 1981).

3 mucta B. XKusorooi Big 21.03.1992 poky:

«Bwu Oynu U1 MEHe 3pa3koM 4apiBHOCTI, KIHOYOCTI. Yci MOT Jocsr-
HEHHs B po0OTi — 11e pe3yabTaTy BUKIIOYHO Bamoro Bucokoro Mucrenrsa
1 Tepmiaasy (1uT 3a: Komomotitiesa, 1981).
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3 nmucra matepi JI. 3atineBoi Big 07.04.1962 poky:

«... Meni 6araro posmnoginana npo Bac Jlopa, sik mpo 4ymoBoro me-
marora i Jlromuam 3 Benukoi jiTepu. He 3Har0 iHIIMX TPWUYHH, ONHAK, TE,
10 BOHA HE 3axO0Tijia nepeBoauTUcs 10 Kuepa, BOHa MOSCHHUIA THUM, IO
He xoue itu Bix Bac. lllanoBHa Haranist OnekcaHapiBHa, pouty HE Bif-
MOBUTH IPUHHATH BiJl MEHE MaTepUHCHKUN YKIIiH. Bennke criacu6i Bam 3a
BaIry 0€3KOPHUCIHBY, KPOMITKY pOOOTY 3 MOJIOAMMH KaJpaMH, 3a Bce 100pe
1 BeluKke, 1o Bu 3poOuity 11t MO€T TOHBKH — Tald 11 CIeIlialbHICTb.

Baxaro HOBUX ycmixiB y Bamiii mouecHiit poOoti megarora ta y BU-
XOBaHHI HAIIOTO MOJIOOTO MOKOIiHHS. CHOAIBAIOCH, IO 10 MEHE TIPHE-
HaeThCs OaraTo martepis...» (mut 3a: Komomoiimera, 1981).

Hageneni ¢parMeHTH UCTIB «AiI0YHUX 0C10» MeNaroriayHoro mporecy,
1o BimOyBaBes y kiaci H. O. €menko, miarBepmKyoTh 3HAUYIIICTh i1 KPo-
miTKOI mpati sk negarora-npodecionana, KU CIpSIMOBYBaB BUKOHABIIS
Ha BIpHMI IUIAX, 30€pirarodn iHTPUTY BHYTPINIHBO1 3aIliKaBJICHOCTI yUHS
B JIOCSITHEHHI SIKHANKPAIIOTO Pe3yJIbTary.

BucHoBkm.

[TimcymMoByIOUH BHCIIOBJICHE paHille, IepeieMo 10 BUCHOBKIB.

e Ilenaroriuamii nporiec, o BigOyBaBcs y kmaci H. O. €menko,
XapaKTepU3yEThbCA TMPHUPOAHIM TOETHAHHSAM 3 BHKOHABCHKHM, y cdepi
He Jmie (opTeniaHHOTO MUCTEUTBA, a H B CYMDKHHUX Tally3sX MY3HKY-
BaHHS («BOKAJIbHE» IHTOHYBAHHS, KCMUYKOBA» apTUKYIISIIsI, «OPKECTPO-
Bi» TeMOpoBi (ap6u). Pobora H. O. €meHKo KOHIEPTMEHCTEPOM, XO0U
i He Oyna TPUBAJOIO, ONHAK 3HAYHO 30araTmia ii CIIyXOBi YSIBIEHHS Ta
BIUTMHYJIA i Ha 11 Mmearoriaai HaCTaHOBH.

e [linkoM MpUPOTHO BBAXKATH OCOOIUBICTIO MEAArOrYHOTO TPOIIECY
TaKoX Ty oOCTaBMHY, IO TexaroriyHuii mocsin Haramii OnexcanapiBHH
HAKOIMYYBaBCsl Oe3MepepBHO, MPOTIATOM BCHOTO ii CBiZIOMOTO TBOPYOTO
#uTTa (1933-2006) — mapanenbHO 3 BHKOHABCTBOM: BiJ] TOYaTKOBOTO TIe-
pioay 70 3aBepIIaIbHOTO, BiJl Mpii 1O BEPIIUHH.

e 3BiCHO, HAMBAXKJIMBIIIUM 3aKOHOM IEJIaTOTIKHU € IHAUBITyaTbHUN
iIX14 10 HaBYaHHA. Ta roJIOBHUM MUTaHHSAM IPH [OMY JTUIIAETHCS TE,
YH MOKEMO MH 3PO3yMiTH 00pa3 MUCIIEHHS yUHSl HACTUIBKH, U100 BipHO
Ta e()eKTUBHO BILIMBATH HA HOTO My3HMYHUH PO3BUTOK. BUKOpUCTOBYIOUH
PO3BHBarOYi METOIUKH (MMPUHIIUITN POOIIEMHOTO HaBYaHHS, BepOaIbHOL
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MeIarOTiKH, MMOPiBHAIFHOTO aHaJi3 Ta JI€BOTO IMOKAa3y 3a IHCTPYMEHTOM
tomo), H. O. €uienko niarpuMyBaia iHTepeC CBOIX Y4YHIB 0 BUKOHAH-
HS TBOPYOTO 3aBIaHHS: TPaTH CONBHUU KOHIIEPT pa3 Ha PiK, sIKE Mpo-
MIOHYBaJIa «M KO Ta HEBIICTYITHOY», IO 3TOJOM IMOCTYIOBO IPUBOIHUIIO
CTY/ICHTIB JIO CBIJOMOTO CaMOCTIHHOTO ONMaHyBaHHS HEOOXiTHUX 3HAHBb
1 HABUYOK.

3aBIsKH IPUPOTHOMY IeAarorivHoMy Takty, Haranis OnekcanapiBHa
BIUIMBAJIa Ha YYHIB HEMOMITHO, alleé Pe3yJdbTaTUBHO, TpaHC()OpMyoun
eHeprito cBoro 3akinKy «ColbHUI KOHLEPT pa3 Ha pik!» B IXHE yCBiIOM-
neHe OakaHHS TPAIOBATH B ILOMY HANpsIMKY, IO JO3BOJIIO 1 pa3oM
31 CBOIMH CTyl€HTaMH MOOYIyBaTH CHpPaBXKHIO «(paOpHKy CONBHUX KOH-
ueptiB». BoHa crexuia 3a 0cOOMCTHM PO3BUTKOM KOXKHOTO 3 HHX, HOTO
TTOTITYKaM¥ TIPH OTIPAIFOBAHHI HOBOTO MaTepiary, MKIyBajacs Ipo rapMo-
HilfHE 3pOCTaHHS YYHS K My3UKAHTA, €JHICTh «XYyI0KHBOTO» Ta «TEXHIU-
HOTO» B HOTO BUKOHABCHKOMY apCeHali, PO BUXOBaHHS mpodeciifHoi Ta
[ICUXOJIOTTYHOI TOTOBHOCTI 10 CAaMOCTIMHOI AisUILHOCTI.

Orxe, y3aranpbHuMO. OCKUTbKM HaBYaHHS — 1€ JIBOOIYHUI mporiec
CIITBHOI MisUTBHOCTI YYHSI 1 Tlemarora, Horo MOJKHa PO3IVISIATH SK OIMH
i3 3ac00iB (hOpMYyBaHHSI OCOOMCTOCTI IUISXOM IEIArOTiYHOIO CIILJIKYBaH-
HA. Y IIbOMY CEHCi YHCIIeHH] conbHI KoHIepTH cTyaeHTiB H. O. €menko —
1Ie TBOpYA MAaCTEPHS y4Hs 1 meaarora, B Kiii oprasisaiisi IearoriyHoro
MIPOLIECY CIIPSAMOBaHA Ha BUXOBAHHS CAMOCTIMHOCTI Ta iHII[IaTUBHOCTI CTY-
JIEHTA, PO3BUTOK HOTO MHUCIICHHS 1 TBOPYOi 1HIUBITyaIbHOCTI, MOTHUBAIIIFO
HaBUYaHHS, KOJIM NIeJIaror, BUKOPUCTOBYIOUH CBOIO JOCKOHANY MpodeciiiHy
MaHCTEepHICTh Ta TICHXOJIOTIYHI BaXkesli, YCHIIIHO Bele Y9HS M0 0OpaHOi
METH.

IlepcnieKTHBH JOCTiTKEHHS.

[IpomoBkeHHAM BOTO JOCITIKEHHI MOXKE CTAaTH peasizaiis 3aayMy
MiAroTyBaty myOmikamilo B jkaHpi «[HTepB’10 3 MalicTpUHEI0» Ha OCHOBI
HamuxX 9UCIeHHuX Oecinm 3 Haramiero OnekcaHIpiBHOIO B MEPios CTBO-
PEeHHS MpUCBsUEHiH i MoHOTpadii, Ta MpoaHali3yBaTH HAyKOBO-TBOPUY
CKJIQJIOBY 11 NisTIBHOCTI (IMCepTAallisl, CTaTTS), a TAKOXK C(HopMyITroBaTH Jia-
KOHIYHE BJiajie BU3HAYEHHS 1i BHKOHABCHKOI'O CTHIIIO.

Homamo, mo Marepiasd Iii€l cTarTi MOXYTh BHUKOPHUCTOBYBaTHCS
B KypcCi JIeKIIi# 3 icTopii gopTeniaHHOTO BUKOHABCTBA Ta METOMUKH Ha-
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BYaHHS TpU Ha (OpTEIiaHo, a TAKOK B TENATOTIYHIN MPAKTHIN Ta CaMo-
CTiHiH pOOOTI CTYIEHTIB.
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PECULIARITIES OF THE PEDAGOGICAL PROCESS
IN NATALIA YESHCHENKO’S PIANO CLASS

Statement of the problem.

The article is dedicated to the Honored Worker of Arts of Ukraine,
Professor of the Kharkiv 1. P. Kotlyarevsky National University of Arts Natalia
Oleksandrivna Yeshchenko (1926—2015). Brilliant pianist, teacher, artist, she
left a noticeable mark in the cultural history of Kharkiv, and more than 90 her
graduates work in Ukraine and in various parts of the world. Nevertheless, the
analysis of materials related to her pedagogical activity, shows that the methods
of organizing the educational process in her special piano class, have not been
studied enough.

The purpose of the research paper is to examine the pedagogical activity
of Natalia Yeshchenko and to reveal the peculiarities of the organizational
process in it.

Research results.

The main stages of pedagogical experience accumulation of the pianist, the
process of her teaching, thanks to which numerous solo concerts of her students
with complex programs took place, were considered. It was found that her attitude
to work was helped to expand students’ horizons, and cultivate the necessary
character traits: hard work, will, perseverance.

So, Natalia Yeshchenko believed that the most important law of pedagogy is
an individual approach to education. She widely used the method of developmental
education, supported her students to solve creative tasks, followed the personal
professional progress of everyone, took care of their harmonious growth as
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individuals. She considered it an important pedagogical task to make ready
the students, professionally and psychologically, for independent activities.

Conclusion.

We define that learning is a two-sided process of collective activity of the
student and the teacher. It can be considered as one of the means of personality
formation through pedagogical communication. In such a way, the numerous solo
concerts of Natalia Yeshchenko's students are a creative workshop for students
and teachers, where the organization of the pedagogical process is aimed at the
education of the students independence and initiative, the development of his
thinking and creative individuality, the motivation of learning, when the teacher,
using his perfect professional skill and psychological levers, successfully leads the
student to the chosen goal. Such two-sided intense work really reveals the common
values and sets mutual understanding between the student and the teacher.

Keywords: Natalia Yeshchenko, pianist; pedagogical process; piano

education; motivation; competitiveness; psychological component, individual
learning.

Cmamms naoituna 0o peoakyii 27 ciuna 2023 poky
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XapkiBCchbKUH HanioHANBbHUN yHiBepcuTeT MucTenTB iMeHi 1. I1. KoTnsipeBcpkoro,
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HNEJATOI'TYHI HPUHIUIIN KOMIIO3UTOPA
CEPI'IA TYPHEEBA

Iledazozciuna OisnbHicmMb KOMNOZUMOPA € He MEHU 8AdICIUBOI0 34 MEOPHY,
OCKINbKU 11020 8NACHI XYOOMCHI NPUHYUNU (Ni0 AKUMU CIO pO3yMimu ecmemuy-
Hi i C8IMO2NAOHI YIHHOCMI, nepesazy OOHUX MEXHON0IUHUX 3ac00i6 HAO THWUMU)
y npoyeci 8UKIAOAHHSA MPAHCHOPMYIOMbCA Y HABYANbHI HACAHOBU, WO BNIU-
saroms Ha opmysannsa mysuunoeo mucienna yuna. Cepeiu I[lemposuu TypHees,
OKpIM aKmMuUHOI KOMNO3UMOPCHKOI OISIbHOCHI, 0082Ul YAC 3AUMABCA BUKIA-
OaHHAM, 3 U020 KIACY UUULIO OA2AO ACKPABUX MUMYIB, WO CEOEI MBOPUICIO
Gopmyrome cyuacHuil My3uunutl npocmip Yxpainu. Bnepwe y naykosii nimepa-
mypi y cmammi cghopmMyIb08aHO MA CUCMEMANUIO8AHO Ne0a202iYHI NPUHYUNU
C. Typueesa, maxi K. HeOOXIOHICMb POSYMIHHA YUHEM CUHKDEMUYHOI CYMHOCMI
npoghecii komnozumopa, c8i0oMo20 Onepyeants emotio ma ratio y meopuomy npo-
yeci, TPYHMOBHICb, PeYIAPHICb 3AHAMb, YeCHIMb I 000PO3UYAUBICIDL ) Gi0-
HOCUHAX 3 YUHEM Ma [HWI, MAaKodc OUPEepenyitiogano NOHIMMmMs «KOMNO3UMop-
CbKi NPUHYUNU» ma «nedazoeiuni npunyunuy. Biosnayeno i pucu ocodbucmocmi
mumys, AKi iHOUBIOYAni3yIoms 1020 nedazociuny OisibHiCMb. HEeNOBMOPHA Xa-
puzma, nouymms 2yMopy, HeGMOMHICIb Y pobomi, 000poma, 8PIGHOBANCEHICY,
KOMYHiKabenvHicmo.

Knrouoei cnosa: ykpaincokuii Komno3umop-neoazoe; KOMHO3UMOpCyKi NpuH-
yunu,; nedaeoeiuni npunyunu, komnozuyis, Cepeii Typnees.
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IHocTranoBka npodJiemMu.

Y MHUCTEUTBI CTBOPECHHS MY3WKH BKpall BayKJIMBUM € MEXaHI3M CIIaj-
KOEMHOCTI, sIKU 3a0e3neuye icHyBaHHs Tpaauilii. [lepemxada nocsiny € ox-
HI€IO0 13 3a/1a9 MTeAArorivyHo1 MisTTEHOCTI, SIKY CJIiJl BBAYKaTH PiBHOIIHHOIO 13
BHUKOHABCHKOIO 1 HAyKOBO-JIOCJIi THUIIHKOIO.

SKI0 BUBYEHHS Pi3HOMAHITHUX aCTEKTiB BUKIIA/JIaHHS Y BUKOHABIIIB
3aBXK]IM Tepe0yBalio B aKTHBI 1HTEPECiB HAyKOBIIB, TO MUTAHHS METOIH-
KM BUKJIQIaHHS KOMITIO3MINI € MallOBUCBITICHOI C(EpOr0 IO0CIiIKEHb.
Sk mpaBWIIO, OCHOBHHM IIPEIMETOM BHUBUEHHS TOCTAIOTh, IEpeaycim,
MY3U4YHI TBOPH KOMIO3UTOpa. Y TOH ke 4ac, OCATHCHHS JTOPOOKY MHUTIIS
1 HOTO MiSITPHOCTI K IUTICHOCTI, B €IHOCTI YCIX CKJIaIHUKIB, IIepeadoavae
CHCTEMAaTH3aIlif0 HOTo MeAaroriYyHuX NPUHIUIIB. Y CBOIO 4epry, moaioHe
JTOCITIKEHHST MOYKE JIOTIOMOTTH TTO-HOBOMY OIIIHUTH TBOPYICTh KOMIIO3H-
TOpa, 0COOIMBO, SIKIIIO BOHA HAJICKUTh CYYaCHOMY MY3HYHOMY MPOCTOPY.
Buiesza3naueHe 3yMOBIIOE aKMya1bHiCIMb TI€T PO3BIIKH.

ocnioncenns ma nyonikayiti 3a oopanoro memoro. CTarts CIu-
paeTbcs Ha Tpari, NpHUCBAUYEHi (ikcalii 1 mepenadi KOMIIO3UTOPCHKO-
ro nocigy: XK. ®. Pamo (Rameau, 1971), M. 1. ®ykca (Mann, 1971),
M. Huneupkoro (duneuskuii, 1970/1723), I. Pimana (Riemann, 1902),
I1. TI'inpemita (Hindemith, 1984), O. Mecciana (Messiaen, 1956), A. lllen-
oepra (Schoenberg, 1999). He MeHIIT BXXKITUBUMU € CIIOTaI YIHIB PO CBOIX
yuureniB-komnosutopis: B. I'paboscrkoro (I'anacs, 2020), M. bess (2021),
O. llernnceroro (JIeonin [ paboscrkwii i Onexcanap LlernHchkwii: becinm,
2017) abo HayKOBO-IIOBIJIKOBa JiTeparypa, sSk-0T «MaJjia SHIMKIONEIis
XHYM (bopucenko, Taid., 2017). Takox TeopeTH4HE MiAIPyHTS HALIOTO 10-
CITIJKCHHS CKJIQIH TIPAIli, SIKi PO3KPUBAIOTE TOHATTS «KOMITO3HIIISDY, «IITKO-
na»: O. Imutpiepoi (2018), 2018), b. Crotu (2008), C. Kyuepenka (2019).

Memorw cmammi € cucTeMaTH3allil IEIATOTIYHUX TPUHITUIIB
C. TypHeeBa, KOMIIO3UTOPA, MEArora, My3U4HOTO 1 IPOMAJICHKOTO Jisya,
KU 3pOOHMB 3HAYHUI BHECOK Y PO3BUTOK KOMITO3UTOPCHKOI MisITBHOCTI
y JIyranceky Ta Xapkosil.

1 Iporsirom 2015-2021 pokiB aBTOp CTAaTTi MaB 32 YECTh HABYATHUCH Y KJIACi KOMITO3HUIIIT
npodecopa C. TypHeeBa. CucteMaru3ariisi earorivHuX MPUHIIMIIB 3/IHCHEHA Y PE3YIib-
TaTi OCMUCIICHHSI BIACHOTO YYHIBCHKOTO JOCBI/Iy 1 Ha OCHOBI JIiaJIOTiB 31 CBOIM IMIAHOBHUM
BUHUTEIIEM.
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JUst TOCSTHEHHSI METH Y CTaTTi BHPIMIYIOTHCS TaKi 3aé0anHs: 1) BU-
CBITJIITU BIJMIHHOCTI MiX MOHSATTSIMH KOMIIO3UTOPCHKUX 1 IEAaroriv-
HUX TPUHIMITB MHTIS; 2) CHCTEMATU3yBAaTH TNENaroridyHi MPUHITUITH
C. TypHeena.

Y KOMIUIEKC Memodie 00cnidxicenHs — icmopuyHui, MO JO3BOJISIE
3’sicyBaTH 3B’530K (DAKTIB 1 TIOMIH, icrmopuxo-meopemuynuil — IjIs A0CIi-
JUKEeHHS (DYHKIIOHYBaHHS MEBHHUX IMOHATH 1 KaTeropiii B HAayKOBOMY JHC-
Kypci, KoHmeKcmHo-bioepaghiunuii — CIpSIMOBAHHUI Ha BUBYEHHS 0COOIH-
BOCTEH JKUTTEBOT'O IIISAXY MHUTLS B IICBHOMY MaKpO- Ta MiKPOCOIiaJIbHO-
My KOHTEKCTI.

Hoguszna ompumanux pesynbmamie oOyMOBJICHA TUM, IIO Iea-
roriydi npuHuunu C. TypHeeBa IOCHIKYIOTBCSA Y HAyKOBiH JiTeparypi
BIIEpIIIE.

BukJiiax 0CHOBHOT0 MaTepiaty A0CTiTKeHHsI.

IcHye meBHa KUTBKICTh BH3HAYEHb MOHATTS «MYy3HYHA KOMITO3HUIIIS»,
SIK1 OKPECITIOIOTh Pi3HI HOTo acleKTH. Y KOHTEKCTI ITI€T CTaTTi aKIIEHTYEMO
yBary Ha Takux: 1) My3W4YHHH TBip SK Pe3yJbTaT TBOPUOTO aKTy KOMIIO-
3UTOPa; 2) CTPYKTypa My3UIHOTO TBOPY; 3) PO3ILT My3HYHOI ITEIaroTiKu
1 HaBYaJIbHA JMCLHUIUTIHA B OCBITHIX 3aKJIa/IaX MUCTELLKOTO CIIPSMYBaHHS
(Crora, 2008: 520). Ilepenaua 3HaHD Ta BMiHb 3 KOMIIO3HIIii B OCTAHHEOMY
PO3yMIiHHI I[LOTO CJIOBA € JI0 KiHI HE BU3HAYCHHUM Y BCIX CBOIX aCIEeKTax
SIBUILIEM.

Be3ymoBHO, Mk BUMTeNeM Ta y4HEeM Mae OyTH BCTaHOBJIEHHI Tic-
HUW EMOI[iHHO-TICUXOJIOTIYHUI B3a€MO3B’SI30K, OCKUJILKH BUUTENIh Ma€
CYTTEBH BIUIMB Ha OCOOUCTICTh yuHS. Tak, y BUKOHABCHKUX CITELialb-
HOCTSIX TEJaror, mepenyciM, HaBYae CTYACHTAa CAMOCTIMHOMY MOIIYKY
OCHOBHOI i71e1 TBOPY 3 MOAANIBIIO0 1i peanizalicro, yCBiAOMICHHIO B3a-
eMofii ckiIanoBux irposoro anapary (Kydgepenko, 2019: 7). Ane roioBaa
Bi/IMIHHICTh HABYAJBLHOTO MIPOIIECY B KOMITO3HIII] SIK OCBITHIN JUCITUILII-
Hi B TAKOTO B IHIIUX MHUCTEIBKUX CITCIIaTBFHOCTSX TOJATAE Y CYTHOC-
Ti MEAArori4YHOTO BIUIMBY: BUNTENIb-KOMIIO3UTOD mepedyBae B MOCTIHHIN
B32€EMOJII 3 TyXOBHUM CBITOM CBOTO BUXOBaHIIS, HAMAraeTbCs BHOYMY-
BaTH HOTO BHYTPIITHE «5]» B pi3HOMaHITHUX aclekTax i copMmyBaru iH-
TEHIIII0 10 0COOMCTICHOTO BOJICBUSBICHHS, SIKE MPSMO BILTUBAE HA MPO-
[iec TBOPECHHS.
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KpiM BiacHe MyXOBHOTO acIeKkTy CITIJIKYBaHHS BHKIIafada 3 yJHEM,
iCHye TIeBHAa HOro marepiajisailis B HaBuajibHOMY mporeci. [lo-neprue,
BOHa Mae BifOyBaTHcs 3aBISKH Kypcy «MeToanka BUKIAJaHHS CIelli-
QNBHUX JUCHUILTIH» AJIs 3100yBaduiB-KOMIIO3UTOPIB, MPUCYTHEOMY B Ha-
BYAJbHUX IUIAHAX BHIIMX 3aKJIaAiB MY3U4YHOI OCBITH, i, HO-Apyre, Ha 3a-
HATTSIX 3 (Daxy, Ha SKUX HEoOXigHI B poOOTI KOMIO3WTOpA MPaKTHUHI
KOMIIOHEHTH 3aCBOIOIOTHCS OUIBII-MEHII CIIOHTaHHO 1 HecBimomo. Takoxk
(bikcalliss MMeAarori9yHOTO OCBIAY BiIOYBA€ThCA 3aBISKH TEOPETUIHUM
MPALSM, B AKX KOMITO3UTOPH JOCIIKYIOTh 0COOIMBOCTI 1HIUBIyaIbHOT
My3u4aHOi MOBH (Messiaen, 1956; Schoenberg, 1999) abo MoBu emoxanb-
ol (Mann, 1971; Rameau, 1971), natote pekoMeHaaIli{ OA0 CTBOPSHHS
my3ukH (Junenpkuid, 1970/1723), HaBOAATh IHCTPYKTHBHI 200 XyHOXKHI
npukiagu (Riemann, 1902). 1li mparti, 3 omHOTO 00KY, € y3araabHECHHSIM
BJIACHOTO KOMIIO3MTOPCHKOTO TOCBiy MUTIIB, & 3 1HIIOTO — CIPSMOBaHI
Ha Tiepefaqy Horo y4HsM. Y JesKuX 3 HUX MPSIMO YX 3aByallbOBaHO BH-
KJIQIAl0ThCS €CTETUYHI Morsau kKommosuropa (dunerpkuii, 1970/1723;
Messiaen, 1956; Schoenberg, 1999), iioro xymoxHi BiomoOaHHs i HacTa-
HOBH, SIKFMH IIPOIMKTOBAHI NIEPEBark 3aCTOCYBAaHHS OHUX METO/IIB CTBO-
PEHHS MY3UKH iepe]l iHIIMMH, 10 MOKHA BiIHECTH A0 KaTeropii «Komo-
3UTOPCHKUX TPUHITUITIBY.

KoMIo3uTopchki MPUHLIMIK He iAeHTH4HI nexaroriynuM. OcTaHHI
BHUPAXKAIOTBCSI B Pe3ysbTaTax IMEAaroriyHoi poOOTH U NMPOCTEXYIOTHCS
y TBOpax y4HiB. Toxi sIK KOMIO3UTOPCHKI IPHUHIINIIN @ priori BTUTIOIOTHCA
y TBOPUYOCTi CaMOTO KOMITO3UTOpa, a He HOro BUXoBaHLiB. HeoOxiaHO B3s-
TH JIO YBar# To¥ (akT, M0 He KOXKEH KOMITO3UTOP € TIeNaroroM. ¥ OocTaH-
HBOMY BUMAJIKy Tepeaya KOMIIO3UTOPCHKOTO JIOCBiY BifOyBa€eThCs ma-
CHUBHUM «HETPSIMHUM IIUIIXOM» — HE Y MPOLEC MeAAroriqHOro CIiJIKyBaH-
Hsl, TOOTO BIIACHE HABUAHHSA, & y TPOIIECI CaMOCTIHHOTO GUBUEHHS YYHEM
TBOpiB MalicTpa. Koiu % KoMIo3uTop 30itickioe BUKJIAAALUbKY JisUTBHICTB,
BKJIUBY POJIb BiZIITPArOTh HOTO TIeAaroridHi MPUHITUIIH, K1 € KAaHAJIOM ITe-
penadi yuaHeBi y TOMY YHUCII 1 HOTO KOMIIO3UTOPCHKUX HACTAHOB.

OTxe, nedazoziuni NPUHYUNLU KOMRO3UMOPA — Ye MEOPYi HACMAHO8U,
SKI CHPULLMAIOMbCS YYHeM I CRpUsiioms opMyeanHio 020 0coOUCmocmi,
ecmemuyHux ynooooamns, CKkepo8aHoCmel, KOMHO3UMOPCbKO20 MUCTEHHS,
BI1ACHUX NPUHYUNIG I, 30 CHPUATNIUBUX YMOB, — KOMNOZUMOPCHKO20 CIIULTIO.
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Takum 9YmHOM, MOKHA KOHCTATyBaTH ()aKT TICHOTO IIepeTuIeTiH-
Hs KOMIIO3MTOPCHKHUX Ta TMENaroriyHuX NPUHIMINB Yy BHUKIAJAIbKil
SIIBHOCTI.

Sxmo BU3HAYEHHS 1 (iKcallis KOMIO3UTOPCHKUX TMPHHIUITIB MOX-
J¥B1 HA OCHOBI aHaJli3y TBOPIB aBTOpa, TO PEKOHCTPYKILis MeJaroriaHux
MIPUHIIMIIB KOMIO3UTOpa (0COONMMBO MOCT(HAKTYM) € CKIATHUM 3aBIaH-
HSIM, OCKIJIBKH BOHH HE 3aBKAM MOTPAIISIOTE Y (OKYC yBaru JOCiTHUKIB
1 BUMararoTh cucreMarnsamii. Benmuky posb y boMy MpoIeci BilirparoTh
CBIIYCHHSI YYHIB MPO OCOOHCTICTh BUMTENS, HOrO IMEAaroriydi Hacra-
HOBH, KYJBTYPHO-ICTOPHYHMI KOHTEKCT uacy. Hampukinaa, y cmoragax
JI. I'paboBchkoro mpo b. JIATOMMHCHKOTO, ¥ KiTaci SIKOTO BiH HaBYaBCH,
3ralye€ThCsl IPO PIBHONPABHICTh BIJHOCHMH MK BHKJIQJa4eM Ta CTYICH-
TOM, Yy KOTPUX JOCBIIYEHUI MHUTELb OyB yBaXXHMM [0 A€Tayedl pagHH-
koM. BiH ckpynynb03HO po3misiiaB poOOTH CTyAeHTa, MiAKa3yroUH BipHUH
BEKTOpP PYXy, ajlé HE THCHYB Ha HbOT'O, 3a0XOUYIOYM O TBOPYUX MOLIY-
KiB. Y OKpEeMHX BHIIQJIKaX Mil' BHOCUTH BJIACHI MPaBKU Y CTYACHTCHKUI
TBip, 32 YMOBH BiAKpuTOi 3romu aBropa. ABtoputer b. JIsTommuHcbekoro
HE CTITBKH TSDKIB HAJl HOTO CTYIIEHTAaMH, CKUTEKH OyB CBOEPITHUM IITUTOM
BiJI 30BHIIIHIX HeraTuBHUX BIUIMBIB. JI. ['paboBCBKUIt 3rajaye, sk mija yac
KpUTHKH Horo TBopy «CumMpoHivHI hpeckm» BUUTENH pilllyde cTaB Ha Oik
CTYACHTA: «...BIH IOYaB CTPAIICHHO 3aXWINAaTH MEHe, 0COOIHMBO, 3 OOKY
MapTifHUKIB, Kap’ €PUCTIB, SIKi OYAIN HAKUIyBaTHCS Ha Mill TBIp, 110 BiH
a0COJIIOTHO aHTWHAPOIHUH, aTOHANBHUN 1 T. H. JISTOMMHCHKUN TYT, SK
opet, 3aXHIaB cBoe nrameHs» (1ut 3a: ['anace, 2020).

[Mpuxman b. JIATOIMMHCHKOTO UTIOCTPYE HACTABHHUIBKUH MiIAXiJ BH-
KJIaJla4a-KOMIIO3UTOpa 0 poOoTH 3i cTygeHtoM. Crioragy y4HiB i Kojier
po mpodecopa XapKiBCHKOTO MY3UYHO-IPaMaTHYHOTO iHCTUTYTY (HHHI
XHVYM imeHi [. I1. Kotspescekoro) C. boratupboBa Tex BiATBOPIOIOTH
o0pa3 ¢QyHgaropa XapKiBChbKOI TEOPETHKO-KOMIIO3UTOPCHKOI MIKOIH SIK
HactaBHHKA. OKpIM «BITLHOTO TBOPEHHS» ((paxoBoi KOMITO3HIIT), BiH, SK
npodecioHasl yHIBEPCaIbHOTO CKIIaJy, 3apa30M BUKIIAAAB YCi JUCIIUTILII-
HHU MY3UYHO-TEOPETHYHOTO LIMKIIY: TApMOHII0, KOHTPAIYHKT, QyTy, aHaji3
MY3HYHHX (POpM, iICTOPiF0 MY3HMKH, IHCTPYMEHTO3HABCTBO, OPKECTPyBaH-
HSl, YUTaHHS MapTuTyp. Taka pizHOBEKTOpHA NpodeciiHo-0CcBITHS pobo-
Ta HETOMITHO (hopMyBajia y CTYyIACHTIB MIIHY MY3HYHO-ECTETUIHY 0azy
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(bopucenko Ta iH., 2017: 73). llle omHier0 BiAMIHHOIO PHCOIO TIEmArori-
ku C. BoratuproBa OyB AEMOKpaTWYHUI MiIXiJ 10 BUKJIAJAHHA: YPOKH
3 KOMITO3UIIi1 3aBKIH MTPOXOVIIN Y TIPUCYTHOCTI BCiX YUHIB KJacy, IO JI0-
3BOJISUTO 3100yBaTH 3HAHHS HE TUILKU BiJl BUK/Iaada, a i HABYATUCS OIHMH
B ognoro (JI. ['(paboBChKMit 3rajiye MpOTUIICKHUH — IHANBITyaIbHUH — M-
xix mo HaBdanHs y kiaci b. JIstommacekoro (I'paboBerkuii, LleTHHCHKHIA,
2017: 35)). Kpim BmacHe po3misiy CTYASHTCHKUX pOOIT, aHami3yBamucs
MapPTUTYPH KIIACHYHUX Ta CYYaCHHUX TBOPIB — OTHKE, CTYACHTH Malld 3MOTY
nepeOyBaTy y KOHTEKCTI My3UYHHX POLIECIB CBOET SIOXH.

CriagxoemIieM i OCIiJOBHUKOM NUX Tpanuiii € ydenp C. borartu-
proBa — MuUTeIb 1 megaror B. bopucos. Ha BiamiHy BiJ CBOTO BUHTETS,
y BJIACHIM BMKJIAJAlbKiil MisUIBHOCTI BiH 30CEpeIKyBaBCsi Ha (axoBHX
TUCITUTIIIHAX — KOMIIO3UIlii, TMPAaKTHYHOMY IHCTPYMEHTYBaHHI Ta dYH-
TaHHI cUMQOHIYHUX MapTuTyp. llonpu 1e, BIUIMB TEOPETUYHOI IIKOIU
C. boraruproBa IpOCTEKYETHCS, TTO-TIEPIIIe, Y TPYHTOBHOCTI 1 ICHOCTI BH-
KJIaJICHHS HABYAJIBHOTO Marepiaiy, Mo-apyre, y TICHOMY 3B 3Ky Teopii i3
MY3HYHOIO IIPAKTUKOIO, MO-TPETE — IMHOOKOMY 3aHYPEHHIO B €CTETHYHI Ta
CTHJIHOB1 TTPOOIIEeMH My3UYHOTO MucTenTBa. Lli pucn MokHa BBayKaTH TO-
JIOBHUMH y Tiefiaroriunux npunuunax B. Bopucosa (bess, 2021: 11).

VY miommHI 0COOMCTICHUX BiTHOCHH «BUMTENb—y4eHb» B. bopucos
BUOY/IOBYBAB HE CTUTbKW HACTABHUIIBKI, CKIJIBKH APYKHI B3AEMUHH 31 CBO-
iMu BUXOBaHIIMH, Ha YOMY Harosourye iHoro yuenb — C. Typrees. Ha Bcix
3aHATTAX MUTENb (OKYCYBaBCs, y MEPIIy 4epry, Ha BHYTPIIIHBOMY CTa-
Hi y4YHSI, OCKLIBKH 3HaYHA KUIBKICTh Mpo(eciiHuX MpodieM IOoCcTae caMme
yepe3 ICUXONIOTiuHI 6ap’epu. 3ocepeKyBaBcsl HE TITbKA Ha HAIMCaHO-
My Ha Tamepi, a i OpaB 70 yBarm OCOOMCTICHI MOTHBH, SKi CTaBaJd TO-
IITOBXOM JI0 HAITUCAHHS TOTO YH iHIIIOTO TBOPY. 3p0O3yMLJO0, IO y TAKOMY
BUTIAJIKy TIPUBATHI CIIPaBH 1 TIEPESIKUBAHHS yUHS TiepeOyBain y O 30py
nenarora rnoctiiHo. B. BoprcoB CBOEIO LiHHOIO TOPaIOI0 Mil' IOTIOMOTTH
y BHUpIIIEHHI ITUX Koji3iil. M. ber3 Haromormye, mo ii JoCBix CIIKyBaH-
Hs 3 BanentunnoM TuxoHOBHYEM OYB «HE TIIBKH “IIIKOJIOO TpodeciiiHoro
3pOCTaHHS ", aJie 1 “IIKOJIO0 JIFOISHOCTI Y, 32 Ky IMaHiCTKa 1 iefaror 6e3-
MexHo BaguHa (bess, 2021: 11).

C. TypHeeB y cBOiif TenaroriyHiil JisUIBHOCTI BTLTIOE 1 TPOJOBKYE
pO3BUBATH TIeAaroridHi nmpuHIUny B. bopucosa. Y Toif ke 4ac, iHIUBI-
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IyaJIbHUH JOCBIJ KOMITO3UTOpa HaKJIaga€ BiIOUTOK Ha HOTO BUKIIATAITbKY
poboty. TBopua nonst C. TypHeBa ckiajiacsi TAKUM YUHOM, 1110 HOrO -
SAIBHICTh Oyna pi3HOBEKTOpHOIO. BiH mparroBaB pegakropom Jlyrancekoi
¢inapMoHii, BHKIanayeM MY3WYHO-TEOPETUYHUX Ta KOMIO3HTOPCHKHX
JUCUUILTiH y JIyrancbkoMy My3UYHOMY yumiuii, JlyraHcbKkoMy Komemki
MucTenTB, JIyrancekiii akamemii KynbTypH Ta MHCTEITB, XapKiBCBKOMY
HalioHanpHOMY yHiBepcuTeTi muctenTs imeHi l. [1. Kotnspescrkoro (cro-
JMy4arodu Iie i3 poOOTOI JIeKaHa y OCTaHHIX JBOX MHCTEHHKHX BHUIIIAX),
XapKiBCHKOMY BHUILIOMY KOJEKi MUCTELTB, XapKiBCbKOMY (haxOBOMY My-
3ugHOMY Koutepki iMmeHi b. M. JIlaromuHChKOTO0. SIK KOMITO3UTOD, BiH MHCaB
MY3HKY Ha 3aMOBIIeHHs JIyraHCBKOTO JPaMaTHYHOTO TEaTpy Ta BiJOMHX
BHKOHABIIIB, cepes sikux — anbTucT 0. Tkanos, knapuetuct . LBimOepr.
Kpim Toro, Maroun CTiliKy TpOMaasSHCHKY TTO3HIIIO, BiH CIIPHSIB 3aCHYBaH-
Hto JIyrancekoro ocepenky HarioHanbHOT CIiJIKM KOMIIO3UTOPIB YKpaiHH,
BIIKPUTTIO crieriamizamii «koMno3umis» y Jlyrancekii akageMii KyasTypu
ta muctents (bopucenxko, 2016).

Omorce, cucmemamusyemo neoazoziuni npunyunu C. Typuecsa.
HaneBHo, nepimuii 3 1MX NPUHLUIIB BUIUIMBAE 3 YCBIIOMIIEHHS HUM CHH-
KpeTu4HOi cyTHocTi mpodecii kommosutopa. [Ipodecop Haronourye, o
KOMIIO3UTOpP HE JIMILE JIFOIMHA, SIKa MHUIIe My3uKy. BiH BogHOuac € i aB-
TOPOM, 1 IHTEPIPETATOPOM, I MY3HKO3HABIIEM, 1 MeHeKepoM. ToMy Bax-
JUBUM YNHHUKOM (OPMYBaHHS MailOyTHBOTO MUTIIS € UUPOKONPODiibHa
oceima, siKa, OKpiM TOTIUOIEHOTO KypCy MYy3MYHO-TEOPETHUYHHUX TUCIIU-
IUTiH (3 IPOBITHOIO POJUTIO 1CTOPil MY3HKH, aHaNi3Yy, TonioHii i rapMoHii),
niependavdae BUBYCHHA (inocodii, KymbTyponorii, MeHemKkMeHTy. Timbku
32 YMOB Pi3HOOIYHOTO PO3BUTKY OCOOHMCTOCTI B €IHOCTI €MOIIHHOTO Ta
IHTEJIeKTyaJIbHOTO Ha4yajl CTBOPIOETHCS MOXIIUBICTD HAPOAXKECHHSI HOBOTO
KOMIIO3HUTOPA.

JpyruM NPUHLKIIOM € CBIJOMHH HiAXiX 10 OmnepyBaHHS eMOLIHHUM
1 parlioHaJIbHUM HadaJIaMH TPU CTBOPEHHI My3uKH. Jlyxe O6akaHo, moo ii
HAIHCAHHIO MEpeyBalu SKICh CBIXKI BPayKeHHS, KOTP1 BUKIUKAIOTh CHJIb-
HUW eMOLIWHWHN BIATYK, Ha KIITANT 3HAHOMCTBAa 3 HOBHM JIITEpaTypPHUM
TBOPOM, BiJIBiJyBaHHSI KOHIIEPTY UM BHCTAaBH, 3yCTpidi 3 APY3SIMH, IPO-
TYISHKH y jici Tomo. Toai MoxHa ctaBatd 10 poOOTH, SIKa MOYHMHAETHCS
31 CKJIaaHHA IaHy MaiOyTHROI Kommo3ullii. [itan Moxke OyTH K mera-
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J30BaHUH 1 MICTUTH TIPUOIN3HI TPOTpaMy, TEMATH3M, CTPYKTYPY, iIHCTPY-
MEHTOBKY, TaK i MCHIII KOHKPETU30BaHUH, ane 3 000B’s3KOBUM 0Oa3zyBaH-
HsSM Ha TIEBHIN 3arajipHii KoHIEIIi TBopy. Ilix yac HamucaHHS My3UKH
3arajgbHUN MPOIEC MIAMTOBXYETCS 1 dKUBUTHCS MOMEPEIHIM eMOIIHHUM
BIUIMBOM, @ HACTYIIHA po0OTa 3 HAIICAaHUM Iiepedadae Horo palioHaabHe
OCMUCJICHHSI 1 HAlTOBHEeHHs1. Hanpukiias, crioyaTky CTBOPIOETHCS HU3KA MY-
3UYHHX TeM 3 ecKizamu (aktypu. [1o 3aBeplIeHH] HBOTO eTany HanucaHuh
MaTepian OIpambOBYETHCS: PO3POOIIAETHCS, HACHUYETHCS TAPMOHIYHIMH
i monmiQoHIYHUMH TOJI0OCaMH, BTLTIOEThCS TeMOpoBo. Cepriii IlerpoBud
MOCITYTOBY€ETHCS IPABHUIIOM, 3T1THO 3 SIKUM Y MY3HIIi COPOK BiJICOTKIB BiJI-
TAETHCA ratio, a peuITa mIiCTAeCAT — emotio. Y TaKkOMY BHITAJKy 3BYYaHHS
TBOpY Oylle OpraHiyHuM i HiJTICHUM.

TpeTiM NPUHLUIOM € I'PYHTOBHICTB, 3 SKOIO KOMIIO3UTOP CTaBUTh-
Csl 10 BUBUCHHS ICHYIOUMX MY3WYHUX Tpaiulid. BoHa BTimoeTbes y ne-
TaJbHOMY LUTICHOMY aHaji3i pi3HOMaHITHUX MapTUTYp MHHYJOTO i ChO-
TOJICHHS. AKIIEHT TIPH [[bOMY POOUTHCSI Ha TBOpPaX TOTO YKAHPY, A0 SKOTO
3BEPTAETHCA YUCHbD, UI PO3YMiHHS HOTO TUIIONOTIYHUX 3aKOHOMIPHOCTEH
1 eBomrorii. ToMy gacTo 3aHATTA 3 Gaxy POMOUMHAIHACS 3 PEKOMEHIAIIH
I0/I0 TIPOCIYXOBYBaHHS HOBUX KOMIIO3HIIIA a00 0OrOBOPEHHS JOCIIIKe-
Hux. Lleit mMeton 103BOJISIE OXONMUTH TPH IMENArOTi4HI acleKTH: YCBiZOM-
JICHHS! YYHEM €BOJIOLIT My3HYHOTO MUCTEITBA, 3aITHOJICHHS OTO Y €BPO-
neiicbKy My3HYHY TPAAMLIIO 1 03HAHOMIICHHS 3 PI3HOMaHITHUMU CTUIISIMU,
JKaHpPaMU, KOMITO3UTOPCHKIMHU TEXHIKaAMHU.

YeTBepTHM NPUHIMIIOM MOKHA HA3BaTH MOCTYIOBUI PO3BUTOK B3a-
€MOBIIHOCHH BHKJIaJaya 1 y4HS 32 MOZEJUIIO «BiI MEHTOpa 0 Kojerdu /
nOpyra». Ha modaTky HaBuaHHS memaror OUTBIIOID MIpOI0 BTPYYAETHCS
y TBOPYMH IPOLIEC CBOTO MiOMIYHOTO, CKEPOBYIOYH HOTO 1O KOHKPETHUX
ineit. Lle Mmoxe OyTu sik psiMe pelaryBaHHsI HAIMCAHOTO HOTHOTO TEKCTY,
TakK 1 CHINIKYBaHHS HA MY3UYHO-TEOPETUYHI YH (Pi10cOPCHKi, MUCTELITBO-
3HaBYI TEMH, IO Oe3MOcepeHhO BIUIMBAIOTH HA BUOYIOBYBAaHHS KOHIICII-
uii. [TocTymoBo 3 KO)KHMUM POKOM 1€ BTpy4aHHsI 3MEHITYETbCs. Binnaerbes
repeBara OUTBIN KUBiK Oecifi, B sKid depe3 HIOUTO MOOYTOBI pO3MOBH
BiIOyBaIOThCS Tepenada J0CBiTYy, B3aEMOOOMIH JAyMKaMH 1 MOIJISAaMH.
TakuM yMHOM, Ha KiHEeLb HaBYAaHHsS y4eHb (OPMYETHCS SK CaMOCTiiHa
TBOpYa OCOOHMCTICTH, IO BiAYyBa€e CBIiff CTaTyC SK PIiBHUN CTaTyCy CBOTO
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BHKJIaaya. 3100yBIIM AUIUIOM, YU€Hb NEPETBOPIOETHCS Ha KOJIETY — IO-
BHOIIIHHOTO TBOPIIS.

[I’sTIIM IPUHIIATIOM € PeryIspHIiCTh B poOoTi 1 yecHicTh. Kommosu-
TOPCBbKa CIIpaBa TaK CaMO € «PEMECIOM», SIK 1 BUKOHaBChbKa. [locTiiiHa
migrororya abo BIacHe TBOpYa poOOTa € 3alOPyKOI0 HAIlMCAHHS BAJIOTO
3a yciMa nmapamerpaMu TBOpY. [IpH IbOMy He BapTO XOBATH CBOE IMOBEPX-
HEBE CTaBJICHHA 0 POOOTH 32 «ife€ro» un «KoHIemnuieo». Joope Hanm-
caHa My3HKa He noTpelye gomaTtkoBux nosicHeHb. Lo nymky C. TypHeeB
nieperHsB Bij cBoro Buutens B. Bopucora. OpranizoBana i peryispHa po-
0ota yuHs (K y Kjaci 3 BHKJIaJa4eM, Tak 1 caMOCTiiiHa) a€ pe3ylbTar
1 Mae OyTH ITO3UTHUBHO OITiHECHA.

ocTuM i 0OCTaHHIM NPUHIMIIOM € KOMYHIKaOCIbHICTb 1 APY>KHICTb.
Uepes crnenudiky KOMITO3UTOPCHKOI MisUTBHOCTI 3aBXKIH iCHY€E TOCTpa
HEOOXigHICTh Y MOCTIMHOMY CHUIKYBaHHI KOMIIO3UTODPIB MiX c00010
IUIsl OOMiHY JOCBiIOM, i3 MYy3WKaHTaMH-BHKOHABISIMH, ITUPUTCHTAMH
1 peXucepamMH-NIOCTAHOBHUKAMH, i3 MY3MKO3HABISIMH — KPUTHKaMH,
JeKTopaMu ToIo. Take mpodeciiiHe CHiNKYBaHHS € BaXKIUBUM, ajaxe 0e3
BUKOHABITIB KOMITO3UTOp HE TIOUYYeE CBiM TBip, 0€3 JIeKTOpa ISl ciryxada
3aJIMIIAaThCSl HEPO3KPUTUMHU YCi PiBHI KOMIO3UTOPCHKOI KOHIEMLii, 6e3
KpUTHKA i My3UKO3HABIIS TBip HE Oy/le OCMUCIEeHNN y podeciitHii mio-
muHi. ToMy noTpiOHO Hamaratucs miATPUMYyBaTd Li npodeciitHi BigHO-
CHHH 1 30epiratu Temi, 4ecHi, JIOAIHI CTOCYHKH 3 yciMa yd4acHUKaMHU
TBOPYOTO MPOIIECY.

BucHoBkn.

OTxe, maACyMyeMO BUKJIaI€H] BUINE CTIOCTEPEIKSHHS.

1. TleparoriuyHi NMPUHIUNHM MUTIS HE TOTOXHI KOMITO3UTOPCHKHM.
BinMiHHOCTI Mi>k HUIMH MOXHa C(POPMYITIOBATH TAKUM YHHOM:

a) 70 Kareropii KOMIO3UTOPCHKHAX MPHUHIHUIIB HaJNE)KaTh €CTETHYHI
MIOTJISLIM MHTIIS, IOTO XY/IOXKHI BITOJOOAHHS i HACTAHOBH, 5IKi 00YMOBIIO-
FOTh BHOIp THUX YU iHIIIMX METOIB 1 TEXHIK KOMITO3HIIii; Y CBOIO UEpry, Te-
JaroriyHi MPUHIUIIA KOMIIO3UTOPa — 1€ TBOPY1 HACTAHOBH, 3aBASKH SIKUM
(hOpPMYETHCS KOMIIO3UTOPCHKE MHUCIICHHS YUHS;

0) KOMITO3MTOPCHKI TIPUHIMIHN BTUTIOIOTBCS MHUTIIEM Yy BIIACHIH
TBOPYOCTI, TOAl SIK MENAroriuHi BIUIMBAIOTh Ha Pe3ylbTaT Horo podotu
3 yUHSIMU;
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B) BHU3HAUCHHA KOMIIO3UTOPCHKHUX NPHHLUIIB MOXJIMBE y IpOLe-
Cl BUBUCHHS TBOPIB aBTOPA, TOMI SIK MEAArOTiYHI MPUHLIUIHA BHUMararTh
OIVISILy 3HAYHOI KIMBKOCTI JKepen (aBTOPChKUX IeJaroriyHuX HacTaHOB,
CTIOTaJIiB YYHIB PO BUUTENS Ta iH.).

2. Cucremarm3oBani neparoriuni npuHmunu C. TypHeeBa ckiana-
IOThCS B MOJIEITh, SIKY 0araTo MHTI[IB MOXKYTb ITOKJIACTH B OCHOBY BJIACHOT
BHKJIaJanbKoi AisutbHOCTI. 110 % Hajae UM MpUHIMTIAM 1HAMBITyalTbHOL
3abapeneHocti? Sk yuenp Cepris [lerpoBrnya, pu3UKHY HABECTH BIIACHY
OYMKY: IIe — HEIOBTOPHA OCOOMCTICTh MHTIIS 3 CHIJIBHOIO XapU3MOIO, T0-
YYTTSAM TYMOpPY, HEBTOMHOTO Y pOOOTIi, JOOPO3UUINBOIO Y CIJIKyBaHHI
3 YYHSAMH. A TaKoX — OCOOJIMBE CTaBJIEHHS HOT0 10 MOCTaTi KOMIIO3UTOPa
SIK yHIBepcaIbHOTro (axiBIlsL, 31aTHOTO peajizyBaTu cebe y pi3HuX cdepax.
Ta HafOLTBIT MPUBAOIMBUM BHSBHUBCS HOTO MPUHITAT PIBHOBATH €MOITiii-
HOTO 1 panioHansHOro Hayan y TBopyocti. Came M C. TypHeeB npusep-
HYB MEHE 10 KOMITO3HLIi.

Y nepcneKkTHBI L PO3BiIKa MOXe OyTH MPOIOBKEHA JI0CITIIKSHHIM
TpaguLild BUKIAAaHHS B XapKiBChKill KOMIIO3UTOPCHKIH MIKOJII.
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PEDAGOGICAL PRINCIPLES
OF THE COMPOSER SERHII TURNIEIEV

Statement of the problem.

If the study of various aspects of teaching by musicians-performers has
always been under consideration of scientists, then the question of the method
of teaching composition is a poorly covered area. As a rule, the main subject
of research is primarily the composer s musical works. However, understanding
the composer s work and his activity as a whole, in the unity of all components,
requires the systematization of his pedagogical principles. In turn, such research
can help to evaluate the composer s work in a new way, especially if it belongs to
the modern musical space.

Research and publications.

The article is based on the works devoted to fixation and transmission of
the composer’s experience (Rameau, 1971; Mann, 1971; Dyletsky, 1970/1723;
Riemann, 1902; Hindemith, 1984; Messiaen, 1956, Schoenberg, 1999), the
memories about composers-teachers (Galas, 2020; Bevz, 2021; Hrabovsky
& Shchetynsky, 2017), scientific reference literature (Borysenko et al., 2017).
Also, the theoretical basis was created by the works that reveal the concepts of
“composition”, “school” (Dmytriyeva, 2018, Siuta, 2008, Kucherenko, 2019).

Objectives, methods, novelty of the research.

The purpose of the study — a systematization of the pedagogical principles
of S. Turnieiev, a composer, teacher, musical and social activist, who made
a significant contribution to the development of compositional activity
in Luhansk and Kharkiv. The article uses historical, historical-theoretical
and biographical research methods. The scientific novelty of the study is that
S. Turnieiev pedagogical principles are investigated in the scientific literature
for the first time.
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Results.

There are difference between composer and pedagogical principles. If the
composer principles are the aesthetic views and technological techniques of the
composer himself, so the pedagogical ones are the transformation of the first into
creative instructions for the student. In determining the composer s principles, one
can rely on the composer s works, but the pedagogical principles of the composer
can be fined in the works of his students and their memories of his teacher.
Different composers prefer the distinct roles of a composition teacher: teacher-
mentor, teacher-friend, teacher-colleague. These roles dictate work approaches.

Serhii Turnieiev formulated his own creative guidelines, which defined his
pedagogical principles based on a gradual change in role: from the teacher-
mentor to the colleague-composer or even a friend. During this time, the student
becomes aware of the composer’s profession syncretic essence, the importance
of regular work, and studying traditions and innovations. After graduation,
the student becomes a member of the musical community, in which professional
and friendly relations should prevail.

Conclusion.

So, the following S. Turnieievs pedagogic principles are revealed and
systematized.

a) composer is an universal artist; therefore, his education should be broad-
based — in addition to special classes, to include in-depth courses in musical and
theoretical disciplines (music history, musical analysis, polyphony and harmony),
philosophy, cultural studies, and management; b) emotional-rational approach to
creating music, c) appeal to heritage and modernity; d) the model “from mentor to
colleague / friend” in student-teacher relationships, e) regular and honesty work;
e) sociability and friendship within the musical community.

Keywords: composer-teacher, composer principles, pedagogical principles,
composition, S. Turnieiev.
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XPUCTUAHCBHKI OGPA3Y B OITEPHI TBOPUYOCTI
€BPONENCHKUX KOMIIO3UTOPIB XIX CTOJIITTSA

Cmammsi mac Ha memi nPOCMedNCUMuU 36 sI3KU B0KANbHO-CYEHIYHUX 00pA3i6
POMAHMUYHOI onepu 3 XPUCMUAHCLKOIO DeNiciliHOI0 MeMamuKo, miymMaieHHs
AKOI HepiOKO CKAA0A€e GUKOHABCLKY NpobOnemy 018 CYYACHUX iHmepnpemamo-
pis-sokanicmis. Cnpoba po3kpumms XpUCmusHCoKUX 6NIUBIE HA 80KAIbHO-ClYe-
HIYHI 06pA3U ONePHUX MEOPI8 30IUCHIOEMbCS HA NAAMMOpMI 0YX08HO-CeMaAHMUY-
Ho20 ananizy (Anexcanoposa, 2018) 3 ypaxyeauHam sHcanposoi ma cmuibo8oi che-
yugpixu meopis /ic. Poccini, [owc. Bepoi, @. I'anesi, [oc. Meepbepa.

Cnocmepedicentss HAO 8MIEHHAM Deli2iiHOT meMamuKuy (CIOXHCemHi MOmu-
8U, WO CXOO0SIMb 00 XPUCMUAHCHKOI ICMOpIT, Xapakxmepu nepcoraicia, No8 sa3aHux
3 YEPKOBHUM Hcummsam, i0ei’ ma CUMB0IU XPUCMUAHCINGA, HCAHPOBA CEMAHMUKA,
MPAKMoBKa 3HAKOBUX 00pa3ie gidomMumu cnigakamu) 8 onepi pomMaHmuyHoi 0oou
003601UMU OTUMU NEBHUX BUCHOBKIE U000 CHeYUuiKU 60KATbHO-CYEHIYHO20 GI0-
meopenHst 00pazie XpUcmusiHCbkoi mpaouyii.

— Boxanvhe iHMOHY8AHHA € NOXIOHUM 8i0 CNOCOOY MUCTIEHHA U C8IMo2nA0y.
Tomy Hanesxcua ysaea 00 po3yMiHHSA BUKOHABYEM XPUCIUAHCHKOI 00pasHocmi ma
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CIOHCEMUKU 8AACAUBA OJiAL BIPHO20 3ACMOCYBAHHA B0KAbHO-CYEHIUHUX NPUTIOMIS,
wo cnpusiiome adeksamHitl ihmepnpemayii 06pasy i meopy 6 yiiomy.

— Axwo inmepnpemayisi apmucmom 60KAIbHOLO-CYeHIUHO20 00pa3y 8io-
n06idac 0yXx08HO-peniciuHoMy 3MICmy MEOpY, Mo 8 YbOM)Y GUNAOKY B0HA BMINIOE
i npesenmye 2ns0auesi neeHi CMOPOHU OYXO8HO20 10eany — XPUCMUIHCHKO20 00-
pasy Ar0OuHuU.

Omoice, po3kpumms 38 A3Ki6 onepu K C8IMcbKO20 HCAHPY 3 XPUCTHUAHCHKOIO
cucmemor yiHHocmetl Ha IPYHMI OYXO8HO-CEMAHMUYHO20 AHANI3Y ONEPHO20 00-
a3y CNpusie camo800CKOHANEHHS GUKOHABYIB, 3DOCMAHNIO IXHbOI OYX08HOI 3pi-
JlOCmi, 3a2anbHol epyouyii ma Kynvmypu.

Knrouosi cnosa: onepa;, XxpucmusiHcbKi o0pasu, XpUcmusiHCbKill C8imo-
2140, OYX08HO-peniciuHUuLl 3MiCm, 60KAIbHe IHMOHYBAHHA, MOIUMEA & onepi,
iHmepnpemayis.

IMocTanoBka mpoodaemu.

Onepni tBopu [Ik. Poccini, [Ixx. Bepni, ®@. anesi, /Ix. Meepbepa
3’SIBUIMCH Ha CBIT y POMaHTHYHY H00y; OT)Ke, HajieXkaTh 10 CBITCHKOI
kyapTypu. OJlHAK BOHHM MICTATh CHOKETH ab00 MOTHBH, MMOB’SI3aHi 3 pei-
riitauM nocBinom Bipyrouoi monuau (Homo Credens), ocMHCIEHHS SIKOTO
€ OJIHIEI0 3 HACKPI3HUX TEM HOBOEBPOIEHCHKOro Mucterra. OTxe, Ie-
pen AOCHiTHUKaMHU Ta BUKOHABISIMH OTIEPHOT MY3HKH IMOCTa€ mpobiema
OCSITHEHHS PeNiriiHO-TyXOBHOI KOMITOHEHTH OTIEPHOTO JKaHPY depe3 3a-
CBOEHHA 00pa3HO-CIOKETHOI crenuiku Ta XaHPOBOI CHMBOJIKH My-
3WYHOI MOBH, IO CXOIWTH O XPUCTHSHCHKUX OOTOCIYXiHb. BUsBICHHS
XPUCTUSHCHKHUX BIUTHBIB JIOTIOMAra€e OCSTHYTH IHOMHY JYXOBHOTO 3MICTY
OTIEPHOTO TBOPY, Yepe3 MY3WUHY CHMBOJIIKY BIAYYTH peJiriHHO-eTHYHI
«pe3oHaHcH» OyTTS HOBOEBPOIIEHCHKOI JIIOANHH, K4 OCMUCIIIOE CBOIO ic-
TOPito, IO HEBi €MHA Bil XpUCTUSHCHKOI KyIbTypH. Lle n1ae MOXIHUBiCTh
BiATBOPEHHS K 00 €KTHBHMX YHMHHHKIB XPHUCTHSHCHKOTO KHUTTS 1 HOTO
iZiealtiB, 3aKJIaJICHUX Yy CIOKETI, TaK 1 MPUXOBAHUX CMHCIIB JIYXOBHOI'O
3MICTy OTIEPHOTO TBODY.

Koncraryemo HasBHICTB, MO-Tiepmie, MPOOIEMH CIIiBBiIHOIICHHS
CBITCBKOTO Ta PENIriiHOro (XpUCTUSHCHKOTO) CBITOCIOIISAAHHS, SKa
3 1CONOTIYHNX MPUYHWH TOBTHM Yac ITHOpYBaJIacs TEOPETHKAMH BITUH3-
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HSHOTO MHUCTEIITBA; TIO-IpyTe, MPoOIeMH aaeKBaTHOI iHTEpIIpETAaIlii omep-
HOT mapTii apTUCTOM-BOKAJIICTOM BIJIMOBIHO /10 MY3UYHO-CTHIILOBOTO Ta
ICTOPHYHOTO KOHTEKCTY BTIJIEHHS XPUCTUSHCHKHX 00pa3ziB. OTxe, akmy-
abHICMb NPONOHOGAHOT Memu 3yMOBIICHA HAaraJbHOIO MOTPEOOIO SIK Cy-
YacHO{ HayKH, TaK 1 Aisi4iB-NPaKTHKIB OIEPHOTO TeaTpy CHCTEMaTH3yBaTu
YSBJICHHS ITPO IIHHICHY CEMAaHTHUKY XPUCTHSIHCHKOI KAPTUHH CBITY, JIO SIKOT
Hanexarh ciokeTn Ctaporo 3amoBiTy sIK HEBi €MHA YacTUHA XPHUCTHSH-
CBKOi icTopii. 30KpemMa, MepeoCMHUCIeHHS TBOPiB 100u PomanTH3My mo-
CTa€ sIK CTpaTeriuHe 3aBAaHHs JJsl Cy4acHOTO BUKOHABILS. [Ipakmuunum
Ppe3yibmamom Takoi CUCTEeMaTH3allii Ta IepeoCMHCIICHHS Ma€ CTaTH CTBO-
PEeHHS BOKaJIbHO-CIICHIYHUX IHTEpIIpeTanii, aeKBaTHIX He JUIIE 3aJyMy
KOMIIO3UTOpA Ta MOCTAaHOBHUKIB Cy4acHOI ONEpHOI BHCTaBH, ajie i XpHc-
THSHCBKOMY ifeany moauHM K «boxkoro obpa3y Ta momodm» (3a 60ro-
CIIOBCBKHM BU3HAUEHHSIM).

Mema cmammi — IPOCTEKUTH 3B’ A3KH BOKAJIbHO-CLIEHIYHIX 00pa3iB
POMAHTHYHOI OIEpU 3 XPUCTUSHCHKOIO PEIriHHOI0 TEMaTUKOI, TIyMa-
YeHHS K01 HEP1AKO CKJIaJae BUKOHABCHKY MPOOIEeMy AJISl CyYacHUX 1HTEp-
TIPETATOPIB-BOKATICTIB.

06’ckm 0ocnidicennn — ONEPHI TBOPU €BPONEHUCHKUX KOMIIO3UTO-
piB XIX cTONITTS Ha peniriiiHi CroXeTH; MpeAMeT — XPUCTUSHCHKI 00pa3n
y BOKaJIbHO-CIIEHIYHIH IpamMaryprii omep Ta crernmdika iX BUKOHABCHKO-
ro BriieHHs. Mamepianom nociijpxkeHHs € oriepHi TBopu J[x. Poccini,
k. Bepmi, @. I'anesi, . MeepOepa.

Ocmanni 0ocnioxycenna ma nyonikayii 3a memoio. XpUCTHSHCHKI
o0Opa3u B omepi B OCTaHHI YacH NMPHUBEPTANH IEBHY yBary My3HMKO3HaB-
uiB: y crarti Onenun Encekoi (DHckas, 2011) po3misHyTo BTiJICHHS pelli-
riffHOT TeMHU Ta XPUCTUSHCHKUX TYXOBHHX L[IHHOCTEH B ONEPHOMY >KaHpi
Ha Marepiajii TBOPYOCTI TPhOX «KHTIiB» (paHIiry3pKkoi ormepu XIX cromit-
1 — . T'yno, x. Meepbepa, ®@. ['anesi. Crarti Karepunun Hemuenko
(2014; 2017; 2019) mpucBsyeHi BHUBYCHHIO XPHUCTHSHCHKOI CHMBOJI-
ku B onepi XIX—XXI ctonite. ABTOpKa BIpOBaauIa METOAUKY aHaTi3y
OTIEpHUX TBOPIB Ha OCHOBI CHCTEMAaTn3allii piBHIB MPOSBY XPHUCTUSHCHKOT
CHMBOIIIKM B MYy3WUHil JpaMaryprii cuieHiuHOi kommno3utiii. Cepen Ginbi
paHHIX AOCHiKeHb 00paHy HaMW TeMy HaHOMMK4Ye 3adilaroTh CTaTTi
®. Hocke (Noske, 1973), mo posmisgae cuenn 3 orep Bepmi, MoB’s3aHi
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3 XpHUCTUSHCHKUM IepKoBHUM puTyanoM; M. Uepkammuoi (1981) momo
omep J[x. Pocciui.

BurkoHaBChKHI aceKT MpoOaeMHy IPUCYTHOCTI XPUCTUSIHCHKOTO 3MicC-
Ty B OIICPHUX TBOPAX IIIC HEe ROMPANIAB Y «POKYC» 30py 00CIIOHUKIG TTIET
TEMH.

Memooonozia docniocenns. Bubip METOnIB HAYKOBOTO JOCIIHKCH-
Hs1 00yMOBIIIOE, SIK MpaBwio, chenudika marepianry. Cropoba po3KpUTTS
XPUCTHSIHCHKUX BIUIMBIB Ha BOKAJIBHO-CIICHIYHI 00pa3y ONEPHHUX TBOPIB
y il cTaTTi 3MIHCHIOETHCS Ha TAT(OPMi TyXOBHO-CEMaHTHYHOTO aHai3y
(Anexcannposa, 2018) 3 ypaxyBaHHSIM )KaHPOBOI Ta CTUIHOBOT CIIEIIU(IKN
tBopiB . Poccini, . Bepai, ®. 'aneri, x. MeepOepa.

BukJiax 0CHOBHOTO MaTepiaixy KocTiAKeHHs.

Omepa y TBOPUYOCTI 3aXiTHOEBPOIIEHCHKUX POMAHTHKIB 30aradyeTh-
Csl PENiriiHOI0 CEMAaHTHKOIO 3aBISIKM OTOPi Ha CIOXKETH XPHCTHSIHCHKOTO
noxo/keHHs. B icropii omepHOi My3ukn XIX CTONITTS MOXHA 3HAWTH
0arato KOMIIO3UTOPIB, KOTPI 3BEPTAINCS IO XPUCTHSIHCHKUX CIOKETIB Ta
MoTuBiB. Un He HalBimoMimuii 3 HUX — Joc. Bepoi. Woro BignomeHHs
JIO pedirii OyJio JOBOJI CyNepewINBUM, He3BAKAIOUHN Ha Te, IO BiH mpa-
I[IOBaB y LIEPKBI K OpraHicT. TMM HEe MEHIII, BEIMKHI KOMITO3UTOP O0U-
paB 7S CBOIX OMep MEePCOHAXKIB, sSKi Oyau rTUOOKO pemniriianMu. B oxmii
e «Cuiti goni» Takux yetBepo: [lanpe ['yapaiano — cyBopuid, aje Mu-
JocepaHuii Toj0Ba MOHacTHps; @pa MeniToH — OMH 3 YEHILIB, HEPCOHAXK
KOMIYHHH (10 € T0BOJI piakicHuM y Bepzi); AnbBapo, SKuii IITyKae 3aXuc-
Ty y LepKBi, ciyauu bory; Hapeuri, JleoHopa — repoiHs, sika mepekuBae
CTUTBKH HETIPUEMHOCTEH, 1110 3HAXOAUTHh MPUTYIIOK Y MOHACTHPI, a TIOTIM
BJSIra€ OOJaYCHHSI MOHAXUHI. YCsI CHIJIBHOTA MPHUCITAETHCS 3aXUIIATH i1,
CHiBaIOYM OJHY 3 HAWOLIBINI TiTHECEHNX MONUTOB, Hanmucanux J[x. Bepmai
(«La Vergine degli angeli»).

Ockinbku B onepax [Ix. Bepai npucyTHi pi3Hi pelniriiHi nepcoHaxi,
mIsAnadi He 000B’I3KOBO PO3YMIIH, IIIO HOTO BJIAaCHA TOYKA 30py Ha Bipy
y bora B geskux BUMagKax MOXKe He 30iraTucs 3 MO3MIIEI0 OPTOJOKCAIIb-
HOTO XpHCTUsSHCTBA. Lle Halibinpm oueBuaHO B omepi «lon Kapmocy, ne
nie Benukuii [HKBI3UTOp, CIinMii KapAWHAJ, ONATHCHUN B YEPBOHI MaH-
Til, — €OUHA JIOAMHA, SKa MOXXE MPOTUCTOATH Kopoiro Icnanii Pimimy 11
1 cripaBai 3amsakaty oro. Omke, Bepai «yoco0mroe» KaToNUIBKY 1HKBI3H-
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IIif0, PO3KpHUBAE i1 BIIUB Ha TOAIl CYCIIILHOTO XUTTSA. [lomyk igeHTHY-
HocTi bora — no6po3uwimBoro TBopIs a00 HaBMAaKH, 31AETHCS, JICKHUTh
B OCHOBI omepu. 3 ogHOro 60Ky, YeHIi Ta €1r3aBeTa HEOJHOPA30BO 3BEP-
TaIOThCS 1O JIOTIOMOTY 710 bora; ofHak Iii IepPCOHAXI TaKOXK € HAHOIIbII
MIaCUBHUMH B onepi. 3 Apyroro — iHIi 1iHoBi 0COOM 31MCHIOIOTH HaKop-
CTOKimIi 3709rHA B iM’s bora (kopons ®imin, Benukuii [HkBi3uTOp Ta BCi
Ti JIIOIH, SIK1 CBATKYIOTH XaxJIMBe ayTopage).

«Halykko» € omHiero 3 Tppox omep Bepmi, ne BinOyBaeThCs CIpaB-
xHe boxxectBenne uyno (iHumi onepu — «’Kanna 1’ Apk» ta «Jlombapaui
y TMEpIIOMY XPECTOBOMY ITOXOi», L0 HaJIeXXaTh 10 PAaHHbOTO TBOPYOTO
niepiony). Y Bumanky 3 «HaOykko» THTYIBHUIH epcoHaxk Hapikae Ha bora
i KaeTbCsl. Asie HOTO MPOXaHHS MO0 NPOLICHHS BHHATOPOMKYETHCS, KOJTU
BiH OTPUMY€ LIaHC HA BUKYI. MOJIUTBH €BPEHCHKOI0 HApOLy TAKOXK HE 3a-
JIAIIAIOTECSA O€3 BIAMOBIL.

Tum He MeHm, y onepax Bepai mu HeogHOpa3oBO 3ycTpidaeMo BO-
KaJBbHO-CIICHIYHI 00pa3u repoiB, ski MonsTbcs Borosi, i 3medinbmioro,
Mmapho. Jlyiza Miyutep ta [le3nemona 3BepratoThesa 0 bora mepen tum,
SIK 3yCTPITH TIepeqIacHy KoHuuHy. Y «bai-Mackapami» AMemiss MOTUTBCS
PO 3aXMCT, NepIl HiX, Y KIHLIEBOMY MiJCYMKY, Oyle MOpaJIbHO MPOTH-
CTaBJIeHa CBOEMY YOJIOBiKOBi. Bionerra 3 «Tpasiarn» Omarae bora momu-
JIyBaTH 11 AyIIy 3a XBHJIMHH 0 cMepTi. Pa3 3a pazoM HaOOKHI mepcoHaxi
Bepni monstecs borosi, sikuii Bce Oinbiie ix irHopye. Y Bepai, 3 onisagy
Ha WOro aTeiCTUIHMI CBITOINISII, MOJIMTBH YacTo boroMm He TOYyTi; OTXKe,
BiH HAMaraeThCsl TIEBHOIO MipO0 TOHECTH 0 Hac CBOI MONNISAM, IO BaXK-
JMBO PO3YyMITH NP BUBYEHHI HOTO Or1Iep.

Takum ymHOM, B omepax J[x. Bepnmi MokHa BHOKPEMHUTH BOKajlb-
HO-CIIeHIYHI 00pa3u, AKi YOCOOIIOIOTh PENiridHy CKIaIOBY JKHUTTS CyC-
MJBCTBA (CBSIEHUKH PI3HOTO PaHTy — BiA YeHNIB A0 Bemukoro [HKBi-
surtopa). Kpim Toro, nepconaxi omep k. Bepai wacto 3BepraioTbes 10
bora 3 MmonuTBO}IO, sIKa, SIK IPAaBUIIO, BUKOHYE CUTYaTUBHY (YHKIIIO B CIO-
kKeTi. Y TOW ke 4ac, sK 4acTWHA BorociyiHHS, MOJIMTBAa Hece BilOH-
TOK MY3MYHOI CTUJIICTUKH LIEPKOBHOTO CIIiBY Ta CIIPUHAMAETHCS SIK CUMBOJ
BorocninkyBanusa. OTxe, CBITCBKiH aHpP POMAaHTHYHOI orepu 30arauy-
eTbest gocBigoM Jomuan Bipyiodoi uepes 3amyyeHHs1 3HAKOBUX MIEPCOHA-
JKIB Ta My3UYHOI CHMBOJIIKH.
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3BepHEeMocs 10 onepHUX TBOpiB @. I'anesi 1a /[xc. Mecpbepa na Xpuc-
TUSHCHKI croxkeTu. [Tpotsirom 18351836 pokie y @paHiiii Oyio HarmucaHo oi-
pasy aBi onepu Ha mibpeTo E. Ckpida — «Kuniska» @. 'anesi ta «['yreHoTn»
Jx. Meepbepa. O0uBi Majii rpaHIi03HUIN YCIiX, SIK Ha OAThKIBIIUHI, TaK
i 3a kopmpoHoM. Ilpu nepiroMy o3HaOMIIEHHI 3 TXHIMH CIOKETaMH BIIaZa€e
B 04l OAHOTUIHICTE CroJcemHoi cumyayii — IPOTUCTOSHHA Ha peTiriiHOMY
rpyHTi. OcHOBY nibpeto «I'yreHotiB» ckiagaroTh moaii BapdonomiiBebkoi
HOYi, IO BiIOy/HCS 3a 4aciB KPHUBAaBUX BiH MK KaTOJIWKaMH Ta IPOTEC-
tantamu y ®panuii. [xns Biitna nepeppanacs 1752 poky 3aBIsSKH OfpyKeH-
HI0 Mapraputu Banya 3 ['eHpixom BypOOHCEKNM, SIKE TTOE€THATIO KATOIUIIBK]
Ta MPOTECTAHTCHKI POJMHU. AJie KprBaBa BapdoomiiBebka Hiu MOBHICTIO
3HUILUIA HaJil TyTeHOTIB Ha BEPXOBEHCTBO. B omepi mokasaHo moctymose
BH3piBaHHS KOH(MIIKTY, CIIPOOH KOPOJIEBH Mapraputu MPUMHPUTH BOPOTY-
IOUMX (3TOBIp KAaTOJNMKIB 1 BAMHEHI HUMHU PO3IPABH HAJ MPOTECTAHTAMH),
B pe3yNbTaTi 4oro ruHe 3aKkoxaHa napa — Payns i BanenTuHa.

His onmepu «Kuniska» BinOyBaeTbest 1414 poky, Ha mouarky Komn-
craHipkoro Cobopy, 3HaMEHHOT NOAI1 B iCTOPil KATOIHMIIU3MY, IO ITOKJIaia
Kpaii Benmkomy poskony i1 00’e€qHanma IEpKBY I BJIaI0I0 HOBOOOPAHO-
ro nanu. €Bpelickkuii oBelip Eneazap He BU3HAE BCTAHOBJICHOTO MiCTOM
XPUCTUSHCHKOTO CBSITA Ta MPOJIOBKYE IPAIFOBATH, YAM BUKIUKAE THIB
MicuieBUX MemkaHiiB. Tinbku npuOyTTs KapauHana ae bpoHsi 3amobirae
camocyny. Jlouka roBemipa Paxinp 3akoXyeTbcsi B €BpEHCHKOIO XyJOXKHUKA
Camyina, He MiJO3PIOI0YH, 1[0 HACTIpaBi BiH — MpuHI JIeonomsa, repoit,
SIKMH MpUBiB Bilickko CBsmieHHoi Pumcpkoi Imnepii no mepemoru Hapg Ty-
CUTaMH. 3aKOXaHUM 3arpoKye Cepiio3Ha HeOe3reKa: 3TiqHO 3 MiCIIeBUMHU
3aKOHAMH, [IUTIO0H MiX 1yJiesIMU Ta XpUCTHSHAMH CYBOPO 3a00pOHEHI 1 Ka-
ParOThCS BiITyYSHHSIM BiJl IIEPKBU Ta CMEPTIO.

OT1xe, B 000X omepax TeMa peliriiHoro MpOTHCTOSHHS PO3KPHUBAETH-
Cs1 B IBOX CYMDKHUX TUIOIIMHAX — ICTOPUYHIiH Ta ocobucTicHii. Peniriiitnuii
KOH(QUTIKT HETaTUBHO BIUIMBAE Ha PO3BUTOK BITHOCHH JBOX TEPCOHAXIB,
o nepeOyBarTh MO Pi3HI «CTOPOHH OapUKaaW», 10 B pe3yJIbTaTi CTae
TOJIOBHOIO Tpare/ie€to 000X CIOKETIB.

[epeiinemMo 70 KOPOTKOTO OISy TBOPYOCTI BHJATHOTO iTaliii-
cpkoro kommosutopa /. Poccini y cBiTII XpUCTHSHCHKOI 00pa3HOCTI.
Hapomxenns omepu «Moiice#t B €THIT CTaI0 3HAYHOO MOMIEI0 HE TUTb-
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KM Y TBOpUiii Oiorpadii MUTII, ane i B icTOpil iTamiiickkoi omepu: Ha 3Mi-
Hy omepi-seria uula repoiko-maTpioTH4Ha Orepa, sika Oyae JOMiHyBaTh
y TBopuocTi k. Bepni. Tpiympansaa mpeM’epa «TpariaHoi CBAIIEHHOII1»
(sSIK BU3HAUMB aBTOP aHP CBOrO TBOPY) BimOynacs y Oepe3ni 1818 poky
B Heamoni, y «Tearpi Can Kapno» — naiibinpmomy B Mmicti. «Moiiceit
B €runTi» € OJHUM 3 HalSICKpaBIiIUX TBOPIB, 3aCHOBAaHMUX Ha Oi0miitHOMY
CIOXKETi 1 3 IpAMUMH NOCHUJIaHHAIMH Ha Hboro. Hampukmaz, B omepi pos-
IIOB1IAETHCS IIPO TPU 3 JECSITU Kap ETUNETCHKUX, MPEICTABICHUX Y KHH-
31 «Buxigy. [lepma nisi BiAKpUBAaeThCS NIEB’SITOI0 Kapol — «TempsiBa»
(Buxin, 10: 22-23). Ilicns poscitoBaHHs TeMpsiBu MoticeeMm (hapaoH Bin-
Jla€ HakKa3 Mpo 3BUIbHEHHS €BPEiB, MOTIM CKAaCOBY€E HOTO, IO MPUBOAMUTH
110 HacTymHOI Kapu «I pim, OnrckaBkY i BorHsiHUE rpany (Buxin, 9: 23-25),
sKa 1 3aBepinye mnepmry mito. OcTaHHE TTOKapaHHS IS €THOTSH (gecsTe
3a bibmieto) — «Ctpara nepsictkiB» (Buxin, 12: 29) — micTuTh mocra cie-
Ha npyroi aii. OTe, HEeHTPaJIbHUM IEPCOHAKEM OIIEPH € CTapO3aIloBiT-
HUI TIPOPOK, YUl TIOCTATh € OCHOBOTIOJIOXKHOIO Y XPUCTUSHCTBI, a TAKOK
MOKa3aHi OB’ s13aHi 3 HUM MOii O10MiiHOT iCTOpii, 1110 JTa€ MEeBHI MiACTaBH
BU3HAUUTHU JKaHP TBOPY K «XPUCTHSHCHKY OIIEPY».

Crooicemu Ha mii Xpucmusincokoi icmopii (XpeCToBi MOXOAHU, PEIiriii-
Hi BilfHH, icTOpii HOBO- Ta CTAPO3aMOBITHUX T€POIB Ta CBATHX) MOCTAIOThH
SIK HAWOUTBIII LiTiCHE BiOOpakeHHS B OTIEPHOMY MHCTEITBI OHTOJIOTYHO-
ro 3B’s13Ky JmoauHy 3 borom. B mopiGHUX onepHUX TBOpax CUMBOJIIYHOTO
3Ha4eHHs HaOyBae BUKOPHCTAHHS XPUCTUSHCHKAX MOJIMTOB Ta TIMHIB: Ha-
npuknan, y «['yrenorax» [x. MeepOepa 1eHTMOTHBOM yCi€l ONEpH € JIto-
TepaHChKHH TiMH «[ 0CTIOIL — HAIT Med, OTIIOT 1 IITUTY.

HasiBHICTh XpUCTUSHCHLKOI TEMAaTUKU BUCYBAE RPOOIEMY A0CK8AMHOT
6UKOHAGCLKOI Inmepnpemauii BOKaIbHO-CIIeHIYHOTO 00pa3y. Beaxkaemo
LI0 T€3y CTPATETiYHO BAKJIMBOIO B aCIMEKTI PO3yMiHHS 3MiCTOBHOI CKJa-
JlyXOBHO-CEMaHTHIHHUI aHajIi3 BOKaJIHHO-CIICHITHOTO 00pa3y CIpHUATHME
JIOCSITHEHHIO MOTPIOHOTO CIIEHIYHOTO e(EeKTY, KU HE 3aIUIIUTh Oairy-
KO0 TyIITy >KOJHOTO IIsada.

Hecrauy yBaru 10 JyXOBHOTO 3MICTy 00pasy, 0 Hece B co0i XpHC-
TUSHCBKY CHUMBOJIKY, MO)KHA 1MOOAYUTH, aHAII3yI04M BUKOHAHHS 3raja-
HHUX BWINE ONEPHUX MapTid HABITH BIIOMHUMH BOKamicTamu. IlokazoBoro
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e mapris I[lagpe ['yapmiano B omepi «Cmma momi» k. Bepai, xoua BiH
i HE € TOJIOBHUM TepoeM. AJjie came el 00pa3 MoB’si3aHuid 3 KIFOYOBUM
MOMEHTOM JIpaMaTyprii onepu: depe3 HbOTO IMePETUTiTAIOTHCS CIOXKETHI JTi-
Hil TOJIOBHUX TepOiB i PO3KPUBAETHCS 3MICT MOMIHA. Y TpakToBLI 00pazy
[appe I'yapmiaHo mepiioueproBy pojib Ma€ BiAirpaBaTd XpUCTUSHCHKUN
i1ean JIFOMUHYU, OCKIJTBKH, 32 CIOJKETOM, BiH BTUIIOE KOMIUICKC MOpajb-
HO-€THYHHX SIKOCTSH XPUCTHUSHUHA: MyAPHH MOHAX € MPHUKJIATAOM JUIS 1H-
ITUX, HOT0 BYMHKH BiAIOBIAAIOTE O10JIHHIA MOpaTi i OKPECTIOIOTh JIHII0
OpaB/iy, CIPOTUBY 3ITY.

CniBak-BuxoHaBelb poii [lagpe, B nepiry yepry, Mae BiATBOPUTH 00-
pa3 CKpOMHO1, Mail>ke CBATO1, JJIOAUHH, aJie pa3oM 3 LIUM — BJIaJIHO1, 3/1aTHO1
MpUHMAaTH BaXJIMBI PillIeHHS, 10 BU3HAYAIOTh XiJ ciokeTy. CKiIagHicTh
IIOJISITa€ B TOMY, 100 HE «IIEPETHYTH IMANHUII0» B Ty YH iHIIY CTOPOHY:
3pOOUTH TIEPCOHAXK 3aHAATO Oe3XpeOeTHHM 1 JiariHuM, a00, HABIAKH,
CTBOPUTH «KapTHHHHUI» 00pa3 «KapAWHaJIay, SIKUM Kepye BCIM 1 yacoMm
3a0yBae Mmpo Te, 0 Ma€ OyTH MPUKIIAIOM JJIs CBOiX yXOBHHUX 4aj. 3a Tro-
JIOCOBUMU JaHUMH IS i€l mapTii HaHOUIbINE MiAXOMUTh IEHTPaThHHMA
0ac 31 CBITJIIIM, BUCOKAM 3ByKOYTBOpeHHSIM. CaMe TaKHii TOJIOC MOXKe Haii-
Kpallle JJOHeCTH OOUIBI CKJIaIOB1 00pa3y i BUKJIMKATH Y TIsjja4a MPaBUIIb-
Hi acomiarmii. SIkmo 6ac Oyae HIKINM, i3 TepeBayKaHHAM TPYIHOTO 3BYKY,
TO TIIHECEHY YHCTOTY 1 «CBATICTH» 00pa3y BiaTBopuTH Oyne Habarato
CKJIaJIHiIIe, 110 MOXE 3pYHHYBaTH KOHLEIIIIO TBOPY.

BinnaiiTi BipHUII BHYTPIIIHIA CTaH 1 AWHAMIYHE HAIIOBHEHHS I[HOTO
00pasy MOXKe TOTIOMOTTH BpaxyBaHHS CTHJIICTHYHHUX OCOOIMBOCTEH rpu-
rOpPiaHCHKOTO XOpally, My3U4HOI CTHJIIICTUKH MECH, L0 CIIPUATUME 3aHY-
PEHHIO B aCKETU3M TPAAMLIHHOTO CBITOCIPUIHSATTS KaTOJIHILKOTO MOHa-
xa-¢ppannuckanis. Crenudika rpuropiaHcbKOro CIiBY CTaBUTb 3aBIaHHS
0Kasy, 3 OHOro OOKY, AMKIIMHOT OM3BKOCTI, a 3 1HIIIOTO — BIAMIHHOCTEH
iTaJIiChKOT MOBH 1 NIaTWHH. [HaKIe KaXyd4, SIKIIO CiBak Oyae poOuTH
TIeBHY TapaJieb B IPOYNTAHHI TOJIOCHHUX 3 BUMOBOIO JIATUHU, TIAPTis Oye
3By4ary Ie OiTbII EPEKOHINBO.

Cepen BuxonaBuiB maptii Ilagpe I'yapmiano BHOKpemMumo
®eppyudo DypraaHeTTo, NpeACTABHUKA iTasilichkoi mkomu!. Ha marmry

1 Jus. (Verdi — La Forza del Destino, 2019).
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IYMKY, HOTO M’sIKa, HeCHJIOBa MaHepa, TIMOOKUH 1, pa30oM 3 TUM, CBITIHH
OacoBuii TeMOp, IepeBayKaHHsI BEPXHBOT CIiBal[bKO1 (POPMAHTH HAKOiIbLIT
MIEPEKOHIINBO BTLIIOIOTh TOHKOI 00pa3y, (GOpMyIOTh CHPUHHATTS HOTO
IS 1a4eM SIK 00pasy «3pa3KoBOTO YEHIIs». ToMy CTHIIb IHTEpIpeTaIlil nap-
il [lagpe I'yapaiano iTanmificbkuM clliBakoM MO)KHa BBaKaTH HAOJKEHUM
IO «3BYKOBOTO i/1€airy».

Kitro4oBi crieHu 3a y4acTio bOTO repost — Iie Horo dyem 3 Jleonopoio
3 Il akmy i ghinanvruii mepyem. My3uka crieHigHOTO Aianory 3 JleoHoporo
nepesae KOHTpPAcT y MmoBeniHIli nepcoHaxis: Ilampe ['yapaiano 3amuiia-
€ThCSI BHYTPINIHBO CTIKWUM, @ MIHJIMBI IOYYTTsI OXOILTIOIOTH TOJIOBHY Te-
POiHIO, sIKa HAMAaraeThCs «BIMCATUCS» B OTOueHHs abarta. ®paza «Come
un povero frate lo puo? («Ak 6ionuii monax mooice 3pobumu ye?») y Bin-
MOBiAb HA OnaranHs JIeoHOpW PO AOMOMOTY TIO3HAYAE€ TOMIOBHY KUTTEBY
nosutito [lanpe ['yapaiano: BiH 31 CMHPEHHSIM CTaBUTBCS IO CBO€i 3Ha-
YYIIOCTI 1 MiIKPECIIOE CBOE CKPOMHE CTaHOBHIIE. Taka MOpaiibHa CITpsi-
MOBAHICTh Ma€ BIAOWTHCS y BHUKOHABCHKIf CTHIIICTHIN: M’SKa 3BYKOBa
araka i TUHaMiKa CepeHbOI TYYHOCTI, 0e3 3aliBOTO aKIICHTY, IO MIr Ou
BHSIBUTH 3MBYBaHHS ITPOXaHHIME HEe3HAHOMOT XiHKU. | e 7o0pe BraeTh-
cs1 @ypnaHeTTo: TeMa CIiBAETHCS HUM 3 MPaBUJILHUM HAIIOBHEHHSM 1 TIO-
TpiOHOIO IMHAMIKOO, X04a i BUHHKAE Oa)KaHHS IIe OUThIIEe HATONOCUTH
Ha CJIOBAaX «OIOHUL MOHAX, MITKPECINTH XPUCTUSHCHKUI aCKETU3M Tep-
conaxa. lami 3Byuuth ¢paza «No, venite fidente alla croce, La del cielo
v’ispiri la voce» («I1iditiou, eipyrouu, 0o Xpecma, nexau 2onoc Heba Ha-
Oouxne mebey), B sikiit [lanpe ['yapriaHo BuKazye HOOKY Bipy: 3aKIMKaE
Jleonopy mo MonmuTBH. TeMI OMOBi/li CIIOBITBHIOETHCS, My3UKa CTAE CXO-
JKOIO Ha IIEPKOBHUM CIIiB; OTKE, BUKOHABELb MA€ BUTOJIOCHTH IIIO PEILTIKY
ONaroroBiifHO, 3 OMYKIUM aKIIEHTOM Ha CJOBI «xpecmy, Mo0 MPOSBUTH
CBOE€ IIAHOOJIMBE CTABJICHHA 10 CBATHHI; TEMOp TOJIOCY Ma€ OyTH YUCTHM,
y IlyCl TPUTOPiaHCHKOTO CHiBY, Oe3 3aliBOro BiOparo.

[Tonpm HEmocCTaTHIN, Ha HAIl MODISIA, HATOJOC HA 3Tajlll B TEKCTI
TOJIOBHOTO XPUCTUSTHCHKOTO CHMBOITY, YACTOTa TeMOpy, AocsirHyTa Dyp-
JAHETTO, MIMCHO BIiATBOPIOE OJAaroroBiiHy MOJMTOBHICT. Perniikoro
«Sempre indarno qui rivolto Fu di Satana I’ardiry («Camana 6e3cunutl
6 yvomy micyi)» abar pimryue BHKaszye Bipy y braromare, mo 3axuinae
rioro obutens. Tomy 1151 dpa3a Mae MPO3BYHaTH MOTYKHO, MEPEKOHINBO,
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[IepeTBOPUTUCH Ha cuMBOI booi mepemoru Hazg neknoM, i @ypaanerTo
e g00pe BaaeThcs. Bin ¢pa3u cmiBaka «KuUa€e y ApOXK»: 3HaiIeHa T0-
TpiOHa TUHaMIKa i3 IPaBUIBHUM I'PYIHUM PE30HYBAaHHIM Ha CEPEIHbOMY
perictpi. Ille oqHUM XPUCTUSHCEKUM CHMBOJIOM Y JYETi € MOJHUTBA, IO
MIOBTOPIOETHCS KiNIbKa pasiB: «A fe sia gloria, o Dio clemente, Padre dei
miseri onnipossente. A cui sgabello sono le sfere! Il tuo volere si compira»
(«Crasa Tobi, 0o murocmusuti boe, ecemoeymmuiii Bamvko Hewyachux, siKi
0ins niownidxcorca nie Teoix! Xail 6yoe 6onsn Teoa!ly). Texct mpsMo miepery-
KY€ETBCSI 3 PSAKAMH CIIaBOCIIOBHUX TICATIMIB 1 XPUCTHSHCHKOIO MOJMTBOIO
«Otue Hamr». CriBakoBi BaXIIMBO B I MOMEHT (TicIsl Iiajnory) mepe-
KITIOYMTHUCH Ha 30BCIM 1HIITY, I11€ OUIBII CBITITY TOJIOCOBY MOAAdy i 30aBUTH
TYYHICTh JI0 p, 00 J0AaTH MOJIMTOBHOI IHTUMHOCTI Y 3BepTanHi 10 bora.
Opnnak y BukoHaHHI @. DyprmaHeTTo camMe TEMOPOBOTO KOHTPACTY ikt
(dpa3i He BHCTaYa€: TONOC 3BYYUTh TaK CaMo, SIK y MOTEPEeIHIX pernliKax,
1110, Ha HAIly JYMKY, 3aBa’Ka€ BiITBOPEHHIO MOJICOHOT'O TEKCTY.

VY ¢inani onepu [Maape [N'yapaiano mocrae sik HOCii «MOPaIBHOTO Kpe-
10» (BUCHOBKY). 3 HOro BYCT 3BY4aTh clioBa «Santa del suo martirio, ella
al Signor ascenda, e il suo morir t’ apprenda, a fede e la pieta!» («Ceamoro
6 i myuenuymsi, sona cxooums 0o locnooa, ma ii cmepmov 6uums Hac
munocepow!y), CMUCI SKUX TeperykyeTbes i3 3amoBimmio «bmakeHHi
MUIIOCepHi, 00 OyIyTh MTOMUIYBaHi» Ta SIKi B IEBHOMY CEHCI € KyJIbMi-
HaliiiHuMK y apami. @pa3y moTpiOHO MOmaTH Ha KIUTAIT «IIPOHOBIIi»,
a caMme — CTBEPIDKYBAIBHOIO 1HTOHAIIE0, aKIIEHTYIOUHN KOXKHE CJIOBO, JH-
HaMIYHO piBHO, ajie HE BTpavyalouyd CMHPEHHOro Ayxy. B iHTepmperamii
@DypiaHeTTo HAroJoUIyBaHHA Ha TeKcTi He BHcTadae. Ciyxad HMOBHICTIO
3aXOIUICHUH TUM, 1110 BiIOYBAETHCS 3 TOJIOBHOKO T'EPOTHEIO 1, HATICBHO, 3HE-
Bakae Ha ceHc ciniB [lagpe I'yapaiano, xo4a B apaMaryprii onepu ioro
POJIb HAaJ3BUYAIHA 1 Ma€ BUPI3HATHUCS Cepell IHIINX.

Kpankoro y ¢inani omepu € dpasza «Salita a Diol» («Biditiwna
00 Tocnooa»). OCKITBKA y XPUCTUSHCTBI CMEPTh HE € YUMOCH CTPAITHIM
1, HaBMaKH, HAOIIKa€E OMUHY 70 bora, To 00pa3 Takoi NIMOOKO BipyHOYOi
monuay, sk [lagpe [yapaiano, moTpeOye BTieHHs 06e3 HaJIbOTy CKOpOO-
TH — 3 H/II€I0 HA TIOPSITYHOK OararocTpaXkaaibHOI Ayl Ha Hebecax, Mo
00yMOBIIOE 1 TIepeocMUCIeHHs (iHaly 3 (aranbHOrO Ha MPOCBITICHHUM.
Onnak y ©. @yprnaHeTTo CIOCTepiraeMo, HaBIaKy, HAJAJIHUILIOK JpaMaTu3-
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MY 1 «TEMHOTO» TeMOpY, 1110 POOUTH (piHA OTIepH 3aHAATO JKATIOHNM, Oe3-
MOBOPOTHO TipKUM. OTXKe, XpucmusHcoKuil smicm 0opasy nompebye oeujo
iHWO020: OiNbUWL OOPEUHUMU BUOAIOBCA ONMUMICTIUYHULL MOHYC 36)YAHHS
i ceimniwe 3a0apenenHs 2010cy, AKi Ol 6i0N08IOaOMb NOGEOTHYI ma
C8IMo2nsady yepKkogHo2o OiAya.

TomoBuwmit repoii onepu Jx. Poccini «Moiiceii ¢ €2unmi» npencTas-
nenu#t BianmoBimHO Ao Craporo 3amoBiTy SIK HOcilk Boxoro ogkpoBeHHS,
oOpaHnenp, Jinep, Mo BUKOHYE MICiI0 CIAciHHS CBOrO Hapoxmy. Tomy BH-
KOHaBellb posi Moiices Mae niepeaaTu TUTaHIYHUE MaciiTad 0COOUCTOCTI
mpopoka. B Toit jxe yac, B po3KpHUTTI 00pa3y MOHYMEHTAJIbHICTh HE MO-
BUHHA JIOMIHYBaTH, TOOTO CJIiJ| BUKJIFOYUTH BiITIHKA aMOp(HOro 0jaro-
pOZACTBa 1 HEBHITPAaBAaHOI Ipi3HOCTI. ['epoii, B mepIry yepry, Mae OyTH KH-
BHIM 1 ITUPHM, TAKUM, SIKOMY 3MIT TIOBIPHTH IIUIHHA HApPOII, ajie, BOIHOYAC,
3 CHJIBHHM XapaKTepOM 1 3aJi3HOI0 BOJICIO, 3 OIVISLy Ha MPOTHUCTOSHHS
erunercekoMy (apaoHoBi. Came L «30J10Ta cepeuHay Mae 3a0apBilio-
BaTW 1HTOHAI] i TeMOp roJIOCYy NP BUKOHAHHI OCHOBHUX PEILIiK Tepco-
Ha)ka, 0COONMBO AianoriB 3 ¢apaoHOM, HAPOIOM i MOIUTOBHUX TEKCTiB.
st maptii Moticess HalOIIbIIE TIXOMUTE MCHTPATLHUN 0ac 3 BEIHKUM,
n00pe cpOKyCOBaHMUM TOIOCOM, MiHIMaIbHUM BiOpaTo i YiTKOIO JHKIII€IO,
aje B TOW K€ Yac 3 JOCTaTHHhOIO THYYKICTIO, OO BHCBITIMTH B IHTEp-
mperailii He TUIbKA MaciiTad 0CcOOMCTOCTI MepcoHaka sk Hocis boxoi
bnaropnari, a it 6GararorpaHHicTh HOTO BHYTPIIIIHBOTO CBITY.

Cepen BiZOMUX BHKOHABINB mapTii Molices BHPI3HIMO BEIHKO-
ro Mmaiictpa — Bonomaps 0aca, IpeACTaBHHMKA iTaliichbkoi mKomu Pyn-
)kepo Paitmonmi. IlInpokuit miamaszoH, cuia, JETIOUiCTh, KpaCUBUN TeMOp
roJIOCY Ta eMOLIHHICTh BUKOHAHHS Jaf0Th HOMY MOXITUBICTD BTUINTH 00-
pa3 6i0niiHOTO MPOpPOKa MAKCUMAIILHO TOYHO, 3 YCiMa TOHKOIIIAMH BHPI-
IINUTH CIOYKETHI 1 IOCTAHOBOYHI 3aBIaHHS.

Ha marepiani BucraBu baBapcbkoi onepu (Rossini, 1988) posmisinemo
KJIFOUOBI IHTEpIIpETALliitHi MOMEHTH B TIapTii Motices, ToB’s13aHi 3 XpUCTH-
SIHCBKOIO 1/1e€r0 borocminkyBaHHsI.

HatiBaxxnmuBimmmM y mepiniid 1ii € MoMeHT, konmu Moticel, 3BepTaro-
amchk 10 Bora, morpsicae xe3nom i poscitoe TempsiBy. Moro apis-mMonuTsa
MIOYUHAETHCSA 31 ciB «Eterno! Immenso! Incomprensibil Dio! Ah tu, che
vegli ognora de ‘tuoi servi allo scampo, e’l popolo tuo colmi di benefizi!»
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(«Biunuiit! Bcemoeymniti! Hezbaenennuii ITocnoos! O, Tu, sxuii 30epicae
pabie meoix, uusi pyka UIUBAE PACHI MULOCMI!»), BMICT IKUX CTaBUTb CITi-
BaKOBi 3aBaHH: He WTH 32 (haH(apPHOIO YPOUHCTICTIO MY3HKH, a 30eperTn
MOJIUTOBHY CHPSIMOBaHICTh, 0COOIMBO B MEPIIUX CJI0Bax (pasu. 3a croxe-
TOM, LI MOJIUTBA JISIKAE€ €THIITSH, SKi JUBYIOTHCS MoIi iyaelicekoro bora.
Tomy miepiiie 3BEpHEHHS CIIiJI CITIBATH MOTYXHO, OKPYIJIHM 3BYKOM, 3 YKOp-
CTKHM JMXaHHSM 1 CHJIBHOIO 3BYKOBOIO aTakolo, OfHAK 0e3 JpamaTh3My,
o0 30eperTu CTPUMAaHICTh 1 OMaroroBiHHA. Y JpyroMy XK pedeHHi CIij
JI0 KiHIIg (hpa3u poOUTH KPEIICH IO, i3 3aX0IUICHOI0 IHTOHAIIIEI0, SIK Y XBa-
neOHUX TicanMax i 6orocmyx00BUX BEIIMYaHHAX. Y BUKOHaHHI PaiiMoHmi
s (ppasa BuOyIyBaHA MPABUIIBHO, TIPEKPACHO MiABENEHA 0 B3ATTS HIDK-
HBOTO TOHY Ha cJIoBi «Dioy, ajne Bce X TaKu JIelI0 He BUCTaYa€ XBaIeOHOT
YPOUUCTOCTI HANPHUKIHI IPYroro peueHHs, IO MOCIabiroe CIEeHIYHHHA
e(exr.

Uucnenni xBaneOHI 3BepHEHHS, Ha KMmTanT J[aBUIOBHX TMCaIMIiB:
«Ah tu, che in giustalance delle opre nostre osservi il peso! Ah tu, che sei
il santo, il giusto, il forte, che I’oppressor del popol tuo punisci» («Tu,
xmo 6auumn, wo 6 Hauux cepysx, i 3nae, 4ozo eapmi Hauii cnpasu, Tu,
Cesmuti, €ounutl, CunbHuil, YUl eHi6 0OPYWUECs HA 2HOOUMmENi8 Hapo-
0y Teoeow), Mo WAYTH Aalli, MalOTh 3By4aTH MOHYMEHTAJIBHO, 0COOIHBO
y Apyriii yactuHi. Ha 1ie Bkazye My3u4He pillleHHsI: TECUTYpa ITiABHIIYETh-
Cs1, 1 KOMITIO3UTOPOM IIPOCTABIICHI CMHUCIIOB] aKLIEHTH Ha CIIOBAX «CBATHI,
«EJMHUI, «CHIBHUN, IO MAIOTh 3ByYaTH MAaKCUMaJIbHO JMHAMIYHO, ajie
B MEXaxX MOJHUTOBHOTO cTaHy. OTxe, CIiJi maM’siTaTH Mpo «Milb Y CHO-
KOi»; HEOOX1THO BUTpUMATH i NpaBUJIbHI MMay3H MiXK BUTYKAMH Ta 3HAUTH
BipHY TY4YHICTh ()pa3u B LIOMY. 3a JIOTIKOIO MY3WYHOTO HAIIOBHEHHSI, IS
(dpaza Buxoauth y Pymkepo Paiimonai 100pe; npaBuUiibHA MOCTAHOBKA IO~
JI0CY J03BOJISIE MAKCUMAITBHO JIETKO 1 TIOTY>KHO B3SITH BEpXHi 3BYKH i Tie-
penatu MOMeHT Benudi Moiicest.

Cenc MonuTBH po3KpuBae ii octanus dpasza: «Glorifica il tuo nome,
fa’pompa di clemenza, e dell Egitto a nuova meraviglia, il lume, che sparli,
rendi alle cigliay («Tenep npocnas im’a Ceoe ma nposigu muiocepos, no-
Kaocu yyoo €eunmy, w0 NOKAABCA, NOBEPHU 3HUKIE CEIMA0 HA3a0!»).
Bona Bumarae koHTpacTy y TeMOpi 1 mozadi 3ByKy: TOH MOJTUTBH 3MiHUBCS
3 XBaJIeOHOTO Ha MPOXAIBHHMA, MO0 Ma€ OyTH BiTIYTHO 1 AOCSTATHCS BU-
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KOPHCTaHHSM IPUKPUTOIO 3BYKY 1 HHXKHbBOI (DOPMAHTH, 32 PAXyHOK UOTO
CTBOPIOETHCS BIAUYTTS OUTBIIOI CTPUMAHOCTI, CMUPEHHOCTI, HEOOXiTHUX
JUTS BTIIEHHS CIIeHIYHOTO 00pa3y. PaiiMOHi JOCST IIbOTO TIIEKH B OCTaH-
HIX JBOX CJIOBax (ppasu; peluTa 3BYUUTh B TOMY K TeMOpi Ta JTUHAMII,
110 3aBakKae MEPEKUHYTH apKy A0 MOYaTKy apii, skuii 3a1ae i 3araabHUl
MOJIMTOBHUM TOH.

OnuH 3 HaiiBigOMIINX HOMEPIB oniepu — MouTBa Moiices 3 111 akty
«Dal tuo stellato soglio, signor, ti volgi a noi: pieta de figli tuoi del popol
tuo pieta!» («3 sucom meoix HebecHUX, 3 NPECMOLY GIYHOI C1ABU, NOSTSHD,
o boowce npasuil, Ha OiOHUU Meill HapoOy) 3roIOM CTana TIMHOM iTaii-
ChKHX TaTpioTiB. lle KynpMiHaIIiiHA TOYKA Y PO3TOpTaHHI 00pa3y repos,
Horo myxoBHe kpeno. Ha Ham mormisn, nopedno Oyno 6 cmiBaTé Lo Mo-
JUTBY OJU3BKO O CTHIIICTUKH 0d68HbOGI3AHMIUCHLKUX PO3CNIBi6, OCKIIBKU
OCTaHHI ICTOPUYHO HAWOLIBII HAOIMKEHI JI0 TOTO, 110, MOKIIUBO, JTYHAJIO
3a yaciB Moiicesa. Jlo bOro BUCHOBKY Hac IMiAIMITOBXHYIO JOCIiIKEHHS
BIJIOMOTO BUEHOTO, CIEIiajlicTa 3 Mpo0JieM JaBHLOEBPEHCHKOT KYIBTYypH
AOparama [nenbcoHa, sIKuil y mepeiniky HailOinbll XapaKTepHUX €JIeMEH-
TiB JaBHBLOI 1yAeHChKOI MY3MKH HA3WBA€ MOHOIUYHICTh BOKAJIHHOTO TI0-
XOJDKCHHS, IMITPOBI3aIliifHICTh Ha OCHOBI MEBHUX THUIIOBUX MEJIOAMYHUX
MaTTEpHIB, BEIMYE3HY pOjb OpHAMEHTalii, MOB’A3aHl 3 YCHOIO Iepeaa-
yero HacmiBiB (Idelsohn, 1992: 26-27), Ta cTBepmXKy€, IO 1i EIEMEHTH
Ta PUCH MOXKHA 3HAWTH B PENIiriiiHid Ta CBITCHKIM My3WLi MaroMeTaH Ta
CXiTHUX XPHUCTHUSHCHKUX LEPKOB» (Tam camo: 27). JliicHo, HaBeaeHa Xa-
PaKkTepHCTHKA LIIKOBUTO BiIOBiAa€ aTprOyTaM Bi3aHTIHCHKOTO PO3CIiBY
B Cy4YacHii epKoBHil mpaktuili. OTKe, BUKOHABIIEBI MOKHA 3aII03UYUTH
TICBHI PUCH II€T TPAJUIIIT, TaKi TK MAKCUMATbHA CRIGYYICMb, CHOKIUHA NO-
daua 38yKy ma pieHa OUHAMIYHA NIHIs.

Y P. Paiimonai ¢pasa mpocriBaHa MOJMTOBHO 1 3 BIiAMOBITHH-
Mu ¢apbamu TeMOpy (00’eMHE piano), 3 NpaBUILHUM (HOKYCYBaHHSIM.
I Bce  Taku mpoxaHHs Moiices BUXOIUTh 3aHAJTO CTPUMAHUM, JEIIO0
«CKIISTHUMY, OJIM)KYE 10 pPUMCHKO-KaTOJIHUIIBKOT TpaAUIIii, 10 HE 30BCIM J0-
pedHe: apke B KaTONHUITBI BiTHOIIEHHS 0 bora Tpoxw iHme, Oinbmn Bif-
croponeHe, Hixk B Crapomy 3anoiti. ToMy criBak y cBOEMY IpOYHTaHHI
BOKaJIbHO-CLIEHIYHOTO 00pa3y Ma€ 4iTKO MPOCTEXYBaTH CyMyTHI iCTOpHUYH1
peaJtii 3 METOO TOYHOI'O NEPEAAHHS lyXOBHOI'O 3MICTY OIIEPHOTO CIOKETY.
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BucHoBkm.

OmnepHi TBOpU 3axiHOEBPONEHCHKUX KoMIo3uTopiB XIX cromiTts
JEMOHCTPYIOTh CTally HasBHICTb 00pa3iB, IOB’S3aHUX 3 XPUCTHIHCHKOIO
peniriiHo TpaaMiliero, 30kpeMa 0i0miiinux. Lle BBeneHHs nepconaoicis,
SIKi TIOB’s13aH1 3 TIEPKOBHUM JKHUTTAM, 200 CIOMCEMHUX NIHIL ma MOMuUsis,
[0 PO3TOPTAIOTHCS HA TJIi XPUCTHSHCHKOI icTopii. B omepi k. Poccini
«Moiiceii B €rumnti» 3ycTpidaeMo BHIIAJI0K HAO11b11 HOBHOTO HAOIHKEH-
Ha nibpero mo ictopii 31 Craporo 3amoBiTy. Okpemuii 3HaK MPUCYTHOCTI
XPUCTHUSHCHKOT 00pa3HOCTI B CEMAaHTUYHOMY Psifli CBITCHKOI'O OIEPHOTO
TBOPY — LI€ JCAHP MOAUMBU, NPeOCMAaBLeHUll apiamu abo Xopamu.

CrocreperxeHHs HaJl BTUICHHSM PENriiHOT CEeMaHTUKH (CEOXKETHIMH CH-
TyalisIMH, XapaKTepaMH, TOBEIIHKOIO TepOiB, iesMU Ta 00pa3zaMu, iHTepIpe-
TaIlisIMA 3HAKOBHUX TIEPCOHAXKIB BiIOMUMH CITIBAKAMH) B OTIEpi POMAHTHIHOI
JI00M T03BOJIMIIN AIITH EBHUX BUCHOBKIB 1 I1I0JI0 OCOOJIMBOCTEN BOKAJILHOIO
IHTOHYBaHHS y MPOIIECi BTIICHHS 00pa3iB XpUCTUSHCHKOT TPAIHUIIIi.

— BoxkanbHe IHTOHYBaHHS € MOXIJHUM BiJl CrIocOOy MUCJICHHS i CBi-
torsiny. Tomy Hane)xHa yBara 10 pO3yMiHHSI BAKOHABLIEM XPUCTHSHCHKOT
00pa3HOCTI Ta CIOKETHKH € JTy’KE BAKITUBOIO JIJIS TOIIIBHOTO iHTOHYBAHHS
Ta NPaBUJIFHOTO BUKOPUCTAaHHS BOKAIBbHO-CIICHIYHUX MPUKAOMIB, IO J10-
roMarae afieKBaTHil iHTepIpeTallii Toro i iHmoro odpasy.

— Konu BokamicT mounHae po30upary Mmaprito, BiH Mae ofpasy 3po-
OWUTH TyXOBHO-CEMAaHTUYHUH aHANi3 My3HYHOTO TEKCTY, TOOTO 3pO3yMiTH,
YH € y Ji0peTo MeBHUH PeliriiHuil BIUIMB, UM MEPETYKY€ETHCS HOTO 3MiCT
i3 caKkpaJbHUMH CIOKETaMH, MOTHBAaMH, CHMBOJIAMH.

— Sk HaACMIOK, 3aTaJIbHAM CTHJIH IHTEpIIpeTallii HabyBa€e OMyKIIOl Xa-
PaKTEpPHOCTI, MCUXOJIOTIYHOI Ta ICTOPUYHOI MpaBad, My3UYHOI JOCKOHA-
J0CTi, a mpodeciitHa MaliCTepHICTh CITiBAKIB IMiIBUIIYETHCS 3aBISKH BHKO-
HAHHIO ONIEPHUX TBOPIB, 110 MOTPEOYIOTH AYXOBHOI 3pLIOCTi Ta KYJABTYPH.

— Slkmo iHTepmpeTallis apTHUCTOM BOKaJIbHOTO-CLIEHIYHOTO 00pasy
BiJINIOBi/Ia€ yXOBHO-PEIITIHHOMY 3MiCTy TBOPY, TO B IbOMY BHIIQJIKy BOHA
BTUTIOE 1 IPE3EHTYE INsAaueBi IEBHI CTOPOHHU AYXOBHOTO ifeany — XpUCTHU-
STHCHKOTO 00pa3y JIFOINHH.

OTxe, y HOCIiIKEeHHI PO3KPHUTO 3B’ SA30K OMEPH SIK CBITCHKOTO JKaHPY
3 XpUCTHSHCHKOI cucTeMoro 1inHoctel Jlrogunu Bipytouoi Ha rpyHTI Iy-
XOBHO-CEMaHTHYHOTO aHAII3y OIEPHOTO 00pasy.
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IlepcnieKTHBH AOCTiAKEHHS.

[Moganbimuii po3BUTOK 0OpaHa TeMa MoXe HaOyTH Y TOCIiKeHH] Ka-
MEPHHUX BOKJIBHUX TBOPIB, YMi MOETHYHI 00pa3y MIiCTATh XPHUCTUSIHCHKY
cumBoiky (rukmu «lllicts micenp Ha Bipmmi [emmepra», JI. berxosena,
«[ecarp 0i0miiiHuX micens» A. JIBopkaka, «HoTupu ceplo3HHX MiCHI»
. Bpamca Ta iHui), mpaBUIbHE BUCBITICHHS TyXOBHOTO 3MIiCTy SKHX JIO-
MIOMOYKE BUKOHABIICB1 Y BIPHOMY iHTOHYBaHHI TIOETHYHOTO TEKCTY Ta CTBO-
PEHHI aIeKBaTHOI XyAOXKHBOI iHTEepIpeTarii.

JIITEPATYPA

Anexcanzaposa, O. (2018). JlyxoBHO-ceMaHTUYHHUH MiAXiA 0 BUBUCHHS My3HIHO-
1o TBOPY. [Ipobnemu 63acmodii mucmeymea, nedazociku ma meopii i npakmu-
xu oceimu, 49, 4—18.

Hemuenko, K. B. (2019). I[IposiBiieHHSs eIeMEHTIB IPaBOCIABHOI KYJIBTYpPH B OIep-
Hilt TBopyocTi JI. Jlnuko (Ha mpukiani xopoBoi onepu «Pi3nBsiHe mAiHCTBOY).
My3zuune mucmeymeo i kynemypa, 28 (1), 72—89.

Hemuenko, E. (2017). )KaHpoBO-KOMITO3UIIMOHHBIE  CEMaHTHYECKHE OCOOEHHOC-
TH OTIEP-MHUCTEPHi B TBOpUecTBe KoMIo3uTOopoB X X—XXI BekoB. Europdische
Fachhochschule / European applied sciences, 3, 77-81. Stuttgart, Deutschland:
ORT Publishing.

Hemuenko, K. B. (2014). BrineHHs: eneMeHTIB MpaBOCIaBHUX TaiHCTB i Ooro-
Ciry00BUX TIOCIIIyBaHb y OINEPHOMY MHCTenTBi (Ha mpukiani «Cka3zaHHS
mpo HeBuaumuit rpan Kitex i gisy ®esponito» M. Pumcekoro-Kopcakosa).
My3uune mucmeymeo ma kynemypa, 20, 223-231.

Uepkammnaa, M. P. (1981). HamionanpHO-naTpioTHYHA TeMa B ONIEPHIH TBOPYOCTI
Poccini. Vkpaincoke myszuxosnascmso, 16, 129-141.

OHckas, E. (2011). Xpuctranckas TeMarnka Bo ¢paHiy3ckoil ornepe XIX crome-
tus. Y 36. Ceimoenso. — @inocoghisa. — Penicia, Bum. 1, cc. 122—-132. Cymu:
JABH3 «YABC HBVY».

Idelsohn, A. Z. (1992). Jewish music: Its Historical Development. New York:
Dover Publications.

Noske, F. (1973). Ritual scenes in Verdi’s operas. Music & Letters, 5 (4), 415-439.

Rossini, G. (1988). “Mos¢”. W. Sawallisch (conductor). Bayerische Staatsoper —
Nationaltheater. Monaco di Baviera. Available at https://www.youtube.com/
watch?v=4g9pnMzwgCQ


https://www.elibrary.ru/author_items.asp?refid=304157384&fam=Noske&init=F
https://www.youtube.com/watch?v=4g9pnMzwgCQ
https://www.youtube.com/watch?v=4g9pnMzwgCQ

84 Acniekmu icmopuyHo20 My3uko3Hascmea, Bur. XXX

Verdi — La Forza del Destino (2019). A. Pappano (conductor). Royal Opera House.
Available at https://www.youtube.com/watch?v=e-Z94ulo6bo

REFERENCES

Aleksandrova, O. (2018). Spiritual and semantic approach to studying a musical
composition. Problems of interaction of art, pedagogy, theory and practice of
education, 49, 4—18 [in Ukrainian].

Cherkashyna, M. R. (1981). National-patriotic theme in Rossini’s opera work.
Ukrainian Musicology, 16, 129-141 [in Ukrainian].

Enskaya, E. (2011). Christian themes in French opera of the 19th century. In
Worldview — Philosophy — Religion, iss. 1, pp. 122—132. Sumy: DVNZ “UABS
NBU” [in Russian].

Idelsohn, A. Z. (1992). Jewish music: Its Historical Development. New York:
Dover Publications [in English].

Nemchenko, E. (2017). Genre-compositional and semantic features of mystery
operas in the works of composers of the 20"-21% centuries. Europdische
Fachhochschule / European applied sciences, 3, 77-81. Stuttgart, Deutschland:
ORT Publishing [in Russian].

Nemchenko, K. V. (2014). Implementation of elements of Orthodox sacraments
and liturgical inheritance in opera (as an example, “The Legend of the
Invisible Kitezh City and the Virgin Fevronia” by Rimsky-Korsakov). Music
Art and Culture, 20, 223-231, https://doi.org/10.31723/2524-0447-2014-20
[in Ukrainian].

Nemchenko, K. V. (2019). The expression of the elements of Orthodox culture in
the opera works of L. Dychko (illustrated by the example of the choral opera
“Rizdviane Diistvo” — “Christmas event”). Music Art and Culture, 28 (1),
72-89, https://doi.org/10.31723/2524-0447-2019-28-1-72-89 [in Ukrainian].

Noske, F. (1973). Ritual scenes in Verdi’s operas. Music & Letters, 5 (4), 415-439
[in English].

Rossini, G. (1988). “Mose”. W. Sawallisch (conductor). Bayerische Staatsoper —
Nationaltheater. Monaco di Baviera. Available at https://www.youtube.com/
watch?v=4g9pnMzwgCQ [in Italian].

Verdi — La Forza del Destino (2019). A. Pappano (conductor). Royal Opera House.
Available at https://www.youtube.com/watch?v=e-Z94ulo6bo [in English,
Italian].


https://www.elibrary.ru/author_items.asp?refid=304157384&fam=Noske&init=F
https://www.youtube.com/watch?v=4g9pnMzwgCQ
https://www.youtube.com/watch?v=4g9pnMzwgCQ

Acniekmu icmopuyHo20 My3uko3Haecmea, Bur. XXX 85

Mpykyta Burtsev
Kharkiv I. P. Kotlyarevsky National University of Arts,
postgraduate student,
the Department of Interpretation and Music Analysis,
e-mail: padalica0l@gmail.com
ORCID iD: 0009-0003-0371-8720

CHRISTIAN IMAGES IN THE OPERAS
BY THE EUROPEAN COMPOSERS
OF THE NINETEENTH CENTURY

Statement of the problem.

Undoubtedly, the operas by G. Rossini, G. Verdi, F. Halévy, and G. Meyerbeer,
which appeared in the Romantic era, belong to secular culture. However, all of them,
in one way or another, used plots and motifs from the religious experience of people,
delineating the image of a man of faith (Homo Credens) as a cross-cutting theme of
art, the “crossing point” of the secular and religious worlds. Therefore, researchers
and performers of opera music face the problem of understanding the religious and
spiritual component of the opera genre through the assimilation of the imagery and
plot specificity and genre symbolism of the musical language, which goes back to
Christian services. The identification of Christian influences helps to understand the
depth of the spiritual content of the opera work, through musical symbolism to feel
the religious and ethical “resonances” of the existence of a new European person
who makes sense of his history, which is inseparable from Christian culture. This
makes it possible to reproduce both the objective factors of the Christian worldview
embedded in the plot, as well as the hidden meanings of the spiritual content of the
opera work, its musical and linguistic resources.

Objectives, methods, and novelty of the research.

The purpose of the article is to trace the connections between the vocal and
stage images of romantic opera with Christian religious themes, the interpretation
of which is often a performance problem for modern artists-vocalists.
The performance aspect of the problem of the presence of Christian content in
opera works has not yet come under the “focus” of the researchers of this topic.

The attempt to reveal Christian influences on the vocal and scenic images
of opera works in this article is carried out on the platform of spiritual-semantic
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analysis (Aleksandrova, 2018) of genre and stylistic specificity of the operas by
G. Rossini, G. Verdi, F. Halévy, and G. Meyerbeer.

Results and conclusion.

The opera works of Western European composers of the 19" century
demonstrate the constant presence of images related to the Christian religious
tradition, in particular biblical ones. This is the introducing of characters that
are connected to Church life, or plot lines and motifs that unfold against the
background of Christian history. In G. Rossini s opera “Moses in Egypt” we meet
the case of the most complete approximation of the libretto to the story from the
Old Testament. A sign of the presence of Christian imagery in the semantic range
of a secular opera work is the prayer genre represented by arias or choruses.

Observations on the embodiment of religious themes (plot motifs that go
back to Christian history, characters of personages related to church life, ideas
and symbols of Christianity, genre semantics, interpretation of iconic figures by
famous singers F. Furlanetto and R. Raimondi) in the operas of the Romantic era
led us to certain conclusions about the specifics of vocal-stage reproduction of
figurativeness of the Christian tradition.

e Jocal intonation is derived from the way of thinking and worldview.
Therefore, due attention to the performer’s understanding of Christian imagery
and plot is important for the correct use of vocal and stage techniques that
contribute to an adequate interpretation of the image and the work as a whole.

o If'the artist’s interpretation of the vocal and stage image corresponds to
the spiritual and religious content of the work, then in this case it embodies and
presents to the viewer certain aspects of the spiritual ideal — the Christian image
of a person, Homo Credens.

Therefore, revealing the connections between opera as a secular genre and
the Christian value system on the basis of the spiritual-semantic analysis of the
opera image contributes to the self-improvement of performers, the growth of their
spiritual maturity, general erudition and culture.

Keywords: opera; Christian images; Christian worldview, spiritual and
religious content; vocal intonation; prayer in opera, interpretation.
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OBPA3 BOIOPOIUIII
B KAHTATI B. ITYIIKIHA «SALVE REGINA»

Hlupoxe suznanus mysuxu B. IImywxkina, 30Kpema, UKOHAHHA 11020 MBOPIE
bacamovma CyuacHUMU XOPOBUMU KOLEKMUGamMu YKpainu, akmyanisye eueYeHHs
ti020 cnaoky, 0e Xoposa My3uKka npeocmasiena 3naunoilo mipoio. Ha cvoeoomi
xoposa meopuicme B. IImywkina tpynmogHo ne docniddcena. ¥ cmammi enep-
we y GimuusHAHOMY MY3UKO3HABCMEI 30ILUCHIOEMbCA aHAi3 ocobaugocmeli 8mi-
nennst 0bpaszy boeopoouyi 6 kanmami B. [Imywxina «Salve Reginay. Poskpumo
XY00HCHbO-PINOCOPCOLKY KOHYEenyito KaHmamu, 8UABLEHO 0COOIUBOCMI 8i0ME0-
PeHHsL 1T 207106H020 00paA3y, UAGLEHO CneyuqpiKy IHMOHAYIUHOL ma 2apMOHIYHOT
mosu, opamamypeii ma gopmu meopy. Iliocymosano, wo Kawmama cunmesye
pucu 6apouHoi My3UYHOI CIMUTICIMUKY MA CYYACHOT MY3UYHOI MOBU, 4 KAHOHIY-
HUL YEepKOBHUL meKCcm He 3aeavicae il sckpasit meampanvHocmi. Menoodis no-
cmae K Haubitbw yymmesuti ma emMoyiliHull KOMROHeHM IHIMOHAYIIHOCMI, MOOT
5K 2APMOHIYHA 86EPMUKALL OPIEHIMOBANA HA POHIYHY eKCNpecilo ACKPAUX Hemep-
yiesux cnig38yy, GeIUKUX Cenmarkopoié ma HOHAKOPOI8, 3ANYYeHO U CeMAHMUKY
MOHANBLHO20 PO36UMKY. IHMOHayiliMi apKu, 1eiumaxkopou, NPUHYUN HACKPI3HOT
Opamamypeii, KoHmpacmme 3iCMagients enizo0ie ma YacmuH yinoeo y KaHmami,
He38axCaroyu Ha KamepHicms gopmu, c8iouams npo CUMOOHIUHICb MUCTEHHS
Komnosumopa. My3uka kanmamu 3Ha4HO PO3UWUPULA PAMKU MOTUNMOBHO20 MeEK-
cmy i sugena 1io2o Ha pigenv inocogcvkoeo ysaeanvrenns. Obpas /ieu Mapii
CMAc HOCIEM NPUXOBAHOZ0 CMUCTY, CUMBOIOM OYXOBHO20 CHIAHOGIEHHSL TOOUHU.
Kpisv 06paz Bozopoouyi y meopi ucgimaroromucs piszHi emanu 0yX08H020 ULIAXY
J00uHU 00 niznanns boea. Kojcna 3 wecmu 4acmun Kanmamu € My3udHum 8io-
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MBOPEHHAM NEBHO20 NePiody il OYXOBHO20 HCUMMIA: HAPOONCEHHS — CIMPANHCOAH-
HS — 8I0UQll — NPOMeCm — NPOCEIMILEHHSL — 8i0POOINCEHHSL.

Kntouoei cnosa: Oopasz Boeopoouyi; xomnosumopcvka inmepnpemayis, ce-
MAHMUKA,; XYyO0AICHbO-PINOCOPCbKA KOHYenyisl.

IHocTanoBka npodsemMu.

OpmHUAM 3 HAHOUTBIT TOMITHUX MPEACTABHUKIB XapKiBCHKOI KOMIIO3H-
TOPCHKOI IIKOJIM APYTOi ojoBuHU XX — novyarky XXI cromite € Boosu-
mup [Itymkin. TemaTnyne Ta >kaHpOBE PO3MAITTS HOTO TBOPUOCTI MOBHOIO
MipOI0 BifoOpaskae MUPOTY XyAOXKHIX TOTIISAIB, BIIKPUTICTh MHUTIS Bi-
SIHHSIM 4acy: KOMIIO3UTOP HEPiIKO MOpYIIye HAHOLIBII TOCTPI MHUTAHHS,
y TOMY 9nCIi marpiotnyHi. beamekHa 1100608 MUTIA 10 baTeKiBIIMHN 3MYy-
cuiia foro mijg yac 60HOBUX Jiil 3aMUIIMTUCH Y XapKOBi, MOMPH CTPAIIHi
O6omOapayBanHs Ta obcTpinu micta. Y kBitHI 2022 poky B. Iltymkin mi-
ITIOB 13 KUTTS.

VY TBOpUiii caAIKMHI KOMIIO3UTOpa XOPOBa My3HKa PECTaBICHA 3Ha-
YYIIUM TUTACTOM, IO TIOB’A3aHO 3 HOT0 0araTopivyHOO CITBIPAIEo 3 Pi3-
HOMaHITHUMU XOPOBUMH KOJIEKTUBAMHU. AKMyanvHicmy memu Ti€l cTarTi
3yMOBJICHA [IUPOKUM BU3HAHHIM MY3UKH KOMIIO3UTOpa y npodeciiHoMy
Ta aMaTOPCHKOMY CepeoBHINax. MarHeTH9Ha CUIIa, SIKOI0 HAIIJICHI TBOPH
B. Iltymkina, cpusie ix NOUIMPEHHIO Ta MOABI Y penepTryapax 0araTrbox
CY4aCHHUX XOPOBHUX KOJIEKTHBIB YKpaiHu.

Ananiz ocmannix docnioxcens ma nyénixkayii. Ha cborogni xoposa
cnagmuHa B. IlTymkina rpyHTOBHO He nociimxkeHa. € MOOAWHOKI CTar-
Ti OKpEMHX MY3HKO3HABI[IB MIPO JAUTSIUY MY3UKY, My3UKY JI0 T€aTpabHUX
BUCTaB, KAMEPHI BOKaJIbHI Ta IHCTpPYMEHTaJbHI TBOPH, 30Kpema ¢opre-
mianHi. DopTenmiaHHa CKJIaoBa TBOPUOTO MTOPOOKY XapKiBCHKOTO MHT-
I B OCTaHHI 4acu BucBiTIOBasack E. bonmapenko (2014), 1. Centoxom
(2017), T. I'epmoBoto (2019), 1. XKyxoscrkoto (2022); kaMepHO-BOKAJIbHY
TBOPYICTh po3nisiHyTO y crarTsax 1. JIpaud (2009), A. Kpasuenko (2018),
H. TImtoroukinoi (1996), iHCTpyMEHTanbHO-OPKECTPOBY — Yy CTarTIX
I'. Kynepmana (2002), 1. IT’starmpkoi-ITozgaskxoBoi (2016), I. CaBuenko
(2018). desxi pozaymu mpo TearpanbHy My3uky B. IITymikina 3HaxoquMo
y M. Uepkamunoi-I'y6apenko (2002), H. Muxaiinosoi (2009).
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Ha po3misini myxoBHEX (pemiriifHuX ) TeM 1 KaHpiB B YKpaiHChKii My3H-
i Mexi XX—XXI cromite chokycysana yary O. Komenna (2006). 3B’ s13ku
CBITONIAHMX 3acall, $inocodchKoi Mo3uLii KOMIO3UTOpa 3 0COOIMBOC-
TSIMH TEXHIKWA HAIMCAHHS MY3WYHUX TBOPIB € MPEAMETOM IOCIiIKCHHS
Y CTaTTi KOJICKTHBY BiJOMUX YKpaiHCHKHX My3uKo3HaBIliB (Aleksandrova
& Samoilenko & Osadcha & Grybynenko, & Nosulya, 2021).

HyxoBHoi cki1anoBoi xopoBoi TBopyocTi B. [ITymkina 6e3mocepennso
crocyetbest aucepranis 1. Bepounpkoi-LUlokot (2007), ne Oymno po3misHy-
TO «YKpaiHCHKUI pexBieM» mam’siTi xepTB Tparenid XX cromitts (1999)
Ha cnoBa C. Canensika Ta BU3HAUYCHO POJIb TBOPY B PO3BUTKY JKaHPY PEKBi-
eMy y XX cTOmTTi. XapakTepHOIO 03HaKolo Liei komno3uuii B. IItymkina
€ ornopa Ha (OJBKIOPHI JpKepesa, a MOEJHAHHS 00pa3iB, MpUTaMaHHHUX
YKpalHCHKOMY CBITY, 13 3aXiTHO€EBPOIEHCHKOIO TPAAMIIIEIO )KaHPY CIIPHSIE
CTBEPIPKEHHIO Y TBOPI i/1€1 BCECBITHBOI €JHOCTI Ta CKOPOOTH.

Sk cumBon ykpaiHchkoro BingpomkeHHs, 00’€IHYIOUN pPi3HOMaHITHI
XyAOKHI cMucny, moctae kantara B. Iltymkina «BecHsHi macTopaii».
Posrnsimaroun 1ieit TBip, HanMcaHuid Ha Bipii MoeTiB enox CepeaHboBIYUs
ta Bimpomkenns, A. KpuueHkoBa 3a3Hadae, IO Y HBOMY illes BiIpo-
JOKEHHS CIIONyYaEThCS 3 1MMIIYHICTIO Ta MACTOPANTBHICTIO, PeaTi3yl0urcCh
y KOHLEMLIT SIK TUKIIYHOCTI CBITOOYIOBH, TaK 1 pO3iMKHEHHS 11 y Bi4HICTh
(Kpuuenxkoga; 2015: 215).

Sk MoxHa TO0AaUUTH, TKIHHA 0 PO3KPUTTS CKIAJHUX CHMBO-
TYHUX 00pa3iB € OJHIECI0 3 THX PHC, IO XapaKTePHU3YIOTh XOPOBY TBOP-
yicte B. [Itymkina. Came TakuM, «pO3IMKHYTHM Yy BI4HICTB», € 00pa3
HiBu Mapii, 10 sSIKOT0 KOMIIO3UTOP 3BEpHYBCS B KaHTaTi «Salve Reginay.

Mema uici cmammi — PO3TISIHYTH OCOOIMBOCTI BTIJICHHS 00pazy
Boroponutii B xopogiii kanTari B. [Itymkina «Salve Reginay, mo motpedye
BHUKOHAHHS HHM3KH 3@60aHb. PO3KPUTH XYIOXKHBO-()IT0CO(PCHKY KOHIEI-
LiI0 KaHTaTH, BUSBUTH OCOOJIHMBOCTI BiITBOpeHHs 00pa3y boxkoi Marepi
B KaHTarTi; BUSBUTH cHenu]iKy iHTOHAIHHOI Ta TapMOHIYHOI MOBH, JIpa-
Martyprii Ta popmu TBOPY.

Haykoea nosusna 0ocnioxycennsa ToNsTae B TOMY, IO aHAIi3 0CO-
OonuBocTel BrineHHs oOpasy boropomuni B kanrtari B. Iltymkina
«Salve Reginay 3a1iiCHIOETbCA 6nepuie Y BITYU3HIHOMY My3UKO3HABCTBI.
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Memooonozia oOocnidicenns. 3aCTOCOBaHI: ICMOPUYHULL MeMOO,
BIIPOBAKEHUH 331 pO3IVIsILy TyXoBHOI TBopyocTi B. [ITymikina B KoH-
TEKCTI XYHOXHIX TEHICHIH ENOXW; CUCMeMHUU Memoo, IO IO3BOJISIE
aHaJli3yBaTH MYy3WYHHI TBIp 3a BCiMa PIBHSAMH MYy3MYHO-ECTETHYHOI IIi-
JCHOCTI, BiJj OKPEMHX €JIEMEHTIB MY3UYHOTO TEKCTY A0 peaii3amii BUKO-
HAaBCHKOI KOHIICTIIIIT; HCaAHpOB0-CMUIb08ULl ni0Xio, 3 METOIO BCTAHOBIICHHS
YKaHPOBUX Ta CTUIILOBHX pHC KaHTaTh «Salve Regina»; cepuenesmuynuii
Memoo — 33T pO3yMIHHSIM CMHUCIIOBUX OCOOMMBOCTEH TpakTyBaHHS 00-
pasy TBODY; iHmoHayilinull aHani3, YBEASHUHN 3 METOIO PO3KPHUTTS XyHTOXK-
HBOTO 3MicTy KaHTaTH «Salve Reginay.

Buknaan ocHoBHOro Marepiany.

Boroponuns € ogHiero 3 neHTpalbHUX MOCTATEH TyXOBHOI KYJIBTYpH
CBITY, sIKa HAlO1JIBIII BIIAHOBAaHA Y XPUCTUSHCHKIN KyIbTYPHIN CIQAIINHI.
VY XX cronitTi TpaktyBaHHs 00pa3y boroponuili HabyBae CHHTETHYHOTO
XapakTepy, MOEIHY€E CXiIHY Ta 3axigHy XPUCTUSHCHKI Tpaawmii. IcHye
BEJIMKa KUIbKICTh KaHOHI30BaHWX MOJMTOBHHX 3BepTaHb 10 JiBu Mapii,
AKi, He3BaXKAI0YM Ha MEBHY PI3HHULIO Y PO3YMiHHI LBOTO 00pasy, maii-
K€ He 3MIHIOIOTh Horo cyTHicTh: Marip boxa, Ilpecnasna IlpucHoninsa,
IIpecsra boropoauis, Cesata Mapis (Sancta Maria), [lapuns Hebecna
(Regina Caeli), Salve Regina, Ave Regina caelorum, Ave Maria, Alma
Redemptoris mater, Ta iHmmn. ¥ My3u4HOMY BTLIEHHI MapiaHcbka (TOOTO
npucssiueHa JliBi Mapii, boropoguuna) TemaTuka HE3MiHHO MOCTA€E SIK
HOCI# TOJIOBYIOUMX OCHOB JIFOJICHKO1 TyXOBHOCTI, i1eary. Tomy came Mapi-
AHCBKi JYXOBHI TEKCTH Hall4acTillle BUKOPUCTOBYIOTHCS KOMIIO3UTOPAMH.
o mmx 3Bepramucs JI. Bitropia, k. [Tanectpuna, M.-A. lllapmanTse,
A. Ckapmnarri, A. BiBanbni, I'. I'engens, ®. Jlict. ®. lllyGept ta 6arato
iHMMX MalcTpiB; y Oinbin mi3Hi yacu — @. Ilynenk, A. [lapt, O. Jlarpi
Ta 1HIII.

TBopM AyXOBHOTO HampsMy MOCIJAIOTH BaXKJIMBE MicLie 1 y TBOPYiH
CIIAIIIMHI MPOBITHUX yKpaiHchkux MuTIiB: JI. Jlmuko, I. I'aBpuiers,
€. CrankoBuua, B. CunbBectpona, JI. I'paboBcbkoro, A. Kapamanosa,
B. Kamincekoro, B. Pynuaka, 1. IllepbakoBa, cepen XapKiBCBKHX KOM-
no3utopiB — O. lleruncekoro ta B. IlTymkina. J[yXoBHa KOMITO3HUITiS
B. IItymkina — kamepHa xanrara «Salve Regina» — crana 3HauHUM BHe-
CKOM y CKapOHHIIIO HAIIOHATLHOI MY3UYHOI KyJIbTYPH YKpaiHH.


https://ru.wikibrief.org/wiki/Francis_Poulenc
https://ru.wikibrief.org/wiki/Arvo_P%C3%A4rt
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«Salve Regina» — onmuH 3 4OTHPKOX TIMHIB, IpucBsaeHnx JliBi Mapii,
OI0 BHUKOHYIOTBCS Y paMKaxX XPHUCTHSHCBKOTO JITYypriyHOTO KajeHza-
ps xKaronmuipKoi Hepksu. ['iMH Oyio 3anmcano y XII cromiTri B AGarcTsi
Kimtoni. s MonuTBa Oyna momynsipHa y CepelHbOBIYHHX YHIBEpCHTETaX
SIK BewipHs micHA. Tako BOHa CTajla YaCTHHOIO PUTYyally OJlarocjioBeH-
HS Kopadus, ToMmy ii ayxe manyioTs Mopaku. 3 XVIII cromiTra monuTsa
«Salve Regina» mounHae BUKOPUCTOBYBATHCA y HEPKOBHUX CITyk)O0ax.

Ho texcty miei MonuTBHU 1 3BepHYBCs B. [ITymikiH y cBOiif TyXOBHIii
kaHTari. Llei TBip Mae JBI pefakiii: Jyist AUTIYOrO XOPY Ta CUM(POHIYHOTO
opkectpy (1996) i ans mimanoro xopy Ta cuMdoHigHOTO OpKecTpy (2004).
Hesenmkwuii 3a o6csirom Teket MmonuTBU B. IITymkin po3roprae y 1ocuth
BEJIMKHI 32 PO3MIPOM TBip — KAMEPHY KaHTATYy.

KoMmo3uTop BUCOKO IiHY€E 3MiCT MOJIMTBH 1 TTparHe MiIKpeCIuTH HOTo
3HaueHHA My3U4IHUMH 3acobamu. O0pazHo-(hinocodChKuii 3MIiCT KaHTaTH
Ha0araro mupIie, Hi>k KaHOHIYHUHN TeKcT «Salve Reginay. 3aBnsku My3nd-
HO-JIpaMaTUYHIM KOHIIEMI[IT TBOPY MOJUTBAa HaOyBa€e ITMOMHHUX 3B’S3KIB
i3 (1ITOCOPCHKOI0 TEMOIO B3aEMOBITHOCHH JOMUHU Ta bora, sika XBuiTtoe
JFOZICTBO NPOTArOM 0araTrbOX CTONITH Ta HAJUXA€ MUTLIB HA CTBOPEHHS
LIeIEeBPIB.

BiguyBarounm rocTpy axTyaJbHICTH I[bOIO TBOPY, KaHTarToOO
B. IItymkina 3amikaBuirch MpoBigHi XxopMelcrepu Ykpainu. Teip OyB Bu-
koHaHWH Benmukum qutsunm xopoM HartionansHoi pagiokoMmnaHii Ykpaiau
(mmix xepiBannTBOM T. Kormmiosoi), xopom «CkBopymrkay — Hapogaum xy-
JOKHIM KOJIEKTUBOM XapKiBchkoro obnacHoro [lanaiy nuta4oi Ta :oHamb-
koi TBopuocTi (i kepyBaHHsaM FO. IBarnoBoi). [li3Hime kaHTaTy B penakiii
JUISL MiLIIAHOTO XOpy BUKOHYBaB X0p XapKiBCHKOTO HAIIOHAIFHOTO YHiBEp-
cutery muctenTB imeHi I. [1. Kotnsapescbkoro (kepiBauk — C. [Ipokonos).

MonuTBa Ma€ BChOTO AECATH CTPOQ, sIKi KOMIIO3UTOP PO3MOILIAE MiX
uricTbMa 4acTHHAaMHU TBOPY. TOOTO KOXKHa 4acTHHA Ma€ OIHY-ZBi CTpO-
(u, AKi TOBTOPIOIOTHCS NEKUTbKa pasiB, 3aBIASKA YOMY aBTOP Ma€ 3MO-
Iy My3UYHHMH 3aco0aMH PO3IMIMUPUTH CEMaHTHYHE HAllOBHEHHS 00pasy.
[lounHaeTbCsl KaHTaTa HEBEJIMKHM OPKECTPOBUM BCTYIIOM, IO BBOAMTH
CIIyXadiB B aTMOC(epy CIIOKOI0, METUTAIlli. Yci 3ac00M My3HIHOI BUpa3-
HOCTI cIpsAMOBaHi Ha cTBopeHHs o0pa3y Llapuni HeGecnoi B ii umcrori
Ta HenmopouHocTi. ToHansHiCTs B-dur meproi yacTHHM, CeMaHTHKA SKOI,
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y po3yminHi, Hanmpukian, K. [lybapra, — «pasmicHa JIF000B, 9UCTE CyM-
JIHHS, Hais, MParHeHHs 10 kpamoro ceity» (Schubart, 1806: 377), aco-
MIFOETHCS 3 HAPOHKEHHSM HOBOTO KHUTTS, IO I HE 3HA€ aHi 000, aHi
cTpaxnanb. Ha (oHi opkecTpoBOro 3By4aHHsS B YHICOH Ha p BCTYIA€E XKi-
HoYa Tpyna xopy. HactynHe moctymnoBe HamapyBaHHS TOJIOCiB BUPOCTA€
y TIPO30prii KOHCOHAHTHUI aKOpJ, CTBOPIOIOYH «E(EKT CBITaHKY». 3MicCT
1i€1 YaCTUHU HACIiAye iet0 cBiaTa braropilieHHs: y el JeHb IO Mpi-
FOTB MPO MIACIHBY JOIIO Ta PO3MiPKOBYIOTH ITPO CBOE MicCIIe 1 MpU3HAYCHHS
y cBiTi. CsiiBo, sike BunpoMintoe vk [lapuii HeGecHoi, HIOU omycKaeTh-
cs1 3 Hebec Ta oKyTye 3eminto. KoMno3uTop Tpudi MOBTOPIOE TEKCT 13 pi3-
HOIO0 TapMOHI3alli€lo, HIOW BHCBITIIIOE MUK Boropoawmili 3 pizHUX OOKIB.
Ha cnoBax «misericordiae» (Muiiocepisi) BHHUKAE IMepiia KyJlbMiHaLlis
YaCTUHM, MiJKpECIeHa BUKOPUCTAHHIM AMCOHAHTHOIO aKOpAY HETepliie-
BO1 CTPYKTYpH.

Hactynnuii enizon nmoBeprae ciayxadiB y IEPBICHUH CTaH CIIOKOIO Ta
CHODISIABHOCTI. ABTOP BUKOPHCTOBYE OLIBIN MIUTbHY (HaKTypy, HACHUYE
ii AucoHaHcaMu. 3aBASKH aplePKOBaHUM aKOpAaM LIICTHAALSATKAMHU B Op-
KecTpi 00pa3 cTae OLIBIIT CXBIIIBOBAHUM Ta eMOIiitHIM. HanpyskeHHs BU-
JIUBAETHCS Y HEBEIIMKOMY OPKECTPOBOMY PO3JLI, IO Mepeaae arMmocdepy
HECITOKOIO, CyM’SITTA (ITyHKTHPHHUHA PUTM, CEKCTOIi), HIOM mmormepemxae
PO HACTYIHI MIEPENOHY, IO CTABHUTH XXUTTA. Hanmam My3uka HEeMOB Hece
BiIOMTKH LILOTO OPKECTPOBOTO €Mi301y. X0poBa (akTypa HAaCUUYEThCS Ha-
MPY’KEHUMH aKOpAaMH, a OPKECTPOBa MapTist cTae OibII APaMaTHIHOIO,
HaBiTh €K3aJILTOBAHOIO.

3aKiHYy€eTbCA YaCTHHA HEBEIIMKOIO KOOI, JIe aBTOP BUKOPUCTOBYE
niepii 1Ba cyioBa MosuTBU. Koja moOynoBaHa Ha CTUCIOMY BUKJIaIi MaTe-
piay rmepioro emi3o/y i MoBepTae CIyXaviB y CIOMIAIATEHO-ITITHECEHHH
CTaH TrapMOHii Ta CIOKOI0. TakuM YMHOM, y TEepIINi YacTHHI, IO CKJa-
JA€ThCs 3 YOTHUPHOX EMi30/iB Ta KOaW, mpeacrasieHo obpas3 boropoawmii
y IUHAMIYHOMY PO3BHUTKY, BIATIOBIIHO IO IYIIEBHO-EMOITIHOTO CTIpHiA-
HATTS Horo JroauHO. He3Bakaroum Ha KUIBKICTh, HAa TIEPIIMIA TOTISI,
PO3pI3HEHHUX eIi30/1iB, ApaMaTypris YaCTHHHU IPUPOIHA Ta BPIBHOBAKEHA.
BiyuHo oxapakrepu3yBajia 0COOIMBOCTI IpaMaTypriqHoro pO3BUTKY TBO-
piB komno3zutopa 1. JKykoBcbKa: «...IpOMOPLiHICTE 1 Mipa y BUKIaJCHHI
Marepiary — K Yy BEpTUKaJIbHOMY BUMIpi (piBHOBara y CIiBBiIHOIIICHHI
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TJISTHOK IIITBFHOI Ta TMPo30poi (hakTypH), TaK i B TOPU30HTAIEHOMY (pO3-
BUTOK MY3UYHOI 1/1€1 3aBXK /1M [TOB’I3aHUH 3 HAPOUY/l IPUPOAHUM TUIMHOM
My3W9HOTO 4acy). KyiapmiHamiiiHa 30Ha po3ropTaHHs MY3HYHOI TI€EBOCTI
HACTae, SK MPaBUIIO, Y BIAMOBIAHOCTI 3 TPAAMIIMHUMU KIACHYHUMHU MO-
JeNsIMH: MOMEHT HalBHIIOT HapyTH 30iraeTbes abo 3 TOUYKOIO 30JI0TOTO
nepeTrny, ado popmye sickpaBUi “3HaK OKIHUKY’ Y (piHaIBHIM 30HI TBOPY»
(PKyxogBchka, 2022).

Jpyra yactuna xanratu (Andante) «Ad te clamamus, exsules filii
Hevae» («/lo Tebe B3uBaemMo, BUTHaHIl, TOTOMKH €BU») BTUIOE 00pa3
CTpaXXTaHHS, TSHKKUX PO3AyMiB JtonuHU. KOopoTKi HU3XiHI iHTOHAIIT Op-
KECTPOBOI TEMH 3 PIBHOMIPHUM PyXOM y 0acax HaraayroTh TpaypHY XO.y.
XopoBa TeMa BUKJIaJIcHa B YHICOH Y HU3bKil TECUTYPI, 110 TOCHUIIIOE aco-
miamii 3 oOpa3zaMu AYIIEBHUX MYK Ta CTPaXKIaHb. ABTOP BUKOPHCTOBYE
TYT NPUOM HalIapyBaHHS (aKTypH, IO BXKE 3 SBISBCS paHille, JeKiIbKa
pa3iB HOBTOPIOIOYM OKPEMIi CJOBa Ta CIIOBOCIONYYEHHS MOJHMTBHU, PO3-
CBIUYIOUM X HOBUMH TeMOpoBUMH OapBaMu. KopoTki, THyYKi 3a MeJo-
Ji€r0 Ta TUHAMIKOI0 XOpOBi (pa3u HIOM MeperutiTalThesa y nays3ax 3 op-
KECTPOBOIO TKAaHWHOIO, HATaayIOUHd CBOEPITHUN MIialoT MK JIFOMUHOIO
ta Muitocepaow 3actynHuiero HebecHoro. HacTynmuuit emizon yacTuHU
HE KOHTPacTy€e TEMaTW4HO, TYT aBTOP BHUKOPHCTOBY€E T'apMOHIYHI 3icTaB-
JICHHSI JTANEKUX TOHAJIBLHOCTEH. 3aBAsKH TOSBI as-moll’HOro Tpu3ByKa
My3HKa MPOCBITIIOETHCS — 3’ SIBISIETHCS Hagis Ha Kpamie. IlocTynose Te-
CUTYpPHE TiABHUIIEHHS 3iCTaBlIeHb, HAKOIMYCHHS EMOIIIHOT HAIIPyTH TIPH-
3BOIUTH A0 KyJIbMiHALii YaCTHHU — LIe PO3TOPHYTUH XOPOBHIA BOKaJi3, BiH
BHUKOHYE QyHKIif0 cepenuan (hopmu. lllupoka 3a niamazoHoM eHepriitHa
MEJIOJisA, IO PO3MOAUISETHCS MK COMPAHO Ta aabTaMu (YOJIOBIYI TOJIO-
CH MiITPUMYIOTh TAPMOHII0), OPKECTPOM 13 TPIOJBHUM PUTMIYHUM Ma-
JIIOHKOM, 3arajibHe TEMIIOBE 3PYIIEHHS (con moto) BUSBISIOTH HOBI Tpa-
Hi 00pasy TBopYy. MoXIHUBO, 11e OnaraHHs JIOAMHH, KPUK ii TOHIBEYEHOT
Iymri. BimOuTok AymIeBHUX CTpakaaHb (TIOSIBa B OPKECTPi TpioJyie) Hece
B c00i 1 cCKOpoueHa penpu3a YacTUHH. Y Hill aBTOp cTUCKae GopMy 3aBls-
KM BUKOPUCTAHHIO KOPOTKHX MOTHBIB Ha IIOBTOPEHHI CJIOBa «clamamusy»
(B3uBaemMo). BakiuBUM BUpa3HUM €JIEMEHTOM, IO BijOuBae oOpa3HuUit
3MICT MY3UKH, € BUKOPHUCTAaHHS CKJIaJHO-MIIIAaHUX PO3MIpIB y KpalHiX
po3minax dactuHH. CaMe HEpiBHOMIPHICTh PYXY CIIOPIAHIOE METIOAUIHY
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IHTOHAIIIO 3 JKMBOIO JIFOJCHKOI0 MOBOIO. Ilommmbimoe oOpa3 cTpakmaH-
HS 1 TOHAJBHICTE gis-moll, Hepinka B pekBiemax, 0apBUCTO CXapaKTepH-
3oBaHa K. Illybaprom: «Gis-moll — Ge3nrompko, po3daBieHe A0 3aAyXH
ceplie; TOJIO0CIHHSA, 1[0 CTOTHE Ha MOJABIHHOMY XPECTi; Bakka OOpOThOa,
OIIHMM CIJIOBOM, BCE€, L0 TSDKKO MPOHM3AE, € (apOoio 1i€l TOHATBHOCTI»
(Schubart, 1806: 379).

Tperst wactuna (Largo) «Ad te suspiramus gementes et flentes in
hac lacrimarum valle» («/lo Tebe 3iTXaemo, CTOTHEMO i ITA4eMO Y Iii
JIOJIMHI CJTi3») Iie MIKOIIe 3aHyPIOE Y CTaH BiJYaro Ta JYIICBHOTO OOIO.
KoMr1io3uTop cTBOprOE BiTUyTTs MIOBHOTO 3HECHJICHHS, OE3HAMIIMHOCTI Ta
cTpaxy. Acoriarlis 3 TpaypHOIO XOIOI0, IO 3apOJMiIach y TOTEPEaHii
YacTUHI, TYT OTPUMY€ MPOJOBKEHH: Ta HaOyBa€ OB SBHOTO BTIJICHHS.
I'mubuHn npaMaTu3My J0Ja€ TOHAJIbHA MIHIHBICTh. CEMaHTHYHI SKOCTI
MIHJIMBOCTI a-moll — d-moll (ocTaHHS TeX NMpUTaMaHHA TIauyaM i peKBie-
MaM) TiepeatoTh ITHOWHY BiA4aro MyIii, eMOIiiHE 3HECUIICHHS. 3aBIsKH
3iCTABJIICHHIO IIUX JIBOX TOHAJIBHOCTEH BUHUKAE €(EKT KOJNMBAHHA Ha-
CTpPOIO, HEBU3HAYCHOCTI JIFOJICHKUX MMOYYTTiB, METaHb MIXK HAJIi€I0 Ta PO3-
mmageM. OpKeCTPOBHIA BCTYII, TOOYIOBAHMM Ha KJIacTepax, 3aBISIKN TOBLITb-
HoMy Temny (Largo) Ta BUKOPHCTAHHIO JIOBI'MX TPHBAJIOCTEU JTOBOIAMTH
eMoIIifHe HaIpy>KeHHS 10 MaKCUMyMY. [HTOHAITiT HU3XiTHOTO ITiITOJIOCKY,
10 3BYYHMTh Y BHUCOKOMY DETICTpi, HaraJayrTh IUlad. XOpoBa T€Ma CKH-
JAETHCS HA TSDKKWA CTOTIH JIFOAWHU, IO ONMHUIIACS y TACTI )KUTTEBUX
Herapas3miB. CMHCIIOBI aKIEHTH — 0araTtoKpaTrHi IMOBTOPEHHS OCOOJIHUBO
3HAYYIIMX CIIiB, BIIOKPEMIICH] May3aMH, 110 PO3AUISIOTh TEKCT YaCTHHH,
HEMOB 3yIIHHSIOTh MY3HUYHUH pyX — pyX Koneca xutts. [Ipu ipomy 6e3me-
PEPBHICTE pyXy 3a0e3neuye opkecTpoBa maptis. CXBUIBOBAHUIN HACTPii
I IKPECITIOE THYYKa TuHaMika. My3udHult 00pa3 crae BTUIEHHSIM 3By4YaH-
Hs1 TOJIOCY BipH, SIKAH, TIONPU BCE, CIIOHYKAE JIIOMUHY MPOJOBXKYBATH PyX
TEPHUCTUM >KUTTEBUM IUITXOM.

Temarnanuit Marepian 1i€i YaCTHHA MICTUTH IHTOHAITI1, CXOXi 3 TeMa-
TU3MOM Jipyroi yacTuHU. OcoONMBO 1€ BiAUYBAETHCS HA MMOYATKY XOPOBOT
TeMHU, e 30iratoThcs nepiii ciaoBa «Ad te» («/o Tebey). ko y nepromy
BUTIAJIKy T€Ma OIYCKAa€ThCS Ha CEKYHY, TO Y IPYroMy — HiOM «IpoBaTio-
€TBCS», TYONSYHCh y O€30IHI Biyaro — JIOMUHA HE Mae CHJI OOPOTHCA.
VY kynpmigamii Ha cioBax «lacrimarum valley (monmwHa cimi3), BUpIIICHOT
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3 BUKOPUCTAHHSIM XOPOBOTO YHICOHY Ta aKOPAOBOIO CKIaiy, Tope Ta Bia-
Yail ocAraroTh HalOLIbpmOl mMOMHN. OpKECTp Ta XOp TICHO B3a€MOJI-
10Th, JIOTIOBHIOIOYM OfHE onHOro. Komm y xopi aBTOp BHKOPUCTOBYE I0-
BTl TPHBAJIOCTi, OPKECTPOBA MMAPTisi HACHYYETHCS PYXOM, IO HA/IA€ MY3H-
ui auHamizmy. OcTaHHI TakTH MOBEPTAIOTh MEPBICHUI XapakTep oOpasy,
TPUYi TIOBTOPEHE CIOBO «gementes» («CTOTIH») CHMBOJIZYE OE3BUXIIIA.
lapMoniyHa MOBa YaCTHHH TEX CHPUSIE BIITBOPSHHIO MiHIUBOCTI OYYT-
TiB JIIOMWHM: 3’ SIBIIAIOTHCS HECTIOAIBAHI aKOPH, anbreparlii. SIckpaBuii BU-
pa3Huii CMUCI Ma€ OCTaHHINA XOPOBUH aKopi — CEKCTaKOPH fis-moll, sikuii
HECITOJ[IBAaHO 3’ABISETHCS Y TOHAIBHOCTI a-moll. Axopy 3aBucae y mpo-
CTOPi K HEBUPIIIEHE MUTAHHS, @ COJI0 TOO0sI B OCTAHHBOMY TaKTi 3ByYHTh
SIK MEPEXTIIMBE CBITIIO Ha/ii, 10 3aBXKIH 3aJUILAETHCS TTONPH BC1 )KUTTEBI
BUIIPOOYBaHHS.

VY THITIOUY «3BYKOBY THILY» HAlPHUKIHIII TPETHOI YACTUHH TPHUBOKHUM
BUXOPOM BPHBA€ETHCS MY3HMKa 4YeTBepToOi YacTHHH, «Eja ergo advocata
nostra» («OTke, Hallla 3aXUCHHUIISL, 3BEPHU HAa HAC CBOT MHJIOCEP/IHI OUi» ).
Bomna crae mepenoMHOI0 y XyI0KHIH KOHIENLii KaHTaTH, 00 Hagasi o0pasu
CTalOTh ONITHMICTHYHIIIE, HATIOBHIOIOTELCS CBITIIOM Ta JIFO00B 10, 2 My3HKa
Bpakae CBOEI0 Millito. DakTypa 1i€i YyacTUHU NOTi(OHIZYETHCS, OPKECTPO-
Ba IMapTis, CIOBHEHA €HEPTii Ta HaNpy>KEHHS, PO3TOPTAETHCS Oe3mepepB-
HUM PYXOM HIICTHAIISATKAMHU Ha KIITAIT perpetuum mobile, 3’ ABISIOTHCS
XpoMaruyHi nmacaxi. Ha 0apoyni BUTOKM BKa3ye MOTOpUKA OCHOBHOTO MY-
3UYHOTO MaTepialy YaCTHHH, IO aCOLIIOETHCS 13 KOHIEPTHO-BIPTYO3HUM
cTuiieM Tiei enoxu. PenpedHo Ha GoOHI CynpoBOAY OpKECTpy 3ByYUTH TeMa
X0py, mMo0yAoBaHa Ha KOPOTKHX (hpa3ax 31 NIBUAKHUMH AUHAMIYHUMU 3py-
HICHHSIMH BiJ] p A0 f, 10 CIPUHMAIOTHCS SIK CTPLIN OJMCKAaBKU y HIYHOMY
He6i. [i pinryunii, HanonerNMBHIA XapaKkTep MiJKPECTIOETECSA MyHKTHPAMH
BUCXIJIHUX KBAPTOBHX XOJiB. 3a 3ac00aMy My3U4HOI BUPA3HOCTI YacTHHA
newo Haragye «Dies irae» 3 «PekBiemy» B. Mouapra. Kommnosurop Binb-
HO BUKOpHCTOBYE lllocTa # choMa cTpodu MOIUTBH BUKOPUCTAHI BUTBHO,
BHOKPEMJICHO TEBHI CIIOBA Ta CIOBOCIIONY4YeHHs. YacTHHA CKIIaJaeThCs
3 TPHOX EMi30[iB, M0 PO3BHBAIOTHCS BapiallifHO. Y APYroMy emi3ofli BH-
HHUKA€ CBOEPITHUI KaHOH-«3MaraHHs»: OCHOBHA TeéMa MPOBOJUTHCS B Op-
KeCTpi Ta Xopi. 3aBASKK (aKTypHUM 3MiHaM HAKOIMHUYYETHCS APaMaTH3M,
JIOCATAETHhCSI TMHAMIYHUN PO3BUTOK YacTWHU. HacTymHwmii emizof xapak-



96 Acniekmu icmopuyHo20 My3uko3Hascmea, Bur. XXX

TepU3y€eThesl ToiioHizariero GakTypu, caMe Ha HBOTO MPHUIIATAE KYIIb-
MiHarlis. TyT 3MIHIOETbCS TEMaTU3M, KU, OJJHAK, HE BHOCHTh CYTTEBHX
3MiH B 00pa3HHH CTPiif YaCTHHU, X04a ¥ JTO/Ia€ pilTydoCTi Ta eHepril 3By-
YaHHIO MYy3WKH. TOHaJNbHICTH YETBEPTOi YaCTUHH, g-moll, y TOpIBHAHHI
3 MONEPEHIMU YaCTHHAMH, «BHCBITIIIOE» MY3UYHHUN 00pa3, 110 BUKIIMKAE
BITUYTTS HaJIi, TParHeHHs 10 TOJOJAHHS TPYIHONIIB. 3iCTaBIICHHS Jaje-
KHX TOHAJIbHOCTEM (g-moll — des-moll — ges-moll — Ges-dur — a-moll) nin-
Kpecyroe pimrydnit xapakrep My3uku. CBOEpiAHOIO € 1 TapMOHIYHA MOBa
YacTUHH, OCHOBaHA HA BUKOPHUCTAaHHI BEJIMKOI KUTBKOCTI ajbTepalliid, Cent-
aKOPIIiB T2 HOHAKOP/IIB, aKOP/IiB HETEPIIIEBOI CTPYKTYPH.

BepmHoro MeNoIuYHOTO HATXHEHHS KOMIIO3UTOpa MOXKHA BBa-
XKaTtu M’ATy YacTuHy Ha cioBa «Et Jesum, benedictum fructum ventris
tui, nobis post hoc exsilium ostende» — «i Icyca, GrarocioBeH M i
yTpobu TBO€I, HAM MO WiM BUTHAHHI MOKaxH». My3nKa 4acTHHU € JIi-
PUYHOIO KyJIbMiHawi€ero kaHTatu. OOpa3Huil XapakTep ii crionisaaabHuH,
BHYTPIIIHBO 30CEpEKCHUI, BIJCTOPOHEHHI BiJ BCHOTO OyIEHHOTO.
e cBoepiguuii Tuxuit riMH boropoauiii, 0 TSHKI€ A0 TYXOBHOTO Ta Mij-
HECEHOTO 1 MPUBOJUTH 10 Karapcucy. YacTuHa HamucaHa y TOHAJIBHOCTI
D-dur, Bupa3sHi SKOCTI SIKOi — OJNHCK, SCKPaBiCTh Ta €HEPTis — CHPUSIOTH
BIITBOPEHHIO YHCTOTO 00pa3y boropoawii sx BTUIEHHS CBiTIOI Hamii,
Mpii, 1000BI, 100pa. 1ls yacTuHa Hece B cOOI MPOCBITICHHS, CIPUsE
yCBiIOMIIEHHsI Benn4i BokecTBEHHOTO, WOT0 MPOBIMHOI PO y JKHUTTI
mroauHU Ta BeecBiTy.

OcHOBHa TeMa, IO TOHKO MepeAae OoOpa3HUH 3MICT YacTHHU —
«Et Jesum, benedictum» — BUPI3HAETLCSA MPOHUKINBICTIO, BHYTPIITHHOIO
ekcrpecieto. MenoanyHi JIiHiT CKIaJaroThesl 3 KOPOTKUX HU3XiJHHUX MOCITi-
BOK, XapaKTEPHUX iHTOHAI[ITHUX 3BOPOTIB, 1[0 TOBTOPIOIOTHCS 200 BUITHHO
BapiroroThes. Hlupokuit niama3on menoxii, CTpUOKM y XOPOBHX MapTisix
CTBOPIOIOTH €()eKT MPOCTOpY, /€ MOEIHYETbCA 3eMHE Ta boxkecTBEHHE.
Y My3uIli BUKOPUCTAHO MPUHOM 3BYKOITHCY: PYXJIUBi BICIMKH B OpPKECTpi
HArajayroTh PO MOTIK OUIOro CBITIA, IO HIOUTO JIIETHCS 3 HEOEC 1 OKY-
Tye pocTip. OcoOnrBe 3HaUYSHHS KOMITO3UTOP Hazae ciaoBy «benedictum»
(«OarocIOBEHHOT0»), MiJAKPECIIOIOUYM HOTO MPOBIIHE IS 1i€l YaCTUHU
BUPa3HE 3HAYeHHs. B OCTaHHIX TakTax CIOBO HiOM PO3YMHSETHCS Y TOBI-
Tpi, CHOBHIOIOYH MPOCTip BOXKECTBEHHOIO SHEPTIETO.
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Hacrtynna, mocra yactuna «O clemens, o pia, o dulcis Virgo Maria»
(«O, muocepana, o, OnaroyecTuBa, o, cojoaka [lisa Mapie») € ¢ino-
cocbKMM OCMHCIEHHSIM 00pa3y boropoawiii sik cHMBOIY BigpOIKEH-
Hi. Lle Bxe 3pije NpUHHATTA Bipu. Bipu, Konu JroquHA BigpOIKY€ETHCS
Ha HOBOMY PiBHi, KOJIM BOHA YCBIIOMITIOE€ CBOE MiCIIe Ha 3€MJIi, CEHC CBOTO
OyTTsi. MOXITHBO, 1I€ CBOEPITHE MTEPEOCMUCIICHHS OMHIET 3 TICHTPATEHUX
MOJIUTOB XPUCTHSHCBHKOTO OorocnmyxinHsa — «CumBoiny Bipu» («Credo»),
oo yocoOmoe ycro MMOMHY enHaHHs JoauHu Ta bora. Yactuna Ha-
MUcaHa y TOHAJIBHOCTI F-dur, ceMaHTUYHI SKOCTI SIKOT J0Jal0Th MY3HIll
MiJHECEHHS, 10 CUMBOIII3ye TpiyM(] MmepeMoru CBiTia HaJl TEMPSBOIO.
BinTBOpeHHIO CTaHy YMUPOTBOPEHHSI Ta OJa)KCHCTBA CIIPUSIE W TEMIT Yac-
TUHH — moderato con moto. OcodnMBOro 3Ha4eHHs HaO0yBae rapMOHiIYHA
BEPTUKAJIb XOPY: BOHA IPEACTaB/ICHa 37€01IBIION0 KOHCOHAHTHUMH aKOp-
JaM{ Ta BEIIMKUMH CENTaKOpAaMH, 3aBISKHA (OHIYHOMY KOJIOPHUTY SIKHX
My3HKa HEMOBOH J10J1a€ IIPOCTOPOBI MEXKi, HIAHOCUTHCS 10 boxkecTBeHHNX
BUCE, CTBOPIOIOYH 3B’SI3KM MiX 3€MHHM Ta IiJHECCHUM. BuHUKae BiJ-
4yyTTA €nHOCTI BeecBity, mpupony, mroaunu i bora.

BypxnuBuii OpKeCTpOBHA BCTYIl YaCTHHH Ma€ IEBHY CIIOPITHEHICTh
3 iHTOHALsIMH KaHTaTh «BecHsHI macTtopali» 1 CUMBOJI3Y€ BiAPOIKESHHS
BipH, MPOOYIKEHHS K IPUPOIH, TAK 1 JIFOACHKOI CBITOMOCTi. XOpoBa TeMa
noOy/1I0BaHa Ha KOPOTKHUX BUCXIJHUX IHTOHAIISX, IO CIIPUSIIOTH BiIUYTTIO
3pOCTaHHsI, PO3KBITY, PyXy 10 4Oroch HOBOTO. Y HOMEpi BHKOPHCTOBY-
€THCSI IBOYACTHHHA CTPYKTYpa, A€ Ipyra dyacTuHa 30aradena moiidoHid-
HUM PO3BHUTKOM, IO AONAE€ MY3HII MiJHECEHOI0 HACTPOIO Ta €MOLiiHOT
CXBUJIbOBAHOCTI.

HesBaxkatoun Ha BiJCYTHICTh JEWTMOTHBIB, YacTWHA Ma€ TIEBHI
3B’SI3KM 3 IHIIMMH HOMepaMmH KaHtatu. llocTynoBe dakTypHe Hamapy-
BaHHS Ta JMHAMIYHUNA IIJTHOM MEJIOAUYHOI XBHJI, IO BUKJIHUKAE Bij-
YYyTTS KaTapcucy, CIOPiAHIOITE ii 3 mepioro yacTuHolo. OpKecTpoBa
MapTisi, CIIOBHCHA OYpXJIMBHUX IMIICTHAAISATHX, Haramye 4eTBEPTy dac-
TUHY, X04a JIaJIOBUH KOJIOPUT Ta 3arajbHUU HACTpid YacCTUH Pi3HATH-
csl. 3aBepIUyeThCS OCTAaHHS YacTHHA KAHTATH BXE BIIOMUM MPUHOMOM
«PO3UMHEHHS» 3BYKY Y MPOCTOPi SK CHMBOJIOM TEPEXOy BiJl 36MHOTO
1o boxxectBenHoro. Ha ¢oHi cenTakopay nepmioro madiiro B mapTii Xopy
3BY4MTb OypXJIMBa OPKECTPOBA Te€Ma, 110 IIOCTYNOBO 3aTuxae. BoHa crae
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03HAKOIO-CUMBOJIOM TIPOOYIKEHHS, BIIPOKEHHS JIFOICHKOI YT, TO-
BEpHEHHH ii 10 bora.

Otxe, y Tekcti anTudoHy «Salve Regina» Boropommis mocrae
HE TUIBKU K BTUICHHSI CKOPOOTHOCTI, a i B 00pa3i 3actynHuii Ta Brim-
Hui. ToMy BaXJIMBHMH CTarOTh SIK HACTPOI CMYTKY, TaK 1 pagocCTi, BISY-
HOCTI, STKa MTPU3BOINTS IO IIIUPOTO cliaBiaeHHS boxkoi Marepi. BinrBopeHHs
LBOTO CHEKTPY OYIIEBHHUX CTaHIB JO3BOJHIO KOMIIO3HTOPOBI 3 KOPOT-
KOT'O €MHOI'O MOJHMTOBHOIO TEKCTYy CTBOPHTHU AOCUTH PO3TOPHYTHH TBIp.
My3uKka po3IIHupHiia PpaMKH MOJIUTBY 1 BUBEJIa KOMITO3UILiIO HA PiBeHb (i-
J0cO(CHKOTO y3araJbHEHHS.

V kanTari B. [ITymkina CHHTE30BaHO pHCH 0apOYHOT €CTETUKH Ta CY-
YacHOTO My3UYHOTO MOBIIEHHA. My3uka «Salve Regina» Bpaxae BMiHHSIM
aBTOpa IMOKAa3aTH Pi3Hi TpaHi OAHOTO MiToro. He3parkaroum Ha IIepKOBHUI
TEKCT, TBOPY NpPUTaMaHHA SICKpaBa TeaTpajbHICTh, IO CTaja BiAMITHOIO
PHCOIO TBOPUOCTI KOMIIO3UTOPA.

VY xaHTaTi KOMIIO3UTOp BUSBUB ceOe SIK MPEeKpacHUi METOANCT, BCi il
TeMH BHpa3Hi Ta penbedHi. B. [ITymkiH BUOKpEeMITIOE MEIOIIIO SIK Haii-
OUTHIII YYTTEBUH Ta EMOIIMHWA KOMITOHEHT iHTOHAIliHOCTI. I{uM MoX-
Ha TMOSICHUTH HASBHICTH COJO B MapTisX XOpPY Ta XOPOBHX YHICOHIB.
Oco0nMBicTIO 3BYKOBHCOTHOT OpraHi3aiii My3UKH € 3Ha9yIIicTh (poHIZMY,
€Heprii, Hapy>XEHOCTi KOYKHOTO 1HTepBay. 3aBAsSKH IbOMY My3HKa KaH-
TaTl €KCIpPEeCUBHA, TUHAMIYHA, HACHYCHA HECIOAIBaHUMH ITOBOPOTAMHU.
lapMoHiYHA BEepTHKAJIb TBOPY MICTUTh CENTAKOPIN, HOHAKOPH Ta aKOPIU
HeTepuieBoi cTpykTypH. [Ipy [boMy My3uKa He BTpayae JIaJoBOi OCHOBU
1 30epirae 3B’s30K 13 KJIACHYHUMH TPaTUIlisiMH. Takox y MOBLUIBHUX Yac-
THUHAX CHOCTEPIraeThCs TSHKIHHS 10 KOJIOPUCTUYHOI TaPMOHIi: HallpHKIIa,
BUKOPHCTAHHS BEJIMKOTO Ma)KOPHOT'O CENTaKOpAy Ha TOHIYHOMY Oaci (Ha-
npukiami [ gactuam).

Mix dYacTMHAMHM HasBHI IHTOHAWiMHI Ta ApaMaTypriuHi 3B’s3KH.
Ilepmma yacTiHa BUCTYIIAE K «KBIHTECEHIISH» HACTYIMHUX. BoHa MicTHUTH
inToHauii [V ta V wactun. Y VI vactuHi BigOyBaeTbesi TpaHChOpMAaIis
okpemux iHToHari# 3 I, IV Ta V wactun. CuMBomiyHOTO 3HaYeHHS Haly-
BAIOTH JIesIKi pUTMO(DAKTYpPHI Ta TApMOHIYHI IPUHOMHE: Oe3IepepBHHN pyX
IIICTHAISITKAMHU Y Ma>KOPHOMY JIaJli BTUTIOE BHYTPILIHIO O0OpOTHOY JTtoau-
HH, a8 HOHAKOPZH B MAapTii XOpy, SKI € JeHTaKopJaMy KaHTaTH, CTBOPIOIOTh
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e(eKT MPOCTOPOBOCTI — CHMBOJ TIPO3PIHHS, MPOOYIKEHHS, ITiTHECCHHS
noyuni. Tak BUHHKAe CBOEpigHA apOvHa JpaMaTyprisi KaHTaTH, 10 BPiBHO-
BaXKy€ 3arajbHy oOy10BYy TBOPY.

Jlo nmpaMaTypriyHoro po3BUTKY 3aly4€HO 1 TOHAJBHOCTI y TBOPI.
KomnosuTop Benuke 3Ha4eHHS HaJa€ iHAWBIAyaJbHOMY CEMaHTHYHOMY
BITYYTTIO TOHAIBHOCTEH, 1[0 CTBOPIOE OCOOIMBHIA TEMOPOBHUII KOJIOPHT,
OB’ sI3aHUM 31 3MIHOKO Pi3HUX €MOIIHUX CTaHiB. BigmiTuMo, 1m0 y yac-
THHAX, SKi IepeJaroTh OYIIEBHI NEPeKUBaHHSA, KOMIIO3UTOP BUKOPHCTO-
By€ TOHAJILHOCTI, XapakTepHi AJsi peksieMiB. CBiTii, COBHEHI Hafil Ta
BipH y NpoBigHy BoxXy Crily YacTHHM KaHTaTH BHPIIIEHI y MaKOPHUX TO-
HAJIBHOCTAX. XapaKTEePHUM € IMIOCTIHHE MiABUIICHHS TECUTYPH Y YaCTHHAX
KaHTaTH 3a paxyHOK 3icTaBieHHs ToHanbHOcTed B-dur — D-dur — F-dur.
3aBIsSIK BUKOPHUCTAHHIO ITOCTYTIOBOI 3MiHH TEMOPOBOTO 3a0apBIICHHS MY-
3UYHOT TKAaHWHU TOCUIIIOETHCA HAIPYKEHHS, BAHUKAE €()EKT HApPOCTaHHS
PanicHOTO XBHJIIOBAHHS.

[HTOHAIIITHI apKH, MPUHIUIT HACKPI3HOT ApaMaTyprii, KOHTpacTHE 3i-
CTaBJICHHS €Mi30/iB Ta YaCTHH LIJIOr0 y KaHTaTi, He3Ba)Kalouu Ha Kamep-
HICTBb (POPMH, TO3BONISIFOTH TOBOPUTH TIPO 03HAKH CHM(OHITHOTO MHCIICH-
HSl KOMITO3UTOpA.

BucHoBkm.

Takum unHOM, 00pa3 Boropomumi y kantari «Salve Regina» nece
y co0i mpuxoBaHHUK CMHCH 1 HOCTae SK iHTErpoBaHHH 00pa3 AyXOBHOTO
craHoBieHHs Jironuan. Kpi3s 00pa3 boropoawiri y TBOpi BimoOpaxeHi pi3-
Hi eTany JyXOBHOTO IUISIXY JIOOUHM A0 misHaHHs bora. Koxna wactuna
KaHTaTH € My3UYHUM BiJTBOPEHHSM IIEBHOTO TEPioay 11 JyXOBHOTO YKHUT-
TSI HAPO/DKEHHSI — CTPaKIAaHHS — BiT4all — MPOTECT — MPOCBITIICHHS — BiJI-
pomxkenHs. OTxe, XyToKHbO-(pitocodchka KOHIIETIiSE KaHTaTH BigoOpa-
JKa€e BIAPOIKEHHS B JIIOAMHI BUCOKOTO JTyXOBHOTO Hadaja, il BHYTPIITHIO
CHITY, YMIHHS CTIHKO 3HOCHTH YCi )KUTTEBI HErapasau.

Ilepcnexmueu nooanbui02o 00Caid ceHHs TONATAIOTH Y TTOTTHOIIe-
HOMY BHBYEHHI XYIOXHiX KOHIIEMIiif XopoBux TBopiB B. IITymikina B ac-
HEKTI KOMITO3UTOPCHKOTO Ta BHUKOHABCHKOTO CTHJIIB. OTKe, MOLITBHUM
€ KOMIUIEKCHE JTOCIIKEHHST XOpOBOT TBOPUOCTI KOMITO3UTOpPA, SIKE JOTO-
MOK€ BUSIBUTH PHCH HOT0 XOPOBOTO CTHIIIO Ta HOTO pOJb Y PO3BUTKY MY-
3UYHOIO MUCTELTBA YKpaiHU.
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THE IMAGE OF THE VIRGIN MARY
IN V. PTUSHKIN’S CANTATA «SALVE REGINA»

Statement of the problem.

Volodymyr Ptushkin is one of the most prominent representatives of the
Kharkiv composer school of the second half of the 20th and early 21st centuries.
In April 2022, he passed away staying in Kharkiv under fire at the beginning of
the war. The thematic and genre diversity of his music reflects the breadth of his
artistic views, openness to the trends of time. Ptushkin paid special attention to
choral work, he collaborated with many choral groups of Ukraine, his choral
works adorn their repertoire. Undoubtedly, his works have a magnetic power, and
recognition of them in the professional and amateur environment determines the
relevance of this topic.

Recent research and publications.

Today there is not thorough study of the Ptushkin's choral heritage, beside the
separate articles by N. Inyutochkina, T. Gerdova, I. Zhukovska, M. Cherkashyna-
Gubarenko, N. Mykhailova, I. Verbitska-Shokot, A. Krychenkova.

The purpose of the article is to consider the peculiarities of the embodiment
of the Image of the Virgin Mary in V. Ptushkin s cantata “Salve Regina”.

Methodology.

As the methods of researching the historic, comparative, genre-stylistic,
intonation-dramaturgical and interpretive types of analysis is used.

Results.

“Salve Regina” is a deeply psychological work. It carries the most deep
feelings, thanks to which consciousness builds a chain of images, the meaning of
which is hidden in their associative relationships. Music of the Cantata is present
as the art of hints, semitones, chiaroscuro, and undisguised, exalted emotions.
The artistic and philosophical concept, the peculiarities of the embodiment of the
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main image, the specifics of intonation and harmonic language, dramaturgy and
the form of the cantata are revealed in the study. It is concluded that the cantata
synthesizes some features of baroque musical style and modern musical language,
and the canonical Church text does not interfere with its vivid theatricality.
The melody appears as the most sensual and emotional intonation component,
while the harmonic vertical is focused on the phonic expression of bright non-
tertian sounds, major seventh chords and ninth chords; the semantics of tonalities
are also involved. Intonation arcs, leit-chords, the principle of through dramaturgy,
the contrasting juxtaposition of episodes and parts of the whole in the cantata,
despite the chamber form, testify to the composer’s symphonic thinking.

Conclusion.

The music of the cantata significantly expanded the scope of the prayer
text and brought it to the level of philosophical generalization. The image of the
Virgin Mary becomes the bearer of a hidden meaning, a symbol of the spiritual
development of a person. Through the image of the Mother of God, the work
highlights various stages of a person s spiritual path to knowledge of God. Each of
the six parts of the cantata is a musical reproduction of a certain period of person’s
spiritual life: birth — suffering — despair — protest — enlightenment — revival.

Keywords: image; the Virgin Mary; “Salve Regina”; cantata; composer’s
interpretation; philosophical and artistic idea.

Cmamms naditiuna 0o pedaxyii 28 aromozo 2023 poky
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JYXOBHI XOPOBI TBOPHU YKPATHCHBKHUX KOMIIO3UTOPIB
HEPIIOI TPETHHHU XX CTOJITTS:
KAHPOBO-CTHJBOBI TA BUKOHABCBKI ITPHHIUITN

Llledespu 0yxo6HOI X0p0o60I CNAOWUHY, WO AKMYATIZVIOMbCA NIC MpuUed-
J1020 Yacy 3a60poHU, CbO20OHI NIOMEEPOHCYIOMb CE0I0 3HAYYWICMb Ma 3HO8Y
Cmarms aKmyaibHUMU AK YEUPAZHEHH CMAIUX YIHHICHUX OPIEHMUPIE HA HOBO-
MY 8UMKY OCACHeHHS Mmpaouyilinoi yKpaincvkoi menmanvrocmi. Ilpononosana
cmamms nOpyuye npobnemy OO0CHIONCEHHS HCAHPOBO-CMUTbOGUX MA BUKOHAG-
CbKUX NPUHYUNIE OYXOBHUX MBOPIE KOMNO3umopie noyamky XX cmonimms, sKe
B0IUCHIOEMBCS 6 1T Medcax HA OKpemMux Npuxiaoax 6020ciyxc6osoi ma napani-
mypeiinoi xoposoi meopuocmi K. Cmeyenxa ma O. Kowuysa. Mema oocniodxcenns
NONA2AE Y BUABNEHHI HCAHPOBO-CIMUNLOBUX MA BUKOHABCHKUX NPUHYUNIB OKDEMUX
meopig: konoaxa «3i cesmumu ynoxouy i3 «llanaxuouy K. Cmeyenxka ma «Oui
xmo, xmo Muxkonasa nodoumvy O. Kowwuys. Icmopuko-KynemyponosiuHui, Hcam-
POBULL, CIUTILOBULL, CIPYKMYPHO-QYHKYIOHAIbHUL, [HMEPNPemayitiHuil, cemaH-
MUYHUL 00CTIOHUYLKI NIOXO0U CHPAMOBAHI HA BUOKPEMIEHHS NUMOMUX AKOCmel
Xoposoi meopuocmi Komnozumopis «noeoi wkoauy (3a O. Kozapenxom) ykpain-
cbKoi dyxoeHoi my3uxu neputoi mpemunu XX cmonimms 8 KOHmeKcmi cnaoko-
eMHOCmMI ma inmepnpemayii mpaouyii 0yxo8HO20 CRiBY 8 HCAHPOBO-CMUTLOBOM)
Ma 6UKOHABCHLKOMY BUMIPAX, WO € HOBUM ACNEKMOM PO3KpUmMms 06panoi memu.
V sucrnoskax suoxpemneno #caHposo-cmuibo8i NPUHYUNYU AHATI308AHUX MBOPIE:
38epHenHst 00 OYXOBHUX JCAHPI8 6020CaYHCO060T ma naparimypeiunol cnaduunu
(nanaxuoda, ncanvma); 3anyYeHHs NCAAMOOIL, 03HAK HAPOOHONICEHHOI CIuicmu-
Kku. ¥V cyuacnux inmepnpemayisix meopie K. Cmeyenxa ma O. Kowuys susgieno
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MaKi AKOCmi: NAACMUYHICIb 20710C08€0IHHS, eKCHepUMeHmU 3 KOMOIHYBAHHAM
memopie, 3aCmoCySants MIKPOOUHAMIKU.

Kniouoei cnoea: yxpaincoka mysuuna xkyavmypa, YKpAiHCbKuti OyXOeHUll
cnis; dyxosHa xoposa meopuicms, K. Cmeyenxo; O. Kowuys;, 6020cnysicoosa;
napanimypeiuna,; ncaimoois; GUKOHABCLKA IHMepnpemayisa,; ncaibma, My3uyHd
cemManmuxa,; ykpaincoka HapooHa nicenHicmb.

«AKi orc eapui mi nicui, a ocobnuso penicivini!

Le oic nogutl ckap6 my3uuHo20 00bpa Ha 8echb ceim,
ye Jic HezauepnHyme uje 0xHcepeno My3uKu»

«Der neue Tagy, 23 nunns 1919 poky!

«B yvomy cnisi Kpuemovcsi maemMHUYs HAPOOHLOT OyuLi
3 ycima bapeamu Ykpainu — ii cmenis, yepkos, 8ipu

Ul nOeMuYHOi MBOPUOCHIE HAPOOY»

«Pravoliduy, 13 tpaBus 1919 poky?

31 CBITOBHX peleH3iii Ha KOHIIEPTH YKpaiHChKOT
Pecmy6nikanchkoi kamenu mix kepiBHAIITBOM O. Kommmrs

IHocTanoBka npodsemMu.

B icTopii My3udHOT KyJIETYpH Tiepia TpeTuHa XX CTONITTS IOCTAE K
nepiof iHTeHCU}iKalii KyTbTypOTBOPUOTO MPOLECY, KOJIH CYCHUIBHI CTO-
POHM XHTTS HAIOl AEpKaBH, 32 CIYIIHUM TBepAkeHHSAM M. PxeBchkoi,
«JIETepMIHYBaJIMCSl aKTUBHOIO CIPSMOBAHICTIO IO HAI[IOHAIBHOTO CaMo-
Mmi3HAHHA Ta camoyTBepmkeHHs» (PxeBcbka, 1998: 80). fckpaBy mie-
sy TBopuux moctarer — M. JleontoBmua, K. Crernenka, O. Komurs,
4. Auunesnya, I1. Jemyupkoro, M. BepukiBchbkoro, SIKHX MY3HKO3HAaBLI
3a3BHYail BITHOCSITH JO TOCIiIOBHUKIB mkoiau M. JIncenka, O. Ko3apeHko
(2001: 153) iMeHY€e HOB0!H0 UiKONOIO YKPATHCHKOI JYXOBHOI MY3UKH TEp-
moi uBepTi XX cronitTa. IlpornoHoBana crarTa nopyuye npobnemy 1o-

I 1JIABO VYipainu. ®@. 3965. Om. 2. Crp. 56. Apk. 18 (murt. 3a: [lepecynsko, 2018: 39).
2 1IJIABO VYkpainu. @. 3965. Om. 2 Crp. 61. Apk. 47 (uut. 3a: [Tepecynsko, 2018: 28).
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CJII/PKEHHS ’KaHPOBO-CTUIBOBUX Ta BUKOHABCHKHUX NPHHLUIIB TyXOBHHX
TBOPIB KOMITO3UTOPIB 3a3HAYEHOTO MEPiONy, sIKe 3AIMCHIOETHCS B ii Me-
JKaxX Ha OKPEMHUX MPHUKIIaaax 00TOCITy:KO0BOT Ta MapamiTypriitHOi XOpoBoi
tBOopuocti Kupuna Crenenka ta Onexkcanapa Ko, CBiIOIITBOM aKTy-
anizauii JyXOBHOT My3HKH KOMITO3UTOPIB € MOAii, 10 OCTaHHIM 4acoM Po3-
TOPTalOTHCS y MapUHI MY3MYHOTO BHKOHAaBCTBAa. OOOB’S3KOBOIO YMOBOIO
[T’sitoro Beeykpaincbkoro KoHKypey xopoBux aupureHTiB (Kuis, 2011),
10 YBIHIIIOB JI0 iCTOPIi Cy4acHOTO XOPOBOTO MUCTEIITBA YePE3 pernepTyap-
HY CTparerito, CIPsIMOBaHy Ha MiATPUMKY MY3UKH BITYM3HSIHUX KOMIIO3H-
TOPIB, CTaJI0 BUKOHAHHS OAHI€T 3 I’ATH HaMKpaIluX YKpailHCBKUX HApOA-
Hux micerb B 00poOiii O. Komms (I typ). [HmmM sickpaBuM mpuKiIagoMm
3pOCTaHHsI yBard 10 BITYM3HSHOI AYXOBHOI XOpOBOI CHAAIIMHU € Ipe-
3CHTAIlis BUKOHAHHS ITOBHOTO BUIaHHSA MyXoBHHX TBOpiB K. Cremenka
(«Kupuno Cmeyenxo. /[yxoeni meopuy, ynopsaauk M. T'obauy) y Tpas-
Hi 2013 poxy B KuiBcbkoMy OyIMHKY 3BYKO3QIHCy 32 YYaCTIO ITPOBITHUX
XOPOBHX KOJIEKTUBIB YKpainu>.

3BizncH, BAOKPEMIJIEHHS TUTOMUX SIKOCTEH AyXOBHOI XOPOBOi TBOpUOC-
Ti K. Crenienka ta O. Kommis B acmiekTi CIagkOEMHOCTI TPaguIlii ykpa-
{HCHKOTO JyXOBHOTO CIIiBY B )KaHPOBO-CTHJILOBOMY BUMIpi Ta ii BUKOHAB-
CBKOI iHTepIpeTallii, MpeICTaBIeHe B Mil PO3Bi/IIi, IOCTAE K AKMYa1bHA
mema B KOJIi Cyd4aCHUX HayKOBO-JOCIIIJHUIIBKUX THTEPECIB.

Ocmanni docnioycennsn i nyonikayii. XopoBy TBopuicts O. Komm-
g ta K. Crenenka y pisaux paxkypcax Bupdanu 1. Kosumpkuit (1918),
O. Kozapenko (2001), H. Kamynpka (2001a; 2001b), JI. Ilapxomenko
(2009) H. Cympyn-fApemko (2014), T. Ilepecynpko (2018), A. Ilarep
(2021), O. 3acagua ta O. Yepcak (2021), I. Kapacs (2022). 3nakoBoio
TIOJII€F0, CHMBOIIOM TTOBEpHEHHS 13 3a0yTTa TBOp4oi mocrari O. Kommurs
B MY3HWYHIH Hay1i YKpaiHu cTaio mpoBe/ieHHs B HarioHansHIi My3uuHii
akazemii Ykpainu MixnaponHoi koHdepenuii (2007), iHcmipaTopoM i op-
raHizatopom skoi craB Amaromiii Jlamenko. [i Marepiamu cxmamm 3micT

3 Vinerscs PO KaMepHHUH MyHinunansHuil xop «Kuis» (mqupurent Mukona [o6xua),
xiHounit xop «/lasana» (mupurentka Jlronmuina baiina), 4onosidy XopoBy Kaneiy YKpaiHu
imeni JI. M. PeBynpkoro (mupurent FOpiit Kypau) Ta Axanemiunuii xop imeni I1. Maii-
6opoxu (Xop Ykpaincekoro panio, nupurentka fOmis Tkau).
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30ipHUKa ctareit «Onekcarnp Kommmp i gac» (Haykosuii Bicauk HMAY
im. 1. 1. YaiikoBcekoro, 2007, Bum. 57) i3 AOCHIIPKEHHSAMH MPOBITHUX
YKpaiHCHKMX HAyKOBLIB Ta TUPUTCHTIB-IIPaKkTUKiB. HazBaHe BumaHHs goci
€ HaWTPyHTOBHINIMM 30ipHUKOM HAayKOBHX Ipallb, 10 BUCBITIIOIOTH Pi3Hi
rpaHi yHiBepcaabHOI TBOPYOI OCTATI Ta AiSIBHOCTI MUTLS.

H. Kanympka (2001b) ta H. Cympys-Spemko (2014) mocmimxy-
0Th Komno3utopckkuid ctunb O. Kommus (3okpema, momidoHid-
Hni — H. CynpyH-flpemMko) Ha mpukiagax HOro JiTypriiHUX TBOPIB.
Mownorpadis JI. [Tapxomenko «Kupuno Creuenko» (2009) Ha choromHi
3aJIMIIAETHCS ONHIEI0 3 (PyHIaMEHTAIBHUX HAyKOBUX Mpallb, IPUCBSIYE-
HUX JKATTETBOPYOCTI KOMIO3UTOpa (y TPEeThOMY BHAAHHI 3’ SBISETHCS
po3ain «Cakpaibhi TBopu»). Y crarti O. 3acannoi ta O. Yepcak (2021)
pO3MIAMAEThCS TpoIec yKpaiHizamii 0orociayKO0BOI MY3HWKH Iepiomy
HaI[iOHAJIBHOTO BipomKeHHs (mepiua TpeTuHa XX cTomTTs). Y aucep-
tamiiiHoMy gociimkeHHi A. Ilarep «BukoHaBChKi BUMipH yKpaiHCHKOL
cakpasibHOl My3uku» (2021) mpeacTraBieHO TBOPYY MiSUTBHICTH MPO-
(eciiHUX XOpPOBUX KOJNEKTHBIB Pi3HUX PETiOHIB YKpaiHM B Cy4acHOMY
KOHTEKCTI BiAPOKCHHS IYXOBHOI MY3WKH. B HaykoBiil po3Biami My-
3uko3HaBuli I. Kapace npe3eHToBaHO apXiBHI Marepiaiu, y TOMY YHC-
mi O. Kommwst, momo cBITKyBaHHS yKpaiHIsMu 100-1iTHROTO FOBiNIEIO
M. Jlucenka B ymoBax [pyroi CBiToBOi BiliHH, 1110, HA TYMKY aBTOPKH,
€ «MaHi(ecTalieo He3J1aMHOCTI AyXy HALIOro Hapoxy, KU OOpoBcs 3a
He3aJeXKHICTh 1 cBoOoay» (Kapacs, 2022: 26).

Mema Hamoi cTarTi — BUSABUTU XaHPOBO-CTHIILOBI T4 BUKOHABCHKIi
MPUHIUTH TyXoBHUX XopoBuX TBOPiB K. Crenenka ta O. Kommis Ha ipu-
Kiajax KoHmaka «3i ceatuMu ynokon» i3 «llamaxumu®» K. Crenenka
Ta apandcyeanns® HapomHoi mcambmu «Oi xT0o, XT0 MHUKONas THOOUTH»
O. Kommiig.

Memoou 0ocnidxycenns. Y paMKax cTarTi 3aTpeOyBaHUMHU BUSBUINCH
TaKi HayKOBI MiAXOAM: 1CTOPUKO-KYIBTYPOJIOTIYHUH, )KaHPOBHUH, CTHIIBO-
BUH, CTPYKTYpHO-(QYHKIIOHATBHUHN, IHTEpIPETALIHUIN, CEeMaHTHYHHMA.

4 CaMe Take HaNMCaHHs HA3BH TBOpY 3ycTpiuaemo B aBrorpadi K. Creuenka, 1o naro-
Banuit 1920-1922 pp. Hamani Mu Takox AOTPUMYBaTHMEMOCS LIbOTO BapiaHTy.
53a aBTOpChbKUM Bu3HaueHHsIM O. Kommurs.
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Buxnan ocHOBHOro marepiaJy.

CrpoOyemo Ha oOpaHHMX 3pa3kax JyXOBHOI XOpPOBOI TBOPYOCTI
K. Crenenka Ta O. Kommis yBupasHUTH IXHIO CaMOOYTHICTb, 3yMOBIICHY
BHCOKOTIPO(ECIHHIM OPTaHIYHUM CIIONYYSHHSIM MY3WIHO-CTHITICTHIHHUX
03HaK YKpPaiHCHKOI HAPOHO-IIICEHHOT Ta 00TOCITyKO0BOT TpaHUILii.

Xoposa crnammmaa K. Crenenka Ta O. Kommiis sk mOCTiZOBHUKIB
M. Jlucenka JeMOHCTpY€E Oe3M0CcepeiHi CIIaKOEMHI 3B’ SI3KU MY3HYHOT -
SUTBHOCTI 000X MUTLIB 3 TBOPYiCTIO OCTaHHBOT'O, 30KpeMa, y cdepi (oib-
KJIOPHHX JTOCIIKEHb, IO BiAirpaia 3Hadymnry poib y GOpMyBaHHI OpHTi-
HAJBHOTO CTHJIIO KOXKHOTO 3 KOMIO3uTOpiB. M. JlnceHnko 3a3HavaB: «Ycs
ys cipepa, ax 6030yx, Yon06iK08i NOMPiOHA, De3 Hei epix NOYUHAMU CB0H0
npayio i my3uxosi, i ginonoeosiy» (Jlucenko, 2004: 263). Amxe My3UnIHHN
CTHITb, 3a ciymHuM Bu3HaueHHsM O. Jliryc (2016: 130), e «BiaminHa
SIKICTh MY3WYHHUX TBOPiHb, 1[0 BXOAATH B Ty YM IHIIY KOHKPETHY I'eHe-
TUYHY CHUIBHICThH (CITaIIMHA KOMITO3UTOPA, IIKOJIM, HAMPSMKHU, CHOXH
1 T. 1.), ska M03BOJIIE OE3MOCEPEIHBO BiMUyBaTH, Mi3HABATH, BH3HAYATH
iX EBONIOLIIO 1 MPOSIBISETHCS B CYKYITHOCTI BCiX BIACTHBOCTEH MY3HKH,
IO CIIPUHMAETHCH, 00’ €THAHUX B IUTICHY CHCTEMY HABKOJIO BiIMiHHHX
o3Hak». [lounnaroun 3 1900 poky, K. Crenenko momita Bupymas y mo-
Iopok YkpaiHoro amst 30upanHs (onbKinopHux nepiuH, a O. Kommmem
Ha Ky0ani 3a Tpu JiTHIX exkcnieawntii Oyimo 3i6pano nonasn 1000 miceHs, mo-
JIOBUHY 3 SIKMX KOMIIO3UTOP HE JIMIIC BipeJaryBaB i ONpaloBaB I BH-
KOHAaHHS XOpPOM, a W MIATOTYBaB O APYKY. A TIOYaTKOM JUPUTEHTCHKOL
JISUTBHOCTI 7151 000X MHTIIIB CTajla Mpe3eHTallisl YKpaiHChKOTO Mmpodeciii-
HOTO XOPOBOT'O MUCTELITBA HAa TEPEHaX HaIIOl JepKaBU Ta 1034 i MexaMu
BJIACHOPYY OPTaHi30BaHMMH XOpPOBHMH KojiekTuBamu. O. Kommip criiihb-
Ho 3 K. Crenenkom, 3a HakazoM ronosu Jupekropii, [onosroro Otamana
Biiicek YHP C. Ilemropu, crtanu criB3aCHOBHUKaMH YKpPaiHCHKOI pecITy-
onikanchkoi kanenu YAIIL] (1919).

KoMIo3uTopceky, IyXOBHO-pe(OpPMATOPCHKY Ta OCBITHHO-BUKJIA-
JIAIbKY, IEPKOBHOCITYKHUTENbCHKY, PETCHTChKY chepu misuibHOCTI Kupu-
na Cmeuyenka (1882—1922) cnia BigHECTH 10 YHIKaJBHUX CTOPiHOK Mepi-
OIly HaIllOHAJBHOTO TYXOBHOTO BiIPOIDKeHHS YKpainu kiHis XIX — mep-
ol TpeTuHU XX CTONITh, KU CIIPAaBEAIMBO BBAKAETHCS MMACiOHAPHUM
BUOYXOM y TyXOBHIH apwHi KyIbTypH. J1s yBUpa3HEeHHsS HaAIliOHATHHHUX
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pucC y mepkoBHiH My3wui, Ha myMKy 1. Ko3umbkoro, ImIigHIM CTaB IUIIX
3amyuenHs Tpaauuii, mpotopenuii K. Crenenkom. Mnerscs npo 3acrocy-
BaHHS «THX PENIriHUX €JIEMEHTIB, L0 € YTBOPEHI Ta yTBOPIOIOTHCS CAMHUM
HapOoIOM, TOOTO KOJISIIOK 1 KaHTIiB, TUX (OPM, B SIKi BIMBAIOThCS CydacHi
peniriiiHi nepexxuBaHHA i MOYyTTA HapoaHoi aymi» (Kosuupkuii, 1918: 2).
ITapanenbHO y TOM Yac MOCTaN0 MUTAHHS BIPOBAIKEHHS 3arajJbHOHAPO.I-
HOTO IIEpPKOBHOTO cmiBy y xpamax. «lle naiminmmii cnoci6 ykpainizamii
LEpKOBHOTO cHiBy. IIpy Takux criBax HapoI HE AONEPKYETHCS BUBYEHUX
FapMOHIYHUX XOIIB, a Hecgioomo meopums [Kypcue naw — O. A.]», KOH-
craryBaB cam K. Crenierxo (1918: 4).

Bucokompogeciitna Ta po3MaiTa KOMIO3UTOPCHKa  CIIaJIIHA
K. Creuenka crnoHykae A0 aHaIITUYHUX MipKyBaHb Ta 30CEPEIKCHHS
yBaru Ha YBHPa3HEHHI CaMOOYTHIX >KaHPOBO-CTHJILOBHX Ta BHKOHaB-
ChKUX NpuHIUIMIB. [ ananizy Hamu Oyino obpano «[lanaxumy» (1918),
a came Ne 10 — xoHmaK «3i CBATUMHU YHOKOI» mocToi TicHI «Kurelcrke
MOpe», HallMCaHU JIJIsl MIIIAHOTO X0py Ta ajibTa solo. Lle exunuit Homep
i3 «Ilanaxuam», KoTpuit OyB NMpeacTaBiIeHUi Y BUKOHAHHI AKaJeMiyHOTO
xopy imeni I1. Maitbopomu (mupurentka Omis Tkad) mim gac mpe3eH-
Tanii 30ipku noBHoOro 3i0panHs myxoBHuX xopiB K. Crenenka (2013).
Came 11 BUKOHAaBChKa IiHTepHpeTauis oOpaHa HamMu sl BHBYCHHS.
O0pa3HO-ceMaHTUYHUH CTPii TBOPY 3yMOBJICHHH JyXOBHUM BHMIPOM — Te-
MOIO BIYHOCTI SIK KIIIOYOBOI y IIbOMY XOpoBOMY HoMepi (5K 1 B «[lanaxumi»
B [IJIOMY) — IIPOXaHHI A0 BCEeBUIIHBOTO MPO YIOKiH Mymri. AKe y BChOTO
3EMHOTO € CBiif TOYATOK Ta KiHEellb, a TyIla — BiYHa (3rafjaéMO CUMBOJIIYHE
300pakeHHs Anbhu Ta OMeru Ha ikoHi Cnac Bcedepocumens, Ln. 1).

Hocnigauku cripaBeainBo imenyroth «[lanaxumy» K. Crenenka ep-
IMHHUM SBHILEM B YKpaiHChKii My3nuHiH KynbTypi (Koctrok, 2018: 60).
B enicromsapii O. Kommis® 3HaX0MMMO TaKy XapakTePUCTUHKY [[OTO My-
3u4HOTO IUKNY: « TBOpUicTh Toro reHis [K. Cmeyenxa. — O. A.]) 1 mo0Oito
o Oe3rssm’s... Haitbimpmmm TBopoMm iforo BBaxaro Ilanmxumy, Ky 4yB
mij yrnpaBoro camoro aBropa B Kuesi. Bona moBHa Hamoi maHaxuHoi mo-
e3ii THXOro LBHMHTAps, 3 NOXWIEHHUMH JI€PEB’SIHUMHU XPECTaMU, HDKHUMHI
BUIICHbKAMH, 1110 OOCTYIHIN MOTUJIKH, MOB JIiTH JIOMOBHUHY HEODKYMKA,

6 I3 mmucra o Masna Manesxa Bin 8.12.1941 POKYy.
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Ta 3 TUXO-CYMHUMH TMPOCTUMH TOJEOBUMH KBITaMH, SIKi HAIBHUMH OYKa-
MU IUBJIATHCS Ha YyIHUH, HenoTpiOHuil cMyTok mtoneid. Ty [Tanuxumy xo-
YeThCS CITIBaTH MOB ITICHIO, CTUTBKH TaM PiIHOTO, JIOASHOTO. ..» (Bioeyku
munynoeo, 1954: 66).

Lmroctpaunis 1. Odue i3 HatidasHiwux iKoHO2pADIUHUX 300padticeHb
Cnacumens (Pumcuvki kamaxombu, 1V cmonimms)’.

«Tanaxunay (3 [locesmoro ceimniti nam’sami M. Jlucenka, 1918-1919)
y apyrii pepakimii (1922) moctae sk pe3ysbraT y3TODKEHHS MY3UYHOIO
TEKCTY 3 YKpPaiHOMOBHHM TIEPEKIaJIOM IIEPKOBHOCIIOB’SSHCHKOTO Bep-
OanbHOro mepiomkepena. KoMmosuTop i3 BiacHOI iHII[IaTUBU 3MIHCHUB

7 OTpuMaHoO 3 BUTBHUX [HTEpHET-IKEpe.
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YKpaiHChKHMH Tiepeknan mukiay. Lleid ¢dakT MokeMo TOB’S3aTH 3 isTb-
HicTiIo Bceykpaincbkoro mpaBocnaBHoro uepkoHoro Cobopy (1918,
1921, 1927), sixa mpu3Bena A0 3MiH ¥ OOTOCITYX00Bii mpakTuIl YKpaiau.
3okpema, i yac Tpetboi cecii Codopy Oyna ctBopena Komicist 3 ykpaiHi-
3amii Cimy»x6u boxoi, 1o cknany skoi Bxonwmu K. Crenenko, O. Ko,
I1. Kosumpkuit. s pemakmis tBopy K. Cremenka, 3a JI. [Tapxomenko,
BHJaHA y BUIIALI TPhOX HOTHHUX 30ipok mepmoro HamioHaiasHOTo Xopy.
Ha gymky nocnigawii, «ite OyB mepmnii KAaHOHIYHAN HaIiOHATBHAN ITHKIT
3 15 wactun» (Ilapxomenko, 2009: 182). [lo cnoBa, 3a3Ha4UMO, IO MUTEIIb
CTBOPIOBaB OOTOCITY>KOOBI IIMKIM 1 Ha KaHOHIYHI IIEPKOBHOCIOB’THCHKi
teketu («Henopounwvly s TpuroiaocHoro xopy, 1908; «Muirocms mupay»
Ui MiaHoro xopy B-dur, 1919 ta in.).

[Ipem’epue Bukonanus «Ilanaxumm» K. Crernenka, 3a mpuITyIIeHHSIM
JI. [TapxoMeHKO, MOTJIO BiAOYTHCS TiJ Yac BiIIPaBH MaHAXUIM IO TeTh-
Mmany [. Mazeni (1639—-1709) 10 mumas 1918 poky Ha nBuHTapi Cobopy
Casroi Coii B Kuesi, «ie npasus nporoiepeii B. JIunkiBcykuii, 3a crii-
Byyactio Ilepmoro HamioHampHOTO XOpy, KepoBaHoro K. CreueHKOM»
(2009: 182). Inma Bepcist, AKy 03Bydy€ MY3UKO3HABHIISA, CTOCYETHCSI MOX-
nuBoro npem’epHoro BukoHanHs y Hlocty JIucenkoBy piunumio (6 muc-
tommaga 1918 poky), mo 36irmacs 3 Tperboro cecieto BeeykpaiHcbkoro
[IpaBocnasHoro IlepkoBHoro Cobopy. lleir TBip Oyno mpeacTaBiecHO
1. Ko3umbkuM (axoBOMy PEereHTCHKO-IIEPKOBHOMY 00’ €HAHHIO SIK 3pa-
30K HaIlioHaJIbHOI TBOpUOCTi At Ciyx0u boxoi (6orocmyx00Boro 4nHy)
Ta BUCOKO HUM OIIIHEHO.

«ITanaxmma» crama JOKAa30BHUM 3pa3koM HOBAIliHHOI KOHIIEIIii
K. Creuenka, I1. Kozunpkoro, M. BepukiBcbKoro, a came: «... BHKOPHC-
TaTH B YKPAiHCHKUX KYJIBTOBHX BiJIIpaBax >XUBY TPAAMIIO Ta HasBHI
HapOJHI MapajiTypriiHi (HopMH, a eKCIIEpUMEHTAJIbHEe OCBOEHHS /aB-
HBOTO 3HAMEHHOTO CIIiBY BiAKJIIacTH 10 Kpammx uaci» ([lapxomeHko,
2009: 183). Jlo BTijIeHs TAKUX IHHOBAIIHIX TOTVIAIIB Y TYXOBHOMY ITHKITI
JI. [lapxoMeHKO BiTHOCHUTD BKItoueHi y «[lanaxumy» ncaamooii dsxa, sKi
«HAJJIeHI BUHATKOBOIO IPaMaTU3YIOUO0 CHIIOKO» (TaM camo: 184).

«llanuxuoa» (rp. mavvoyic [pannychis]) mepekianaeTbcs 3 Tpeilb-
KOI SIK «8ceHowHay; 1HINA Ha3Ba M€l cnyxkOu — «napacmacy (Bim rp.
mopaotactl, [pardstasis]) — «wicte crosHHS» (Koctiok, 2018: 59).
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JI. CepraHIok akIeHTy€ yBary Ha €eTUMOHAX Ii€l Ha3BH, Ba)KJIMBUX VIS PO-
3yMiHHSI CHMBOJIIYHOTO 3HAYEHHS JKaHPY:«pas — BECh, nis — Hi4, ado — ciii-
Bato; pannihis— minoniyHe Hecnauas» (2015: 52). [omoBHOI0O TeMoro 3ay-
MOKINHOT ci1y0u® € 3BepHEHHs 10 Bora 3 mpoXaHHAM MPOIIEHHS YCiX Ipi-
XiB, BUAMMHUX Ta HEBUAUMHUX, Ta nepexony Ayui go Llapcra HebecHoro.

Konmak «3i cBatumu ymiokoit» (b-moll) i3 «Ilanaxumm» K. Cremnenka
CKJIaJIa€ThCsl 3 TPHOX PO3ALUIIB, KOKEH 3 AKHX XapaKTEePU3Y€ETHCS MOSBOIO
HOBOTO TEMaTHYHOTO Marepiaiy:

a B c
27 9 6+7

Bubip KoMIT03UTOpOM OCHOBHOI TOHATLHOCTI b-moll, Ha HaI O,
HE € BUNAJIKOBUM, OCKUIBKH ii KOJIOPUT, SIK BUJIAETHCS, € CIIIB3BYYHUM Tpa-
YpHI{ Ta MOJHUTOBHIW CEMaHTHUIl. Y BUKOHAaHHI AKaJIEMi4YHOTO XOpy iMe-
Hi [1. Maiibopoau mig opynoto 0. Tkad et 006pa3 BTITIOETHCS 3aBASKH 30-
CEPEeIKEHOMY 32 XapaKTE€POM, IPUKPUTOMY 3BYYaHHIO KaHTHJICHU y Tep-
momy posnini (a), Grave. «lle Tpariuamii emoc, 3 TOMiHYBaHHIM 00psI0-
BOTO YMHHUKa», 3a Bu3HaueHHsM JI. [Tapxomenko (2009: 193). Temarusm
MIEPIIIOTO PO3ALTY MPOPOCTAE 3 MOYATKOBOTO siipa (initio), 3aBISIKH YOMY
KOMITO3UTOP JI0CITa€e HACKPI3HOTO PO3BUTKY (nuB. [lpuxiao 1):

Hpukaan 1. K. Cmeyenko. «3i cessmumu ynoxoity, 1 po30in (novamox)
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8 Kanoniuni ocHoBH 3aynokidHux borocmyxinb 3akmaneno loanom lamackiaum (VIII
ct.) Ta ®eodanom Hauepranum (IX cT.).
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ITepiuii yoTupuTakr, 3a JI. IlapxomeHKo, «Ma€ LIEPKOBHUM KOJIOPUT
(2009: 193), 10 MiIKPECIIOETHCS U 3aBISIKH XOPAJIBHOMY TUIY (aKTypH.
BopmHouac ocHOBHA MeonuYHA JIiHisA B mMapTii conpano (Takt 1) Ta imita-
iifHI MiIroJ0CKy B MapTii TeHOpiB (TakT 2) Ta 6aciB (TakT 3) HAragyOTh
PO YKPaiHChKY HAPOAHOMICEHHY MY3UYHY CTHIIICTHKY.

YHicOHHE 3aBepiIeHHs mepioi ¢ppa3u Ha OCTAaHHROMY CKJIaJi CIIOBa
«YTOKOI» € XapaKTEPHOIO O3HAKOI XOPOBOI CTHJIIO Y AYXOBHUX TBOPAx
K. Crenenka 3araiaom.

[HTOHANIHMH CTPii EPIIOTO PO3ALTY, Ha HAII MOV, CIIOPIAHEHUH
TaKOX 13 )KaHPOM KOJIMICKOBOI 32 PaXyHOK PUTMIYHOI OCTHHATHOCTI Ha CII0-
Bax «de Hemae Hi Hedyeu, Hi ckopbomuy 3 miakpecnenusM VI ta VII# ma-
6miB MenonuuHoro Minopy (9-17 tt.). Taka MeTpopuTMiuHa OopraHizaris
CTBOPIOE €()eKT «KOJUCAHHI», a y JKAaHPOBOMY KOHTEKCTI aCOITIFOETHCS
13 3axonucysanusm Oy, sSika BUPYIIAE y BiUHICTh (auB. [lpuxiad 2).

Hpukaan 2. K. Cmeyenko. «3i cesmumu ynoxotly, 1 po3oin
(npo0ooeoicenHs)
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[Migronocok B maprii anera (1. 9), siKKi 00irpae CeKyHI0BY iIHTOHAILIIIO
1 JOCHUTH SICKPaABO MPOCIYXOBYETHCS B XOPOBOMY aHCaMOJIi, pa3oM i3 JiHi-
€10 COITPAHO YTBOPIOE BUPA3HE 3aTPUMaHHS, 110 JOAA€ TapPMOHIi CBIKOCTI
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Jpamarypriqauii po3BUTOK, 3aCHOBAHHH Ha ABOX JUHAMITHIX XBUJIIX
(110 OXOIUTIOIOTH Aiana3oH CIOYaTKy BiA p A0 mf, IOTIM — BiA p A0 forte)
Ta MOB’SI3aHMIA 31 30araueHHsIM XOpOBOi (haKTypH, 3pOCTAHHAM IIITFHOCTI
3By4YaHHS, HAIPUKIIAJ], 3aBASKH TOMY, 1[0 TapTis Oaca AyOiroe Menonnuy-
HUH Xix B mapTii TeHOPiB, NPUBOAMUTE 0 KyJAbMiHALl HAPUKIHII IEPIIO-
TO PO3JITY 13 3ATyYSHHSM IIIECTH- Ta CEMUTOIOCCS Ha 3aKITFOYHUX CIOBaX
MEPLIOTO PO3IiNy, Ha forte, — «owcummsl 6e3KoHeyHe» Y MeKaX «IOTYKHO-
ro tpariudoro F-dury (Ilapxomenko, 2009: 193). OctaHHI TaKTH pO3ALITY
(25-27 T1.) cipUKMAIOThCS SIK TICBHE 3aCIIOKOEHHS 1, BOIHOYAC, CIIYTYIOTh
MIEPEX0JIOM JI0 HACTYIMHOTO po3ainy (b).

Tema posminy (b) — solo ansra «Tu €ounuii bezcmepmuuily — Tcan-
MOJlisl, Ha mp, PEUYUTATUBHOTO THUIy BUKIAAY (aBTOPChbKa peMapka
“recitativo”), sika 3By9UTh Ha ()OHI TIeAaITi Y BUIVISAII TOHIYHOTO TPHU3BYKa
F-dur B napTii 40MOBIYMX TOJOCIB.

[lcanmomist comicTKH (KOHTPAJIBTO) B JOCIIKyBaHii BUKOHABCHKIH
iHTepnperailii HabyBae 6araToro OKCaMUTOBOTO TEMOPOBOTO 3a0apBIICHHSI.
BupasHe iHTOHYBaHHSI €JMHOTO BUCXIIHOTO CEKYHIOBOTO XOAY, IO MpH-
rmajia€e Ha cJioBo «3emisy (T. 30), 3HOBY MiIKPECITIOE CaKpaTbHY CEMAHTHKY.
CkopOOTHO-CMUPEHHUI XapaKTep BUKOHAHHS y3TOIKY€ETHCSI 3 OCHOBHUM
3MICTOM IIBOTO €Mi30fy, KWW Haraaye Mpo HEe3MiHHWH, 3 4aciB MaJiHHA
Anama, 3aKOH JIFOJICBKOTO OYTTS: «MU iC, 3eMHI, 68 3eMJi CIMEOPEHT | 6 my
Camy 3emiio HOBEPHEMOCD)Y.

JIumme Hanpukinii cepearporo po3ainy (b) y maprii comcTku crocre-
piraroThcs 03HAKW KAaHTHJICHHOTO THUITY IHTOHYBaHHSI, 3’SBISETHCS MEJO-
IW9HA JiHis (cantabile) 3 tenuto Ha meprmiit godi (Ha CIIOBaX «HA02poo-
HUM» Ta «PUOAHHSAMY), TIAKPECICHHIM KOXKHOI 10JTi («Cni-6a-io-yuy), o
B 00pa3HOMY IUTaHI MOXKe OyTH OB’ SI3aHUM 13 MPOCBITICHHSIM Ta HAJIEI0
(muB. Ilpuxnao 3).

Jnst dakTypu 3aKIIOYHOTO PO3ALTY (€) TBOPY XapakTEpHUM € 4O-
THPUTOJIOCHUN BUIKJIAJ, IO HAramye Mpo TPamuIlii HapoIHOI MiCEHHOCTI
(miaronockoBa moni¢oHis 3 pucaMu BapiamiiHocTi). Y po3pobui marepi-
aJy Ha IUISIXY JI0 TeHepalbHOI KYJIbMiHaIlii TBOPY KOMITO3UTOP CIIONIyYae
NPUHIIMITY, IPUTAMaHHI TPAJHIISIM HAPOJAHOTO TYPTOBOTO Ta IIEPKOBHOTO
CHiBY, TIPO IO CBiTYaTh HASABHICTh YOJOBIUOTO XOPOBOTO 3aCIIiBY («aiu-
aysi» Ha (DOHI BUTPUMAHOTO KBIHTOBOTO TOHY b-moll tutti mapTii aibTiB),
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BUKOPHUCTaHHS aHTH()OHHOTO TIPHHIINITY BUKIAAY (aJbTOBA IMAPTis BiATIO-
BiZla€ YOJIOBIUOMY XOPY YHICOHHUM XO/IOM 31 CIIOBAMH «CIIGAIOUYU NICHION).
[ToBTOpEeHHs BUCXiMHOI CEKYHAOBOI iHTOHAIII] B TAPTii abTa CTBOPIOE iH-
TOHAIIHHO-CMHCJIOBY apKy JI0 MONepenHboro po3ainy. Kyneminaiis y Bu-
KOHABCBKil Bepcii Akanemiunoro xopy iMeni [1. Maiibopoau pocsraerbes
MIUISIXOM TIOCTYTIOBOTO TUHAMIYHOTO 3pOCTAaHHS Bill pp 1O f, 31 BKpaIwieH-
HSIMU MIKPOJTUHAMIKY crescendo poTsaroM ofiHiel nodi (takrt 31), o cTBo-
PIOE BUpPA3HUH 3BYKOBHH e€(PEKT.

Hpuknan 3. K. Cmeyenxo. «3i cessmumu ynoxouy, cepeouii po3oin
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3akimouHe mpociaBieHHs («Azunyay), MO Ha 00pa3HO-CEMaHTHY-
HOMY piBHI MOXe€ CIIpUAMATHUCS SIK MPOSIB CMUPEHHOTO MPHUHHSTTS BOJI
Boxxoi, BTUTIOETHCS 3aB/ISIKH THYYKOMY PO3CITIBY B YCiX MapTisiX XOPOBOTO
tutti. 3a JI. IlapxoMeHKo, 0cOOINBOI «cHiIM eKcrpecii HaOyBae 3By4aHHS
“Ammtys” B YOTHPUTOJIIOCHOMY XOPOBOMY CKJIafi, 1€ CIIaHUM (B OKTaBY)
niHeapHUH pyx HaOyBae cemaHTHKH (arambHOCTI» (2009: 194). Koxen
3 TOJI0CiB XOPOBOi (haKTypu Ma€e JOCUTH BUPA3HY MEJIOAUYHY JIiHIIO: IIJ1aB-
Hi HU3X1/IHI XO/IM B TIAPTiAX COMpPaHO, ajbTiB i Oacis, mapTis TeHOpa 3 eJe-
MEHTaMHU CEKBEHLIHHOIO PO3BUTKY. BupaszHe iHTOHYBaHHS KOXKHOTO 3 TO-
JIOCIB TOCATHYTO XOPOM IIIXOM TeMOpPOBO-IMHAMIYHOI 1IHIUBIIyaTi3arii
KOkHOT napTii (auB. [lpuxnao 4).

VY xoHmaky «3i CBATHMHU YyTOKOW» i3 «llaHaxumm» y XOpoBOMY CIIiBi,
10 «€ MHCTEITBOM JYXOBHOTO M €MOIIIMHOIO CITLJIKYBAHHS MIX JIFOIBMH,
3ac000M iX 00’ €JHaHHS AJIs TYPTOBOTIO Ta iHAMBIAYaJIbHOTO BUKOHABCHKOTO
camoBupaxeHus» (CynpyH-Spemxo, 2014: 348), K. Crenenko BTiMB Bij-
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TTOBIAHUN MOJINTOBHHU CTPii, OPTaHiYHO TTOETHABITH MY3HIHO-CTHITICTHY-
Hi O3HAKU HApOIHOr0 0araTroroyioccs 3 O3HaKaMu TBOPIB OOrociyk00BOi
TpaauIii (TIcaMoIis aipTa, 3aTy9eHHs aHTH()OHHOTO PUHIIUITY CITiBY ).

Hpukaan 4. K. Cmeyenxo. «3i cesmumu ynoxou» (3aeepuienis).
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[Tincymyemo criocTepexeHHs 010 BUKOHABCHKUX MPUHITUIIIB, Bij-
3HAYEHUX Y XOJi 1HTepIpeTaliifHoro anamizy. MOIUTOBHUN CTpiit mep-
moro po3ainy (a, Grave), «3i ceatumu ynokoit» K. CTerieHka BTiJIeHO
AxanemigauM xopoM imeHi [. I1. Maiitbopoau 3aBasku 30cepekeHOMY
3a XapaKTepoM KaHTHJIECHHOMY MPUKPUTOMY 3ByYaHHIO Ta 0OMEKEHHIO
MUHAMIYHOTO Jiana3oHy, JOTPUMAHHIO IUHAMIKH piano Ta pianissimo
3 HEBEIUKUMU crescendo Ta diminuendo; BUpa3HOMY 3BYYaHHIO aJbTO-
BOTO ITiJITOJIOCKY Y XOPOBOMY aHCaMOITi, 3aBASIKA HOTO TeMOpPOBii 1HH-
Bigyamizaiii (9—20 TakTH); KOJOPUCTUIHOMY 30aradeHHIO XOPOBHUX TO-
J0CiB (3 €O HANPYKEHUM 3ByYaHHSIM TapTii COMpaHo) y KyJIbMiHaIi.
BuxoHaHHS po3iny b BUPi3HIETHCS BUPA3HUM IHTOHYBAHHSIM IICATMOTI{
COJIICTKOIO, TOJIOC SIKOI Ma€ OKCaMHUTOBE TeMOpoBe 3a0apBIICHHS; II0-
CTYTIOBHUM JMHAMIYHUM 3pPOCTaHHAM Big pp 10 f. [IpuMiTHUM 3BYKOBUM
eexToM € 3acTOCYBaHHS MIKPOIMHAMIKH — crescendo y Mexax OIHiel
noni (takt 31) mig yac KynbMiHalii TpEeTHOTO po3ainy (¢). Y 3aKIIOYHOMY
npocnaBneHHi «Anunysay Xopy imesi 1. [1. Maitbopoau Bramocs qocsartu
MOHOIIITHOCTI 3By4YaHHS.

Komrmo3uTtopcbka, TUPUTeHTCHKA, MEeAarorivHO-HayKoBa Ta KYJBTYp-
Tperepcrka IisIbHICTE Onexcanopa Kowuus (1875—1944) Bimirpana
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3HAUYINy POIb Yy MATPUMAHHI Ta PO3BUTKY YKpaiHCHKOI XOpOBOi Tpa-
JMINT 32 MeX)aMH Hamoi Jep>KaBH, TOJI, KOJMU TPAJHMIlIS JyXOBHOI XO-
poBoOi KynbTypu B Yipaini y XX cTopiudi Oyia npakmuyHo nepepsamd.
IIlo moB’sa3ano, Ha aymky H. CympyH-SIpeMko, 3 «TOTaJbHUM 3ampoBa-
JDKEHHSM BOHOBHHUUOTO aTei3My 1 pyiHIBHOIO aHTUPEIITiHHOIO KaMIIaHi€l0
<...>— yce 1ie IPHU3BEJIO JI0 BETMUE3HUX HAllIOHAJIBHUX JYXOBHUX BTPAT»
(2014: 450). Y nponosxeHHs 3a3HaY€HOTO MY3HKO3HABHIIS CITYITHO 3ayBa-
KYE, 0 «<...> 3HaYHOIO MipOIO [IEPKOBHA My3U4HA TBOPUYICTh OMHMIACS
B eMirpailii, ¢ He Jiniie 30epiniach sSK BUJ HAllIOHAJILHOTO MHUCTEIITBA,
a i 3ymMiJIa IPUMHOXKUTHCH 1 IPOJOBXUTH PO3BUTOK Y HAyKOBUX, KOMIIO-
3UTOPCHKHX 1 KOHIEPTHHUX (hopMax cBOTO XKHUTTA» (Tam camo). CydyacHa
nocaigaung I Kapace (2022: 24) Hagae wiHHI apXiBHI Marepiaiyd CTOCOB-
HO yuacTi mupurenra O. Kommrs 3 opranizoBanuMm y Kanani Benwkum
XOpOM, SIKUH CKITaJaBcs 13 «XOPHUCTIB Ta XOPUCTOK Maibke yciX ykpaiH-
CHKUX HAI[IOHAJbHHX 1 EPKOBHUX TOBApUCTB BiHHIMETY» y CBATKYBaHHI
100-piunoro roBineto oro puutens M. Jlucenka y 1941 pori. ABTopka
HAroJIomIye, IO MiJ Yac NpoBeAeHHs TPeTiX AUPUTeHTCHKO-BUNTENBCHKIX
KypciB y BinHiNe31 MUTENb YKIagae mporpamy, B SKii MiCTITBCS XOPOBI
TBOopH M. JluceHka, MpoOBOAMTE CEpir0 JOMOBIJEH MPO YKPaiHCHKY MY3H-
Ky 1 TBOPUICTh OCHOBOIIOJIO)KHUKA YKPAiHCHKOT KOMIIO3UTOPCHKOT IIKOJIN
y pizaux micrax Kananu, cepen sikux — Monpeans, Toponto, Cenbepi,
®opr Bimrian (Tam camo).

Sk 3a3nagae cam O. Kommmp, HapomHa MicHA «Mae B cobi Bci Ha-
LiOHANBHI MEPBHI H cTaja IPyHTOM Ui OPraHi30BaHOTO MY3WKAIbHOTO
MUCTEITBA, K C8imo08o2o Tak 1 yepkogrnozo» (19-?: 5). My3uko3HaBHIIA
1. PomaHIOK migKpeciroe: «PONbKIOp — 1€ CTHIIbY» Ta JOXOIUTh TAKOTO
BUCHOBKY: «<...> HapOAHA TPaAWLIsl 3aJUILAETHCS aKTYalIbHOIO 3aBXKIH,
BpaxoOBYyIOYH ii aBTEHTHYHICTh K YMHHUK SIKOCTI (BiX Tp. authentikos —
cnpasxcui)» (2014: 385).

JKaHp nyXoBHWX KaHTiB Ta rcaibM y TBopdocTi O. Kommis mpen-
CTaBJIeHO Oararo Ta po3maito. Hampwukian, MUTelh CTBOPUB 00p0o0-
KA JUIS MIIIAHOTO XOpy «OOrociy’)kO0BHUX Ta HApOMHHUX MEIIOMii»
(Cynpyn-Apemxo, 2014: 457)» nns nevnuuspkoro BumanHs 1920 poky
«Penieilini kanmu ma ncarbMu YKpaincokoz2o Hapody». B paMkax crarTi
Ha TPUKIaNi OmHiET MiHIaTIOpHU-apamXyBaHHS «Ou xmo, xmo Muxonas
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mobumey O. Komuus po3nisHEMO L0 HAPUHY KOMIIO3UTOPCHKOI TBOP-
4OCTi Ui YBUPA3HEHHS 3aCaHUYMX SKOCTEH TCAIbMHU SIK AYXOBHOTO
KaHpy, 30CEPeKYIOUM INOCIHIAHULBKUNA iHTepec Ha il BUKOHABCHKOMY
BTUICHHI (Ha mpukiaai Bepcii JIbBiBCbKOT HalliOHAIBHOT Y0JIOBIUOT XOPO-
BOi Kamnenu «/lynapuk»).

3acagHUYO0IO iIE€I0 TyXOBHUX ICAIBM, MIATPYHTIM SKHX € MOpajlhb-
Hi )KUTTEBI NpUHUUNH, Ha AYMKY C. [pulli, € «TTHHICTH 36MHOTO KHTTS,
BHII[ICTh JTyXOBHOTO HAJ TLIECHUM, MOPaJIiICTUIHO-TUAAKTHIHI MOTHBI»
(2007: 117). Ykpaincbki ko03api Ta jgipauku (11, 2), BUKOHABIII HAaIliOHAIb-
HOTO €TI0CY, JyXOBHHUX KaHPIB — «peasibHa Ji€Ba CHJla MOPAJILHOCTI, LI0
CTaHOBHUTEL COOOI0 €JTHICTH MPaBIH i crpaBeyIHBOi aii. CriBIi-K003api SK
MyZApeli, HOCii JyXOBHUX 3HaHb i MOPAJILHUX SIKOCTEH A7l ofHUX Oy mo-
pamHUKaMu, 7S 1HIIUX — HacTaBHUKaMmy», — 3a3Hadae O. [1lokamno (y kH.:
[lTepuenko, 2020: 12).

[epmomxepeno ncansMu «OH xT0, XT0 MUKONas MOOUTHY, 5K 3a-
3ragae O. Kommie, moxoauts Bix ko63apsa Octama Bepecas, 3ammc TBO-
piB y BUKOHaHHI sxoro 3aiiicHuB M. Jlucenko. O6pobka O. Kommis Oyma
BHIaHA YKPaiHCHKOIO miacrioporo B Hpro-Mopky y HoTHOMY 3iGpaHHi
«Pemniriitai TBOpM» 3a penakuieto 3iHoBist JIuceka (1970).

Aynio36ipka «Piz060 na Ykpaini» (1996) JIpBIBCHKOI HaIllOHATBEHOL
4ooBiv0i XopoBoi Karenu «Jlymapuk» (XynoxKHili KepiBHUK Ta TOJIOBHUH
nupurent — JImutpo Kanam) MicTUTh yHIKaJIbHUHN 32 BUKOHABCHKUM CKJIa-
JIOM 3aIl}C apaH)KyBaHHs HapoxHOi ncanbMu «Oi, XT0, XT0 MuKosnas Jito-
outb» O. Kommmms. Lleit 3pa3ok 1yXoBHOT XOpOBOI CHIaAIIUHA MUTIISI JI0-
TeMnep 3aTUIIAETHCS MAaJOAOCTI/DKEHNM y MYy3UIHIN HayIl.

JisTbHICTE YOJIOBIYOT XOpOBOi Kamenu «/lymapuk» € mpaBoMipHUM
BU3HAYHUTH SIK TaKy, IO LIJIKOM BKJIATA€THCSA B KOHTEKCT YKPaTHCHKOI CITi-
BOYOT Tpauiii. MineThcst mpo 3aIydeHHs TUTSYHUX TONOCIB 0 Y4OIO0BIYOro
CKJIaJly XOpY, 0 csirae cBoiM KopiHHsaM y X VI cromiTTs. Y BITUM3HSAHIN
XOPOBi# TpaauIIii MPUOIU3HO B Ti K YaCH JUTSIHH XOP CTA€ 00OB’I3KOBUM
NpeJIMETOM Y HaBUAIBHUX 3aKJIafiaX MpHU HEepKBaX, a 3 PO3BUTKOM CBiT-
CBKOTO 0araToroJIOCHOTO CITiBY MOJOAWX IIBYMX IMMOYMHAIOTH BimOipaTu
JI0 YOJIOBIYMX MpOdeciitHIX XOpiB.

CriomydeHHsT TeMOpIiB IUTSIYMX, FOHAIKUX Ta YOJOBIUYMX TOJIOCIB
y komno3utlii «Oi xTo, X0 Mukomnas ooutb» O. Kommus y BukoHaHH1
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xopoBoi kanenu «Jlyaapuk» (solo — Orenp FOpiii Konaca) Bpaxae cBo€ro
JIOCKOHAJTICTIO: TOJIITHICTIO 3BYYaHHS JUCKAHTIB, BUPA3HICTIO aJIbTOBOL
maptii (0coOMHMBO y IpyroMy KyIUIETI, Jie allbTH BUKOHYIOTH 3aCIHiB Y JI0-
CTaTHbO HU3BKil TECUTYPI), KYABTYpOIO0 OQOPMIICHHS XOPOBOTO 3BYYaHHS
3arajaoM, YMCTOTOI0 IHTOHYBaHHS CKJIaIHOI 3a (haKTypHHUM BUKJIAJIOM Ta
TECUTYPOIO XOPOBOT KOMIO3HIIiT a cappella.

Lmocrpauisi 2. «/Tipuuxy (3urmynm Aiioyxesuy, kineys XIX cmonimms)®

dopma 1pOTO TBOPY — KYIUIETHO-BapialliiHa, CKIAAETHCS 3 1 ATH
KYIUICTIB-TIEPiOiB Ta KOAU. MOro 0CoOIMBICTIO € 3aCTOCYBaHHS JaJ0BOL
3MIHHOCTI, TOOTO MOCTiiiHE YepryBaHHS TOHaJbHOCTEH g-moll Ta B-dur,

9 OTpuMaHoO 3 BUTBHUX [HTEpHET-IKEpe.
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gacte 3acrocyBanHs VII ta Il mabmis, mo BIacTUBO Jam0Bii Oyq0Bi Ha-
POIHOI TicHI.

OJHOTaKTOBHI XOPOBHH BCTYH IEpell COIBHUM 3aCIiBOM KOXKHOTO
3 KYIUIETIB € CBOEPIIHUM aHAJIIOTOM 1HCTPYMEHTAJIBHOTO BCTYIy. XOpOBi
BEpTUKaJIi, 10 BUKOHYIOTHCS 3aKPHUTUM 3BYKOM Ha IOYaTKy MEpILIoro,
TPETHOTO Ta IT’ATOTO KYIUIETIB Ha forte, BINIrparoTh POJb «XOPOBOTO Ka-
MEPTOHY», BUKJIMKAIOUM acoliamii 3i 3By4aHHsIM KouticHOi Jiipu. Komoput
IILOTO XOPOBY BCTYITy MPUBEPTAE CIyXalbKy yBary BKe 3 MEPIINX TaKTiB.
Pe3onyBaHHSI B MOMEHT CIiBY mormorando cupusie QuUIrpaHHOCTI 3BY-
YaHHS crescendo Ta TMOCTYNOBOTrO diminuendo. YMisie BUKOPUCTAHHS XO-
pUCTaMu IPUHOMIB JTAHIIOTOBOTO IMXaHHSI Ta TOJIOBHOTO PE30HYBaHHS 3a-
Oe3medye OKpyTIie 3By4aHHSIM rojlocHuX. Bee 1e, pa3oM i3 JOTpUMaHHSIM
PUTMIYHOI CHHXPOHHOCTI Y BUKOHAHHI MapTiii Ta BUPA3HOIO KAHTHIICHOIO
MirOJIOCKIB, CTBOPIOE 00pa3 MUPOT AUTIUO0T MOJUTBH.

MaiictepHicTh 3aCTOCYBaHHS XOPOBOTO NMPHHOMY mormorando, Ko
XOp JlocsATae HessiOMKOT THYYKOCTI (hpa3yBaHHs MIPOTATOM JOCUTH TPHUBAIHX
MY3UYHHX (pParMeHTiB y IEPIIOMY Ta TPETbOMY KyIUIETaX, TiIHCHO Bpaxae.
IIpukmeTtHo, o y «CiIOBHHKY yKpaiHckkoi MoBu» (bimomim, 1973: 830)
TIlyMaueHHs TepMiHy mormorando (cTarTs Mae Ha3By « MypMypaHIo») aa-
€THCSI CaMe Ha MPUKIIA/Il YHIKATBHUX XopoBuX npuitomis O. Ko (3 o-
CHJIaHHSAM Ha XypHan «Hapongna TBopuicTh Ta eTHOrpadisn»): « HyuKicTh
JUHAMIYHUX HIOAHCIB, 3HAMEHHTI KOHTPACTU 3BUTKHOTO “dopre” i Haii-
HDKHIIOTO “TMaHicciMo”, ... a 0COOIMBO, HEMMOBIpHE HATHITAHHS Ta parl-
TOBUH cHaJl HAa OJHOMY 3BYIIi Ta MypMYpaHZAO (CIiB i3 3aKPUTHM POTOM),
0 CTBOPIOBAJIO 1TFO31F0 BiOpallii CTpyHHUX IHCTPYMEHTIB — OCh 32 JOTT0-
MOTOI0 SIKMX IPUIOMIB XOpoBOi1 opkecTpoBkH Komuip nocsrae ocobnu-
BUX 3ByKoBHX edekTiB (Hap. TB. Ta eTH., 2, 1966, 26)».

[Taptis comicra-6apurona (I-IV kxymiern) mae iMmpoBizamiiHHA
xapakrep. [HTOHaIiiiHE 3€pHO TeMH, IO CKJIAJAETHCA 3 XPOMATHYHOTO
HU3XITHOTO CEKYHIOBOTO pyXy (g-fis) Ta BUCXITHOTO CTpHOKa Ha 3MEH-
IICHY KBapTy N0 TPEThOTO madito y pamkax g-moll (fis-b), cnomyua-
€THCS 3 MOJANBIIUM XBWJICTIOAIOHHM PO3TOPTaHHSIM MEIOJUYHOI JiHii
(IIpuxnao 35).

Takox OHMM 3 KITFOUOBHX NPUHIIMITIB MEJIOANYHOTO PO3BHUTKY B Map-
Tii cOJTicTa € 3MiIHHICTh HaTypaJIbHOTO Ta TAPMOHITHOTO MiHODY.
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XopoBuii CYNpOBiA y MEPUIOMY Ta TPETbOMY KyIJIETax 3BY4UTH Jia-
TiIHO ¥ MPO30pO 3aBISKM BUKOPUCTAHHIO TEMOPIB OUTSYHX TOJOCIB,
IJTABHOCTI TOJIOCOBENIHHS ¥ TOMO(OHHO-TAPMOHIYHIN QaKTypi, Mapaeinb-
HOMY PyXy TOJIOCIB, MOACKYIH 3 €JIEMEHTAMH IIir0JIOCKOBOI MOIi(OHii.
KanancoBuii 3B0poT HanpuKiHLI Iepiony Mae cneuridHe rapMOHivHe 3a-
OapBiIeHHS 3aBISKH BUKOPHCTAHHIO HATYPaJbHOI JOMIHAHTH 1 TOHIYHOTO
TPHU3BYKY 3 MPOMYLICHOIO KBIHTOIO, TPUBAJICTH SKOTO MOAOBKEHO 3a pa-
XyHOK (hepMary, 10 CIPUMMAETHCS SIK alleJIIOBAaHHS 10 HAPOAHOIICEHHOT
CTHJIICTUKH.

Hpuxkaan 5. O. Kowuys. «Oti xmo, xmo Muxonas aiodumao»
(nepwiutl Kyniem)
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Y 4geTBEepTOMY KYIUIETI MIPOBIAHY POJIH y aHATI30BaHIl BUKOHABCHKIH
iHTeprpeTaLii rpac KOMOiHyBaHHS XOPOBHX TEMOPIB, KE € OJHHUM 3 SICKpa-
BHX MPHUKIAIIB €KCIEPUMEHTAIBHOI POOOTH AMpHUTEHTa. Solo TyT nopy-
YeHO Tpymi OapuUTOHIB, IO CHIBAIOTh y HIOAHCI pp, TOAIL K XOp y Tpoleci
PO3BUTKY BUKOHYE JBOICTY (PYHKIIiFO: (POHOBOTO, aje CaMOCTIHHOTO Tia-
HY Ta MiAr0JIOCKY PO3BUBAIOYOTO THUIY, IO BCTYIA€E B JIaJioT 3 MAPTIE0
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Gapurtonis!?. 3aranom y npoMy KyIuieTi Xop € Ji€BMM y4aCHHKOM PO3BH-
TKy Apamatyprii 3aBJsKd aKTUBHOMY BapiaHTHOMY PO3BHUTKY Te€MH (IWB.
Ipuxnao 6).

HNpuxaan 6. O. Kowuys. «Ou xmo, xmo Muxonas 1o6umbs»
(vemeepmuii Kyniem)
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KynbMmiHaliero TBOpY € 3aKIIOYHUH ITSITHH KyIJIeT. XOpOBUH BCTYII
JI0 HBOTO BHKOHYETHCS 3 BUKOPUCTAHHAM NpuiioMy mormorando y noeo-
Hanui 3 hepmamoro, AKa B IIbOMY BHUIIAAKY CIYTY€ TJIOM Ul iMIIpOBi3a-
LiAHOTO COJIO MapTii CONMpaHo, BUKIMKAIOUX acolialito 3 OypAoHOM Ha KO-
JicHi mipi, a, Ha mymKy H. Kamynpkoi, «compaHo iMiTyIOTh HaBiTh BUPa3-
Hy 3armtadky» (2001a: 132), ne cis HOABIMHOT JOMIHAHTH B g-moll Takok
MOXe OyTH TPaKTOBaHUH K €JIeMEHT AyMHOTO Jiany (auB. [lpuxnad 7).

10 ITioeonocox, axuil pozsusae — 3a knacudikamiero JI. PemeTHukoBa, onuH 3 TUMIB
MIATONOCKIB, «SKi CTalH OCHOBOIO TEXHIKU YKPaiHCHKOTO HAPOIHOTO ITiJT0JI0CKOBO-TION-
(hoHIYHOTO Oararoroyoccs, MOPs 13 TAKHUMHU SIK: 8mopd, Ni02010COK, AKULL OONOBHIOE,
Ni020NI0COK, AKULL KONOPYE; nid2onocok-¢hoxn Ta iH. Lg knacudikamis npencrapieHa B 10-
ciimpxenni H. Cynpyn fpemko (2014: 356).
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Hpuxaan 7. O. Kowuys. «Oti xmo, xmo Muxonas aiobumoy
(n’simutl Kyniem)
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Jlony4eHHs TeHOpa-aJIbTiHO 3 HOTO TOBOJI PiIKICHUM TEMOPOM JI0 CO-
JIIOIOYUX OAPUTOHOBOI'O Ta COIPAHOBOTO I'OJIOCIB HA TIIi 3arajbHOr0 XO-
POBOTO 3By4YaHHsI B THXiil IWHAMII, 3 TOCTYMOBHM 11 MOCHIICHHSM 32 pa-
XYHOK BHPA3HOTO O3BYYCHHsI BEpOAJILHOIO TEKCTY € OPUTIHAIBHUM IPH-
HOMOM XOpPOBOTO MHUChMA, KU BUKOHYE BAXJIHMBY IPAMATypridHy poJib
1 TMAKPECTIoE 1eHO-3MICTOBHY CKJIaI0OBY TBOPY — MPOCIABIEHHS TyXO-
BHOI cui Csatutenst Muxonast UynoTBopiis.

3a paxyHOK pO3IIapyBaHHS XOPOBOi (aKTypu y 3aKIIOYHOMY KY-
IUIETI JOCSTa€ThCs KYJIbMIHAISA y KO, [ futti XOpy NPHIIaJaE HA CJIO-
Ba «Muxonai! Mu mebe o6nacacm! Ha nomiu k cobi npuszusaem!y
(muB. Ilpuxnao §8).

Ha mincraBi 3amiiicHEHOTO iHTEpHpeTaIliiHOrO aHami3y chOpMYIro-
€MO KIJIIOYOBI MPHHIWIK BUKOHAHHSA TicanmbMu «OW, XxT0, XT0 MHUKONIas
mooutb» O. Kommis. SKiCHICTP BUKOHAHHS CKJIAAHOI OararomapoBoOi
(hakTypu IOCATHYTO 3aBASKH TOMY, III0 B YMOBax TeMOpPOBOTO pO3MaiTTs
COJIIOIOYHX TOJIOCIB XOpOBUH aHcamOnb moOpe 36amancoBaHo. upoknit
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Jliara30H aroTiYHUX TMPHOMIB, TEMITOBI Tpanarii (HalpuKiIam, MOCTYIIO-
BE€ PO3LIMPEHHS MPOTATOM OCTaHHIX JIBOX TaKTiB) (JOPMYIOTH TOBEPILECHY
npamMaryprito miigoro. CriB Ha mormorando, MO B TIJIOMY XapaKTePHHHA
it xopoBoro ctuiato O. Komruiis, icToTHO 30aradye TeMOpOBY MaJIiTpy.
MacumraGHicTh, MOHOIHUTHICTh 3ByYaHHS XOPOBOTO fufti B KOIi CTBOPIOE
006pa3 coOOpHOCTI, mepeaac IyX MUPOi MOJIMTBH, Bipy y Oe3Iepednuii 3a-
XUCT, AKUW Hajae Mukonaii-HynoTBopeupb.

Hpuxnan 8. O. Kowuys. «Oii xmo, xmo Muxonas niobumsy (kooa)

BucHoBku.

Otxe, miarpyHTsM kommo3utopcbkoi TBopyocti K. Cremenka Ta
O. Kommurs € 3amy4eHHsI jKaHpiB 00OTOCITYy)00BO1 Ta TapaiTypriiHOI
cnaamuuHy (Y po3MISTHYTHX BHMAAKaX — MAHUXHUIN, HAPOJHOT MCATBMH) Ta
MIPUHIIAITY TICAIMO/Ti1; €JIEMEHTIB HaAPOAHOIICEHHOT CTHIICTUKA Ta CTHII-
3aii (oabKIOPHUX 00pa3iB (KOJUCKOBOI y «31 CBATUMH YIOKOW», 3BYKO-
00pazy 3 k003apChKO-JIIPHUIBKOT TpaaAuLil — iMITyBaHHsI 3BY4aHHs KoJlic-
Hol Jipn B «Of#i, XT0, XT0, MUKOJIasT TIOOUTHY ).

XopoBiil TBOpUOCTI 000X MHTILIB MPUTaMaHHI NEBHI CHIIBHI My3HU-
HO-CTHIJTICTUYHI O3HaKH: TSOKIHHS 10 0araromapoBOCTi QakTypH Ta po3-
HIMPEHHS 3arajbHOTO JAiana3oHy 3ByYaHHS B KyJIbMIHAISX; 3aTy4eHHS
MIPUHIIAIIIB aHTU(OHHOTO CITiBY, YCIAJKOBAHOTO BiJ yCTaJIeHOI TpaamIlii
YKpalHCHKOI XOPOBOi MY3WKH; TPAaKTyBaHHS XOPY SK OpKecmpy TOIOCIB;
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TTOBTOPEHHS OKPEMHUX CKIIaIiB ()pa3d y Xopi, MO BIACTUBE TPAIUIIIl Typ-
TOBOTO HApOAHOTO CIIBY; Ma)KOPO-MiHOPHA JIaJI0oBa 3MIHHICTB; YacTe 3a-
CTOCYBAaHHS CENTAKOP/iB CyOJJOMiHAHTOBOI I'pyTH, OABIMHOI JOMIHAHTH
TOIIIO.

BukoHaBcbKa iHTEpHIpeTaLis JyXOBHIX TBOPiB KOMIIO3UTOPIB MEPILOL
TpeTUHU XX CTONITTS KPAIIUMH XOPOBUMH KOJIEKTUBAMH YKpaiHH B HAII
Yac € CBIJIYCHHSM BIiAPO/DKCHHS 1 CIAJIKOEMHOCTI JYXOBHOI TpajMIlii
HAa HOBOMY BHTKY Il OCAATHEHHS.

B ocHoBy intepnperariii konaaka K. Crerenka «31 CBATUMHU YITOKOH»
AxkanemiuanM xopoM iMeHi . I1. Maiibopoau, sika MaiicTepHO BTLIIOE MO-
JUTOBHY 00pa3HiCTh, MOKJIAAEHI TaKi BUKOHABCHKI MPUHIIAITA: «310paHey,
«TIPUKPUTE» 3ByYaHHS KaHTHJICHH, BUKOPUCTAHHS AWHAMIYHHUX BiJTiHKIB
B MeXaX piano — pianissimo; TeMOpOBa IHIWBIyaTi3aIlis TOJIOCIB, SKa, OI-
HakK, He MOPYIIyE LITBHOCTI 3ByYaHHs BCi€l (akTypH; MOCTYIOBE JHHA-
MiYHE 3pOCTaHHS BiJl pp 10 f, 3aCTOCYBaHHS €JIEMEHTIB MiKpOIUHAMIKH.

OcoOnmuBoCTSIMH BUKOHAaHHS HapomHoi mncambmu «OH  XTO, XTO
Muxonas mrobuts» O. Kommuist xopoBoro kamnenow «/lymapuk» (solo —
Orers FOpiit Komaca) € «omiTHICTEY 3By9aHHS TUCKAHTIB, BUPA3HICTh iH-
TOHYBaHHSI aJJETOBOTO T0JIOCY; YyA0BE BOJOAIHHS JIAHIIOTOBUM TUXaHHSIM
Ta FOJIOBHUM PE30HYBAaHHSIM, «OKPYIJIE» 3BY4aHHs I'OJIOCHHUX; MaiicTepHe
BTUICHHS IPHAOMY XOPOBOTO mormorando, y TOMY YUCIIi B THYYKOMY (pa-
3yBaHHi; YACTOTa TeMOPOIHTOHALI TUTAYMX TOJOCIB, IO CTBOPIOE Bpa-
YKEHHS TIPO30POCTi XOpOBOi (pakTypH.

3arasioM, BUKOHABChKIi iHTeprpeTanii xyxoBHUX TBopiB K. CreneHka
ta O. Komutis oOpaHuMu HaMH JUTS ITi€1 pO3BiIKH XOPOBUMH KOJICKTHBAMHU
M7 KEPIBHUIITBOM TAJIAHOBUTHX JAMPHUTEHTIB, HA HAIY TYMKY, € «ETaJIOH-
HUMM», OTKE, 3BEPHEHHS 10 iIXHBbOT TBOPUOCTI BIIKPUBAE HEPCHEKMUGHU
nOOANbUUX O0CTIONHCEHD.

[eneBpu IyXOBHOI XOPOBOI CHAALIMHHU, IO aKTyali3yIOThCS MICHs
TPHUBAJIOTO Yacy 3a00pOHH, MATBEPIKYIOTh CBOIO IIHHICTD, SIKa HE MUHAE
i y cydacHy n100y. Uepe3 100 pokiB cnaaimHa MUTIIB K001 KoY YKpa-
THCBKOI TyXOBHOI MY3WKH Tiepmioi 4BepTi XX CTONITTS 3HOBY CTa€ aKTy-
ATBHOIO 3 MO3UIi1 YBUPA3HEHHS IIHHICHUX OpPIEHTHPIB HA HOBOMY BHTKY
OCSITHEHHS BITUM3HSHOI JYXOBHOI TpaauUii SIK JOPOTOBKA3 Ui MaiOyT-
HBOTO YKPATHCBHKOI KYJIBTYPH.
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SPIRITUAL CHORAL COMPOSITIONS OF THE UKRAINIAN
COMPOSERS OF THE FIRST THIRD OF THE 20™ CENTURY:
GENRE-STYLISTIC AND PERFORMANCE PRINCIPLES

Statement of the problem.

The article deals with the spiritual and choral works of the composers of the
first third of the 20" century on the examples of the liturgical and paraliturgical
choral works of K. Stetsenko and O. Koshyts, representatives of the “new school”.
(Kozarenko, 2001: 153) of Ukrainian sacred music of the first quarter of the
20™ century. Recent research and publications testify to the relevance of the
proposed topic. The collection «Olexander Koshyts and timey (Scientific Herald of
the UNTAM, 2007, vol. 57) contains scientific articles devoted to various aspects
of the creative activity of O. Koshyts. The studies by N. Kalutska (2001) and
N. Suprun-Yaremko (2014) are devoted to his composer style. L. Parkhomenko's
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monograph (2009) continues to be one of the fundamental works dedicated
to K. Stetsenko. O. Zasadna and O. Chersak (2021) examines the process of
Ukrainization of liturgical music during the period of national revival (the first
third of the 20th century). A. Pater’s dissertation (2021) presents the creative
activity of modern professional choirs at Ukraine in the context of the revival of
spiritual music.

Objectives, methods, and novelty of the research.

The purpose of the study is to reveal the genre-stylistic and performing
principles of theselected spiritual compositions: the kontakion « Zi Sviatymy Upokoiy
(«With the Saints Give Rest») from K. Stetsenkos «Panakhyda»(«Requiemy)
and the arrangement of the folk psalm «Oi Khto, Khto Mykolaia liubyty («Oh,
Who, Who Loves Nicholas») by O. Koshyts. The scientific novelty of the study
is related to highlighting the fundamental qualities of spiritual choral composer
work by K. Stetsenko and O. Koshyts in terms of performance interpretation and
the continuity of the tradition of Ukrainian spiritual singing in the genre and
stylistic dimension. The historical-cultural, genre, stylistic, structural-functional,
interpretative, semantic, and systemic methods are used in the study.

Results and conclusion.

o The foundation of K. Stetsenko s and O. Koshyts's composer work is the
involvement of genres of liturgical and paraliturgical heritage (in the considered
cases —memorial services, folk psalms) and the principle of psalmody, elements of
Jfolk song style and stylization of folklore images (lullaby in “With the Saints Give
Rest”, sound image from the Kobzar and lirnyk tradition — imitation of the sound
of the wheel lyre in “Oh, who, who loves Nicholas”).

o The choral work of both artists is characterized by certain common
musical and stylistic features: a tendency towards multi-layered texture and
expansion of the general range of sound in climaxes; involving the principles of
antiphonal singing inherited from the established tradition of Ukrainian choral
music; interpretation of the choir as an orchestra of voices; repetition of some
syllables of the phrase in the chorus, which is characteristic of the tradition of
group folk singing; major-minor variability.

o The examples of modern interpretations of the compositions testify to
the high quality of rendition of the spiritual compositions, which was achieved
through remarkable plasticity of voice management, experimental choirmaster
work on the timbre combinations, microdynamics, etc.
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e In our time, the performance interpretations of the spiritual works of the
composers of the first third of the 20" century by the best choirs of Ukraine is the
evidence of the revival and continuity of the domestic spiritual tradition on a new
stage of its understanding.. Masterpieces of spiritual choral heritage, updated
after a long time of prohibition in a new quality, prove their enduring value in the
21 century.

Keywords: Ukrainian musical culture; Ukrainian spiritual singing; spiritual

choral work; K. Stetsenko; O. Koshyts; liturgical; paraliturgical; psalmody;
psalm; performance interpretation, musical semantics, Ukrainian folk song.
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RUSSIAN DOUBLE ANNEXATION
AND THE ISSUE OF RELIGIOUS CONSCIOUSNESS
IN POST-SOVIET GEORGIAN MUSIC

The article is dedicated to the consequences of Russian double annexation in
post-modern and post-avant-garde Georgian music. As a result of the research, it
was determined that Russian annexation changed the natural path of development
of Georgian music. It is a well-known fact that in order to establish a national
composition school, first of all, it is necessary to rely on the roots of national
professional music (which in any case originates from the church music of
a particular nation) from a stylistic point of view. As Georgian Orthodox chanting
was chased from the Georgian Church, they were completely unknown to first
generation of Georgian composers. That is why the first Georgian composers were
not honored to be the founders of the national composition school, and this became
a historical misfortune of the first Georgian patriotic artists. During second
annexation, due to the regimes rejection of the Christian religion, Georgian
composers were unabled to address the stylistic-intonational characteristics of
Georgian chants. During the Soviet period, the regime banned music with religious
content, and the use of church genres, as well as religious themes or church hymns
in any genre of music. After the collapsing regime, the requirement to ban church
genres or religious music was canceled, and it turned out that composers are often
interested in religious themes and intensively refer to the stylistic and intonation,
and mode characteristics of Georgian chants. Compositions of Maka Virsaladze
and Eka Chabashvili are clear examples of it.
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Keywords: Russian double annexation, colonization, post-Soviet religious,
Georgian music, European civilization, polyphony, Russification, Christian
religious traditions.

Statement of the problem.

There is not a single event in the history of Georgian culture that does
not require a global vision, especially when it comes to the discourse on
the development of music art in a post-Soviet country. It is impossible
to consider this problem without taking into account the context of the
consequences of the Russian double annexation, since it led to the curvature
of the natural path of development of Georgian music. In the process of
formation, Georgian music was based only on the experience of Georgian
folk, Russian and European music, because Georgian church chants were
completely unknown to Georgian composers. During the Soviet period, the
regime banned music with religious content, and the use of church genres,
as well as religious themes or church hymns in any genre of music. After
the collapsing regime, the requirement to ban church genres or religious
music was canceled, and it turned out that composers are often interested
in religious themes and intensively refer to the stylistic and intonation,
and mode characteristics of Georgian chants. Religious themes occupy
a dominant place in the works of post-modern and post-avant-garde
Georgian composers.

Resent research and publications. Regarding the compositions
discussed in the article, there is no scientific literature covering them in
light of the religious problem. However, from the methodological point
of view, the scientific works of Schmeltz (2009), Staneviciaté (2019),
Sharikadze (2017), and Kavtaradze (2020; 2021) are important.

The purpose of this article is to answer the following key questions,
which will be raised in relation to Georgian music in general and post-Soviet
Georgian music among them:

— What parameters determine Georgia’s European orientation and
what devastating results were caused in Georgian music by the process of
Russian colonization in the form of annexation;

— Did it turn out to be a barrier in the process of re-integrating Georgia
with Europe;
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— Why did religious themes turn out to be so vitally important
in post-Soviet Georgian music and how is it related to the Russian double
annexation?

The object of the study is Georgian art music in general and examples
of post-Soviet Georgian music: Liturgical Symphony (2010) by the post-
modernist composer Maka Virsaladze and bilingual Requiem (2012-2016)
by post-avant-garde composer Eka Chabashvili.

The research relevance and novelty are determined by the scientific
reflection on the Soviet experience, which presents the historical line of
Georgian music from a completely new perspective, the results of the
colonization policy, the processes that during the Soviet regime were never
discussed in terms of the ideology of the regime and from the positions of
the country’s official religion.

Methods. Historical, comparative, analytical, empirical, and
culturological methods are used in the research.

Georgian national consciousness in the context of European
values, and the period of Tsarism.

The fact is that, although the self-conception of Georgia as a European
country is however partly a modern construct, Georgian culture has been
based on European values since immemorial times. According to many
pieces of evidence, Georgia is not a new Europe, nor merely even old
Europe, but an ancient Europe. When the European orientation of Georgia
is discussed, the following arguments must be mentioned.

— Though this country is situated at the crossroads of Europe and
Asia and has always looked Janus-faced, the desire to integrate into the
European space as its natural mental environment has always been without
alternative. Georgia never hesitated in its geopolitical choice and was
always oriented toward Western values.

— European mentality and values were manifested almost at every
stage of Georgian history: in the field of culture we have only Western
experience from ancient times, and the influence of Asian culture was
only superficial, because we had cultural and political links with antique
Hellas, Rome, Byzantium, and Europe; Georgian philosophical thought
grew out of Neoplatonism (Peter the Iberian, 5" century AD, Ioane Petritsi,
11" century AD — Georgian Neoplatonists). More can be said. Only in the
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periods when Georgia had access to European values, the country continued
dynamic development. Ever since the fall of Byzantium, after five centuries
of Muslim invasion, and then Russian annexation we intensively sought
passage to Europe.

— Georgia is the oldest centre of vocal polyphony surrounded by
monophonic singing cultures of neighboring countries; in the field of
church polyphony, Georgia was a part of European culture, because we
were a member of the Christian unity from the 4" century. That’s why
Georgian music has similarities with European medieval and renaissance
polyphony. There are a diversity of types of polyphony in Georgia, as well
as in European music.

— High level of literacy; democratic governance; ethnic and gender
tolerance; the cult of personal, individual uniqueness so valuable for
Europe you can find in our ecclesiastic literature since 5 century.

Unfortunately, during the last four centuries, many obstacles existed
and continue to exist in the process of integration of Georgian culture
with European culture. Georgia thought that Russia would play the role of
a catalyst in rekindling our European mentality and play the role of a mediator
in the process of rapprochement with the European world, but it turned out
to be a big disappointment. Georgia received the greatest injuries after the
annexation of Russia, which was related to the colonial policy, russification
against the Georgian nation’s will, replacing the Georgian language with
Russian in the educational process, ignoring the Georgian music, and painting
Georgian churches white. 1 can’t help but agree with Edward Gibbon’s
opinion “There is nothing perhaps more adverse to nature and reason than to
hold in obedience remote countries and foreign nations, in opposition to their
inclination or interest” (as cited in Collard-Wexler, 2013: 325).

During the tsarist and the Soviet periods, we still had to fight to preserve
our European values. A common belief did not mean a common history,
and there the mental incompatibility of Georgian culture with Russian
imperial intentions became evident, which has its reasons. Despite the close
connections of Russian and European culture, philosophical opinions of
Slavophiles (Ivan Kireyevsky, Aleksey Khomyakov, Nikolay Danilevsky)
revealed the idea that Russia considers itself to belong not to the
Romano-Germanic but to the Greco-Byzantine type. Both Russian and
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European thinkers felt this difference: “For the Central Europeans, Russian
domination meant isolation from what the Central Europeans considered
their philosophical and cultural home: Western Europe and its Christian
religious traditions” (Brzezinski, 1997: 7).

It is significant that Georgia also distanced itself from the
Greek-Byzantine Christian roots, where Christianity was nationalized
from the very first stages. What specific event turned out to be a threat to
the identity of Georgian music after the Russian annexation? It is common
knowledge, that any national compositional school is based on domestic
roots (folklore, church music). When the time was ripe for the foundation
of the Georgian composition school, the first Georgian composers did
not have such an opportunity — the traditional church polyphony was
completely unknown to them. Why did this happen?

Russia abolished the statehood of East Georgia in 1801. Despite the
fact that Christianity became the state religion in Georgia in the 4™ century,
while in Russia in 988, the autocephalous status of the Georgian Church was
abolished by the Russian authorities, and the Georgian Church was subjected
to the synodal rule of the Russian Orthodox Church on July 18, 1811.
The position of Catholicos-Patriarch was also abolished. The Georgian
Church joined the Russian Church in the form of a separate exarchate, and
Russian high priests were appointing exarchs from 1817. The transfer of
the Georgian church to the Russian typikon made the Georgian theological
practice lose its identity, Patriarch Nikon’s Russian Typicon replaced the
11"-century collection “Twain” (introduced by Giorgi Mtatsmindeli), which
guided the Georgian Church until the 18" century. The Georgian liturgy
was suppressed and replaced with Church Slavonic, and Georgian chanting
in the educational programs was replaced by Russian chanting. Along
with chanting, the second pillar of identity — the Georgian language — was
expelled from Georgian churches, and the teaching process in educational
institutions was carried out in the Russian language. The ancient frescoes
were whitewashed from the walls of many churches.

The Russian Church also legalized a grandiose line-up of performers
in Georgia churches, which made Georgian hymns lose the original
semantics associated with their chamber nature (all three voices performed
the function of a soloist). In this situation, the Georgian chant was in
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danger of extinction. Though the national liberation movement of the
19" century spearheaded the search for Georgian hymns and transferred
them to the European notation system, meanwhile many manuscripts
were destroyed. In this situation, when Georgian secular music began its
formation, Tsarism offered Georgia its own model of foundation of the
composing school. When creating this shcool, Russia assimilated the
general European experience, directing it through the lumen of the national
musical thinking tradition, which included the layer of the Russian church
music, too; at least, the bell tradition in the pieces of Russian composers
points to it. As the three-part Georgian Orthodox chanting was chased
from the Georgian church, this layer was unknown to Georgian composers.
This exact factor prevented the opportunity to rely on the church music as
a symbol of national identity. The general European professional musical
thinking, assimilated by Georgian composers only from the position of the
peasant folklore, did not express the full artistic and aesthetic phenomenon
of the historically formed Georgian music.

And yet, why are national chants so important for Georgians? Because
of their great historical memory, chants took part in the formation of
national identity. His Holiness Beatitude, Catholicos-Patriarch Ilia II
declared that “the old Georgian chant is the protector of Georgian church
traditions” (Chabashvili, 2018:109). Also, the great Georgian composer of
the twentieth century, Nodar Mamisashvili in his article “When all roads
lead to the temple,” writes that “Chants are indeed the necessity of spiritual
culture. The Holy Fathers understood the genius of divine information and
they created such immortal forms of musical modules, which contain the
potential of permanent development and the possibility for each nation, in
its originality and uniqueness, to find the source of spiritual salvation with
the help of these modules” (Chabashvili, 2018: 108).

1028 days of Independence (1918-1921).

At the beginning of the 20% century (known as the “golden age”, the
first republic of Independent Georgia, 1918-1921), representatives of
the Georgian composing school (Arakishvili, Paliashvili, Sulkhanishvili,
Balanchivadze, Dolidze) scientifically studied the national chants to base
their music on this intonation layer along with Georgian folklore. Besides,
the idea of adopting the European experience was a chance to refresh the
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traditional one. The final goal was to combine the traditions of European
and Georgian music. This is what Dimitri Arakishvili wrote “I am trying to
stretch invisible threads between Georgia and Europe. I think that purely
national creativity, endowed with an ethnographic character, will have
only local significance” (Kavtaradze, 2021: 6). Zacharia Paliashvili also
envisioned the future path of Georgian music as a process of glocalization,
which meant a synthesis of the global and the local, where you become
part of the global space by combining the achievements of national and
European music. He meant Global trends in terms of local conditions.
Georgian music took the right path, but the golden age did not last long.

The Soviet period.

The second Annexation of Georgia (1921) — the establishment of the
Soviet Socialist regime and isolation from the Western world stopped
the process of further integration with contemporary European music
and kept Georgian composers within the limits of the musical system of
Romanticism (1920"-50™).

The ideology and principle of socialist realism created an atmosphere
of Soviet claustrophobia, where “Art as a representative of culture has
become an indicator of the anomalies generated by totalitarianism”
(Kavtaradze, 2020: 11). The Georgian philosopher Merab Mamardashvili
rightly called this desacralized era “an anthropological catastrophe”
(Mamardashvili, 2004: 9).

This time, the Soviet regime again attacked the Georgian Church
in 1924, and the fate of thousands of Georgian hymns transferred to the
notation system was again in danger. It is gratifying that a large part of
these hymns was saved by Georgian musicians at the cost of great efforts
(Philimon Koridze, Karbelashvilis’ family) and often at the risk of their
lives (the case of Ekvtime Kereselidze).

Due to the replacement of the Christian religion with militant atheism,
the Georgian composer again lost the right to write works of religious content
in general. By the way, it was the sterilization from the divine origin, revealed
in the moral death of the society that caused the collapse of the Soviet Union,
along with economic and political factors. The Christian religion, which
prioritized individualism and freedom of will, came into confrontation with
the totalitarian state and was perceived as a threat to the regime. Until the 60s,
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only cantatas and oratorios in praise of communist leaders were written, in
which the idea of glorifying God has been replaced by the idea of glorifying
the party elite, “Gloria” was replaced by “Hurrah!” (“Vasha” in Georgian).
The desacralization of genres turned them into caricatures.

The situation has changed since the 1960s, which is called a “small
renaissance” (term of writer N. Dumbadze) of Georgian art. The illusory
opening of the “Iron Curtain”, which was isolating Georgia, as well as
other soviet republics, from the world art music processes, provided the
1960s—1970s generations with the opportunity to discover for themselves
dodecaphony, serialism, aleatory, and sonoristics, the music of Stravinsky,
Bartok, New Vienna School, Penderecki. The so-called “Thaw” period of
the 1960s enriches national music with stylistic pluralism. The main Soviet
trends were questioned and led to the emergence of “unofficial music”.

In the process of the worldview and stylistic evolution of composers,
the re-appeal to religious themes in Georgia as well as throughout the Soviet
Union played an important role. It’s hard to disagree with P. Schmelz’s
opinion that religion played a vital role in the ongoing stylistic development
of Soviet composers of the 70s and 80s (Schmelz, 2009: 268).

The Georgian Composers of the 60s (Mamisashvili, Kancheli,
Nasidze, Svanidze, Gabunia, Kvernadze) and 70-80s (Bardanashvili,
Nadareishvili, Bakuradze, Shaverzashvili) are also interested in sacred
music and mystical themes. “In 1978, Sulkhan Nasidze named his sixth
symphony Passion, and in 1980 he wrote a choral work called Supplication
to David Guramishvili’s Christian text. In 1983, Bidzina Kvernadze’s
opera And It Was in the Eighth Year was staged. The opera was based
on the story by the first Georgian hagiographic writer Jacob Tsurtaveli
The Torture of Saint Shushaniki, which is also the first Georgian literary
masterpiece. In 1984, Gia Kancheli composed a requiem called Bright
Sorrow, and in the 90s he also created Prayers (Morning Prayers and Noon
Prayers in 1990, followed by Night Prayers in 1992—-1995) for various
instruments” (Virsaladze, 2021: 82).

Gia Kancheli’s music conveys the feeling of the spirituality of Georgian
hymns even without quoting. Nodar Mamisashvili (the author of Passion for
a cappella choir) established the regularities (consistent patterns) of Georgian
hymns, based on which, he calculated the proportions and acoustic properties
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of the Georgian Orthodox bell, which should resonate with the Georgian
chant. According to his acoustic scheme, the bells in the Church of the Holy
Trinity were distributed in the space of the belfry. His church hymns are
close to the authentic style of ancient Georgian chants.

“Georgian Lamentations” (1974) by Natela Svanidze (a representative
of “unofficial” music, a nonconformist composer) is also a very original
example of interest in religious themes.

It can be said without exaggeration that for Georgian music, as well as for
the entire post-Soviet zone, the cultural and political mission of the ‘Warsaw
Autumn’ had a revolutionary significance, as it brought together the most
important events in world music into a single festival space. The Georgian
composers who came to the festival had the chance to listen to avant-garde
music and master new techniques. Here they witnessed how relevant religious
themes were in 20™-century Western music. “Likewise, transnational
music practices have inevitably left a deep imprint on the formation and
development of national music cultures” (Staneviciiité, 2019: 76).

Post-soviet times.

The transitional era of Georgian music from the Soviet past to the path
of European integration (the 90s) was the period when Georgian music had
a chance to position itself on the world music map already as the music of
an independent country. It showed the continuity of tradition from an angle
of adaptation to the global space as well as models that Georgian music
chose to preserve national identity. In the music of this period, the mixture
of styles and dialogue of epochs, so characteristic of postmodernism,
was highlighted. Composers of this period use modern techniques:
sonorism, pointillism, aleatoric techniques, atonality, etc.: “Since there
was a coexistence of diverse musical styles, directions, and tendencies —
computer music, spectral music, various compositional techniques,
minimalism, polystylistic, postmodern music, eclectism, multimedia etc. —
and the chance of free choice had been giving a frameless opportunity to
the post-Soviet composer” (Sharikadze, 2017: 35).

In addition to positive changes, it should be noted what challenges
Georgian musicians had to face in the post-Soviet period.

1. The loss of Abkhazia and Samachablo (South Ossetia) worsened
the economic and political crisis.
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2. The modern composer, unlike the composer of the Soviet period,
has to find the finances himself and take care of the promotion, and
advertising of his music.

3. When entering the free market space, academic music found it
difficult to compete with rock music, and jazz, which in the Soviet Union
was either banned or considered an entertainment, frivolous genre and was
less supported. Compared to representatives of rock and jazz music, the
popularity of the post-Soviet composer is limited to a narrow circle, which
caused some complexes in relation to the older generation who already had
gained popularity.

4. Georgian academic music was rarely covered by the Media.
Classical TV music programs were often closed soon after their inception
due to insufficient ratings.

This situation led to secondary traumas, which are related to the Soviet
heritage, on one hand, and the new reality, on the other. Thus, composers
of the post-Soviet period turned out to be more traumatized than the
Soviet ones, because in the conditions of fear of an uncertain future, they
faced both old and new traumas, which many composers could not stand,
resulting in their emigration. “Musical art, like the country itself, has gone
through many cataclysms, from the ‘Warming’ of the 1960s to the collapse
of the Soviet Union and the horrors of the civil war in the 1990s, when
many of the ‘sixties’ generations (and not only composers) left Georgia to
avoid seeing what was happening. As G. Kancheli said in his work ‘Abii ne
viderem’ (‘I left so as not to see’, 1996)” (Kavtaradze, 2021: 8).

In the transition period (the 1990s), when great efforts were needed
to overcome this crisis, the collective instinct of self-preservation was
activated. All that gave rise to the need for a mystical perception of the world,
the need for spiritual transformation as well as the need for catharsis as
a way of salvation. That is why such an intense longing for sacred and
mystical themes full of collective survival codes was born in the Georgian
music of this era. “Religion is a ‘force’ for occasions of strengthening and
vivifying [my emphasis. — G. G.] action of society” (Wexler, 1995: 44).
The dominance of religious and mystical themes in post-Soviet Georgian
compositional creativity indicates the return of a genuine / true spiritual
consciousness to the nation.
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Since the matter concerns the strengthening of the theological theme,
one interesting fact should be noted. According to the Orthodox canon,
the contemporary Georgian Church does not acknowledge new chants
composed by composers of the 20" and 21% centuries (however, hymns
composed by Patriarch Ilia II, are very far from the style of Georgian
chanting, he is the only contemporary author whose chants are performed
in the church).

So, neither the church nor any institution imposes any obligation
on Georgian composers to write sacred music or hymns. Despite this,
Georgian composers, who appeared in the arena in the post-Soviet era, still
work on religious issues. This indicates a Georgian artist’s desire banished
to their unconscious — to see the problems of existence in a spiritual way.
It was the appeal to the religious theme that helped the composers to find
spiritual guidance.

From the composers of this generation, I will focus on Virsaladze
and Chabashvili, who appeared in the composition arena during the most
difficult economic and political period. The yearning for mysticism and
sacred themes in their music is intensified by their spiritual desires. The use
of modern compositional technologies does not prevent the manifestation
of national identity. Their music interestingly solves such problems as
national identity, cultural dialogue, and multiculturalism. The code of
national musical thinking, activated in the deep layers, makes it possible
without any citation from the national music to identify their compositions
as the pieces of Georgian music. Thus, both composers are focused on
freestyle, which makes it possible to manipulate many different European
compositional techniques as well as an authentic model of Georgian hymns.

Maka Virsaladze is the author of piano, chamber, symphonic, and choral
works but in terms of the problem posed in the article, compositions on
religious themes are of exceptional importance. She is the author of several
a cappella chants in the style of Georgian Orthodox ones and Psalms for
orchestra, mixed choir, solo vocalists, and a reader (1995), which are based
on excerpts from the Psalms of Biblical David in the ancient Georgian
language. A meditative mood, ostinato of texture, poly-ostinato method,
and polystylistic insertions, which symbolize the idea of permanence, are
typical for these compositions. In terms of musical language, she uses
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a combination of atonality and polymodality, with a chord system that
consists of diatonic and chromatic clusters as well as chords commonly
used in Georgian traditional music.

A perfect example of Virsaladze’s compositional skills and spiritual
inclinations is the Liturgical symphony, which is dedicated to the memory
of all innocently repressed people of all time, including her grandfather
David Virsaladze. In the 2™ and 4" movements, we have cases of using
collages in a polystylistic fashion (bars 53-55). In the 2™ movement,
the quotation from W. A. Mozart’s Piano fantasy (KV 397 in D minor)
is heard, while in the 4™ movement, the orchestral part includes fragments
of J. S. Bach’s Chorale prelude (in F minor) for the organ (BWV 639).

The use of collages (Mozart’s and Bach’s motifs, her own choruses)
and the characteristic chords of Georgian chants indicate that Virsaladze
wants to convey the dialogue of the eras. The idea is clear — people of the
past and modern eras alike seek spirituality.

The symphony has hidden programmatic content and conveys the
mystery of one of the Christian sacraments — the rite of communion. If we
apply the parts of the symphony to this ritual, the first part symbolizes
the spiritual readiness of the congregation for communion, and the next
parts correspond to three parts of the liturgy — the act of preparation of
the bread and wine for the Eucharist (Proskomedia — the name given
in the Eastern Orthodox Church); the Liturgy of the Catechumens; and
the Liturgy of the Faithful.

The first part plays the function of a kind of preamble, in which you
will hear the imitation of the oriental instruments — Zurna and Duduki —
common for the multicultural Thbilisi of the 19th century (figures 11; 15).
The influence of Gia Kancheli’s music is also evident (figure 8). In the first
part, Mozart’s motif will flash for a moment, which is repeated by different
instruments in the second part.

In the second part, the juxtaposition of sonorous clusters and Mozart’s
motif symbolizes the attack of the hostile force on the childish naive
soul. There is an obvious hereditary connection with the masterpiece of
the Georgian composer Sulkhan Nasidze (Concerto for Violin, Cello,
and Chamber Orchestra, 1982). With Sulkhan Nasidze, the motif full of
childlike innocence appears as a symbol of a lonely artist. It is confronted
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by the aggression of the surrounding world, in which it is not difficult to
recognize the Soviet repression and violent system. In the case of both
composers, this “battle” is conveyed by the polyphonic mixing of different
intonation layers. The imitation of the ringing of bells (Trgl.) is a reference
to the calling of the congregation to the church. At the end of this part,
the music is abruptly stopped. Overtones are lost in space, just as an
unanswered question is followed by the emptiness of common sense.

In the introduction of the third part, the semantics of the Georgian chant
comes to life. The fourth part corresponds to the finale of the communion
ritual when the Christians are reunited with Christ. Virsaladze wants to
convey the Christian’s inner struggles before establishing a mysterious
relationship with God.

A recording of Virsaladze’s two choruses (4/ma Mater in Latin; Holly
God in Georgian) layered on each other, should be transmitted from the
beginning of this movement. Complex chord sounds, parallel octaves, and
perfect fourths and fifths create the style of traditional Georgian chant.
It does not contradict the orchestra’s sonorized atonal sound world.

In the finale, Bach’s motif does not invade like a foreign material, it
is prepared logically. When it appears for the first time, it can be heard
as a momentary thought in our minds (figure 5), although the listener
perceives Bach’s motif later (figure 6). With this collage, the composer
wants to symbolize the completion of the ritual after which the soul of
the believer experiences bliss. The sound of the orchestra is also lost
somewhere in peace and silence.

Virsaladze’s Liturgical symphony is the second such work in Georgian
music (the first one belongs to Sulkahn Nasidze, 1991), and it is a calling
card of the composer’s spiritual aspirations.

Another distinguished representative of the 1990s, Eka Chabashvili
is the author of chamber-instrumental compositions, operas, multimedia
works, music for musical movies and cartoons, etc. She created the so-called
“Multi-topophonic” composition technique. Her research encompasses
such fields as “atomic” music and ecomusicology.

In the context of the problem posed in the article, we should mention
Chabashvili’s hymns dedicated to the Mother of Jesus. The inspiration
to write them came on the Feast of the Virgin Mary years ago and she wrote
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hymns on every Church feast of Saint Mary (September 21, August 28).
These hymns prepared a certain basis for Chabashvili’s bilingual (text in
Latin and Georgian) Requiem, which is one of the landmarks of modern
Georgian music. Requiem is written for orchestra, chorus, organ, three
sopranos, baritone, and tenor, and combines elements of European
Catholic musical tradition and Georgian Orthodox music. The Requiem
contains the message — “No to Terrorism!” and is a memorial to those
innocent souls who die as a result of war, terrorism, hunger, or poverty.
After Shavleg Shilakadze’s Latin-language requiem, this is the second
Georgian requiem, which is the result of the composer’s artistic research.
To develop a compositional strategy, Chabashvili relied on Mozart’s
Requiem (in D minor, K. 626), and Stravinsky’s Requiem Canticles (1966)
as genre models conveying the mourning ritual.

From a structural point of view, Stravinsky’s Requiem had a great
influence, but if the framework of Stravinsky’s dramaturgy is the unusual
compounded orchestra, the dramaturgy of Chabashvili’s work is based on
the chorus framework, which indicates the unconscious influence of the
national choral epic.

Although theatricality is the compositional thinking method of
Chabashvili, the composer takes into account the immanent feature of the
requiem —rituality. In Eka’s Requiem, there is a synthesis of theatricalization
and ritualism, thus yielding the theatricalization of ritual.

In the requiem, the visualization of music characteristic of the
composer’s style is also revealed. With phonetic techniques, the
imagination of the listener is activated and he / she visualizes the ritual.
The listener not only hears, but also watches the vicissitudes of the drama
of the sinful soul — the cry caused by true repentance, the fear of being
brought before the judgment of souls, and the path to union with eternity.
As the composer explained during an interview with Georgian musicologist
Marika Nadareishvili — “My wish is to paint music and vice versa,
make a painting heard in music” (Nadareishvili, 2003: 1). By the way,
the composer has created a number of brilliant oil paintings as well as
pieces of literature. In addition to visualization, the composer activates
in the listener the emotions that are related to the archetypes of our
representations of life after death encoded in the human unconscious.
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Due to Chabashvili’s creative diversity, experimental musical
multimedia projects, and hybrid genres (fusion of the features typical for
various fields of art), theatrical-visual dramaturgy, and special attitude to
verbal text, Karlheinz Stockhausen evaluated the Georgian composer in this
way: “In her works, she creates timbre-theatrical pieces, compositions.
Often, coming from verbal music, she creates rhythmic-melodic intonation
compositions of oratory-artistic nature. The composition technique of
Chabashvili is quite unique and interesting. Her music is intuitive and her
scores are based on the principle —repeat and vary” (Nadareisvhili, 2003: 1).

In the requiem, the greatest importance is given to the verbal text
(which is sung and pronounced in Latin and Georgian), which brings us
back to the archaic canon of the Georgian hymn, the primacy of the word,
and the category of prayer. Words have both conceptual and phonetic
meanings (phonosemantics). Repetition of certain keywords or polyphonic
mixing of texts obscures the perception of their meaning. This increases
the magical power of the word and activates the function of the ritual spell.
For Chabashvili, it is not essential to maintain frames of musical form
and dynamically developing events in time. The composer manipulates the
sonorous spaces, which tend to destroy the demarcation frameworks of the
informational sound space of the world and dilute itself into the sounding
of the Universe. “Eka Chabashvili’s creations are basically static, lesser
developed in time and at the same time surprisingly dynamic in space”
(Nadareishvili, 2015: 48).

Chabashvili’s eleven-part requiem begins with a prologue and ends
with an epilogue. It is natural that in this requiem, Georgian church canons
are not preserved, although this is not at all equivalent to the distance from
the truth. Chabashvili tried to convey the mystery of the immortality of
the soul, and the Christian’s path, including the transition from ontological
time to eschatological existence. This process is represented by the
composer as two doors erected in front of a person. The action unfolds in
the following scenario. The first door opens in front of a person. The dying
soul in agony stands at the threshold of the beyond the world and awaits
judgment. The second door opens after death and the soul gets used to its
new state. It shows how the material dimension withdraws from a human
being and how the eternal dimension prepares to receive the soul. Pierre
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Henry’s The Journey (from “The Tibetan Book of the Dead”) influenced
the composer’s interpretation of the story of the soul’s journey.

Remarkable moments of this piece of music are: in Prologue
(The Requiem aeternam) the composer wants to convey the transition
of the soul through the astral spiral corridor connecting the two worlds
by tone-painting means.

The story of the soul’s journey begins with the prayer (Libera me).
In this movement, the listener’s attention is focused on the words spoken
in both languages — “save me”. A human being prays not to die, but to
avoid God’s wrath. In this movement, the composer uses Sprechstimme.
The intention of the composer is easy to understand: the pitch of the
musical sound loses its meaning, which symbolizes that the singing of the
tormented soul turns into a prayer.

The scene (Tuba mirum) of the archangel summoning the believers
to God’s judgment is conveyed by the separation of the soloist, which clearly
shows Mozart’s influence. In Chabashvili’s Requiem, the weeping of the
souls is heard from nowhere, which may be a hint that everyone is silent
and waiting for their turn in anticipation of judgment. The narrator’s text
provides information about upcoming events, reminiscent of the narrator
of a documentary film, and perhaps hints at the influence of the modern
advertising industry. Dies Irae is distinguished by tone-painting ways.
Whispering, glissading, imitations of screams, and clusters in the group of
singers symbolize the falling of the frightened souls into the pit. The main
idea is embedded in the verbal text — “the threat of eternal death makes
people look into the abyss”. Dies Irae is really not as terrible in terms of
sounds as it was traditionally formed in the semantics of the requiem. In the
modern era, the accents of the century are heard differently, the 21%-century
human is facing a more global ordeal, which goes beyond the framework
of casual human existence and everyday problems (real and cyber world
wars, ecological catastrophes, viruses). Accordingly, the person is more
depressed, this spiritual state is conveyed here by the imitation of a whisper.

According to the composer’s idea, before the opening of the second
door (in Rex tremendae), a person is given the last chance to realize that
he/she was losing a human’s immortal soul, serving the fleeting flesh in
physical life. Therefore Kyrie Eleison is placed before Rex tremendae.
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One important detail — it is not humanity that appeals to God, but
individuals, because the relationship between humans and God is unique
in each case. This is what the separation of the soprano soloist from the
general context symbolizes in Kyrie Eleison. The soprano appeals to God
through prayer and vocal part. Her improvised singing with archaic sound
is associated with the liturgical songs of Hildegard of Bingen. Her style
has been said to be characterized by soaring melodies, which expanded the
normal practices of monophonic monastic chant.

In Rex tremendae, the music stops abruptly in the finale, suggesting
that the crowd, obsessed with punishment, did not realize the evil they had
done to Jesus Christ. In the next part (Agnus Dei), the chamber performing
group (an ensemble of soloists) symbolizes the lonely Savior.

Lacrimosa brings us back to the world of the living to mourn the dead.
The two-tone motif is associated with Mozart’s Lacrimosa. When we cry
in memory of the dead, we respect them. As long as the person remains in
our memory, he / she is alive. Only such a calm and prepared soul finds its
place in the light.

In Recordare, the glissandos imitate the sound of whistling and
the wind, symbolizing the passing of the soul and the beginning of an
eternal journey to a “beyond” world. In the Epilogue (Lux aeternam), the
emphasized word from the whole context — “light” is pronounced verbally
by the separate soloist, which gives us a programmatic hint — eternity has
already won over vanity. The sound effects embody the light’s periodic
turning on and off, which also imitates the human heartbeat. In this way,
the composer wants to convey the material world seen from the spiritual
dimension, Chabashvili’s intention is clear — for the deceased, carnal
colorfulness of the physical dimension may have such a pulsation.

It is significant that next to the achievements of modern European
music (signs of minimalism in Benedictus and in Rex tremendae), the
influence of traditional Georgian church music was clearly revealed in
this Requiem. The chords of the Georgian chants (Libera me, Benedictus,
Gloria) and the anthemic nature of certain sections of the Requiem bring
us back to the archaic atmosphere of the Georgian chanting practice.

The unconscious influence of the national traditional polyphonic
thinking can be seen in the division of the musical texture into polyphonic
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layers, which are formed by interesting combinations of verbal text, chorus,
and orchestra.

It is not difficult to find a connection also with Zakaria Paliashvili’s
opera choruses (Gloria) and Revaz Lagidze’s style of choral songs (Sanctus).

The Georgian press rated this piece of music as a 21%-century
Requiem “with Georgian minerals” (Dekanoidze, 2017). In light of today’s
challenges, this work is perceived as a hymn to our spiritual life in the
broadest sense of this word.

The music of the composers of the post-Soviet generation (the 90s)
reflects the truly axiological perception of religious themes.

As for the technique of composition, the combination of national
(church music and folklore) and European experiences in their music
reveal the compositional skills of these composers as well as the vitality of
the Georgian church polyphony itself. It turns out that it can be a renewable
tradition. Georgian composers did not always have the opportunity to
observe this for the reasons mentioned above.

Conclusion.

Georgia sought a chance to save her choice of Christiainity and
rapprochement with European culture through co-believer Russia, and
Georgians of those times hoped that Russia would play the role of a catalyst
in bringing Georgia closer to the European world. When Russia attacked
the main pillars of identity (language, church music, and church painting /
frescoes), this turned into our national tragedy. Yet, the assimilation of the
Georgian nation, so desirable for Russia, did not occur. Our geopolitical
will and the symbols of the Georgian identity (the language and church
music) still have been preserved.

As the Georgian chants were chased from churches, for the first
professional composers developing their musical style, they were unknown.
They did not have the luck to get acquainted with the church chants. Under the
conditions of communist ideology (until the 60s), Georgian composers did
not even have the right to be interested in religious themes. The disappearance
of sacred music from composition space was not only a battle declared
against Georgian hymns, this meant a dam built to keep Georgians off any
spirituality. The music of the post-Soviet Georgian composers — Virsaladze
and Chabashvili, apart from its own artistic value, is a compensation for
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this deficit and serves as a kind of national catharsis against the background
of many challenges. It seems that traditional church music always helped
Georgians to overcome a great many national traumas.
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IMOJABIMHA POCINCBKA AHEKCIS TA IMTAHHS PEJITTAHO{
CBIJJOMOCTI B TIOCTPAJSIHCHKIN I'PY3UHCBHKIN MY3HUIII

Ilocmarnoexka npoénemu.
Cmamms npucesuena ananizy HACIiOKI8 015l NOCMPAOSAHCLKOI ePY3UHCLKOT
MY3uKU nOOGIUHOT (Y nepiod yapamy ma 3a paosHCbKUX 4acie) pocilicbkoi anexcii
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ITpysii. Cmanoerenus OyO0b-aKoi HAYIOHANLHOT KOMIO3UMOPCHKOI WIKOAU, nepedy-
CiM, MAE CRUPATUCS HA KOPIHHSA 61ACHOI NPOGheCitinol My3uKu, sKe, 3 MOYKU 30py
CMUNICMUKY, CA2A€ Y YEPKOBHI MY3UUHI mpaouyii KOHKpemno2o Hapooy. OOHax
pocilicbKa aHeKcisi SMIHUAA NPUPOOHUL WIIAIX PO3BUMKY 2PY3UHCHKOL MY3UKLL.

Mema yici cmammi nonaeana 6 momy, woo 3’acyeamu, wo came NOCMIlHO
NnepeuKo0NHCalo BUKOPUCTNANHIO THMOHAYIUHO-CIMULICIUYHUX MA 1A008UX 0CO-
orusocmell epy3UHCLKUX YEPKOBHUX 2IMHIG (K CUMBOLY HAUIOHANbHOL [0eHmu-
Hocmi) Y npoghecitiniii 2py3uHCbKIl My3uyi, a maKodlc 36epmMantio 00 YepKOGHUX
NUMAans 3a2a10M 34 44cCi8 poCilicbKoi NoOBIUHOT aHeKCil.

06’°ckmamu po3enady nocmanu XyOOduCHs NPAKMUKA 2PY3UHCLKOT MY3UKU
6 YinomMy ma NpuKIaou KOMHO3UMOPCLKOI MEOPYOCHI NOCMPAOAHCHKO20 YACY:
«/limypeiuna cumgponisy Maku Bipcanaoze ma «Pexgiem» Exu Yabawsini.

Ocmanni oocnioncenna ma nyonikauii. [lumanns, nocmasneni y cmam-
mi, ma My3uuni meopu, 0Opawi Kk 06 ’€km ananizy i 002080PEHHS 6 KOHMEKCMI
niousamoi npobnemamuxu, 00ci He 6YIU NPEOMEMoM HAYK08020 po32isady. ¥ motl
atce yac, mu cnupanucs Ha npayi I1. Hlvenvya (Schmelz, 2009), P. Cmanesiutome
(Staneviciuté, 2019), H. [lapikaosze (Sharikadze, 2015) ma M. Kasmapaose
(Kavtaradze, 2020, 2021) ona o6IpyHmysants 61acHO20 HAYKOBO2O NIOX00Y.

Memooonozia pobomu. Buxopucmosyromvcs icmopudnuii, nopieHANbHULL
AHATTMUYHUL, eMRIPUYHULL Ma KYTbmypOLo2iuHUll Memoou 00CHIONCEHHSL.

Haykosa Hoeu3Ha 00CioxnceHHss 00YMOBIEHA (POKYCYBAHHAM HAYKOBUX PO3-
O0yMi8 Ha nIOX00i 00 peniciiiHol meMamuKy y epy3uHCbKIl My3uyi.

Pezynomamu i 6ucCHO6KU 00CIONHCEHH .

YV pesyromami 0ocnidoicennss 6yn0 6cmanosieHo, wo 3a 4acié pocilicbKo2o
yapamy (Oeporcasnicms Cxionoi I pysii 6yno ckacosano 1801 poxy) epy3urcoky
aimypeito Oyn0 npuoyueHo il 3aMiHeHO YEePKOBHOCL08 SHCbKOIO, 2PY3UHCHKULL CNi8
Y HABYANLHUX NPOSPAMAX 3AMIHEHO POCIUCLKUM, CIAPOBUHHI XpAMOGi ppecKku
3a6ineHo.

OcKinbKu epy3uHCbKi npasociaghi cnisu 6yau 6umicHeHi 3 yepkeu, 60Hu Oy1u
abconomno HegiooMi nepuiomy NOKONHHIO NPOGECIUHUX SPYZUHCLKUX KOMNO3U-
MOopis-nampiomis, sKi, MaKum YUHOM, He YOOCMOoinucs yecmi 6ymu 3aCHOBHUKA-
MU HAYIOHANLHOT KOMNO3ZUMOPCHKOI WIKONUY, | Ye CIMAno icmopudHUM Hewacmsam
OJ151 2PY3UHCHKOT MY3UKU.

ITio uac Opyeoi pociticokoi awnexcii (6i0 1921 poky), nicis Hempueanozo
nepiody nezanexcnocmi I pysii (1918—1921), uepe3 nenpuiinamms nanieHum pe-
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JHCUMOM XPUCTHUAHCHKOI penieii 2pY3UHCLKI KOMNO3UMOpU He MO2IU 36ePHYMUCH
00 CMUNICMUYHO-IHMOHAYIUHUX 0COOIUOCMET 2PY3UHCHKO20 YEPKOBHO20 CNIGY.
YV paosncekuii nepioo pesxcum 3a60poHAS MY3UKY penicitiHo20 3MiChy, 8UKOPUC-
AHHS YEPKOBHUX JICAHPIB 83A2Alll, A MAKONC PENICiHUX MmeM YU YEePKOGHUX 2iM-
HI8 Y OYOb-KOMY HCAHPT MY3UKU.

Hicna nadinua pescumy 3a00poHy YepKOBHUX HCAHPI6 abo peniciinoi My3u-
Ku OYNI0 CKACOBAHO, T BUABUNOCA, WO KOMHOZUMOPU NOCMPAOAHCHKOI 000U uac-
Mo YIKABIAMbCA PENiciliHO0 MeMAMUKON | NOCUTIEHO 38EPMAOmMbCs 00 CIMUIC-
MUYHUX Ma IHMOHAYIUHO-1A008UX 0COONUBOCMEN SPYZUHCLKUX XPAMOBUX CHIBI6.
Komnosuyii Maxu Bipcanaoze ma Exu Yabawsini, npoananizogani y cmammi —
ACKPAGi MOMY NPUKIAOU.

Omoice, y epy3uHCbKO-pOCiicbKux sionocunax 1pysia Oauuna ceiii icmo-
PUYHULL WAHC HA peinme2payilo 8 €8PONeliCbKy KyIvmypy, are mapro. Pocia yi-
JIeCnpAMO8aH0 OGOPONACS NPOMU CUMBONIE SPY3UHCHLKOI I0eHMUYHOCHI. 8uUeHANA
3 YepKeu SPy3UHCHKULL CNis, | 6iH 3ANUUUBC HeBIOOMUM NePUUM HAYIOHATbHUM
KOMNO3UMOpam, COYianiCmuyHuLl pexcum 3amMiHu8 XpUCMUSIHCbKY peicito 8oLos-
HUYUM amei3moM, | CaKpanbHiCmb 2PY3UHCbKUX CHIBI8 3H08Y cmaia HeoOCmyn-
now. Hamomicms, y nocmpaoancekuti nepiod epy3uncbKi KOMROZUMOPY NoYanu
AKMUBHO 36EPMAMUCIL 00 2PY3UHCHKOT YepKOGHOI cnigaybkoi mpaouyii i nucamu
penieitiny my3uxy. I mu saxcaemo ii noagy ceo€pioHow KomneHcayico nonepe-
OHbOI CyMHOT peanbHoCmi.

Kniouogi cnosa: pociticoka noogiiina anexcis, KoIoHi3ayisn, NOCMpPaosIHCbKA

peniciiHiCmb, 2PY3UHCLKA MY3UKAd, €GPONENChKA YUSLnizayisa, nonigouis, pycugi-
Kayis, XpUCmusHcobKi penieitini mpaouyii.

Cmamms naoitiwina 0o peoaryii 9 bepesnsa 2023 poky
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