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FOnia Hixonacécoka
AYTEHTHUUHA BUKOHABCBHKA CTPATEI'1A
TA If CYUACHI TPAHC®OPMAILIIQ

Hikosaescnka 0. B. AyrTeHTHYHA BUKOHABCHbKA cTparerist Ta ii cy4yac-
Hi Tpa”cdopmanii. CTaTTIO IPUCBIYCHO aKTyalli3aIlil MOHATTS «KOMYHIKaTHBHA
CTpareris» B aclleKTi BUKOHAHHS My3HUKH 1001 bapoko Ta kinacuumsmy. [Ipodnema
BUKOHABCBHKOI 1HTEpIIpeTallii MPeACTaBICHO 3 TOUYKH 30py BUKOHABCHKUX CTpaTe-
Tiif, mo obpaHi My3uKaHTaMH. AYTEHTHYHY BUKOHABCHKY CTPATETii0 BUBYCHO HA
OCHOBI JTociiKeHb Ta TBopyocTi A. Jlonmeua, H. XapHonkypra, B. JlangoBcbkoi,
0. JIrobumosa, I1. baxypu-Crona, M. bincona, /. boyena, A. buincmu. Meroro
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CTATTi € aHaNi3 THUX 3MiH, 1[0 TOPKHYJIUCS ayTeHTHYHOI BUKOHABCHKOI cTparerii
npotsiroM XX—XXI ct. [IponoHyeTbcst HOHATTS «ayTeHTUYHA BUKOHABChKA CTpa-
TErish» — TaKa OpraHizallis MOAaIbHOT (POPMHU MY3UIHOTO TBOPY, 110 Oa3y€EThCs HA
CTIHKill cucTeMi OpUEHTHPIB (3aKIAJCHUX y KOMITO3UTOPCHKOMY TEKCTi) Ta Bif-
TBOPEHI B aKyCTH4HIH (OpMi, IO CIIBBIAHECEHA 3 TPAAULISIMU €IIOXH, B SKil
e TBip Oya0 CTBOPEHO (BKJIFOYAIOYM BECh KOMIUIEKC BHKOHABCHKHX 3aC00iB
My3U4HO{ BHpa3HOCTi). BusBneHo nuisaxu Tpanchopmarii copMoBaHOI BUKO-
HaBCBHKOI cTparerii («0XOpOHHOI») B ocTaHHii TpeTnHl XX CT., KOTpi 3aKJIH04YeH]
y IpoIiecax CHHTE3y ayTeHTHYHOI Ta aKaJeMITHOI TPaIuIlii («ayTeHTHYHA aKTya-
Ji3yloya BUKOHABChKA CTPATETis»).

KouoBi cioBa: ayrentuuHe (icropuyHo iH(GOpMOBaHE) BUKOHABCTBO, BH-
KOHaBChKa CTpAaTeris, KOMYHIKTHBHA CTPAaTeTis, TEKCTyallbHI CTpaTerii, My3uJHa
KOMYHiKalisi, iHTeprperosnoris, homo interpretatus.

Huxonaesckas 0. B. AyreHTHYHAs1 HCIIOTHUTEIBCKAS CTpaTerus u ee
coBpeMeHHbIe TpaHcopmanuu. CTaThs MOCBSNIEHA aKTyaJW3alldM MOHATHS
«KOMMYHHKATHBHAsl CTPATETUsD»» B ACIEKTE MCIOIHEHUS MY3BIKH dIOXH bapok-
KO M KJlaccuimaMma. [Ipobiema MCIONHUTENBCKON HHTEPIPETAalluK TIPEICTaBICHA
C TOUKH 3PEHUSI UCTIONHUTENILCKUX CTPATEruii, N30paHHBIX My3bIKaHTaMH. AyTeH-
TUYHAsl HCIOJIHUTENBCKAsI CTPATETUsl U3yYeHa Ha OCHOBE UCCIENOBAaHUI U TBOP-
yectBa A. Jlonmeua, H. ApHonkypa, B. Jlangosckoii, A. Jlrooumosa, I1. bany-
pri-Cxoma, M. busncona, J[x. Boysna, A. bruicmer. Llenbro cTaTeu SBIsSETCS aHAIN3
TeX U3MEHEHMH, KOTOPbIE POU3OIIIHN C AyTEHTUYHON UCIIOIIHUTEIbCKOM cTpare-
rueil Ha nporskeHud XX—XXI cr. I[IpennoxkeHo onpenencHue «ayTeHTUYHas Uc-
MIOJTHUTEIBCKAS CTPATErvsh» — TaKasi OpraHn3aIys MOJAIbHOH (POPMBI My3bIKaIIb-
HOTO IPOM3BE/CHUS, KOTOpasi 0a3upyercsi Ha yCTOWYMBOW CHCTEME OPHUEHTHPOB
(3aI0’KEHHBIX B KOMIIO3UTOPCKOM TEKCTE) U BOCIPOM3BEICHHON B aKyCTHYECKOM
(hopme, COOTHECEHHOM C TpaJuIUsIMH SMI0XH, B KOTOPOH MTPOU3BEACHHUE OBIIO CO3-
JJaHO (BKJIIOYasi BECh KOMINUIEKC MCIOJIHUTEIBCKUX CPEICTB BBIPA3UTEIBLHOCTH).
BeisiBiieHB! yTH TpaHc(hOpPMAIMU U3HAYAIBHO C(HOPMUPOBAHHOHN MCIIOIHUTEIb-
CKOH cTpareruu («0XpaHHOI») B MOCIeAHEH TpeTH XX CT., KOTOPBIC 3aKITFOYat0T-
sl B IIpOIIeccax CHHTE3a ayTeHTUYHON U aKaJAeMU4ecKol Tpaauiui («ayTeHTHY-
Hasl aKTyaJIM3HPYIOIIasi HCTIOTHUTENBCKAsT CTPATETHSI).

KioueBble ci1oBa: ayreHTHYHOE (MCTOPUYECKH HH(POPMUPOBAHHOE) HCIION-
HUTEIBCTBO, MCIIONHUTEIbCKAS CTPAaTerus, KOMMYHUKAaTUBHAs CTPATETUssA, TEK-
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CTyaJIbHbIE CTPAaTEeTMH, My3bIKalbHas KOMMYHHKALWS, HHTEPIPETONOrHs, homo
interpretatus.

Nikolaievska Yb. V. The auhtentic performing strategy and its modern
transformations.

The aim. The present article is devoted to studying the experience of actualiz-
ing the concept of the «communicative strategy» in the aspect of performing mu-
sic of the baroque and classicism periods. The problem of the performing interpre-
tation has been presented in terms of performing strategies chosen by musicians.
The purpose of the article is to analyze the changes that concern the authentic
performing strategy during the 20-21st centuries.

The research methodology. The areas of using the concept of the «commu-
nicative strategy» are connected with cognitive linguistics and sociology (Ye. Klu-
yev) and pedagogics (A. Pligin). The development of the communicative strategy
concept in the system of musicology can be found in the studies by the author of
this article of different years. We can also point out the development of the notion
of the «textual strategy» by N. Myatieva, who developed this linguistic term in
the field of musical interpretation, offered the separation (in relation to texts of
different eras) of the concepts of «a zone of a composer’s competence», «a zone
of a performing competence» and structured the types of textual strategies (old,
classical-romantic, and modern ones). Actually, the authentic performing strategy
has been studied on the basis of research conducted by A. Dolmetsch, N. Harnon-
court, V. Landovskaya, O. Lubimov, P. Badura-Skoda, M. Bilson, Jose Bowen,
Anner Bylsma. Thus, the author uses the methods of the humanities, sociology
and interpretation science.

The results. In the concept of the «strategy» the author sees an important fea-
ture of the contemporary creative process: owing to special communicative mech-
anisms, the Person who interprets is capable of changing the field of meanings that
is appearing in the «text-creation» system. From these positions within the frame-
work of the present article we shall consider one of the varieties of the performing
strategies —the authentic one. The authentic (historically informed) performance is
a branch of musical art that is quite widespread and based on the positions of the
historically correct way of interpretation. The attention is focused on the principles
of forming the actual performing strategy in the compositions by A. Dolmetsch,
V. Landovskaya, P. Badura-Skoda, N. Harnoncourt, A. Bylsma, A. Staier.
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So, in the first half of the 20th century the authentic performing strategy
was characterized by the following parameters: from the point of view of the
instruments the first attempts to copy old instruments appeared, then there was
aconstant search for original instruments and studies of the height of pitch, tem-
perament, etc.; from the point of view of the expressiveness means there was
a selection of strokes, the types of articulation were mastered, the tempo and
dynamics principles were correlated; from the point of view of the performing
skills: musicians acquired the skills to decipher the digital bass, to adjust the
composition of ensembles, to choose the number of performers, the ability to
improvise and correctly decipher the ornamentationwas included into the list of
obligatory skills.

In the second half of the 20th century in the works by such musicians as
G. Leonhard, F. Bruggen, the Kuijken brothers, F. Herreweghe, J. E. Gardiner,
K. Hogwood and many others there was a slightly different approach to the in-
terpretation of the compositions of the 17—18th centuries, and this approach was
expressed in the desire to more accurately read urtext, further purge the originals
from editorial layers (strokes, dynamic instructions, melismatics, etc.), reproduce
the lost fragments and details of the existing urtext. The ways of transformation
of the originally formed strategy in the last third of the 20th century, which are
concluded in the processes of the synthesis of authentic and academic traditions,
have also been revealed.

The conclusions. The performing strategy is a kind of communicative strat-
egy aimed at organizing the acoustic (sound) form of a musical composition,
which is modal in its nature (variable components of the performing process —
tempo-rhythm, articulation and dynamic scale, agogy, sometimes textual presenta-
tion). The notion of the «authentic performing strategy» is offered, and the system
of its principles is being formulated.

The novelty. The notion of the «communicative strategy» is the basic concept
and cognitive mechanism of the interpretative theory of musical communication.
Its semantic volume unites into a single system therelations subjects and their
value orientation in the joint creativity. Homo interpretatus is not only the subject
of the performance, but also the sign image of a person of the Newest time culture
and, accordingly, the mode of its perception. The notion of the «performing strat-
egy» (in this case — in the aspect of the authentic performance) serves to develop
and refine the concept.
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The prospect of the further research of the present topic is the develop-
ment of the «performing strategy» notion in projections to communicative situa-
tions in different historical epochs and styles.

Key words: authentic performance (historicallyin formed), performing strat-
egy, communicative strategy, textual strategies, musical communication, interpre-
tology, homo interpretatus.

Y HOBOMY KOMYHIKAIIHHOMY TIPOCTOpI MY3WYHOI KYJIBTYPH
XX—XXI ct. ofiHi€I0 3 KIIIOYOBUX MPOOJIeM cTae mpolieMa iHmepnpema-
yii' i moeo, Xmo inmepnpemye. Ilo-niepiie, BCTAHOBJICHO MPIOPUTETHICTh
BIIACHE npoyecy, y SKOMY 3aisHi IOHaMEeHTIIIe J1Ba Cy0’ eKTH CIIIKyBaH-
HSl (SI—CBIT; S—IHIIMIA); TO-Ipyre, i CTOPOHM HE MPOCTO KOMYHIKYIOTh
Mk c00010 (OOMIHIOIOTBCS iH(OPMAITIE€I0, B TOMY YHCIIi, My3HYHIUMH TEK-
CTaMH), a i BCTYMAIOTh y TI€BHI 8IOHOCUHU, K1 MOXYTh OyTH (y Cy4acHil
KOMYHIKaTUBHil cUTyalii) JOCUTh MOOUIBHUMM; TO-TPETE, i BIAHOCHHU
MOXKYTh 3MIHIOBaTH KOMYHIKaHTIB (iXHi (QyHKIII{, poii y MpoIeci CIiIKy-
BaHHS) Ta npodyKysamu HOBI (hopMaTy B3a€EMOBITHOCHH. My3n4Ha mpak-
THKa HAaHHOBITHBOTO Yacy, BiJI3epPKaIOIOUYM HOBI KOMYHIKaTHBHI CUTYya-
1ii, 3MiHKJIa TTapaguTMy HAyKOBOTO OMHCY Ta aKTyajli3yBaja OHOBJICHHS
KaTeropiajbHOTIO anapaTy MUCTETBO3HABCTBA. Take OHOBIECHHS TOPKHYJIO-
csl 1 Takoi rayry3i HayKH sIK iIHTEpIIPeToIoris, cy0’ ekToM KoTpoi € JlroauHa,
mio inTeprperye (Homo interpretatius). KoraituBaa monens JlromuHu, 1o
MY3HKY€, IpeicTaBleHa Ik Mozeib: JlroanHa, sika inTonye — JlonnHa, sika
koHTOHY€E — JlfomuHa, sika apTukymtoe — JlroguHa, ska iaTeprperye. Jo-
JamMo: OyIb-sKi1 IHTEPIPETaTUBHI JTOCHIKSHHS TIepe0adaroTh, 0 JIFOIH
CTBOPIOIOTH Ta ACOIIOIOTH BIIACHI Cy0’€KTHUBHI Ta MIKCYO’ €KTHBHI 3Ha-
YeHHs, KOJIU BOHU B3a€EMOIIIOTH 13 HABKOJIMIITHIM CBITOM (IHTEPIpETaTHUB-
Ha Teopisl mepeKiaay, iHTepnpeTaTHBHa aHTPOIOJIOTISA, IHTEepIpeTaTuBHA
teopist kynmeTypu K. ['ipria, iHTepmpeTaTnBHA COIOJOTIS TOIIO). Takum
YUHOM, JOCIITHUKA HAMAararThCs 3p03yMiTH SBHIIA Yepe3 TOCTYI 10 3Ha-
YeHb, SAKI CaMi YYaCHUKH M MPUCBOKKOTH. |HaKIIE KaKydH, IHTEpIpeTa-
IIifHI METOOJIOT] IMO3HITIOHYIOTh CMHUCIIOBI MTPAKTUKH JIONWHA B IIEHTPI
HAyKOBOT'O TIOSICHEHHsI (JOCTITHUK HE MMOYMHAE 3 anpiopi BU3HAYEHUX I10-
HATB). [HTEpIIpeTaTHBHE TOCIIIPKEHHS 30CEPEIKYETHCS Ha aHATITHIHOMY
PO3KPHUTTI IPAKTHKU CIIPHHHSTTS HE (PAKTiB, a CMHCITIB Ta IXHBOMY €Bpic-
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TUIHOMY OCSITHEHHI. SIKIO YKIIACTH 3MICT IHTEPIPETOJIOTI] SIK CHCTEMH,
TO MOXKHa 3HAWTH KaTeropiajibHi TOYKM MEPETHHY/PO3XOMKEHHS CMHC-
JIOBUX BUMIpIB y KON HAyKOBHUX JTUCKYDCiB, 30KpeMa: MUTAHHS TEKCTY
i TBOopy (iXHBOI 1IGHTUYHOCTI, 1[0 CTA€ TOYKOIO BI/JIIKYy Y BUKOHABCHKO-
My MHCTELTBI); TEKCTy Ta iHTeprperauii («aaanTaiis» TBOPY 10 HOBHX
ICTOPUKO-KYJIBTYpPHHX YMOB, CMaKy, CIYXy, aKyCTHKH, IHCTPYMEHTapiro
TOIIO); IAEHTUYHOCTI iHTepHpeTalii (BU3HAaYCHHS y TBOPI KOMITO3UTOP-
CBKOTO LIEHTPY — MEJIOANKA, PUTM, TapMOHis, pakTypa —, Ta BAKOHABCHKOT
niepudepii — IUHAMIKA, arorika, apTUKYJAIS — , CITIBBITHOIIEHHS X SK
CTaOLTBbHUX Ta MOOIUTEHHUX €JIEMEHTIB IUTICHOI CHCTeMH). B Mexax maHoi
CTaTTi MPOTOHYETHCSI HACTYIHA TirmoTe3a: OyAb-sSKUil TBIp SIK CEMaHTHY-
HHW TIPOCTIp MPOTpamye TMpPoIec CIPUHHATTSA/PO3yMIHHS/IHTEpPIIPETAITii.
Bonnouac Oyapb-sikuii TBip — IpOCTip KOMYHIKATUBHHH 1 € TPOCTOPOM CITiJI-
KyBaHHS (KOMITO3UTOpa-BUKOHABIIA-CITyXada). KoMyHIKaTHBHO-IHTEpIIpe-
TaTWBHE CHIBBIAHOLICHHS PO3KPUBAETHCS Yepe3 KOHLENT «KOMYHIKaTHBHA
cTparerisy. Ii 3araabHOHAYKOBHiA CEHC B MEXkaX iHTEPHPETOIOTIYHOTO T1i/I-
Xony (3 KOTHITHBHMMH TpoekuismMu Ha Homo interpretatius) moxke Oytn
YTOYHEHHUH CTOCOBHO KO)KHOTO 3 CY0’ €KTIB KOMYHIKaIlii (KOMITIO3UTOPCHKA,
BHKOHABCBHKA, TEKCTyalbHa, TepMEHEBTHUHA)' . BUKOHABCHKOIO CTPATETiI0

! Cdepu 3acTocyBaHHS MOHATTS «KOMYHIKATHBHA CTpATEris» IMOB’s3aHi 3 KOTHITHB-
HOIO JIHTBiCTHKOIO Ta couionorieto (€. Kiroes [4]) Ta nenarorikoro (A. ITnirin [12]).
Tak, €. KiroeB nae HacTynHy nediHilio KoMyHIKaTHBHIN crparerii: «l{e yacTuna xomy-
HIKaTHBHOI ITOBEAIHKH a0 KOMYHIKaTUBHOI B3a€MOJIl, B sIKii cepist pi3HMX BepOaJbHUX
i HeBepOaIbHUX 3aC001B BUKOPUCTOBYETBCS [UIS TOCSTHEHHS TIEBHOT KOMYHIKaTHBHOI METH,
CTpaTeriyHuil pe3ynbrar, Ha SIKMH CIPSIMOBaHMIT KOMyHIKaTHBHUN akT» [4, c. 34]. 3rizHO
3 igesmu A. [lnirina [12] icHyoTh cTparerii iHAMBiAyanbHI (CKJIAAIOTHCS 3 SJICMEHTIB,
XapaKTepPHUX TUIBKH JUISi KOHKPETHOT JIIOMMHH, TOPKAIOThCS 11 OCBimy) H yHiBepcasbHi
(CKIIamatoThCs 3 €IEMEHTIB, BIACTHBHUX OUIBIIOCTI JIFOIEH); IPYHOBi (TOPKAIOTHCS OpraHi-
3amii JOCBiy NEKIJIBKOX JIIOJEeH); coliabHi (TOPKAIOTHCS JOCBIY OpraHizauii CIijgbHOCTI
JIFOZIeH, TOKOMIHHS, KyIbTypH). Po3poOka KOHLeNIiT KOMyHIKaTHBHOI cTparerii y cucremi
MY3UKO3HABCTBA BiI0YBa€THCS y IOCIIPKEHHSX aBTopa AaHol cTarTi pisHuxX pokis [10; 11].
Takox BKa)keMO Ha pO3pOOKy HMOHSTTS «TEKCTyaJbHa cTparerisimA. [puiiaHoBUM y Mexax
kyneTypodorii ([3]) Ta H. MsTiesoro [8; 9], koTpa po3BuHYy/a 1€l JIHIBICTUYHUN TEPMiH
y TOJi My3HYHOI IHTEpIIpeTalil, 3alponoHyBajIa po3aiieHHs (y BiIHOIICHHI IO TEKCTIB
PI3HUX €I10X) HOHSThH «30HA KOMIIO3UTOPCHKOT KOMITETEHIIi», «30Ha BUKOHABCHKOT KOMITe-
TEHILIT» Ta CTPYKTypyBaJla TUIIH TEKCTyaJIbHHUX CTpaTeriii (CTapoBHHHA, KJIACCUKO-POMaH-
THYHA, HOBITH).
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BBa)KA€MO PI3HOBH KOMYHIKaTHBHOI CTpaTerii, ClpsSMOBaHUN Ha OpraHi-
3aLil0 aKyCTUYHO] (3ByKOBOi) (HOPMH My3UYHOTO TBOPY, MOZAJIBHO] 32 CBO-
€10 TIPUPOAOIO (3MIHIOBaHI KOMIIOHEHTH BHKOHABCHKOTO MPOIECY — TEM-
MMOPUTM, APTUKYJAIIAHA 1 AMHAMIYHA IIIKaJIa, arorika, iHoAi (hakTypHHI
Bukian). Cepea BUKOHABCHKHX CTpaTeridi MOXKHA PO3PI3HUTH «OXOPOH-
HY», aKTyaJi3yr4y; MOJIeIouy (y IHTepaKTHBaX), ayJioBi3yaibHy; KOH-
ToHaTHBHY. OTXE, y KOHIIETITI «CTpaTeTisH» MH BOAYa€MO BaXKIIHBY PHUCY
CY4acHOI'0 TBOPYOTO MPOLECY: 3aBISKA OCOOIMBUM KOMYHIKaTUBHHM Me-
xaHi3MaMm JlromuHa, 0 iHTepIpeTye, 3AaTHa 3MIHUTH T0JI€ CMUCIIB, 110
BUHUKAE Y CHCTEMi «TEKCT-TBip». 3 WX IMO3UII B paMKaX JaHOI CTaTTi
PO3IISTHEMO OZIHY 3 PI3HOBHU/IIB BHKOHABCHKUX CTPATETiii — ayTeHTUYHY.
MerToro TOCTiPKEHHS € aHalli3 THX 3MiH, 110 TOPKHYJIHCS IIi€l cTparerii
npotsirom XX—XXI crt.

AytentnuHe (icTopuuHO iH(QOPMOBaHE) BUKOHABCTBO — Taly3b MY-
3UYHOTO MUCTEIITBA, IO € TOBOJII PO3MOBCIOKEHOIO 1 0a3yeThCs HA T10-
3ULISX ICTOPUYHO BIpHOTO crioco0y iHTepnpeTarii. 3aauiayl 0CTOPOHb
poOJIeMH, 1110 CTOCYIOThCSI CTATyCy CaMoro HampsMy (HECKIHYCHHI JAHC-
Kycii 110710 Ha3BH, JOIIBHOCTI, SKICHUX PE3y/IbTaTiB, hOpPM CIIPHHHATTS
TOWIO), CKOHIIEHTPYEMO yBary Ha MPUHIMIAX, 10 (GOPMYIOTH BIIACHE BH-
KOHABCBKY CTPATETiIo.

OCHOBOIIOJIOKHUKOM PYXy ayTEHTHYHOTO BHKOHABCTBA BBAXKAETHCS
A. Jlonmed®, KOHCTPYKTOp KOMiii CTAPOBHHHHUX iHCTPYMEHTIB, TEOPETHK,
aBTop mpani «BuxonanHs my3uku 17-18 cTomiTTs, 3a Marepiamamu Cy-
vackukiBy [18]. Moro misnmericts y 1890—1940 pp. neMoHCTpye rapmo-
HilfHE CIIBBIAHONIEHHS BCIX CKJIAJOBHX ayTeHTH3My: 3 1890-x pp. BiH
BJIALITOBYBAB KOHIEPTH 0apOKOBOT MY3HKH, 1[0 MaJId TPOMAJCHKHHA pe3o-
HaHc, y 1893 p. cTBOpHB mepity JrOTHIO, Y 1894 p. — mepmmii KiaBikop/,
1896 p. — mepmmii xmaBecuH, 1919 p. — nepury 610k-dneiity. HaitGinp
paHHi HOTO 3aMucy CTApOBUHHOT MY3HKH BinHOCATHCS 10 1920 p., a B 1933
BiH 3armcas «Jlo6pe Temmepoanuii knasipy M. C. Baxa Ha k1aBikopi.
3aBasKkH WOTO [isSUTBHOCTI ICTOpHYHE BUKOHABCTBO 3 Bemmkoi bpuranii

2 JluB., Hanpukian, crartio . Pasnonikaca y Oykieri [II mixkHapogHoro decrusaito
CTa?OBI/IHHO'l' mysuku (CII16) [13].
[ikaBuM 3 TOYKH 30py JOCIHIKCHHS ayTCHTHYHOTO PyXy € JociikeHHs Jose Bow-
en [17], B sikoMy aBTOp HaJIa€ XapaKTEPUCTHKY POJIi TPAAUIiH Y BUKOHABCHKIH MPaKTHILL.
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IIBAIKO po3MoBCIOmKyBanocs. Tak, y 1901-1939 pp. «ToBapucTBo KoH-
LEpPTiB Ha CTApOBHHHUX 1HCTpyMeHTax» icHyBano y ®panuii (cepen op-
ranizaropiB — K. Cen-Canc, A. Kazanestoc); y Himeuuuni e 1905 p. mo-
IiOHE TOBApUCTBO CKJIajmocs 3aBmskw iHimiaruei K. JIpoOepaiinepa, sxuit
BUKOHYBaB coHary K. dabens Ha Buom Ja ramba, KepyBaB BUKOHAHHSIM
Bpaunen6ypspkux xonnepris M. C. Baxa y ckmafi, mo HaGmmKaBcs 0
ayreHTn4yHOro. llle omgHa KIIFOYOBa OCOOHMCTICTH Y BiIPOIKEHHI KiIaBe-
cuHa B XX CT. 1 mupIue — iHTepecy 10 CTapoBHHHOI My3uku — B. JlaH-
JOBCbKa. Bynyduu aBropoM Impalb 3 BHUKOHAHHS CTapOBMHHOI MY3HKH
XVI-XVIII ct. ([5]), BoHa ii mpomaryBaia, KOHLEPTYIOUM KpaiHamu €B-
poru Ta AMepukoro. 3 ii TOUKH 30py, HAHOUTBII TOMITBHAM IHCTPYMEHTOM
JUTS BIATBOPEHHS 0aXiBCHKUX TBOPIB CIYTY€ caMe KJIIABECHH — IHCTPYMEHT,
110 BiIPI3HIETHCSI TOHKUMH IPaAallisiMH, TOCTPOIO, SICHOIO 3BYyUHICTIO.

OTxe, y nepuriid monoBuHi XX CT. ayTeHTUYHA BUKOHABCHKA CTpaTe-
rist XapaxkTepu3yBajacsi HaCTyITHUMM apaMeTpaMu:

— 3 TOUKHU 30pYy iHCMpyMeHmapito 3’ sIBISUIACS Teplli CpoOH KOIiio-
BaHHS CTAPOBHMHHMX IHCTPYMEHTIB, HIIIOB TOIIYK OPHTIHAIBHUX 1HCTPY-
MEHTIB, BUBYAJIUCS BUCOTH CTPOIB, TEMIIEPALIisl TOLLIO;

— 3 TOYKU 30py 3acodieé eupasHocmi: WIIOB BiI0Ip IITPUXIB, OIla-
HOBYBAJIMCS THUIHM ApTHKYJALI, CHiBBIIHOCWJINCS TEMIIM Ta HMPUHLMIN
IMHAMIKY;

— 3 TOYKH 30pY BUKOHABCHKHX HABHYOK: My3WKaHTaMHU HaOyBayoCs
BMiHHS po3mmrdpoByBary nudpoBaHuii Oac, KOperyBaTH CKIaand aHCcaMO-
JiB, OOUPATH KiJBKICTh BUKOHABIIIB, BKIIFOYAJIOCS JI0 000B’SI3KOBUX HABH-
YOK BMIHHS IMIIPOBI3yBaTy Ta BipHO PO3MN(POBYBATH OPHAMEHTHKY.

Y npyrii momoBuHI XX CT. y IiSUIBHOCTI TaKMX MY3UKaHTIB SK
I'. Jleonxapa, ®. bprorren, 6paru Kroliken, @. Xeppesere, @. bprorres,
k. E. T'apnunep, K. XorByz Ta 6araThoX iHIIMX TMPOSIBUBCS JCIIO 1HITHNA
miaxig go inreprperanii TBopiB XVII-XVIII cT., mo BupasuBcs y npar-
HEHHI OLITBII TOYHOTO MPOYMTAHHS YPTEKCTIB, MOAAIBIIOMY OUYHWIIECHHI
OpHTIHAIIB BiJl peIaKIlifHUX HAlIapyBaHb (IITPUXH, IHHAMIYHI BKa3iBKH,
Meli3MaTrKa TOIIO), BIATBOPEHHI 3ary0ieHuX (pparMeHTiB Ta netanei ic-
HyIOunX yprekcTiB. Cepell HaHOUIBII BIIOMHUX IMMOCTaTeH ayTEHTHYIHOTO
HampsiMy IbOTO Iepiody ciif HazBaTh H. ApHOHKypa, SIKMH y3araiabHUB
OCHOBHI NPUHIIMITA BUKOHABCTBa y cBOiX mpaisix [15]. Tak, cepen ocHo-
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BHUX IIPUHLMIIB apTUKYJIALIT — BUKOHAHHS JUCOHAHCY 3aBXIH 3 aTaKolo,
3 aKLIEHTOM, a PO3B’sA3aHHS — THXIILE Ta M SIKIlIE, TPAKTYBaHHS IEPILIOi Ta
TPETHhOI JI0JIeH TaKTy SIK CUIIbHUX, IPYToi Ta 4YeTBEPTOi — SIK CIIAOKHX, BH-
KOHAHHS 3JIIFOBaHUX, PIBHUX 3@ TPUBAJIOCTSIMH HOT 3 aKLIEHTOBAHOO Iep-
[IOI0 Ta OUIBII CIAOKMMHU 1 TUXMMHU HACTYIHHMH, 3 Pi3HUM LITPHUXOBUM
HAIOBHEHHSM yCEpEIUHI TPYIH, BUKOHAHHS HAaHOIJIbII BHCOKOTO 3BYKY
3aBXK/IU 3 aKLEHTOM, TPUBAINHI 3BYK MEJIO/IT 3aBKAN 3 aKLIEHTOM, TPUBAILY
HOTY MiCIIsl KOPOTKOI — 3 OUIBIIOK CHIIOKW. B iepapxii miHHOCTEH ayTeH-
THYHOTO BUKOHAHHSI H. ApHOHKYp BHUSBIISI€ HAWOIIBIT BaXIMBUM BIIaCHE
cam TBip Ta (aHTa3il0 i HATXHEHHS BUKOHABI, 0O 3 SIKOIO O TOYHICTIO
aJICNIT ay TEHTHYHOCTI HE IOTPUMYBABCS O IPaBWII, HOTO cTapaHHs 3iHAyTh
HaHiBeIlb, AKIIO BUKOHAHHS Oyne M030aBI€HO THYYKOCTI i €MOILIHHOTO
HaroBHEHHSI.

J1o My3HKaHTIB, SIKi CTPOTO AOTPUMYIOThCS MPUHIIMIIIB ayTEHTH3MY,
HAJIKUTh aMepuKkaHchkuid mianict M. bincon (Malkolm Bilson). Bin min-
KpECIIoe, 10 BUKOPUCTAHHS 1HCTpyMEHTIB ernoxu Momapra (MoBa iije
PO 3aIHC YCiX KOHIEPTIB KOMIIO3UTOPA HA iCTOPHYHUX IHCTPYMEHTAX)
He Oyio camoriyumo: «BoHu Oynu BiIpaBHOIO TOYKOO; alie BapTO Tillb-
KM TIOYATH 1X BUKOPUCTOBYBATH — Yepe3 iHIII IHCTPYMEHTH MPUXOIMIN JI0
JIESKOTO BiAMIHHOTO NMUISIXY BHKOHAHHS MY3WKH. Bce po3modmHaeThes 3i
3BYKY, TOMY 110 Came 4epe3 3BYK MU CIIPUHMAEMO MY3HKY; alle TYT TaKOX
MAarOTh 3HAYCHHS PUTM 1 (ppazyBaHHs: JUBISYMCH HA MOIAPTIBChKE JiICH-
Hs Ha (pasn, Ha HOTO apTUKYIIAILIO, Ha HOTO TO3HAYEHHS TUHAMIKH, CKOPO
3’SICOBY€II, 110 TAKMM YMHOM 3HA4HO MPOCTIIlIE PEaTi30BYBaTH Li BKa3iB-
KH, 9UM TIpY BUKOPHCTaHHI Cy4acHUX 3ac00iB, KOJIM BCE Bele y OiK JOBIOi
neraTHoi MenoAiHo1 niHi» [7]. [locunarounce Ha Tropka, sIKUi omyOIiKy-
BaB y 1789 p. mociOHMK rpu Ha ¢opreniano, M. Bincon nonae: «Ane Tropk
TaKOX TOBOPHTH, IO KPAITUM BUKOHABIIEM Oy/ie TOH, XTO OLIBII TITHOOKO
BHUKHE B CAMUH 3MICT MY3HKH. | B IbOMY yCsI CyTh: IPUPOIHO, BH HE Oy-
JIeTe BEIIMKUM aKTOPOM TiJIbKH TOMY, IO MPaBUIBHO BUMOBISIETE CBOT
psaaku. Came TYT i TaiThes HEpo30epHxa 3 MOHATTAM ICTOPHYHOTO ITiJTXO-
Jly: MU 30BCIM HE 3asIBJISIEMO, 1110 MU BEJIMKI BUKOHABI[ TUILKH BHACIIIOK
TOTO, IO JOTPUMYEMOCS JESIKUX MY3MYHHUX IIPAaBUII, PEBHICHO Bipyroun
B HUX» [7]. Mo peui, cam M. bincon HeoqHOpa30BO NpUIMaB y4acTh y BH-
KOHAHHI Ha CyYacHHMX iHCTPYMEHTaxX, ajie, Ha HOro AYMKY, KOJKHE 3 IHX
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BHUKOHAHb TOI0 UM IHIIOIO MIPOI0 CyNepednTh napTurypam Mouapra, 1o
Mae€ IposB, eI 3a Bce, y 3alBiil yBa3i 1o mapTii opkecTpy. Buxonasii
HamararoThcs (a00 HaBiTh BUMYIICHI B CHITy HEOOXiTHOCTI) «MiHIaTIOpH-
3yBaTH» MY3UKY, TOMY 1[I0 BOHH YCBI1ZIOMJIIOIOTb, 110, SIKIO BOHU IIOYHYTh
rpaTy MOBHIILIUM 3BYKOM, TO 1€ 3ByYaTUMe HE TaK SIK MOBMHHO. ToMy Take
BUKOHAHHSI MOXKE BIJIPI3HSATHCS BUTOHYCHICTIO, ajie 3aHAJTO CTPUMAaHH-
MU eMotlisiMu. [Ipy BUKOPUCTaHHI K IHCTPYMEHTIB TOTO TEPiO/y, TPalodn
SICKpaBo, 0e3 HeOOXiAHOCTI CTPUMYBATH CHEPTiI0, TOCITAaEThCSl MEHII BH-
XOJIOIIEHUH 1 OUTBITIE PO3KYTHI 3BYKOBHH pe3ybTaT. BUXOMUTE IHIINN TH-
HaMIYHUH Aiana3oH 1 iHIIa naniTpa, TOMY IO Ti iHCTPYMEHTH MeHIIe Oynu
CXOXI OZIMH Ha ofHOTO. [IpUMipoM, BiTIHKH 3By4YaHHs JyXOBUX 1HCTpPY-
MEHTIB Oy/IM MEHIII OJJHAKOBi, IHCTPYMEHTH MaJld XapaKTepHill TeMOpH.
Te x came BipHe, Ha 1yMKy M. Bincona, miist ¢popreniano XVIII cromitrs:
«Y Oymp-sxoro Qopremiano HAWOUIBII CHITBHI 0acH, ane cydacHe gopre-
[1iaHO Ma€ B HUX 3BYYaHHS, 10 € HAJAMIPHO BaXXKUM. TaKMM YMHOM, KOJIU
miaHicT BUKOHYe Mouapra, BiH HAMara€eTbes oM SIKIIMTH 3BYK. B pesyib-
TaTi X JKBaBICTh 1 €HEpris, BKJIameHa MormapTroM y 6acoBi TOJIOCH, CTae
OiyblIe 3MTa/HPKEHOI0; CUIIA 1 3BYYHICTh CydacHOTo (hOpTemiaHO B IIbOMY
pericTpi He MPU3BOAUTH O AYMKH MPO MOXJIHMBICTH aKTHBHOTO 1 pilly-
YOro MiAXOAY J0 BUKOHAHHA. Y BEPXHBOMY DETICTpI iCHy€ MEHIIE Tpo-
OseM, sIKi HE TaK MOMITHI, IPOTE TYT iCHY€E BiAYyTHIIIA PI3HULS B PI3HUX
roJlocax MOIAPTIBCHKOTO (hOpTEIiaHo, PI3HUIIS MK BEpXHIMH 1 6aCOBUMH
Horamu. CyyacHe ¢opreniaHo 3 HOro NpeKpacHUM OJHOPITHUM 3ByYaH-
HSIM B YCIX pericrpax MpeKpacHO MiIXOAWTH iHIIIH My3Hlli, ane B AaHO-
My BUMNAJKy KpaJe BIACTHUBI MYy3HIll ApamaTu3M 1 pi3HOMaHITHICTB» [7].
[l1e ogHOTO BasKJIMBOTO MApaMeTPy Y BUKOHAHHI KOHLEPTIB HA ICTOPUYHHUX
IHCTpYMEHTaX BIAETHCS JOCATTH aOCONIOTHO MPHUPOAHO — OamaHCy Mik
coricroM 1 opkectpoM. OcoOnmuBicTh BUKOHAHHS M. BilicoHa KOHIEpTiB
MomnapTa — B TOMY, LI0 BUKOHABEILlb TPa€ 3 OPKECTPOM Oe3nepepBHO, BH-
KOHYIOUH MapTiio KOHTIHYO, 4T0 Oyio Tpaaumieto X VIII ct.: «Ines monsrae
HE B IIPOTUCTaBIIeHH] (hopTemniaHo i OpKecTpy, KOJIU Ipae OPKEeCTp, MOTIM
rpae hopTeniaHo, a moTiM 3HOBY opkecTp. Lle Te, 1110 BUXOIUTh B Cy4acHUX
BUKOHAHHSX 1 IO HE BIAMOBIA€ KapTHHI, Ky O MH CIIOCTEPIraiu y TOU
yac. ®opreniaHo Mae OyTH MPUCYTHIM i3 CaMOTO TOYATKY, BUXOISYH i3
3ByYaHHS OPKECTPY B SIKOCTI BUKOHYIOUOTO COJIO IHCTPYMEHTY B TIOJaJIb-
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it po3po6i. Ile HeBix emMHa 0COONMBICTH BUKOHAHHSY [7]. BimMiTMO
it iHIy ocoOnMuBicTh TBOpUOro miaxoxay M. bincona — iMmnpoBizauiiHicTB,
110 B/IACTHBA MOIAPTIBCHKUM NApTHTypaM. Moro izest monsrae B Tomy, 0
AKIIO MoTIapT 3aJIMIINB TAKT IS IPABOi pyKH OPOXKHIM a00 3 OJTHIEI0 HO-
TOIO cepe]] CTPIMKUX apIreipKio, TO, IO MOKJIMBOCTI, BiH HOTO 3allOBHIOE.
«IToGaunTH X 11e MOYKHA TUILKK B aBTOrpadi mapTUTypH, OCKIJIbKH HABITH
B KpalllUX CyYaCHHX BHIAHHSAX IOPOXKHIM TaKT 3allOBHIOETHCS May3aMH,
ToAl sIK MouapTt uporo He poOHTh, — CTBEPAXKYE MiaHicT. — ABTOrpadu,
SIK1 HaMMCaHi, OYeBHUIHO, 13 3HAYHUM ITOCITIIXOM, IIPOTE HEHMOBIPHO TTOBHI,
3aKiHYEeHi 1 IEMOHCTPYIOTh YBary 1o JeTayell; KOXXHOMY IiaHiCTOBi, IO
BHKOHYE 110 My3HUKY, BapTO MOJUBUTHUCS [7].

Otxe, M. bincoH neMOHCTpye HacTiTyBaHHS TPaJHIlii iCTOPHUIHO-
ro BUKOHAaBCTBa Ta ()OPMYBaHHS BJIacCHE PHUC «ayTEHTHYHOI BHKOHAB-
cpKol crparerii». [logiOHe cTaBleHHS MOXKHA TOYYTH ¥ y BHKOHaHHI
A. Ulratiepa. Tax, nanpuknana, y 3armuci Conatu Ne 10 B. Momnapra Ha
nmiaHopopTre MY3HKaHTY BIaJOCS BHUKJIIOYHO TOYHO aJarTyBaTh CBOIO
OMMCKYYy TEXHIKY IO KJIABIITHOTO MEXaHW3My cTapux Qopremiano 0e3
cHCTeMH MOIBiHHOT perteuii. FIoro rpa — BiATBOPeHHs MaHepH BipTyo3iB
mexi XVII-XIX cr. (Knementi, [Jycuk, Kpamep, Ilteiidensr). B y3ro-
JoKeHHI 3 Tpaammieto, A. Iltaliep y neskux ¢pparmentax (0COOIUBO TpH
MTOBTOPEHH1) OPHAMEHTY€ HOTHHH TEKCT, JI0Ja€ BCTaBHI KaJeHLii (3ammc
conatu Ne 11 B. Momnapta). B inmomy 3anuci A. lITaiiep Bukonye TBOpH
KOMITO3UTOPiB 100u bapoko Ha Komii Benukoro kiaBecuHy Xacca (1734),
BUKOHaHOIO Maiictpom Enrtoni Caiini. [HCTpyMeHT BOJOAi€ JIOTHEBUM
(iMiTyrounM pizzicato CMUYIKOBHX) Ta 3BYYHUM 16-(hyTOBHM pericTpamu
(Ha HBOMY MOJKJIMBO CTBOPUTH 59 pericTpoBHX KOMOiHALiH, OUIBIIICTH
3 HUX JIEMOHCTPY€ BUKOHABEIIb ).

OxpiM JOTPUMYBAaHHS NPUHLMIIB ayTEHTHUYHOTO BUKOHABCTBA Baro-
MOIO CKJIaJ0BOIO0 (DOPMYBAaHHS HOBOT'O IMOIVISITYy HAa ayTCHTHYHE BUKOHAB-
CTBO € NMPUHYUN CUHME3Y8AHHS Mpaouyill, 10 TIPUTAMAHHUN 0araTboM
Cy4aCHMM BUKOHABLSIM. Tak, 0OIPyHTOBAHOIO € MO3HLis BUAATHOTO MYy3HU-
kanta O. JlrooumoBa, sikuii e 1976 p. 3acHyBaB «MOCKOBCHKHI KBapTET
0apOoKKO», KOTPUH BIATBOPIOBAB CTWJIb AOKJIACMYHOIO 3By4YaHHS Ha Cydac-
HUX, 3TOIOM — Ha CTapOBHHHUX iHCTpyMeHTax. Baxmuso, mo O. Jliobu-
MOB BBaXKa€, 1[0 «ayTEHTUYHA iICTOPHYHA IO3MIliS HE MOXKe OYTH €HHO
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MIPUHHATHOIO» [6, C. 25], OCKUTEKH OyIb-Ka MUHYJIA €110Xa, 3 11 CMaKaMH,
COLIaJIbHUMHU iJeajlaMi, HaBiTh aKyCTHYHUM CEPEIOBHIIEM, HE MOXKE OyTH
MOBTOPEHA B Cy4acHOCTI. Y 3B 53Ky 3 1uM O. JIFoOMMOB CTaBUTh MUTAHHS
HE JIAIIIE TIPO BiPOHKEHHS 0apOKO K CTUITIO, aJI€ 1 PO MPUXIJT IO «IPYyTroro
Oapoko». TuM He MeHII, HOTro 3amicu JEeMOHCTPYIOTh OJIM3KICTh MPUHIIU-
I1aM ayTeHTUIHOTO BUKOHABCTBA, a 1HO/II — CHHTE3YIOTh TPAIUIIIi aKageMid-
HOTO Ta ayTeHTUYHOTO HanpsMiB. Tak, HaNpUKIaI, 3a CIIOBAMUA BUKOHABIIS,
«IHCTPYMEHT MOLIAPTIBCHKOTO Yacy 3aByK/IM CaM 3aBa€e XapakTep iHTepIpe-
tarii» [6, c. 106], o MiATBEPHKYETHCS, 30KpEMa, Y BiIOMOMY 3aITiCi BCiX
coHar Morapra Ha ictTopudHoMy ¢opTeriaHo (3BykoBuid o6pa3 X VIII cr.
3 MOro OLIbII MPO30PUM Ta HIBUAKO3ATYXAaKOUMM 3BYKOM), 3 HyMEpalli€ro
COHAT y XPOHOJIOTIYHOMY TOPSIJIKY, 3 ITiIKPECIEHOI0 KIACHYHOIO CTPOTic-
TIO My3UYHOI {paMaryprii, sICKpaBUMH TEMaTUIHUMHU KOHTPACTaMU.

Jlo peui, He BCl My3UKaHTH BBaYKAIOTh 3BYyYHICTh BU3HAYAJIHHUM YWH-
HUKOM iCTOPUYHO BipHOTO BHKOHaHHS. /[0 TakWX HaJeKWTh, HATIPUKIIAI,
I1. bangypa-Ckona, KOTpHii BBaXkae, MO «y 3B’SI3Ky 31 3MIHOIO HAIIOTO
CIIPUHHATTS 3BYYHOCTI, 3 IPAarHEHHSIM 710 OUTBIITOI CHITH 3BYKY, 10 IITHPIIIO-
TO Jiana3oHy, MU HE MOXXEMO I'paTH Ha CTAPOBHHHUX IHCTPYMEHTaX Tak,
SIK TPay B eroxy Knacuimsmy» [1, ¢. 15]. MoBipHO, TOMy MpakTHYHO BCi
MOIIapPTIBCHKI TBOPH BiH T'pa€ Ha CydacHOMY (opTemiaHo (BUHATOK — 3a-
rmucu Conaru F-dur KV533 y 1952 p., Conaru A-dur KV331, danrasii
ta conatu c-moll KV475/457 y 1955 p. na xammepkiasipi A. Baisrepa
1785 p.; conar C-dur KV330, A-dur KV331, C-dur KV545 y 2013 p. Ha
xaMmMmepkiaBipi A. Bansrepa 1790 p. Hanpuknan, camMe BpaxoByrOYH 0CO-
OomuBocCTI manodopTe 3 HOro MIBUIKAM 3BYKOBHM 3TacaHHSIM, PYXJIHBI
yactuHu Monapriscbkoi Conatu C-dur KV 545 3Byuats Ha HbOMY O1TbII
npuposHo. [Ipote, Tpeba BignaTy HaleKHE BUKOHABIIIO, SIKUH B MTOBUILHIH
II vacTuHi, HE3BaXKalOYH HA 3BYK, 1110 IOCTIHHO OOPHUBAETHCS, MACTEPHO
BHUKOHY€ MEJIOZI] IMUPOKOro AUXAHHS 3aBASKHA yMiJoMy (hpa3yBaHHIO, T1e-
Jarizanii ¥ TOHKOCTI iHTOHYBaHHs. Haiikpammii anst BukonanHs Adagio
temn, Ha aymky I1. bamypa-Cxonn, € Takum, KoM BOCbMa HOTa JIOPiB-
Hioe 76-80 ymapam y xBununy. Ha mianogopre Bin Bukonye Il 4. me mo-
BUTBHIIIE (TIpHOIH3HO 66—68 yIapoB y XBHINHY ).

{06 mocsrtu BipHOI 3BY4HOCTI (3ByKOBOTO ineainy), I1. banypa-Crona
IpY BUKOHAHHI Ha Cy4acHOMY (OpTeriaHO BUKOPHCTOBYE OCOOHMBI apTHKY-
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TATIAHI, THHAMIYHI, TEMIIOBI 3aco0u Bupa3HocTi. [Ipu mpocayxoByBaHHI,
Hanpukiaf, ayniozanucy | wactuan Conaru C-dur KV330 B. A. Mouapra
HANOLIBII TPUTSITYE CIIyX TEMIIOBa CBOOO/IA Ta MPUCKOPEHHS 3aKiHUCHHS
(hpa3. OcobnmmBo A00pe 1 TeHJESHIIisI YyTHA y 3By4aHHI MOOIYHOI MapTii,
Jie KOYKeH JBYTaKT HECIO/AIBaHO PaHO mepeOuBaeThes HAacTynmHuM. /o mo-
ni6HOTO eheKTy IPU3BOANTH, IIBUAIIE 3a Bce, BukoHaHHs [1. bagypa-Cxo-
JIOW apTUKYJIAMIHHUX JIr y JiBi Py, AKi MPHITyCKalOTh CKOPOYECHHS
OCTaHHBOT HOTH 3 METOIO OUTBIIOT PO3AITICHOCTI MOTHBIB. Y TpaKTyBaHHI
Ii€1 COHATH TIEPeIyCiM 3aXOIUTIOE IOCUTH BIJTbHE MTOBOKEHHS 3 TEMIIAMHU.
Tak, B 1 wacTuni mia”ict Tpoxu noijbHime rpae Temy [Tl i ynmoBinbHIoE
TEMIU B po3po0iIi. Y 3B 53Ky 3 IIUM PO3pOOKa (IOCUTh HEBEJIHMKA T10 PO3-
Mipax) HaOyBae puc (antaszifiHocTu. /Ipyra 4acTuHa B HOro BHKOHAHHI
HE Ma€ HaJIbOTY CEHTHMEHTai3My, MiaHicT rpae ii Oiabi cTporo, a ¢i-
JIrpaHHO BUIHUCAHI MacaXi JEMOHCTPYIOTh «JllaMaHTOBUI cTHIbY. DiHan
BHKOHAHWH ITaHICTOM B TPAAHIIAX OJMUCKYYMX MOIAPTIBCHKUX (hiHAITIB.
Takum 4MHOM, BBaXKaeMo, 1110 y BukoHaHHi [1. Bagypu-Ckoau HaOyBae ak-
TYyaJIbHOCTI CHHTE3 MPUHITUIIIB aBTEHTUYIHOTO 1 aKaJIeMiTHOTO BHKOHAHb.
Bukopucranas cydacHOTo (OpTemiaHO 3MiHIOE 3BYKOBHM BHIVISI TBOPY.
[IpoTe miaHiCT KOMIIEHCYE 1€ JOCUTH XapaKTCPHUMHU apTUKYISLIHHUMHA
1 IITPUXOBUMH MTPUHOMAaMHU, IO BIACTHBI My3uIli Morapra, crierud)iqaoro
MeJi3MaTHKOH (JeTajbHillle BUMCAHO0) 1 KOPOTIINM (pa3yBaHHSIM.
[TomiOHI TeHaeHIIT MaKOTh MiClie i B IHTepIpeTAallil 1HIIMX BUKOHAB-
LB — NPEICTaBHUKIB ayTEHTHYHOIro HampsMmy. Hampuknan, y BUKOHaHHI
Konnepry C-dur M. Taitnua (Biononuens XVI CT., KaHaJIChKHi OpKECTp
«Tafelmusik», qupurent XKann Jlamon, 1989 p.) HimepmaHACHKHI BiOJIOH-
yerict AHHep buicma noTpuMyeThes MOBUIBHILIIMX TEMITiB (0COOIUBO 1€
cTocyeThes | gacTuHM), BUKOPUCTOBYE XapaKTEpHUN 3aroCTPEHHUN PUTM,
KOPOTKI BICIMKH, <«JICTKHi1» CMHYOK, IMIIPOBI3yE€ TacaKHY KaICHIIIIO.
Ane, IOpSA 3 UUMH TUIIOBUMH SIKOCTSIMU ayTEHTHYHOIO BUKOHABCTBA, BiH
JTOBOJIi 9aCTO BHKOPHUCTOBYE BiOpaTO, KOMEHTYIOUH I Tak: «Bibparo B 1riit
MY3HLi HE NOBUHHO BUKOPHCTOBYBAaTHCS Oe3mepepBHO. SI BUKOPUCTOBYIO
BiOparo B JUCOHYIOYMX MOMEHTax (Lie BUpa3Hi MOMEHTH 1 BOHHU 3aCIIyro-
BYIOTh HEBEJIMKOTO aKIEHTY). Sl mymaro, BiOparo CITiJi 3aCTOCOBYBATH, SIK
Tpeib, aje MmoTpiOHi uylHicTh 1 cMak» [16]. MoxxHa HaBecTH U mpHKIan
BUKOHAHHSI IIOTO K TalJHIBCHKOIO KOHIIEPTY IIBEWIAPCHKHM BiOJIOHYE-
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mictom JI. CeBepitum. oro BUKOHABCHKOMY CTHIIO (BiH € BHITYCKHHKOM
MockoBCbKoi KOHCEpBaTopii) mpuTaMaHHUi 4y TTeBUH 3BYK (M. [oTTIITaliH
Ha3BaB MOT0 «0EIbKAaHTO Ha BiojioHYes» [14]). Asie miciis 3aKiHYeHHS KOH-
cepBatopii crapoBuHHOI My3ukH y llIBelinapii BiH cTaB mocTiitHUM yd4ac-
HUKOM (3 1996 p.) TakuX KONEKTHBIB SIK «AYTEHTHK-KBapTeT», AHCAMOIb
CTapoBHHHOI My3uKd M. JIumoxa (Ppaniisi), AHCaMOIb CTApOBUHHOT My-
3uku «Comictu HIBeiiapii». 3a #oro BIacHUMH PO3MipKOBYBaHHIMH, I10-
CHJICHUM TIOLIYKOM BIpHUX NMPHUHIMIIB BUKoHaHs My3uku X VII-XVIII crt.
HWOTO HAJMXHYB 3alMaTHCS «IHTEpIpeTaIiiiamil quckomdopt». [lompu Te,
IO Y HBOTO Cy4yacHa BiOJIOHYENb, BiH 3aCTOCOBYE IITPUXOBI, 3BYKOBI, CTH-
JICTUYHI MPUHOMH, BIACTHBI €MOCi, My3UKa SIKOT 3By4UTb. [l CTpyHHUX
IHCTPYMEHTIB akIeHT POOUTHCS, TepeayciM, Ha BiOpallii JiBOIO PYKOIO.
VY ogHoMy 3 iHTepB’r0 My3MKaHT BKasye: «Hamri akagemiuHi My3ukaHTH
3BHUKJIM 3 TIOYaTKOM 3BYKY ITOYMHATH i BiOpaIlito. A B CTApOBUHHINA MY3HIII
0ararto yBaru NpuAisieThCs MBUAKOCTI CMUYKA, HATUCKY BIIPOIOBXK OHIET
HOTH, OTIOPH HA JIOJIi B TAKTi, apTUKYJISALI, IMIIpOBi3aliii, opHameHTarii» [2].
VYee e 1oOpe MpocTexXy€eThCsl B HOr0 BUKOHAHHI, SIKOMY BJIACTHUBA POCTO-
Ta i Ge3mocepeHiCTh, ACHICTh BUKIAMY i 6araTrcTBO BiATiHKIB HACTPOiB*,
Temmu B | wacTuHi Oynu B3ATi JOCUTH MOBLIBHI, 3By4aHHs BiOJIOHYENI He-
MOB OM 37TMBaJIOCs i3 3By4aHHSAM opkecTpy. Ha ocoOnmuBy yBary 3aciyroBye
KaJeHIIisl — BJIacHa BEpCisl COJIICTa: BOHA JIOCUTH TpUBaJa, MoOyJoBaHa Ha
Temax yciei yactuny, ayxe uytHi iHroHanii CIT i 3I1. Pa3zom 3 po3BuTKOM
MOTHBY B Hill € mpucyTHIMH nlacaxi, (iryparii. Takox TemarnvHa i Ka/ieH-
uist 11 u., B sIKiii 3HAXOMTH CBOE MPOJOBKEHHS 3HaAeHui [aiiiHOM mpu-
HOM, — «BXOIUKEHHS» B TEMY 3 JOBI'Oi HOTH.

Otxe, nmincymyemo. B ocransiii Tpetuni XX — nouarky XXI ct. ay-
TEHTUYHA BUKOHABChKA CTPATETIsl XapaKTepr3yBaacsl IEBHOIO TpaHc(op-
Matieto. Tak, 3 TOUKM 30py iHCmpyMenmapilo 3’ sIBISETHCS BEJIMKA Kijlb-
KICTh XOPOLIMX KOMi CTAPOBMHHUX IHCTPYMEHTIB Ta PEKOHCTPYKIIiH, 110
Jla€ 3MOTy OOMpAaTH IHCTPYMEHT 3115l IOTPUMYBAHHS SIKOMOTa OUIbIIOT
ONMU3BKOCTI 0 OpPUTIHANY; 3 TOUKH 30py 3aco0ié supazrocmi BiaOymocs

4y XapKkiBcbKOMY HaIlioHaJIbHOMY yHiBepcuTeTi MuctenTs iMeHi [. 1. KoTaspeBcbkoro
B 2011-2012 pp. HuM OyB 3xilicCHEHMI IUKJI MalCTep-KIaciB i KOHLEPTIB, Pe3yJIbTaTOM
SKHX CTaN0 BHKOHAHHS 3 KAMEPHHUM OPKECTPOM JBOX BiOJOHUEIbHIX KoHLepTiB M. Caiigna
3a IIPUHIUAIIOM «TPH 03 TUPHTEeHTay.
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YTOYHEHHS OUTBINIOCTI 3 HHUX (BiAMOBIMHICTh IHIWBIMYyaIBHHM CTHIISM,
TEeUisiM, HampsIMKaM, LIKOJIaM); 3 TOYKH 30Py 6UKOHABCMEA 3 SIBISETHCS
MOYKJIMBICTh BUKOHAHHS Y PI3HUX 3ajiaX, IO BIAMOBIJAAIU Tii €noci, BU-
KOHABCBHKIM CHUTYyaIIii TOIIIO.

Po3poOka MOHATTS «ayTeHTHYHAa BUKOHABCHKA CTPATETis» B MEXKax
CTaTTi TPHU3BEJa JI0 HACTYITHOTO BU3HAYCHHS: 11 — TaKa OpraHisallis Mo-
JATBHOT OPMH MY3UYHOTO TBOPY, 110 0a3y€eThCs HA CTIiHKil crcTeMi OpH-
€HTHUPIB (3aKJIaleHUX y TEKCT1 TBOPY) Ta BIATBOPEHIiH B aKyCTHYHIH (opmi,
IO CHIBBiJHECEHA 3 TPAJAMIIISIMH €IIOXH, B SIKid 1€l TBip OyIo CTBOPEHO
(BKITFOUAIOYH BECh KOMILIEKC 3aC00iB My3UYHOT BUPA3HOCTI).

AHaliz TBOPYOCTI BHKOHABIIB — MPEICTABHUKIB ayTEHTHYHOTO Ha-
npsIMy — JIO3BOJISIE TIPUITYCTHTH, IO TOCTYIIOBO MPOTITOM JIPYToi IMOJI0-
BUHM XX CT. OCHOBHI NPHHLUIIMN, 3aKIaJCHI HOTr0 3aCHOBHUKAMH, JICIIO
3MIHIOIOThCS. BakKJIMBOIO TEHACHIIEIO CyYacHOTO 4acy € iCHyBaHHSI, IMO-
PSAI 3 YUCTHM Pi3HOBHJIOM «ayTEHTHYHOI BUKOHABCHKOI CTparerii» i Mi-
LIaHOTO TUNY (BUKOPHUCTaHHS CyYacHOTO iHCTpyMEHTapilo, aje rpa 3a
NPUHIMIIAME Ay TEHTHYHOTO BUKOHABCTBA). TOOTO MOKEMO KOHCTATyBaTH,
L0 MOYMHAIOYM 3 OCTaHHBOI TpeTHHM XX CT. JOMIHYBaHHS «OXpPaHHOT
ayTEeHTHYHOI BUKOHABCHKOI CTparTerii» He € TaKUM HasBHUM, 00 3aBISKH
mpolecaM CHHTE3y ayTeHTHYHOT Ta aKaJeMIuHOi Tpaauiliii HaOyBae o0ep-
TIB «aKTyaji3yloua ayTeHTHMYHAa BUKOHABCbKa cTpareris». 00’ enHyI0unM
MOMEHTOM € Te, 1110 ayTeHTHYHa BUKOHABChKa cTpaTeris (3a €. KiroeBnm)
€, 0e3MepevyHo, YaCTHHOK KOMYHIKaTHBHOI TIOBEIIHKH a00 KOMYHIKaTHB-
HOI B3a€MO/Ii1 BCiX ii MPeICTaBHUKIB, sIKi y OyAb-SKOMY pa3i MaloTh JOBOJI
YiTKy METy ¥ CTpaTeriyHuil pe3yabTaT — BIATBOPEHHS B aKyCTHYHINA Gop-
Mi KOMITO3UTOPCBHKOTO 33ayMy. Ta MOXKEMO CTBEpKyBaTH, IO HPOTITOM
CTOJIITTS 3MIHIOETBCSI CTATYC «ayTEHTUYHOI BUKOHABCHKOI CTparerii»: Bij
IHIUBITyaTbHOI (TOOTO, IPUTAMAaHHOT OKPEMHM TIPEACTaBHUKAM HAIIPSIMY
Ha moyatky XX CT.) BOHA CTa€ YHIBepCaJIbHOIO i COLiaIbHOIO, 00 OpraHi-
3y€ JIOCBiJl HE TUIBKU CIIUIBHOTH MY3HWKaHTIB, aje i (opMye CBIIOMICTh
I1JIOTO TIOKOJIIHHS KYJIBTYpH.

[ToHATTS «BUKOHABCBHKA CTpaTeris» (B JaHOMY BUMAJKy — y paKypci
AyTEeHTHUYHOT'0 BUKOHABCTBA) CIIYTYE JUISl PO3BUTKY Ta YTOUHEHHS KOHIICTI-
11ii «<KOMyHIKaTUBHOT CTPATETii», 10 € 0a30BUM B IHTEPIPETATUBHIN TEOpii
My3HYHOT KoMyHiKanii. Floro cMucioBuii 06° €M HOEHYE B €IMHY CHCTEMY
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CyO’€KTIB BITHOIICHH 1 iX IIHHICHY OpIEHTAIIII0 B CIUTHHIN TBOPUOCTI Ta
miaTBepKye, mo Homo interpretatus € 3HakoBUM 00pa3oM JIIOIUHH KYJlb-
Typu HoBiTHBOTO Hacy i, BiIMOBITHO, MOyCOM 11 Mi3HAHHSI.

JIITEPATYPA

1. Baoypa-Crooa E. u Il. Humepnpemayus Moyapma. — M. : My3vixa,
1972. — 373 c.

2. Tapanuu E., Oxpumenro O. Humepesvio ¢ npogheccopom JKenesckoti kow-
cepsamopuu, suononyenucmom Jenucom Cesepunvim [anexmponnsiii pecypcy. —
Peoxicum oocmyna : http://num.kharkiv.ua/events1304.htm#tev0l.

3. ITpuyanos A. Ilocmmodepnuszm. — Pedxcum oocmyna . http://20century-
art.ru/books/postmodernizm/tekstualnye_strategii/l.html.

4. Knmwee E. B. Peuesas xommynuxayus. Kommynuxamuenvie cmpame-
euu. Kommynuxamusuvie maxmuxu. Ycnewnocmos peuegoeo 83aumo0eticmeus :
Yyebrnoe nocobue onsa ynusepcumemos u uncmumymos. — M. : H30-60 I[IPHOP,
1998. — 224 c.

5. Jlanooscka B. Bonvgheane Amaodeit Moyapm. @opmenuanmole KOHYyepmbi.
O knasupnvix npoussedenusx Moyapma // Kax ucnonnamos Moyapma. : co. cm. |
[cocm., ecmyn cm.: A. M. Mepkynog]. — M., 2004. — C. §-26.

6. Jlrooumos A. Moyapm — yenogex meampa // Kax ucnoaname Moyapma :
co. cm. / [cocm., ecmyn cm.: A. M. Mepkynos]. — M., 2004. — C. 103—107.

7. Moyapm 6 opueunane? beceoa Huxonraca Kenuona ¢ Manxoaimom Bun-
conom u [forcornom Dnuomom Iapounepom [snexkmponnsiil pecypc]. — Pescum 0o-
cmyna : http://'www.cdguide.nm.ru/mozart_concertos.html.

8. Msamuesa H. Humepnpemayus my3viku CK603b NPU3MY MEKCMYaNbHbIX
cmpamezuit // Becmnux MI'VYKH. Hionv—ageycm. Ne 4 (30). 2009. — C. 246-249.

9. Msamuesa H. Hcnonnumenvckas unmepnpemayus my3ulku 6IMopou noio-
sunvl XX gexa : asmopegh. ouc. ... kanouoama uckyccmeoseoenus 17.00.02 «My-
3viKanbHoe uckyccmsoy. — M., 2010. — 16 c.

10.  Huxonaescxas F0. Oueguonoe u namenmmuoe 6 opamamypeuu my3vl-
Kanvroeo npouseedenus // Hayrkosuii sicnux HMAY im. I1. I. Yatikoscvkoeo : My-
suuna opamamypeis . meopis i npakmuxa, [ynop. B. I Mockanenxo]. — Kuis,
2012. — Bun. 103. — C. 17-25.

11.  Hixonraescoka 0. Komynikamuena cmpamezisi Ak npoonema inmep-
npemonoeii // [Ipobremu 63aemo0ii mucmeymaa, nedazociku ma meopii i npax-



196 Baroque’s art in performance projections — N

muxu oceimu : 30. nayk. cmameu. Bun. 46. / Xapk. nay. yn-m mucmeyms imve-
ui I. I1. Komnspescokoeo ; ped.-ynopso. JI. B. lllanosanosa. — Xapxie : XHYM
imeni I. I1. Komaspeescvkoco, 2017. — C. 94—110.

12, ITmeun A. JluuHOCMHO OpUEeHMUpPOBAHHOE 00PA308AHUE: UCTHOPUSL
u npakmuxa : monoepagus. — M. : KCII+, 2003. — 432 c.

13. Pasoonuxac @. Bcezo nuwv aymenmusm // Bykanem 11 Mexxcoynapoonozo
Gecmusans cmapunnot mysviku 6 Canxm-Ilemepoypee, okmadpvo—nosops 2000 2. —
Peorcum oocmyna : https://www.mmv.ru/sm/arta/12-12-2000 _aut.htm.

14.  Cesepun /[. [51. pecypc]. — Pexcum docmyna : http.//denisseverin.com/
index.php?lang=ru&id=99.

15. Xapuouxypm H. Mysuxa sik moea 38yKi@ . HAYKOBO-NONYIAPHE BUOAH-
usa. — Cymu : Cobop, 2002. — 184 c.

16.  Anner Bylsma by Tim Janof. — Peocum docmyna : http.//www.cello.org/
Newsletter/Articles/bylsma.htm.

17.  Bowen Jose A. The History of Remembered Innovation: Tradition and
Its Role in the Relationship between Musical Works and Their Performances // The
Journal of Musicology. — Vol. 11. No. 2. 1993. — P. 139-173.

18.  Dolmetsch Arnold. The Interpretation of the Music of the Seventeenth
and Eighteenth Centuries. — Seattle and London : University of Washington
Press, 1974. — 493 p.

REFERENCES

1. Badura-Skoda Ye. i P. Interpretatsiya Motsarta [Interpretation of Mo-
zart]. — M. : Muzyka, 1972. — 373 s.

2. Garanich Ye., Okhrimenko O. Intervyu s professorom Zhenevskoy kon-
servatorii, violonchelistom Denisom Severinym [Interview with professor of the
Geneva Conservatory, cellist Denis Severin]. — Elektronnyy resurs. Rezhim dos-
tupa : http://num.kharkiv.ua/events1304.htm#ev0l.

3. Gritsanov A. Postmodernizm [Postmodernism]. — Rezhim dostupa :
http://20century-art.ru/books/postmodernizm/tekstualnye_strategii/l.html.

4. Klyuev Ye. V. Rechevaya kommunikatsiya. Kommunikativnye strategii.
Kommunikativnye taktiki. Uspeshnost rechevogo vzaimodeystviya [Speech com-
munication. Communicative strategies. Communicative tactics. The success of
speech interaction] : Uchebnoe posobie dlya universitetov i institutov. — M. :
Izd-vo PRIOR, 1998. — 224 s.



= Mucmeumeso Bapoko y 6UKOHABCLKUX NPOEKUIAX, 197

5. Landovska V. Volfgang Amadey Motsart. Fortepiannye kontserty. O kla-
virnykh proizvedeniyakh Motsarta [Wolfgang Amadeus Mozart. Piano concerts.
About Mozart's clavier works] // Kak ispolnyat Motsarta : sb. st. ; [sost., vstup st.:
A. M. Merkulov]. — M., 2004. — S. 8-26.

6. Lyubimov A. Motsart — chelovek teatra [Mozart is a man of theater] //
Kak ispolnyat Motsarta : sb. st. / [sost., vstup st.: A. M. Merkulov]. — M., 2004. —
S. 103-107.

7. Motsart v originale? [Mozart in the original?] Beseda Nikolasa Keniona
s Malkolmom Bilsonom i Dzhonom Eliotom Gardinerom [elektronnyy resurs]. —
Rezhim dostupa : http://www.cdguide.nm.ru/mozart_concertos.html.

8. Mpyatieva N. Interpretatsiya muzyki skvoz prizmu tekstualnykh strategiy
[Interpretation of music through the prism of textual strategies] // VYeSTNIK
MGUKI. Iyul-avgust. Ne 4 (30). 2009. — S. 246-249.

9. Myatieva N. Ispolnitelskaya interpretatsiya muzyki vtoroy polovi-
ny XX veka [Performing interpretation of music of the second half of the XX cen-
tury] : avtoref. dis. ... kandidata iskusstvovedeniya 17.00.02 «Muzykalnoe iskusst-
voy. — M., 2010. — 16 s.

10.  Nikolaevskaya Yu. Ochevidnoe i latentnoe v dramaturgii muzykalnogo
proizvedeniya [The obvious and latent in the drama of a musical work] // Nau-
koviy visnik NMAU im. P. I. Chaykovskogo : Muzichna dramaturgiya : teoriya
i praktika ; [upor. V. G. Moskalenko]. — Kiiv, 2012. — Vip. 103. — S. 17-25.

11. Nikolaievska Yu. Komunikatyvna stratehiia yak problema interpretolohii
[Communicative strategy as a problem of interpretology] // Problemy vzaiemodii
mystetstva, pedahohiky ta teorii i praktyky osvity : zb. nauk. statei. Vyp. 46 / Khark.
nats. un-t mystetstv imeni 1. P. Kotliarevskoho ; red.-uporiad. L. V. Shapovalo-
va. — Kharkiv : KhNUM imeni I. P. Kotliarevskoho, 2017. — S. 94-110.

12.  Pligin A. Lichnostno orientirovannoe obrazovanie: istoriya i prakti-
ka [Personally oriented education: history and practice] : monografiva. — M. :
KSP+, 2003. — 432 s.

13.  Ravdonikas F. Vsego lish autentizm [Only Authenticity] // Buklet II1I Me-
zhdunarodnogo festivalya starinnoy muzyki v Sankt-Peterburge, oktyabr-noy-
abr 2000 g. — Rezhim dostupa : https://www.mmv.ru/sm/arta/12-12-2000_aut.
htm.

14.  Severin D. [el. resurs]. — Rezhim dostupa : http://denisseverin.com/in-
dex.php?lang=ru&id=99.



198 Baroque’s art in performance projections — N

15.  Kharnonkurt N. Muzyka yak mova zvukiv [Music as the language of
sounds] : naukovo-populiarne vydannia. — Sumy : Sobor, 2002. — 184 s.

16.  Anner Bylsma by Tim Janof. — Pexcum oocmyna : http://www.cello.org/
Newsletter/Articles/bylsma.htm.

17. Bowen Jose A. The History of Remembered Innovation: Tradition and
Its Role in the Relationship between Musical Works and Their Performances // The
Journal of Musicology. — Vol. 11. No. 2. 1993. — P. 139-173.

18.  Dolmetsch Arnold. The Interpretation of the Music of the Seventeenth
and Eighteenth Centuries. — Seattle and London : University of Washington
Press, 1974. — 493 p.



